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'Kazaxckuii yHUBEpPCHTET MEK/yHaPOIHbBIX OTHOLLICHHH
1 MEXKJyHapOJIHbIX SI3bIKOB MMeHH AGbliail xaHa
(Anmarsl, Kazaxcran)

0 FrONIOrPA®UYECKOM NPUPOJE CO3HAHUSA

«Henb35s ckasamb, Ymo MUp — 3MO MoHas umo3usi U 06bekmsl 8 HeM omcymcmaytom; 0esio 8 Opy20M: ecriu eam
ydacmcs MpoHUKHYMb 8 211y6UHbI 8CeneHHOU U MoCMompembs Ha Hee Kak Ha 2or1o0epaghudecKyo cucmemy, 8bl npudeme
K cosepuweHHO UHOU pearnbHOCmU — mod, Komopasi MOMOXem MOHSAIMb Mo, Ymo 00 CuX rop He Haxooum ObbACHEeHUsI 8
HayKe, @ UMEHHO: napaHopMaribHble I81eHUS U CUHXPOHU3MbI — yOueUMmeribHbIe co8nadeHus], UMeoujue 8HympeHHIo
ces3by). Kapn lNpubpam e uHmepsabio xXypHany «Psychology today»

AHHOTauMa

B cTtaTbe paccmaTpuBaeTcs npobnema CO3HaHUA Kak AencTBytolan MeTanapagmMrma CoBpeMeHHOCTH,
KOTopas MOXET NOB/INATL HA Pa3BUTUE YENOBEYECTBA B KOHTEKCTE BelyLLIMX TEOPUI U METOLONOTUI
ryMaHUTapHOro 3HaHus. ABTOPOM NpuUBEAEHbI PEBONIOLMOHHbIE PaKTbl U3 pa3Hbix 061acTeN, YTO MOXKET
pagvKanbHO U3MEHUTb MOHWMaHWe YeI0BEYECKOW NPUPOAbI, KYNBTYPY U UCTOPUIO. MeTogonormiyecKkumm
TEOPUAMM B3ATbl TEOPUN KBAHTOBOW GUIUKKN Y TPAHCNEPCOHAIbHOW NMCUXONOTMMK, KOTOPbIE ABNAIOTCS
BeAyLMMU Ha CErOAHALWHWI IEHb U3 BCEX. TeM HE MeHee, Harnpumep NCUXoIormyecKkne Hayku BUaAT
KPU3HKC, Koraa cTaskuBaeMble Npo6aeMbl BbIXOAAT 3a Npeaenbl U3BECTHOM HbIOTOHO-KapTe3MaHCKON
KapTUHbI MUpa U dyHAaMEHTaIbHble MOHATUA MaTeEpUannCTUieckon unocoduun. A Takxe, B UcccriefoBaHnu
cOKycHpoBaHbl Ha TeHAeHLMK dunocodum n ncuxonorun Hosoro BpemeHu (K. Mpod), mogenu u paspaboTke
MexaHUCTUYEeCKOM KapTuHbl BecenernHom (M. HbloToH, P. [lekapT), pa3paboTke HOBOW eCTECTBEHHOHAYYHOM
napagurmel (4. bom), Teopun «tuMnaMumUTHOIO NopsaaKa (K. Hy), Teopun CTPYKTYpbl YHUBEPCYMaA,
npoBo3rnallatoLyo npuHumn ronorpaduyHoctu (K. NMprbpam), peHomeHe co3HaHMA OCHOBaAHHOM Ha
KBaHTOBOM Teopun Guanku (P. NeHpoyas), Co3HaHWUM NPOCTPAHCTBEHHO-M0/IEBOro o6pa3oBaHus (M.
MamapgalwBsuin), MatepruanmcTM4ecKom NCUXOOrUa aHIMMNCKOM AMMNPUYECKON WKoNbI (K. JTOKK),
[AVCKPETHOro co3HaHus (Hanumos) v ap.
KnioyeBble cnosa: ronorpaduyeckoe co3HaHne, beHoMmeH, KBaHToBas GU3MKa, HbIOTOHO-KapTe3naHcKas
KapTuHa mupa, dpunocodus, COBpeMEHHbIE NOAXOAbI, METOAbI, TEOPUU, HOBbIE ECTECTBEHHOHAYYHbIE
napagurMbl, TEOPUS CTPYKTYP, YHUBEPCYM.



BBepeHue

B nocnenHne HECKONbKO AECATUIETUI B
Hay4HbIX AUCLMNINHAX, N3YYalOLLUX KU3Hb,
yenloBeKa, ero Co3HaHue, JOCTUMHYTbI
CTOMIb BNeYaTnsiolne OTKPbITUS, Y4TO
BO3HWKaeT HacTosATe/lbHas HE0O6X0AMMOCTb
B dyHAaMeHTabHOM MePEOCMbICIIEHUM
cyllecTBylolen MmeTanapagnrmel, 1
CO3[aHus HOBOM, KOTOPbLIM MNO3BOJINI
6bl BMECTUTb M BOCMPUHSATb MOCTOAHHO
YBEMYMBAIOLMACS HaMNbIB
PEBOJIIOLIMOHHbBIX GAKTOB M3 caMblX Pa3HbIX
obnacTten, KOTopble HE 0O bACHUMbI B
paMKax cTapbiX 0O bACHUTESIbHbIX CXEM
n Teopuin. HarnagHbIM NpMMEPOM 3TOro
ABJIEHUS MOXET CNYKUTb COBPEMEHHas
NCUXONOrMYyecKasi Hayka, Kotopas
cornacHo CtaHucnaBy pody, 6eccnopHo
OAHOMY U3 CaMbIX aBTOPUTETHbIX
NCUX0JI0rOB COBPEMEHHOCTH, HAXOAUTCH
B KPU3UCHOM COCTOSAHUU. OH nULeT: «B
HacTosilee BPeMS Mbl pacnoniaraem
HOBbIMW Hay4YHbIMW JaHHbIMU, UMEIOLLMMU
OrpOMHOE 3Ha4YeHUe 415 Halero oyaylero.
OHM B COCTOSIHUM MOMHOCTBIO NEPEBEPHYTH
HalW NpeacTaB/ieHns 0 Ye/T0OBEYECKON
NCUXMKE, ee NaToNiorMm U NepcnekTMBax
Jle4eHuns. HekoTopble M3 3TUX AaHHbIX MO
CBOEMN 3HA4YMMOCTM BbIXOAAT 3a PpaMKu
NCUXOSIOMMKU U NCUXMATPUKN 1 BpocatoT
Bbl30B BCEWN HbIOTOHO-AEKAaPTOBCKOM
napagurme, nexatlen B OCHOBaHUK
3anagHon Hayku. OHM MOTYT pagnKanbHO
N3MEHUTb Hallle MOHMMaHWe YeloBeYeCKon
NPUPOAbI, KYNbTYypbl U UICTOPUK, Aa U
caMOM peaNnbHOCTU KaK TakoBomW» [1, c.
29]. B naHHOM cfly4ae OH UMeeT BBUAY
OCHOBHYIO MeTanapagurmy TpaguLmMoHHOro
3anajgHoro Hay4Horo MMpPOBO33pPEHUS,
B ee OCHOBE, KOTOPOW, KaK M3BECTHO,
JieXKaT HblOTOHO-KapTe3naHCKasa KapTuHa
MUpa 1 GyHaaMeHTaNbHbIE NMOHATUSA
MaTepuanmcTM4eckon Gunocooduu.

CornacHo aTon MeTanapaaurme, Bce
Hay4Hble NapaauMrMbl OCHOBbIBAIOTCS Ha

crnegylouem AonyweHnn: peasbHOCTb — 3TO
PU3NYECKUI MUP; MPOCTPAHCTBO, BpeMS,
MaTepus n aHeprus — GyHaameHTanbHble
cocTaBisolLMe peanbHOCTU. [IpUHATO
CcYMTaTh, YTO, MOHSB A0 KOHLA, KaK
QYHKLUMOHUPYET GUBUYECKUI MUP,

Mbl CMOXEM 06BbACHUTb BCE SIBIEHUS,
npoucxoasume B Kocmoce [2, c. 46].

BceneHHas, no aton KapTuHe Mupa
pa3BMBaeTCHd Ha OCHOBE 3aKOHOB
MEXaHWKM, N COCTOMT OHa U3 TBEPAOM
MaTepuun, KoTopasi B CBOK o4Yepellb
COCTOMUT U3 aTOMOB-Man€eHbKMX,
HeaenmMMbliX YacTul,. OHM cocTaBnsAoT
PyHAaMEHTaNbHbIE CTPOUTENbHbIE B/TOKK
BCero cyuiectytouiero B mupe. OHu
NacCMBHbI U HEM3MEHHbI, UX Macca U
¢dopma Bcerga NocTosHHbI.

[pyron cywectBeHHOM
XapaKTePUCTUKON HbIOTOHOBCKOM KapTUHBI
MUpa ABSETCS TPEXMEPHOE NPOCTPAHCTBO
KJTaCCUYECKOM 3BKINO0BOMN reOMETPUN,
KOTOpOoe abCo/IoTHO, NOCTOSHHO U BCeraa
npebbiBaeT B NoKoe. Paznnyne mexay
MaTepuen 1 nycTbiM NPOCTPAHCTBOM
SICHOe W HeaBYCMbICNeHHoe. [og06HbIM
06pa3om, Bpems abCcostoTHO, aBTOHOMHO
W HE3aBUCMMO OT MaTepUanbHOro Mm1pa;
OHO NpeacTaBNAeTCq OAHOPOAHbBIM U
HEW3MEHHbIM MOTOKOM M3 NMPOLLIOro Yepes
HacToslwee B 6yayuiee. B cooTBETCTBUM
c Teopuen HbloToHa Bce pU3NYecKue
NPOLLECChl MOXXHO CBECTHU K MEpPEMELLEHUIO
MaTepuanbHbIX TOYEK NOJ AENCTBUEM CUJIbI
TSAXECTH, IENCTBYIOLLLEN MEXKOY HUMU U
BbI3bIBatoLLEN UX B3AUMHOE NMPUTSXKEHUE.
HbOTOH CcMOT onncaTtb AMHAMUKY 3TUX
CWN NpU NOMOLLM HOBOIO, crieyumasibHO
pa3paboTaHHOIro MaTeMaTMYeCcKoro
noaxoaa — auddepeHLnanbHOro
ncumcneHms. Utoroebim 06pa3om
Takow BceneHHoM ABNAETCA TMraHTCKUK
M NOMHOCTbIO IETEPMUHUPOBAHHbIN
YacoBOW MexaHW3M. HacTuLibl ABUKYTCS B
COOTBETCTBMW C BEYHbIMU U HEM3MEHHbIMMU
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3aKOHaMM, a CobbITUS U NPOLIECCHI B
MaTepuanbHOM MUpPE SBASIOT COOON

Llenb B3aNMO3aBUCHUMbIX MPUYNH U
cneacTeun. B cuny 3Toro BO3MOMHO, XOTS
Obl B NPUHLKUMNE, TOYHO PEKOHCTPYMPOBATb
Nto6yo NpoLyo cuTyauunto Bo BeceneHHon
UNu npeacKkasaTb Oyayliee ¢ abCoNtOTHOM
onpegeneHHocTtbo [3, ¢. 50-51].

Takoe e No 3Ha4YUMOCTH BIUSIHUE Ha
dunnocodPuto 1 UCTOPUIO HAYKM NOCNEAHMX
HECKOJ/IbKMX CTONETUI OKa3a/ U BENTMKNI
dpaHuy3ckui dunocod PeHe [eKapT.

Ero Hanbonee 3Ha4YnTENbHBIM BKNAA0OM

B BeayLlyto napaauMrmMy 6bi1a npeaenbHo
3a0CTpeHHast KoHLenuusa abcontoTHOM
[lyanbHOCTU yMa (res cogitans) n matepuu
(res extensa), cneacTBUEM KOTOPOK

cTano yéexaeHue, 4To matepuasnbHbii
MMP MOXKHO onucatb 06bEKTUBHO, 6€3
OTCbI/IKK K YenoBeKy-Habngartento [4, p.
246-250]. lToBops 0 ayanu3ame [exkapTta
YMECTHO OTMETUTb, YTO NpeAcTaBieHne, O
TOM, YTO YENOBEK KaK Obl CNOXEH U3 ABYX
Hayan — u3 Ayl 1 Tena, oTMeYanu eLe u
[0 Hero dunocodbl. OgHaKko PeHe [lekapT
Obla1 NEPBbIM, KOTOPbIM NOCTYIMPOBA

He NPOCTO pasnnMyune, HO MOJIHYIO,
abCTpaKTHYIO NPOTUBOMONOXKHOCTb Havan
AyXOBHOr0 v TenecHoro. CornacHo [ekapTy,
Teno v aywa — CyTb ABE pa3nyHble
cy6CcTaHUmMK, a «pasymes cybcTaHLMIO, Mbl
MO}XEM pa3yMeTb NLLb Bellb, KOTopas
CYLLECTBYET TakK, YTO HE HyJaeTcs

[151 CBOET0 CYLL,ECTBOBAHNSA HU B YEM,
Kpome camom ceb4. [pn aToM Kaxkaas 13
cy6CTaHUMM «<MMEET NPENUMYLLLECTBEHHbIN
aTpuoyT: ANs AyWwu - MbiCJib, NOAOGHO TOMY,
KaK ans tena — npotseHuer [4, p. 19].

Taknm o6pasom, [leKapT y MCTOKOB
HOBOEBPOMNENCKOM GUnocodun 1 Hayku
OKOHYaTeNbHO pacyfieHnn npeacraBneHme
0 YeNoBEKe, ONpeaennB ero Kak
HEeKOTOpOe eANHCTBO ABYX abCTPaKTHO
NPOTUBOMONOXKHbIX HAa4as, ABYX
Cy6CTaHUMM — HEMPOTSXKEHHOW MbICASILLLEN

Oyl U NPOTSIXKEHHOTO HEMbICNSALLETO
Tena. ATUM }Ke aKTOM OH, COrflacHoO
lpody, onpenennn TEHAEHUMIO Pa3BUTHUA
Bcen punocodpumn 1 ncmxonorum Hosoro
BPEMEHMU.

AvcunnnunHel, cMOAeNnMpoBaHHbIE
no HetoToHY 1 [leKkapTty, B Aetansax
paspaboTann MEXaHUCTUYECKYIO KapTUHY
BceneHHoM, 0gHaKoO pa3BuBatoLLerocs 6e3
y4acCTUs CO3HaAHUSA UK co3uaaTtenbHOoM
pasymMHOCTH.

Mutep Paccen nuuwer, 4yTo gaHHas
MeTanapajurma HacTo/bKO yaauHo
06bSACHAET NOYTH N06OE ABNEHME
MaTtepuanbHOro Mnpa, 4To eaBa n Koraa-
HMOYOb NoaBepranacb COMHeHU0. U
TONbKO 06PAaTMBLLNCH K HEMaTepUanbHOMY
MWPY CO3HaHUS, Mbl HAYMHAEM HaxoauTb B
Hen cnabble mecTa.

MeToab!

Mpexae 4em roBopuTb 06 3TOM,
CHayasfia pacCMOTPMUM, KaK Ha OCHOBE 3TOM
MeTanapaaurmMmbl 06bSCHANACh NPUYMHA
BO3HUKHOBEHMWE CO3HaHMSA. O4eHb KpaTKo
N CHO 3TOT MEXaHW3M BO3HUKHOBEHNS
naHy C. poda. OH roBopwT, 4TO NO
3TOV MOAENN, XKU3Hb, 3ap0oannach B
nepBoO34aHHOM OKeaHe cfly4anHo, B
pesynbrate 6ecnopsgoyHbIX XMMUYECKUX
peaKuni. TOYHO TaK e KeTo4yHas
OopraHu3aLmnsg opraHM4YecKon matepun
N 3BONIOLMS K BbICLUMM HOPMaM XU3HU
BO3HMK/IN MEXaHUYECKHK, 6e3 y4acTus
pPa3yMHOro NpuHUMNa, B pe3ynsrare
CNy4alHbIX FEHETUYECKNX MyTaLIMMN K
ecTecTBEHHOro otbopa, obecneynBatoLLero
BbIXXMBaHWe 6051ee NPUCnoco61eHHbIX.

M B KOHLLE KOHLI0B 3TO NPUBENO K
pa3BeTBNEHUIO GUIOrEHETUHECKOWM
CUCTEMbI MEPAPXMYECKN OPraHM30BaHHbIX
BMA0B CO BCe BO3pacTalolLMM YPOBHEM
CNOXHOCTWU. [lpyrumun cnoBamu,
3BOJIOLMS HU3HM M COOTBETCTBYIOLLANA
3BONOLNSA GOPM OTParKeHus npueena co



BpeEMeEHEM K BOBHUKHOBEHMIO BbICLLEW
GOopMbl OTParKEHUS, KaK YenoBevyeckoe
co3HaHue. CornacHo 3Ton KOHLUEMNLNK,
CO3HaTeNIbHOCTb MNpUCYLLLa TONbKO
MBbIM OpraHnu3mam, 1 4To oHa TpebyeT
BbICOKOPA3BUTOM LLEHTPaIbHOM HEPBHOM
cUcTeMbI. 3TO NOSIOXKEHWE COCTaBNSET
OCHOBHOWM NoCTyNnat MaTepuanmcTM4ecKoro
N MEXaHUCTUYECKOIO MMPOBO33PEHMS.
Co3HaHue B Hewn paccMaTpuBaeTcs
KaK NPOAYKT BbICOKOOPraHM30BaHHOM
MaTepuu (LeHTpalbHON HEPBHOM CUCTEMBbI)
N KaK anndeHoMeH GU3N0SIOTUYECKUX
npoLLeccoB B ronoBHOM Mo3re [3, ¢. 51].

3Ta TEOPUSA MPOUCXOKAEHUS HKUBHN U
CO3HaHus B NocneHune roabl nogBepraeTcs
COMHEHMI0. [10 MHEHUIO KPUTUKOB, ANS
TOrO YTOObl U3 «XXMMUYECKOro BYNbOoHa»
HeopraHM4eCcKoro BellecTBa BO3HMKNA
*W3Hb, HEOBXOAMM TaKoW Habop YCOBUK,
BEPOSATHOCTb C/ly4aMHOro coBnageHuns
KOTOpPbIX paBHa no4ytu Hyn. KTto-
TO 06Pa3HO 3aMeTUI, YTO TaKas e
BEPOSATHOCTb CYLLLECTBYET Y COObITUS, YTO
yparaH, NpPOHeCLLINICS Hall MOMOMKOM,
clydyanHo cobepet bonHr-787. He 6onee
BEPOSATHLIM Ka*KeTcs 1 Habop yCnoBUK,
NPy KOTOPOM 3BONOLMSA 06€3bsiHbI MOrTa
NPMBECTM K BOSHUKHOBEHMIO YenloBeKa.
BeposTHOCTb 3TOM BO3MOXHOCTH, COrMacHoO
CKeNnTMKaM TaKoBa, KakK, ecnin 6bl 06e3bsiHa
METO/IOM «C/Tly4arlHOro TblKa» Hanucana
pomaH «BOnHY 1 Mup».

He BaaBasicb B 3Ty NOJIEMUKY,
OTMETUM N1LLb TO, YTO NPK 06paLLEHNN
K HeMartepuanbHOMY MUPY, B pamMKax
3TOM MeTanapagurMmbsl JeUCTBUTEIbHO
BO3HMKalOT cnabble mecta. 06 aToMm
XOPOLLO CKa3aHo B KHure [nuTtepa Paccena
«OT Hayku K bory» [2, c. 48]. B Hel OH
rOBOPWT, YTO 3anajHas Teopusi He 3HaeT
TaKoW KaTeropuu, Kak cosHaHue. lo
MHEHMWIO y4eHOoro, 3anagHas Hayka B
COCTOSIHUM OOBACHUTL, KaK Ha OCHOBE
BOAOPOAA BO3HUKIN ApYyrne 3N1EMEHTDI,
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N KaK 13 3TUX 31EMEHTOB 06pa30Banu1cChb
OopraHMyecKne MOJIEKY/bl, @ MOTOM

N NPOCTENLLINE XUBbIE KNETKU, N KaK

B pe3ynbTate KNeTo4HOM 3BOMIOLINK
NOSABUINCb TaKME CNOXKHbIE OPraHn3mbl,
KaK 4yenoBeK. Ho oHa geMoHcTpupyet
cBoe 6eccunune, Koraa geno oxoaut

[10 YennoBeYeCKmx 4yBcTB. Mnun Kak
roBoput KpuctmaH ge KBUMHCKM, y4eHble
HaxoAsaTCsa B ABYCMbICIEHHOM MONOXKEHWN:
€}eJHEeBHO CTa/IKMBasiCb C HEOCMOPUMbIM
(paKTOM COBCTBEHHOIO CO3HaHWS, B TO e
BPEMS HE YMEIOT ero 0ObSACHUTD.

CoBpeMeHHas HayKa 3HaeT, 4To
3NeMeHTapHbIe YacTULbl COENHAIOTCS
B aTOMbl, M3 KOTOPbIX, B CBOIO O4Yepeb,
06pa3zyloTcsa MONEKYIbI, — TaKOBa MOAENb
dopMurpoBaHUa GU3NYECKUX OOBEKTOB.
Heyto nogo6HOE MOXKHO CKasdaTb M 0
uBoW KneTtke. B ocHoBe [JHK, 6enkoB
N aMUHOKMUCNOT — BCE Te e aTtoMbl. JTa
MO/ieNb NO3BOJIAET ONMUCbIBATb Aae
4yesIoBEeYECKMIM MO3T, HECMOTPS Ha BCIO ero
HEBEPOSTHYIO CIIOXHOCTb.

OaHaKo ans onncaHus CO3HaHUA
noAo6HbIM METOA HE roAMTCS, ANd Hee
HYXXHa COBEPLLUEHHO MHas MOJETb.
INoCKONbKY TPaAMLMOHHAS «HayKa He
Morfna o6bsSCHUTb CO3HaAHME, KOTOPOE
fBNSeTCs 06bEKTUBHOM PeaibHOCTbIO,

He NpM3HaBas NapancuxosiorMyecKkne
(peHOoMEHbI, KOTOpble BCe Yallle 1 Yalle
NOATBEPKAANNUCH IKCMNEPUMEHTANbLHO,

He xoTeNna v He Morfia NpMU3HaThb
cyllectBoBaHMe TOHKOro MUpa, TOHKKX

Ten YenoBeKa, 4To 0COBEHHO CUTbHO
OTpPa3wuiochb, HaNnpuUMep, Ha TakoM BaXKHOM
N5 BCEX HAC HanpaB/iEHUU, Kak MeauumnHa
N NCUXONOTUsI».

O6LWwni BbIBOA, K KOTOPOMY MEJSIEHHO,
HO HEYK/IOHHO NOAXOAMT COBPEMEHHAs
HayKa — 3TO TO, YTO CO3HaHWe He
MaTtepuanbHo; maTepus He obnagaet
CO3HaHueM [5, c. 239-240]. U noatomy, B
paMKax BbllleyKa3aHHOW MeTanapaaurmbl,
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HeNb35 06bACHUTb, YTO TAKOE CO3HaHMe.
bonee noapo6HO 06 3TOM Mbl paCcCKaXKeMm
YyTb HUXKE.

Ceiyac o ToM, Kak pM3nKaMm yaanochb
COPOCUTb 3TY «CMUPUTENbHYIO pybGaLlKy»
HbIOTOHO-KapTe3MaHCKON MeTanapagurmol.
370 AOCTaTO4YHO M3BECTHbIE BaKTbI.

M Mbl o6palllaemMcs K HAM NvLlb Ans

TOro, YTo6bl NPOBECTM Napainenu ¢
CcUTyaumen, Kotopas 6blla B GU3nNKe B
Hayvane ABajLaToOro BeKa, C COBpEMEHHOM
cUTyalMen, KoTopas CylecTByeT B HayKax,
N3yvalolmnx YesoBEKa U ero CO3HaHMe.
3aecb HaM NMPUAETCS HANOMHUTb, 4YTO B
Hayvafa ABajLaToro BeKa, npetepnes
rny6oKne 1 paguKanbHble UBMEHEHUS,
dun3KnKa npeogonena MeXaHUCTUYECKYIO
TOYKY 3PEHUS HA MUP M BCE Ba3UCHble
AONyLEeHUS HbIOTOHO-KapTe3MaHCKOM
napaaurmbl. B gaHHOM cnydyae nmeetcs

B BMAY YTOYHEHME U KOHKPETU3aLUs
OCHOBOMOJaratoLInX NOHATUI B

$U3KnKe, CBA3AHHbLIX OTKPbITUEM TEOPUN
OTHOCUTENIbHOCTM Y KBAHTOBOW MEXaHUKM.
3TW OTKPbLITUS, KaK M3BECTHO, MPUBENH

K CO3aHM1I0 HEKNACCUYECKON, TaK
Ha3blBaeMOW KBAHTO-PENATUBUCTCKOM
dn3nKu. CosgaHuio aTon, 6onee oobLien
GU3NYECKON TEOPUU, MPUBESIO K TOMY,

YTO KNaccuyeckas pu3nKa cTana 4acTHOM
Teopuen B paMKax 6onee obuien. B aton
$GUn3KnKe BbISBUIOCH, YTO aTOM COCTOUT

n3 6osee Menkux Yactuu,. OH cCoCTOUT

U3 aapa, BOKPYr KOTOPOro BpallatoTes
3/IEKTPOHbLI. 3aTeM 06HapPYXKUI0Chb,

YTO M AP0 AASIEKO HE 3N1EMEHTapPHO.

OHO cocTouT U3 6oJiIee MESTIKMX HYacTuL,

C pa3/IMyHbIMK CBONCTBaAMU. B KoHLEe
0BGHapYXKUI0Cb, YTO BCE YaCTULLbl HE
ABNSAIOTCH TBEPAbIMM MaTepUabHbIMK
06beKTaMM, a MOTYT MEPEXOAUTb B
COCTOSIHME 3/IEKTPOMAarHUTHOM BOMHbI. Ha
3TOM YPOBHE MaTepus TepsieT CBOMCTBO
MaTtepuu, a cTaHoOBUTCS aHepruen. MNpu
NonbITKE NPOCEANTb MOMEHT, KOraa

MaTtepuanbHas YacTuLa npeBpaLLaeTcs
B BOJIHY, UCCNeaoBaTeNn CTONIKHYUCh

¢ pyHAaMeHTaNbHbIMK NapagoKcamu.
OKka3sanochb, 4TO MOXHO c034aTb TaKne
YCNOBUS 3KCMNEPUMEHTA, I4e 3NEKTPOH
BeAeT cebs KaK BOSIHA, MOXHO c034aTb
YyCNOBMS, FAe OH BefeT cebs KaK YacTuua,
HO HEBO3MOXHO CO31aTb TaKMe YCN0BUS,
rae MOXHO ObI/1I0 HabNaAaTb Nepexos
0/[lHOro cocTosiHMG B Apyroe. Ecnu
nonbITaTbCA NPOCNEANTb 3a YacTULEN,

B Hagexae yBMAETb MOMEHT nepexoaa,
TO Mbl IM60 HUKOrAa HE AOXAEMCSH 3TOMO
MOMEHTa, IM60 MOMEHT nepexoaa Bceraa
BblNagaeT U3 HabnoaeHusa. Habnogas
OAVH NapameTp, Bceraa Tepsertcs Apyron.
bbino caenaHo ABa BbiBOAA.

1. MNpun nepexoe B HOBOE
Ka4yecTBO Bcergja cylwectsyeT MOMEHT
HeonpeaeneHHoCTU. 3TOT MOMEHT Bceraa
HEBO3MOXHO HaboAaTb, OH HaxoaMTCs
BHE KOHTpONS.

2. ONeKTpOH OAHOBPEMEHHO HeceT
CBOWMCTBO YacTuLLbl U BOSTHbI, HO HabNOAaTb
Mbl MOYXEM TO/IbKO OHO CBOWCTBO, U
3aBWCUT 3TO OT TOr0, KAKOW 3KCMNEPUMEHT
Mbl BbiGMpaem. CnegoBatesnbHo,
COCTOSIHWE YacCTULIbl 3aBUCUT OT BblGopa
3KcrnepumeHTaTopa, T0 eCTb OT BOJIU
yenosekKa [3, ¢. 19]. To ecTb nong u
YyacTuLbl — 3TO He pa3Hble 0OBLEKTDI, a
pa3Hble cnocobbl ONMcaHMs OQHOIO U TOro
e o6beKTa.

3TUM OTKPbITUEM KBAHTOBAA MexaHWKa
noctaeuna noj COMHeHWe, Kasanocb
Obl, O4EBUAHYIO NPEAMETHOCTb Hallero
MWpa 1 0CO3HasNa, YTO HeMasIoBaXHYo
posfb B NpoLecce «onpeamedymBaHmm»
OKpYy»Kalollen enCTBUTE/IbHOCTH
NPUHAANEXUT U3MEPUTETbHOMY MPUBOPY U
HabnogaTento.

3TN 1 MHOTWe Apyrue OTKPbITUS,
CBfI3aHHble C TeOpUEN OTHOCUTENIbHOCTH
N KBAHTOBOW MEXaHWKOW He TONbKO He
BMWCbIBa/IUCb B CYLLECTBYIOLLYIO KapTUHY
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MWPa, HO U HE MO/ ObITb OO BSACHEHbI

B paMKax CyLleCTBYoLLEN METOL0OMMN.
OTmMeyasn HeobblYanHble 0OCOBEHHOCTH
KBaHTOBOW PU3NKU, POCCUNCKUI GUIUK
C. W. [1I0pPOHUH MULLET, Y4TO «OAHUM U3
caMblIX IEP3KMX BbI3OBOB, KOTOpas
6pocuna KBaHToBas Gp13nKa CBOEW
K/lacCUYeCKOW NnpeaLlecTBEHHULE,
ABNSETCS YTBEPKAEHNE O HANNYUN B
OKpYKalolen Hac peasibHOCTU 0co60ro
TMNa COCTOSIHUM C YAUBUTEIbHbIMMU,
NPAMO-TaKK «CBEPXbECTECTBEHHbLIMM»
CBOMCTBaMM U BO3MOMXKHOCTSIMMU.
KBaHTOBas Teopusa roBOPUT O TOM, HTO

B NPMPOAE CYLLECTBYET LUMPOKMIM Kacc
COCTOSIHWUM, KOTOPbIE HE UMEIOT HUKAKOro
KaCcCcMyecKoro aHanora, noaTomMy OHu
HMKaK He MOTyT OblTb MOHATbI U 06 bACHEHDI
B paMKax Kilaccuyeckon GU3nKn. 31o
«Marmyeckme» COCTOSIHUSA, KOTopble
BbIXOASAT 3a BCE MbIC/IMMbIE PAMKK C TOYKM
3PEHUSA NPUBbLIYHbLIX NPEACTaB/IEHUIN O
peanbHOCTU. OHM MNONYYNNIN Ha3BaHUe
3anyTaHHbIX COCTOSAHUM (entangler states).
Y4yeT 3TUX COCTOAHWIW, OCO3HAHKE TOro
daKTa, 4TO OHU ABNSAIOTCH HEOTHLEMJIEMOW
4acTblO peanbHOCTH, - BCE 3TO CMOCOGHO
KOPEHHbIM 06pa3oM U3MEHUTb Hallle
NPMBbLIYHOE MUPOMOHMMAHKWE U BbIBECTH
€ro Ha Ka4eCTBEHHO HOBbIN YPOBEHb.
OKpy»KatoLWwmm M1p B CBETE 3TOMO HOBOIO
dun3myecKoro pakTta OKasblBaeTCs
HaMHOro 6oraye Toro, 4To NPenogHOCHUT
HaM Kilaccuyeckasi du3mnka. B Hem
NPOMCXoanaT 06 bEKTUBHbIE MPOLECCHI,
KOTOpPbIE U «<HE CHW/INCb» B paMKax
cTapbIX NpeacTaBNeHWU, OHM BbIXOAAT 3a
npeaensl gaxe caMon 6yrnHon daHTasuu,
BCTpeyvatolencsa B GpaHTaCTUYECKUX
poMaHax. 3T1 W apyrue peBoJItOLMOHHbIE
OTKPbITUSA B 06/1aCTh GU3UKKM B ABaALATOM
BeKe 06yCNoBUIIN KOPEHHOW NEPECMOTP
MHOIUX MOHATUIW U NpeacTaBneHnm
CylecTBylOLEN eCTECTBEHHO-Hay4YHON
KapTUHbI MUPa 1 Hay4HOM METOA0SI0MMM [6,
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¢. 23]. Hago oTMETUTb, YTO COBPEMEHHAS
KBaHTOBO-peNATUBUCTCKasa dn3nKa

no 60/1bWOMY CYETY CNPaBASETCS C

3TON 3afa4vyen. Mbl He ByaeM cendac
OCTaHaB/IMBATbCS Ha 3TOM, TaK OHO
BbIXOAMWT 3a paMKW JaHHOW CTaTbM.

B otnnymne ot GU3MKK, HayKam,
N3y4aloLnM ¥K13Hb, YESIOBEKA, ero
CO3HaHWe, He yaanocb NpUcnocobunTbes K
3TUM BbICTPbLIM NepemMeHamM 1 YKOPEHUTb
MX B CBOEM crnocobe mbilwneHus. foBops
MHaye, B 3TUX HayKaXx He NPOMU30LLJIO
COOTBETCTBYIOLLErO cABMIra B cnocobe
paunoHanbHOro NOHMMaHUs HOBbIX
npo6aem, He NoSIBUIOCb HOBOW CUCTEMbI
HaBbIKOB, aHaJIOTMYHOM TOW, KOTopas
Oblna pa3paboTaHa Npu co3aaHnmn
TEOPUU OTHOCUTENIBHOCTU UK KBAHTOBOM
MexXxaHUKU. MMpPOBO33peHHNE, YIKe
[laBHO yCcTapeBllee 119 COBPEMEHHOM
GU3KKHK, NO-NPEKHEMY CHUTAETCS
Hay4YHbIM BO MHOIMX APYrnx 06nacTsax
— B ywWwep6 6yayliemy nporpeccy.
HabnoaeHnsa n dakTbl, NpoTUBOpEYallne
MexaHUCTUYeCcKon moaenun BeceneHHow,
Yallle BCcero otépachiBatoTCA UK
3amanyuBatotcs. [oBops cioBamu
C. lpoda, aHTU3IBONIOLMOHHAS U
aHTUNPOAYKTUBHANA NpMpoaa cTapom
napagurmMbl B Hay4HbIX AUCLIUMNIMHAX,
M3y4aloLmnxX YeI0OBEKA, AOCTUITIa TaKoK
CTEMNEeHU, YTO 3TN AUCLIUIMIUHBI OKa3a/IuCb
nepen nMuom rmyboKoro Kpusuca,
CPaBHMMOIO Mo pa3maxy ¢ KpU3ncom
(GU3MKM BO BPEMEHA 3KCMEPUMEHTA
MankenbcoHa — Mopnu [3, c. 38].

CaMbIM MHTEPECHbIM 30€Ch ABNAETCS
TO, YTO PEBU3MUS yCTapeBLLMX B3MSG10B,
0OBbACHUTENBHbIX CXEM OO bACHEHMS
npo6aemM CoO3HaHUS, NPULLIO B 3TU
HayKuM CO CTOPOHbI APYrnux obnacren
3HaHWUS, B YaCTHOCTMU CO CTOPOHbI
TpaHcnepcoHanbHOM MCUXONOrMnU n
KBaHTOBO-PENATUBUCTCKON OGUSUKM.
MNepBas, u3ydyas npupoay NCUXmMKK, Ha
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OrPOMHOM 3MMNUPUYECKOM MaTepuane,
nokasana MexaH1M3Mbl BOBHWKHOBEHUS
N3MEHEHHbIX COCTOSIHMIM CO3HAHMUS,
aHanornyHbIX MMCTUYECKKUM, onuncasna

WX W BbIABMHYNA psig rmnotes
dunocodcKoro xapaxkrepa, JOKa3aB
HOPMaJIbHOCTb (HENAaTONIOMMYHOCTh) U
[laXke nparmMaTM4yHocCTb (B TOM 4uUche,

N B NCUXOTEPaneBTUYECKOM MNaHe)
COOTBETCTBYIOLLMX COCTOSAHWUIN. BTOpas,

He TO/IbKO NoKa3asia HeaJeKBaTHOCTb
KapTe3naHCKO-HbIOTOHOBCKOM
napagnrmMmbl COBPEMEHHOMY MOHUMAHMUIO
GM13NYEeCcKon peanbHOCTH, HO U

[ana HOBYIO MHTepnpeTaumio M1pa,
npeanonaratolLen KIOYEBYIO POSib
NMCUXWUKK B KBAHTOBOW peasibHOCTH.
ABTOPbI, MbIC/ISILLIME B 9TOM HarnpaBiEHWH,
npegnonaratot, YTO YM UK CO3HaHue
peanbHO BAUSIOT WK faxe co3aatoT
mMarepuio [7, c. 14-15]. B KOHTEKCTE
pa3paboTKN HOBOW eCTeCTBEHHOHAY4YHOM
napaaurmbl cnegyert, Npexae Bcero
Ha3BaTb UMeHa []. boma, aBTopa

TEOPUUN «UMTITULUTHOTO (B/TIOXKEHHOIO)
nopsiaka» u k. Yy, pazpaboTtaBLiero
«LUIHYPOBOYHYO») TEOPUIO CTPYKTYPbI
YHUBEpPCYMa, NpoBO3rnallatoLLyo NpuHLMN
rosiorpapuU4HOCTU (TEPMUH U3BECTHOIO
Henpodusunonora K. NMpubpama) u
XONUCTUYHOCTU YHUBEPCYMA, Korga «Bce
MMMaHEHTHO BCEMY», BCE NMPUCYTCTBYET BO
BCEM.

PesynbraTtbl

Cenyac yxe MHOTMMW y4EeHbIMU-
$dU3nKamm 0Co3HaeTCst HeAOCTaTOYHOCTb
06bSACHUTENBHOIO NOTEHLMANa cTapom
MeTanapaaurmbl HayKku. B aTom nnaHe
MOXHO MPUBECTU BblCKa3blBaHUS
KPYMHENLLErO aHIMMMCKOro GU3NKa-
TeopeTnKa coBpeMeHHOCTH — Poakepa
[leHpoy3a, KOTopbln rOBOPUT: IOCKOJIbKY
CO3HaHWe — YacTb BceneHHomn, To ntobas
Teopusi, KoTopas He OTBOAMT eMY LONKHOI0O

MecTa, dyHaaMeHTanbHa He nosiHa. OH
CYUTAET, 4TO GEHOMEH CO3HAHUS JONMKEH
onucbIBaTbCs Ha OCHOBE KBAHTOBOWM
TEOpUK, N60 B JINLLE KBAHTOBOM MEXaHUKMU
GU3KKa CTONIKHYNnachb ¢ GEHOMEHOM
CO3HaHus. B Knaccunyeckom e pusmnke
MecCTa CO3HaHuto Boobule HeT [8, c. 215].
Cama BO3MOHOCTb ONMUcaHus
CO3HaHWSA Ha A3blKe GUBKKMK, T.€. OTKa3
OT MUCTUYECKOMN TOYKU 3peHnsd Ha
COOTHOLWEHUSA GUBUKM U CO3HAHUS,
060CHOBbLIBAETCS YKa3aHMEM Ha CBSA3b
ME Y COCTOSHUEM MO3ra 1 MblLLIEHUS.
«ECNM MeHTaNbHOCTb — 3TO HEYTO
OTAEeNbHOE OT PU3MYECKOro, TO NoYemy
HallW MeHTasibHble CaMOCTK BOOOLE
Hy)XJatloTcs B GU3NYECKUX MO3rax?
CoBeplLIEHHO ACHO, YTO UBMEHEHNSA B
MEHTasIbHbIX COCTOSIHUSIX MOTYT BbITb
Bbl3BaHbl UBMEHEHUAMN B GUBNYECKUX
COCTOSIHMAX MO3ra. [lenctaue,
Hanpumep, HEKOTOPbIX HAPKOTUKOB
BIMOSIHE ONpeaeseHHO CKa3blBaeTcs Ha
MeHTa/IbHOM COCTOSIHUM U NOBENEHUN.
AHanormyHo TpaBma, 601e3Hb UK
XUPYpruyecKkoe BMellaTenbCcTBO B
onpeaeneHHble 30Hbl FOI0BHOMO MO3ra
MOTYT UMETb XOPOLLO onpeaensemble
W NpeacKkasyemble NocneacTeuns B
MeHTasIbHbIX COCTOSIHUSIX YeloBeKa. A ecnu
MEHTaNbHOCTb AENCTBUTENBHO CBSi3aHa C
onpeaeneHHbIMn dopMamMu GU3NYECKOoro,
TO TOrAa 3aKOHbl HAYKK, KOTOPbIE TOYHO
onucblBaloT nNoeeaeHne GU3n4ecKux
06bEKTOB, HaBEPHSKa JOMKHbI MHOMO€e
CKa3aTb TaKXe U 0 MUpPe MeHTaslbHOro» [71].
XoTa cnegyet 3aMeTUTb, 4To P.
leHpoy3 cyuTas, YTO COBPEMEHHas
KBaHTOBas Teopus HEe MMEET MoKa
CPEeACTB A5 ONUCaHUSA CO3HaAHUA U
Yy4€HbIM OCTAETCS TOJIbKO YAUBIATLCS
TOMY, YTO CO3HaHMWE BJIUSFET Ha BELLECTBO.
«Peyb MAET O K/IOYEBOM 3BEHE
dun3nYecKonm Mmoaenn co3HaHMs B CBA3MK
C NCMXODU3NONOrMYEecKon NpobaemMon,
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TO eCTb B CBSI3W C dyHAaMEHTalbHbIM
YAUBIIEHWEM MO MOBOAY TOr0, KaK
HeBeLLeCTBEHHAs MbIC/b YpaBnsgeT
BELLECTBEHHbIM MO3ramMu Tefiom» [9].
CnenyeT OTMETUTb, YTO BOMNPOCHI, C
KOTOpPbIMU CTalikuBaeTcs GU3nKa B
OTHOLLEHMWN CO3HAHUS, Ype3BbIYaNHO
CNOXHbI. [pexae Bcero, 310 TO, KakK
NPUMEHUTb GUBNKY K UCCNeoBaHuIo
CO3HaHWA U KaK onucaTtb CO3HaHWe B
pamMKax KBaHTOBOMW Teopuun. Paccyxaas
Haj 3Ton npobnemon, eue Hunbc bopa
HegoymeBaJl, Kak 06 beAnHUTb YacTb
peanbHOCTU, OTHOCSILLYIO K CO3HaHMIO, C TOM
yacTblo, rae AENCTBYIOT GU3MKa U XUMKUSA?
34ecb roBOpUI OH, Mbl UMEEM NMOSUHHbIN
c/ly4yan KOMMAMMeEHTapHOCTH... (Kak
M3BECTHO, 3Ta naes B KBAHTOBOW GU3NKe
Jlormyeckn odbopmmnacs B NpUHLMN
JONoSHUTENbHOCTHU B. len3eHbepra).

Mogo6HOM TOYKK 3peHUS
npuaepxumsancsa nu Anbbept ANHLITENH,

OH roBopwun: «[lywa v Tefo He ecTb

HeYTO passin4yHoe, 3TO TONbKO [ABa NyTH
BOCMPUATUS OOHUX U TEX XKE BELLEN.
AHanormyHo, G13unkKa 1 rnNCUxonorua — ato
TOJIbKO ABa Pa3/InyHbIX HanpaB/ieHns
NoMbITOK CBSA3aTb BMECTE Hall OnbIT
NocpeacTBOM CUCTEMATUYECKOrO
MblLLIEHUSI».

B pycne aton naeun, HeKkotopble GU3NKK
NAOYT YXKe ellle Janblie, 3as9BM44, YTo
MOMET 6bITb TOJIbKO 3HAaHWE O CO3HAHWUU
NOMOXET pa30o6paTbCsl, HAKOHEL-TO B
psae ee GyHaaMeHTaNbHbIX MOHATUR. C
NX TOYKM 3pEHNS, CO3HAHNE OOIKHO BbITb
BK/IIOYEHO B ByAYyLLYIO TEOPUIO MaTePUU U B
pa3mblLlneHns o pusndeckon BeceneHHoN
B KayecTBe nepBoCcTeneHHoro dpaxkropa
1 cBA3yloLLEro NpuHumMna KocmmnyecKon
cetn. Ecnu BceneHHad npeacraBnseT
COOO0OM MHTErpasbHyo U eqUHYIO CeTb U
HEeKOoTopble N3 ee COCTaBNAOLMX OYEBUAHO
CO3HaTellbHbl, 3T0, B HEKOTOPOM CMbICIE,
[AOMKHO ObITb BEPHO, W AN19 BCEW CUCTEMBI.
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KoHeuHo, BrnonHe onycTMMo, 4to
pasnnyHble YacTu co3HaTeNbHbl B pa3HOK
CTerneHu, YTo0 UM CBOMCTBEHHbI Pa3Hble
GOpPMbl CO3HaHKUS.

[pyrnmu cnoBamu, N0 MHEHWUIO
HEKOTOPbIX GU3NKOB, cenyac Hy*KHa
Takas p13KnKa, KoTopas oxBaTbiBana
Obl OHTONOIMYECKNIN YPOBEHD, Ha
KOTOPOM MCUXMyeckoe n puanyeckoe B
3Ha4YuUTENbHOM CTENEHM coBNaaatoT. Min,
KaK roBopuT ®ou13unK H. E. HeBeccKuni:
dusnkKa, B rnyboyanllinx OCHOBaHMUSIX,
CMbIKaeTcsl, TakuM 06pas3om, ¢
NCUXONornen, 1 Ha NOBECTKY AHSA BCTaeT
obLwan ana obenx AMcUMnInH npodnema
B3aMMOOTHOLLEHUSA MaTEPUN U CO3HAHUS
[10, c. 8-34].

BbiBOAbI

PesynsTatom 3TOro B3aMMoAencTBus
poaunacb HoBas TeOpMS Mo Ha3BaHUEM
KBaHTOBas Teopus co3HaHusA. KBaHToBas
ncuxonorus. CornacHo 3Ton Teopum,
CO3HaHWe OKpyXatollen cpelbl
npeancrtasneHo andadysHon cpeaon,
3anosHsoWwen 6ecKoHeYHyto obnacTb
BHELLHEro Mupa. MHamBuayanbHoe
CO3HaHWe BKOYaET B cebs Bce
KaTeropmm 4enoBe4YecKOoro onbiTa:
BOCMNPUATHE, MO3HAHWE, UHTYULMIO,
3MOLIMK, a TaKKe TO, YTO 0O6bACHAETCS
TaKUMU MNOHATUAMM KaK «MOLCO3HaHMUE»,
«CBEPXCO3HaHME», NN «HEOCO3HaHHOE
(«6ecco3HaTeNIbHOEe»), U 3aK/I0YEHO B
TaK Ha3blBaeMbl KOHTEMHEP, UK, KaK

rOBOPAT GU3MKK, MOTEHLMOHAbHYIO AMY>».

[Mpn 3TOM €AMHCTBEHHbIM «CPEACTBOM»
B3aMMOOENCTBUS MHANBUAYANBHOIO
CO3HaHWUS C CO3HaAHMEM OKpYKatoLLen
cpenbl, cny:una nHbopmauus,

NOTOKKW KOTOPOrO MOI/M TeYb B N10O6OM
HanpaBneHun. MHaye roBops, co3HaHue
YyenoBEKa MOIJI0, KaK MpUHMMaTb
MHdOpPMaLMO N3BHE, TaK U BHOCUTb B
OKpyKatowmm mmp. OCO6EHHOCTb 3TON
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TEOPUU O CO3HAHMMN B TOM, YTO B HEN
AyanbHbIM, IBOMCTBEHHbLIM B/IAETCH

He PU3NYEeCKU MUP, a caMOo CO3HaHMKe.
Hajo oTMeTuTb, 4To 3Ha4uTeNlbHas YacTb
3TUX HOBEMLLMX OTKPBLITUIM NonyyYuna
3KCNEepPUMEHTANIbHOE NOATBEPKAEHUE U
dun3nyecKoe obbscHeHue [11].

AucKyccuna

Cownemcs B aToM €BA3KU cHOBa Ha C.
poda, KoTopbI Ha matepuane 6onee 6
ThICAY 9KCMEPUMEHTOB AeNaeT BbiBO/ O
TOM, 4YTO TPAAULIMOHHbLIN 06pa3 YenoBeKa
KaK 6MoMallnHbl ycTapen, a HOBbIW B3rns[
Ha YyenoBeKa NOSIHOCTbIO coBMNajaeT
C ApeBHEN MUCTUYECKOM TPaaNLIMEN:
«[1pn onpeaeneHHbix 06CTOATENBLCTBAX
yesloBEK MOXKET GYHKLMOHMPOBATb
Kak 6e3rpaHiyHoe noJjie CoO3HaHus,
npeojosieBatollee Kak npegenbl
$un3n4ecKoro Tena, Tak U HbIOTOHOBCKOE
BpeMms, NPOCTPaHCTBO, NPUYNHHO-
CNeACTBEHHbIe CBSA3M». COrTacHO y4eHOMY,
N9 UcyepnbiBaoLLero 06bacHeHUs
peHOMeHa 4esioBEKa C/eyeT NPUHATb
crnenyolnin napagoKe (aHanornyHbIn
B ®U3UKE B OTHOLIEHUWN MaTepPUn),
a UMEHHO: 4YeJI0OBEK OJHOBPEMEHHO
ABMSETCS M MaTepuasibHbiM 06pa30BaHMEM
(6omMallMHOM), U HEOTPAHUYEHHbIM MOJIEM
CO3HaHus» [3, ¢. 61]. Hago cka3aTb, 4TO K
TaKoMy B3rnsay Ha CO3HaHKeE MpULLIEN YKe
B AEBSAHOCTbIE MOfbl }NU3HU U U3BECTHbIN
coBeTcKkuin dunocod M. MamapaalBuIn.
OH roBopwu: «[1o 06bIAEHHON NPUBbIYKE,
Mbl, KaK NpaBuIo, BNUCbIBAEM aKThbl
CO3HaHWS B rpaHu1Lbl aHaTOMUYECKOIO
oyepTaHus YenoBeKa. Ho, BO3MOXHO,
KaKMM-TO NepBMYHbIM 06pa3omM cO3HaHue
HaxoaMTCs BHe UHAMBUW/A KaK HeEKoe
NPOCTPaHCTBEHHO- NOA0OHOE MUK NoneBoe
ob6pasoBaHuer» [12, c. 3—30].

AHanornyHbl B3rng4 Ha CO3HaHue
Ny U3BECTHOro 6onrapckoro Gusunka
b. lMaloweBa, KOTOPbLIM CYUTAET:

«HenoBeK — CNoXHag Konus
nopoauBLien ero BeceneHHoW. C HUM
CBfI3aHO NnoJie MHpopMaLmun, Hecyllee
CO3HaHue, 4Ybs pa3MepHOCTb 6/IM3Ka K
pa3MepPHOCTN KOCMMUYECKKX NPOLLECCOB.
OrpaHunynBaTh aKTbl CO3HaAHUS
€ro aHaToMo-MopdoNorMyecKomn
CTPYKTYpPOW HENPaBOMEPHO, MO0 B CUNy
KOPMYyCKy/ISPHO-BO/THOBOW NPUPOabI
YyesloBEKa €ro Co3HaHMe HaxoauTcs BHe
WHAMBMAA Y NpeacTaBNsgeT cob0oM Kakoe-To
NPOCTPaHCTBEHHO-NOAOOHOE UK NoneBoe
obpasoBaHue» [13].

Mbl npuBeNY aHanornyHole
BbICKa3blBaHUS Ha NpMpPoAay CO3HaHUSA
y TPeX U3BECTHbIX NpeacTaBUTENEN
CBOEW HAyKW — NCUXO0N0TUK, dUnocoduu
n GU3nKK. Bce OHU yKa3blBalOT Ha
HeobXx0AMMOCTb HOBOIO Noaxo4a, HOBOro
B3rnaaa Ha NoHUMaHue Npupoabl
CO3HaHMKA.

3pecb crefyet OTMETUTb, YTO B
CTaHOBJIEHWW HOBOIO B3rNs/a Ha YenoBeKa
W ero CO3HaHWs OrpPOMHbIN BKaa BHECU
B NepBylo o4epenb ou3unk Jasug bom
n Henpoduauonor Kapn MNMpunépam. OHK
HE3aBUCUMO ApYr OT Apyra NpuLLK
K YOMBUTENIbHO CXOXEMY BbIBOAY, YTO
BECb MaTepuanbHbIM MUP, OT CHEXMHOK
[0 6a06a60B U NajatoLLnx 38e34, He
UMeIT CO6CTBEHHOM peanbHOCTH, a
ABNAOTCH MPoeKLnen rnmyouHHoOro
YPOBHS MMPO3aaHbs. BceneHHasa — n
370 NoATBEPXKAAET P CEPbE3HbIX
nccnegoBaHMm — NpeacTaBisaeT cob60on
rTMraHTCKYto ronorpammy, rae camas
KpolleyHas YacTb M3006parKeHUs HeceT
B MHPOPMaLMIO 06 06LWEN KapTUHE
ObITUS W rae Bce, OT Mana 4o BeJnKa,
B3aMMOCBS3aHO U B3anmMo3aBucumo. 1o
MHEHMIO MHOTMX COBPEMEHHbIX YYEHbIX U
MbICUTENen, ronorpaduyeckas Moaesb
BCE/IEHHOW ABNISIETCA OAHOW U3 CaMblX
NEPCMNEKTUBHbLIX KAPTUH peasibHOCTH,
UMeEIoLLENCS B HalleM pacnopsixeHun Ha
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CEroAHSAWHUN AEHb.

Mpexae 4em pacKpbiBaTb
ronorpaduyeckyto Npupoay Co3HaHus
HarMoOMHWM YuUTaTeNSIM MEXaHU3M
NMO3HaHMWA C TOYKM 3PEHUS MaTepranmMama.
37O HY»XHO A1 TOro, YTOObI NoKa3aTb
HeOOoCTaTO4YHOCTb €€ 06 bACHUTENBHOIO
noTeHuUnana ansg NOHMMaHUA HEKOTOPbIX
MOMEHTOB paboTbl YE/TOBEYECKOIO
MO3ra W 4esloBe4YeCKOoro co3HaHms. Kak
M3BECTHO, C TOYKM 3peHnsa matepuannama,
WHAMBUAYaNbHbIE OpraHM3Mbl COO6LLAtOTCS
C BHELIHMM MUPOM M MeXKIy coboM
TONIbKO Yepes opraHbl YyBCTB; BCE 3TH
KOMMYHWKaLIMK MPOUCXOAAT B UBBECTHbIX
dopmax aHeprnn. MeHTanbHble NPOLECCHI
O0OBACHAIOTCA C TOYKM 3PEHUSA peaKLmmn
OpraHn3Ma Ha OKpyXaltollyto cpeay v
TBOPYECKON 06PabOTKN CEHCOPHOM
MHPOpMaLMK, NONYYEHHOW paHblle
U XpaHaLwencs B Mosre B ¢opme
3Hrpamm. 3aecb MatepuanmcTnyecKas
NMCUXONOIrMs UCNONb3YeT Kpeao
AHIMTMNCKOM 3MMUPUYECKON LLIKONbI,
KpaTKo BblpaxkeHHoe [XXOHOM JTOKKOM
(Locke, 1823): "Nihil est in intellectum
quod non priunt fueritin sensu" («B
pa3yMe HeT HUYEro, Yero He 6bI10 Obl
paHblle B YyBCTBax»). CyTb aTOM naeu
B TOM, 4YTO BCSIKOE 3HaHWe OCHOBaHO
Ha BOCMPUATUM BHELLHMX OOBEKTOB,
BO3JENCTBYIOLWMX Ha OpraHbl YyBCTB.
Bocnpusatiue naccuBHO,- yM NiLb
OoTparkaeT BocrnpuMHUMaeMble 06pasbl.

C ToYKM 3peHusa aton punocodun u
NCUXONOTMKU, B CUSTY TMHENHOCTU BPEMEHH
npoLubie cobbITUS 6€3B0O3BPATHO
TEPSOTCSH, ECNM HE 3anncbiBaloTCA
cneymPpuryecKMMmn cucteMamMmm namsaTu.
3Ha4yuT, BOCMNOMMUHaHUSA Nt060ro B1aa
TpebyloT creuunanbHOro MatepuanbHOro
cybeTparta - KINeToK LieHTpanbHOM HEPBHOM
CUCTEMbI TN PU3UKO-XUMUYECKOTO
reHeTU4yecKoro Koga. BocnommHaHmsg o
COBbITUAX YXNU3HU MHONBUAE COXPaHSAOTCS
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B 6aHKax NaMAaTu LeHTpaibHON HEPBHOWM
cuctembl. EJMHCTBEHHbBIM, HACKObKO
3TO M3BECTHO, Cyb6CTpaTOM AM1a nepenayu
HacnencTBEHHOM U pUNOreHeTUYeCcKon
MHPOopMaLmn aBngeTca GU3NKo-
XUMHUYecknn koa monekyn JHK n PHK.
CoBpeMeHHas MeauLUMHCKas Moaenb
Npu3HaeT BO3MOXHOCTb TaKOW nepeaayu
Ons “HpopmMaLmn, OTHOCSLLLENCS K
MexaHWKe aMOPUOHASIbHOIO Pa3BUTHS,
KOHCTUTYLIMOHA/bHbIM daKTopam,
HacneacTBEHHOM NMpeapacnonoXKEHHOCTH,
yHacnenoBaHHbIM OT poauTenen
XapaKTepuUCTUKaM Uin JapoBaHUSaM U
JPYrMM aHanorn4yHblM BE€HUAM, HO
yBepeHHO oTBepraeT nepeaady CloXHbIX
BOCMOMMHAHWK O crieuupu4ecKkux
COObITUAX, NPeAWecTBOBaBLLNX 3a4aTUIO
nHamBMaa. Inu ke ¢ aTon TOYKK He
COBCEM MOHATHO, KaK NaMsTb 4YesloBeKa
cnoco6Ha BOCNPON3BOANTb MHOPMALMIO
He TOJIbKO U3 COB6CTBEHHOWM HaLlMOHaNbHOM
NCTOPUMK, KyNbTYpPbl, 6IM3KOE U MOHATHOE
WHAMBUAY, HOCUTENIO onpeaeneHHbIX
TpaauLUMK U HaBbIKOB, HO U MHDOPMaLIULO,
KoTopas BbixoAsLne 3a rnpenesbl TOro uin
WMHOIrO apeana, UCTOPUM UK KYyNbTypbl. B
[laHHOM c/ly4ae MMeeTcs B BUAY Ta BIMOJIHE
JocToBepHasi MHGopMaLUs, KOTOPYIO
W3BJEKAalOT NaLMeHTbl Mo BO3AENCTBUEM
NncuxoaennKoB. MCTUHHOCTb NOMY4EHHOM
MHOOPMaLMK NOATBEPKIEHA HA OCHOBE
MHOTO4YMUCNEHHbIX 3KCMEPUMEHTOB,
KoTopble npoBen C. [pod co cBOMMHU
YY4EHUKaMM.

K yucny npumepos, TakKe
HE 0OBACHUMBbIX C TOYKU 3PEHNS
TpaguLUMOHHOW MOodeNIN CO3HaHUS,
MOHO OTHECTU U TaKne pe3ynbraThbl
Hay4HbIX UCCNefoBaHU POCCUMCKUX
NMCUXONOroB, KOTOPbIE NOKasanu, 4To B
KOope rojIoBHOro MO3ra He 0GHapyKEHbI
LLEHTPbI MbILLEHUS M NaMATh. K Tomy
e B Hel, TO eCTb B KOPE roJIOBHOIo
MO3ra uccnegoBaTesnu, He 06HaPYKUIU U
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cneumduryeckme CTPyKTypoobpa3oBaHus,
peanuayouime atn dyHKumm [14, c.

47 -58]. A aT0 CBMAETENLCTBYET O
BO3MOXHOM CYyLLLECTBOBAHUN MHOIO
YPOBHSA peann3aunn GyHKLUMN MblLLSTIEHUS
W NamsATK, OTIIMYaLOLLErNO OT YPOBHS
pedneKTOPHbLIX peaKLnn.

CornacHo y4eHbIM, KpUTUKYHOLWMM
TPaAMLMOHHYIO TOUYKY 3pEHUS Ha paboTy
MO3ra, MblllIeHE U JONTOBPEMEHHas
namsTb HE MOTYT ObITb peann30BaHbI
Ha NyTsax pacnpocTpaHeHns HEPBHbIX
UMMYNbCOB MO HEMPOHHbLIM CETAM
rONOBHOIO MO3ra, NOCKOJIbKY
CKOpPOCTb NepeMeLlLeHns NoTeHumana
[ENCTBUS BOJIb HEPBHOIO BOJIOKHA U
BpeEMS CUHONTMYECKON nepeaayn He
obecnevynBatoT peasibHO CYLLEeCTBYIOLLETO
ObICTPOAENCTBUS MEXAHM3MOB MbILLUIEHUS
n NamaTu.

BolHO flceHeLKnin 3To 06bACHAET
Tak: «M3 GM310SI0rMn N3BECTHO, YTO
BCE NpoLecchbl B HEPBHOW cUCTEME
TPEBYIOT U3BECTHOIO BPEMEHMU, XOTH U
0OYeHb HE3HAYUTENIbHOI0, U3MEPSHEMOTrO
[10/19MU CeKyHAbl. Bpems TpebyeTtcs ans
NPOXOXAEHUS pasfparKeHns oT peLenTtopa
Nno ero 4yBCTBUTENIbHOMY HEPBY, U MPUTOM
Tem 60/blle, YeM AJIMHHEE 3TOT HEPB.
Bpemsa TpebyeTca ans o6pa3oBaHus
OTBETHOW peaKLMnM B HEPBHbIX KNETKax,
BOCMPUHSABLLMX 3TO pa3fpaxKeHue;

Bpems TpebyeTcs 1 AN nepeaayu

3TOM peaKLuunu rno ABuratesibHoMy

HepBy. Bo BpeMeHU NpoTeKatoT 1 Bce
MbICNIUTENIbHbIE M YYBCTBEHHbIE NPOLIECChI,
coBepLlialoLmMecs B roIOBHOM MO3TY.

M ecnun 66l MOXHO ObINIO C/TIOXUTb U
BbIYMC/INTb BPEMS BCEX NCUXONOTMYECKMX
npoueccoB, MeoLUX MECTO BO BCeEN
Halen XM3HW, TO NONY4YNI0Ch Obl
CoNnaHas U 04eHb CoIaHasa cymma
BpeMeHu. CnegoBartefibHO, HEBO3MOXHO,
4YTOGbl B MO3ry B NOTOKE MTHOBEHHOIO
BOCMOMMWHAHWA BCEW KU3HU 3TU MPOLIECCHI

Obl/IN BOCNPOU3BEAEHbI BHE BPEMEHMN.
Tem He MeHee, OHU BCe-TaKKu NpoTeKatoT
C TpaHcueHAeHTalbHOM BbICTPOTON, U Mbl
BMNpaBe 3aK/04YnTb, YTO 3ATO coBepLIaeTcs
He B MO3ry. [7e e, B TakoM cny4dae? o
€ro MHEeHUIo, 3TO HEYTO UHOE, YEM Te
cnefbl 1 OTNeYaTKkn B HEPBHbIX KNeTKax,
KOTOPbIMW GU3NONOTM 1 NCUXOSIOTH
06BbACHSAIOT NamMsTb» [15, ¢. 128-129].

Takoe 6bICTPOAENCTBUE MPU NepEHOcCe,
3aMNoOMMWHaHNUS U U3BNEYEHNS U3 NAMSTH
HUYEM He orpaHUYEHHbIX 06 bEMOB
MHOPMaLMKN MOXKET OCYLLECTBNATLCS
TOMIbKO Ha NONEBOM YPOBHE.
«brnonornyeckune cuctembl o6nagatoT
MaTtepuanbHOW OCHOBOM A1 peann3auunm
MexaHW3ma CO3HaHWS Ha NoeBOM YPOBHeE,
a ucxopsiiee OT HUX U3NyYeHUe HeceT
C/TIOXKHY0 MHDOPMALMIO U MOXKET UMETb
TOPCUOHHYIO npupoay» [14, c. 57].

Ecnu npuHATb 3Ty TOYKY 3pEHMS, TO
Torga yHKLUMUSA MO3ra — BOCNPUHUMaTb
MHdopMaLmo N3 chepbl CO3HaAHUA U
dopmMupoBaTh ee NocnenoBaTe/lbHOCTb
BO3[EeNCTBMIW Ha HEPBHbIE LIEHTPLI, a Te
B CBOIO 04epeb Ha MblLLLbl TOFO UK
WMHOro opraHa ¢uaunyeckoro Tena. To,

YTO Mbl CErO[IHA Ha3blBAEM MHCTUHKTOM,
- 3TO U €CTb OCHOBHOM Habop PyHKLMM
Mo3ra yenoseka. Cpepa co3HaHuUs
OCYLECTBASET BCE MHTENIEKTYalIbHbIE U
3MOLMOHalbHbIE NPOLIECChI B CYLLIECTBE
yesnioBeKa. [Tpouecchbl MblLLAEHUSA U
NPUHATUSA PELLEHNI OCYLLLECTBNAIOTCS
BHE Hallero Mo3ra, BHe GU3nYeCcKoro
Tena, OHW OCYLLLECTBASAIOTCH B UHOM
n3mepeHnn — B chepe CoO3HaHUs, a Halll
MO3r oTpabaTtbliBaeT TOJIbKO cliecTBME
npoLiecca MbllIEHUS — ero pesysbrar.
TaK 4TO MO3r YenoBeKa — 3T0 cUCTEMA
yrnpaBneHns GpU3nyecKMM TeloM U KaHan
CcBSA3M GU3MYECKOro Tesla C CO3HaHUEM
yesioBeKa.

Ourennyc BaH Pynnep oTMeyvaer, 4To
YacTb Hallero Mo3ra MOXeT paboTaTb Kak
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TENEBU3UOHHbIV MPUEMHUK M NEpeaaTymK,
a apyrasl YacTb MOXeT o6pabaTbiBaThb U
oueHmBaTb MHbOPMaLKio. Kakne obpassbl
TeNeBMU3NOHHbIV MPUEMHUK NMPUMET U
HanpaBWUT B NaMATb, @ Kakne nowunet
Janblle B BUAE CUrHaNoB, 3aBUCKT OT
OCOOEHHOCTEN AAHHOIO MO3ra, MHbIMK
c/ioBamMm, OT TOrO, Ha Y4TO HACTPOEH AaHHbIN
MO3I U KaKasl y HEro aHTeHHa [16].

3axknoueHue

Pa3mblwngaa Hag nogo6HbIMK, HE
BMOJIHE MOHATHLIMU C TOYKM 3PEHUS
TpaguLUMOHHOW MoAeNn CO3HaHUS
aneHuamu, C. Mpod rosoput: Ecnu
TBEPAO NpUaepKMBaTLCA CTapon
MeaULMHCKOM MOJeNn, No KOTopoun ans
namsaTnm Heo6XoAnMM MaTepualbHbIn
cybeTpart, TO 94P0 OTAENbHOM KNETKH
(cnepmarto3onaa Uan SULEKNETKKU) JOKHO
cofiepxatb He TONbKO MHdOopmaLumio
06 aHaTOMWK, NCUXONOTNUKU U BUOXUMUU
Tena, KOHCTUTYLIMOHAbHbIX GaKTopax,
HacneaCcTBEHHOM NpeapacnonoXeHHOCTH
K 60N€3HAM M POAUTENBbCKMX
XapaKTepucTuKax (T. e. 060 BCEM, YTO
nepevyncieHo B MeAULIMHCKMX yHeOHUKaX),
HO TaKXe KOMIJIEKCHbIE BOCMOMUHAHUSA
N3 }U3HU HaLLMX YENTOBEYECKUX U
}UBOTHbIX MPEAKOB BMECTE C eTallbHbIMMU
JlaHHbIMK 060 BCEX KyNbTypax Mupa. Tak
KaK B NepernBaHuax noja 4eMcTBuem
JICl npucyTcTBYET CO3HAHME PacTEHUM U
HeopraHM4yecKon maTepuu, BNIoTb 0 ee
MONEKYNISIPHON, aTOMHOW 1 Cy6aTOMHOM
CTPYKTYP, a TaKXXe KOCMOreHeTUYECKNe
CO6bITUA U FreoiorMyeckas NCTopus,
NPUXOONTCSH, B KOHEYHOM CYETE,
3aKJ/I04UTb, YTO BCS BCENEHHAsA KaKNUM-TO
06pa3omM 3aKoanpoBaHa B criepMarto3oune
n anueknetke [5, ¢c. 29-30].

Cxoxyto ¢ 'podom ToUKY 3peHuns
BbiCKa3blBaeT 1 lNpe3ungeHT PoHaa
Anpec U. H. CepoB. OH B cBOEM
WMHTEPBbIO N0 NoBOAY MHDOPMALIMOHHOIO
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BO34ENCTBUS Ha OpraHM3M YefloBeKa
roBOpUT cnepytollee: «BoT yxe aecatb
neT cneumanmctol PoHAa NbiTatoTCca
pa3obpaTbCcs, KakuM 06pas3om yaaeTcs
npupoae pasMecTUTb B TO4EYHOM
06beKTe — 3urote mosiekynbl JHK —
TaKoe KOnMyecTBo MHdOopMaLmn, KOTopoe
NO3BOSET HE MPOCTO KIIOHMPOBATb
NepBUYHYIO KNETKY, a cPOopMUPOBaTh
OpraHu13am, ABASAIOLWMNCS MAaKCUManbHO
YHWBEpPCcasbHbIM B cpefe CBOero
06uTaHMa? [leno B ToM, YTO CylLeCcTBYET
CXema CBEPXMN/IOTHOM KOMMOHOBKM
nHbopmaunun. [ing ee onncaHms
MCNOJIb3yeTCA MaTteMaTMyeckas Mogenb,
Ha3blBaeMas dpaKTanom. Ppakran — aTo
O0OBEKT, KOTOPbIY 061agaeT CBOMCTBOM
camornoao6bus. MHbIMW cnoBaMu, ero
BHYTPEHHME COCTaBASAIOLLMNE ABNAIOTCS
aHanoramu oéLen Gopmbl, 1 HAOBOPOT,
o6uwan dopma ABNFETCS aHaloroM ero
ocHoBbI. OTCloAa BbiITEKaeT CBOMCTBO
ronorpadu4HoCTM GpaKkTanbHOro 06beKTa
— no Nto6oMy NPOU3BOJIbHO BbiGpaHHOMY
y4acTKy MOXXHO BOCCTaHOBWTb BCIO
KapTWHY. 3TO CBOMCTBO AAPKO NposiBAsieTCs
B CTPOEHWM opraHnama. imes nuwb ogHy
KNETKY, MOXXHO NONYy4uTb MHOPMaLMIO
060 BCEM OpraHM3me, Npuyem

COBEPLIEHHO HEBAXHO, 4TO 3TO 3a KJ/IETKa.

Jlio6as KneTka HeceT B cebe MOoJIHY0
nHbopmaumio» [17, ¢.16-25].

30ecb, Kak Mbl BUAUM peydb
naeT 06 aHeprononeBon CTPYKType,
KoTopas coaepKnT MHPOPMaLMOHHYIO
nporpamMmy pa3BUTUS OpraHn3ma.
3T1a nHdopmaLMoOHHasa nporpaMmmMa
no ¢dpakTanbHO- rofiorpadpuyeckomy
NMPUHLINMNY COAEPKMTCA B XPOMOCOMHOM
annapare Ha nosesom ypoBHe. OTctoaa
4YeNoBEK KaK NPOAYKT NPUpoabl OTparkaeT
B CBOEM OpraHMame UHPOPMaLMOHHO —
NnoJieBYIo CyWHOCTb BceneHHon. Yenosek
— 3T0 ¢ppaKTan BceneHHom 1 Ha ypoBHe
KaXaoWn KNeTKM, 1 Ha ypoOBHE BCETO
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opraHu3ma, 1 Ha ypoBHe couunyma [10].
Takon noaxon, To4Hee, Takoe
06bsCHEHME MPUPOAbI CO3HAHUS, MPULLIO
HEOXMOaHHO B COBPEMEHHYIO HayKy He
CO CTOPOHbI MCUXONOrnUK UIn Gunocodum,
KOTOpble NpeaMeTHO 3aHMMaloTCs
CYLHOCTbIO CO3HaHMUS, a COBCEM C APYron
CTOPOHbI. 34eCb Mbl UMEEM B BUAY
rMnoTesbl ABYX BblAAIOWMXCH YHEHbBIX —
nMoHepa KBaHToBOW GU3NKK [13Bnaa

boma n n3esectHoro Hempoduanonora
Kapna lNMpu6pama. OHU NPULLIK K CXOXKEMY
BbIBOAY, YTO BECb MaTepuasbHbI MUP

He MMeIOT COOGCTBEHHOM peanbHOCTH, a
SABAOTCA MPOEKLMEN TNYOUHHOIO YPOBHS
Munposaanug. Mo nx Teopun, BeceneHHas
€CTb FMraHTCKas ronorpamma, rae Bce
B3aMMOCBSI3aHO M B3aMMOOBYCNOBNEHO
[18, c. 13-14].
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CAHAHbIH ronorPA®UsAJIbiK TABUFATbI TYPAJIbI

AqpaTna

MaKanaga rymaHuTapiblK GiNiMHIH XXeTeKLWi Teopusnapbl MEH dicHamMmanapbl KOHTEKCTIHAE aAaM3aTTblH,
JaMyblHa acep eTyi MYMKIH caHaHblH, Maceneci Kasipri 3aMmaHHbIH, Kon4aHblCTarbl MeTanapagurmacsl peTiHae
KapacTbipbliaabl. ABTOp agam TaburaTbiHbIH TYCIHITH, MSAEHWETI MEH TapuXblH TyGeremnni earepte anatbiH
TYpni cananapgaH peBontounanbiK dakTtinep KentipinreH. byriHri TaHaa angblHFbl Katapbl 60bIn TabbliaTbiH
aaicTeMeniK TeopusiapMeH KBaHTTbIK GU3KUKa XKaHe TpaHCnepcoHanblK NCUX0N0rus Teopusanapbl anblHAb.
[ereHMeH, NCUXONOrmsanbIK FbibiIMAap Ke34eCeTiH Macenenep TaHbiMan HbIOTOH-KapTe3naH KapTUHacbiHaH
YOHe maTepuanucTik GunocoduUsaHbIH ipreni yrbiMaapblHaH ThiC KE3AECKEH KaFqalaa AaFaapbic Kepeai.
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TeHaeHuusanapbiHa (K. pod), OneMHiH MexaHWKasblK KapTUHACbIHbIH MOAENiHE aHe KacanybliHa (U. HbloToH,
P. lekapT), )aHa Tabufu-FolibiMK napagurmanbiH, (. Bom), «cuMnaMumTTiK TopTin» (K. Yy), ronorpaduKansik
NMPUHLUMMIH XXapUsnanTblH YHUBEPCYM KyPbliibiMblHbIH Teopuschl (K. Mprubpam), pU3anMKaHblH KBAHTTbIK
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S. B. Bulekbaev
Kazakh University of International Relations and Abylai Khan International Languages
(Almaty, Kazakhstan)

ABOUT THE HOLOGRAPHIC NATURE OF CONSCIOUSNESS

Abstract

The article considers the problem of consciousness as an active metaparadigm of our time, which can
affect the development of mankind in the context of leading theories and methodologies of humanitarian
knowledge. The author presents revolutionary facts from various fields, which can radically change the
understanding of human nature, culture and history. Methodological theories take theories of quantum
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physics and transpersonal psychology, which are the leading of all today. Nevertheless, for example, the
psychological sciences see a crisis when the problems encountered go beyond the well-known Newtonian-
Cartesian picture of the world and the fundamental concepts of materialistic philosophy. And also, the
research focuses on the trends of philosophy and psychology of the New Age (K. Grof), models and the
development of a mechanistic image of the Universe (Newton, Descartes), the development of a new natural-
science paradigm (D. Bohm), the theory of “implicit order (J. Chu), the theory of the structure of the universe,
proclaiming the principle of holography (K. Pribram), the phenomenon of consciousness based on the
quantum theory of physics (Roger Penrose), the consciousness of space-field education (M. Mamardashvili),
the materialistic psychology of English empirically school (John Locke), discrete of consciousness (Nalimov)
and others.

Keywords: holographic consciousness, phenomenon, quantum physics, Newton-Cartesian image of

the world, philosophy, modern approaches, methods, theories, new natural science paradigms, theory of

structures, universe
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PHILOSOPHICAL
AND AESTHETIC
DISCOURSE OF

PHILOSOPHY

MALLEABLE
LANGUAGE IN
MPHTH 02.61.31 DRAMA THEATER

A.V. Tsoy !

'T. K. Zhurgenov Kazakh National Academy of Arts, PERFO RMAN C ES

Almaty, Kazakhstan

PHILOSOPHICAL AND AESTHETIC DISCOURSE OF MALLEABLE LANGUAGE IN
DRAMA THEATER PERFORMANCES

Abstract. The searching of new means of expressing dramatic action in the theatrical art of the 20th-
21st century, directors are increasingly resorting to experiments of synthesizing and developing forms
of actor's existence in performances. The use of malleable language, which opens up a new area of
expression, is becoming an increasingly relevant means of solving this issue. The expressive feature of
malleable language is a peculiar way of communicating without words at the level of perception of feelings
and thoughts. It forms the basis of malleable art in the art of the actor, as a person primarily acting, not
speaking. In addition, this is another way of transmitting information on a subtle level in the disclosure and
understanding of aesthetic categories of the philosophy of choreographic art in the modern theatre space.
The dramatic action of the 21st century, where the main outline is the existence of a malleable language that
obeys the clear drama of the entire performance, develops and is enriched by the bold experiences of
creative associates — the director and choreographer.

In this paper, the author attempts to cover the main aspects of the interpretation of
malleable language from the point of view of philosophical and aesthetic reflection on
the example of some dramatic performances that arose in the 20th-21st centuries in the
repertoire at the State Academic Korean theatre.

Keywords: philosophical and aesthetic discourse, dramatic performance, malleable
language, choreography, Korean theatre
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Introduction

In the modern world, in the last quarter
of the XX century, independent theaters of
pantomime, dance, and even malleable
drama are increasingly appearing in
parallel with the drama theater. We can
say that abroad and in Kazakhstan it is
becoming fashionable to use malleable,
movement, and dance on stage as a
special way of existence. Thus, trends in
the development of World Theater indicate
an ever-growing interest in other forms of
expression than was previously accepted in
the tradition of dramatic European theater.
The problem of integrating malleable
scenes into the overall structure of the
performance has always been and remains
relevant. Recently, more and more people
in the drama theater use the technique
of expressing text, situations, events
through a malleable metaphors, using the
conversion process of malleable, words,
scenographic means, music, etc.

In the form of reflections, critical
approaches and philosophical reflections,
the human-creator seeks to express his
attitude to society, especially within the
framework of culture and art. Servants
of the high art of choreography through
their practical and theoretical experience,
through their understanding and attitude
to reality, become real philosophers-
thinkers, a driving force in the discovery
and development of new directions. The
concept of dance, «as an expression
of the eternal idea of beauty» in the
understanding of the German philosopher
G. V. F. Hegel, is identified with the concept
of the «ideal» art of sculpture. In fact,
stone copies of ancient gods, heroes, and
sages-philosophers represent the ideal
of a beautiful and sublime manifestation
in the aesthetic aspect. Some of the
compositions represent movement, or tell
about some action, attitude, so quite often

dance, as well as sculpture, is attributed
to the malleable arts. It is quite possible
to imagine that dance is a sculpture in
motion, and malleable is in dynamics.
Discussions about the art of dance in
German philosophy reached their peak in
F. V. Nietzsche, who was the first of noting
that in dance the body becomes a work of
art, which means that it also expresses an
idea and thought.

In the book «The Birth of tragedy from
the spirit of music», the philosopher says
a lot about the metaphor of thought in
dance: «.. a person ... is ready to fly into
the air in a dance. His body movements
speak sorcery. ...He feels like a God» [1,

p. 2]. Thus, dance is a conductor not only
of the choreographer's ideas and ideas,
but also of the performer's own thoughts,
with the help of which it is possible to
learn the surrounding world aesthetically.
Itis rightly noted that the sphere of «...
choreographic imagery dictates its own
laws of displaying reality, based not on the
literal correspondence of life and artistic
material, but on the degree of fidelity to the
metaphorical, poetic reflection of life»[2,

p. 19]. An important human property of a
person is the ability to treat all phenomena
aesthetically. Aesthetic categories, which
include the understanding of the beautiful,
the ugly, the low, the sublime, the comic,
and the tragic, are designed to structure
our aesthetic experiences, giving them
clarity in analysis and self-observation.
Despite the fact that we do not get
knowledge with the help of aesthetic value,
however, it promotes knowledge, activates
it, and serves as our orientation in the
world around us.

Among the most significant trends
in theatrical art that determine the
development of mass culture in the 20th
century, we can note the rapid growth
of malleable performances. In turn,
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choreographic art began to be modified
according to the emerging demand, placing
a strong emphasis not on «<how people
dance, but on what drives them» [3].
Technique has faded into the background,
and sometimes it does not matter at all

in the dance. As a result, drama in dance
has become very important. For the
choreographer, the creative union with
the director is an opportunity to unfold
within the framework of a huge canvas
with its main characters, the interweaving
of dramatic lines, in their unity and the
struggle of opposites. In creating images
and roles of characters, the malleable
director will have to choose a dance-
malleable language for each image,
emphasizing its bright and dark sides,
exposing its thoughts and hidden subtext,
using artistic principles and methods

and adapting them in accordance with
the context of the future performance.
Adapting choreographic language to
theatrical action helps in achieving both
visual and auditory perception. Malleable
language in dramatic action, which is
aimed at revealing the director's idea,
helps to highlight the main aesthetic
concepts of the beautiful, ugly, comic,
tragic, sublime and lowly in stage art. The
relevance of the use of malleable as a
decoding and «retelling» of images and
mise en scenes is of great interest, both
from researchers and creators.

Methods

The solution of the tasks set in the
work was solved on the basis of the use of
general scientific research methods in the
framework of comparative, logical analysis.
The study of various sources of information
on the emergence of the concept of
«malleable»: from the dialectical reasoning
of philosophers, the emergence of the
first experiments on the use of malleable
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movements in the course of merging such
terms as «theatricality» and «choreography»
to modern implementations of malleable
language in a complex dramatic fabric. The
comparative method revealed the attitude
of directors-researchers of the 20th
century to the malleable nature of the actor
as a new way of expression. For the first
time, Russian theater theorists, directors
and actors K. S. Stanislavsky, V. E.
Meyerhold, A. Ya. Tairov, E. B. Vakhtangov,
M. A. Chekhov, and A. Efros began to
develop theoretical issues of malleable
art. Foreign authors include G. Krag and M.
Reinhardt, A. Artaud, E. Decroux, B. Brecht,
J.-L. Barro, J.-P. Sartre, P. Brook, and E.
Grotowski. In their works, they developed
ideas about stage malleability. Thus, K.

S. Stanislavsky considered it necessary

to achieve a harmonious, psychophysical
state of the body, the organics of

internal life and external expression.

V. E. Meyerhold developed a system of
«biomechanics», ignorance of which he
considered the main drawback of the
modern actor. G. Krag justified malleability
as subordination of the body to the will

of the actor, the manifestation of feelings
through a «symbolic gesture». For A. Ya.
Tairov, the defining basis of the malleable
art of the drama actor is pantomime and
ballet. A. Artaud, in turn, highlighted the
«metaphysics of gesture», the creation

of a «physical language» based not on
words, but on signs. Thus, malleability
was understood, first of all, as a means of
organizing the actor, as an opportunity to
expand the space of the role, image, and
performance.

The description, as an empirical method
of research, helped in understanding and
fixing the signs of aesthetic categories of
the studied malleable language in some
performances of the Korean theater. The
method of interviewing the author with the
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directors indicated the importance of the
choreographer-director creative union and
focused to the correct interpretation of the
malleable symbols used in the work on the
performance.

Results

The author analyzes the appearance
and evolution of malleable language in
the drama theater and the attitude of
prominent figures of theatrical art to this
as the main way of broadcasting ideas of
the play. Malleable language is becoming
a favorite means of expression in the
modern theater space, a new stage in the
creative experiments of directors. The most
common uses of dance in performances
are indicated:

- choreography, which is used in the
course of the action according to the
development of the dramatic action;

- choreography, which is aimed at
revealing the character and inner state of
the characters;

The chronicle of the development
of trends, preferences, in the course of
which the creative views of directors of
the Korean theater were developed and
considered by O. S. Lee, E. V. Kim, R. P.
Kim. Based on this, the features of these
stages in the repertoire of the Korean
theater from the beginning of the 20th
century and at the present stage were
identified. The main role of using malleable
language in the formation of metaphorical
images in Korean theater performances
was determined. The main categories
of aesthetics in the interpretation of
malleable images from the point of view of
understanding the beautiful, ugly, comic
and tragic, low and sublime in some works
of the Korean theater of the 20th century
are revealed.

Discussion

Throughout the dramatic action,
the main means of visual expression
are malleable and dance. However,
unlike choreographic and malleable
performances, which are limited to two
main texts — music and dance, the word
plays a significant role in the dramatic
action. The synthesis of music, malleable
and words, which «hits» on all fronts,
should contribute to the main idea of
the performance. When working on a
performance, the choreographer faces
a number of tasks, which includes the
concept of how much the actor knows
how to control his own body. The study of
elementary dance choreographic skills
is necessary for structuring the physical
material for further stage work. This is
what V. E. Meyerhold's biomechanics
says: «the actor's creativity is expressed in
movements that give brightness, color and
the ability to infect the audience through
emotion» [4, p. 46]. It is worth emphasizing
that only choreography can prepare the
actor's body for malleable transmission
— a kind of translation of the Director's
idea and idea, the emotional state of the
characters in their close interaction.

One of the main postulates in the
work on malleable in the drama theater
is the choreographer's thinking, his
versatile development in all areas of
dance, the ability to combine, compose a
simple malleable-dance vocabulary that
can be mastered by an actor, but not a
professional dancer. Taking into account
the personal-oriented approach to each
actor of the play, malleable should be so
suitable that later, learned and acquiring
the ease of automatism, it is included in
its organic structure, serves its nature
and contributes to the most accurate
disclosure of its internal experiences.
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If we talk about the highest form of
choreographic art - ballet, then comparing
it with the dramatic art of the theater, we
can note that in a dramatic performance
there are no inserted fragments where
the actor, suddenly stopping in the middle
of the storyline, would make a couple of
pirouettes to show his abilities, and then,
as if nothing had happened, continued
the action. Thus, a malleably organized
action for an actor should be harmoniously
combined with a dramatic storyline. L.

N. Stolovich definitely spoke about the
inner background of the aesthetic value of
choreographic art: «whatever concept of
aesthetic value we take, we will find in it an
indication of the two-dimensional or two-
layered nature of this value. The first plan
is a sensory reality as an object or image,
the second — what is behind this reality,
what is manifested in it» [5, p. 93].

The repertoire of the state Republican
Academic Korean theater, which
celebrated its 90th anniversary in 2019,
has undergone many changes, crossing
the threshold of the 20th century. Theater
directors O. S. Lee, Kim, E. V. Kim, R. P. Kim,
following modern theatrical trends and
innovations, experimented and reformed
the dramatic art in Korean theater, bringing
their own vision and interesting solutions
to it. The uniqueness of this theater is
that it is the only Korean theater in the
world that is located on the territory of the
post-Soviet space and has preserved its
traditional character, language and culture.
Examining and analyzing the materials of
Korean theater performances, carefully
considering the appeal of directors to
bodily expression and their use of various
malleable and choreographic techniques,
it can be noted that the attitude has
transformed and acquired new forms. At
the beginning of the 20th century, such a
form of performance as a musical, which is
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unthinkable without choreographic scenes,
was popular on the stage of the Korean
theater. «The musical was born in which
different genres and traditional means of
expression of acting and directing practice
are mixed in a special way», — so says the
legendary artist of the Soviet circus, R.
M. Nemchinskaya [6, p. 29]. This genre
of performance was born, experienced its
heyday and fell in love with the audience
of the theater, because, as in the Kazakh
culture of the Korean nation, there is a
special musicality and dance. Examples
include the comedy «Bear» directed by
D. A. Skirta, the musical «Prince of the
three kingdoms» (Figure 1), the musical-
drama «Sim Chen Den», «Fairy’s path in the
garden», <Hynbu and Nolbu» directed by
0. S. Lee. However, this in turn limited the
flow of new viewers who required a modern
and new approach to solving the dramatic
action. Here, the choreography was
entertaining, helped to unfold the storyline,
and served as a side component for the
development of dramatic action.

At the beginning of the 20th century,
an attempt was made to update human
sensitivity. The appeal to avant-gardism
helped «to turn a person to his own nature,
to understand and feel both the presence
and the possibilities of the body in a new
way» [7, p. 106]. With the introduction
into the repertoire of the Korean theater
of such original readings as «Love of a
woman» (2014) by Zh. K. Soltieva and
director E. V. Kim, in creative union with
choreographer A.V. Tsoy, the problem of
compliance with the malleable content
of the production becomes paramount.
The main character is Zlikha, a faithful
companion of the outstanding poet M.
Zhumabaey, constantly lives in fear and
worries about the fate of her husband. Not
trusting even the neighbors, she selflessly
tries to protect and convey to the younger
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generation the works of the master,
copying poems by hand and distributing
them to the masses. In parallel to it, the

role of the second «l am» of Zlihi, is the
actress N. Li, who does not say a word for
the entire action, works malleably
(Figure 2).

Figure 1. The musical «The prince of three kingdoms», 2012

By this it is already marked out from
all others by its unreality of existence.
Her malleable being on the stage is
justified by the inner restless state
of the main character, it insistently
echoes the troubles that her marriage
with the poet brought her, laughs at
her fears, comforts and mourns with
her, causes pain and gives hope. The
image of a young girl who is a mental
prototype of a real heroine is ideal in
the physical embodiment (white dress,
loose hair). In the categorical struggle
of opposites, the antipode is its chaotic,
disordered malleable existence, built by
the choreographer. Jerky, ugly movements,
body kinks, sharp drops of arms and legs,
rotations, deliberately framed by illogical,
inorganic approaches, collected in one
image, they serve to build a dialectic of the
beautiful and the ugly.

Figure 2. The part «The love of woman», 2014

The first appearance of the young Zlikha
from under the bed evokes horror: first
there are "talking" hands that express
uncertainty and fear, then the head and
eyes that constantly peer into the soul of
the heroine. The language of malleability
of the mystical presence of the young
Zlikha on the stage is accompanied by a
low-frequency sound that continuously
acts on the nerves throughout the
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performance. The scene is divided into
two spaces a transparent material, the
director as it immediately separates

our reality from the world of dreams

and reality. Especially interesting is the
scene of Zlikha's farewell to Magzhan
Zhumabayev, where he, fascinated by the
idea of believing in the young strength of
the people, seeing in it the bright future

of the nation, enthusiastically dedicates
poems to it. The sublime, in this example,
as a category of aesthetics, characterizes
the poet's attitude to faith in youth and

is of a contemplative nature. As a result

of the perception of M. Zhumabaev (is an
actor A. Mahpirov) experiences a complex
sense of admiration, delight, awe, fear
and horror, a sacred awe at the possibility
of such a stage in life, exceeding the
possibilities of its understanding and
perception. At the same time, he feels that
there is no threat of real danger to himself.
The poet, moved by the spiritual freedom
that the young Zlikha expresses, behind
the fabric, in a rapid run and turns towards
a new life, malleably expressing freedom
from the shackles and old foundations,

swinging the harnesses that hang from
the ceiling, exults and laughs. The main
sources of the sublime are the spiritualized
activity of the main character at crucial
moments of social development, exposing
the precariousness of the social structure,
the system in which the characters live.
The poet shouts that it is high time for
them to stop silently existing; he tries to
overcome negative aesthetic emotions
and assert the strength and power of a
person, even if imaginary. And if only one
line was choreographed in this work, then
the experimental work in the next play
«General Ko Song Di» directed by E. V. Kim
was already saturated with a fairly large
number of dance fragments performed by
both actors and ballet dancers

(Figure 3).

The choreographic language here
was subordinated to the stylization of
Korean dance, which, in the main, was
still an accompanying element of artistic
expression. Malleable did not play a
major role here, although its use became
fundamental in the repertory policy of the
Korean theater in the future..

Figure 3. The part «General Ko Son Di», 2015
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Further performances of the Korean
theater were aimed at revealing the
acting abilities of ballet dancers who,
in collaboration with the drama troupe,
participated in the creation of such musical
works as «Hey, Trufaldino!» based on the
play by K. Galdoni, «Actress» based on the
novel by D. Isabekov, «All over again» based
on the play by A. Ro.

Unfortunately, the flow of actors to
the drama troupe of the Korean theater
is very poor, as it directly depends on
the knowledge of the Korean language.
According to the artistic director of the
theater and chief director E. V. Kim, a
modern artist of the Korean theater should
be able to do everything: have acting skills,
perform choreographic elements, sing and
play Korean drums. Based on this, thanks
to the creative initiative of E. V. Kim, a
system of choreographic, vocal and acting

classes was created for all theater artists,
which were supported by regular trainings
and rehearsals. The new mode of work,
which develops the physical and malleable
culture of actors, soon brought artistic
results.

The appearance of the next work in
the Korean theater was a confirmation of
this «Legend of love» (2017), directed by
D. K. Zhumabayeva, and marked the birth
of a malleable-drama performance in the
Korean theater, in which the choreography
served as a deep psychoanalysis of each
character (Figure 4). The prologue part,
which tells about the murder of a sacred
Goat and the birth of a goat — Korpesh and
Bayan-Sulu, plunges into the atmosphere
of mystery of what is happening. Here,
dance fragments become part of the
action, often replacing the mise en scene
with malleable.

Figure 4. The part «The legend of love», 2017
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Along with auditory perception, the text
of which is performed by the actor A. K.
Mahpirov, in the role of Kodar, the physical
existence given to him in constant falls,
rotations and interaction with corpuscles,
gives a strong visual perception that
enhances the effect of what he heard.
This idea was emphasized at the time by
another well-known researcher in the field
of choreographic art, L. D. Mendeleev-
Block, who argued that «the perception of
dance penetrates deeper into the mind
than visual and auditory impressions
alone; motor impressions are mixed with
them — the most firmly remembered
and assimilated» [8, p. 255]. S. Tatubaev
argues well about this, emphasizing: «all
sign systems associated with the visual
channel of perception have a greater
spatial characteristic than systems
associated with auditory perception. The
exception is malleable, which has both
variable and spatial characteristics» [9,
p. 29]. In the categorical sense of the
aesthetic, the hero Kodar has, inherent
in his image, such desires as the wish
to be with Bayan Sulu, self-assertion
in the status of a winner in life, and a
number of other lowly qualities. The
sphere of Kodar's lack of freedom, his
dependence on circumstances, suffering,
social and psychological dependence
is marked by the director's signs of
alienation, loneliness, and is reinforced
by his frequent presence on the stage,
standing far away from everyone. The close
connection of the lowly with the ugly and
evil in the play is reflected in the image of
Kodar

In this work, the actors, without the
additional «design» function of ballet
dancers, grew up malleably, performing
themselves duet, solo choreographic
inserts, fragments. Theater director of the
«Artishok» theater G. Pyanova states that
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«the original malleability is already inherent
in the nature of Korean theater artists - this
is an amazing ability to feel the music and
atmosphere of the performance. They look
on the stage like a good European theater,
in which the concept of a synthetic actor
has long existed» [10]. The Kazakh epic
about love in the Korean interpretation
sounded particularly interesting. The
play successfully participated in national
theater festivals, and also won the Grand
Prix in the festival of ethnic theaters in
2019 in the city of Kostanay, where the
director's work and the growing potential
of actors of the Korean theater were noted.
The appearance of the play in the
repertoire of the Korean theater «the
Legend of the girl Chun Hyang: remake»
directed by E. V. Kim had the character
of a malleable-drama musical. In a new
interpretation of an ancient Korean legend,
the main characters, who are in «boxes like
inanimate dolls telling their stories» [11],
existed in parallel with the ballet dancers
of the Korean theater (Figure 5, 6).
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Figure 5, 6. The part «Chun Hyan: remake», 2018

They malleably transmitted the states
of the characters, their interactions, and
they were assigned the task of acting.
Ballet dancers and actors interacted
non-verbally, non-contact, however,
harmoniously coexisting together,
both groups of artists complemented
each other, which contributed to the
development of the storyline of the
performance. The main character Chun
Hyang is a girl who is faced with a series
of life's tragic circumstances. The drama
of this role is that she has to pay for her
external beauty with her life. As a result,
all the destinies connected, one way
or another, with its collapse. Brought
up in the best traditions of the nobility,
she meets her beloved Ben Hak To and
the son of sato is E Mon Nen. The love
that every character in the play aspires
to is unattainable. Chun Hyang realizes
this, comprehends that she is going to
die, but continues to go to the end. This
ability in Greek tragedy was revealed
in the work «Philosophy of art» by the
German philosopher F. V. Y. Schelling,
which consists in the struggle of freedom
in the subject and the necessity of the

objective», with both sides «simultaneously
represented as winners and losers — in
perfect in distinguishability» [12, p. 400].

If it continues in this direction, the
next major work on the novel «Farewell,
Gulsary!» Ch. T. Aitmatov was entrusted
again to the young director D. K.
Zhumabayeva. This performance was a
revelation and discovery in the theater
space of Almaty. The strong philosophical
subtext of the play, the internal restraint
of the actors and their stage existence
«on the verge of despair» together created
an indelible impression, which was long
talked about by critics and theatrical
figures. The smell of the earth, the sound
of Korean drum «PUK», symbolizing the
sun, a noose hanging from the ceiling,
mirror, bald actors, together with V. Tsoy’s
song« The group of blood» delivered in
the Korean language - all contributed to
the metaphorical atmosphere of the play
(Figure 7).
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Figure 7. The part «Farewell, Gulsary!», 2018

The prologue is striking in its
symbolism. From the earth, life is born,
and at the head of everything is a man who
beats the passage of time. The foremother
earth — Umai raises above all its presence
«outside» time: with unhurried steps along
the proscenium, it steps, telling about
the white camel. The super idea of the
play depicts the image of Umai, which
is the ideal, the understanding of the
sublime, God, the totality of all greatness,
«incommensurability with human
contemplation and imagination», to which
every hero aspires [13].

The malleable language of the heroes
was already acting as an organically
flowing substance of the internal state.

D. Zhumabaeva uses the image of a
pacing horse and a faithful friend of
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Tanabai Gulsary in the narrative, which

is not declared in the play, only a lasso
hanging from the ceiling, the director hints
at it, rather as an elusive, invisible and
philosophical energy. A sad leitmotif of the
play, emphasizing the manifestation of true
feelings, in the form of loyalty, honesty,
mutual assistance, loyalty to friendship,
unbroken in difficult life situations. Here,
each character suffers in his own way.
Having shouldered a heavy burden in the
form of a drum, the collective farmer-
communist is Tanabay (is an actor A.
Makhpirov) goes his way, trying to fight with
the foundations of society, goes against the
system that kills him. His lover Byubyuzhan
(is an actress N. Li), tired of loneliness and
hard life, aware of all the pain of feelings
for Tanabay, also experiences the break
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and death of a person inside herself.
Tanabai's wife (is an actress M. Lee), with
disheveled hair, moves around the stage
with heavy, tired steps, clutching tightly

to her chest the boots that represent the
spirit of her daughters. In the scene where
she learns about her husband's infidelities,
her pain reaches its climax in the silent
crying of the heroine. «Every hero is, in fact,
terribly lonely and is looking for happiness»
[14]. The most acute life contradictions (
conflicts), situations and circumstances
that unfold in the process of interaction
between freedom and necessity and are
accompanied by human suffering, death
and destruction of important values for life
— this is what forms the basis of this work
and determines the understanding of the
tragic.

In the Korean reading of CH. T. Aitmatov,
the actors had a difficult task to combine
malleable existence with text. «Filled with
the depth of thought and action, physics
should make it easier for the actor to find
the most accurate hit in the psychophysical
state of the hero at the moment. Malleable
helps in expressing the necessary nature
of the semantic subtext of the main action.
At first it is inconvenient, then it becomes
so harmonious that the actor begins to

exist in it for real, complementing it with
his colors and shades» [14].

The experiment on the introduction
of malleable scenes in the performance
goes into an active search for more
subtle, imaginative models of dance art.
An example of this is the premiere of the
new play «Step into the abyss» directed
by E. Kim based on the play by N. A.
Ostrovsky « The girl without dowry». The
musical material was based on the works
of A. G. Schnittke, the rest of the musical
arrangement was written specifically
in the spirit of the Soviet composer, in
whose works «the fight against evil, the
moral catastrophe of human betrayal,
and the appeal to the good inherent in
the human person» [15] sound so sharply.
This definition is true to the main idea
of the play. The author of the modern
stage version tried to solve key points
outside of everyday reality with the help
of a malleable equivalent. A well-known
beauty in society, Larisa, who survived the
strongest infatuation with the «brilliant
master» Paratov, is represented by a
weak-willed doll, for which a price is set.
Hence, the physics of the actress N. Lee
emphasized the inability of the heroine to
control her fate (Figure 8).

Figure 8 The part «The step into the abyss, 2019
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The scenes of the feast in the
Ogudalovs ' house, at the wedding party,
the love of Larisa and Paratov on a
transparent cube standing in the middle
of the stage were solved by malleable
mise en scenes, in which, with the help
of gestures, symbols and physics, the
relationship of the characters to each
other was built. In fear of the «pathetic
semi-christian life», sycophancy, groveling
and a sick love of money in Ogudalova,
constantly appearing on the stage in
heels, was expressed in sharp, aggressive
attacks and kinks of the body, indicating
perseverance and determination to
achieve results at any cost, the ability
to adapt parasitically to the conditions
and rules of high society. Confidence
and imperious attitude to people of low
order in Paratov, Mokyi Parmenych, Vasilyi
Danilych, who do not know what a «pity»
is, who if they can find a profit, «they will
sell everything, anything» was expressed
in impudent, «boorish» movements on the
stage. They could sit on the stage and have
their conversations. A long-time admirer
of Larisa Karandyshev is represented in
the play in the malleable of a shy, insecure
loser who, like Ogudalova, wants to
become part of the high society in which
they are trying to stay. It is no coincidence
that more than all the other characters,
he exists in the play, standing on his
knees. The aesthetics of Karandyshev's
free malleability did not involve beautiful
movements, they were found to concretize
the character and worked on expressing
the idea. This was manifested in moving
around the stage on legs bent at the knees,
quickly mincing their feet. All the mise en
scenes of the play were declared by the
director, from the point of view of the comic
category of aesthetics, which characterizes
the funny, insignificant, ridiculous or ugly
sides of reality and mental life through the

34

prism of ugly, exaggerated images of the
characters. The mechanism of action of
the comic is a game with meaning. Thus,
the Russian thinker N. G. Chernyshevsky
defines the comic through the ugly: «it is
unpleasant for us to be ugly in the comic;
it is pleasant that we are so perceptive
that we comprehend that the ugly is ugly.
Laughing at him, we become higher than
him» [16, p. 191]. Here, through a comic
understanding, comes the realization

of the complex and contradictory state

of Karandyshev, who is pushed by
circumstances, makes a judgment on
everyone in the final. Larisa's laughter and
Karandyshev's indifference in the death
scene have a twofold effect on the viewer:
the resolution of the situation and its
absurdity.

The directors of the Korean theater of
the 20th century, forming a philosophical
and aesthetic ideology, first on the
intuitive level, then on the conscious and
scientific level, worked on the subject of
art in the key of forming a true idea. In his
experiments, contrasting the theater of
struggle with the theater of ideas, enriching
the methodology created by him with new
and new resources, increasingly using
malleable as a new means of expression.
The theatrical and philosophical search for
modern theater coincides with the modern
view of stage art.

Thus, the philosophical and aesthetic
foundations of the theatrical concept of
Korean theater contain:

1) combining a specific artistic and
aesthetic form with everyday realistic
truthfulness;

2) proclaiming directing around beauty
as the highest independent value

3) creating a new philosophical
metaphysical, malleable theater based
on: continuous experiment in a creative
laboratory, comprehensive aestheticism of
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directing, conceptual analysis of dramatic
material, and appeal to art as the center of
the visible existence of truth.

Conclusion

Thus, it should be noted that the
situation with the use of malleable
language in dramatic performances today
has increased relevance. Not only did the
number of dance fragments and scenes
in the play increase, but the attitude to
choreographic art in the drama theater
itself changed. Dance in the performance
becomes multifunctional. «In some
works, malleable interpretation exists on
a par with dramatic action, deepening it,
making it more imaginative, adding new
meanings to it» [7, p.109]. Increased
demands on the actors involved in the
malleable and dramatic performances.
The appeal of directors to the possibilities
of choreographic art and its use in their
productions is becoming one of the
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A. B. Lloi
Kasaxckasi HauuoHarnbHasi akademusi uckyccms umeHu T. K. XKypzaeHoea

(e. Anmamel, KazaxcmaH)

®UNO0CODCKO-ICTETUMECKUA AUCKYPC MIACTUMECKOTIO A3bIKA B CEKTAKNAX
APAMATH4YECKOIO TEATPA

AHHOTaLMA. B norcKax HOBbIX CPEACTB BbIPaXKeHUs ApaMaTM4yecKoro AencTBus B TeaTpaibHOM
nckycctee 20-21 BeKa pexxuccepbl Bee Yalle npuberatoT K aKCnepuMeHTaM no CUHTE3UPOBAHMIO
W pa3BUTUIO GOPM aKTEPCKOIO CyLLECTBOBaHMS B CNeKTaknax. MpumMmeHeHue nnacTM4ecKoro s3blka,
NoCcpeAcTBOM KOTOPOro OTKPbIBaeTCH HoBas 061acTb Bblpa3uTebHbIX CPEACTB, CTAaHOBUTCS BCe 6onee
aKTyallbHbIM CPEACTBOM PeLIeHUs B AJaHHOM Bonpoce. BoipasuTtenbHas 0CO6EHHOCTb NIacTUYECKOro
A3blKa ABNSeTCA CBOE0Opas3HbIM CNOCO60M 06LLeHUs 6e3 CNOB Ha YPOBHE BOCMPUATUSA YYBCTB U MbICIEN.
OHa cocTaB/fiieT OCHOBY M1ACTUHECKOro MCKYCCTBa B MCKYCCTBE aKTepa, KaK YelloBeKa B MepBYylo ovepeb
JencTByloLero, a He rosopsiiero. K Tomy e, 3To elle oauH cnocob nepegayn nHdopmMaLmm Ha TOHKOM
YPOBHE B PACKPbITUW U MOHUMaHUM ACTETUHECKUX KaTeropuin dpunocodbum xopeorpadmyeckoro UCKyccTea
B COBPEMEHHOM TeaTtpasibHOM NpocTpaHcTBe. [ipamaTtnyeckoe aencrene XXI Beka, rae OCHOBHOW KaHBOM
CNYXXWT CyLLeCTBOBAHWE NIacTUYECKOro a3blKa, NOAYMHAOLEeecs YeTKOW ApamMaTyprumn BCero CrneKkTaKkns,
pa3BuBaeTCs U 06oralaeTcs CMebIMU OMblITaMu TBOPYECKUX AMHOMbILWNEHHUKOB — pexuccepa v
xopeorpada.

B HacTosiwen paboTe aBTOPOM NpeanpUHaTa NOMNbITKA OXBATUTb OCHOBHbIE FPaHu MHTepnpeTauum
N1acTUYECKOro A3blKa C TOUYKM 3peHnss GUN0COPCKO-3CTETUHECKON pedeKCHUN Ha MPUMEPE HEKOTOPbLIX
ApamMaTuyecKux crieKTaKknen, BO3HUKLWNX B XX—XXI BeKax B penepTtyape [ocyaapcTBeHHOro AKaleMMyYecKoro
KopeMckoro TeaTtpa.

KnoueBble cnoBa: G1iocodCKO-3CTETUHECKUIA OUCKYPC, ApaMaTUYeCKUI CNEKTaKb, NNacTUYECKUI

A3bIK, Xopeorpadusa, Kopencku Teatp.
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A. B. Lio#
T. K. XKypeeHoe ambiHOarbl Ka3ak yiimmablK eHep akademMusicbl

(Annmamei K., KasakcmaH)

APAMAJIbIK TEATP CNEKTAKNIbAEPIHAEN MJIACTUKAJBIK TIIAIH ®UJ10CODPUAJIbIK-
JCTETHKAJIBIK AUCKYPCI

AHpaTna

XX—=XXI FacblpgblH TeaTp eHepiHAeri agpamanblk acepi 6inaipyaiH XaHa KypanjapblH i3geyae
pexuccepnep cnexkTakbAepae akTepik eMip cypy dopmanapbiH CUHTE3[EY KaHE AaMbITy XeHiHAETi
IKCMEPUMEHTTEpPIe XMi XKyriHeai. MaHepni KypangapablH )XaHa canachl albliaTblH NAaCTUKanbIK TiN4i KongaHy
OCbl Macenefe WellyaiH HeFyp/ibiM ©3€eKTi Kypasbl 60bin Tabblnagbl. NnactukanblK TingiH MoHEpPAi epeKweniri
ce3iM MeH ovnapabl Kabblngay AeHreniHae ce3ci3 KapblM-KaTblHACTbIH, ©3iHAIK Tacini 60nbin Tabblnaabl. On
aKTepAiH eHepiHaeri NnacTMKanblK eHepaiH HerisiH Kypanabl, 6ipiHWi Ke3eKTe conneylli emec, opeKeT eTyLi
aaam peTiHae. CoHbIMEH KaTap, 6y 3amaHayu TeaTp KeHicTirinaeri xopeorpadusanblk eHep GUnocodUSAChIHbIH,
3CTETUKAbIK KaTeropusnapbiH ally XaHe TYCiHyae HO3iK AeHrenae aknapaT 6epyaiH TaFbl 6ip Tacini.
XXI FacblpAblH ApamManblK apeKeTi, MyH[a 6ap/iblK CNEKTaK/b/iH HaKTbl ApaMaTypruscbiHa 6afblHATbIH
nnacTuKanbiK Tingid 6ap 60ybl KbI3MET eTeai, LUbiFapmalublibiK MiKipaecTep — pexunccep MeH xopeorpadTbiy,
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Abstract

In today's theatrical science, the definition and settling of the boundaries of two words — ‘modern’ and
‘contemporary’ - is of the greatest importance.

The article discusses periodization of modern and contemporary art, and the determination of the
boundaries between transitional epochs. The author makes an attempt to draw the line between modern
and contemporary art on the example of Georgian and European theatre periods. In the international world of
art, scientists have agreed that the foundations of modern art can be found in th e late 19th and early 20th
centuries. For most scientists, the reference point of ‘contemporary theatre’ is considered to be 1990. In
Georgian theatre studies there is an accepted and prevailing terminology: modern Georgian/contemporary
art/theatre. Like in Europe, these terms are sometimes used as synonyms and sometimes for the separation
of eras.

Keywords: modern art, contemporary art, theatrical science, periodization
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Introduction

In the 21st century, processes and
movements in the arts are becoming
both chaotic and accelerated. In this
multicultural and multidisciplinary era,
art has become hybrid, with styles,
movements and genres interconnected
and intertwined without logic.

In such a reality, even the most
experienced art researchers find it difficult
to construct boundaries, not only with
regard to epochs or movements, but also
to genre, as in theatrical art there is a
variety of multicultural and multistylistic
products. It is not surprising then that the
periodization of modern and contemporary
art, and the determination of the
boundaries between transitional epochs,
both represent major issues.

In today's theatrical science, the
definition and settling of the boundaries of
two words — ‘modern’ and ‘contemporary’ -
is of the greatest importance.

So, what exactly does ‘modern art’ or
‘contemporary art’ mean in terms of the
theatre? Where does the modern end and
the contemporary begin? Where does the
border between them lay? Does it exist at
all? These questions have been asked by
numerous art researchers and scientists
and have proven delicate issues much in
need of the attention of the field of modern
theatrical science.

Methods

Nowadays, two notions — ‘modern’ and
‘contemporary’ — are used to represent the
latest art in the international art sciences.
In Georgian, both terms are translated
as ‘modern’. In different manuals, these
terms are sometimes used as synonyms;
however, they have varied definitions which
help in the placing of boundaries between
periods in modern art.

Results

First, let us take a look at how the
Oxford English Dictionary defines the term
‘modern’:

1.1. Relating to the present or recent
times as opposed to the remote past.
Representing the current century; 1.2.
Sometimes characterized by or using
the most up-to-date ideas; 1.3. Denoting
a current or recent style or trend in art,
architecture or other cultural activity
marked by a significant departure from
traditional styles and values. [1]

In the same dictionary, ‘contemporary’
is explained as: 1.1 belonging to or
occurring in the present, its synonyms
being modern, present, current; 1.2. The
time occurring at present, currently.

According to the definitions, the
term ‘modern’ has a wider concept in
comparison to that of ‘contemporary’.
Despite the fact that these two notions are
synonyms, there is a semantic difference
between them. The same is seen in the
Georgian language, where we also have
different meanings for the two words.

In English, both words originate from the
Middle Ages; more precisely, in the English
language the word “modern” appeared in
1450 from the dialect of the East Midlands
(now UK territory), while ‘contemporary’
was first seen in 1630, emerging from
Latin.

The Oxford English Dictionary gives
an important explanation for the word
‘contemporary’: “The modern (the latest)
can be said of today's period. In order to
avoid uncertainty, it is better to distinguish
between these two words: If we talk about
Othello and the Elizabethan period, then
we should use the term ‘modern’, while,
when talking about today's art, which
is happening now, it is better to use the
word ‘contemporary’; thus, we can avoid
inconvenience and uncertainty.”
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Over time, the notion of ‘modern’ has
become a synonym of ‘contemporary’,
which itself became a term for defining the
most recent time. [2]

In the arts, scientists and researchers
have long used these two terms as
synonyms to construct borders and
distinguish epochs and times. Yet, these
borders are not generally accepted,
since the exact separation of modern
and contemporary is impossible.

Besides, modern and contemporary art
are distinguished differently by various
scholars, depending which period, country
or theatre is being referred to.

In the international world of art,
scientists have agreed that the
foundations of modern art can be found
in the late 19th and early 20th centuries.
To describe the art of this period, the term
‘Modernism’ prevails in both English and
Georgian languages. [3]

Modernism encompasses several
movements (isms) in all types of art,
each of which has in turn had its own
period of development. Since the 1970s,
scientists have referred to this movement
as ‘Postmodernism’. By the end of the 20th
century, a new term had emerged: ‘Post-
postmodernism’.

The term ‘Modern Art’ (literature,
theatre, music, cinema, visual art) has a
wide range of uses and is mainly seen in
two areas of art studies: 1. as a synonym of
modern and contemporary art; 2. as a term
to describe an event of the present time.

For most European scientists, the
earliest period of modern literature and
art is thought to be the 1880-90s. In his
work “The Modern Theatre”, Robert Cohen,
theoretician and professor at the California
University, states that the birth of modern
theatre occurred in 1875.

“Along with the political revolutions in
France and the United States, revolutions
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in philosophy, science and religion had no
less significance. The works of Darwin and
Carl Marx overturned the human mind. The
modern era came into the theatre.” [4]

It is commonly accepted that Modern
Art encompasses art created in the
1860-1970s. Despite polystylism and
other concepts, works of this period were
created in a complex and diverse era,
though they were united by an aspiration
towards experiments, where traditions are
completely abolished.

In his book “The Story of Art”, E.H.
Gombrich refers to the art of the early
20th century as “experimental” and
“modern art.” He writes: “‘Modern art’ has
completely broken away from the traditions
of the past and tries to create something
that was once only dreamt about... This
new approach has appeared worldwide
but has never been so consistent as it is
in the United States, where technological
progress was less hindered by the inertia
of old traditions.” [B]

According to British theatre critic and
author of numerous monographs Aleks
Sierz, 1904 represents a major moment
for modern dramaturgy as this was the
date when new writing emerged in Britain.
In 1904, in the Royal Court Theatre,
Harley Granville Barker and Je Vedrenne
completely altered the concept and policies
of the theatre repertoire. Sierz wrote: ““The
new playwright’ exhorted the theatre to
become modern. Theatre and drama were
placed in a historical framework. This
‘new’ idea gradually became ‘original’ and
therefore ‘good’. ‘New theatre’ became a
synonym for ‘contemporary theatre.’”” [6]

Author of the book “Independent
Theatre in Modern Europe”, Manfred
Brauneck, wrote: “In European
performing art, modernization begins with
naturalization, when Emil Zola, Henrik
Ibsen, Lev Tolstoy, Gerhard Hauptmann
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came to the theatre. These authors
created a modern theatre in Europe,
which, with its experiments, confronted
all traditions of olden times. From 1894,
political processes in France and Germany
greatly contributed to these experiments”.
While investigating the borders between
‘modern’ and ‘contemporary’ theatre,
Brauneck relies on the theory of the
German playwright and cultural researcher
Henning Fullele, who said: “when the crisis
of modern art began, thus started the Post-
modernism movement, which focused on
new forms of theatre. This process, though,
ended in 1990.” [7]

While working on the periodization
of the American theatre, Melissa Gross,
Professor at the University of Michigan,
considers modern theatre to have existed
from the 1900s to the 1960s, and
contemporary American theatre from the
1960s to the present.

Discussion

“How is contemporary theatre
determined? Where does it begin and
where does it end? There are so many
things going on at the same time in today’s
theatre that it's hard to tell where the line
is between new and ‘the newest’ theatres.
It might have started in the 1900s, when
a new theatre was born, or in the 1960s,
when the world saw performances in other
dimensions”.

Researchers of modern/contemporary
art have introduced new terms:
“Performing Art”, “Live Art”, “Event”, “Body
Art”, “Contemporary Dance/Theatre”,
“Multimedia Performance”, “Installation”,
“Physical Theatre”, “Urban Dance “,” Street
Dance” and many others.

Each is a conditional term, as, in its
content and genre, a single contemporary
performance might encompass a
number of areas for which we use the

abovementioned terms. Consequently, the
terms ‘modern’ and ‘contemporary’ theatre
seem unsustainable.

For most scientists, the reference point
of ‘contemporary theatre’ is considered to
be 1990. For example, Aleks Sierz put the
latest British drama and theatre borders
as 1990, when Chris Lee created a parody
of Sarah Kane. Sierz deems the theatrical
texts created after 1990 as contemporary
drama, and the traditional or innovative
performances staged during this time as
contemporary theatre. [8]

Caden Manson, the curator of the
Network of International Discussion
Centre, explains the term ‘contemporary
performance’:

“‘Contemporary performance’ is used to
define a hybrid artistic work, when different
theatre spheres (dance, video art, visual
art, performing arts, etc.) experimentally
travel through each other. Sometimes, it
resembles anarchistic chaos; however, it is
actually based on a complex, interactive-
intellectual system.” [9]

On February 9, 2012, the Minchner
Kammerspiele Theatre hosted an
international conference at which Johann
Simons, artistic director of the Minchner
Kammerspiele, presented a report: “Less
Art - More Substance. New Tendencies in
Contemporary Theatre”. According to his
definition, ‘contemporary theatre’ is the
theatre of the epoch that we are now in. “It
might look like modern theatre and might
use modernist or postmodern theatrical
aesthetics; it can even be related to
antigue theatrical form; nevertheless, it is
still contemporary as it is being created in
our time...,” he said. [10]

Can we call ‘contemporary theatre’
‘modern’? Yes! Because what is being
created around us is modern. When we
use the word modern, we mean our epoch;
however, when we want to talk about the
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art of the 20th century as a specific period
in history, we are unable to use the word
modern as it is the latest period of history
and in this case, we should use the term
‘contemporary’ and not ‘modern’.

Contemporary Art is an art form
that originated at the end of the 20th
or beginning of the 21st century. It is
eclectic, chaotic, varied, and far from
uniform, and specialists are still working to
formulate terms to separate and establish
boundaries in the transition periods of art.

In Georgian theatre studies (music,
arts and film), there is an accepted
and prevailing terminology: modern
Georgian/contemporary art/theatre. Like
in Europe, these terms are sometimes
used as synonyms and sometimes for the
separation of eras.

In the early 2000s, in Georgian
theatrical science (as in other similar
sciences), a new periodization of the
Georgian theatre history took place
according to which the Georgian theatre
was divided into four periods: old, new,
modern and contemporary. For the division
of the Georgian theatre periods, theatre
historians used the periodization of the
history of Georgian literature, which fully

coincided with that of the Georgian theatre.

It has been several years since the
students of the Shota Rustaveli Theatre
and Film State University, specializing in
Directing of Drama, first began studying
the history of the Georgian Theatre in four
semesters. Each semester is focused
on one particular period of the history
of Georgian theatre. According to the
syllabus, the periodization of the Georgian
theatre is as follows: 1. Old Georgian
Theatre (from ancient times until 1910),
2. New Georgian Theatre (1910-1935); 3.
Modern Georgian Theatre (1935 - 1990);
4. Contemporary Georgian Theatre (1991
to present). [11]
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In The Georgian Theatre Modernism
started in early XX. In Georgian Theatre
Modernism started from naturalism, which
was changed with Symbolism. In 1905-
1906 The direction of the Georgian theatre
was changed by Georgian Director Valerian
Gunia and actor Lado Meskhishvili.

They were creating latest dramaturgy,
which became the reason to revert from
traditions. This process was logical and
natural. In 1909 Valerian Shalikashvili
created his first performance, but as a
first modern performance we have to
concider “Berdo zmania” (1920) written by
Sandro Shanshiashvili and made on stage
by Sandro Akhmeteli., which was full of
innovations with it's content and shape. At
the beginning of XX the professor Mikheil
Kalandarishvili has studied modern
Georgian theatre and published book
“Modernism in Georgian theatre.” [12]

There is no disagreement among
scholars regarding said divisions of periods
of Georgian theatre history; however,
according to scientists A. Amaglobeli, G.
Megrelidze, M. Vasadze, M. Kalandarishvili,
I. Ghoghoberidze, and G. Tskitishvili,
the premiere day of Kote Marjanishvili's
play “Sheep Well” (author -Lope de
Vega) staged in 1922, is considered to
be the starting point of the modern era
in Georgian theatre. In their articles,
Marjanishvili’s play is not only considered
a modern performance for the era, but
also as a special example of the modern
Georgian theatre. That is why | believe
that in theatre studies, the periodization
of Georgian theatre history needs to be
reviewed.

Conclusion

It is indisputable that in 1991 a new
period in history began for Georgia, with
the country declaring its independence. As
in its political-economic and social life, in
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its art and theatre a new period of life also
began. That is why when dividing periods
of Georgian theatre history, the boundary
between the Georgian contemporary and
modern theatre should be underlined
from the point of ‘1991 ". That said, in

her dissertation work, theatre historian/
critic Tea Kakhiani refers to contemporary
theatre as the “modern theatre”. In this
case, the term ‘modern’ has been used
as a notion of the present time and not
as a reference to a period in the history
of Georgian theatre. This is a modern and
widespread term used not only to define
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1. YxapTuwBunu
lpy3usi Memrnekemmik meamp XaHe KUHO yHugepcumemi Kasipai epy3uH meampbiHbiH 3epmmey
opmarnblifbl Unbst Memiekemmik yHueepcumemi xsHe Kaskas yHusepcumemi (Téunucu, py3us)

3AMAHAYH TEATP KAH KE3EH/IE AAKTAJIA[1bl }KOHE YXAHA TEATP KALUAH BACTAJIA[lbI?

AxnpaTna

Kazipri 3amaHfbl TeaTp fFblibIMbIHAAFbI «3aMaHaymW» XaHe wKaHa» AereH eKi ce3/iH apacbiHaarbl LWeKapaHbl
aHbIKTay }oHe opHaTy Y/IKEH MaHre ne. Makanaza 3aMaHaym XoHe aHa eHepiH Ke3eHre 6eiHyi, coHaawn-
aK eTneni KeaeHaep apacblHAarbl WeKapanapbl aHblKTay KapacTbipbliaibl. ABTOP FPY3uH XoHe eyponasnblK
TeaTp Ke3eHAepPiHiH MbicaNblHAa 3aMaHayM }aHe aHa eHep apacbiHAa WeKapa Xypridyre opeKeT xacanabl.
XanblKapasnblk eHep anemiHae Fansimaap 3amaHaym Teatp 19 racbipablH, COHbl MeH 20 FacbipAblH, 6acbiHAafbI
Ke3eHre cal Kenefi gereH nikipre kenepi. KentereH ranbimaap YWiH <KkaHa TeaTp» 6acTtay afnfaH yakblT 1990
bl 601bIN caHanabl. [Py3uH TeaTp 3epTTeynepiHae )annbl KabblngaHFaH xoHe 6acbiM TEPMUHONOMUS
6ap: 3amaHayn/»aHa eHep/Teatp. Eyponaaafbl CUSIKTbI, 6yNn TepMUHAEP KENAe CUHOHUMAEP peTiHae, Kenae
noyipnepai 6eny ywiH nanganaHbinagbl.

Tipek ce3aep: 3amaHayu eHep, }KaHa eHep, TeaTp FbibIMbl, KE3eHaepre Geny.

1. YxapTuwBunau

Ipy3uHckuli eocydapcmeeHHbIl yHugepcumem meampa U KUHO

UccnedosamenbcKuli UeHmMp CoO8PEMEHHO20 2py3UHCKO20 meampa UnbuHcKul 2ocydapcmeeHHbIl
yHusepcumem u Kaeka3sckuli yHusepcumem (Téunucu, py3us)

FAE 3AKAHYUBAETCS COBPEMEHHbINA TEATP U HAYMHAETCS TEATP HOBEMLLMIA?

AHHOTaUMA

B coBpemeHHOM TeaTpanbHOM HayKe onpeaefieHne 1 yCTaHOBNEHWE FpaHuL, Mexay ABYMS CoBaMn —
«COBPEMEHHbIN» U «HOBEWLWINN» — UMEET OFPOMHOE 3HAYEHHMeE.

B ctatbe paccmaTpmBaeTcs nepMoan3aLmns COBPEMEHHOIO M HOBENLLETO UCKYCCTBA, a TaKxe
onpegeneHune rpaHnL, Mexxay nepexoaHoiMu anoxaMu. ABTOp AenaeT NonbITKy NPOBECTHU YEPTY MEXKAY
COBPEMEHHbIM M HOBENLLIMM MCKYCCTBOM Ha NpuMepe rpy3MHCKOro U eBpONenNCKOro TeatpasnbHbiX MEPUOAOB.
B MexayHapoaHOM MMpPE MCKYCCTBA yYeHble COLWNCb BO MHEHMU, YTO MCTOKM COBPEMEHHOIO UCKYCCTBa
HaxoaaTcs B KoHLe XIX 1 Havyane XX BeKoB. 119 60/1bWNMHCTBA Y4EHbIX TOYKOM OTCHETa «HOBEWLIErO
TeaTtpar» cuntaetcsa 1990 roa. B rpy3MHCKMX TeaTpasnbHbIX UCCNeN0BaHMSAX CYLLECTBYET 06LLENPUHATaS 1
npeo6nagatollas TepPMUHONOIMS: COBPEMEHHOE/HOBENLLIEE UCKYCCTBO/TeaTp. KaK 1 B EBpone, 3T TepMUHbI
MHOrAa MCMNONb3YIOTCA KaK CUHOHMMbI, @ MHOTAa — 415 pa3geneHuns arnox.

KnioueBble cnoBa: COBPEMEHHOE UCKYCCTBO, HOBEWLLEE UCKYCCTBO, TeaTpasibHasa HayKa, NepnoansaLms.
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Abstract

The article analyzes the outstanding sector of Georgian women's cinema, which deserve a place in the
cinematography. Despite the fact that there always have been women filmmakers in Georgia, their number
has dramatically increased in the beginning of the 20st century. Certainly, we could speak about the gender
misbalance in the past, but nowadays this problem has been solved. One of the significant segments of the
Georgian cinematography today could be called ‘female films’, not just because they are made by women
directors, or because they have been successful, but because their subject is women and their everyday life
in the environment of contemporary reality.

We do not consider that the female films exist separately and/or are out of context of Georgian
cinematography. Films produced by the representatives of both sexes do have many common features
and they are organic parts of the one whole called Georgian cinema. Common concerns of contemporary
Georgian cinematography and the determinants and tendencies when choosing subjects for theis field of art
are as follows: spiritual status of contemporary society on the milieu of the contradictory lifestyles; relation
and collision with reality; problems of spiritual crisis; choices of the younger generation.

Keywords: Georgian cinematography, “women cinema”, representatives, determinants, tendencies,

status, features, contemporary society.
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Introduction

Before starting the analysis of
the current situation in Georgian
cinematography, we need to look back to
the history as it is impossible to define its
present or future without the people who
represented it during many years.

The very first Georgian women film—
maker Nutsa Ghoghoberidze (1902-1966)
made the first fiction film in the Soviet
Union.[1] It happened in 1934 and the
name of the film was «Fever» (Uzhmuri).
Nutsa’s life (same as the life of other
Soviet artists) and the destiny of her films
were really dramatic. One of her films BUBA
(1930) was returned home only 82 years
later. Someone incidentally discovered it in
one of the archives in 2012. The reason is
that Nutsa Ghoghoberidze had undergone
repressions and in 1937 she was exiled to
Siberia. Nutsa spent 10 years in the GULAG
camps just because her husband Levan
Ghoghoberidze held one of the high—rank
positions during Bolshevik period, and,
when the October Revolution started to
«swallow» its own children, Levan and his
family happened to be the victims of their
own party. As a result, the art and any
other information on so called <Enemies
of people and motherland» were tabooed.
The film BUBA did not contradict the ideas
of Social Realism, though. On the contrary,
it served to express the above—mentioned
ideas. BUBA is a documentary—fiction film
of specific direction called Cultural Films.
Nothing helped Nutsa Ghoghoberidze
though, and the young female director
was exiled to Siberia anyway. The new
life turned her perfect past life into hard
labour at the River Pechora (Siberia) and
painted her life in dramatic colors. After
coming back home she never returned to
cinematography.

Methods

There was a big pause after the
repression. Even men film directors
had problems making films. The Soviet
Government used cinematography
as a tool for ideological propaganda.

Not everybody could form part of such
mechanism. Gender discrimination

took place and they used to say that
making films is not a job for women. In
addition, there were some illogical cultural
traditions.

After decades had passed, in the early
60s (the so called ‘warming’ period) an
outstanding representative of the younger
generation of filmmakers was a female
director Lana Ghoghoberidze - the
daughter of Nutsa Ghoghoberidze. The
main subject of Lana’s films was based on
women’s destiny, their role in the social
life, and their personal and social activities
in extreme situations.

Results

The main themes of Lana
Ghoghoberidze’s films are: passions,
interests, emotions and spiritual state
of contemporary women. Her most
outstanding films are: Under One Sky
(Erti Tcis Kvesh, 1961) [2], Transfiguration
(Periscvaleba, 1968), | See the Sun (Me
vxedav mzes, 1965), Several Interviews on
Private Matters (Ramdenime Interviu Pirad
Sakitxebze, 1981), Day Is Longer Than
Night (Dges Game Utenebia, 1982), Waltz
on the Pechora (Valsi Pechoraze, 1992)
and so on. [3] These films will be discussed
in detail below.

Another interesting Georgian woman
film—maker of the same generation was
Leila Gordeladze (1927 -2002), whose art
includes a diversity of genres: comedies
and musical comedies (e.g. ‘Tamar was
Kidnapped’ (Moitaces Tamarkali, 1971)
and ‘From here to You’' (Akedana da
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Senamde, 1984); Some of her films are
based on modern and classical literary
works, e.g. — Alooba (1967); Dog (
Zagli, 1974); Bata Kekia (1978) and
others. These films depict the lives of
contemporary people, their hardships,
troubles and daily routine.

Nana Mchedlidze is a representative
of the same generation of woman
film—makers. She mostly described the
characteristic features of the contemporary
society and focused on specific people
and topics rather than stories of concrete
persons. Her films are mostly comedies
and tragic—comedies — The First Swallow
(Pirveli Mertskali, 1975, received Special
Prize of the Jury for Best Direction at
Tehran International Film Festival and
the Grand Prix and FiPresci Prize at
Oberhausen International Sports Film
Festival); Imeretian Sketches (Imeruli
Eskizebi, 1979) and Grandmas and
Grandsons — (Bebiebi da Svilishvilebi.
1969) are full of warmth and humorous
adventures of children; The White Rose of
Immortality (Ukvdavebis Tetri Vardi. 1985)
and Inspiration (Agmafrena, 1964) and,
finally, films about the youth making choice
between moral dilemmas — Someone
Misses the Bus (Vigacas Avtobusze
Agviandeba, 1971); Crime has Been
Committed (Danashauli Moxda — 1988),
etc.

Discussion

Among the female directors of the
70s mention should be made of a writer,
director and essayist Liana Eliava (Since
the military coup of the 90s she has
emigrated to Finland). The scope of her
interests, same as that of Leila Gordeladze,
goes beyond purely feminine problems,
and she is interested in various topical
issues and genres.[4] Her films are:
«Bzianeti» (1968), «Bishop at the Hunting»
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(1971), «Cineman (retro style. 1977) and
others. These films are diverse in genre
and content.

Several years later, on the edge of the
70s and 80s, a new generation of Georgian
women film directors showed up. They
were distinguished by their individual style
and a strong civil position; new interests
and original artistic thinking. These are
Nana Janelidze (writer, director) and Nana
Jorjadze (architect, actress, director), who
are still in the avant—garde of Georgian
Cinematography.

Nana Jorjadze attracted the attention
by her debut work — Trip to Sopot
(Mogzauroba Sopotshi. 1980) where
she, for the first time in the Soviet
Cinematography, showed the life of hobos,
who were not considered as humans and
members of the society.[5] Afterwards she
continued to discuss «prohibited» topics
and the stories of characters that had
never been mentioned in Soviet films,

e.g. she combined political events from
the history of Georgia’s Sovietization
and romantic histories of her heroes in
the films «Robinsoniada or My English
Grandfather» (Robinzoniada anu Chemi
Ingliseli Papa), awarded Caméra d'Or in
Cannesin 1987 and «1001 Recipes of
the Chef in Love» ( Shekvarebuli Kulinaris
1001 Recepti. 1996) starring Pierre
Richard (thanks to whom she gained
international fame and became the first
author of co—production film in Georgia).

Nana Janelidze plays an outstanding
role in Georgian cinematography. She was
script—writer and second director of the
most popular Soviet film REPENTANCE
(MONANIEBA. 1984) made by Tengiz
Abuladze (Nana Janelidze also made
a marvelous selection of music for the
film).[6] Her first independent full length
feature film LULLABY (lavhana. 1990) is
distinguished with its poetic style, romantic
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esthetics and metaphoric narration. The
film was much spoken about and the
number of the attracted audience was
almost as large as in case of «<Repentancen.

For years, Nana Janelidze has worked
both in feature and documentary cinema,
and is equally successful in both genres.
Even her documentary films «Will There
Be a Theatre up there?» (Netav Ik Teatri
Aris? 2011) and «The Knights of Georgian
Chant» (Galobis Raindebi. 2010) are
characterized by the same artistic features
and distinguished by her own fiction—
documentary stylistics, depicting heroes
from new and old history of Georgia, who
created Georgian national folk treasure
and shared the tragic destiny of the
country.[7]

A representative of the generation of the
80s Keti Dolidze is an actress, theatrical
and film director (she started by staging
plays and later turned to filmmaking). Her
well-known films are: Cucaracha (based
on a famous story by one of the most
popular 20th century Georgian writers —
Nodar Dumbadze. 1981) — a romantic
and tragic story of a Soviet policeman in
the period of World War I1.[8] The film is
both tragic and comic and its main theme
is the eternal struggle between good
and evil. Although kindness is defeated
at the end of the film, strong faith in the
immortality and significance of kindness
prevails; «Oh, How Sweet is This Tender
Sadness of Parting. Euridice» (O, Ra Tkbilia
Ganshorebis Es Nazi Sevda... 1991),
«Dinosaur Egg» (Dinozavris Kvercxi. 1993)
— these films are myths that reflect both
eternal and contemporary problems.

In the past decade, especially beginning
from 2005-2006, when the generation
of the 2000 came to the fore, the interest
towards Georgian films increased to an
unprecedented scale, and the number of
female directors grew. The new generation

of filmmakers transformed Georgian
cinema to a new stage. There is notable
progress (both qualitative and quantitative)
regarding the profession of a producer,
which was inexistent in the Soviet epoch.
Although the female temperament seems
to be unsuitable for this profession, young
Georgian female filmmakers achieved
great success as producers (and created
favourable grounds for coproduction)

and led to the success of Georgian films
worldwide.

Young female directors who have
recently joined the group of experienced
filmmakers mentioned above (who still
lead cinematographic activity of the
country alongside the male Georgian
film—makers), prove that Georgian cinema
has moved to a special stage of its history
and development. It needs to be noted
that almost all the film—makers and their
films listed below have won international
prizes. They are: Felicita by Salome
Aleksi (2010), KEEP SMILING (2012)
by Rusudan Chkonia (also producer of
the film), In Bloom and My Happy Family
(2012-2013) by Nana Ekvtimishvili (with
Simon Gross);. The following fiction films
were also successful: Salt White (2011)
by Ketevan Machavariani; Susa (2010)
by Rusudan Pirveli (producer of the film
— herself); ‘Born in Georgia (2011) by
Tamar Shavgulidze; «Brides» (2013) by the
debutant director Tinatin Kajrishvili (also
one of the most successful producers);
«Brother» (2013) by Teona Mghvdeladze—
Grenade. Mention should also be made of
the documentary films: Bakhmaro (2011)
by Salome Jashi; Tinatin Gurchiani’'s —
The Machine Which Makes Everything
Disappear (2011-2012), Chechnian
Lullaby (2002), Durakovo: Village of Fools
(2008) and «<Something about Georgia»
(2009) - all by Nino Kirtadze (actress,
reporter and director, producer of films in
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hot spots, winner of multiple international
festivals), etc.

The above—mentioned generation
which emerged in Georgian
cinematography at the beginning of the
21st century has become an indivisible
part of the world cinema by depicting
interesting characters, expressing
something new and at the same time
eternal i.e. familiar to the rest of the world.
Anyway, we should start by analyzing
the beginning of female films in the
history of Georgian cinema. With this
aim, we have to go 85 years back, as
the foundation laid in in 20s and 30s of
the past century has given its fruits in
the first decade of the 21st century. The
main focus of the given article is the life
and activities of representatives of three
generations of one and the same family —
grandmother, mother and granddaughter.
Lasha Bakradze, a specialist in German
philology and Director of Giorgi Leonidze
Georgian State Museum of Literature,
published an article «Nutsa Ghoghoberidze
(1902-1966)- the First Female Georgian
Director» in Hot Chocolate magazine
(in 2012). In this article he brought all
the existing documents to light. The
novelty of the article is the fact that the
biography of the author is directly linked
to Georgian reality, and to the story told
in the film, which exposes history from
several angles—personal, social, artistic
and cinematographic. The Soviet Union,

a state run by the Communists for 70
years, no longer exists. There are no more
commissars or repressions, no more
«gulags» or executions of passionate,
idealist Bolsheviks, no more Soviet
ideology, no more governmental decrees,
sessions or directives. Prohibitions are

a matter of the past, and most hidden
materials have come to light. However, the
film created by the first female Georgian
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director has only returned to life 82 years
after it was produced. Unfortunately, the
director herself did not live to witness the
revival of her film.

While working on archive materials,
Lasha Bakradze discovered the film by
chance. According to him, a copy of Buba
was ordered from «Gosfilmfond» (where
all Soviet films are kept) in the 1980s.[9]
However, despite its return to Georgia, the
film was shown only twice, in narrow circles
— then forgotten again, perhaps due to the
hardships of the 1990s. Without Lasha
Bakradze, the film would have remained
forgotten for many years more.

Apart from some fragments kept in the
National Archives, there was no other copy
of the film in Georgia. The documentary
and archive materials about Buba and
its director are scarce. Why didn’t Buba
find favor with the Soviet authorities, and
why was it condemned to anonymity?
Strangely enough, a film that fulfilled all the
criteria of Soviet ideology and censorship
and conformed to the decrees of the
Communist Party was nearly lost. It almost
failed to become part of the history of
Georgian cinemal

She painted, wrote scripts, worked out
projects and searched for new themes.

Her first independent film Felicita
(«Happiness») was created in 2009 and
in the same year the film was awarded
special prize of the Jury at the festival in
Venice. Later, the film was awarded special
prize of the Jury at Trieste festival. At Torun
festival in Poland the film was recognized
as the Best Film of «Tofifest». The film
was successfully screened at festivals in
Brussels, New—-York Lincoln Center, San
Francisco, Creteil, Rome and Hungary.

In 2010 at the Italian festival Lessinia
XVI, Felicita was awarded the main prize
LESSINIA D'ORO. [10] The attention of the
Jury and the audience was caused by two
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reasons: the problem depicted in the film
and the artistic approach of the director,
consisting in «<new and humorous vision of
serious economic and political problems»
(to quote the festival of Venice) and original
hen her husband dies, she cannot arrive

in Georgia for the funeral and cries bitterly
on the phone (in general, the mourning
ritual is very important for Georgian society,
especially in the regions, and consists

of loud outcry of various texts about the
deceased person, his/her character,
actions etc. It often contains emotional
phrases «out of context», a mixture of
weeping and sadness).

Salome Alexi’s observation and
experience, her love and sympathy to
suffering people are reflected on the vivid
artistic generalization, as well as the film’s
structure, narration, emotional background
and style.

«Felicita» is an organic mixture of
sadness and humour, imagination and
reality. Emigration itself is multi—sided
phenomenon: people are free to travel
throughout the world and live and work
wherever they like, but frequently in this
process they lose contact with family,
children, motherland and even freedom.

Conclusion

People living under the Soviet regime
strived for freedom. This aspiration was
revealed in their inner freedom. Opening of
the borders relieved the physical barriers,
but freedom in another country turned out
to be illusionary.

Economic hardships force people to
abandon their homes and search for
«happiness» in more developed countries.
However, many people have to pay hard for
this happiness.

Is this <happiness» worth striving for?
(majority of people are illegal immigrants;
their payment is so small that they have

no time for anything but hard work; they
are unable to come back to their country
periodically to see their relatives and
friends or relieve the pain of lineliness

in this way. They are even unable to

say farewell to their deceased family
members).

Is it happiness when villages and towns
are abandoned, houses are locked and the
boards hammered to the windows remain
so forever?!

Is it happiness when children grow
up without seeing their parents and
communicate only via Skype or mobile
phones?! Will they be able to recognize one
another after years?!

Salome Alexi shares this pain, although
she herself is free to travel around the
world and arrive in her motherland
whenever she wishes to. This pain is the
main theme of her film.

With refined humour, she tries to
disguise the pain and shorten the distance
separating wives and husbands, parents
and children, friends and relatives. The
director draws a panorama of human
tragedy in a refined manner, and depicts
feelings and passions in each frame and
mise—en—scene of the film.

Salome Alexi was assisted in
creating «Felicita» by her French friends,
Koka Togonidze and her mother Lana
Ghoghoberidze. The crew consists of:
Giorgi Beridze, Gia kancheli, Nasim El
Munabi, Vazha Jalaghania, Mariam
Kandelaki, Elene Murjikneli, Salome
Machaidze, Asya Ziffer, Cyril Holtz. The
cast consists of: Marina Kobakhidze
(voiceover), Gia Abesalasvhili, Nika
Kakhia, Paata Guliashvili, Nino Kasradze,
la Sukhitashvili, Ana Gordeziani, Lana
Togonidze, Gio Togonidze and Sandro
Togonidze. This international crew worked
on sheer enthusiasm and did their best for
the success of the film.
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Currently Salome Alexi is working on a
new film. It seems she has found the right
material that will enable her express her
attitude, position and relationships with
people in a new and interesting manner.
She has found «New happiness» of being
able to work and express herself. The
shootings are close to an end and soon,
following the contemporary rhythm of life,
«its laws and standards», she will present
the film to professionals and ordinary
audience. Thus, she is continuing the
century—old filmmaking traditions of the
family.
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J1. Ounaypm
Ipy3us memnekemmik LLloma Pycmasenu ambiHOarbl Teamp xoeHe KUHO yHusepcumemi
(Téunucu, py3us)

KWHOAAFbLI FPY3UH SMENAEPIHIH OTEAChI AUHACTUSICDI

AHaaTna

MaKkanaga kuHematorpaduaga MaHbl3abl OpbliH anatbiH MPY3WH avienaep KMHOChI TangaHaasl. [pysvaga
KnHemMaTtorpaduct anengepaiy 6ypbiHHaH 601FaHblHa KapaMacTaH oflapablH caHbl 20 FacbipablH 6acbiHaa
KYPT ecTi. OpuHe, 6ypbiHaapbl 6i3 reHaepniK TeHCI34iK Maceneci 60nFaHbl XacblpblH emec, 6ipaK Kasipri
yaKblTTa 6y1 Mmacene wewingi. byriHri rpy3nH knHematorpaduscbiHaarbl MaHbl34bl 6ip CErMEHTTEPAIH,
Oipi «onengep dbunbMi», onapablH, MaHbI3ablbIFbl GUNbMAEPLI OMeN pexunccepnep TYCipreHaikTeH Hemece
ETICTIKKE ETKEHAIKTEH emMec, anen agamaapAblH 3aMaHayn opTagafrbl KYHOENIKTI eMipiHiH KepiHic Tabybl
60/bIN Tabblnagsl.

bi3 anengep punbmi rpyanH KMHematoprpadusicblHaH 66€eK Aen KapacTblpManMbl3. Onengep TycipreH
dunbmaepae ae, ep agamaap TycipreH dunbmaepae Ae opTak epeKkwenikrep 6ap aHe onap rpy3vMH KMHOCHI
[en aTanaTblH TyTac AYHUEHIH OpraHMKanblK 6esnweKTepi 60bin Tabblnagbl. Kapama-Kaniubl emip cantbl
opTacblHAAFbI Kas3ipri KOFAaMHbIH, pyxaHu MapTebeci; WbIHAbIKNEH GaiNaHbIC }aHE OHbIMEH KaKTbIFbIC; pyXaHu
[arfaapbiC Macenenepi; }ac ypnak TaHaaybl CblHAbI [yHUenep Kasipri rpy3vH KuHemaTtorpadblHbIH anmbl
npo6nemanapbliH, COHAaN-aK eHepAiH OCbl canachl YLLiH TaKblpbINTapAbl TaHAay Ke3iHaeri dakTopnap MeH
ypaicTepai aHbIKTanabl.

Tipek ce3aep: rpy3viH KMHematorpaduschl, «<olMengep KMHoChI», eKinaep, AeTepMUHaHTTap, ypaicrep,

MopTebe, epeKLIeniKTep, 3aMaHymn KoFam.

J1. Ounaypm
lpy3uHckul eocydapcmeeHHbIl yHUgsepcumem meampa u KuHo um. LLloma Pycmaeenu
(Téunucu, py3us)

AWHACTUA CEMbMU I'PY3UHCKUX JXEHLIUH B KUHO

AHHOTaUMA

B cTatbe aHanM3unpyeTcs BblAaloLMINCS CEKTOP MPY3MHCKOMO }EHCKOro KMHO, 3aHMMaloLLEero
3Ha4YUTENIbHOE MECTO B KMHeMaTorpade. HecmoTps Ha T0, 4To B [Py3nn Bceraa O6bin XKeHLWMHbI-
KMHemaTorpaducTbl, UX YACNIO PE3KO YBENNYMIOCH B Havyane XX BeKka. KoHe4yHo, B NPoLLIOM Mbl MOTH
roBOPWTL O reHAepPHOM ancbanaHce, HO B HacTosLee Bpems 3Ta npobaema peweHa. OauH U3 3HaYUTENbHbIX

CErmMeHTOB MPY3UHCKOro KMHemaTorpada cerofHs MOXXHO Ha3BaTb WKEHCKUMU dUSibMaMmn» HE TOJIbKO MOTOMY,
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YTO OHU CAeSlaHbl XEHLMHaMU-PeXmUccepamu, Uiv NOToMy, HTO OHW JOOUIUCH YCrexa, HO U MOTOMY, YTO UX
npeameToM SABASIOTCS XKEeHLMHbI U MX MOBCEAHEBHASA MU3Hb B Cpefie COBPEMEHHON peanbHOCTHU.

Mbl He cyuTaem, YTO XeHCKMEe bUNbMbl CYLLECTBYIOT OTAEIbHO U HAaXOASATCH BHE KOHTEKCTa MPY3UHCKOM
KnHemaTtorpadpuun. PunbMbl, CHATbIE NPeACTaBUTENAMU 060UX MOMOB, UMEIOT MHOIO OBLLMX YEPT, U OHU
ABASAIOTCS OPraHUYeCKMMM HYacTMK €ANHOI0 LLenoro, Ha3blBaeMoro rpy3anHCKMM KuHo. O6Lwme npo6aemsl
COBPEMEHHOIO rPy3MHCKOro KnHematorpada, a Takxe onpegenstouwmne GakTopbl U TEHAEHLMM Npu Bbibope
npeameToB 415 3TOM 06/1aCTU UCKYCCTBa 3aKJ1t04aloTCA B CiefyloWeM: yXOBHbIM CTaTyC COBPEMEHHOI0O
obulecTBa B cpefie NpoTMBOPEYNBOro 06pa3a n3HU; CBA3b U CTONIKHOBEHME C peasibHOCTbIO; NPo6eMbl
[YXOBHOIO KpM3unca; BbI6GOP MONOAOMO MOKOJIEHHS.

KnioueBble cnoBa: rpy3anHcKas KuHematorpadus, <KeHCKOe KMHO», NpeacTaBUTENN, AETEPMUHAHTDI,

TEHAEHUMK, cTaTyc, 0CO6EHHOCTU, COBPEMEHHOE O6LLEeCTBO.
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«TOMUPUC »
KOUDbIJIbI-
MbIHIAFbI

ART STUDIES

YJIbl JAJIA
KOPIHICI

MPHTH 18.67.15

A. C. Epkebait !

IT. K. J)KypreHoB aTbIHIarbl Ka3aK YJITThIK OHEp
AKaJIeMHUSIChI

(Anmatbl, Kazakcran)

«TOMUPUC» KOUbUIbIMbIHAAFbBI ¥J1bl JAJIA KOPIHICI

AxpaaTna

Makanaga M. Oye30B aTbiHAaFbl KadaK MeMIeKeTTIK akageMussbiK ApamMa TeaTpblHbIHAA XUblpMma
bl 60MbI XKYPIN aTKaH «TOMUMPUC» CNEKTaKi KapacTblpbliFaH. Tapuxu TyFaHbl CaxHara LWblFapyaarbl
PEKMCCEPNIK KOHE aKTePIK i3AeHICTepPre }aH aKTbl TeaTpTaHyLWbINbIK Tangay )acanfaH. Cak xanKblHbIH,
epniKKe Tosbl eMipi MeH apb6ip KeninkepaiH 60MbIc-6iTiMi, MiHE3 epeKLueniri T. {aMaHKy10BTbIH,
pexunccepnik ov TYXKblPbIMbl apKbliibl KEPKEMIK OUiIKKe KeTepinreHi ankpiHaanfaH. KonbinbiMaarbl Tapuxm
LWbIHABIK NEH KePKEMAIK LWbIHAbIK apacbiHAaFbl 6annaHbICThl allyFa TannblHbIC XKacasfaH.

Tipek ce3aep: KasaK TeaTpbl, TAPUXM TYIFA, PEKMCCEP, KOMbINbIM, aKTep

Kipicne YATTapAblH, eKingepi 634epiHiH, YITTbIK
bi3aiH enimis caH FacbIpibIK ©HEPIH JaMbITbIMN, HacuxaTTan anaibl.
TapuxblHAA KE3OECKEH ayblpThnasnblKTap En6acbl — TyHfbiw MNpe3naeHTimi3 H. O.
MEH KWbIHLIbI/IbIKTapFa KapaMacTaH Hazap6aeBTblH «bonalwakka 6araap:
©3iHiH, MBEHW epeKILLUENiriH caktan anfbl. pPyXaHW KaHFblpy» aHe «¥/bl a/laHblH,
An Teyenciagik *bligapbl 6i3 MageHu eTi Kblpbl» aTTbl MaKananapblHaa YATTbIK
ipretacbiMbl3bl 0flaH api 6eKiTe TYCTIK. Tapux NeH MOJEHUETIH BINIETIH, CbIMTANTbIH,

byrinri TaHaa Kasakctanga 6apibik ©TKEHIMEH MaKTaHbIM, OYriHri KYHiH
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6arananTbliH, 60NallaKKa OH Ke3pacrneH
KapaWnTblH €1 YIKEH XeiCTiKTepre »eTeTiHiH
6aca anTKaH. ¥Nbl Janaga emMip cyprex
aneMiiK epKeHUETKe 63 YNecCiH KOCKaH
Tapuxu TyiFanapabl yMbITAaKn, onapabiH,
€CiMiH, XacafaH epniK icTepiH, OYriHri KyHi
6i3aiH 6en6iT emip cypyimiare, 6aKbITTbl
[a 6inimai ypnak Topbueneyimisre KockaH
YNECIH CaKTan OTbIpbIN A9PIiNTeyimi3
KepekK. ¥NTTbIK pyXbIMbI3blH KaHap Ke3i
caHanaTblH TeaTp eHepi Ka3akK efiHiH

Y/bl TY/IFanapbiHblH, OEMHECIH CaxHarfa
WblFapyaa YnKeH maH 6epegi. OcblgaH
VATTbIK MyA4e MEH MaKcaT TOFbICKaH, en
NMAEO0NOrnsiChl KanbiNTaCcKaH MEMIEKETTIK
casicaTKa TeaTp eHepiHiH e KocaTblH Y/ECi
30p eKeHiH aHFapyFa 6onagpl.

CoHfbl OTbI3 Xbla Ka3ak
ApamMaTtypruscbiHaa XxaH 6enHeNnepiHiH,
apKblH KeNOEeTiH TaHbITaTblH Nbecanap
apblK Kepin, pecnybnnKanbiK
TeaTpnapiblH caxHacblHAa Y3A4iKCi3
KoMbl/ibIn Keneai. byn KonblnbiMaapaaH
YaKbITTbIH TanFamMbl MeH TanabblHblIH
e3repreHairi ankblH 6anKkanagbi.
byraH laxnmapaeHHiH «ToM1puc»,

0. KekinbaeBTiH, «<A6blnan xaH», M.
baincepKkeHOBTbIH «AGblNanabIH aKblPFbl
KyHAepi», M.0ye30BTbIH «XaH KeHe»,

[. PamasaHHbIH «AObl1al XaHHbIH,
apMaHbl», «<KeHecapbl — KyHimM»KaH»,
A.TineyxaHHblH «Kepen xaH — xaH
HKoHibek», P. OTap6aeBTbiH, «benbapsbic
cynTaH», UpaH FanbinTbiH «LbIHFbICXaH»

T. 6. nbecanap ganen. Ocbl WbiFapmanap
GoMblHLWIA KOMbIFaH cNeKkTakbaep
TeaTp penepTyapbliHAa y3aK TypaKTan,
OHAafbl XaH 6enHenepi, onapablH ce3aepi
MEH YCTaHFaH casicaTbl, Y1TbIH a3aTTblK
neH ToyesNCi3fiKKe XeTKi3y XoblIHAafbl
epniK icTepi OYriHri ypnakTbl TyFaH en-
epimiare gereH cymnicrneHuwinikke 6aynbin,
NnaTPUOTTbIK CE3IMAEPIH OATTHI.
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dpicrep

Makanaga «ToOMUPUC» KOMbIbIMbIHbIH,
TaKblpblObl, pEXXMUCCEPNIK LWeLwWimMi MeH
aKTEPNiK OMblIHbI, cLUEHOrpadusanblK
KYMbICblHa TeaTpTaHyLWblbIK Tangay
»acalbln, Tapuxu canbICTbIpy,
CeMaHTUKanbIK, FbINIbIMU XXYWeney ceKingi
aJic-Tocinagep KeHiHeH nanganaHbiigbl.

HoTtuxxenep

Kasipri keseHgeri KasaKkcTtaH Teatp
MOJEHUETIHAE TapUXU CNEKTaKIbAEPAIH
anaTblH OpHbl 30p eKeHi 6anKkanagbl.
TanaaHfFaH KOMbIIbIMHbIH, XabIKTbIH
NaTpUOTTbIK CaHa-ce3iMiH KeTepyaeri poni
MeH MiHAeTi aKblHAanabl. TOMUPUCTIH,
iC-opeKeTi, KYpeci, Con TycTafbl en
TYPMbICbIHbIH, peanucTik 6enHeci, aaebu
LWbIHAbIK NEH TAPUXM WbIHABIKTbIH,
TYPFbICbIHAH asbll KaparaHaa, 6yn
NbecaHblH Ka3aK agpamaTyprusicbiHa,
TeaTp eHepiHe KOCbl/IFaH 63iHAiIK OPHbI
6ap TyblHAbl. COHAbIKTAH aa «TOMUPUC»
KOMbINbIMbI YITTbIK TEATP/AbIHbIH, AaMy
NpoLECiHE KOCbIIFaH KOMaKTbl AyHWE aen
TYXKblpbIMAaFaHbIMbI3 Aypbic 60n1ap.

OAucKyccusna

1989 xbinbl bonat XaHaap6eKOBThIH
«TOMUpPUC» aTTbl OPbIC TiNIHAE XKapbIK
KepreH Tapuxm pomMaHbl OKbIpMaH
KaybIMHbIH, XOFapbl 6aracbiHa ne 60/blIr,
XalKbIMbI3[blH, KOHE dYipiHEH CbIP
LLEPTKEH eneyni KepKeM TyblHAbINap
LWOFbIPbIHAH OpbIH angbl [1]. Apara xbingap
canbIn cakK naguiiacbl ToMMpUC TyYNFachl
Ka3aK caxHa TepiHeH 63 OPHbIH TaMThbl.

TyHFbIW6Gan MamaHkynos 2000
*blbl Ka3aKTbliH M.Oye30B aTbiHAafbI
aKaJeMuasblK Apama TeaTpblHAa
KonfaH apamartypr LlaxmmapaeHHiH,
«Tomupuc» TparegusiCblHbIH Aa 6acThbl
NMAEANbIK HbiCaHAachl — XanbIKTblH,
Facblpfiap 60Kbl aHcaraH a3aTTblK NeH
O0CTaHAbIK *oNblHAAFbI KYpeci. Pexxunccep
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XaNlKbIMbI3blH KOHE 3aMaHaafbl epnik
iCTEpPIH WbliHaKbl 6enHenereH. NbecaHblH,
Ma3MYHbIHa, aBTOP/IblH OMbIHA TEPEH,
oonnacak, MyHaa 6i3fiH 6abanapbiMbl3
— CaKTapiblH eniHe, }epiHe aereH
cymnicneHwiniri, ilKi-CbIPTKbI XKayFa,
KaHayLWblIbIKKa Kapchbl KYpeci, aginet
YLWIiH arKachbl cypeTTenreH. Exengex
Kene aTKaH 6aKTanacTblK NeH 6unik,
KYMapblKTblH HOTUXECIHEH Tanna-
Tannara 6eniHreH yibl TypaH danacblHblH
COJ1 Ke3/eri aneyMeTTiK aFaarnbl Tapuxu
JonfikneH KepiHic TankaH. lbirapmaga
Heri3ri uaes en Tafablpbl, XXep Tarablpbl
6onfFaHbIMeH 6acTbl KeninKepnepaiH, *Kexe
Tafablpiapbl a KEH KaMTblIFaH.
XanKblHbIH 60CTaHAbIFbI }KOJbIHAA EKe
©acblHblH 6aKbITbIH KypOaH/blKKa LWanfaH
CaK naTwarnbiMbl TOMMPUC 6ENHECIH
comaaraH Japwus HycinTiH 60MblHAA
6aTbIp/iblK NEeH CyNyblK 6ipaen TOFbICKaH.
On TomupUCTi op KblpblHaH KepceTyre
Kyl canfaH. Xanfbl3 y/blHa AereH
CYMiCMeHwWwiniri, akblpblH aUTKaH aKbl/bl,
CnapranucTiH bankaluTbl «Tactan KeTTi,
TaKTbl TapTbIN anagbl» AereH KY4iK OTbIH
COHAipy MaKcaTbIMEH 9Ke MeH 6anaHbl
aKblHAACTblpyFa 6apfaH natwanbIMHbIH
aHanbIK XapaKTepiH HaHbIM/bl CYPETTErEH.
KbI3y KaHbl, *ac YbIHbIH 9PKIMHIH
CO3iHe epyiH, oKeciHe ¥ana *abybliH,
TaKKyYMap/iblfblH NaTlasiblK akbl/IMEH
6ackaH Tomupuc — [. XycinTiH ce3iHeH
aHasblK MENIPIMHIH, KO3IHEH Xanfbl3
6anacbliHa AereH CymicrneHLwiniriHiy neoi
aHblK 6ankanaabl. bipak, Cnapranuc
YPbIC anaHblHaH KallbiN KENFeH1e OHbIH,
anablHAa MenipiMai aHa emec, cak 3aHblH
€Ki eTnen opblHAANTbIH NaTwanblM
Typaabl. «Teriai Tanl» — gen akbipraH
naTwanbIMHAH KENiH 6anacblHbIH, O/i
[IEHECiH KyllaKTan }oKTafaH aHaHbl
aKTpu1ca KOHTpacTbl 60synap apKbibl
KepemeT 6enHenereH. TOMUPUCTIH, eNLwici
LLyrbina peTiHae napcbinap waTblpbiHa

6apbIn 63iHiH ToNbIMAbI aKkblbiMeH Kupai
TOKTaThbIM, palblHaH KaWTapaMblH aen
OoWnaraHbIMEH, OHbl KepreHae Mmaxab6aTbl
TYTaHbIM, XXaynacbIn KenreH napchbl
nartwacblHa 63 KOJblH, TaFblPbIH ipKinMen
YyCblHYFa IeniH 6apanbl. 9cipece, Knp
€eKeyiHiH KaH 6annackaH caxHacbiHAa
TOMWPUCTIH OHbI alHasbliM, KYKeLWTeHe
[le Ha3/aHa Kynir, ap Cce3iH anenre ToH
epKenikneH anTbin, MaxabbaTt OTblHa
TOMbI }aHapbIMEH «naTwanapably,
naTwachbiHbiH» 6acblH anHaNblpybl COTTI
WbIKKaH. «KaHbl TacbIn, XENKe TYCbIHbIH
COJIKbI/IbIHAH 3apAan werin »}yprex

Kup natwa, ToMnpuUCTiH KymbaKTan
anTKaH «aKbl/ibIMEH» TaMbIPbIHAAFbI
KeTepifireH KaH KbiCbIMbIHAH KyTblnaabl,
COWTE XKYpin CKUDTEPAIH «eMWiNiriHe»
FaHa eMec, epniriHe, KancapnblfbiHa K63
eTKizeni» [2, 133 6.], — aen pexuccep
Oyn caxHaHbl TyciHAgipeai. Knpfra fawbik
60/1bIM, 63iMEH-63i apnasbICbIn, faynan
YKaHFaH »ac AeHeci MeH maxab6ar OTbl
epTen 6apa XKaTKkaH XaHblH KosipFa Xep
Tannawm caxHaga TeHcene Xyripin, xepre
ayHarn, KeK TaHipre KonfaH cypaKkTapbiHa
YXayan ana anMaraH TOMUPUCTIH, iTen
Ma3sachbl3aHyblH, KOHiJI-KYM TOJIKbIHbICbIH
[A.Kycin ncMxonornsanblK TofiFaHbICMEH
eTKi3i. FallbIKTbIK 6pTiHE KYHin-
YKaHbIM, 60OMbIHA EHIeH HOMCIHI TOKTaTa
anMan ynblKTan xatkaH Knpra ymTblIFaH
naTwanbIiMFa TOCKaybl/1 6onfFaH EnecTi
LWananakneH ypbin Xxiéepin, KeMnipAaiH,
ayblp anaKaHbl 63 6eTiHe TYCKeHe FaHa
€CiH Wb, eHTIriH 6aca anMan YHCI3
Typa Kanybl — aKTpUca LWbiFapFaH CoTTi
caxHanapblHbIH 6ipi. bipak TOMUPUCTIH
TOHI — oMen, }yperi — aHa 60nFaHbIMEH,
0J1 eH, 6acTbICbl — caK NaTwanbiMbl. Knpai,
KeHecLwici Mapa naTlacblHbIH, TiNxXaTbiH
eCTipTKeHae MaxabbaT ce3iMiH yperiHeH
OipJEeH XKyNbiN TacTan, eCiH Xubin 6ip
CoTTe e3repin Whifa keneni. CynikTiciHeH
Maxab6aT ce3aepiHiH OpHblHa efniMeH
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Bipre CofbICCbI3 OHbIH, KOSTaCcTbliHa Kipyi
Typasbl TiNEriH ecTireH naTwanbIMHbIH
Y3i cybITbIN, MapaKa KaparaH ap
Ke3KapacblHAa ToKannap/blK OpHanbl.
«KbIpbIK py 60nCaK Ta XaTblpbiMbI3 Gip»,
«Bbi3ai Ky KbIN ycTay K1bIH, TYSIK acTblHa
TanTaliMamnTblH XYPTNbI3», «Capan MeH
KOpfaHFfa TbIFbINbIN OTbIPFaH TynaKTam
YKYPT capbl Aanafa cbinMaraH cakTapabl
KOPKbITNakK!», — aereH aktpnca Tommpuc
Ce3[epiHiH actap/ibl MafFblHACbIH
KepepmeHre 6ancanbl ja HaKTbl YHMEH
ETKi3yae epeKlle aeH KonraH. [.Kycin
TOMUPUCTIH, eKi yaan cesim ycTiHaeri
Kypaeni MiHe3-KyniH, OHblH Maxab6aTbl
MeH apMaHblIH, 63 eNiHiH 60CTaHblfbl
}onblHAA Kyp6aH 60/ybiH, TpareansnbiK
OMip 60/IMbICbIH 6TE€ MNaHbIMAbl, oCepi,
aaemi 6enHeneai. AKTpuca cofbic

anatblHa YlblpaFaH eniMeH, e3iHe

}aKblH agaMaapbiMeH a3anTbl eMip
KellKeH cak naguwackl TOMUPUCTIH,

MiHe3 TabufFaTbiHAAFbl agamrepulinik,
aflanblK, epniK, TanKblpPblK CUSKTbI acbl
KacueTTepi epHEKTI caxHasiblK OMbIHbIMEH
apKblpaTa albin kepceTTi. KonbIbIMHbIH,
durHanbIHAA CYMIKTI XXapblHaH, anfbl3
y/IblHaH anblpbliFaH TOMUPUCTIH TaFablp
TayKbIMETiHE MOWbIHCbIMaW «CaK BGiTKeH
6i3i Tipi aen TyciHciH. bi3 capbl fanara
9/ caH peT opanambl3d» — aereH ces3gepi
a3aTTblK MNeH ePKIHAOIKTIH PYXbIH OYTiHTi
ypnak 3epaeciHe }eTKi3reHaen. An,

caxHa TepiHe Kapal aKblpblH KETiN 6apa
*aTKkaHaa 6YKin cak ayblHrepnepiHiH
OHbIH anablHAa Tide 6yrin TaF3bIiM eTyi
Ka3akK Xxa/lKkblHa ToH KancapsblK NneH
OXKETTIJIIK KaHWaMa acynapfaH eTce e
elunereHHiH é6enriciHoen. TOMMPUCTIH caH
KWIbl CbIPbIH, KaTnap/bl KbIPbIH alla 6isreH
[. ycinTiH oOMbIHbI — LWbIH WEGEPNIKTIH,
O3blK YArici peTiHae 63 6aracblH asnfFaH.
Kasak caxHacblHAa naTwa anengin, 6ipiHLwi
6eNHECIH acaFaH aKTpuca aniblHaa YIKeH
MiHIOET Typabl. KeHe cakTapaaH 6epi Ka3ak
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€JliHiH, 6TKeH TapUXblHbIH 9P Ke3eHJepiHEH
6acTtan 6YriHri KyHre AemniHri Kon XeTKi3rex
TOYenCi3iKTiH OHan KeJIMEreHiH,
O0CTaHAbIKTbIH XO0/blHAA Tanan KahapmaH
ata-6abanapbiMbi3ablH 6acTapblH KayinKke
Tirin, epnikneH KYpecKeHiH — OYriHri
ypnaKkKa caxHa TepiHeH xeTkisyre [. Xycin
ayarnKkepLlinikneH KaparaH.
CneKTtaKknbaiH 6acTbl Tabbicbl — Opa3xaH
KeHebaeB KecKiHaereH bankaw 6enHeci
OnaneKkTuKanblK Gip/ikTe, KanllbliblK-
KacueTi COM TyTacCTblKTa aJiblHFaH.
AKTepiH, CbIpT CbiMBaThI, 6aTbipFa NambiK,
TY/IFacbl MeH LINPaK dpeKETi HaHbIMAbI
YHOECTIK Taybin, bankalw 6enHeci cak
ayblHrepnepiHe ToH 6aTbIPbIKTHI,
OEKTIK MeH TEKTINIKTI alKblHAAN TYCKEH.
bankalwTblH eniH, epiH Koprayaarbl
TabaHabINbIFbIH, }ayblHa KEKLLINAIriH,
6anacblHa JereH MemripiMainirid, }apbiHa
JereH Mmaxab6aTbiH, 63 XallKblHa AereH
cymicrneHuwinirin 6atblpra anblK 9PEKETNEH
aKTep HaHbIMAbl alWwKaH. Xanfbi3 ybIH
eNliMre Kus anMam, «engeH KeTciH»
JereH yKim WwoiFapysbl, [lan naTwacbiHbIH
KaHXapblH KOJblIHa yCTaTblN COHFbI AEeMiHE
nenin CnapranucTiH, KacbiHaa 60bIn
9KeNiK napbl3blH opblHAaybl, «CeHpe
LUIELEHiH XYperi, 9KeHiH, 6ineri 6ap egi»
— Jlen eKCireH »aH anKanbl KepepMeH i
HEMKypanbl Kanabipmanibl. KeHebaes
bankawTbliH MiHE3 TaBUFaTbIHA TOH
YNbI/IbIK NEH KapananbIMblNbliKTbl 66ne-
apa KapaMaW, oHbl XapaKTep TyTacTblfbl
eTin 6enHeneyre ymTbingpl. EniHe Kayin
TOHEPIH ce3reH o XeTi XblblH 6TKI3reH
e3re enjeH Kon acTbiHaarbl 6eC MblH
capapbIMeH KanTbIn opany apKbiibl
enicnen 6epiCNenTiH TEKTI/IK TaHbITbIM,
KupaiH 6acblH 63 KONbIMEH anajbl.
CnekTaKnbAiH duHanbiHaa Apaalnpain, yibi
OfblHaH enin 6apa »atca Aa KeMEKTECENIH
[en HUeTTeHreH cap6asgapabl biCblpblM,
cypiHe xypin KnpaiH eni AeHeciH cynperen
KyWi naTwarnbiMHbIH angbiHa Tactan 6apbin
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o3i e Kynanabl. bankawTan 6aTtbipablH,
enli MeH Xepi ywiH, ToMnpucTen }apbl
YLLiH }acaFaH epniK ici KeHinre ken coip
ysanartajbl, ypnakka ynri 60bin Kanagbi.
Caat Mepekeynbl — KaHgan Kypaeni
ponb 60/ca la MEHTEPETIH aca TanaHTTbl
aKTtep. bipaK Tapuxm MaHi 30p KOMbUIbIMAbI
Kepe oTbIpbIn, KnpaiH ofFaH nanblK ponb
eMecTiriH 6anKanblK. byn onbiMbI3abl «byn
ponbaeri Caat MepeKey/blHblH aKTePNiK
lwebepniriHe WekK Kentipmenmis. On
naTwaHblH NCUXONOMMUANbIK TOJIFaHbICTapPbIH
awyfra 6apfaH... [lereHmeH, natwa
OEeNHECIHIH TUICTI KepKEMJIK AeHrenre
eTe KorMaraHbl KepiHin Typ. AKTep MeH
pexuccep KnpaiH 6onmblic-nilliHiHe,
nnacTUKasblK KMMbII-KO3FanbiCbiHa 6acKa
Oip TypFblAaH Kenin, OHbl ipineHaipyaiH
OJbIH KapacTbipca — KOMbINbIMHbIH,
yTaTblHbl akuKam™ [3, 7-9 6. ], — aereH b.
KyHaaKk6anynblHbIH CO3i TOJbIK pacTanabl.
lMbecapa Tomupuc Kupai 6ip KepreHHeH-
aK falblK 6onagbl. An, MepeKey/blHblIH
OWbIHbIHAH MafFbIHACbI3 KUMbINAANTbIH,
aypyra wanblKKaH, YUKbIbl-08Y, He icTen,
He KOWFaHblH 6inMenTiH Knpai Kepemis.
Cynynblfbl MeH 6aTblpblfbl, 6anblFbl MEH
ouniri 6ip e3iHe XeTepnik ToMupuc MyHaan
ajlaMfa FallblK 60n4bl Aey NormKkara
Kanwwbl nikip. Ocbl }Konga aktep Mmaxaboat
XOonblHAA NeHaewiik gereH yrblMra
TepeH 6onnaman, aktep 63 posniHe 6acKa
Ke3KapacneH Kence aereH onaambi3. C.
MepeKeynbl Kerinkep 6enHeciH «KiriTTiH
KepKemi Knp natwagan 60CbIH!» —
nereH TOMUPUCTIH CO3iH Heri3re ana
compaca, YNTTbIK CaxHadaH natwanapabiH
naTtwacblH Kepep efik. byn onbiMbI3 bl
C. latneBaHblIH; «O3renep 6ip coTTiK
neniniHe 3ap 60bIM }KypreH... TOMUPUCTIH,
KeneHKecCiHeH KanTblpan-aipinaerex
Kup — CadATKa Ky/lan Kalybl KUCbIHFa
Kenmenai. 9puHe, «FallbIKTbIK CYYbIKTbI
TanFamangbl». OUTCE Ae caxHaga aanenai
3aHAblblK KaxeT» [4, 2-3 6.], — aereHx

nikipi oe nenenaen Tyceai.

bonat 96ainmaHoB KnpaiH KeHecuici
MapATbiH annakepiriH, iWKi NUFbIbIH
CbIPTKa ce30ipMEeNTIH KyNbIFblH, NaTwara
6apblHLIa XaFblHbIM, CEHIMIHE eHY
YLLiH ¥aHbIH canbln KbI3BMET eTeTiH
KaFbIMMa3/blFblH KOPCETYre KeHiN
6enreH. HerisiHeH ©6ainMaHOB KaHaan
KeninkepaiH 60n1MachblH ilKi 601MbICbl MEH
CbIPTKbl KECKiIH-KEeNOeTiH }aH AyHMUeciMeH
webep KabbiCTbipa GiNETiH ToXipndeni
OopblHAAYLbI.

Tomupuc neH bankKaluTblH }Kanfbi3 yibl
Cnapranuc poniHaeri ynoifa AKMmonga
YKac XKIriTTiH anbbIPTTbIFbIH, CO3TE CEHTILl
XapaKTepiH, ilWKi NCUXONOTUSNbIK aybIp
KYM3€eniciH, OHbIH COHfbl COTTEr aLly-
bl3acblH KenicTi 6enHeneni. OcblgaH KeTi
Kbl 6ypblH banKalwTblH WeLIeCi ekeyiH
TacTan KeTKEeHIH ¥ac XIriTTiH oni ymbITa
asimau, XyperiHie KeK cakTayblH aKTep
9pPOIp KUMbINbIHAH, WeLWeciMeH TiCTEHInN
cewnnereH cesiHeH, oKeciHe anaga KaparaH
Ke3iHeH aHfapTbIN TypAbl. ¥pbICTaH KallKaH
caTKblHAapFa eniM a3achbl KeCiNeTiH cakK
3aHblH 6ince ge Cnapranuc — [. AKmonaa
COFbIC lanacblH TacTan Keteai. bipak
Yanfbl3 TYSAFbIH 63 KOJIbIMEH ONTipyre
KuMmaraH Tomupuc neH banKalTbliH,
anblHa cakK 3aHblH OpblHAAy MIHAETI TYP
epi. CnapranucTin, Tipi KanyblH oMnaraH
OKe OFaH effeH Kyy Typasbl Katan YKiMiH
Wwhirapagbl. bipak Kecemaep wWoiFapraH
YKiMAi e3i opbiHAan, Cnapranuc cak
YayblHrepnepiHiie ene 6ineai. Tek enin
Oapa ¥aTKaH4a FaHa SKeCiHiH KaaipiH
6inin, oHblH, aganablFblHa TAHKAbIM:
«OMipre eKi bankaluTblH KaXeTi oK aen
KbI3FaHbILWTAH €KEYiH A€ ¥OK Kbl/abIM-
ay» — e eKiHillNeH Ke3 }YMybl akTep
OWbIHbIHAA XaKCbl allblnFaH. COHbIMEH
Oipre KoWbl/ibiMAa aBTOP MEH pexxuccep
CnapranucTi XX fracbipga Ecik KopFaHblHaH
TabblnFaH ANTbiH agam 6enHeciHge
anfaH. MyHbl 6i3 anTblH KOCTIOM KUIHTeH
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CnapranucTiH, AeHECiH KyMiC TabbITreH
epney caxHacblHaH Kepemis.

CnekTtaknbre daHTacTUKanblK 3/IEMEHT
YKOHEe KeHe [vyip KOIOpUTIH 6epin TyprFaH
Kewninkep Enecti — TopfblH TacblbekoBa
MeH Fa3n3a 06aiHobuneBa oairen Kemnip
eMec, KepiciHle eniHe *aHbl allnTbIH,
opTaK MyAJe YLWiH naTwanbiMHaH aa
ceckeH6enTiH TOMUPUCTIH, aKbl/ILWbICHI,
}aMaH/blKTaH caKTan Kanap Kopraylubl,
JaHaren aHa peTiHae 6enHenereH. On
Kup capanblHaa naTwara KeHini ayraH
ToMUpUCTI NeHAENIK KblNbIKTaH aMaH
anbin Kanbin, TypaH anacbiHblH UECI3
aTKaHbIH, OHbIH BipaeH 6ip 6uneyulici e3i
€KEeHiH YHeMi eciHe canbin oTbipaabl.

Cak arengepi KoramablK 6MipaiH
6ap/iblK cananapblHa, TiNTi COFbIC
LlarMKacTapblHa fa epnepmeH 6ipaen
6enceHe KaTblHacbIM, epslik KepceTin
oTblpfFaH. Ipek aBTopbl KTecu: «Cak
avenaepi epxypek Kenemgi, Corbic Kayni
TOHreHe epnepiHe KemMeK KepceTesir
[len }asbl/iFaH Tapuxu gepexkTepaeri
€ce3/epi OCbl KONbUIbIMHbIH, LeLliMiHe
ponen. TOMUPUCTIH 6aTbIp/ibIFbIMEH Bipre
CNEeKTaK/IbAEri 6}KET CaK Kbl3AapblHbIH,
6ipi — AMara natwanblM MEH OHbIH,
«@aMa30HKanap» aCKepi e oTKeH
3aMaHafbl 6aba aHanapbIMbI3/IblH,
KanpaTblH MeH3enai. [daHaryn
TemipcyntaHoBaHbIH OpblHAAYbIHAAFbI
Amara — yctamfbl, WblH MOHIHAE
ToKamnnap XaHbIM, bICTbIK CE3IMMEH KaTtap
KaTanablK NeH iCKep aKblNAbIIbIKTbIH UECI.
Amara 60MblHAAFbl KbIM-KUFaLl ce3im
CoTTEPiH aMa30HKalapblIMEH COFbIC BUIH
ounereHae, banKkalTbl Kepin Ha3aaHbImn,
9CKepwu KabinetiMeH KaTap anenaik
KacueTTepiHiH 60MblHAa TOFbICKAHAbIFbIH
Lebep OMbIHbIMEH *KapKblpaTa alKaH
TemipcyntaHoBa 63 KahapMaHbIH anfbip Aa
Kancap »aH KenniHge KecKiHaeai.

TpareausHbl caxHanaraH pexuccep
ApamManblK LWblFapMaHblH KEPKEM-

60

WaesIblK Ma3MyHbIH allibln, Xyneni

OWbIH, TAMKbIPAbIFbIH, KNS KYMUPIKTITiH
TaHbITTbl. T. }){aMaHKy/10B KOWbIbIMAbI
[leKopaUuUsNblK KepKemaeyae ae
TpareausiHbIH XaHPblK cunaTtbiHa

COMKeC KenicTi Wwewim Taybin, caxHanblK
KEHICTiK NeH KepKeMAiK WapTTbi/bIKTbl
ecKepreH. On nbecaga cypeTresireH

9p6ip KyOblbIC NEH Kerinkepnepaix,

ilKi onemiH, kKahapmaHablK 6afbIT-
6afgapblH 491 aHblKTaraH. Pexuccep
KOMbINbIM cypeTilinepi KypbaH Axkbaes,
Epik ©aic6ekneH 6ipnece oTbIpbim,
NbecaHblH KOPKEM/IK Ma3MYHbIHA

can gexkopauus KacaraH. CaxHaja

Kup naTwaHblH capanbl, TOMUPUCTIH,
naTwanbifbl, AMaraHblH, WATbIPbI, YPbIC
Janacbl 6ipiHeH CoH, 6ipi opeKeTKe cau
aybicbin oTbipafbl. Ocipece, CaKTbiH
LLIEKCI3 acnaHMeH TiNAeCKeH XycaHbl
Janachl, anbiCTa KepiHreH }oTtanap, 6uik
MyHapanapa efi MeH }epiHiH, amaHAblfblH
Kopfan TYpFaH cakLiblnap, anTblIHMEH
KeMKepinreH ToMmupuc naTilambiMHbIH
LaTblpnapbl CNEKTaK/bre annKanbIK
capblH 6epegi. Knim ynrinepi ae tapuxu
oHe aTHOorppadUanKk ganainikrepai
6arKaTabl. COHbIMEH KaTap CheKTaK/baiH,
My3blKasblK KepKeMaenyi ae tpareams
TaburaTblHa NAWbIKTbI WeLWininTi.
«CaxHaHblH OYKiNn KeHICTiriH nanganaHfraH
cueHorpaduanbik KepKeMiK, akTepnep
OWbIHbIHAAFbI CanTaHaTKa NamblK
acTamubl, epLlin nadoc cnexkTaksbre
3MMUKanbIK TbIHbIC 6epin, TAPUXU OKUFAHbIH,
MaHbI3bIH acnanaatbin Typ» [5, 5-6

0.], — Aen eHepTaHywbl M. }KymabaeBa
YasfaHOan pexxuccepaiH, WblFapMaHblH,
YNTTbIK 605ybIH, NATPUOTTbIK CE3iMIiH
OpbIHAbI NanjanaHybl TyFaH XKepi

MEH €efiH cytore TopbuenenTiH casicu-
9NEeYMETTIK MOHI YNIKEH, HafFbI3 NaTPUOTTbIK
pyxTafbl CMEKTaK/b KacayFa )eTenegi.
b.KyHaaK6any/blHbIH XOFapblga anTblIFaH
MaKanacblHaa: «Tapuxu KomblibiMaapaa
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KeMnuwlinik caxHanapAblH KepPKeMAIK WeLimi
*UHAKTbUIbIK MEH HAKTbI/IbIKTbI Tanan
eTeTiHi 6enrini. CnekTakabae coi NPUHLKN
caKTanfaH. Pexxnuccep okurara Tikenen
apanacnamnTbiH Keninkepnepai eKiHwi
niaHfa opHanacTbIpbIN, aBaHCLUEeHaaarbl
OPEKETIH asiKkTaraH4ap caxHaHblH TepiHe
Kapaw 6eT anbim, conapMeH apanachbin
KeTyi — OTiNn XaTKaH OKUFara anunKanblK
ayKbIM, KBPKEMAIK TYTacCTblK, LIEKCI3
KeHICTiK 6epreH. }aHe coTimeH 6epinreH
*apblK, KOMNo3uTop Bin becTibaeBTbIH,
LblFAapMaHblH Ma3MYHbIHA Can Ka3bljiFaH
My3blKacbl 6y/1 MaKcaTTblH OpbIHAANYbIHA
MO CENTIriH TUri3reH» [3, 7-9 6.], — AereHiH
NiKipiHiH *aHbl 6ap. T. KaMaHKY10B cak
XanKblHbIH ©63iHe TOH TYPMbIC TipLWiNiriH,
oflap/blH eprikKKe ToMbl eMipi MeH
TabufaTblH }XoHe op6ip KeninKkepaiy,
601MbIC-BiTIMIH, MiHE3 epeKLeniriH
[lapanarn KepceTtyae pexunccepik on-
KWUANbIHbIH 6annblfblH 6anKaTThl.
CrieKTaKnbAeri ofiIKbINbIKTapablH 6ipi —
LblFapMaHblH KOPKEM-3CTETUKANbIK KYHbIH
TOMEHOETETIH «KaTblH, YpFallbl» JereH
ce3aepaiH Xui KongaHblnybl. Tafbl auTbIn
KETETIH }Xan — aKTepnepaiH caxHaga 6ap
€KMiHMeH aiKkan canbin cenneyi. Kepkem
TiNIMEH »a3blNFaH Nbeca co3/epiHiH
acTap/ibl MaraHacCblHbIH KepepMeHre
TOMbIK }eTneyi ocbiFaH 6annaHbICThl. Bipak
T.JKamMmaHKy/10B 63 OMbIH KENBIP aKTepnep
OWbIHbI apPKblfbl TyTac }y3ere acbipa
anMaraHbIMeH, TpareAnsHbIH KePKEMIiIK
TaburaTblH TEPEH TaHbIFAHbIH aHFapPy K1bIH
emec. CoHbIMeH KaTap banKalTbiH, XeTi
bl BYPbIH €/1i MEH XKEPiH, CYMIKTI *apbl
MEH 6anacblH HENIKTEH TacTan KeTKeHi
nbecaja fa, KoMbl/ibiMa Aa allbliMan
KanfaH. [lecek Te, WbIFapMaHblH Tapuxu
€epeKLEeNiriH, naesanbiK On-6afbITbiH AYPbIC

TYCiHIN, WblIHaMbl allKaH pexuccep Ken
3MNU30ATbI Tpareans okuranapbl MeH
KeninkepnepiH webepikneH XuHakran,
CcaxHasblK TYTACTbIKKa eTTi.

KopbITbiHABI

Kasak apama TeatpbiHbIH «TOMUPUC»
CNEKTaKJ/iHiH NaTPUOTTbIK PYXTbl AdN
cunaTTanTblH, epilik-enik cesimaepai
osiTaTblH KOMbI/IbIM GO0J1bIMN WbIKKAHbI
aHblK. «TOMUpUC» — caK aadyipiHaeri
Ka3aK XalKblHblH KahapMaHblK anOblHbl
MEH NaTpUOTTbIK CE3IMIiHIH Bipiryi
apPKblabl OYriHr YpNaKTbiH Aa MbIKThbl
acynapaaH KaMMblKnam eTe anatblHAbIFbIH
ce3iHaipeTiH KonblbiM. COHAbIKTaH enimis
epTeHiHe CeEHIMMEH KOJ1 CO3FaH ereMeHaik
TYCTa Ka3akK Xa/lKbIHbIH epJliK KacueTTepiH
OeMHeNEeNTIH TapuUXK TaKblPbINThbI
OYPbIHFbIAAH fa TEPEH, XKaHFblpTa Tycy
ApamaTyprrep MeH caxHa webepnepi yLiH
YKEH MiHAET 601y KepeK. LaxmumapaeHHiH
«ToMmHnpUc» Nbecachkl Kasak TeaTp
caxHacblH[a Y3aKKa TypaKTtaabl. byn
WblFapMaHbl 63 penepTtyapbiHa am6bin
atbiHAafbl LblFbic KadaKkcTaH 06bICTbIK,
Apama Teatpsbl (pexx. PEcaayneTtos),
H. aHTepuH atbiHaafFbl MaHfbiCcTay
06NbICTbIK Ka3aK Apama TeaTpbl (pex. I.
MepranueBa) Aa eHrisin, xbigap 60mbl
KeHe TapuxbIiMbI3AaH acblsl Mypa 60/bIn
YKETKEH OKWFaHbl 63 KOPEPMEHiHe naul
eTTi. ToMMpuCcTan Tapuxu TySiFara gereH
KbI3bIFYLLbIbIKTbIH 6apFaH calblH apTa
TYCKEHIH Xyblpaa AcTaHa KanacblHaaFbl
M.TopbKKWI aTblHAaFbl aKkaJeMUSANbIK OpPbIC
Jpama TeaTpbiHbliH Ka3aK XaHablFbIHbIH,
550-XbInablK MeEpenToMnbIHa apHan b.
HKaHgap6ekoBTbiH «CaK naTwamnbiMbl —
Tomupuc» aTTbl aNUKalbIK ApamMachl a
Joanengengi (pex. I Mepranvesa).
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A.C. EpkeGamn
Kasaxckasi HayuoHanbHas akademusi uckyccms um. T.K. XKypzeHosa
(Anmamei, KazaxcmaH)

W30BPAXXEHUE BEJIMKOMW CTEMMU B CNEKTAKJIE -TOMUPUC»

AHHOTaAuMA

B ctatbe paccmaTpmBaeTcs cnexkTak/b «ToMUpPUC», KOTOPbIN yike 20 NeT He CXoAuT cOo cLeHbl KazaxcKoro
rocyaapCcTBEHHOro akageMuyecKkoro Teatpa gpamol M. M. AyazoBa. CaenaH BCECTOPOHHWI TeaTPOBEAYECKUM
aHaNn3 PEXMCCEPCKMX M aKTEPCKUX MOMCKOB B CO3JaHNKN Ha CLIEHE UCTOPUYECKOW IMYHOCTU. BbIIBNEHO, YTO B
CMeKTaK/e reponyecKas *1M3Hb CaKCKOro Hapoaa U XxapaKTep Ka)Kaoro repos Yepes pemccepcKkoe BuaeHue
T. }KamaHKynoBa NoAHANCSA Ha BbICOKUIM XyAOXECTBEHHbIN YPOBEHb. [T0CTaHOBKaA NbITAaeTCA PaCKPbITb CBA3b
MeXy MCTOPUYECKOM U XyOXKECTBEHHOM NpaBaoW.

KnioueBble CnoBa: Ka3axCKUi Teatp, UCTOPUYECKAS IMYHOCTb, PEXMUCCED, CNEKTAK/b, aKTep.

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

IMAGE OF THE GREAT STEPPE IN THE <TOMIRIS» PERFORMANCE

Abstract

The article discusses the play "Tomiris", which for 20 years has not left the stage of the Kazakh State
Academic Drama Theater named after M. Auezova. A comprehensive theatrical analysis was made of
directing and acting searches in creating a historical person on the stage. It was revealed that in the play the
heroic life of the Saka people and the character of each hero through the director's vision of T. Zhamankulov
rose to a high artistic level. The production attempts to reveal the connection between historical and artistic
truth.

Key words: Kazakh theater, historical figure, director, performance, actor.
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HEKOTOPBIE
ACIEKTbI
MY3bIKAJIbHON

ART STUDIES

BbIPASUTEJIb-
MPHTH 18.49.07 HOCTI/I
B BAJIETE

I )K. Kananosa !

IT. K. JKypreHoB aTbIHIarbl Ka3ak YJITThIK

OHED aKaaeMHAChI

(Anmatbl, Kazakcran)

HEKOTOPBIE ACMEKTbl MY3bIKA/IbHOW BbIPASUTE/IbHOCTU B BAJIETE

AHHOTaUMA

My3blKanbHas Bblpa3uTenbHOCTb A4/19 apTUCTa 6aneTa ABNSeTcs OAHUM U3 Hanbosiee BaHbIX
CLIEHUYECKMX KayecTB. B ¢BA3KM C 3TUM, NpoLieccy 06y4eHNs KIacCUY4eCKOMY TaHLy NpucyLla 0co6eHHas
negarormyeckas MeToamnKa, HanpasBfieHHas Ha COrnacoBaHHOCTb ABUMEHMS C My3blKon. OTMedvaeTcs, 4To
pa3BuUTME My3blKasbHOW BbIPa3nTENIbHOCTU HEPA3PbIBHO CBA3aHO C NOBbILEHNEM 06LEr0 YPOBHS KynbTypbl U
JINYHOCTHbLIM POCTOM apTuCTa 6aneta.

KnioueBble cnoBa: xopeorpadus, My3blKanbHas Bblpa3nTEbHOCTb, CLlEHWYECKMI 06pas,

npodeccuoHansbHasg KOMMNETEHTHOCTb.

=
BBepeHue 3aTeM M BOBCE — Ha CMHTETUYECKoe %
CornacHo aHUMKNoNnean4ecKkomy NcKyccTBO. OQHAKO M NOHbIHE 6anet %:
onpeaeneHuio «6anet — aTo W onepa ABASI0TCS ABYMSA CaMbIMU %
BWA My3blKa/lbHOrO UCKYCCTBa, KPYMHbIMW TeaTpanbHO—My3blKalbHbIMU 2
cofepxaHue KoToporo BbiparKaeTcs B aHpamu. IT0 CBMAETENbCTBO TOrO, =
xopeorpadunyecknx obpasax. HyTb No3xe 4TO, My3blKa He noTepsisia CBOew §
NMOHATUE «MYy3blKanbHOE», 6bI/10 3aMEHEHO 3HA4YMMOCTH, laXKe B YCI0BUAX BYPHOro é
Ha 6onee WKPOKOoe «CLEHNYECKOE», a pa3BUTUS aNlbTEPHATMBHbIX MOAX040B E
&)
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K NeHuto 1 TaHuy. bonee Toro, TaK
Ha3blBaeMble 6ecCloXKeTHble 6aneTbl 6e3
nocnegoBaTe/ibHOro pa3BopavymBaHus
COObITUI BblpaxatoT UCKITIOUYUTENBHO
cofeprkaHne CUMGOOHMYECKON UK
MHOM My3bIKK. CiefgoBaTesbHo,
Hanbosee yHUBepcanbHOe onpeaeneHme
K/lacCUYecKOoro TaHuUa 6yaeT BbIMsAneTb
Takum obpa3oMm: 6aneT — 370 BUA
CUHTETUYECKOIro My3blKanbHO-
TeaTpa/ibHOro UCKYCCTBa, BOM/OLLEHHOE
B NiacCTUKe YeNoBEeYEeCKOoro Tena.
Mo3aToMy O4HMM U3 CaMblX rMaBHbIX
CLLEHWYECKMX KayecCTB 19 apTUcTa
ABNSETCH My3blKallbHOCTb, KOTOPYIO
npaBuibHee 6bl/10 Ha3BaTb My3blKallbHOM
BblPa3nTEIbHOCTbIO.

[MocKonbKy, Kak O6blN10 CKa3aHo Bbille,
6aneT — «uCTopUs, HanncaHHas My3blKOK
W paccKa3aHHas xopeorpadpuemn», To
KnaccuyeCcKoMy TaHLy npucylia ocobeHHas
negarornyeckas MeTojuKa, HanpasneHHas
Ha cornacoBaHHOCTb ABUXEHUS C
MY3blKOW. BblpaboTKa Takom CBSA3U, a TEM
6onee eAnHCTBA C My3blKa/lbHbIM TEKCTOM
[lOCTUraeTcs rogaMmn negarorm4yeckonu,
peneTULUMOHHOW U CLLEHUYECKOW MPaKTUKW.
[Mpn aTOM coBCEM HEOBHA3ATENBLHO, YTO,
CTOSIKHYBLUMCb C HEOBObIYHOM My3blKa/lbHOWM
TPaKTOBKOW co3/laBaeMoro obpasa faxe
BblAaOLWMNCA UCMONHUTENb CYMEET B
paBHOM Mepe MPosSBUTb MIaCTUHECKYIO U
MY3blKa/lbHYIO BblPa3UTENbHOCTb.

AucKyccuna

OOHUM U3 [MaBHbIX YCTIOBUI CO3aHUs
TOYHOTO CLIEHMYECKOro obpa3sa ABNgeTcs
COOTBETCTBME ABUKEHUIN My3blKalbHOMY
COMPOBOM¥/AEHUIO. AMOLMOHANbHAs
atMocdepa, co3gaBaemMast 3By4aHMeM
MY3blKH, Oblfia TOM CPeaon BOCNUTaHKS
Bblpa3uUTENIbHOCTHU, Ha KOTOPYIO ONMUpanmchb
B CBOEW rnegarornyeckomn AesaresibHOCTH
Bblatolmecs 6aseTHble neaaroru.
AHanuaunpys aTOT ONbIT, NpenogaBaTesb

K/TaCCMYECKOro TaHua OO/IKEH yaenaTb
0co60e BHUMaHUE He TOSIbKO pa3BUTUIO
PUTMUYECKOW, HO U AMOLIMOHANbHO-
[IENCTBEHHOWM CBA3M MY3blKK M TaHLa.
Mpryem My3blKanbHas TemMa LoJIKHa
BOCMPUHUMATBLCA HE NPUBAN3UTENBLHO, a
KaK 3MOLMOHaNbHO-06pa3Hoe Havyano.
Korga no onpenenexnunto 3urmyHaa
JNlonaHga, «TaHLOBLUMK CMTOCOBEH «KUTb»,
NOMHOCTbIO HAaxXoAsCb BHYTPU BbICTYMNIEHUS,
B HEM OH MOXET PacTBOPUTLCS U
NPEB30UTU Pa3MUUA MEXAY TENIOM U
pa3ymMoM, Mexay CO60M 1 COLManbHbIM U
GU3NYECKUM OKpYKeHnem» [1, c. 153].

N3BeCTHbIM GaneTHbIn Negaror HMKonan
TapacoB npusbiBan cBoux Konner: «<He
Hago 604TbCs NPOSABAEHUS Y yHaLUXca
MY3blKa/lbHO-M1aCTUYECKUX UHTOHALIMNNA,
MO0 3TO He HapylleHue y4ebHbIX TpaanL M
WM KaHOHOB xopeorpaduun, a BCero
JMWb NPEOONEHNE «XOSIOAHOM» TEXHUKHN
OBUXKEHMUS. .. YMEHUE YBJIEYEHHO BHUKATb
B My3blKa/lbHble MHTOHALMKW «3aCTaBUT»
yyalmxcs BOCNpUHUMaTb y4ebHble
3ajaHu1s He KaK cxeMy ABUXKEHWN, a KaK
UBYIO, TBOPYECKHM AENCTBEHHYIO NAaCTUKY
TaHua» [2, c. 16].

Ho cka3aHHOe KacaeTcsl y4EHUKOB
xopeorpapuyecKkux y4mauiy, a
BOT C COCTOSIBLUIMMUCS apTUCTaMK
MONOXKEHWE HAMHOTO C/IoXKHee. B «[lytax
6aneTmencTepar», roBopsi 0 NPUHLKUNAXx
B3aMMOLENCTBUA MY3bIKK U Xopeorpadpum,
BblAatoLmncs xopeorpad v negaror
®depnop JlonyxoB BeCbMa OCTPOYMHO
06bIrPbIBAET CIOBOCOYETAHUS «TaHLibl
OKO/0 MY3bIKW», «TaHLbl Ha MY3blKy»,
«TaHLbl MO MY3bIKY» U «TaHLLbl B MY3bIKy».
Korga TaHeu, nonagaeTt B My3bIKy — 3TO
nosHas rapMoHus, Koraa NOXUTbCA Ha
MY3blKY — 3TO 3MOLMOHabHbLIM OOH, a
Korga UCNOoJTHAETCS Noj My3blKY — 3TO
puTMHYEecKoe coBnageHumer [3, ¢. 101,
102].

depnop JlonyxoB cTan oCHoOBaTenem
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CaMOCTOATENbHOIO XaHpa B 6aneTe —
TaHucumdoHnu. Metoa cuMdoHU3Ma

CTan OCHOBOW xopeorpapuyecKkux
N3bICKaHWI LLESIOro psja BblaatoLnxcs
6anetmencTtepoB [xopaxa banaH4ymHa,
xxepoma Po66UHCA N MHOTUX APYrUX.
[eoprum Anexkcuase B cBoen KHure «lLIkona
6anetmencTepa» oTMeYar, YTo Npu Takom
noaxofe «aBa UCKycCTBa — My3blKa M
xopeorpadus — o6beMHUIUCEL B O[HO
Lenoe, CylWwecTBys CaMOCTOSTENIbHO Apyr
OT Apyra. My3blka faBafia OCHOBY — PUTM,
MeTp, SMOLIMOHaNbHbIM GOH, UMMYNbC A4
ABUXKeHUs. My3blKanbHas apamaTyprms
cTana ABUXKyLLEW CUnomn xopeorpadnyeckmx
KoMMno3unuum. MapTtutypa oxumBana B
3pMMoOM BornouleHun. banetmencrep
nepeHocus My3blKallbHble NPUEMbI B
xopeorpadpunyeckne noCTPOEHUS. . .»

[4, c. 68].

XOoTs1 Y CTOPOHHUKOB TaKOro CIMAHUSA
MY3bIKM M TaHLa 6bl/IN He MEHee
aBTOPUTETHbIE Y TANAHT/IMBbIE OMMOHEHTHI.
Mwuxann ®OKMH, U3BECTHbI CBOUMH
PEeBOMNOLIMOHHBIMW XOpeorpadprUyecKumMu
B3rnsgamu nucan B CBoen 3HaMeHUTOM
KHUre «[1poTMB TedeHus»: «<KaK e MOXKHO
npu3bliBaTb OAHO U3 UCKYCCTB (M1acTUKY)

K BE4HOMY pabCTBY Y APYroro UCKyccTBa
(My3bIKKM)? He pabcTBO, a paBHOMpPaBHbLIN
COt03 — BOT popMa N5 BCAKOro CIAUAHUS
NCKYCCTB. ... My3blKa 1 TeNloABUXeHUs —
37O [Ba pa3HbIX A3blKa, U €CNIM NePEBOAUTD
C O[IHOTO AA3blKa Ha ApYyrow, To I0CNOBHbIN,
NoACTPOYHbIM NepeBo Bceraa 6yaeT B
XY[OXKECTBEHHOM CMbIC/NE HUYTOXEH. [da n
3a4eM nepeBoanTb? 3a4eM roBopuUTb OAHO
N TO Xe Ha ABYX fA3blKax, [la ele pa3om?
NHoraa My3blKa roBOPUT TaM, F4e ecT
6eccuneH, MHoraa »ect MOXeT cKasaTb TO,
4yero My3blka He cKaxeT» [D, c. 313].

MeToab!
Mpn nccnegoBaHuM JAHHOTO
BOMPOCa NPUMEHSICH KOMMNJIEKCHbIN
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NOAXOA, OCHOBaHHbIM Ha CUCTEMHOM
aHanmaze. B cBolo o4epeb, CUCTEMHbIN
aHann3 npeanosarai Ucnojib3oBaHme
clieflylounx MeTooB: abcTparmpoBaHme v
KOHKpPETN3auuto, MHAYKLUMIO U AeayKLUHIO,
CpaBHEHKNE N IKCMNEPTHOE OLEHNBaHMe.

Pe3ynbraTtbl

C TO4YKM 3peHuns npodeccroHanbHOM
KOMMNETEHTHOCTU CUCTEMA KPUTEPUEB
MY3blKa/lbHOCTK B 6anete 06bl4HO
paccmaTtpuBanach ¢ No3nLnin oblero
MY3blKa/lbHO—PUTMUYECKOIO BOCMUTaAHMS.
Ncxoas na atoro, My3blKanbHble
KOMMETEHLMN — 3TO COBOKYMHOCTb 3HAHWUN,
CNOCOBHOCTEN U NMPaKTUYECKUX YMEHUI,
BblpaboTaHHbIX B NpoLecce 06y4eHns
U MOBUIN3YEMbIX B Xopeorpaduyeckomn
aeatenbHocTu. Ho ecnun ana passuTmng
paHHUX My3blKaslbHbIX CIOCOGHOCTEN Y
JEeTen CyLecTBYIOT 60/1bLIOE KOMYECTBO
nporpamMm HanpaB/IeHHOro AeNCTBUSA
(cneumanmnampoBaHHOEe conbdeaKMO Ang
yyalmxcs xopeorpapruyecKnx yHunuily,
W ap.), TO ANs COCTOABLUMXCS apTUCTOB
6aneta nogobHble METOAUKN 0ObIYHO He
npumeHstoTcs. MPoUCXOAUT 3TO OTHACTU U
NOTOMY, YTO CaMMi KPUTEPUN MY3blKaNbHOWM
Bblpa3nTEbHOCTM UMEIOT BECbMA
CYyOBbEKTUBHbIN XapaKTep.

[Nns HanMuKnsa My3blKasibHOCTH Y
CpeAHeCTaTUCTUYECKOro apTUcTa
6aneTa BMNoJIHE 4OCTAaTOYHON CYUTAETCSH
€ro NocTtosiHHas BOBJIEYEHHOCTb
B PEeneTULMOHHbIN MpoLiecc,
roe o6a3aTefibHO NPUCYTCTBYET
aKKoOMMaHuaTtop, BHOCAL MM
KOPPEKTUBLI M0 TEMIY, PUTMY, pasmepy
MY3blKa/IbHOro CONPOBOXKAEHMS. A
NOCKOJIbKY Xy[OX€eCTBEHHbI 06pa3 B
0aneTHOM CMNeKTaK/e co3aaeTcs U3 Tpex
COCTaBJIAIOLLMX: Xopeorpadurn, My3bIKK
W ApamMaTypruu, To «Mo yMOIYaHUIo»
CYMUTaETCS, YTO apTUCT BaneTta NpPocTo
06513aH CnbllaTb M YYBCTBOBATb MY3bIKY.
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OnHaKo B xopeorpadunyeckom npakTnKke
Nno 3TOMy NOBO/Y YacTo BCTpeYvaloTcs
[0OBOJIbHO PE3KMNE XapaKTEPUCTUKH
HEKOTOPbIX apTUCTOB 6aneTa: «TaHLuyeT
nonepek My3blKK», «CAELLNT», «MNETETCS»,

a TO Y BOBCE HEe C/bILWNT MYy3blKKU —
«[NyXon». TaKUM TaHLOBLLXKAM MO METKOMY
BblpaxkeHuto 6anepuHbl Manu lNMnuceuKon
«My3blKa TaHLleBaTb He MellaeT». B ToxKe
Bpems B 10601 6aneTHOn Tpyrnne UMekoTes
BeayLlMe CONUCTbI, KOTOPbIX OTAMYaeT
UCKITOYUTENbHAsA MY3blKallbHOCTb.

O4eBMAHO, Y4TO MPU UCMONHEHNU
3a/laHHOM KOMOUHaUMK UK co3aaHnK
CLLEHNYecKoro obpasa, apTUCT 6aneTa
CornacoBblBaeT ABUXKEHUSA OHOBPEMEHHO
C Mefnoanen, pUTMOM, TEMIMOM, pa3MepPOM
N My3blKanbHOW AMHAMUKOW. [MoaTomy
[axke 0HO TOMIbKO NnepeyncneHme
Heo6X0AUMBbIX COrnacoBaHW C My3blKOM
noKasblBaeT BaXKHOCTb Pa3BUTUSA
Bblpa3nTebHOCTU TAKOro poja.

[1ns TO4HOro COOTBETCTBMA
xopeorpadun ¢ My3blKanbHOM
nepBOOCHOBOW apTUCTy 6aneTa
Heo6Xx04UMO CTPOro NpUaepPKMBaTbCS
KaHOHOB My3blKa/ibHON Bblpa3nTENbHOCTH
B peneTuLUmoHHOM paboTe. JTnLub npu
3TOM YC/IOBUM apTUCTbl 6Baneta MoryT
COMOCTaBNATb 3a/laHHble ABUKEHUS CO
CBOMMM MbILIEYHbIMW OLLYLLEHUAMM.
OTBeYas HanpsKEHMEM MblLLLL, HA TPOMKOEe
3BYy4YaHWe, yMeHbLLas Ha TMXoe, YCKopss
N 3aMennasa OBUMKEHUS COOTBETCTBEHHO
TEMMyY My3blKW, TAHLLOBLUMKM NPUOBPETAIOT
YMEHWEe TOHKO perynmpoBatb CUNY U
CKOPOCTb CBOMUX ABMKEHUN. B ntore y Hux
GOopMUPYIOTCS YCTOBHO-pePNEKTOPHBIE
CBSA3U MEXAY MY3bIKOM U ABUKEHUEM,
No3BOJISOLLME TaHUEBATb TOYHEE U NyYLle.

Hawnbonee oLlyTMMO CKa3blBaeTCs Ha
XapaKTepe ABUXKEeHUs HelocTaToyHas
MY3blKaNbHOCTb TAHLIOBLINKA, KaK
NOrpeLwHoCTb NpoLecca 06y4eHus.
MoaTtoMy BocnuTaHWe My3blKalbHOCTH

— 3TO Bcerga ctpemMsieHne K YETKOM, HO
[I0CTaTO4YHO MATKOWM, neraTMpoBaHHOM
GpasnpoBKe UCMONHEHMS BaNeTHbIX
KOMOUWHaLUKIW. B aToOM cnyvyae MArkocTb
TEXHUKM OBUXKEHUM ByaeT NoCTENeHHO
npuobpeTaTb NiacTM4eckoe pasHoobpasune
W €MKOCTb Bblpa3uTeNibHbIX CPEACTB,
CBOWCTBEHHbIX KTaCCUYECKOMY TaHLLYy.
OyeHb 06pa3HO rOBOPUT O CBA3KU MY3bIKK
W ABUXKEHUS B «JlebegnHOM 03epe»
6anepuHa Hatanbss MakapoBsa: «<My3blKa
3TOro 6aneta — Kak CMMGPOHUS, B KOTOPOW
— M 3a KOTOpon — TaHuyelwb. OHa BegeT
Tebs 3a coboK, BACTHO NOAYNHAET
CBOEW IMPUYECKOMN CTUXUU N BYKBaANbHO
3acTaBngeT AInTb ABUKEHUE, KaK NeBLbl
Jepat HOTY, BbiNeBaTb TaHL,EeBabHYIO
dpagy. [NoaTomy g BOCNpPUHUMALO 3Ty
MY3bIKY Hanogobue apuun n Jo6mnBatoCb
nponeBaHus ee dpa3s, a naysbl MeXay
HMMMW 3aMN0JTHSIO IKCMPECCUBHbBIMU
Hl0OaHCaMW N aKLeHTaMU... TaHLeBaTb
TaKnMM 06pas3om TaxKesnee, NOTOMY YTO
Korga ctapaellbcs 3arno/IHUTb My3bIKY
BblPa3UTENbHOCTbIO MIAaCTUKK, 3TO
3abupaeT BCIO TBOK 3HEpruio [6, c. 182].
Kpome Toro, ans BOCnpuaTus u
OCMBbICNEHUS YCIblLLAaHHOW MY3bIKHK
TpebyeTcs onpeaeneHHbIM ypoOBEHb 06LLEN
KYJIbTYpbl, 3aBUCSALLUIA OT MYy3blKabHOIo
BOCMUTaHMA. Takasd CNOCOOHOCTb K
NOHUMaHUIO YCNbILWAHHOIO Ha3biBaeTCH
MY3blKaJIbHOM BOCMPUMMYNBOCTbIO.
OCHOBHbI€ NMPUHLMUIbI NPpodeccUoHabHOro
BOCMUTAHMS 3TOr0 KayecTBa CBA3aHbl C
NOHUMaHWEM TOTO, YTO My3blKa UMEET
MHOXECTBO acMeKTOB: No3HaBaTe/bHbIM,
BOCNUTaTE/IbHbIN, UHTENNIEKTYalIbHbIN,
paunoHanbHbli, BOIEBOW, YYBCTBEHHbIN,
3CTETUYECKUIN, GUNOCODCKUI, AYXOBHbIN,
3TUKO-MOpasbHbIM U MHOTUE apyrue. B
naeane, X rapMOHMYHOE CoeIMHEHME C
JIMYHOCTbIO apTUCTa GaneTa oTpaxaeTcs B
npodeccrnoHanbHON AeATENbHOCTH.
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3axknoueHue

Mpeobnagatowmin B o6LeCcTBE
NoTpPeObEHUS TUM, TaK HA3bIBAEMOIO
KJIMNOBOI0 CO3HaHWA aKTUBHO MCMNONb3yeT
TONbKO pPa3B/ieKaTeNbHbIN aCNeKT
NPUCYTCTBUS MY3blKK B }U3HU YelOBEKA.
[ns Toro, 4To6bl My3blKa CTana cpeacTBOM
[lyXOBHOI0 o60ralleHu1s TMYHOCTH apTUCTa
6anerta AONXKHbI O6bITb COGMOAEHDI
HECKOJIbKO MPUHLMMOB MYy3blKaslbHOIO
BOCMPUATUS: CNYLIAHWUS-MOUCKA, CAyLIaHNS-
conepexmBaHus, ciylwaHUsg-noHUMaHus,
CNyllaHUs —COoMoCTaBNEHNS, CNyLIaHNUS-
3HaHu4. To ecTb B caMmoM 06LemM BUae —
3TO MNOCTUXKEHUE MY3bIKK, COMPSKEHHOE
C IYyXOBHbIMW NEPEKNBAHUAMU U
3MOLMOHaIbHOM peaKLmen, Bbi3biBatoLlee
accoumMaTMBHOE MbILLINIEHUE, poXKaatoLlee
My3blKabHble 06pa3bl U MOHMMaHKE
XapaKTepa npousBeaeHus.

Mpn 3TOM BOCAPUATUE MY3bIKM AONKHO
CTaTb Xy4OXECTBEHHbIM OTParKEHMEM
ABJIEHUIM MPUPO/bl, YHENTOBEYECKUX YYBCTB U
nepexmnBaHWmn, cCoObbITUN HALMOHANIbHOM U
MWPOBOM KyNbTYpPbl, @ TAKKE BblParKEHMEM
CBOEro 3MOLMOHAaNbLHOIo CoaepKaHus.
COOTBETCTBEHHO, MOHMMAHKUE LLEHHOCTH
MY3blKanbHbIX NPOU3BEAEHNIN ByaeT
NPOUCXOANTb NMYTEM JIMYHOIO NMOCTUKEHMS

CnMCOK NuTepaTypbl

U coneperkMBaHus, a TakKe 3a CHeT
NPUOBPETEHUS BCE HOBbIX 3HAHWUMN.

B 3aBMCUMOCTH OT CTENEHU
NpMooLEHNS K My3blKallbHOMY Hacneauto
4yesioBeYvecTBa, CoLManbHbIX YCIOBUNA,
[IYXOBHOIO OKPYXEHWSA U NTUYHbIX
npeanoyYTEHNM CKNaablBaeTCs YPOBEHb
My3blKa/lbHOW KYNbTypbl apTUCTa 6aneTa.
YeM Bblle KyNbTYPHbIA YPOBEHb JIMYHOCTH,
TEM COOTBETCTBEHHO 6oraye u apye
€ro My3blKa/ibHas BOCNPUUMYUBOCTb, a
COOTBETCTBEHHO, U BbIPa3UTENIbHOCTb.
OTclofa BbIBO4 — My3blKa/ibHas
Bblpa3nUTENbHOCTb TaHLIOBLIWKa
pa3BMBAETCH Yepesa NpuobLieHne K
My3blKa/lbHOMY UCKYCCTBY B rpoLiecce
npodeccnoHasbHON AeATENLHOCTH
(cnywaHue, oBnajieHne My3blKalbHbIMU
MHCTPYMEHTaMM, peneTULMOHHbIN Npouecc,
co3aHue CLLeHNYecKoro obpasa) 1
NoBblLLIEHNE OBLLETO KYSIbTYPHOIO YPOBHS.
BaxHO noHMMaTb, 4TO popmMHUpoBaHUE
MY3blKabHOW BbIPa3UTENbHOCTH
npeacraBnseTr cobon HenpepbIBHbIN
NpoLLeCC NOCTOSAHHOIO HAaKOMIEHHUS
HOBbIX 3MOLINMI, 3HAHUIN U YMEHUI,
co3jalolmx HoOBblE BO3MOXXHOCTU Ans
npodeccnoHaabHOro pocra
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BAJIETTEr1 MY3bIKAJIbIK BEAHENUIIKTEPAIH KEWBIP ACNEKTUIEPI

AipaTna

My3bliKanblK 6eMHeninik 6anet apTici YLWiH eH MaHbl34bl CaxHablK KOMMOHEHTTEPAiH, 6ipi 60MbIN
Tabbinaabl. OcbiFaH opaw, KnaccuKanblK 1Al YUpeTy yaepiciHe KuMbinaapabl My3blKamMeH yhnecTipyre
GarblTTaNnfFaH epeKlle neaarorMkanblK a4ic ToH. My3blKanblK 6€MHENINIKTIH 4aMybl 6aneT apTiCiHiH annbl
MOJEHUET AEHreni MeH Ty/IFa peTiHAe AaMybIMEH Tblfbl3 6aniaHbICThI.

Tyninai cespgep: xopeorpadus, My3bliKasblK MOHEPNINIK, caxHasblK 6erHe, KaciGu GiniKTiniK
G. J. Kapanova
.T. Zhurgenov Kazakh National Academy of Arts
(Almaty, Kazakhstan)

SOME ASPECTS OF MUSICAL EXPRESSION IN BALLET

Abstract

Musical expression is one of the most important stage qualities for a ballet dancer. In this regard,

classical dance’s teaching process is characterized by a special pedagogical technique aimed at coordinating

movement with music. It is noted that the development of musical expression is inextricably linked with the

general level of culture and the personal growth increase of a ballet dancer.
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E.B. Aaues', H. C. BekmoanuHoBs?
LT, K. JKypreHoB aTbiHIarbl Ka3ak YJATThIK OHep
aKajleMHsIChl

(Anmatbl, Kazakcran)

3AMAHAYH
ATHO-
P OJIbKJIOPJIBIK

AHCAMBJIbJEPIIH

JAMY
EPEKLUEJIIKTEPI

3AMAHAYHU 3THO-®0J1bKJ/IOPJ/IbIK AHCAMBJ/ILAEPAIH AAMY

EPEKLUENIKTEPI

(«TypaH» 3mHO—@OonbKIoOpsibIK aHcamMOriHiH Hezi3iHOe)

AHpaaTna

MaKkanaaa KasaK My3blKacblHbIH TapWXbl, AaMy XO0Jbl, GONbKIIOP/bIK OHEPIHAEr CUHKPETTIK GONIMbICIHbIH,

Xon—axyalbl 3epTTenin, epeKluenikrepiHe, COHbIMEH KaTtap, Kasipri Keaaeri aHcambbaepae onHanbin

YKYPreH acnanTap/blH KonAaHy Tocifli MeH a/lic-amanjapbiHa KeHiHeH Tanaay »acanbimn, FbiibiIMU TYPFblaa

capanTanagbl. Kasipri Tan4a WbiFapMalbliblFbIMEH, penepTyap KeHidiriMeH Kenuwinikke TaHbiMan «TypaH»

3THO-PONBKIOPIbIK aHCaMONIHIHIH, KoMno3suumsnapbl Heriare afnblHa OTbIpbIM, TONTbIH AaMy TEHAEHUMUACHI

KEeHiHeH 3epTTeneai.

Tipek ce3aep: 9THO—dO/LKIOP/bIK aHCaM6/lb, KOMMO3ULIMA, peneptyap

Kipicne

Ka3aKTblH My3blKaJiblK T6/1 MOAEHUETI
Facblpnap KonHayblHAa TaMblpblH XalfaH,
©3iHfiK eLnec opHbl 6ap can eHep. Kasak
xalikbl XXI FacbipgaH 6actan e3iHiH gamy
KOJbIHAA *aHaLWbINAbIK caTbICbiH 6acTaH
Kewyne. KasaKCcTaHHbIH 6pKeHaeyiHe,
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KOF@MHbIH, AaMyblHa YL MblH Xbl14bIK
Tapuxbl 6ap YATTbIK 6HEPIMi3aiH 6anbifbl
JoreK 6ona anagpbl. *Kannbl KeLWneHai
XasblK, OHbIH, illiHAE Ka3aK eNi 63iHiH, ochbl
yaKblTKa AEWiHri TapUXblH, MOEHUETIH,
6ap eMipfik 60/IMbICbIH HETi3IHEH,
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aybl3eKi Typae: e34epiHiH, oH—KyWnepiHae,
¥blpnapblHaa, aHbl3—aHriMenepiHae,
yprnaKkTaH—ypnakKka amaHaTtka KanablpFaH.
MyHBbI YATTbIK 6HEPAi YaKbIT NeH asyipaiH,
CY3riCiHEH OTKi3y/iH e3reLue Xonbl

[len KapacTblpyFa YKeH Heris 6ap.
Cebebi, Kellneni epKeHUETTE XKaay,

TacKa 6acy MaJieHMeTi Kelll XeTTi. bipak,
KellneHainepaiH *aabl 6y OfKbINbIKTbIH,
OPbIHbIH TONTLIPLI. AFHK, Oflap aybI3eKi
dHrimee ypnakraH—ypnakKa TaparaH
QH—KyWnnepae e3iHiH YITTbIK 60/IMbICbIH,
KannblH 6y36an caktan Kanabl. COHAbIKTaH,
Ka3akK XalKblHblH 9p6ip 9HiHiH, 3THO-
GONbLKNOPNLIK MypanapbiHbIH acTapbiHaa
YIKEH YNTTbIK MafFblHa, TaNniM-Topoue,
YATTbIH, 60MbIC BiTiMi XKaTbIp. EHAITI

yprakK COHbl XiHillKeNiKNeH aplbln, MOH—
MaFblHACbIH allbIn KepceTe 6iny Kepek.

dpicrep

DonbKNOP —XaNblKTblH My3blKasblK
MYpPachbl MEH LbIFapMallblbIFblH
*WUHaWUTbIH, 3€PTTENTIH Fbl/IbIM canachl.
My3biKanbiK GOIbKN0P KapacTbipaTblH
MacenenepiH aykbiMbl KEH. ATa/iMblLL
¥aHp MBAEHMETIHIH TyybiHa ceben 6onFaH
KOFaM/[blK — 8/IeyMETTIK KyObliblCTapabl
KaMTbIM, XaliblK My3blKa OHEPIHIH
emipaeri KongaHblCbl MEH OPHbIH,
aybl3€Ki WhIFapMallblibIFbiH, aBTOPIbIK
QH—KyMnnepaiH TaburaTbliH KapacTbipabl.
[demek, 6yn ataynapiblH e3apa
©alnaHbICTbIbIFbIMEH KaTap, 6ip-6ipiHeH
avblpmacsbl ga 6ap. My3s. ¢osbKnopabiH
TYPMbIC-CaNnTKa 6annaHbicbl («Kap-xap»,
«TonbacTtap», «llingexaHa», «CbIHCY»,
«KoKTtay», 1.6.) canTTaH Tbic GONbLKIOP
YyArinepiH, eHepaiH, CUHKPETTIK cUnaTbiH,
MY3blKablK-3MUKanbIK ASCTYPAI (KbIp,
TOJIFay, TepMe, }engipme), xanblk oHAEPiHIH
¥aHpP/blK-KePKEMAIK cunatTapblH, XalblK
acnanTtapsblH (KO6bI3, 10M6bIPa, CbiObI3FhI,
acatasik, 4abbln, AaHFbipa, Kenuwik) [1,
656.], OCbIHbIH, 6apbIFblH GipiKTipe 6inreH

VNTTbIK ©HEpPiH YIKeH e3eri. [lereHMeH,
Ka3aK 3THO-GONIKNI0P/IbIK aHCaMONi
YaKbITTbIH, }XoHe AayipaiH TanabblHa
COMKeC ap yaKbITTa e3iHLle Kafbintachbln,
Jambin oTbipabl. Mbicansl, KasakcTtaHaarbl
anfauwKbl GONbKIOPNbLIK—3THOrpadbUANbIK
YXXbIM KanTanaHbac TanaHT UeCi, Farkanbin
Komnosutop H.TineHamMeB KeTeKLwinik
eTKeH «OTbipap ca3bl» GONbKNOPSbIK—
3THOrpadUanbIK YKbIMbl 6014bl. KeniH
«LlepTtep» donbKNOp/bIK aHcambni 1974
Hblbl ApKanblK (6ypblHFbl TOpFan 06/bIChI
GUNapMOHUSACHI XaHblHaH) KanacblHAa
yMbiMAacKaH efi. AHcaMbnbae TYHFbILL
PET Ka3aKTblH KOHE XalblK My3blKanblK
acnanTtapsbl WepTep, KETIreH, CblpHaw,
LaHKoObI3, acaTasK, KaMbIC CbipHaw,

T.6. Nnangananbingbl. YW iWeKTi weptneni
KeHe My3blKa/iblK acnanTblH Oipi

«lepTep» aHcamMmbnbaeri 6acTbl acnan
caHangbl. AHcaMb/b penepTyapbiHaH
CUpPEK OpblHAanaTblH Ka3aKTblH XasblK
My3blKanblK LWblFapManapsl (Tepme, Ky, aH
MeH 6unep) KeH, opbIH anabl.

«Facbipnap nepHeci», «CasreH»,
«AnblpHa», «<AnTblHaW», «CapblH» T.6
PONbKNOPAbLIK aHCaMbBNbAepP OCbl BHEPAIH,
OflaH opi Aambln 6pKeHaeYiHe Y/IKEH
Y/IECIH KOCTbI. byriHri TaHAa Ka3aKTblH Ten
OHepiH 3aMaHfa namnbikTan, 6enimaerex
3epTtreywi bonat Capbi6aeB, OCbl KYHre
YETKEeH apTyp/li My3blKasiblK acnabtap/blH
GipTanavblHblH TAPUXblH MOH—MafblHaCbIH
FbINbIMU TYPFblda 3epTTen )eTKi3ai. Ochbl
GanblpfFbl acnanTtapabl Typni dopmaga
TbiHAapMaH KaybIMblHa ETKi3yMeH
KaTtap, ara 6yblHAapPbIMbI3/blH *KOJblH
KybIN YMbIT 60/FaH A9CTYP/i My3blKaHbl
KaWnTa XaHFblpTbIN XypreH 6ipHele 3THO
TonTap 6ap. CoHbIH, iWiHAe «TypaH» 3THO—
$GoNbKNOPNbIK aHcaMbliHiH anap opbIHbI
anpbIKLLa.

71



HeTuxxenep

«EpTene Typkictanabl TypaH AECKEH,
TypaHga ep TYPiriM TyblM-6CKEH...»
[2,86 6.] — aen akblH MafkaH XXymabaeB
blpnaraHgau, Typ Aen atanfaH Kewneni
6abanap eH xannafaH TypaH — TypKicTaH
OJIKECIHIH KeHe aTaybl 60nFaH. <ABecTa»
mMeH ®upaoycuain «LllaxHamacbiHaa» 6ypbiH
6ip 6onFaH UpaH meH TypaH eniHiH e3apa
6annaHbiCbl MEH TanTanachkl anTbinagbl.
TypaHablKTap gen cak, maccarert, KyluaH,
OHTYCTIK apTanuTTep, CONTYCTIK UpaHabIK
XanblKTap aTanraH. TypikTepaiH 6onawarbl
KenTereH yiTrapra KaparaHia 6epik»
Aen 6aranaraH. JleoH KaaH 1896 *binbl
Mapwxae «<A3uns TapuxbiHa Kipicre»
(Introductional Histoire de I'Asie) eHberiHae
«baTblCKa epKeHMETTI asiblM KEeNreH —
TypaH ypnafrbi[3, 25 6.]-aen Ka3abl.

TypaH — TypKinep MeKeH €TKEH Xep
6onfFaHablKTaH «TypaH» aHCaMONiHiH,
atanybl la OCbl TYPKIiNiK canT—aoacTypAai,
9MIET—FYPbINTbl, KOHE dyeHOiK YHAECTIK
neH 6anblpFbl KOHbIPbIKTbI CaKkTamn
OTbIPbIM, KanTa XaHFbIpTYbIHAA. «TypaH»
GONbKIOPNbIK—3THOrPaPUANbIK
aHcamb6ni KypmaHfasbl aTbiHAAFbl
KasaK yNTTblK KOHCEpPBaTOPUSACHI
CTYAEHTTEpPIHIH 6acTamacbimeH 2008
Xblbl YMbIMAACTbIPbI1Abl. AHCaM6/b
KypbliMac 6ypbiH OHbIH, MYLLENEPI
«CapblH» GONbKIOP/bIK aHCaMbiHae
KOHCcepBaTopus KabblpFacblHAA OKbIMN
Ypin, eHep KepceTin xKypreH. KeniHHeH
e3epi 66niHin WhbIFbIM, }XeKke aHcamb/b
60nbIN Kypblnaabl. AHcamMbb Kasipri
MOAEHMUET }KoHe CNopT MUHUCTPI, KasakK
OHEPIHIH XaHallblpbl, YATTbIK 6HEPIH
AaMyblHa efieyni yiec KOCKaH anTynbl
Ty/IFa AKTOTbl ParibIMKy10BaHbIH, TiKenen
aTcasnbiCybIMEH KYpblnabl.

byn aHcaMOnbAiH KYPblIybIHbIH HEri3ri
MaKcaTbl— €CKi apXxauKanblK acnantapgaH
}aHa AblOblCTapabl i3aey apKblibl XaHa
LWblFAapMaLllbliblK 6afFbITTa OpbiHaAy
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TOCINAEPIH aHXaHAbIPbIMN, XXaHFbIPTbIM,
OYKin anemMre Kasak My3blKacblH, YITTbIK
acnantapbliHblH ©3iHAIK epeKLeniriH
TaHbITy. «TypaH» 3THO—PONbKIOPNbIK
aHcamb6ni oy 6acTa angapbiHa KOnFaH

OCbl MaKcaTTaH ayblTKbIFaH *XOK. Onap
ata—6abambi3aaH KanFaH anTblH MypaHbl
K63 KapallblFblHAaW caKTan, 6anblpFbl

Ten ASCTYPAi XKanFacTblpyMEH KaTtap

YMbIT 60na 6acTaraH yITTbIK acnanTap
cynemengeyiMeH ep TYPIKTiH, ayhap Xblpbl
MeH rayhap KyWiH aHfbIpTbl, KOJiAaHbICKa
eHrisin keneai. AnTap 60oncak, KenTtex
YMbIT 60/1FaH MeCCbIpHal, KaMbICCblIpHaW,
YCKIipiK, MYWi3 CbipHaK, ypa CUSKTbI T.6.
acnanTtapabl KanTa KoaaHbICKa eHri3fi.
CoHbIMEH KaTap, KEMEWMEH oH anTy
MoHepiH e3apa YHAECTIPY apKblibl KOHE
capblHbl 3aMaHayu TypfFbla KanTa
¥aHFbIPTY MaKcaTblHAa KoJlAaHbICKa
€HTi3in, Kapfblpa, CbIfbIT TOCINAEPiH 63
WblFapManapblHAa KongaHbin Kenegi.
Hannbl «TypaH» aHcambninge 30—aaH
acTaM XaslblKTbIK ca3 acnanTapbl 6ap.

Atan antap 6oncaK aHcambib MyLLenepi
-CbIObI3Fbl, Ca3CblpHan, 1OMObIPA,
MeCCblpHan, KaMblC CblpHaM, KeTIreH,
KbIIKOObI3, WWaHKOObI3, WepTep, WiHKINAEK,
JaHFbIpa, Aayblina3 CbIHAbl ECKipreH
acnanTtapAblH YHIHE XaH OiTipai.

OAucKyccusna

TypaHHbIH aBTOPbIK LWbiFapManapbiHbiH,
epeKLeniri TeiHgapMaH KayblMfFa eTe
weTimai. Cebebi, Ka3aK XaNlKblHbIH,
3apblH HEMeCe KyaHbllbIH acnarn
apKbl/ibl 6apbliHLLIA OoFapbl AeHrenae
opblHAaybliHAa. On TeK acnanTta webep
OpblHAANYMEH LUEKTENY eMeC, OpblHAanfFaH
9P AblObICbIH AMOLMSANIK TYPAE XeTKize
6inyiHge. TypaH aHcaM6niHiH 11—
XblbIK TapuXbl 60J1ca Aa, OCbl yaKbITKa
[eWniH KblpaKTaH acTaM aBTOP/IbIK
LblFapMarsnapblHblH €WOipiHiH HOTack!
CcaKTanblHGaraH, TycipinmereH. basfbl
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aTa—6abambl3blH YPAICIH XanfacTblpyLUbl
Oy/1 aHcaMb6/b KyMa KylaKneH YUpeHy
YKOHE ©3 LWBKIPTTEPIH 4e ocblian
Topbueneyae. Cebebi KypmaHfrashl,
TotTiMbET, InHa, KadaHfan CUSKThbI
YNbl AyA—Ay1 KyrWwi 6a6anapbiMbI3blH,
KyWnepi KENiHTi ypnakka TbiH4an YyupeHy
ajic-TecinMeH 6i3/iH, 3aMaHbIMbI3fFa
JeNiH el e3repicci3 xeTTi. On yakbITTa
TEXHUKaHbIH, eHAi AaMbIl Kene )aTKaH
Aayipi 6onFaHAbIKTaH MYMKiHAIK 60nMaraH.
KeliHHEH op KyWnepi HOTa TiNiHAe akK
Karasfa Tycipinin, Kasipri TaHaa Kasak
OHEPIHIH caHNlaKTapbl 6epTiH Kene
»KasblblN anblHFaH aygMoTacnanap
apKblibl KyWnepai yupeHin weiHaanyaa.

AHcambnb KasakcTaHHbIH, «MageHu
Mypacbl» MEMNIEKETTIK 6aFgapiiaMmachlH
iCKe acblpyrFa 6eficeHe apanacyga »aoHe
JYHWE KY3i 60MbIHLLA 6TETIH MB/IEHMU iC-
LlapanblK KOHLEepTTepre KatbiCbin Kenegi.
TypaH aHcam6ni ocbl 11-XbINAblH, iWiHAE
anemHiH 70—memneKetiHae 800 -re Tasy
LWblFapMaLlbl/iblK KOHUEPTTEPIH 6EpreH.
Atan anTcak: 3paunb, Typkus, KbiTan,
OHTYCTiK Kopes, BeHnrpus, lrepmanuns, AKLL
*oHe PpaHums, MicnaHus, ©36eKcTaH
oHe T.6. KenTereH enaepae eTKeH
KOHKypCcTap MeH decTuBanbhepaiy,
naypeatbl aTaHabl. Hblo—MopKrTeri
Carneggy Hall, BawnHrroHgarsl KeHHeau
opTanbifbl, BepanHaeri KOHUEPTTIK YH KoHe
T.6. CUAKTbl aHCaMOb/iH WbIFapMallbliblK
*yMblICbl Typasbl Discovery, BS Asahi
(*KanoHusa) apHanapbl Guabmaep xacagbl.
Y3A4iKCi3 gambin, TOSbIFbIN OTbIPFaH
TOMThIH WbIFapMallbliblK peneptyapsbl
KenTereH Ka3daKCTaHAbIK }oHe LWeTenaix
ThiHAQYLWbINAPAbIH Kbl3bIFYLbIbIFbIH
TYObIPAbI.

2011 *binbl «TypaH» aHcaMObiHiH
«Ep TypaH» atTbl Kyr *uHafbl KP TyHFbILL
MpeanaeHTi — EnbGacbl KOPbIHbIH,
Kosi4aybIMEH apblK KepAi. byn }WUHaKTbIH
iwiHe 11 wbirapma eHai. AnTap 6oscak,

«EpTypaH» (cesi N. Canapbangiki),
«MyKaranu tonfaybl» (aHi C.LLaxaHynbl,
ce3i M. MakataeBrTiki), <KapanasaH»
(XanblK oHi, 3 C63IMEH TONbIKTbIPFaH

C. Mepgey6ekK), «KanbICTbIH, 3apbl»
(lU.KynanbepauneBTiKi «Jlonno-MaXKHYH»
anocbiHaH), «OpTeke» (TypaH aHcamoni),
«AKKy» (H.TineHameB aHe TypaH
aHcaMbifiHiH eHaeyiHAE), «AHLLbINbIK» (CO3i
C.Mepey6ekKTiKi »oHe TypaH aHcam6i),
XanblK aHOepiHeH — «Enim-an», «Lnni e3eH»
M. ColyakacoBaHbIH ¥eKe opblHAayblHAaA,
«Kapa »opfa» (xanblK oHi), «IHip» aTTbl
LWblFapManap *apblk Kepai.

ATanmblll 3THO—ONLKIIOPIIbIK
aHcaM©O/1b }aHa AblObICTapabl YHEMI
i34ecTipymMeH KaTtap, My3blKasblK
naesnapibliH xaHa popmanapbl 60MbIHLLA
6enceHi 6aTbln Kagamaap *acanbl.
AHcaMOnbAiH peneptyapbiHaa Typi
acnanTtbliKk KOMNo3uuuanapfsa, atan
anTcak: KameparsnblK, CAMPOHUANBIK,
XaNbIKTbIK OPKECTp/iepre apHanfaH
WblFapManap 6ap. byn cUMMPOHUSANbIK
opKecTpaiH cynemenaeyimeH — LLbIHFbIC
ANTMaTOBTbI €CKe allyFa apHasfaH
«Koemunar, «[Jana cbipbl», «TonFay»
eneHaepi opbiHaanabl. My3biKa aBTopbl
— 6enrini KazaKCcTaHablK KOMMO3UTOP
AKTOTbI PanbiMKy/I0Ba. XanbIKTbIK XoHE
CUMOOHUSANbIK My3blKaHbIH epeKLLle
[bl6bICbl Ka3akK XallKbIHbIH, TapWXblH
TaHKanapnblKTan gonengeai.

TypaHHbIH XalblKKa TaHbIMarn,
©3iH[iK OMbIN anap opHbl 6ap GipHewe
KOMMNO3MUMANLIK LWblFapManapbliHa Tangay
YKacacak, COHbIH, ilwiHae 2008 »bl/bl €H,
ajfall WhiKKaH «Kasak eni» WhiFapMacbliHa
KeHiHeH ToOKTana KeTemikK

byn weifapMa Kasak eniHiH, ackak
Ta anbblHAbI, }aybIHIEPiK PyXKa TOJbl,
earelue 60/IMbICbIH cunaTTanbl. Mbicanbl,
aKublK akblH MyKkaranu MaKaTtaeBTiH,
«KasaK »epi» eneHiHiH;
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«Tan! Nan! Man! Kneni HeTKeH ep!
batbipnap aypinaen eTKeH xep,
Tynnapnap ay6ipnen TOKKEH Tep,
FawbikTap 6ip-6ipiH 6MKeH xep,
Capblibln can-cepi KETKEH XKep.

bac uin, nicken TonbipafbiH,

Tar3bIM }acaman etneHaep!» [4, 125 6.]
— YKOJiAapblH WblFapManapblHblH 63eri eTin,
ThiHAapMaHaapblHa anpbIKLLa pyx cuaagbl.
byfaH oeniH noa3ua TypiHae anfalw pet
aHcaMb6sb KypaMblHOa 611€eH OKY Ke34eCKeH
emec.

«TypaH» 9THO-QONLKIIOPIIbIK
aHCaMONiHIH eHri3reH aHanblKTapbl 63
anabiHa 6ip Te6e. Mbicansl, enimisae
KeMenMeH oH auTy AacTypiH Eain
KycanblHOB TeK 6ip Abl6bIC any apKbl/ibl
9P TYpANi acnanmneH ¥asfbl3 63i anTblin
KenreH. An «TypaH» 6onca, 6yn AacTypAai
e3relle gambITbin TYPAeHaipai. AFHW, onap
MaxaMOETTiH, }blpblHa ©3rele Makam,
aupblKLLa 8yeH Koca OTblpbINn, KEMENMeEH
Xblpnan KepKeMm TYPAE XeTKI3ai.
CoHbIMEH KaTtap, aHcamMb/ib KypamblHa
Kbl1 KOObI3 acnabbIMeH XengaiH, AblObICbIH
apneyai eHrizai. Kasak eniHid, 6apblK
KOpiHiCiH, 6aTbIpNblfblH, TaBUFaTbIH
acemaeni. Kobbl3 acrnabbliMEH KacKblp
YHIH My3blKablK 94iCTEPMEH, XeTireHge
- CyAblH CbINAbIPbIH, AOMObIpAa- aTTblH
wabbicbiH KepceTTi. OCbiHAAM Kernke Manim
«TypaH» aHcaMbniHiH 60oMTYMapblHa
aviHanfaH 6yn TyblHAbINAPAbl KE3 KenreH
caxHa TepiHeH ecTyre 6onajbl. Mbicansl,
©6v TONTapbIHbIH KenwWiniri apHaibl OCbl
LblFapMaFra 61 KOMbIN eHEP KepCeTin
yp. Keneci, KWHO anemiHge cayHATPEKKe
anHanfaH, aHcaMbnbAiH anpbiKLLa
WblFapManapblHbIH, 6ipi «<Ep TypaH».

LWbirapma anfall «Opney» gereH aTnex
AyHuere KenreH. KeniHHeH aTayblHa
e3repTy eHrisingi. KoMno3nuusaHbIH
CO3iH xasfaH Mcpann Canapban.

KasaK eHepiHAe ypMasnbl acnanTtap TeK
9CeMJiK peTiHAe KoNaaHbibin, GipiHLLi
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KafblCTapfa KeHiN 6esiHce e, el yaKblTTa
EeKMiH Tycipinin oMHanmaraH. TypaH
aHcaMb61i aKCNepuMeHT peTiHae 6apiiblK
LWblFapMaHbl YpMaJsibl acnanTbliH, AFHU
JaHfblpa acnabblHblH, bipFaFblHa KOHi/
661y apKbl/ibl XXaHe ypMalsibl acnanTblH,
YayrepLinik 3amMaHblHAa XayablH, Kene
YaTKaHbIH eCKepTy MaKcaTblH[a KonaaHca,
TypaH aHcamb/b KypambiMeH Aabblf KaFy,
PYXTbl OAATY, HAMbICTbI OSITY MaKcaTblHAa €H,
angbIMeH ypMarsbl acnanTbl KongaHabl.

«TypaH» aHCaMONiHiH penepTyapbiHAaFbI
€H KeHiHeH TapanfaH My3blKasblK
WblFapMma, annbl TYPKKUS eniHiH cascu
napTusaapblHblH 9HYPaHbIHA anHanfFaH
YoHe «EpPTYFbIpbII» TENEXUKAACIHbIH
cayHATperi peTiHae KonaaHbinFaH. Kasipri
Ke3aeri Tapuxm KnHonapaa aa *ui
KongaHbinaabl. CoHbIMeEH 6ipre, Myxtap
9ye30B TeaTpblHbIH, KOWbl/bIMAapbIHAA
COFbIC, LIAMKACTbI, 6aTbIPbIKTbl KOPCETETIH
caxHasjlapblHa cneKTak/lb atTmocdepachlH
oepyae YNKeH posib atkapbin xyp. «<Ep
TypaH» WblFapMachblHbIH HEri3ri OMbl
6apsiblK TYPKi engepin 6ipiryre wakbipy,
Kasipri TaHgafbl XXahaHablK Macenenepre
6anaHbICTbl PyXTbl OATY, CYWbI/bIN
Oapa XaTKaH XacTapblMbl3fa oW cany.
AHcamOnbiiH 421 OCblHAAN PYyX KOTEPETIH,
HaMbICTbl OATATbIH LWblFapManapiblH,
Gipereni «¥nbl TypaH MaHrifik»
LblFapMacsl.

«¥nbl TypaH MaHrinik» aen ypaHaaTKkaH
aHcam6/b TypaH oMnaTblHAA MEKEH
€TKeH TYPKI TiiAec engepain, epnirid
anTybIMEH KaTap, Kasipri yprnakka ata-
6abanapbIMbl3[blH COJT €PAIriH ecKe
calny MaKcaTblHAa OpbIHAabIM XKYP..
LbiFapma Ce3iH XeTi 6ybIHAbIK XbIp
MaKaMblHAa Xa3faH — bakbIT begenxaH.
Byn KOMMNO3UUMAHBIH epeKLeniri
aHcamb6/1b KypaMblHAa «KaMbIC CblpHamn»
aTTbl Ka3aKTblH KOHE My3blKasiblK acrnabbl
anfauw pet KongaHbinFaH. CoHay cak
TannanapblHblH 3aMaHblHaH 6acTar,
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Kagsipri 3amaHfa AeniHri kKeaeHaepai XKblpaanTblH Oy WbliFapma:
«CaKTaH KanfaH cantbiMibl, FYHHaH KasFaH FyprbiMAbl,
Tyn Ka3blKKa 6avnaraH, ¥nbl TypaH MaHrinik!
TypKifeH KanFaH }ypToiMabl, HaHibeK-Kepen Ty Kbinbin,
¥nblK KblFaH yaTbiMAA, ¥1bl TypaH MaHrinik!
EciMHiH ecKi »onbiMeH, KacbIMHbIH, KacKa »OJbIMEH,
KepiHreH Toyke TepiHeH, ¥nbl TypaH MaHrinik!
AGbinambl Xblp 60nFaH, TyFblp 60JFaH, Ty 60/1FaH,
KeHecapbl MyH 6051FaH, ¥bl TypaH MaHrinik!
KopiciH 6e, }accblH 6a, Keyae ToNFaH TaCKblHFa,

Anaul Tybl acTbliHAa, ¥nbl TypaH MaHrinik!

Kek 6epigen Teri 6ap, Hep yrbIKTan xepi 6ap,

Kasak agereH eni 6ap, ¥abl TypaH MaHrifik!

AWTbIKTa a3bin KepMereH, HOKTbIKTa TO3bIM KePMEreH,
©nce e Hambic 6epmereH, ¥nbl TypaH MaHrinik!

AxXkan ofblH aTca Aa, 6ip-6ipiHaen caTtca Aaa,

HKasbIKCbI3 ana xanca ga, ¥nbl TypaH MoaHrinik!
AKblHOapbl ap 6onfaH, batbipnapbl Hap 60/FaH,

Bip ToHipre xap 6onfaH, ¥nbl TypaH MaHrifiK!
TeKTigeH TyFaH Tek 60/FaH, Kep 3amMaHfa KeKk 60nfaH,
ANTKaH cesi cept 6onfFaH,¥nbl TypaH MoaHrinik!

KasaKTbIKTbIH KyHapbl, *KyperiHae »blp oHi,
A3aTTbIKTbIH XXYMaFbl, ¥bl TypaH MoHrinik!

KongaH HambIC 6epMereH, ep 6eciriH TepbereH,
©nce ae HambIc 6epmereH, ¥nbl TypaH MaHrinik» [5, 18 6.]
-Aen agam3aT pyxblH OiTapAa epeKLle cesiM cunapbl xakK.

Yw 66eniMHEH TypaTblH KOMMNO3ULMUSAHbIH,
anfFalWKbl 66niMiHAeae KOHE KE3EHHIH,
cafbiMaapbl (apxanKasblK MOAEHHWET)
enecrtece, eKiHwWi 6eniMmiHae Ke3
anabIMbI3fa XUHaNbIN }XaTKaH caH-
MblHAafFaH 6aTblpnapiaH KypanfaH ackepu
acaKTblH 6erHeci KepiHepaen. KeniH
¥bIpAblH 63i 6actanaabl. Lbirapma 2016
Xblnbl 16 entokcaHga «flonoc Bennkon
cTennr». 3akNtounTeNbHbIN KOHLIEPT V
«ABs30B-dpecT» aTThbl decTuBasiHae
KamepasnblK OpKecTpre namblKTanblHbIM,
anfauw pet KasaH KanacbiHga J1a
Mpumepa OpKEeCTPIMEH OpbIHAANAbI.

HeTi 6yblHAbI, KbI3blopaa eHipiHiH *bIp
MaKamaapblHa YKCACTbIPbIIbIM Xa3bl/iFaH.
Keneci TanganTbiH WbiFapMamMbl3 «Kusbl
3aMaH» KOMNO3ULUMACHI. «<Knnbl 3amaH»

- MyxTap 9ye30BTiH, MOBECI eficiHae

YKasbllFaH My3blKasiblK WbiFapma. 1916
HbINFbl ¥NT-a3aTTblK KOTEPINic )enici
OoWblHWa AyHWere KenreH. Anfaw pet

YW iWeKTi AoMOblIpaMeH LWblFapbl/iFaH,
KeniH aHcaMbbre nambiKTan eHAeNreH.
LLbiFapMaHbl TbiHAapMaH TbiHAaFaH
caublH KO3iHe ¥ac anmMau Typa anManjbl.
Cebebi, op agaMHbIH 63iHiH eMipiHae
KepreH KublH Ke3eHaep 60/ybl MyMKIH.
©aKCbl MEH XaMaH KaTap Xypeai AeMeKLi,
O6yn wbifapmaga Kasak 605bin, }eKe en
60/IFanbl KenTereH KMblHLLbINbIK KE3eHaep
KeapaecTi. Con KMbIHLWbIIbIK Ke3eHaepae
MapKyM 60JiFaH aTa-6abaMbl3blH epniriH
€CKe ana oTbIpbIN WhIKKaH LbiFapma —
«TypaH» aHCcamM6bni penepTyapblHAaFbl
OpblHAANATbIH KOMNO3ULUANBIK KYPbIIbIMbI
aFblHaAH eH Kypaeni WweiFapManapabiH, 6ipi
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«OpTteKke» — 2010 *blnbl «TypaH»
aHcaMOni XanblkapanblK «OpTexke»
dectuaninge lNpaH-lNpu nerepi ataHabl.
ATa-6a6anapbiMbI3/blH T€ATP KOMbIbIMbI
CUSKTbI, «OpTeke» eHepi XIX FacbipabliH
6acblHa Ka3aK JanacbliHAa KeHiHeH
TapanfaH. «OpTexke» apHaKbl }acanfaH
TYFbIPFa opHaTblnabl Aa, 10MO6blpallbIHbIH
caycafblHa XinneH 6annaHagbl. Kymuwi
acnanTta onHan 6actaraHaa, nepHe 6acKaH
caycaKTapfblH KO3fa/bICbIMEH KyblpluaK
aceM bure 6aca xeHenepi. «TypaH»
OpbIHAANTbIH «OpTEKE» LWblFapMacbiHAa
OMip cabaKTacTblfbl 8YeH apKbl/ibl HEMECe
YL KybIPLLIAKTbIH KepiHiCiMeH 6enHeneHea.
OMipaiH yw KeseHi. On — 6ana KeseH,
opTa BYbIHFbl KE3EH, aHe KapTTblK KE3EH,
[3]. WblFapMmaHblH 6ipiHLWi 6enimMiHae
lwepTep acnabblHblH KOHbIP YHIMeH A63an
ApblK6aeB YNKEH KapT KiCiHiH 6eMHeCIH
6asHaanabl. AFHU, anablHFbl OYbIHFbI
aTanapblMbl3[blH alTKaH canuKansl
ce3aepiH cunatranabl. KeniHri 6enHene
opTa 6yblHAaFbl XXacTapAblH, Ky bIHbICHI
KepceTineai. }actapablH, OMbIH-CaybIK
KYPYbl, aybljiiarbl TOWAbl OMObIpa
acnabbiMeH baybipykaH bekmyxaHbeT
eTKiseni. An YWiHLWi Kesernae — ew
yambIMCbI3, OMbIH KY/IKIMEH OTKi3reH
6ananblK WakK. byn keseHae Cepik
Hypmongaes WiHKingeKk Hemece 6anaxkam
[oM6blpajla OpTEKEHI OUIETY apKblbl
cynemengenai.

«bypKiT™ — KP Tayenciaaik cMmMBoSibIMEH
TiKkenen 6annaHbiCTbl. byn WhiFapmaga
BypKiTTiH gaycbl KO6bI3 acnabbIMEH €H,
anfaul peT opbiHaanfaH. LlapbikTay WbiHbI,
AFHUM Ky/lbMUHaLMSACHI YpMasibl acnantap
apKblnbl XeTKisinreH. Lbirapmana KbipaH
OYPKITTIH 6EMHECI aHbIK KOPCETINTEH.
«TypaH» aHCaMbni OpPbIHAANTLIH EH, KbICKa
WblFapMaHblH 6ipi. LbiFapMagaa Tayencia
KblpaH BYpKITTiH XKOfapfbl af1emMae epKiH
YLLIbIMN XXYPreHi 6enHenexnesi.
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«TypaH»-HblH Ka3aK My3blKacblHa
EHTi3reH }aHanblKTapblHbIH 6ipi —
anfall pet GOSIbKNOP/bIK acnanTapablH,
CUMOOHUSANBIK OPKECTPMEH YHAECTIK
TaybIn, 6ipirin WelFapma opbiHA4AyblHAA.
OH bl iWwiHAe aHcambsbre apHan
KasakcTtaHgarbl 6erifii KoMno3uTop
AKTOTbI PaibiMKyioBa GipHelue
CUMOHMANBIK LWblFapManap *asca,
OyriHae afbl/ilblH KOMNO3UTOPbI
K.XXEeHKUHC Te 63iHiH, WbiFapManapblH
aHcamb6nbre naubliKTan »kasyga. CoHbIMeH
6ipre, U3paunnbaiH, CMMPOHUANBIK
OPKECTPIHIH Ka3aKCTaHAblK
aHcamMO6/bMEH LiblFapMallblfiblK,
GannaHbiCTa 601yabl AoCTYpre
avHanablpraHbiH 6i34ep apKallaH aa
MaKTaHbILL TYTYbIMbI3 KEPEK.

KopbITbiHABI

ByriHri KyHre geniH mypa 60onbin,
caKTasiblM KeNreH aTHO-QONbKIOPSIbIK
acnanrap Kasipri TaHaa Typhi
GONbKIOPNbIK aHcCaMbibaepae
KOJIAaHbI/bIMN Kefce e, aH-XaKTblbl
3epTreyai Tanan etefi. «TypaH»
3THO-DONbKNOP/IbIK aHCAMOIiHIH
LWblFapMalLlbl/iblFbIHa TEPEH, YHINY
YNTbIMbI3/IblH, YMbIT 601FaH YATTbIK
acnantapbIMbI3/bl }eTe TaHbIN KaHa
KOMMaW, yNTTbiK 60AMbICbIMbI3AbI Aa
YaH-XaKTbl 6i/1yiMi3re e KeH, o/
awapbl. ArHK, 6i3 }KofFapblga Tinre TMEK
€TKeH aHcaMOnbaiH ap6ip TybIHAbICHI
TapuXneH ywrachirn, 601MbICbIMbI36€EH 6iTe
KaWHacbln, canT-A9CTYPIMi3aiH KapKblH
ynrici icnetri. «TypaH» 3THO-QONBbKNOPbIK
aHcaMO/biHiH WhiFapMallbINbIFbIH }KeTe
TYCiHY XanaH, My3blKasblK TaHbIMbIMbI3/bl
apTTbIPbIN KaHa KoMMaMn, YNTbIMbI3[bIH,
OGamnblpfbl TYCIHIK NanbiMblHa KalTa
opanyblMbl3Fa YKeH MYMKIiHAIK 6epef;.
EH 6acTbicbl «TypaH» 3THO-QONbKIOPSbIK
aHcamb6i ecKi ayeHepimi3beH 6alblpfbl
acnanTapbiMbI3bl 3aMaHfFa NanblKTbl
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YKaHa Yrige aHfFblpTbin ThiHAApMaHFa ATanMbllW aHCaMOGNbAiH TEPEHHEH

yCbiHa 6ingi. KaHgan aa 6ip epkeHueT TaMbIp TapTKaH XaHalla ypAici Aa/1 ocCbl
©3iHiH peH, 605YyblH XKOFanTnamn yaKblTTbIH, MYLOLEHI 63[epiHe TEMiIPKa3blK eTKEHAEN.
KaTaH, CYy3riciHeH cypiHGen eTe asnca, on bi3 »ofapblga MyHblH MOH Ma3MyHblHa
WbIHbIMEH A€ ajam3aTKa opTaK MaeHHET KbICKalla TOKTanablK. Anafbl yaKbiTTa OChl
ayhapblHa arHanagbl. TaKblPbIN KEHIHEH 3epTTeNyai KaXKeT eTei.
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E. B. Anmes, H. C. BekmonauHos

Kasaxckasi HayuoHanbHasi akademusi uckyccems um. T. XKypeeHosa
(Anmamei, KazaxcmaH)

OCOBEHHOCTH PASBUTUSI COBPEMEHHbIX 3THO-®0JIbKJIOPHbIX AHCAMEBJIEHA
(Ha ocHoge 3MHO-ghONbKIOPHO20 aHcambris « TypaH»)

AHHOTauMA

B cTatbe paccmatpuBaeTCs MCTOPUS Ka3axCKOM MY3bIKW, MyTb Pa3BUTUS, COCTOSIHUE CUHKPETHOWM
OEeNCTBUTENBHOCTU B GOJIbKIIOPHOM UCKYCCTBE, aHaNIM3UPYETCH C Hay4HOM TOYKU 3PEHUSA, TOBOPUTCS O
MeToZax 1 NpuemMax UCrnosib30BaHWsA COBPEMEHHbIX MHCTPYMEHTOB B aHCamOnsix. B HacTosee BpeMs WUPOKO

n3y4yaetcs TeHAEHLMS PasBUTUSA TPYNTbl, UCXOAA U3 KOMMO3ULIMIA 3THO-GONbKIOPHOrO aHcam6na «TypaH»,
NonynsapHOro CBOMM TBOPYECTBOM, LUIMPOKUM pPernepTyapom.

KnioueBble cnoBa: 3THO-GOIbKIOPHLIN aHcaMbslb, KOMMNO3WULMS, penepTyap.

E. B. Aliev, N. S. Bekmoldinov
T. K. Zhurgenov Kazakh National Academy of Arts
(Almaty, Kazakhstan)

FEATURES OF DEVELOPMENT OF MODERN ETHNO-FOLKLORE ENSEMBLES
(Based on the ethno-folk ensemble «Turan» )

Abstract

The article deals with the history of Kazakh music, the way of development, and the state of syncretic
reality in folk art. it is analyzed and analyzed from a scientific point of view, as well as methods and

techniques for using modern instruments in ensembles. Currently, the trend of the group's development
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is widely studied, based on the compositions of the ethno-folk ensemble «Turan», which is popular for its

creativity and wide repertoire.
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4

XOPEOT'PA®UYECKHUE
[ITOCTAHOBKH
A.A. TATH

ART STUDIES

B TAHLLIEBAJIbHbIX

MPHTH 18.49.15 KOJ]J] EKT” BAX
KA3AXCTAHA

T. K. Moapgaaum', J1. 1. Ypaseiméeros?

L1 Kasaxckasi HalpoHasibHast akajieMust HUCKYCCTB UM. T.

K. JKyprenosa (r. Anmatsl, Kazaxcran)

XOPEOrPA®UYECKUE NMOCTAHOBKHU A. A. TATH
B TAHLLEBAJIbHbIX KOJIJIEKTUBAX KA3AXCTAHA

AHHOTaUMA

Anrynb AGuKeHoBHa TaT — U3BECTHasa Ka3axCTaHCKas TaHLoBLMLA, neaaror u xopeorpad, 3acnyeHHas
apTucTKa KasaxcTaHa, I0LEeHT NCKYCCTBOBEAEHUS, laypeaT HallMOoHalbHOM TeaTpanbHON NpeMum
«CaxHarep» B HOMUHaLMK «Jlydlunin xopeorpad», 6aneTmencrep-nocTaHoBLLMK TeaTpa «Astana Ballet».
3a CBOIO TBOPYECKYIO AEATENbHOCTL OHA OCYLLECTBMUNA MHOXKECTBO XopeorpadnyecKkmx NoCTaHOBOK B
pasnMyHbIX TaHUEeBaNbHbIX KoneKktueax. CeroaHsa A. A. TaTn Npoao/iKaeT HeyCTaHHble NOUCKKU B 060raleHnm
W Pa3BUTUM BbICOKUX TPAAMLIMIA Ka3axCKOro TaHua, 3a50XKEeHHbIX ee NpeLlecTBEHHUKaMU, CTPEMSCh
nepeaaTb COBPEMEHHOM MOMOAEKM BCE NyYLlIMe JOCTUKEHMS HALMOHaNbHOM xopeorpaduun. B ctatbe
BMepBble CUCTEMATUINPYIOTCHA Xopeorpadumyeckne noctaHoBKM A. A. TaTh B pasfiniHbIX Xopeorpaduyeckmx
KonneKktnBax KasaxcraHa.

KnioueBble cnoBa: Airynb Tatn, 6anetmencrep, xopeorpad, negaror, xopeorpadus, Ka3zaxckum TaHel,
KasHAWM nm. T. K. XypreHoBa, Astana Ballet.

BBepeHue npodeccnoHanbHOro 6aneTHoro
KasaxcKui TaHeL, aBNseTcsd OgHUM “CKyccTBa B CcTpaHe Kasaxckomy
N3 KYNbTYPHbIX JOCTOSAHWIW CTpaHbl. Ha [ocyaapcTBEHHOMY My3blKaibHOMY TeaTpy
CEroAHsLLHWUI eHb OH noapa3aensercs (HblHe [ocyaapCTBEHHbIN aKaleMUYEeCKMM
Ha GONbKIIOPHbIN, HAPOAHbIN, HAPOHO- TeaTp onepbl 1 6aneta M. Abasi)
CLEHUYECKUI, CTUITM30BaHHbIM Oblfla NocTaB/ieHa 3ajaya pa3BUTHS
ctnan. B 1934 rogy ¢ nosiBieHUEM HaLMOHanbHOM KynbTypbl. C 3TOr0 Nepuoaa
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Ka3axCKMW HapoaHO-CLEHNYECKUI

TaHel, BHeapsieTcs B penepTtyap
Ka3axCTaHCKMX TeaTpPOB M KOHLLEPTHbIX
opraHusaumn «M3y4aeTcs B crieymasibHblX
y4eO6HbIX 3aBEAEHNSAX U LUMPOKO ObITYET

B KOJIIEKTUBAX Xy[I0XKECTBEHHOIO
camMofesATeNbHOro UCKycCcTBa pecnyonmKku»
[1].

C 2016 roga oTKpblna ABepun Kasaxckas
HaLMWOoHalbHas akageMus xopeorpaduu
B cTtonuue Hyp-CyntaH, B KOTOpOK
GYHKLUMOHMUPYET Hay4YHO-METOAMYECKas
NabopaTtopust Ka3axcKoro TaHua. 34ech Xe
NpoBoAATCS pecnybMKaHCKUE KOHKYPChI
Ka3axCKOro TaHLa 1 MacTep-Knaccol ¢
BeAyLIMMU crieLpmannuctaMm Kasaxckoro
TaHUa C Lefiblo COXpaHEeHUs 1 pa3BUTHUS
HaLWOHalIbHOW KyNbTypbl.

BonbLyo posib B COXPaHEHWUN U
pa3BUTUN Ka3axCKoro TaHUa urpaet
TBOPYECTBO Arynb AGUMKEHOBHbI
Tatn. bonee 40 net oHa paboTaeT B
cohepe xopeorpadpm4ecKoro UCKyccTea
n obpas3oBaHus. 3a nepuo cBoen
TBOPYECKOW AeATENbHOCTU OHA UCNOMHMNA
60/1bLIOE KONMYECTBO XxopeorpadpryecKmnx
KOMMO3MLMN HA MHOFOYMUCIIEHHbIX
CL,eHaXx BHYTPU CTpaHbl 1 3a py6exom,
npenogasana B AIMaTUHCKOM
xopeorpaduyeckom yumnuuie um. A. B.
CenesHeBa, Pecnyb6nnKaHCKOM 3CTpagHo-
LMpKOoBOM Konneaxe um. XK. EnebekoBa,
KasaxcKon HauMoHanbHOW akagemMuu
ncryccts uM. T. K. XKypreHoBa, Kasaxckon
HaLMOHaNbHOM akagemun xopeorpaduu. A.
A. Tatu aBnaeTca co3gareneM YHUKanbHOro
METOAMYECKOro N0Ccobms ANst AUCLMUNINHDI
«Teopus U MeTOAMKa NnpenojaBaHnsg
Ka3axCKOro TaHua» [2], KoTopoe cTano
HaCTO/IbHOW KHUIOM 111 MHOTUX Neaaroros
Ka3axCKOoro TaHua.

[MOMMMO UCMOSTHUTENBCKOM U
negarorn4yeckon geatenbHocTu A. A. Tatu
OCYLLECTBUNA MHOMECTBO MOCTaHOBOK
xopeorpapuyecKknx MMHUATIOP B
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pa3nunyHbIX KONNEKTMBAX U TeaTpax
KasaxcTtaHa, co3gana TaHubl B ONEPHbIX
cnektaknax HTOBba um. K. BancentoBown,
FATOba nm. Abas, 'TOba «AcTtaHa
onepa». CerogHa oHa NpoAosIKaeT CBOO
[lesTeNbHOCTb B KadyecTBe 6anetmencrepa
W peneTuTopa B CTONMYHOM TeaTpe Astana
Ballet.

N3yyeHne TBOPUYECKOM AEATE/IbHOCTH
A. A. TaT 1 B 4YaCTHOCTM €€ aBTOPCKMUX
NOCTAHOBOK Ka3axCKUX TaHLUEB
MOXeT OKa3aTb BKJ1aj B pa3BUTHE
HalMoHaNbHOM Xxopeorpaduu, a
TaKXe B 06pa3oBaTelibHbIn NpoLecc
xopeorpadpuryecKoro MCKyccTBa
KaszaxcTtaHa.

MeToabl

ABTOPbI MPUMEHSIOT B
HacTosIWen paboTe aHaUTUYECKUN,
COMoCTaBuUTENbHbIW, ONUCaTeNbHbIN
METO/lbl, @ TaKXKe MeTOobl apXUBHO-
U3blCKaTeNbHOW PaboTbl U
WHTEPBbLIOMPOBAHUS, KOTOPbIE
Ccnoco6CTBOBaNM PACKPbLITUIO NPEAMETHOIO
W Hay4yHOro anmnapaTta CTaTbM.

Pe3ynbraTtbl

B xone npoBeaéHHOro nccneqoBaHus
Obl/IN BbIIBAEHbI NPUHLMMbI PaboThl A.
A. TaTu B TaHUEBa/bHbIX KOIEKTUBAX,
pacKkpbiTa ee baneTMencTepcKas
N PENeTUTOPCKas AeaTeNbHOCTb B
TeaTpe Astana Ballet. Kak xopeorpad-
NOCTaHOBLIMK OHa COTpyAHMYana ¢
TaHUeBalbHbIMW KONIJIEKTUBAMU CTPaHbI
ydawmmmcs AXY um. A. B. CenesHeBa,
3CTpafHbIM aHcambnem «fynbaep»,
aHcambnem «Koc anka» npm PAOLK nm. XK.
EnebekoBa, TeatpoM TaHLa «ASD» npu
KasHAU nm. T. K. }ypreHoBa, Teatpom
Astana Ballet, KasHAX, aHcamb6nem
HapOAHOro TaHua Npu rocyaapCTBEHHON
dunapmoHumn «lllankbima», co3gana TaHLbl
B onepHbix cnektakngx ATOba nm. Abas,

Central Asian Journal of Art Studies N4 2019



HTOBa nm. K. bancentoson, [TOba
«AcTaHa orepar, a TakXe C CONIbHbIMMU
NCMNONMHUTENSMM.

B cyliecTBytolen Hay4HoOH,
MeTOAMYECKOM 1 crneuunasibHOoM nnuTepartype
NpPaKTUYECKN OTCYTCTBYIOT UCC/IEN0BaAHUS
NnoCTaHOBOYHOM AesTenbHoCcTH A. A. TaTu.
BonblUy NOMOLLb OKa3anu aBTopcKas
pa3paboTKa A. A. TaTh NnporpaMMHbIX
TpeboBaHWK Mo aucumniInHe «Teopus u
METOAMKa npenogaBaHus Ka3axCKoro
TaHua» (Anmatsbl, 2009), nyénnkaums A.

A. Tatu («TaHeL, nogpaxaHus», 2011),

€€ NHTEpPBbIO Ha pa3nunyHbIx YouTube-
KaHanax. B nepnoguke (rasetax u
ypHanax) U UHTEPHET-U3AaHUAX YaCTUYHO
ocBellaloTCs TBOPYECKUE AOCTUKEHNS

A. A. TaTu, co3aaHbl penopTarku o ee
noctaHoBKax. [TOMMMO 3TOro, aBTopbI
obpatnnucb K uccnegoBanuam B. M.
Kpacosckow, J1. . CapbiHoBOWK, . T.
AbupoBa, I. H. benceHoBowm, A. B. lManunes,
C. B. bypatblHcKom, 0. A. KuBlueHko,
KOTOpble cocpejoTOYEHbI Ha Negarornke
xopeorpadum n 6aneTMencTepCKom
UCKyccTBe. Bce nepeyncneHHoe ctano
MCTOYHMKOBOW 62301 HaCTOSLWEro
nccnegoBaHus.

Aunckyccuna

C 1976 no 1981 roabl A. A. Tatu
yyunacb B AniMa-AlIMaTMHCKOM
rocyaapcTBeHHOM Xopeorpadmn4ecKom
yuunuule (cerogHst — AnMaTUHCKOe
xopeorpaduyeckoe yymnauile nm. A. B.
CenesHeBa), rae el Noc4acT/IMBUIOCH
MCMNOMHATb TaHLbl BblJAIOLWINXCH KAa3aXCKMUX
6anetmenctepos . T. Abuposa, 3. I.
PanbaeBa, b. I'. AloxaHoBa. OHa MHOro
noyeprHyna 3HaHUM O Ka3axCKoOM TaHue
OT O[HOM U3 ero pogoHayvanbHuL, — L.
b. ureHKynoBowu, KOTopas okazana
3Ha4YMMOe BNSHME Ha UCMONTHUTENBCKUE,
negarorn4yeckue n 6aneTMencTepeKrme
HaBblkK A. A. TaTu.

A. A. Tat1 Ha4yana cBOIO
6aneTMeNCTEPCKYIO AeATENIbHOCTb B
1997 roay, paboTas npenogaBaTenemM
cneuuanbHbIX gucumnanH B AXY nm. A.

B. CenesHeBa. 3aecb OHa noctaBuna
Ka3axckue TaHubl: «[danamnaay» (1999),
«KbI3 KanbiH» (2000), <AKKy» (2000)

n apyrue. B aTux xopeorpadunyeckmx
NOCTaHOBKax NOMUMO CMHXPOHHOCTHU
UCMNONTHEHNSA TpeByeTCs 1 NpuUcyLLLas
Ka3axCKOMY TaHLy C/IMTHas NJacTU4HOCTb
WCMNOSTHEHWNS KaXX0ro TaHLLEeBaNbHOMo
3fleMeHTa, akTMBHas paboTa BEPXHEN
yacTtu Kopnyca. OHa 13 y4yeHu,
BbINYCKHOIO Kypca, Ha KOTOPbIX CTaBuicS
TaHey «Jananpay», Acenb KycanHoBa
BCMNOMMWHAaET: «3TOT HOMeP Noto6MIK
BCE: U Mbl — UCMOJTHUTENU, U NeJaroru, n
3putenm» [3].

banetmenctepcKkas aearenbHocTb A. A.
Tatu npogomxmnack B flocygapCTBEHHOM
3CTpafHO-MOJI0AEXHOM aHcambe
«[ynbpep». Xopeorpadbuyeckas
HanpaBJ/IEHHOCTb KOJINIEKTMBA OTMYanach
OT APYrMX CyLWeCTBYIOLMX TaHLEBASIbHbIX
aHcamb6nen n TpeboBasia 0coboro
noaxofja K noctaHoBKe TaHUEeB. B atom
HanpaBJ/ieHWM BNepBble Havyanu paboTaTb
[annsa bakneBHa KnsikoBa, [ynbxnxaH
lanneBHa lanveBa. Torga 6bi1uM nNepBble
OCYLLECTB/IEHbI MEPBbIE MOMbITKK
HanpaBWTb HaLUMOHaNbHbIM TaHeL, B TaK
Ha3blBaeMoe «acTpagHoe» pycno. Nx
nyTb npogomxuna A. A. TaTu, ocylecTsms
NOCTaHOBKY psifa xopeorpadnyecKmx
MUHUaTIoP: «CblJIKbINAaK» Ha MY3bIKY
TattumbeTa, «KybipliakTap» Ha My3blKy
A. beceyoBa «MyHanmavr, «Apynap wepyi»
Ha My3blKy A. KyHaH6aeBa «wKencis
TYHZE apblK ai», Ha HAPOAHYI MY3bIKY
«WAnblpan», «bip 6ana».

A. A. TaTu nepea NoCcTaHOBKOM
TWartenbHO 064yMblBana CBOU
xopeorpaduyecKkne 3agyMKu, NoOHMMas,
YTO 3TO HE AONKEH ObITb TPAAULIMOHHbLIN
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Ka3axCKWM TaHeLl, COCTOSALLNM N3 OOHUX
GONbKIOPHbIX ABUXeHUK. OHa Haxoamnnachb
B MOMCKe HOBOW TaHLLeBallbHOW NIACTUKMK,
KoTopas [10/1}KHa OblTb B KOHTEKCTE
HaLMOHaNbHOro TaHua. Pe3dynbraTtom
KPOMOT/IMBOIro Tpyaa 1 TBOPYECKUI
WCKaHWW cTana HoBas xopeorpaduryeckas
noctaHoBKa B «CbUIKbl1aK»,
noctaBneHHas anga 35-netHero obunes
aHcamb6ns «[ynbaep» B 2003 roay. B

3TOM TaHLe xopeorpad coBMecTUIa
GONbKIIOPHbIM }KaHp CO CTUIM30BAHHbIM.
B 2009 roay B 4yecTb 40-neTua KonneKkTMBa
«[ynbaep» OHa ocyllecTBUIa NOCTaHOBKY
HOBbIX TaHLUEB: «KyblpwaKTap» n «<Apynap
wepyi». Mpo cozgaHne TaHUEBaNbHOK
KOMMo3uuuK «Kyblpliaktap» aBTop
NOCTaHOBKMW pacCcKasblBaeT: «ITO He
JIOJI}KEH 6bin 6bITb MPOCTO TAHEL, a TaHel,
C “UBIOMUHKON"» [4]. ATY «UBIOMUHKY»
NbITA/IMCb HAWTK 1 B TaHLIEBaA/bHbIX
KOCTIOMax, KoTopble 6bUIX NOLWKUTbI MO
CO3JaHHOMY €t0 3CKM3Y 1 NpeacTaBIaiu
N3 cebs1 KOPOTKOE pacKielleHHoe nnaTbe
C HECKOJIbKUMM CNIOSIMM MaTepuana Ha
nogone, MMHUaTIOPHOE, HEBBLICOKOE
“coyKene” ¢ 3ayXeHHbIM KOHLIOM. B
pesynbraTte 6bl1 co3jaH COBPEMEHHbIN,
CTUIM30BaHHbIM KOCTIOM [€Tajin KOTOPOro,
XapaKTepuaoBanu Kykos. OgHa ns
apTUCTOK TaHLEeBalbHOro aHcambns
TaxmunHa BanveBa BCNOMUHaET: «TaHLbl
Anrynb AGUKEHOBHbI, €€ MOCTPOEHUS
PUCYHKOB — 3TO YTO-TO HEBEPOSATHOE.

[ns MEeHS OHU ObINTM KAKUMU-TO
MaTtemMaTUyeCKMMK 3ala4amMu, a He
NPOCTbIMM NEPEeaBMKEHNSMM MO
cLeHWYecKkom nnouwaake. [BeHaguatb
JIEBYLLEK MCNONMHANM TaHel, “KyKknbl” B
pa3HOLBETHbLIX CLLEHNUYECKMUX KOCTIOMaX.
Ha penetnumsx ¢ Anrynib AGUKEHOBHOM

HW pa3y TaKoro He 6bl10, YTOObLI B

OAHOM MecCTe He4yasiHHO OKa3a/nuchb ABa
O[IMHAKOBOIO LiBETa nnatbs. Y Hee Bceraa
BCe Nnpoc4ymMTaHo» [D].
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MNepnaror focynapCTBEHHOMO 3cTpagHoO-
MoJsiofexHoro aHcamons «fynbaep» PayliaH
HopaeBHa bekXaHoBa paccKa3blBa€eT Npo
coBMecCTHoe TBopyecTBO ¢ A. A. TaTu TaK:
«C 60nblUMM NpodeccrmoHanom pabotaTb
BCEra MHTEPECHO M YecTb An9 Atboro
KONNIeKTMBaA. 1 Bcerga cunTtana u cuutato
€€ NyylMM B CTpaHe NOCTaHOBLMKOM
Ka3axCKOro TaHLa. 3anoMHuACs eé
OTBETCTBEHHbIN N0AX0A4 K paboTe, HauynHas
OT 06CYKAEHMS MOCTaHOBKM TaHLa
[0 nowmnBa KocTioMoB. OHa, npexae
BCEro, y4nTbiBana xopeorpadu4ecKkyto
HanpaBfIEHHOCTb aHcaMbs, coxpaHana
CTUINCTUKY, NPUCYLLYIO UMEHHO AnS
aHcambnsa “Tynbaep”. TaHuUbl B €€
NOCTaHOBKE BCErja OTIn4aancb KpacoTomn
M pasHo06pa3neM PUCYHKA, IBUKEHUN,
0COOEHHO ABUXEHWUN PYK, NNABHOCTbIO,
BblPa3UTENbHOCTbIO, KPAaCUBOW IEKCUKOM»
[6].

Pa6oTa B HOBOM CTWU/IEBOM
HanpaBJ/IEHWM Ka3axCKon xopeorpaduu
Bbi3biBasia y A. A. TaTn «Heo6X0ANMMOCTb
MOUCKA CBEXUX TEM U UIEN,
IpamMaTypruyeckoro NoCTPOEeHMS,
06pa3HOro peleHns TaHLueBasbHbIX
KomMnosuuum» [7, c. 55]. OHa
paccKka3biBaeT NPOo NOCTAaHOBOYHbIN
npouecc TaK: «JTlo60Bb K TaHLy, Halla
My3blKa [KypcuB /. ¥.] noBena 3a coboMn
Ha TBOPYECTBO. A HE XxOTeNa ocTaBaThCH B
TOM hopmaTe PEXMUCCEPCKMUX MPUEMOB, B
KOTOPOM CTaBWAM A0 Hac. Beab Ao Hac 6bi
onpeneneHHbI CTUb NOCTaHOBOK. MHe
XOTENOCb BbIATK 3@ paMKKW TPAAULIMOHHOIO
Ka3axCKOro TaHua, co3aaTb YTO-TO
HOBOE, KOMHYTb [My6Ke, MOMCKaTb
HOBblEe GOPMbI, KAK-TO PACKpPbITb HaLly
Ka3axCKYl0 MHAMBUAYaAIbHOCTb, KO/IOPUT,
CTeMb, TOHKOCTb KA3aXxCKOW AEBYLLKU, ee
[ylleBHOCTb, €€ Nt060Bb» [4].

C 2000 no 2012 roabl A. A. Tatu
npenojaBana B KazaxcKkon HaUMOHaNbHOM
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akagemMunn nckyccts M. T. K. XypreHosa,
roe ¢ 2007 no 2009 roabl 3aBegoBana
Kadenpou negarornku xopeorpaduu.

OHa Bena gncumniaunHbl «Teopus u
METOAMKa npenogaBaHus Ka3axCKoro
TaHua», «<KasaxcKum GoSIbKIOPHbIN
TaHel», <KoMNo3MLUMA Ka3axCKoro TaHua»,
«MeToa0/1I0rns peEXMUCCYPbl Ka3axCTaHCKUX
xopeorpadoB» CTyAeHTaM U MarncTpaHTam
Kadenp negarornkmn xopeorpadum u
pexuccypbl xopeorpadun. 3gecb A. A. Tatu
CTOJIKHYNachb ¢ Npo6seMon OTCYTCTBUS
CUCTEMATU3NPOBAHHbBIX METOANYECKUX
noco6ui no npenogaBaHUI0 Ka3axcKoro
TaHua ans 6akanaBpuata. B ToT nepuog
CylLLLeCTBOBaIN KHUTU N y4eBHble NOCOOUS
L. B. neHKynoBown «Kasaxckue TaHLbl»
(1955), «TarHa TaHua» (1980), «OMipim
MEHiH eHepim» (1983), «CbimbaT» (1987),
«TaHubl apy3en» (1989), «bu epHeKTepi»
(201.0), 1. . CapbiHoBOM «baneTHoe
ncKyccTBO KasaxcTtaHa» (1976), C.
EckanveBa «Kazaxckue HapogHble
TaHubl» (1976), O. B. BceBonoackom-
[onywkeBuY «[19Tb Ka3axCKUX TaHL,EB»
(1988), «lllkona Kasaxckoro TaHua» (1994),
«baKcbl oMblIHbI» (1996), [. T. AbupoBa
«KaszaK 6unepiHiH Tapuxbl» (1997), roe
cpean NpoYvero ONMUCbIBaNUCh ABUKEHNUS,
TaHUeBalbHble CBSA3KW, pa3Hoo6pa3Hble
3/IEMEHTbI Ka3axCKoro TaHua, a Takxe
GUrypbl HECKOJIbKMX TaHLLEB, HO
OTCyTCTBOBasia cCMCTeMaTM3nMpoBaHHas
METO/[MKa 0BY4EHUS CTYAEHTOB-
nenaroro.. A. A. Tatn cTpemunach K ToMy,
4yTOGbI CTYAEHTbI — ByayliMe negaroru-
xopeorpadbl, OTKpbIBas MeToAMYeCKoe
nocobue, NoOHMMasM KaKoW TaHLEeBalbHON
NIEKCMKOM 06nagaeT Kasaxckun TaHel,. B
LLenax oxBaTuUTb Bce xopeorpaduyeckme
3N1EMEHTbI Ka3axCcKoro taHua A. A.

Tatv n3dydyunna Bce cyllecTByloLme

Ha TOT MOMEHT y4yebHble Nocobus,

KHUIMW gedatenen xopeorpaduyeckoro
nckycctBa KasaxctaHa. Co6pas B 04HO

Lienoe ocHoBononaratowme ABUKeEHUs,
OonucaHHble B TpyaaxX Ka3axCTaHCKMUX
xopeorpados, A. A. TaTn nocTynartesibHO
BbICTpOWNa NporpamMmy ans CTyaqeHToB
O6akanaBpwuaTa. B Hen npucyTcTBytoT
YyeTKMe pasrpaHUyeHns B pasaesnax ypoKonB
— YKEHCKOI0 1 MYXCKOr0, X00B, AABUXEHUN
U cneundUYeCKMX NONOKEHUN PYK.

1o BbICTPOEHHOW NporpamMmme negarora
A. A. Tatn cnegyet ee ydyeHunua A. T.
MongaxmeTtoBa. OHa NpenoaaeT Ka3axCKum
TaHel, No MeToAn4eCKoMy Nocobumto CBOero
npenofaBarens: «B KOMGUHaLnsax AWrynb
AGWKEHOBHbI BCcerga npucyrcreoBana
CUCTEMHOCTb, KOTOpas NposiBnsnach
W B My3blKa/lbHOM packnaake. OHa
ob6bsicHsNa maTepuran To4Ho. B xoae
CBOEro aHain3a, KOTopbli 1 NPOBOXKY MO
€e TaHuaM, y4eOHbIM KOMOUHALUMAM B
€€e COCTaB/IEHNM U COYMHEHUN pa3BUTUE
TaHLeBaNbHOW NEKCUKK MPOUCXOANT
no BepTuKanu. o BepTnKanu, 3Ha4mT
pasBuTUE OABUKEHUN U3 NEKCUKHU
Ka3axXxCKOro TaHUa UAET BHYTPU Ka3axCKoro
TaHuUa. Kak npaBwuo, ecnu 6epetca 3a
OCHOBY Ka3axCKWI TaHeL, TO ABUMKEHUS,
3/IEMEHTbI MPEACTaBNSAIOTCS B CUHTE3E
C 3NeMeHTaMU KJlacCUYeCcKOoro TaHLa,
COBpPEMEHHOM xopeorpadunn — 3To ABHO
NposiBfIeHUE ropmU30HTaIbHOIO Pa3BUTUS
TaHUeBallbHOW KOMNO3ULUMW. ANTYnb
AGWKeHOBHa cTapaeTcs He BbIXOAUTb 3a
paMKW Ka3axCKoro TaHua, CTpeMUTCS
pa3BUTb ABUXKEHKE BHYTPU Hero. OHa B
CBOEN negarornyeckon crese, NposiBnseT
cebsl U KaK 6aneTMencTep, U paBHbIX e
HeT. [1oTOMy 4YTO B LENCTBUTENBLHOCTH
KpacoTa 1 Xy4OXeCTBEHHOCTb B €€
NOCTaHOBKaX, COCTaB/IEHHbIX KOMOMHaLMAX
NPMBMUBAIOT BKYC, BblparkatoT O6POTY», —
paccKasbiBaeT A. T. MongaxmeToBa [8].

A. A. CagbiKoBa — nepgaror,
3aHUMaIOLWMNCH aKTUBHOM
negarormn4eckomr U noCcTaHOBOYHOM
AeATENbHOCTbIO Ka3axCKUX TaHLEeB,
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noA4yepKMBaeT, 4TO AN Hee METOANYECKOE
noco6bue A. A. TaTu — 3TO HacTo/ibHas
KHura: «OHa y MeHs BCa nepevyepKHyTas,
pa3pucoBaHHas. EcTb anemeHTbl, KoTopble
Mbl 3Ha/IK, KaK UCNOMHAIOTCSH, HO HE

3HaNn 0603HavaloLLMe UX TEPMUHBI, NN,
Haob0pOT, TEPMUHbI BPOE Obl 3HaELL b,

a OKa3blBAETCS, YTO OHM UCMONHAIOTCS
no-gpyromy. To ectb 6n1arogaps atoun
nporpamMme s COBCEM APYrMMU ra3amu

Havyana CMOTPETb Ha Ka3axcKum TaHewy [9].

MeTtoanKka paboTtbl A. A. TaTu ¢
OyayLwnMMmK pexxmnccepamm-xopeorpadamu
BO MHOIOM CTpOWacb Ha OCHOBE
nsgaHHoro nocobus. OHa NoKasbiBaia
3/1EMEHTbI, ABUKEHMNS M NO3bl KA3AXCKOro
TaHUa cTyaeHTaMm, paboTana ¢ HUMKU Haf
UX y4e6HbIMK 3TIOAAMM U KOMMO3ULUAMM.
Bnocneactemmn OHM NOKa3biBannCh B
MCMOJTHEHWW CTYAEHTOB Ha KOHLIepTax B
akageMuu. Cpef HMX TaHeL, ¢ Nnanamu
«ATafgaH mypa» (2006) B nocTaHOBKE
I. Oppabaeson, «Koc iwek» (2006) B
noctaHoBke . Mepranuneson, <AKkKynap»
(2009), «O4yapoBaHue BecHbI» (2011)

B noctaHoBKe [l. Ypa3biMbeToBa,
«KyaHamblH» (2009) B noctaHoBKe A. Llon
W MHOIWe apyrue.

MeTtoaunka A. A. Tatu B paboTte
CO CTyfleHTaMu-basieTMencTepamu
HanpaBfieHa Ha BblpabaTbiBaHWe
MHAWBWIOYaNbHOIO NoYepKa B COHUHEHUU
xopeorpaduyecKon IEKCUKN Ha OCHOBE
Ka3axcKoro TaHua. OHa npusbiBaeT
CTYAEHTOB ObITb BCErAa «B MNOUCKE
HOBbIX GOPM U HECTAHAAPTHbIX PeLlEeHUM
B npoLiecce co3gaHusa CoO6CTBEHHOM
xopeorpadpnyeckon Komnosunuum» [7, c.
55]. Ctapwui npenogasaTenb Kadpeapbi
«Pexunccypa xopeorpadum» . [.
Ypa3bIM6eTOB paccKkasbliBaeT Npo paboTy
HajJ NOCTAaHOBOYHbIMM MOMEHTaMM TaHLa
«AKKynap» TaK: «Anrynb AGMKEHOBHa
B NepBYylo o4Yepeab HacTanBana Ha
TOM, 4YTOObI My3blKa 6bl1a MOMHOCTbLIO
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npocyuntaHa. Menoams “Akky” Cyrupa
Anunynbl 04eHb KpacuBas, HO 4OCTaTOYHO
C/IOXKHag no cyety. Anrynb AGMKEHOBHa
y4una Hac cTaBUTb xopeorpadundeckume
KOMMO3MLMK TaK, KaK CTaBUT cama.
lNocne Hallero ¢ Hew TWaTenbHOro
noacyeta 6€CKOHEYHbIX CMEH pa3mepa
“AKKY”, BbISICHWUJIOCb, YTO 51 HE MOTY [laXKe
LUEeBENbHYTbCS, TAXe0 Obl0 JarKe
caenatb Kakoe-HMGyb NepeaBuKeHne
no cueHn4ecKou nnowagke. Ho
NOTUXOHbKY Xopeorpadus HakanMBanacso,
pas3BuMBasachb, nonay4yana cBoe pa3BuTue
B PUCYHKax, 1 B NNeKCuKe. TaK B utore
poaunacb aTa xopeorpaduyecKas
MUHKWaTopa» [10].

B 2010 roay A. A. TaT npurnacunu B
KayecTBe xopeorpada-noctaHoBlNKa B
Pecny6nnKaHCKUIM aCTpaaHO-LMPKOBOK
Konnegx um. . EnebekoBa. 114
CTYOEHYECKOro KonneKtTuBa «Koc anka»
otaeneHus xopeorpadunm PALUK nm.
Ene6eKoBa eto 6b1IM OCYLECTBEHDI
TaHLUEeBalbHble NOCTaHOBKM «Facblpfiap
YHi» 1 «Kep6es ryngep». TaHey, «Facbipnap
YHi» 6b1J1 CO3aH crneunanbHO 419 yYacTums
B pecnyb/IMKaHCKOM xopeorpaduyeckom
KOHKypce «LlabbIT» B I. ActaHa (Hyp-
CyntaH). B TaHue ncnonHutensimu ¢
NOMOLLbIO TAHLIEBANbHOM MTaCTUKM
paccKasblBajiacb UCTOPUS Ka3axCKOro
Hapofja, npolealero 4yepes
MHOIOYMUCNEHHbIE BOMHbI, U B KOHLLE,
obpeTiimne mup. TaHueBanbHag clomTa
Oblfla HaCblLWEHHA ABUXEHUAMN
Ka3aXCKOro MY*CKOr0 U }EHCKOro
TaHLa u cocTosina U3 06MIns NPbIXKKOB,
NepPexooB C MpbIXKKa Ha NoJ, CNOXKHbIX
xopeorpaduryecKknx cBsa30K. C aton
TaHUeBaNbHOM KOMMO3ULMEN KONNTIEKTUB
3aHA1 Ha KOHKypce TpeTbe mecTo. OaHa
N3 UCMNOSIHUTENbHUL, 3TOr0 TaHLa AMrepum
TeHn36aeBa paccKas3blBaeT: «B aTom
TaHLUe AOMKHO 6blS10 BbICTyNnaTb 60/blloe
KOJINY4ECTBO TaHL,0POB, HO TaK KaK Hac
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He xBaTasio, Hac pasaenunun Ha 4ecsTb
Mallb4MKOB M IeCsATb AeBoYeK. TaHel,
Obl/1 04EHb HACbILLEHHbLIM: KOrAa NnepBas
rpynna 3akaH4yMBana cBOIO KOMOGUHaLMIO,
HayMHana BTopas, U TPETbA AO/KHa Gbina
ObICTPO YCMNETb NEePENTU K APYron ToOUKe
cueHbl. Ho Anrynb AGMKeHOBHa BCe 3T0
coefiMHuUIa rpaMoTHO U My3blKanbHO» [11].

Cnepytowen noCTaHOBKOW, CO3AaHHOM
NS CTyIEHYECKOro TaHUeBaIbHOIro
KonnektuBa «Koc anka» 6bln TaHew,
«Kepbes ryngep». Ita xopeorpadpuyeckas
KomMno3unuus 6bina co3dgaHa B 2011 roay
N9 UCNONTHEHUS Ha TOPXKECTBEHHOM
KOHLepTe, nocesweHHoM 45-netuio POLUK
um. XK. EnebekoBa. Xopeorpadpunieckum
noyepk A. A. TaT BbiparkaeTcq B
HacCbILLEHHOCTH cneLnudruyecKnx
MONOXEHUM PYK EHCKOIrO Ka3axcKoro
TaHUa, TaKUMW KaK: «COHAI KOJ», «<Kepere
Ke3», «KilllKeHTau CblW/bIK», «yJIKEH
CbIMNbIK», «CaxHallblK Kanrbl», «ysy»,
«KOC BpKeLl», «YKi», «<KOC KO/» U MHOTne
apyrue. B nocTaHOBKe pUCYHKa TaHLUa
OHa He OrpaHMYMBaETCS MPUHATBIMMU
B obuxone xopeorpadoB Kpyramu,
AvaroHansimMu, NonyKpyramu, Bceraa
cTapasiCb HaWTU OPUTMHaNbHbIE
nepecTpoeHus. HesaBeplueHHbIE TUHUK
BAPYr NpepbiBatoTCs, NpeBpallascb B KPyr,
KOTOPbIN /INLLb HA MTHOBEHWE OCTaETCS
B CO3HaHWM 3putens. pynna TaHLopoB
MOMET MJIECTU Y30P B OAHOM YacTH CLLEHbI,
B TO BpeMs KaK apyrune nsobpaxatT MHOK
PUCYHOK U xopeorpaodwutio.

3TK npuembl xopeorpada pKo
npocnexuBatotcs B TaHLe «Kepbes».
McnonHuTenn BCnoMuHatoT, 4To B
HacTosWeM TaHLe OHa 0co60e BHUMaHKe
obpallana Ha paboTy Kopnyca,
nn1acTMYHOro Bepxa, Hexenn Ha paboty
HU}KHEW YacTu Tefa, «BCe B HEM [JONKHO
ObIN0 ObITb M3KLLHO, BNJOTb A0 B3rnsaa»
[11]. TaHUeBanbHble NOCTAHOBKM A. A.
TaTv ycnelHo UCNONHSAKTCS KOMEKTUBOM

W N0 CeN JeHb Ha TeaTpasbHbIX CLLeHax
CTpaHbl. 3TO, B CBOIO 04epeb, ABNAeTCA
[I0Ka3aTeNbCTBOM MX CaMOObITHOCTU U
YCMNELWHOCTH Y 3pUTeNns n Takum o6pasom
— LIEHHbIM BK1a4oM B xopeorpadunyecKkoe
UCKycCcTBO KasaxcTaHa.

A. A. Tatn aBngeTcsa 6aneTtMencrepom
onepbl «KbI3 }ibek» E. BpycunoBcKoro
B KazaxcKoMm rocyaapcTBEHHOM
aKaJeMW4ecKoM TeaTpe onepbl U 6aneta
M. Abas. OHa nocTaBuna 34ecb Takne
xopeorpadpuyeckne KoMNo3nLmnm Kak:
«BbinKbINgak», «lawy», <Knia 6acy»,
«AnTbl Ka3», «CoH Hibek», «Cagak 6u»
(MyXXCKOM TaHeL,), «TerneH KeK» (My*KCKOoK
TaHel). [To3}Ke OHa oCcyWEeCTBSET 3TH
TaHUbl B HauMoHanbHOM TeaTpe onepbl 1
6aneta um. K. bancentoBom (HblHe TeaTp
[ocynapcTBEHHbLIM TeaTp onepbl U 6aneta
«AcTaHa onepa»).

A. A. Tat cTaBuna TaHueBanbHble
KOMMNO3MLMK ANs CTyAeHYEeCKOoro TeaTpa
TaHua Asian Students’ Dance dakynbreTa
xopeorpadunun Kaszaxckon HaLlMOHaNbHOM
akageMunu nckyccts UM. T. K. XypreHoBa.
Eto 66111 co3gaHbl xopeorpadpunyeckue
KOMMO3MLMK TaHeL, C Nnanamu «ATagaH
Mypa» Ha My3bIKy H. TneHauneBa
(coBMecTHas paboTa co CTyAEeHTKOM
l'yneMupbl OpaabaeBon, «Kbl3 KalblH» Ha
HapoAHyto My3biKy (2006), «Koc ilek» Ha
HapoOHYIO My3blKY (COBMeCTHas paboTa
CO CTyaeHTKOM [InHapon Mepranueson),
«awy» Ha My3bIKy E. BpycMnoBcKoro
(2012). NocnenHss xopeorpaduryecKas
KOMMNO3MLMA 9BNSETCH OAHOM U3 4acTo
MCNONMHAEMbIX TeaTpoM TaHLeMm. OH
OT/IYaeTCs AMHaMUKON, CTPEMUTENIbHBIMMU
nepemMeLLeHUs MK NO CLLEEHNYECKON
niouwaaKe, yroH4eHHOMW IoBeIMPHON
xopeorpaduen, Tpebyolen BbICOKOM
WUCMNONTHUTENBCKOM TEXHUKN. ITOT TaHeL, B
nocneacTemm 6bin noctasneH A. A. Tatu
B KazaxcKon HaLMOHaNnbHOW akagemMmu
xopeorpaduun B HOBOW pefaKkuum n B
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Teatpe Astana Ballet, roe npogomxunacs
ee fanbHenLwas negarornyeckas 1
6aneTmencTepcKas 4eaTeNbHOCTb.

TeaTp Astana Ballet 6611 co3aaH B 2012
rogy n A. A. Tatn ctosina y ero UCTOKOB.

Ha Tpynny TeaTpa oHa nocraBuna psj
TaHLeBabHbIX MUHWATIOP: «Y30pbi» (2012),
«JdeBnybu Mbicnn» (2012), «Apynap» (2012),
«[TecHu gywmn» (2012), «LlatTbik» (2012),
«Hyp Waty» (2014), «9cem KoHblp» (2015),
«AK KbI3» (2015), «<KbI3 KamnbiH» (2015),
«¥nbl gana» (2018) n apyrue. CerogHs

3TW MUHUATIOPbI BXOAAT B KOHLEPTHYIO
nporpammy teatpa «Hacnegune Bennkon
Crenu». Ha cerogHsilLHWM AeHb Teatp
Astana Ballet goctonHo npeacraBnaet
KasaxctaH Ha MUPOBbLIX CLLEHAX, 3HAKOMS
3puUTeNnen pasHbix CTpaH ¢ 6oratomn
KY/bTYPOW Ka3axCKoro Hapoza.

A. A. TaT1 B npoLecce NocTaHOBKHU
xopeorpadpn4ecKoro nponsBeneHuns
yaensieT ocob6oe BHUMaHKeE XapaKTepy
noBeAeHUa apTUCTOB Ha cueHe: «[JeByLIKK
[OJI}KHbI CUMBOJIM3UPOBaATb YUCTOTY U
HEXHOCTb. BCe UX ABUMKEHUSA OOMKHbI
COOTBETCTBOBATb aTOMY. OfETHI B
HalLMOHabHble KOCTIOMbl OHU HE MOTYT
BeCTU cebs nHave» [17]. A. A. Tatn
TWaTeNbHO U3y4YaeT HaLMOHaNbHbIN
KOCTIOM, o6palllasicb K UCTOPUYECKUM
cBefeHnaM. EM BaXKHO BCe: U LIBET, U
NOKpPOWM, N 3Ha4YEHUE Yy30pOoB. HacTo
OHa cama pUCYeT 3CKM3bl A9 CBOUX
NOCTaHOBOK, «CTapasCb HaMOJIHUTb MX
CBOEW 3CTETUKOW — MOPOK MPOCTOM U
YTOHYEHHOW, NOPON BO3BbILIEHHON U
HacblLLEHHON» [12].

bnarogaps 6oratomy

UCMNOJIHUTENBCKOMY U BaneTMencTepcKkomy
onbITy A. A. TaTn co3aaeT weaespbl
HauMoHaNbHOW xopeorpadunmn, KoTopble
yCNeLwHo BOCMPUHUMAIOTCH KaK
npodeccrnoHanamu, Tak u 1tobuTenamu
TaHUeBanbHOro nckyccrea. Ctunb
COYMHEHUS xopeorpadUyecKnx
nocTaHoBOK A. A. TaTu npeacTaBaseT cooon
«COYeTaHWe MbIC/EN, YYBCTB, NPOABIEHWN
BOJIU, MOTPEBHOCTEN, MOTUBOB, YKENTaHUN,
HaCTPOEHWHN, NePEKUBaAHNIN, UHTENNEKTA,
CKJIOHHOCTEN, NPOodEeCCUOHaNbHbIX
CNoCcoBHOCTEN, 06pa3ys, TakMM 06pas3om,
YHUKaNbHYIO LIeNIOCTHYIO CTPYKTYPY
KayecTBa IMYHOCTH, CMTOCOBHOM K
CO3[aHuno HOBOIro, HEMOBTOPMUMOIO
npou3BeaeHus xopeorpadunyeckoro
UcKyccTBa» [13, c. 114].

A. A. TaT paccKa3blBaET, Y4TO OHa
BAIOXHOBNSETCA OT NIIOJEN, MHOTAa
OT HapPOAHOMN MY3bIKHK, «<KOTOPas
YUBET BEKAMU U He ymupaeT» [4].
O6uasicb ¢ KAKUMU-NTNOO JIMHHOCTAMM
WK NPOCNyLInBas My3blKalibHble
NpPOu3BEAEHMNS, OHa NOAMNUTbIBAETCS
co3unaaTeNibHOW 3Hepruen, YTo «MNoToMm
Bbl/IMBaAETCA B TaHeL [4].

K Ka)goMy TaHLy y 6aneTMencrepa ecTb
onpeaeneHHble YyBCcTBa. K noctaHOBKe
xopeorpapuyecKon Komnosnuymm
«Apynap wepyi» ee B4LOXHOBWIN MOJIOAble
apTuUCTbl 6aneTta, NO3TOMY B TaHLEe OHa
3agencTBoBasia 06pasbl IOHbIX AEBYLUEK.
OyapoBaHHast KpacoToM, UCKPALLMMHU
rnasamu, HenocpeacTBEHHOCTbIO,
ynaBnuBas B 3TOM 4YTO-TO LleHHOoe A1
ceb4, A. A. TaT BONIOTUNA 3TH OLLYLLEHNUS
B TaHUEBaNbHOM NaacTuKe. [Jns aTon

1«CoH/li KOM» — B NepeBo/ie C Kas. «<HapsaHas pyKan.

«Kepere Ke3» B nepeBofie C Ka3. «peLleTyaTble CTEHbI IoPTbi».

«KilWKeHTan CcbinnblK» — B NEPEBOAE C Ka3. «<MaseHbKOe NPenoAHOLLIEHUE.
«YNIKEH CbIMNbIK» — B NepeBo/ie C Kas. «60/bLIoe NPenoJHOWEHUE».
«CaxHanblK Kannbl» — B NePeBOAE C Kas. «CLUEHUYECKOE NOJOKEHNE».

«¥sny» — B NepeBo/ie C Kas. «CTUCHEHUE».

«Koc epKell» — B nepeBoe € Kas. «ABa BepOtoxKbux ropbar.
«YKi» — B NepeBofe C Kas. «<Nepo» — yKpalleHne ronoBHoro yéopa.

«K0oC Kol — B NepeBo/e C Kas. «ABe PyKu».
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NOCTaHOBKM 6bI1/10 peeHo 06beANHNTD
HECKOJIbKO HapOoAHbIX My3blKaJibHbIX
Komnosuuum «fayhap tac», «<bankaauiuar,
«KycHu KopnaH». «<Ecnu 3putens BUAUT U
3apsiKaeTcs OT 3TUX MOCTaHOBOK, Nony4yaeT
3HEPruto, 3HAYUT 9 BbIMOJIHWMNA CBOIO
3ajady, NOCTaBNEHHYIO CBbIle», — CYUTAET
A. A. Tatu [14].

OHMM M3 HeaBHO OCYLLECTBEHHbIX
TaHueB A. A. Tatn aBnseTcs
xopeorpaduyecKkasd KOMNO3NLUA «¥ bl
HNana» Ha My3blKy E. XycanHoBa. B aTon
NnocTaHoBKe xopeorpad 1Ucrnonb3yeT
KaHOHbl B PUCYHKeE, NepeMellleHuns
apTUCTOB COMPOBOXKAAKOTCS 3€PKaIbHON
xopeorpaduen. [lonoBUHa UCMONHUTENEN
MOrYT 6bITb HEABUXHbI, Apyras NoaoBMHa
noaeneHa ele Ha HECKONbKO rpymnn
TAHUOPOB, W Y KaXKAoW rpynnbl CBOW
CLEHNYECKMIN pUCYHOK. OHM Ha4ynHaloT
cnmMBaTtbCs B 06LLen xopeorpadun u
CHOBa pasfgenstTcs B NOAMGOHUYECKOM
OBUXKEHNMN.

CTOUT OTMETUTb COTPYAHMYECTBO A.

A. Tatu ¢ elle ogHMM Ka3axCTaHCKUM
xopeorpapuyeCcKnUM KOINEKTUBOM
«llankpima», rae oHa noctaBuna

TaHel, «|HXy MapKaH» («Kemuyr») Ha
My3bIKYy Talbipa. AHCamb/1b M3BECTEH
HaLMWOHalIbHOM HanpaB/IEHHOCTbIO
penepTyapa, rae ocob6oe BHUMaHMe
yaensieTcs Hacneamio KasaxcTaHCKUX
M3TPOB xopeorpaduun. NNotomy NnocTaHOBKa
A. A. TaT — 3TO AaHb YBa*KeHUs
PYKOBOAMUTENS KO/JTIEKTUBA K 3HaYEHUI0 ee
TBOpYecTBa.

B o4HOM 13 cBOUX MHTEPBLIO A. A.

Tat 06bACHMNEA 0 KOMNO3ULMOHHbIX
pelLeHnsIX CBOUX MOCTAHOBOK TaK:

«3TO CMHTE3, COCTOALMA YAaCTUYHO U3
KNaCCUKK, HEOKTaCCUKU M XapaKTepPHbIX
[N9 Ka3axXxCKOro Hapoa KpacuBbIX }eCToB.
06beanHUTb BCe 3TO BOEAMHO, YTOObI OHU
co4yeTasnucb C Apyr Apyrom — 3710 60/1bLIOoK
Tpya ans ntoboro xopeorpada» [15].

Bnarogaps 6oratomy CLLEHUYECKOMY OMbITY,
CTPEMJIEHUAM K HOBU3HE TaHLLeBaIbHOM
JleKcuKku A. A. TaTu ycrewwHo cnpasnsercs
C 3TOM 3aja4en.

YyeHunku A. A. TaTu, KoTopble
Ha cCerofHsWHWM IeHb BCnea 3a
CBOMM NeJarorom npakTUKYOT CBOU
6aneTMencTepcKkme crnocobHOCTH
noaennincb CBOMMU BrnevyatieHnsaIMn o
TBOpYecTBe neaarora: <HamepeHue, Kak
1 MOHUMalo, COXpPaHeHUs TPaaANLMOHHOIO
006/IMKa HaLKMOHanbLHoOro Koga.
3TO ee HaMepeHHe NposBAsSeTCs
B ee BEPTUKa/IbHOM Pa3BUTUU
xopeorpapuyeckomn TEKCUKN Ka3axcKoro
TaHua. B nio6on TaHLeBanbHOM
KOMMO3MLMK HaLlMOHAaNbHOIO XaHpa,
NycTb OHa OyAeT AaXKe CTUIIM30BaHHOM,
3THOMIACTUKOW UK ellle YEM-TO,
OT/INYaloWMM KJtoYeBbIM 3BEHOM
ABNAETCA KPUTEPUMN TPALAULMOHHOCTU. Mbl
He JOMKHbI NOTEPATb CBOWM 06UK. 3TO
O[HO U3 rMaBHbIX HamepeHu A. A. Tatu
B ee NocTtaHoBKax. B aToM 3aK/tovaeTcs
ee baneTmencTepcKkasa n3toMnHKa. OHa
OblNla CTOPOHHUKOM Pa3BUTUSA OBUMKEHUS,
BCerga aTto nponaraHanpoBasna u
roBopwufa, 4T0 BCeraa Hy»>HO UCKaTb
HOBbI€ NaCTUYECKME BblparkeHus. Ecnu
NpUOEepPKMBaTLCS 3TOM0, MHE KaxeTcs,
B NocneayoLlemM OHM NpUBEYT K
pPa3BUTUIO TAHLLEBANIbHOM NEKCUKU», —
paccKasbiBaeT A. T. MongaxmeToBa [8].
Ewe ogHa 13 nocnegoBatenbHuL, A. A.
Tatn A. A. CagblKOBa CUYMTAET, YTO «y Hee
HEeOObIKHOBEHHbIN CLIEHUYECKUI Barax.
OHa o6najaeT YyTKOM reHHOM NaMsThIO,
O4Y€eHb TOHKO OlLYLLAEeT NPUPoay Ka3axcKom
nnacTtuku. o ee xopeorpadpnyecknm
KOMMNO3MLMAM MOXHO ornpeaenunTb, 4To ee
“KOHEeK” — 3TO KOHEYHO JIpUKa — BepLUMHA
TBOpYecTBa Anryib AGUKeHOBHbI» [9].

B 4ncne ee y4eHUKOB U3BECTHbIE
B CTpaHe 6aneTMencTepsbl, neaaroru

87



1 PyKOBOAUTENN XOpeorpadPpryecKmx
KonnektueoB Jamup YpasbiMOETOB,
MyKkapam Aby6axpueBa, Anma
MongaxmeToBa, [ynbmupa OpaabaeBa,
AHap ¥ycunoBa, inHapa Mepranvesa,
LLbiHap EpcentoBa, Acenb KnpcaHoBa,
Hapexpaa l'ybaHoBa u gpyrue.

A. A. TaTu B cBOEM TBOPYECTBE
CTPEMMUTCSH K TOMY, YTOObI Ka3axCKui TaHel,
Obl/1 TAaKMM e M3BECTHbIM KaK TaHLbl
Hapogos MHanu, Poccuun un gpyrux.

3axknoueHue

Ha dopmupoBanue A. A. Tatu
KaK TaHL,OBLIMLbI, @ MO3Xe KaK
6anetmencTepa okasanu 60/blUYI0 POJb
L. B. neHkynosa, [. T. Abupos, O.

B. BceBonoackas-lonywkesuny, 3. M.
Panbaes, M. XK. Theybaes, I'. H. beliceHoBa
W opyrue aesaTtenn KasaxctaHCKOro
xopeorpaduryeckoro UckyccTBa. bnarogaps
COTBOPYECTBY C BblAalOWMMUCH MacTepamu
TaHUa, YMEHUIO aHanM3npoBaTh UX
YHUKanbHble xopeorpadbunyeckume
npouseseneHus, A. A. Tatn Ha cerogHAaLWHNUA
[lEeHb ABJISETCS aBTOPOM MHOIOYUCEHHbIX
xopeorpadpnyecKnx NnoCTaHOBOK B
HaLMOHalIbHOM }aHpe.

HauuoHanbHas KynbTypa Ka3axcKkoro
Hapofa, BblparKeHHas NecHAMU, Urpamu,
TaHUamu 6orata M MHOrorpaHHa. B
cBoen xopeorpadun A, A. Tatu cTpemumTcs
noKasarb ee U306u1aune, HanoHAS
TaHLUbl «<IPKUMKU KpacKkamu» [4]. B ee
xopeorpaduryecKnx Npon3BeaeHusXx,
COCTaBJ/IEHHbIX B BOJbLLIEN CTENEHM
HapPOAHOrO TaHL.a, B HOBbIX MOCTAHOBKax
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C 3/IeMEHTaMM KNIaCcCUYECKOro UK aaxe
HEOKNaCCUYECKOro, MOXKHO NpocneanTb
OTpaKeHue HaLMoHaNbHON MaHepbl 1
xapakrtepa. A. A. TaTu cunTaeT cBoOeN
0aneTMENCTEPCKON 3ajavyen packpbiTue
HaLMOHaNbHOIO TaHLa Yepes Npuamy
xopeorpadpuyecKon niacTuku, aywm, yepes
HOBbIE PEXMCCEPCKUE PELLEHMUS.

A. A. Tatu aBnsieTcs co3gatenem
YHUKanbHOro METOAMYECKOro Nocoobus
ONa AMCUMNINHBI «Teopus U MeToanKa
npenogaBaHWs Ka3axCKOro TaHua»,
KoTOpas cTajla HaCTONIbHOW KHUIOM
[N MHOTMX NefaroroB U pexunccepoB-
NOCTaHOBLUMKOB Ka3axCKOro TaHua.

[NepBbli Ka3axckun baneTMmencrep
[. T. Ab1poB B CBOEWN KHUTe «McTopus
Ka3axCKoro TaHua» nucan: «<Kazaxckunm
HapOAHO-CLLIEHUYECKUI TaHeL, 3aHUMaET
Ba*HOE MEeCTO B [JOCTUKEHUAX KYNbTYpbl
KagzaxcTtaHa 1 9BNsieTcs HeOTbEMAEMON
YyacTblo ero xopeorpadunyeckoro
UcKyccTBar» [1, ¢. 6]. TBopyecTBo A. A.
TaTv HanpaBfeHO Ha CoXpaHeHne ITUX
OOCTUXEHWIW U Ha fanbHeNLee pa3Butne
Ka3aXxCKOro TaHua Ha MMPOBOM YPOBHE.
OHa, nepeocMbICnss TaHLEeBaNbHOE
Hacnegue, noTepsBLIME HOBU3HY CTUIN,
HanoNHAEeT Ka3axCK1K TaHeL, HOBbIM
cofieprKaHMeM, paclUnpPsa ero TIEKCUKY.
B ee TBOpYeCcTBE HaUMOHabHbIN TaHeL,
«Haxo4uT CLUEHNYEeCKOe BonMnoLleHne
B CMHTE3€ pa3/IMYHbIX TEXHUK TaHLa,
rmaBHbIM 06Pa30M Ka3axCKOWM
xopeorpaduu.
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T. X. Monpanim, [1. 1. YpasbimGeToB
T. K. XKypeeHoe ambiHOarbl Ka3ak yimmblK eHep akademusicbi
(Anmamel, KazakcmaH)

A. A. TATUAIH KASAKCTAHbIH BU ¥)KbIMAAPbIHAAFbI XOPEOrPA®UANbIK KOMbUILIMAAPDI

AxpaTna

Anryn AGMKeHKbI3bl TaTn — TaHbIMan Ka3aKCcTaHablK OUMLLI, ycTas KaHe xopeorpad, KaszaKkcTaHHbIH
eHOeK CiHipreH apTici, eHepTaHy foLeHTi, «<EH y3aik xopeorpad» atanbiMbl 60MbIHLWa «CaxHarep» ¥ATTbIK
TeaTp CbINbIFbIHBIH aypeaTbl, Astana Ballet TeaTpbiHbIH xopeorpadbl. O3iHiH, WbliFapMallblblK XYMbICbIHAA
0N op Typni 61 TonTapblHAa KenTereH xopeorpadussblK KOWblbiMaap *}acaabl. byriHri TaHaa A. A. Tatu
©3iHe eliH KovbliFaH Ka3ak OUiHiH »oFapbl A8CTypnepiH 6anbiTy MEH JaMbITy XOJ/blHA@ ThIHbIMCbI3
i34eHICTepiH *anFacTblpbln, Ka3ipri }acTtapfFa YATTbIK XopeorpadpusHbiH 6apsiblK XETICTIKTEPIH KETKI3yre
Tbipbicyaa. Makana aBTOpbIHbIH, Heri3ri miHgeTTepi — A. A. TaTuaiH xopeorpadusblK TyblHAbINAPbIH TapUXK-
XPOHONOTUANBIK CUMATTaY XKoHEe Xylheney.

Tyhin ce3gep: A. Tatu, xopeorpad, pexunccep, xopeorpadusiiiblik KOWbIIbIM, OKbITYLLbI, Ka3ak 6ui, T. K.
HypreHoB aTbiHaafFbl Kasak yATTbiK eHep akageMuschbl, Astana Ballet teatpbl.

T. Zh. Moldalim, D. D. Urazymbetov
T. K. Zhurgenov Kazakh National Academy of Arts
(Almaty, Kazakhstan)

A. A. TATI CHOREOGRAPHIC PRODUCTIONS
IN THE DANCE GROUPS OF KAZAKHSTAN

Abstract

Aigul A. Tati is a well-known Kazakhstan dancer, teacher and choreographer, Honored Artist of
Kazakhstan, associate professor of art history, laureate of the “Sakhnager” National Theater Award in the
nomination “Best Choreographer”, choreographer of the Astana Ballet Theater. For her creative work, she
has performed many choreographic productions in various dance groups. Today Aigul Tati continues the
tireless search for enrichment and development of the high traditions of Kazakh dance laid down by her
predecessors, trying to convey to modern youth all the best achievements of national choreography. The main
tasks of the author of the article are the historical and chronological description and systematization of the
choreographic productions of Aigul Tati.

Keywords: Aigul Tati, choreographer, stage director, teacher, choreography, Kazakh dance, T. K.
Zhurgenov Kazakh National Academy of Arts, Astana Ballet.
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LINGUA-
DIDACTIC
BASICS OF

PEDAGOGY

TEACHING LSP
MPHTH 378.02:37.016 FOR ART
STUDENTS

A. 0. Iskakova'

'T. K. Zhurgenov Kazakh National Academy
of Arts

(Almaty, Kazakhstan)

LINGUA-DIDACTIC BASICS OF TEACHING LSPFOR ART STUDENTS

Abstract

In the article the author based on her own experience considers the problems of forming foreign
professional competence as the most important way to overcome the communicative barrier and develop
art students professional creative thinking ability. As one of the fundamental methodological approaches,
the principle of professional communicative orientation on the basis of the integration foreign language
discipline into the general course of art students professional training is highlighted. Based on the analysis
of scientific and methodological sources, the author studies the content and correlation of linguistic and
methodological components in the process of teaching foreign languages for special aims.

Key words: professional communication in a foreign language, foreign language for special purposes,
linguistic component, methodological component, art majors, contextual education, the dominance of

professional component.

Introduction after overcoming communicative barriers,
Learning English language for special which, in particular, are foreign languages,
purposes enables future specialists in the therefore foreign-language professional
field of art to acquire skills and abilities competence is considered as the most
ensuring personal competitiveness and important quality of a specialist. In
the chances of success in professional this regard, professionally-orientated
activities. It should be noted that approach to teaching foreign languages

competitiveness can be achieved only for art students , which provides forming
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students' ability to communicate using
foreign languages in specific professional
fields and situations, taking into account
the peculiarities of professional creative
thinking, plays a huge role. A distinctive
feature of professionally oriented teaching
English language is the maximum
consideration the professional sphere
specifics: its concepts and terminology,
lexical-syntactic and grammatical features,
the format of oral and written texts,
situational features.

Methods

The goals and content of teachinga
foreign language in non-linguistic
universities are focused on the students
major. The program of teaching foreign
languages to students engaged in art
formulates these goals as mastering by
students the necessary and sufficient
level of communicative competence to
solve social and communicative problems
in the fields of general cultural and
professional activity, as well as mastering
business communication skKills, [1] which
implies special approach to the learning
foreign language process as a part of
the specialization in art. In the process
of mastering foreign language, students
form and demonstrate the following both
general and professional competencies:
to be able to logically correctly, reasonably
and clearly build oral and written speech;
to master one of the foreign languages
for international communication at a level
that provides oral and written interpersonal
and professional communications; to be
able to generalize, analyze and critically
evaluate works of art from their area of
specialization.

The essence of professionally-
orientated teaching foreign language
lies in its integration with special majors.
One of the fundamental methodological

principles in teaching a foreign language
in a non-linguistic university is the
principle of professional communicative
orientation, which implementing

ensures the integration of the “Foreign
Language” discipline into the general
professional training of art students,
using the experience gained in the course
of studying special disciplines. Foreign
languages teachers face the task to teach
students, on the basis of interdisciplinary
connections, to use foreign language as a
means of systematically replenishing his
professional knowledge.

Results

Bachelor students of T. K. Zhurgenov
Kazakh National Academy of Arts
(cinema and TV, choreography, fine
arts and DAA, theater and musical art
departments, etc.) should participate in
research work: make reports in English
at different intra-university and out-
university conferences about current
trends in world art developing. Currently,
within the framework of the trilingual
education project at many major courses
of the Academy, special disciplines in
English language are introduced into the
curriculum, for example, Film Criticism
Skills, History of Art, History of European
Theater, History of Kazakh literature etc.
Thus, the functions of English language
are expanding significantly, it not only
helps to understand the content of foreign
language texts, serves as an additional
source of knowledge, but also helps to
optimize oral intercultural communication
in the professional sphere. The Bologna
agreement opened the way for Kazakh
graduates to the Western educational
market and gave a real opportunity to
continue their education abroad. In order
to bring foreign language into line with
the European recommendations on the
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levels of English proficiency, adjustments
were made to the system of continuous
training of university students. The
strategic direction for the development of
education in modern society provides that
graduates of higher schools in the field of
art will: provides that graduates of higher
education in the field of art will know one
of the foreign languages of international
communication at a level that provides oral
and written interpersonal and professional
communication, terminological
vocabulary in the relevant direction, they
will be able to conduct a discussion, to
present their work outcomes in public,
conduct professional correspondence

in foreign language, will own general
ideas about communication styles, basic
methods of annotating, abstracting and
translating literature on professional
topics. Professionally-orientated teaching
foreign language is now recognized as

a priority in updating education. Foreign
language communication becomes an
essential component of the professional
activities of specialists. The analysis of
scientific and methodological sources
showed that the term “professionally-
orientated education” is used to refer to
the process of teaching a foreign language
in a non-linguistic university, focused on
reading literature on the majors, studying
professional vocabulary and terminology,
and more recently, on communication

in the field of professional activities. [2,

p. 306] As a rule, the term “professional
communication” means teaching a foreign
language, focused on the developing
communicative competence in situations
of professional communication. Of
course, communicative competence

is understood as a set of competencies
(linguistic, discursive, sociocultural, etc.)
based on certain knowledge, skills and
abilities. P. I. Obraztsov proposed the
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following definition of this training type:
“Professionally-orientated instructing is
understood as education based on taking
into account the needs of students in
learning a foreign language dictated by
the characteristics of a future profession
or major, which, in turn, require its study.”
[3] Professionally-orientated training is
inextricably linked with a kind of language
that caters to a specific area of human
activity. It can be special language,
language for special purposes, language
for professional purposes or language

for academic purposes. The content

of professionally-orientated training
consists of linguistic and methodological
components. In relation to the specialties
of art, the linguistic component of teaching
English is represented by a text library
reflecting the classification of texts of

this specialty; lexical material in the form
of a terminological system for art and
corresponding grammatical constructions.
The methodological component provides
for the ability to work independently with
authentic texts and the formation of
linguistic and contextual guesses. The
texts are selected in accordance with the
students' training majors: for example,
for students of music majors “Note
Values”, “Song Structure”, “Origin of
Music”, “Major Scales”, “Minor Scales”,
“Language of Music”, for students of
theater specialties - “ The Origin of
Theater ”,“ Classical Theater ”,“ Drama
Theater ”, etc. In addition to the content,
teachers should also pay attention to using
forms and teaching methods that can
ensure formation of students necessary
professional skills. Thus, when teaching
English at a non-linguistic university,
achieving a level sufficient for its practical
use in future professional activities

is possible only with professionally
orientated approach to its study. The
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principles, components, methods and
content of professionally-orientated
training are aimed at developing students'
ability to communicate in a foreign
language in the professional, business and
scientific fields.

Discussion

At present, the idea that, while
developing programs for foreign languages,
teachers should start from determining
what students of a definite major will
specifically need in their professional
activity in the field of foreign languages,
has become universally recognized
among Kazakhstan teachers. It became
clear that the logic of the subject “foreign
language” should to some degree go by the
wayside. The logic of professional activity
comes to the fore. In foreign studies,
the development of theoretical issues
of English for special purposes (ESP) is
presented today in studies within the
framework of Content-Based Language
Learning, Context-Based Language
Learning, CLIL (Content Language
Integrated Learning). The meaning of this
approach is to teach foreign languages
in the context of professional activities.
But here it is important not to rush to the
other extreme - completely push back
English language and teach a special
discipline, only in English. Due to the
spread to the field of foreign languages
of Russian scientist A.Verbitsky ideas of
contextual education, especially in the last
decade, defining the goals and content
of teaching foreign languages, research
methodologists, say that, "The essence
of profile-oriented teaching of foreign
languages is its integration with special
disciplines in order to obtain additional
professional knowledge and forming
professionally significant personality
traits." [4, p.11] Despite the external

attractiveness of such interpretations, it
is difficult to completely agree with them.
Without denying T. Hutchinson idea of
taking into account students professional
needs, and, moreover, without questioning
the value of the contextual approach, one
should beware of excessive exaggeration
of the professional component while
teaching foreign language communication
in the professional sphere.[5] Allin all
foreign language classes should not
replace the content of vocational training.
In our opinion, avoiding the excessive
dominance of the professional component
in teaching foreign languages, it is very
important to remember thatin 1-2 years
at the university, solving the general
problems of humanitarian training at
the first stage of higher education, it is
possible to provide students with “entry
into future professional activities” using
materials in classes broadening their
horizons, general cultural knowlrdge,
orientation in various fields of employment
related to their chosen field of training.
Moreover, while developing programs for
teaching foreign languages, it is necessary
to take into account the specifics of certain
professional context and mainly, today's,
educational and cognitive activity of
students, only goingto professionalina
certain field.

Thus, professionally-orientated English,
the discipline so relevant at present,
has given rise to many problems and
questions regarding both the content and
the technology of its training. For most
educators, who felt like they were quite
competent in General English teaching
, being familiar with most of the topics
covered by GE textbooks, this was a
serious challenge to their authority and
level of professionalism. However, the
sphere of art, cinema, theater, pop vocal,
choreography was little familiar to the
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author and it was extremely difficult to get
ready for classes. Of course, it is clear that
while preparing English teaching class itis
supposed to follow the generally accepted
recommendations of all researchers

in the field of teaching language for
special purposes and it is very important
to rely on students’ knowledge in a
specific discipline as in a way experts in
particular field of art. Nevertheless, not

all the teachers are resolved to follow this
recommendation, since this can cause
students to doubt the teacher’s knowledge
and even demotivate them. Not everyone,
even an experienced teacher, can maintain
a reasonable balance in such a situation. It
should be noted that to master the content
side of the subject, in definite field of art,
is very important for teachers, since this
allows them to establish contact with
students and feel more confident while
discussing professional topics in cinema,
theater, etc., which students know much
better than teachers do. But it is equally
important to rely on students’ professional
knowledge, openly declaring to them that
teachers need their help. This will allow
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them to be involved as an equal participant
along with a teacher in the educational
process, the process of co-creation. Of
course, this approach does not always
work efficiently.

Conclusion

The author’s personal experience in
teaching LSP allowed to form her own
approach to this problem, which can be
summarized as follows:

e An English teacher needs some
substantial knowledge of the students’
major special content, meaning a teacher
needs to be prepared that the workload will
double.

e Close contact with students during the
training process and appeal to their special
knowledge are the key points to effectively
organize teaching and learning.

e Students can definitely become
equal participants in the training process
and their special knowledge can greatly
facilitate the solution of mastering LSP
problems, but it is the teacher who is
responsible for developing learning
activities in the class and for their
outcomes.
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A. 0. UckakoBa
T. XKypeeHoe ambiHOarbl Kasak yiimmbik eHep akademMusicbl
(Anmamei, KazakcmaH)

OHEP CAJIACbIHAAFbI K9CIBU BAFBITTAJIFAH LUET TUTIH OKbITYAbIH
JINHFBUCTUKAJIbIK JKOHE AUAAKTUKAJbIK EPEKLUENIKTEPI

AHpaTna

MaKkanaga e3 Toxipubeci HerisiHae aBTop eHep canacbiHaarbl MaMaHAapAblH KoCibu LbiFapMallblbIK
onnayblH JaMbITy MEH KOMMYHUKATUBTIK KeAepriHi eHcepyaiH MaHbi3bl TOCINi peTiHae WeT Tinai Keciou
KY3bIPETTINIKTI KanbIiNTacTblpy MacenenepiH KapacTtolpagbl. Herisri agictemenik tacingepai 6ipi petiHae
«LleT Tini» NoHIH eHep canacbliH4arbl MaMaHAbl Kaciou aaspnayablH Xanmnbl KypcblHa GipiKTipy HerisiHae
KoCibn KOMMYHWUKATUBTIK 6aFbITTbINbIK MPUHUMINI anTblnagbl. ABTOP FblibIMU-94iCTEMENIK AoMeKco3aepai
Tangay HerigiHae wWert TingepiH OKbITy 6apblCblHAAFbI TIMHIBUCTUKASIbIK XoHe alicHaMablK KOMMNOHEHTTEPAIH
Ma3MyHbl MEH apaKaTblHaCbIH KapacTblpaibl.

Tipek ce3aep: WeTeNik Kacibn KapbiM-KaTblHac, Kacibn MaKcaTTaFrbl WET TiNi, TINAIK KOMMNOHEHT,

ajicTeMeniK KOMMOHEHT, 6HEP MaMaHAblKTapbl, KOHTEKCTIK 6inimM, KOCIGWM KOMMOHEHTTIH, 6acbiM 60M1YbI.

A. 0. UckakoBa
Kasaxckasi HauuoHarnbHasi akademusi uckyccms um. T. XKypeeHosa
(Anmamei, KazaxcmaH)

JINHrBO-ANAAKTUYECKASA CNELIU®UKA OBYHYEHUA NPO®ECCUOHAJIbHO-
OPUEHTUPOBAHHOMY UHOCTPAHHOMY f13bIKY HA CNELIMAJIbHOCTAX UCKYCCTBA

AHHOTaUMA

B cTaTbe Ha 0CHOBE COGCTBEHHOIO OMbITa aBTOP paccmatpuBaeT Npobaembl GOPMUPOBAHUS MHOA3bIYHOM
npodeccmoHanbHON KOMMNETEHTHOCTU KaK BaXkHeKnWwero cnocoba npeojosieHnss KOMMYHUKaTUBHOIo 6apbepa
1 pa3BuTUS NPOdECCHOHANBHOIO TBOPYECKOr0O MbILW/IEHMS CELMannUCTOB B 061acTi UCKyccTBa. B KavecTBe

O/[IHOrO U3 OCHOBOMOJIAraloLLMx METOANYECKMX NMOAX0L0B BbIAENAETCH MPUHLMM MPOPECCUOHANBHOM
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KOMMYHMKaTUBHOWM HanpaB/eHHOCTM Ha OCHOBE MHTerpaLumm AUCUMNINHBI «MHOCTPaHHbIM A3bIK» B OOLMI

KypcC npodeccuoHanbHON NOArOTOBKM cnelmanucta B coepe MCKYCCTBa. ABTOp Ha OCHOBE aHann3a

Hay4YHO-MEeTOoANYECKNUX NCTOYHUKOB paccMaTpmuBaeT cogepxaHmne n COoOTHoOWeEHUEe NMHIBUCTUYECKOIO U

MEeTOo0/10r'M4eCKOro KOMMOHEHTOB B MnpoLecce 06y‘-IeHVIF| WHOCTPaHHbIM A3blIKaM.

KnioueBble cnoBa: nHoA3bl4Has NnpodeccnoHanbHas KOMMYHUKaLMS, MHOCTPaHHbIM S3blK ANs

npodeCcCUoHanbHbIX LIENeN, TMHIBUCTUYECKUIA KOMMOHEHT, METOA0/IOrMYECKUIM KOMMOHEHT, CMeLnanbHOCTH

WCKYCCTBa, KOHTEKCTHOE 06y4YeHne, JOMUHMPOBaHME MPOdEeCCUOHaNIbHOIO KOMMNOHEHTA.
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THE EFFECT OF EMOTIONAL INTELLIGENCE ON STUDENTS’ COMMITMENT

Abstract

Emotional intelligence is the abilities that help in recognition and management of emotive information.
Although the concept of Emotional Intelligence is already known, there is limited information available on the
processes through which emotions of supervisor or lecturer can reduce commitment of students. In order to
fill up this gap, the present study was undertaken in context of T. Zhurgenov Kazakh National Academy of Arts
in Kazakhstan. The instruments to measure the constructs were based on the Genos Emotional Intelligence
Questionnaires by Palmer and Stough (2006) and the Commitment Questionnaire by Meyer and Allen (1997).
The results of the data analysis showed there is a positive relationship between supervisor’s or lecturer’s
emotional intelligence and commitment of their students, and of the El dimension, emotional expression (EE)
and the Students’ Commitment.

Keywords: Emotional Intelligence, Emotional Expression, Commitment.

Introduction perceive interpersonal emotional

Starting from the introduction of communication in the classroom are more
emotional intelligence concept in the able to manage and utilize this emotional
1990s, the interest has been continuously  information and personal relations that
growing towards the researching of occur during the lesson; hence making
the impact of emotional intelligence these lecturers more effective. [1] The
on developing effective leaders. Those concept of El explains that emotionally

lecturers who are able to identify and intelligent individuals have a remarkable
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ability of diagnosing and observing their
own internal emotional state and other
people’s minds during social interactions
and demonstrate the skill of managing
their dealings and mutually productive
outcomes for both. Hence, the El can be
conceived as the sum of mind capabilities
that make an individual perceive personal
and others’ emotions correctly, in real time,
and manage these emotions intelligently
to create socially desirable transactional
outcomes. If to look from a more practical
perspective El can be described as the
application and understanding of emotions
in a more rational and intelligent way in the
situations, which require both emotion and
reason. [2, p. 614]

Emotional intelligence is claimed
to have an impact on a big variety of
behaviour, such as commitment, talent
development, innovation, teamwork,
customer loyalty, and quality of services.
[3, p. 371]

Even though the significance of
emotional intelligence in the classroom
has been popularized and proved to be
important in many universities, there is a
criticism among several researchers, who
state that there is not enough scientific
evidence to support these claims. By
reviewing previous studies and the
literature made on emotional intelligence,
it can be seen that many aspects of
emotional intelligence can have a positive
impact during the study. However, it looks
like the existing empirical research on the
validity of the importance of emotional
intelligence in the education environment
should be related to the popularized ideas
about its significance in the classroom. [4]

Despite the fact that the concept
of Emotional Intelligence is already
known, there is not much research made
to determine the effect of emotional
intelligence on commitment of students
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during the study process. Even fewer
research is made to study the effect of the
emotional intelligence of lecturer and the
commitment of their students. Mostly the
previous researches conclude that there
is a positive and significant impact of El on
SC; but other findings appear to be mixed.
[4]

And even though emotions might be
found similar across distinct cultures,
little is known of the protective impact of
trait emotional intelligence on students’
commitment in non-Western developing
prospects. Hence, in order to fill up this
gap, the study will be made in the context
of T. K. Zhurgenov Kazakh National
Academy of Arts in Kazakhstan.

The Academy is trying to accomplish
academic excellence through continuous
enhancement of its teaching and research
by providing students and faculty with
a vibrant environment conducive for
creation, dissemination, and assimilation
of knowledge.

Academic success or success is the
product of instruction—the extent to which
a student, educator, and institution have
attained their educational aims. It is
defined as the degree to which students
attain the information, proficiencies,
aptitudes, and skills that the teacher
is going to teach or assign. Emotional
intelligence assumes a significant position
within the realm of educational setting i.e.,
academic success, academic adaptation
and psychological well-being of the
students. It is a significant determining
factor of academic accomplishment in
contemporary intensely stressful condition
for students at each level of education.
The gap between endeavors for learning,
powerful learning, and academic success
can be covered by emotional intelligence.
Emotional intelligence has been
considered having a direct association with
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the individual’s mental health that ensures
the individual’s wellbeing and happiness
i.e., low-stress level, self-satisfaction.

[5, p. 14]

The current study has useful implication
of providing a contribution to the
commitment research field as well as
better understanding of the emotional
intelligence of lecturer or teacher
impacting the students in the class,
and specifically in Kazakhstan context.
Moreover, the findings of the research
have an implication of creating the
foundation for future research of emotional
intelligence in other Asian countries, which
share common ground with Kazakhstan
and have some level of similarity in
organizational practices.

BACKGROUND

Emotional Intelligence

The researchers and the authors of
the study concerning the concept of
El explain that emotionally intelligent
individuals have a remarkable ability
of diagnosing and observing their own
internal emotional state and other
people’s minds during social interactions
and demonstrate the skill of managing
their dealings and mutually productive
outcomes for both. Hence, the El can
be conceived as the sum total of mind
capabilities that make an individual
perceive personal and others’ emotions
correctly, in real time, and manage these
emotions intelligently in order to create
socially desirable transactional outcomes.
If to look from a more practical perspective
El can be described as the application
and understanding of emotions in a
more rational and intelligent way in the
situations, which require both emotion and
reason. [2, p. 614]

Measure of the Study

Among the existing and most debated
models of emotional intelligence [6], [7],

[8], [9], [10], the current research adopts
the framework of Genos El. The subjectivity
plays a significant role in the measurement
of the El construct, therefore the reliability
of the ability based El and the instrument
of Mayer and Salovey were questioned.
[11] Furthermore, Ashkanasy and Daus
[12, p. 441] claim that the Goleman and
Bar-On models seem to be too broad in
scope and maintain traditional personality
or competency models rather than use
the form of intelligence. According to
O'Sullivan [13, p. 429], the vision of El
developed by Goleman [9] owes its wide
appeal to the broad and too inclusive
variety of abilities and applications that

he suggested. Moreover, the research by
Gignac [10] concluded that the five factors
of SUEIT are not sufficient. Gignac [10]
claimed that seven factors of Genos El
indeed contribute to the EI. Accordingly,
the current research has adopted
questionnaire originally based on Genos El
trait based EI construct.

Relationship between Emotional
Intelligence and Students’ Commitment

Not many studies were made to
determine the effect of emotional
intelligence on commitment of students
in the classroom. Even fewer researches
were conducted to study the effect of
the emotional intelligence of lecturers or
teachers and the commitment of their
students. Mostly the previous researches
conclude that there is a positive and
significant impact of El on SC; but other
findings appear to be mixed. [4]

According to Abraham [14], El is directly
related to performance and commitment.
Abraham states that El prevents a person
from holding any individual responsible for
every issue and conflict and, thus, prevents
the decrease of commitment that results
from indiscriminate fault-finding. In one
study, Abraham said that El was a powerful
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predictor of commitment; fully 15% of the
variance in commitment was explained
only by El. Other researchers also confirm
that there is a relationship between El and
commitment.

Three hundred thirty-two primary
education teachers participated in the
study conducted in Greece. [15, p.57]
Results, using structural equation
modeling, showed that emotional

intelligence, especially the intrapersonal
and interpersonal dimensions, has
a positive effect on leadership roles,
explaining 51% of variance. A strong
positive effect was also apparent on
teachers' commitment and effectiveness,
as measured by teachers' perception.
(Figure 1) shows the constructs of the
proposed model as well the relationship
between each pair of constructs.

Emotional Intelligence

Emotional Expression N
Emotional Reasoning —
Emotional Awareness —_—
Emotional Self-Awareness > » | Commitment
Emotional Management p—p
Emotional Self-Management =3
Emotional Self-Conrol —p

Figure 1. The effect of Emotional Intelligence on Students’ Commitment

Based on the literature review the
research framework has been developed.
The research is determining the effect of
El on SC.

Emotional intelligence is the
independent variable, which comprises
of 7 dimensions: emotional expression,
emotional reasoning, emotional
awareness, emotional self-awareness,
emotional management, emotional self-
management, and emotional self-control.
[10]

Students’ commitment is the dependent
variable in the research. It includes 3
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components: affective commitment
(AC), continuance commitment (CC), and
normative commitment (NC). [16]
Research Objectives
The main objective of the current
research is to identify the effect the
emotional intelligence has on the students
commitment. The specific objectives are:
e To identify the level of lecturer’s
emotional intelligence (El) as reported by
students
¢ To determine the level of students’
commitment (SC) operationalized by
affective commitment (AC), continuance

’
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commitment (CC), and normative

commitment (NC), as reported by students
¢ To investigate to what extent El

of lecturer affect the commitment of

students.

Research Hypothesis

Hla There is a significant relationship
between lecturer’s El, that is, emotional
self-awareness and SC.

H1b There is a significant relationship
between lecturer’s El, that is, emotional
expression and SC.

H1c There is no significant relationship
between lecturer’s El, that is, emotional
awareness and SC.

H1d There is a significant relationship
between lecturer’s El, that is, emotional
reasoning and SC.

Hle There is a significant relationship
between lecturer’s El, that is, emotional
self-management and SC.

H1f There is a significant relationship
between lecturer’s El, that is, emotional
management and SC.

H1g There is a significant relationship
between lecturer’s El, that is, emotional
self-control and SC.

Methods

The present research uses the non-
probability sampling technique. For the
data collection it uses the purposive
sampling approach. The primary data was
collected using the survey. The population
of the current study is students of T. K.
Zhurgenov Kazakh National Academy of
Arts in Kazakhstan. A total number of 178

completed and usable questionnaires were

collected. In order to collect the required
data, the survey has been undertaken
with the use of a structured questionnaire.
The main objective of this survey was to
investigate the research questions and

objectives. Furthermore, it intended to test

the hypotheses. After the data collection
based on the quantitative method, the
researcher conducted the analysis of the
data using SPSS software version 21.

Results

The relationship between El (as
measured by the Genos El) and
Students’ Commitment (as measured
by Commitment Questionnaire) was
measured using the Pearson’s product-
moment correlation coefficient.

Table 1 demonstrates the result of the
bivariate Pearson correlation analysis for
each variable in the current research using
the students’ perception of their lecturer’s
El correlated with the students’ measures
for commitment. This analysis is performed
in order to test the hypothesis outlined
in this study. As it can be seen in Table
1, there is positive medium correlation
existing between lecturer’s El and total
students’ commitment. Table 1 also
reveals that there is a positive medium
correlation between lecturer’s EE and total
students’ commitment. As such, there is
enough evidence to reject the hypothesis
H1a, Hic, H1d, Hle, HA1f, H1g and accept
the hypothesis H10 and H1b, which state
that there is a significant relationship
between immediate lecturer’s El and
students’ commitment and that there is a
significant relationship between lecturer’s
El, that is, emotional expression (EE) and
students’ commitment.
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Table 1 Correlation between Emotional Intelligence and Students’ Commitment

Correlations
Total SC EE Total El
Pearson Correlation 1 434 399
Total SC Sig. (2 -tailed) 029 023
N 178 178 178
EE Pearson Correlation 434 1 412
Sig. (2 -tailed) 029 022
N 178 178 178
Total El Pearson Correlation 399 412 1
Sig. (2 -tailed) 023 022
N 178 178 178

Correlation is significant at the 0,05 level (2- tailed)

The results of the quantitative analysis
have shown that there is a high level of
El and medium level of SC. Furthermore,
it was identified that there is positive
relationship existing lecturer’s El and total
students’ commitment. And thereis a
relationship between lecturer’s El, which is
determined by emotional expression (EE)
and the commitment of the students. The
Emotional expression is referred to the
frequency of the lecturer’'s emotions which
are expressed in an appropriate way during
the class, in the right time, and to the right
people. [10] This explains the reason why
the students feel committed.

The findings using Genos El,
Commitment Questionnaire questionnaires
and the structured interview have
confirmed the main hypothesis,
which states that there is a significant
relationship between immediate lecturer’s
El and commitment of the students. The
scores of the quantitative analysis have
shown a statistically positive relationship
between lecturer’s El and students’
commitment.

104

Conclusion

The current study focuses on
the relationship between emotional
intelligence and students’ commitment
in the context of T. K. Zhurgenov Kazakh
National Academy of Arts in Kazakhstan.

A positive relationship has been
identified between lecturer’s El and level
of students’ commitment. Moreover, a
positive relationship has been determined
be-tween the lecturer’s El dimension,
that is emotional expression (EE) and the
students’ commitment.

Looking at the results of the current
research it can be seen that the El plays
a significant role during studying process.
From the quantitative analysis it was
determined that the level of lecturer’s El
is high, which affected positively on the
commitment level of the students that
was found to be in the medium level. Once
the lecturers consider their emotions and
actions as an important aspect in their
teaching process, they achieve greater
success and have better relationships with

Central Asian Journal of Art Studies N4 2019



their students. Moreover, the students
are more committed during the class,
have better social behaviour, and greater
performance results.

The outcomes of the research show
that there is a positive effect of lecturer’s
El on the students, which means that the
emotions can be found similar across
distinct cultures. So, the impact of
lecturer’s El on students’ commitment in
non-Western context is not significantly
different from the one in Asian, particularly
Kazakhstan prospect.
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L. ). CapcembGaeBa

JTI Komnaruscei (Kyana Ilymnyp, Manatiaus)

A. XK. CapcembGaeBa

T. K. XKypeeHoe ambiHOarbl Ka3ak ¥nmmabik eHep akademusicel, (Anmamel, KazakcmaH,)

CTYAEHTTEPAIH OKY KbISMETIHAErl 3MOLMOHAJIAbI 3EPAEHIH TUIMALNITI

AxpaTna

AMoUuMOoHanabl MHTENNEKT — AMOLIMOHaNAbl aKnapaTTbl TaHyFa aHe 6acKapyFa KOMEKTECETIH KabineTtrep.
AMOUMOHaNAbl MHTENNEKT TYXKbIpbiMAaMachl 6ypblHHaH 6enrini 60sca Aa, FblIbIMU XETEKLiHIH HeMece
OKbITYLWbIHbIH 3MOLMACHI CTYAEHTTEPAIH blHTACblH TOMEHAETETIH NpouecTep Typanbl LWeKTeyAi aknapat
6ap. Ocbl ONKbINbIKTbIH, OPHbIH TOATLIPY YLWiH 6yn 3epTTey KadakcTaHaarbl *KypreHoB atbiHgarbl Kadak
YATTbIK ©HEP akaJeMuschl ascbiHAa XKYPridingi. KypbinbiCTapabl enweyre apHanfaH Kypangap Nanmep meH
CTOYKTbIH reHO-3MOLMOHaNAbl MHTENNEKT cypakHaManapbiHa (2006) xaHe Meviep MeH ANNeHHiH MiHgeTTeme
aHKeTacblHa (1997) HerisgenreH. [lepeKtepai Tangay HoTuxKenepi OKbITYLbIHbIH HEMECE OKbITYLLbIHbIH,
3MOLMOHaNAbl aKbla-napacaTtbl MEH CTYAEHTTEPAIH 6enceHainiri meH El enwemi, amoumoHanabl kepiHici (EE)
MEH CTYAEHTTepPAiH MiHAETTINIr apacbiH4a OH 6aiaHbIC 6ap eKEHiH KepceTTi.

Tipek ce3gep: IMOLMOHaNabl UHTENNEKT, AMOLMOHaNAbI 3Kcnpece, MiHaeTTeme.

L. ). CapcembGaeBa

Komnanus JTI (Kyana Jlymnyp, Manatisus)

A. XK. Capcem6GaeBa

Ka3zaxckasi HayuoHanbHasi akademusi uckyccms umeHu T.K. XKypeeHosa
(Anmamel, KazaxcmaH)

B/IUAHUE SMOLIUOHAJILHOIO UHTEN/IEKTA HA MPUBEPXEHHOCTb CTYJEHTOB K YYEEHOM
AEATE/IbBHOCTU

AHHOTaAuMA
OMOLMOHANbHbBIV UHTENNEKT - 3TO CMOCOGHOCTb, KOTOPas MOMOraeT pacno3HaBaTb U yNpaBasiTb

3MOLMOHaNbHOW MHOPMaLMen. XOTS KOHLEMNLUS IMOLMOHANbHOIO UHTE/SIEKTA Y)Ke U3BECTHa, UMeeTCs
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orpaHuyeHHas nHdopmMaLmsa o npoLeccax, NoCPeaCcTBOM KOTOPbIX AMOLIMKM PYKOBOAMTENS MK NpenojaBaTens
MOTYT CHU3UTb MOTMBALIMIO CTYIEHTOB K y4e6HOMY npoLieccy. YTo6bl BOCMONHWUTL 3TOT NPOo6es, HacToslee
ncenegoBaHme 66110 NPEANPUHATO B KOHTEKCTE Ka3axCKoM HaLMOHanbHOM akageMmnmn UCKYCCTB UM.
T.)KypreHoBa B KasaxcTaHe. MHCTPYMEHTbI ANt UBMEPEHUS KOHCTPYKLIMIA Gblfi OCHOBaHbI Ha OMPOCHUKaX
3IMoUMOHanbHoro nHTennekta Genos Palmer and Stough (2006 r.) 1 onpocHuKe 0693aTenbCcTB Merepa 1
AnneHa (1997 r.). Pe3ynbTraTbl aHanM3a faHHbIX NOKa3anu, YTo CyLLECTBYET NOJIOXMUTEbHAs B3aMMOCBSA3b
MEXAY 9MOUMOHANbHbIM MHTENNEKTOM PYKOBOAMTENS UK NPENOAaBaTenst U NPUBEPIKEHHOCTLIO CTYAEHTOB K
yyebe, a TakKe acnektom El, amoumoHanbHbIM BbipaxeHunem (EE) n MoTMBaLMEN yHaLLmXCs.

KnoueBblie cnoBa: 3MOLMOHaNbHbIA UHTENEKT, SMOLMOHaNbHOE BblpaXKeHNe, MoTUBaLus,

NPUBEPHEHHOCTb.
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f BYIIHTT )KAC
TIPAMATYPI'TEP

LLILIFAPMALLIbI-
JIbIFbIHJIAFbI
TAKbIPbIIN
BN \1OCEJIEJIEPI

IT. )KypreHoB aTbiHiarbl Kaszak yaTThiK

OHEp aKaaeMHUsChbl

(Anmatbl, Kazakcran)

BYTIHI 3XAC APAMATYPITEP WbIFAPMALIBUIbIFbIHAAFbI TAKbIPbIIN M3CEJIEJIEPI

AHaaTna

MaKanaga aBTop Kasak ApaMaTyprusicbiHblH Kanbintacybl MeEH Aamy 6enecTtepiH capanan oTbipbir,
COHFbI YL Xbl1aaH 6epi 6TKi3inin Kene xaTkaH «[lpama.Kz» dectnBani Typanbl KbiCKalla MaFyibiMat 6epe
KETKeH. ATaNMbllL LWapaHblH 3aMaHayy apamaTtypryuara okenep nanaacbiH 6aranan oTblpbin, Kasak TiniHaeri
YW nbecara Tangay xacanapl. ApaManbiK WbiFapManapibliH KOPKEMAIK AeHreni MeH Ma3MyHAbIK-UaesnblK
CapblHbl @aHbIKTasbIM, CON apKblibl 3aMaHayu TeaTp TeHAEHUMUACbIHAAFbI AaMy 6aFbiTbl capanaHibl. COHbIMEH
KaTap, ApamanblK WblFapmanapablH KeTePreH TaKblpbINTapblHbIH MaHbI3AblbIFbl MEH ©3€EKTINIr e auTblbIN
oTbIp.

Ty#iH ce3aep: nbeca, TeaTp, 3aMaHayu TeHAeHUManap, MHTepnpeTaLus, }Kac gpamaTtypriep, ¢ectuBasb,

YXaHa Apama, gpama.kz

KasaK TeaTtp eHepiHiH Kacibu okl 6TKEH Facblipia 6acTtay anfaH. AAFblH TON-Tal
6achbin, anfal Kajgam 6acKkaH WwarbliHAa ApamMaTyprusa MaCeNeciH WhblFapMallbiblK,
llaMa-LlapKblHa opaK WeLin, caxHara anTbIC OHEPIH LblFapFaHbliH TapUXTaH Ginemis.
KasakK TonblpafrbiHAaFbl anfallkbl Agpamatyprrep gereHae, .AinmaybitoB, M.9ye30B,
F.MycipenoB, b.MainnuH ecimaepi atanagbl. by aBTopnapabiH anfallKbliapbl Ka3aKTblH,
¥bIp-AacTaHblH CaxHara nanblKTar, Nbecara anHanablpbin aTtca, Kenecinepi 3amaHayu
TaKblpblNTapAbl KeTepreH. ATanMblll WbiFapManapaa TapTbiC, 9PEKET KaHEe KepepMeH
CypaHbICbliHa can 60/ybl, 6i3MiH OMbIMbI3LLA 6acTbl Tanan 60/ybl MyMKiH. }oFapbiaa
aTtanfaH aBTopfiapAblH Nbecanapbl TeN1 6HepiMi3iH ayhapnapblHa aiHanfFaHbl CO3Ci3.
M.9ye30BTiH «EHNIK-Kebek», «Kapares», «<Aiman-LLonnaH», F.MycipenoBTbiH «K03bl
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Kepnelw-basiH Cyny», <AKaH cepi-AKTOKTbI» NbecanapblH 6YriHae pexxuccepnep caH

TYPNi MHTEPNpETaLMsaLa KepepMeH Ha3apbiHa YCbIHbIN Keneai. bip pexuccep agactypni
TocinaepMeH Konca, eKiHwwici esrewe dopmaga Wwewim Taybin KaTtafbl. MyHblH 6ap/ibifbl
3aMaH TanabblHaH TyblHAaMn }aTkaH macenenep. [lereHMeH, Kadak aApamMaTtyprusceol
SPTYPNi Aamy caTbllapbiH 6acTaH Kewipai. BipiHLi AYHMEKY3iNiK CoFbI3 KesiHae
ayblHrepiep epniriH, XanblK PyxXblH acCKaKTaTaTblH TaKblpblNTafbl Nbecanap caxHa

TepiHe WbIKTbl. OfaH KeniH KeHec YKiMETIHIH eMipfiH apKblH TYCTapblH KOPCETY KEPEK
[lereH TanabblH opbliHAAMN, aBTopaap 63 WblFapManapblH YCbiHAbl. Byn TycTa »asbljiFaH
nbecanapjga TapTbic 60/MaK, atanMbll caNaHblH JaMyblHa 6ipa3 HYKCaH KeNTipreHi aHblK.
AlTa 6epce MyHaaKn macenenep Tofactamanabl.

An, 90 xblngapbl Ka3aK caxHacblHa Tapuxu Nbecansap MeH efiMi3fiH ereMeHairiH
XbIPIanTbIH WbIFapManap Kenten wWbifa 6actagbl. byn epKiH enfid, TapuxbiMeH
TaHbICTbIPbIM, YNbl TYIFANAaPbIH XaNKbIMEH KayblWTbIpFaH WbiFapmanap 6onabl. OKem Teatp
caxHacblHa Abbinan, KeHecapbl, LLbIHFbIC CUAKTBI XaHO4apbIiMbI3 WbIFbIM XalblK Kbl3blFa
KOPETiH CreKTaKbepiHe anHana 6inreHi cesimiare nonen. 8.Kekinbaes «Abblian XxaH»,
M.BbancepKkeHoB «Abblnan XaHHbIH, aKkblpFbl KyHAEPi», UpaH — Fanbin «LUbIHFbIC XaH»,
LU.KycanbiHoB «KasaKTtap», <ToMMpKUC» Nbecanapbl 63 TYFbiPblHA WbIFbIM, TypaKkTan KanfaH
LLIOKTbIFbl OMIK LiblFapManap eKeHi Tanac TyFbl36anbl.

CoHfbl XKbl1gapbl TeaTp MamaH4apbl 3aMaHaym TaKblpbiNTa Ka3bliFaH nbecanapiblH,
KepeK eKEeHiH anTbIn XYPreHiH 6inemMis. KentereH eHep olwaKTapbl 63 WaMa-LapKbl
KenreHuwe 6y 0NKbIbIKTbIH OPHbIH TONTbIPYFa ThiPbIChIMN XaTTbl. O6MbICTLIK TeaTpnap
Xeprinikti aBTopnapra *asfbi3bin Xatca, Aimatbl MeH Hyp-CynTtaH KananapblHAafbl
TeaTpfiap apTypni 6anKkaynap ymbiMaacTblpbin, KUbIHABIKTAH WbIFYAbIH O0A4apblH OCblian
wewri. TinTi, pecnyb/inKa KeneMiHae ToyenciaaikTi *blpflanTblH Nbecanapra 6ankay
KapusaaHbln, XeHin WblKkKkaH Nnbeca M.Dye30B aTblHAaFbl akageMUsSblK Ka3ak apamMa
TeaTpblHbIH CaxHacblHa KOWbINAbl. By WbiFapManapibl, ApamMaTyprusg TeopUsiCbIMeH
canbICTblpa KapafaHa, a/1Ci3 EKEHiH aMTblIM Ta, }a3blMN Ta }aTKaH TeaTp CbiHLWbINapbI
6onabl.

ByriHri TaH4a 3amMaHayu gpamMaTtyprusHbiH XasblyblH apTThipy YWiH «JpamMa.Kz-
2019» decTnBani YWIiHLWI PpET TYPaKTbl TYpAE eTKi3inin Keneai. 27-29 KasaH apasblfbiHaa
OTKEH pecTuBasbre oH nbeca TaHAanbin ajablHFaH. PectuBanbiid GUHaNbiHa 6TKEH
nbecanapabiH OKblbIMbl JIEPMOHTOB aTbiHAAFbl OPbIC APama TeaTpbIHbIH, Killli caxHachl
MeH «ARTULLIOK» TeaTpbIHbIH YIKEH caxHacblHAa eTedi. byn eTKi3inin oTbipFaH yLWiHLWi
decTmBanb. ATanMblll WapaHblH YMbIMAACTbIPYLWbIIapbIHbIH 6ipi, 9pi TYpaKTbl KETEKLLICI
6enrini Pecen gpamatyprbl O.XKaHangapos. On Ka3aKcTaHAblK aBTopaap YiiH webepnik-
K/laccTapblH Aa pecTnBanb ascbliHaa OTKi3in oTbipabl. Mannbl, 6anKayra Kesin TYCKEH
nbecanap caHbl 61bl1 48-re KeTin oTblp. ANAbIHFbI Xbl/bl Ja OCbIMEH Llamanac 60/FaH.
2017 xblnbl YUbIMAACTbIPbIIFaH anfawkbl dectnBanb nadopatopuns dopmacbkiHaa 60n4bl.
AngblH ana, e34epiHiH, Npo3asblK WhiFapManapblH KiGepin, COHbIH, iWiHEH ApamaTyprusara
Tanabbl 6ap 6ipHelle aBTOpNap TaHaan anbiHAbl. JalblH Nbecanap emec, pectuBanbre
apHan *asbliFaH gymHuenep 6onapl. bbINTbIpFbl eKiHWI decTuBanbaeH 6actan,
dopMachbiH 63repTin eHai opbip KanaraH agaM e3iHiH AalblH NbecachblH onaanabl.

Tafbl 6ip KyaHTaTblHbI, «/[lpama.Kz»-TeH KemniH 6yn NbecanapablH 6ipHelleyi Pecen eHep
GanrenepiHe KatbiCKaHbl (1 cypem).
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1 cypeT. TeaTp cbiHWbICLI A. MyKaH MeH decTuBanbliH KePKeMUIIK KeTeKLici,

apamartypr O. XaHangapos

Ocbl pectnBanb Nnanga 6onfanbl 6epi Nbeca asyfFa Kbl3blFyLblblFbl 6ACbIM,
LWblFapMalLlbl/iblK AaMy/ibl KanauTblH, 63 XYMbICTapblH TYp/i 6arKaynapfa »xongan
OTbIpaTbIH ApamaTyprrep optachl Kanbintaca 6actaraHbl KyaHTalbl. byn gereHimis,
aBTopflapFa e3/IEPiHiH NbecnapblH KaHLWalbIKTbl CYpaHbICKa Me EKEHIH KOPCETY XKaHe api
Kapaw »as3yra [ereH blHTa-xirepiH apTTbIpy.

TapuxKka Ke3 ¥YripTceK, 3amaHayu ApamaTtyprus gamMmbiMan TeaTp eHepiHiH anfa Kapau
XbUTKYbl MYMKIH eMeC eKeHiH KepeMis. aHa 3amMaH TanabblHa can, 6YriHri KYHMeH yHaec
nbeca caxHara KoKbliica, 6ipaeH Teatpaarbl atTMocdepa e3repin WhiFa Kenei. Teatp
MaMaHAapblHbIH apacbiHAa Aa Kbi3y TalKbliaynap eTiM, WbiFapMallbliblK AMKYCCUsnap
OpbIH anagpl.

CoHfbl Xblngapsbl «lpama.Kkz» decTuBaniHe Kenin TYCKeH Nbecanapfa Aerex
KbI3bIFYLLbIbIK apTa TYCKEeH. bipiHLi nabopaTopusanbik decTnBasibie OKblbiMbl 60/1FaH
nbecanap opbIC Ti/liHAE Ka3blFaHAbIKTaH, OipHeLleyi Ka3akK TiniHe ayaapbiabIn, Kiliripim
TeaTpnap caxHacblHa KoMblnabl. EKiHWI pecTuBanbaeH 6acTarn, Kadak nbecanapbl Aa
YCbIHbIbIM OTbIP. By 3aMaHayu gpamMaTtyprusiHbiH, aHa TiniMi3ae a3blblyblHa, JaMyblHA
TYPTKi 601bl. BUbINFBI LWOPT-TUCTKE KipreH nbecanapiblH XeTeyi opbiclia, Yieyi Ka3aK
TiniHae. NbecanapMeH TaHbICbIN WbIKKAHHAH KENiH, 6i3aiH 6aKaraHbIMbI3, TAKbIPbIMTbIH,
¥aHpblH, GopMaHbIH KenTypniniri 6onabl. Onap, X.ACaHOBTbIH, «Dy/Ine aFall»,
A.MaynaHoBTbIH «MunnoH» }aHe bl.LLlanfFeiH6anabiH «Kaman» nbecanapbl. Op aBTop 63
TaKblpblObIH alllyla ¥aH-KaKTbl i3[1eHe OTbIPbIN KENTreHi NbecajaH KepiHin Typ.

Kasak TiniHgeri yw nbecara e3 NikipiMai KenTipin KeTeTiH 601cam, TaKblipbiNTapbl MEH
dopmachl Kbl3blK. X.ACaHOBTbIH, «3y/Me aFalll» Mbecachkl KapananbiM aybli TYPFbIHAAPbIHbIH
eMipiH kepceTeai. bac-asfbl 6ec KaTbiCyllblAaH TypaTblH OKUFanap Ti36eri e3iHiH
bIKLIAMAbUIbIFbIMEH XaHe 6ipisainirimeH okblpMaHabl 6aypan anajibl. ABTOPAbIH anfallKbl
NbecanapbiMEH casbICTblpa KapacTblipaTblH 60JICaK, KoL inrepi AyHMe eKeHiH Kepemia.
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X.AcaHoB e3reule dopma, abCypTbiK TaKblpbin i3aemeni. bactbl Keninkepre eTipiriHe
Kanain oHal ceHpipce, WblHAbIFbIHA CEHAIPYI COHAaM KUblH 60nAbl. AnFallbiHAa 60/1Mallbl
HopceeH TyblHaraH Macesie KypaeneHin, WueneHicin, Keninkepnepai ToiFbIpblKKa
Tipenai. bacTbl KeninKkep Farbin6an aneni MeH anKecCiHiH, opTacbliHAa XYpPin, COHbIHAA
He icTepiH 6iIMeNn, caHcblpaFaH Kynre Tycefi. X.AcaHOB OCbl KENIMKepPi apKbl/ibl aybln-
avMaKTap/a KYH KeLlin »aTKaH Ken Ka3aKTbl KepceTKeH. byn Takblpbln Ta, Keninkepnep
[le Ka3akK TeaTpbl MEH K6pepMeHaepiHe KepeK. NbecaHblH, COHbIHAA Fanbin6an WbIfbIn
KeTefdi, caxHafa 6anta MeH KypPeK Kanabl. AlaM KETKEHHEH KEWiIH OHbIH, OPHbIH icTepI
6acagbl. Con cuakTbl Fanbinb6anabiH, oyn aFallTbliH KUECIH aCKaKTaTKaHbl EMEC OHbIH,
COJ1 afalThbl TYGIHEH KONapbIN Ky/1aTKaHbl FaHa KanfaH. bi3 aBTop/blH OCbl }XYMbICbIHaH
KapanawnblM aybl/l agaMaapblHblH 6MipiH KepceTin FaHa KoMMaK, oflapblH TpareausiblK
Xall-KYWMiH KETKI3rici KeNeTiHiH alTKbIMbI3 Keneai. ABTOpAbIH anTyblHLWa, aybliga
3aMaHjac, KnaccTac 4oCTapbIMEH OTbIpFaHAa anTblFaH a3in4eH TyblHAaFaH nbeca
eKeH. XyMbiccbI3 agamaap Ken 60nfFaHAblKTaH 60C XKYPreH agam XamaH JyHuere ynip
6onaTblHbl CO3Ci3. AfbilN Mera NoIMCTEH WafFanaa *}aTkaH enji Mekengepaeri wewimin
Tannam KyH 6TKeH calblH KYpPAENeHin }aTtkaH Mmacenenep wal etekteH. X.ACaHOBTbIH,
aTaNnMblll WblFapMacbiHbIH FYMbIP/bl 601yFa KyKblFbl 6ap (2 cypem).

2 cypeT. X. ACaHOBTbIH, «Qy/Ine afall» NbeCaHblHbIH, OKbUTbIMbI, 2019. Pexunccep: K. Aabinos

Keneci A.MayaaHoBTbIH «MWUNAMOH» Nbecachl. ['yn caTylbl Kbi3[blH apMaHbl MEH
MaKcaTbl — TYPMbICKa LWbIFy. }Kacbl yFalnFaH canblH, YMITKEPAep alanblin, TaHaay Kacay
MYMKIiHZiriHeH avpblnFaH. Kim 6osca ga, anTeyip TYpMbIC KypcaMm AereH MaKcaTTblH
eTeringeri 60MKeTKeHre KyYTnereH xepaeH YMiTkepnep 6ipiHeH COH, 6ipi Kenin, YCbIHbIC
acan 6actanbl. byn nbeca 6ackanapbiMeH CanbICTbipFaHAa, cayaTThl }Ka3bljFaH.
[ereHMeH fie, XiritTrepaiH, Kenyi MexaHuKasnblK cxeMa CUSIKTbl. ANFallKbl EKeYiH
KabOblngaraHbIMEH, KenecinepiHiH kenyi 6omxamabl Typae KyTtineai. CoHaan-ak, NbecaHblH,
Kanaw asikTanaTblHbl OpTacbliHAa TYCIHIKTI 60/bIN TYPAbl. ABTOPAbIH, YTbIMAbl TYCTAPbIHbIH,
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Oipi KeninkepnepiH anHanbicaTblH KaciGiMeH ataybl. byn apKblibl OKUFa MEH TaKbIPbINThbl
opTakK eTyre yMTblIFaH. KenTteH Ke3aeceTiH Kacin TYpJ/iepiH any apKbl/ibl, KOFAMHbIH,
6enHeciH alla TycKeH. byn nbeca apKbiibl 6YriHae yMbIT 6051biN 6apa *KaTkaH pOMaHTUKa
Moaceneci KeTepinreH ekeH. ABTopAbiH 6y WbiFapMaHbl }asydafFbl 6acTbl MaKcarhl,
TIpWINIKTIH aFbIMbIHA TYCIN KETKEH afjaM XaHblHAaFbl }aKblHbIHbIH, aynayibl YMbIT
KanablpFaHOblFblH KepceTy 60nfFaH. *KyMblIC, aKllia JereH KoFamra MaxabbaT KeTrnenai
€KEH MiKipre cyMeHe oTblpbIn }KasbljiFaH NbeCaHblH 6Mip CYPYre KYKbifbl 6ap.

YwiHwi coHfbl Nbeca. bl.lanFbiH6anabiH «Kamanbl» 60aabl. LbiFapma 6ip nepaeaeH
Typaabl. OKuFacel abeypp XKaHpblHa KakblHAaTblIFaH. LLlekapa KpiameTiHae eki KeHec
JlereH agam Xanax ganaja 6ip kamanfa kamanbin KanfaH. Onap 6ip oHriMeaeH eKiHwiciHe
oTin, KaMangaH LWbIFyablH }OMbIH KapacTbipa 6actanabl. AnFallbiHaa eKi congar aen
onnaraH 6i3aep OHbIH 6ip agamM eKEHiHE Ko3 KeTKideMi3. HofFapblJa anuTbin 6TKEHAEN
abceypa KaHpbiHaa 60nFaHablKTaH, 6y KeHecTiH 601MbICbIHbIH, EKIire }apblifaHbl Aen
Te Kabbligayra 6onajbl. OMIpAiH KbIMKYbIT TipRiriHe TYCKEH afaMHbIH KYHAENIKTI eMmipi
OCbl KaManga KanfaH cusakTbl. bip aFbicKka Tycin anbin, aFbin KeTin 6apamMbl3. OcbiHAaN
dopMachbliHbIH 63rewenirimeH nbecaHbl KyHAbl Aen anTa anambl3. bl.lLanfbiH6an
KbiTangaH KenreH KeareH KaHgacbiMbl3 601FaHbIKTaH, 01 ©3iHiH aTaxypTKa anraLl
KeNireHaeri NCUX0IOTUSNbIK Xan-KyWiHeH TyFaH nbeca eKeHiH anTbin KeTTi. CoHaan-ak,
Toyencis KasaK eniHiH, anfallKbl Xbligapaarbl ©MipiHiH KepiHiciMeH canbiCTbipyFa 60s1abl
(3 cypem).

3 cyper. bl.lLlanfbiH6anabiH, <Kamasn» nbecacblHblH OKblIbIMbl, 2019.

Pexuccep: A. OcnaHbaeBa

Hac gpamatyprrep Takblpbin TaHAayaa epKiH eKeHiH Kepemis. Onap Teatp caxHacbiHAa
HEHiH KEPEKTIriH eCKepe OTbIpbIN, KepepMeHre 6epepi Mos 60/yblH KO3AErEH EKEH.
ABTOpnap KapananbIMIblNblKTbl YCTaHa OTbIPbIM, OYTiHI KYHHIH akTyanabl Macenenepin
KeTepeai.
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A. K. AxmeTt
Kasaxckasi HayuoHanbHasi akademusi uckyccme um. T. XKypeeHosa
(Anmamel, KazaxcmaH,)

MPOBJIEMbI TEMbI B TBOPYECTBE MONNIOAbLIX APAMATYPIroB

AHHOTauMA

ABTOp peBbIO, aHANN3UPYS AMHAMWUKY CTAHOBNEHUS U Pa3BUTUSA Ka3axCKoW Apambl, AenaeT KpaTKui
0630p dectuBana «Jpama.Kz», KOTOpPbI NPOBOANUTCH B TEHEHWUE NOCNELHUX Tpex NeT. OLueHnBas nonb3y
AAHHOMO MepOoNpUATUA AN COBPEMEHHOW paMmbl, AenaeT aHann3 Nbec Ha Ka3axcKoMm a3blke. OnpeaeneHsbl
XYAOXKECTBEHHbIE YPOBHMW U COAepKaTeNbHO-UAENHbIE MOTUBbI ApaMaTUHECKUX MPOU3BEAEHUI, TEM CaMbIM
npoaHanu3npoBaHbl HanpaBneHUsa Pas3BUTUS COBPEMEHHbIX TeaTpasibHbIX TEHAEHLUMIA. ABTOP pacKpbiBaeT
aKTyaNbHOCTb Y BaXXHOCTb TEM, 3aTPOHYTLIX B APaMaTU4ECKUX NPOU3BELEHUSX.

KntoyeBble cnoBa: nbeca, Teatp, COBPEMEHHbIE TEHAEHLMMW, MHTEPMNPETaLMs, MOIoble ApaMaTypry,
dectnBanb, HoBas gpama, Apama.kz

A. K. Ahmet
T.K. Zhurgenov Kazakh national academy of arts (Almaty, Kazakhstan)

PROBLEMS THEMES IN THE WORK OF YOUNG PLAYWRIGHTS

Abstract

The author analyses the dynamics of formation and development of Kazakh drama, and makes a brief
survey of the festival «Drama.kz», which has been held for three years so far. He defined the artistic levels
and content-ideological motives of dramatic works, thus analyzing the directions of development of modern
theatrical tendencies. In the review also analyses plays in Kazakh language having in mind the value of the
festival. He discloses the relevance and importance of the topics in dramatic works.

Key words: play, theater, modern trends, interpretation, young playwrights, festival, new drama, gpama.kz
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NPUJIO)KEHUE/

APPENDIX

A.V. Tsoy

PHILOSOPHICAL AND AESTHETIC DISCOURSE OF MALLEABLE LANGUAGE IN
DRAMA THEATER PERFORMANCES

Figure 1. The musical «The prince of three kingdoms», 2012
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Figure 2.
The part «The love of woman», 2014

Figure 3.
The part «General Ko Son Di», 2015

Figure 4.
The part «The legend of love», 2017
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Figure 5, 6.
The part «Chun Hyan: remake», 2018

Figure 7. The part «Farewell, Gulsary!», 2018
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Figure 8 The part «The step into the abyss, 2019

A. K. Axmer
BYTIHII YXAC APAMATYPITEP WbIFAPMALLBbUIbIFbIHAAFbI TAKbIPbINM M3CEJENEPI

1 cyper. TeaTp cbiHWbICLI A. MyKaH MeH heCcTUBasbAiH KOPKEMAIK KeTeKLUiCi,

apamartypr O. aHangapos
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2 cyper. X. ACaHOBTbIH, «Qy/ne arall» NbecaHblHbIH OKblIbIMbI, 2019. Pexxuccep: K. Agbinos

3 cyperT. bl.LlLlanfbiH6anabiH «<Kaman» nbecacbiHbliH OKblibiMbl, 2019.

Pexunccep: A. OcnaHb6aeBa
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