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O MAPAJUIEJIAX
ME)XY
MHPOBO33PEHUEM
JPEBHEI'O

PHILOSOPHY

BOCTOKA U
TEOPETUYECKOU
®U3UKON

MPHTH 02. 31. 55

C.b. BYJIEKBAEB'

'Kazaxckuii yHHBEPCHTET MEXKIYHAPOIHBIX OTHOLIEHHIA
1 MEX/yHaPOJIHBIX sI3bIKOB HMeHH AGblait xaHa
(Anmatbl, Kazaxcran)

K. 3. XAJIbIKOB?

2Kaszaxckast HallMOHAJIbHAsT aKaleMHsT HCKYCCTB
um. T. K. JKyprenosa

(Anmatbl, Kazaxcran)

O NAPAJIENAX MEXAY MUPOBO33PEHUEM
APEBHEI0 BOCTOKA U TEOPETUMECKOW ®U3UKOM

AHHOTauMA

B cTaTbe aBTOPbI, OCHOBbLIBASCh Ha HOBEMNLLMX AOCTUKEHUSAX TPAHCMEPCOHANbHON U KBAHTOBOW MNCUXONOTUU U
COBPEMEHHOM HEKNTacCUYeCKON GU3NKM pacKpbIBaeT napasnienu, KoTopble B CBOe BpeMs Obli OTMEYEHbI He
TONbKO BENMKMMU GU3NKaMK XX BEKaA HaYMHas ¢ AMHLWTENHA, HO U U ApyruMn duamkamu XXI Beka. MHTepec
K aHanorMsm Mexay naesMv HoBemnlen HayK1 U naesmMmn BOCTOYHON MyAPOCTU BbI3BaH, TaKKe U TeM, YTO

PSAA KPYMHERLWKNX OTKPbITUI KBAHTOBO-PENATUBUCTCKON GU3UKKM, MCUXOSIOTMK U APYTMX HAYK, KaK NoKasano
BPEMS, HE MOXET 6bITb 06BACHEH B paMKax TPaanLMOHHON HbIOTOHO-KapTe3MaHCKOM Moaeny mupa, B
OCHOBE KOTOPOro fiexKana matepuanuctuyeckas punocoodus. bonee 1oro, BbISBUIOCH, YTO B OCHOBaHWUM
KBaHTOBO-PENATUBUCTCKON GU3UKU U TEOPUN OTHOCUTENTbHOCTU NIEKUT MMPOBO33PEHNE OYEHb MOXOXKEE Ha
MWPOBO33pEHUE UHAYUCTa, ByaancTa u gaoca.

3T0 CX0ACTBO OCOGEHHO YCUNMBAETCS, €CNn 06beUHUTb ABE TEOPUU B LIENSAX OOBbACHEHUS ABEHUNI
MMUKPOCKOMUYECKOro M1Pa: CBOMCTBA M B3AaUMOAENCTBME 3NIeMEHTAPHbIX YaCTUL,, U3 KOTOPbIX COCTOUT BCS
MaTepus. 3aecb Napanienn Mexay COBpeMeHHON GU3UKON U BOCTOYHBIM MUCTULM3MOM He TONIbKO 3aMeTHbI,
HO M MOPOM NPaKTUYECKU HEBO3MOMKHO OT/IMYUTL, KEM OHM caenaHbl: GU3NKaMU MAK BOCTOYHBIMU MUCTUKaMM.
KnioueBble cnoBa: co3HaHve, duanKa, MUCTULM3M, drunocodus, MeTanapagurma, aucbanaHc, Mup, atombl,
HbIOTOHO-KapTe3naHcKas Mofeb MUpa, MaTepuannadm, MaTepus, IHeprus.



BeegeHue

CoBpeMeHHble UccnenoBaHus
CO3HaHWS NOCTaBSIOT MHOFOYUCIIEHHbIE
cBuAeTenbCcTBa, NoaaepHunBatowme
MWPOBO33PEHNE BENIMKUX MUCTUHECKUX
Tpaauuuin. B Toxe Bpems peBONOLMOHHOE
pa3BUTME APYrMX Hay4YHbIX AUCLMMINH
B KOpPHE NoApbIBatoT U AUCKPEAUTUPYIOT
MEeXaHUCTUYECKOE BUAEHWE MUPaA, CYKaloT
pas3pbliB MEXAY HAayKOW U MUCTULIM3MOM,
Ka3aBLUMICS B MNPoLIomM abCoNtoTHbIM U
HenpeoaoINMbIM.

06 aToM cxoAcTBeE ele MHOro
NEeCaTUNeTU Ha3aa roBOpuIM Takue
BEIMKNE PU3UKU KaK AnbbepT INHLITENH,
Hunbc bop, BepHep len3eHbepr n
Aap. OHM Haxoaunu cBOE MbllueHME
BMO/IHE COBMECTUMbIM C AYXOBHOCTbIO, C
MWUCTUYECKMM MUPOBO33PEHUEM U HE pa3
B CBOMX paboTax o6paLlianv BHUMaHWe
Ha naenHoe CX0ACTBO MeXay BOCTOYHbIM
MWUPOBO33pPEHUEM U dUNocodpuren
KBaHTOBOW MexaHuKu [1, c. 8—10].

B nocnegHue roabl ata npobnema
HEOJHOKpPAaTHO 06CcyXaanacb BO MHOIMMX
KHUrax n ctatbsx. Ocob6o ncyepnbiBatolLe
3TW aHaNoruu NpoBefeHbl B paboTtax
TaKuMX y4eHbix Kak Pputbod Kanpa —
«[1ao opnsunkm», Nutepa Paccena — «OT
®un3unkuM K bory», KeHa Ynunb6epa «dPnaunka,
MWUCTULIM3M M HOBas xonorpaduyeckas
napagurma» u ap.

®. Kanpa oTMeyvaert, 4To B Havyane
3TV Napannenu B Hay4Hblx Kpyrax 6biu
BCTpPeYeHbl 04EHb OCTOPOXKHO, MOCKOJIbKY
Ha 3anage, 0C06eHHO B rnasax y4eHoro
Mupa, MUCTULIM3M BCEraa accoLMnpoBasics
C YeM-TO HeHay4YHbIM. OgHaKo no mepe
TOro, KaK eBponencKoe o6LecTtBo BO
BTOPOW MOJIOBUHE ABaALATOro BeKa cTtana
BNagaTtb B CIOXHENLLMN CUCTEMHbIN
KPWU3KC, KOTOPbIM 0JHO3HAYHO rOBOPUI O
TOM, YTO €BPONENCKUI MYTb Pa3BUTUS, ee
dbyHOaMeHTanbHbl€ UCXOAHbIE OCHOBAHMS
HY>X[JaloTCs B KOPPEKTUPOBKE, CTano

pacTu CTPEMJIEHNE HAUTK OTBEThLI, HA 3TU
BOMPOCHI.

3TUMKM 06CTOATENBCTBAMM 0OBbACHAETCS
W TOT MHTEPEC K BOCTOYHBIM MUCTUYECKUM
YY4EHUSAM, KOTOPOE ABUIOCh, MO MHEHMIO
®. Kanpa, ogHMM 13 NposBeHn 6onee
06lLEeN TEHAEHLNW, HANPaBIEHHOM Ha
NpeoosieHne CyLeCcTBYOLWEero Kpusnca
3anagHoro obuiectsa, gucbanaHca ee
KynbTypbl [2, ¢. 3].

A TaK¥Ke 3TOT MHTEepec, N0-BUAMMOMY,
MOXHO paccMaTpmuBaTb Kak HeE0BXoaAnmMoe
[IONoNHEeHWe 3anagHomMy o6pasy
MblLLIEHWS, @ YacTo U allbTEPHATUBY EMY.

®. Kanpa coBeplieHHOo npas,
[ENCTBUTENbBHO, 3TOT ANCHanaHCc MOXHO
3HAYUTENbHO Ny4lle 06bACHUTbL M ONMUcaTb
npy NoMoLLM dyHAaMeHTaslbHbIX MOHATUM
KUTanckom ¢punocodun Kak NHb u AHb.
TpaAnUMOHHO B EBPONENCKOMN KyNbType
BCerga sBHOe npeanoyTeHne oTaaBasnoch
LLEHHOCTSIM W NoAXoAaMm, B KOTOPbIX
npeo6nagano Myxckoe Havano (AHb),
MY}KCKas KyNibTypa, n npeHebperanoch ero
HEOTbEMJIEMOWN XXEHCKOW AOMNOJSHAOLWEN
(MHb), »eHcKon KynbTypon. 3anag
npeanoyes camoyTBepxaeHue
06bEeNHEHMIO, aHA/IN3 — CUHTESY,
paccyao4yHOE NO3HAHNE — UHTYUTUBHOMY,
HayKy — peinrmu, copeBHoBaHWe
COTPYAHUYECTBY M TaK ganee.
OOHOCTOPOHHOCTb Pa3BUTUSA 3TOTO MYTH
Joluna Ao onacHbIX Npeaenos, n npueena
K COoLlManbHOMY, 3KOHOMUYECKOMY,
MOpPanbHOMY U JYXOBHOMY KPU3MCY.

OaHaKo, 04HOBPEMEHHO C 3TUM, N0
€ro MHEeHUI0, Hayanocb rpaHaMo3Hoe
[BUXEHWE B yMax 1 cepauax,
NnoATBepXKAatollee ApeBHEE KUTancKoe
n3peyeHue o Tom, 4To AHb, 4OCTUIHYB,
NMUKa CBOEro pa3BuTUs, OTCTyNaeT nepes
nmyom UHb.

3TUMKM npoLeccamMmmn 06bACHAOTCS, U
pacTtywas 03ab04eHHOCTb MO OTHOLIEHUIO
K 3KONOrnyeckmm npodnemam, GeMnHmU3M,
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BO3POXAEHME UHTEpPeCa K 0340POBIEHMIO
U MeJnLMHE — BCE 3TO — KOMIMeHcauus
3a To, YTO B Hallem obLiecTBe Jonroe
Bpems npeobnajano paumnoHanbHoe,
MacCKY/IMHHOE (MYXCKO€) Havano, u
Hayvancs nyTb K BOCCTAHOB/IEHUIO
€CTeCTBEHHOMO paBHOBECHS.

Taknm 06pa3omM, 0CO3HaHMe rNyboKom
B3aMMOCBS31 COBPEMEHHON GUSUKU U
BOCTOYHbIX MUCTUYECKUX YHEHUN — ellle
OAMH LWar K BblpaboTKe HOBOro B3rnsaa
Ha AeNCTBUTESNIbHOCTb, MPU YCI0BUU
OCHOBAaTe/IbHOro NepecMoTpa Hamx
LLleHHOCTEN, NpeAcTaBEHUN U MbiCNen
[2,c. 4].

M3BeCTHO, YTO coBpeMeEHHas dU3nKa
OKa3blBaeT OrPOMHOE BfIUSIHWE Ha BCe
CTOPOHbI 0OLWECTBEHHOM }N3HU. B TOM
4yucne OHO 3aTparmBaeT TaKXKe U BClo
KYNbTYpY B LLEJIOM 1 06pa3 MblLUNEeHUS,

B YaCTHOCTH, YTO BbipaxaeTcs B
nepecMoTpe HalKux B3rns40B Ha
BceneHHylo 1 Hallero OTHOLWEHMS K HEM.
M3yyeHne mrpa atoma 1 cy6baToOMHOro
MWpa B ABaJLAaTOM BEKE HEOXKMNOAHHO
orpaHnyunno o6sacTb NPUNOKEHUSA naen
KNaCcCM4YeCcKon MexaHnKn n 06ycnoBuno
Heo6Xx0ANUMOCTb KOPEHHOTO rnepecmoTpa
MHOIMX GyHOAAMEHTasIbHbIX MOHATUH
ObITUA. B nepByto o4yepeb 3TO — NOHATUSA
Matepuun B cybaToMHON GU3UKE, NOHATHUSA
NPOCTPaHCTBa, BPEMEHMU, MPUYNHbLI U
cnenctaums. NOCKONbKY 3TU NOHATUS
Jiexanu B OCHOBE CYLLLECTBYIOLLErO
MWPOBO33PEHUS, TO UX NEPECMOTP
HayMHan paguKkanbHO MEHATb BCA KapTUHY
Mupa.

3TOT BONPOC 0 HEOBXOANMMOCTH
YTOYHEHWS KapTUHbI MMpPa B CBA3M C
PEBOJIIOLIMOHHBIMW OTKPbLITUAMUM B 06/1aCTH
GU3NKN 4OCTATOYHO 06CTOATENBHO
paccMoTpeH dusmkamu u punocodamm,
O[HaKO A0BOJIbHO PEAKO NPK 3TOM OHMU
o6pallanyM BHUMaHue Ha TO, YTO BCe 3TU
NU3MEHEHMNS, NOXOXKeE, NPUBAMKAIOT HaC K

BOCMNPUATUIO MMpPa, HEOObl4aNHO CXOAHOMY
C KapTUHOM MUpa MUCTUKOB BocToKa.

AvpekTop MexayHapoaHoro
WHCTUTYTa TEOPETUYECKON U NPUKITaJHON
¢du3nKn Poccnn akagemuk A. E. AKMMOB,
nuwert: «Bce, K 4eMy cenyac nogousia
du13KKa, NpaKkTU4Yeckn 6e3 Gopmyn, HO
B coflepKaTefIbHOM MnfaHe, U3/10XKEHO B
JPEBHENHANNCKUX BEANYECKUX KHUaX.
CylecTBoBanu 1 cylwecTBytoT ABa
HanpasneHus no3HaHua Mpupoabl. OgHO
npeacraBneHo 3anagHon HayKon, To ecTb
3HaHMSMU, KOTopble 4o6bIBalOTCS Ha
TOW METO0/10rM4ecKon 6ase, KOTOpPou
Bnageet 3anaj, To eCTb JOKa3aTeNbCTBO,
3KCNEepPUMEHT 1 T. n. [Apyroe —
BOCTOYHbLIMUM YHEHUAMU U MPAKTUKAMMU,
TO €CTb 3HaHUSMMU, MOJIYHEHHBIMW U3BHE
330TEPUYECKUM NYTEM, B COCTOSIHUM,
Hanpumep, MeguTaunn. 330Tepuyeckue
3HaHWs He J06bIBalOT, X YENOBEKY
JatoT. [lony4yunnoch TaK, YTO Ha KaKoM-

TO 3Tane 370T 330TEPUYECKUM NYTb BbiN
yTepsiH, u cbopMupoBancs Apyron nyTb,
4Ype3Bbl4aMHO CMIOXHbIM U MEASIEHHbIN.

3a nocnegHioto TbicAYy NeT, cneays 3Tum
nyTeM, Mbl MPULLIN K TEM 3HAHUSM,
KoTopble 6blr M3BECTHblI Ha BocToke 3000
NeT Ha3apy [3, c. 24].

NHTepec K aHanoruam Mexay naesamu
HOBeWLWEeN HayKn U MAeAMM BOCTOHHOM
MYZPOCTU Bbl3BaH, TAKXXe U TEM, YTO
pAL KPYNMHENLKUX OTKPLITUW KBAHTOBO-
PENATUBUCTCKOM PUIUKHK, MCUXONTOTUK
W APYrux HayK, KaK NoKasaso Bpems,

HE MOXET 6bITb 0ObACHEH paMKaMu
TPaAMLMOHHOM HbIOTOHO-KapTe3naHCKom
MoJeNin M1pa, B OCHOBE KOTOPOW Jiexana
MaTepuanucTnyeckas ¢punocoodus. bonee
TOro, BbIIBMNOCH, YTO B OCHOBaHWU
KBaHTOBO-PENATUBUCTCKON GUSUKM

WU TEOPUU OTHOCUTENIbHOCTU NEXKUT
MWPOBO33PEHNE OYEHDb MOXOXKEE Ha
MWPOBO33peHne NHAYUCTa, ByaaucTta unu
Jaoca.



370 CX0ACTBO OCOGEHHO yCHMBAETCH,
€Clin Mbl 06pallaemcs, K NorbiTKam
06benHUTb ABE TEOPUN B LIENSX
O6bACHEHUS ABJIEHUI MUKPOCKOMUYECKOI0
MUpa: CBOMCTB Y B3aUMOAENCTBUI
3afleMeHTapHbIX YacTuL, U3 KOTOPbIX
COCTOMUT BCSI MaTepus. 34ecb napannenu
MeXay COBpeMEHHON GUBNKON U
BOCTOYHbIM MUCTULM3MOM HE TONIbKO
3aMETHbI, HO U MOPOMN UX NPAKTUYECKH
HEBO3MOXHO OT/INYUTb, KEM OHU cAeNaHbl:
d13MKaMn UM BOCTOYHbIMU MUCTUKAMM.

Ecnu cerogHsa opmanKa npenogHocuT
HaM MMPOBO33peHNE, MUCTUYECKOE MO
CBOEMY COZEPKaHMIO, TO OHa, HEKOTOPbIM
06pa3om, BO3BpaLlaeTcs K CBOUM
COBCTBEHHbLIM UCTOKaM [2, ¢. 10-12].
[eno 3aech B TOM, 4YTO 3anajHas HayKa
6epeT Havyano oT MUCTUYECKON dunocoduu
paHHUX rPEeKoB, KoTopas, o4HaKo, M36paB
nyTb paLMoHanM3ma, B UTOre 3Ha4YmTeIbHO
oTaaannach oT CBOMX MUCTUYECKUX
MCTOKOB M NMpuBena K BO3HMKHOBEHMIO
MWPOBO33pPEHUS, HaxoasLWErocs B OCTPOM
NPOTUBOPEYUM C UCXOAHBIM CBOUM
MWPOBO33PEHNEM Y MUPOBO33PEHNEM
Hapoaos [danbHero BocToka.

Ha cambIx nocneaHunx ctaaunsix CBOero
pasBUTUS 3anagHas HayKa, B KOHEYHOM
nTore, NPeoaosieBaeT rpaHuLbl CBOEro
e MMPOBO33pPEHUS U BO3BpaLLaeTcs K
B3rnsgam BOCTOYHbIX U PAHHUX FPevYeCcKux
dunocodos. OgHaKO Ha 3TOT pa3 OHa
NUCXOUT HE TOJIbKO U3 UHTYULIUK, HO U U3
pe3ynbTaToB B BbICLIEN CTEMNEHM TOYHbIX U
CJTIOXHbIX 9KCMEPUMEHTOB M U3 CTPOIroro
1 nocnegoBaTebHOr0 MateMaTuyecKkoro
060CHOBaHMA. B aToM nnaHe ocoboro
BHMMaHMWS 3acny>XMBaeT Teopus
$GM13MYEeCKOro Bakyyma poCCUMNCKOro
dun3uKa LLinnoea, B KOTOPLIM OH AaeT
MatemaTuyecKyo moaenb BeceneHHom
[4,c.111-112].

KopHU pU3NKU, KaK 1 BCeN 3anagHoN
HayKW, B LLeSIOM, crieflyeT UCKaTb
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B Ha4yanbHOM Nepuoae rpevyecKon
dnnocodumn B LLECTOM BEKE A0 H.3. —

B Ky/ibType, He AenaBlUnX pasfinymnm
Mexay HayKon, dunocobuen n penmruen.
JencTBUTENBHO, MOHUCTUYECKHNE U
opraHu4yeckue B3rnsgabl dunocodon
MUNETCKOM WKONbI B6bIIN O4EHb BIM3KK K
B3rnsgam ApeBHUX MHAUUCKUX U KUTANCKNX
¢unocodos, a B punocodpum lepaknura
13 Adeca NogobHbIE Napanienu ewe
6osiee o4eBUAHbI. [epaknunT Bepun B
NOCTOSIHHO U3MEHSIOLWMINCA MUP B BEYHOE
€ro ctaHoBfieHWe. Bce U3MeHeHns B
MKUpeE, N0 MHEHUIO dpunocoda, NPOUCXoanT
B pe3ynbTaTe aKTUBHbIX LIMKIIMYECKMX
B3aUMOJENCTBUI Pa3/IMYHbIX Nap
NPOTUBOMONOXKHOCTEN, KOTOPbIE
COCTaB/IAT eAnHoe Lenoe. EANHCTBO,
cofeprkallee NpoTUBOMONOXKHOCTH, HO
cTosilee HaZl HUMW, OH Ha3biBaJsl JIOrOCOM.
Pa3pbiB 3TOro €A4MHCTBa BNEPBbIE
NPOMU30LLIEN B LIKOJIE 311eaToB, KOTOPbIe
npuM3HaBaau CylwecTBOBaHNe HEKOEro
boxectBeHHoro lNMpuHumMna, cToswero Hag
BCEMW 6oraMmun u ntoabmMu. 3ToT MprHUMN
nepBoHa4vasibHO OTOXAECTBASANCS C
enHCTBOM BcenleHHOoM, a NoToM — C
pa3yMHbIM NepcoHNbULMPOBaHHbLIM
BoxecTtBoM, CTOSLWMM Hal MUPOM U
yrnpaBngolWmMmM nocnegHnm. Tak BOSHUKI0
TO HanpasneHue Gpuaocodun, KOTopoe, B
KOHLLe KOHLIOB, OTAENNN0 MaTeEPUIO OT ayxa
W NOPOANNO Ayain3M, CTOb XapaKTepPHbI
Ong 3anagHon ¢punocodun.

Mo mepe Toro, Kak yKopeHsnacb naes o
pasgeneHunn gyxa n matepuu, dnnocoodobl
cTanu Bce 60Mblile MHTEPEeCOBATLCS CKOpee
[IYXOBHbIM, YeM MaTepuaibHbiM MUPOM,
4yesIoBEYECKOM AyLon 1 npobiemamu
3TUKKU. STW BOMPOCHI 3aHMMasn 3anagHblX
MbICuTENen 6onee AByX ThiCAY NET C
Havyana pacLBeTa rpev4eCcKon HayKku U
KynbTypbl B V-VI BeKax [o H. 2.
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MeToabl

Hay4yHble npeacTaBneHnst APEBHMUX
rPEKOB OblNM CUCTEMATU3NPOBAHDI
ApucTtoTtenem, KOTopbiK co3aan Moaesb
BceneHHoM, ncnosb3oBasLuylocsd 3anagHom
HaYKOW Ha NPOTSXKEHMUN ABYX ThiCAY NeT
[4]. B cTaHOBNIEHMM €BPOMNENCKON HAYKK
N UMBUNM3ALMN, TAKKE BAXKHYIO POJib
cbirpana Jlornka Apuctotens. MoxHo
CKa3zaTb, 4TO OCHOBAHHbIM Ha 3TOM
CNoco6e MbILLNEHUSA HayYHbIN METO/,

B Ja/ibHenwem pa3paboTaHHbin P.
bakoHOM, onpenennin oco6eHHOCTbL BCEN
€BPONENCKON HayKu U UMBUIN3aLMN.

B aTtom npouecce, T. e. CTaHOBNIEHUHU
COBPEMEHHOW HAyKW BaXKHYIO POJib
cbirpana naes Takxe naes PeHe [ekapta
O MOJIHOW NMPOTMBOMOJIOKHOCTU MaTEPUH
n oyxa. B ocHOBe MMPOBO33peHUs 3TOro
dunocoda nexano ¢yHgamMeHTanbHoe
pa3sgeneHue NpuMpoabl Ha ABe
He3aBMCHUMble 061acTh — 061acTb
CO3HaHWKU K obnacTb MaTepuun. B
pesynbTate TaKoro «<kapTe3naHCKoro»
pa3geneHns ydyeHble CMOrn
paccMaTtpuBaTb MaTeEPUIO KaK HEYTO
HEXWBOE U MOJIHOCTbIO OTAENbHOE OT HUX
camux. Takoe MexaHM4YecKoe BO33peHune
OblN10 BOCMPUHATO N McaakoM HbOTOHOM,
KOTOPbIX MOCTPOUIT HA Ero OCHOBE CBOIO
MEXaHWKY, CTaBLUY0 GyHAaMEHTOM
KJTaCCUYECKON GUBUNKM.

O6uWenpuHATEIM METOOM Hay4HbIX
nccnegoBaHWM M OTKPLITUIM CTan MeToa
ApucTtoTtens, gopaboTaHHbIKM dunocodamm
HoBoro BpemeHu. B ee ocHoOBE, 1Mo
MX MHEHWUI0, 06513aTeNIbHO JOKEH
nexaTtb OnbIT U 3KCNEpPMUMEHT. C aToro
MOMEHTa, MOXHO CKa3aTb, B EBpone
— 9KCNnepuMeHTalbHOE UccnegoBaHme
— CTaHOBUTCS CUMBOJIOM U KpUTEPUEM
HaY4YHOCTH JII060OMN TEOPUM.

Pe3ynbraTtbl

Cnegnyet npu3HaTb, YTO B UCTOPUM
€BPONENCKON HayK1 1 LMBUIN3ALINK
KapTe3nmaHCKoe pasjeneHune u
MexaHUCTUYECKOE MUPOBO33pEHNE
OblfIM 61aroTBOPHbI A48 Pa3BUTUS
KJTaCCUYECKON MEXaHUKHU U TEXHUKMW.
OpHaKo, KaK nokasana UcTopus
HayKH, HE BCE OKa3blBAETCH MOMHO
NPOBEPUTb OMNbITOM U IKCNEPUMEHTOM,
N HE BCE MOXHO 06bACHUTL. HarnagHbim
NPMMEPOM, KOTOPOrO MOMKET CIYKNUTb
Hayka XX BeKa, B KOTOPOM HaKoMuioch ¢
OrPOMHOE KONMYecTBO HapaboTaHHOro,
HO HEOODBACHUMOIO C TOYKU 3PEHUSA
TPaAMLMOHHOIO eCTECTBEHHOHAY4YHOIo
MWPOBO33peHnsa maTepuana. Ocobo 34ecb
crnegyet oTMeTUTb 3 dyHAaMeHTalbHbIX
OTKPbITUSAX, KOTOPbIE MOJIHOCTLIO U3MEHWSTN
He TOJIbKO Halle npeacTaBieHne 0 MUpe,
HO 1 BCe Halle Mbll/IEHME: TEOPUHN
OTHOCHUTENIbHOCTU, KBAHTOBOW MEXaHUKOM U
Teopuu xaoca.

3T 1 apyrue peBOSIOLMOHHbIE
OTKPbITUSA HAyKW Havana 1 cepeamnHbl XX
BEKa HarnsgaHo npogeMoHCTpMpoBanu
HEeCrnocobHOCTb GpMI0CcoOdUn TOro
BPEMEHU OTBETUTb Ha CNOXKHENLNE
METO/I0/I0MMYECKNE N MUPOBO33pPEHYECKME
npo6semMbl HayKku. [03aTOMy MHOrHe
BblAaloLLMECs YYEHbIE TOIO BPEMEHH, B
nepBylo o4epesb GU3UKM - TEOPETUKMH,
KaK A. SnHwTenH, bop, MNMnaHK 1 ap. B
paMKax CBOeN HayKun Havyanu KapauHanibHo
nepecmaTpuBaTb U NEPEOCMbICINBATb
$pyHAaMeHTabHble NOHATUS
CYyLLLECTBYIOLWEN HAYKN, MECTO U POJib
CO3HaHWUSA B CUCTEME eCcTeCTBEHHOHay4YHOM
KapTWUHbl MUpa. Hago npusHaTth, YTO MX
OTBETbI OblIN 6051€€ 060CHOBAHHbLIMMU
n 6onee yéeamntesbHbIMU, YHEM OTBETHI,
KoTopble fJaBanu Gunocodbl TOro BPEMEHMW.

BoT 4yTO nuLwweT no atoMy noBoay
akageMuK PAH b. B. PayweH6ax:
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«Y Kaxaon anoxu ceBoe NoHnMMaHue
Mupa. KoHel, npoLuioro BeKa n Havyano
HbIHEeLHero 6bl10 BpEMEHEM YTBEPKAEHUS
MaTtepuanuama. Hepeaa BETMKUX OTKPbITUM
$U3nKoB ob6HaeKMBana: Bce Ka3anocb
06bACHMMbIM. HO K KOHLY Hallero Beka
cTasio 04eBUAHOW HECOCTOATENIbHOCTb
«CaMoHaJesaTeNnbHoro» Mmatepunanuama. He
CTPaHHO K, 4YTO K 3TOW MbICNK eABa /N He
nepBbIMU NPULLIX NPEeACTaBUTENIN TOYHOIO
3HaHMa? HanpoTtuB, HEKOTOPble GUBNKMK,
yrny6nssicb B MUP 3/1EMEHTaPHbIX YacTuL,
W NblTasiCb aHaUMTUYECKUMN MEeTO4aMMU
nosHatb BceneHHyto, No4yBCTBOBASH
HEBO3MOXHOCTb 06bACHEHMUS €ro TONIbKO C
TOYKM 3peHUs MaTepunanmama [5].

3aeck PaylieHb6ax, B NepByto ovepenb
UMeeT B BUAY [BE HOBble Napaanrmel
$dU3NKKN Havana aBagLaToro Beka Kak
TEOopUs OTHOCUTENBHOCTU N KBAHTOBas
MexaHWKa, KOTopble, NOSBUINCH
61arogaps HOBOMY NOHUMaHUIO NPUPOAbLI
cBeTa, KoTopas B CBOI o4yepeab NpuBesno K
paauKaibHOMY UBMEHEHUIO NPUPOabI BCEN
peasnibHOCTH, T. €. NPOCTPaAHCTBA, BPEMEHM
N MaTepuun.

B KOHTEKCTe, paccMmaTprBaeMon
HaMu NPo6EMbI, IaHHOE MOJIOKEHME
cnepyet paccMoTpeTb 6onee nogpobHo,
TaK KaK OCMbIC/IEHUE 3TUX OTKPbITUI
NMPMBENO YY4EHbIX K BO33PEHUAM BJIN3KMX
BO33peHuam [peBHero Boctoka. Kak
M3BECTHO, B HayKe dyHAamMeHTalbHble
N3MEHEHNS B MOHUMaHWU KapTUHbI
peanbHOCTU Ha4yanuchb C TEOPUH
OTHOCUTENIbHOCTM ANHLITENHA, KOTopas
poaunacb U3 NOMbITOK 06bSICHUTb
CTpaHHble 0COBGEHHOCTU CKOPOCTH
cBeta. CornacHo Knaccmyeckon Gusnke,
n3mMepsieMasi CKOpoCTb CBETa [10/I}KHa
N3MEHATLCH B 3aBMCUMOCTH OT ABUKEHUS
Habnogatensa. OgHaKo, cornacHo
aKcnepumeHTty MankenbcoH-Mopinu,

Kyda 6bl HX ABUrasncs HabaoaaTesb
— B TOM Y€ HanpaBieHUH, YTO U CBET,
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WIIN 3Ke B NPOTUBOMOJIOKHYIO CTOPOHY,
OTHOCHUTENIbHas CKOPOCTb CBETa OCTaeTcs
Hen3mMeHHou. [lpyrumu cnosamu

CBET, OKa3blBaEeTCs, HE NOAYMHSAETCS
KlaCCUYECKMM 3aKoHaM. JTO He
noagaBanocb 06bACHEHUIO [6].

MNepBbiM Hanbonee 060CHOBAHHbBIM
OTBETOM Ha HEOOBSACHUMbIE pe3ynbTaThl
GU3UKKM cTanu paboTbl AMHWTENHA, B
O/IHOW U3 KOTOPbIX OH OMUCLIBAET pelleHne
npo6aemMbl CBeTa, NONOXUBLUNE HAYano
TEOPUU OTHOCUTENBbHOCTU. «OCHOBHas
npeanocbinka, — nuwert MNutep Paccen
B cBoel KHure «OT Hayku K bory» — He
HoBa [7]. Ewe lanunen obHapyxun, 4To,
HaxoAACb B 3aKPbITOM KOMHaTe, 6€3 OKOH,
HEBO3MOXHO CKa3aTb, HaXOAMTCS /i1 3Ta
KOMHaTa B COCTOSIHWU NMOKOS UK XKe OHa
[BWXETCS C paBHOMEPHOW CKOPOCThIO;
JIIO60MN 3KCNEPUMEHT, NOCTaBNEHHbIN
B ABUXYLLENCH KOMHaTe, acT Te XKe
pe3ynbrathl, YTO U B HENOABUXKHON. To
€CTb, PM3NYEeCKNEe 3aKOHbl HEU3MEHHbI BO
BCEX paBHOMEPHO ABUXKYLLMXCH CUCTEMAX
KoopauHart. 3Ty Teopmio SNHLITENH,
flopaboTan, 3asBMB, YTO NMPUHLIAN
TEOPUN OTHOCUTENIbHOCTU CNpaBeaInB
N9 BCEX paBHOMEPHO ABUXKYLLMXCS
cucTem KoopauHart. [1pu aTom, N0 MHEHMIO
OMHLWTENHA, CKOPOCTb CBETa A0/IKHa
OblTb HEM3MEHHOW BO BCEX PABHOMEPHO
NBUXKYLLMXCH CUCTEMaX oTcyeTa.

Apyrnmu cnoBamu, Kak 6bl 6GbICTPO Bbl
HU nepeaBuranncCb, UBMEpPEHHas BaMu
CKOpOCTb CBeTa Bcerfa 6yaet paBHbIM
300000 Km/c., K npuMmepy, ecnun 6bl Kakoe-
HWMOYAb TEN0 ABUIafoCb CO CKOPOCTbIO
300000 KMm/c, To CKOpOCTb CBETa
npeBbiWwasno 6kl Teno Ha Te e 300000
KM/C.

370 NPOTUBOPEYUT 34PaBOMY CMbICITY,
rosopwuT N.Paccen, HO B JaHHOM clly4ae
ownbaeTcs 3apaBblvi CMbIC. Mbl
co3faeM MOJIe/In peasibHOCTU Ha OCHOBE
*W3HEHHOTrOo onbiTa. O4HAKO Mbl XXMBEM
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B CPaBHUTENIbHO MeaneHHOM mupe. Mpu
CKOPOCTSX, B/IM3KUX K CKOPOCTU CBeTa,
peasnbHOCTb CTAaHOBUTCHA MHOW. To, 4YTO
CKOPOCTb CBeTa OCTaeTCsd HEM3MEHHOM
[ON9 BCex Habntogartenen, ¢ Kakom Obl
CKOPOCTbIO OHU He nepeaBuranuc, —
[OCTaTO4YHO CTPAHHO, HO elle 6onee
CTpaHHble BELLM OXMAALOT Hac, eCNKU Mbl
o6paTnUMcs K NPOCTPaHCTBY M BPEMEHMW.

CornacHo TeopuKn OTHOCHUTENTIBHOCTH
AnHWTENHa, NnepemellaemMble Yacbl 6yayT
WATU MeIEHHee, YEM Yachl, BUCALLME Ha
cTeHe. [Npn 06bIYHbIX 419 HAC CKOPOCTSX,
HO MO Mepe NPUBIUKEHUS U CKOPOCTH
CcBeTa OHa CTaHOBMUTCS 4OCTAaTOYHO
owyTMmMon. Ecnu Bbl 6yaeTe ABUraTbCs
MWMO MEHS CO CKOPOCTbIO, paBHbIn 87%
CKOPOCTHM CBETa, Ballu Yacbl 6yayT MATU B
[Ba pa3a MeaneHHee MouX; 3aMeaisatoTes
BCe GDU3NYECKME, XUMUYECKUE U
6uonornyeckue npotecchl. No cpaBHEHUIO
CO MHOW, Bbl OKaXKeTecb B 6osee
MeJIEHHOM MUpeE.

Camo BpeMs 6yaeT Teyb A1 Bac
MeasneHHee. Kakmm O6bl yaUBUTENbHbIM
3T0 HW Ka3asioCb, HO OMMbITbl NOATBEPAMIU
— BPeMs, IENCTBUTENBHO MOXET
3amMeanatbes. B akcnepumeHTe
BbICOKOTOYHbIE aTOMHbIE Yachl,
nepemellaemble BOKPYr 3eMHOro
lapa, 3aMed/InnmM CBOKW X0, KaK 1
npefcKasbiBana Teopus. 3ameaneHue
BPEMEHMU BbIN0 YPE3BbIYAMHO MaNo —

N BCe-TakKu OHO 6blNO.

OTHOCHTENBHO HE TOJIbKO BPEMS, HO U
npocTpaHCcTBO. ECNn Bbl ABUMKETECH MUMO
MEHS CO CKOPOCTbIO paBHbI 87% CKOPOCTH
CBETa, Ball MUp CTaHeT B [1Ba pasa
MEHbLLE MOero. 3To TaKXXe NPoTUBOPEYUT
3paBoMy CMbIC/y. TeM He MeHee, ONbITbl C
Cy6aTOMHbIMW YacTULLAMMU, ABUKYLLMMUCS
CO CKOPOCTbIO, 6/IM3KOM K CKOPOCTU CBETa,
NOATBEPANSIN: YEM BbICTPEE Bbl ABUKETECH,
TeM 60J/iblle CUMAaETCH MPOCTPaHCTBO.

061 BbIBOA TEOPUN OTHOCUTENBHOCTH
TaKOB — MPOCTPAHCTBO, KaK 1 BpPeEMS He
cyllecTByeT camo no cebe. CornacHo aTou
TEopuM HET OIMHAKOBOr0 NPOCTPaHCTBA U
HEeT eMHOro Te4yeHns BpeMeHu. PasHble
HabnogaTenu, ABMrasacb ¢ pasnnyHbiMu
CKOPOCTSIMM OTHOCUTEIbHO HabtogaemMbIx
UMW BNIEHWI, YKa3blBaau Obl PasHyto X
nocneaoBaTeNibHOCTb. B TakoMm cnyyae,
[1Ba COObITUS, OQHOBPEMEHHbIE A9 OAHOI0
Habnogatens, ansg 4pyrux nponsonayt
B pa3/IM4yHOM NocneaoBaTeibHOCTH.
B pesynbraTe, BCe UBMEHEHUSA B
NPOCTPAHCTBE M BPEMEHU, KOTOPbIE
CTAHOBSTCA OTHOCUTENbHbIMU, TEPSIOT
CBOW abCoNOTHLIN XapaKkTep. N Bpems, U
NPOCTPAHCTBO — JINLLb 3N1IEMEHTbI 513bIKa,
KOTOPbIN NCMNONb3YET HEKUIM HabnoaaTeb
ANs onucaHns Habngaemblx SBEHNUNA.

loHATME BpeMEHM M NPOCTPaHCcTBa
Ha CTO/1b OCHOBOMOaraloLue, 41o ux
U3MEHEHWEe BfieYeT 3a CO60M UBMEHEHUE
obLero nogxoaa K onucaHuio aBaeHum
npupoabl. Camble BaxHble NocneacTeus
3TOr0 UBMEHEHUSA — 3TO OCO3HaHMe Toro,
4yTO Macca ogHa U3 GopM 3HepPruu
[7,c.112].

B 1915 roay SMHLWTENH BbIABUHYI YXKe
06LLYIO TEOPMIO OTHOCUTENBHOCTU, KOTOPYIO
Y4YUTbIBAET rpaBUTaLINIO, T. €. B3aUMHOE
NPUTAXKEHWE BCeX Ten ¢ 60/1bLIOH
mMacchbl. CornacHo Teopun SNHLLTENHA,
rpaBUTaLMs CNOCO6HA «MCKPUBAATb»
BPEMS M MPOCTPAHCTBO. ATO 03HAYaeT,
YTO B UICKPUBJIEHHOM MPOCTPaHCTBE
3aKOH EBK/IN0BON reOMETPUN He
[OENCTBYET, T. K. ABYXMepHas NjoCKOCTHas
reoMeTpus He MOXKET 6bITb MPUMEHEHA
Ha NoBepxHOCTU chepbl. EBKNMAOBA
reomeTpus, 6ecnone3Ha B UICKPUBAEHHOM
TpeXMepPHOM npocTpaHcTee. Janee,
Teopus JNHLWITENHA YTBEPKAAET, Y4TO
TpeXMepHoe NPOCTPaHCTBO UCKPUBASETCS
noj BO3AENCTBMEM IrPaBUTALMOHHOIO
nons Ten ¢ 601bLWON Maccom 1 CTeNeHb
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WUCKPUBJIEHNS 3aBMUCUT OT Macchbl Tena. A
NMOCKOJIbKY B TEOPUMU OTHOCUTENIbHOCTH
BPEMS HE MOXET ObITb OTAENEHO OT
NpoCTpaHCcTBa, NPUCYTCTBUE BELLECTBA
OKa3blBaeT BO3eNCTBME U Ha BPEMS,
BC/IEICTBME Yero B pasHbIX HacTax
BCE/EHHOMN BPeMs TeYET C pa3HOM
CKOpocCTblo. Takum 06pa3om, obLas
Teopusi OTHOCUTENIbHOCTU DNHLWITENHA
NMOSTHOCTbIO OTBEPraeT NoHAThE
abCo/IIOTHOIO MPOCTPAHCTBA U BPEMEHMW.
OTHOCHKTENBHO HE TOJIbKO BCE UBMEPEHUS B
NPOCTPaHCTBE U BPEMEHU; Cama CTPYKTypa
NPOCTPaHCTBa — BPEMEHU 3aBUCUT OT
pacrnpeaeneHus BellecTsa Bo BceneHHon,
N NOHSATUE «YCTOrO NPOCTPaHCTBa» TaKKe
TepsieT CMbICH.

KaK BMHO 13 BbILLENIIOKEHHOTO,
OTKpbITUE JMHLITENHA BKJIOYAIOT
CYyObEKTUBHOE CO3HaHMe KaK
HEeOTbEM/IEMYIO 1 [MaBHYIO YacTb B CaMyto
MaTepuannucTu4ecKyto Hayky o BceneHHom
KaK pu3nKa.

Opyrum deHOMEHOM, KOTOPbIN He
OMuCbIBasCs B paMKax KlaCcCU4eCKom
GU3UKHK, BblST MUP ANEMEeHTapHbIX YacTuL,
OH TaKrKe, KaK 1 TeopHUsa OTHOCUTENIbHOCTH
AMHWTENHA, TpeboBa HE TONIbKO CMEHbI
€CTEeCTBEHHO — Hay4YHOW KapTUHbI MMpa
N MblLWIEHUS, HO U BKTKOYEHUS CO3HAHUS
B Ka4ecTBE HEOTbEMJIEMOTO 3JIEMEHTa
KapTUHbI MUpa.

Kak nasBectHo, d13nKa, nay4as
rNMy6uHHbIE CBOMCTBA MaTepuH, NbitTanacb
HaNTK caMylo MaslEHbKYIO Heaennmyto
yacTuLy, TaK Ha3blBaeMyto aleMeHTapHyo
yacTtuuy. 1o pybexa XX BeKa TaKoto
yacTuLen cymTancs aTom.

B Hayane XX Beka Pezepdopaom
6b1/10 JOKa3aHo, 4TO aTOM caM COCTOMUT
n3 6onee Menkux Yactuu,. OH COCTOUT U3
aapa, 3NeKTPOHOB, NPOTOHOB, HEMTPOHOB.
CoBpemeHHasi MoJenb atoMa BbIrmaanT
TaK: 9p0 B LLEHTPE, OKPYKeHHas
BpaLlaloWMMmUCS MO OpOUTE ITIEKTPOHAMM.
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ATOM HanoMuHaeT cTpoeHune ConHevyHom
cuctembl. PacctosiHne mexay CoNHLUEM U
niaHeTamMm B COOTHOLLIEHMN C pa3Mepamm
NPUMEPHO, TaKOe, KaK MeXy 94poM n
aneKkTpoHamu. Ecnu aapo yBenn4mnTb Ao
pa3mepa pUcoBOro 3epHa, Toraa atom
OKaXkeTcs pa3mepoMm B GyT6oNbHOE
none, a 3JIEKTPOHbI BGYyT NOXOXK Ha
Apyrue pucoBble 3epHa, BpallatoLinecs
BOKpPYr TPUOYH. 3aTteM 06HapyXunochb,
YTO U AP0 OaNIEKO HE 3NeMEHTapHO.
OHO COCTOUT U3 BoNee MeNKUX YacTul,
C pasnin4yHbiMK CBOMCTBaMU. B KoHLe
KOHLL0B, 0GHapPYKMU10Cb, YTO BCE YaCTULibl
He ABNSAIOTCS TBEPAbIMU MaTePUabHbIMU
06bEeKTaMU, a MOTYT NepexoamnTb B
COCTOSIHME 3JIEKTPOMArHMTHOM BOJIHbLI. Ha
3TOM YPOBHE MaTepus TepPSET CBOUCTBO
MaTepuu, U CTAHOBSATCS SHEPTUEN.
MNonbiTanucb NpocneanTb ToT

MOMEHT, KOrga maTtepuasnbHas Yyactuua
npespallaeTcs B BOHY U o6paTHo. Bot
TYT-TO UCCeaoBaTeNn U CTONKHYIUCD
¢ dyHaaMeHTalbHbIMUK MapaoKcaMu.
OKasanochb, 4TO MOXHO cO3[aTb TaKue
YCNOBWSA 3KCNEPUMEHTA, rae 3/IEKTPOH
BedeT cebsi KaK BOJIHA, MOXHO c034aTb
YyCNoBuW4, rae oH BefeT cebs YacTuua, Ho
HEBO3MOXHO CO3[4aTb TaKWe YCNOBUS,
re MOXKHO 6bI/10 6bl HAGAOAATb
O[HOBPEMEHHO M TO U APYroe COCTOSHME.
Ecnv nonbitatbecs NnpocneanTs 3a YacTULEN,
B Hagex e yBMAEeTb MOMEHT nepexoaa,
TO Mbl IMGO HUKOIAA He A0 AeMCS 3TOro
MOMEHTa, IM60 MOMEHT nepexoja Bceraa
BbiNnagaeT n3 HabnwgeHus. Habnoaan
OAMH NapameTp, Bceraa tepsemM Apyrow.
bbino caenaHo ABa BbiBOAA:

1. [Npu nepexoge B HOBOE
KayecTBO Bceraa CyuecrByeT MOMEHT
HeonpeaeneHHoCTHU. 3TOT MOMEHT Bceraa
HEBO3MOXHO Habo4aTb, OH HaxoaMTCA
BHE CO3HAHWUS 1 KOHTPONS.

2. ANEKTPOH OAHOBPEMEHHO HECET
CBOMCTBO YacTuLbl 1 BOJTHbI, HO Habno4aTb
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Mbl MOXEM TO/IbKO OAHO CBOWCTBO, U
3aBMCUT 3TO OT TOr0, KAKOW SKCNEPUMEHT
Mbl BbiGpaem. CnegoBarenibHO,
COCTOSIHWE YaCTuLIbl 3aBUCUT OT BblGopa

JKCNeEPUMEHTATOPa, T.€. OT BOJIN HEJIOBEKA.

B MoMeHT, Korga HabnoaeHne He BeaeTcs,
YyacTuLa HaxoauTCs B HEONpPEAENEHHOCTH,
KoTopas NoTeHLMnanbLHo HeceT ntnboe
COCTOSIHME, @ B MOMEHT HabnogeHuns
yacTuua «onpegensetcs» [8, c. 240].

KaK BWMOHO 13 BbILLEN3NOKEHHOIO U
TEOPUS OTHOCUTENBHOCTH, N KBaHTOBas
$U13KnKa BKJIOYAIOT CO3HaHME KaK
nepBoCTENEHHbIN GaKTop U CBASYIOLLINK
MPUHLKN GU3NYECKON peanbHOCTU.

B aTtoM nnaHe napannenn mexany
MWPOBO33PEHNAMN GUBNKOB U
BOCTOYHbIX MUCTUKOB Hanbonee 3p1umbl.
B noatBepKaeHMM 3TOro NoNoXKeHUs
npuBeAEM HECKOJIbKO BblCKa3bliBaHWUN
yYeHbIX- GDU3MKOB ABaLaToOro BeKa, u
CPpaBHUM ero ¢ U3pevyeHnaIMM BOCTOYHbIX
MbIC/TUTENIEN, BbICKa3aHHbIX HECKOJIbKO
TbiCcAYeNeTU Hasan.

«KaK 6bl HXM pa3BUBaNUCb B
OyaylLeM HallW KOHUENUMK, ocTatoTes
YAUBUTENBbHbBIM, YTO UMEHHO U3Yy4YEeHME
BHELLHEr0 MUpPa MPUBESO K BbIBOAY,
4TO abCONIOTHAsA peanbHOCTb SBASETCSH
coaepKMMbIM CO3HaHMS»

«HWKaKkne npuHUMnnanbHble
NONOXEHUSA HE NPOTUBOPEYAT BBEAEHUIO
rmMnoTesbl, 61arogaps KOTopow
NPOCTPaHCTBO U BpeEMS TePSAET nocnegHue
cnefbl O6bEKTUBHOM PEanbHOCTU».

«Habnoaatenb co3gaeTt BeceneHHyo u
cebs, KaK YacTb BceneHHon».

«MWp MeHseTcs LLeIMKOM B NPOoLLIoMm,
HacTosaWweM 1 6yayLeM B MOMEHT
HaGNOOAEHUSAN .

3T BbICKa3biBaHWUA y4EHbIX GU3MKOB
HMYEM He OTIMYaloTCS OT BblCKa3blBaHWUM
BOCTOYHbIX MblcnuTeNnen. «bor sonnowaer
cebs B MaTepUIo /19 MO3HAHUSA caMoro
cebs Yyepes HabnogeHner. (byaamam).

«bor ctaHOBUTCS MUPOM, YTOGbI CTaTb
Borom». (Ynanuuwagpl). «CywecTByeT un
LIYyM Npnbos, ecin ero HEKOMy ClyLaTb?»
(A3eH-6yaanctckmnin KoaH) [8, c. 240].

OAuckKyccusn

Nnu ye, MOXHO B34ATb ApYron npumenp.
3TO CXOACTBO COBPEMEHHENLLEN TEOPUU
$PM131YECKOro BaKyyma C NOHATUEM
nycToTbl Jaocu3ma. 10 MHEHUIO OZIHOTO
13 aBTOPOB TeOPUU GUBNYECKOIO
BaKyyMma - poccurcKoro ¢puauka LLinnosa,
MaTepuanbHOW cpeaon, 3arnoHAOLLLEN
BceneHHnylo, aBnaeTca Gusnyeckui
BaKyyMm. HYTo6bl NpeacTaBuTb, YTO TaKoe
GU3NYECKUIM BaKyyM, BOCMOJIb3yeMcs
nosicHeHnem anpektopa MexayHapoaHoro
WUHCTUTYTa TEOPETUYECKON U NPUKITaJHON
¢du3nkn PAEH akagemnKka AKMMOBa,
KOTOpbIX NULLET: «[1nsg Hac cenyac
GU3NYECKUI BaKyyM — 3TO TO, YTO
OCTaeTCs B NPOCTPaHCTBE, KOra U3 Hero
yAansoT BECb BO34yX U BCe [0 NocneaHen
3afieMeHTapHOM YacTulbl. B pesynsrate
nosly4aeTcs He nycToTa, a cBoeobpas3Has
MaTtepus — [NpapoanTesb BCero Bo
BceneHHou, poxaalowmi aneMmeHTapHble
YyacTuUbl, U3 KOTOPOW NOTOM POPMUPYIOTCS
aTombl U MONEKynbl» [9, c. 24-26].

Ecnu cpaBHUTBL 3TO onpeaeneHue
$PM13MYECKOro BaKyyma C NOHATUEM
[ycToTbl B Ja0CHU3ME, TO MOXKHO BUIETD,
YTO OHW rOBOPST NPaKTUYECKM 06 OQHOM.
Yoy LI3biHXya B KHUre «[Jao Tanu3u-
LloaHs — NyTb K OMOJIOXKEHMIO» FTOBOPUT:
«CornacHo aoCCKOM KOCMOMOrnu, o
Ha4vana cyuiecTtBytouwen BeceneHHon
Obl/10 COCTOSIHME MOJIHOM MYCTOThHI. B
3TOM M3Ha4Ya/lbHOM COCTOSHUWU He 6blNo
HU Manenwero weseneHuns. KoHuenums
OTHOCUTENIbHOIO BPEMEHMU HENb34
NPUMEHUTb K COCTOSIHUIO M3HaYalIbHON
NycTOTbl, MOTOMY YTO He Cyl,ecTBOBaso
HUYEro, OTHOCUTENBbHO YEro MOXHO
Obl/10 N3MEPUTL Bpems. Bece 66110
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nycTto. lpeBHMe Aaochkl Aann uMs 3ToMy
COCTOSIHUIO — OHW Ha3Banu ero Y Li3u.

«Y» 03Ha4aeT OTCYyTCTBUE, OTPULLAHHE,
nyctoTy. «L3n» B aTOM cnoBe (HecMoTps
Ha TO YTO €ro MOXHO 4YUTaTb U KaK
L1 — »KM3HEeHHas aHeprusa) o3Havyaer
HauBbICWKK, MaKCUManbHbIK. U, TaKnm
ob6pasoMm, Y LI3n o3HavyaeT HanBbIcwee
COCTOSIHME MYCTOThl».

370 NOHATHE NO CBOUM
XapaKTepPUCTUKAM NOMHOCTbIO
COOTBETCTBYET NOHATUIO PU3UYECKOTO
BaKyymMa B COBPEMEHHOW KBAHTOBOM
TEopUU. ATO HeNOKallbHOE, HETBApHOE
COCTOSIHME, U3 KOTOPOIro BO3HUKAET
BCe, YTO eCTb B MUpe, KaK B MI0THOM,
TaK U Ha BCEX TOHKMX YPOBHSIX
peanbHOCTU. OHO NpeawecTByeT
TBapPHbIM SHEPreTUYECKMM MOTOKaM
BCEX BM/0B W HallleMy MPOCTPaHCTBY
— BpemMeHu. 1 oqHOBPEMEHHO, B BUaE
aHanoroBoM KBaHTOBOW MHbOPMALINK,
3TO TPaAHCLEHAEHTHOE, «3anpeaesibHoe»
BaKyyMHOE COCTOSIHUE COAEPHKUT
B cebe 3ambiCesl, NOTEHLMIO BCEro
«MPosiBNEHHOro». EAMHCTBEHHON
XapaKTepucTnKon Y Liau asnaetcs
Habop AOMNYCTUMbIX COCTOSAHUN,

KOTOPbIE MOIYT MPOSIBUTLCS NULLIb B
pesynbrate AeKOrepeHLUnn, B peaynsrare
B3aMMOJENCTBMSA MNOACUCTEM, TO €CTb B
pesynbrate U3MeH4YU80OCMU COCTOSIHUI
noacucteM. Kak yrBepxaanu KUTanckme
dunnocodbl, 63 USMEHEHUS COCTOAHUM
HMYTO HE CMOCOOHO BbINTK U3 TOHA Y
LI3n. OHO TaK 1 ocTaBanocb 6bl YACTOM
NOTEHLUNEN.

Taknm o06pa3som, Bcneacreme
M3MEHEeHMS NOTOKOB aHeprnu L na'y Lsu
poXKaaeTcs To, YTO Noy4mnsio Ha3BaHUe
Tan LU3u, — Benukui lNpegen, KOTOpbIX
daKTU4yecKku, 03Ha4yaeT BECb TBAPHbIA MUP,
BClO BcenleHHyto Co BCEM €€ COAEPHKUMbIM,
BKJ/1lOYasa U camMoro 4YesioBeKa
[10, c. 186-188].
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Nnn MOXKHO cpaBHWTb ONMUcaHue
«COCTOSAHME abCOo/OTHON [yCcTOTbI»
onncaHHOW 6YAANNCKMUIA YYEHDBIM
. T. Cynsyku ¢ Teopunen Guanyeckoro
BaKyyma: «HeT H1 BpeMEHH, HU
NPOCTPaHCTBa, HYU ABUXEHWNSA, HU MaTEPUM.
YucTtoe nepexmBaHue — ym, BUAsSLWMIM cebs
OTpa*KeHHbIM B cebe... Takoe BO3MOXHO,
TO/MIbKO €C/IM YM CaM CTaHOBUTCS
LIYHBbATOM (NYCTOTON); TO €CTb KOraa ym
0CBOOGOXKIAETCA OT BCEro, KpoMe cebs
camoro [7].

3T Napannenn mexay
MWPOBO33PEHUSIMU KBAHTOBO-
PENATUBUCTCKON PU3UKK Y BO3S3PEHUSAMU
[peBHero Boctoka, nonyyeHHbIMK B
pesynbTate 03apeHns, TpaHca UK HauTus
HaBOAAT Ha MbIC/Tb O HEOBXOAMMOCTH
COENHEHUNS MHTYUTUBHOIO K HAY4YHOI O
3HaHWUA, yPaBHATb Ha NpaBax KPUTEPUHI
«ACTUHHOCTM» TO, YTO NOJSY4EHO B
pesynbrate UHTYUTUBHOIO NO3HaHUS U
TO, YTO BbISIBWUJT TOYHbIN 3KCNEPUMEHT U
JIOTUYECKoe NocTpoeHue. «<ECTb OCHOBaHMS
CYMTaTb, YTO HM U3 YEro He BbITeKaeT
NPENMYLLECTBO TPAAULMOHHbIX HayK.
Bonee TOro, Hayka oTcTana ot «HeHay4HbIX»
dopM MUPOBO33peHus» [11, ¢c. 2-4].

Y)Xe HacTano Bpems CoOeIMHUTb
3anagHylo U BOCTOYHYIO CUCTEMY
MbllneHns, nb6o 3anaa npeycnen B
TOYHOM, HO OrpaHWyYeHHOM 3HaHUK, 3aTo
BocTtok — B 60nee 061emM, BCECTOPOHHEM U
npaBuIbHOM MOHUMaHUU MUPa U YelloBEKa
[12,c. 15-19].

B otn4nm ot dM3nKOB, KOTOpbIE
YK€ HECKONbKO pa3 CTa/IkMBasnCh C
Kp13ncamu, HayydHble AUCLMMINHBI
n3yyatowme YenoBeKa BnagatoT B KpU3nc
TONbKO cenYac. ATOT KPU3UC 3aKitoHaeTcs
B TOM, YTO NOCTENEHHO HaKanIMBaeTcs
OrpOMHOE KOJIMYECTBO AaHHbIX, KOTOPOE He
BMMCbIBaAETCs B CTapoe MUPOBO33PEHMNE
N HE MOTYT 6bITb OOGBACHEHBI B paMKax
CTapou KoHLeNTyabHOW MoAenNu.
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B naHHOM ciiy4ae Mbl UMEEM B BUAY
COBPEMEHHYIO CUTyaLMIO B MOHUMaHUS
NPUPOAbI M CYLLHOCTU CO3HAHMUS, KoTopas
TaKXe He MOXKET OblTb 06bSICHEHA B
paMKax KapTWHbl MUpa, B OCHOBE KOTOPOM
Niexana matepuanucTndeckas dunocodus.
[ToaTomMy OCHOBHOWM NPUYNHOKN, KOTOpas
He No3BoJs/a 10 CUX NOpP PacKpPbITb
NPMPOAY CO3HaHUS, N0 HalleMy MHEHMUIO,
ABJISETCS TO, YTO €€ MbITaloTCs PELUTb B
paMKax CyLLeCTBYIOLLEN HAYKK, B paMKax
cyuiecteylowen metogoniornn. OgHako, Kak
noKasblBaeT UCTOPUYECKUI ONMbIT, 10 CUX
Nop HW OfIHa U3 CYLLLECTBYIOLLMX HaYy4YHbIX
TEOPUIN HE CyMefa pPacKpbITb NpMpoay 1
CYLLHOCTb CO3HaHMS.

OTcioaa, COBEPLIEHHO O4YEBUAHO, YTO
npo6semMa Co3HaHUs, BO-NEPBbIX, HE
06bsICHMMA W He pa3pellrMa B pamMKax
cyllecTBytloWen Hay4HON KapTUHbI MUpa
M ee Hay4YHOM METOA0JIOMMU, @ BO-BTOPbIX,
HYXXHO KapAWHanbHO NepecMoTPETb
GyHAaMEHTaNbHbIE NOHATUS,
OMUCbIBAIOLLMX N3Hb, CO3HAHWE, pasyM.

®duasukK, ncuxonor MNutep Paccen,
BMoJIHe y6eauTelbHO 060CHOBLIBaET
[AaHHy0 Heo6XxoanMMOCTb. Ero aprymeHTbl
TakoBbl. OH nuuweT: «<Hayka gocturna
3HaAYUTENbHbIX YCNEXOB B 0ObACHEHWHN
BceneHHoM, HO Koraa peyb 3aX0AuT O
HaleM BHYTPEHHEM MUPE — O HaLLUKX
MbICNSX, YYBCTBaX, OLLYLLEHUAX, UHTYULIMK
W CHax, en, B 06LWEM-TO, HEYEero ckasarb.
Hunyto B HGU3KKE, XUMUN, BUONOIUN HE
YYUTbIBAET CYLLECTBOBAHME BHYTPEHHEIO
Mupa» [7, c. 35-36]. 310 ckenTnyeckoe
OTHOLWeHMe K HayKe y 1. Paccena Bbi3BaHO
COBpPEMEHHbIM, 6onee paclnpeHHbIM
NOHMMaHMEM CO3HaHUS, Koraa npupoga
M CYLLHOCTb CO3HaHWs BbIBOAMTCS 3a
paMKW KnacCUYECKUX NpeacTaBieHnn o
CO3HaHuu. lNMocneaHasa paccmaTpruBaeT
CO3HaHWe KaK CBOMCTBO, GYHKLMSA 0COObIM
06pa30oM opraHM30BaHHOM MaTepun —
4ye/I0BEYECKOro Mo3ra.

Eciv npuaepmBaTbCd 3TOM TOUYKM
3PEHUS, TO B KOHTEKCTE aHaInsa
PYHKLMOHNPOBAHNSA MO3ra MOXHO
06bACHWUTbL MHOTHE aBNeHus. Hanpumep,
KaK NpouCXoauT pacrno3HaBaHue
06pa30B, KakMM 06pa3oM BxoasLias
ceHcopHas MHDOPMaLMa UHTErPUPYETCS
C NpoLWSbIM OMbITOM, KaK Mbl GOKYCHMpYeEM
BHUMaHWE U YEM OT/IMHAETCS COCTOAHME
604pCTBOBaHME OT COCTOSIHWUS CHa?

OnHaKo Mbl CTankMBaeMmcs ¢ rno-
HacTosLWweMy TpyaAHOW Npo6ieMon, Koraa
NbliTaeMCs U3y4UTb CaMO CO3HaHMe.
MNoyemy nHdpopmaLms, o6paboTaHHas
MO3roMm, npeBpaLllaeTcs B onbIT? Y10
TaKkoe cy6beKTMBHOCTL? [oyemy Boo6lLE
CYyLLLECTBYET MbIC/1b?

Mutep Paccen cyuTaert, 4To aTa
npo6iema He NPoOCTO TpyAHa — OHa,
NpaKTUYECKU HepaspellrmMa B
paMKax CyLeCTBYIOLLErO Hay4YHOro
MWPOBO33peHus. N aTa HECNOCOBHOCTb
0OBbACHUTb GEHOMEH CO3HaHMUs, Mo ero
MHEHMWIO, NOATANKMBAET 3anafHylo HayKy
K «CMEeHe napagurmMbl», KOTOpas BaxHa B
TOM MnJlaHe, 4YTo e€e peasibHbl CMbIC/ HE
orpaHM4YMBaeTCs OTAE/IbHbIMU HayYHbIMU
OUCUMMIIMHAMMU, a TO, YTO Ha OCHOBE 3TOM
MoZesIn MOXHO pacCMOTPETh 3anajHoe
MWPOBO33PEHUE B LIENIOM.

Bce Halwuv napagmMrMbl OCHOBbLIBAETCSH
Ha creayoLemM AoNyLWEHNHN:
peanbHOCTb— 3TO PUBNYECKUI MUP,
NPOCTPAHCTBO, BPEMS, MaTepUsl, SHEPIUS
— QyHAaMeHTanbHble cocTaBnsoWme
peanbHOCTU. IPUHATO cHMUTaTb, YTO,
NMOHSB 10 KOHLLA, KaK GYHKLMOHMPYET
PU3NYECKUIA MUP, Mbl CMOXKEM OOBACHUTb
BCE SIBNEHUS, MPOMCXOAsLLMNE B KOCMOCE.

lNOoCKONbKY Ha 3TOM A0ONYLEHNK
OCHOBaHbl BCE HallK Hay4Hble
npeacTaBneHns 0 MMPE, OHO ECTb HEYTO
6onbllee, HeM NPOCTO Napagurma;
3TO MeTanapagurma — MHa4ve roBops,
napagurma, nexallasi B oCHoBe BCex
napagurm.
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CyuwiecTtBylowas metanapagurma
HaCTOJIbKO y1a4HO OOBACHSET NOYTH Nto6oe
B/eHMEe MaTepmasbHOro M1pa, 4To oHa
e/lBa /i1 Koraa-Hnbyab noasepranach
COMHeHMI0. N ToNbKO 06paTUBLUUCH K
He MaTtepuanbHOMY MUPY CO3HAHUS, Mbl
Ha4YnMHaeM Haxo4uTb B HeW cnabble MecTa.

3anagHas HayKa He 3HaeT KaTeropuu,
KaK co3HaHue cuuTaeT Paccen. Hayka B
COCTOSIHUM OOBACHUTL, KaK Ha OCHOBE
BOAOPOAA BO3HUKIN ApYyrne 3N1EMEHTDI,
N KaK U3 3TUX 31eMEHTOB 06pa3oBanuncChb
OpraHnyeckue MoneKysbl, a MoToM
N NPOCTENLLNE UBbIE KNETKK, N KaK
B pe3ynbrate KNeTo4HOM 3BOSIOLNK
NOSABUIINCb TaKWe CNOXHbIE OpraHn3mbl,
KaK 4enoBeK. Ho oHa AeMOHCTpUpyeT cBOE
6eccunune, Koraa aeno Ao YenoBevyecKux
YyBCTB.

MpuynHa Noao6HbIX 3aTPYAHEHW B
06LWENPUHATON Hay4YHOW moaenn. Mol
3HaeM, 4YTO 3/leMeHTapHbIe YacTuLbl
COEIMHAOTCH B aTOMbl, U3 KOTOPbIX, B CBOIO
oyepenb, 06pasyloTca MOJSIEKYSIbl, — TaKOBa
MoZeNlb GOPMUPOBaAHUA GUSUYECKUX
06beKTOB. Heyto nogobHOE MOXKHO
CKa3saTb U 0 XXMBOW KNeTKe. B ocHoBe
AHK, 6en1KoB 1 aMUHOKUCSIOT — BCE TE XKe
aTombl. 3Ta MoAe/b NO3BONSET ONUCHIBATb
[laXke YenoBevyecKnn MO3r, HECMOTPS Ha
BCIO €ro HEBEPOSTHYIO C/TIOXKHOCTb.

[ns onnucaHus CO3HaHMUSA HYXKHa
COBEPLUEHHO UHasa moaenb. Co3HaHue
He MaTepuanbHOo; MaTepus He obnagaet
CO3HaHWeM. M noaTomy, TpagmumMoHHas
MeTanapagurma, He MOXeT 0ObSICHUTb, YTO
TaKoe CO3HaHMue.

Tem He MeHee, HU Y KOro He
BO3HMKaeT U TEHN COMHEHUSA B TOM,
4YTO Mbl 06/11aaemM co3HaHMeM. TakoB
napagoKc co3HaHms. CylwecTBoBaHUS
CO3HaHWS He NoAJIEXUT COMHEHMUIO, U
B TO Y€ BPEMS OHO He 06bsACHUMO. B
paMKax MaTepuanmcTM4ecKon napaamrmol
CO3HaHue 9BNseT coO60M OrPOMHYIO
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aHomanuio.

MMPUYKUHbBI, MeLlatoLLMe MOHATb C TOYKHK
3pEHUS HayKK, No MHeHuo 1. Paccena,
TaKOBbI:

Bo-nepBbIx, CO3HaHWe, B OTINYME OT
MaTtepuanbHbIX GU3NYECKNX OOEKTOB,
Henb3s Habnoaatb. Co3HaHWe He
noanaeTcs B3BELWMBAHUIO N UBMEPEHMUIO,
W, cnegoBaTteibHO, HEBO3MOMXHO AaTb eMy
TOYHYIO KOJTMYECTBEHHYIO OLIEHKY.

Bo-BTOPbIX, y4EHbIE CTPEMSATCS
NPUBN3UTLCH K OOBEKTUBHOM
YHMBEpPCabHON UCTMHE, KOTOpas He
3aBWUCUT OT MMPOBO33PEHNS KOHKPETHOMO
HabnogaTens, H1 OT ero AyLeBHOro
cocTosiHMS. [T03TOMY OHM HAMEPEHHO
n3beratoT, KaKkomn Obl TO HX 6bINO,
Cy6bEKTUBHOCTM.

B-TpeTbux, KaTeropms CO3HaHUS UM
MOMPOCTY HE HY}KHa — CYMTAETCSH, YTO
YCTPOMCTBO BceneHHom MOXKHO 06bACHUTb
6e3 Hee [7, c. 46 — B2].

OfHaKo, KaK nokasana UcTtopus
NMO3HaHMWS, OKa3blBAETCA HENMb3H YCTPaHUTb
Cy6bEKTUBHOCTb M3 NpoLiecca No3HaHus,
6onee Toro cy6beKTMBHOCTb, OKa3blBaeTCH,
€CTb HEeYCTPaHMUMbIV 9/IEMEHT MO3HaHMUS.
YyeHble, cneyuanmanpyowme B o6nactu
KBaHTOBOMW PU3NKU, MPULLIK K BbIBOAY,
4YTO Ha aTOMHOM YPOBHe Ha Habntgaemyto
peanbHOCTb BIUSIET CaM aKT HabntoAeHu S,
Y10 KacaeTca MeauLInHbI, UBBECTHO,

YTO AyLIEBHOE COCTOSIHME NaLMeHTa
OKa3blBaeT 3HAUYUTENbHOE BINGHUE Ha
CNOCOBGHOCTb OpraHnU3mMa K UCLIENTIEHHIO.
Bonpoc o npupoae cy6beKTMBHOMO OnbiTa
npruobpen ocobyto aKkTyalbHOCTb, KOraa
HENPOPU3M0N0rK CTanm nydile NoHMMaTb
3aKOHOMEPHOCTb GYHKLMOHMPOBAHMS
4yesI0BEYECKOro MO3ra.

3aknoyeHue

CerogHsi 0O4€Hb MHOIO YY€EHbIX U
dnnocodoB, KOTOpbIE NbITAOTCH HAWUTH
06bscCHEHNE PEHOMEHY CO3HaHMUS.
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3Tn noaxoApbl 4OCTAaTOYHO NOAPOGHO U
06CTOATENBHO OMKUCaHbI B MTepaType.
OpHako, no MHeHuto 1. Paccena, Kakas
Obl Hay4YHas TEOPUSA He BblaBMranach
Ha NepBbIi NAaH, HU OHA N3 HUX HE
[laeT OTBETa Ha BOMPOC: KaK BoobLe
He4YTo HemaTepuasnbHoe, KaK CO3HaHue,
MOXET BO3HUKHYTb M3 YEr0-TO CTO/b
HECO3HaTEeNbHOr0, Kak MaTtepua?

Bce a1 Heygaymn B 06 bACHEHWH
CYLHOCTKW CO3HaHKs, N0 ero MHEHWIO,
3acTaBNal0T NPEANOoN0XMUTb, YTO HayKa,
NonpocTy roBops, MAET MO HEBEPHOMY
nyTu. Bce Hay4yHble TEOPUU CO3HAHMUSA
MCXOaAT U3 TOrO, 4TO 3TOT GEHOMEH
BTOPWYEH MO OTHOLLEHUIO K GU3NYECKOMY
MUPY, KOTOPbIN ONMUCbIBAETCS B KAaTeropmsx
NPOCTPaHCTBa, BPEMEHM U MaTepuun. 310
OCHOBOMoOJaratollee AonylleHne ecnum
M NoaBepraeTcs COMHEHMUIO, TO KpanHe
penko. OTclofga cTpemsieHne Bce 6onee
C/TIOXHbIMK criocob6amu npucnocabnmneaTb
aHOMaJIMI0 CO3HaHUA K HoOpMaTKBY

CnMUCOK uTepartypbl

MaTepPUanMCTUYECKOro MMPOBO33PEHMUS.

Mbl y6eXKaeHbl, HTO BMECTO TOrr0, YTOObI
NblTaTbCsl 0ObACHUTL PEHOMEH CO3HAHUS
B TEPMUHAX MaTepuaIMCTUYECKOro
€CTECTBEHHO — HAY4YHOr0 MMPOBO33PEHMUS,
Mbl JONXKHbI CHOOPMUPOBATL UHYIO
MeTanapaauvrmy. [Npu aTom HeT
HEeO06X0AMMOCTH XK/AaTb HOBbIX OTKPbITUN.
BarkHeWlne coctaBnsome HoBom
MeTanapaaurmbl CYLLECTBYIOT yXKe CEroaHs.
Bce, 4TO Ham Hy»KHO, — cobpaTb BOEAUHO
pasnuyHble GparMeHThbl YXKe UMEIOLLLENCS
MHGOPMaLIMK U paccMmaTpmBaTh
NMOMYYUBLLYKOCS KapTUHY peanbHOCTH, B
KOTOPOM CO3HaHKWe ABNSeTCs OAHUM U3
OCHOBoOrMOJIaratoLmnx KOMMNOHEHTOB
[7,c.51,52].

B aton meTtanapaavrme cBoe MecTo
[JOMKHbI 3aHATb OFPOMHbIW ONbIT [IpeBHEro
BocToka, cymMeBLLEro yXKe JaBHO OTKPbITb
TaKkue rnyoOuHHbIE MIacTbl YENIOBEYECKOI0
CO3HaHMS, K KOTOPOMY COBpPEMEHHas
HayKa AOXOAMT TONbKO cenyac.
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(Almaty, Kazakhstan)
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ABOUT THE PARALLELS BETWEEN THE WORLDVIEW
ANCIENT EAST AND THEORETICAL PHYSICS

Abstract

In the article, the authors, based on the latest achievements of transpersonal and quantum psychology and
modern non-classical physics, reveal Parallels that were once noted not only by the great physicists of the
twentieth century, starting with Einstein, but also by other physicists and the twenty-first century. Interest

in analogies between the ideas of modern science and the ideas of Eastern wisdom is also caused by the
fact that a number of major discoveries of quantum-relativistic physics, psychology, and other Sciences, as
time has shown, can not be explained within the framework of the traditional Newtonian-Cartesian model of
the world, which was based on materialistic philosophy. Moreover, it was revealed that quantum relativistic
physics and relativity theory are based on a worldview very similar to that of a Hindu, Buddhist, or Taoist.
This similarity is especially enhanced if the two theories are combined to explain the phenomena of the
microscopic world: the properties and interactions of the elementary particles that make up all substance
(matter). Here, the Parallels between modern physics and Eastern mysticism are not only noticeable, but
sometimes it is almost impossible to distinguish whether they are made by physicists or Eastern mystics.
Keywords: consciousness, physics, mysticism, philosophy, metaparadigma, imbalance, world, atoms,

Newtonian-Cartesian model of the world, materialism, substance, energy.
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C. b. bBynekGaeB
Abbinali xaH ambiHOarbl Kasak xarbikaparblK kKambiHacmap xoHe ane mindepi yHugeepcumemi (Anmameai,
KasakcmaH)

K. 3. XanbiKoB
T. K. XKypeeHoe ambiHOarbl Kasak ¥nmmblK eHep AkaleMusichbl
(Anmamsl, KazakcmaH)

EXKEJII WbIFbIC AYHUETAHbIMbI MEH TEOPUAJIBIK ®U3UKA APACBIHAAFbI
NAPAJINENBAEP TYPAJIbI

AHpaaTna

MaKanaga aBTopfap TpaHCnepcoHanabl }KaHe KBaHTTbIK NCUXONOrMsA MEH Kagipri 3aMaHFfbl KnacCuKanblK
eMec PUIMKaHbIH *aHa XETICTIKTePiH Heri3re ana oTblpbin, 63 YaKblTbiHAA INHIWTENHMEH Bipre XX
FacbIpapblH Yibl GU3KKTEPI FaHa emec, coHaan-aK XXI FacbipablH, 6acka aa pU3MKTEpiMeH atan KepceTisireH
napannenbaepai awaabl. Kasipri reuibiM naesnapbl MeH LUbIFbiC AgaHanbIFbIHbIH naesnapbl apacbiHaarbl
YKCaCTbIKTapfa AereH Kbl3bIFYLWbIbIK KBAHTTbIK — PENSATUBUCTIK GUBMKAHbIH, MCUXONOTUSAHBIH, Xanmbl
FbINIbIMHbIH, GipKaTap ipi aHanblKTapblHbIH HEri3iHAE TybIHAAFbIH XXoHe 6y yaKblT KepceTin oTbipFraHian 6acka
fa MaTepuanucTik Gunocodus TYPFbICbIHAH NEMHIH, 49CTYPI HbIOTOHAbIK-KapTe3MaHblK Moaeni asdcbiHAa
TyciHgipine anmanabl. COHbIMEH KaTap, KBaHTTbIK-PENATUBUCTIK GU3NKA MEH CabICTbiPMarbl/iblK TEOPUACHI
HeriziHae HAyMcT, 6yaancT HeMece 4aoc AYHUETaHbIMblHA YKCAC AYHUETaHbIM XKaTaTblHbl aHblKTanabl.

Byn yKcacTbIKTap, erep MMKPOCKOMUSbIK 81eM KyBblibiCTapbiH TYCIHAIPY MakcaTbiHAA: ofapabiH 6apbliK
MaTepusiaaH TypaTbiH-3aIeMeHTap/bl 6eNWEKTEPIHIH KacueTTepi MeH e3apa apeKeTTecynepi Typanbl eKi
TeopusaHbl BipiKTipce acipece Kylwene Tyceai. byn xepae Kasipri 3amaHfbl Gnanka MeH LUbiFbic MUCTULM3M
apacblHAaFbl napannenbgep FaHa 6anKanbin KoMManabl, COHbIMEH Gipre Kenge onapabl Kim: GUsnKTep
HEMECE LLbIFbIC MUCTUKTEPI }acaFaHblH aXKbipaTy MyMKIH eMec.

Tipek ce3pep: caHa, PU3nKa, MUCTULM3M, dunocodus, meTanapagurma, gucbanaHc, anem, atomgap,

SJIEMHiH, HbIOTOH/bIK-KapTe3unaHabIK MOAEsi, MaTepuain3mM, MaTepus, SHEPTUs.
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THE JAPANESE ARTIFACTS DISPLAY AT THE 1862 GREAT LONDON EXPOSITION:
AN OVERVIEW

Abstract
The International of 1862, or Great London Exposition, South Kensington was the second — after the first
controversial ever Exhibition attempt in 1851 — considerable effort of the powerful politically, militarily and
economically Great Britain to project, through its rapid industrial production system, its arrogant superiority in
the fields of science, invention and trade over any other country in the world. Although the social, commercial
and political elite of the country seemed to be particularly disappointed by the failure of the first Schools of
Design to staff with new and capable designers the productive, but poor — in terms of good design — British
industry, they felt superiority over any other country that could not reach the British high-caliber industrial
productivity. However, the unofficial first appearance of the traditional Japanese products in Europe in this
Exhibition, which was a private collection belonged to the eccentric collector Sir Rutherford Alcock, seemed
to reverse the British arrogance, as data seemed to be soon changing with regard to the way of viewing and
managing British design.

In this paper we will examine in what ways the newly term of Japonisme celebrated exoticism, sensuality
and novelty as it not only represented the original and pure handicraft of the Far East tradition, but also
constituted a matter of fundamental significance for the birth of a new aesthetic and cultural trend which
shaped the European arts and design of the rest of the nineteenth century.

Keywords: Japanese culture, Japonisme, 19th century British design, Rutherford Alcock, Great London
Exposition.

*Paper developed from presentation at the 2017 ‘Japonisme in Global and Local Context’ Conference, Budapest.
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Introduction

‘No single style or medium defines
Japonisme, the fashion for all things Japanese
that swept Britain, Europe and North America
between the 1860s and the first decade of
the twentieth century. Its varied expressions
were rooted in a desire to recuperate the
handcrafted values lost in the industrial
revolution. Japonisme celebrated exoticism,
sensuality, novelty. The consumption of
Japanese or Japanese-style furniture,
ceramics, textiles and metalwork played a
key role in the aestheticization of the British
home and its inhabitants. The belief that
the Japanese lived a life in harmony with
nature, with art and beauty overriding material
considerations, was fundamental to its appeal.
The flood of imports from Japan following
the London International Exhibition of 1862
stimulated among artists and designers
a heightened appreciation of materials,
techniques, forms and colours’

[1,p.111, 112].

One of the objectives of the Great
Exhibition in Hyde Park, London in 1851
was to highlight and promote the British
technology, know-how and design. The
plethora of exhibits from all over the world
was then divided into different categories
between works of art such as sculptures,
paintings, ceramics, metalwork, furniture
[2, p. 24] and also a vast amount of
technological inventions from the time,
totaling over 100.000 exhibits. Given
that Britain was the centre of the great
developments in steam power and
engineering that took place in that period,
a big part of the technology exhibits were
either steam based or made as a result of
the steam process:. There were plenty of
countries that took part to this universal
event, but France the eternal opponent of
Britain was probably the largest foreign
contributor. With meticulous examples of
high technology machinery, that country

24

exhibited a vast collection of tasteful, first
class products mainly in the area of the
decorative arts especially in the fields of
porcelain, textiles, tapestry and furniture.
So, in comparison to the British exhibits of
the area of decorative arts which suffered
much in terms of ‘good’ design, France
was proved to be clearly superior. One of
the most important reasons for the British
lack of competitiveness in that field was
the fact that the newly-founded Schools
of Design in London and elsewhere in

the country had not managed to produce
well-educated designers that would be
able to reform the meaning of the then
almost ‘non-existent’ British design
producing a new, genuine style in mass
produced goods [3, p. 130]. The rapid
industrialization as well as the luck of
design principles led the British exhibits to
a total disaster in terms of aesthetics and
quality. Despite all these, the International
Exhibition of 1851 established London

as the most important city in the world,
which was keen to host such events many
more times. The exhibition that followed,
took place in Paris in 1855. The official
name of this exhibition, which was rather
the answer of France to the 1851 Great
Exhibition, was Exposition Universelle des
Produits de I’ Agriculture, de I’ Industrie et
de Beaux-Arts de Paris and took place in
the vast area of Champs-Elysées, that is
an ample space just as Hyde Park. Among
the thirty four countries that took part

in this France’s major event, there were
twenty nine that were represented by high
caliber artists among which were the Pre-
Raphaelite painters John Everett Millais
and William Holman Hunt, representing
England [4, p. 23].

It was, however, a common acceptance
the fact that although the Great Exhibition
was distinguished for its high-quality
machine achievements, the corresponding
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French excelled in the fields of Fine and
Applied Arts.

But seven years later, in 1862, London
was the city to host another international
exhibition which was a bigger, better
and more triumphant event. The general
scope of this ‘World Fair’ was to offer
opportunities to visitors, buyers and
traders, to gaze at enormously varied
manifestations of life, work, culture and
progress from many countries, especially
Great Britain, and it certainly achieved
this [5, p. 1]. Its organizers, succeeded in
assembling and displaying more exhibits
from more participating countries than had
ever been attempted before. Nevertheless,
we have to mention that the one third of
the participating exhibitors, that is over
9.000 of the 29.000, came from Britain
alone, together with a further 2.600 from
the British Colonies. Heavy machinery,
massive new technological devices, as
well as plenty of subversive inventions
were on display, in contrast to 1851, when
none of the machines on display had
weighed more than nine tons. The steel
industry, in particular, had undergone
enormous innovative progress, as the
production of high quality boilers, bridge
parts and heavy artillery weapons, but
also mass production machines such as
print, water-pumping, weaving and carpet
power-loom machines had been taken to
new heights [6, p. 125-130]. But, British
decorative arts exhibits seemed to have
been again caught in the same trap: most
of their sections had presented a slight
improvement in terms of aesthetics value
and form (Figure 1).

THE ART-SOUENAL CATALOGUE OF

Figure 1. The Art Journal: Engravings of British
exhibits at the International Exhibition of 1862.
© The Art Journal Illustrated Catalogue, 1862.

One of the most important and reliable
sources for understanding the design
quality of the 1862 International Exhibition
decorative and applied arts exhibits, except
The lllustrated London News Journal, was
the Art Journal which provided detailed
descriptions and illustrations of not only
the British but also other national courts
[7]. According to this, the heavy decoration,
elaborate but exaggerated patterns and
old-fashioned forms in combination with
the complexity of their mass production
procedure, made British products probably
less competitive than before. The much
desired balance between art and industry
seemed not to have been achieved, which
made the old and powerful opponent of
Great Britain in the field of design, France,

1For instance, one of the most impressive exhibits for their size was the massive hydraulic press which was operated by

just one man that had lifted the metal tubes of a bridge invented by Stevenson, the man who had invented the steam train

‘The Rocket'.
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prevail again. However, there were a few
bright exceptions which will be discussed
further in the text.

Methods

As the topic of this research is purely
historical, the methodological approach to
be followed will be based on the systematic
use of selected and, in some cases,
rare, bibliographic sources of particular
importance. In particular, in addition to
extracting information from modern special
historical reference books focusing on
the period of our interest, there will also
be extensive use of information from rare
original books of the late 19th century. Of
great importance is the use of authentic
publications of the time, notably journals
that provide important information for the
1862 Great London Exposition, but also for
the significant role of the Japanese exhibits
both aesthetically and ideologically.
Museum and auction houses’ catalogues
constitute one more valuable source of
information, mainly for the visual material
used as evidence. Selected sites with
rich information constitute yet another

useful source in our pool of data whose
evaluation, selection and use is the next
step in this research.

Discussion

The first display of Japanese products
in an International Fair in Europe did
not take place in 1862. As Japan was
a country isolated from the Western
civilization until the middle of the 19th
century, its inhabitants were forbidden
to travel abroad, while respectively the
entry to foreigners in the country was also
forbidden. After the partial abrogation
of these prohibitions, a small number
of Japanese products was exhibited at
the Great Exhibition of 1851, though not
autonomously, as they were included in the
sector with products from China. After the
end of its isolation in 1853, artifacts and
information seemed to start flowing out
of Japan towards the European Continent
and America. The very next year, a small
but effective exhibition of Japanese applied
arts objects took place at the building of
the Old Water-Colour Society at Pall Mall
East, central London [8]. (Figure 2)

Figure 2. The building in which London 1862 International Exhibition was held. © Grace's Guide to British

Industrial History.
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This event would probably inaugurate
a short, but effective period during which
and until 1867 the Western appreciation
for the Japanese art and culture would be
completely crystallized. The same year,
1853, was crucial for the Japanese art
and culture in West for one more reason:
it was then that Commodore Matthew
Calbraith Perry, in a military and diplomatic
expedition the goal of which was to give
an end to Japan’s long-term isolation
and to open Japanese ports to American
trade, arrived in the country along with
his American forces, opening up new
prospects for the relations between Japan
and the West [9, p. 667].

Nonetheless, the independent
Japanese section of the International
Exhibition in London in 1862 was
considered to be the first particularly
influential attempt in introducing the
Japanese aesthetic and material culture
to the British general public. The Japanese
Pavilion became a hub of cultural renewal
and encompassed a wide range of
traditional, excellently handcrafted objects
whose number reached 623. Arranged
in a rather clumsy and particularly
unprofessional way the first extended
display of Japanese artifacts was nothing
but a large part of the personal collection
of the famous British Minister to Japan,
Sir Rutheford Alcock (1809-1897), who,
at the time, had made the necessary
arrangements for its dispatch to Europe’s
most celebrated event.

Alcock was a keen collector of not
only Japanese art itself but of almost
every Japanese item concerning the
material culture of the country. During his
long journeys into cities like the distant
Nagasaki and the mysterious Edo — the
current Tokyo, — in villages and remote
areas of the country, he had managed
to collect a wide range of different in

value, quality, and historical significance,
objects. His meticulous curiosity made
him courageous enough to disappear into
weird shops in small cities and villages
where he would pick up anything that
caught his fancy - from the most dear
and rare to the most common, traditional,
utilitarian objects. In his book titled, The
Capital of the Tycoon: A Narrative of a Three
Years’ Residence in Japan, he praised the
Japanese claiming ‘I have no hesitation
in saying they are not only rival the best
products of Europe, but can produce in each
of these departments works we can imitate’
[10, p. 89]. Additionally, through his
adventurous tour he had also managed to
get to know in depth and to appreciate the
high, traditional values of Japanese society
itself [11, p. 96]. Despite all this though, he
thoroughly believed that the Japanese did
not have ‘fine arts’ but only decorative arts
as he thought that even the supreme form
of Japanese arts could only be classified
as such ‘within the narrower limits, on a
lower plane’ in the art world order. That is,
it was the West which could actually define
‘Japanese decorative arts’, a concept
much reinforced within the framework
of the International exhibitions. This is
why collectors strove to the acquisition of
mainly decorative arts objects, such as
ukiyoe prints, masks, fabrics and ceramics
rather than real paintings or sculpture.
Alcock’s vast collection was a medley
of objects from almost every social and
economic class of Japan, but also from
many historical periods. This meant
that among them there were quite a
few heterogeneous artifacts, creating
an unusual but outstanding range of
goods in terms of technical and aesthetic
value, totally new to the conservative,
capitalist Britain. Their uniqueness was
actually detected in their originality as
they constituted daily objects of a purely
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traditional and unspoilt civilization. Their
value for the deeply moral and religious
Japanese society started and finished to
the point that the purpose, for which they
were made, was fulfilled. The collection
included art products such as wonderful
woodblock prints by famous and unknown
artists, beautiful silk kimonos, ceremonial
masks and valuable porcelain objects
which were mixed harmonically with the
vernacular straw raincoats and hats of
Japanese peasants, rural work clothes,
straw shoes, lanterns and other objects of
daily use 2.

Praising much the Japanese goods
without having fully understood that many
of them were quite modern and knowing
the superiority of Western methods of
manufacture, Alcock tried to point out
the significance of Japanese handicrafts
and show how they could influence
the British industrial status quo. In his
influential book Art and Industry in Japan
he passionately claimed that ‘Art in Japan
and the Industrial Arts more especially, which
have been brought to their present state of
perfection by the application of principles
mainly derived from their loving and patient
study of Nature, may serve as an example
full of encouragement to our manufacturers

and artisans. They may see in the unequalled

success of the Japanese, artist and workman
combined in one how originality and the
impress of individual genius may best be
secured for the conception of the brain and
the skilled work of the hand. The lesson to be

derived from all we see and know of Japanese

Art, is one, indeed, of universal application...’
[12, p. 291, 292].

The matter of fact is though that few
British designers had already found
out the basic principles of Japanese
traditional design. One of them, Thomas
Jeckyll (1827-1881), took part in this
exhibition with an innovative ironwork
design, the famous ‘Norwich Gates’, a
range of ceremonial pillars, rails, foliage
and scroll work, which bore the essential
characteristics of both the typical
British and traditional Japanese design.
Christopher Dresser (1834-1904) was
also another pioneer in design who dared
to take part in that exhibition with objects
which reflected his profound interest in
Japanese art. Both of them became soon
keen collectors of the Japanese art and
craft objects and thus their later works
were since then strongly influenced by it
(Figure 3).

Figure 3. Sir Rutherford Alcock’s Japanese Court. ©
London Stereoscopic and Photographic Company,
1862.

2Sir Augustus Wollaston Franks, a famous antiquary and, at the time, the British Museum’s administrator contributed

a catalogue of the Japanese section. His strong personal active interest in Japanese art dates from this time. This is why a

restricted number of the exhibits were accessioned by the British Museum in 1862.
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Dresser, the designer who would
reshape the British design ideal of the
following decades, started buying pieces
Dresser, the designer who would reshape
the British design ideal of the following
decades, started buying pieces from the
exhibits of Alcock’s collection confessing
to him: “...I became the possessor of a fair
selection of the objects which formed your
interesting collection; and to the treasures
which | thus became possessed of | have
almost constantly been adding, till now my
house is rather a museum than a comfortable
abode for civilized beings, at least, so says my
wife...”[13, p. 45].

The British press of the time played
an important role in the interpretation
of the significance of the Japanese
objects display as it was particularly
impressed by the purity and novelty of
Alcock’s collection. The much effective
The lllustrated London News in an extensive
article which included a distinctive illustration
of the Japanese Court, not only exalted the
qualities of that peculiar collection but also
seemed to urge visitors to pay attention to it
for their own delight. However, this unofficial
collection, although was warmly welcomed
by the British public, was received in a
rather negative way by the Japanese
Embassy Mission members who were
invited, as official guests, at the opening
ceremony of the Exhibition on May 1, 1862
[14].

The thirty-member Japanese Mission
had a huge historical importance as it was
literally the first Japanese Embassy to
the West and was mainly sent to Europe
to learn about Western civilization and to
make trade agreements, before their return
home in early 1863 [15, p. 79]. Their
comments on Alcock’s collection were
rather discouraging and disappointing as
most of them believed that the artifacts
shown were not representative of the true

Japanese civilization and most of them
were badly made, shabby and inauthentic,
showing to Europe and the world a
rather distorted image of modern Japan.
Apparently disturbed, claimed Alcock’s
exhibits were ‘inferior to those of all the
other countries’ and considered that the
Japanese Court constituted a national
advertisement with negative messages,
as it did not project the meanings of
development and modernization that
Japan wanted to show to the West.

This highly-celebrated Exhibition
highlighted many important issues relating
to the British, but also international
design of the era, as the Japanese Court
had already begun to be the ‘informal’
occasion for the rise of the term Japonisme
in Europe and America. The new aesthetic,
cultural and technical qualities of the
Japanese artifacts proclaimed, inter alia,
the meanings of truthfulness, exoticism,
novelty and sensuality for many reasons.
Western scholars, having analyzed the
significance of these meanings, have also
considered that all three were based on
the non-negotiable myth of ‘authenticity’.
This myth seemed to have helped the
arts of Japan’s dead past emerge again
showing to the world the country’s
non- mechanic, traditional, craft-based
production. At the same time, it brought
into conflict the qualities of simplicity
and genuineness of Japanese crafted
goods, which were produced under human
working conditions, with the dominant
capitalist mass production practice of the
West, intensifying even more the aesthetic
and moral degradation of the European
Industrial Establishment . For instance,
during the Edo period, when agriculture
and commerce grew, pre-modern
manufacturing which included handicrafts
began to develop. Products such as wax,
indigo, knives, swords, pottery, lacquer
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ware, silk, cotton, paper, stone cutting

and many others were highly produced,
however in a pleasant and democratic
manner, as happened in almost all pre-
industrial societies of the time. In spite of
the fact that no steam engines or electricity
was available at the time, a fair division of
labor was underway which promoted the
successful model of local industries

[16, p. 201].

According to the ‘authenticity’ myth,
the meaning of exoticism may also derive
from qualities such as the truth to, many
times new to the West, materials, as
almost all of the artifacts were made of
good quality, genuine raw materials, no
matter how cheap or expensive the final
outcome would be. Having studied Nature
and the Seasons and having known how
to respect and be inspired by them, the
Japanese knew how to use raw materials
according to not only their own intrinsic
qualities, but also the scope, function
and utility of the final product. This, in
combination with many religious, ritual,
social and moral symbolisms that derived
from their tradition and were associated
with the frequent use of many objects,
made Europeans believe that, the — until
recently — feudal Japan’s goods surpassed
in quality the conventional European
way of production. Thus, traditional
Japanese crafts were inextricably woven
with the meaning of novelty, a word
which immediately provoked doubts
and clarifications of the primacy of the
established values of Western art
[17, p. 4].

A totally new perspective of making,
seeing, conceiving and using things

was then revealed to the western

artists, designers, but also thinkers and
philosophers which made them reconsider
their certain and until then undisputable
aesthetic, practical or even ideological
achievements.

Sensuality was not a hidden or
misunderstood issue as it prevailed in
almost any artifact. The large golden
calligraphy screens, the textile patterns
and effeminate motifs, the fan cartouches
along with the classic blue and white
ceramics graceful, almost floating, patterns
or even the curvy, playful black outlines of
the ukiyoe woodblock print and painting
figures and landscapes constituted a
treasure of a new aesthetic ideology on
sensuality [18, p. 236].

However, the richly colored kimonos
with the exquisite embroidered patterns
constituted some complex private artifacts
as they were not associated only with the
virtuousness and the simple way of living
of their female possessors, but also with
their good taste, eroticism and sensuality
(Figure 4). Their exclusive female
nature rendered them unique means for
expressing new and highly advanced ideas
about sexuality and gender [19, p. 24].

Above all though, the explicitly sexual
depictions of naked human bodies in
everyday scenes such as steam bathing or
even more intimate activities in Utamaro’s
and Hokusai’s works, constituted the
culmination of the sinless and erroneous
eroticism that characterized Japanese
societies. This oriental storm of sensual
messages of high aesthetics was an
innovative, anti-conformist and challenging
way of thinking for the conservative

3The working and living conditions of the industrial workers in the first half of the 19th century were miserable,

resulting in great social dissatisfaction and reaction. At that time there has been a significant increase in female and child

labor, mainly in the textile and mining sectors, mainly because they were considered to be more obedient and productive

employees. Women and especially children were paid at lower wages and in many cases not at all (when they were taken

on under the guise of apprenticeship).
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Victorian society which though initially
seemed to be shaken to its foundations,
soon started to welcome it. On the other
hand, the symmetrical geometry+,

the shiny surfaces of the forms and the
unrivalled use of plain colors especially
in lacquered furniture, gave Japanese
goods the air of both functionality and
elegance, economy of space and also an
air of unrivalled lightness. Concepts such
as uniqueness, clearness in designs,
patterns, motifs and symbolisms were
also much associated with traditional
Japanese objects as they reflected a new
way of dealing with everyday life chores
and social activities. However, the very
concept of cleanliness seemed to prevail in
almost any of the exhibits both as a literal
meaning and as a profound symbolism,
especially in what was associated with
rituals and religion practices. The general
term for the influencing rituals of soul
purification was that of harai (il or T\ >)
[20, p. 135-147] and according to the
Japanese tradition the rituals of this kind
invoked the purification of human sins
and uncleanness, as these concepts were
associated with illness, misfortune

and guilt. These rituals usually involved
symbolic washing with water, possibly
the most important purifying medium in
Japanese culture, and this is why specific
utensils such as porcelain or wooden
bowls and vessels were often used while
they were being practiced s.

We have to mention that the myth of
‘authenticity’ or else originality which was
meant to include all the above, does not
constitute a novelty as it arose with the
19th century’s most influential theorist and

design reformer John Ruskin and it was
merely an extensive part in his vast theory
on Japanese culture which was embraced
by many designers of Victorian Britain

(24, p. 11].

Results

Soon thereafter, many more designers,
most of which were also architects and
theorists would find in Japanese design
the perfect antidotes to the scourge of
British industrialism and bad design, as
they would try to infiltrate all the above
qualities and apply them into their own way
of thinking and creating, defining in this
way the British taste and consumption for
the rest of the 19tn century and beyond.
Among them there were names who later
became the ‘ambassadors’ of this new
aesthetic and later ideological line in
decorative arts in Britain under the name
of the Anglo-Japanese Style, a branch of
the widely known Aesthetic Movement e.
Edward William Godwin (1833-1886),
James Lamb (1816-1903), Owen Jones
(1809-1874), Philip Webb (1831-1915)
and also designers and companies such as
Kimbel and Cabus inthe U. S., are only a
few of them [22].
With both their original, innovative design
ideas, and broad perception on aesthetics,
deeply philosophical, religious and social
connotations, they managed to convince
the strict English consumer society and
thus many more quirky western markets
which had been significantly ‘eroded’ in
terms of taste and consumption by the
voracious multi-productive instincts of the
Industrial Revolution for the refreshing
breeze that started blowing in the fields

4 Sciences and the general concept of geometry were particularly important in Japanese culture. The well-known Japanese

geometrical problems or theorems on specific wooden surfaces offered, along with worship, as oblations to Buddhist

temples, the so-called Sangaku (54H), i.e. calculation tablets, constituted forms of thought, logic, solution, but also

symmetry and simplicity.
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of art and design from the country of

the Samurais. British consuming public
was ready both in terms of culture and
taste to accept and encourage this new
‘phenomenal uprising’ in design which
would challenge their undebatable,

until then, way of choosing, buying and
displaying at home objects which would
not only enhance their social class, but
also their moral and high taste issues.
However, not only designers, but also
manufacturers and craftsmen themselves
often seemed to be captivated by the high
quality of Japanese objects, assisting
thus in shaping the new world order in the

western mass-produced products arena by

undertaking initiatives for the production
of ‘hybrid’ Anglo-Japanese objects (Figure
5), i.e. products that bore an aesthetic
combination of culture of both peoples
[23, p.119].

So the British public of the following
years with no distrust on the concept of
orientalism and with striking boldness,
accepted the strange and mysterious
beauty of Japanese exoticism in a period
in which art was regarded as distillation
of all that was good or bad about a
society. Moreover, they had already been
impressed by the simplistic and at the
same time profound Japanese ideology
which was important to them at many
levels as it defined new ways of thinking
and acting in the hitherto anhydrous

and barren Victorian philosophy, while
redefining the concept of taste and
aesthetics.

The 1862 International Exhibition in
London triggered the inauguration of the
1867 Paris Exhibition. This world-wide
event, which had clearly competitive
features compared to the English
equivalents, combined the elements of
all the riches of the globe. Along with the
latest achievements in technology and art
there were displayed products of remote

times, so that at the same time the genius

of all countries and of all periods was
represented [24, p. 15].

Figure 5. William Godwin: cabinet ebonized wood with gilt
decoration in Japanese style, 1870s. © Sotheby’s auction

catalogue 2008.

5Purity was a very important issue for the Japanese as they believed it was equal to godliness for the humans. This
concept found mainly in the Japanese Zen is attributed to the Chinese culture, where it was adopted from, and more
precisely to master Baizhang, in the Kamakura period (1185 - 1333).

8 A popular Movement associated with art and literature in the late 19th century Britain (1868-1901). Aestheticists
had adopted the doctrine of ‘Art for Art’s Sake’, stressing that art must be appreciated for its aesthetic enjoyment, without

regard for its moral meaning.

32

Central Asian Journal of Art Studies N1 | 2020



This is where Japanese objects were

first officially exhibited and this finally
constituted the ‘basic aesthetic and
ideological platform’ upon which the
European art and design would step on in
order to be thoroughly transformed by the
fin de siécle.

Conclusion

Concluding, this in-depth analysis of the
first non-official Japanese exhibits at the
1862 Great London Exposition highlighted
the importance of certain parameters that
led to their effective recognition as agents
of innovation and progress in the fine and
applied arts of Great Britain and the rest
of Europe. However, nothing would have
been more effective than Sir Rutheford
Alcock’s brave idea of introducing, in an
purely International Exhibition of industrial
and crafted objects, his own passionate
collection of the most outstanding
oriental objects hitherto unknown to most
Europeans. Through his bold initiative,
the Japanese proved to be vibrant artists
influenced by the social, historical,
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Mxoanuc Llymac
YHusepcumem 3anadHol Ammuku
(AcbuHbl, Mpeyus)

AANOHCKUE 3KCMOHATbI HA BCEMUPHOM BbICTABKE B JIOHJOHE 1862 FO/1A: KPATKU O630P

AHHOTaUMA

BcemupHas BbicTaBKka 1862 1, npoxogusluas B JIoHAOHe, KOxHbI KEHCUHITOH, 6blla BTOPOKW nocne
NPOTUBOPEYNBOM NepBoi BceMupHon BbicTaBkM 1851 I. U aBASNACE 3HAYUTENIbHOW NOMbITKON BUATENLHOM
B MO/IMTUYECKOM, BOEHHOM M 3KOHOMMWYECKOM MNNiaHe Bennko6pruTaHuMmn NpoaeMOHCTPMPOBaTL BCEM
CcTpaHaM MMpa CBOE HaMEeHHOe MPEBOCXOACTBO B chepe HayKu, M30O6PETEHUIN 1 TOProBaK 6narogaps cBoewn
ObICTPOPa3BUBaIOLLENCS MPOMBILLIEHHOCTU. XOTH coLManbHas, KOMMepYecKas U NnoanTuyeckas anuTa
CTpaHbl, Ka3asnocb, 6bl1a 0cCO6EHHO pa3ovyapoBaHa HECMOCOOGHOCTbIO MEPBLIX WKOA AM3alHa NpeaocTaBuUTb
HOBbIX U CMIOCOBOHbIX MHXXEHEPOB NPOAYKTUBHOM, HO 6EAHOM - C TOYKMU 3PEHUSA XOPOLLEro An3anHa -
6PUTAHCKON NPOMBbILWIEHHOCTU, OHW YYBCTBOBA/IM NPEBOCXOACTBO HaA 10601 Apyron CTpaHon, KoTopas
He Morfla AOCTUYb BPUTAHCKOW NEPBOKIACCHON NPOMBbILWLIEHHON NPOU3BOANUTENBHOCTU. TEM HE MEHee,
HeodMLManbHOE NepBoe NosiBleHNe TPaAMLMOHHbIX SMOHCKMX MPOAYKTOB B EBpONe Ha 3TOM BbICTaBKe,

M3 YaCTHOM KOANEKLUMU, NPUHASNEXKABLUEN IKCLUEHTPUYHOMY KONNEKLMoHepy capy Pe3sepdopay ANKOKY,
Kasanocb, NepeBepHyNo 6PUTaHCKOE BbICOKOMEPHE, TaK KaK KpUTEPHUK, MO-BUAMMOMY, BCKOPE U3MEHWNCH B
OTHOLWIEHWWN PACCMOTPEHUS U YNpaBAeHUs 6PUTAHCKUM AM3aHOM.

B aToM cTaTbe Mbl pPAaCCMOTPUM, KaKUM 06pa30M HOBbIM TEPMUH SMNOHU3M CTaN accoLMMpoBaThes ¢
3K30TUKOM, YYBCTBEHHOCTbIO U HOBM3HOW, MOCKOJIbKY OH HE TOSIbKO NMPeAcTaBs Co60M OPUTrMHANbHOE U
yucToe pemecno Tpaamumnm lanbHero BocToKa, HO TaKe npeactaBnsa cobon Bonpoc GyHaaMeHTa bHOM
BaYKHOCTW ANS POXKAEHMSA HOBOIO 3CTETUHECKOIO U KyNbTYPHOIO HanpaBneHuns, Kotopoe chopmnpoBaso
€BpPOMencKoe NCKYCCTBO U AM3aiH OCTa/lbHOM YacTu AeBATHaALLATOro BeKa.

KnoueBble cnoBa: fnoHcKas KynbTypa, anoHu3m, 6putaHcKkui ausanH XIX Beka, Pesepdopa ANKOK,
BcemupHas BbicTaBKa B JIOHOOHE.

*CraTbs HanMcaHa Ha OCHOBE Npe3eHTaLun Ha KOHPepeHLUUn «ANOHU3M B rnobanbHOM U MECTHOM KOHTEKCTE»

2017 roga B byganewre.

Mxoanuc Llymac
bambic Ammuka YHusepcumemi
(ApuHnbl, pekusi)

1862 XKblJ1bl JIOHAOHAA OTKEH AYHUEXKY3UIIK KOPMEAE JXAMOH 3KCMNOHATTAPDI:
KbICKALLA Wony

AHHOTauMA

JloHaoHaa eTkeH 1862 binfbl yHUexy3inik kKepme OHTYCTIK KEHCMHITOH 1851 xbinfFbl BipiHWi AYHMEXKY3iniK
KepmeaeH KewiH eKiHLwi 6onabl xoHe ¥blOpUTaHUSHbIH, CasiCUh, 9CKEPU HOHE IKOHOMMUKANbIK XKaFblHaH
blIKNanabl apeKeTi 60bIN Tabbliadbl. ENgiH aneymMeTTiK, KOMMEPLUUSbIK XaHe casiCh anuTachl GipiHLWi

[AV3alH MeKTeNTepiHiH eHIMAI XaHa KaHe KabineTTi HXeHepnepai yCbiHy KabinetcidgirimeH, 6ipak

YYMNbIHbI 60IFAHMEH — YaKCbl AM3aiiH — bpuTaH eHepKaci6i TypFbICbiHaH, oflap bpuTaHabIK GipiHLWI KNacTbl
OHEPKOCINTIK OHIMAIIKKE KO KETKi3e anmMaraH Ke3 KesireH 6acka enfiH apTblKWblblFblH CE3iHAI. [lereHMeH,
ocbl Kepmee Eyponagarbl A8CTYpi XamnoH eHiIMAEpiHiH pecMu eMec anfallKbl nanaa 60ybl AKCLEHTPUCTIK
KonnekunoHep cap Pesepdopa ANKOKKa TUECINI KeKe KonnekumaaaH bputaHablK xofFapbl enwemre anHanabl,
cebebi enwemaep Ken ysaman bputaHablk An3anHabl Kapay oHe 6acKapyFa KaTbICTbl 63repai.
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byn makanapa 6i3 XanoOHU3MHIH ¥XaHa TEPMUHI IK30TUKaAMEH, Ce3iMAINIKNEH XoHe aHanbIKNeH
6annaHbICTbipblna 6acTaraHblH KapacTblpambl3,0MTKeHI 051 Kubip LLUbIFbIC ASCTYPiHIH 63iH/IK }KoHe Ta3a
KONeHEepiH FaHa eMec, COHbIMEH KaTap Eypona eHepi MeH OH TOFbI3bIHLLbI FACbIPAbIH, KanfaH 6eniriHiH,
OM3aliHbIH KanbinTacTblpFaH }aHa 3CTETUKANbIK oHe MaaeHM 6arblTTbl TyyaAblH, ipreni MaHbi34bl Maceneci
60nbIn Tabbinagbl.

Tyninai cespep: *anoH maaeHWeTI, )anoHnam, XIX FacbipabiH, BputaH ansaiiHbl, Pesepdopa ANKOK,
NoHpgoHaarbl [lyHUEXKY3iNiK Kepme.

* Makana byaanewTtre 2017 »biifFbl "yahaHbIK XoHe XKeprinikTi KOHTeKcTeri }anoHn3am” KoHdepeHumacbiHaa

npes3eHTaums HerisiHae *Ka3bliFaH .
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The article analyzes the problem of collaboration of theaters of the Turkic countries at the present stage.

The key factors of their unification under the auspices of the international theater festival «<Nauruz» (Kazan),

which has become a trend in the development of Turkic stage culture, are found. The analysis is based on

the professional achievements of Turkic theaters, as well as a variety of productive educational programs,

including «Fundamentals of Biomechanics and the emotional world of an actor of the Turkic world», «Sufi

dance techniques in educating an actor’s spirituality», <An Ancient Legend as a Material for a Modern

Performance», «Acting skills and traditional theater forms of Turkic peoples», «Ritual as the basis of stage

action», etc. The study applied the methods of structural and typological analysis of theatrical performances

presented at the theater forums.

Keywords: <Nauruz» International Theater Festival, Turkic Theater, theater cultures, traditions, Central Asia,

«Nauruz school».

Introduction

In the 21st century, the Turkic
theater process is gaining strength and
is developing more intensively. The
movement goes in different directions.
This is convincingly demonstrated by the
international festivals of Turkic theaters.

The most significant and largest of them
is «Nauruz». It is held in the capital of
Tatarstan — Kazan every two years.

For the first time this festival was held in
Alma-Ata in 1989 in the status of regional
- Central Asia and Kazakhstan, and
received the name «Nauryz» in honor of
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the celebration of spring renewal and New
Year according to the eastern calendar.
Subsequently, it made a circle around

the capitals of Kyrgyzstan, Tajikistan,
Uzbekistan and Turkmenistan, expanding
the geography of participants — Turkic
theaters.

After radical socio-political changes of
the 1990s, «Nauryz» ceased to exist. In
1998, it was renewed already in the status
of the International Theater Festival of
Turkic Peoples «Nauruz» on the basis of the
G. Kamal Tatar State Academic Theater,
in order to preserve cultural identity and
national languages in the context of
globalization.

Viewers were given the opportunity to
watch the best performances of theaters of
the countries of Central Asia: Kazakhstan,
Kyrgyzstan, Uzbekistan, Turkmenistan;
Turkey, Azerbaijan, Gagauzia (Moldova),
the Turkic peoples of Russia — Tatarstan,
Bashkortostan, the North Caucasus, Tuva,
Khakassia, Chuvashia, Yakutia, etc. But
this was a time when the auditoriums were
empty throughout the post-Soviet space.
Therefore, the organizing committee had
a difficult task - to attract the public to
the theater. The renewed «Nauruz», first of
all, amazed with the variety of theatrical
cultures, traditions, the beauty of folk
music, and the brightness of national
costumes. Muslims, Christians, Tengrians,
shamanists — they are all united by a
common language family, a relationship of
customs, a similar mentality, and ancestral
home.

Methods

At first, the international theater
festival was a meeting place for theaters.
However, it does not just develop the
creative communications of Turkic artists
and directors. It gives a powerful impetus
to moving forward, generates new ideas
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and forms, and transforms the theater
process. Gradually, <Nauruz» turned into an
important territory of the collaboration that
inspired the deep transformations of the
Turkic theater. Therefore, the study applied
the methods of structural and typological
analysis of theatrical forms inherent in the
Turkic peoples.

Results

Throughout the period of «<Nauruz»
existence, the selection rules
were adjusted, the genre variety of
performances expanded, and the
program changed significantly. In the early
2000s, the festival program included
many illustrative productions of folklore,
performances of the historical and heroic
repertoire, in which traditionalism and
ethnography pushed aside theatricality
and modernity. One of the main problems
came to light — the change of generations
in national theater direction. Most of the
professionals crossed the border of a
deeply mature age, the young were just
starting to declare themselves, and there
was no qualitative new drama on stage.

Currently, the situation has changed
dramatically. Over the past years, a
professionally mature generation of
bright talented 30-40-year-old directors
has gained strength. In addition,
young directors are free of canons,
they surprise with creative courage
and innovative contemporary theater
thinking. In Bashkortostan, these are Ayrat
Abushakhmanov and llsur Kazakbaey, in
Tatarstan — lIgiz Zainiev and very young but
loudly renowned Aidar Zabbarov, in Sakha
Yakutia — Sergey Potapov, in Kazakhstan
— Dina Zhumabayeva, Aydin Salbanov,
Farhat Moldagali, in Kyrgyzstan - Shamil
Diykanbaey, in the Altai Republic — Emma
Irisheva, in Tuva — Marina ldam, etc. The
development of directing is ahead of the
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development of dramaturgy [3, p. 34].

Since 2015, each «Nauruz» is
dedicated to the stage culture of certain
people: in 2015 — to Kazakh Theater, in
2017 - to Yakut Theater, in 2019 - to
Bashkir Theater. Such special programs
show the whole spectrum of genres and
directions based on national traditions
and ways of mastering new forms of
world theater, reveal the aspects of the
artistic method of directors. In 2017,
spectators and participants of the
festival watched several productions of
the Yakut director S. Potapov, reflecting
the versatility and creative audacity of
his talent. After that, several theaters of
Kazakhstan immediately invited him for
stage production. The practice of inviting
directors of national theaters to stage
performances has intensified.

In 2019, «Nauruz» was held for the 14th
time. During this time, the format of the
festival has changed. Since 2010, it has
been alternating with the International
Theater and Education Forum for the
young generation of theater workers. This
increases the importance of «<Nauruz»,
since along with creative tasks, important
professional educational goals are set with
a long-term perspective. For example, at
the fifth forum, the organizing committee
defined the following goals:

- identification and stimulation of
nationally dominant principles of acting,
enrichment of the theoretical base of
actors of theaters of Turkic peoples;

- training workers of theaters of Turkic
peoples in modern theater technologies;

- familiarization and implementation
of modern forms of theatrical art in the
practice of theaters of Turkic peoples;

- development and strengthening of
theatrical relations of Turkic peoples, their
integration into the international theater
process;

- development of national forms of
theatrical art and stimulation of the
creative initiative of theater figures;

- creating conditions for professional
communication and the emergence of
partnerships, joint creative projects.

The scale of the forum is impressive. In
a few days, about 20 experienced theater
teachers from different countries (mainly
from Russia, of course) provide intensive
training for young actors, directors,
scenographers, theater critics, musicians,
managers in various areas in the form
of master classes, lectures, seminars,
workshops, trainings, creative laboratories.

Discussion

An extremely important educational
project contributes to the improvement
of professional qualifications of theater
practitioners and the artistic level of Turkic
theaters. How interesting, varied and
productive such training programs are can
be judged by their names, for example,
«Fundamentals of Biomechanics and
the emotional world of the actor of the
Turkic world», «Sufi dance techniques in
the education of the actor’s spirituality»,
«Ancient legend as a material for a modern
performance», «Music of a national
performance as an element of theater
action», «Acting skills and traditional
theater forms of Turkic peoples», «Ritual as
the basis of stage action».

The workshops are aimed at
maintaining a balance between the
national cultural heritage and the artistic
context of the modern theater. The work
of artists in the laboratories clearly shows
how their professional skills are closely
connected with the traditions of national
performing arts. For example, many forum
participants showed great interest in throat
singing classes, typical of the musical
culture of Tuvans, Altai, Khakass, and
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others; in Yakut traditional toyuk singing,
in playing the Turkic national instruments.
This is natural, since, for example, most
Kazakh theaters are music and drama
theaters. In accordance with this, the
ability of artists to sing and play dombra is
actively used in productions.

The best theaters of Russia and
foreign countries are regularly invited to
the festival and forum. So, in 2016, the
National Theater of Hungary (Budapest)
with the performance «The Scourge of God»
by M. Banfi directed by Attila Vidnyansky
became an honored guest of the IV
International Theater and Education Forum
«Nauruz».

The emotional intensity of the stage
action, densely saturated with metaphors
and symbols, distinguishes powerful,
impressive, spectacular production about
the leader of the Huns Attila. It was a clear
stage confirmation of the relevance of the
theme of the interaction of cultures. In the
description of the play the theater poses
a question: «Can we stay true to our roots
and save ourselves, or will the future world
impose on us a new national identity in the
name of peace and integrity?» Will the East
and the West forever oppose each other or
is dialogue possible?

An important result of the many years
of «Nauruz» activity is the ever-increasing
number of Turkic performances —
nominees and laureates of the «Golden
Mask» Russian National Theater Award.

In 2005, staging of «Macbeth» by Yakut
director Sergei Potapov at the P. Oyunsky
Sakha Theater received «Golden Mask». In
addition, the leading Tatar director Farid
Bikchantaev was nominated for the prize
with the performances <A Summer’s Day»
(2014) and «Antigone» (2018), the Bashkir
director Ayrat Abushakhmanov with the
production «The Black Faces» (2016). The
latter received «Golden Mask» for the best
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costumes by A. Nesterov.

The nominees of 2019 were the
performances «Zuleikha opens her eyes» by
A. Abushakhmanov at the M. Gafuri Bashkir
Drama Theater (Ufa), <My Friend Hamlet» by
S. Potapov at the P. Oyunsky Sakha Theater,
and «And is this life?» by director Aidar
Zabbarov at G. Kamal Tatar State Academic
Theater (Kazan). The performance of the
Bashkir theater received «Golden Mask».
All this is an important result of a planned
thoughtful work, which indicates that the
productions are interesting not only to
spectators of territorial autonomies and
republics. Thanks to the festival, Turkic
theaters become part of the global theater
process.

Since 2015, each festival is dedicated
to the stage culture of a certain people:
2015 - to the Kazakh theater, 2017 - to
the Yakut, 2019 - to the Bashkir. Such
special programs reveal the whole spectrum
of genres and trends based on national
traditions and show the ways of mastering
new forms of world theater.

From year to year «Nauruz» expands the
field of activity and now, in addition to the
main festival and forum, the International
Festival of student performances (national
studios) «Nauruz school» is held. The new
generation presents itself as vivid and
talented. The creative growth of young
people is always interesting to follow. In
2016 performance «Heart of a Dog» by
A. Zabbaroy, still a student of directing
faculty at the Russian Institute of Theater
Arts — GITIS (course of S. V. Zhenovach),
was shown at the forum. In 2017, his pre-
graduation work at the G. Kamal Theater
«Clouds are floating on» was already
presented, which aroused great interest
both among professionals and common
viewers. And in 2019, A. Zabbarov’s
performance «And is this life?», nominated
for the «Golden Mask», was an absolute
success.
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Another International Festival of Turkic-
speaking theaters — «Tuganlyk» is held in
the capital of Bashkortostan - Ufa. After a
long pause of several years, it resumed its
work in 2019 for the seventh time.

Most outstanding performances were
«Zuleikha opens her eyes» directed by A.
Abushakhmanov at the M. Gafuri Bashkir
Drama Theater, <And is this life?» by A.
Zabbarov at the G. Kamal Tatar State
Academic Theater (Kazan), and «Taganok»
by A. Fedorov at the Sterlitamak Bashkir
Drama Theater. All these performances
are based on prose works. This is no
coincidence. An integral part of Turkic

oral culture is the epos, the poetics of
which influenced early national literature,
including dramaturgy [1, p. 62; 2, p. 123].

Prose, like the epos, has a narrative
structure. Remaining within its framework,
the three above-mentioned performances
are densely filled with stage action and
acting. As a result of the theatricalization of
narrative, artistic imagery, metaphors and
symbols came to the fore. Performances
are distinguished by talented directing,
excellent acting and very interesting
scenography. (Figure 1,2,3)

Figure 1. A scene from the play «Zuleikha opens her eyes» of the M. Gafuri Bashkir Drama Theater

Figure 2. A scene from the play «And is this life?» of the G. Kamal Tatar State Academic Theater
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Figure 3. A scene from the performance «Taganok» of the Sterlitamak Bashkir Drama Theater

In addition to the actual theater
process, Turkic theater studies are also
developing. An important indicator is
that several significant conferences took
place in 2019. For example, in May in Ufa
(Bashkortostan, Russia) the international
scientific conference «Dialogue of Cultures
and the Turkic-speaking theater» was
held as part of the international festival
«Tuganlyk» (Ufa). A very important aspect
was considered — the development of
the Turkic theater and the preservation of
identity in the context of globalization.

In October, in Baku, the Azerbaijan
State University of Culture and Arts under
the auspices of TURKSQY (International
Organization of Turkic Culture) held
an international scientific conference
«Theatrical traditions of Turkic-speaking
peoples and the problems of their
modification in the world of modern
theater», dedicated to the 70th anniversary
of the outstanding director of the
Azerbaijani theater Vagif Ibrahimoglu.
Theorists and practitioners of theater:
theater experts, directors, teachers,
researchers studying the traditions,
aesthetics, poetics and art forms of Turkic
theaters, took part in it.

In November 2019, in Gorno-Altaisk,
the International Theater Forum of Turkic
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Peoples «The Epic Heritage of the Eurasian
Peoples in Stage Performance» was held.
This is a very relevant topic for Turkic
theaters, since epic productions have
always occupied a significant part of the
repertoire.

The reports raised issues of the
development of the Yakut Olonkho Theater
as a classical form of the national theater
of Sakha; epic heritage of the Altai people;
the rite «yug» as an epic form of proto-
theater in ancient Turkic culture; the
evolution of the folk hero on the Kazakh
stage; actualization of folklore heritage in
the Tuvan theater; about the role of the
theater in preserving national identity and
language. In addition, reports on epos
were heard in the theaters of Kalmykia,
Bashkortostan, and Altai. Aimost all
speakers spoke about the need to find new
forms of epic heritage scenic embodiment.

In the days of the forum, two
performances were shown: «Maadai-
Kara» by A. G. Kalkin of Yakut director A.
Borisov at the P. V. Kuchiyaka National
Theater (Altai) and the student play «Kyys
Debiliye» by N.P. Burnashev directed by M.
Markova (Olonkho Theater, Arctic Institute
of Culture and Arts, Yakutsk). Viewers were
clearly shown two different ways of stage
embodiment of the epic heritage.
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The direction of A. Borisov remained
committed to a great epic style in
compliance with national (this time Altai)
spectacular ceremonies and customs, with
picturesque attributes and costumes, with
monumental protagonist and antagonist,
with a pronounced straightforward clash
of opposing forces. In a large-scale
production, three venues were involved:
the lobby of the 1st floor, the main stage
and the lobby of the 2nd floor — in fact, the
whole space of the theater.

The student performance on Yakut
folklore emphasized the spectacular nature
of the theater, showed a modern stage
approach based on the sketch method,
the charm of youth, youthful energy and
theatrical irony. With a very expressive
witty plastic solution of the production, the
director maintained a balance between
the epic aspect and the modern theater.

In the first performance everything was
determined by the word, while in the second
— by a physical action based on national
play traditions. (Figure 4)

Figure 4. A scene from the performance «Kyys Debiliye» of the Arctic Institute of Culture and Arts

Conclusion

In fact, the theme of the forum was
picked up and continued in December
in Kazan at the international scientific-
practical conference «Theater of the
Turkic world. Development prospects».
Much attention was paid to the direction
of national theaters, the experiment as
an essential problem of stage practice,
the correlation of the universality of the
artistic language and national traditions,
the search for a hero on the modern
stage, the role of the theater in preserving
the national cultural code, reflecting

the problems of interethnic tolerance in
modern drama and theater.

Much has changed in the Turkic theater
since the beginning of the century: an
approach to classics and cultural heritage,
a modern stage language has been
developed, performative and documentary
productions, inclusive and «site-specific,
physical theater and «<soundrama» can
be seen. Readings of new plays, drama
and directing laboratories gained great
popularity, and festivals multiply. The
directors try and develop new forms,
combine the epic and play beginnings,
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ritual and narrative. All these phenomena and conferences of theater experts and
of the theatrical process find theoretical allow us to deduce the trajectory of the
understanding in the writings of theater prospects for artistic development.
researchers, in discussions at the forums

References:

1. Historical poetics. Literary eras and types of artistic consciousness. — Moscow:
Nasledie, 1994. — 512 p.

2. Meletinsky E. M., Neklyudov S. Yu., Novik E. S. The historical poetics of folklore:
from archaics to classics. — Moscow: Russian state humanitarian university,
2010. - 288 p.

3. Russian acting art of the 20th century. — St. Petersburg: Levsha, 2018. — 880 p.

C. 1. Ka6gueBa
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COBPEMEHHbI TIOPKCKWUI TEATPAJIbHbI NMPOLIECC

AHHOTaUMA

B ctatbe aHanuaupyetca npobsemMa Konnabopalmm TeaTpoB TIOPKCKMX CTPaH Ha COBPEMEHHOM aJTarne.
HanpaeHbl KntoyeBble GaKkTopbl MX 06beanHEHNS N0 3rMaov MEeXAyHapoAHOro TeaTpanibHOro GectuBans
«Haypya» (KadaHb), cTaBLLEro TPeHAOM Pa3BUTUS TIOPKCKOM CLEHNYECKON KyNbTypbl. 3a OCHOBY aHan13a
B35Tbl NPOdECCUOHASbHbIE AOCTUXEHUSA TIOPKCKMX TEATPOB, a TaKKe pa3Hoobpa3Hble NPOAYKTUBHbIE
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MaTtepuan aAnsg COBPEMEHHOro CNeKTaks», <AKTEPCKOE MacTePCTBO U TPaAULMOHHbIE TeaTpasbHble GopMbl
TIOPKCKUX HApOAoB», «PUTyan Kak OCHOBa CLEHUYECKOro AencTBUS» U Ap. B nccneqoBaHMm npUMEHEHbI
METO/bl CTPYKTYPHOIO M TUMOJIOFMYECKOro aHanm3a TeaTpasibHbIXx GOPM CNeKTaKnewn, npeactaBieHHbIX Ha
TeaTpasnbHbIX popymax.

KnioueBble cnoBa: MexayHapoaHbiv TeaTpasbHbl decTuBanb «Haypys», TIOPKCKUIM TeaTp, TeaTpasbHble

KynbTypbl, Tpaanumm, UeHtpansHaa Asua, «Haypys school».

a4

Central Asian Journal of Art Studies N1 | 2020



C. A. KacgueBa
T. K. )KypeeHoe ambiHOarbl Kasak yiimmbik eHep akademMusiCbl

(Anmamel, KazakcmaH,)
KA3IPTI TYPKI TEATPbIHbIH YAEPICI
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S ACTIVITIES

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

TO THE QUESTION OF IMPLEMENTATION OF INFORMATION AND COMMUNICATIVE
TECHNOLOGIES IN VOICE-STUDY ACTIVITIES

Abstract

The learning process in today’s world is impossible without the use of the latest means of information
technology, which in the scientific world of pedagogy is usually referred to as «information and communication
technologies» (ICT). The accessibility and widespread use of ICT tools provide a huge advantage and a

great help to the work of modern educators. The use of modern high-tech learning tools makes it possible

to strengthen the personalization of instruction, bring the teacher’s relationship with the student to a
qualitatively different level of interaction, expand access to diverse training materials, and reduce the time
required to find and mutual exchange the necessary information. This article discusses the features of the
use of some information and communication technologies in vocal skills classes at the T. K. Zhurgenov
Kazakh National Academy of Arts.

Keywords: information and communication technologies (ICT), vocal skills, application of new technologies,
internet tools, electronic educational resources.

Introduction with the present. The introduction of

Currently, all participants of the innovations in contemporary art and
educational process in an art university culture, on the one hand, and science
are required to maximize performance and technological progress, on the other
in connection with the need to comply hand, is the foundation for preparing
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students for successful entry into life.

In the conditions of following the main
trends of the Bologna system of teacher
training for the contact hour, it is necessary
not only to provide the material, but also

to consolidate it, teaching the student

to apply the knowledge [1]. The main

task at the same time remains not to
overload the lesson psychologically — to
maximize the level of interest and desire

to attend classes on the subject of «Solo
Singing» for students studying in the
specialization of «Actor of Musical Theater»,
«Musical Artist» and «Vocal», as well as

for actors of drama theater and cinema.

In order to achieve the tasks set for the
vocal teacher, it is important to use the
entire arsenal provided to the modern
person, including the achievements of
information technology. Currently, there

are all prerequisites to make learning as
interesting, effective and, most importantly,
successful as best possible.

Methods

The goals and objectives of the present
art university are inextricably linked with
the requirements of society, which at
the present stage of development has
increased the use of various computer
technologies. The Law of the Republic
of Kazakhstan «On Education» contains
article, which guarantees that «the state
provides the conditions for creating
the information and communication
infrastructure of e-learning using
information and communication
technologies» [2]. In the conditions of
scientific and technological progress, the
role of the teacher is changing, which is
to help the student navigate the world
of diverse information. The variety and
increase in the volume of information,
which may not always be professional
and reliable, strengthens the role of a

modern teacher not just as one of the
sources of knowledge, but as a mentor
who is called upon to help and guide
students in mastering the knowledge,
skills of the vocal cantus according to

the program, approved for each student.
Therefore, a modern teacher is required
to constantly improve their skills in using
computer technology in education. «in a
rapidly changing world and an increase

in the flow of information, fundamental
subject knowledge is an indispensable,
but not sufficient, goal of education.
Students should not just master the

sum of knowledge, skills that the system
of Kazakhstani education is aimed at
(scientism). It is much more important
and more difficult to instill in students the
ability to independently obtain, analyze,
structure and effectively use information
for maximum self-realization and beneficial
participation in society (competence)»,
the State Program for the Development of
Education says [3].

Results

In Kazakhstan, the application
of information and communication
technologies (ICT) in the education system,
including in universities, is carried out
within the framework of the state policy of
informatization of society and education.
Informatization of society is stated as
the most important mechanism for the
formation of the competitiveness of the
national economy in the Message of the
President of the Republic of Kazakhstan
N. A. Nazarbayev «Kazakhstan’s strategy
of joining the world’s 50 most competitive
countries. Kazakhstan is on the
threshold of a major breakthrough in its
development».

With the introduction of computer
technology in the learning process, a
special study was carried out that showed
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that the «use of ICT in education intensifies
the educational process 3 times, while

at the same time it improves education
quality by 2—-3 times, which is confirmed
by scientists and teachers from different
countries (USA — Seymour Papert,
professor, founder of the pedagogical
philosophy of constructionism; India

- Abdul Wahid Khan, deputy director
general of UNESCO, Russia — Research
Institute for Informatization of Education
of the Russian Academy of Education —
Robert I.V., special study by Kaimin V.A .;
Kazakhstan — scientific school of Professor
G.K. Nurgalieva)» [4, p. 1].

Discussion

At the same time, using Internet
tools in vocal lessons, it is necessary
to systematize information in order to
facilitate its assimilation by students, as
well as try to make maximum use of the
diverse forms and methods of applying
computer technologies. Practice shows
that sometimes a student gets tired of the
monotonous work when teaching vocals,
his interest fades, and the work capacity
coefficient at the lesson is significantly
reduced. In the context of the growing
problem of computer addiction among
young people, the issue of maintaining the
health of the student is an acute issue,
therefore, it is worthwhile to adhere to
reasonable restrictions on the continuous
use of the computer in the classroom. It
is important to maintain balance using
dynamic pauses and eye exercises.

In the process of informatization
of higher education, one should not
underestimate the degree of preparedness
of the university faculty for the use of ICT
in the educational process, as well as the
provision of teachers with material and
technical means.

Almost any teacher of vocal training
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has the opportunity to use audio, video,
computer, video projector and other
multimedia equipment in their work. A
vocal teacher’s lesson is never limited

to voice training only. In order to engage
students in the process of understanding
the world of music, the teacher instills the
skills of analysis of classical and modern
musical works, the ability to immerse

in the creative era of composers, make
historical tours of countries, studying the
features of the development of culture
and art in different periods of time. During
the training, the vocalist is required to
create his own image of a musical work,
for which it is necessary to use computer
technologies in the lessons to visualize
the emerging associations. However,
often the possibilities of using ICT to
increase the content of a training session
are provided by educational institutions
only in lip service. Equipping classrooms
with computers, multimedia tools with
Internet access, universities give teachers
of vocal skKills the opportunity to receive
and use more information, including visual
material, in their work.

The creation and use of electronic
educational resources in vocal lessons
helps students overcome difficulties
in learning, and also creates favorable
conditions for closer and more effective
interaction between the teacher and
the student in the educational process,
allows them to feel comfortable in the
new education format, and enhances
the level of students in their general
development, opens up the possibility of
using information and communication
technologies for self-education, motivating
them to conduct independent and research
activities. ICTs contribute not only to raising
the level and quality of knowledge acquired
by students, but also to developing
professional, highly communicative skills
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and abilities necessary for each person in
the modern world.

In order to protect the health of
students, classes using a computer
should be carried out no more than two
or three times a week on days of highest
working capacity: for example, on Tuesday,
Wednesday or Thursday. After the lesson,
students should conduct gymnastics for
the eyes, since the continuous duration
of work with a computer in the classroom
for students should not exceed 20-25
minutes [5, p. 3].

The use of information and
communication technologies should
be considered taking into account the
interests and development needs of
students and meet certain requirements,
in other words, they should:

1. Bear a research nature.

2. To be easy and affordable for
independent student studies.

3. Develop a wide range of skills and
perceptions.

4. Present a high technical level.

5. Correspond to age-related needs and
personality characteristics of a student.

6. Arouse sincere interest and
amusement.

7. Comply with sanitary standards and
rules of use.

The use of modern educational
technologies in teaching vocal art enriches
the educational process, makes it more
interesting and accessible, as much as
possible helps to maintain the student’s
health, increases the effectiveness of his
work on the voice. The effectiveness of
modern educational technologies in the
vocal sphere is beyond doubt, and tested
in practice for a sufficient period of time, so
it can be argued that: ICTs help to improve
the level of training of vocalists.

Thus, information and communication
technologies occupy a significant place in
the modern university of art. The process of

computerization of education is considered
as one of the significant advantages over
traditional forms of conducting training
sessions. So, according to the research

of leading specialists in the field of
computerization of education (E. Mashbits,
A. Yakovley, S. Guryey, etc.), information
technologies significantly expand the
learning opportunities of students,
increase students’ motivation to learn, and
contribute to the most effective disclosure
of their abilities and mental activities [6].

At the same time, at the state level,
the standards of infocommunication
infrastructure of universities have not
been approved. It is regrettable that we
have to admit the existence of restrictions
in the implementation of the program
of informatization of education in each
particular university, caused to a large
extent by the location of the university, as
well as the difference in local conditions
and financial capabilities. The presence
of such problems jeopardizes the entire
process of ICT implementation and
requires the development of uniform
conditions for informatization of the
educational process in the country’s
universities, its typification.

The degree of ICT use and, as a result,
the modern culture of communication
skills and the skills of future specialists
must comply with international standards,
ensuring their competitiveness and
willingness to master more advanced
technologies. Today this is the main socio-
pedagogical task, the solution of which will
significantly affect the level of economic
development of the state in the future.

However, computer technologies are
poorly used in modern domestic vocal
practice; the development of educational
computer programs for singing is at a low
level.
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Conclusion

To increase the effectiveness of vocal
training, it is necessary to intensify and
stimulate the work of developing and using
educational computer programs, in which
it is necessary to observe the principles of
expediency, combining traditional methods
of teaching vocals using computer tools,
taking into account the various needs
and interests of a person, the difference
in the ability to perceive and remember
information, etc.
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F. F. CanapranueBa
T. K. KypeeHoe ambiHOarbl Ka3ak ¥nmmabik eHep AkadeMusicbl
(Anmamel, KazakcmaH,)

AAYbIC KOO CABAKTAPbIHAA AKNAPATTbIK-KOMMYHUKATUBTIK TEXHOJIOTUANIAPADbI
EHAIPY MOCENIECIHE

AHpaTtna

Kasipri keseHae OKbITY NPOLIECIH XaHa aKnapaTTblK TEXHOMOMMS KypanaapblHCbI3 elecTeTy MyMKiH eMec,
onapfbl NefarorMKaHblH, FbifibIMU dIEMiHAE «aKNapaTTblK-KOMMYHUKATUBTIK TEXHONOMrUanap» Aen anTtajbl
(AKT). AKT KypangapblHbIH KO XeTIMAININ MEH KEHiHEH Tapanybl 3aMaHayv nefjarortapiblH, XXyMbICbiHAA
Y/TIKEH apThiKLWbIIbIKKA e }aHe onapra YIKeH AeMey 60nbin Tabbliaabl. Kasipri 3amaHfbl oFapbl
TEXHONTOMUSANBIK OKbITY KYpandapblH NanganaHy oOKbITyabl AepOecTeHAipyAi KywenTyre, neaarortbiH, 6inim
anywbIMeH e3apa ic-opeKeTiH canabl AeHreriHe WbiFapyFa, 9pTypi X)ocnap/ibl OKy MaTepuaniapbiHa
KOJIKETIMAINIKTI KEHENTYre, KaXKeTTi aknapaTTbl i34eyre KeTeTiH yaKbITTbl KbICKapTyFa XXoHe e3apa ajfimacyra
MYMKiHAiIK 6epeai. Ocbl Makanaga T. K. ypreHoB aTbiHAaFbl Ka3aK ynTTbIK 6HEP aKaaeMUsCbiHAa BOKaNabIK
webepnik cabakTapblHa KENGIp aKknapaTTblK-KOMMYHUKaTUBTIK TEXHONOMUANAPAbl EHr i3y epeKLenikrepi
KapacTblpbliagbl.

Ty#iH ce3aep: aknapaTTblK-KOMMYHUKATUBTIK TexHonorusanap (AKT), Bokanablk Wwebepnik, KaHa
TexHonoruanapabl KonaaHy, MHTEPHET-Kypanaap, 3NeKTPOHAbIK-6inim 6epy pecypcTapsl.

I.I. CanapranueBa
Kasaxckasi HayuoHarnbHasi akademusi uckycems um. T. K. XKypeeHosa
(Anmamel, KazaxcmaH)

K BOMPOCY BHEAPEHUSl UH®OPMALIUOHHO-KOMMYHUKATUBHbIX TEXHO/IOTUIA HA 3AHATUAX
MO NOCTAHOBKE roJioCA

AHHOTaLMA

Mpouecc 06y4eHns Ha COBPEMEHHOM 3Tarne HEBO3MOXEH 6e3 NPUMEHEHNS HOBENLIKNX CPEACTB
MHDOPMALMOHHbIX TEXHOMOMMI, KOTOPbIE B HAY4HOM MMUPE NeAarormku NPUHATO 0603HaYaThb Kak
«UHbOPMALMOHHO-KOMMYHUKaTUBHbIE TexHonoruu» (MKT). JoCTynHOCTb U LIMPOKas pacnpocTpaHEHHOCTb
cpeacts UKT ABnseTcs OrpOMHbBIM NPEUMYLLECTBOM M 60/bLUMM NOACNOPbEM B paboTe COBPEMEHHbIX
negaroroB. Mcnonb30BaHWE COBPEMEHHbIX BbICOKOTEXHOMOMMYHbIX CPeACTB 06y4eHUst MO3BOSET YCUIUTb
nepcoHanuaaumio o6y4eHus, BbIBECTU CBA3b Nejarora ¢ 06y4aeMbiM Ha Ka4eCTBEHHO MHOW YPOBEHb
B3aMMOAENCTBUS, PacLUMpPUTb AOCTYN K pa3HOMIaHOBbLIM y4ebHbIM Matepranam, COKpaTuTb BpemMs Ha MOUCK
HeobxoaAMmon HPOopMaLIMK U ee B3aMMOOOMEH. B HacToslLen cTaTbe paccmMaTpuBatoTCad 0COBGEHHOCTH
BHeLPEHUS HEKOTOPbIX UHPOPMALMOHHO-KOMMYHUKATUBHbIX TEXHOOTUI Ha 3aHATUSAX MO BOKAJIbHOMY
MacTepcTBy B KasaxcKomn HauMoHanbHOM akageMum nckyccts um. T. K. XypreHoBa.

KnioueBblie cnoBa: MHOOPMaLMOHHO-KOMMYHUKaTUBHbIE TexHonoruun (MKT), BoKanbHOE MacTepcTBo,
NPUMEHEHNE HOBbIX TEXHONIOTUI, UHTEPHET-CPEACTBA, 3NEKTPOHHO-06pa3oBaTebHble PECYPChI.
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OECTUBAJIb

KAK
MHCTPYMEHT

ART STUDIES

ObHOBJIEHHSI
MPHTH 18.17.65 rO POILOB
YEPE3

A. K. TOKIAH', A. C. EPKEBAI2?, Kyﬂ bTyPy

B. C. TYPFbIHBAIA?
23T, K. JKypreHoB aTbiHIarbl Kasak YJTThIK
OHEp aKaJeMHSIChI

(Anmatbl, Kazakcra)

®ECTUBAJZIb KAK UHCTPYMEHT OBHOBJIEHUAl TOPOAOB YEPE3 KY/IbTYPY

AHHOTaLMA

CraTbsl NocBsilLeHa Bonpocam opraHnsaLmm u nposegeHns pectmBanei B COBPeEMEHHON FOPOACKON cpeae.

B HacTosilee BpemMs B COBPEMEHHYIO Ky/bTypy BHEAPSIOTCSH CUHTETUYECKUE GOPMbI XyA0KECTBEHHOM
NPaKTUKK, IMaBHON N3 KOTOPLIX ABAsSEeTCA decTuBab. PecTuBanbHOE ABUKEHME ABNAETCA MPAKTUKON,
NO3BONAOLEN OCYLLECTBAATL MAacCOBYIO KOMMYHWKaLMIO, B OCHOBE KOTOPOW — UCKYCCTBO. PecTuBanu cnyxar
GOpPMUPOBAHUIO U MPOABMIKEHUIO BPEHOOB ropoaa, PErMoHa, TaK Kak HanpsiMyto CBsi3aHbl C OOLLEKYNbTYPHOM
CUTyauMen 1 NoKanbHbIM KOHTEKCTOM onpeaeneHHoro Mmecta. dectnBanu ciyxaT cnocobom npeobpa3oBaHums
rOPOACKOWM cpefbl U MPUBIEYEHUs BHUMaHUS K pa3nuyHbiM npobnemam. Llenb ctatbm 3akniovaeTcs

B OMMCaHMM 0COB6EeHHOCTEN pa3paboTKK U NpoBeaeHns GecTuBanen Kak MHCTPYMEHTa MOBbIWEHHUS
NpuBAEKaTENbHOCTM COBPEMEHHOIO ropoaa. lpeactaBneH n npoaHann3npoBaH ONbIT NPOBEAEHUS
dectuBanen B Anmarbl.

KnioueBble cnoBa: MacCoBbIf Npa3aHuK, GecTnBasb, KyabTypa, akTyallbHOE MCKYCCTBO, FOpOACKas cpeaa,
KoHuenuus, putyan, dyHKUMK decTuBans.
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BeegeHue

Mpa3gHuK, Kak apeBHenwasn popma
4eNI0BEYECKON Ky/bTypbl, BbICTYNaeT
npeaMeToM U3y4eHUs Ha NPOTHEHNUN
JTUTENBHOIO BPEMEHM, OAHAKO BOKPYT
3TOr0 NOHATUSA NOKa HE C/IOXMNOCh €[IUHON
TeopeTn4eckomn 6assbl.

BbicTynasa B KayecTBe YCTOMYMBOIO
3leMeHTa Ky/bTYpHOro NpoCTPaHCTBa,
npasHWK OIHOBPEMEHHO C 3TUM BOUpPaET
B ce65 BCE MUBMEHEHMUS, MpoUcxoasiLme
B obulecTBe. Ha u3MeHeHUs BAUSIOT
HOBbIE LLEHHOCTHbIE OPUEHTUPBI
oblecTBa, NPUoBpPeTEHNE UHbIX CMbIC/IOB
N UX NpeacTaBieHne B CaMOM MOHATUM
«MpasgHuk» [1, c. 97].

JINHrBUCTMYECKOE NCceaoBaHne cnosa
«pecTnBanb» BOCXOAUT CUHOHUMUYECKH
K CNOBY «MpasaHuK». MNpu nepeBoje ¢
POMaHCKMX A3bIKOB OHO NpUobpeno K
CBOEMY OCHOBHOMY 3Ha4y€eHuto elle 0aHo,
[IOMNONHUTENbHOE — NpPa3HUK MacCcoBbIN,
M TaK 1 6bIN10 3aKpenieHo cnoBapsamMu. B
CBOEW cTaTbe K uccnegoBaHumio dectuBans
Mbl NOAXOANM C 3TOM NO3nuMn: dectmBasb
— MaccoBOe MpasHecTBO, UCTOPUS
KOTOPOro HaCYMTbIBAET HECKOJIbKO BEKOB
[2].

Mpa3gHWK B CO3HaHWM YenoBeKa
noHMMaeTcsl, No MHeHuto baxTuHa
M., KaK BpEMEHHOE BCTYMNJIEHME B
NPOCTPaHCTBO YTOMUU, BCEOOBLLHOCTH,
paBeHCTBa, U3061Ins, cBOOObl. TaKNUM
06pa3som, nNpasaHUK NPOTUBOMNOCTaBEH
06bI4YHOM XM3HKU. C Mo3numMmn 06LWECTBa,
npasHWK BbINONHSAN BaXKHble GYHKLMH,
No3BONSAS KaXAOMy YneHy obliecTBa
ObITb €r0 YacTbto, BHYTPU Npa3aHUYHOIo
KOMMYHWKaLMOHHOIo NPOCTpaHcTBa
OCyLLECTBNATb 0bLeHMe. MNpasaHnK
co3jaBas obuiee NPoCTPaHCTBO,
HMBENNpPOBan coumnasibHble, KyNbTypHble
pasnuyus.

[opoackas npasaHUYHas KyabTypa
Ha4yMHaeT pa3BMBaTbCs BMeECTe
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C 3apOoXKAEeHMEM CaMOoro ropoja.
[opoA CTaHOBUTCHA OpPraHU3yoLLMM
HayanoMm KynbTypbl, U NPa3aHuK,
nmetowmn GonbKIOPHOE, CENbCKOE
NnpoucxoxaeHue, B ropoCcKON cpeae
npuobpeTaeT psag HECBOMCTBEHHbIX EMY
npexae ocobeHHOCTEN — CTaHOBMUTCS
MacluTabHbIM, MacCoBbIM, 3PENULLHbIM.
CMeHa KynbTypHbIX GOpMaLni TaKKe
Cepbe3HO U3MEHUNA MOHUMaHKe
rOpOACKOro npasgHuKa, cTupas B
€ro NpoCTpaHCcTBE NOCTENEHHO BCE
NPOTUBOMONOXKHOCTH, HE NPEOA0SIEB
noKa onnosunumto «ypbaHMcTMyecKkoe-
NPUPOAHOE».

PasButne dectnBanen npmuxoanTcs
Ha py6ex 20-21 BEKOB, U C TeYeHUeM
BPEMEHM 3TOT BW/[ TOPOACKOro NpasaHunKa
CTaHOBUTCS BCe 60Jiee BOCTpeboBaHHOM
dopmon. OCHOBHOM MPUYMHOM 3TOrO
ABNAETCA pa3BUTUE MacCOBOW
KOMMYHUWKaLMK, U CNOCOBHOCTbL decTnBans
06benHUTb B €AUHOM XYAOXEeCTBEHHOM
NPOCTPaHCTBE pa3/IMyHble BU bl
MCKyCCTBa.

UcTopusa dectuBanen HaynHaeTcs
¢ 18 BeKa, ¢ nepBbIX yNOMUHaHWM
0 HEM, 1 CBfA3aHa C MHTEPEeCcoOM K
npasgHUYHON KyNbType CpeaHEBEKOBbS.
[eHeTn4yecKn pectnBanb 6M30K K
npasgHUYHON 06PAA0BOM HAPOAHOM
KynbType, HO pa3BUTUE €ro
NPULWIOCh Ha Nnepuog ypbaHmnsauuu u
rno6anunsauunun. PectmBanb, o6nagas
TaKUMKU GopMasibHbIMU NPU3HAKaAMM,
KaK 3aMKHYTOCTb NMPOCTPaHCTBa,
NPUBSA3aHHOCTb K MECTY NPOBeAEeHMS,
npeobnagaHne CNeKTaKIa Kak OCHOBHOIO
dpopmarta, ApKO BblparkeHHas AUCTaHLNUSA 1
pasrpaHu4yeHne y4acTHMKOB decTnBang Ha
aKTEPOB U 3pUTENEN.

MeToabl
BHyTpeHHS9 ncmMxonornyeckas
opraHusauns GectnBass OCHOBaHa Ha
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3penunuLHOM puTyasne, B OCHOBE KOTOPOro
3KCTaTUYECKas CIOXETHOCTb. ITO
nos3BongeT GpecTMBaso OKasbliBaTb 0C060€e
BAUSIHUE, BbITb APKMM U 3anNOMUHaKOWMUMCSH
npasgHUYHbIM COBbITUEM, 3a CYET
O[IHOBPEMEHHOI0 06paLLEHUS K MCUXMKE
OTAENbHOMo YENOBEKA U B TOXE BpeEMS

K 0OLWHOCTH Ntoaen, B COHETAHUU
COBpPEMEHHOM GOPMbI 1 6oee paHHUX
NpoLECCOB Pa3BUTUS YEIOBEYECKOIO
noseneHus [4].

OcTtaHoBUMCS 60s1ee NOAPOOHO Ha
puTyanbHocTu pectuBand. B ropoackon
cpene dectuBasb CTaHOBUTCS PUTYasnom,
C npeobnagaHnemM colmanbHO-KYNbTYPHbIX
GYHKLWIN, TaKUMW KaK KoHconuaaums
06LWeCcTBa U CHUXKEHNE BHYTPEHHEN
arpeccmBHOCTU, CTPYKTYpUpOBaHue
NpoCTpaHCTBa 1 BpemeHn. dectuBasb
No3BOJISET NpepBaTb NOBCEAHEBHOE
TeYeHne BPEMEHN 1 NPUBNEYb BHUMAHME K
TeMe npoBeaeHus.

CaKpanbHble 1 06paA0Bble 3HAaYEHUS
decTnBans yxoaqaTt Ha BTOPOW MNfaH, TeM
CaMbIM JEMOHCTPUPYS, HYTO YHACTHUKHM
paccmaTpuBaltoT dectuBalb, B NepBYIo
oyepenb, KaK TBOPYECKUIM ananor,

KaK BO3MOXHOCTb O6bEeANHUTLCS, U
60onee BCEro CKNOHHbI OTHOCKTCS K

HEMY KaK K focyry. 3Tv noTpebHOoCTH
decTnBanb yooBneTBopseT, NOCPEACTBOM
nepeHoca CBOUX yHaCTHUKOB B MHOMW,
decTuBanbHbIn, OTIMYAIOLWLMIKCS OT
06bI4YHOro, NOBCEAHEBHOIO, MUP [4,

c. 47]. 310 fo6GaBASET NPa3gHUYHOM
atMocdepe 3NeMEHTbI 3KCLLEHTPUYHOCTU U
NPON3BONLHOCTU UIPbI.

PesynbraTtbl

Ponb npasaHuKa Kak puTyana
OCO3HaeTcs yYacTHMKaMu decTnBas,
0COBEHHO OpraHu3aTopamu u
NpodeccnoHas bHbiM COOBLLECTBOM.
[ns Toro, 4To6bLI NAEAMU PpecTUBans
NMPOHUKCS M MOCTOPOHHUIN 3PUTEND,

CMOT MOAK/TOYUTLCH K 3TOMY pUTyany,
eMy Heo6XxoaMMO OblTb BOB/IEYEHHBIM B
3TO cO6bITUE, HENOCPEACTBEHHO CBOUM
coy4actuem. B npoTMBHOM cnyvae
decTnBanb CTAHET AN HEro TONbKO
MeponpuUaTMEM Ha OAWH pas, U He ByaeT
TEM MOMEHTOM, KOTOPbIM OH MPOXMBET KaK
onpeaeneHHoe 3K3UCTEHLIMOHalbHOE U
BaXKHOE cObBbITUE CBOEN XM3HU [D, . B8].
CoBpemMeHHble pecTnBanu ¢
NOMHbIM OCHOBAHMEM CNeayeT cunTaThb
HEeOTAENTMMOWN OT COBPEMEHHOW KyNbTypbI
YyacTblo, MOCTOSHHO Pa3BMBalOLLMMCS
XY[IO}KECTBEHHbLIM SIBJIEHWEM, aKTUBHO
PYHKUMOHMPYIOLLEN cucTeMon. Kak
npasuno, pectMBanb B CErofHsLLIHEN
Ky/bTYPHOW TpaguLnmM, 3TO AEMOHCTPALIUS
[OCTUXKEHWNI UCKYCCTBA B 061aCTN MY3bIKM,
Teatpa, acTpagbl, umpKa. O6bIYHO 3TO
MacCOBbI Npa3gHUK, KOTOPbIA COCTOUT
U3 psga KOHLEPTOB, 06beAMHEHHbIX
O[IHUM Ha3BaHWEM U NPOrpamMmon, un
NPOXOASAT B TOPXKECTBEHHON 0O6CTaHOBKE
C onpeaeneHHon perynsapHocCTbio [6, C.
87]. MOXHO CKasaTb, 4To dhecTuBasnb
06beagnHAEeT co60n 4OCTATOYHO
pa3Hoob6pasHble Npa3gHecTBa, MHOrAa U
CUNbHO OT/IYatoLLIMecs apyr oT apyra.
PaccmatpuBas dpectuBasb C NO3ULMK
onpeaeneHHomn KynbeTypHon Gopmbl,
Heo6x0AMMO NOHMMaTb, YTO 3TO,
npexae Bcero, TEXHONOMTMYECKUI aKT
[edATeNIbHOCTHU (MM B3aUMOAENCTBUS
COLIManbHOro xapakrepa) ¢ TakUMHU
XapaKTeEPUCTUKAMU KaK LLeNOCTHOCTb
N 3aKOHYEHHOCTb, U BbIPaXKEHHbLIM
WHHOBALMOHHbIM XapaKTePOM.
decTnBanb, Kak 3aKOHYEHHbIN aKT,
UMeET onpeaeneHHble UTOM1, KOTopble
MOTYT BblpaxKaTbCs MaTepuasbHO, TaK
W apyrumu cnocobamu. Tak, pectmBasb
MOXET HECTU HOBOE coLMalbHO
3Ha4YMMoe cofeprKaHune, Kotopoe
Oy[EeT BblparKaTbCs Kak MaTepuanbHO
(B BUAE COOPYKEHUN, TEPPUTOPUN NN
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onpeneneHHbIX NpegMeToB); Tak U B BUae
NONYy4YEeHHbIX MHTENEKTYalbHbIX 3HAHWUHK;
NN SMOLMOHaNbHbIX BMeYaTNeHun n
4yBCTB. TakXKe pecTnBanb MOXeT obnanatb
n onpeneneHHbIMU NCUXONOrMYECKUMU
XapaKTepuUCTUKaMM (Kak MOTUBaLIUS,
WHTEepec, NOTPeBHOCTHU) U NpeacTaBATb
Co60M MHPOPMALMOHHBIE MPOOYKTbI
(cMMBONMYECKOrO, 3HAKOBOIO UK
TEKCTOBOIO TUNa); UIN NPOAYKThI
CTPYKTYPHOIO xapaKTtepa (B Buae Gopmbl
opraHu3aunu nogen) [7, c. 89].

Mo TMny dectnBann MOryT 6biTb
pa3HbIMU: BblAENAIOT MEXAYHAPOHbIE
W HaLMOHaNbHble, yHUBEPCasibHblE
(oxBaTbIiBatOT 60s1I€E OAHOIO BUAA
WCKYCCTB) 1 6onee yrnybneHHble,
cneunanmManpoBaHHble, OpraHU3yemble
no oAHOMY BMAY UCKyccTBa. decTnBanu
MOTYT 6bITb MOHOrPadUYECKUMU U
ObITb MOCBSLLEHHBIMWU KOHKPETHOMY
JINLLY B UCKYCCTBE - aBTOPY, pPEXUCCEPY,
aKTepy, Agpamatypry, KoMNo3uTopy;
Tak U TeMaTUYeCKMMH, Kacatollmecs
onpeneneHHon arnoxe, XaHpy,
ctuancTuke [8]. dectnBanb MOXKeT
HOCWTb Y3KOCNeLnann3npoBaHHbIv
XapaKTep, 6bITb HanpaB/ieHHbIM Ha
onpeaeneHHyto 06nacTb BUAa UCKyccTBa
(Hanpumep, decTnBanb HapoaHOM
necHK). YunTbiBas Takoe pa3Hoobpasne
BUI0B decTnBasien B OCHOBHOM MpUHSATA
crnegyolad Tunosiorndaums gectmpanen
— npodeccrmoHanbLHOro TBOpYeCTBa,
HapoAHOro TBOpYeCcTBa 1 dectnBam
CMELLaHHbIE.

®dectnBanb 0693aTeNlbHO AOIKEH UMETb
COOCTBEHHYIO KOHLIEMLIMIO U UCTOPUIO,
o6nagaTtb CO6CTBEHHOM cneudUKON.
OpraHu3saTopbl UCMOMb3YIOT OMbIT
M3BECTHbIX decTMBanen U BoiCTpaneatoT
WHAMBUAYaNbHYIO CTpaTEeruto ans
KOHKpeTHoro ¢pectnsans [9, c. 65].

AHanmMaunpys onbIT NpoBeAEHUS
Ka3axCTaHCKMUX hecTuBasien, MOXKHO
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OTMETUTb, YTO UX KOHLENUMS 0693aTefibHO
CcBfi3aHa C APEBHUMU STHUYECKUMMU
TpaaMumMsamMu, cTaBuTCcs 3ajada no
COXPaHEHMUI0 HalMOHabHOW KyNbTypbl,
HOBATOPCTBO B Ky/bType NOHMMAaETCH
yepes NpmM3My 3Tux 3agay. 3To onpaBaaHo,
TaK KaK B YCNOBUSAX yrNybneHus
rno6annsaumm COBpPEMEHHOro 0bLLEecTBa
OCTPO CTOUT BOMPOC O COXPaHEHNUHU
HauMoHanbHOW MAEHTUYHOCTK [10].
YBarkeHue K NpoLusioMy CBOEro Hapoja,
BO3BpalleHWe yTpayeHHbIX LLEHHOCTEWN
W ngeanoB ABNSIOTCA GyHAAMEHTOM
rMy6UHHOM MEHTaIbHOCTU Hapoaa u
MWPOBOCNPUATUS YenoBeKa. Bo3poautb
3TO U YKOPEHUTb BO3MOMXHO TOJIbKO
yepes KNto4veBble /159 CaMOCO3HaHUS
Hapoda naen. UMeHHo 3ToT dnnocodpcKo-
3CTETUYECKUM Moaxoa — NOCTUrathb 1
pa3BMBaTb 3THOKYNLTYPHOIO Hacneane
npeaKoB — CTaHOBUTCS CTEPKHEBBLIM B
KoHLenuuu dectmBanen, NpoBoanuMbIx B
KazaxcTtaHe [8].

AHann3npys BO3HUKHOBEHMWE U
pa3BuTne GecTMBasbHOro ABUKEHNS
B KasaxctaHe, xotenocb 6bl Ha4yaTb C
MeXKAyHapoaHOro pecTuBass UCKYCCTB,
KOTOPbIN ABaabl OCYLLECTBUCS B
ropoge Anmatbl B 2000 1 2002 rogax,
OpraHM3aTopOM NpPOEKTa BbICTyNuU
O6uectBeHHbI DoHA «TeHrpu-Yman» [9].

N3HavyanbHO decTnBanb UCKYCCTB B
AnmaTbl 3agyMblBancs Kak MacltabHoe
apT-cobbITME, OXBaTbiBaloLWEE HE TOSIbKO
onpeaeneHHble BbICTaBOYHbIE MIOLWaAKMK,
HO 1 cnocobHoe NpeobpasnTb rOPoACcCKoe
npocTpaHCcTBO. PecTuBab UCKYCCTB
SIBNSETCS MEXKAYHAPOAHbIM MPOEKTOM,
NpM3BaHHbLIM CO34aTb YCNOBUS ANS
B3aMMOOENCTBUS C XyAOKECTBEHHbIM
MeXAyHapoaHbIM COO6LLLECTBOM
Ha TeppuTopun KazaxcTtaHa, ans
MHTErpMpPoOBaHUa COBPEMEHHOIO UCKYCCTBa
MOJ10[0ro He3aBMCMMOTO rocyaapcTBa B
MWPOBOM XyLOXECTBEHHbIW NpoLiece, a
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TaKe 415 pa3BUTUS B3aUMOCBSI3N MEXKIY
WMHTEeNNIeKTyaNbHO-TBOPYECKOM cpeaon U
06LWecTBOM.

MMEHHO 3TK acneKTbl 0603Ha4Y€eHbI
KaK OCHOBHbIE Lienn dectnsans «TeHrpu-
Yman». ®ectnBanb «TeHrpu-ymam»

Obl1 OpraHM30BaH Mo MHULMaTUBE
0o6lLecTBEHHOro GpoHa NpKU NOAAEPIKKE
['ymaHucTMyeckoro MHCTUTyTa

Xusoc (KoponeBctBo HraepnaHaoB)

N CMOHCOPCKUX MHBECTULMN,

4yTO 0B6ycnaB/MBaET crneundbury
$dUHaHCMpPOBaAHUS 1 CTaBMT Nog BONPOC
JlajibHeNLLIee cylleCTBOBaHME 3TOro
npoekTta [9].

Ewe oanH npumep dectmBans
WUCKYCCTB, OCTaBMBLUMN 3HAYUTESIbHbIN
cnef B KyNbTypHOM }U3HU Ka3axcTaHa,
BonnoTuiaCs B GopMe KpyrnHoro
peryasipHoOro XyaoxeCcTBeHHOro npoeKTa
noja Ha3BaHuewMm «[lapag ranepen». 1ot
NPOEKT npocyliectsoBan ¢ 1995 no 1999
rogpl, M B TedeHue 5 net npeacraBnsn
OCHOBHbIE TEHAEHLNMU raiepernHoro
ABUXKEHUS ropoaa AnmMarbl.

AucKyccuna

M3HavanbHo «[lapaj ranepen» He Umen
cTatyc decTnBans UCKYCCTB, HO, MO CYTH,
o6nagan xapakTepHbIMK MPU3HaKamu,
NMPUCYLLUMU 3TOM POPME penpeseHTaLmnm
WCKYCCTBa: 3PEULLHOCTb, CUHTETUYHOCTD,
oTO6parkeHWe aKTyasnbHbIX TeM M NPO6JEM
COBPEMEHHOI0 UCKYCCTBA, OCYLLECTBIEHME
B paMKax NpOeKTa KypaTopCKOM cTpaTeruu,
06beIMHEHNE PA3SIMYHbBIX XYOKECTBEHHbIX
$opM 1 pa3HOMOSIOCHbIX TEHAEHLWI B
enHon aKkcnoauumu [10].

Euwe ogHMM decTuBanemM UCKyccTBa
ctan dectuBasnb «AiMaThbl }aHbl» («Jya
Anmarte). [lng npoBefeHnsa dectnsans
NCKYCCTB «AniMaTbl }aHbl» («[dylwa AnmaTbl»)
OblNM NpUrNaleHbl NpeacTaBUTeNu
TBOpYecKoro coobuiecTtsa [11].

decTnBanb N0O3BOANN

NPOAEMOHCTPMPOBATL AJOCTUKEHUS ropoaa
AnmaTbl B caMbIX pa3nnMyHbIx chepax
COBPEMEHHOM KyJIbTypbl, @ B 0CO6EHHOCTH
B M306pa3unTeNbHO-XYA0KECTBEHHOM
UCKYCCTBE.

NcTopryecKM CNoXMNOCh, HTO BUIOBOE
pa3Hoobpa3ne B UCKYCCTBE AB/SAETCS
JOCTaTO4YHO NOABUIKHOM CUCTEMOMN.
CylwecTBeHHOE B/IMSIHWE Ha 3TO OKa3ano
N pasBUTUE TEXHONIOTUIA, U yCUNEHNE
ponun macc-megua. B pesynbrate a10ro
B/INSHUS NOSBUINCH HOBbIE BUAbI
WCKYCCTBA. YC/IOXKHSAOTCS NpeacTtaBneHmns
06 OKpyKatlowem MUpe, UCTOPUYECKUX
npoueccax, TpebytoTcs HoBble GOPMbl 415
OCBOEHMWS AENCTBUTENIbHOCTM NOCPEACTBOM
HOBBbIX XyAOXXECTBEHHbIX CPEeACTB. CUHTES
CTAaHOBWUTCS OCHOBHOWM BO3MOXHOCTbIO AnA
XY[OECTBEHHOIO NO3HAHMS.

CTpemneHune NoHATb NPUHLMMbI
B3aMMOJENCTBMNSA BUAOB M CO34aTb
YyCNOBUS A5 UX OPraHnU4yHOro
B3aMMOOTHOLLEHUS, MOTPEOHOCTb
OCMbIC/IUTb MPOLLECChI B UCKYCCTBE C
NO31LUMK TEOPUK, BCE 3TO HEM3OEKHO
BEJ10 K CO3aHUI0 CUHTETUYECKUX DOPM
B MCKyccTBe. TpeboBanocb OCMbICINTL U
npoaHaaM3nMpoBaTh He TOSIbKO OTAENbHOE
npou3BefeHne KaK PpaKT UCKYCcCTBa, HO
M NOOOWNTHM C MO3ULIMKN XYAOKECTBEHHOMO
AWCKypca B Lenom, onpeaensss Mecto
OTAENbHbIX MPOM3BEAEHNN UCKYCCTB B
C/IOXKHOM MHOIOCOCTaBHOW CTPYKTYpe
N B3aMMOCBSA3U BCEX COCTaBASIOLLINX
Xy4OXecTBeHHOro npouecca. Pectmanb
Ha JaHHOM 3Tane CTaHOBMTCS CNOCO60M
NOCTPOEHUS OCOBEHHOIO CUHTETUYECKOIO
XYQOXEeCTBEHHOMO NPOCTPaHCTBA, rae u
Npon3onaeT 06beaNHEHNE N CUHTE3 CaMblX
pa3sHblX BUOOB UCKyccTBa [14].

Noen cnHTe3a CBOMCTBEHHDI
HenocpeacTBEHHO caMon npupoae
ncKycctBa. O6bEMHOCTb U
Pa3HOCTOPOHHOCTb CUHTETUYECKMX
NPOLLECCOB CNOCOBGHbI peann30BbIBaTbLCA
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B CaMblIX Pa3/IMYHbIX OTHOLLEHUSIX.
OTmeyatoTea npouecchl pa3BuUTUS
CUHTETUYECKUX UCKYCCTB, COEAMHEHNS
pa3HbIX BUAOB UCKYCCTB B €4NHYIO
KOMMO3ULMIO U Mepexos 04HOM
XY[OXKEeCTBEHHOM GOPMbI B APYryio.
XyA0XKeCTBEHHbIE Bblpa3nTesibHble
cpeacTBa O4HOIo UCKYCCTBa MOryT
MCNob30BaTbCs APYrMM €ro BUAOM.
OTpa)keHne HaxoauT U B3anMOAenCcTBUE
WCKYCCTBa M APYrux ABNEHUN KyNbTypbl U
BHeLLHero matep1anbHOro Mmpa.

Hanbonee cunbHble NPOLIECCHI CUHTE3A
B UCKycCTBe OoTMeYvanuchk B 20 BekKe,
Kora BO3HUK KOHDIMKT MEXAY YKe
AENCTBYOWMMK TPAAULIMOHHBIMU BUAAMMU
MCKYCCTBa M HOBbIMUW Xy0XKECTBEHHbBIMM
npakTMKamun. ATOT NEpPUOA B UCTOPUU
KYNbTYpbl TaK M OTMEYEH, KaK anoxa
NOBbIWEHHOW MHHOBALIMOHHOCTH
ncKycctsa [14].

decTmBanb Kak Gopma COBPEMEHHOMO
MCKyCcCTBa 0CO6EHHbIM 06pa3omM
OpraHM3yeT XyAOXKEeCTBEHHOE
NPOCTPaHCTBO, B KOTOPOM
B3aMMOAENCTBYIOT Pas/inyHble BUADbI
WCKYCCTBa, KaK TpaguLIMOHHbIE, TaK U
coBpeMeHHble. PecTuBanb

dectnBanb 3ajaeT BPEMEHHON PUTM
KYNIbTYPHOMY FOPOACKOMY NPOCTPAHCTBY.
HKn3Hb ropoga BKIOYaAET B cebs
MHOXECTBO KY/IbTYPHbIN COObITUM U
MeponpuaTUr, Npeobnagatollee
60NbLWNHCTBO KOTOPbIX HOCAT NOCTOSAHHbI
6o pas3oBbin xapaKkTep. PecTtnBanb
e npeacraBnsier cobomn ocobeHHoe
KYNbTYPHOE fiBNEeHKe, TaK KaKk obnagaet
NOBTOPSAEMOCTbIO M MacWTabHOCTbIO.
decTnBanb — 3TO Yepeaa KynbTypHbIX
COObITUI, KOTOPbIE OPraHU3yLoT
crneumanbHoOe ropoACcKoe NPOCTPaHCTBO,
3ajaloT onpeaeNieHHble BPEMEHHbIe
paMKu, OTpaxaloTcs Ha y4acTHUKax
decTmBans, KOTopble NPOXKMBAIOT
onpegeneHHbln BPEMEHHOM MPOMEKYTOK
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BMecCTe ¢ pecTuBanem.

HenocpenctBeHHo cama
opraHusauusa dectnusansg BKIOYaeT
B cebsl onpefeneHHble UMKIbl —
NOArOTOBUTENbHbLIN, NpOBeAeHne
MeponpuaTus, noaseaeHne nToros. Bece
37O TPebyeT onpeaesieHHbIX BPEMEHHbIX
1 GUHaHCOBbLIX 3aTpaT. 34ecb CHOBa
NPOsIBNAETCH pUTYyasibHbIK XapaKTep
dectnBans, Kak npasgHuka. LUMKnIM4HoCTb
BOCXOAMWT K HANOMMHaHMIO 06LLECTBY
0 3Ha4YMMOCTU COBbITUS, MOCPEACTBOM
npasgHuKa. CTaHoOBSACh NOCTOSHHbBIM
3N1IEMEHTOM KYNbTYPHOM }U3HU ropoaa,
decTrBanb CBOUM NpoBeAeHNEM
BO306GHOB/SET T€ Ky/IbTYPHbIE CMbIC/bI,
KOTOpble 6bl/iv 3a0XKeHbl U3HAYaIbHO
[14].

NTaK, pectnBanb — 3TO CMIOXHOE
MHOTrOGYHKLIMOHaNbHOE CUHTETUYECKOE
siBfleHMe UcKyccTBa. CMHTES UCKyCcCTBa
B decTmBane nposBageTcd Ha
pasnnyHbIX YpOBHSAX. B nepByto o4epenb,
onpeaensieTcs CUHTETUYHOCTb KaXaoro
KOHKPETHOIro npomnseeaeHnd. Bo-BTOpbIX,
oTMeYyaeTcs CNMaHUe UCKYCCTBa U
APYrUX KyNbTYPHbIX GEHOMEHOB U HOPM
06LLLECTBEHHOIO CO3HaHUS. B-TpeTbux,
[IENCTBEHHbIM BYET U CUHTETUHECKUI
XapaKTep BOCMPUATUSA MPOU3BESEHUS.
TakMm 06pa3oM, camble pasHble
Cnocob6bl CUHTE3a ByayT NPOSBEHbI
KaK B NMPOCTPaHCTBE KOHKPETHOIO
NPOU3BEAEHUS, TaK N BO BCEM KOHTEKCTE
decTnBans, BblpaxXeHHOro B ero
KoHuenuuu [14].

C BHelLHeW no3uuunn dectmbanb
UMeeT Cepbe3HYI0 NPoayMaHHYyo
OpraHnsaLuio, BHYTPEHHEE XKe ero
NPOCTPaHCTBO AOMNYyCKaeT onpeaeneHHyto
CMOHTAHHOCTb, BbIPaXKEHHYIO MHOXXECTBOM
He3an/JaHMPOBaHHbIX COBLITUN,
peweHna MU Y4aCTHUKOB U3MEHUTb
nnaHbl, YTO CUSIbHEE NogvYepKMBaeT
npas3gHUYHOCTb, HaLleNIeHHOCTb Ha
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NPOM3BOACTBO PajOCTH.

OpraHnsaumoHHo decTnBasb
CBfI3aH C TpeMs TMnaMm y4acTHMKOB —
OopraHnsaTopsbl, aBTOPbI, 3pUTENbCKas
ayauTopus, POIN KOTOPbIX HE ABASAIOTCH
CTPOro 3aKpenjieHHbIMU U MOTYT BbITb
M3MEHEHbl B 3aBMCMMOCTHK OT popmarTa
MeponpuaTnsa pectneans.

PaccMoTpuM MO3MLIMIO TOPOACKMX
UTENEN, yHaCTHUKOB pecTnBans, ero
3pUTENLCKOM ayamnTopun. Haxoasch B
KOMMYHWKaLMOHHOM MOTOKE, YeloBEK
BbIHYXK/EH 060C06NATLCS OT 0OLEHNS, NPU
3TOM CTapasiCb co3aaTb CBA3U B 00LLECTBE
[15, c. 21]. DecTnBanb NnpusneKaet
BHUMaHWE ropoICKON ayanTOpUK, TaK Kak
No3BONSET YA0BNETBOPUTL NOTPEOHOCTb B
06begnHEHNU C toabMU. TaKUM 06pas3om,
JINYHbIN UHTEPEC CTaHOBUTCS OAHWUM U3
rnaBHbIX MOTMBOB y4acTUs rOPOACKOro
HUTENS, KOTOPYIO YAOBNETBOPSET
dectnBanb [16, c. 60]. CoBpeMEHHbIM
3puTesib — 3TO MOJIOAblE NOAU, He
o6peMeHeHHble X0391MCTBOM, 06najatoLume
CBOOOHbIM BpeMeHeM AJ151 NOCeLeHUs
MepPOoNpUATUIA. ITO NOABUKHbIE,

1 OHOBPEMEHHO HaxoasWwmecs B
pa3BUTUKN CYOBEKTDI, OTKPLITbIE A/1A
nHdopMaLmn, nabunbHblie. Bo MHOroOM 3TH
XapaKTEePUCTUKN 3BPUCTUYECKM coBMagatoT
W C XapaKTepucTukamu dectmBasien.
decTnBanu pegKo ctaHoOBSTCH
AONTOXKUTENSIMM, 3a4aCTyl0 OCHOBbIBAKOTCS
He Ha TpaauLuuK, a, NoJ06HO MONOALIM,
ULLYT cebsl, 3a4yMblBatOTCH KaK
aMOULIMO3HbIE, UHANBUAYATUCTUYHbIE
npoekKThl [12, c. 41].

lMoTpebHOCTN OpraHnM3aTopoB MOryT
OblITb BbIPaXKEHbI TAKUMU KaTErOPUAMH
— KOMIEHcalL s HelocTaTKa CBA3ENn
B Nnpodeccun nam coumyme, HexeaTtka
onpeaeneHHoro KynbTypHOro NpoayKTa,
aedbnumt obuweHus. Nepexoa ot
noao6HOM TMYHOM MOTUBALMK HA
YPOBEHb COLManbHbIM, MEHAET XapaKTep

peanusauuu 1 yaoBNETBOPEHUS ITUX
NnoTpebHOCTEN, TaK KaK Ha 3TOM 3Tarne K
decTuBanto NpUCoeauHaIoTC 3puUTenu,
KaK aKTUBHbIE YHaCTHUKM CO3aHus
KyNbTYPHOW cpefbl ropoja 1 yCTaHOBNEHUS
HOBBbIX COLIMaNbHbIX B3aUMOOENCTBUN.

Bce yyacTtByouwme B dpectnBasibHOM
npoLecce rnoJiy4atoT 3pUTeNbCKUN Nin
OpraHM3aLMOHHbIN OMNbIT, NTOCPEACTBOM
KOTOPOTrO MPOUCXOANUT KyNbTypHas
UHULUMaLUNSA. MMEHHO 3TOT MeXaHU3M
CNoco6CTBYET CO3aHMI0 NPUBA3AHHOCTH,
«yyBCTBa mecTa». Hanbosnblune
nokasarenu AoNroBe4YHocTH y dectuBanen,
OopraHM3yemblX KOMaH40M MEHeKepoB,
4TO CBSA3aHO C NPodeCccUoHaNbHON
3aMHTEePEeCcOBaHHOCTbIO, B OTINYME OT
WHTEPECOB MUKPOTPYMIbl, OCHOBAHHOM Ha
JINYHOCTHbIX CBA3SX.

decTnBanb, 3apoanBLIMICS NO
WMHULMaTMBE opraHmM3aTopa Wau rpynnbl
OpraHn3aTopoB, MOXET 3aBEPLUMUTLCS C
OKOHYaHWEM pUuTyana anasa ero ycrpouTenen,
M60 nepeKkBanudmnLmnpoBaThCs B
NOCTOSHHYIO UTPY M NOBTOPATb 3TY
WHULMaALMIO B pa3HblX BapuaHTax.
OcHOoBHOM e GYHKLMEN opraHn3aTopoB
3[1eCb CTAHET NonyyYyeHne yaoBoIbCTBUS
OT COGCTBEHHOW OPraHM3aToPCKOM
[EeATeNbHOCTU U KOMMYHUKaL M
YY4aCTHUKOB BHYTPU MUKPOIPynnbl.
Bo3MOXHbIM BapnaHTOM pa3BUTUSA MOXKET
cTaTb U Nepexoa Takoro ¢pectnusans B
pa3spsa npodeccruoHanbHoro, 1 ctaTb
chepon peanmsaLnm TBOPYECKUX CUN
y4aCTHUKOB. B aTOM cnyyae, opraHmM3artopbl
OyayT nepeHnmMaTh U nepeaaBaTb
onpeaeneHHyo TpaguLunio, UnmM cosgaBatb
Ha ee OCHOBE Apyroe, HOBaTOPCKOe U
cyuiectBeHHoe [18, c. 68].

TpeTbsi CTOPOHa y4aCTHUKOB
decTnBanbHOro npouecca — aBTopbl.
JInyHoCTb B pecTtMBanbLHOM fene
npuobpeTaeT OrpoOMHYH0 Posib. Ans
decTnBanen NnepexogHoro Um

59



NPOCBETUTENIbCKOMO TUMOB, C MHOTO/IETHEN
NCTOPUEN, TMYHOCTb BbINOJTHAET POJb
CTEPXHSA. Ha nHTEpece 3ToMn NTNYHOCTH,

€e 3HTy3na3mMe opraHusyetcs n paboTtaeT
dectmBanb. JIM4HOCTb 3Ta obnagaet
0COBEHHOCTbLIO co3]aBaTb BOKPYr ceb4
coobulectso [15, c. 147].

[orpy*KeHue y4acTHUKOB U 3pUTESEN
dectuBang B atmocodepy npasgHuKa
— HeobxoAMMoe CBOMCTBO YCMNELHOro
dectnBans. YcneuwHoCTb COBPEMEHHOIO
ropofcKoro ¢pectnBansa AomKHa
YYUTbIBaTb Psg GaKTopoB: rnobasnbHyto
W JIOKallbHas couunanbHO-KYNbTYPHYHO
CUTYaLMIO; LEHHOCTM NOTEHUMAIbHOM
LLeneBor ayquTopum 1 ee 3anpocsl.
OTmevaeTcs, 4TO COBPEMEHHO0E
06LLLECTBO XapaKTepU3yeTcs TakUMH
noKasarensiMmu, Kak NpecblWeHHOCTb,
ouyleHne 6e3rpaHMyHOCTH
COBCTBEHHbIX BO3MOXXHOCTEN YENIOBEKOM,
nHaAMBUAYyanu3m [17].

Mpa3gHnyHas KynbTypa COBPEMEHHOTO
ropofa noka octaeTcs Masonu3y4eHHOm,
JINWIEHHOW BHUMaHWs, 061acTblo, HECMOTPS
Ha 06WMN MHTEPEC K NpobnemaTmKe
ropoga. lNpuBneKaTenbHOCTb
npoBeaeHuns GpectnBans, Kak ropoCcKoro
npasgHuKa, 3aBUCUT OT NOAAEPIKKM
MECTHOro coobuecTsa. [lpoBeneHue
decTnBans MOXKET cTaTb HYacTbio
nnaHa no GopmMmnpoBaHMio Kanurana
MecCTa, Co34acT NPeAnOChIIKK ANg
JIOKasIbHbIX NPOLIECCOB Pa3BUTUSA U
BOCCTaHOBJIEHUS FTOPOACKON cpeabl; yaeT
CTUMYNUPOBATb TBOPYECKYIO MOTEHLMIO
TeppuTopuun. lonrocpoyHas nepcnexkTnea
MEPOnpUATUSA OTPa3UTCH Ha npoueccax
N3MEHEHWS U BOCCTAHOBJIEHNS
ropoAcKom cpeabl u apyrue. dectuBanb
NO3BOJIUT CHOPMUPOBATD Y KUTENEN
HOBbIW B3rNs4 Ha NpPUBbIYHOE /15
HUX MECTO UX NPOXKUBaHud. [laet
BO3MOHOCTb YNYYLLIUTb KOMMYHUKaLINIO
HaceneHus, paboTaeT Ha yKpenneHue
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B3aMMOMNOHUMaHUS cpeau pasnnyHblxX
06lLLeCTBEHHbIX rpynn. Tpaauums
0CO3HaBaTb NOTPEBGHOCTHU O6LWECTBA,
W nNpon3BoanMble addeKThI B
Ka3axCTaHCKOM OMnbITe NPOBeAEHMS
dectTnuBanenm NocTeneHHo HauynHaeT
npuxmeatbes [13, ¢. 19].

lopoackasn NoNUTUKA CerofHs Bce
6onblle cBsi3aHa ¢ GOPMUPOBAHNEM
UMnOKa TeppuTopumn. fopoay Heo6xoanMMo
UMETb COBCTBEHHOE NULLO, B NEPBYIO
oyepenpb, 419 peann3aunm 3KOHOMUYECKUX,
KYNbTYPHbIX M COLlManbHbIX NOTPEBHOCTEN,
a TaKe, 4ToObl cTaTb 6osiee
npuBneKaTeNbHbIM A5 TYPUCTOB. BbiTh
KpeaTuBHbIM — OJIMH U3 MHOIMX CMOCO60B
Ha NyTK K KOHKYPEHTOCNOCO6HOCTH. s
TOro, YTo6bl TEPPUTOPUM MPUOBPECTH
TaKoe KayecTBO, He0OX0AMMO HaNTH
W 3aeMCTBOBaTh €€ rOPO/CKMNE
KYNbTYpHbIE (B MEPBYIO 04epeb) PeCYPChI.
CornacHoO KOHLeNLMA «KpeaTUBHOCTU»
Pdnopuabl 1 Y.J1aHapu (Havano 2000
rr.) opmMuMpoBaHMe TBOPYECKOTO C10s B
obLecTBe co3gaeT BO3MOXHOCTU U Ans
pas3BUTUSA rOPOAOB B TOM YMCE, ONUPasiCh
Ha KynbTypy [13, c. 26].

loposa, adbDEKTUBHO UCNONb3YIOLWNI
B CBOEM Pa3BUTUUN KYNbTYPHbIE PECYPChI
(BblpaxkaemMble B 0CO6EHHOCTM MecTa Un
NPOXXMBAIOLWKUX TaM JIIOAEN), IKOHOMUYECKMU
ycnelHo pa3smBaeTtcs. [10 MHEeHUIO
aBTOPOB KoHLUeNuun, Gusnyeckne
06bEKTbl rOPOAa HEMHTEPECHI ANs
KpeaTMBHOTO Kiacca. 3Ta 4YacTb coLnyma
HalleneHa Ha Nnoay4YeHne HOBOro OnbITa,
Ha pa3Hoobpas3ne, KOMMYHUKaLUIO.
N 3neck aKkTyanbHbIM CTAHOBUTCS
cocpefoToYeHMe Ha MCTopUK ropoaa, Ha
€ro AyXOBHbIX aKTUBaAX, BblpaxaeMblx BO
B3aUMOOENCTBUM UHCTUTYTOB KYNbTYpbl
N HENOCPEACTBEHHO CaMUX FOPOXKaH.
Kak pa3 Takon popmon KpeaTMBHOCTU B
MacluTabe ropoga CTaHOBUTCH TPaanLIMS
MacCOBbIX MEPOMNPUATUI, - PeCcTUBaNEN.
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dectnBanm Moryt CTaHOBUTLCS GpeEHAOM
ropofa, TeM 6onee ec/iv OHW ByayT
OCHOBaHbl Ha YHUKalbHbIX pecypcax
KynbTypbl ropoa. Takon dectmuBanb
obecneynTt cozgaHne oobeanHeHuUs
(KOMMbIOHWTH) TOPOXKaH U TYPUCTOB.
A nmetomecs 06bEKTbI FOPOACKOro
NpoCTpaHCTBa B cpeny NposiB/IEHUS
KpeaTMBHOCTW. JTto6ow ropoa obnagaet
COBGCTBEHHOW OPUTMHANBHOCTbLIO B
Ky/IbTYPHOM CMbIC/€, Ba*KHbIM CTAHOBUTCS
HaWTK cnNocob NEPEeOCMbIC/IUTb 3TO U
peann3oBaTb B KQY4E€CTBE KOHKYPEHTHOMO
npenMyLecTBa nepea Apyrumu ropogamu.
[nsi ropofa npoBeAeHne KpynHoro
decTrBans No3BOJISET NONY4YUTb
JOMNONHUTENbHbIE UCTOYHMKM A0X0aa,
€Ccln TpagnLUMOHHbIE UCTOYHUKA NOKa
HEe NPUHOCAT Kenaembli GUHaHCOBbIN
pesynbTtat. PecTMBanb MOXET CTaTb
MOLLHbIM MHCTPYMEHTOM /151 0GHOBNEHNS
ropofa 4epes kKynosTypy [19, c. 69].
BeyepHun dectnBanb UCKYCCTB
«AnMaTbl XaHbl» — decTuBasb Uaen, B
nporpaMmme KOTOPOro XyAOXeCTBEHHbIE U
colmanbHble akLMK BblIM PaCCMOTPEHDI
B Ka4yecTBe NPeasoXeHnn Nno passuTuio
COBpeMeHHOoro ropoga. B pamkax
decTnBans ropoj paccmaTpusasncs B
KayecTBe eMHOro co3naatesbHoro
npocTtpaHcTBa. Kaxkgoe meponpuaTtme
decTnBans 6b110 HaLeNeHo Ha To, YTOObI
NOAN yYUNUCh ObiTb FOPOXKAHAMMU, YMETb
TBOPYECKH, IPDEKTUBHO K IKONOTMYHO
nosib30BaTbCs ropoaoM, BULETb
BO3MOXHOCTK A1 CBOEr0 y4acTuns B

npeo6pa3oBaHNKN €ro KU3HU, NIOOUTb CBOK
ropo/ cBoto UcTopuio. decTrBasb HaLeneH

Ha pa3BuTWe ropofa Anmarbl Yepes
KYNbTYPHbIE MHULMATUBbI, COTPYAHUYECTBO
BNacTu, GU3Heca n TBOPYECKOIO
cooblecTBa. YKpenyieHue cratyca ropoja
AnmMartbl KaK O4HOI0 U3 KPynHenLwnx
LLEHTPOB KynbTypbl. CoBEpPLUEHCTBOBAHUE
rOPOLACKOM KyNbTypbl YHEPES yCUuneHue

W YKpenieHne rymaHuTapHbiX CBA3EN,
pa3BuUTUE B6oNee TECHbIX KOHTAKTOB B
€AMHOM KYNbTYPHOM MpPOCTPaHCTBeE.
dectnBanb 6bin HaleneH
Ha paclUMpeHne 3pPUTENBCKOM
ayauToOpUK, U BOCNUTaHKE
3CTETUYECKOr0 U HPaBCTBEHHOIO
noTeHUuWana, XyqoxeCcTBeHHOro BKyca,
WUHTENNEKTYaNbHOIro 1 JyXOBHOMO Pa3BUTHUS
HaceneHua n rocten ropoga. OgHon Us
3ajay cTasio NoBbllEeHUE TYPUCTUHECKOM
npuBneKkaTtenbHocTM AnmaTbl. bbina
chopmMupoBaHa MHGOpPMaLMOHHas
6a3a 0 Hann4uu B AiiMatbl YHUKaNbHbIX
UMUIKEBbBIX U MUHHOBALMOHHbIX MPAKTUK
B cdepe KynbTypbl, 4TO CNOCO6CTBOBANO
€€ pas3BUTUIO, TPAHCNSALMK B HOBOM
COLIMOKY/IBTYPHOM NpOCTpaHcTBe [8, C. B].

BeyepHun dectnBasb UCKYCCTB
«AnMaTbl }aHbl» cTan MOLHbIM CPeacTBOM
KOMMYHWKaLMK C LUWPOKOWN ayaUTOPHUEN,
6narogaps gaHHoMy dbecTnBasIto BO3HUK
KYNbTYPHbIM O6MEH.

[MonoXKUTenbHble CTOPOHLI NPOBeAEHUS
decTrBans COCTOUT B TOM, YTO TAKOWM
decTnBanb BHEC BKNaj B coLMalbHO-
Ky/IbTYPHYIO XXM3Hb ropoaa, NpuBneK
BHUMaHKe K npobaemMamM UCKYCcCTBa U ero
pOoNK He TOSIbKO B ropoje AnimaTbl, HO 1 B
apyrux ropogax KazaxcraHa. Monogble v
TanaHTAUBbIE NIOAM NONYHUIM NOLWAKY,
MaTepuanbHyo U TEXHUYECKYIO NOAAEPIKKY
ANS peann3aLnmn CBOMUX XYAOXKECTBEHHbIX
3aMbIC/IOB, a TaKXe HOBYIO MHbOPMaLUIO,
HaBblKWM U MacTEPCTBO, PacLIMpuIn
Kpyr cBoero npopeccnoHanbHoro
06LEHNS. ITO NOCAYKUIO0 MMMYNbCOM
ang popMMpoBaHUS COOBLLLECTB B chepe
KyNbTYpbl, MICKYCCTBA, Pa3BuUTUS TypuamMa u
KayecTBeHHOro gocyra [8, c. 2].

3axoueHue

decTnBaNb HaNPsSMyLo CBA3aH C
OO6LLLEKY/IBTYPHOW CUTYaLUMeEN U NOKasbHbIM
KOHTEKCTOM OMNpeaeneHHoro Mecra.
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decTnBanb 3aBUCUT OT @HHOIO KOHTEKCTa.

dectnBanb, ABNAACH KyNbTYPHbIM
deHoMeHOM, pa3BMBaETCH B pamMmKax
NCTOPUYECKOrO KOHTEKCTa. [TocpeacTtesom
KOHTEKCTa pecTuBans peannayrorcs
naeanbl KyNnbTYpHbIX 31UT. Ha dectuBanb
OKa3blBaeT BINSIHWE CNOCOOBHOCTb 3TUX
3NUT K MaHuUbecTalmn ncnoBeayemblx
UMW LLleHHOCTEMN, LLeNbHOCTb CO06LLECTBA,
colmanbHbIM 3aKas 1 colnanbHas
aKTUBHOCTb. PecTuBaib UCKYCCTBA CAYXKUT
nokasaTesieM UHTENIEKTyallbHOIo U
3UTApHOro NoTpebeHns.

Naoeonorus dpectuBans MOXeT
6a3npoBaTbCs Ha KOHKPETHOM JIMYHOCTH,
Ha MUKpoOrpynne, Ha coobulecTBe. YCNOBHO
B TUMONIornmn dectmBanen BblaensaoT
TPY MOJENN — MPOCBETUTESIbCKUH,
nepexoaHbli, MHOAMBUOYANIUCTUYECKUI
TUMbI. YCTOMYMBOCTb U JOITOBPEMEHHOCTb
OyayT 3aBUCETb OT TUMA KyNbTypbl U
cyb6beKTa opraHmM3aumm [20, c. 10].

decTnBanb MOXET BbINONHATbL POJib
WHTerpaTtopa B cO06LEeCTBE, KaK MECTHOM
TaK v npodeccrmoHanbHOM, co3aBas
B rOpOACKOWM cpefie onpeaeneHHoe
KOMMYHWUKaTUBHOE, COLIManbHOE 1

Jiuteparypa:

NMCUXONOrM4ECKOE MPOCTPAHCTBO.

ABNFSCb YacTblo Npa3gHUYHON
KyNbTypbl, ®eCTUBasb CNYKUT PUTYaNIOM,
BOCCO3JatolLMM OonpeaeneHHoe
NPOCTPAHCTBO, BPEMEHHLIE YCNOBUS. B
TaKoW cpeae UcnbiThiBaloT NOTPEOHOCTb
KaK ycTpouTtenun dectnBans, Tak u
€ro notpeéuTenu B N1Le ropoacKon
WMHTENNIUTEHLIMUN U XyIOXKECTBEHHbIX
COOOLLECTB.

decTnBaNb UCKYCCTB NpoaBuraeT
B 06LLIECTBE HOBbIE KY/IbTYPHbIE
LLEHHOCTM M CMbIC/bI, y4aCcTBYET B
o6pas3oBaHMM MUKPOrpynn 1 CoobLLLECTB,
Ha ypOBHE JINYHOCTM CNOCOBCTBYET
ee camMoonpeaeneHu1to 1 npoLeccy
NOrPyXEHUS B KyNbTypy.

UcTopus npoBeaeHnsa pectmuBans
MOMET CTaTb TECHO CBA3AaHHOM U
Hepa3pbIBHOM OT ropoja. YCrneuwHocTb
GEeCTMBaNbHOro ABUKEHUSA 3aBUCHUT OT
psiaa GaKkTopoB, TaKMX KaK LlEHHOCTU U
YCTPEMJIEHUS HA IMYHOCTHOM YPOBHE, U
YPOBHE MUKPOrpynm, ux NoTpebHOCTH,
colManbHas akTMBHOCTb 3NUTbl FOPOAa,
cTpaTterMm pa3BuTUS ropoaa U ero
KY/IbTYPHOW NMOMUTUKMU.
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A. K. ToknaH, A. C. Epke6a, B. C. TyprbiHGak
T. K. >)KypeeHos ambiHOarbl Kazak yimmabiK eHep akadeMusiChbl
(Anmamel, KazakcmaH,)

®ECTUBAJIb MOAEHUET APKbIJ/Ibl KAJIAHbI JKAHAPTY PETIHAE

AHpaaTna

Makana 3amaHayu KananblK optaga dectuBanbiepai yubiMaacTbipyFa XaHe oTKi3yre apHanraH. Kasipri
yaKbITTa pectuBasnb/iH Heriarici 60/bIin TabblnatblH KOPKEMAIK TOXKIPUOEHIH CUHTETUKANbIK TYpAEpi

Kaszipri 3aMmaHfbl MoaeHUEeTKe eHe 6acTaabl. Kasipri 3amMaHfbl agaMHbIH, KYHAENIKTI eMipiHe decTuBanb
KO3FasbICblHbIH, €HTi3iNyi OCbl MHHOBALMABIK dOpMara eHep TiNiH KoJi4aHa OTbIpbIN, XKannbl 3apa
OpEKETTECY/i XaHe xarnnan KapbiM-KaTbIHaCTbl Xy3€ere acblpyra MyMKIHAIK 6epeji.

CoHbIMeH KaTap, 6yriHae dectuBanbaep KanaHblH, anMaKTblH 6peHATEPIH KanbiNTacTblpyFa KoHe anfa
bUTKbITYFa KbIBMET eTefli, OUTKEHI GecTnBasib anbl MoAEHW KarFfanFa aHe 6enrini 6ip X)epaiH *KeprinikTi
arganblHa Tikenen 6annaHbicTbl. PecTBanbaap Kana opTacbiH ©3repTyre XaHe apTypii npobnemanapra
Haszap aygapyablH TocCini peTiHae KbIBMET eTefi. MakanaHblH MaKcaTbl - pecTuBanbaepaiH AaMmybl MeH
OTKI3iNy epeKLenikTepiH 3aMaHayn KanaHblH TapTbIMAbIIbIFbIH @pPTTbipy Kypasbl peTiHae cunattay. AnmaTtblaa
decTMBanbaep eTKi3y Toxipubeci yCbiHbIbIN, TangaHaabl.

Tyhinai cespep: GykapanbiK Mepeke, pecTrBalb, MOAEHUET, 3amaHayv eHep, KanasblK 0pTa, TYXKblpbiMAaMa,
pacim, dectnBalnb GyHKLMUSNAPbI

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

FESTIVAL AS AN INSTRUMENT OF UPDATING CITIES THROUGH CULTURE

Abstract

The article is devoted to the issues of organizing and holding festivals in the modern urban environment.
Currently, synthetic forms of artistic practice have been introduced into modern culture, the main of which

is the festival. The introduction of the festival movement into the daily life of modern person gives the
opportunity to carry out this innovative form of general interaction and mass communication using the
language of art. In addition, festivals today provide the formation and promotion of brands in cities and other
regions, as the festival is directly related to the general cultural situation and the local context of certain
places. Festivals serve as a way to transform the urban environment and draw attention to various problems.
The purpose of the article is to describe the features of the development and implementation of festivals as a
tool to increase the attractiveness of modern cities. The experience of holding festivals in Almaty is presented
and analyzed.

Keywords: mass festival, festival, culture, contemporary art, urban environment, concept, ritual, festival
functions
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CIIELUUPUKA
[MEPEJIO)KEHUSA
OPI'AHHbIX

ART STUDIES

MPU3BEAEHUH
MPHTHU 18.41.51 ILJIH BAﬂ HA

I. B. OJIEKCUB!

1JIbBOBCKast HALMOHAJIbHAST My3bIKaJIbHAST aKAJIeMHUSsT
umenu H. B. JIbicenka

(JIbBOB, YKpanua)

CNELIMOUKA NEPE/IOXXEHUAl OPTAHHbIX NPU3BEAEHUN AN BAIHA

AHHOTaUMA

B nocneaHve fecaTMneTMs 3Ha4YMTeIbHO PACLLIMPKUIICS apCeHan OpuUrnHanbHbIX NPOM3BeaeHUI ana 6asHa,
O[IHaKO BaxHOEe MeCTO cpeln UCMONHUTENBCKOro penepTyapa 3aHUMaET KaHp NepeoxeHns Nnpon3seaeHun
NS APYrMX UHCTPYMEHTOB. AHaIN3 NEPENIOXEHUI N UCMOSTHUTENIbHO-METOIMYECKME PEKOMEHAALIMM
CTaHOBSATCS NOYBOW ANSA YrNy6AEeHHOro NMOHUMaHUS MAENHO-06Pa3HOro 3aMblcia, CTUNEBbLIX 0CO6EHHOCTEN

1 NepeocMbICNEHNS TEMBPOBLIX TPAaHCHOPMaLIMIA, COOTBETCTBEHHO Ka4yecTBa UCMONMHEHWS CaMOro
npoussefeHus. MepenoxeHnsa ang 6asgHa HaCYMTbIBAIOT LUMPOKKI Anana3oH npoussegeHunit. C neproaa
CTaHOBNIEHUS NPOdECCUOHANBHOIO 6asHHOIO UCKYCCTBA A0 CMX Mop, 60/bLLIMM CNIPOCOM MOJb3YTCS
nepenoXKeHns opraHHbiX Npon3BeaeHuin. MocKonbKy BECOMbIM GaKTOPOM MpU NEPeNoXeHun ecTb Mepa
poacTBa NPUPOAbl 3BYKOOGPa30BaHMSA «<MHCTPYMEHTA OPUTrMHAaNa» U «<MHCTPYMEHTa-peUunmnueHTar», OpraHHble
NPOV3BeELEHNS 3aHUMAIOT CYLLLECTBEHHOE MECTO B KOHLIEPTHOM U y4e6HOM penepTyape 6asHUCTOB.
Yny4lleHHble KOHCTPYKTUBHbIE BO3MOXHOCTY COBPEMEHHOIO 6asiHa NO3BONAIOT yAa4YHO afanTMpoBaTh
MHOrOMNAacTOBO OpraHHyto daKTypy. lMpuembl MexoBeaeHHUS Ha 6asiHe NONHOLEHHO MMUTUPYIOT NMPUHLMMBI
3BYKOOGPa30BaHUs U BOCMPOU3BOAAT IMHAMUYECKUE rpadaLivMmM OPraHHOro 3By4aHus.

KnioueBble cnoBa: nepenoxeHus ansa 6asHa, opraHHble nponsBeaeHus, daktypa, Tem6poBas cneunbduka,

ajanTaums, MoaMbUKaLMSA, NPUeMbl 3BYKOO6pa30BaHus.
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BBepeHue

BbICOKMIM ypOBEHb COBPEMEHHOTO
YKPanHCKOro 6asiHHOro MCKyccTBa Nobyamn
MHOTIMX UCNOSIHUTENEN BAaHUCTOB K
TBOPYECTBY. 3a NocnegHue gecaTuneTns
3HAYUTENbHO pacLIMpPKUICa apceHan
OpUrMHasbHbIX MPOU3BEAEHNI A5
6asHa, oqHaKo BaxHOe MeCTO cpeau
NCMNOJTHUTENBCKOro penepTyapa Bce
e 3aHMMaEeT KaHp NepenoxeHms
My3blKaslbHbIX MOJIOTEH U3 penepTyapa
APYrMX MHCTPYMEHTOB.

B My3blkOBegYeCKMX Tpyaax BONpoc
BGasHHbIX NEPENoXeHnn paccMmaTpmaarncs
HeoAHOKpaTHO. Hay4yHble nccnegoBaHus
6asHUCTOB-TEOPETUKOB COCPEAOTOYEHDI
rMaBHbIM 06Pa30M Ha NepPenoXeHUaX
dopTennaHHbIX NPOM3BEAEHUI U HAaCTUYHO
opraHHbIx. 37O, Npexae Bcero, Tpya H.
[aBbigoBa «TeopeTnyecKmMe OCHOBbI
nepenoxeHun ans 6asHa» [3], 4to
onpenensiet 6a30Bble NOMOKEHUS 3TOMO
*aHpa. K aTomy xe Bonpocy o6pallaetcs
®. Jlunc B nyénmkaunn «O TpaHCKPUNLINK
1 nepenoxeHusx» [6]. OCHOBOMNONOXHUK
NIbBOBCKOM 6asiHHOM LWKONbl M. O6EpPIOXTUH
ncyepnbiBatoLLe 060CHOBbLIBAET
COBCTBEHHbIE NEPENOKEHMUA B
aHHOTaUMSX K ABYM c6opHuKam XTK baxa
B nepesioxeHunn. B yue6HOM nocobumu
«MccnonHeHue opraHHbix nbec U. C. baxa
Ha 6asHe» [8] aBTOp paccMmaTpmBaeT
COBCTBEHHbIE NEPENOKEHUS BOCbMMU
MaseHbKUX OpraHHbIX Npentoanin u oyr ang
6asiHa 1 aHanu3upyeT BAUSHUE OPraHHOro
penepTyapa Ha npodeccruoHanbHoe
6assHHOE UCMNOMIHUTENLCTBO. [TOCKONbKY
BCE acCneKTbl MEPESIOKEHNA OPraHHbIX
npousBeaeHun ang 6asiHa uccnegoBaHbl
He paBHOMEPHO, CTOUT 3aJaya B
KOMIM/EKCHOM OCBELLEHUN OCHOBHbIX
NPUHLMUMNOB 3TOM Pa3HOBWAHOCTH aHpa.
Pa3HOCTOPOHHMI aHanM3 NepesioxeHnn
N UCMONHUTENBHO-METOANYECKNE
peKomMeHJauumn CTaHOBATCH OCHOBOM AJ14

rny6oKOro NOHMMaHUS UAENHO-06PAa3HOro
3aMblcna, CTUNEBbIX 0COOGEHHOCTEN

N NEPEOCMbIC/IEHUS TEMOPOBbIX
TpaHchopMaL M, oTCloAa KavyecTBa
MCMNOSTHEHUS CaMOro NPoOM3BeaeHNUS.

MeToab!

MeTogonornyeckas 6asa uccnegoBaHums
COCTOMT U3 CMHTE3A MCKYCCTBOBEAYECKOrO,
KY/NIbTYPOJIOrM4EeCKOro n 6uorpadmny4eckoro
NMoaxoA0B a TaKKe psiaa METO/O0B:
MCTOPUKO-TUNONOMMYECKOr0, KOTOPbIN
CB$i3aH C UCTOPUYECKUM GOPMMUPOBaAHUEM
6asHHOIo MCKYCCTBa CKBO3b NPU3MY
3BOJIOLUMM MY3blKa/IbHOMO s13blKa
B KOMMO3MUTOPCKOM TBOPYECTBE;
PYHKLMOHaNbHOro, M3o6parkatoLLero
aMnInNTyay XyAOXKEeCTBEHHO-
M306pa3unTeNbHbIX, TEXHUHECKUX U
TeMOPOBO-aKyCTUYECKMX KaYeCTB.

Pe3ynbraTtbl

AHannaupys lNpentoguio 1 oyry
g-moll V. C. baxa cnegyem nNpuHLMNY,
4YTO NepenoXeHne My3blKanbHbIX
NpoM3BeAEHUI ABNSIETCS B NEPBYIO
oyepeab TBOPYECKUM MPOLLECCOM C
MaKCUMasbHbIM MPUBANKEHUEM K
OPUTUHANY B HOBbIX TEMOPOBbIX YCTOBUSAX.
[15 NONHOLLEHHOro BOCNPOM3BEAEHNUS
o6pasa, KOMMNO3UTOPCKOro 3ambicna
U CTUIEBOWN UOEHTUPUKALIUMK
HeobxoaMMo onpeneneHne Gopmbl
W ApamMaTypruyeckoro pa3Butus
NPOU3BEAEHMS, OBLINX N OTUYUTENbHbIX
4yepT NPU UCMOTHEHUM NPOU3BEAEHMNS Ha
opraHe v Ha 6asHe. [Npu nepenoxeHnu
NOJIMPOHNYECKUX MPOU3BEIEHUN
HEo6Xxo0AMMO NPoCcNeanTb OCOOEHHOCTH
ajantauumn ang 6asiHa NoIMPOHUYECKOM
MY3UKWU. ABTOP NEPENOKEHNA KpOMe
YMCTO TEXHUYECKUX 3aaay NposBNseT
CBOE€ OTHOLWIEHME K XyJOKECTBEHHOMY
COEepPKaHUIO AaHHOro NPON3BeaEHNS,
YTOYHSS HEOOXOANMMBbIN TEMTT,
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PErnMCTPOBKU U AMHAMMUYHbBIN NNaH,
KOTOpble cornacytoTcs ¢ Gopmon u
ApamMaTypruiyecKnm pasBuUTHUEM.

Aunckyccuna

Mpn nepenoXeHnn opraHHbIX
npounsseaeHnin ons 6asgHa Heo6xoaumMo
He TOIbKO COXPaHWTb, HO U OTHOCUTESIbHO
paclmpuTb TeMO6POBbLIE 3BYYaHUS,
KOTOPble JOCTMUraloTCs C MOMOLLbIO
KOHCTPYKTUBHbIX BO3MOXHOCTEN
WMHCTPYMEHTa. Bblpa3utenbHbii
NOTEHLMaN MHCTPYMEHTA peLmnueHTa
OTKPbIBAET «CKPbITbIE» OTTEHKM 06LLErO
obpasa, NpoBoas ero 4Yepes Npmuamy
COOGCTBEHHOM TEMOPO-COHOPHOM NanuUTpblI.
MNMoaTBepaeHMEM TaKOr0 MHEHMUS
ABNSIeTCS BbiCKa3biBaHWe A. Benpuka:
«B pesynbrate nepemMelleH1s B HOBblE
TeM6pOoBbIe YCNOBUS My3blKallbHOE
AIBJIEHNE «OOHOB/ISIET» CBOW XapaKTep
W 3HA4YeHKeE; ...M3MEHEHMe TeMbpa
HEepeaKo CTaHOBMUTCHA OCOObIM
MMMY/IbCOM M YacCTO COMPOBOXKAAETCS
GaKTypHO-BapMaLMOHHbIM Pa3BUTUEM
MY3blKanbHOM TKaHW» [1, c. 21].
MepenoxeHnsa ansa 6asHa HacYMTbIBAOT
MHOMXECTBO KOMMO3WULIMIN, HanNMCaHHbIX
[N pa3nnyHbIX MHCTPYMEHTOB. Bo Bce
nepuoabl, — CTaHOBNEHUS N Pa3BUTUS
npodeccnoHanbHOro 6asgHHOro UCKyccTBa,
— B penepTyape NpucyTcTBOBaNM
NepPeNoXeHUs OpraHHbIX MPOU3BEAEHUN.
JOMUHUPYIOLWNMM GaKTOpPOM Npw
NEePENOKEHUN My3blKalbHbIX MONOTEH
BbICTynaeT 06LIHOCTb NPUEMOB
3BYKOOOpPa30BaHUSA «<MHCTPYMEHTA
OpuUrMHana» U <MHCTPyMEHTa-peLUnUeHTar.
Otciofa, opraHHble NpousBeaeHus
3aHMMaloT CyLLECTBEHHOE MECTO B
KOHLIEPTHOM M y4eBHOM penepTyape
6assHUCTOB. YunTbiBas TOT GaKT, 4To
B 6asiHa 1 opraHa NepBoNpPUYNHON
3BYKOO6pPa30BaHUA ABNSETCS AaBneHue
BO34yxa, Npu NepenoxeHnmn UCnonb3yeTcs
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psig 06LWKMX UCNONHUTENBCKUX MPUEMOB.

B 6asiHa noa agencrBMem BO34yLIHOIO
CTBOJ1a KONebntoTcsa MeTanIn4ecKkne
«13bI4YKMK-TOJI0Ca», @ B OpraHa — BO3yX
HanpaBfSeTCH B METaN/IMYECKME TPYObI.
lNoaTomy BOCMNpon3BeaEHNE OpraHHON
«MOLLHOCTM» 3BYKOBOIO HaMOJIHEHUS
Hanbonee AOCTYMHbIM ABASAETCA UMEHHO
AN MHOroTeM6pOBOro roToBO-BbI6GOPHOI0
O6asHa.

Bbloennm oCHOBHbIE 06LLME YEPThI
6asiHa 1 opraHa: a) 6asiH 1 opraH
OTHOCSITCS K KNaBUILLIHO-1YXOBOM
rpynne MHCTPYMEHTOB; 6) UMEIOT
TEMMNEPUPOBaHHbIN CTPOK; B) 060MM
WHCTPYMEHTaM AOCTYIMHO BbINO/HEHWE
[I0BONIbHO AIMHHbBIX AUTENbHOCTEN.
Hapsay ¢ o6lwmnmn yeptamu B 6asiHa U
opraHa ecTb M CYLLECTBEHHbIE PA3INYNSA:
a) Ha opraHe BblAeNeHNs roslocoB U3
06LEero 3ByKoBOro rnoToKa He sBAseTcs
CIIOXHOCTbIO, TaK KaK yCuneHune 3By4aHus
HYXXHOIO rosioca NPOBOAUTCH MYTEM
MUCMNONb30BaHUSA pas/IMYHbIX MaHyanoB U
pernctpoB. Ha 6asiHe 3Ta 3agadva aBnsercs
60Jiee CNIOXHOM, MOCKOJIbKY 3[1eCb
peluatoLLyto posb B rOI0OCOBEANHHSA UrpaeT
apTUKYNALMOHHAasA NannTpa BblNOJHEHUS,
a AMHaMKU4YecKoe BblaeneHmne ogHoro
ronoca ¢ GaKkTypbl HEBO3MOXHO; 6) A/
opraHa B 60/bllEN CTENEHN CBONCTBEHHA
O[IHOMNAHOBOCTb AMHAMMKKN NPU KarKI0M
perncTpoBKe, a NOCTENEHHOE yCUieHune
UNu ocnabneHne 3By4HOCTHU ABNAETCA
6onee CnoxHoM 3agadven. 3syyaHune
6asiHa oTIM4aeTcsd AMHaMUYeCcKomn
TMBKOCTbIO 1 BOBMOXHOCTAMM TOHYaMLLIEN
HIOaHCUPOBKMK, 0BYC/TIOBNEHHON
npueMamMmn MMXOBEAEHUS; B) PErUCTPbI
6asiHa U opraHa He paBHbl. Ecnu
WHCTPYMEHTA/IbHblE BO3MOXHOCTM H6asiHa
B OTHOLWIEHWW IUHAMUKK OTHOCUTESIbHO
CKPOMHbI€E, TO OpraH MMeeT 6onee MoLHoe
3BYy4YaHWe U obnajaeT MHOMOYUCIEHHBIMMU
pa3Ho06pa3HbIMU PErUCTPAMM.
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Mpu nepenoxeHnn opraHHbIX
npou3BeaeHui ang 6asHa Heobxoanuma
KOHKpETM3aLMs B BONPOCE PErnMCTPOBKM.
Perucrpbl opraHa xapaKTepHbl
pa3Hoo6pa3mMemM OTPE3KOB ANana3oHa,
roe 3By4aHue MHCTPYMEHTa npuobpeTaeT
COOTBETCTBYIOLLYIO NPO3pavyHOCTb UK
HanoJIHEHHOCTb. basiHHbIE pPerncTpbl
npegycMmatpmBaloT pa3HoTEMOPOBYIO
OKpacKy 3By4aHuWs BCEro aAnanasoHa.

OpraHHOE UCKYCCTBO AOCTUITIO
CBOEro HaMBbICLIEro pacLBeTa B
TBOPYECTBE CTapMHHbIX MacTepoB —

U. Maxenbbens, 1. bykcteryae, U. C.

baxa. MIx opraHHble Npon3BeneHus
ABJISIOTCH KNacCU4eCKMMm obpasLamu,

B KOTOPbIX CKOHLEHTPMPOBAH BbICOKUI
XY[IOXKECTBEHHbIN CTU/b TOrO BPEMEHMW.
TBopyecTBO Baxa — MollHOe 0606lLeHME
OrpoOMHON paboTbl NpeablayLnX NOKONEHNI
KomnoauTtopoB. OHO oTnMYyaeTcs
pa3Hoobpa3nem }KaHpoB 1 GopMm:
KamepHble NOANGOHUYECKME MUHUATIOPbI U
MacwTabHble UMKIINYECKME MPOU3BESEHUSA
C IPKO BbIPaXKEHHOW JUHAMUKOM

pa3BUTUSA U TNYOOKUM ApaMaTUu3MOoM,
60raTtcTBOM COAEpPKaHus, CTPOroCTbio

n coBepuieHcTBOM ¢dopM. Kpome
OpUrMHasbHbIX MPOU3BEAEHUIN, MacTep
TaKXe paboTas Hag NepenoKeHUIMHU

N TPAHCKPUMUMAMM MOJIOTEH APYrUX
KOMMO3UTOPOB, 0 YeM nucan A. LLisenuep
B CBOeW MoHorpaouu: «bax, nmes
60/IbLUYI0 CTPACTb K NEPENOKEHUAM,
OTHOCWK/ICS Obl C 0406PEHMEM K MUAHUCTaM,
KOTOpble nponaraHanpykoT ero opraHHoe
TBOpYecTBO» [10, ¢. 176]. MHTepecHoe
MHeHMe Mo 3ToOMy NoBO/Y BbiCKa3an oaunH
N3 U3BECTHbIX GasHHbIX UCNONMHUTENEN

®. Jlunc: «<HaBepHoe, W. C. bax He 6bin

Obl NPOTMUB TOrO, YTOObI €M0 MY3blKa
nponaraHgupoBanacb n 6asHUCTamMm.
Ecnu 6bl 6asiH cylecTBoBas BO BpeMeHa
$paHLY3CKUX KNaBECUHUCTOB — KTO 3HaET,
BO3MOXHO, MHOI1e Npon3BeaeH1s B

opurnHarsne 6bin 6bl HanMcaHbl He AN
opraHa, CKpUNKKW Unu KnaeBecuHa, a ans
6asHa» [6, c. 3].

C nosiBNEHUEM HOBbIX UHCTPYMEHTOB
YyCOBEPLIEHCTBOBAHHON KOHCTPYKLIMK
B Havane XX| BeKka nosBagoTcs
[ONOJSIHUTENbHbIE TEXHUYECKNE
BO3MOHOCTH, ynpoulatoline
nepenoxeHne n UCrNoHEHNE OpPraHHbIX
npounseeaeHnin Ha 6asHe. B yacTHoCTH,
pervcrpoBas nanutpa B 1€BOM
KflaBuatype rnos3sonsert noaobparb
HY)XHO€ 3BYKOBOE HarnoJIHEHWE
unu ayénuposaHue. CoBpeMeHHble
MHCTPYMeEHTbl MapoK «PIGGINI», (BUGARI»
OCHalleHHble GYHKLMEN «3annnatoLLnm
6ac», KoTopas NOMOraeT peLlunTb
npo6aemMy MHOrMX GU3N0N0rM4YECKMX
TPYOAHOCTEN — UCMOSIHEHUE Ha 6asiHe
LLIMPOKKX DaKTYpPHbIX NacTOB OpraHHbIX
npou3BeAEHNH, OCOBEHHO Mpwn
MHOIOronoChbe B NapTUm NEBOKN PYKMU.
lNMoCcKONbKY AaHHOE YyCOBEPLIEHCTBOBAHNE
npegycMatpusaeTt duKcaumo
onpeaeneHHoOn KHOMKK U BblAEPKKY
Heo6xoaMMOK NMPOAOIKUTENBHOCTU 3BYKA,
[JOCTYMHbIM CTaHOBUTCH OAHOBPEMEHHOE
WCMNOSTHEHWE OPraHHOro NyHKTa u
napannefibHoro GaKkTypHOro M3NoXxKeHus,
He3aBUCUMO OT AManasoHa.

[ns 6onee rnMy60oKOro 0CMbICNIEHNUS
nepesioXeHns opraHHbIX Npou3BeaeHuin
ans 6asiHa paccMOTPUM B 3TOM
KoHTeKcTe Npentoguto u ¢yry g-moll
N. C. baxa. CBoeo6pa3sue 3By4aHns
NnonupoHUK Ha 6asiHe 0BYCNOBNEHO
€ro xapaKTepHbIMW OCOBEHHOCTAMM:
MHOIOron0CUeM, eCTECTBEHHOM
HaneBHOCTbIO, BO3MOXHOCTbIO BblAEPXKaTb
ONUTENbHbIE 3BYKM C pa3dHO0Bpas3Hom
raMmmon JUHaMUYEeCKMX OTTEHKOB. Bce
3T0 NO3BONAET COXPaHUTb CBOMCTBEHHYIO
NOMMGPOHNYECKON MY3bIKE TEKYYECTb
B ABMXXEHUW ronocoB U penbedHOCTb
3BYy4YaHUsl. ITOMY CIOCOOCTBYET TaKKe
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1 HeboNblIas MeH3ypa NpaBowv 1 1eBOK
K/laBuaTypbl, KOTOpas No3BOJISET OXBaTUTb
OAHOBPEMEHHOE 3BYyYaHMWeE LMPOKOro
AnanasoHa ronocos. OBnageHue
NONMPOHNYECKOM GaKTypor TpebyeT oT
NCMNONTHUTENS BLICOKOIO YPOBHS KYNbTYphl,
TEXHUYECKOro COBEPLLEHCTBA U 3PENOCTH
MY3blKanbHOM0 MblLUIEHUS.

OpraHHble npenognmn u dyrn baxa
MOXHO YC/IOBHO pas3fefinTb Ha YeTblpe
rpynnbl: paHHWE Npon3BeaeHns, 6onee
3penble, KOMNO3ULUMKN BEMMaPCKOro
nepuojaa v nocnegHue Nnponu3seaeHus.
Mpentogna u ¢yra g-moll oTHOCKUTCA
K nepuoay CTaHOBNEHUS XYAOXHUKA,
XapaKTepuCTUKY KoToporo A. LLiBenuep
NoAaeT B CBOEW MOHOrpadun — «.. B
3TUX NPOMU3BEAEHNSAX BHOBb OXKNBaET
nepuog «6ypu» paHHero opraHHoro
ncKyccTBa. [Mpentoann gpamaTUyHo X1Bble,
MHOrAAa U3TOXKEHHbIE. .. PYrK eLle 4acTo
3arnyTaHHble, HO B COPO3MEPEHHOCTH
YyacTew yKe YyBCTBYETCS Bennyme 6yayLimx
TBOpEHMM» [10, c. 89].

[Mpentoana coCcTouT U3 ABYX YacTen
Nno NPUHLNNY CTAPUHHOM ABYXHaCTHOM
$opmbl (TOIbKO B TOHaJ/IbHOM MaHe):
asxxeHne ot TaoDunor D ao T. MNMepBas
1 BTOpasi 4aCTu NOCTPOEHbI Ha Pa3HOM
TeMaTUYeCKOM MaTepurasie, OCHOBHbIM
NPUHLMUNOM Pa3BUTUS KOTPOIO SBNSIOTCS
CeKBeHLMalbHble MOBTOPEHUSA HEOOSbLINX
no macwtabam MOTUBOB (BOCXoasLiINE U
HUCXOASLLME FAPMOHUYHbBIE CEKBEHLINN).
B KoHLEe nepBoM YacTtu npentognm
NoAABJASIETCS MHTOHALUMS TeMbl Gyru,
KOTOpas BbICTYyNaeT CBOE0OPa3HOM apKon
MEXy YaCTAaAMU U CNYXKUT CpeacTBOM
€AMHCTBa UnKia. Kpome Toro, anemMeHThbl
WHTOHaUMW npentoanun (Tpuxopa — 3-1 1.,
nunun TeTpaxopd — 12-1 1.) C BapMaHTHbIMMK
npoBeaeHUs MK BCTPEYaloTCHd U B TeMe
dyrv 1 B KOHTpanyHKTe.

O6paTtMM BHUMaHKE Ha COOTHOLIEHME
Bblpa3nTebHbIX BO3MOXHOCTEN
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MHCTPYMEHTOB. [TOCKOJIbKY 3BYy4YaHue
Nnpon3BeaeHNs Ha O4HOM OpraHHOM
MaHyasie U Ha OAHOM AUHAMUYECKOM
YpOBHE Ha 6asiHe HECKONbKO OT/IMYaeTcs
3BYKOBOM HaloOJ/IHEHHOCTbIO. B
OpUrnHase nepsas YacTb NPeNOann
MCNOJIHSAETCH AMHAMUYHO POBHO 1
CMOKOMHO, 6onee pa3Hoobpa3eH
AVHAMWYECKMM MNaH NepenoxKeHus
BTOpoOWM YacTn. Ocob6oe BHUMaHUE HYXKHO
06paTuTb Ha GUTYPaTUBHO U3NOKEHHbIE
rapMOHMYECKNE CEKBEHLINKU, KOTOPbIE
NoBTOPSAOTCA ABEHAaALATb pa3 K
BbIMOJIHAOTCA Ha OAHOM MaHyaJsie opraHa.
CoxpaHeHue ANTEeNbHOIrO 3BYKOBOTO
[MHaMMUYECKOro ypOBHS Ha GasiHe,
Martepuan MOXET 3ByyaTb AOBOJIbHO
0[IHOOBPA3HO M HEBHATHO, NO3TOMY MpPHU
nepenoxeHmm HeobxoaAMmMo AMHAMUYHO
Bbl€/MTb OCHOBHOE 3BEHO CEKBEHLINU U
UCMOJIHATb ee MO NPUHLIMMNY pa3peLleHns
60Jiee HaNpsKeHHOro akkopa B MeHee
HanpsXeHHbIN. [Npn KaXKaoM NOBTOPEHNUU
ceKkBeHUnn f— mp — nocteneHHoe
YMeHbLUEeHME 3BYHYHOCTH (HUCXoasWwas
CeKBEeHLMS NoBTOpsieTCcs ABeHaaUaTb pas).
lNogbemM AUHAMUKK, KOTOPbIM NPUBOAUT
K 3aMblKaHWio GopMbI Npentoanmn Ha
D B OCHOBHOM TOHanbHOCTH (T. 41 —
43) ucnonHseTcss B MOHYMEHTaIbHOM
3BYYaHMU B KOHLLE YacTw.

dyra coCTOUT U3 YETbIPEX NPOBEAEHNN
Temsbl (g-moll, d-moll, g-moll, d-moll),
BUCMOJIHAEMOW B OAHOM AWHAMWYHOM
nnacte f, 4To BbIN/IbIBAET U3 CAMOr0
XapaKTepa TeMaTu4yecKoro matepuana
— MOMME3HOro, TOPKECTBEHHOTO,
C NOCTEMNEHHbLIM pacllMpeHneEM
daKTypbl NyTem 4O06ABNEHNSA HOBbIX
ronocoB. Cneaytouwme npoBeaeHus
TEMbl B pa3BuBaloLleM pa3gene
UCMOJTHAETCA C MeHbLIEN AMHAMUYECKON
HanpPSXeHHOCTbIO (0T p Ao f) n
yCTaHaB/IMBaET NepBbIn AMHAMUYECKUN
KOHTpacCT Npu BOCNPOMU3BEAEHNHN
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Ha 6asgHe. Komno3uTop usnaraet
TeMaTM4YecKui MaTtepuasn ABYXroaocHO,
fanee YeTbIPEXIO/IOCHO, YTO yCcuamMBaet
IMHaMWYECKUI KOHTpACT. Taknum 06pa3om,
cama agpamaTtyprus aKCrno3uumnmn un
pas3BMBaloLLEro pa3aena nobyxaaert
MCNONb30BaTh NPU NEPENIOKEHNN
conocTaB/ieEHME CUJTbl 3BYKa: OT f K p.
YeTBepToe npoBeeHne TeMbI
B pa3BuBatolLeM pasaene dyru
NPMBOANT K CO3aHMI0 HOBOIO
AMHaMMYEeCcKOoro KoHTpacTa. MaKopHbIn
naj TeMsbl, ee nosiBNeHMe B 6acy,
MOSIHOE YETbIPEXIOIOCHOE U3TOKEHME
CNOCOOBCTBYIOT YCUNEHMIO 3BYKA,
YTO NOAYEPKMBAET MacCLLUTabHOCTb U
TOPXKECTBEHHOCTb TEMbI. [TOCKONbKY
npu NepenoxeHmm HeobxoamMmo
BOCMPOU3BECTN 3BYKOOOPaA3
OPUIMHaNbHOI0 MHCTPYMEHTA 419 YyCUNEHUS
MOHYMEHTaNIbHOCTK XapaKTepa ¢yru
MCNO/b3yeTCca NPUHLNUM «Tepaconogo6HOom»
AVNHAMUKW, TUMTMYHOW O4N19 OPraHHoro
3By4YaHus. MNocnegHne aBa NpoBeaeHuUs
TEMbl CTAHOBSAT 3aK/II0YUTENbHYIO YacTb
GOopMbI M UCMONHSAOTCS 3a TEM XKe
AWHAMWYECKUM NpuHUMnom: d-moll — p,
g-moll — f, 4To cunTaem LLenecoo6pasHbIM
NOTOMY, YTO apPXMTEKTOHUYECKOE
CTpoeHue pyrun Tpebyert, 4Tobbl NocnegHee
npoBeaeHne TeMbl (B 6acy) npoxoamno
B MaCCMBHOM 3BYYHOCTH, TaK¥Ke OH
COBMafaeT C KyibMUHaUUEN dyri.
dopMmy Gyrv MoKHO onpeaennTb
KaK Tpex4yacTHOE NOCTPOEHME.
YeTbipexkpaTHOMY NPOBEAEHMIO
TEMbI B 9KCMO3ULIMK COOTBETCTBYET
yeTblpeKpaTHOE B pa3BMBaloLLEN HacCcTH
yru. ApXUTEKTOHMKA TEMATUYECKUX
NOCTPOEHUM ANKTYET AMHAMMUYHbIN NNaH
B NepenoxXeHuu: B nepBon 4yacTtu f; BO
BTOpOM — p (Tpu npoBeaeHus) - B-dur
- f. B 3aKI04MTENBHOM YacTu TaKKe
BbICTYNaeT KOHTPACTHbIM AUHAMUYECKUI
nnaH: d — moll — p (nepBoe NpoBeaeHne),

KOTOPbIM KOHTPACTUPYET C 6051ee APKUM
BblaeneHneM TeMbl B NocselHEM

ero nposegeHuun B g-moll. AHanus
TeMaTU4yeCcKOro Matepuana JeMOHCTpUpyeT
BaXKHOCTb yAEPXKaHHOIro KOHTpanyHKTa,
KOTOPbIN TPMXAbl NPOBOAUTCS B
3KCMO3MLKUK TeMbl. Havano menognyeckoro
[IBUXKEHUS yepKaHHOro KOHTpanyHKTa
coBnajaeT ¢ o6paTHbIM NPOBEAEHNEM
Havyana TeMbl (Apyras puTMU4ecKas
opraHusauus).

Bonpoc pernctpoBKM opraHHbIX
NpPOU3BeAEHNA Ha MHOTOTEMOPOBOM
6asiHe uMeeT 0cob60e 3Ha4YeHue 1
TpebyeT TWaTe/IbHOro OCMbICNEHUS
CXeMbl UCMOJIb30BaHUS PErUCTPOB A/14
BOCMNPOM3BEAEHUA KOMMO3UTOPCKOro
3amblicna. Onpeaenenme n noabop
PEerncTpoB TaKKe TeCHO CBA3aH ¢
JMHAMUYHbIM NIaHOM, pacnofioXeHnem
OCHOBHOW KyNbMUHaLMN, GaKTypHbIM
HacblILLEHWEM U BO3MOXHbIMHU
TPaHCNOHMPOBaHMSIMM TeKCcTa. Onunpasch
Ha JaHHble daKTopbl, NP TEMOPOBOM
afjantauuu nepson YacTu lNpentognu
HEO0BX0AUMO NPUMEHUTb BasiHHbIN PErnCTP
«TYTTW», KOTOPbIN XapaKTepuayeTcs
MHOIOron0CbIM HachblWEeHHbIM 3ByYaHWEM U
NMOSIHOCTbIO COOTBETCTBYET AMHAMUYECKOMY
nnaHy f. icxoaa na cneumduru
3BYKOOOPa30BaHUSA U KOHCTPYKTUBHbIX
BO3MOHOCTEN MHCTPYMEHTA, KOHTPACTbI
€cOo3JaloTcs B 3aBMCUMOCTH OT CUJIbl
nojayv Bo3ayxa Npu MexoBeeHHUN B
npegenax nto6oro perucrpa. BepwunHa
3BYKOBOI0 HaMpseHus npuxoanTcs
Ha 10-1 T, rae B HUXKHEM rosioce
NosIBASIETCS TEMaTU4YecKoe apo byri.

[ns AMHaMKUYeCcKoro nog4epKMBaHus
O[IHOTOJIOCHO U3/OXKEHHOIO Nacca)a
peyeTaTMBHO-AEKNaMaLMOHHOIo TMNa,
BTOpas YacTb Gyrn Ha4MHaeTCs Ha TOM
e pernctpe. MeHseTcs perncTp To/ibKo
B MOMEHT noaxoAa K NpoBefeHuto
NepBOro 3BeHa CEKBEHL MM, KOTOPbIE
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BHOCSIT COOTBETCTBYIOLW MM KOHTPACT K
npeablayliemy matepuany. AMHamMmyecKun
niaH 3Toro psja CEKBEHLMH
npegycMatpmMBaeT KOMOGUHaLNIO
NpPMEMOB MEXOBEAEHNS U TEMOPOBOTO
pervctpa «opran». locnegHemy npucylie
[OBOJIbHO HacCblWEeHHOE 3ByYaHue,
O[HaKO Npo3payHee OT permcTpa
«TyTTW». B 3aKI04YUTENTIBHON YacTH
npentoanun LenecoobpasHbiM 6yaeT
nepeKto4YnTb PEFUCTP CHOBA Ha «TyTTW»
npu HapacTaloweM AMHaMUYECKOM
HaNpPAXEeHUN.

®dyra xapaKkrepuaupyeTtcs
6onee pa3HOO6pa3HbIMKU TEMOPO-
AVHAMWYECKMMU rpajaumnsimm,
rae npotuBonoctasnexHune f—p
npegycMatpuMBaeT UCMO/Ib30BaHME
LLMPOKOM NanmuTpbl TEMOBPOBLIX PETMCTPOB,
OTClO[la HacbllWEeHHaa pasHoobpa3Has
perncTpoBas oKpacKa. SKCno3uLmo
crneayeTt UCMNOJHATL Ha perncTpe «parot
+ ro6ow», a nocTeneHHoe HapacTaHune
3BYYHOCTU B Npeaenax atoro perncrpa
[AocTuraetcs 6narogaps noo4yepeaHomy
BCTYM/IEHUIO KaxXaoro ronoca ¢yru. B
AaHHOM pa3sjefie Takas cuna 3ByKa U
pervcTpoBasi OKpacKa AocTaToyHa and
BOCMNPOU3BEAEHNS OpraHHOro mp u
NCMNOTHEHNS AMHAMMWYECKOr0 NiaHa 3Toro
NOCTPOEHMUS.

JKcno3unuunsa MeHee maclitabHas
OTHOCUTESNIbHO CNIeAYIOLLMX YacTeN, B
KOTOPbIX HAX0AATbCS Ky/IbMUHALINK
(B-dur — pa3BuBatloLLas 4acTb, nocnegHee
nposeaeHus g-moll — penpuaHas). Havano
pas3BuMBaloLLEro pa3aena (TpexpasoBoe
[0NO/THUTENIbHOE NPOBEAEHNE TEMDbI)
3BYYMT B OpUrMHane ¢ AMHaMMKON
p. Ana AOCTUKEHUA MAKCMManbHO
NpPo3payvyHOro 3By4aHus NPUMEHSEM
GasiHHbIM PErnCTp «KNapHeT + NMUKKOO».
B KOHLLe BTOpOM 4YacTh ¢dyru, B MOMEHT
BCTynneHus Tembl B B-dur, nagoBbiii 1
TOHaNbHbIM KOHTPACT NoaAepKnBaeTcs
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W PEMUCTPOBbLIM KOHTPACcTOM — PErncTp
«TyTTW». [ocnepytollee nposeaeHne TeMsl,
KOTOpOe co3aeT — MaXOpPO-MUHOPHbIM
CBETOTEHEBOW KOHTpAcCT — JOCTUraeTcs
perncTpom «oprat». llocnegHuin pas
TEMa MNPOXO4MT B TOM Xe PErMCTPOBOM
nnacTe, YTO U MakopHas napannenn. Ee
MOJSIHOE N3NOXEHME C KOHTPAaMNyHKTaMu
CO3Ja€eT reHepasbHyto KybMUHaALMIO,
KOTopas npu nepenoxeHuu ans 6asHa
3aBWUCUT OT TEMOPOBO-ANHAMUYECKON
BbIPa3UTENbHOCTH, a TaKXKe paBEeHCTBa U
naaBHOCTM BAstHHOIO MEXOBEAEHMS.

Takum 06pa30M KOHTPACTHbIN
AWHAMWYECKMM MNaH 3KCNO3ULIMK
1 JOMOJIHUTENbHbIX NPOBEAEHWUN
B pa3BuBatoLWeM pasaene ¢yru
BOCIMPOM3BEAEH NPU NEPENOKEHUN
COMnocTaBNEHNAMN TEMOBPOBLIX PETMCTPOB
«ro6on + ¢arot», «opraH», «<knapHeT +
NMUKKOJI0». B cBOGOAHOM M 3aK/TOYUTENIbHOWM
4yacTax Npu NPoBeAEHUN TEM, UCMONb3YeM
perucTpbl: B-dur — «tytti», d-moll -
«opraH», g-moll — «TyTTn».

OTMETUM pasnnyuns Temno-
arorMyeckux napameTpos npeniogum
n dyru, BblTEKalOLWME N3 XapaKTepa
TemMaTtuyeckoro matepuana. bnarogaps
UMMNPOBU3aLUOHHO-DaAHTA3UMHOMY
Xapakrepy, npentoans UCNOoNHAETCS
6onee cBO6GOAHO, C NOAYEPKMBAHUEM
€e peyeTaTMBHO-ApamMaTU4eCcKoro
coaeprkaHusa. Pyra 6osee opraHM3oBaHa
B TEMMNOBOM MJ1aHe, BblAeNdeTcs
ee paBHOMepHas MeTpo-pUTMUKa U
KOMMIMMEHTaPHOCTb, 4YTO CrieyeT
M3 CTPOroro CTPYKTYPHOrO CTPOEHMUS.
YKasaHHble B pefaKLnn TeMnbl
paccMaTpuMBaeM TaKXKe CKBO3b MPU3My
MX COOTHOLLEHUSA B CTAPUHHON MY3bIKE.
MNManutpe TemnoB 6apoOyYHON MY3bIKK
npucyLwa caepxaHHOCTb U pa3MePEHHOCTb.
[MOCKONbKY NPOAOIKUTENBHOCTb
3BYyYaHUA Ha 6adHe UMEET onpeleneHHble
KOHCTPYKTUBHbIE OrpaHUYeHUs (pa3mep
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Mexa — KOIMYeCTBO MEXOBbIX «pebep»),
nepenoxeHne opraHHbIX NPOU3BELEHNUN
npegycMaTtpuBaeT He3Ha4YuUTeNbHbIE
TEMMNOBbIE rpajauumn. YMepeHHOCTb U
«BeJINYeCTBO» OPraHHbIX MeANEHHbIX
TEMMOB NpY NeEpPenoXeHnn gna 6agHa
UcnblTblBaeT MMHUMasbHbIE CABUIMN
(He3Ha4YMTENbHOE YCKOpEeHWEe TeMNa
OTHOCUTESNIbHO OpuUrMHana), 4to
CTaHOBUTCH HEOOXOAMMbIM YCIIOBUEM
Bblpa3nTENbHOCTU UCMOJIHEHUS.
OTaenbHbIM BaXKHbIM BOMPOCOM NMpu
NepesioXXeHUn opraHHbIX COMUHEHUN ANS
b6asHa aBngeTcs GpasnpoBKa U LWUTPUXM.
Mo mHeHuto A. LLIBenuepa «MOHOTOHHaSA
CBSA3HOCTb UCnonHeHus» [10, ¢. 229]
Jly4lle cooTBEeTCTBYET ¢TI0 baxa. Mpu
BOCMNpPOU3BEaEHNM Ha BasHe OpraHHoro
nosioTHa Heo6xoAMMO 4O6MBATLCSH TOHKOM
dpa3unpoBKK. PynnnpoBKa OAHOPOAHbIX
LUTPMXOB M JIOTUKa GPpasnpoBKKN CO3LaET
penbedHOCTb 3By4aHUs, HapyLlas
ornpegeneHHyto «3acTblIOCTb» OPraHHOro
3BYy4aHUsA. [MOCKONbKY MPUHLMIBI
3BYKOOGpPa30BaHUA Ha opraHe n 6asHe
KPOME POACTBEHHbIX YEPT, UMEIOT PAa
OT/IMYUI, NPU NEPENOIKEHUU BAXKHO HANTH
GanaHc Mexay BocrnponsseieHnemM
OpraHHoOro 3By4aHUs N «eCTECTBEHHbLIM»
6asHHbIM. UaeHTUYHOE nepeHeceHne
MacluTabHbIx Gppas 1 WTPUXOBOWH
nanunTpbl C OPUrMHaNa HeBO3MOXHO,
MOCKOJIbKY UCMOSTHEHUE TaKUX AJIUTENbHbIX
NMoCTpPOeHu Ha 6asiHe orpaHMyYnBaeTcA
KOHCTPYKLMEN UHCTPYMeHTa. nd
MOJSIHOLLEHHOIO BOCMPOU3BEAEHHA
XapaKTepa npou3BeaeHns Heo6xo0aMMOo
NPUMEHUTb «4pobaeHne» Matepurana Ha
MeHbLUME pparmeHTbl. BaxkHbiM dpaKTopom
BbICTYMaeT JIOTMKa METPOPUTMUYECKOIO
aKLEeHTMpoBaHMA — 06LWwen nynbcaumm
My3blKa/lbHOro Matepuana (MpUHLMN
COMOCTaB/IEHUS «THAXKECTU» OQHUX HOT U
«1IeTKOCTU» APYrKX) 4TO JOCTUraeTcs NyTem
BBEEHNS COOTBETCTBYIOLMX LTPUXOB —

marcato, portato, tenuto, leggiero, non
legato.

OtaenbHble 0COBEHHOCTU GPa3mpPOBKHU
B NnpeasaraemMoMm LMKIe Habnogaem
npuv pacnpeneneHnn pyk B naccaxax.
A. LLiBenLep oTMeYaeT, 4To «...MHOrue
NCMNOJIHUTENN-OPraHUCTbl CUUTALOT
NposiBNEHUEM TEXHUYECKOIro MacTepcTBa
BbINMOSIHEHME UX OAHON PYKOW, MHOMda Aaxe
ABYMSl pyKaMu B OKTaBy...» [10, c. 227].
MNepenoxeHune ona 6asiHa, onpeaenssacb
KOHCTPYKTUBHbLIMWU OCOBEHHOCTAMM
WMHCTPYMEHTa, NpegycMaTtpmBaeT
pa3geneHne 06bEMHbIX NacCarKen
MEXy ABYMS KnaBuaTypamu, 4To
CyLEeCTBEHHO NogyepKnBaeT GppasnmpoBKyY
$pparMeHToB NOCTPOEHUS (MOTHBBI,
¢pasbl). OTMETUM BUCKa3biBaHWe A.
LLiBenuepa, 4To «...4eTblpe CBSA3aHHbIE
HOTbI TPAKTUPYIOTCH TakK, YTO NepBas 40/
oTaenseTcs — He3aMeTHbIM ABUKEHUEM
OHa OTXOAMT OT APYrMX U NPUCoeanHaeTCs
(C MOMOLLbIO UMW) K Npeablaywemy
MOTMBY. CKpMNavm n BUOJIOHYENUCTbI NPK
MCNoSIHEHUKN coHaT baxa Takne 3BYKM
BbIAENSIOT C NOMOLLbIO BUOPATO, TEM
CaMbIM OXWMBNSAS NOCEA0BATENbHOCTb
3a5uroBaHux Hot...» [10, c. 230].
Mpu nHTEpPNpeTaLnm Ha 6asHe,
penbedHOCTb 3By4aHMs JOCTUraeTCs
NPMMEHEHMEM MEXOBOW apTUKYNSLMUM
W COOTBETCTBYIOLLErO WTpKUXa tenuto.
3TOT NPUHLMN CMOCOBCTBYET AICHOCTH
GpPasnpoBKKN NacaxenofobHbIX 3BYKOBbIX
KOMMEKCOB, COCTOSLLMNX N3 OTAENbHbIX
MOTMBOB, UK Aaxe cybMOTMBOB. [
COXpaHeHWs paBHOMEPHON NybcaLunm
W BOCMPOU3BEAEHUS XapaKTepa TaKon
NPUHLMM FPYANUPOBKK U GPasnpoBKM
[I0JI}KEH ObITb COXPaHEH B TEYEHUE BCEN
Nbecbl, 0COBEHHO MPW NPOBEAEHUM
TeMbl. HOTbI, KOTOpbIE NMpepbIBaloT
TEeKy4ecTb Mefnoanu, B onpeaeneHHon
CTEMNeHU «BbiMagatoT N3 o6LWero
NoTOKa, U NPMOBpPETAOT OTHOCUTENbHYIO
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CaMOCTOATENbHOCTb. B faHHOM ciiyyae, npwu
nepenoX¥eHun npomsseneHus ang 6asHa,
60/1blLIOE 3HaYeHNEe MMEET NPOAYMaHHOCTb
CXeMbl MpUeMOB MexoBeaeHHus. B
nepenoxeHnsax opraHHbIX NPOU3BEeAEHUI
ana 6asiHa 04HO U3 IOMUHAHTHbIX MecT
3aHMMaeT MexoBas apTUKYNSaLMS C
NCNoNb30BaHNEM COOTBETCTBYIOLLINX
LUTPMXOB.

Bcs HacbllWEHHOCTb OpUrnMHana
«[TlepeKIMYKamm» BOCNPOU3BOAUTCSA
TaKXe C MOMOLLbIO WTPUXOBOW NaMUTPbI.
OfHOTUMHbIE MENOAMYECKME 0B0POTbI
MCNOMHSAOTCS WTPUXOM non legato.
Hucxogasuiee TPMTOHOBOE ABUXKEHMUE B
Teme (rnocne NepBou rpynrbl peneTuLmmn)
coBMnajaeT ¢ aHa/lorMyHbIM 060POTOM B
KOHTparnyHKTe, HO C 3aroJ/IHEHUEM ero
llecTHagUaTbiMU AJIUTENBHOCTSIMU U
PUTMUYHBLIM pacluMpeHrem. BTopon rpynne
peneTuuum NpeaLecTByeT KBapToOBOE
[ABUXEHUe (TeTpaxopa, NPbIXKOK Ha
KBapTy), BCTpeYaeTCs B KOHTPanyHKTe
C Ipyron MeTpuyecKom opraHusaLumnen,
noa4yepKMBaeTCsd aKTMBHOCTbIO
BOCXOASLLMX KBAPT, CUHKOMOM Ha
BTOPOW BOCbMOW foN€e 1 TOMY NOAOOHOE.
O6LUHOCTb Bblpa3nUTE/bHbIX 3/IEMEHTOB
KOHTpanyHKTa ¢ TeMOWM yYKa3blBatoT
Ha WX POACTBEHHbIW 3MOLIMOHASIbHbIN
XapaKTtep, No3TOMY Npu NepPenoKeHUN OHN
ncnonHstoTes fenuto. Kaxaoe aAnxopaHo-
TeTpaxopAHoe NoCTpoeHue TpebyeT
aKTUBHOI0 aKLUEHTMPOBAHO-CMbIC/IOBOIO
ABWMXXEHUS MexoM. HecMoTps Ha To, 4TO
KOHTPanyHKT UMeeT CBOI BbIParKEeHHYI0
rOPU30HTASIbHYIO JIMHUIO, B NEPENOKEHUM
ana 6asiHa OHa NoJ4MHEHa arornke
NCMNOTHEHMS, MOCKONbKY AMHAaMMUYecKoe
BblaeneHne onpeaeneHHoro rosoca
13 paKTypHOro nnacrta Ha 6asiHe
HEBO3MOXHO.

Mpu nepenoxeHnn opraHHbIX
npou3BeaeHun ana 6asHa
BaKHbIM MapaMeTpPOM siBASETCS

74

nepepacnpegefneHne 06beMHON OpraHHoON

baKTypbl Mexay 6asHHbIMU KnaBuaTypamu.

lNocKoNbKy NpaBas 1 NeBas KnaBuaTypbl
WHCTPYMEHTA UMEIOT HE3HAYUTENbHbIE
TeMOPOBbIE Pa3NYns, 4TO 0BYC/TOBNEHO
KOHCTPYKTUBHbLIMW OCOBEHHOCTAMM BasiHa,
OTMETUM OT/INYUTESIbHbIE MOMEHTbI 3TOr0
npouecca. CneundmnKa 6asiHa No3BoNsgeT
HaMm, 6narogaps 60/blien TMOKOCTH
penbedHOro UCMOTHEHUS TOW UM NHOWN
rOpM30HTaNIbHOM IMHUK (OCOBEHHO TEMBI),
YCUNUTb €€ 3BY4HOCTb NOCPEACTBOM
npuBneYeHus neBon pykn. B otaenbHbIx
clnyyasx npu nepegade TeMbl U3 0gHOM
napTuun B Apyryto cnegyet MCnosib3oBaTb
npuem «coefiMHeHe» B YHUCOH 3BYKOB Ha
pasHbIx KnaBuaTypax. Hanpumep, wectoe
npoBefeHns TeMbl GYrn B CO4ETAHUM C
KOHTpanyHKTOM CO3/aloT HacChblLLEHHOE
PaKTypHOE U3NOMKEHME LIEeCTHaALATbIMU
OTNTENbHOCTAMMU. BbiNonHeHMWe npaBon
PYKOM 3TOr0 KOMMJIEMEHTAPHOrO
NOCTPOEHUS NPU NepenoxXeHun ang 6asiHa
(0AHOTEMOGPOBOCTL TEMbI M KOHTPanyHKTa
M3-3a KOHCTPYKTUBHbIX OCOBGEHHOCTEN
WHCTPYMEHTA) HUBENUPYET pefibePpHOCTb
W He JaeT BO3MOXHOCTM NOAYEPKHYTb
nposegeHne TeMbl. HecMoTps Ha 3To, Ans
YCUIIEHUS Bblpa3nTebHOCTU HEOBXOANMMO
npoay6nunpoBaTb ee Ha BbIGOPHON
KlaBuatype. AHanormnyHoe Mecto
BCTpeYaeM B KOHLLEe Pyru, rae HacblweHHas
daKTypa rMyLwmnT BEPXHUI roNoc:
yCUNMBaAEM 3aKJI0YUTESbHbIN KalaHC Ha
BbIOOPHOM KnaBuMatype.

AKTyanbHbIM BOMNPOCOM MpH
nepenoxeHnMn opraHHbIX NPON3BeaEHNN
N 6asiHa 9BNg9eTcd MenmMamaTunKa,
KoTopas B npeasiaraeMon Npentoanm u
dyre 4oCTaToO4YHO orpaHnyeHa. B npentoanu
BCTpeYaeTcs BCEro 0AMH MOPAEHT (Ha
BBO/JIHOM TOHE rnepea TOHUKOMU, 3-1
T. C KOHUA). B pyre — aHanorun4yHole
MOPAEHTbI, YaCTb KOTOPbLIX B35Ta B
CKOOKM, YKa3blBaeT TOT PakKT, 4TO OHHM
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Obl/IN BHECEHbI pegaKkTopoM. MopaeHTbl
6€e3 CKOOOK 3By4YaT B KaZlaHCOBbIX
NOCTPOEHUAX COOTBETCTBYIOLMX pa3aenonB
dopMbl. [pn NepenoeHnn n UCNOAHEHNUHM
OpraHHbIX MPOU3BEAEHNI UCTONTHEHNE
MenM3MOB MHOrAa NPOnycKaeTcs, Y4To
06ycnoBNeHO GU3NONTOTMHECKUMMU
OCOBEHHOCTSAMU UCTIOSTHUTENIEN U
OTCYTCTBMEM UX B ypTEKCTE. BbINMcaHbI
penakTopoM MOPAEHTbI TaKXKe TEXHUYECKH
Heyao6HbI, Hanpumep, Tpenb B 21-M
T. yru B cpegHeM rosoce HanucaHa B
CKOOKax, Npu NnepenoxeHun ana 6asHa
He ucnonHaetcs. MopaeHTbl 6e3 CKOOOK,
nogvyepKkMBaloLine menognveckne o60poThbl
KalaHCOB, PEKOMEHOYETCSA UCMONMHATb
6e3 nameHeHun. [ipyrne pasHoBUAHOCTH
Menn3mMoB B g-moll — HOM Npentoanu 1
¢yre baxa He BcTpeyaloTcs.
KadyecTBeHHOE UcnonHeHne
nepenoxeHns opraHHoro
NonnMdOHNYECKOro NPOM3BEAEHUS AN
6asiHa HEBO3MOXHO 6€3 npeaBapuUTesbHO
npoaymMaHHOM yqoOHOW annanKaTtypsbl.
OcHoBHas paKTypHas Harpy3ka
NPUXOANTCH Ha NMpPaByto PYKY, B KOTOPOM
npegycMmartpuBaeTcs nposeaeHne
ABYX UK JarKe TPeX ropmn30oHTaNbHbIX
MenoAnYecKnx NMHUM. na penbedHoro
W BblPa3nUTENbHOIO 3By4aHWUS Kaxaon
N3 HUX HEOBXOAMMO CTPaTErMYECKHU
YACHWUTb anIMKaTypHUI NMnaH.
CnegnyeT npoaHanu3npoBatb Npexaie
Bcero GpaKTypHoe pacnpeaenexHune
MEeXIy KnaBuaTtypamu, otcroda —
KaXK[lylo rOpn30HTasb, LITPUXK BO
Bcex ronocax. Llenecoo6pasHocTb
annauMKaTypbl cneayeTt U3 NN1aBHOCTH
N eCTECTBEHHOCTN 3BYKOBOIO MNOTOKA.
Onupasicb Ha BbllleyKa3aHHbIe
npeanoXeHus obpatmm BHUMaHe
Ha caMble C/IOXHbIE anmnanMKaTypHble
MOMEHTbI MPY NEPENOXKEHNN
npeanaraeMoro npovM3BeaeHus
ans 6asHa. MocKonbKy opraHHble

NPOU3BELAEHUSA XapaKTePU3UPYIOTCA
MHOTOCNOMHOM GaKTypon U LLMPOKOK
amMnInTygon guanasoHa, npu UCNOSTHEHUK
nepesioXeHun ana 6asgHa npakTUKyeTcs
cBOOOAHbIV NOAX04 K annaunKkatype. Ang
NPeofosIEHNUS TEXHUYECKNUX TPYAHOCTEN,
COXpaHeHWs TIMHUIW TONI0COBEAEHUS
NPUMEHSIOTCA HETPAAULMOHHBIE NPUEMBI
— WUCMOJIHEHWE HECKObKUX HOT OAHUM
nasnbLLEM — «CKOJIb}KEHUWE», MoAMEHa
nasnbLieB Ha BblAePaHHOW HOTE U NpuU
nepexone 13 o4HOro psaa B Apyron ans
COXpaHeHus WTPUXOB, «MepeKaTbiBaHne»
C ofiHOM danaHru Ha apyryio.
Ncnonb3oBaHWe NepevymncneHHbix NpuMemMoB
No3BOJIIET 0CBOGOANTL APYrne nanblibl U
o6ecneynTb NOSHOLLEHHOE NCMONMHEHNE
MHOIOros0CHOM GaKTypbl C NPUMEHEHUEM
LWMPOKOK WTPUXOBOM NanUTpbl. Taknum
06pa3om, NpaBWIbHO BbICTaBNEHA
annjauMKkaTtypa no3BoNIFEeT JOCTUYb HYXHOWM
YEeTKOCTU U BbIPa3nUTENbHOCTHU B Ka oM
rOpU30HTaNN. YNOMAHYTbIE aninKaTypHble
peKOMEeHJaLMN He ABNAI0TCA NOCTOSAHHLIMMU
AN BCeX NepenoXKeHumn, Befb 1x
BapWaHTHOCTb BbIM/IbIBAET, Npex/ie BCero,
W3 Martepuana opuruHana, KOHCTPYKLNK
WHCTPYMEHTa U MHOANBUOYaSIbHbIX
GU3NO0NIOTNYECKMX BO3MOXKHOCTEN
UCNONMHUTENS.

KomnneKkcHoe npumeHeHne Bcex
nepeYvYmncneHHblx peKoMeHaaLnm
BJ/IUSIET HA KA4YeCTBO MepenoxeHuns
OpraHHbIX NPoOM3BeaeHNn — coxpaHeHune
KOMMO3MTOPCKOro 3ambicna,
XapaKTepa Npou3BeaeHUs U CTUNEBOH
npgeHtTuduKkaumu. NepenoxeHue
OoUEeHMBAaETCS Mo creaylnMm napamMeTpam
— yaa4Hoe nepepacnpeneneHme daktypbl
MeXay KnaBuaTtypamu, BOCMNpPon3BeaeHne
JIMHWW TONI0COBEANHHSA, GU3N0NOrM4yecKoe
yAO6CTBO UCMOJIHEHUS U T.4. BonnolleHne
MHOIMX GaKToOpPOB 3aBUCUT OT MacTepcTBa
U npodeccnoHaIn3ma UCMoSIHUTENS.
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3axknoueHue

AHanus nepenoxexus g-moll-

Hon Mpentognun n dyrn U. C. baxa
NPOAEMOHCTPUPOBAs OCHOBHbIE
peKomMeHayeMble NapameTpbl, KOTopble
MOTYT 6bITb UCMONb30BaHbI B 3TOM
Pa3HOBUAHOCTHU XaHpa. Pe3ynbTtathl
nccnenoBaHUs NPOAEMOHCTPUPOBANM
0COBEHHOCTU NEPENOKEHNS
npeanaraemMoro LMKna, X OCHOBHe
NONOXKEHHSA NPUMEHUMbI A5 NOCNeayoLnX
nepenoxKeHun:

a) 4/151 COXpPaHEeHUs CMbIC/IOBOTO U
TeM6pPOBOro eIMHCTBA NPU NePENoKeHUN
Ans 6asiHa 3aBepLUEHHbIX MOCTPOEHNUI
HY>XHO NpUAEPKMBATLCS NPUHLIMNA
MOJSIHOTO NPOBEAEHMS UX B OAHON N3
KnaBunaTtyp. OcHOBHas Harpy3Ka npu
pacrnpefeneHnn roiocoB B NOAMGOHUK
[IO/IXKHa NIOXKUTCH Ha NpaByto pPyKy
6asiHMCTa, KoTopas dusnyeckn 6onee
cBO6OAHAs BO BPEMS UIPbl B OTINYMHK
OT JIEBOM, OTBEYAIOLLEN 38 KAYECTBO
MEexX0BeEHNS U 3aBUCUMbIX OT HEIO
UCMNONHUTENBbCKMNX NpHemMoB. NpoBeaeHne
TemMaTM4YecKoro Mmatepmana Ha BbiI6GOPHOM
KnaBuaTtype He cnefyeT 3arpoMoxaaTb
60/1blLIMM KOJIMYECTBOM rOJ10COB,

a Nno BO3MOXHOCTH BblKNaablBaTb
OJIHOTOJIOCHO, YTO AaeT 6onbluyo cBo60AY
N AMHAMUYECKYIO «TMOKOCTb» UCMOSIHEHUS;

6) BaKHyt0 pO/b NPU NePEenoKeHnu
OpraHHbIX Npon3BeaeHni ana 6asHa
UrpaeTt WwWrpunxosas nanutpa. NMocKonbKy
AWHaMMYecKoe BblefieHne 04HOro
ronoca ¢ GaKTypbl Ha 6asiHe TEXHUYECKHU
HEBO3MOXHO, OMOJIHUTENIbHOE
BblaeneHne TemMbl U3 GpaKTypHOro nnacta
NPOMCXOAUT Yepes WTPUXOBYIO rpajaLimio;

) HEOTbEMJIEMbIM 3/IEMEHTOM CO34aHUs
KayeCTBEHHOIo NnepesnoxeHns opraHHoro
npou3BeaeHusa ana 6asiHa 9BnseTcs
pernctpoBou nnaH. PazHoobpasne
6asiHHbIX TEMOPOBbLIX PErMCTPOB NO3BONSAET
KOPPEKTMPOBaTb HACbILLEHHOCTb 3BY4aHUs
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1 nogo6paTb HEOOXOAMMYIO «OKPACKY»
NS KaXKAoro nocTpoeHums. Mcxoas us
cneunduKm 3By4aHns MHCTPYMEHTA
OpurMHana 1 xapakrepa aHanan3nMpyemoro
NPOU3BEAEHUS, B NEPESIOKEHUN
npuMMeHsoTcs Hanbonee noaxoasime
OGasitHHblEe PErNCTPbl — «TYTTU», «OPraH»,
«KNapHEeT + MUKKOJI0», «robon + daroT»;

[) Npy aganTtaumm opraHHoro
npov3BeaeHus ana 6asHa BarKHoe
3HayeHMe UMeeT annnkatypa. Kak
K MepenoXeHun B LIeSIOM, TaK U K
annnKaTypHbIM NpMemMam NpUMeHsaeTcs
«TBOPYECKUM noaxo». [MoCKONbKy
npentoaus u dyra g-moll Boigensetcs
MaclTabHOM MHOIOro1ocomn GaKTypom ¢
LUIMPOKMM Anana3oHOM, Mpu NepPeorKEHUN
ans 6asiHa MCNONb3YIOT HETPAAULIMOHHbIE
annunKaTypHble NPUEMbI — «CKOJIbXKEHUEN»
OAHMM NanbLeM, «nepeKkaTbiBaHne» ¢
OAHOWM Ha apyryto danaHry npu urpe
60NbLUMM NanbLieM, 3aMeHa NanbLEeB Ha
BblAEPKaHHbIX AIMTENBHOCTSX;

) nepenoxxeHue ansa 6asiHa
npegnonaraeT NPUMEHEHUE pasinyHbIX
NpPUMHUMNOB MexoBeaeHus. MNbiTasich
MAeHTUOULMPOBATbL 3BYyYaHWe opraHa Ha
6asiHe, UICMOJIb3yeTCs POBHOE, MNaBHOE
BegeHne mexa 6e3 duampoBaHus 3BYKa.
C nomouibto MBMEHEHWI HanpaBneHus
MexOoBeeHNs NogYEePKNBAIOTCS HavYana
MYy3blKaslbHbIX MOCTPOEHUIN U BCTYM/IEHNS
ros0coB.

Bnarogaps poacTBy NpMHLUMMIOB
3BYKOOGPA30BaHUS, NEPENOKEHMS
OpraHHbIX MPOU3BEAEHNI HaxoasaT
HanboJsiee NoHOE BOMIOLLEHNE MPU
MCMNOJIHEHWN Ha MHOroTeM6poBOM 6GasiHe ¢
rOTOBO-BbIGOPHOM CUCTEMON.
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I. B. Onekcus
H. B. JlbiceHka ambiHOarb! 16808 ynmmbiK My3bika akademusicbl
(fTbeo8, YkpauHa)

OPrAHFA APHAJIFAH WWbIFAPMAJIAPAbI BASIHFA TYCIPYAETI EPEKLWUENIKTEP

AHpaTna

CoHFbl OHXbINAbIKTa 6asiH acnabblHa apHanfFaH TYNHYCKasblK LWbliFapManapiblH caHbl anTapibiKkTan apta
TYCTi, ananaa opbiHAAYWbIbIK penepTyapaa 6acka acnanTtapFa apHanFaH WeliFapManapabl TYCipy XaHpbl
MaHbI34bl OPbIH anagbl. Kalta KypblibiMAapabl Tanjay »aHe opblHAayL bibIK-84iCTeMENIK YCbiHbIMAAP
naesnbik-6evHeni onapl TEPEH, TYCiHY, CTUMbAIK epeKLLENIKTEPAI aHe TeMOpiK TpaHchopmaLumsanapabl KanTta
OWNacTbIpy YLWIiH, TybIHAbIHbIH ©3iHiH, OpblHAANY canacbliHa CoOMKeC Heri3 60bIin Tabblnagbl. basHra apHanbin
TYCipiNreH whiFapManap KeH ayKbiMAbl KaMmTuabl. Kacibn 6asiH eHepiHiH KanbinTacy Ke3eHiHeH 6actan Kasipri
KYHre feiiH opraHfa apHanfaH Wbirapmanapbl 6asiHFa TYCIpY YIKEH CypaHbICKa 1e. «TYMHYCKa Kypasibl» XaHe
«PELMMUEHT Kypanbl» Abl6bIC TY3y TabuFaTbiHa XaKblH 60/FaHAbIKTaH, OpraH LiblFapmanapbl 6asHLWbINapabiH,
KOHLIEPTTIK YKaHe OKy penepTyapbiHia eneyni opblH anaabl. Kasipri 6asH acnabblHbIH, }XaKcapTbliFaH

KOHCTPYKTUBTIK MYMKIHAIKTEPI KON Kblp/bl acrnan oOpraHHbIH GaKTypacbiH CoTTi 6enimaeyre MyMKiHAIK
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6epegi. basH My3blKanblK acnabblH4a OMHanaTblH MeXTaHy Tocinaepi AblObIC TY3iny NPUHLKUNTEPIHE TONbIKTaN
eniKkTenai }xaHe opraH acnabblHbIH AMHAMWKANbIK rpafaLms AblGbICbIH WbIFapaabl.
Tipek ce3pep: 6asiHFa apHanfaH WbiFapmanap, opraH WolrapManapsbl, Gaktypa, TeMOpAiK epeKLenik,

agantaums, MmoauduKaums, ablOblC KanbiNTacTblpy Tocinaepi.

H. V. Oleksiv
Mykola Lysenko Lviv National Music Academy
(Lviv, Ukraine)

THE SPECIFICITY OF THE TRANSCRIPTION OF ORGAN WORKS FOR BUTTON ACCORDION

Abstract

In recent decades, has greatly expanded the arsenal of original works for button accordion, but the important
place among the performing repertoire is the genre of transcription of works from the repertoire of other
instruments. Complex analysis of transcriptions and performance-methodical recommendations become
basis for deep understanding of ideological and figurative plan, stylistic features and rethinking of the timbre
transformations, and thus the quality the work itself.

Transcriptions for the button accordion include a wide range of works. Since the formation of the professional
arts of button accordion and until now, great demand is the transcription of organ works. As a significant
factor in transcription is the measure of affinity between the nature of the sound of the “original instrument”
and the “recipient instrument”, organ works occupy the essential place in the concert and educational
repertoire of button accordionists. Improved, design capabilities of the accordion allow you to successfully
adapt the multi-layered organ texture. Techniques for swinging on the button accordion fully imitate the
principles of sound formation and reproduce the dynamic gradations of organ sounding.

Key words: transcription for button accordion, organs works, invoice, timbre specificity, adaptation,

modifications, techniques of sound formation.
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COBPEMEHHOE
HOMAJIMYECKOE
TBOPYECTBO:
XY10)KECTBEHHbIN

ART STUDIES

MPHTH 18.31.07 S13bIK,
U M EHTAJILHOCTD,
el V1305 PA3UTEJIbHBIE
CPEJICTBA

(r. Anmarsl, Kazaxcran)
A. A. )KYBAHOBA?
2 [1leHTp pa3BHTHSI YEJIOBEUECKHX PECYPCOB

«ZhubanovPractise»

(Anmartel, Kasaxcran)

COBPEMEHHOE HOMAJUYECKOE TBOPYECTBO: XY10XKECTBEHHbIH A3bIK,
MEHTAJIbHOCTb, U3OBPA3UTEJ/IbHBIE CPE[ACTBA

AHHOTauMA

MeHTanbHOCTb Hapoa Hanbosnee APKO NPOSBNAAETCH B €r0 UCKYCCTBE, KY/bTYpe, TPaaULMUAX. XyAOXKHUK-
HOMaj IBNSIETCS Bblpa3nTeieM Ka3axCKOM KOYEBOW MeHTaNIbHOCTU. Bo BHYTPEHHEM MUpPE XyAOXKHMKa-HOMaaa
rOCrnoACTBYET CBOSI HEMOBTOPMMas CBA3b XYAOXKECTBEHHbIX 06pPa30B, CMbIC/IOB, CUMBOJIOB. B MeHTalbHOCTH
HOMaAMYEeCKOro XyAOXHUKa B KOHLLEHTPMPOBAHHOM BUAE COAEPKMTCH AYXOBHbIM OMbIT KA3aXCKOro KOYEeBOro
Hapofa, ero KynbTypHO-UCTOPUYECKME CBA3KU M NoTeHUuan. O6pa3Hoe BblparKEHWE Ka3axCKOW HaLunoHanbHOM
MEHTaNbHOCTM Mbl HablogaemM B MO3TUHECKOM U Xy10OXKECTBEHHOM TBOPYECTBE Hallero Hapoga. A3blK
UCKyCCTBa, ABNSSCb 3HAKOBOW CUCTEMOM 0COB0ro poja, OCYLEeCTBASET KOMMYHUKaUMIO YeNloBEKa U coLuyma
BO BPEMEHU U MPOCTPAHCTBE, BO3AENCTBYET HAa MEHTA/IbHOCTb 06LWEecTBa, GOPMUPYET Ero 3CTETUHECKHE,
KYNbTYPHble U HPDAaBCTBEHHbIE KAHOHbI.

KnioueBblie cnoBa: XyJOXXHUK-HOMaJ, MEHTA/IbHOCTb, 3blK UCKYCCTBA, Ky/bTypa, HalMoHanbHas Tpaamums,
[IyXOBHbIV OMbIT, M306pa3nUTENIbHOE UCKYCCTBO, TBOPYECTBO, MO3TUYECKUN A3bIK, XYAOXKECTBEHHbIM 06pa3,

CUMBOIJ1.
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BeegeHue

KaszaxcKas KynbTypa — caMobbITHas
KynbTypa, 60/bluas YacTb OOLLETIOPKCKOM
KYNbTYpbl. BHYTPEHHIOK LENOCTHOCTb
KOYEBOW KyNbTypbl Ha Npumepe
NO3TUYECKOIro TBOPYECTBA Ka3axCKoro
Hapoja oTmevan eule Y. BanvxaHos.
YyeHbli, o6pallas ocoboe BHUMaHKE Ha
HEBEPOSATHYIO TOYHOCTb MO3TUHECKOTO
MCNoNHEHNS 06Ppa3L0B Ka3axcKoro
YCTHOIr0 HapoAHOro TBOPYECTBA,
YAMUBNAJICS, C KAKOW CBEXECTbIO COXPaHWUIN
Kasaxu CBOM NpefaHus 1 nosepus,
U «ellle U3yMUTEeNbHEE, YTO BO BCEX
OTAaneHHeNWnx KoHLax cTenn, 0CobeHHo
CTUXOTBOPHbIE caru», nepefaBanmcb
«O[IMHAKOBO W NP CAINYEHUM ObINN
OYyKBabHO TOXAECTBEHHbI, KaK CMUCKMU
O[IHOM pyKonucwu». [1o cioBamM y4eHOro, «3T10
JENCTBUTENbHbBIN QaKT, HE noanexallni
COMHeHuio» [1, c. 391].

MeToabl

B HacTosIWen cTaTbe npeacTaBieH
B354 Ha NO3TUYECKUM A3bIK U
MEHTaNIbHOCTb XyAOXHWKa-HOMaa
B paMKax MexaucumninHapHom
nccrnefoBartesibCKoOn napagurmol, T.
K. Hay4HOe OCMbIC/IEHNE MOHATUSA
«MEHTaNbHOCTb» HAXOAMTCH Ha CTbIKe
TaKUX HayK, KaK MCKYCCTBOBEAEHME,
A3bIKO3HaHWe, NUTEPaTypPOBELEHNE,
KYNbTYpPONOrus, uctopusd, punocodus,
NCUXONOrng. M3ydeHune xynomecTBEeHHbIX
M NO3TUYECKUX MPOU3BEAEHUN
npeacraBUTENEN KOHEBOIo Hapoaa
No3BONSET NPeacTaBUTb COBPEMEHHOMO
XYOOXHWKa-HOMaja KaK HocuTens
cneunduUyecKon n yHMKanbHom
3aKoAMPOBaHHOM MHPOPMaLMN.
N306pasunTenbHbli A3blK, XyA0XeCTBEHHbIE
0o6pasbl, CUMBOJbI, CMbIC/IbI
KOYeBHWKa-TBOPLLA, OTpaxKatowmecs
B M306pa3unTeIbHOM U MO3TUHECKOM
NCKYCCTBE, — OCHOBHbIE TBOPYECKNE
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cnocobbl M cpeacTaa, Gnarogaps
KOTOPbIM Mbl MO3HAEM MEHTaIbHOCTb
KOYeBOro Hapoja, ero BO33peHus Ha
MWP, OKPYKaloLLyto AENCTBUTENbHOCTD,
06LECTBO, BHYTPEHHIOK NpUpoaY.
OCHOBHbIM CNOCO60M MUPOBUAEHUS

M MUPOOLLYLLEHNSA KOYEBHMKA

ABNAeTca co3epuaHue. B ctatbe K.
HypnaHoBow «CMMBOMKa MUpa B
TPaaAMLMOHHOM UCKYCCTBE Ka3axoB»
HaxoAMM MoAPOOHYIO N BCECTOPOHHIOID
XapaKTEPUCTUKY CO3epLIaHNs Kak
cnocob6a B3anMOOTHOLLIEHUS C MUPOM:
«CosepLaHne KaKk TpaanLMoHHasa KynbTypa
OTHOLLEHWN K MUPY Y C MUPOM UMEET
MHOIOYpPOBHEBbIE COJIEPKATENBbHOCTH.
MNpexae Bcero cneayet ckasaTtb O
CO3epUaHMn Kak MUPOOTHOLLEHUH,
cnocobe ocBoeHUs Npupoabl, BceneHHown,
KOTOpble Bblpaxanncb B OTHOLIEHUAX
o6LeHuns. 3aecb, KOHEYHO, UMeeTCs

B BMAy co3eplaHue BceneHHoON Kak
6eckoHe4yHocTH (Byxap-bipay),
BOCMPUATME ee KpacoTbl, He NoAaBAsAoLLEN
rpaHAMO3HOCTbIO, HO BO3BbILAtoLLE-
BAOXHOBASOWEN (KasTyraH), cnyliaHue-
CchblllaHne My3blKK chep BeceneHHoON

B ee 6ECKOHEYHOM ABUMKEHUN»,
AGCO/IIOTHOE cornlacue Bbi3blBAeT MHEHNE
aBTopa, 4TO «co3epLiaHne Kak 6oraTtas
MMPOOTHOLLEHYECKas KyNbTypa umena
MecTo, 6narogaps, rMmaBHbIM 06pa30M,
pa3BMTOMY BOOGpaxeHuto» [2, c. 78].

OAunckKyccuna

XyLOXKHUKKU-HOMaAbl BHECH
3Ha4YuUTENbHbIM BKIa4 B MUPOBOE
n306pa3unTesibHOe UCKYCCTBO, CO34aB
CKUGDCKMIM 3BEPUHBIN CTWUb. C. AKaTaeB
CYMTAET, 4TO B 300MOPHHOM XapaKTepe
WCKYyCCTBa NPOSABJIAETCH «€4MHCTBO Ero
COJepXaHWA 1 BHYTPEHHEN GOpPMbI, KOoraa
JYXOBHOE U KOHKPETHO-4YBCTBEHHOE
BOIJIOLLIEHNE, OBELLECTB/IEHNE ULEN
Haxo4ATCA B HEPa3pbIBHOM €4UHCTBE,
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NpeacTaBnas ABAEHUE KaK LEeNOCTHOCTb».
Knaccnyeckuin KOHEBHUKO-CKUGDCKUM
«3BEPUHbIN» CTUb COXPaHSAETCH B
nepuoj ApPeEBHMX TIOPKOB, KOYEBHMKOB
CPpeaHEBEKOBbS M1 HOBOIO BPEMEHM «B
BUAE MBOTHOIMO OPHAMEHTa, LMPOKO
pacnpocTpaHEHHOrO 1 MOHbIHE B
HapOAHOM MCKYCCTBE Ka3axoB W ApYrmx
HaponoB CpeaHen n LleHTpanbHOM
A3umn». C. AKaTaeB NoJvYepKMBaET,

YTO, HECMOTPS Ha TO, YTO coAepXKaHne
MCKYCCTBa KOYEBHMKOB, Byay4u
couManbHOM NPaKTUKOW, USBMEHSAETCH,
«popMa, CoOXpaHMB CBOIO OTHOCUTENbHYIO
CaMOCTOSATE/IbHOCTb, MPOSABASET U3BECTHYIO
BHYTPEHHIOIO YCTOMYMBOCTb», B KOTOPOW
HabnogaeTcs «<HaMyme onpeaeneHHoro
TpaaMuMoHan1M3aMa 1 KoHcepBaLmn
KaHOHOB GOpMO0O6pa30BaHNI».

OTMeuasn BbICOKOE 3CTETUHECKOE Hayvano
Ka3axCKOro Ko4eBoro ucKyccraa, C.
AKaTtaeB nuuer: «[lyxoBHas *X13Hb
Ka3axCKOW HaluKW nonyvuna B
HacneAcTBO OT NPOLEALWNX MOKONEHUM
CaMOObITHYIO KyNbTypY, CMOCOBGHYIO He
TO/MIbKO BOCCO3AaTb OKPYXKatoLMi MUP
COOGCTBEHHbBIMW XYA0XKECTBEHHBLIMMU
cpeacTBamMu B COOTBETCTBUM C
COB6CTBEHHBIM MUPOMNPEACTABNEHNEM, HO U
oboralaTtbcs 1 pa3BmnBaTbhCs B NpoLiecce
B3aMMOJENCTBMSA C KyNbTypamu Apyrux
HapogoB» [3, c. 56].

KouyeBas MeHTanbHOCTbL B
KOHLIEHTPMPOBAHHOM BUae
3KCNIMUMPYETCS B TBOPYECTBE
COBPEMEHHbIX Ka3axCKMX MacTepoB
NM3006pa3unTENbHOINO UCKYCCTBa U
XYAOXECTBEHHOro cfioBa. Tak, IpKUMm
npeacTaBUTENEM KOYEBOW KyJbTyphil,

Mo HalleMy MHEHUIO, ABNSETCH
Onmxac CynenmeHoB. B TBopyecTBe
Halllero COBpeMeHHWKa Mbl BUAUM
06pa3sbl, co3aaHHble o4 BIUSHUEM
yepT eBpPa3nnCKoM MeHTaNbHOCTU. B
TBOpyecTBe O. CynenmeHoBa ApKo

NPoSBASIOTCA TPAAULMN NO33MU aKbIHOB
W 6aTbIpoB. HYacTo B pyCCKOA3bIYHOM
TEKCTe MOXHO HabnoaaTb Xy40XKECTBEHHO-
n3o6pasunTesibHble CpeacTBa, Bbixoasline
3a npegesnbl PyCCKOM NO3TUKMK. [pu
YTEHWM PYCCKOA3BLIYHOIO NPOM3BELEHUS,
HanMcaHHOro aTHUYECKMN Ka3axCKUM
nucaTesieM, MOXXHO 3aMETUTb, YTO

aBTOP BHOCUT B CUCTEMY 0OPa3HOro
CTPOSl PYCCKOSA3bIYHOMO NPON3BEAEHNS
KYNbTypHblE TPaAULMKM Ka3axCKoro
Hapoja, KoTopble NpUoBGpeTaloT B
NPOU3BEAEHNN OCOBYIO HALlMOHaNbHYIO
HenoBTopumocTb. O. CynenmeHoB
MCMOJIb3YET pasHble peyeBble eanHNLbI,
KOTOpPbl€ MOryT 6bITb HEMOHATHbI
npeacTaBUTENSAM PYCCKON KYNbTypbl.
fA3bIKoBas MMYHOCTb MO3Ta onpeaenseTcs
B3aMMOOENCTBMEM 1 B3aUMOBJ/IUSHUEM
[IBYX 13blKOBbIX KAPTUH MUPa — PYCCKOM
N Ka3axCKoW, NO3TUYECKOE CO3HaHme
noaTa CUHTE3UPOBANO XyAOXKECTBEHHbIM
OnNbIT ABYX Ky/IbTYP M LIMBUIN3ALINNA.
NccnenoBaTenn TBOpYECTBa NoaTa
oTMeuvaltoT, 4To Noasud O. CynermeHoBa —
6narogaTHbIM MaTepuan o/t 06Hapy*KeHuUs
BCEX CNnaraemblX JIMHIBOMEHTa/IbHOCTHU.
«[1ns ero npomMsBeneHuin xapaKTepHbl
yanMBuTENbHag MeTadOpPUUYHOCTb, ApKUe
06pa3bl, NECTPble AMNUTETLI, KOTOPbIE
ABAOTCHA CTUMYIOM AN15 MPOSABAEHUS
3MOLMK M IKCMPECCUn; IMOTUBHOCTb
CTUIUCTUYECKMX KOHCTPYKLMK, X YacTas
6€e3r1aroNbHOCTb, 3BYKOBbIE MOBTOPbI,

OT KOTOPbIX NO3TUYECKUE CTPOKM
CTaHOBSATCA BECMOKONHBLIMU, 3PUMbIMU,
BNeYatnaowmnmu.. .» [4, c. 991.

PesynbraThbl

B XyO0oXecTBEHHOM KOHTEKCTE
0. CynermeHoOBa CMHTE3MPOBaHbI
TpaguLUMKn TIOPKCKON (Ka3axCKOM) 1
PYCCKOW NnTEepaTypbl: B NPOU3BEAEHUSAX
COEeMHATCH TPaANULMKU PYCCKOMO U
Ka3axCKOro CTUXOCNOXEHUS; MOAT
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4acTo MCMNoJSb3yeT B CBOEM TBOPYECTBE
CTUINCTUYECKME NPUEMbBI THOPKCKOM
nutepatypbl. Cpeam HMX — Ucrnosib3oBaHme
CUHTaKCMYECKUX NOBTOPOB, PUTMUKO-
CUHTaAKCMYECKOro napanien1ama,
LIMpoKoe ynoTpebsieHne metadpop

N METOHUMWUU, COHETAHME TIOPKCKMX
(Ka3axCcKKuX) afIeMEHTOB C PYCCKUMU
JIEKCEMaMMU, COYETaHME TpaanLmn
PYCCKOIO Y Ka3axCKOro CTUXOCIOXKEHMUS
nT. a. Bnoasmn 0. CynenmeHoBa
Hab/itogaeTcs coeAMHEHNe ABYX
Pa3HOCTPYKTYPHbIX A3bIKOBbIX CUCTEM,
Bblpa)eHHOe cpecTBaMKu OHOI0 S13blKa,
3THUYECKM HEPOAHOIO — PycCKoro. Npuem
C/I0BECHOro noBTopa, aHadopbl U anndopkbl
TPaAMLMOHHO MCMNOb30BasCst Ka3axCKMMu
aKblHaMW C APEBHOCTU 10 HaLUKUX

BpPEMEH, NpuaaBas 3KCNPecCUBHOCTb
CTUXOTBOPHOW peyn, ycunmas ee
Bblpa3unTesibHOCTb. AHadopryeckme
KOHCTPYKLIMK B MO3TUHECKOM AucKypce O.
CynerimeHoBa MOXHO paccmaTpuBaTb C
NO3MLMU KOFTHUTUBHOM IUHIBUCTUKM KaK
Pa3HOBMAHOCTb @aHTPOMOLEHTPUCTCKOIO
KOHLLeNTyalbHOr0 MUPOBUIEHUSA

N MUPOBOCMPUATUS, CO3aHHOIO
HaNOXEHWEM HaLUMOHaNbHOro Ka3axcKoro
N PyCCKOro MeHTanuTeToB. B TBopyecTBe
0. CynenmeHoOBa OpUEHTUPOBAHHOCTb

Ha ABE KyNbTYPHbIE N IUTEPATYPHbIE
Tpaauunun obHapyKMBaeTcs B paKTax
NO3TMYECKOro A3blKa: coeguHeHne
pyccKoro (cMnnaboToOHNUYECKOro)
CTUXOCNOXKEHMS U Ka3axCKOro
TOHW4Yeckoro. MHorue ncenegosarenu
HasblBatoT O. CynernmeHoBa
npoaoKarenem tpaguumn B. XnebHuKoBa,
B. MasikoBcKoro (opopmneHne
CTUXOTBOPEHUIN «JIECEHKOW», OBpaLlEeHME K
yaapHOMY AeKnamMauMOHHO-TOHUYECKOMY
CTUXOCNOXEHMUIO, UCMOJIb30BaHKE
PUTMUYECKUKX May3, NepeHocoB). B
TBOpYecKom KoHTeKcTe O. CyneinmeHoBa
HabnogaeTcs akTMBHOE MCMNOIb30BaHne
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[PEBHEPYCCKMX CNOB (OLylo, oMera, pesbl),
a TaKXKe coYeTaHne APEBHETIOPKCKUX,
apabCKMX U NEePCULACKMX /IEMEHTOB peyun
C PYCCKMMMW NEKCEMaMM (xagKa, Yanma,
KopaH v apyrune). KazaxcKyto NeKCUKy
NnoaT MCMNONb3YeT ANS Nepeaadm cBoero
HaLMOHaNbHOro MMPOBOCMPUATHS.
TIOPKCKME 3aMMCTBOBAHMSA NOAUYNHAOTCS
POHETUYECKOMY U FpaMMaTUYeCKOMY
CTPOIO PYCCKOro A3blKa. B noasuu
0. CynenmeHoBa 06beaMNHAIOTCS
TpaanLMK Ka3axCKoW aKbIHCKOM NO33uH,
$onbKNOpPHbIE 06pa3bl, CIOXETbI U PyCCKUE
No3TUYEeCKUe TpaamLmK, UCNObIYIOTCH He
TOMbKO JIEKCUYECKUE, HO U CUHTAKCUYECKKE
Ka3axn3Mmbl (6efioe CNIoBO — aKeces,;
avHananH un gpyrue). CosgaHHble
NnoaTU4ecKne obpasbl OTpaXKatoT
HenocpeacTBEHHOE BIMAHNE Ka3aXCKMX
NO3TUYECKMX GOPMYI, BbIXOAALLMX 38
npeaenbl PYCCKOM MOJTUKU («@lnHanamH»,
«M€eY OOHaXKEHHbIW», «OLLUMAaHHbIN KpeyeT»).
MHoOrune CTpOKM MOTYT NOKa3aTbCs
HEMOHATHBLIMM 415 NPeAcTaBUTENEN APYron
KyNbTypbl:

Ecrnu ¢ mamepuHCKUM MOTOKOM

3Omo 3110 8 mebsi sowirio 300po8bLEM,

Llobpbim mebsi cOenamb Hernea2ko ecem

3EMHbIM,

BcerneHckum ecem Koposam.

B noaasunun 0. CynenmeHoBa ans
3MOLIMOHANbHOIO BO3BbILLEHUS,
BO34ENCTBUS Ha YMTaTens yacTo
MCNoNb3yTCA PUTOPUYECKHME
BOMPOChI, BOCKNNL@HWS, ABNSOLLMECS
CTUINCTUYECKMMM NPUEMAMM TIOPKCKOW
nuTepaTypsbl. Ans nMpUYecKoro
YCWUNEHUs BNeYaTneHns NCNonb3yoTes
CUHTAKCUYECKME MOBTOPI, a TaKKe
3BYKOBble noBTopbl. O. CynenmeHoB
MCNOJIb3YET 3BYKOMUCb, /15 KOTOPOW
XapaKTepHbl OTAENbHbIE 3BYKU U UX
co4yeTaHus. Takum 06pas3om, B NOI3NK
0. CyneimeHOBa 06Hapy*KnBaeTcH
CnjlaB Ka3axCKoro 1 pyccKoro Ha4vana.
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Co3pgaHHble Ha 3THUYECKM HEPOLHOM
A3bIKe Npon3BeaeHUs ABJSIOTCA YacTblo
HaLMOHaNbHOIO 1 06LLLENUTEPATYPHOIO
npouecca. BblpaxeHns N3 Kazaxckoro
A3blKa ABNAIOTCH d/ieMeHTamu oboralleHns
A3blKa AeATEeNbHOCTH (PYCCKOro A3blKa)
M COOTBETCTBYIOLWErrO HaLMOHaNbHOIO
MeHTanuTeTa. B nocnegHee pecatnnetme
nccnegoBartenn 06CyKaatoT KOHLENUMIo
0. CynermeHoBa 0 HOBOM noaxoae K
3TUMONOIMKN KaK HayKe O MPOUCXOXKAEHUN
cnosa. Onmkac CynenmeHoB npegnaraet
paccMaTtpuBath C/I0BO B €ro
reHeTU4EeCKOoM CBA3K C rpadUyYecKmUm
3HaKoM-nepsounepornmbom. ABTop
HOBOW rMNoTe3bl CHUTAET, YTO Ntobas
NMUCbMEHHOCTb B UCTOPUK YesnioBeyecTBa
3apoxaanacb Kak 3HakoBasl CUCTEMa,
B NepBYylo o4epeb Bblparatowas
PENMrMo3Hy0 NOE0N0runio; APEBHENLLME
penurum (MyHM4ecKkas u conspHas) 6biau
«3anevat/ieHbl» B npotomnepornmoax,
CNyCTS ThiCAYENETUS NMOPOANBLINX
CUMBOJIMYECKME U PUCOBAHHbIE
nepornnudsl 1 — BNOCNEACTBUN —
06pa3sHyo NMMCbMEHHOCTb; 10 HACTYMNIEHNUS
nepBOro NOCTNIMCbMEHHOTO Nepuoaa
NepBoNUCbMO Urpano 93blIKOO6Pa3YOLLYIO
PO/b B XXU3HW YENOBEKA; BCE A3bIKU
BbILIN U3 UASIEKTOB €IMHOI0
A3blKa «MaJioro YyesoBeyecTsa,
NPOMENKYTOYHOM NPapoOANHOM KOTOPOIro
ctano [lpesHee Cpean3eMHOMOpPLE.
3TN Te3UChl ONPEeEnstoT coiepKaHne
W Hay4HbIM Nadoc co3aaBaemMoro Um
«YHMBEpPCanbHOro aTUMONOrMYEeCKOro
cnosaps «1000 u 1 cnoBor [5, c. 126], [6,
c.166], [7, c. 128].

B KOHTEKCTe paccMmaTpuBaeMon
TEMbl OFPOMHbIM MHTEPEC NpeacTaBnsgeT
BbicTaBKa CaHrkapa n *aHenb KybaHoBbIX
«HomapgmyecKkoe cepauer. XyqoxxHUKK
3aBOAAT 3pUTENS B MUP APEBHEN
HOMaJM4eCKOM KyNbTypbl. 3HAKOMCTBO C
MWPOBO33PEHNEM HOMaa MOXET NOMOYb,

MO MHEHMIO aBTOPOB XyAOXECTBEHHbIX
Npov3BeAEHWI, B rapMOHN3aLMK
3KONOrMYECKMX U MCUXOSIOTUHECKUX

CTOPOH ¥M3HM COBPEMEHHOIO YeI0BEKa.

B akcnosunummn «<Homaamnveckoe cepaue»
06beanHEHbl HECKObKO BW0OB MCKYCCTB.
3T0 MBOMUCHbIE MOPTPETHI KUTENEN
S16/104HOM0 ropoAa, rpaBlopbl Ha KaMHe,
3BEé3aHas rpadmKa n HoMagmyecKas
noasus.

HenoBTOPMMOCTb Xy4OXKECTBEHHbIX
dopM 1 06pa30B HOMaANYECKON
MeHTaNbHOCTHU, Ayx Bennkon ctenu, cBa3b
BpeMeH, npoLiecc cotBopyecTtsa lMpupoabi-
TBOpLA 1 YenoBeKa-lNpupoabl, KapTUHbI
SICHOCTH, 6E€3MATEKHOCTU, UCKPEHHOCTH
— BCE 3TO Bbl YBUAUTE, OTKPbIB CEPALIE B
MWP HOMaAMYECKMX XyAOKHNKOB. MNpoLiecc
co3aaHusa rpaduKm 1 rpaBlop Bcerga naet
napannenbHo, N03ToMy nponssenerHus C.
HKyb6aHoBa MOXHO paccMmaTpuBaTth KaK B
€AMHCTBE, TaK U N0 OTAENbHOCTU. PUCYHKM
Ha 6ymare u Ha KaMHe BbIMOJIHEHbI C
NOMOLLbIO MENKOTOYEYHbIX YAapoB (TakK e,
KaK 1y XyAOXHWKOB KAMEHHOIo BEKa).

Noatnyeckune cTpoku CaHxKapa
HKybaHoBa nepepatot atmocdepy
npeacTaBeHHOM SKCMO3ULIUM:

BHympu moezo cepdya
Bceada ecmeb:
BeckoHeuHble paccmosiHusi
BeckpatiHeti Cmenu,

Ceem HoYHbIX 38630

W HebecHble mporibi

K ceepkarowum sepuiuHam,
BbiHocnugble KOHU

U c80600HbIe 8CaOHUKU,
BnacmHo emsizusarowsuti 830p
Kocmuueckuli opHameHm,
Mysbika sempa

U 6neck nodkos,

[yx npedkos,

Hyx moux npeodkos,

CosepuyaHue sedHocmu
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U eouHckasi dobriecmb,
Mamb-3emnis,
Omeu-Hebo.
lNpedaHHOCMb ...
lMpedaHHoCMb. ..
lNpedaHHOCMb ...

ABTOpPbI BbICTAaBKW, MOTOMKW AMHACTUH
HybaHoBbIx — CaHxap n aHesnb
— rOBOPST CO 3puUTENIEM Ha CBOEM
COGCTBEHHOM XYLOXXECTBEHHOM A3bIKE.
CaHxap KybaHoB [0 HacToALEro
BPEMEHMU OblS1 UBBECTEH KaK AETCKO-
IOHOLLECKNI TPEHEP M MPaKTUK 60EBbIX
NCKycCTB. aHenb ybaHoBa — XYOOXKHUK-
UBOMUCeL, laypeaTt MeXayHapoaHbIX
KOHKYPCOB, PYKOBOAUTENb AETCKOW apT-
ctyanu. C. }y6aHOB roBOPUT O BbICTaBKE:
«[naBHbIW MOCLIT XyAOKECTBEHHbIX
Nnpou3BeAeHN — cHacTbe 0CO3HaBaTh, YTO
yenoBekK, PoAUBLLMIKCS B AMKOM lMpupoae,
XOPOLIO OWYLLAET CBOI YANBUTESbHYIO, HU
Ha KOro He MOXOXYI0 UCTOPUIO, BOMJoWwaeT
naeun, 3anoxeHHble B Te JaneKkne
ThiCAYENEeTUdA, Korga HoMabl CoKpaLlanu
pacCcTosHMA B NPOCTPaHCTBE, 3eMJIIO
Ha3blBann Matepbto, He6o — OTuoM, a
BpeMs BOCNpUHUMasn Kak beCKoHe4YHOCTb

Ha pasHbix ¢ eempom u cocHamu,

Hem Hyx0bI criedosameb 3a KeM-mo,

XKusy Ha lNpupode cam rio cebe,

Cam o cebe sernsitock rpupododl.

3TV NO3TUYECKMNE CTPOKM COOBCTBEHHOIO
COYMHEHMUS CTanun IEUTMOTUBOM MOEro
TBOPYECKOrO MyTW».

Mpouecc cosgaHms rpadmUy4ecKmx
KapTUH ABNAETCH A4N19 XyLOXKHWUKa
NPaKTUKOM BHYTPEHHErO CO3epLaHus.
KapTuHbI cO3aaHbl B TEXHUKE «3BE3Has
rpaduKkar». TepMUH, Kak U cnocob
UCMOJIHEHWUSA, OTKPLIT MOCe AeCATH
JIET OMblTa MEHTa/IbHOIO PUCOBAHMUS.
N306parKeHns HAHOCATCS TOYKaMMU.
3T TOYKM BOCNPUHMUMALOTCS KaK
Ha4yasia npocTpaHcTBa U BpeMeHU. OHK
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MOFYT 6bITb TOYKaMMK OTCHETA, TOYKAMMU
COMPUKOCHOBEHUS, KIIOYEBbLIMU
To4Kkamu. C. }yb6aHOB pacCKa3bIBAET O
CBOEM TBOPYECKOM npolecce: «Korga q
noAHMMalo rosoBy B HOYHOE HEBO, BUKY
MUNMOHbI 3BE3, U BCE OHU CBETAT
CBOMM CBETOM, W 3TOT CBET JAOXOAMT 40
MeHs. A npuHMMalo 3ToT cBeT. Benep 3a
3TUM Ha4YMHal0 HAHOCUTb CBOM TOYKMK Ha
oymary. TouKa No3BOJISIET MHEe 0TO6Pa3unTb
NMPOLLECC XM3HU, B KOTOPOM Sl HAXOXYCb.
OfHaxKabl § MOHAN, YTO, PUCYA TOYKaMMU,
OKa3sblBaloCb B MeaUTaTUBHOM MpoLecce,
B TULUMHE KOTOPOIro MOXHO yC/blWaTh
ceb5. MUNIMOHbBI TOYEK pacCcKa3blBaloT
NCTOPUIO MOMX MPOLLUIbIX BOMJIOWEHUI 1
CErOAHSLLHION KN3Hb».

lpaBtopbl Ha KamHsx C. yb6aHoBa,
MO MHEHMIO Ka3axCTaHCKMX Y4EHbIX-
apxeonoros, ABNAIOTCA CBUAETE/IbCTBOM
BO3POXAEHMA U NPOOOSIIKEHNS
ThiCAYENIETHEN TPpaauLMK. BaxHbIM K1
C/IOXKHbIM 3TanoM B npouecce co3aaHns
XYLOXEeCTBEHHOIO NPOU3BEAEHUA ABNAETCH
NMOMCK KaMH$. BOT 4TO roBOPUT XyAOXKHMK
0 npouecce cosgaHns NeTpornnedos: «pu
CO3[aHW1N CBOUX PUCYHKOB 51 UCMOJIb3YIO
KaMHW C MYCTbIHHbIM 3arapom (1nu
naTtuHOM), BO3HUKLLUMM OT BO3AENCTBUSA
COJIHL,a 3a MHOTMe ThiCA4YM neT. TexHMKa
N306parKeHns rpaBlop Ha KaMHSX TaKxe
npesBHsas. ConBas natuHy U NpUbnmuxKasacb
K HaTypalbHOMY LBETY KaMH$, XYAOXHUKK-
KOYEBHWKK cOo3aBalin CBOU PUCYHKHM
Ha KaMHSaX U cKanax. [paBlopbl 4
BblGMBato BPY4HY0. BOCXUTUBLLNUCH
3CTETUKON PaHHUX KOYEBHMKOB U
NnoJsly4MB BLAOXHOBEHMWE OT MOTPy>KEHUA B
3TY YAUBUTENbHYIO 3MOXY, A NPOAO/IKato
TpaamnLUMIO CBOMX AaNEKNX NPEAKOBy.

[Mpouecc co3gaHna KapTUHbl «PUCYIO
CBETOM YTPEHHMX 3BE3M...» (PUCYHOK
1) aBngeTrcd 4na aBTopa NpakTMKon
BHYTPEHHero cosepLaHus, o Kotopom C.
HKyb6aHoB roBopuT Takmm o6pasoM: «Bpems
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[Nsi pUCOBaHWs — NpeapaccBeTHbIE Yachl
CYTOK, KOrga BCA nNpuMpofa HaynHaeT
npocbinaTtbcd, a 3BE3/bl PacTBOPSAIOTCH B
YTPEHHEM cBeTe. B LeHTpe KoMNo3unLunm
pPacnonoXeH apxap (ropHbin 6apaH),
CTOAILLMIM Ha KOHYMKAX KOMbIT, ero pora
3aKpy4yeHbl B crivpalnb, KOTopas NnpMBoanT
B ABWXeHuWe co3Be3and. Bokpyr apxapa
KpyTATCSt NOTOKM MneyHoro nyTu.
3aKpy4eHHble pora TOTEMHbIX *XUBOTHbIX
- apxapa, 6n1aropoAHoOro oneHs, ropHoOro
KO3/M1a — 03HayaloT CryCTOK He6eCHOM
3HEePruun, NPUHOCSLMNIN YENOBEKY
6narogarb.

Ha KapTuHe «YTpo HoOMaga» Mbl TaKXKe
HabnoaaeM (PucyHok 2) HomaanyecKui
CIOXET..

PrcyHOK 2. «YTpo Homaaar. KapTuHa XyaoXHUKa

C. XXy6aHoBa.

PucyHoK 1. «Pucyto CBETOM YTPEHHUX 3BE3L...». PucyHok 3. «Reincarnatio». KapTuHa xyooxHUKa

KapTunHa xygoxkHuKa C. }ybaHoBa. C. yb6aHoBa.
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Ha kapTtuHe «Reincarnatio»
(PucyHok 3) n306parKEH OnbIT, KOTOPbIN
aBTOp NepexXMBaeT BO BPEMS €XKeHEBHOM
mMeauTaumu. 3putenb BUAWT YeNloBeKa B
npouecce co3epLiaHns CBOEN BHYTPEHHEN
NPUPOabI U LLMKINYECKUX NEPEPOIKAEHUN.
MynbC *KM3HM rpadmn4ecKn N306paxeH
noJo6HO KapauMorpamme v npeacraBieH
B BMAE LBETHbIX BONH. CTpyKTypa
MEHTa/IbHOro Tena cocTouT U3 LiBeTka
Hnsuu (Floweroflife), rnaBHoro cumsona
CaKpasnbHOM reoMeTPUN. IHepreTuiecKkune

BMOGpaumm 06pa3yoT 3HaK beCKoHeYHOoCTy.

JdUpHOE TENO PacTBOPAETCH B MOTOKAX,
OTKpbIBas nepepoxaeHuns. B ueHTpe
Tena npoxoauT rpaHuLa Mexay AByMS
Mupamun. ABTOp paccKasbiBaeT O CBOEN
40-neTHen NpaKTnKe 60€BbIX UCKYCCTB
BocToKa, rae Tovka ABASeTC KNtoYeBbIM
METOAOM TPEHUPOBKM BHUMAHWS. ITOT
METO[ CKaHMPOBaHWS CBOEro NPOLLIOro,
HacTodALWero 1 6yayuero NpMBOAUT K
OCO3HaHHOWM XU3HM.

PucyHok 4. IpaBtopa Ha kKamHe «BonH CBeTan.

XyooxHuK C. *Ky6aHoB.

lpaBtopa Ha KamHe «BouH CeeTa»
(PucyHok 4) asnsietca CBUAETENbCTBOM
BO3POXK/AEHUS IPEBHENLLEN TPAANULINK,
HacuyuTbiBatowen mmHumym 5000 ner.
KameHb, Ha KOTOpOM npeacTaBfieHo
caKpasnbHOe n3obpaxKeHne, peaKui.
BaHbIM M CNOXHbIM 3Tanom B
npoLiecce co3aaHus XyLOXKEeCTBEHHOIO
Npo13BeAEHUS ABUICA MOUCK KaMHS.
MOKPbITbIM NYCTbIHHBLIM 3arapom,
BO3HMKLLMM OT Bo3aencteuma ConHua 3a
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MHOTIME ThICAYM NET, KAMEHb HANAEH Ha
6epery BbICOKOropHoro o3epa Ha TsHb-
LLlaHe. Ha noBEPXHOCTW KaMH$ BbIOGUT
CKUCKMM oneHb. N306paxeHune oNeHs
UMEET APEBHIO UCTOPUIO, pacLBeT
KOTOPOM NPUXOAUTCA Ha Nepuos paHHUX
KOYEBHMKOB, TBOPMBLLUUX HA TEPPUTOPUHN
LleHTpanbHon A3nun. B KynbType HoMaaoB
OJIeHb — COJIAPHbIN NMepcoHax, a ero pora
ONIULLETBOPSAIOT COMMHEYHbIE Ny4n. 3TO
MUDONOrMYecKkmn o6pas ONeHa-NTULLbI,
06pa3zel, CKUPCKOro 3BEPUHOIo CTUNS.
OpwuruHan gaHHOro ToTeMa HaxoauTcs Ha
AnTae. TexHWKa n306parKeHns rpaBlopbl
Ha NpeAcTaB/IEHHOM KaMHe TaKxe
npesBHsas. ConBas natuHy U NpUbnnKasachb
K HaTypanbHOMY LIBETY KAMHS, XYAOKHUKK-
KOYEBHMKN cO3aBalii CBOU PUCYHKMU

Ha KaMH§aX U ckanax. [paBlopa Bbib1Ta
BPYYHYIO C MOMOLLbIO Xy[1I0XKECTBEHHOIO
WHCTPYMEHTa CKapnens.

BoCXUTUBLINCD 3CTETUKON paHHUX
KOYEBHWMKOB U1 MOJTy4MB BAOXHOBEHME OT
NOrpyXeHUs B 3Ty YAUBUTENIbHYIO 3MOXY,
CaHykap XKyb6aHoB NpoaoIKUA TpaguLmio
N3006paXKeHUs CONSAPHbIX 3HAKOB. [NaBHbIM
NOCbI XyAOXECTBEHHOIO NPOM3BEAEHHUA
— 3T0 cYacTbe 0CO3HaBaTb, YTO YEJIOBEK,
pOAMBLUMICS B AUKOM [prpoae, XopoLo
oulyliaeT CBO YAUBUTESNbHYIO, HU Ha KOrro
He MOXOXY0 UCTOPMIO, BOMJIOLWAET NaeN,
3a/I0}KEHHbIE B Te JaJieKne ThicayeneTus,
Korga HoMajbl COKpallanu pacCcTosaHus
B NPOCTpaHCcTBE, 3eM/1t0 Ha3blBau
MaTtepbto, He6o — OTLIOM, a Bpems
BOCMPUHUMaAIN KaK beCKOHEYHOCTb.

Bcé sepHo —

Takol 8bIdyMKU Kak time

30ecb Hem.

Mb1 8 beckoHe4YHocmu,

B ceo0600HOM rnnomoke

[MpolwmBaem Tpn M1pa HaCKBO3b.

3TUMM NOITUYECKMMM CTPOKAMMU
aBToOp nepeaaér MMPOBO33PEHME CBOUX
npeakos. CoBpeMeHHble rpaBlopbl
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Ha KaMHax CaHxkapa MybaHoBa
noaTBepxaatoT Mbicnb M. dnvage o Tom,
YTO Ky/NbTYpHas NamsTb — «HEMPEPbIBHO
GYHKUMOHMPYIOLLLEE PEKOHCTPYMpYLOLLEE
BOOGpaxeHue» [8, c. 50]. B KOHTeKCTe
Halllero nccnegoBaHus akTyanbHbl
W BaXHbl B3MMS4bl UCCnegoBaTenen
MCKYCCTBa KOYEBHMKOB: «TpaanLMOHHas
KapTWHa M1pa BO BCEN CBOEW MOJIHOTE
HaXxo4WT BblpaxKeHWe B CUMBOJINKE
TPaAMLMOHHOIO UCKyccTBa. M3o6paxeHune
rPMPOHOB, CBEPHYBLUMXCS B KOMbLLO
naHTep, 6apcoB 1 ONEHEN, 3aCTbIBLLNX
B 6pPOCKe, B NOMETE, CLIEHBI CPAXKEHUN
AVWKKX 3BEepen U NTuL, 3anevyaTiieHHble Ha
CKanax W cTeHax, ... — BCe 3TO MOLHOoe
C MHOTOYUC/IEHHBIMW OTBETB/IEHUSIMU
MCKYCCTBO, M3BECTHOE KaK UCKYCCTBO
«3BEPUHOIO CTUNSI» KOYEBHUKOB ...
OTpaaeT He TONbKO CoLManbHbIN yKnaa,
HO M MMpPOOLLYLLEHWE KOYEBbIX 06LWecTB. B
CTaTU4HOM MaTepuane «0leHbUX KaMHEW»
n306parkeHbl AUKNE 3BEPU B COCTOSTHUN
CTPEMUTENBHOIO ABUMKEHNSA — BPOCKa,
npbixKa, noneta. 06e coctaBnsoLme
3TOro €AMHCTBa — ABUXKEHME M CTaTUKa
— TaK CU/bHbI U KOHTPACTHBbI, YTO TOSIbKO
BOOOpPaXKeHMe XyA0XKHWKa MOT0 CUTb
N COEANHUTb UX B OPraHUYECKOM U
LLeIOCTHOM eauHcTBe» [2, . 98].
KapTuHbI MONOAOM Ka3axCTaHCKOM
XYAOXKHULBI }aHenb ybaHoBoH,
Hano/HEHHbIE OTPOMHOWM NIO60BbIO
K CBO€EM 3eMJsie U CBOEMY Hapoay,
TaKXe NPOoHM3aHbl HOMaAUYeCKOM
MEHTaNbHOCTbO. B }XMBOMUCHbIX
nonotHax . ybaHoBor Mbl Hablogaem
CBOE06pPa3HOE «OXKMBJIEHNE» KOYEBOM
KYNbTypbl Yepe3 NepeocMblC/ieHne
Ka3axCKWX TPaaAMLMOHHbIX OPHAMEHTOB.
[lepcoHaxun KapTUH — 3TO HalLLK
COBPEMEHHUKMU. LMK cBOMX MOPTPETOB
HKaHenb Ha3Bana GKuTenn 96104HOrO
ropoga». utenen cBoero poaHoro
ropoja XyaoxHuua nsobparkaet Ha poHe

TPaAMLMOHHBIX Ka3axCKUX OPHaMEHTOB.

o xapaKTepy Xy4oXeCTBEHHON
06pa3HOCTU OPHAMEHT ABNAETCS rMy60KO
cofepxaresbHbIM U GUNOCODCKUM
Ccnoco6oM aKCnInKaumm HoMagmyecKoro
MMPOBO33peHUS. C NOMOLLbIO OPHAMEHTOB
XYOOXHUKM-HOMa bl Bblpaxkanu obpasHoe
NOCTUXEeHWe AenCcTBUTENbHOCTH. E.
KorkabaeB B cBOeM dyHAaMeEHTa/IbHOM
Tpyae «KazaxCK1i opHaMeHT KaK
NMUKTOrpaMmMa TEHFPUAHCKON KyJbTypbl
U KOMOGUHaTOpUKa ero Mmoaynen B
COBPEMEHHOM An3anHe» NoAYEPKUBAET,
YTO [10 CMX MOP HEAOCTATOYHO
N3YyYeHbl «3/1IEMEHTbI Ka3axCKoro
OpHaMeHTa, B KOTOPbIX OTPA3UINCH
KOCMOroHMYeCKue, acTpasbHble,
NPOTOPENNTUO3HbIE N PUNOCOPCKME
npeacTaBneHns Hallux Npeakos». B
JIOMKHOM Mepe He nccnegoBaHbl «CBS3K
Ka3axCKOro opHaMeHTa ¢ NoA0OHbIMM
npeacTaBfeHUIMN COCEAHUX HAPOa0B,
C KOTOpbIMM B AaNieKMe BpemeHa
KOHTaKTMPOBaNM Ka3axCKune pofbl».
Beab, no cnosam E. KoxabaeBa,
«MMEHHO B OpPHAMeHTe coxpaHunach Ta
poaoBas HUTb, KOTOpas CBA3bIBaET Hac
C APEBHUMM N1ACTaMU HalLEN UCTOPUM».
NcecnepoBaTtenb Ka3axCcKoOro opHameHTa
CYMTAET, YTO XyAOXECTBEHHOE PEMECIIO KaK
HanpaBfieHNe XyAOXeCTBEHHON NPaKTUKM
B 60JiblEN cTeneHn 6a3npyeTcs Ha
NPUHLMNAX MHTEPNPETALMKN CNOKMBLINXCS
KaHOHOB. OCHOBHblE reoOMeTpUYeCcKne
QUryphbl, B KOTOPbIE 3aK/TOYEHbI
y30pbl KA3aXCKOro OpHaMeHTa, — Kpyr,
TpeyronbHWK, KBagpar. Kpome T0ro, B
Ka3axCKOM OpHaMeHTe MOXHO yBUAETb
CIOXKEThI APEBHUX MUDOB, T.K. OH ABSETCS
abcTparnpoBaHHbIM U CUCTEMHbBIM
NPOAOIKEHNEM CaKCKO-CKMDCKOro
3BepuHoro ctung [9, c. 69].

Ha kaptuHax «BKycHoe MoJio4Ko!»
(PucyHok 5) v «JuTs 1 pancKoe 96/104KO»
(PucyHok 6) Mbl BUAMM COBPEMEHHbIN
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o6pa3s maTepu, M306parKeHHbIN Ha GoHe
OpHaMeHTa «Ynbl AHa», CUMBOIM3NPYIOLLETO
pebeHKa B yTpobe MmaTepu. Ha KapTuHax
«Xop KoHem» (PucyHok 7) n «baTtblpxaH

— NoBenuTenb BOMHOB» (PucyHokK 8) —
NepCoHaMM COBPEMEHHbIX Ka3axCKMX
Malib4MKOB Ha GOHE Ka3aXCKUX
300MOPdHbLIX OPHAMEHTOB.

PucyHoK 5. «BKycHoe mosnoyko!». E. Koxabaes
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PucyHOK 6. «InTs 1 panckoe 16104Ko». E. Koxxabaes
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PucyHok 8. «<baTtblpxaH — noBenuTe/lb BOMHOB»

E. KorkabaeB

Oco6eHHO aKTyanbHbl U MOHATHbI
B KOHTEKCTe Hallel TemMbl Mbicau K.
HypnaHOBOW 0 Ka3aXxCKOM OpHaMEHTe:
«Kasaxckui opHaMeHT, 3aneyaTneBLUmni
cBOeobpasHylo 1eTonncb Hapoaa,
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BblpaKaeT OTHOLLEHNE K MUPY. Ponb U
3HaYeHue y30opa B HM3HM Ka3axa MOXKHO
CPaBHUTb TOIbKO C NMECHEN U CNOBOM»
[2,c. 75].

3aknoueHue

Taknm 06pa3om, B MEHTANIbHOCTH
HOMaAM4YEeCKOro Xy4oXKHWKa B
KOHLIEHTPMPOBAHHOM BU/E COAEPHKUTCA
[lyXOBHbIM OMNbIT KA3aXCKOro KOYEeBOro
Hapoaa, ero KyJbTypPHO-UCTOPUYECKHNE

Jiuteparypa:

CBA3KM K noTeHuman. O6pasHoe BbiparKeHue
Ka3axCKOoW HalMOHalbHOM MEHTaIbHOCTH
Mbl Ha61l04aeM B MO3TUHECKOM U
XyQOXEeCTBEHHOM TBOPYECTBE Hallero
Hapoaa. A3blK UCKYCCTBA, IBNFSCb
3HaAKOBOW CUCTEMOM 0COBOro poaa,
OCYLLLECTBASIET KOMMYHMKALMIO YeNoBEKa

M coLIMyMa BO BPEMEHU U MPOCTPAHCTBE,
BO3/EMCTBYET HA MEHTA/IbHOCTb O6LLECTBA,
PopMUpyeT ero acTeTUYECKUE, KYNbTYPHbIE
M HPABCTBEHHbIE KAHOHBbI.
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A. X. Capcem6GaeBa
T. XKypaeHos ambiHOarbl Kasak yrimmbiK eHep akademusichbl
(Anmambl, KazakcmaH)

A. A. XXyGaHoBa
«Zhubanov Practise» adamu pecypcmapdbi dambimy opmariblifbl
(Anmamei, KazakcmaH)

3AMAHYH KOWNEHAVIEP WbIFAPMALbUIbIFbI: KOPKEM TJ1, MEHTANIAbUIbIK,
BEWHENEY K¥PAJIAPbI

AHpaaTna

XanblKTblH MEHTaAbINbIFbl OHbIH OHEPIHAE, MOAEHUETIHAE, ASCTYPIHAE avKbIH KepiHedi. CypeTwi-HoMag Ka3aK
KeLlnesi MeHTaNUTETIHIH MaHepi 60/1biN Tabblnagbl. Kewwneni cypeTwWiHiH iWKi anemMiHie KepkemM 6erHenepait,
Ma3MyHHbIH, CUMBOJAapPAbIH KanTanaH6ac 6arnaHbicbl 6ackiM. COHbIMEH KaTtap, Keluneni CypeTLliHiH
MeHTaNAblNbIFbIHAA KOLWNeNi Kadak XanKblHbIH, pyXaHW Toxipubeci, OHblH MBAEHU-Tapmxu 6annaHbiCTapbl

MeH aneyeTi 6ap. Kasak ynTTblK MEHTanablIblFblHbIH KEPKEM KEPiHICiH 6i3 XalKbIMbI3/iblH, MO3TUKASbIK XoHe
KOPKEeM LiblFapMallbliblfbiHaa 6anKambli3. OHep TiNi epeKLle Typaeri MaHbi3abl XKyie 60na OTbIpbIN, YyaKbIT
NMeH KEHICTIKTe agjam MeH d/1eyMETTiH KOMMYHWUKaUMSCBIH XKy3ere acblpajbl, KOFaMHblH MEHTaNAblIbIFbIHA
acep eTefli, OHbIH 3CTETUKasbIK, MOAEHM XoHe ajamrepLinik KaHOHAAPbIH KanbinTacTbipagbl.

Tipek ce3paep: Kolluneni CypeTLli, MEHTaNAbINbIK, OHEP TiNi, MOAEHWET, YNTTbIK ASCTYP, PyXaHu Taxipnbe,
6enHeney eHepi, WoiFapMallbliblK, MO3TUKaNbIK Tifl, KOPKEM CYpET, CUMBOJI.

A. Zh. Sarsembayeva
T.Zhurgenov Kazakh National Academy of Arts
(Almaty, Kazakhstan)

A. A. Zhubanova
The center for human resources development «ZhubanovPractise»
(Almaty, Kazakhstan)

CONTEMPORARY NOMADIC CREATIVITY: ARTISTIC LANGUAGE, MENTALITY, VISUAL MEDIA

Abstract

The mentality of the people is most clearly manifested in its art, culture and traditions. Nomad artist is the
exponent of the Kazakh nomadic mentality.This article presents a view on the poetic language and mentality
of the nomad artist within the framework of an interdisciplinary research paradigm, since the scientific
understanding of the concept of "mentality” is at the junction of such sciences as art history, linguistics,
literature studies, cultural studies, history, philosophy, and psychology.The study of the artistic and poetic
works of representatives of the nomadic people allows us to present the modern nomad artist as a carrier
of specific and unique coded information. Pictorial language, artistic images, symbols, notions of a nomad-
creator, which are reflected in pictorial and poetic art, are the main creative ways and means by which we
learn the mentality of the nomadic people, their views on the world, surrounding reality, society, internal
nature.In the inner world of the nomadartist, its unique connection between artistic images, meanings,
and symbols dominates. The mentality of a nomadic artist in a concentrated form contains the spiritual
experience of the Kazakh nomadic people, its cultural and historical ties and potential. We observe the
figurative expression of the Kazakh national mentality in the poetic and artistic creativity of our people. The
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language of art, being a sign system of a special kind, communicates man and society in time and space,
affects the mentality of society, forms its aesthetic, cultural and moral canons.
Keywords: nomad artist, mentality, language of art, culture, national tradition, spiritual experience, visual art,

creativity, poetic language, artistic image, symbol.
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KASAKCTAHHDbIH,
TEATP
YAEPICIHAET]

ART STUDIES

MOJIEHU
MPHTH 18.17.65 BAP’IQHAH bl CTbl H
OPHblI

Y. H. TOKAEBA!
IT. K. JKyprenoB atbinarsi Kazak yjtTbik oHep
aKaJleMHsIChI

(Anmatbl, Kazakcran)

KA3AKCTAHHbIH TEATP YAEPICIHAEr MOAEHU BAW/IAHBICTbIH OPHbI

AxnpaTna

MaKanaga KasaKcTaHHbIH, Kagipri Teatp yaepiciHaeri MogeHn 6annaHbiCTbiH, OPHbI aHblKTanaabl. CoHaan-

aK, aBTOp Ka3akK TeaTp TapuxbiHa YHiNIM, }annbl WeTENAiK PeXUCCEPNEPAiH eNiMi3aiH MaaeHM eMipiHe
OKeJIreH XKaHasblfbl MEH yieciHe e ToKTanbin eTTi. FblibiMy Makana HerisiHae K. KyaHbiw6aeB aTbiHAafbI
MeMneKeTTiK akaeMusnblK Ka3ak My3blKablk ApaMa TeaTpbiHaa C. [otanos caxHanafaH A. HexoBTbIH, «LLine»
KoMeausiCblHa TepeH Tanaay »KacasblHblM, KOPKEMAIK AEHIeNi, pexxnccepik WewimMmaep MeH akTepnik OMblH,
cueHorpadusaarbl Macenenep KapacTbipbligbl. }XaHe eKi en apacbiHAaFbl MogeHKW Kernip 60/bin TabblnaTtbiH
KonnabapaunsiHblH 3aMaHayy TeaTtp YAepici YWiH MaHbl3bl Aa 63€KTi eKeHAiri Ae anKblHaanaabl.

Tipek ce3paep: Ka3ak TeaTpbl, MoieHM BannaHbIC, pexnccypa, aktepnik eHep, A. Yexos, C. [Motanos,

KonnaGapauus. g
al

Kipicne aKTEPIbIK OMbIH MEH PEXMCCEPSIIK KYMbIC %
Herisi 1915 xblnbl KanaHfFaH Kacibu ¥aHa Ke3eHre KeTepingi. XK. AimaybIToB é
Kas3akK TeaTpbl YLLiH anfallKbl XblU1gapasbl neH XK. LaHWH anfalwKbl pexuccepnep g
KanbinTacy Ke3eHi aen, an 6afbiTbIH peTiHae KenTereH KovblnbiMaapabl “_i
aWvKblHOANn anfaHHaH KEWiHTi yaKbITTbl caxHaJlaFaHbIMeH, Kacibu BiNiMHiH, §
i3Q€eHic yCTiHaeri Teatp Aen KapacTbipyFa 60/iIMayblHaH KeMLLINiKTep Ae 60/FaHbl é
6onaabl. CaxHanaHaTtblH Nbecanap Aa mManim. Ycten 6acbiHaafbl JanblHAbIK, %ﬂ
XITi 3epTTenin 6apbin KaHa 6ekKitingi, an aKTepepPMEH MNbecaHbl Tangay CbiHAbI §
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TYCiHIKTiH 60/IMayblHaH op aKTep 63 peniHe
FaHa favblHOanymeH wektengi. NeecaHbl
TONbIK TYCIHOEreHOIKTEH KOMbINbIMHbIH,
KepKeMJiK canacbl 9/1ci3 604bl.

Ken y3aman 6yn OfKbINbIKTap aa
o3 lWeLiMiH TaybIn aTTbl. Kasak
Teatpbl PecenfeH pexuccepnepai
LaKbIPTbIM, Webepnik AopicTepiH eTKi3e
OTbIPbIN ¥aHa KoWblbiMAap Konabl.
EH anfaw 1932 xbinbl A. 1. TaHeeB
Wwakbipblabin, M. A. Tpurepain, «CyHryip
KanblK» NbecacblH caxHananabl. OgaH
KEeWiH Ao/ OCbl XblJibl HApPKOMMNPOCTLIH,
lweLwiMmiMeH Kasak TeaTpblHa BiNiKTi
YKeTeKLWi Taby MakcaTbiMeH MacKeyre
MaMaH Xibepinin, Teatp CTyaUsACHIH
TomampaaraH B. b. CMbIWNSGEBTIH, WaKipTi,
peanucTik 6afbITTbiH 6Kini M. I, HacoHoB
TaHAan anbiHagbl. Con Keagepi kenTereH
Kapama-KaWllblbIKTapbl TyblHAATKaH
«CTaHUCNaBCKWUM KYMECIMEH» KYMbIC
iCTereH/i ¥XeH KepreH Xac pexxuccep
Ka3aK TeaTpblHa TbIH, CEpNific anbin Kenin
KaHa KoMMaw, OHbIH apbl Kapak aaMyblHa
30p yNeciH KocTbl. bypblHaapbl TeaTp 6ip
MaycbiMaa 7 -8, TinTi 10 cnekTtaknbaeH
caxHanan oTblpaTtbiH 60/iCa, XaHa
Oaclbl 6ip *bl1ga 3—4 npembepa FaHa
acaydbl YCbIH/bl. ¥3aK AaWblHAbIK MeH
i30EHICTEH KEWiH KOMbIIFaH CMeKTaKlb
TeaTtp penepTyapbiHaH 63 OPHbIH ana 6ingi.
HacoHOBTbIH Tafbl 6ip XaHanblfbl — anfall
peT NbecaHbl BYKIiN yXbIM YLWiH gaybicTan
OKY XYMECIH KanbinTacTblpybl. }KofFapbiga
artan anTKaH KeMLWiniKrep o3 WeLliMiH
TanKaHHaH CreKTaK/b/iH KepKeMIiK-
NaesnblK AeHreni }ofapnaabl.

KasakK TeaTpblHaa OCbl 6€C bl
apanbifbiHaa M. I. HacoHoBTaH 6enek
M. B. CokonoBckuu, N. bopos, tO.
J1. PyTkoBCKUN, I1. B. Jlecnu cbiHAbI
pexuccepnep KenrtereH KonbibiMaap
KOWbIM, 63 KonTaHbanapbiH Kangblabl. OgaH
KEeWiHri Xblngapbl ga 6yn ypaic ToKkTaman,
PecengeH kacibu 6inimi 6ap M. U.

lfonbg6nart, A. I. Pupans, 4. B. LlUtenH, O. N.
MbikoBa MeH b. B. buéukos, H. [1. KoLos.,
B. A. BpoHcKas cekingi pexxuccepnep
Kenin, KapbIMAbl eHOEK eTTi.

HKannbinama opbIC pexunccepnepiHiy
Ka3akK TeaTpblHa oKe/reH Tafbl 6ip
KaHanblFbl — aygapma nbecanapibly,
caxHajlaHa 6acTaybl. byn Typansl TeaTp
cbiHWbICbl B. Hypnenic e3 eHberiHae «1930
blngapaaH 6actan KasaK TeaTpbiHa
LaKbIpblJIFaH OPbIC PeXnUccepnepiHiy
YMbIC iCTeY TocinaepiHiH, apTyphi
6onfaHblHa KapamacTaH Ka3ak Teatp
MOEHUETIH KeTepyaeri izgeHictepi 6ip
apHaja TofFbICTbl. BypbIH TeaTp penepTyapsl
OipiHFan YNTTbIK LWblFapManapaaH Ty3since,
€HJi OpbIC peXxuccepnepiHiH KenyimeH
GipTiHaen ayaapma nbecanap/bliH,
caHbl apTta 6actagbl» [1, 108 6.], — gen
YKasanbl. Tafbl 6ip 6enai TeaTpTaHyLUbl
b. KyHaak6aeB ofapblaa anTbliFaH
onAabl XanfacTbipa oTblpbIn: «M.Tpurepaiy,
«CYHryip Kanbiky», B.MpyTTbiH «}KONKbIH
KHA3b McTtucnaB Yaganon», H.[TorognHHIH,
«AKCYMeKTep»; KnaccuKkagaH «PeBn3op»,
«OTenno» CUSKTbI Kypaeni nbecanapibliH
KOMbl/lybl — Ka3aK TeaTpblHbIH, ipi
KepKeMAiK TabbICblH A9NENAENTIH
KyObInbIC», — A€M Xa3/bl.

LLIbIH MaHiHAE, AN OChI
pexuccepnepaid KenyimeH caxHaaa B.
KUPLLIOHHBIH «ACTbIK» (pex. M. I. HacoHoB),
H. MorognHHiH «MeHiH gocbiM» (pex. M. I.
HacoHoB), H. loronbaiH «PeBn3sop» (pex. U.
I. bopoB), K. TpeHeBTiH «J1l060Bb ApoBas»
(pex. M. T. HacoHoB), T. 6. ApamMaTyprrepaiH,
nbecanapbl KepiHic Taba 6acTtagbl.

EHAi FaHa Ten-Ton 6acbkIn Kene »aTKkaH
KasaK TeaTpbl YLWiH aTanMbllW pexxuccepnep
YKOJT KepCEeTYLLi peniH aTKkapFaHaan.
Pexxuccepnep MeH aKkTepsiepre Kaciom
6inim 6epy MaKkcaTbiMeH MacKkeyre
OKYFa Xibepy Konfa anbiHAabl. Teatp
penepTyapblHa XiTi MoH 6epe OTbIpbIM,
CaxHa eHepiH epKeHAETy anjarbl MaKkcaT
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60/1FaHbl acblpblH eMe6. MiHe, MYHbIH
6opi Aep KesiHae Konfa anblHFaH Teatp
casicaTbIHbIH XeMici gen 6inemis.
KypblifaHblHa GipHeLWe Xbla faHa 6onFaH
Teatp 6aTbiNAbIK TaHbITbIM, OCbIHAAN
Wwewimaep KabbligayblHbIH HOTUXKECIHAE
OYriHri KyHre AeniH Tanan 6enectepai
6arbIHAbIPbIN YArepai.

XX FacblpablH, 6acbiHaH 6acTan CoHpbIHA
JENiH pexuccepnepaiH aeHi Tek PecenaeH
LIAKbIPTbIIbIN OTbIpaTbiH 6051ca, XXI
FacbIpAblH GipiHLWI WKWperiHae enimisperi
TeaTpflapablH AeHI pexxuccepnepai
OpTa AsusaH WaKblpyabl 6acTtajbl.

Atan antap 6oncak, e36eKcTaHablk O.
CanumoB T. MypoaTbIH, «AT XblnaFaH TyH»,
Y. WeKecnupaid, «Pomeo meH xynbeTrar,
ToXikcTaHablK b. A6aypa33aKkos T.
3ynbPpurKapoBTbIH J11060Bb, MyapOCTb

n CmepTb epBuiar, b. YcmoHoB .
babenbaiH «3akat», M. CagblKoBTbIH, «[19Tb
eH XoaKku HacpepganHar, KblpFbl3CTaHAbIK
H. AcaHb6ekoB Y. LlekcnupaiH «Pomeo u
xynbettar, . lunnepaiH «<KoBapcTBo 1
no6oBb», H. A6abiKaabipoB «[locnegHee
Mope YuHrmcxaHar, TYPiKMeH pexuccepi
K. AwnpoBTbiH «Kabbln — Agam ata»
CblHAbI NbecanapblH KazakcTaHaarbl
TYypni TeaTpnapaa Kombin, KantanaHbac
KonTaHb6anapbliH KanablpAbl. A, OYriHri
TaHaa enimisgeri akagemMuanblK, 06/bICTbIK
TeaTpnapAblH 6ap/blfbl AEPNiK WeTenaeH
pexuccepnep WwakKblpyabl 4aCTypre
avHanablpbIn oTbip. AKyTUANbIK B. MNoTtanos
A. YexoBTiH, «LLIne 6arbl», ©. Kekin6aeBTbiH,
«IbIHbIpay», BGallKypTCTaHabIK A.
AbywaxmaHoB O. aHanaapoBThiH

«KyT» nbecanapblH, WeKapaaac }KaTKaH
MeMmneKeTTepaeH 6enexk nuTeanbik M.
BanTtkyc A. A6/10HCKasHbIH, «A3bIYHUKW»,
UpaH-FanbinTbiH «<KOPKbITTbIH, KOPI»,

J1. 3ankayckac T. YanngepgiH «Haw
ropoaok», repMaHusnbik M. Noanddep .
BenekunHAaTiH «[TpobyrKaeHue BeCHbl», K.
Bywek M. BeKmaHHbIH, «OTeNb,
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[. bunos I'. JTopkaHbiH «[Jom BepHapabl
Anb6bl», rpy3usanblk . Mapraeenawsuiu
Y. Wekcnupaid «Pomeo u xynbetrar, T.
CnabopassHeKTiH «OAHOKNaCCHUKKU. YPOKHK
MU3HW», OHTYCTiIK KopesnbiK K. Cuk L.
[bIHHbIH, «J1EFKO N1 BbITb KOPONEBOW»,
KbIpFbi3cTaHablK Y. Kapbin6aes L.
ANTMaTOBTbIH, « KoMunio», pecennik

P. Maxataes H. loronbaiH «PeBn3op»
nbecanapbliH caxHanan, MafeHn 6aiiaHbIC
opHatyga.

9picrep

byrinri TaHga KasaKkcTaHHbIH TeaTp
eMipiHae Typni moaeHn 6annaHbicTap
opHaTbliyaa. CoHfFbl MaycbiMaapia
LeTeNAeH WaKbIpblIFaH pexuccepnep
caxHajlaFaH KOWbl/ibiIMAap TaKbIPbINTbIH,
©3EKTIiNiriMeH, CbIpTKbl dopmMackbIMeH
FaHa eMec, COHbIMEH KaTap K/lacCUKanbIK
AyHuenepre TbiH, KO3Kapacnex
Kapan, }aHalla OKbl1bIM XKacayblMeH
epeKuweneHeni. CoHaam cnexkTakabaepai
GipiHe Tangay *yMbICbIH a3y 6apbICbiHAa
APXUBTI-FbINIbIMWU, CaNbICTbIPMasbl-
capanTtamalblK, TeaTpTaHyLWblblK
Tanagy aHe KelweHai 3epTtrey agictepi
KongaHbingol.

HoTtuMxxenep

OpbIC KNacCUKTEPIHIH, NbecacblH Ka3aK
caxHacblHa anbll KeNreH pexuccepnepain
6ipi Cepren MNMotanos. On K. KyaHbilw6aes
atbliHAarbl MeMneKeTTiK akageMUsnbIK
Ka3aK My3blKalblK ApamMa TeaTpblHAa
AHTOH YexoBTblH, «LLlne 6afrbl» Nbecachl
HeriziHae «lllne» komeausacbiH caxHanagbl.

«lllne 6arbl» Nbecacbl aBTOPAbIH,
OMIpiHiH COHbIHAA YXa3FaH FyMblpHamarblK
TyblHAbICbI. 1903 »bl/bl Xa3blnbIM, Typa
Oip xblngaH KeniH MacKey TeaTpnapbiHaa
KoWbl/la 6acTaraH Nbeca KoFam eMipiHaeri
KyOblNbICTap/blH LWUMENEHICYIH WbIHaWbI
KepceTeai, an Kypaeni mecenenepai
93i/1, UPOHUA apKblSibl KBPCETYI Apama
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aHpPbIH KOMeAWs Aen aHbIKTayFa Heri3
60/1/bl. ABTOp NbecanapblHa ToH KacueT
— KeuninKepnepaiH, ilWKi WwueneHiciH
cypeTTeyae xapaKktepnepaiH aneymeTTik-
NCUXONOrMUsANbIK MaHbl3blHa MaH 6epyi.
[an ocbl epeKluenikke 6annaHbICThbl
Apamanapjbl caxHanayra Ke3-KenreH
pexuccepaiH 6aTbinbl 6apa 6epmen.
«4exoBTbl TYCiHOEMiHLWe, YKNanblHLWa OpbIC
XallKblHbIH 6MipiH, 6HEPIH TONbIK MeHrepy
lWananblkKka casibl. Pexxuccepnepimis,
aKTepnepimis acbiFynapbl THi6. Ken
XblngapaaH 6epi M. Oyesos, F. Mycipenos
aTblHAarbl aKageMUsANbIK TeaTp/iapbl MEH
K. AimaybiToB aTbiHAarbl [MaBnogap,
HK.WaHuH atbiHaarbl OHTYCTIK Ka3aKkcTaH
06/1bICTbIK ApaMa TeaTp/apblHaH e3re
ePrinikTi yXbiMAapbIMbI3 Vbl ApamaTtypr
LaFapManapbliHa TYNKINIKTIi MOMWbIH

Oypa anmMau Kenepi. OpuHe Knaccukrep
eHOEeriH urepy oHaw wapya eMec,
JereHMeH, i3aeHic, cepnific, CinkiHic

6ap XKepae Koarasbic, Aamy, ecy, epiey,
inrepiney 6onmak», [2, 99 6.] — gen

6engi Teatp cbiHWbIChI B. CbhiFan Kazipri
TaH4a Macenere amHanraH TaKblpbInThl
KO3Fan KETKEH. DNeMHiH TYKnip-
TYKNipiHAE KOMbIbIMN XXYPreH gpamatypr
nbecanapbliHblH, 6i34iH enimi3ge, acipece
KasakK TeaTpnapblHia caxHanaHbaybl
KbIHXXbINTaabl. Mbicanbl, «LLine 6afbl»
nbecacsl 6i34iH enimi3ge ocbiFaH AeniH

H. bBekerkaHoB aTbiHAafFbl Kbi3blnopaa
06/1bICTbIK Ka3aK Apama TeaTpblHAaa E.
Opa3bIMBETOBThIH, A. HYexoB aTbiHAAFbI
MaBnogap 06/bICTbIK OPbIC ApaMa
TeatpblHda N. MepKynosbiH, M. JlepmoHTOB
aTbliHaarbl MeMneKeTTiK akageMuUsanblK
opbIC Apama TeaTpblHAa P. AHOpUaAcsAHHbIH,
peruccepnirimeH caxHanaHraH 6onatbiH.
Kapan Typcak, atanfaHaapablH, iwiHae
TeK Bipeyi FaHa Ka3aK TeaTpbl EKEH.

byn kemwin TycTbl K. KyaHbilw6aeB
aTbliHAarbl MeMneKeTTiK akageMUsanblK
Ka3aK My3blKa/iblK ApamMa TeaTpblHAaFbl

b. lNNoTanoBTbIH MHTEPNPETALUACBIMEH
KonbliFaH A. YexoBTbiH, «LLne» cnekrtakni
TONbIKTbIPAbI.

Ceprei NoTtanoB cneKTaKkb/iH, }aHpPbIH
KomMeaunsa Aen anyabl XXeH KepreH eKeH.
Ken yaKbIT 60Mbl NbeCaHbIH, XaHpbl Aay
TyAblpaTblH TaKblpbliNTapablH 6ipi 60bIM
Kenai. bipi oHbl Apama, 6ipi Komeaus,
an Kenbipeynep oHbl Tpareauns aen
KapacTblpabl. ABTOPAbIH 63i NbecaHbl
*asbin 6iTipepae Bn. N. HemupoBuy-
[aH4yeHKora xaT }ongan: «[lbecy Ha30BY
Komeaunemn», [3, 129 6.] — gen xasfaH
6onaTblH, an 6iTipreHHeH Kenid M. I1.
AneKceeBara «Bbllwna y MeHd He gpama,
a KoMeaus, Mmectamu gaxe dapce», (4,
131 6.] — gen xabapnaraH. [MbecaHbl
OKbIfaH M. Topkni «A. . HYexoB co3aan
COBEPLIEHHO OPUTMHANbHbIM TUM NbECHI
— NIMPUYECKYIO Komeauio» [4, 254 6.]
JereH nikipae 6onabl. «Cmex, CBO60AHbIN
W Becesbln, NPOHUKAET BCE MOJIOKEHUS
nbecbl. HoO He MeHee 3Ha4yuTeNbHO
B HEW M NUPUYECKOe Havaso. HYexos
BbICTynaeT TBOPLIOM OPUTMHaNbHENLLETO,
HOBaTOPCKOIO }aHpa JIMPUYECKON
KOMeAMKn, CoLManbHOro BOAEBUS»,

[5, 364 6.] — gereH nikip apKbiabl

M. TOpKMUAIH NiKipiHE KOCbINaTbIHbIH
KepceTKkeH B. EpmunoB e3 KitTabbliHaa
yCTaHfaH No3unLMACHIH ganenaen Woifyra
ThipbICKaH. [pamManbiK, TinTi TparegussbiK
TYCTapblHbIH 6ap eKeHfiriHe KapamacTaH
Nnbeca CoN KE3EHHIH KeNeHCI3 }aKTapblH
93i/1 apKbl/ibl KOPCETYI, KEWiINKepep
MiHe3iHAeri KynKi TyablpaTblH COTTEPAIH
60/ybl XXaHPAbIH KOMeauns 60bIM
KanblnTacyblHa Heri3 60Ma anaTtblHbIH asfFa
TapTagbl. An, K. b. CtaHncnaBcKuin 6yn
nikipnepai, 6ipiHe KocblNMan, My14eM
6acKa onabl YCTaHfaH, OHbIH; «3TO He
KOMeausl... 3To Tpareams, Kakom Obl

MCXO[ K NydLllen 1U3Hu Bbl HW OTKpbIBau
B NOCNeHEM aKTe... «TaXenasa AgpamMa
PYCCKOWM ¥Kn3HW» [6, 151 6.] gereH ce3aepi
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COHbIH AaneniHaen. OpTypni nikipnepaiy,
KalblnTacybl 3aHbl lyHWE ceKingi, ce6ebi
OipiHLIAEH, XaHpP AEreHimi3 — cypeTkepaiH
LblFapMara JereH Keaxkapachl. OPKiMHIH,
NnbecaHbl 63 TaHbIMbIHAA Kabblnaan,

OHbl KOpCeTyi KapaMa-KanllblnblKTap
TyAblpMaybl TWIiC ceKingi. EKiHwigeH

— YexoB nbecanapbiHAarbl }aHpAblH
epeKwenikrepi. «lbeckbl HexoBa

— 3T0 CBOEO6pa3Hble XaHpoBble
$dopMoo6pazoBaHus, KOTOpble ONYCTUMO
Ha3blBaTb ipaMaMu UK KoMeausamu,
JMWb UMes B BUAOY MX BEAYLLYIO XaHPOBYIO
TEHJEHLMIO, @ HE nocneaoBaTtenbHoe
npoBeaeHmne NPUHLMMNOB Apambl UK
KOMeOnKn B UX TpagmuLMOHHOM NMOHUMaHUN»
[7,97 6.] nereH obl TEK OCbl aBTOPAbIH,
WblFapManapblHa ToH KacUeTTi Aen 6achbIn
anTKaHOan.

KnaccukanblK TyblHAblnapfFa ToH HYexosB
NnbecanapblHbIH TaFbl 6ip epeKweniri —
O©TKEH facblpja ¥a3bljica Aa Kasipri 6i3
OMip cypin }aTKaH opTaMeH YHAECTIK
Tabysbl. «LLine 6afbl» 3aMaHayu nbeca,
ce6ebi gon 6yriHri TaHaa 6i3 HECHEHIH,
KeninaikTiH He eKEeHAIriH, Xepai TapTbin
albln, YMCi3 KanyablH KaH4an ekeHairid ae
oTe XaKcbl TyciHreHaenmi3s. TinTi COHFbI
Ke3aepi eTe YNKeH Macesnere anHanfaH
¥ep Macenenepi nbecaHblH, OYriHri TaHda
KOMbINybIH Tanan eteTiHaen. Ocbl TypFbiaaH
affaHfa, Kypaeni mocenenepai Ko3ranTblH
CMNeKTaKJ/Ib }aHpPbIH papc Hemece KoMeans
[len Kapay TbIM XeHin onnaymeH TeH.
Ananpa pexkuccep b. [Notanos cneKtakib
}aHpblH KOMeans aen anybl apKbiibl
NMbecaHblH, HEri3ri anTap OMbIH KYJIKi, 8/Kya
aPKbINbl XETKI3rici KENreH.

AKYTUANBIK peXxnccepain,
caxHallaHyblHAaFbl KOWbl/1bIM AOMObIpa
TapTbin, «Onnan Typcam 6yn AyHue Wonak
€KeH-ay...» Ien oH casblN OTbIpFaH Kapus
MEH OHbl Ma3aK KblbIM, He Kyngiprici Kenin
MYPreH akTep caxHacblHaH 6actanagbl.
OcblaaH-aK crekTakbliH KnaccuKkagaH
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epeKLIeneHeTiHIH 6anKkaabiK. Pexxunccep
C. NoTtanoB NbecaHbl Ka3aK KoFaMblHa
anbin Kenyre TbipblicKaH. On yLliH
OipiHWIiaeH, KeninkepnepaiH ecimaepin
Ka3aKunaHablpca, eKiHWiaeH onapabiH, 6ipi
KWiMAEPIHE 010 }abbICTbIPbIN, an KEUBIpI
ycTinepiHe Kam30/1, 6acTtapblHa Takus
KWin WblKTbl. OHbIMEH KOCa CaxHaHbIH,
Oip aFblHAa TYPFaH Y/IKEH ecCiK Te
otonaHfaH. An, YWiHWiaeH, KonblnbiMaa
aKTepnepaiH kenwiniri fom6bipameH
OH aunTbIN, KOObIZBGEH KYW TapTbin, 6ipae
KepiHicTepAai anfa KbUKbITyFa, an 6ipae
Keuninkepnep MiHe3iHaeri e3repicrepai
KepceTyre Tbipbicagbl. [lereHMeH ae
OYHbIH 60pi TbIM €pCi KePIiHIN KeTTi Aecek,
Katenecnecni3. Ce6ebi 6i3 caxHagaH
Ka3aKllafa e3repTinreH Keninkep
eciMaepiHiH, olonaHfFaH Knimaep MeH
YNITTbIK acnanTtap/blH apKacblHaa
«Ka3aKuaHFaH» OpbIC KNaCcCUKacblH
emec, A. HexoBTbIH NbecacbICbIHAAFbI
atMochepaHbl, KeninkepnepiHaeri epekiue
MiHe3aepai kepyai Makcart etemis. Ochbl
}epae TeatpTaHywbl Kaabipanuesa
AN3aTTblH MaKanacblHaH Mbicasn KeNTipeTiH
6oncak: «<Kan engid gpamatypri 6oamMachblH
CON XalNblKTbIH canTblH 6ypManaman,
caxHasblK aTHOrpadUsbIK KOCTIOM MEH
NOPTPETTIK TPUMHIH HaKTbl 60/ybIHa
pexuccepnep epekKlle KeHin aygapca
e3/epiHe abblpon 6onmak» [8, 17 6.]
bip »afblHaH Kenicyre 6onaTtbiH NIKip,
ananga 6y Tocin cnexkTakabAiH, annbl
KOHLEMLUSACbIMEH YHECIM TayblIM, 6enrini
Oip onabl MEH3EMN Typca KoNaaHbl/IFaHbl
[JypbIC eMec fen anta anManmbl3. [1an ocbl
KOMblINbIMa pexuccep eKeyiH GipikTipin
Kas3akKlla YH KaTKkaH A. HYexoBTbl KepCeTTi.
ABTOp NbecanapbliHa ToH XymbakK Chbip,
KeninkepnepiHe ToH KYMUAbINbIK Ka3ak,
CaxHacblHAa e3iHLe Tin KaTTbl.

EH anfallKbl KOPIHIC ThIHbILWTbLIKTbI
Oy3blIM, MOMbI3 AblObICLIH Calblm,
Kosi4apblHa YeMoAaH ycTan e34epiHiH,

Central Asian Journal of Art Studies N1 | 2020



MapuxKaeH Kene XaTKaHAblKTapbiH
KepCeTKEH KeninkepnepaeH 6actananbl.
OnappablH 69pi KepepMeHaepre Kapama-
Kapcbl Kenin Typa KanrfaHga oflapablH,
iliHeH 6ipi 6acTbl Keninkepre «byn
Kan 6enme?» aereH cypak Kosabl. Ocbl
Kesae 6ackanapbl <bananap 6enmeci»
Jen cbibblpnan 6actangsbl, an, Lne
XaHbIM conapfblH Ce3aepiH KanTanaraH
Kes3ae caxHadarbl XapblK 6ipaeH
KYLLEWin, }an-»apblK 60/bIN KETEAI.
Pexunccep KonblnbiMaarbl XapblK peniHe
aca MoH 6epreH, HoTUMKECIHAE eKniH
KOWMbIyFa TUICTI ic-apeKeTTep, caxHanap
TyCTepAiH ayblCybIMEH LUeLiNin oTblpAbl.
CneKTtaknbaiH 6acbiHia caxHa KeHiCTiriH
ounen TypfFaH a/Ci3 XapblK — ThbIHbIWTbIKTbI
ocbllailla KyaHblll, XacCTblK, 6aKbITTbIH,
6enriciHaen }apblK anmacTbipagbl.
byn »apbiK LLUne xaHbIMHbIH, (JTl060Bb
AHapeeBHa) KanTbiC 601FaH 6GanacbiHbIH,
ycTa3bl [ToTeHan (TpodnMoB) 6enHeciHaErI
[0. OniMOB caxHarfa LibIKKaH Ke3ae ae YKeH
pen atkapagbl. [loTeHonai KepreHaeri Lne
XaHbIMHbIH, ECTENIKTEPIHIH apKacbiHAa
caxHa KapaHfblaHblM, apfbl XafblHaH
KebeneK Kybln ypreH Fanure (Mpuwa)
9JICI3 XapblIK TYCin, 6TKEHAI KepceTei.
Ocblnaniia »apblK 6ipae eTKeHAi ecKe
canca, 6ipae con catre 60/bIN KaTKaH
OKWFanapblH, MaHbI3AblblFbIH aPTThIPbIN
OTbIpAbI.

CneKkrtaknbgeri Tarbl 6ip epeKLenik
— CaxHaHbIH Bip LWeTiHae opHanackaH
MUKPOGOH. bacTbl KeninKepnep Ken
TyCTapa MOHOJOITapblH OCbl Xepre
Kenin, 6aplara xapusa eTKeHOEN Kbl/bin
anTbIn OTbIpabl. byn pexuccepain
KWMHO canacblHAa Aa eHOeK eTeTiHAiriH
OanKaTtca, eKiHWiaeH OyriHri TaHaafbl
«CayHAapamasnblK» KOMblbiIMAapaa kenten
Ke3aeceTiH Tocinaepain, 6ipi. Pexkuccep
9P KeMiNKepaiH, XYPEK TYKNIpiHAE XaTKaH
€H, Kynus cbipabl Aa, 6apwameH 6eicKici
KeNleTiH oMnapbliH Aa MUKPODOH apKblfbl

anTKbl3agbl. OCcbl apKblibl pexxunccep
KOWMbl/IbIM 6apbICbIHAAFbI KEMINKEpP
CO3/1ePiHiH eH Heri3rifiepiH eKkniH
KOWMbIN KepceTKici KenreH. OHbICbl COTTI
LWbIKKaAH, CMeKTaKbre cepnisnic anbin
KenreH TyctapabliH 6ipi 6054bl JeceK
Kartenecnecnis.

KonblnbIMFa KaTbICyLLbl aKTepep
aHcambnb Ty3e 6ingai. 9cipece ep
aflamap crekTak/bfiH TEMNOPUTMIH
Oip coTKe Ae TYCipMeHn, Y3AiK CEPIKTECTIK
6annaHbic Kypabl. Fanbin (faes) peniHaeri
K. KbicTbiKkb6aeB, bantaw (JlonaxuH)
6enHeciHgeri H. ©teyinos xaHe EckeHfi
(CemeH MaHTaneesny) comaaraH b.
KalwkabaeB oMblHAapbiHAA MiH XOK. [an
OCbl KOWbIIbIMAa Oflap 634epiHiH caH
KblpJibl aKTEP EKEHAIKTEPIH Aanenaeai.
CompaanTbiH 06pa3aapbiH XKiTi 3epTTen,
6ounnapbiHa CiHipin, XaH-aKThbl
urepreHgepiH 6ankatrhbl. «Pexxunccep,
npoJenaB OrpoMHYL0 paboTy No aHanmuay
NbeChbl, YTOYHSAIOLLYIO €ro 3aMblcer,
NPUXOONT Ha PENETULIMIO CO 3HAHMEM
BCEW LLenn KOHPNMKTHBIX GaKToB
nbecbl — 3TO HENPENOXHO. bonee TorO,
pexuccep OoNKeH 3HaTb AENCTBUE
KaJoro nepcoHaka 1 CBA3Ku C KaxKbIM
KOHMNUKTHLIM paKToM», — Aenfi Teatp
pexuccepi A. lMonamuiueB eHoberiHae.
OKiHilWKe opaK, KenTereH pexuccepnep
aTtanfaH TocCinai KongaHa 6epmeni.
KonbinbIMHbIH 60M1allaK }obacbl TeK
peneTuuus Kelaepinae faHa nanga 6ona
6actanabl. An, C. [NotanoB nbecagarbl
KaKTblFblCTapAbl 3epTTen 6apbIn KaHa
KOMbINbIMMEH, aKTEPIEPMEH KYMbIC
icten 6actanabl. COHbIH apKacbiHAa,
KoMblibIMAaFbl Anonorrap, TinTi
aKTepnepaiH, MoHONorTepi ae ceHimai, api
KaKTbIFbIC TyAblpaTbliH 6annaHbIC Nania
6onagbl.

LLine 6afblH «KYTKapbIN Kany yliH»
TYPANi YCbIHbICTapPMeEH KeneTiH bantaw
6enHeciHgeri aktep H. ©TeyinoB onbiHbIHAH
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Aamyabl Kepaik. Keninkep MiHesiHgeri
HaMbICTbIH TanTanybl elNeHAiNiKKe,
all 0J1 KeK allyFa, KemiHHeH aylwnaH
caHauTblHaapAblH eH 6aFanacbiHaH
TapTbIn anyfa oKenin CoKTbipAbl. AFallKbl
KepiHicTepaiH, 6ipiHaeri A. TaHabaeBa
MeH H. ©TeyinoBTiH caxHacbIH pexuccep
CUMBOJIMKanNbIK TypAe WellKeH. Wne
XxaHbiMAbl comaaylbl A. TaHabaeBa
¥epre oTblpa KeTin, 6aKTbl anbin KanyablH,
amMangapblH KepceTin »aTkaH banTtalu
peniHaeri H. ©TeyinoBTiH YCTiHEH aTTan
eTe wolragdbl. Ocbl apkblibl C. [ToTanos
bantawTblH NiKipiH KynafbliHa iNTMECTEH,
Tepic 6ypbibin KETKEH LLIne xaHbiMabl
KepceTTi. Ocbl KOPIHICTEH eKi HOpCeHi
6anKaablK. bipi — xaHbIM 6acblH 9p
Hapcere ayblpTKbICbl KenMeyi, TipfiKneH
iCi }XOK, OHCbI3 [la TayCbl/lyFa Tasn KajfaH
aKlaHbl apbl aa, 6epi ge watlybl. An,
€KiHLici — e3iHe 6ackanapablH 6en-
al Kapaybl, TinTi enemeynepi bantauu
MbIP3aHblH HaMbICbIH OSATbIM, KE3iHAE
KallblM KETKEH OKIMEHI KanTa ecKe canbin,
KeK anyra utepmersiereHi. bip mnusaHcueHa
apKblNbl peXuccep eKi Keninkepaid ae
MiHe3aepiHaeri epeKLWweniKTi, e3repicTi
KepceTTi. CneKTaKk/b/iH eH COHbIHAA
lMe 6aFbiHbIH caTblIFAHObIFbIH KOHE
OHbl banTaw mMbip3a caTtblin anFaHAbIFbIH
ecTireHge LLne xaHbIm peniHaeri A.
TaHabaeBa elTEHE NEMECTEH, Xepre
OTbIpbIN Kanapgbl, an bantaw KenniHgeri
H. ©Teyinos ocbl CoTTi NanfanaHbin, KeriH
KaWTapblIM, OHblH YCTIHEH aTTan Xype
6epepi. Ocblnanwa, AYHUEHIH anMa Ke3eK
E€KeHJIiriH Tafbl 6ip eCKe canFaHgan acep
Kanablpabl.

Fambin 6enMHeciH comaaraH akTep
K. KbicTak6aeB OMbIHbIHAH i3AEHICTi
KepaiK. AlHanacbliHaa 60MbIn }aTKaH
}aWTTapMeH Lapyachl 0K, 6aK caTblbIn
»KaTKaHga 6anblK aynan, asfblHa KipreH
TIKEHre }blnan }ypreH Keninkep apKblibl
pexuccep 6YriHri TaHgarbl €3 XiriTrepai
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KepCeTKici KenreHgen. ©3i KuniHe
alMauTblH, alTKaHbl 60/1Main 6apa aTca
¥blJlan KOPKbITaTbIH «€p ajam» 0TOAaCbIHbIH
MYOJECIH, KapblHAaCTblH HAMbICbIH KOpFam
anmacsl aHblK. Con cebenTi e coMaanTbIH
KeninkepiHiH apeKeT eTneyiH, ynai Kopfran
KasyFa TannblH6ayblH pexuccep ochbl
TpaKTOBKa apKbl/bl KepceTKeH. lMenaror
M.ByTKeBUMYTIH, «[OTOBSACL CbIrpaTth Nbecy
CeroflHg 1 ctapasicb ChirpaTb €e npasamBo,
Mbl HEBOJIbHO MLLEM CErOAHSILLIHNE
MOTMBbI NOBEAEHUS AENCTBYOLWMUX NnLL. B
3TOM cneundmKa TeaTpa KaK UCKyCcCTBa,
CYyLLLECTBYIOLLEr0 UMEHHO CErOAHS M TOJIbKO
cerogHs» [9, 143 6.], — aereH ce3aepi laes
OENHECIHIH 0o/ OCblHAaM MiHe3ai 60ybIH
aKTan TypraHaan.

An, EckeH peniHperi b. KawKabaes
3NM30A4TbIK 6EMHEHI coMaay apKbl/ibl
aKTep peTiHAe KaHLWasblKTbl TYpeHe
anatblHblH KOPCETTI. O3iHE KaFbIMChI3
allamapMeH cenneckeHae 6ipae ay3bl-
6achblH ThIPXUTbLIMN, Gipae 6aKa 60bIn
CeKipin YHaMaKnTbIHTbIFbIH allblK KepceTe
anartbiH KENINKepAi akTep MUMUKa apKblibl,
nnacTuKasblK WeLiMaep apKblibl KOPCETTI.

KepiciHwe KonbinbiMaarbl anen
afjampaapabiH 6enHenepiH comaaraH
aKTpucanapabiH OMbIHbI ©TE 9/1CI3.

LLne (Jlto6oBb AHApPEEBHA) peniHaeri A.
TaHabaeBa, AnMaHbl (AHS) comaaraH XK.
NckaKkoBa, baHy (Baps) 6enHeciHaeri

A. M6paeBa CbiHabl akTpUcanapabiH
OWbIHbI 911 A€ WebepniKTi, AanblHAbIKTbI
KaxeT eteai. Pexxnccep Cepren lNotanos
KOMbINbIMFa Xac aKkTepsiepai eHrisy
apKbl/bl Mbecara *aHa YH Kocyabl MaKkcaT
€TKeH. Mbicanbl pexuccep KOnblIbIM
60oMbl «LLlneHi» kac Kbl3 06pa3biHaa
KepceTTi. OHbICbI OpbIHAbI Aa, TyFaH
epiHe, 6ananbiK WafFbl 6TKEH yHiHe
KeNnreHe »aH-yHWeCi acapblin, epeKlie
Kynre 6eneHreH agamasbl C. [1oTanoBTbIH
LewimMiMmeH canbTo Xacan, 6unen, caxHaja
€pPKiH KO3FasiFaH »ac aKTpuca comaagbl.
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An, creKTaKknb/iH eH COHbIHAA caTbllblMN
KETKEH Lne BaFbIMeH KolTaCcKaH akTpuca
A. TaHabGaeBa KEHETTEH erje XacTafbl
anen 6onbin Whifa kenedi. Con apKbl/bl
KOWMbINbIM 60Mbl 6i3 KOPreH }ac Kbl3 TEK
LLIne xaHbIMHbIH iWKi @nemMiHge 60nbin
aTKaH TONKbIHbICTApPAbl KEPCETyre
HerisgenreH Tocin eKeHAiriH TYCiHAIK.
Pexunccep TpakToBKacblHAaFbl 6eMHe CoTTi
acaliFaHbIMEH, aKTpUCaHbIH KENiNKep
OeMHECIH allybl KeHinre KoHbIMAbl 60/1a
KoWfaH oK. A. TaHabaeBa KENINKepiHiH,
iLWKi 06pa3sblH }acayaaH repi, CbIPTKbI
KenobeTiHe Kemn MaH 6epreHaen acep
Kanabipabl. Ce6ebi akTpuca Heriari ekniHai
nnacTuKkara KolraH, an avanorrapblHaarbl
CEpPIKTECTEPIHIH opeKeTTepiHe «b6aFa»
oepMen, Keseri kearenae cennen
KeTe 6epyi ani ae WwebepniKTiH,
KETICNenTIHAIriHIH, ganeni. «<MHTennexT
€O3/acCT TaKoe pa3yMHoe coyeTaHue
ymMa 1 aMOLMK, NpU KOTOPOM MaeasibHO
COEPXaHHbIM AYLWEBHbIM ap HUKorga
He JOMAET B paboTe 0 TOYKU KUMEHUS
C XapaKTepHbIM A1 3TOr0 COCTOSAHUS
IMXopaoYHbiM MeTaHueM. CoBeplueHCTBa
[AOCTUTHET TOT aKTep, Yen ym cymeeT
NocTUYb BCe 6oratcTBa CO6CTBEHHOM
apTUCTUYECKOW HaTypbl M MOKa3aTb UX HAM
yepes naeanbHO HanOeHHble CUMBO/bI»,
[10, 193 6.] — Aenai aFblIWbIH peXkuccepi
I. Kpar. LUbIH MOHIHAE pexunccep ataraH
KacueTTepre ne aktep caxHaga comaarn
aTKaH 6erHeciHe CeHAipy YLLiH Kanfbl-
MYH/bl XXacaH4bl KOPCETKEHHEH repi,
ilKi TepeHairiHaeri apnanbiCTbl 6epyre
Tbipblicagbl. TybIN-6CKEH YWiHE KeNrex
Keseri akTpuca Kes3iHeH WaTTbIKThI,
[aybICblHaH KyaHbILWTbl Kepe anmacak Ta,
COHFbI KOpiHicTeri KolTacy caxHacbliHAa
KMMaCTbIKMEH Wne 6aFblHa KanTa-KanTa
opasblin, }aH arKanbl LWblKKaH Wapachl3
oven 6enHeciH Kepe anablK.

baHy (Baps) 6eiHeciH comaaraH
akTpuca A. MbpaeBaHblH Keninkepi

cabblpsbl, 9pKe3 ycTaMabl, YA iWiHAeri
TipNiKTi FaHa OManTbiH 6acbiHa opaman
TaKKaH Hafbl3 Ka3akK aureni. MoMWHbIHa
TaKKaH Kintrepi apKbl/bl YA WapyacblHbIH
KiMHIH KOJIbIHA@ EKEHAITH KePCETKICI
KenreHgen. Cnexktaknb 6acbiHaH TacTaMam
TarbIM XXYPreH KinTrepiH, KOMblIbiM
COHblHa Kapaw epikci3 banTtalluKka 6epyre
MaXKOYp 60nabl. Pexxmuccepain, ocbl apKblibl
Keuninkep TaburaTtblH, OCbl YUAEri anap
OPHbIH CUMBOJIMKaJIbIK TYPAE LWeLlyi COTTi
WbIKKaH. Ananaa aktpuca A. MbpaeBa
OWblHbl 6Gip capblHAbI, il NbICTbIPaPbIKTaM
60/1bIMN KETTI, TINTi AaybICbIHbIH 6ip TEMNTE
FaHa 60/ybl cOMAan XaTkaH Keninkep
MiHe3iHaeri e3repicTepai allbin KepceTte
anmajbl. ATan eTKeHiImMi3aen, 6y 6enHe
OTOAaChIHbIH, TYTACTbIFbIH CaKTaydbl, WK1e
6afblH amaH anbin Kaayabl oMnanasbl,
OJ1 YLLiH 69pi KOCKbIChI Kenin xyprex
bantalka ynneHce e3 fereHiHe xxetep
efi. AkTpuca bantaluneH yineHnyre Kapchl
emMec eKeHfiriH ce36eH antnaca aa,
iciMeH, Kbl/IbIKTapbIMeH 6ingipce pengiH,
allblyblHa CENTIriH TUrisep eai.
KoMblnbiMaa KblbIKTapbl 93iN
TyObIPbIMN, CaxHafFa ap WbIKKaH CalblH
Oip epeKLeniK anbln KeNeTiH akTpuca
6ap, on — Jopusa (dyHswa) peniHaeri
A. CepKkebaeBa. AKTpuca 6ip KynaeH
eKiHLWiCiHe Te3 aybICbIMn, AaybIC bipFafFbliH
[a caH KyObINTbIM, COFaH can ic-opeKeT
acanabl. KonblibiMFa KOMeAUANbIK CapblH
6epin TypFfaH obpa3 63 MaKcaTblHa XKeTe
angpl, eH anfalwkKbl caxHanapgaH 6acran
KeHinai, anHanagarblnapabiH 6apiHe
KyaHbIL Cbinnan XyYpeTiH KeninkepaiH
e MyHanaTblH Ke3i 60naTbIHbIH KepiK.
CoHfbl caxHanapbliHbIH 6ipiHAe MMapuKre
KeTin 6apa »aTkaH apacka (Awa)
CYMETIHAIrH, XaT KYTETIHAITH auTKkaHaa
aKTpucaHbl MyngemM 6acKa KblpblHaH
Kepaik. A. CepkebaeBa YHeMi Kynin
YPETIH ajaMHbIH, Aa KaWfbiCbl 6apbliH, 6ip
KaparaH[a *eHiNTeK KepiHEeTIH KbI3ablH Aa
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CYWMin, KYTeTIH 6ip FaHa agambl 6ap eKeHiH
KepceTTi. Tafbl 6ip anTa KETETIH XanuT —
aKTpUca cepikTecTepiMeH agemi guanor
Kypbln KaHa KorMaMl, OHbl ellKaHaan
*acaHAbINbIKCbI3, LWbIHAWbINIbIKKA
aKblHAaTyFa Thipblcagbl. HoTuxeciHae
aybl3 TONTbIPbIN anTyFa 60aaTbliH
TONbIKKaHAbl 6erHe nanga 6onabl.

BbynaH 6acKka, KOWblbiIMAA KaWfblbl
Keninkep 6ap, on — Wan (Pwupc). Wan
6enHeciH KP eHOEeK CiHipreH KanpaTtKkepi
K. HypnaHoB comaaabl. bap FyMblpbIH
CON YMAiH WapyacbiHa 6epin, emip 60mbl
KbIBMET ETIN Kesle }aTKkaH KapusHbl
KapTaufaH LaFblHAa eWKiM ae TbiHAaFbIChbI
Kenmengi. Line 6afbl catbinbin, YK
Ky/bINTanbin 60pi })aH-}KaKKa KeTKkeHae
YMbIT KallFaH Kapus KeTKeHaepaiH apTbiHa
Kaparn XblayblH TOKTatnanabl. LnemeH
KaTap »ac KOCblIMN KeJe XaTKaH KapUsaHbIH
OTanbIn XaTKaH LWMenepai Kywakran
Mblflaybl — K63 aNblH4a *acTblK WaFbIHbIH
6antanaHbin }¥aTKaHbIHA KbIHXKbINy. AKTEP
KeMninKepiHiH xapaKTepiH XaKcbl TanKkaH,
cneKTtak/b 60Mbl K.HYpnaHOBTbIH ©3iH-
o3i ycTaybl 60/bIN XaTKaH OKKFanapra
€pPIKCi3 KeHETIHAIrH KepceTKeHaeN,
ananaa COHfbl caxHacblHAa ¥aH AaybICbIH
WhlFapa anrannaybl }anfbl34blKTa eJiyre
Kapchbl WbIKKbICI KENETIHAIMNH HEMece
O©TKEH XacCTblK LIaFblHbIH, 6EKEP KETKEHAIrH
KepCeTKIici KenreHaen.

HKannbl KonbINbIMAarbl akTePiK
aHcaMO/b eTe KoFapfbl AeHrenae 6onabl.
bByraH op aKTep 63 yneciH TUTi3in xaTThbl.
Atan avTtap 6oncak, [l. 9nimoB NaTeHon i
(TprodmmoB), A. AimarambeT LLlapnoTTaHhil,
LLl. OppabaeB HapacTbl (Awa) comaaabl.
AKTEpsiep KENINKePNEpPiHiH, iWKi XaHe
CbIPTKbI NNaCTUKaCbIH Urepyre ThlpbICbIn
6aKKaH, AanblHAbIKTapAblH HOTUKECIHAE
comjanaTtblH pesgep ani e nicin-etineni
[IEreH ceHimaemis.

KonbinbiM cypeTulici bepik byp6aeB
€HOETIHIH 30p EKEHAIriH Ae anTbIn 6Ty KeH
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6onap. CaxHaga atan anTapiblKTan Kypaeni
cueHorpadus ok, bipae ecik, 6ipae
lWKad KbIBMETIH aTKapbln TYpFaH AYHKE,
aBaHCLieHaZafbl e 6yTaKTapbl KaHe
caxHa TybiHae opHanacKkaH ecik. LLaHbipaK
peTiHOEe KePCETINreH Kbi3bl1 abaxyp Aa
TUiMAi TabblFaH. KoMblibIM COHbIHAA LLKME
OafblHblH CcaTbl/IFaHblH Xabapaap eTKkeHae
atanMbllW WaHbipak bantaw peniHaeri

H. OTeyiNOBTIH }OFapfbl afFblHaH TOMEH
Kapau Tycin, ocCbl WaHblPaKTbIH UeCi
6o0/iFaHblH KepceTKeHaen. COHbIMEH

Katap, MNapuaeH KongapbliHa ycran
KenreH yemogaHgap 6ipae Anma o6pasbiH
comparaH XK. MIckakoBa KyaHblLUNEH ecKke
alnbll KOPCETKEH aye LapblHa alHarnca,
Oipae YNKeH y# iwiHaeri 6envenepai
KepceTTi. byaaH 6eneK caxHaja 6ipHelwe
OpPbIHABIKTAP OPHanacTbipbl/IFaH, onap
CMeKTaK/b 60Mbl 63 KbIBMETTEPIH aTKapAbl.
EH cOHFfbl caxHaa wue 6afbl caTblbIM,
Oap/iblfbl XXaH-XaKKa KeTin 6apa »aTkaHza
aKTepsiepdiH opTaja opHanacKaH
OpbIHABIKTAp/bl KynaTbln KETYI 1€ epeKLle
wewinreH. Ocbinaniwa 6ip 0T6aACbIHbIH
Tapuxbl KYHpen, 6TKEHi YMbITbIbIM,
OonalwaKKa aereH ceHiMmi xofranraHblH
KepceTKici kengai gen TyciHaik. Pexkuceep
MEH CYPETLWIiHiH CaxHaHbl JeKopaLnaMeH
TONTbIPMaMK, KenTtereH ayHuenepai

LapTTbl TYPAE KOpceTyi 3amaHayu Teatp
TanabblHa cal, MMHUMaJTIU3MIe XakKblH, an
CUMBOJIMKAlbIK WeliMaep Keninkepnepai
MiHEe3iH allyaa Kynus Koarap Tepisaec
MOHTre ue.

OAunckKyccuna

OKiHilLKe opan, pexxuccepnepain, AeHi
CrneKTaK/bge 6acTbl OpblHFa Keninkepnepai
LWblFapbIM, TEK CONapAblH ic-opeKeTi
apKbl/ibl 6MIPAIH 63reprexairiH, 6ypbiHFbl
KYHOEPAIH KanTbIN KEIMENTIHAIMH KepceTin
aTaabl. Ananaa, con KaTblCylblnapabliH,
Oip Kesaepi }ankanbin, KENiHHEH GYPbIHFbI
OENHECIH }OFaNnTKaH AYHWere aerex
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KapblM-KaTblHACbIHbIH, HOTUXECI FaHa
3aMaHfa 6epep 6ara 6onmak. Ocbl opanja
HKakbinoBa *asupaHblH MaKanacblH
Mblcan eTceK: <ABTopnap YexoBs ochbl
KOMeOMUAChbIHAa 63 KENIMKePNEepiHiH,
9pEKETIMEH ABOPSH OLLAFbIHbIH
TanKaHganyblH, }XaHa 3amMaHfa JereH
OeniMCI3iKTi *XoHe aHa KOXKanblHHbIH,
YCTEMJIriH KOPCEeTyre ThipbICKaH gen
Kengi. bipak 3amaH e3reppai. Apara yakbIT
canbln WhliFapMara KanTagaH yHinreHae
6acKalla on Kenepdi. MeHiHwe, NnbecaHblH,
6acTbl KeninKkepi 6acka emec, LLne

Oafbl, OHbIH ryngey KesiHgeri faxambin
CcynynbiFbl. ABTOP KeninkepnepaiH 6aKkKa
[lereH Ke3Kapachl apKblibl onapabliH
narvbliM-napacarbiH KepceTkeH» [11, 7

0.] — nengi. An, utanbsH pexxuccepi .
Ctpenep «Cag — 370 cepAaLEeBMHA BCEN
NCTOPUK, OH — MaBHOE AeNCTBYloLLee
MU0, M NOTOMY UMEHHO OH NpeacTaBNsgeT
€060t camyto 60/bLUYIO TPYAHOCTbL AN
NocTaHoOBLIMKa. He noKa3biBaThb ero,
NpOCTO NoapasymMeBaTb — 3TO OLLIMOKa.
[Nokazatb, JaTb NoYyBCTBOBaTL — Apyras
ownobKa. Cag foKeH O6biTb, M OH AOTKEH
OblTb YEM-TO TAKMM, YTO MOXHO YBUAETb
N OLLLYTUTb, HO OH HE MOXET BbITb MPOCTO
calom, OH 0653aH 6bITb BCEM Cpasy.
[MOTOMY YTO B HEM KOHLIEHTPUPYETCSA
BCe», [12, 132 6.] — aewngi. EKi nikipae

ae antbinFaH macene C. lNotanos

TPaKTOBKAaCbIHbIH, HETi3ri Ki/ITIHE anHaFaH.

Cebebi perxkuccep yLiH 6acTbl Mocene —
0aKKa fereH agamapablH, KO3KapacbiHbIH,
e3repyiHeH TyblHAANTbIH e3repicTep.
MYMKIiH 0N }aKChbl }XaKKa Kapau esrepic,
MYMKiH KepicCiHlle, anania aKyTUSAbIK

pexunccep Lwne 6arbl caTblNFaHMEH,
Gap/iblK KeNniNnKkepnepai aHa emMip KyTin
TYpFaHAbIFbIH KepceTTi. TeaTp pexkuccepi,
neparor A. 3dpoc KitabblHaa aTtanfaH
aBTOPAbIH, NbecanapbiH 3epTTTe

M Kene: «4exoB Bepun B Gyaylee, HO Npu
3TOM COXPaHHAJ1 caMbl TPE3BbLIN U CaMbli
CYypOBbIW B3N Ha }U3Hb», [13, 67 6.] —
newngi. KentipinreHn mbicangbl pexuccep
C. lMoTtanoB Ta cneKTak/bAe KepceTin eTTi.
CaxHa KapaHfFbliaHFaH Ke3ge, TyKnipae
OpHanacKaH ecCiKTeH ¥apblK WallblbIn
OapluaHbl KyaHblllKa 6enen, 6aKbiTKa
KeHenTeTiHaen acep cbinaabl.

KopbITbiHABI

AcTaHa KanacbiHaafbl K. KyaHblil6aes
aTblHAaFbl MeMneKeTTiK akageMUssbIK
KasaK My3blKanblK ApamMa TeaTpbiHaa
caxHananfraH C. [ToTanoBTbIH, KOMbIbIMbI
penepTyapFra TbiH 63repic anabin Kenai.
OpbIC KNaccuKachkl KadaK KoFaMblHa
aKblHAAAbl, OHAAFbl KaTbICYLbITAPAbIH,
OaKKa [lereH KesKkapachl 6YriHri TaHaafbl
3aMaH KenbeTiHiH Kannbl 6eMHeCIH
*acapbl. Pexxnccep C. lNoTanoBs eH,
anfblMeH CneKTaKIbAiH, anmnbl opmachiH
KaKCbl TanKaH. QKCNEePUMEHTTIK TocCinai
yCTaHyaaH KOpblKnaK, Nbecara aHa
Jem 6epreH. HoTuxeciHae Kasak
caxHacblHaarFbl A. HexoB nbecachbliHbIH,
3aMaHyun UHTeprnpeTaumsacbiH Kepe
anablK. ATanMbllL KOWbUbIM Kasipri
TaHaarbl enimisaeri TeaTp yaepiciHaeri
MOAeHM GannaHbICTbiH OPHbIH aHbIKTan,
€Ki eN apacblHOaFbl OCbl TEKTEC
KonnabopaunsiHbiH MaHbI3/blNbIFbIH,
©3€EKTINIrH TafFbl Aa aHbIKTan Tyceai.
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Y. H. TokaeBa
Kasaxckasi HayuoHanbHasi akademusi uckycems um. T. K. )KypeeHoea
(Anmamel, KazaxcmaH)

MECTO KY/IbTYPHbIX CBSI3E/ B KASAXCTAHCKOM TEATPAJIbHOM NPOLIECCE

AHHOTaUMA

B naHHOM cTaTbe onpeaeneHa posb KynbTypHbIX CBS3EN B COBPEMEHHOM TeaTpasbHOM npouecce KazaxcraHa.
TaKxXe aBTOp paccmaTpuBaeT BKIaA 3apyOerHbIX PEXUCCEPOB B KYbTYPHYIO XWU3Hb CTPaHbl U UCTOPUIO
Ka3axcKoro TeaTpa. B 0CHOBHOM B Hay4HOW cTaTbe AaeTcs yrny6neHHbI aHanna komeamn A.l.YexoBa
«BuwHeBbIN caf» focyaapCTBEHHOIO akajeMMUYeCcKoro Ka3axCKoro My3blKallbHO-ApamMaTUuyecKoro Teatpa UMm.
K. KyaHbllw6aesa B noctaHoBKe C.[loTanoBa, paccmaTpuBaloTCs XyA0XKECTBEHHbIN YPOBEHb PEXKUCCEPCKUX
peLlleHn 1 akTepcKoro MactepcTaa, NpobsemMbl cLeHorpadumu. BeisBNeHO, YTO COTPYAHUYECTBO
(Konnabapaums) aensioleecs KybTypHbIM MOCTOM MEXAY ABYMS CTPpaHaMM, BaXKHO M aKTyaslbHO ANns
COBPEMEHHOrO TeaTpasibHOro npouecca.

KnoueBble cnoBa: Ka3axckui Teatp, KynbTypHas CBA3b, PEXXUCCYpPa, aKTEPCKOE NCKYCCTBO, A. Hexos, C.
[Motanos, Konnabapauus.
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(Almaty, Kazakhstan)

THE PLACE OF CULTURAL TIES IN THE KAZAKH THEATER PROCESS

Abstract

This article defines the place of cultural ties of Kazakhstan in the modern theatrical process. In addition, the
author told about the history of the Kazakh theater, that in General, foreign Directors have contributed to the
cultural life of the country. Based on a scientific article in the K. Kuanyshbayev State academic Kazakh music
and drama theater conducted a deep analysis of A. Chekhov’'s Comedy "Cherry”, considered the issues of
artistic level, Director’s decisions and acting games, scenography. And the fact that the collaboration, which
is a cultural bridge between the two countries, is important and relevant for the modern theatrical process.

Keywords: Kazakh theater, cultural connection, directing, acting, A. Chekhov, S. Potapov, collaboration.
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Abstract

The modern process of training and educating young Directors and choreographers is a complex and

multifaceted concept. In the context of increased competition between Universities for the right to teach a

particular specialty, the introduction of new methods and principles of training, as well as their correct use

in the educational process, including in the training of future Directors and choreographers, is becoming

increasingly important. Such techniques and methods of studying choreographic skills fully include innovative

technologies, an emphasis on independent work of students, and joint creativity «teacher — student».

Their application in the higher education system will allow to achieve the most significant results in the

education of not only a competent specialist in the field of dance art, but also a highly professional Director-

choreographer of the new formation.

Keywords: educational process, higher education, choreography, innovative technologies, Director-

choreographer.

Introduction

In the program for the development of
education of the Republic of Kazakhstan
until 2020, importance is attached to
the formation of the personality of such
a competitive specialist who is able
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to independently and creatively solve
professional problems, understand
personal and social significance of his
professional activity, and be responsible for
its results.

In addition, in the context of
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modernizing the entire higher education
system of the Republic of Kazakhstan,
new approaches to the formation of a
professional culture among students of
the choreography departments of the art
institutes of the Republic of Kazakhstan
are proposed.

In this regard, | would like to note
that at present a lot of talented young
people have come to the universities of
our country who want to study creative
professions, among which choreography
directing is very popular. This process,
on the one hand, makes the profession
of director-choreographer accessible
for training for a wide segment of the
population, and on the other hand,
increases the requirements for the
selection of contingent, the content of
training, and the quality of professional
training of future choreographers.

Methods

Also, new competitive relations are
being formed between universities
that train specialists in choreographic
profile. Such educational institutions
are trying to fundamentally transform
the educational process by modernizing
and bringing it in line with international
standards. Education goals are being
updated. The priority is not the amount
of acquired knowledge and skills, but the
diverse development of personality of
a future director-choreographer, which
makes it possible to realize his abilities
and capabilities in the future. The leading
goal of education is preparation for the
complexities of professional activity,
psychological and social adaptation.

Results

Today, it is indisputable that
Kazakhstani choreography has stood on a
par with the best examples of world dance

art, both in terms of performing skills and
in the field of directing art. In addition, the
system of higher domestic choreographic
education has accumulated quite a lot

of experience in scientific research on

the problems of educating directors-
choreographers of a new formation. A
number of works of both theoretical and
educational-methodical orientation have
also been published. At the same time,
Kazakh choreographers carefully study the
rich heritage of world directorial art, and

in particular, scientific works on various
aspects of directing. Much attention is also
paid to the analysis of works in general
directing, directing theater and cinema,
and other types of directorial skills.

Discussion

So, in the work of A. S. Rakhimov
«Mastery of a director» [1, p. 89] describes
the results of research work on the basics
of the director’s profession, during which
a system of training and education of
young stage directors was proposed. The
book «Mastery of an Actor and a Director»
(edited by B. E. Zakhava) [2] summarizes
the great practical experience of directorial
work in creating various compositions and
whole theater productions. In addition, the
content of directing classes is examined in
detail, including questions on educational
work and the repertoire, methodological
techniques, due to the specifics of this
type of creativity, organizational forms of
working with creative teams.

Of interest are the works in the
collection edited by V.V. lvanov on theater
criticism, devoted to the role of directing
and director in creating various theater
projects [3, p . 69 ]. They pay great
attention to the personality of the leader,
choreographer, his role and tasks in
creating a work of art. In a scientific study,
V. V. Zashchepkina gives an analysis of
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the features of the concept of «director» in
European culture at the turn of the XIX—XX
centuries [4, p. 191-193].

Works on the direction of choreography
and the art of staging work do not
go unnoticed. In this regard, the
book «To Teach the Beautiful» by V. S.
Konstantinovsky gives a lot of learning
material, in which the author talks about
the role of the choreographer in the
formation of traditions, the content of
academic, educational and staging work
of such a large creative association as a
folk dance ensemble [5]. In the work of
T. B. Khazanova «Education by means of
choreography in an amateur team», special
attention is paid to the possibilities of
directing choreography as a synthetic form
of art in the upbringing of a harmoniously
developed personality, reveals the complex
educational impact of various types of
directorial and production work on all
aspects of a person’s spiritual culture [6] .

In the educational and methodical
study manual of L. V. Bukhvostova and
S. A. Shchekotikhina, «Composition and
staging of dance», the authors examine
in detail the problems that the directors
encounter when creating a choreographic
work. The authors, analyzing the forms
of choreography created in the course
of historical development, come to the
conclusion that their methodology requires
scientific development [7].

The work «Creative Principles
of Choreographers of the Soviet
Choreodrama» (compiled by R. G.
Volodchenkov), which substantiates the
need to study the creative heritage of
outstanding directors and choreographers
who can set and solve interesting creative
tasks, create independent programs
and concerts, can be called a milestone.
The principles, methods and content,
the repertoire of the activities of such
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choreographers are described in detail in
this publication [8, p. 243].

A wide range of problems is also
considered in the scientific works and
methodological manuals of domestic
directors-choreographers. So, in the
books of B. G. Ayukhanov «My ballet» [9]
and «Biography of feelings» [10], issued
in connection with the increased interest
in choreographic art, as well as increased
requirements for stage choreography,
the basic principles of choreography
are described in detail. This publication
found detailed coverage of the results
of the master’s many years of work in a
professional dance group, aimed at solving
problems of forming a national musical
and dance culture.

In a joint work of D. T. Abirov and
A. Ismailov «Kazakh folk dances», the
methodical and educational material of
different stages of development of national
choreographic creativity is summarized, the
optimal ratio of elements and movements
of Kazakh dance is proposed, and for the
first time, elements of contemporary dance
for that period (60s of the 20th century)
dance styles. A new approach to teaching
Kazakh dance is substantiated, based on
the results of all previous research and
experimental work [11, p. 37].

An important in terms of studying the
principles of directing choreography is
also the educational and methodological
manual by G. U. Tutkibaeva «Art of a
Choreographer», which not only sets out
the general principles of the director’s
profession, but also carefully works
out all the stages of work on creating
choreographic works of various styles and
directions [12 ].

1. Some issues of training future
directors-choreographers in the modern
system of higher choreographic education
in Kazakhstan.
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Today’s practice shows that the content
of the professional training of directors-
choreographers at universities is directly
related to the content of their future
professional activities. In turn, the very
content of the professional activity of the
director-choreographer is constantly and
dynamically changing, developing. In this
regard, the requirements for professional
and personal qualities of future specialists
in the field of directing choreography are
increasing. Today, there is a need to review
and reform the process of professional
training of directors-choreographers.

Reforming the professional education
of directors-choreographers in Kazakhstan
as a whole, and at the faculty of
choreography of the T. K. Zhurgenov
KazNAA, in particular, is associated with
economic restructuring, reorganization,
with the humanization of its essence
and other progressive changes. At the
present stage of development of the
educational system, the preparation of
directors-choreographers with innovative,
cultural-educational horizons of thinking
is necessary, which is especially important
for choreographic and other creative
specialties.

A graduate of the director’s
choreographic specialty should carry
out, along with artistic and creative, also
organizational, artistic, academic and
educational activities, because the director
must know his responsibilities, be able to
work with a creative team, have the skills
of psychology.

However, as observations and analysis
of studies have shown, in preparing the
director-choreographer, professional
educational institutions, although they
introduce subjects of the psychological and
pedagogical cycle, continue to focus more
on the training of specialists with a narrow
dance and performing profile.

So, in particular, the problems of
organizing the methodological training
of directors-choreographers are not
sufficiently developed, namely, the issues
of studying educational documentation,
the process of conducting a lesson,
etc., which affects their postgraduate
activities when a graduate is faced with
specific professional working situations,
and often helpless in front of them. The
volume of knowledge in the disciplines of
psychological and pedagogical direction is
also insufficient.

Professional readiness of the teacher-choreographer

Professional orientation

Artistic and creative

A

Professional

v

abilities

Personal qualities

A4

qualities

Performing mastery

Directing mastery

A

A 4

Figure 1. Structure of the professional readiness of the director-choreographer
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Table 1. Model of professional competence of the future director-choreographer

Components Personally- Cognitive component Operational component
creative
artistic and theoretical psychological professional Directing communicative
creative professional and performing staging and
o abilities, choreographic pedagogical skills skills organizational
Criteria aesthetic knowledge knowledge Indicators skills
horizons,
general
culture and
culture of
behavior
creativity knowledge knowledge professional the ability the ability to
of thinking, of the theory of the scientific motor and to use organize and
aesthetic of choreographic organization sensory skills, constructive, manage
Indicators taste, art, the diversity of the staging performance projective, collaborative
artistry of its forms, and rehearsal technique prognostic work, the skills
knowledge of process, knowledge to control
professional knowledge in solving intra- collective
terminology, of various professional and
knowledge techniques and situations, interpersonal
of the musical technologies, the ability relationships,
composition style, manner to develop the ability to
of performing the dance establish
the basic technique effective
elements of of students, dialogue,
various types the ability communication
of dance to communicate in a team, and
knowledge skills in the
of theoretical rational
material organization
of labor
Conclusion choreography in the director’s specialty

Scientific research and current
practice show that the main form of

classes in the process of training future

often have significant gaps in the dance
and plastic training. Starting an active

creative activity, many choreographers

directors-choreographers are lectures
aimed, as a rule, at transferring ready-
made knowledge. Practical classes

are limited to small creative tasks,

again under the direct supervision of

a teacher, with the correspondence of
these tasks to new methodological and
educational developments, followed by
their discussion. But the need for future
directors-choreographers to master new
staging technologies, active and interactive
methods of mastering directorial art,
stimulating and supporting students’
interest in classes remains unmet.

It should also be noted that in
addition to the shortcomings in the
creative orientation of the professional
training of directors-choreographers,
unfortunately, graduates of the faculty of
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demonstrate their inability to master the
multi-style danguage» of modern dance,
the emotional expressiveness of plastics
— all that should be mastered not only by a
professional dancer, but also by the future
choreographer. But not having mastered
the arsenal of dancing skills sufficiently,
the director-choreographer will not be able
to correctly show and convey his creative
intent to the performers.

No doubt, the traditional professional
university training of future directors-
choreographers involves an emphasis on
the development of special disciplines. But
this does not always take into account, or
weakly takes into account, the fact that the
future choreographer should be prepared
for the possibility of a more versatile
professional manifestation, in particular
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in the pedagogical field, of transferring
his/her experience to new generations
of choreographers. The active stage
activity of professional choreographers,
even the most successful, due to various
circumstances, is not always significantly
long, and therefore some choreography
directors, after graduation from the
university, go on to the next level of raising
their scientific level, apply for masters,
doctoral degree, in order to subsequently
engage in pedagogical activities — they
manage choreographic groups, teach at
universities, colleges and schools. But
for this it is necessary to have sufficient
degree of certain knowledge and skills:
knowledge of the characteristics of
developmental psychology, the ability to
solve pedagogical problems and situations,
communicative and organizational skills,
a broad cultural and aesthetic horizons,
and knowledge of the history of world art
culture. The weakest link in the training
system of directors-choreographers, in our
opinion, is the insufficiently optimal ratio
of professional competencies that provide
technical improvement of directorial
skills and psychological and pedagogical
competencies aimed at the ability to carry
out pedagogical activities and transfer their
knowledge and skills to pupils, together
forming the professional competence of
the director-choreographer.

By professional competence in directing
choreography, we mean mastering by
a future choreographer the totality of
psychological and professional knowledge,
skills and abilities, in their combination
with a creative orientation, stage thinking,
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J1. A. HukonaeBa
T. K. KypeeHoe ambiHOarbl Ka3ak ¥nmmbik eHep akademusicbl
(Anmamesi, KazakcmaH)

KOO JKAFAAWBIHAA PEXXKMCCEP-XOPEOIPA®TbIH KOCIEU AANBIHABIFbIH
KAJIBINTACTbIPY 3XOHE AAMbITY

AHpaaTna

Hac pexuccep-xopeorpadTapibl OKbITY MEH TopOueneyaiH 3amaHaym YpAici — KypAeni XaHe Ken Kbipsbl
yFbIM. }XOFapbl OKy OpblHAaPbl apacbiHAAFbl GaCEKeNeCTiK KaFjabliHaa KaHdan Aa 6ip MaMaH/blKTbl OKbITY
KYKbIFbI YLWWIH OKbITYAbIH YaHa a4icTepi MeH NPUHLMMATEPIH eHridy, CoHAan-aK onapabl OKy-Topbue npoleciHae,
OHbIH iWiHAe Gonalwak pexunccep-xopeorpadTapabl OKbITY iciHAe AypbIC NainganaHy HeFypabiM MaHbI3abl
60nbin Tabblnagbl. XopeorpadusnblK WebepiKTi OKbITyAblH OCbiHAAM Tacingepi MeH aficTepiHe MHHOBaLMANbIK
TexHonoruanap, CTyaeHTTepAiH 63iHAIK XYMbICbIHA, «NeAaror — OKylbl» GipNEeCKeH LWblFapMallblblFbiHa

6aca Ha3ap aygapblnagbl. Onapabl ofapbl 6i1iM 6epy KyneciHae KonaaHy 61 eHepi canacblHAafbl cayaTTbl
MaMaH[bl FaHa eMec, COHbIMEH KaTap }aHa GopmaLmsaaarbl XorFapbl Kacion pexxuccep-xopeorpadrbl
Topbueney iciHae auTapiblKTan HaTUXKeNepre KoM XeTKidyre MyMKiHAIK 6epefi.

Tipek ce3aep: oky-TopGue NpoLeci, KorFapbl 6iniM 6epy, xopeorpadusi, MHHOBaAUMANbIK TEXHONOrMsnap,
pexuccep-xopeorpad.
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J1. A. HukonaeBa
Kasaxckasi HauuoHanbHasi akademusi uckycems um. T. K. XKypeeHosa
(Anmamei, Kazaxcma)

®OPMUPOBAHME U PA3BUTUE NPO®ECCUOHAJIbHOW FOTOBHOCTH PEXKMCCEPA-XOPEOIPA®A B
YC/I0BUAX BY3A

AHHOTauMA

CoBpEeMEHHbIM NPOLLECC 06YHEHMS M BOCMUTAaHUS MOJIOAbIX PEXUCCEPOB-X0pPeorpadoB — CAOKHOE U
MHOrorpaHHoe noHaTue. B ycnoBusix BO3pocLuen KOHKypeHUmn Mexxay BY3amu 3a npaBo o6yyatb ToM unm
WMHOW cneuunanbHOCTH BCE 6osbliee 3Ha4YeHne NpuobpeTaeT BHEAPEHUE HOBEWLIMX METOA0B M NPUHLIUMOB
06y4eHuMs, a TaKKe NpaBubHOE MX UCNONIb30BaHWE B y4e6HO-BOCNUTATENBHOM MPOLLECCE, B TOM YUCAE B fene
06y4yeHuns ByayLmx pexxmcceépoB-xopeorpadoB. K TakuM npuémam n metogam ndyvyeHus xopeorpaduyeckoro
MacTepcTBa B MOMHOM Mepe OTHOCATCS MHHOBALMOHHbIE TEXHONOMMU, aKLLEHT Ha CaMOCTOATENbHYIO paboTy
CTyAEHTOB, COBMECTHOE TBOPYECTBO «y4UTENb-YHEHUK». VX NPUMEHEHWE B CUCTEME BhICLLETO 06pPa30BaHMA
NO3BOSIUT AOCTUYb Hanbonee BECOMbIX Pe3yNbTaToB B Ae/le BOCMUTaHMA HE TONbKO rpaMOTHOrO cneumanucta
B 06/71aCTU TaHLIEBAIbHOrO UCKYCCTBA, HO U BbICOKOMPO(ECCUOHANBHOIO peXnUccEépa-xopeorpada HoBOM
dopmaumu.
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INTRODUCTION OF THE CONCEPT «<STANDARD CONNECTION» AND ITS
SIGNIFICANCE IN THE METHOD OF TEACHING DANCESPORT

Abstract

The article «Introduction of the concept of “Standard Connection” and its importance in the methodology of
teaching sports ballroom dancing» shows the relevance and timeliness of introducing a new concept that was
previously absent. The author describes in detail the stages of the work carried out in order to prepare the
ground which allowed introducing into the teaching methodology a new principle for combining dance figures.
This refers to the wording of the originally existing rules for combining dance movements in the basic level

of ballroom dance technique. The relevance and effectiveness of introducing a new concept is shown, which
allowed to accelerate and qualitatively improve the practical development of the composition skill.

Key words: methodology, teaching, competencies, performance technique, competitive ballroom dancing,
dance figures, connection, combination.

Introduction determined by the specifics of the history
At present, the formation of the of its occurrence and development.
theoretical basis of the methodology The routine basis of the dance has
of teaching ballroom dancesport shaped the trends in its development. This
is continuing, which has long been process was greatly influenced by leaders.
a supplement to existing areas of The best of the best took the next step,
choreographic art and developed creating the basis of competitive ballroom

in isolation from it. This situation is dance and describing the technique
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of performing main basic figures. «If |
managed to create something that would
help people learn ballroom dancing and
arouse a desire to understand art, | am
completely satisfied» [1, p. 5], written

by Alex Moore in the preface to the first
edition of his book «Ballroom Dancingy». In
an introduction to the 1988 edition, in his
book «Latin American Dance Technique»,
Walter Laird wrote: «My research on this
subject allowed me to logically describe
the technique of performance, built on
solid foundations and set out in tabular
formulations designed to provide clarity,
ease perception and use by students,
teachers, trainers and dancers of any
category» [2, p. 8]. In the preface to
Guy Howard’s book, «The Technique of
Performing European Dances», Leonard
Morgan, President of the World Council
for Dance and Dance Sport, notes: «Guy
Howard’s great experience covers almost
all facets of ballroom dancing... This book
is the result of his uniqgue experience and
brilliant mind» [3, p. 7].

The creators of textbooks on
ballroom dance technique did a great job,
which contributed to the development of
sports ballroom dancing, increasing the
effectiveness of dance couples, expanding
the area of distribution of this type of
choreography.

Methods

The methodological basis for the
teaching of ballroom dance in modern
Kazakhstan takes its count from 2001,
from the moment when in the T. K.
Zhurgenov Kazakh National Academy of
Arts at the faculty «Choreography» a new
specialization «Teacher of competitive
ballroom dance» was opened.

The methodology of teaching dance
discipline consists in the sequential
conduct of certain types of cognitive

activity, the results of which are not only
the acquisition of theoretical knowledge,
but also the development of skills in
organizing and conducting the educational
process. The university teacher is faced
with the task of transmitting to the
students the existing knowledge, seeking
to develop professional competencies.

For four years, future teachers
have developed many competencies
that determine the level of higher
choreographic education. They include:
universal, vocational and general
professional competencies.

The main professional competence for a
competitive ballroom dance teacher is the
competence: «To carry out the teaching of
Standard and Latin American dances» [4,
p. 9]. The results of training future teachers
should be as follows:

- knowledge of the methodological
foundations of teaching, including the
scientific laws of traditional methods of
training performers in accordance with the
training program;

- knowledge of the performance
technique and methods of studying dance
figures and connections with them for the
preparation of educational and competitive
connections;

- the ability to practically apply the
methodology of building and conducting
lessons, taking into account age-related
features and the level of training;

- the ability to analyze the musical
basis of the studied dances, carrying out a
competent layout of the movements of the
dances;

- have the skills of competent display in
the volume of the studied program;

- the ability to evaluate and analyze the
results of training dancers;

- the ability to organize the educational
process, developing the need for artists to
have a creative attitude towards learning
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and self-development.

In this list, all the results are important.
The absence of any of them will lead to
a decrease in the level of professional
training.

At the first stage of the formation of a
new specialization, the author of the article
encountered the difficulty of developing
students’ skills in competent compilation
of connections of various difficulty levels.
After analyzing the situation, a number of
things were identified that impeded the
development of a much-needed skill.

Students of that period of study had a
heterogeneous level of training. Despite
this, their dancing skills made it possible
to successfully master the technique of
program dance figures. But making up
connections, students very often relied
on their dancing experience, which led to
errors.

An experienced dancer with good
dancing skills and the ability to perform
complex movements corresponding to a
high dance level often finds it difficult to
rebuild his dance thinking to the level of a
novice performer. Especially if this dancer
does not have enough experience in
teaching. The concepts of difficult and easy
have other meanings for him.

At the beginning, the main emphasis
was placed on recommendations on
previous and subsequent figures, which
are contained after the description of the
use of technique of each figure along with
others that allow them to be correctly
performed [6, p. 14]. There was no result.
Analysis of the connections made it
possible to understand that it is necessary
to explain somehow differently in order to
achieve good learning outcomes.

After conducting additional research
on the problem, the author comes to the
conclusion: it is necessary to introduce
an additional concept that will give a clear
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understanding of the basic principle of
connecting the figures of the basic level

of competitive ballroom dance technique.
It will simplify the combination process

for beginning teachers and eliminate
methodological errors that are often made
in work with children. This concept has
been deduced and formulated.

The new concept was based on the
basic principle of connecting figures. The
principle is quite simple to understand:
«the position in which the previous figure
ends is the starting position for the next
figure» [5, p. 31]. This refers to the position
in the pair and the position determining
the further combination. Very often, in
Latin American dances, the figures begin
in one position and end in another (closed,
open, shadow, etc.). In the dances of the
European program, the direction correlated
with the line of dance and direction of
movement is important.

An introduction to the teaching
methodology of the new concept
occurred gradually and eliminated the
existing problem. Students, following the
rule, quickly mastered the principle of
connection and made fewer mistakes.
Later, the author assigned the name
«Standard Connection» to this principle
of connecting figures. The introduction of
the term «Standard Connection» made it
possible to greatly simplify the process
of mastering program material, not only
teaching Latin American dances, but also
other disciplines. Later this term and the
concept itself began to be used by other
teachers of the Academy, including, among
the first, was Evseeva Valentina Vasilievna,
who for many years taught the discipline
«Theory and Methods of Teaching Standard
Dances».
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Results

The concept «Standard connection»
was introduced into the methodology of
teaching competitive ballroom dancing by
the author of the article in 2003. This was
due to the need to increase the efficiency
of mastering a new skill for students, which
consists in combining connections of
dance figures of various difficulty levels in
educational and competitive formations.
Testing the application of the new concept
and term was carried out until 2015 and
ended with the publication of a textbook
on the methodology of teaching Latin
American dances, containing its definition
[5, p. 31] and application description [5, p.
33, 36].

The main results of introducing the new
concept and term can be considered an
increase in productivity in the training of
future teachers of competitive ballroom
dancing, who during the period of study
at the academy successfully master the
training program, acquiring professional
competencies, then successfully teach
competitive ballroom dancing.

Over the years, the specialization
«Pedagogy of Competitive Ballroom
Dance» has trained 62 teachers. Among
our graduates, we can mention those
who further continued their studies in the
magistracy: S. Malivanova, E. Moiseev, M.
Aldabergenova, N. Menshikova, A. Isaliev,
and R. Kenzikeev who completed his
doctorate (PhD). All of them successfully
teach competitive ballroom dancing and
work in various universities.

Discussion

The existing literature on the technique
of performing Standard and Latin American
dances does not have an unambiguous
approach and there is not enough
coverage of the issue of connecting dance
figures.

So in the book «Ballroom Dancing» A.
Moore gives recommendations on the
use of figures as follows: «V-six can be
performed after a natural spin turn, which
ends with the back diagonally to the wall,
in which case it should start from step 2.
It is important to go down as usual. At the
end of a natural spin turn» [1, p. 101]. The
form of explanation is quite complicated
for perception, especially if the student
reading the text does not have much
dancing experience.

In Guy Howard’s book,
recommendations for combination are
presented in the form of previous and
subsequent figures and look like an
enumeration of figures. «Other possible
entrances to the figure: Right Spin Turn,
Impetus on the corner. Progressive
chassez, approaching the corner, then
RF fwd in CBMP on the side of the female
partner (M), check and back in the V-6 DC
of the new LOD, the female partner on the
side” [3, p. 120].

The authors of the books «Ballroom
Dancing» [7] and «Latin American Dances»
[8.] do not indicate figures that can be used
to form connections.

In the tutorial of ballroom dancing by
L. V. Brailovskaya [9] containing a lot of
information on the history of dances, their
features, the technique of performing
figures, there are no recommendations on
how to connect the figures.

In his book, Ya. Halperin, in an
accessible form, describing all the
technical aspects of the performance of
figures, says nothing about how to connect
dance movements [10].

The authors of the book «The
Alphabet of Dances» [11] describe not
only the dances of the European and
Latin American programs, the dances
of Rock’n’Roll and the Blues, but do not
comment on the use of movements in the
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preparation of dance connections.

The list of books containing a
description of the technique for performing
dance figures can be continued with
books by Paul Bottomer «Let’s Dance»
[12] and Anton du Beke «Learning to
Dance in a Month. Dance class from the
choreographer of the show “Strictly Come
Dancing” on BBC» [13], which can be
used to study the technique of performing
figures, but not for advice on making
connections.

The above data showed that the
various literature on the dance technique
of the two main competitive programs of
dancesport does not have comprehensive
information, on the basis of which it
would be possible to develop the skill
of connecting dance figures related to
different levels of dance technique. But
we should note the books of Walter
Laird [2] and [6], which contain a list of
previous and subsequent figures. Based
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T. B. TepexoBa
T. XKypeeHos ambiHOarbl Kasak yiimmbiK eHep akademMusichbl
(Anmamel, KazakcmaH,)

«CTAHAAPTTbI BIPIKTIPY» ¥FbIMbIH EHrI3Y }KOHE OHbIH CNOPTTbIK BAJ1 BUJIEPIH
OKbITY 9QICTEMECIHAEr MAHbI3bI

AxpaTna

«“CTaHfapTTbl GipiKTipy” }oHe OHbIH, CNOPTTbIK 6an 6UIepiH OKbITY d4iCTeEMECIHAEr MaHbl3bl» YFbIMbIH EHTi3y
O6YpblH 60IMarFaH aHa YFbIMHbIH, ©3€KTIifirH XaHe yaKTbl/bl eHTi3iNyiH KepceTedi. ABTOP OKbITY 8aicTemMeciHe
6v durypanapblH KOCYAbIH ¥aHa NPUHLUMMNIH eHridyre MyMKIHAIK 6epeTiH Heri3iH AavblHAay YLWiH XKYPrisinreH
XYMbICTbIH, KE3EHAEPIH eNKen-Terkenni cunatranibl. byn xxepae ayen 6actaH 6ap cnopTTbiK 6an 6ui
TeXHUKaCbIHbIH 6a3anblK AeHreniHae 6u KUMblnAapbiH GipiKTipy epereciH TyXblpbiMaay Aa 6ap. KypacTbipy
[JafablCbIHbIH TOXipUOECIH MEHIrepyai *eaenaety MeH canachblH XXakcapTyFa MyMKIHAIK 6epy YLWiH )aHa
YFbIMAbI €HTi3YAiH 63€KTiNIri MeH TiMAiNiri KepceTingi.

Tipek ce3aep: oaicTeMe, OKbITY, KY3blpEeTTiNiK, OpblHAAY TEXHUKAChI, CMOPTTLIK 6an 6unepi, 61 purypanapsl,
OipiKTipy, KypacTbIpy.

T. B. TepexoBa
Ka3zaxckasi HayuoHanbHas akademusi uckyccms um. T. K. KypeeHosa
(Anmamei, Kazaxcma)

BBEAEHUE NOHATUA «CTAHOAPTHOE COEAUMHEHME» U Er0 3HAYEHUE B METOAUKE
MPENOAABAHUSA CMTOPTUBHbLIX BAJIbHbIX TAHLIEB

AHHOTauMA

Cratbs «BBEaeHue noHsatns CtaHgapTHOE COeANHEHNE U ero 3Ha4YeHMe B METOAMKE NpenojaBaHus
CMOPTUBHbIX 6anbHbIX TAHLEB» MOKa3blBaET aKTyalbHOCTb U CBOEBPEMEHHOCTL BBEAEHMSA HOBOMO NOHATHS,
KOTOPOE paHblue OTCyTCTBOBas0. ABTOP NOAPOOHO ONuCbIBaET aTanbl paboTbl, NPOBEeAEHHOW A4J18 TOro,

YTOObI MOATOTOBUTL NMOYBY NO3BOIUBLLYIO BBECTU B METOAMKY NpenojaBaHns HOBbIW MPUHLUM COEAUHEHUS
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TaHLUeBasbHbIX GUryp. 3aech MeeTcs B By GOPMYIMPOBKaA CYLLECTBYIOLLEro M3HaYalbHO npasuna
COeMHEHNS TaHLEBalbHbIX BUKEHUI B 6230BOM YPOBHE TEXHUKM CMIOPTUBHOTO 6a/bHOro TaHLa. MoKasaHa
aKTyanbHOCTb 1 3QdEKTUBHOCTb BHEAPEHWUS HOBOMO MOHATHSA, MO3BOJIMBLIENO YCKOPUTL M KAYECTBEHHO
YNYYLWTb NPaKTUYECKOE OCBOEHNE HaBblKa COCTaB/IEHUS.

Kniouesble cnoBa: MeToyKa, npernogaBaHie, KOMMNETEHLMUU, TEXHUKA UCMONHEHNS, CNIOPTUBHbIE 6abHble

TaHLUbIl, TaHLEBallbHbIE chrypbl, coenHeHune, coCctaB/iEHUE.
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CYLIKOBA
«OCHOBHDIE
BU/1bl

¢ KHUTA JMUTPUS
=

MNOAJAEP)KKHA
JN1YITHO-
KJIACCHYECKOI'O
TAHLUA»

MPHTH 18.49.07; 18.49.09

J. J1. YPASbIMBETOB!
'Kazaxckast HallMOHa/IbHAsT aKaJleMHsT HCKYCCTB
um. T. K. )Kyprenosa

(Anmvatbi, Kazaxcran)

KHUTA AMUTPUA CYLIKOBA «OCHOBHbBIE BUAbl NOAAEPXKU 1Y3THO-
K/JIACCUYECKOI'O TAHLIA»

AHHOTauMA

B HacToswen paboTe ocyulectTsnserca 0630p npe3eHTaumm 06LUeCTBEHHOCTU y4eBHO-METOANYECKOIO
noco6us [. B. CylikoBa no fyaTHO-Kiaccuyeckomy TaHLy. BnepBsble B uctopum xopeorpadumn KasaxcraHa
n3faHa KHWra, B KOTOPOW paccmaTpmMBaeTCs METOAMKA U TEXHUKA UCMNOIHEHUS AyaTHOro TaHua. ABTOp
noco6usa nmeet 60/1bLLION UCNONHUTENBCKUI (B TOM YMCNEe B KavyecTBe NapTHepa 6anepuH) n negarorMyeckum
OrbIT, YTO, HECOMHEHHO, OTPa3UI0Ch Ha CTPYKTYpe U cofeprkaHmnm nocobus. B cTaTbe ocBeLaloTcst MHEHUSA
xopeorpadoBs v Neaaroros, BblICKa3aHHbIX Ha MPe3eHTauuK, a TakKe JaeTcq KpaTKasd XapaKTepucTmka
n3gaHus.

KnioueBblie cnoBa: 1ysTHbI TaHel, 6aneTt, AMutpuii CyLIKOB, Ka3axCKui 6aneT, KacCu4ecKui TaHel,

METO[MKa [lyaTHOro TaHLa

13 pekabps 2018 roga B npeaaBepum BaneHtTnHoBMYa CylikoBa — AeKaHa
npasgHoBaHua 25-neTHero tobunes daKynbTeTa, JoLeHTa Kabeapbl pexuccypbl
dakynbTeTa xopeorpadumn B Kazaxckon xopeorpaduu, 3acCnyeHHOro aesaTens
HaLlMOHaNbHOW aKageMnn UCKYCCTB KazsaxctaHa, naypearta lNpemun doxHaa
nmenu T. K. }ypreHoBa coctosinach MNepBoro MNpe3naeHta Pecnybnmnku
npe3eHTauuns y4ebHO-MeToAIN4ECKOro KasaxctaH — En6acbl. MeponpuaTtue
noco6ms «OCHOBHbIE BUAbI MOAAEPHKKM cobpano 60/bLION KPYr NoYynuTaTenen

AYy3THO-KJTaCCUYeCKOoro TaHua» AMutpus TananTta [. B. CywKoBa, a TaKXXe CTyeHTOB,
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npenogaBarenen, agMUHUCTpauuio BY3a n
KoJner.

[. B. CywKoB sgBASeTCA O4HUM U3
BblAAIOLLMXCHA UCNONHUTENEN B BaNeTHOM
nckycctBe KaszaxctaHa KoHUa XX—Havana
XXI BB. OH UcnonHui Bce Beayuime
napTMKU KNacCUYEeCKOro 1 COBPEMEHHOIO
penepTyapa B [ocyaapcTBEHHOM
aKageMW4ecKoMm TeaTtpe onepbl 1
6aneta umeHun Abas, B CNeKTaKNsaX
TeaTpa COBPEMEHHOro TaHua «CampyK»

W B Apyrnx nepdopmaHcax, rae y Hero
6bln10 60/1€€ YeM NATbAECAT NapTHEPLU.
lMoTomy coBepLUIEHHO 3aKOHOMEPHO, YTO
. B. CywikoB Hanucan yuebHoe nocobue
AN5 BbICLLMX y4€OHbIX 3aBEeAEHUN, C
2006 roga npenogaBas AUCLMMINHbI
«Teopua U METOAMKA NpenoJaBaHus
[Y3THO-K/TaCCUYECKOro TaHLa»,
«KoMnosnuma ayaTHO-KNacCU4ecKoro
TaHua», «<Xopeorpadpunyeckoe Hacneane»
n apyrue. ABTOpP KHUIM Npenogaet B
KasaxcKon HauMoHanbHOW akagemMuu
ncrkyccts umeHn T. K. ypreHoBa. 3a
3T0 BpPeMS OH paboTasn coO MHOTMMU
CTyAEHTAMW, UMEOLWMMUN N HE UMEIOLLUMHN
crneumanbHoe xopeorpadpuyeckoe
o6bpaszoBaHue. [l. B. CywikoB obnagaet
60/1blLUMM Negarormn4eCKnm onbIToM

W BNageeT pasniMyHbIMW METOAMKAMMU
paboTbl, YTO OTPA3UNOCh Ha COCTaBNEHUM
paccMaTpMBaeMOro B HacTosllLEeN cTaTbe
noco6us.

YHUKaNbHOCTb M3AaHUS 3aK/1to4aeTcs B
TOM, 4YTO BrepBble B Ka3axcTaHe co34aHo
y4yeb6HOe nocobue, coaepallee onncaHme
METOAMKM U TEXHUKM UCNONTHEHNS OYITHO-
Knaccuyeckoro TaHua. Nomumo atoro,
aBTOp, OCHOBbIBasCb Ha cBoeM 60ratom
NCMOTHUTENBCKOM U Neaarormn4eckom
OnbiTe, ONMUCbIBAET XapaKTePHble OLNOKM
MCMOJTHEHWNS M CMOCOOLI UX N36eraHus,
YTO TaKXKe ABNAEeTCSH JOCTOMHCTBOM
KHUTU. Y4eBHO-MeToaMyYecKoe nocobue
«OCHOBHbIE BMbl NOAAEPHKKN AYITHO-

120

K/1TaCCUYECKOro TaHua» COAePHHUT

Tpy 6GOnblUMX pa3gena, Kotopble
COCpeaoToYEeHbl Ha Tpex rogax 0by4eHus
[lyaTHOMY TaHLly B CTapLUMX Knaccax
xopeorpaduyecKkoro ydunuuia. BHyTpu
Ka)X[0ro pasaena UMetoTcs noapa3aensi,
KOTOpble pa3bmBatloTcs Ha HeGObLINE
NnoA3arofioBKK, coaepallne onnucaHune
MeTOANKM NCNONHEHNS TON NN UHOM
NOAOEPHKKN.

B KazaxcTtaHe 6bl/10 HEGO/bLLOE
KOJIMY4ECTBO Neaaroros AyaTHO-
Knaccuyeckoro TaHua. Cpean Hmx
Anekcanap CenesHes, JleoHua TaraHos,
Anbaoc YcuH, AHBap6ekK [xanvnos,
Mapat MyHTWH 1 apyrmue. Heo6xoanmo
n3y4yaTb UCTOPUSA PA3BUTUSA NpenogaBaHus
[lyaTHOro TaHua B KasaxcTaHe, METOAUKY
paboTbl Neaaroros, ¢ HAY4HOM TOYKM
3peHNs 06BbEKTUBHO OLIEHMBATb UX BKNaf
B pa3BMTWE Qy3ITHOIO TaHLa U Ka3axcKou
MCMNOJIHUTENbCKON LIKObI.

Hwu>ke npeacraBiieHa cTeHorpamma
npeseHTauumn y4ebHo-MeToaNYeCKOro
nocooéus, 4To onpeaeneHHo HeobxoaAnMMo
anst UKcaumm MCTOPMYECKMX NPOLIECCOB B
xopeorpadum KasaxctaHa.

4. A. YpasbimG6eToB: «/[106pbii
[leHb, foporue apy3bs! Yike MHOXECTBO
MepPOonpUATUI NpoBeN Halw GakynbTeT. 3T0
N MacTep-Kaacchl, U TBOPYECKME BCTPEYH,
N CEMUHapbl, U NPe3eHTaLnmn Y4eOHbIX
NOCOOWIN, KHUT W }KYypPHanoB.

CerofHsl Mbl NpeacTaBNsgeM YHUKaNbHOE
CO6bITUE — BbINYCK KHUIM, KOTOPYLO
BCE 0YeHb A0Jr0 Xaann, KoTopas O4eHb
HeobxoanMMa HalleMy KybTypHOMY
Cco00LLECTBY M 06pa3oBaTelbHOMY
npoLeccy — y4ebHO-MeToamyecKkoe
nocobue no AyaTHO-K/IaCCUYECKOMY TaHLLy
OmuTpua BaneHTnHoBMYa CylIKOBa.

OH nucan 3Ty KHUTy B TEYEHUE
HecKo/bKKx neT. BnepBble B KasaxcTtaHe
nsgaetcsa nogobHoe nocobume. KHur no
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[Y3THO-K/TaCCUYECKOMY TaHLy O4EeHb
Masio, U OHW BbILWIN U3-MOJ NeYvaTu
Nnpe1MMyLLEeCTBEHHO B COBETCKOE BpeMS
noa astopctBomM H. CepebpeHHMKOBa
(«MNopaeprxKa B AyaTHOM TaHue», 1969,
1979, 1985), b. Co6uHoBa, H. CyBopoBa
(«MNoppeprKa B TaHUe», 1962). Mpowno
MHOIO NIET C MOMEHTa NocneaHero n3aaHus
U1 nepeunsaanns 1. YyeGHO-MeToMYEeCKoe
noco6ue [. B. CywikoBa «OCHOBHbIE BUAbI
NoAAEPKKM AYITHO-KNACCMYECKOro TaHua»
— 60nblOK BKNaj B xopeorpadpuyeckoe
MCKYCCTBO He TONIbKO Ka3axcTaHa.

[. B. CyluKoB MMeEeT OrpOMHbIN OrbIT
NCMNOIHUTENBbCKOIo MacTepcTBa. B
1990-2000-ble rogbl OH UCMONHU BCE
Beayline naptum 6aneTHoro peneptyapa
B [ocynapCTBEHHOM aKaleMUYECKOM
Teatpe onepbl U 6baneta UMeHu Abas.

OH coTpyaHuYan ¢ BblaaoWUMUcs
6anetmencrepamm KazaxcraHa n Poccuu,
TaHUeBan co MHOrMMK GasiepuHamu:
Hagexpaon lNasnoBow, NynbxaH
TyTkmb6aeBon, Mainpon KaabipoBoW,
Nennon Anbnneson, AnMon AcKapbeKOBOW,
Kypanai CapKblTbaeBon, HaTanbemn
3aTblbHUKOBOM M ApyrMMu. CeroaHs oH
npeacrtaBnsgeT Bam niaoj CBOUX TPYAOB.
KHura co3gaBanach B NepByto o4epeb
NS CTYIEHTOB, KOTOPbIE U3YYaloT AYATHbIN
TaHeL, ero KoOMMNo3nLMI0 U METOAUKY
ncnonHeHus. NotoMy Mbl Hageemcs, 4To
nocobue Mntpus BaneHTnHOBMYaA Hanget
LLMPOKOE NPUMEHEHME B PyKaX CTYIEHTOB U
negaroroB».

Om umeHu pykosodcmea akademuu
8bICmynus1 rpopekmop no y4ebHou u
y4ebHo-memoduyeckol pabome, OOKmMop
rnonumuYecKkux Hayk, rnpogheccop LLlapunbek
Azabaesuy Amupbekos.

L. A. AMMpPGEKoOB: <YBaxaeMble
Konneru, ygaxaemble ctyaeHTol! CeroaHs
Mbl npe3eHTyem KHuury [. B. Cywkosa. ns
Hac 3To A0JIroXAaHHasa KHura. MHorue
Halu npenogaBaTeny cCoOBMeELAloT
CLIEHWYECKYIO MPaKTUKY C negarormyeckomn
NeaTeNnbHOCTbIO. 1N HUX MHOrda BaxHee
cueHa, Ho ang Amutpusa BaneHTMHOBKYA,
CEerofiHg Mbl 3TO BUANM, BaxKHee
negarornyeckas aedtenbHoCTb. AMUTpHUN
BaneHtnHoBMY, 1 Bac nosgpasnsio!
3T0 04eHb HEOOXOAMMAs KHUra, TaK Kak
€CTb TaKoe TpeboBaHWe MUHUCTEPCTBA,
4YTOObI KaXXablK NpeaMeT Obls1 obecrneyeH
y4ebHMKaMK, METOANYECKMMM MOCOBUAMMU.
7 nymato, nepBbii War Bbl caenanu.

[arxe BYepa, Korga Mbl 06CyKaanu,

Korga npoBeCTU 3Ty Npe3eHTaLuto, s
rosopwui: “13:00 — 310 06eaeHHOE BpeMS,
Bbl He cobepeTe Hapoa”, a AMuTpun
BaneHTnHOBMY OoTBETUN: “A HE MOTY XaaTb,
BTOpasi KHUra y»e Ha noaxoae”. lNoatomy
enaem Bam ygauu, aTo TOSIbKO Ha4vano.

YBaxaemble CTyAeHTbl, 1 o6pallatochb
K BaM. }XM3Hb Ha CLIEHE OrpaHnyeHa,
3T0 CBAA3a@HO C BO3PacTOM, C KAKUMM-

TO APYrMMW MOMEHTamMu. A BOT
negarornyeckas nesTenbHOCTb, 0COGEHHO
Takasa nutepaTypHas paboTa — 3T0 Ha
cToneTus. 9 NoOMHIO, KaK B CTyeHYecKune
rofibl Mbl XOAWNKU B peaKkuin GoHA
HauMOHaNbHOM GUBNUOTEKHU, YNTASIU KHUTH
XIX BeKa, MOTOMY 4TO Hac UHTepecoBasa
3BOJIOLNSA B3MNAL0B M MNOAXOA0B K
Pa3BUTUIO KyNIbTYPbl U UCKYCCTBA, HayKK

W TEXHUYECKOro nporpecca. lNoatomy, s
Hagetocb, Amutpun BaneHTnHoBMY, Bawa
KHWra HanZeT CBOe MECTO B peKOM
XpaHunulLe Hawen 6UbNMoTekn. N camoe
rmaBHoe — [0/ITOW }N3HU Balwemy
y4e6HUKY!»

1 HepaBHO B Benvko6puTaHuu BhIWIO n3aaHue A. bocoBa «[lyaTHbI TAHEL, B KllaCCUYECKOM GaneTe:

TEXHWKa noaaepKku ot A go 9» (2018).
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lMocrnie mopxecmeeHHOU yepeMoHUU
paspesaHusi IeHm, aemop KHuU2u epy4ursl
MAMb 3K3eMI1/15Pp08 Ha XpaHeHue u
rnosnb3o08aHue pykogodumerto bubnuomeku
akademuu Snbmupe AbriekumMosHe
Tymubaesod.

. B. CymikoB: <Cnacn6o 6osbluoe
Bcem! A Hanucan aTy KHUry 6narogaps
TOMY OMbITY, KOTOPbIM NpMOGPEN Y CBOMX
nenaroroB, HACTaBHUKOB, NeaaroroB-
peneTuTopoB, 6aneTMenNCTepoB.
HeKoTopble U3 HUX MPUCYTCTBYIOT
cerogHs B 3ane. Haw npodeccop —
Kaablipkyn HeicaH6aeBmn4 AHOOCOB —
MMEHHO C HUM 9 Ha4YMHan CBOM NepBble
llarv B AyaTHO-KNAaCCMYECKOM TaHLE B
xopeorpaduryeckom yunnuule. OrpomHoe
cnacuobo Takxe PayllaH XaTuatoBHe
balicentoBON, KOTOpas ToXe BO MHOIMOM
nomMorsa npu MOEeM CTaHOBJIEHUW B TeaTpe.

bes Moux neparoroB 1 6bl HE cOCTONACH
KaK apTUCT 1 cendac 6bl He cocTosAsCcA
Kak npenojaBatenb. B KHUre HanvcaHo
0 TeX, C Kem s paboTan. d Bbipaxato
6narogapHOCTb BCEM CBOMM MapTHepLUam,
NMOTOMY 4YTO KaxKaas U3 HUX — 3TO
oTAenbHas cTpaHmua. Y Kaxaomn U3 Hux
CBOMW xapakKTtep, dU3N4eCKne aaHHble, K
KaXaoWn HYXXeH MHAMBUAYaNbHbIM noaxoa. A
NnocYuTan CKOMbKO y MeHs 6bIS10 NapTHEpPL,
MX OKa3anocb 6oblle NaTUAECATU. A UM
BCeM 6narogapeH, NOTOMY 4YTO C KaxKaon
npuobpen UeHHbI onbiT. M cenyac aTo
3HaHMWe {9 cTapatocb Nepenatb CTyAeHTaM,
4yTOObI B Ja/lbHENLIEM HE NpepbiBanach
CBS13b MOKOIEHWN.

Bce neparorn Hawero ¢pakynsteta
CTpemMsaTcs Bam 370 nepeaaTtb. PebaTa, 1
AyMato, CO BPEMEHEM Bbl 3TO OLIEHUTE.
Moxkanyncra, Nonb3ynTech, n3y4ante!»

C nosdpasumernbHOU peybio
ebicmyriusn 2ocmb U3 Mockebl —
peueH3eHm y4ebHo-MemooOuYeCKo20
rnocobusi, npogheccop Kaghedpbi
xopeoepaguu Pocculicko2o uHcmumyma
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meamparbHo20 uckyccmea — TMTUC,
KaHOudam uckyccmeosedeHus,
3acriy>KeHHbIU desimerib UCKyccma
Pecnybnuku Bypsimusi M. E. BanyKu-H.
M. E. BanykuH: <Ha camom gene o
MEHS$ TOXKe BOSIHUTENIbHO MPUCYTCTBOBATb
34echb. 9 pasgensato aToT Npas3aHuK,
HacTpoeHne BMecTe ¢ BaMu. 3Ta
KHUWra caenaHa ¢ Takom nto60BbIo, C
TaKUM BHUMAHMEM W MOHUMAHUEM He
TOMbKO K TOMY, 4TO 6bISI0 M OCTanoCh
KaK apTUCTUYECKUIN N Neaarorn4yeckum
onbIT. Ho 3aech e ecTb 1 AyX BPEMEHMH.
3Ty KHUTY MPUSATHO B3ATb B PYKM,
YyBCTBYETCS, YTO B HEW HET KAKMX-TO
XONOAHbIX MOMEHTOB, KOTOPbIE HYXHO
rae-To “BblllapanbiBaTb”, 4OAYMbIBaTb,
3€ecb BCce FCHO. XO4eTcs YnuTaTb, CKopee
6exaTb B 3a, 6paTb NapTHepLy 3a
Tanuo u TaHueBaTtb. Hagetoch, 310
6€e30CTaHOBOYHbIM NPOLIECC M YTO Aanblue
nocneaytoT pesysibTaTbl TBOPYECKOMO U
neparorndeckoro tpyaa 4. B. CywkoBa.
MHe xo4eTcs cKasdaTb, YTO TaKUX KHUT
o4YeHb Mano. JyaTHbIW TaHel, — 3TO He
TONIbKO KaKne-To TEXHUYECKUE MOMEHTHI,
KOTOPbIMW Mbl NTM60 OBNageBaem, NM60
He oBnlageBaeM. 37O elle U NCUXONoruns
BEAEHMS, MCUXONOTUs OTHOLLEHMS,
HenocpeacTBEHHO TO, YTO Ha3blBaeTCH
camooTaayen. Korga Ha ypoKe ayaTHOro
TaHua negaror roBopuT: “Tbl YPOHUN
6anepuHy, Tbl HE CMOT ee yaepKaTb”,
HeKoTopble oTBeYaloT: “[la, napTHepLua
He cmoria”. “HeT, aTo Thl He yaepKan,
37O Tbl He cmor!” U Korga aTo NoHUMMaHue
BK/ladblBaeTcs B NapTHepa, To 3T0
CTaHOBMUTCS NMPUHLMIMOM XXU3HU U Ha CLUEHE,
N B }M3HW. [TOTOMY 4TO Thl MOHMMaELLb,
YTO Kpome Tebsi KaK napTHepa HeT 60Jiblue
OTBETCTBEHHOrO YefloBEKa 3a TO, HTO
NMPOUCXOANT Ha cleHe. ITO, MHE KaxeTcs,
cTano NPUHLIMNOM KMU3HKU AMUTPUA
BaneHTMHOBKWYaA, KOTOPbIVM pacnpocTpaHseT
3TO Ha BCe. Y Hero napTHepcKue

Central Asian Journal of Art Studies N1 | 2020



APYXKECKME OTHOLLEHHUS U C TeaTPOM, U

C aKagemMunen, 1 co CBOMMM IPY3bAMM.
Bcerga oH 4yBCTBYET ce65 OTBETCTBEHHbIM
3a BCe, YTO NPOUCXOAMUT B €0 KU3HU U B
TOM Jene, KOTOpbIM OH 3aHnmaeTcs. uma,
NPOJOJI}Kal B TaKOM Ayxe W Aasbliel».

Bbicmynuna makxe pedakmop
KHUeu, rnpogheccop Kaghedpbl pexxuccypbl
mernesudeHUs U 0riepamopcKo2o UCKyccmea
KasHAU umeHu T. K. >KypeeHoea,
3acnyxeHHbIU dessmernb KazaxcmaHa
Mapeapuma BnadumuposHa Corosbesa.

M. B. ConoBbeBa: «f 04eHb TPOHYTa,
yto AMuUTpnit BaneHTMHOBKY BbiGpan
MEHS peJaKTopoM. Y MeHs ¢ 6aneTom
OY€eHb CJ/IOXKHble OTHoLleHWS. Koraa ¢ 6bina
ManeHbKasl, Bcerga xotefla TaHueBatb, Y
MEHS 6bl1 XOPOLLIMK NoAgbEM, NpaBia Bec
TAXKENbIN, YTO UMEET 60/bLLIOE 3HAYEHMUE.
S 1O cX MOp BO CHe CTOIO Ha MyaHTax,
CTpallHblX COH, KOHEYHO.

[JnmoyKa fan MHe Ha pefaKkuuio
3Ty pyKonuchb. A ybpana Bce 3anaTtble,
NOTOMY 4YTO TaM KX 6blSI0 MHOTO. HO
CcaMOe MHTepPEeCHOE: BO BPEMS YTEHUS
91 BCe NoHMMana. 3To HEBEPOSTHbIN,
abCcoNtoTHbIM TPYA. ITO HEBEPOATHAN
TEXHONI0TMUA. 3TO HEBEPOSATHOE NOHUMaHKe
TOr0, YTO TBOE TENO AOMIKHO KNUTb KAKUMMU-
TO OTAENbHbIMK YacTaAMKU. N aTh yacTu
JOJIKHbI IyMaTb M CK1aAblBaTbCs B KaKyto-
TO O6LLYIO KapTUHY, U3 KOTOPOW Thbl JOJIKEH
clenaTb UCKYCCTBO. JTO 3anpeaesibHas
HENoCTUXMMas Belllb.

Xopoulo 6bITb NUCaTenem, cena u
Hanucana, 6ymara ecTb, py4yKa ecTb.
XopoLwo 6bITb KNHOPEXMCCEPOM, MOTOMY
4yTO y Te6S €CTb Lieslag KoMaHaa Noaen,
onepartopbl, KocTiomepbl. Ho Koraa Tol
BbIXOAMLIb Ha CLIEHY KaK TaHLLop, a y Tebs
KpoMe NyCTOM CLEHbI U TeNla HUYEro HET,
Tbl CTAHOBULWbCA GabpPUKON, KoTopas 13

camoW ce6s Jo/KHa COTBOPUTbL MCKYCCTBO.

PaboTtas ¢ xopeorpadamu (310 6bISIO
B Havane 2000-x), A NoHsANa, KaK 13

HWYero caenatb UCKYCCTBO, KaK M3 OHOMO
yesloBeKa caenatb CreKTaK/b.

7 yuTana Kaxayto 6yKBY, KaxKaoe CnoBso,
coefuMHs1a UX BMECTE U BCE MOHMMana.
He 6bITb cneunanncTtom 1 NoHATb 3TO
HanpaBJ/ieHWe — 370 60/bllas 3acnyra
UMEHHO aBTOpa, KOTOPbIM CMOT 3Ty
TEXHOJIOrMIo onucaTb. [Mncatb npouecc ans
y4€6HO-METOAMYECKOro Nocobusa — 310
6e3yMHO Tsenas 3agada. lotomy 4yto,
Korga Tbl TBOPEL, — 3TO JIErKO: 06pasbl,
MeTadopbl U T. 4. HO Korga Tbl onucbiBaellb
NpoLLeCC, KaK 3TO AeflaeTcs U UCMOoNHAeTCs
— 370 6€3yMHO TpyaHO. [MoaTtomy, AMUTpUi
BaneHTMHOBMY, S NPEKNOHSAIOCH Nepes
Bamu!»

C nosdpasumernbHOU peybio 8bicmynuna
3acnyxeHHasi apmucmka Kasaxcmana,
KaHOudam uckyccmeogedeHuUs, rnpogeccop
Kasaxckol HauuoHanbHoU akademuu
xopeoepacpuu ynbHapa KOcyrnogHa
Caumosa.

I. 0. CautoBa: «/[1eMCTBUTENBHO 3Ta
KHUIa — GO0MbLLION TPYA U 6ECLLEHHbIN
BK/1ad, KOTopbiv Bbl, AMUTpHUIK
BaneHTMHOBMY, BHECIX B pa3BUTHE
He TO/IbKO Xopeorpadun KalzaxcraHa,

HO, AymMaeTcs, n Poccunn. A NoMHlIo, Kak
Bbl rosopunu, noHadvany: “Hy, 410 Bbl,
l'ynbHapa HOcynoBHa, Kak g Mory nucatb?”
A q otBevana: “TonbKo Ha4yHuTe! Bhl
3HaeTe, NotoM Bac TaK BTSHET, 4To Bbl
6pocuTte npaKkTuky!” “Hert, HM 3a 4TO”, —
Toraa oTBETUN AMUTpUI BaneHTUHOBKA.

B 0enCcTBUTENbHOCTH e NpaKTuKa
C Teopuen — 3To OAHO Lienoe. Tenepb
y Hac ecTb 3Ta KHUXKa 6narogaps
HaleMy NpeKpacHOMY creLmasnuncry,
NpPeKpacHOMY UCMOJIHUTENIO, NPEKPACHOMY
PYKOBOAUTENIO U TEOPETUKY. JIMYHO OT
cebs, OT UMEHM aKkageMunun xopeorpadpum
6osbloe Bam cnacn6o!»

4. B. CymkoB: «<TaTbsiHa 1 damup
PYKOBOAWUIN AN3AMHOM U elle KaKUMU-

TO BellaMu, KOTOPbIX 1 HE MOHUMaT.
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MHe Ka3anocb Bce B nopsigke, HO

OHW HacTauBanu Ha onpeaeneHHbIX
fopaboTtkax. [lamup ¢ TaTbsiHOM
NPUIOKUNIN K U3OAHUIO KHUTU BONbLLIOH
Tpya. A xo4y nobnarogaputb 1X 3a TaKOM
ON3anH»,

LuzatiHep TambsiHa [ekosa e ceoro
ouepedb rnobmazodapuna Amumpus Cywkosa
u Jamupa Ypassimbemosa.

T. 10. FekoBa: «f o4eHb 6narogapHa
BaM 3a COTPYAHWYECTBO, 3a BO3MOXHOCTb
paboTaTb C Ka4eCTBEHHbIM MaTepurasnom,
YTO OYEHb PEAKO MOXXHO BCTPETUTb
B HblHELWHEee BpeMs. 3TO UCTUHHOE
yAOBO/bCTBME paboTaTb C TaKMMK
npodeccnoHanamu. { 6narogapHa cyaboe,
YTO Bbl HALUIM MEHS».

OcTtaetcqd 4o6aBUTb, YTO U3JAHME
6orato UICTPUPOBAHO aBTOPCKUMU
doTorpaduamMu, KOTopble He TONbKO
OTpaxaloT onnucaHne MeToamKu u
TEXHUKW UCMNONHEHNSA NoAAEPIKEK, HO U
peneTULMOHHbIE U CLLIEHUYECKUE Kaapbl
n3 cnekrtaknen NMATOb nmeHun Abas.
UnntocTpaTopamm BbICTYNUIN U3BECTHbIE

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

Ka3axCTaHCKMe apTUCTbl 6aneTa ynbBupa
Kyp6aHoBa, ®apxag bypwues, Acenb u
A3amaTt ACKapoBbl.

23 aHuBapa 2019 roga B 6M61MOTEKE
KasaxcKon HaluMoHalbHOM akageMuu
xopeorpadum B AcTaHe cocTosiiacb
CTOMMYHas npe3eHTaums y4ebHo-
MeToan4yecKkoro nocoous. b. H.
HycumxaHoBa, A. T. AnnweBa, H. W.
KaHnetoB, M. O. TykeeB noaenvnmcb
CBOMMMW BOCMOMMUHAHUSAMMU O
coTpyaHuyectse ¢ [l. B. CywKoBbIM, a
TaKe noxenasnau y4awmmcs u ctyaeHTam
aKageMunun o6sa3aTtefibHO MPOYECTb KHUTY U
HaWTU B HEW BaXkHble NpodeccnoHanbHble
peKomMeHaaumnu.

Bynem HapesaTbes, 4TO y4ebHO-
MeToanyecKkoe nocobue [. B. CywKkoBa
«OCHOBHbI€ BMAbl NOAAEPHKKK AY3THO-
K1laCCMYECKOro TaHua» HanaeT CBOUX
yutaTeneun, B TOM YMCNe Cpean CTYAEHTOB
W NpenogaBaTefien, a B HeaNeKoM
OyayLiLeM BOMAET B CMIMCOK BaxHOWM
OCHOBOMOJIaratolLLEeN nMTepaTyphbl B
xopeorpadpuryeckoM ob6pasoBaTe/ibHOM
npoLiecce.

BASIC TYPES OF SUPPORT OF THE DUO CLASSICAL DANCE —MANUAL BY DMITRY SUSHKOV

Abstract

In this paper author reviews the presentation of the teaching and methodological manual by Dmitry Sushkov

in duet-classical dance. For the first time in the history of Kazakhstan’s choreography, a manual has been

published that examines the methods and techniques for performing duet dance. The author of the book has

a great performing (including as a partner of ballerinas) and pedagogical experience, which was reflected in

the content of the manual. The article highlights the opinions of choreographers and educators expressed at

the presentation, as well as gives a brief description of the publication.

Keywords: duet dance, ballet, Dmitry Sushkov, gazaq ballet, classical dance, duet dance technique

124

Central Asian Journal of Art Studies N1 | 2020
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APPENDIX

J. TSOUMAS

THE JAPANESE ARTIFACTS DISPLAY AT THE 1862 GREAT LONDON EXPOSITION:
AN OVERVIEW

Figure 1. The Art Journal: Engravings of British
exhibits at the International Exhibition of 1862.
© The Art Journal Illustrated Catalogue, 1862.
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Figure 2. The building in which London 1862 International Exhibition was held. © Grace's Guide to British
Industrial History.

Figure 3. Sir Rutherford Alcock’s Japanese Court. ©
London Stereoscopic and Photographic Company,
1862.

Figure 5. William Godwin: cabinet ebonized wood with gilt
decoration in Japanese style, 1870s. © Sotheby’s auction

catalogue 2008.
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S. D. KABDIYEVA

MODERN TURKIC THEATER PROCESS

Figure 1. A scene from the play «Zuleikha opens her eyes» of the M. Gafuri Bashkir Drama Theater

Figure 2. A scene from the play «And is this life?» of the G. Kamal Tatar State Academic Theater
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Figure 3. A scene from the performance «Taganok» of the Sterlitamak Bashkir Drama Theater

Figure 4. A scene from the performance «Kyys Debiliye» of the Arctic Institute of Culture and Arts
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A. K. CAPCEMBAEBA, A. A. )KYBAHOBA

COBPEMEHHOE HOMAIUMECKOE TBOPYECTBO: XYA0XXECTBEHHbIH AA3bIK,
MEHTA/IbHOCTb, U3OBPA3SUTEJIbHbIE CPEACTBA

PucyHok 1. «Pucyto CBETOM YTPEHHUX 3BE3A...». PrcyHoK 2. «YTpo Homaaar. KapTuHa XyaoXHUKa
KapTuHa xynorkHuKa C. }ybaHoBa. C. XXy6aHoBa.

PucyHoK 3. «Reincarnatio». KapTuHa xyfoxHUKa PucyHok 4. [pasiopa Ha kamHe «BouH CaeTan.
C. Xy6aHoBa. XynoxHuk C. ybaHoB.
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PUCyHOK 6. «duTd 1 panckoe s

PucyHok 5. «BKycHoe monoykol». E. Koxkabaes
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PucyHok 8. «baTbipxaH — noBenvTeslb BOUHOB»

E. Koxkabaes

PrcyHOK 7. «Xoa KoHem». E. KoxxabaeB
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