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SPIRITUAL AND MORAL COMPONENTS OF WORLD RELIGIONS AND MODERN
SCIENCE

Abstract

The article reveals the deep spiritual and moral meaning of the main religions, which is of great importance

in the education of modern youth. According to the author, many people fall into various sects because of
ignorance of the true meaning of the great religions. The authors base the idea of the need for a program of
religious education. The beginning of inter-confessional dialogue is an example of a fruitful dialogue based
on the integral method of Ken Wilber. According to the scientist, the application of an integral approach in

the field of religion and spirituality has already made it possible to create an Integral spiritual center, where
some of the world's leading spiritual teachers, representing all the major world religions, come together to
learn from each other. An example of mutual understanding and problem solving in the framework of Western
European culture through Sufism is given on the example of the Holland Sufi scholar H. J. Wittevin in the work
«Sufism in action: Spiritualising the Economy».

The article also discusses the need to realize that since all the great religions of the world have the same
goals and objectives, and therefore to some extent there is a possibility to overcome the crisis through
religion, where the world can be saved through religion. Therefore, the world's religions should combine their
efforts and develop a plan for the formation of a future integrated society. Unite their efforts to create a single
universal civilization, which should be based on faith and spirituality.

Keywords: world religions, integral theory, inter-confessional dialogue, Sufism, religious enlightenment,
spiritual progress, science, string theory.



Introduction

The problem of the interaction and
dialogue of the world religions today is
extremely important. In our opinion, this
is because the world in terms of total
globalization has become unusually
interconnected and interdependent. If
earlier people lived in a stable world, where
everything was familiar to them and as
usual, but today everything has changed.
For example, if in the past, you say, born
Chinese or Indian, then you most likely
were destined to survive for their entire
lives in one culture, one religion, often
in one province, sometimes in the same
house - live, love and die in several spans
of the land. But today, in the context of
globalization, we have not only freedom
of movement, but also the opportunity
to be more thoroughly acquainted with
any religion of the world, or have the
opportunity to immerse ourselves in
virtually every known culture, and study
it. In the «global village», which is now the
world, all cultures, all religions, all sciences
are to some extent open and permeable to
each other. Knowledge itself is now global.
This means that for the first time in history
people have access to the entire sum of
human knowledge: discovery, experience,
wisdom and reflection of all the major
world religions and civilizations. All this
knowledge is now available to everyone.
In short, over the past few decades
of the century we have witnessed an
unprecedented historical situation: when a
modern man is practically has access to all
cultures and religions of the world, when a
person has, to some extent, the possibility
to a quite broad selection.

Methods

The spiritual and moral component
of world religions requires clarification
of points of view regarding the proximity

or divergence of the paths and purpose

of science, religion and art. «In the

culture system, the phenomena under
consideration act as its subsystems.
However, in the general cultural field,

they perform various tasks and functions,
operate with various methods and
approaches, their worldviews differ

in different degrees of mobility. What

is the specificity of the phenomena

under consideration? When a religion is
characterized by the greatest stability and
constancy, offering an unambiguous and
unchanging understanding of the “eternal”
questions of being, science is more mobile,
and acts as a process of development and
increase of knowledge» [1, p. 41].

Results

Reflecting on this new situation, which
the modern mankind faces, the eminent
philosopher and psychologist Ken Wilber
says, «what would happen if we took
literally everything that each of the cultures
or religions can tell us about human
potential — spiritual, psychological and
social development, and represented it to
all humanity? What would happen if we,
based on the sum of the total of human
knowledge that is open to us, tried to
find important clues to the fundamental
understanding of human development?
What would happen if on the basis of
extensive cross-cultural and interreligious
research, we tried to use the experience
of all the great traditions and religions
of the world to produce all-embracing,
universal, or an integrated map, manuals
or guidelines that incorporate the best of
what is modern humanity» [2, pp. 56—-58].

This is very interesting and attractive
idea of Ken Wilber, in our view, in recent
years found many of his supporters. Their
arguments boil down to the following
points. Firstly, the world’s religions have
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ceased to fully meet the spiritual needs of
modern people, since they were created in
a different time, in other contexts and for
other people. Today the world is different,
as well as the human himself, modern man
needs another religion, or rather, some
spiritual guidance, which correspond to
the increased requirements. Secondly,

in view of changed circumstances and
changed human maybe it will be very good
if the best representatives of the three
world religions should come together and
socialize together, forgetting for a time,
historical or contemporary grievances and
claims. Thirdly, perhaps, they could learn
from each other, and then jointly develop
a new spiritual guidance and values that
meet the requirements of a modern man.
The goal of all religions is one — to make

a man better, more moral and perfect,
using its divine word. The launch of such a
dialogue has been made.

First, it is beyond doubt is that the
leaders of many world religions finally
managed to get together for the first
time in one place in one country named
Kazakhstan. We mean the forum of world
religions, initiated by Kazakh President
Nursultan Nazarbayev. By the way, this
forum has become traditional, and the
next forum is already being planned.
Specifically for this forum, Kazakhstan has
built a unique in its architectural design the
«Palace of Peace and Harmony».

Second, this is the beginning of uneasy
dialogue between different religions. The
outcome of this dialogue, despite the fact
that it did not led to significant results, was
encouraging. Although it would probably
naive to believe that the age-old struggle
between the religions at once would lead
to serious results.

Third, today, we can see the example
of a productive dialogue that based on the
integral method of Ken Wilber. This man

has managed to create the world’s first
integral community of scholars — Integral
University. According to this scientist, the
use of an integral approach to religion and
spirituality, made possible to create the
Integral Spiritual Center, which brought
together some of the leading spiritual
teachers of the world, representing all
major world religions, and not just to
simply listen to each other, but in the

first turn to learn from each other. It

could be considered as the «teaching for
teachers», and it would be one of the most
outstanding educational establishments,
which could be imagined. In history it has
never happened before.

Trying not to get into an argument with
these scientists, advocated the creation of
new approaches in the field of religion, we
can mention only that the World really has
changed and it has become a product of
human labor. Changes that people made in
this world are so grand and ambitious that
it is often compared to geological shifts.

Discussion

At the same time, moral and spiritual
changes in the parameters of a modern
man over the past two millenniums,
unfortunately, according to many
outstanding leaders of mankind, have
not undergone any significant changes.
Humanity cannot create better spiritual
and moral values that Buddha, Lao Tzu,
Jesus and Mohammed did. As reality
shows, unfortunately, material progress
does not cause automatically the spiritual
progress. Human consciousness and
culture, as a rule do not keep up with
the changes that occur in the material
world. A person could not become better
morally than it was two thousand years
ago. Moreover, there are some signs that it
has become worse. All this was not exactly
planned progress towards the goals of the



great philosophers of the Enlightenment
and the West. Special contribution to
these processes was made by the Western
economic model based on the culture

of individualism, which supplanted the
religious culture, and provided a strong
impetus for the profit, and for the creation
of consumer civilization. This market
model extended market relations in those
areas that are not relevant to the market.
We mean the areas such as state, society,
group, education and culture. In the market
the main purposes are the interests of

a man to maximize profits, in the state,

by definition, the public and collective
interests should dominate. Spreading of
market relations in the field of state and
collective relationships inevitably leads to
the creation of not just a market economy,
for example, like in many post-Soviet
states, but also to the construction of a
market society. Unfortunately this type

of capitalism is very similar by the main
parameters to the Latin American type, but
not the liberal-democratic type of the West.
History shows that in societies in which

all areas dominated by market relations,
as a rule, the ethical and spiritual aspects
are supplanted, not to mention the sacral.
Awareness of this problem, in our opinion
is crucial to the future of our society. This
should be done using programs based on
the long-term and well-designed strategy.
The success of many countries that

have reached phenomenal success, in a
relatively short period of time clearly shows
that they are achieved through intelligent
and farsighted program, due to people’s
confidence in these programs, also due

to the ability to combine the interests of
state and business, through intelligent
policy based on serious theoretical and
ideological grounds. In our view, a good
example is the politics of modern China,
which course is quite consciously built on

10

the basis of three philosophical concepts
of that country: Taoism, Confucianism and
the philosophy of Sun Tzu. Taoism of Lao-
tzu is a theory of harmony and balance.
Confucianism is a stability and order in
society. Teachings of Sun Tzu’s philosophy
are the philosophy of the greatest success.
That is how to achieve maximum success
with minimal losses. This culture is
consciously woven into the state education
system and culture of modern China. The
results of this wise and forward-looking
policy the whole world can see in the
phenomenal success of this country in all
areas.

In short, today in our society, we have
the need for a large-scale and long-term
national program for religious education.
The program which would be based on
religious grounds, culture, psychology, and
the peculiarities of our people. In short, our
believers, not in words but in deeds should
feel a lively interest in them from the
state, which is finally should understand
that in the realm of its constitutional
responsibility, as a secular state, religious
affairs should also be provided. It helps to
protect the spiritual health of the citizens
from any kind of bacilli on a «religious
cover.

It is high time the authorities should
take care to ensure the believers produced
a strong immunity against the aggression
on the basis of faith. «A way to prevent
such diseases is known — the “spiritual
vaccination” of the population». [3, p. 28]
The most effective way is an education. It
is very important today, through competent
education to reveal the philosophical,
spiritual, moral, social and scientific
foundations of world religions. Thereby a
bold move should be made to eliminate
the very possibility of maturing extremists
or terrorists from the national youth.
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It is generally accepted that the great
religions have not only the spiritual and
ethical meaning, but also a great social
and scientific sense. It is regrettable only
that the educational level of our clergy,
especially the representatives of Islam, is
not high enough. Very often, the level of
preaching and worship our mullahs boils
down to, either to read the Quran, or hold
«Janazah» (The ritual burial of the body
after death). Unfortunately, they cannot
reveal well the real meaning of this great
religion, completeness of its wealth,
scientific and social content. This can be
explained, but that does not make it easier.
Unlike our country, we can cite many
examples where many scholars in the West
converted to Islam because in this religion
they found answers to many scientific
questions. Surprising fact of conversion to
Islam of the great French oceanographer
Jacques-Yves Cousteau. According to this
scholar, only in the Quran he found the
answers to the questions that tormented
him for years, that is the answer to the
explanation of the nature of the Gulf
Stream in the Atlantic Ocean. The well-
known scholar of Islam Valeria Porokhova
says that in the West several prominent
scientists, some of them Nobel Prize
winners in recent years, accepted Islam.
One of the winners, explaining the reason
for his conversion to Islam, said that he
has found the answer to his problem in the
Holy Quran. According to his statement,
if he knew the Quran before, he 20 years
earlier could have made a discovery for
which he received the Nobel Prize. In
this regard, we can pay attention on the
book «Sufism in Action: Spiritualising the
Economy» [4, p. 69]. The author of this
book is Hendrikus Johannes Witteveen.
This man is a Dutchman by origin. By
religion he is a Muslim of Sufi direction.

He did not simply converted to Sufism,

but he deeply researched it and wrote his
work on the basis of Sufism, which argues
that many of the unsolved problems within
Western culture have their own answers in
Sufism. This statement is made not on the
basis of bare assertion, but based on the
deeply informed and reasoned evidence.
These findings seem very powerful from
the views of the outstanding economist of
the world, former finance director of the
International Monetary Fund, Minister of
Finance of The Netherlands, and university
professor.

From the viewpoint of modern physics
the most appropriate form of keeping and
transmission of information is the wave
hologram [5, pp. 2—4]. Not only inorganic
objects, but also biological systems
can be compactly described using it.
Theoretically justified and experimentally
proved that every biological cell it is both
a source and a receiver of the correlative
wave holographic information. Based on
these representations, modern physicists
constructed superstring theory, which also
operates with the holographic principle.
The basis of the latest unified field theory
is the notion of elementary particles as tiny
(about 10 times smaller than an atomic
nucleus) vibrating superstring in a loop
shape, the mode of resonance oscillations
of which specifies the type of a particle.
«Each elementary particle is composed
of a single string that is, each particle is a
single string and all strings are absolutely
identical. Differences between the particles
arise from the fact that the corresponding
string are affected by different resonant
vibrational patterns. What seems to be
different elementary particles, in fact
are different “notes” on the main string.
Universe that consists of a huge number
of these vibrating strings akin to the
cosmic symphony. “What seemed different
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particles, are in fact “notes” that were
performed on the fundamental string. From
the position of superstring theory Creation
appears boundless orchestra, orchestrated
by the transcendent Composer...» [6, p.
113].

This idea of superstring theory has
a striking resemblance to the mystical
vision of Hazrat Inayat Khan, who was
more than a half century ago, wrote this:
«The life absolute from which has sprung
all that is felt, seen, and perceived, and
into which all again merges in time, is a
silent, motionless and eternal life which
among the Sufis is called Zat. Every motion
that springs forth from this silent life is a
vibration and a creator of vibrations. Within
one vibration are created many vibrations».
And also: «When a man observes the
life of space, the motion of stars and
planets, he learns the law of vibration and
rhythm, where everything is perfect and
unchanging, he realizes that the space
system operates according to the law of
music, the law of harmony» [6, p. 86].

As seen from this parallels recent
advances of modern science are in
harmony with the spiritual worldview that is
so clearly expressed in the Sufi Message.

Many modern people are not aware of
such facts that the world-famous writers
Leo Tolstoy and Ivan Bunin, by the end of
their lives converted to Islam. Somehow,
this fact that the Great Russian writers
changed their religion from Christianity
to Islam is almost not raised in the
Russian media. It is unlikely to be called
unmotivated decision. In this regard we
can recall such prominent boxers as
Muhammad Ali and Mike Tyson, who
once shocked their fans with their original
decisions. And finally, most recently the
king of pop music Michael Jackson, the
hero of hundreds of millions of music
lovers in recent years, also converted to
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Islam. What lies behind this? Spontaneous
random decision or a conscious choice?
The desire to shock people with his
decision, or was it a deliberate choice of

a man who did not find the answers to

his spiritual quest and demands within

the existing culture and religion, moved

to another religion like Islam, because
only there he found the answers to the
questions tortured him.

Of course, not only Islam has scientific
sense, but other religions as well. Including
the Bible. Take, for example, the idea of
creation of a human from Adam’s rib,
which from the standpoint of traditional
materialism treated at best as a fantasy
or imagination, at worst, as a fairytale.
However, in light of new scientific ideas
cloning actually is the explanation for
an act of the Creator. We have similar
examples of deep scientific insights
much more in the world religions, which,
unfortunately, occur often because of its
not deep examination by religious leaders
and believers.

Summarizing the following it can be
said that only in recent decades, mankind
has gradually come to understanding
that science and religion are the only
alternative ways of comprehending a
common reality that people face in their
life, and it's hard to say which of them
reflects it most closely. The deeper
people penetrate into the mysteries of
the universe, the more prepared grounds
they get for asserting the possibility of
reconciliation the knowledge with the
belief, and the need for their mutual
benefit. Along with the scientific meaning
of the great religions, in our opinion, it
should be thoroughly and convincingly
revealed for today’s youth the idea that the
great religions like Christianity and Islam
are the main spiritual basis for the unity of
our society. Sometimes in the media we
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can see the attacks on religion. Of course
it should be seen as a direct attack on
the unity of our people and therefore as a
threat to the unity of our country. We can
quite agree with the well-known Russian
scholar of religion Y. A Mikhailov, who
says that when we hear about the ills that
plagued our society today, usually what
immediately come to mind are alcoholism,
drug addiction, substance abuse, low
fertility, high mortality, homelessness,
addiction to gambling, the fall of morality
and legal culture, lack of spirituality,
vagrancy, egocentrism, degradation of
family, embezzlement, glorification and
romanticization of the criminal world, low
entrepreneurial activity of the population,

the hypocrisy of politicians, etc. [3, p. 185].

Everyone who happened to hear
something about what Islam is intolerable
to in the social sphere they would recall
the whole or the greater part of that list.
When you begin to understand, it turns
out that many people, especially young
people, usually don’t know the religious
system of social values, in particular
Islamic. And finally, it's time to realize that
all great religions have the same goals
and objectives. It is very well illustrated by
the parable of the famous Sufi Jalal ad-
Din Rumi. «Once upon a time four friends
(Greek, Persian, Arab and Turk) found
a coin and decided to buy something
popular for all of them. But opinions
differed: the Greek wanted to buy “stafil”,
Persian “engure”, Arab “eynab” and
Turkish “raisins”, and as a result of that
difference friends came to blows. Then a
stranger offered to buy for them that thing
they all like. They agreed and got bunches
of grapes. This is the same and this is
“stafil”, “engure”, “eynab” and “raisins”
they cried. So the truth that the saints
perceive in all religions and that different
people called it in different ways, because

of misunderstanding that leads to hostility
and war [7, p. 103].

Conclusion

In general, the address of many people
to religion in the world crisis is probably
because the only way out of this systemic
crisis is seen only through religion, that
is, the world can be saved by religion, and
often it is deemed the Islam. Mikhailov Y.
A says, «that people have in their minds a
simple idea: only Islam with its categorical
rejection of mismanagement, bribery,
embezzlement, all sorts of parasitism by
other people will put things in order in the
state» [3, p. 205]. Indeed, today there is a
growing desire to live in a society of social
justice, but due to the lack of clear vision
on how to achieve it people consider the
only way are the principles of divine law.
Modern humanity for their own survival of
civilization to a much greater extent than
ever before needs a guide, provided by
divine institution. Therefore, the world’s
religions should join efforts and develop
a plan of becoming the future of an
integrated society. Combine their efforts
to create a single universal civilization,
which should be based on the faith and
spirituality.

It is also clear that the future unified
civilization must be based on generally
recognized norms of international law and
the Charter of Human Rights, established
on the basis of elements of all religions
and ideologies that guarantee the
fundamental freedoms of all men, women
and children regardless of their skin color
or nationality and are included in this
natural and social characteristics of each
group of people. In short, all the world’s
religious doctrines have equal reason to
be adequately understood by civilized
humanity and its representatives to find
a fair assessment, and, of course, to be
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tolerant of religious and ideological views necessary condition and the urgent need

of each other. The latter is a key indicator for mental health of modern man, the
of a genuine democracy in modern society.  issue that addressed beyound the political
Hence, the dialogue of religions is a environment.
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C. b. bynekGaes
Ka3zaxckul yHusepcumem mex0yHapOoOHbIX OMHOWeHUU
U Mex0yHapOOHbIX 3bIKO8 uMeHU Abbinall xaHa

K. 3. XanbikoB
Kasaxckasi HayuoHanbHasi akademusi uckyccms um. T. K. )XKypeeHoea
(Anmamsl, KazaxcmaH)

AYXOBHO-HPABCTBEHHbIE COCTAB/ISIOWMUE MUPOBbIX PEJIMFUiA U COBPEMEHHOW HAYKH

AHHOTauuA

B cTatbe packpbiBaeTcs ry60KWiA JyXOBHO-HPABCTBEHHbIV CMbICT OCHOBHbIX PENUTUIA, KOTOPbIN UMeeT
OrpOMHOE 3Ha4yeHue B Aefe BOCMUTaHWUSA COBPEMEHHOM MONOAEHMU. [10 MHEHUWIO aBTOPOB, MHOIMeE 0AN
nonajatoT B pa3/IMyHble CEKTbl U3-3a HE3HAHUS UCTUHHOIO CMbIC/Ia BEIMKUX PENUTUiA. ABTOPbI OCHOBbIBAIOT
MbIC/Ib O HEO6XOANMMOCTH NPOrPaMMmbl PEIMIMO3HOro NpocBeLleHns. Hayanom MexXxKoHPeCCUOoHanbHOro
[Avanora Ha3saH nNpumep NiIoA0TBOPHOIO Auasnora Ha 6a3e uHTerpanbHoro metoga KeHa Yunbepa. CornacHo
y4€eHOMY, NPUMEHEHWE UHTErpanbHOro Noaxofa B 061aCTv Pefiurun u AyXOBHOCTH yXKe NO3BONW0 CO34aTb
MHTerpanbHbIi AyXOBHbIN LEEHTP, rAe co6panuck BMECTE HEKOTOPbIE U3 BEAYLLMX AYXOBHbIX yunTenen mupa,
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npeacraBnsaiolme BCe OCHOBHbIE MUPOBLIE PEIUTMKM, 41K TOr0 H4TO6bI NOyYUTLCSA APYr Y Apyra. MpuBeneH
npumep B3aMMOMOHUMaHWUS U pelleHns Npo6eMbl B paMKax 3anagHOeBPOMNENCKOM KynbTypbl Yepes cyduam
Ha NpUMepe rofNaHACKoro yyeHoro-cydus X. M. BUtteBuHa B paboTe «Cypuam B AEMCTBUMU: AyXOBHOCTb B
3KOHOMMUKE».

B cTaTbe TaKkKe paccMaTpuBaeTcs He06X0AMMOCTb OCO3HAHKS, YTO €CNIM BCE BETMKWUE PENUTUKN MUpa
MMEIOT OAMHAKOBbIE LIENIN U 3a1a4u, 1 MOTOMY B KAKOM-TO Mepe eCTb BO3MOMXHOCTb BbixoAa U3 Kpu3unca
Yyepes penuruio, MMp MOXKET BbITb CNaceH Yepes penuruto. NoaTomy MUPOBbLIE PENUTUN AOMKHBI 00bEeANHUTD
CBOM YyCUNS 1 BblpaBoTaTb MNfiaH CTaHOB/EHMS GyyLLErO MUHTEMPUPOBAHHOMO COLIMYMa, CO3[1aHUS eAUHOM
o6Le4enoBeYecKon LMBUIM3aLnm, kotopas LoMKHa 6blTb OCHOBAHHOM Ha Bepe W AyXOBHOCTH.

KnioueBble cnoBa: MUPOBLIE PENUTUU, MHTErPabHAs TEOPUS, MEXKOHDECCUOHaNbHbIN Ananor, cydusam,

PeNUrMosHoe NPocBelLeHNe, AYXOBHbIN NMPOrPecc, HayKa, Teopus CTPYH.

C. B. Bynek6aeB
Abbinali xaH ambiHOarbl Kasak xarblkapariblk kKambiHacmap xoHe ane mindepi yHusepcumemi

(Anmamei, KazakcmaH)

K. 3. XanbiKoB
T. K. XKypeeHoe ambiHOarbl Ka3ak ¥nmmabik eHep AkadeMusicbl

(Anmamei, KazakcmaH)

9NIEMAIK AIHAEP MEH KAS3IPr1 Fbl/IbIMHbIH PYXAHU-AQAMIEPLWINIK K¥PAMAAPDI

AHpaaTna

byn makanaga Kasipri xactapabl Topbueney iciHae yIKeH MaHbl3fa e Heriari agiHaepaid TepeH, pyxaHu-
ajaMrepLuifiik MmarblHachl albinaabl. Kenteren agamaap yibl AiHAEPAIH WbiHAWbl MafFbiHACbIH GiIMEreHaiKTeH
TYpNi cekTanapra Tycesi. ABTop AiHu arapTy 6argapnamMachiHblH KaxeTTiniri Typanbl onabl Herisgenai.
KoHdeccuraapanblK YH KaTbicyablH 6ackl KeH Yunbepain, «nHTerpangbl afici» HerisiHae KemicTi AnanorTbiH,
yAriciHe ne 6onajbl. FanbiMFa ConKec, iH MEH pyxaHWIblK canacblHia MHTerpanagblK Tocingi KoigaHy Heriari
anemAiK AiHAEePAiH aTblHaH 9NIEMHIH XeTeKLWi pyxaHu eKinaepi }uHanbin 6ip-6ipiHEH YUPEHY apKbl/ibl -
NHTerpanablK pyxaHu opTanblk KypyFa 60naTbiHAbIFbIHA MOH 6epinreH. ©3apa TYCIHICTIK neH macenenepai
Wwely 6aTtbic-eyponasnblK MoAeHUET WeHbepiHae cydr3m MbicanbiHAa rofnaHablK Cydun-ranbim XA
ButreBuHIH "Ic-apekeTTeri Cydnam: aKOHOMUKaAaFbl pyxaHUbIK" eH6eri Mbican peTiHae KenTipinreHx.
MaKanaga coHaan-akK, erep afieMHiH 6apnbIK yibl AiHAepi 6ipaen makcatTap MeH MiHAeTTepre ue 6onca, con
cebenTi KaHaan aa 6ip gepexeae a/eM [iH apKblibl KYTKapbliybl MYMKIH, AiH apKblUibl AaF4apbICTaH WhbIFy
MYMKIiHAIM 6ap eKEHiH YFbIHY KaXeTTiniri KapacTbipblnagbl. COHAbIKTaH, 9N1eMAIK AiHAep 63 KYL-XKirepiH
GipiKTipin, 60nallak biknanaacTblpbliFaH COLMYMHbIH KanbinTacy *ocnapblH @3ipneyi Thic. On 63 KyLu-XirepiH
GipiKTIpY apKbl/ibl CEHIMIE }aHe pyxaHW/bIKKa Heri3aenreH 6ipTytac XannblafgaM3aTTblK OPKEHUET Kypybl THIC.
Tyhinpi ceapep: anemiik AiHAep, UHTErpaniblK Teopusi, KoHbeccuaapanblk ananor, cydusm, iHv arapTy,

PyXaHW nporpecce, fbiibiM, iLlEeK TEOpUSACHI.
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!Shota Rustaveli Theatre and Film Georgia State
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(Thilisi, Georgia)

STURUA'S INTERPRETATION OF BECKETT'S ENDGAME

Abstract

Robert Sturua accomplished his vision of Beckett's two plays at the Rustaveli Theater in XXI century. Waiting
for Godot was staged in 2002, and the premiere of Endgame took place at the end of February 2020.
Robert Sturua always begins his work with in-depth analysis, development, editing of a text. The Endgame
has been implemented by the same principle and the director created the stage text. In the performance one
may recognize phrases from the Book of Revelation, from Waiting for Godot, and sometimes the phrases of
Sturua himself. Despite of changes, Sturua presented on the stage a deep, philosophically existential farce,
morality play, and sometimes a carnival atmosphere. There are not so many such Beckett's staging in the
theater world by its meaning, form or structure.

While carrying out changes, Sturua retained the rhythm, musicality, and rhythmic sound of Beckett's text. In
the performance the same texts, the same actions are not repeated with the same frequency as in Beckett's
play. In Sturua’s performance the sense of destruction and the apocalypse is more tangible and frightening.
The interpretation of Endgame by Robert Sturua is an apocalypse, the end of the world, a warning to
humanity... And the form goes beyond morality play, carnivalism, interactivity, epic and non-epic, and even
beyond the maestro’s theatrical language itself.

Keywords: Beckett, Sturua, Theatre of absurd, Interpretation, Theatrical language.

Introduction defined by Martin Esslin in his book “The
The Theatre of the Absurd, as a term Theatre of the Absurd”. In his opinion,
and direction in theatrical art, was first absurdist playwrights should not be
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considered as representatives of any
direction or school. They combine a
mature perception of existence, life and
history. The absurdists have mastered
and used all the genres, forms or methods
that have existed in the history of drama
since ancient period and created their
original direction [1]. In Georgia, interest
in “absurdists” or other contemporary
direction dates back to the 1990s, after
the collapse of the Soviet Union. Samuel
Beckett definitely was among them.

Samuel Beckett’'s drama gives variety
of interpretations. In XXI century Robert
Sturua carried out his vision of two plays
by Samuel Beckett at the Rustaveli Theatre
(Thilisi). “Waiting for Godot” premiered in
2002, and the premiere of “Endgame” was
held in late February 2020. The director
dedicated the play to the memory of his
childhood friend and creative collaborator,
composer Gia Kancheli.

“Waiting for Godot” is one of Robert
Sturua’s masterpieces. It was a play that
will never be forgotten, both by form,
mannerisms, content, directing vision, as
well as the acting mastery that accurately
expressed the director’s concept.

The “Endgame”, of course, is staged
in Sturua’s theatrical language, stylistics,
form. The theatrical language created by
Sturua remains unigue among the styles
on the contemporary world theatre map.
And in this play, there is a lot of findings in
terms of the director’s theatrical language.

The director always starts working
on the play with in-depth analysis and
editing of the text. He also put "Endgame”
on the same principle. He translated
the play together with Nino Kantidze,
created a stage text in which you can read
the phrases from: St.Johns Revelation
(Apocalypse), “Waiting for Godot”,
and can directly recognize Sturua’s
discourse. Despite the movement,
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additions, abbreviations of the phrases,
Sturua presented a Beckettian in-depth,
philosophically-existentially-absurd farce,
moralite, and even sometimes a carnival
atmosphere on stage. There is not so
much such a stagings of Beckett in the
world theatre in terms of content, form and
structure.

Along with the changes, Sturua retained
the musical and rhythmic sound of
Beckett’s text. The same phrases and the
same action in the play are not repeated
as often, as at Beckett’s. Sturua made the
breathtaking, inexhaustible, uninterrupted
sense of infinity more accentuated in his
staging, and the feeling of the shaking,
destroy, world apocalypse - even more
apparent and horrible. It is noteworthy
that, unlike the Beckettian finale, Sturuas
ending is relatively "brighter” and
"hopeful.”

Methods

As soon as Beckett’'s “Endgame” is
over, the reader has a lot of questions, the
author asks himself. That's why Beckett is
a great playwright - he lets you stay with a
choice. Will Clov even be strong enough to
leave Hamm, to abandon him? | will borrow
Esslin’s thought and say that this is what
creates the dramatic tension in the play
[2]. If Clov leaves, Hamm will die, actually
no one is alive except Clov, so who will take
care of him? Food supplies are also ending.
If Clov goes, he will not only kill Hamm by it,
but also commit suicide.

Sturua interpreted "Endgame” as
an apocalypse, the end of the world,
a warning to human race. The form
transcends monodrama, moralite, carnival,
intertextuality, epic and non-epic, as well
as the theatrical language of Maestro
himself. The stage director pushed
biblical, Holy Writ references in Beckett’'s
play while editing the text, shifted the
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accents, and made his concept and saying
clearer. By the end of the play, a little boy
appears on the far horizon, leaning to a
rock and looking at his own belly button.
In the French edition (Beckett first wrote
the play in French, then in English), in
dialogue between Hamm and Clov, Clov
informs Hamm that he sees the little boy
in the telescope. In a desolate, lifeless
environment, where time stood still,
appears a little boy - a spark of hope for
the future life...

The starting point of Sturua’s concept
is this episode. Stage director turned the
hopeful future into a boy dressed in a white
shirt as Christ. The play began and ended
with the advent of Christ. Hamm orders
Clov to execute: Clov shots Christ with the
gun, which Hamm previously wanted to Kill
himself with. Mankind, again doomed the
Son of God, who was to save it.

Results

Regardless of age, Robert Sturua is
a young creator. He3 is in a constant
improvement and search of an expression
form or method. In the “Endgame”,
director, along with others (editing, far and
close views), used the “set shot’ method
and “darkening”. The frozen images,
figures evoked in me the association of
inhabitants from Pompeii, a dead city
covered with lava.

An interesting fact is that director never
“betrays” the playwright. He will thoroughly
understand the author’s text and will
highlight what ordinary readers cannot
“see”. Robert Sturua did not change the
cast image - Hamm, Clov, Nagg and Nell,
and left then as at Beckett’s. By replacing
textual accents, with small changes, he
made it more comprehensible to the
viewer. Sturua’s Hamm and Clov are
clowns, which can also be read at Beckett.
While creating Nell and Nagg characters on

stage, director made changes. At Beckett,
they are grotesque-sentimental, oafish
scum. Sturua shortened Nells and Naggs
text, left the characters grotesque, but
overall gave them more romantic touch,
especially to Nell.

Miron Shvelidze's stage design blends
harmoniously with Sturua’s concept. At the
poster and program, director and designer
used Goya’s famous cycle “Caprichos”
etching “The Sleep of Reason Produces
Monsters”. This way the audience is been
informed before entering the theatre:
neglect of the mind and thinking by a
man raises monsters and causes an
apocalypse... Remarks are most important
in Beckett’s plays, which is foreseen by
director and set designer. The description
of set design, shown by Beckett is
preserved, with only one detail added. In
the depths of the stage, a grey gate erects,
with an angel on top, holding a trumpet in
his hand. “At once | was in the Spirit, and
there before me was a throne in heaven
with someone sitting on it.”) [3]. The gate is
perceived as a gateway to hell or paradise.
Beyond it, through the shadows and light,
there is paradise or hell shown, from which
mankind (the spectators) sometimes see,
Christ, and sometimes, the satanic ghosts
appear. The director and designer turned
the window from Beckett’'s play, from which
Clove uses a telescope to monitor the
world and then destroy the even spark of
life on the earth or water, into a gateway.
The trumpet angel is also from Beckett's
play.

Stage lighting has a major significance
in Robert Sturua’s plays. The lighting
created by director reminds you of a
painting, in which the gradation of colors,
tones, lights and shadows accentuate
the viewer, making the saying as clear as
possible.

For years, Gia Kancheli have been
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creating music for Robert Sturua. The
music for the performance, dedicated to
the memory of friend, was selected by
Maestro himself. In order to express the
inner, spiritual world of the characters of
Hamm, Clov, Nagg and Nell, to emphasize
the different episodes, Sturua selected
musical fragments from Schumann
(“Alboum for the Young”, “Carnival”),
Tchaikovsky (“Old French Song”), Greek
chants “Kyrie eleison”, musical phrases
from Bach, Schubert, Elgar and Gershwin.

Discussion

Painting, lighting and music are the
most important components of Robert
Sturua’s theatrical language. | will make
a paraphrase of Peter Brook [4. 165.]
and say that lighting and music at Sturua
are neither superfluous nor less, just as
much as it takes to express a concept.
The lighting in the play matches the
feeling of the apocalypse, foreshadowing
evil, horrible, shocking mood. By color
gradation, focusing on the specifics of
the scenery, director imagines an infinite
cosmos — with the moon and stars
(planets), or paints the atmosphere of
the prison, or raises a huge wave of the
ocean on the stage. The sense of gloom
in Beckett's play is outstandingly reflected
in the set design and lighting of the
performance.

In one scene, at the sound of an
alarm clock ringing, Clov tells Hamm:
It will be useful to replace the trumpet
at the Second Advent. At Beckett these
words sound ironic, but director has
given a completely different sence to it.
Moreover, at the very beginning of the play,
Sturua inserted a phrase from - St.John’s
Revelation: “After this | looked, and there
before me was a door standing open in
heaven. And the voice | had first heard
speaking to me like a trumpet said, “Come
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up here, and | will show you what must
take place after this.”... [5] And, he told

us directly that what happens in the world
today is apocalypse, the end of the world...

The scenography preserves description
of Beckett’'s remarks. Black and white old
phone devices was added to the scenery
(there is also notifications about the phone
call in the play). Ironically, Beckett talks
that Hamm and Clov have a mission to
destroy life on Earth. Sturua concretizes
Beckett's generalized philosophical view
of choice and mission, making it more
grotesque. Hamm and Clov by Sturua
twice contact "supervisors” (or superior) by
phone. The director has assigned a double
task to Hamm and Clov in expressing their
fear and anxieties about the “supervisor”.
Actors have to play how they are really
scared by supervisor, and at the same
time, show ironicly-sarcastic attitude. The
phone will be acting for the second time,
almost at the culmination. Hamm calls the
“supervisor” and asks for a blast — What a
problem is one blast!

Dressed in a black smoking in Sturua’s
performance, “blind” Hamm in the dark
glasses is so-called Senior Clown. Clov is
“junior” - enslaved by the “senior” clown.
Close to the ending, Clov, who loves order
in everything, appears in a long robe, a
hat, leather boots and a cane, trying to
protect himself from Hamm'’s “slavery”,
reminds of a secret service agent from the
1940s-50s of XX century. In the finale, he
again is in a straw hat with red and yellow
clothes. Their "clownery” nature comes
from Beckett’'s play as well. Despot Hamm
and his order-loving servant are not only
subservient to each other, but also obey
to the will of "supervisor”, both at Beckett

and Sturua. They both are slaves by nature.

They both want to escape from this slavery.
The solution is one - complete extinction
of life in the world. They have been left no
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other choice. They even immediately Kkill
the flea in Clov’s pants, as it can become a
precursor to prolonging life.

The director added one episode to the
play — “Once at the Cemetery”, the burial
of Clov’s girlfriend. The mourning clown,
like the whole episode, is romantically-
grotesque. Director exaggerates Clov's
love for order. Order first and foremost!
Became Clov’s motto. In one episode,
Sturua turns Clov into dictator-usurpers
servant. Moreover, Clov himself had been
transformed into a clown with these
qualities. With a background of Sarah
Leanders, Goebbels’ favorite singer, song
“Avon Gehat Diet Celt Nietzsche Unter”
Clove marches like a soldier! Order first
and foremost! - says Clov-clown. He jumps
up, squirms, and strikes the trumpet angel
with a cane. The director’s reference is
clear and understandable — “That’s where
mankind aspires”! At this time, the sound
of grunts is heard - frightened Clov runs
to Hamm, jumps on his knees and hugs
him. He asks for help to the oppressor.
Hamm asks, “Just tell me, what you want?”
Clov: “I know that order will be established
anyway”. Hamm: “Freedom doesn’t get
used to order!” Clov: “People, people,
you see!”... The sound of applause. The
director made it clear to us in this episode:
both order-loving Hitler and Stalin, were
applauded, by people, who are the crowd,
echoing what you shout to it. Hamm and
his parents couldn’t stand each other.
Especially father and son. Despot (Hamm)
is more loyal to his mother. However, such
behavior in infancy and childhood is due
to the attitude of the parents towards
Hamm (Freud). At Sturua’s staging Nagg is
a clochard, ragged, the result of Hamm’s
revenge. They don’t change the sand,
or give him porridge, just “throw up” the
petrous cracker, as if he is as a stray dog.
Nagg has made a great contribution to

Hamms becoming a despot. Nagg and
Clov complot against Hamm by the final,
e.g. organizing a riot. They recall to the
story of Peggy to remorse Hamm. Peggy,
who probably was Hamm'’s girlfriend.
According to Sturua, Peggy is a prostitute
who goes to Hamm asking for a lamp. But
uncompromising Ham refuses.

Conclusion

Beckett, who was Irish with a good
Catholic education, rejected the faith of
God. Nietzsche’s thesis (then developed
and still relevant and popular today)

“God is dead!” became acceptable for
playwright as well. The modern era (after
the existentialists to the present day) has
said nothing new. The world that remains
without God, impersonal, suffering from
"mass psychosis” will die! Beckett wanted
to say that too, as did Sturua, but unlike
Beckett, Robert Sturua believes in the
existence of God’s goodness.

Sturua began and ended the play with
the advent of Christ. Together with other, it
encapsulates the form of expression, the
form of representation, the structure. Clov
shots Christ with the gun, which Hamm
previously wanted to kill himself with.
Mankind, again doomed the Son of God,
who was to save it. At the Greek chant
“Kyrie eleison”, a boy-Christ enters in white
clothes, and takes a Bible, which he put
on the proscenium at the beginning of the
play. Hamm angrily orders Clov - Shoot,

Kill him, they’ll spawn, and than nothing
helps us! Clov scruples, but as part of a
“true” colorless mass, he still is a slave,
and so he shoots — to love, kindness,
purity, the future of mankind and the world.
The little boy-Christ, seems to give up.
Through the darkening, director creates the
impression of a gloom, the music sounds
up to crescendo, and an amazing and
terrifying picture emerges for the viewer at
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the same time. A huge wave is rising on the P. S. The premiere of the play took place
proscenium. Behind the wave, the ghosts of on 21.03.20, when Covid19 virus already
Hamm, Clov, Nagg and Nell can be shaped  existed in different countries, but has not
... Again, darkening, than lighting, and all the yet been declared a pandemic.

characters of the play appear on stage. The

game is over ... The “apocalypse of our days”

is over...
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M. A. Bacapse
lFocydapcmeeHHbIl yHUBepcumem meampa u KuHo um. LLloma Pycmasenu
(Téunucu, lpy3us)

«KOHEL, UI'Pbl» BEKKETA B UHTEPNPETALIUX POBEPTA CTYPYA

AHHOTaUMA

B XXI BeKke B TeaTpe PyctaBenun PobepT CTypya ABakbl OCYLLECTBU CBOIO MHTepnpeTaumio Camioans
Bbekkerta. [beca «B oxunaanum Mfogo» 6bina noctasneHa B 2002 rogy, a npembepa nbecbl «KoHew, Urpbi»
cocrosiniack B KoHue deBpansd 2020 roga. CTypya Bcerga HauMHaeT CBOIO paboTy ¢ yriny6ieHHOro aHanmaa,
pa3paboTKK, peaakTUpoBaHUs TeKcTa. «<KoHel urpbl» («3HALWNKWAb») Obla peann3oBaH No TOMY XKe NPUHLMNY,
W pexxuccep cosaan CLLEeHNYECKNI TEKCT. B cnekTaksie MOXHO y3HaTb dpasbl u3 KHueu OmkposeHusi, «B
oXuaaHuu fofgo», a MHoraa v dpas3bl camoro CTypya. HecMoTps Ha U3MEHEHUS, peXMUCCEP NpeacTaBua Ha
cueHe ry6oKkumn, GrunocodCckM aK3ncTeHLManbHbln Gapc, abeypa, MopanuTe, a MHOraa U KapHaBalbHYyo
atmocdepy. Taknx NocTaHOBOK beKkKeTa no cBoemMy 3HayeHuto, Gopme nam CTPyKType B MMPOBOM
TeaTpasbHOM NMPOCTPAHCTBE O4EHb Mano. PexXUCCEp coxpaHun pudmy, My3blKanbHOCTb U PUTMUKY TEKCTa
beKkKeTa. B noctaHOBKe OAWH U TOT XKe TEKCT U OJIHO M TO XKe AENCTBUE HE MOBTOPSAIOTCH C TOM Ke 4acToTOM,
KaK y bekkeTa. Ho B cneKkTakne 4yBCTBO pa3pyLleHMs 1 anoKanuncuca 6osee ouyTumo u 6onee nyratoLle.
MHTepnpeTaumsa Ctypya «KoHLa urpbl» — 3TO anoKanumncuc, KoHew, CBeTa, npeaynpexaeHme YenoBeyecTsy...
A dopMa cneKTaKns BbIXOAMT 3@ PaMKK MOpanuTe, KapHaBaimM3ma, MHTEPAKTUBHOCTH, ANMNUYHOCTU U
HE3MMYHOCTM U aXe BbIXOAWT 3a paMKu TeaTpasibHOro a3blka camoro CTypya.
KnioueBble cnoBa: AnoHcKas KynbTypa, AnoHU3M, 6puTaHcKunin an3anH XIX Beka, Pesepdopa ANKOK,
BcemupHas BbicTaBKa B JIoHAOHE.

M. A. Bacapse
Llloma Pycmaesenu ambiHOarbl Memnekemmik meamp xoHe KUHO yHugepcumemi
(Téunucu, pysus)
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BEKKETTIH «OMbIHHbIH COHbI» WbIFAPMACbI POBEPT CTYPYA MHTEPMPETALMACBIHAA

AHHOTauMA

XXI Facbipaa PyctaBenu TeaTpbiHaa Po6epT CTypya Camioan beKeTTi caxHanayaa eki peT e3iHiH,
WMHTENPETaUMUSAChIH XKy3ere acbipibl. «F04oHbI KyTy» cnekTakni 2002 »blibl KOWblbIM, an «ONbIHHbIH, COHbI»
creKTaKiHiH npeMbepackl 2020 *bl1AblH aKnaH anbiHbiH COHbIHAA WbIKTbI. CTypya dpKallaH 63 XYMbICbIH
MOTiHAi TepeH TanaayaaH xaHe eHaeyaeH 6actanabl. ONbIHHbIH COHbI («QHALWMUAb») 481 COM NPUHLMN
6GOoVibIHLLA YKY3ere acblpblbiM, PEXXMCCEP OHAA caxHa MaTiHIH acabl. CneKTaknbaeH AsiH KimabbiHaH,
«0poHbI KyTy» XoHe Kenae CTypyaHblH 63 ce3aepiH 6ine anacbi3. ©3repictepre KapamacTtaH, pexuccep
caxHara TepeH, dunocoduanblK ak3ucTeHUManbl dapc, abeypa, Mopanb, Kelnae KapHaBan atTMochepachbliH
YCbIHAbI. ONeMiK TeaTp KeHICTiriHae KYHAbUIbIK, OpMa HEMECE KypblibiM TYPFbiCbiIHAH BeKkeTTiH MyHaamn
TyblHAbIIAPbl eTe a3. Pexxuccep bekeTt maTiHinAeri pudMai, My3blKablK XoHe bipFaKTbl CakTalbl. OHAipicTe
6ipaen MaTiH MeH Bipaen apeKkeT bekeTTeri uinikneH KantanaH6angpl. bipak nbecaaa *onbly ce3imMi MeH
anoKanuncuc aHarypsibiM aKblH XXaHe KOPKbIHbIWTLI 60nabl. CTypyaHblH, «OMbIHHbIH COHbl» TYCIHAIPMECI
anoKanurncuc, akblp 3aMaH, ajam3arT YLWiH eckepTy... An KoMblbiM dopMackl Mopasb, KapHaBaanam,
WHTEPAKTUBTINIK, AMUKaNbIK XoHe anuKasnblK eMec, TinTi CTypyaHblH 63iHAiK TeaTp TiNiHeH Ae acbin Tycei.
Tyninai cespep: Gekett, CTypya, abeyp TeaTpbl, MHTEPNIPETALMS, TeaTp Tii.
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4

NAMUEH
XEPCTTIH
OHEPI

ART STUDIES

JKOHE
MPHTH 18.31.07, 18.31.09 Ml/lq)OJ]OFHH
KOHLIETILIUSICbI

K. . BAITYTOB '
! Xamkerrerne YHUBEPCUTETI

(Ankapa K., Typkus)

A3MMEH XEPCTTIH OHEPI }XKOHE MU®0/10r'Msl KOHLIENLUACHI

AHpgaTna

Bbyn makanana JamueH XEPCTTiH LWblFapMallbliblK 6HEPI MEH «e/iM» }aHe «MUdOIOrns» KoHLEeNUUsACbIHA
Ha3ap aygapbiiFaH. benrini 6ip KOHLENT apKbl/ibl BHEPAE Ke3AECEeTiH MHTerpaunsblK ce3aepaid 6annaHbiCbl
TEK anTbINbIN KaHa KOMMaw OHbIH ToXXipnbeae Kanam xysere ackaHbl Typanbl Nikipnep KenTtipinreH. JaMmueH
XEpCT oNeMHiH eH TaHbIMas CypeTLLiCi, KOHUENTyanuCT, KONEeKUMOoHep, eHepTaHylbl. HaKTbl anTKaH4a rpek
dancada agamgapabiH auTKaHbIHAAN «OIMMIM» WbIHbIHA XXETKEH adamaapablH, 6ipi. LLbiHFa WbIFY eKiHIH,
GipiHiH KoNblHaH Kene 6epMeci aHblK. On 63iHiH «eniM» KOHLENTi apKblibl aaMHbIH, iLLKi XaH AYHUECiHe
NCUXO0NOrUaANbIK, GUNoCcCoDUANbIK, SIKOHOMUKaNbIK, COLIMONOMUANBIK XoHe T.6. TypFblha acepiH Turidai. KentereH
cypeTuwinep eMipiHiH COHbIHa AeWiH WhiFapMallbliblFbl 60MbIHLIA 3ePTTENETiH GipHeLle TaKblpbINTbIK co3aepre
MoH 6epefi. bipeyi agaMHbIH, NCUXONOrUANbIK MiHE3 KYIKbIH 3epTTece, 6ipeyi agamMHblH TaburaTKka gerex
9CepiH 3epTTenai. XépcT 60osica 6ip KOHUENTTEH, eKiHLWi 6ip KOHLIENTTI AYHUEre anbin Kefin oTbip. OpuHe 6yn
YaHalbINgblK eMec, 6y ecKiHi aHapTy Aen TyCiHCeK Te 6onagbl. ECKi Kynai ogaH ga acepni, ageMi, epexiue
€Tin KepepMeHre YCbIHY.

[OamueH XEpCTTiH naeachbl apKblibl, 6YKiN aneMaik MMPONornsanbiK OKUFanap opTara XXuHanabl XoHe ae

o1 apb6ip MUTIK KENiNKepre WblFapMallbliblK TybIHAbI acagbl. OHbIH OCbl XacanFraH MUPONOrUSASbIK
YYMbICTapblHa KECKIHAEMENIK aHanu3AiK Tangaynap *Kyprisingi. AHanu3a xacasfaH TyblHAblNapAblH apacbiHaa
«Kymblpa yCTaFaH A4eMOoH», «<KpoHOC 63 6ananapbliH XyTyaa», «aHbl3 XaHe MUb», «6achl WwabbinFaH Meaysa»,
«LlmknonTapabiH 6ac cyneri» aHe ae «<AHAPOME/a KoHe TeHi3 KyObIXKbIFbl» aTThl XXyMbICTapbl 6ap. OTKeH
FacblpfiapablH CypeTLlinepi MEH MYCIHLWINEPIHiH aTanbin 6TKeEH MUOONOTUSANbIK OKUFanapblH TaKblpbiNTapbiHaa
YKYMbIC iCTEreH TyblHAblNapbiHa canblCThlpMasbl TYPFblAa OpTafra anblHbiM, ONapablH OPTaKTbIFbl MEH
avibipMallblnbIKTapblHa MaH 6epingi.

Tipek ce3paep: [1amneH XEpcT, eHep, MUbONOrus, enim, KeckiHaeme
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MaraH yHalimbiHbI, minmi ocbl Mipwinik uenepiHin iwki KanbinmapbiH Kepceme, onap a7 0e KyOblpemmi XoHe

6ip HopcedeH ymimmi 6ip kytide myp. CoHObIKMaH onap Kusiiiu ghaHmMe3u MeH Mughke KaparaHoa, WiiHalbl 601k

kepiHedi. Onap 6i3ze Hakmbl 6y emipde KemeKkmece anambiH CUSIKMbI.

Kipicne

JamuneH CTuBeH XEpCT — aFbiWbIH
CYpETLiCi, KacinKep KoHe eHep
KOJJTEKUMSACHIH UWHayLwbl. 1990 xbingapbl
¥nbl6puUTaHusgarbl 6HEpP caxHacbiHAa
ycTeMik eTKeH Young British Artists
TOObIHAA Xac cypeTLlinepai, 6ipi 60nabl.
On Kosipri TaHAaFbl eMip Cypin aTKaH eH,
6an cypeTwwinepaiH 6ipi 60nbin Tabblnagbl.
1990 blngapbl OHbIH, MaHCabbl KOMTEKTOP
Yapnb3 CaaTynMMeH Tblfbl3 6aniaHbICThI,
6ipak 2003 Xblnbl 6CIN Kene }aTKkaH
KapaMa KaulbliblKTap 6actanbin, KapbiM-
KaTblHac asKTanabl [1].

«©OnimM» KoHUenuusacel — Xépct
WblFapMallblNblFbIHAAFbI 6ACTbl TAKbIPbIM.
OHbIH XYMbICTapbIHbIH apacbiHaa
oJIreH ¥aHyapnapblH TyYpJepi ken
[2]. Mbicanfa, akynanap, Konnap MeH
CcUblpnapbl apHanbl XUMUSbIK CYUbIKTbIK
dopmanbaernare cakraraH. OnapabiH
ilWiHAeri eH TaHbIManbl — «6JiMHIH,
dU3nKanblK KYHiHiH Tipi KanblnTa 60/ybl»
atTbl XXyMbicCbl, 14 ¢yTTbIK (4,3 M)
}0n6apblCTbl akynackl GopMasnbaermike
O6aTtbipbiiFaH. O COHbIMEH KaTtap
[IeHreNleK OETKE XKOHIIKTepPAi Ku1Han,
oflap/bl XabbICTbipa 6ip opTafa XUHafFaH.
[leHrenek Topiagec KapTUHaCbIH XKacaFraH.

2008 KbINablH KblpKYMeriHae Xépct
OYpbIH-COHAbI 60NIMaFaH Kaaam XKacafbl,
on Sotheby’s ayKUMOHbIHAA 63iHiH,

« Beautiful Inside My Head Forever»
aTTbl LWOYbIH 6TE KbiIMOAaT 6afara caTTbl.
AYKUMOH 111 MUNNUOH QYHT CTEPAUHT
(198 MmnnAnoH pgonnap) uHaabl, 6yn
TeK 6ip CypeTLUiHIH FaHa XyMbICTapbl.
CoHbIMeH 6ipre XépCTTiH, «anTbiH 6y3ay»
atTbl WelfapMackl 10,3 MUTMOH GYHT
CTep/InHITeri 6arara catbl1bl.

AavmeH Xépcrt

1999 xbingaH 6actan 6ipHelue
Kargannapa XEpcCTTiH, WhlFapManapbl
nnaruvat peTiHae KapcblblK 6inaipai oHe
faay Tyabipabl. OHbIH, «@HYpPaH» aTTbl MYCiHI
6anaHblH OMbIHLbIFbIHAH }acanfaHblHa
6annaHbICTbl, AFHX GaFasbl MeTangaH
acanmaraHbl YLWiH caTbIn anyLbl
KONNeKTop XépcTTi coTKa 6epai. bipak 6yn
KeNeHCI3AiKTi COT OTbIPbICbIHAH ThIC LieLle
angpbl [3].

OniM TaKblpblOblHAH iC XY3iHAE
aybITKbIManTbIH JaMUeH XEPCTTiH,
MYCiHAEPI MEH MHCTanNsUMsnapbiHa
KaparaHa, OHblH KecKiHaeMenik
KapTWHanapbl 6ip KaparaHaa afeMi,
Tanfamnas kaHe eMipi KyaTtanTblH 60/1bIm
KepiHeai.

3eptreywi KanBnH TOMKUHC, XEPCTTIH,
LbIFapMalLlblablfbiHa 6aWnaHbICThbI
MblHadawn nikip 6ingipai: «kapmuHadarbl
mypni-mycmi weHbepriep XépcmmiH
cayda 6ereici 60n10b1, makbipbIbbl e11iM
MeH bidbipay 60sbin mabblinamaeiH
3ammapra Kapchl 6ip benei.

Ewkardali eki dak mycmep 6ipdeli
6onmaraHdbiKmaH, by cypemmep
ytnecimoinik neH myc banaHcbIHaH
XoHe bapriblKk 6acka acmemukariblK
udesinapdaH 6bocamabinadbl, 6apribifbi
JKapHamariblK nocmepriep Cusikmsl
KyaHbIWMmbI, XXapKblparaH cayre
whbirapadsbi» [4, 3 6.].

opicrep

[amuneH XEPCTTiH, WbiFapMallbliblfbliHa
KaTbICTbl Ka3ipri TaH4a KenTereH eHepTaHy
3epTTeyLlinepi FaHa emec, COHbIMEH KaTtap
6acKa anaHaarbl Fbl/ibiM agamaapbl aa
XEPCTTiH, eHep TyblHAbIIAPbIH 3epTTeyae
©3iH/iK OM NiKipNEpPIH FbISTbIMU, MOAEHMN,
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NCUXONOTUASBIK, GUNOCODUANBIK
TYPFblAaH, 6blnanilla auTKaHaa XaH XaKTbl
Ke3KapacTtap 6ingipyae. OHbIH eHep
d/ieMiHe KeNnreH KyHiHeH 6actan e3iHAiK
YYMbIC acay afic Tacingepi epekue
caHanbl. ATaKTbl CYpPETLLiHIH }aHblHAa
ypin 6inimM anbin XXaTKaH »actap MeH
Bipirin *}yMbIC }acan aTKaHaapbl
KaHwama. «<XEPCT» TybIHAbICbIH 3y3ere
acblpyaa KentereH cypeTLli, MyCiHLLi,
KepamuKallbl, Au3anHepnep xoHe T.0.
eHep agamMaapbliHblH GiNliMiH TONbLIKTbIPbIM,
KanbinTacyblHa «amueH XépcmmiH
adic macindepi» TEOPUSNbIK HaHe
NnpaKTUKanblK TYPFbIAaH YKEH CenTiriH
TUri3ai. Mbicanbifa KenTipeTiH 601cak,
6ip 6inim owwarbl 601bIN ecenTeneTiH
YIKEH WaHblpaK neci YHuBepcutet
6011ca, CoN OKY OPHbIHbIH, 6ip canachl
6oMblHLWIA KenTerex ajic Tocingepai
YMPEHE OTbIPbIN TONbIKTbIPbIIFAH MaMaH
neci aTaHcaH, MyHAafbl KapacTblpblbIn
oTblpraH «J3MUEH XEPCT» ecimi fie eHep
canacblHOaFbl epeKLle opbiHbl 6ap OKY
OpblHbI AeceK KaTe 6onmac. Here geceHia
6y ecimM anemMaeri TaHbiIMan MapKara
anHanfraH.

Bbip naeonorus apKbiabl, SFHU
6ip KapanambIM KOHLIENTTiH 63iHeH
cuUcTeManblK TYPFblAaH MHTErpaLmsnblK
6annaHblc Nanga 6onagbl. MyHAa anTbinbIN
OTbIpFaH 6ip ce3/iH emip cypy Y3aKTbIfbl
KOrKe XeTnec, yakblT 6Te Kefe KaHhaun
€63 60JCbIH }alFbl3 KafblnTa Kanca, 6y
enimre ywblpanabl. CoHAbIKTaH ap6ip
KapacTblpbl/iFaH KOHUENTTIK co3/eH
Y/IKEH 6ip anem 6annaHbiCbl TyblHAANAbI.
JaMuneH XEPCTTiH, WblFapMalLblibIFbIHbIH,
6acTany coTiHeH 6acTan Ka3ipri TaHfFa
JEeWiHri KongaHbl1FaH KOHUENTI «enimM»
6onbin Keneai. byn KOHUEeNTi apKbibl
OHep aneMiHe ToNbIKKaHabl e3repic anbin
Kenai. Takblpbln afblHaH Kanfblbl,
TYCi CybIK 6ip TyblHAblNApPFa TONbI Aen
ecenTefnreHiMmeH, CypeTLUiHiH XacarFaH
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TYbIHAbINAPbI CYbIK TYCTE EMEC, eMipre
TOJNbl XaPKbIH TYCTEPMEH BENHENEHTEH.
AFHU XapblK XapKblH TYC 6MipaiH,
KaWHafaH KepiHiciH 6epce, oHaafbl
KONOaHFaH XoHaiKTrepaeH 6actan
XUMUANBIK KOcnara dopManbiernarke
OaTblpblNFaH KaH XKaHyap eni KyriHae.
Herisri naes MeH agic Tocin MblHaaa
JleceKk 6onafbl, CYpeTLi MHCTaNAaUMANbIK
TEXHUKaHbl KongaHa OTbIPbIM, }abblK
Oip TOPTOYPbILWTLI KOPIHETIH anaHfa
KeCINreH »aH xaHyapablH, (C1bIp) 6acbliH
Kosabl. BacTbiH, 6acTanKbl Kecinrex
KYMiHeH 6acTtan, OHbIH, Wipin, CYHEKKKEe
anHanfaHfa gewniHri npouueciH BUAeO
OHepi apKblbl TYCIpin Ky3ere acbipaibl.
MyHaafbl anTa KETETIH MaHbI3abl Macee
MEH Xafdan MblHaAa, 6/1iM KOHLLenTi
apKblNbl KanTagaH KaHfFblpblIFaH TIPLWINIKTI
emMipai kepceTy. bacTblH, KecinreH KymiHeH
WbIObIH WipKennep nanga 60/bIM, coaaH
KeWiH OHAafbl WbIObIH LWipKennep xabblK
anaHHbIH iWiHae enin, oaaH KeniH onapablH
OPHbI KYPT KYMbIpbICKafra anHanbimn
OacCTblH CYMEK KalMNblHA KENreHiHe
[lerniH 6yN NpoLEecCcTi afamapFa YCbIHY.
[amueH XEPCTTiH, *yMbICblHAa KoNdaHFaH
dJlic Tocini MeH KOHLUENTI apKblibl 6HEP
TYbIHAbICbIH TaMallanayfa KenreH
KepepMeH eMipiH MOHICIH TYCiHiM, enim
MeH eMipre KaTbICTbl OW MiKip agamaapabiH
caHacblHa oCepiH TUri3epi cescis.
CypeTLili TakblpbINThbl 63iHAIK 94ic
TocifliMeH Xacaca, an o/l TyblHAbIHbI
capanan, }aH XaKTbl niKip 6ingipin,
KOPbITbIHAbIIaN 6acKka FblfbiM
cananapbiMeH 6annaHbICTbIPYLLbI
3epTTeyLi FanbiMaapabiH, TEOPUSNbIK
TYPFblAaH KONAaHbIIFAH aaicTepi ae 6ap.
CoHblH, 6ipi peTiHae 3epTTeywi KonuH
Penpto, Muwens [ken bonp KoHe
AasH MopnengiH «Onim putyangapsl,
9JIeyMETTIK TopTiN aHe exenri anemaeri
apXeosIorUsANbIK 6/iMCI3iK» aTTbl
KiTabblHaa [JoMneH XEPCTTiH, «eniM»
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KOHLLENUMSCHl MEH TybIHAbINAPbIHA
KaTbICTbl MblHaAan Ty»XblpbiIMAaMa 6epreH:
«bapnbifbiMbI30bIH 6ackiMbi3ra 6eneiri
6ip KubIH xardali myckeHOe enliMHeH
KymbIfbIn WhiFa arMaybiMbl3 CO3CI3.
©rnimMHIH 0aMiH mipi )xaHOblnapbiObIH
6apribirbl kKepedi. byn myciHikmi eckepe
omabIpbIn cypemuwi, MyciHwi [JamueH
Xépcm «mipi adamHbIH odnay Kanrel eni
KyUiHOe gpusukarnbiK mypfrbida MyMKiH
emec» ammabl mybiHObICkI 1992 Xbliribl
JloHOOH KanackiHOafrbl CeprneHmuH
eanepesicbiH0a KepepmMeHae YCbIHbIO0bI.
Mamepuandbik myprbida ycbiHbinFaH 6y
mybIHObI KernwirnikmiH olibiHO0a bipHewe
cypakmap mybiIHOammal, SIFHU CypaK
JKayaricbl3 Kandbl. ©UmKeHi KepepMeH
opmanbOecudke bambipbiriFaH aKynara
Kapari, OHbIH 6ip XafbiHaH Mipi, eKiHwWi
JKarbIHaH erli KyUiHOe eKeHiH KopOi.
AmepukaHObIK KOMIo3umop Yaprb3 Alie3
O/1iMHIH mypa OCbl KarirblHa KambICMbl
1906 Xblirbl 3 olbiH 6indipeeH 6onamabiH.
On aGamHbIH olinay rnpoueciHeH
mybIHOalUmbIHbIH amarl Kepcemmi.
byn 6i30iH xeke dapa Kacuemimizoi
aHbIKmatmosbi» Oen xa30bi [20, 1 6.].
3epTTeyLwinep 6epinin oTbipFaH
ce3fep apKblibl GUNOCOOUANbIK TYPFblda
Ke3Kapac TyablpblM, 6HeP TybIHAbICbIH TEK
KanbInTbl 6ip dopmMa peTiHAEe Kapaman OHbl
6ackKa KblpblHaH OMnayabl YCbiHYAa.
[JamMuneH XEPCTTiH «e/iM» KOHLIeNTi
MeH 6acKa KOHLLeNTTep apacbiHAarbl
6annaHbicTap ete Ken. CoHbIH ilWiHae
MUdonornaMmeH 6amnnaHbiCbl epeKlle 6ip
opbliHAa. CypeTi MUPONOrnsiHbIH KaHaaHy
npoueci WblHarbl TYPAE CaH Facbipnap
OYPbIH }KY3€re achbi, yaKkbIT 6Te Kefne
eflimre ylwblpafFaHblH anTbIN 6TCE, KO3ipri
TaH4a ocbl MMOONOTUANBIK KEMIMKEPNEPAIH,
Oapnblfbl 6acKa oN1eMHEeH Tipinin Kenrex
ceKingi nen antagsbl.
byn 3epTTey )yMbicbiMaa JamueH
XEépCTTiH, MMdONOrnsa TakblpblObliHa

KaTbICTbl XXacafaH LWblFapMallbliblK
TYbIHAbLIAPbIH Capanan OTblpbln, ap6ip
YKacaFaH KYMbICbIHbIH, 6TKEH TapuXbl

MeH Ko3ipri TaH4afFbl KanmblH, AFHU
YyaKbIT ©6Te Kefle OHblH Aerpagausfra
ylblpaybl, COHbIMEH KaTap 3BOJIIOLUSASbIK
e3repiciHe MoH 6epinin canbiCTbipManbl
Tangaynap »acanfaH. COHbIMEH KaTtap,
XépcT 0Cbl MUDONOrUANbIK TYbIHAbIIAPAbI
Kacan OTbIpbIN Ka3ipri TaHaafbl eHEpP
aJieMiHAe KaHaan opblH Kanablpbl, CON
TYbIHAbLNAPAbl 6TKEH Facbipnapaarbl
CYPETLLi MEH MYCIHLWINEpP Kanawu »xy3ere
acbIp/bl }aHe TyblHAbIHbI }Kacay
GapbICbiHAa KaHaaw Nikip KanablpFaHbliHa
KaTbICTbl TEOPUSNbIK FbIbIMU Tanaay
aicTepi KongaHbiNabl.

HeTMxxenep

JamMmuneH XEpPCTTiH MUPOOrUANbIK
KeninkepnepiHiH, 6actay Tapuxbl
OHBbIH, 61iM KOHLEMNLMSACBIMEH TOJbIK,
6annanbicTbl. On 63iHiH KenTerex
TYbIHAbICbIMEH, naesicbiMeH Mudonorus
KOHLEMNUUSACLIH epeKLle B6ip OpbIHFa
KOS OTbIpbIn, 6YKiN @nemre natu eTTi.
XEpCTTiH KapbepacblHAafFbl €H TaHbIMa,
9pi eH MbIKTbl KepmenepaiH, 6ipi ae 6yn
BeHeuuaparsl Nanavuuo paccu.

KepMeHiH Heri3ri naesacbl MeH Tapuxbl
0. 3. 6ipiHLWI ¥XoHe eKiHwWi Facbipiapaa
AHTHOXMSI1a eMip CYpreH, aTbl aHbl3Fa
anHanfaH Cnud AmoTaH |l 6annaHbICTbI.
AMOTaH 60cTaHAblKKa 1e 6onfaH 6ain
ajaMm peTiHae TaHblbIMN, AYHUEHIH Wwap
TapanblHaH apTypni apTedaKTTapbl
KoNneKuusnaymeH anHanbicagbl.
AMOTaHHbIH, 6YKiN Ka3blHacbl, }aH *aKTaH
*UHaNFaH KOMUCCUSANbIK, KeLLipMeniK
oynbiMaap, caTbin anblHFaH XaHe TOHaNFaH
3aTTap, 6apnblfbl 6ipik Apistos (rpek
TiNiHEeH aygapfraHia «aKbliiFa CblMMamnTbIH»,
JlereH MafblHaHbl 6ingipeai) ecimai ynkex
Kemere xyKktenai. Keme YHAI MyxXuTbiHa
aTTaHfFaH CoH, 6aTblM, OHAAFbl BYKIN
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Kas3blHanap TepeHaikke KeTin Kanagbl.
MyHAa yaKbIT NEH blblpay MexaH1KacblHa
ConKec 6YKin MU nNeH aHbI3aapabiH,
Tapuxbl 421 OCbl TEHI3AiH TYOIHEH LWbIKKaH
ceKingi 60biN KepepMeHre YCbiHblaabl.
EKi MbIH, }XblNJaH KENiH KEMEHIH, 6aTbIn
KETKEH anaT OpblHbl Tabbl1Abl, OHXbINAbIK
Cy acTblHAaFbl Ka36a }KyMbICTapbl }oHe
Ka/inblHa KeNTipy icTepiHeH KeniH ByKin
Ka3blHaHblH 6ap/iblFbIH KEPME OPHbIHA
WETKI3ingi.

Manauuo MNpaccuain, iwiHe KipreHnae,

Cypet 1. AOMUEH XEPCT, «Kymblpa ycTaraH [leMoH»
(3KCNO3unuUMS), MYCIH, Wanblip 60sybl, 1822 x 789 x 1144

cM. BeHeuunsaparbl Palazzo Grassi, 2014
MHTepHeT xenici: https://bit.ly/3dYD1QZ

annbic GYTTbIK 60MbI, YL KabaTTbl
aTpuMyM/Abl TONTbIPaTbIH }anaHaltl,
ThIPHAKTbI, 6acChbl3 (IEMOH) KYObIXKbIK
Kesneceai (Cypet 1).

[eMOHHbIH, AeHeciHe TeHi3 dpayHacCbIHbIH
KangblKTapbl XabbiCKaH. [leHeciHae
MUWFa YKCac MapxaHaap, aHeMoHaap,
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Mazpernopnap }¥aHe e TeHi3 KypTTapbl
6ap. byn weHAaiK nenepi meH dpayHachl
KyObIbIKTbIH TEPICIHEH 6CIN LWbIKKaH 6ip
TYPNI MHOEKUMANBIK XYKMNa CUAKTbI.

BuiKTIri OH cerisd meTp 60bIN TypFaH 6y
MOHYMeHTanabl purypa Kona MetasnblHaH
*acanfaH. MyciHgi 1932 »biabl TUrp
a/IKaOblHbIH, Ka30a XyMbICTapbl Ke3iHae
TankaH. Cunatran anaTblH 60J1CaK,
KOPKbIHbILWThI allbl/ibl TYPFaH ay3bl MEH
Ke3i OpHbIHaH LWbIFanblH Aen TypFaH Topi3ai
6ip AeMoH peTiHae cypeTtTenemi. OHbl
KesiHae BaBWUIOHAbIKTap 1asyay, «Ken
nartwacsbi» aen antkaH. byn Mmudonornsanbik
GUrypaHblH TapuxbiHAa KaHaTTapbl
MeH WasHabl KYNPbIFbl, COHbIMEH Bipre
HbIHBICTbIK 66Niri XblnaH Topi3aec 60nfFaH.
[damuneH XEPCTTiH, TybIHAbICbIHA KapaWTbIH
6osicak, 6y anTbiIFaH aeHe 6iTimaepi
Ke3gecnenai.

MYCIiHHIH YNKEeHAiriHe Kapan Typbin,
OHbIH, 6aCbIHbIH, KECINTEeHIH 6GanKancblH,
(Cypert 2).

Byn 6ac oHbIH AeHeciHeH BipHelwe
METp XKepae *aTtblp. Erepae 6yn
JEMOHHbIH, 6acblH BipiKTIpin KapanTbIH
60/icak, oHAa 6yNn MYCiHHIH JTOHAOH
Kanacsbl, TeWT ranepesicbiH/la OpHanacKaH
Yunbam bnankriH «Enec 6ypreci» atTbl
KapTUHaCbIMEH YKCACTbIKTbl KOpeEMI3
(CypeT 3). by }KyMbIC KillKeHTaK
dopmaTTa opblHAanfaH. Yunbam bnank
Oyn durypaHbiH Nanga 60nybl epeKiue
Oip «pyxaHu KepiHic» peTiHae KeNreHit,
COHbIMEH 6ipre «MyHAaFbl 6apnbIK
oyprenep e3aepiHiH, KaxkeTiMai TaburaTbliHa
Kapan KaHCOPFbILL €KEHiH, SFHK OCbl
anTbINbIN OTbIPFaH Gyprenep agamaapibliH
aHzapbl» fen ecentereH [5]. bnanKrTin,
aJaM MEH YoH/iKTiH, 6ip 6ipiMmeH
OipiKKeHi, agamrepLuinik Kacuerrepre
6eniM agaMHblH MiHESIH KepceTeai aereHx
TYCiHIKKe ue.

Enec 6ypreci — anbin, Aay, KaHTeriCTi
KyObIXKbIK XOHE alaMHbIH, XaHbl. byn
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KYOBIXbIKTbIH, LWbIHAaWbl KYHiH CYPETTECEK,
oN penbedTi, IHAEeTTi TapaTaTbiH, KaH
copaTblH Napa3uT, XblHAbl CEKINAI 63iHiH
KyMblpacblHa Kapan Typa 6epeTiH 6ip
HAPLWCC. KecKiHaeme — 6yN TYCTiH,
apMaHHblH, MUCTUKaNbIK KOPIHICTIH
HaTUXKeci. MeTadopaga, MUDTE KoHe
apMaHaap/ia TepeHre }acblpblHFaH
WbIHAbIK NEH aNKbIHABIbIK OK.

Cypet 2. IOMUEH XEPCT, , «JleMOHHbIH 6acbi», 2015.
Manauuo Mpaccwu, Beneuus, Utanus

MHTepHeT xenici: https://bit.ly/2JG8pGh

MnbbepT KenT HecTepoH 63iHiH,
«<Yunbam Bnank» aTTbl KiTabbliHAA,
JIEMOHHbIH K&NeMi MeH ynKeHairiHae
KaTbICThl Y/IKEH Bip LWeLWiM XKaTbIp gen
ecenten, 6bi1an gen TyKblpbiMama
Kacagbl:

«brielik MucmukariblK Ke3KkapacmaiH
€H XXaKcbl beriieiH KapacmbipOsbl,

SIFHU 6YpaeHiH XaHbl 63iHiH KernemiHe
KaparaHOa OH MbIH €Cce YI/IKEH €KEHIH
kepceme?di. bipak wbIHObIFbIHA
KenzeHoe, KbI3blKmbl com ardekatida
maHKanapsbik. brielik eHepi myparibl
anfawkbl myciHikmepdiH Heai3i oCbl
opatida KarnbinmackaHbiH Kepcemeoi.
MyHbiH MaHI MbiHada: enec bypaeci
mek 6ypaedeH yrKeH emMec, COHbIMEH
Kamap on Kapanatibim bypaeze
KaparaHOa kammel. Enec 6ypeeciHiH e3i
MaccarsblK mypfbliOaH ayblp XoHe xarnnau
canbicmbipraHOa Kalpammbl XeHe

gaHmacmukarbiK 08y. MyHbl myciHeeH
ke30e 6i3 bnelikmeai yribl udesnapobiH
EKIHWICIH - udesinap udesicbiH MyCiHOIK»
[6, 155 6.].

Erep BnanK 6yprexiH »aHblH HaKThbI
©3iHiH KeneMiHeH OH MblH ece YNKeH
€TiMn »XacafraH 6osca, oHja [1aMueH
XEPCTTiH, TybIHABICHI n4eKanaa
V/IKEHAIriMEeH anfa WbIKTbl. Erep bnank
©3iHiH KapTUHacCbIHOaFbl €/1ecTi KaTThbl
Oip KanbinTa »Kacaca, an Xepct 6onca
oN 6erHeHi oJaH Aa KaTTbl 3aTKa
avHanablpAbl. XEPCTTiH TyblHAbICbI BNaKkke
KaparaHa Y/IKEHIPEK *XoHe 01 OCbl }KYMbIC
apKblibl ©3IHAIK anneropust apKblnbl
allKe3AiK MeH allynaHLIaKTbIK Typasbl
aHbI3bl KepceTteni. byn Tapuxu - a3in-
ocnak e3iH allikepenereH Ke3ae, XépCT OHbl
6y3a/bl. KyObIXbIKTbIH KOJIbIHA YCTaFaH
KyMblpacbl }apTbllan KyniHae, 6yn aereH
€63 6acblHbIH, KeCinin enTipinreHiH antoin
Typ. OcbiFaH KapamacTaH 6y 1EMOH 63iHiH,
TipWinirid »kxacayna, Ke3i apKblH Typae
alblK, TICTePiHiH apacbliHaH Tini WLIFbIM
TypFaHbl 6enrini. XEpcT 6y *KyMbICbIMEH
30M6UAI KapaTTbl.

Cypert 3. Yunbsam bnawik. «Enec 6ypreci» (1819-20).
21.4 cm X 16.2 cm. TenT ranepescsl
MHTepHeT xenici: https://bit.ly/2JGUy2b
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Exxenri MeconotaMmuanblKk AeMOHAap
(*kblHOAP) afaMm, XKaHyap KoHe Kyaamn
3NeMeHTTEpPIH 6EMHENENTIH anFallKbl
Tipwinik nenepi 6onraH. byn acanraH
MYCIiH apKbl/ibl KaTaH, an1eyMeTTiK
KypblibiMAapFa peaKkuns TyFbl3a OTbIPbIM,
Oyn rMbpuAaTi TipLWinik nenepi ap Typi
anoTponanblK, MENipiMAI KaHe KaTbires
60/1ybl MYMKiH. Bip TeoOpusiHbIH anTybIHLWWA,
bIH-NepinepaiH, KonbiHAaFb! blblC
aflaMHbIH KaHblH XMHayFa apHasnfaH, 6y
JereHimMi3 geMoHaapabliH TipWwinik nenepiH
KOloFa KabineTTi gereH nikipre conkec
Kenegi[7].

CypeT 4. MaHfauK TiniHAeri KyliTapblK ToCTaFaHbl.
[eMOHHbIH Kymblpachl (Luanblpbl).

OHTapu1o KoposbAik Mypaxawbl, TopoHTO, KaHaga.
MHTepHeT xenici: https://bit.ly/3dZNFqQ

HaKTbl gonien KenTipin, Tapuxu ¥arblHaH
KapacTbipaTbliH 6051cakK, [aMneH XEPCTTIH,
TybIHAbICbIHAA AEMOH 6ip KyMblpaHbl ycTan
Typ. By cUKbIp ¥)acay YLiH apHanfaH
KyMblpa He 60/1Maca AEMOHHbIH, bIHHbIH
LLIaWbIPbI, LWWAWTaHHbIH TY3afbl HEMECe
CUKbIP/bl TOCTaFaHbl en anTcak Ta
6onaabl. Kasipri TaHaa Upak neH MpaHHbIH
ayMafblHaH TabblfiFaH, 6y KyMblpa CUKbIP
YKacayblH eH anfalKbl Kypan caiMaHbl
(CypeTt 4). VI racbipaaH VIl Facbipra
aenidri Tasly LbiFbicTa, acipece Xofapfbl
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Meconotamusa meH CUpUAHbIH ayMarFbiHAA
acanfaH [8]. byn bigbicTap ageTre
LeHbep Topisaec 6onfFaH, 6yn weHbepnep
opTanblKTaH 6acTtanbin biAbICTbIH, LWETIHE
Kapau a3yMeH CypeTTenin, Cbi3bl/IFaH.
OnapAblH Kenuwiniri eBpen-BaBUNOHObIK
apamen TiniHae ¥asbliFaH.

KyMbipa TeMeHre Kapam 6eT anbin
KeminreH. KyMblpa »KblHAapAbl YCTayFa
apHanfaH. Onap afeTre TabanblpblKTbIH,
acTblHa, ayfnanapra, *aKblHAa KanTblC
060NFaH alaMHblH, YWiHIH, LUETIHE }KoHe
3upaTTapra opHanacTbipbiigbl [9].

JamuneH XépcTTiH, «KpoHoc 63
6ananapblH XyTyaa» aTTbl MYCiHiHE
KenTereH eHepTaHyLlbl 3epTTeyLlinep
©3iHiH NiKkipaepiH 6ingipin, 6yn TybIHAbICbIHA
KaTbICTbl MblHaZaKn canbICTbipMasbl aHann3
acangbl (Cypet 5). CypeTtwinepain,
apacblHa XU i ce3 eTineTiH cennemMaepi
€CcKe TycipeTiH 6oncak, 6yn «cypemui
cusikmbl ypria», 6y apuHe Typa
MafblHacblH 6ingipmenai. CypeTtwinepain,
NikipiH anga, ogaH CeHiH KonTaHbaH,
6onapfan XyMblic aca. He 6onmaca
OTKEeHLWi aTaKTbl TyblHAbIAAH OfaH acblin
KeTep TybIHAbIHbI Xacan WblK, AereH
CUSAKTbI MaFblHaga. MyHaa anTbibin
OTblpFaH XEpcTTiH «KpoHoC 63 6ananapblH
¥YTyaa» aTTbl TyblH/bICbIHA KaTbICThbl
OTKEH FacblpnapiblH, ataKTbl CypeTLwwinepi
OCbIfaH YKcac KoJiTaH6anapblH 6epreH.
Mbicanbifa anTtap 6oncak lutep Maynb
Py6eHc neH ®paHcurcKo MonsHbIH «CaTypH
63 6anachblH XyTyaa» KapTuHanapbl 6ip
GipimeH yKkcac (CypeT 6). bipak MyHaafbl
XEPCTTiH, XXyMbICbl ©3iHiH anbINTbIFbIMEH,
OKUFacbIMEH, OMbIMEH SPUHE e MYCIHAIK
KOMMNO3ULMACBIMEH ePEKLLENIHIM Typ.
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CypeT 5. ISMMEH XEPCT, «KpoHoc 63 6ananapbiH xyTyaar.
312,5x334,3x253,5 cM, Kona MeTanbl.
MHTepHeT xenici: https://bit.ly/2Xk9cob

byn MyciH 6a3anblK gerpagaumsHbiH,
SFHW ©3repicKe yliblparaH NOPTPETIH,
©3iHiH YpnaKTapblH XEWTIH rpeK Kyaanbl
KpoHocTkl 6enHenenai. Mudonorus
6onblHWa, KpOHOCTbIH ypnaKTapbl yakbIT
eTe Kefe OHbl TaKTaH TanablpTbin, OHbIH
OpHbIHa 6anachbl OTbIpaTbIHbI Typasibl
OKWFaHbl Kepinkenaep anTtbin 6epean.
MyHaa KpoHoc KyaalblHbIH 63i Ae KesiHae
OKEeCiH TaKTaH TanablpTKaH 60naTbIH.
Ocblnaniia on e3iHiH, aneni PenagaH
[AYHUWere KenreH 6apsblK 6ananapbiH KYTbIM
6acTagbl. MyciHfi aKblHHaH 3epaenen
KapanTblH 601cakK TybiHae Kepinkenaepaiy,
asiHAapPbIHbIH WbIHAbIFbIHA alHanapbiHa
aHblK 60nap 3eBCTiH }KaHaAaH TybljiFaH
KYMiH KepeMmi3. KpOHOCTbIH, allybl
bI3aCblHbIH 9CEPIHEH O/ }aH KaFblH
6ankamanbl. 3eBC ece Kene 6y asH
WbIHAbIKKA aHanaabl. KpOHOCTbIH Tapuxbl
KeniHipek JaHte AnurepuaiH, YronnmHo
nenna lepapaecKka eprericiMmeH conkec
KeneTiHairi ganenaeHai. AWTbIKTaH

KWHanraH YronmMHo e3iHiH 6angapbiH
¥ereHi ywiH emip 6aku KapfbiC aTKaH. byn
OKMWFa BYKiNn cypeTwi KaybIMbIHa «aKbli €CiH
¥OFaNTy» CUMBOJSIbIH 6ingipai.

CypeT 6. ®paHcucko lons. «CatypH 63 6anacblH XyTyaar.
1819-1823. KeHen, mannbl 605y. 146 x 83 cm. Mpago
My3emi, Magpua

WHTepHeT xenici: https://bit.ly/2wpzFFY

JamuneH Xépct neH PpaHcucko fongd
€KeYiHiH XYMbICTapblH caNblCTbipMalbl
TYpAE KapacaH, ekeyiHae ae 6anaapbiHbiH
6acTapbl XOK, XY/IbIHFaH 9/1[1€ KEeNiHreH.

Cypertwwi lowns, CaTypHHbIH, 6ip ybIMEH
TaMaKTaHbIMN OTbIPFaHbIH 6EMHENenai.
OHbIH, 6anacbiHbIH 6acbl MEH COJ KOJbIHbIH,
Geniri XyTbIn XeniHin konraH. OH KoNabl Aa
¥ereH wbiFap, 6ipak oHbl AE€HEHIH anjblHaH
OyKTen, CaTypHHbIH 6apMaKTapbIMeH ycTarn
TypraH 605y KepeK. TutaH con KosiblHaH
Tarbl 6ip *yTbIiM TicTen 6acTanfibl, OHbIH,
Y3 KapaHFbINbIKTaH LWbIKKaH CUSAKTbI,
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an Kesaepi 6aKbipanbin KEHEMIM KETKEH.
CypeTTeri *anfbl3 XapblKTblK AeHeAeH
FaHa Kenin Typ. CaTypHHbIH, KoNgapbl AblM
KepMereH agam CUsIKTbl, yCTaFaH OyHWECIH
elKimre 6epmentiHaen Kanbinta. Cypetre
HaFbl3 KaHNOGaNabINbIKTbl KepeMmis. CypeTTe
6acTankKblga TUTAaHHbIH XbIHbICTbIK MYLLECI
6enHeneHreH 60ybl MYMKIH eKeHAIri
Typanbl genengemenep 6ap [10, 375 6.],
Gipak 6y yaKbIT eTe Kene ¢peckagaH
KEeHerkKe aybICTblpy 6apbIiCbiHAA OLLIM
KETKEH, CypeTKe 3ep calicak, OyriHri TaHaa
OHbIH JEeHEe MYLLECIHAET aiMaK aHbIK emec.
CypeT Kenuwlinik HazapblHa YCbIHbINFaHFa
JIENiH OHbI 8a€eni eLwipin i6epreH 60nybl
MYMKiH [11, 209 6.]. An 1amMneH XEPCTTbIH,
TybIHAbICbIHAA 6ap/iblfbl aHbIK KaHbIFbIMEH
nnacTMKasblK TYPAE KOPCETINTEH.

«AHbI3» €CiMi KaHaTTbl }KbIKblI,
JIEHEHIH, XapTblnan 6eniri GynWwbIKET NeH
CYMEKTEpPAEH KypanfaH, OHbl XUPYPrUaNbIK
OJIMeH anbln TactaraH (CypeT 7).

EKiHWwici — Mnud gen atanatblH MyRi3ai
XbIIKbI, OipTyTac Tepici asfblHaH 6acTtan
cbinbipbiiFaH (Cypert 8).

Byn TyblHAbINAP OHbIH, FbIIbIM MEH AiH
apacblHAaFbl KapbiM-KaTblHACKa AereH
KbI3bIFYLLbIIbIFbIHbIH, *Ka/lFacbl EKEHiH
anTTbl. IaMneH XEPCT OCbIFaH KaTbICThl
MblHagam nikip 6ingipai: «fFbiribim, GiHOI
XXep bemiHe wbirapObl XoHe MUgpmik
mipwirnik uenepiH kecin benwekmern
macma0dsl. byn 6ip cukbip cekindi,
JKaHarbl mipwinik uenepi esni XblrKbinapra
YKcamalimbiHOal emirn acarnbIHObI, SFHU
asik bachbln ypeeH xaHyap cusikmel. by
mugbmi xapsbin XibepceH, bydaH WbIHObIK
natida 6onadsbiy.
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CypeT 7. OMUEH XEPCT. «AHpI3». 2016
MNin cyneri, dapdop. 45 x 11 x 59 cm
WHTepHeT xenici: https://bit.ly/2UQIvgM

CypeT 8. IOMUEH XEPCT. «Mud». 2016
Min cyneri, dapdop. 46 x 11 x 33 cm
WHTepHeT xenici: https://bit.ly/3av31uC
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HKbIKbINap MblHAAFaH Xblagap
6oMbl (6erHeney eHepi canacbliHaa)
KOPKEMAiK TaKblpblOblHA alHanfFaH xaHe
OCbl IaCTYypre cyrmeHe oTblpbin, JamMueH
XEPCTTiH, CUKbIPSbI XKbIIKbl1apbl 6HEP
TapuxblHAa MaHbI3bl OPbIH anapbl CO3Ci3.

MyciHgepai xacan WwbiFapyra eKi
MblJllaH acTaM YaKbIT KaeT 60/1/4bl.
KyMbIn eHaey, opiey XXyMblCTapblH Xacay
YKoHe e opbip aeTaniHe MaH 6epin peTrey
KYMbICTapbIHbIH, ©63iHe GipHelle anTa
yaKbIT KepeK 60nbl. «<Mud» aTTbl MyciH 10
KEKe aneMeHTTepAeH Typabl, an KaHaTTbl
«@Hbl3» XblIKbICbl 11 6enweKkTepaeH
KypanfaH. Mymi3ai blKblFa HO3IKTIKTI
6epyMeH 6ipre, lNipak, AFHX KaHaTThbl
HbITKbIHbIH, KayblPCbIHAAPbI €peKLle
KWbIHAbIKTAp Tyablpabl. COHbIMEH KaTap,
©Hep TyblHAbINAPbIH TaCcbiManaay YLWiH eTe
cesimMTan KaHaTTapblH anbin TacTayibliH
epekKLe ajici acanabl [12].

AHbI3 }oHEe MUDTIH HAKTbl TAPUXK
*KafblHaH KapacTbipaTblH 60/CaK,
oynapblH 9pKanCbICbIHbIH, MUGONOTMUANbIK
Tapuxu oKkurFacbl 6ap.

Unicornis natblH TiNiHAE -
MUPOTOTUANBIK TIPLLINIK MECI, *bIIKbIHbIH,
6acblHblH Typa opTacblHAa opHaiiacKkaH
MYWi3ai aHyap. Exxenri goyipaeH 6epi
MaH/AanblHbIH OpTacblHAA YWKIp cnupanbai
MYWi3i 6ap aH, peTiHAe CypeTTesreH.
CUKbIpJibl MYHi34i bINKbl Typasbl YHAI
OPKEHUETIHIH exenri mepnepiHae
OENHENEHIEH }oHEe eXenri rpeKTepaiH,
*asbanapblHaa Kesaeceqi. CoHbIH, iWiHae
Krecus, CtpaboH, Mnuuna Kiwi, dnmana
[13, 581 6.] xoHe Kodbma MHanKonnesTep
anTbin eTKkeH [14, 360 6.].

Mipak natbiH TiniHge Pegasus, Pegasos
— MUOTIK KaHaTTbl KyJak Xbl/IKbICbl YXoHE
rPeEK MUPONOrMaCbIHAA eH TaHbIMan
TipWwinik nenepiniy, 6ipi. oaeTre Tala
aK peTiHae 6enHeneHreH lipak - 6yn

OonumnuanblK Kyaan NMocengoHHbIH Ypnafbl.

[JamMuneH XEpCTTiH KacaraH MYCiHiH,

KecKiHAeMenNiK TypFblaaH casbiCTbipManbl
Tangay »acamTblH 60/1caK, oHAa
anfallKblnapablH 6ipi 60nbIN KanTa
epJiey gayipiHiH, 6acTanKbl Ke3eHiHaeri
Hewmic cypeTtwici MapTtuH LoHrayapain
«MucTtukanelK aH aynay (EauHopor)» atbl
KapTuHacblH ancak 6onaabl (Cypet 9). Here
JeceHi3? byn TyblHAbI MYKWi3ai aTTapabl
6enHeneyneri anfallKblnapabiH 6ipi gecek
Katenecrnemnmia. OpuHe aHTUKa OayipiHeH
Kese }aTKaH eHep TyblHAblnapbl 6ap, 6ipak
eciMi aTasibll KOPCETINIrEH cypeTLinep,
MYCiHiLWinep oK 0 3aMaHagapaa.
LLloHrayapaiH KapTMHacCbIH Tangan
KOPCETCEK, CypeTTe/IreH caxHaja eTe
CUpPEK Ke3aeceTiH MKOHorpadusanblK OKufFa
6ap, MyHAa MUCTUKaNbIK aH aynay KepiHiciH
TamMallanaucblH. ApxaHren aBpunib
MYRi3ai gaybIC LiblFapyLblHbl KOJidaHa
OTbIpbIN Bip 6enri 6epin Typ, an OHbIH,
anHanacbliHAa UTTEpP MYMI3i Ky/ibIHAbI
i3aeyne. I13aey 6apbicbiHAa (eQnMHOPOT)
KYJIbIHA bl ©ynre AHaHbIH KOMbIHA ThIFbIIbIMN
KanfaHblH Kepefi. AHbl3 60MbIHLIA,
aHLWbINap TasanblfbiH, TANKbIPAbIFbIH
YKOHE Ae KYLWiH XOofFanTKaH Ke3ae faHa
MYHRILLLAI XbIIKbIHBI YCTan anagbl. Mapusam
OVKeLW MUCTUKaNbIK Ky/blHFa *epaeri
naHa 6epyulici petiHae MagakTanagbl.
MepiwTe MABPUUIbBMEH Bipre XKYpPEeTiH UTtep
XPUCTUAHAbIK KacueTTepai 6enHenenai.
CoHbIMEH KaTtap, UTTep MeripiMainikTi,
6enbITWIiNIKTI }aHe nnahu WbIHAbIKTbI
TYCiHyAi isgenai. MyHaa cypeTTenreH utrep
JOMWHUKAHAbIK TOPTINTIH MOHaxTapbl.
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CypeT 9. MapTtuH LWoHrayap. «MucTuKanblK aH aynay

(EamHopor)».NMywKkuH my3seni, 1489.
MHTepHeT xenici: https://bit.ly/2Vf6e0aD

OcbiHAan MMbONOrMANbIK TipLWIiiK
nenepiH Xacay 6apbicbiHaa [JamMneH
XEépCTTiH, MblHaan 6acTbl alnTblM 6TKEH
ce3si 6ap: «meH 0e medy3aHbiH 6acbiH
)acayOaMblH xoHe o0aH Oa backa
KerimeaeH MUgor102usiibIK Mipwinik
uernepi Xy3seze acbipy Kepek dern alimyulbl
el0im. XKaHyapnapdbiH 6apribifbIH
gopmarnbOeaudmeeeHHHEH KeliH,
Kernecidel ic apekemim MUgbmik mipwisik
uernepi 6or1aodkbly.

KenTtereH mudonoruanbiKk Okuranapaa
6ip durypaHblH KenTen KantanaHybl, 0N
KeurinkepaiH TaHbIMan eKeHairiH kepceteai.
OcblHaam KeninkepaiH 6ipi ae Meaysa.
JaMuneH XEPCTTiH, 63i auTbiNn 6TKEHAEN OV
MUOTIK Kerinkepre KenTten KeHin 6enreH.

Pum payipiHeH 6actan Meay3aHblH, yiibl
CYJIYNbIFbl OHbIH, €H KOPHEKTI 6eNrinepiHiy,
6ipi 60n1abl. OpTaracbIpiblK akblH KpUcTHHa
Ae MNu3aH oHbIH AeHe GiTiMiHe KaTbICTbl
MblHaJaK Nikip anTKaH: coHWama
Kepemem cynynbiKmbiH 6eliHeci 6ona
ombIpbIr, 051 63iHiH aanemimeH OyKin
alienidepdeH achklin KaHa Kolmald, e3iHe
KaparaH apbip mipuwisnik ueci OpHbIHaH
marnkbinmat KanamsiHOal Kywke ue
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60:510b1. Memacboparibik myprbidaH
'op20oHHaHbIH XY3iHe KapacaH erimMee
arnbin keneoi.

Cypert 10. IBMUEH XEPCT. «bachl wabbinraH Meaysan.
38 x 48,6 x 52 cm. 2008. Manaxur.
WHTepHeT xenici: https://bit.ly/2)Trlvy

Byn loproHHbIH 6achkl TONbIFbIMEH
acbl1 TYCTi ManaxmuTTeH Kecinin anblHFaH,
YNbl WaHAbl KETIPMENTIH TapUXKU MbIC
KeHIMeH KecinreH. loproHHbiH 6acbiHAa
anemMaeri eH 3usHObl XblnaHaapablH OH
TepTeyi MyciHaenreH. AbpuKagarbl poT-
MUTOH, MYMi3Ai rajitoKka oHe MapaH
¥bl/laHbl 6erHeneHreH. Epte Pum
UMMNepUsiCbiHAA 3K30TUKaNbIK XKbliaHaap
Kenpae CblnblK, YCbIHbIC PETiHAE 6epinreH.
B. 3. a. 20 xbinbl UMNepaTop ABryctka
YHAI enuwiciHeH anbin ynbl 6aybipbIMeEH
YOpFanayllbl CblFa TapTbinAgbl.

[damMmuneH XépcTTiH «bachbl WwabblnfFaH
Mepay3a» aTTbl MyciHiMeH (CypeT
10), KapaBagXoHblH «Meay3a» aTThbl
KapTMHACbIH CcanbICTbipaTbiH 60/1CakK
(CypeTt 11), KanTa epney payipiHaeri
(PeHeccaHc) MUdONornanblK Kerinkep
YblnaH 6acTbl onesnre apHanfaH
anFallKbl KapTMHanapabiH, Gipi.
MudonorusiHolH HaKTbl TaPUXUIIbIFbI
MblHaga, foproHa Meay3a — yw ananbi-
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CiHNiNi roproHanapablH eH TaHbIManbl,
aven kenniHgeri KyoblXKblK. Meay3aHblH
LaLWbIHbIH OPHbIHAA XblNaHaap
OpHanacKaH ¥aHe 6ip KapafaHia agamabl
TacKa anHanablpaTtbiH KacueTi 6ap [15, 29
6.].

AHbI3fa CoMKec, Me/ly3a eTe 9eMi
Kbl3 60/1FaH. KyHaepaiH, KyHiHae on
AduHa FmbagaTxaHacblHa [TocenaoH
KydanaaH Kalbin Kenegi, [ocenaoH KycKa
anHanbIn, akblpbl MeaysaHbl KOJibIHa
TYCipin, onnaraHbiH ictenai. An AbunHa
60/1ca, alwynaHbin, Meay3aHblH, WallbiH
XblNaHgapfra anHanablpbin xKidéepeai.
AdHrHa OHbIH 6eT-a/INeTiH KOPKbIHbILWTbI
€TKEeHI COoHLLIanblK, oFaH 6ip Kapan KaHa

KanfaH ajam Tacka arHanagbl. [16, 30 6.].

Cypet 11. KapaBago. «<Megy3a». 1597. Araw KankaHra
KepinreH.

KeHen, mainbl 601y. 60 x 55 cm. PnopeHums, Utanus
MHTepHeT xenici: https://bit.ly/2xdN3NJ

Mepnysa» exkenri rpek MMGOIOrUAChbIHbIH,
cuUnatblH arKblH TYpae Kepceteai, MyHaafbl
Keurinkep agamaapfa Kayin TeHaipy
oCepiH FaHa eMec, COHbIMEH KaTtap
KapaBaaKOHbIH KanKaHHbIH JeHec 6eTiHae
KoNaaHfFaH eTe Kypaeni TeEXHUMKaMeH
TaHbIMarn.

Mukenangxeno Mepucu na KapaBagxo
Mefy3aHblH, eKi HYCKacbIH }acagbl — Gipeyi
1596 binbl, an ekiHwici — 1597 »binbl,
on lNepcenain KoNblHaH Ka3a TankKaHblH
HaKTbl COTiH 6enHenereH. Meay3aHbiH
6eT-oNneTiH 63iHiH 6eT-6enHecimeH
aybICTbipAbl. BY/1 OHbIH, KOPKbIHbILWThI
Ke3KapachblH Kabblnjan aimay KepceTKilli
60/bIN Tabbinagbl. KapTuHa e3iHiH,
TaHFaXanbIM }XoHe Kypaeni Au3anHbliHa
6annaHbICTbl 30P/bIK-30MObIbIK MEH
peann3mHiH epeKlle acepiH ToNbIKTbIpabl.
OHbI MTanbsAHAbIK aAnnnomaT PpaHyYecKko
Mapus nenb MOHTe TancbIpbIn, OHbI
TocKaHa ¥nbl [epuoriHe TapTy €TTi, an Kasip
dnopeHumsagarbl YoPuuLM MypaxkanbiHAA
KonTaHb6achl3 caKTanyaa.

byn KapTWMHaa KeneHKe Tyctapbl MeH
peanuam AeHreni }akcbl 6enHeneHreH
- YW efllemMai KenbeTrTi acangpbl.
Mepay3aHbiH 6eTi MEH ¥aK Cbi3blfbl
KapTUHaHbIH TabuFaTblH TONbIKTbIPabI
[17]. KapaBagKOHbIH A6HEC KanKaHabl
KeHen peTiHae nanganaHy naescol, 63iH
lNepcendiH OpHbIHa KOS OTbIPbIN 9peKeT
eTyiHae.
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CypeT 12. A3MWEH XEPCT. «LlnknonTtapabiy 6ac cyiteri»
MHTepHeT xenici: https://bit.ly/39VLIW2

[AaMuneH Xépct MUDONOrnsaHbIH Nanaa
605ybIH LlMKnonTtapmeH, sFHU 6ip Ke3ai
aH XaHyap, He 60onMaca 6ip Keagai
ajamgapMeH 6annanbicTbipabl. On e3iHiH,
«LlMknontapabiH 6ac cyneri» attbl MYCIHIIK
YMbICbIHA@ apXeonorusanbliK kasba
*YMbICTapblHaH TabblnFaH Ningid 6ac
CyWeriH oon Me aan xacan wbiFagpl (Cypet
12).

1914 xbinbl naneoHtonor OteHno Aben,
«eprexenni ningepaiH 6ac cyneKTepiHiH
Tabblybl LinknonTtapabiH, MUIiHIH Nanba
6onyblHa ceben 60n4bl», Aenai [18,

35 6.]. BrTKeHiI ningid, 6ac cyneriHaeri
OpTanblK MYPbIHHbIH, }KOFapfbl O6/ITiHIH
LIYHKbIPAbIFbI, YIKEH KO3 YACbIHA KaTbICThl
60/1ybl MYMKIH Aen TYXKblpbIMAabl.

byn ningepaid epopTa TeHi3i
apangapbiHia Ka3ipri Knunp, Manbsta
(fap-Aanam), Kput, Cuunnng, CapanHus,
Unknagrap meH [looeKkaHec apangapbliHia
TabblnFaHbl Kbi3blK. Tafbl 6ip 60/1KaMm
60oMblHLWa, con apanjapaa TypaTtbiH
LonaHaapablH XapTblnak Kabalbl
Tarnanapbl UMKNOapAbIH NpoToTMni 6oMa
anagpbl. Llnknontapabl Temip yctachl
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peTiHae aTanybl, olapAblH eXeNri TeMip
OHipyLWinepi YWKbIH MEH bICTbIK MeTa
Oe/lleKTEPIHEH KOPFaHY YLWiH 6ip Kesre
opamal TakKkaHblHa 6alnaHbICTbl AereH
6o/1KaM fa 6ap.

[Minpep exenri rpekrepre
6enrini 6onfaHablkTaH (AnekcaHap
MaKenOoHCKUIIH oCKepnepiHae Kapchbl
Tapanka KOpPKblIHbILW TYAbIPTY YLUiH
KongaHbiifFaH), MUOTIH KalHap Kea3i, HYCKa
peTiHae, exenri Eyponaaa yiKeHipek
KOHe Hallap caKTanfaH MaMOHT CYMeKTep
Tabblnabl [19].

MndONOrnsaHbIH, HAKTbl TAPUXK KaFbl
MblHaaa, Limknontap Hemece Kunknontap -
exenri rpek mnmdonorusacbliHaa Keninkepnep
TO6bI [20, 996 6.]. Kuknontap — 6ip Ke3aai
anbinTap, les MeH YpaHHbIH 6ananapsbl.
TyblFaHHaH KEeNiH, KUKNonTapabl
GannaHbICTbIpbIN, 9KeciMeH TapTapra
Tactagbl. Onapabl anbintap 6ocattbl, 6ipak
KpoHOC onapabl Kanta Kaman Konabl.
3eBc KpoHOCKa Kapcbl GUNIK YLiH Kypec
6acTaraHa, o/1 aHacbl [efHbIH KEHECI
6onbiHWa, onnumMmnuanslk Kyaannapra
anbinTapfa Kapcbl KYpPecTe KOMEK KOPCETCIH
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Jen KuKknontapabl TapTtapaaH wWeiFapabl.
KuKnonTtap KOJ1 6HEP KaCUETIHE ne
60oNnfaHablKTaH, 3eBCKe Han3aran
NlaKTblpaTblH aca TaskK }acanabl. AMaKa
JynbliFa acanabl, an lNocengoHra 6onca
YL allanbl anblp acanabl. lepect neH
AdHHaHbI KacinKe ynpeteai.
AnbInTapblH XeHiniciHeH KeniH ae,
Knknontap 3eBCKe KbI3MET eTefi. bpoHT
neH Ctepon ledecTTiH YHripiHae TeMmip
eHAereHi Typanbl anToliagbl. HoHga BpoHT
neH CTepon KMKNonTapablH apacbiHAa
anTblnagbl — JMOHUCTIH MHAUANbBIK

OpbIFblHAA KaTbicylwbUlap. lennaHnKka
6omnblHWa, KnKknon Keninkep — YpaHHbIH
6anacsbl. [TnparMoH — KMKNonNTapablH,
6ipi, lfedecTTiH, YHripiHaeri ycTa. 3eBc
ANONNOHHbLIH 6anackl ACKNENUSAHbI
Han3aranMMeH ypFaHHaH KeuiH, AnosioH

KWMKNonTtapAabl TankaHaanasl. OnapabiH
OpHbIH ledecT 6acaabl. OBUaMa GOMbIHLLA,
onap Cuumnuaga Typagbl.

[JamMuneH XEpcCTTiH, Keneci 6ip TaHbIMan
TybIHAbINAPAbIH 6ipi <AHAPOMEAA KoHe
TEHi3 KyOblXbIfbl» (CypeT 13). byn
TYblHAbIFA KOMNTEreH MYCiHLWiep MeH
CypeTLlinep e3iHiH, WblFapMallblblFbIH
apHaraH. Conap/blH, ilWiHae UTanUaHabIK
cypeTui MNbepo an Ko3nmo xaHe ae
MyciHWi MaccumunnaHo CongaHu
beHsu. byn eKi eHep ManTanMaHaapablH,
«AHOPOMEA KOHE TEHI3 KYObIXKbIFbI»
atTbl MUGONOrUANbIK OKUFara apHanfaH
TybIHAbINAPbIH XXeKe KeKe XEPCTTiH,
»acaFaH MYCIHAIK TybIHObICbIMEH
canbICTbipMaibl TYPAe YKCACTbIKTapbl MEH
anblpMallblibIFbl a 6ap.

CypeT 13. AOMUEH XEPCT. «AHApOME/a oHe TEHi3 KYObDKbIFbI».

391x593,5x369,5 cm. Kona matepwuansbl.
MHTepHeT xenici: https://bit.ly/3aW4C3lI

[JamuneH XépcT neH MaccumMunmaHo
ConpgaHu beHsngiH KymbicTapblHAaFbI
YKCacCTblKTapAbl KapanTblH 60JiCaK, MyHaa

TEHi3 KyOblXKbIFbl OFaH XaKblHAaFaH Ke3fae,

anaHalw Kenningeri AHapomMeaHbiH,
asiK KoNbl WbIHXXbIPMEH 6annaynbl,

KOPKbIHbIWTaH 0J1 6apbiHLIa apTKa
LIeriHrici kenegai, 6ipak apTbl })apTacneH
KoplwanfaH. KeHeTTeH apTKa Kagam
6acKaHblHa 6anIaHbICTbl, OHbIH,
»anoblpafaH WallTapbl anfa Kapan
wenningen KeTkeH. MyHaa eKkeyige
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OMHaMUKanbIK KO3FanbiCTbl 6epreH. OHbIH,
Kacbl MEH MYPHbIHbIH, 6TKip 6ypbllITaphbl
anaHaaylbinblKTbl 6ingipeai, an AeHeCiHiH
9pEKET eTin Ko3fanybl KOPKbIHbIWTI
KYObIXKbIKTbIH XaKblHAaMn Kee »aTKaHblH
KepceTeqi.

AHapomena MeH TeHi3 KyObIXKbIfbl
EeXenri rpexk aBTopbl EBPUNMATIH,
AHgpomefna MeH lNepcen Typanbl
epTericiHaeri apamanblK CoTTi
6enHenenai. AHOpoMeaaHbIH aHachbl
©3iHiH KbI3blHbIH HepenaTepaeH agemi
E€KEHJIriH Kyaannapfa 6ingipin, OHbIH,

OyN ic opeKeTiIMEH KyaannapabliH bi3achbl

MeH KahapblHa ywblpangbl. TeHi3

Kyaanbl [TocenioH allyaaH onapablH,
KypFaH naTLlasblfbIH XOK eTyre 6en

Oyapbl. [TocenaoHab! ThiHbIWTaHIbIPY

YLWiH, AHApOMeAaHblH aTta-aHacbl Kbl3blH
Gannan, KyObIXKbIK KEWTIH Xepre TacTan,
KypOaH eTeni. AHapomMeaa Kysfa acbl/ibin
TYpPFaH KYObIXKbIKTbI KYTiM TYpFaH Keaae,
[Mepcen KEHETTEH YLIbIN KENiM, KYObIXKbIKThI
entipeni. Maccummnnunaro Conganu
BeH3unaiH OKUFACbIHbIH MHTEPNPETALUACHI
epeKkue, cebebi on AHApOMEeaaHbIH,
Y3iHAeri KOpKbIHbILWbIHA Ha3ap ayaapagbl.

Cypet 14. MaccumununaHo Conganu beHsu. «<AHApoMeaa MeH TeHi3 KyObIXKbIFbl (OH XaKTa); Jleaa MeH akKy (Con akKra)».

KonapaH »acanfaH cyp-acbin Mapmap, 49,6 x 33,3 x 20,7 cm. k. MNon Fettn mypaxaibl. 1725.

MHTepHeT xenici: https://bit.ly/2XtfPo6

LLle6ep myciHwWi MaccumunmaHo
ConpaHu beH3un AHopomeaa MeH TeHi3
KYObIXbIfbl, COHbIMEH Bipre Jlega MmeH
AKKyblH KOJla MYCiHAEPIHIH BipHelle
TonTapblH Kynabl (Cypet 14). OnapabiH,
SPKaMCbIChl KlacCuKanbiK MmudonoruaaaH
anblHFaH aNU304Tbl 6erHenenai, an exeyi
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KOMMO3ULMANbIK TYPFblaaH 6ip 6ipiHeH
KOpHeKi Typae 6annaHbICTbl. Jlefa ToeMeHri
OHHaH CON }aKKa Kapanl guaroHanb
KasbINTacTblpbIM, OTbipadbl. byN Cbi3bIK
AHApOMe[a }acaFaH AMaroHaabmeH
ynnecegi, o1 Kalbln KeTyre TbipblCKaH
Ke3[e TOMEHTi CoNAaH KorFapfbl OHFa
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Kapaw »ypeai. EKi myciHaeri neHenepai
KO3FablCbl AMOLIMAHBIH YKOFapFbl KEUMIH
KepceTtedi: Jleqa TapTbiMAbUIbLIKTbI, an
AHApOMeEa KOPKbIHBILWTbLI CYMAbIKTI
6enHenengi.

CypeTuwi lNMbepo an Ko3MMOHBbIH,
KapTuHacbiHAa, [epcen e3iHiH,
6aTbIpAblFbIMEH AHAPOMEJAHbI
KYObIXKbIKTaH KyTKapy ycTiHae (CypeTt 15).
[Mepcen 6YKiN XxanbIKTblH anfblHaa e3iHe
KYLU *XWHanM, 6ap bIHTACbl MEH XKirepiH
KOMblHa anbin KYObIXKbIKTbI 63iHiH ceMmcep
Kbl/iblWbIMEH engipMeKLli. HofapFfbl OH,
*aKrTa lMepcen 6aTbip GipHeLle MUHYT
OYPbIH YLIbIN KEITEHI KOPCETINTEH.
LleTycTbIH con XafblHaa, AHApoMea ani ae
*apTacTa Kbl3bl/l TYCTi MaTameH 6anaHfaH

(LWBIHXXbIP EMEC) XKaHe TeK 6eniHe aeniH
XanaHaltd.

KapTuHaHbIH anfblHfFbl NnaHblHAa
AHApoMeaHbIH aTa-aHachl, XaH MeH
naTwanbiM, 6y OKUFaHbl Ke3aepiMeH
Kepe OTbIpbIN KanfbiFa 6atyaa.

OnapablH, XaHblHAa coHAi 6ac KMimi

6ap capan KbI3MeETLWIepi ToObI Typ.
Bipak KapTUHaHbIH OH XaK 6eniriHae -
Cetus wabyblnblH TamMallanayra KeJireH
MY3bIKaHTTap MeH GuLLinepaiH KaTbiCybIMEH
aflamaap Typ. MyHaa ofaH fa KeH apTyphi
y3iHainep, myngem 6acka oKkuFanapabi
KepceTin TypfaHaan, ellkaHaanm HaKThbl
6asgHaay TisberiH Kepcetnengi. ArHu
KapTUHaHbIH, KOMNO3MUMACHl BipHelle
OKWFanaphaH KypanfraH cekingi.

Cypert 15. NMbepo an Kosumo. Mepcen AHapomeaaHbl 6ocattbl. (1510-15), mannbl 605y, NnaHensb.
70 x 123 cm™, Yoodyuum, PnopeHums.
UHTepHeT xenici: https://bit.ly/2yEbxzZ

AuckKyccuna

[JamMuneH XEpPCTTiH MUPONOrmanbiK
Keninkepnepre KaTbICTbl }acafraH 6yKin
¥YMbICTapbIH 6ip anaHfa anbin, OHbI
KEKe ¥eKe KapacTbipaTblH 60/1CaK,
MYHAa MblHagawn ov TyblHAaWdbl. byn

XYMbICTapAblH 6apnbiFbiH 6ip agam
»acagbl Ma? bacTtbl nges Kanaax
TYbIHAAAbI? AFbl/ILWbLIH ©HEPTAHYLLbICHI
OxxynuaHa CnongnHraHbiH XEPCTTIH,
TYbIHAbIAPbIHA KaTbICTbl aWTKaH
TYXbIpbIMAaMachl Y/IKeH 6ip nikipTanac
TyObIpabl.
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«MeHiH, Heriari ganenim: Xépcm
cypemuwii emec. O eHep MybIHObIChI
Oern amayra 6oriambiH XyMbICMbI
Jxapamnaldbl. ©3iH yribl myJsira
pemiHde kepemem caHaliObl XoHe
Oe e3iH amakmbl Nukacco meH [Jeca
cypemuwiinepdiH kamapbiHa Kosidbl. MeHiH
nikipimwe, Xépcm — 6yn oukyus, SFHU
Mapkemorioamap MeH adamdoapObiH
Kemeai apKblisibl olnan mabbinraH 6ip
myriFa, COHbIMEH Kamap WhblFapMallbiiibIK
mybIHObINapbiHaH kepememmel bip 6enei
6ap cekindi, bipak OHbIH XXyMbicmapbiHOa
alimbinibinn ombipFaH Kkepemem 6ip
OYHUEHIH ewkKalcbICbl XXOK» [22], nen
artan KepceTKkeH 6onatbiH. byn nikipaiH
KanblNTacybl TEK }Kanfbl3 agamaa FaHa
emMec, 6apnbiK 3epTTeyLli FanbiMaapaaH
6acTan, KapananbiM KepepMeHaepae
TyblH@FaH o 60/bIN caHanagbl.

byn cypeTuWiHiH AaHbIWNaHabIFbIH,
TanKbIPAbIFbIH 3epAenen oTbIpbIm,

OHbIH, }KacafaH }KYMbICTapblHa KaTbICThI
GipHelle KYMiH TyblHaanabl. Ce6ebi apbip
CypeTLi MeH MYCIHLWIiHIH TybIHAbINAPbIHAA
KanbINTacKkaH 63iHAiK KonTaHbachl
6osca, XépcTTa KepiciHwe, 6YKin
TyblHAbINApPbI 6ip 6ipiHe YKcamanibl.
HKymbicTapblH 6ip agam emec bGipHele
ajlaM acanfaHbl 6enrini 6onbIn Typagbl.
KontaH6a 6acKa 60/iFaHbIMEH, Ka3ipri
TaHnaa eHepaeri 6acTbl KYLWTiH 6ipi naes
6onbin ecentenedi. NaesHblH 6apnblifbl
XEpPCTTiKi 60NFaHabIKTaH, TyblHAbIIAPAbI
}Ky3ere acblpy NpoLeci OHblH MAEACBIHbIH,
TOHiperiHeH aybITKbIMaK Kacanagbl.

byn KpeaTuBTI MegsanapablH, CUHTESI
60/ca Aa, cbipTTaH Kapan 6aKbinaylubl,
3epTTeyLUifiep OHbIH 6HEP TybIHAbINAPbIH
aTaKTbl KONJIEKLIMOHED, ranepuctrep,
MapKeTUHT neH BAK Kemeri apKbl/ibl
aKCbl gopexene 6yKin AyHue Xy3iHe
KapHamanaHbin, TaHbIManabliblIKKa ne
60nfaH aen onnanabl.
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KopbiTbIHABI

Exxenri 3amaHHbIH agamMmaapbl
MWOTIH, LbIHAWbINbIFbIHA YXOHE Ae
OCbl 8/IeEMMEH 6anNaHbICTbl EKEHIHE
ceHeTiH. Ce6ebi eTKeH FacbipiiapAablH
ajamaapbl MUDONOTUSAHbI 634epi
onnan TankaH cekingi. Mudonoruaaa
eMip cypy oeHreniHe Kapau 6ip
LWbIHAbIKTAH Nanga 6onfaHbiH
KepceTTi. Cebebi 6apnblfbl TApUXK
opTara CaMKeC Kypblnabl. YakbIT
©TKEeH calblH CON MUDONOTUANBIK
OKWFanapaarbl Kerinkepsep 3amMaHra
COMKecC 3BOJIIOLUMSANBIK 63repicke
ylwbipan oTblpabl, an AamMueH XepCTTiH
6ip KOHUEeNUUSACbIHAH TyblHOAFaH
«MMUDONOrnsa» KOHLUEMNLKUACHI Aa
6acKa enwemaepre e3repfi. OHbIH,
MUGDONOTUANBIK TaKblpbINTaFbl
LblFapMalLlbl/iblK *XYMbICTapbl — €CKi
KanbIMTaH }aHa 6ip CTU/bre aybiCbin
oTbIp. MudonoruansiK Tipwinik nenepi
OTKEH 3aMaHaa MyMUsaNaHFaH KyniHae
Ko3ipri TaHfa AeNniH caKTanfaH.
CypeTLiHiH opanfaH Mymusanapbl
MW@ 6onca aa, OHbIH Tapuxbl 6ap 6ip
WbIHAbIK Aen KapacTblipyFa 6onaabl.

[J3MneH XEPCTTiH, XYMbICTapbIHbIH,
G6apnbiFbl 9pKallaH TypaKTbl 601MaraH.
TypaKcbl3 KYWiHAEri MyciHAepi MeH
KapTWHanapbl — 6yn TYCIHIKCI3iK,
aHaXpOHW3M, OKCMMOPOH HemMece
napagoKc eHimi emec — 6ynapabiH
GapnbiFbl 6HEpP. OHep 6i3re Kepyre
OHe ce3iHyre MyMKIiHAiIK 6epeTiH
MaHbl34bl MOAY/b. XEPCTTiH 6Hepre
KaTbICTbl ©3iHiH aWTKaH MblHagan nikipi
6ap:

«¥11bl eHepOi, He borimaca Xal
faHa KapanalibiM eHep mybIHObICbIH
)xacar — ofFaH myHfblIlbIK mepeH
6odinan ou xyaipmin, yHinin
KapatimbIH 60ricaHbI3 XXoHe OJ1 XKYMbIC
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ci32e ce3iM MeH KeHirn Kyu cbitinarl,
caHaHbI30a y3akKa KasamelH borica,
byn ma3sa eHep 60sbIn caHanaosbl.
MeHiH olbiMwa, KoHUenmyarsnobIK
eHep MeH dacmypiii eHep 6ip bipiHe
YKcamaliObl. bernek Karnbinmapoa
mypadbi», aenfi. AFHM CypeTLLiHiH

«MUPONOrms» KOHLENTIHE apHasbIn
YacanfaH KenTereH wblfapMallbliblK
TYbIHAbI1APbI adamMaaprFa o1 KaTy
MEH CaHacblHa Ce3iM ysanaTybl Kepek
[ereH MaKcTaneH, ecKi TaHbIMan
MUDONOrUANbIK OKUFanapabl XaHa
CTWUIbAE XaHFbIPTThHI.
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THE ART OF DAMIEN HIRST AND THE CONCEPT OF MYTHOLOGY

Abstract

This article is dedicated to the work of Damien Hirst and the concepts of "death” and "mythology.” The
connection between the words of integration, applied in art through a certain concept, is not only stated,
but also commented on how it is implemented in practice. Damien Hirst is one of the most famous artists,
conceptualists, collectors and art historians in the world. As the Greek philosophies say, only few reached
the heights of the Olympus. Obviously, its a difficult target to achieve and not everyone can reach such
esteemed heights. Through his concept of “death” consists of many surprises and problems of the inner
and outer worlds of man from all aspects. The concept of "death” has an impact on different fields such as
psychological, philosophical, economic, sociological, etc. Many artists has contributed towards this concept
expanding it to several thematic words during the period of their entire lives. These studies ranges from
the psychological behavior of man to the relationship between man and nature. Hirst, on the other side,
expanded the concepts by extracting many concept from single concept, of course, this is not a novelty, it
is an upgrade of older constructs. Furthermore, to improve an old art works to a whole new level makes the
audiences more attracted in a very beautiful and unique way.

Thanks to the idea of Damien Hirst, mythological events from around the world came together, and he
developed a very creative art work for each mythical character through a graphic analysis approach of the
mythological world. Among his art works the “ Demon with Bowl!”, “ Cronos Devouring his Children”, “Legend
and Myth”, “The Severed Head of Medusa”, “ Skull of a Cyclops” and “Andromeda and Sea Monster”
comparisons are made through their similarities and differences between his works (Damien Hirst) with
artists, sculptors of past centuries who worked on the themes of these mythological philosophies.
Keywords: Damien Hirst, art, mythology, death, painting
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UCKYCCTBO I3MUEHA XEPCTA U KOHLIENLIUS MUDOJTIOrUU

AHHOTauMA

3Ta cTaTbsi NOCBSLLEHa TBOPYECTBY [laMureHa XEépcTa U KOHLEMNLMAM «CMePTb» U «<MUdonorns». CBA3b Mexay
CNoBaMu MHTErpaLmu, NPUMEHSAIOLLMMAUCS B UCKYCCTBE Yepes OnpeaeeHHYI0 KOHLEMNLMIO, HE TONbKO
KOHCTaTUpyeTCsl, HO U KOMMEHTUPYET TO, KaK OHa peanuayeTcs Ha NpaKkTuke. JamueH XEpCcT — oanH n3
CaMbIX U3BECTHbIX B MUPE XYAOKHUKOB, KOHLENTYaNNCTOB, KOMNEKLIMOHEPOB U UCKYCCTBOBEOB, YE/IOBEK,
LOCTUT WK BEPLKH, unn Onumna. O4eBUAHO, YTO YENTIOBEKY C TPYAOM yAaeTcs AOCTUYb CBOMX Lenen. Ho He
KaKAOMy yaaeTcs NOAHATLCS BBEPX. Hepe3 CBOK KOHLEMNUMIO «CMEPTU» XYLOXKHMK 3aTparnBaeT MHOXECTBO
npo6aem BHYTPEHHErO U BHELLHEro MMpa YesoBeKa, NOoKa3blBaeT KOHLIEMLMIO «CMEPTH» B MCUXOIOTMYECKOM,
d1NOCODCKOM, 3KOHOMUYECKOM, COLMONIOTUYECKOM U T.A4. NaHe. MHorne Xy4oXHUKK obpallatoT

BHMMaHWE Ha HECKO/IbKO TEMATUYECKMUX CIOB, KOTOPble BYAYyT N3y4aTbCs A0 KOHLLA XM3HW. OanH ndyyvaet
NCUXONI0rMYeCcKoe NoBeaeHNe YeNoBeKa, APYron M3ydaeT BAMsSHMUE YeNoBEKaA Ha npupoay. XEpCT npuayman
OHY KOHLEMLMIO U C 3TOM KOHLLeNuuen coTBOpu Apyryto. KoHeYHO, 3TO He HOBMHKa, 3TO OOHOB/IEHME
cTaporo. Ytobbl ynyywnTb CTapoe Npon3BeaeHue, caenatb anrpen u nokasaTtb ero 3putensam 6onee
BMeYaTIsoWmnM, KpacuBbIM U YHUKaTbHbIM CMOCOG0M.

Bnarofaps ngee lamuera Xépcra mudonornieckme cobbiTud Co BCEro Mupa cobpasmcb BMECTE, U OH co3an
TBOPYECKOE NPOU3BEAEHME A1F KaXKAoro MUdHUYECKOro nepcoHarka. CaenaH n3obpasuntenbHbli aHanusa
MUPONOrM4yecKmx NnponsseaeHnin. Cpeam npoaHann3mpoBaHHbIX PaboT «JeMOH, AeprKallni KyBLUWH», «KpoHOC
noXupaeT cBoux aeten», JlereHga n Mnd», «06e3rnasneHHas Meaysa», «depen Uuknona» u <AHgpomeaa n
MOPCKOM MOHCTp». CAenaHbl cpaBHEHUS, NOAYEPKHYTbI X CXOACTBA W Pa3nnymsa Mexay NponM3BeaeHUsIMU
[amneHa XEpcTa v XyAOKHUKOB, CKY/IbMTOPOB MPOLLbIX BEKOB, KOTOPbLIE paboTanu Hag TeMaMu 3Tux
MUDONOrUYECKNUX COBLITUN.
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LITHUANIAN BALLET.
THE BEGINNING OF THE FORMATION OF THE NATIONAL REPERTOIRE.

Abstract

The restoration of the ballet and the classical repertoire in the post-war period was one of the most difficult
in the history of Lithuanian ballet. However, with the appearance of ballet master in chief V. Grivickas, his
quests and development of a heroic theme in Lithuanian ballet, bringing ballets “Ant mariy kranto” (On

the Seashore, 1953) and “Audroné” (Audrone, 1957) to the national repertoire laid the foundation for the
formation of national art.

The purpose of this research was to identify, analyze and bring into the art science the stages of the
formation of the national repertoire of the Lithuanian ballet that were not previously actualized.

Research methodology. The phenomenon of Lithuanian ballet is considered as a multidimensional
subject, which includes the actual stage form, musical and choreographical lexicon, the problems of the
formation of the performing school, as well as the historical and cultural context of the creation of stage
choreography works in Lithuania 1928-1987. The research uses the principles developed by Russian art
criticism to describe and analyze artistic processes and works of choreographic art.

This article is a part of the first scientific work of such scale, dedicated to the performances of the national
repertoire of the Lithuanian ballet and the problems of its national identity.

Keywords: Lithuanian ballet, choreographer, ballet, Vytautas Grivickas, “On the Seashore”, “Audrone”,
national repertoire, Lithuania.
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Introduction

In 1944, the State Opera and Ballet
Theater of the Lithuanian SSR was forced
to revive and recover from the serious
losses caused by the war. Many people
emigrated, not only the absolute majority
of the ballet troupe, but also some of the
orchestra musicians. For more than one
year the theater shared the hardships
experienced by the entire war-ravaged
country: there were serious problems with
heating, lighting, there were not enough
costumes, high-quality ballet shoes, etc.

Relations of the theater’s leadership,
its masters, with the administrative
bodies that supervised the culture on
behalf of the authorities (including the
repertoire policy) were also difficult. Being
essentially similar in their ideological
content to the controversial battles of the
1930s (see chap. 1), the clashes of the
creative staff and management bodies of
the post-war period from the position of
today are often perceived as “repertoire
terror” [1, p. 48]. The theater, which was
reasonably focused on restoring primarily
the classical repertoire, was tasked with
unreasonable tasks of urgently filling the
poster with new productions on topical
issues — clearly without understanding the
specifics of musical theater, without taking
into account the lack of a full-fledged
performing school in the republic and other
problems of the era. However, in the period
1944-1948. The performances of the pre-
war repertoire in 1948-1955 were actively
returning to the stage. “One or two ballets

were staged or renewed annually” [1, p.
48].

Relocation to Vilnius in 1947 (which,
in principle, was logical for the theater,
which had a republican status, and in
this regard, played a serious educational
role for the national Lithuanian culture,
which in the capital, which had belonged
to Poland for many years, was not
predominant) was also associated with
a number of problems. Not all theater
employees were ready to take such a
trip, especially considering the small
salaries . And although the move still
brought some improvements to the
theater’s everyday life, creative problems
continued to accompany it. Including
the aggravated disagreements between
the main choreographer Kebauskas
and one of the young promising dancers
Vytautas Grivickas, who also dreamed
of a choreographer’s career and aspired
to an appropriate education, which was
impossible to obtain in Lithuania.

Research methods

Phenomenon of Lithuanian
Ballet is regarded in the study as a
multidimensional phenomenon, including
its own theatrical form, musical and
choreographic vocabulary, problems of
formation of performing schools, as well
as historical and cultural context of the
creation of works of stage choreography in
Lithuania of 1928 — 1987 years. This work
uses the principles developed by Russian
art criticism to describe and analyze artistic
processes and works of choreographic art.

1 For problems of the period, see in more detail: [2, b. 10-18].
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Results

Joined the ballet troupe after three
years of training in the ballet studio (1944),
V. Grivickas in 1947 was sent to Moscow
by the decision of the artistic council of
the theater and successfully entered
the choreography department of GITIS,
where R. V. Zakharov was the master,
who claimed that dance in the art of
ballet “is not an end in itself, but a unique
means” [3, p. 41]to show life and human
characters. It is logical that the creative
search for the young choreographer was
aimed at “means of creating a picture of
the life of his contemporaries and ways to
connect classical dance with Lithuanian
folklore” [3, p. 42].

After graduating from GITIS in 1952,
Grivickas returned to the theater (since
1953 he was awarded the title of
Academic)? where in 1954 he took the
post of chief choreographer. An important
and predominant part of his work was the
renewal of the classical repertoire, and
at the same time he was of the opinion
that “ballet cannot be a museum with a
permanent exhibition,” and the modern
choreographer has the right to create a
new version of the classical ballet that can
cause more interest of the viewer [3, p.
42].

As a thesis, the young choreographer
staged D. L. Klebanov’s ballet “Svetlana”
(1939), the plot of which was dedicated
to the Komsomol heroine, who repels
foreign saboteurs at a certain socialist

construction site. Having the premiere
in Moscow (Bolshoi Theater, with

Olga Lepeshinskaya in the title part),
performances in Gorky, Kharkov and
Lviv, the ballet did not become either
Gryvitskas’s favorite brainchild or the
“hit” of the Vilnius scene - but, of
course, enriched the choreographer’s
work experience over modern material.
More importantly, the artistic search for
Grivickas, who continued and developed
the development of the heroic theme
begun by Kelbauskas in the Lithuanian
ballet, is due to the appearance of the
national repertoire of the ballets “On the
Seashore” and “Audrone”.

kK %k

Examining the ballet of Julius Juzelitinas?
from the perspective of today (graduate of
the Kaunas Conservatory, who completed
postgraduate studies in Leningrad and
defended his thesis on the topic “Lithuanian
folk song in the symphonic works of
some Lithuanian composers”) [5, p. 49]
choreography composed by V. Grivickas
and A. M. Messerer in co-authorship,
one cannot but admit how difficult the
problem was solved by the authors. Young
chronologically, not yet fully regained his
strength after the war years, the Lithuanian
ballet embodied the story of the life of
contemporaries in the play “On the Sea”+.
According to contemporaries, controversial
in some dramatic aspects, ballet, however,
not only entered the classics of national
art, but also became widely popular

2 At the same time, Lithuanian ballet figures received awards and titles: J. UZeliunas, V. Grivickas, B. Kelbauskas,

H. Banis, G. Sabaliauskaité, T. Sventickaité, P. Baravikas, R. Janaviciute, M. Jozapaitéte.

3Julius Juzelitinas (1916-2001) — Lithuanian composer (one of the representatives of “Baltic minimalism”), teacher.
People’s Artist of the Lithuanian SSR (1966). Pupil J. Gruodis. For more details see: [4, p. 134-138]

4 It should be noted that the work of Juzelitinas — Grivickas was not only not a Lithuanian innovation, but even ahead

of the appearance on the stage of the ballet about the workdays of Soviet fishermen “Coast of Hope” (comp. A. Petrov,

ballet. I. Belsky). The dramatic concept appeared in the author of the libretto by Y. Slonimsky as early as 1950, but the first

production took place in the Leningrad State Academic Theater named after S. M. Kirov only in 1959
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outside the republic [4, p. 134].

Creating the libretto of the future
performance, Grivickas undertook a
complete immersion in the material: he
went to the Baltic coast, where he not
only watched from the side the life of the
E. Telman fishing artel, noting the typical
character traits and local customs, but
also went out with the fishermen to the
night sea. Several versions of the text were
written before the original dramatic plot
appeared, which could be embodied by
means of dance [3, p. 34].

It was Grivickas who, for the first time
in the drama of Lithuanian ballet, was
considering the theme of labor heroism.
Essentially new, which has become
relevant for national art only within the
framework of the socialist paradigm
(a worldview that perceived labor not
as a biblical punishment, a means of
exploitation or a painful necessity, but as
an honorary duty of a citizen, a conscious,
respectable activity aimed at realizing
professional abilities and for the benefit
of the native countries), the theme
certainly required for its embodiment a
special choreographic language and such
dramatically expressive content that allows
about to escape and pathetic-naive (in
this situation) the language of traditional
ballet pantomime, and inappropriate to
a naturalistic reproduction of the labor
process. “Lyrical and dramatic scenes
of the life of ordinary Soviet people” [6,

p. 3], the line of the love triangle and the
line of courageous labor of fishermen,

the opposition of diametrically opposed
value systems and moral choice — the
plot elements resulted in the effectively
“difficult way of forming a person of a new
ethics and morality” [7, p. 111]. Obviously,
the actual problem for the Lithuanian

of a certain historical moment sounded
convincingly and on a universal scale, as

evidenced by the active interest in the
Lithuanian ballet art, caused everywhere
in the USSR by touring performances [8,
p. 169-184] of the first Soviet Lithuanian
ballet.

“Against the background of the
mean, but attractive landscapes of the
Baltic states (painters J. Jankus and I.
Surkevicius), seemingly ordinary, ordinary
paintings arise” [6, p. 3]. In the fishing
village, where a new marina is being
built and the dramatic upheavals of the
love of brigadier Jonas for Caste, who is
faithfully waiting for his front-line fiancé
Marius, labor days do not pass peacefully.
Rich peasant Krezas and former Gestapo
resident Gustas hiding at his place invent
more and more wrecking plans. Playing
on the feelings of Jonas, who was jealous
of Caste for finally returning Marius, the
enemies of the Soviet system provoke a
quarrel — and the fishermen leave for the
night sea without a foreman. A storm is
approaching, and Gustas extinguishes the
lights on the lighthouse. But Jonas, who
was near, enters into battle with the enemy,
and, despite a severe wound, manages
to light the lighthouse. At the cost of his
life, he prevents the death of fishermen
(including his rival). The ballet ends with
the opening of a new marina and the
wedding of Marius and Caste.

“Dramatically clear, written in
captivating national color music gives
broad opportunities for actors to reveal
the whole ideological and artistic depth
of the ballet” [7, p. 111]. Using not only
Lithuanian melodies, but also material
from Russian, Latvian, Estonian folklore,
“Juzeliunas proved himself in ballet
as a wonderful lyricist. The most vivid
lyrical paintings include adagio and girl
dance from the third act. The adagio of
the first act, and especially the picture
“The Tempest” in the second act, are
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characterized by strong drama” [4, p.

50], the theme of creative work is clearly
reflected in the orchestral introduction

to the second act [9, p. 23]. The musical
characteristics of positive heroes

are based on folk melodies, negative
characters are “outlined with ominous,
condensed psychological tones”, and the
composer was able to “avoid deliberately
disharmonious, anti-musical sound
combinations” that could make the images
of enemies clichéd. The musical score is
distinguished by harmonious, effectively
organized integrity: “Juzelitinas does not
tear off the attributes of the characters
from the general color of the wonderful
seaside nature, the joy of the attitude of
the builders of new life; all this is perfectly
expressed in music” [9, p. 24].

Despite the presence in the plot
emphasized Soviet realities (for example,
new longboats sent by the artel as a
gift from the fraternal republics) and a
completely clear division of the characters
into enemies and heroes, the plot does
not sin by unnecessarily serious, one-
sided “posterity”. “The dramatic outline of
the ballet “On the Seashore”is effective
and danceable” [6, p. 3], it serves as a
fruitful basis for creating stage images
that are emotionally filled and diverse
in their character. In the genre scenes
imbued with good irony, “the incredulous
Pliaugene, (J. Jovisaite), the “don Juan”
accountant Pliauga (P. Baravikas), and
a trio of characters who give the whole
performance dynamism and liveliness:
and Mikas (S. Bilida)” [3, p. 37]. The most
dramatic and controversial of the heroes,
as noted by A. Ruzgaite, was the foreman
of the fishermen Jonas. Energetic and
courageous, loving his friends, he is no
stranger to selfish manifestations (which
his enemies skillfully manipulate). But
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betrayal is certainly alien to him, and he
redeems his guilt at the cost of his life. In
the ballet, Jonas is endowed with a vivid
choreographic characteristic, and in the
performance of Henrikas Kunavicius,
dance and acting are organically linked [3,
p. 34-35], in its variation “the power of a
fisherman beating over the edge, the joy of
courageous labor, forcing a person to face
the insidious sea element every day” [6, p.
3].

Both dances and pantomime scenes
are effectively saturated, “because
Kaste’s dance is performed by G.
Sabalyauskaite, who has the high gift of
a ballet dancer — the ability to convey the
rich and complex life of the human soul
in intonations of movements. That is why
plastic movements and the wide jumps of
Marius — G. Banis, who opens the arms to
his beloved girl at the hour of returning to
his homeland, are excited. That is why the
catchy and expressive gestures of Gustas
— S. Goncharov give rise to concern;
they immediately guess the predation of
a person hostile to the friendly family of
sailors” [6, p. 3].

The realities of fishing weekdays
and holidays appear in ballet and are
recognizably reliable, and stage rethought,
fully “theatricalized”. So, in accordance
with the proposed circumstances of
the plot, “the director throughout the
performance tries to show that the action
takes place on the seashore. The whole
team gives a small boat for Caste’s
wedding, the young men raise the oars
decorated with flowers, the sea god
Bangputis participates in the ceremony”
[3, p. 37].

Reviewers note the expressiveness of
mass scenes, the charm of the national
color of music and choreography, as well
as the fundamentally important advantage
of the performance: “The directors are
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not afraid of the specifics of ballet — the
inevitable conventionality of expression
that is inherent in dance art. They firmly
know that choreography does not tolerate
direct imitation, naturalism, not only in
fantastic ballets, but also in the reflection
of “ordinary” life. In this sense, one of the
best scenes in music depicting the alarm
before the storm is indicative. It seems
that screams of frightened birds are heard
in the orchestra, the noise of a stormy sea
is growing, and on the stage the dancing
girls are closing in strict lines, and the
flapping of their hands, brush movements,
repeating again and again, resemble the
alarming flapping of wings” [6, p. 3].
Grivickas, who continued the search
begun by his predecessors (including
Kelbauskas) for enriching the classical
basis of ballet with movements of
Lithuanian folk dance, certainly managed
to give his work (the first Soviet Lithuanian
ballet) a recognizable and organic
national flavor. “The waltzes of the first
and second actions are very peculiat,
in which the movements and steps are
intertwined with the rotation characteristic
of the Lithuanian dance paired with arms
crossed. The stylized traditional youth
polka is also expressive, in which all the
friends and girlfriends of Caste participate
[3, p. 36]. A. Ruzgaite emphasizes that
classical and folklore choreography in the
Grivickas ballet not only coexist, but make
up a well-organized, effectively justified
synthesis: “The most ballet are the dances
of a bachelorette party. The traditional
movements of the Lithuanian dance
“Sadute” expressed not a sad mood, as
in the original, but a cheerful and bright
mood. And this is understandable, since
in Lithuanian folklore, the “Sadute” dance
expressed severe changes in the girl’s life,
and the fate of Kaste is different — joyful.

”

Girls like swans floating around the stage
at high half-fingers, holding in their hand
a large ring. And with Caste rejoice in her
happiness. The dance suddenly ends...
clinging to each other, the girls stop.
Feeling the approaching storm, the girls
line up in a triangle, as if birds were ready
to fly away. The inner anxiety of the girls is
expressed in the movements of the hands,
reminiscent of the Lithuanian dance
“Blizdingele” [3, p. 36-37].

Shown at the Moscow Decade of
Lithuanian Art (1954), “On the Seashore”
was recognized as one of the most
significant achievements in the history
of Lithuanian ballet. According to the
reviews of Soviet criticism® (which
noted the virtues of the libretto, music,
artists and orchestra conducted by R.
Geniusas) — even one of the best ballets
of our time and an example of a play on
a relevant realistic theme [13, p. 3]. In
the years following the premiere, ballet
performances were performed in Riga
(1954), Lviv (1956), and Tallinn (1958).

In 1975, an updated ballet appeared
on the stage of a building specially built
for the State Academic Opera and Ballet
Theater of the Lithuanian SSR. In the
new version, the directors almost did not
depart from the old one, “they simply
abandoned excessive everydayism and
ethnography” [8, p. 173], Grivickas “only
reduced some pantomime scenes, partially
expanded the dance sphere, which made
the performance more compact, dynamic.
A certain reduction in the number of
characters made it possible to focus the
attention of the audience on the main
characters” [14, p. 2]. The stage designer
J. Jankus, designing the 1975 edition, relied
on the elements and findings of the Estonian
ballet production [14, p. 2], already recognized
as a classic work of national Lithuanian art.

5See also: [10, 11, 12].
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Discussion.

The year of the premiere of the first

Lithuanian Soviet ballet “On the Seashore”

was marked by two more important
events for the history of national stage

choreography. A choreographic department

opens on the basis of the Vilnius School

of Music (the future National School of
Arts named after M. K. Ciurlionis). No less
serious should be considered the release
of the first edition of the book “Lithuanian
Folk Dances”, which contained (in addition
to a description of ten dances, including
recommendations for the director) a
historical essay, detailed chapters devoted
to the characteristic features of Lithuanian
folk dances and costumes. The same
author in the introduction of the book
“Lithuanian Folk Games”, published in
1955, for the first time “classifies by
function and means of choreographic
expression” [15, p. 5] dance folklore of
Lithuania.

By 1955, there were already 15 music
schools operating in the republic; the
State Conservatory of the Lithuanian SSR
(founded in 1949 after the unification of
the Vilnius and Kaunas Conservatories)
played the role of the largest center for
music education, where the departments
of the history and theory of music, folk
instruments, and choral conducting
were opened for the first time, and the
theater department as well. Outstanding
masters of art teach here: T. Petrauskas,
A. Stasaviciute, B. Dvarionas, |. Svyadas,
J. Siparis, St. Vainunas, J. Curlionite and
others [5, p. 63-64].

It should also be noted that by the
mid-1950s, the State Folk Song and
Dance Ensemble of the Lithuanian SSR
was already very popular and successful
not only in Lithuania but also abroad:
Letuva toured in Moscow and Leningrad,
in Latvia, Estonia, and Belarus, Ukraine,
Moldova, Armenia, Georgia; the merits
of the ensemble leaders ¢ are awarded
with prizes. “The basis of the ensemble’s
repertoire is Lithuanian folk songs,
dances, games, instrumental plays,
montages, as well as original songs and
dances of the fraternal Soviet peoples.
songs and instrumental plays of Soviet
composers and classical works” [5, p.
47-48]. The work of the Folk Art Houses
actively contributes to the preservation
and development of the richness of folk
culture (for them, repertoire collections,
methodical literature, seminars and
consultations are held), the Republican
Lithuanian Song and Dance Holidays are
resumed (J. Lingis becomes their artistic
director and chief choreographer in
1950). This is the cultural context for the
development of Lithuanian ballet during
the creation of the “heroic” performances
of V. Grivickas.

Authoritative theater experts such as J.

A. Golovashenko, N. I. Elyash, prominent
musicologist I. L. Gusin, etc., write about
the tour performances of the Opera and

Ballet Theater of the Lithuanian SSR of the

1950s. Graduates from the best schools
of Soviet ballet (G. Sabaliauskaité, H.
KunaviCius and others) already dance in
the ballet troupe of these years [16, p.
4]. Recognizing the achievements of the

Lithuanian ballet in mastering the classical

8In particular, Juozas Lingis (1919-1984), dancer and teacher, collector of Lithuanian national folklore, founder of modern

Lithuanian choreography, future People’s Artist of the USSR (1970), author of books on Lithuanian folk dances.

" Audrone — «storm»; Ugnius — «fire».

50

Central Asian Journal of Art Studies N2 | 2020



repertoire, the critic also admits: “the
theater has its own traditions that have
developed with the older generation of the
troupe, there are also capable youth. But it
should be noted that the Lithuanian ballet
should expand its collective, persistently
improve the dancing skills of the artists,
and replenish the troupe with educated
people. No matter how difficult it is, it

is necessary for the theater, especially
since it is called academic” [17. p. 3].
Obviously, the main choreographer no less
deeply understands the problems and
tasks of creative growth facing the troupe.
Therefore, in 1955, on his initiative, a
group of young Lithuanian dancers went to
study at the Leningrad State Art University
(the release of the Lithuanian course took
place in 1959).

Meanwhile, Grivickas poses increasingly
large-scale tasks to himself. The
successful experience of creating the ballet
“On the Seaside”, in which the images of
Soviet Lithuania were embodied, makes
the choreographer think that the national
ballet “has no historical folk work of its
own”, which could tell “about the unity
of the Lithuanian people in the face of
the enemy, purity of love and sacrifice”,
about how “personal happiness becomes
secondary in the face of danger treatening
the homeland” [8, p. 169-184]. The
dramaturgy of the new ballet (again
Grivickas becomes the author of the
libretto) this time relies on the legendary
fate of the era of King Mindaugas (13th
century), touches on the problem of
maintaining national Lithuanian identity in
the fight against the Crusader conquerors.
The history of the unification of Lithuania
becomes the background for the tragic love
of Audrona and Ugnius .

% %k x

The plot of the couple in love — “the
theme is primordial in literature and in
art. A lot of wonderful works that have
survived centuries have been created on
this subject”s . Whatever era, no matter
how fantastic the landscape may be
surrounded by lovers, their very presence
presupposes a lyrical line of action that
allows the choreographer to realize images
on the stage that require the maximum
application of artistic skill and talent. Not
without reason in the dramaturgy of the
“heroic” ballets of Grivickas a number
of similar elements “rhyme”: lovers who
find themselves in a network of enemy
intrigues; involuntary betrayal of the hero;
signal light, which is ignited at the cost
of life, etc. At the same time, the images
and characters of his heroes can be very
different: if for the production of “On the
Seashore” the librettist looked for typical,
recognizable features for the characters,
then for the heroes “Audrona” needed
almost archetypal: human, but enlarged,
“heroically” raised” [18, p. 3]. Itis no
accident, deeply thought out in this light,
that the composition of the orchestra is
complemented by a piano and organ,
an introduction to the musical score of
the prologue and finale of the choir, as
well as the director’s decision to create a
compositional “frame” for his work: it is
opened and completed by mass scenes
arranged like monumental murals — like
messages to contemporaries from their
heroic ancestors [19, p. 2].

Weaving in the plot the historical events
of the 13th century, the author of the
libretto gives “the whole story a halo of
legend” [18, p. 3], reaching “almost the
Shakespearean scope. The personal fates
of the heroes here are inseparable from

8 See.: “Vain Precaution”: a collection of articles for staging ballet at the State Academic Maly Opera House. — Leningrad:

MALEGOT, 1937. P. 7. 51 6eTTiH acTbiHAa Typaab!
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historical events of truly epoch-making
significance” [6, p. 3]. Having led her lover
into battle, the boyar daughter Audrone is
forced to confront her father’s intentions to
marry Prince Kunotas. The girl rejects the
claims of the prince, but the power is on
his side — and Audron, who is also assured
of the death of Ugnius, turns out to be a
wife and a captive in the prince’s tower.
Ugnius also becomes a victim of deception:
having learned about the alleged betrayal
of his beloved, he despairingly conspires
with the crusaders to avenge Kunotas.
Bursting into the castle, he kills the prince
and rushes to Audrona, but she horrifiedly
repels her lover, who led the enemies of his
homeland. On a high tower, a girl lights a
signal fire — and dies, having managed to
warn the Lithuanians about the attack...
Ugnius, who realizes his guilt, dies, trying
to save Audrone. The Lithuanian army
liberates the castle, the people mourn the
Audrone and vow to take revenge on the
crusaders.

This time the co-author of Grivickas
was the young composer Juozas
Indra® (1918-1968), composer, singer,
conductor. A graduate of the Kaunas
Conservatory (1941), where he studied
singing and composition, an artist of
the Kaunas opera, a future honored art
worker of the Lithuanian SSR, Indra did
not escape the tragic post-war upheavals.
In 1945, he was arrested and exiled, in
1945-48. sang in the music and drama
theater and philharmonic society of the
polar city of Vorkuta. However, already in
1948 he continued his career as a soloist
of the opera company and conductor in
Vilnius, and then in Kaunas (since 1954
he was the main conductor of the Kaunas
Music and Drama Theater). The ballet
“Audrone” was the first major work of the

composer, who wrote three versions of the
score, trying, according to Indra, “to convey
to the viewer the harsh historical truth

and to use the stage images to show the
feelings and aspirations of the characters”
[4, p. 98]. Solving such serious creative
tasks, Indra “deeply studied national
folklore, ancient folk melodies. As a result,
an interesting work was created, deep in
both content and form.

The music of the new Lithuanian ballet
is expressive and full of gentle romance.
The musical characteristic of the main
characters — Audrone and Ugnius,
representatives of the people who are the
main character of the work is accurate”
[20, p. 3]. The Lithuanian musical folklore
ballet score “often quoted authentically,
but to an even greater extent used to
create original musical images and
intonations that are close to folk. The high
professional mastery of J. Indra manifested
itself in peculiar, fresh harmonies, rhythm,
in an interesting orchestration” [13, p. 3].

Criticism emphasizes that the director
managed to avoid the characteristic
romantic cliches in the image of the
Lithuanian Middle Ages. There are
no pagan altars on the stage, archaic
priests do not appear, etc. “Throughout
the directorial system of the play, in its
choreography, in the design of the artist J.
Jankus, one can feel rigor, even severity,
which seems very organic, for this heroic
on topic and the spirit of the performance”
[21, p. 3]. The color of the era is shown
mainly by laconic and expressive stylized
details: in one of the episodes, a tour
killed in a hunt is carried out onto the
stage, the horns of which are hung on a
powerful trunk of a fake oak [3, p. 49]; the
dark atmosphere of the crusader castle
is created by high Gothic stained glass

9 Real name is Juozas Padleckis.
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windows and black and white cloaks with
crosses [22, p. 4], etc. Costumes, also
stylized, are developed on the basis of
rich historical and ethnographic material,
mastered and rethought by the artist.

Against this thoughtfully-rigorous
background, the choreographer “proved
to be an inventive and thoughtful artist”
[20, p. 3]. Modern criticism especially
emphasizes the scale of the production,
in which both large pantomime scenes
and mass folk dances (which the show is
replete with) "serve not only as a bright,
colorful background of the performance,
they are necessary for the development
of the action, plot, no less important and
interesting than the scenes, duets and
adagios telling about the fate of the main
characters of the work” [21, p. 3].

The full-fledged drama of the
choreographic action was to a great
extent predetermined by the work of
the composer, who “first of all acts as
a playwright, considering every step of
his work, finding interesting means for
expressing the content” [4, p. 99].

At the same time, Grivickas managed,
both dramatically and choreographically,
not only the images of the main characters,
but also the dance characteristics of
numerous supporting characters, even
episodic ones. “That is why the comedic,
provocative image of the young Skyrmute
in the temperamental performance of the
brilliantly dancing R. Janaviciute, the funny
joker Dundis (V. Bradilis, S. Bilida), Giedre
(A. Tamuleviciute), the girls from the castle
(A. Ruzgaite) are remembered” [21, with.
3].

Musical and choreographic material
allowed the performers of the main parts
to create integral, original characters of
the characters, to show skill and acting
personality in the interpretation. Audrone
performed by G. Sabaliauskaite and T.

Sventickaite are emotionally different,

as criticism noted. So, the heroine of
Sabaliauskaite is “a heroic soul in the
guise of a modest, shy girl the softness and
plasticity of her movements correspond
to a heroic and at the same time deeply
human image; great sincerity and
immediacy of performance give the ballet
heroine warmth and sincerity” [18, p. 3].
Sventickaite “from the very beginning
sets off in her heroine the traits of will and
determination. Her Audrone is a proud,
whole nature, in her the whole time burns
a flame of anger, protest against rapist-
crusaders, against the prince, who forced
her to become his wife by force; in dance
she conveys the determination of a pure
and incorruptible soul” [24, p. 3].

The interpretations of the controversial
image of Ugnius performed by G. Banis
and G. Kunavicius are also unlike. Both
dancers “do not forget that Ugnius is not
only a lover, but also a brave warrior, a
hero. Ugnius by G. Banis is valiant and
courageous. Most of all he succeeds in
scenes of courageous impulse or violent
despair. G. Kunavicius at the beginning
of the play is more lyrical, simple-minded,
even naive. The heroic theme of the role
does not arise immediately, but develops
gradually. Kunavicius’ dance creates
the lyrical charm of the image — easy.
Romantically aspiring, plastically pure and
accurate” [21, p. 3].

Reviewers unanimously note the
expressive, graphically clear picture of
the role of the ambitious, cruel Prince
Kunotas, created by V. Grivickas exclusively
by means of pantomime — the ballet
master clearly deliberately, dramatically
logically deprives his hero of the ability to
dance, which only loving, capable of self-
sacrifice and devotion to the soul express
themselves [18, p. 3].

The unconditional value of ballet, the
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1 and 2 acts of which are based mainly
on the material of folk dances, which also
occupy an important place in the 3 acts [3,
p. 48-52], is a competent, organic fusion
of national Lithuanian elements with
the “language of classical choreography,
with the motives of ancient, historical
dances. The skillful use of the latter gives
the performance a true historical flavor,
conveys a sense of the era” [24, p. 3]. The
soul of the Lithuanian people, the poetic
originality of its culture, are reflected
in the rhythmicly diverse drawings and
intonations of the lyrical girls’ round dance,
cheerful village dances, ritual dances.
One of the most expressive episodes is
called the dance of Lithuanian warriors, “a
rhythmically complicated gallop, behind
whose external restraint one feels heroic
impulsiveness and elation” [18, p. 3].

The new Lithuanian ballet, the
“choreographic epic” about the heroes
of antiquity, in addition to well-deserved

praises, provoked well-reasoned criticisms:

the dramatic art seemed too complicated
in some episodes; “The composer does
not always remain faithful to the melodic
features of folk music. National color in
solo performances is scarce” [20, p. 3];
“One cannot fail to notice the uniformity
and poverty of solo male variations (a
disadvantage, unfortunately characteristic
of many of our ballets)” [21, p. 3]; verbose
and static endings of acts; participation in
the choir’s action was not always justified
[3, p- 49-52].

Nevertheless, reviewers unanimously
recognized that at the core of the
performance is deeply integral, and
all these controversial points do not
detract from its obvious merits. Despite
the fact that “an attempt to create such
a work could not be difficult for the
young Lithuanian ballet” [21, p. 3], the
embodiment of the national theme by
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means of stage choreography, using
folklore material to enrich the language of
ballet classics, was considered successful.
In 1969, the second edition of Audrone
appeared — more intense and concise
in drama, rid of several historical and
everyday scenes, more conventional
choreographic. “According to the idea
of the scenographer Jankus, the whole
action took place on a black background,
for the historical time such stylized details
as a window, a cross, a sword indicated,
the costumes of dancers were lighter, not
hindering movements” [8, p. 174]. The
third edition, in which the number of actors
was increased, was created by V. Grivickas
in 1975 for the stage of the new theater
building.

The period 1940-1957 for Lithuanian
ballet can rightfully be considered
“heroic”. In the conditions of a change in
the socio-economic system, occupation
and hardships of the post-war period, the
national choreographic art managed not
only to preserve its best achievements,
but also to expand the experience of
developing Lithuanian themes. The appeal
of Lithuanian authors to the themes of
labor and civil feat, the preservation of
national identity, the people’s struggle with
oppressors and invaders, of course, was
a response to the challenge of the era. It
is also important that the heroic theme is
the most organic soil for the development
of the “big style” in stage art, allowing you
to introduce into the play really necessary
mass scenes (requiring mature skill from
both the choreographer and the artists).

Obviously, one of the central problems
posed before the national ballet of 1940-
1957 is the problem of drama, and its
solution was found precisely in the heroic
theme. Progress in this area moved
from the “Bride” by B. Kelbauskas with
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her pastoral charm and uncomplicated
national romantic characters (heroics
appear here only as an episodic motive
and do not become really important,
even in later editions, with unsuccessful
attempts to “revolutionize”) — the already
much more complex first Soviet libretto
“On the Seashore” (containing a dramatic
line of character development, posing the
heroes with the problem of moral choice,
and with the performers — the tasks of
acting zhivaniya roles), and then — to the
“choreographic epic”, the first Lithuanian
historical ballet “Audroné” (very large
scale in this period, the testimony of the
maturity of the national choreographic art,
mastered and a great form of performance
and craftsmanship of the organic fusion of
elements of classical and folklore).

The most significant thing in the
period under review is the appearance in
Lithuanian ballet of own choreographers
who completed a performing school in
Kaunas and enriched it with training from
masters of the Russian school. And while
choreographer Kelbauskas relied on
the dancer’s experience, unconditional
natural talent and sense of style, his
follower and graduate GITIS Grivickas
became the first holder of a diploma of
a higher Soviet school in the history of
Lithuanian ballet to inherit and develop
the development of the oldest ballet
schools in Russia. In the performances of
V. Grivickas, the motives and innovations
from the heritage of compatriots who were
looking for ways of interaction between
classical and folk choreography, received
serious development, a solid professional
basis for the implementation of which the
choreographer received, learning from R.V.
Zakharov.

It will be fair to admit that the
Lithuanian ballet (and even more so the
choreographer) school was in its infancy

during this period. It was only in 1953
that the choreographic department began
working in the future Vilnius School

of Arts. And, despite the fact that the
national ballet already included a number
of masters, whose experience should be
passed on to youth, productive interaction
with the oldest schools in Moscow and
Leningrad continued to play a leading

role in the training of young cadres [16, p.
4]. Moreover, the academic status of the
theater, requiring a solid poster filled with
classic names, also obliged the dancers to
have adequate technical equipment. The
ballet troupe of the State Opera and Ballet
Theater of the Lithuanian SSR, taking

into account all the problems of growth,
turned out to be quite seriously prepared
to carry out the most difficult tasks that
the performances of the repertoire of the
1950s set before them [17, p. 3].

Towards the end of the period under
review, the achievements of the Lithuanian
ballet aroused well-deserved interest both
among the audience and authoritative
reviewers, who recognized the merits of the
performances of the classical and national
repertoire: “The searches of the theater
deserve all support. It is indisputable that
the performances of the Lithuanian ballet
are original, deeply meaningful, permeated
with the high ideas of our time” [6, p. 3]. It
can be concluded that in the late 1950s,
Lithuanian ballet approached the threshold
of its maturity, since it was at that moment
that it acquired all the components
necessary for full development: stable
state support as part of an academic
theater institution; extensive repertoire
(including classics and works of national
art); own (albeit extremely young)
performing and composing school;
constantly working choreographers who
grew up in the national environment;

a creative team of dancers, combining
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representatives of the older generation,
able to transfer their experience, and
young, to whom this experience must

be transferred. | want to emphasize the
latter as a succession factor, extremely
important for the formation of national art,
which involves the transfer, preservation,
study and development of traditions that
determine the aesthetic style and direction
of artistic search.

Conclusion

Concluding the conversation about the
Lithuanian ballet of the 1940-1950s,
one cannot but recall two brilliant duets
of this period: Genovaité Sabaliauskaité
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A. flukayckac
KayHacckull eocydapcmeeHHbIl My3biKarnbHbIl meamp
(KayHac, Jlumea)

JINTOBCKWUM BAJET.
HAYAJI0 ®OPMUPOBAHUSA HALIMOHAJILHOIO PENEPTYAPA

AHHOTaLMA
MocneBoeHHbIV NEPUOA BOCCTaHOBNEHUS BaneTa U KNacCUYeCKOro penepTtyapa OAnH U3 CaMblX CIIOXHbIX B
YU3HU NUTOBCKOro 6aneta. OgHaKo ¢ NosBIEHWEM [MaBHOro 6aneTmencrepa Butaytaca [puBmLKaca NOUCKH
W pa3BUTUE FrEPOMYECKOM TEMbI B IMTOBCKOM GasneTe U NosiB/eHWe B HaLMOHaAbHOM penepTyape 6aneTtoB «Ha
6epery mops» (1953) n «AyapoHe» (1957) 3an0Knn1 0CHOBY A1 GOPMUPOBaHUSA HALlMOHANbHOIO UCKyCCTBa.
Llenbio uccnepoBaHusa ObiNI0 BbIIBUTb, NPOaHaIN3MPOBaTb U BBECTU B MOJIHOLEHHbIM Hay4YHbIM 06UX04
paHee He aKTyannM3npoBaHHbIE UCKYCCTBOBEAEHMEM aTanbl GOPMUPOBaHUSA HALlMOHaNbHOrO penepTyapa
6aneta JluTBbl.
[aHHas cTaTbs 9BASETCS YacTbio NepPBOM Hay4HOM paboThbl TaKOro MacluTaba, NOCBALWEHHOW CNeKTaKIaM
HaUMOHaNbHOro penepTyapa JIMTOBCKOro 6aneTa u npobaemam ero HaunoHa bHOro CBOeo6pa3ns.
KnioueBble cnoBa: IMTOBCKUIM 6anert, xopeorpad, 6anet, Butaytac lpusuukKac, «Ha 6epery mops», «<AyapoHe»,
HaLUMWoHanbHbIN penepTyap, Jintea.

A. flukayckac
KayHac memnekemmik My3biKarbiK meampbl
(KayHac, Jlumea)

JINTBA BAJETI.
¥NTTbiK PENEPTYAPAbI KAJIBINTACTbIPY[1blH BACTANIYbI

AxpaTna

CofbICTaH KeWiHri 6aneT NneH Knaccukanblk penepTyapabl KanmnblHa KenTipy MTBa 6aneTiHii eH Kypaeni
Ke3eHaepiHiH. Ananga 6ac 6anetmencrep B. [puBMUKACTbIH Nanga 60nybIMeH, OHbIH JInTBa 6aneTiHae
KahapmaHablK TaKblpblOblH 4aMbITybl MEH i34eHICTepi aHe «TeHi3 arFacbliHaa» (1953) koHe «AyapoHaa»
(1957) 6aneTTepiHiH, penepTyapblHAa Nanaa 60nybl YATTbIK ©HepPai KanbiNTacTbipyFa Heri3 60n4bl.
3epTtTeyaiH MaKcaTbl OYPblH COHFbl OHEPTaHYLLbIILIK TYPFblAa 3epTTenmereH JInTBa 6aneTiHiH YNTTbIK
penepTyapbliH KaNbiNTacTbipy Ke3eHAepiH aHbIKTay, Tanaay *oHe ToNbIKKaHAbl Fbl/ibiIMU alHanbiMFa eHrisy
6onabl.
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DRAMATURGY OF MASS SCENES
(ON THE EXAMPLE OF THE MUSICAL
"HOUSE OF YOUR DREAMS” S. YERKIMBEKOV)

Abstract

B nocnenHue At the origins of the musical there were wonderful people, striving for constant search. In this
series, S. Yerkimbekov is the one who united many names and wrote the musical “House of Your Dreams”.
His composition turned out to be a unique work of its kind. The article uses a systematic approach to the
study of the dramaturgy of mass scenes. The system approach is a direction of methodology that includes
the following parameters: the content of the processes of organizing mass scenes in the drama of a musical,
their features and implementation technologies.

Key words: musical, mass scenes, dramaturgy, "House of Your Dreams”, director S. Yerkimbekov.

Introduction The musical is the most democratic
The blossoming of the musical in musical and theatrical genre, associated in
the art of the twentieth century, and in its origins with folk art.
Kazakhstan in the twenty-first century has The development of the musical in
a deep social conditionality. The musical Kazakhstan at the turn of the century
is closely connected with socio-historical combines diverse phenomena in direction

processes, reflecting reality. and creative scale. The most striking works
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were born according to the scenario of the
modern course of time.

Methods

Researchers repeatedly considered
the general principles of the structure
of various operas, indicated favorite
developmental methods, which were most
clearly identified through the method of
system approach analysis: the formation
of an “arch” through thematic, semantic,
etc. rapprochement of the beginning and
end of operas, the presence of diverse
thematic links. “The house of your
dreams” is a musical characterized by a
very concentrated and purposeful action,
focusing on the main conflict, which
also results in a small number of actors.
The straightforward development of the
main line leads to nodal moments in the
development of the action. The musical
begins with the mass embodying the basic
idea of the entire work - this is the idea of
patriotism and a happy future, the idea of a
bright start. Already the first mass scenes
expose this idea through the images of the
people of the 70s and the heroes who are
its carriers.

Results

In musicals, as well as in the
dramaturgy of any movie, opera, and
others, there are basically two layers —
heroes and mass scenes. If everything is
quite clear with the characterization and
role of the heroes - it’s either good, which
has a bright start, or evil, on the contrary,
that has dark power, then mass scenes
have different functional loads. From
simple action support to deep semantic
transmission of scenes. [1; 2; 3; 4; 5; 6]

So, the leading principles - realism and
“nationality” in the musical “The House
of Your Dreams” - acquire especially deep
power and universality of artistic influence
thanks to the method of musical thinking
peculiar to S. Yerkimbekov 2, [7] The
musical material has a peculiar flavor -
juicy and expressive, brilliant, to some
extent perky and peculiar to the theme
of Soviet songs. The words of A. Pushkin
about realism come to mind: “The truth of
passions, the likelihood of feelings in the
proposed circumstances - this is what our
mind requires ...” [8, p.125]. This musical
is widely recognized for the achievements
in the field of the correct expressive
melodic line. This implies a structure of the
melody that is fully consistent with the time
described in this action.

Discussion

The opening of the play “The House
of Your Dreams” with a mass scene and
the song of the same name is a well-
established practice of the Broadway
musical. And this scene is already
programmed as a collective “acting
character” involved in the story.

The final picture is an epilogue that
affirms the central idea of the musical,
which is enriched as a result of the entire
development of the musical. The central
idea is expressed by the main themes of
mass scenes. Conventionally, you can
designate them as the theme of "home”.

The principle of development is closer
to rondosity, due to the alternation of mass
scenes and individual lines. Rondosity is
based on the periodic reappearance of
the same musical bright thought. And this
thought is always accompanied by text.

1 Serik Zheksembekovich Yerkimbekov (trek. Serik Zheksembeks Yerkimbekov; born April 3, 1958, Aima-Ata) - Soviet and

Kazakhstan composer, Honored Artist of Kazakhstan (1996), professor of the Kazakh National University of Arts, Advisor to

the General Director of GKO "Qazaqconcert” and t .d. [Erkimbekov S.Zh., 2005. - T. Il., p.248]
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The function of an extras or “commentator”

has grown into a new quality: mass scenes

have been assigned a ceremonial place,

which is opening and closing of the show.
Where the mass scene sing along

to the main characters on the syllable

"A” is opposed to the general idea. That

is, nameless replicas in the form of

hype for “a” create a clear idea of the

attitude to this scene. The appearance

of the topic, the nature of the sound in
such moments changes significantly - it
becomes "motionless”, sad and dreary.
Thus, in such scenes, the mass scenes are
widely used in the concept of “character-
commentator”. All this can be traced from
the Composition-plot plan-scheme:

1 PART Old Alma-Ata - Helsinki (1962)

Helsinki
"Dances of
the world"
on national
motives

Kazakh
dance
SHASHU

Dance in
Black Blazers
(KGB)

Duet of
Nursultan
and
Bayan

Max,
Nursultan

T 7'y
v v v
“The house of your “Love from shooti 5
dreams” (in Russian) su:: e: ‘Z: ;ﬁi:.g) _oWeRave Contrast outraged Contrast outraged Contrast outraged
for 4 votes F-dur for 4 votes C-dur "A-a-a-aa” everything ahead replica replica replica
2bph 2 bph Iyrical re-singing «=fo protectour “"Nightmare" "Nightmare" “Nightmare"
= bp! happiness” g gl Nig
unison unison
Sol
00 Dance battle
Nazarbayeva N.
Bay, Maksat,
Bay Photographer
"Daryn"
(Bolashak) in
. " "
Kazakh. Then in < — — — — — - > See you
Russian. Then in Notes of lyricism
English.
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The central part in the first part is
occupied by three main mass scenes and
the desire for a new life with a great force
sounded in them. In the second part of the
mass scenes, there is not much, but the

new that has entered the life of the young
Bolashak generation is clearly revealed.
Results
The overall dramatic plan of the
musical:

Exposition The final
Tie Denouement
Bayan + Max Development Grandchildren Bayan
and Max
70s
90s

Almaty-Helsinki

"World Youth Festi-

So, within the framework of the entire
work, a wide mirror-image reprise is
formed, that contributes to the isolation,
completeness of the composition. Reprise
on the musical, semantic, visual levels.

Ideological and the semantic
conclusions. Despite the conflict between
dramatic figurative spheres — lyrical
and bureaucratic — the musical ends
optimistically. The conflict of the Final is
not in the conflict of mass and personal —
Itis an expression of the human spirit in
which the will to a brighter life wins.

Figurative spheres: are two - optimism
and sunshine are the main feature of the
Soviet worldview: the Bolashak scholars.
And on the other hand, the bureaucracy-
employees of the KGB of the USSR, as a
sign of anxiety and caution.

The ratio of figurative spheres according
to the degree of development is individual
and mass scenes. Individual — thisis a

Almaty-Helsinki

lyrical figurative sphere, the theme of love,
does not develop so intensively, but it is
significant in that, where the dissolution of
other plot lines in it, it sets off the contrast
between the light and dark principles.

Two time intervals — past and present.

Mass scenes belong to both figurative
realms and time, combining them.

As a result of the cross-cutting
development of mass scenes throughout
the musical, there appears an intonational
musical unity, creating an integral sphere
of musical moods.

The realistic direction in the musical
was also due to the composer’s appeal to
folk art — Shashu , which is understood as
a living expression of modernity. Since folk
rites and songs have always been a social
organism, reflecting the internal processes
of folk life. Through the display of this
tradition, the events and feelings of that
time accumulated by life are summarized.

2 Shashu - shedding. This beautiful ceremony is the part of many customs and rituals: weddings, matchmaking, etc. The

“culprits” literally showers of celebration with rain of money and sweets (or other sweets).
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There is a process of rethinking, re-
intonation of the old and the awareness of
the significance of such a tradition, again —
as faith in a brighter future.

This scene with Shashu (although it
does not have a character of mass scenes,
but it implies exactly this, since among
the Kazakhs the Shashu rite is aimed
at multiplicity) becomes a means in the
development of relatively tense conflicts,
in the ups and downs of the persistent
struggle for happiness and reflecting the
whole complex contradictory reality of that
time.

Conclusion

Music strictly corresponds to the
meaning of the words and mood. The
composer seeks, first of all, to recreate the
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XK. A. KasbiGekoBa
Kasaxckasi HayuoHarnbHas akademusi uckycems um. T. K. XKypeeHosa
(Anmamei, KazaxcmaH)

A. TonenGepreH
Kasaxckasi HayuoHanbHasi akademusi uckyccmes um. T. K. )KypeeHoea
(Anmamei, KazaxcmaH)

APAMATYPIUfl MACCOBbIX CLIEH
(HA NPUMEPE MIO3UKJ/IA (10M TBOEN MEUTbI» C. EPKUMBEKOBA)

AHHOTaUMA

Y UCTOKOB MIO3MKNa CTOSANM 3aMeyaTesibHble 04N, CTPEMSLLMECS K MOCTOSHHBIM NoMcKaMm. B aTom psaay,
06beanHAIOWEM MHOXECTBO UMEH, Haxoautcs C. EpKkuM6eKoB, HanvcaBLWW MIO3UK «JOM TBOEW MEYTbI».
Ero Komnosuuus okazanacb yHMKanbHoOW paboTon CBOEro poja. B ctatbe MCMoNb30BaH CUCTEMHbIN

NnoAxof K U3y4eHMWIO pamMaTyprim MacCcoBbIX CLieH. CUCTEMHbIV NOAX0A NpeacTaBnseT cobov HanpaBieHue
METOA0N0MMK, BKIOYaloLee cneaylolimMe napameTpbl: CogeprKaHue NpoLeccoB opraHn3al MM MaccoBbiX CLEeH
B ApamaTypruuv MO3nKIa, X 0COGEHHOCTEN M TEXHONOTWUIA peanu3auuu.

KnioueBble cnoBa: MO31KJ1, MaccoBble CLIeHbI, ipaMaTtyprus.

XK. A. KasbioekoBa
T. K. KypeeHoe ambiHOarbl Ka3ak yimmblK eHep akademusicbl
(Anmamesi K., KasakcmaH)

A. TonenGepreH
T. K. KypeeHoe ambiHOarbl Ka3ak yimmblK eHep akademusicbl
(Anmamesi K., KasakcmaH

B¥KAPAJIbIK CAXHA IPAMATYPIUSICbI ( C. EPKIMBEKOBTbIH "CEHIH APMAHbIHHbIH Y#MI”
MIO3UKJ/TIHIH MbICAJIbIHAA)

Axpartna.

Mio3nknaiH 6actaybiHa KepeMeT i3aeHyLlinep, onap YHeMI isaeHyre ymToinabl. byn Katapaa KentereH
ecimaepai 6ipiKTipeTiH - «Ci3aiH apMaHbIHbI3bIH YMi» MIO3UKIIH a3FaH C.EpKim6eKoB. OHbIH KOMMO3ULIUACHI
O63iHAIK epeKLlue TyblHAbIFa anHanabl. Makanaga 6ykapasblk KepiHiCTEPAiH ApaMaTyprusiCblH 3epTreyae XKymeni
Tacin KonaaHbinagbl. *ynenik Tocin agicHaMaHblH 6afbiTbl 60/1bIN Tabblnaabl, 01 MblHa4an napameTpnepai
KaMTWAbl: MIO3UK ApamMaTyprusicbiHAaFbl KOnwWinik caxHanapabl YWbIMAACTbIPY MPOLLECTEPiHIH Ma3MYHbI,
onapfblH epeKLUeNiKTepi MeH iCKe acblpy TEXHONOrMsanapbl.

Tyhinpi cespep: M03MKI, ByKapanblk KepiHicTep, ApaMaTyprus.
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KA3AK
KYbIPLLIAK,
TEATPbIHbIH

bYI'IHI'T KEJIBETIH

4

ART STUDIES

MPHTH 18.31.07 3 EPTTEyﬂl H

KOPKEMIIK-
K. K. MYXAMEDKAH ', 3. Y. UCJIAMBAEBA 2 a CTET” KA‘H bl K
12T, K. )KypreHos aTbinaarsl KasYOA

(Anmarsi k., Kasaxcran) H Erl SILEPI

KA3AK KYbIPLWAK TEATPbIHbIH BYTIHI KEJIBETIH 3EPTTEYAIH KOPKEMJAIK-
JCTETUKANDbIK HEIM3AEPI

AHpaaTna

KyblpLiak eHepi — epeKLle KaTeropusansl, KanTanaHbac )eke aapasnblk KacueTi 6acbiM eHep. by epekiue
eHepaiH MaHepNi apceHanablK Kypanbl ApamManbiK MOHEpPAEH aneKania epekiue. Kyblplak agamMHbliH
CaHKbIp/bl MCUXONOTUANBIK YAriNi 06pa3blH allbin KOPCEeTe anMacaja anfeKanaa KeH TaparaH KepiHiciHae
€H TaHFanapblK cunattaManapblH KepceTe anafpbl. <AJaMHbIH Ke3-KeflreH KacueTiH 6apblHLLa anKbiHAay
YWiH Kenge Keninkep »aHyapnapabiH agamablk cunatraMacblH 6eMHenenTiH Kypan peTiHae aflaMHblH KeNGip
daKTopnapbliHaH 6ac TapTyFa Typa Kenegi. TinTi, CypeTLi }aHCbl3 06bEKTINEpre agamu cunattamanap éepeai.
KyblpLiak TeaTpbl OMblH-CayblK OHEPIHIH KakTanaH6aWTbIH TYPi PETIHAE ajamaap YLWiH KaxeT. bipae-6ip aktep
a[laMHbIH XaH TebipeHici MeH KecKiH KenbeTiH Mynaem KepceTe aimaybl MYMKiH 6MTKEeHi on e3i agam. byn
OYHWEHI KyblpluaK xacav anagbl. ONTKeHi 01 agaM emec.» Kyblpluak TeaTpbl )ac 6anaHblH, caHanbl Typrblaa
azamart 60/bIN KafblNTacyblHa YIKEH CENTIriH TUri3eTiH 6ipaeH 6ip cana. byn eHepaiH 63iHAIK acemairi,
AVMHaMUKachl, ayauTopusHbl ©3iHe Te3 6aypan anyra, 6anaHblH epTe acTaH 6acTan XaH XaKTbl JaMyblHa
YIKEH MYMKIHJIK allaTblH CaH KblpablblFbl TaFbl 6ap.

Tipek ce3pep: OpblHAAYLbIIbIK 6HEP, KEHICTIKTIK NEH YaKbITTbl 8HEP, KybIpLUaK, TeaTp KOMbIbIMbIHbIH,

MWGDONOrUANbBIK KEHICTIrI.

FaMbINTaH KOLWIN KeNreH oK. onemMaik

Kipicne TeaTp eHepi aHa 6afFbiTKa Kagam 6acbin

TeaTp cbiIMBaTTbl OHEPAIH, iWiHAETI KapbllTan gamMbin Kene x}aTtkaHbl ManiM.
€H, 30p eHepiH 6ipi. Kan engeri, kan OpUHE enimi3fiH Teatp eHepi YATTbIK
Typaeri eHepai ancak Ta CoH cantaHaTneH cunatbl MEH 3CTETUKAChl 6acKa ynTTapaaH
bIPFasbIM XblpFanbin 6ip KYHHIH, iWwiH4e epeKLleneHreHiMeH, oHbl Jamy yaepictepiH
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2/IeM[iK epKeHUeTTeri MoeHn KOHTEKCTTEP
TYPFbICbIHAA CalbICTbipMalibl TYPFblaa
KapahMbl3. KasaK TeaTpnapblHblH KERIHTI
¥bl14apbl KOJ XKETKI3iN Kene aTKaH Y/IKeH
YETICTIr afiemMik Teatp yaepicrepiHe
inecyre »acafaH HblK Kagamaapbl. COHbIH
ilWiHAe KyblpllaK TeaTpbl OHEPIHIH YIKeH
p30HaHCTa atanbin eTiflyi Kyblpluak
©HepiHe AereH Kbi3bIfFyLbIIbIKTbIH

apTbIn OTbIpybIHAA. Byn Mbicanbl 6i3
anjeKania Kypaeni xaHe apasnyaH
dopmagaH TaHM anambl3. KadaKCcTaHObIK
TeaTpTaHylWblNapablH, eHoeKTepi
Pecny6nnkambl3arbl KyblpluakTap
TeaTpblHbIH, }anbl cMnaTTaMacbiHa
KaTbICTbl 60/1bl. TeaTp eTe Kypaeni
CUHTETUKANbIK KEHICTIKTIH YyaKbITwa eHep
TYPNepPiHiH 6ipi 605bIN Tabblnaabl. YiiHLWi
MbIHXbINAbIKTbIH 6acbkiHaa TeaTp eHepi
Knangbl Gopmaribl KaHe caHa 63 e3iH
aH-XaKTbl TEKCePy OObEKTICiHE anHanabl.
TeaTp KyblpLwarbl pexunccepiiH ombliHa
conKec "HKaHgaHy” apeKeTi MoHi 60naTbiH
alaMMeH YKCaCTbIKTbl 6EMHENENTIH
KepKeMAiK aic 60nbin Tabbinaabl. YuWwiHLwi
MbIHXbIAbIKTbIH 6acbiHAa KyblpLlaK
TeaTpbl ©3iHiH 6iperenniriH caktam oTblpbIn
OipKaTap TpaHchopmaumsanapabl 6acTtaH
Kellipyae, *}aHe eHepaiH, oCbl TYPIH
6acKanapaaH epeKkwenenTiH KepKeMaiK-

1w

3CTETUKaNbIK 6eNri }XyMeciHiH canacblH
cakKTan, e3iHe }aHa acTeTUKanbIK
KEeHICTiKTI MeHrepai. Erep aKkpaHaa

HaKTbl KEHICTIKTIKTIH yaKbITlla caHaTTapbl
KenTipifice, KyblpllaKTap TeaTpbl AaMYAblH,
Kasipri Ke3eHiHae Kes KenreH aayipai
COe3Ci3 eMipniK daKTinepiH cakTayra
yMTbI1Abl. Kasipri 3amMaHfbl KyblpLiaKkTap
KOMbINbIMAAPbl yaKbIT KaTeropnsanapbiH
[OCTYpNi Kabblnaay WeH6epiHeH anbic
WbIFbIM, GipbIHFAM AMCKYPC ascbiHAa
OHepiH op TYPi CTUNbAEPIHIH,
KOMMOHEHTTEPIH FaHa eMecC, COHbIMEH
KaTap Kasipri 3amMaH WbIHAbIKTapbIMEH
TONbIKTbIPbIIATbIH 6TKEH KaTeropmsanapblH
[a cuHTe3aenai.

KeHe 3aMaHHaH OYriHri »kacaHabl
WMHTENEK apKbl/bl TiPILWINIK KarKeTTepiH
KaHapTy Ke3eHIHAE e XKeKe Ty/IFa YKbIMbl
KofFaM e3 eMipiHaeri 6actbl 6eneHaepai
€CKepyci3 KanablpMan Kenyi MmaogeHun 6ayny
YMbICbIHbIH 6apblK cananapbiHaa eHoeK
HOTUXKeNepi KepiHic TabaTblH, TYPaKTbl
KaTblHacyLbl/lap MEH AeMalibiCbiH aHaa
caHja FaHa MdJlIeHM MeKeMenepiHige
OTKI3eTiH agamaapra Aa e3iHiK acep eTe
anaTblH MepeKesiep MeH canT gacTypnepaiH
Mo[eHU cabaKTacTbIFbIH CaKTay/blH 6acThbl
Kypanbl ekeHiH ganengenai (1 cyper).

1 cypeT. AnmaTbl MEM/IEKETTIK Kyblpliak Teatpsbl. (LUbiFbic apynapsbl)
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Facbipnap 60Mbl KanbinTackaH
TapuxblHAA Ka3akK xallKbl 1a 63 MOJEHMU
epeKLwenikrepi gamblirn, MaeHu
yCTaHbIMAapAblH 6apbIfblH Aece
[e 6onagbl, 6ip opTara KMHaKTaraH
MepeKenep MeH canT gacTypsep
caKTaraH. Tapuxnm SKOHOMMUKaJbIK TapUXK
aNeyMeTTIK e3repictep MepeKenep MeH
cal gocTypnepaiH *aHa dopmanapbliH
KafbINTacTblpbIN, Ma3MYHbIH 3aMaH
Tana6blHa can ep6iTin e3iHaiK
JYHUWETaHbIMAbIK 6eNrinepiH FaHa cakran
KenreH. XasblKTblH 9N1€YMETTIK MaIeHU
KOHe pyXaHW KYHAbIIbIKTapbl 4OCTYpEpPi
ajlaMHbIH a3amaT 60/bIMN KanbinTacyblHAA
OHbIH afaMrepLlinik }xoHe eHbeK
KacueTTepiH KanbIiNnTacTbipyabl TyTac
anfaHja Xeke agambl ofieymeTTeHaipyne
apAanbIM MaHbI3abl POJib aTKapabl [1, 65
6.]. KoFamabl XaHFbIpTy pecnybinKaHblH,
ereMeHpikke ne 60nybl }aHaanbiHaa
6i3/iH, KOFaMbIMbI3[blH TapWUXbl, OHbIH,
KernTereH a/lIeyMeTTiK KbI3METIH KanTa
OW eneriHeH eTKi3iNnin }aTtkaH Kesge
XallbIKTbIH, PyXaHW eMipiHiH 63 Ke3iHae
YMbITbIIFaH HEMECE TUbIM CallblHFaH
KyObl/IbICTapbl KanTa opanyaa. OTKEHHIH,
MOJEHM TapUXMU MypachblH KalTa epKeHIEeTy
Kasipri 3aMaHHbIH aca KeKeunTecTi,
npob6riemManapblHblH GipiHe aHanbin
oTbIp. OCbl KOMMOHEHTTEPIHIH, 6ipi aca
6an JoCTYpNepi KaHe eCKeneH, ypnakThbl
Topbueney Toxipubeci 6ap aTHUKabIK,
negarornka 6onbin Tabbinagbl. XXI
Facblp M3AEHUWETTIH AaMy npoueciHae
©63iHAiK biIKknanbiH ana kenai. OHblH 6acThl
MaKcaTbl MOAEHU pyXaHU apeKeTTep
[JaMyblHblH TapUX1 MBJIEHN cabaKTacTbIFblH
¥anFacTblpy KaxKeTTinirine 6annaHbICThI.
¥NTTbIK MSAEHUETTIH 3aMaH TanabblHa cak
JaMyblHa OHbIH Facblpnap KOMHayblHAa
KalbINTacbIn XanKbIHbIH pyxaHW 6atoybiHa
Kocap y/ieciH 3aMaHaacTapbiMbl3fa
MKETKI3IiN YFblHAbIpYFa TeaTpnapiblH,
bIKNanbl epekKlle. 9p Typ/i aHbI3
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QHriMenep KorFam KepiHiCiH cMnaTTanTbIH
KOMbINbIMAap MEH y34ereH ayautopus
UHaUTbIH ByKapanblK Mepekenep
MO[EHU KYHbINbIKTAp Typasbl KOFamblK
NiKip Kanbintactbipagbl. ConapabiH,
iwiHae Kybipluak TeaTpblH anaTtblH

60ncaK onapablH peruccepnblK WeLlimi
[OCTYPNi MOEHUET YNTINEPIH YCbIHY
apKbl/ibl KEPEPMEH AYHMETaAHbIMbIHA 9CEP
€Ty MYMKIiHAIr 30p. Kyblpliak Teatpbl
XYMbICbIHbIH KOPHEKTI 84icTepi: apHanbl
pacimMAiK apeKeTTep 6acTbl yakurara Hazap
ayfapaTtblHAan epeKLle anllblKTbl 8Cepnik
amMangap, Keninkepnepai TaHaan onapabiy,
OpHanayblHbIH, HbILLAHAbIK 6enrinepi KureH
KWiMAEPI MeH ByrbIMAAPbI TYP TYCiHE AEWIH
KongaHbinaTbiH 6yMbiMAap MEH Kapbim
KaTblHacC ¥acay Tacifiiepi apKbliibl 6acTbl
naesiHbl XXEeTKi3yre kemekTecei [2, 60

0.]. Op KOMbINbIMHbIH, 63iHAIK KYHAbU1bIFbI
MeH MaKcaTbl 6ap. 9p YATTbIH, epeKLENiri
MEH MdJEeHM AapasiblfblH 6anKaTaTbIH
KoMblnbiMAapAbiH OYriHri emipmisae

OpbIH anybl MeAEHN cabaKTacCTbIKTbIH,
caKTanyblHa 6annaHbICTbl. On
cabaKTacCTbIKTbIH XOFapbl Japexeae
¥anfacblH Tabybl YWiH 3aMaH TanabblH
UrepreH MafleHn KyHabbIKTapbl MeH
MaFblHACbIH ETIK 6iIreH LWblFapMallblbIK
KabifeTi eTe Xofapbl MaMaHaap sFHU
aKTepnapfa Tikenen 6annaHbicTbl. OHOan
KabineTTi TaHblTa affaHbIMEH KOHe
MOAEHUETTI OKbIN XaHapTy YLUiH 6TKEHHIH,
©HereciH 6YriHri MoeHu cypaHbICTap MeH
Tanantapfa conKecTeHgipe 6iny 6inim MeH
6enimai Kaxket eteai. Con cebenTi 6i3MiH,
angblMbl3fa KOWFaH MaKcaTbIMbl3 GYTiHTi
npaKkTUKara ASCTYPNi MOAEHUET yarinepi
apKbl/bl YATTbIK MOAEHU KYHAbINbIKTAP
Typanbl MOAEHWET YArinepi apKblibl YATTbIK
6iniM MeH 6eniM KanbiNTacTbipbiM, 03blK,
OWNbl CaxHa ManTanMaHAapblH daspnay.
ATan KeTKeHeN KyblpllaK eHepi 63iHaiK
KUbIHAbIKTapbl 6acbiM eHep 60nFaHabIKTaH
Oy/1 eHepai nrepyre aereH KyilbiHbIC OHLLIA

Central Asian Journal of Art Studies N2 | 2020



KapKblHAbl eMec. 9p Typni daKTopaapabl
KapaunTblH 601cakK OipiHLII Ke3eKTe
MaMaHAap TanuwblblFbl }XOHE MEMIEKET
TapanblHaH KepeKeTi Ke3KapacTblH,
ThIHFbINbIKTbI KApaJiManTbiHAbIFbI.

9picrep

MeH auccepTtauuam 6actanfanbl 6epi
enimi3fiH pyxaHu TypFblaa KeHin, aH
aKTbl K&3Kapac TaHbITyblHa cen 60/1aTbliH
6ipas ayHuenepai anTkaH 60naTbiHMbIH.
COHBbIH, iWiHAE ypnaK Topbueci ypnakx
cabaKTacTblfbl. Enimi3 6onalafbiH HbIK
Kagday YLiH 6ana TopbueciHe 6aca KeHin
6enyimis wapt. An ypnak TopbueciHae
KyblpLUaK TeaTp/lapblHbIH anap OpHbI
epekKlLLe opacaH. *ac cobunepre Tanim
Topbue 6epeTiH KonbINbIMAAPAbIH CaHbIH
Keb6enTy. *Kannbl }ac KeTKiHLWeKTepre
OCbl 6HEP/IiH, MOH MafblHACbIH TYCiHAIpe
OTbIPbIM, YTiT HacKxaT Xacay. OpuHe eH,
anabIMeH MaMHAap YLWiH Heriari Tanan éyn
canaHblH Kblp CblpbIH 3epTTEN 3epaenen
OCKeJIEH YPNaKKa XeTKi3ep OnblH
Tyl bIMAAn anfaHbl }eH. «¥s/1a He KePCEH,
YW KaHda COHbI iIeCiH» Aeni Fon aTtam
KasaK OCbl MaKanfa CyMiHeTiH 6oncak *ac
6afla Ke3 angblHAarbl KepiHic cunaTblHaH
TONIM anbif, HAKTbl OM KanbIiNTacTblpaTbIHbI
aHblK. }annbinama enimisneri Kyblpluak
eHepiHe cunat 6epe KeTeTiH 60JicaK: eH
anfall eniMizge Kyblpluak TeaTpblIHbIH
yWw Typi 6enrini 6onapl: MapMoHeTKanap
TeaTpbl (OHa KyblpllaKTap XintepaiH,
KemerimeH 6acKapblibl), Koaran
KyblpllaKTapbl 6ap AKXenKeH Teatpbl
(KyblplLaKTap akTepfiapablH caycaktapbliHa
Kurizingi) »xaHe BepTen (oHAa KyblpwaKkTap
e3eKuwenepre Kosranman 6ekKiTinin,
oUWiKTepae oMblKTap 60MbiHLLA KO3Fasbln
Typabl). MaproHeTKanap Teatpbl KEH
TapalnfaH XOK. AKXXeJIKeH TeaTpbl TaHbIMal
6onapbl. Bepten HerisiHeH Ci6ip meH
PecenpiH OHTYCTIriHAE KEH TapanfaH.
AKXXeJNIKeH TeaTpbl- Heri3iHeH Kepuwi OpbiC

XanblK KyblplwaK Komeamsachl. byn teatpabiH
6acTbl Keninkepi NeTpyluKka 6014bl, AFHU
OCbl KEWiNKepaiH aTbiIMeH TeaTp atangbl.
byn keninkep MNeTtp MiBaHOBMY YKCYCOB,
MNetp MNetp lMeTp MNMeTpoBny CamoBapos,
OHTYCTIiriHae — BaHs, BaHbKa, BaHbKa
Petatyn, PaTtatyin, PyTioTio (YKpanHaHbIH,
CONTYCTIK ayAaHAapblHbIH A4SCTYpi) aen
atangbl. bizgiH enimisge coHay 6acTanKbl
blNgapbl *aKCbl TaHbIC 6ONbIMN XanblKTbIH,
cypaHbICbliHa 1e 6onabl. KeniHipekete

OyN1 eHep Typi cupen 6acka 3aMmaHyu
KOMbINbIMAap Konbina 6actabl. AKKENKeH
TeaTpbl UTaNbSH/bIK KyblplUlaK TeaTpbIHbIH
bIKNanbIMeH nanga 6onasl Nynb4ymMHenno,
OHAa UTanbsHAbIKTaP Xui CaHKT-
MNeTepbyprte »oHe 6acka Kananapaa eHep
KepcertTi [3, 510 6.] (2 cypeT.).

2 cypeT. BeHeuusanblk MynbY4nHENNO anfallKbl KyblpLiak

MekKTenke aeniHri 6ananap Kyblpluak
TeaTpbIHbIH CNEeKTaKIbAepiH Kepyai
aKcbl Kepei. Kybipluak TeaTpbl o/lapFa
MKaKblH, TYCIHIKTI }XoHe KOmKeTiMA.
Bananap cynikTi KeninkepnepiH KyaHa
Kapchbl anagpbl. Ao, UT, MbICbIK Tipijin,
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cennereHge, onap 6ananap YWiH ogaH

[la KbI3bIKTbl XaHe TapTbIM/bl 60/1/bl.
Ananja KyblplaK TeaTpblH TEK OMbIH-CaybIK,
peTiHae KapacTblpyra 6onManbl. OHbIH,
TopbuMeniK MoHi eTe MaHbI3abl. MeKkTenke
JEeNiHri KeseHae 6anana KopluarFaH opTara
JlereH KapbiM-KaTblHAC, MiHE3-KY/bIK,
Myaaenep Kanablintacagbl. Ocbl XacTta
6ananapfa AOCTbIK, MENIpIMAINIK, aganiblK,
€HOEKCYMTILTIK MblCanapblH KepceTy eTe
navaansl. Ic }y3iHae 6apnbiK Nbecanap
MEH KepiHicTepae AOCThbIK NeH e3apa
KeMEK TaKblpbINTapbl allbinagbl. Kenterex
WblFapManapaa, ap TypJi matepuanja,
6ananapfbl *aKblH TyCiHyae eHOEKKOPbIK,
[loCTapFa KeMeKTecyre TifleK kepceTinesi.
CoHpan-akK, }ankaynap MeH XafbIMCbI3
Keurinkepnere Kynin, onapabiH MiHES-
KY/JIKbl 6ananapia Tepic KapblM-KaTblHac
Tyablpajbl.

HoTuxenep

KybIpluaK TeaTpbIHbIH XaFganbl
MEKTENKe AeniHri 6ananapra XakblH,
onap ofaH e3 oMblHAapbIAla YUPEHTEH.
MiHe, COHAbIKTaH 6ananap cnexkTaknabre
Te3 Kocblnabl, KyblpliaKTapabliH,
CypaKTapblHa Xayan 6epefi, onapiblH,
TancblpmanapbiH OpbiHAANAbI, KEHECTEP
6epeni,KayinTinik Typanbl eckepTeai.
EpekKlue KepiHicTepai KamTuabl. Kybiplak
TeaTpbl MEKTENKE AEniHri 6bananapfra
Y/IKEH KyaHblil cbiMnanabl Kyblpliak,
TeaTpbl CNeKTaKbAePiHiH KillKeHTan
KepepmeHaepre acep ety Tmimainiri
NbecaHbl TaHayFa, KepKeM 6e3eHipyre,
KyblpllaK CNeKTaKNiH eTKi3yre AanblHObIKKa
KOWMblNaTblH TanantapAbiH KaHLWanblKTbl
}OFapbl 601yblHa 6annaHbICTbl. byn
KYMbICTbI canasbl, ofapbl negarornkanblk
KoHe opblHAaYLWbIbIK AeHrenae xyprisyre
ThIPbICY KEPEK }KOHe elllKallaH Kyblplak
TeaTpbl-6yN MEKTENKe AeniHri 6ananapabl
TeaTpra, eHepre anfallKbl TapTy EKEHIH
yMbITNay KepeK. Kaszipri 6ananapipbly,
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KbI3bIFYLLbINbIKTAPbl MynsTOUNbMaepi 6ap
Teneamnaap, KOMNbOTEPNiIK OMbIHAAP MEH
SNEYMETTIK Keninepi 6ap KoMMNbIOTED,
TenedoH }KoHe 6acKa Aa 3/IEKTPOHbIK
KYPbINFbIIap EKEHi elWKiMre Kynus

emec. byn ayecTikTepre xac 6ananap
KiluKeHTaM »kacTaH 6acTan ynpeHegai. An
[19/1 OCbl alTblNFaH AyYHUENEP KapbiM-
KaTblHACTbI LLEKTEN KaHa KoMan 6anaHbiH
NCUXMKCbIHA B/IKEeH acep eTyi MYMKiH. An
6ananapabl KOMNbloTEPAEH, TENedOoHHaH
oHe TeneanaapaaH anaHaaTyra xaHe
Oananapra »KaHa Kbl3blKTbl 9yeCTeHyai
TabyFa KemekTtecyre 6ona Mma?. bapnbik
6ananap LWblFapMaLllblibIKNEH }KYMbIC
icTeyai, TanKbIp/ibIKTbl, HEP KOpPCETYi
aKcbl Kepeai. Onapfa 63 Kyblpliak
TeaTpblH KYPYAbl YCbiHyFa 6onaabl. bananap
KyblpllaKTapAblH KOMEriMeH KepiHicTepai
Kepyai *aKcbl Kepeai. byn KonbinbiMaap
KbI3bIKTbI, }XapKblH aHe KyaHblLL

cesiMiH Tyablpaabl. An erep 6ananap ochbl
KepiHicTepai e3aepiHiH Kiwi }ongactapbliHa
KepcerTin, 6enicce 6ananapabiH, ce3imaepi
MEH amMoLuManapbiHa WeK 6onmanibl.
EpeceKk agaMHbIH KOMblHa KUIeH KybIpLUaK-
Konfar, "emip cypeai” *aHe ap ¥acTafbl
GananapiblH WblHaMbl KbI3bIFYLIbIbIFbIH
TyAblpaabl. BUTKEHI 0N KONJapbIMeEH
KO3fana anafbl, cayblFafbl, ap TYp/i
3aTTapMeH KapynaHa anagbl, cennece
anafbl, Kyne anafbl, Xblnan anafbl,

OH antagbl... OcblHAAM KyblpLlaKTap
Gananapabl epTeri faxkamnbin anemre,
amMouuanap anemMiHe anapagol. byn
TaHKanapnblK - 6ipak 6ananap Teatp
KyblpLaKTapbiH gepbec Tipi emip

CYpPYMeH Kabbliganabl, onapMeH MyKUAT
cennecepqi, 63 amoumsinapbiMeH 6enicesi.
KyblpLuak -Kepy, ecTy, anfalKpl 6i1im

any *oHe 6anaHblH conney annapatbiH
KanbINTacTblpy YLUiH }aKCbl biIHTanaHabIpy
6onaabl. bip XbingaH 6actan Kyblpliak
TeaTpbl-cenney annapaTtbl MeH LWafFblH
MOTOPUKaHbl AaMbITyAblH TaMalla
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TpeHaxepi. AngbIMeH ata-aHanap e3
cobunepiHe TYCIHIKTEPIH KepceTin, onapabl
OipTiHAEn Bip/ecKeH ic-KuMblingapra
TapTagbl. CogaH KeniH 6ananap aa (epetre
YW }KacKa, kenge 6ypbiH) 6ipaen icteyre
Thipbicaabl. bBananap e3aepiHin, enTiniriH
KoHe 63 KMMblngapbiH 6ackapa 6inyiH
JambiTagbl. YL KacKa *KaKbliH 6ana
aHacbiMeH 6ipre, cogaH KeniH 63 6eTiMmeH
ap TYpAi epTerinep, CIOXETTEP KOS OTbIPbIMN,
eCTe caKTayabl yupeHegi.. bana Kyblplak-
KOJIFan apKbl/ibl LWiblFapMallblbIKKa,
CIOXKETTI X8He e3iHJiK epTeri anemMiH
yarineyre Kipiceni.

Kyblpwak Teatpbl 63iHiH TaburaTbl
OO0MbIHLIA KillKeHTan 6ananapfa *aKblH
YKOHE TYCIiHIKTi, COHAbIKTaH onap YLiH
Y/IKEH OMOLIMOHaNblK acep eteqi. bi3aiH
TeaTp caxHacblHAa oflap TaHbIC XoHe
CYMIKTI KyblplUaKTap MeH OMblIHLLIbIKTapabl
Kepegai. "Tipi KanFaH” KyblpllakTap
Ko3fana 6acTtaraHa, oflap 6ananapibl
MY/IEM XaHa, Kbl3blKTbl 91eMre,

Tipi OMbIHLWbIKTAP 91EMiHE anapagpbl.
KilwKeHTan KepepMeHaepaiH angbiHaa
KyblpLUaKTap ryire amHasblin, KenipLuikke
aWvHanbIm, TiNTi }bIPTbIM, €Ki bl 60MbI
K&3 ¥acCblH }ynbiM, 6ipAeH 63iHiH HeMece
6acKa 6acblH KMIOi MYMKIH [4, 544 6.]
MyHbIH 69pi 6ananap YLiH eTe KbI3bIKThbl.
Bip KbI3bifbl, 6ana KongapbiHa KonfFan
KyblpLUAFbIH KWiM, ©3iH OHbIMEH TEHECTIpe
6actanibl. bana Kyblplwak-Konfan apKblibl
©3iH TypAni pengepae cbiHan Kepyre
60n1aabl: 0N 3y/1bIMIbIK HEMECE Menipimai,
6aTbl1 HeMece KOPKY 60/1ybl MYMKIH.
EpTeri keninkepi 6ona oTbipbin, 6ana
allamapna »aHe MiHe3[e FaHa eMec,
aKCbU1bIK MeH XamMaHAblK TypaJsibl TYCIHIK
anafbl. KyblpwaKtap-Konfan apKblibl 01
OCbl COTTE OHbIH YPEWSIEHIeHiH, COHaamn-
aK OfaH YpeWIeH LWbiFyFa HeMece 63iHiH
KOPKbIHbILWbIHAH KYTbl/lyFa KEMEKTECETIH
MiHE3-KY/blK YNrinepiH KepceTte anagbl.
Kewnae opblH anfaH ayblp Xaraamn Typasbl

(aTa-aHacbIMEH TapKaty, aypyxaHaga 6ony,
6aKbITCbI3 OKWFa) KyblpLUIaK-KOFanmneH
KepiHic 6anara »karganapl XaKcbl
TYCiHyre, aMOLUMSAHbI OATYFa, allyFa KoHe
KeMekK anyra kemeKrtecefi. CoHAblKTaH
KyblpLLAK-KoNFanTap eTe }aKChbl XoHe
NCUXONOITAaPMEH Wi KONJaaHblaabl.
Alam3aT TapuXbiHbIH 6ETTEPIH aKTapa
OTbIPbIM, 9N1EM KYPAbIKTapbiHAA 6Mip
KellKeH XasiblKTap, Facbipnap 60Mbl
TOYENCI3AiK YWIiH KYPecCin KenreHin
6inemis. Enimisain aepbec, ToNbIK
KaHAbl en, eremeHii MeMneKkeT 60/ybl,
XanKbIMbI3blH epTeaeH 6epri epKiHaiK
YWiH, TyFaH »epi — OTaHbl YLLiH KYPECIHIH,
eMici. byriHri TaHaafbl enimisfin,
aneMfik epKeHUeT WeHbepiHae 63 OpHbI
MEH CTaTyCblH aflyFa YMTbI1bICbl 3aH/bl
KyObinbiC. Byn naeanfa XeTy YLWiH XanbIKThbl
Mo[EeHM cycbiHAATy 6i3/iH NapbI3bIMbI3.
MafeHu TypFblfa XanblKkKka oun cany, en
YKacTapblH Topbueney Herisiri makcar
Heriari myage. byn MmyaaeHin, opblH4anybl
€1 XacTapblH M3/IEHU OlLaKTap/a COHbIH,
iWiHae TeaTpnapMeH KaMTamMachI3

eTy. bana caHacblHa NCUXonorusacbIHa
YKactamblHaH en 6onallaraHblH 4aMyblH
MoJEeHUET TypFbicbiHAA TYCiHAiIPY. COHbIH
ilWiHAe KyblpllaK TeaTpblHa AereH HakThbl
Ke3Kapac TaHbITy. KyblpliaK TeaTpbl opoip
YNTTbIH ©HEP CanacblHAaFbl MOHI epeKLle
FakarbiNKa ToNbl cneunduKacol. Kasipri
ahaHgaHy Ke3eHi 6yn Teatp eHepiH
Gananapfa apHanraH MoEHUET peTiHae
caHar, coHjan Ke3Kapac TaHbITyaa. Erep
Mo[EeHUET 6acTayblHblH TapUXbIHA YHINETIH
60/1caK asyipimMi3aiH Kan Ke3eHi 601MacbIH
MOAEHUETTIH, eKi Aalnbl Typae 6eniHrex
KepiHici 6onmaraH. FAFHKW By eHep ae
Gananap MeH Y/IKeHaepre apHasnraH
TeaTp peTiHAe KanblNTaCKaHblH TONbIK
TaHu afambl3. Kyblpluiak eHepi — epeKlue
eHep KaTteropusicblHa ne. KantanaH6ac
eKe aapanblk KacueTi 6acbiM eHep. byn
epeKLle eHepaiH MaHepi apceHanablK
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Kypalbl ApamMalblK MOHepAeH angeKania
epekuwe [5, 60 6.].

Auckyccuna

KyblpwaK agaMHbIH, CaHKbIP/bl
NCUXONTOTUSANbIK VAN 06pa3biH allbin
KepceTe anMacaja ongekanaa KeH,
TapafaH KepiHiciHae eH TaHFanap/blK
cunaTTamanapblH KepceTe anagbl.
«AJlaMHbIH, K€3-KereH KacueTiH 6apbliHLLa
aWKblHAAY YWiH Kenge Keninkep
}aHyapfapablH agamMibiK cunattaMachlH
OEeNHenNenTiH Kypasn peTiHae agaMHbIH
Kenbip dakTopnapbiHaH 6ac TapTyFa
Typa Kenegi. TinTi, cypeTwi }aHcbl3
OGbeKTiIepre agamu cunatramManap
6epegi. Kyblplwak Teatpbl OMbIH-CayblK
OHEepIiHIH KarTanaHbanTbIH TYpi peTiHae
ajlamaap YLWiH KaxeT. bipae-6ip aktep
aflaMHbIH, }aH TebipeHici MEH KECKiH
KenbeTiH My/iAeM KepceTe ajimaybl
MYMKiH 6UTKEHI 0N 63i agam. by ayHUeHI
KyblpLUIaK ¥acan anafbl. ONTKEHi 01 agam
emec» [6, 327 6.]. ©3 eHepiHiH 6apnbiK
epeKLlle KacueTTepiH KEHECTIK KyblpLllaK
OHepi emip cypy WbIHAbIKTApPbIH 6enHeney
YWiH KepKeEMAIK TypfFblaa NnanfanaHibl
OHe onap KacCUKanblK TEHUHAIK
aHblKTaMaHbl TayblM, KyblpLlaKneH
caxHafa emip cypy ¢opMachIH TanThl.
byn ¢popma yNKeH CbiMbIMAbIIbIKTbIH,
KepKeMAiK 6erHeci. OMipai *aKCbl KOPbITY
— T1ni. Ocbl TUNTEPAi ally Ke3iHaeri
i3leHiCcTe «afaMTaHy» KelleHi eHepiHae
KEHECTIK cypeTLlinepre eMipai TepeHipek
Kepyre MYMKIiHIIK 6epeTiH MapKCUCTTIK
Ke3Kapac Kemekrteceai. «OMmip
TYp/epiH» 83 eHEpPiIMEH KasiMnblHa KenTipy
apKbl/ibl KEHECTIK KybIplLaKTap X*aHa
OMIpAi KYpyadblH, KEPEPMEHHIH pyxaHu
KalblNTacyblHbIH 6acTbl MaKcaTTapblHaH
WabblTTaHFaH. Kpewr ywiH peannam
aKbIMaKTbIK asn afIeMHiH NPOrpeccuBTi
KyblpLIaK LebepnepiHe eMip KOpPIHiCi
TepeHaeTinreH. MyHaamn xafganaa,
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NbecaHblH HETi3ri TancblpMachbIHbIH,
«MEKEHIi» epeKlle MaHbl3Fa ue 6onajbl.
KybIplliaK TeaTpbl KopluaFaH anemai
06pa3abl KOPbITYAbIH, TUMITIK Kypanbl, 6yn
alaniblKTbIH KLU, 0N KYLWTiH apKacbliHaa
aViKblH KepiHyi MyMKiH. Kasblprbl TaH4afbl
aniblHFbl KaTap/ibl Kyblplak MamMaH
nenepi 63 }ymblCTapblHAA HOFapbl MaeabI
MYMKIHLIINKTEPAI KoNgaHa OTbIPbIM, LWEKCI3
$paHTa3u1sa }KapKblH GpopmMasbl TanaHTbIH
TaHbITbIN XaTbIPp. KEHECTIK KyblpLiak
MaMaHAapblHbIH, adOpPUCTIK anneropusanbiK
eHepi, of1eTTe, oTe TypaKThl. TypaKThl
[eyiMHiH ce6ebi OCbl TYPaKTbUIbIKTbIH
apKacblH4a nprnouec 6apbICbl *KOFapbl
JeHrenni TebipeHic NneH TBOPYECTBOJIbIK
YVbIMHbIH, BipKE/Ki }XyMbICbl aHblKTanagbl.
KybIpllaK TeaTpbl pPeXunccep *KYMbICbIHbIH
YKaHa KblpnapblH awaabl. Ananfa akrep
MEH OHbIH }aH TebipeHic KapblM KabineTi
6onmaraHaa 6y eHepP KEH KaHaT Xanbin
llapbIKTaMac efli. «<AKTep caxHagaH TYCKeH
COTTE OHbIH apTblHAa XaHCbI3 dUrypa
Kanybl TWic- on purypa cynep-mMapuoHeT»
nen lfopaoH Kpar 6ip makanacbiHaa
¥apusnaraH 6onatbiH [7, 118 6.].

An, C.B.06pa3uLoB 63 eHb6eKTepiHae
«AKTEpCbI3 KyblpLlaK }al FaHa 06beKT» aen
aHblKTan KeTkeH 6onaTtbiH [8, 118 6.]. bis
allamap WblHanbl KapananbiMObl/iblKTbIH,
KOPKEM TYCbIH i34eyre TannbiHYbIMbI3
KaXeT CeHIMAIMIK TaHbITYbIMbI3 KEPEK
TaHKanapnblK eMec, TyblHAaFaH KalnTanama
KanTagaH napoausiHblH napafbiHblIH
caTUpacbIHbIH, TUIMAINITIH aHbIKTayFa

¥OHE KYMaH TyablpyFa 601ManTbIH
ce3aepai dunuctep MoaeniH anHanablipyFa
60/iIManabl TEHI3 TONKbIHAAPAbIH, HO3IK
LlalblpayblHa, Han3araw XapKbliblHa
anHanfaH acnaH OyHbIH 69pi KyblpLIaKTbIH,
TaHfFaXKambIN KepiHici. bi3 Kyblpluak
TeaTpblHbIH }XaHapybl 6apbiCbiHAA Ka3ipri
3aMaHfbl ajlamMmaapra epTerri emipi
¥alblHa KyblpLlaKTapbIMEH anTyFa
TWicni3. byn e3iHAiIK KMbIHAbIFbI MEH
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KbI3blFbl MOJT @HEepAi TaH4ay apTypi
KYHAbUIbIKTap/bl TaHybIMbI3Fa MOJ1 CENTIriH
Turiseqi. Kyblpwak Teatpbl opKesae
ajaM 6anacblH XWi onnanablpaTbiH
Heri3ri kypan, Here geceHi3 6yn

OHep XaHCbI3 IYHWEHIH, }aHaaHbIM,
dunocoduanbiK TeGIPEHIC TyablIpaTbIH,
6acKapyllbl MEH 6acKapblnaTblH
apacbiHgarbl ©3apa 6annanbic. byn
TaKblpbINTbl KOJIFA anbll TaHbica 6acTaraH
COTTEH BGacTan ajaM XaHblHblH ie3ae
KUMblINgan 6actaraHblH 6alnKancbi3 6y
TepeH GUnocoodus. AHTUKaNbIK KoHe
opTafFacblpNblK dnnocopus Herisinae
epbuai. Kybipwakrap Typanbl niKiptanac
KERiHTi Ke3re ae ToH KYObIbIC AFHU
XPUCTUSHAbIK diHM Ke3KapcTa aa 6yn
OKHepAiH Kenobip YULKbIHAAPbIH 6aKayFa
6onagbl. ArHu: «<Agam KyaanabiH Kybl
(Kyblpwarbl) Tarablpbl Kyaan KosbiHOa»
Tapuxuwbliap 6apHelle mapTe MNnaToHHbIH,
LUSKIPTTEPIHE KOMNbIHA KyblpLlaK ycTan
TYpbIN alTKaH MblHa MblCasblH Kerl
}epae Kentipin oTeipFaH: «bi3 agamaap
9pKancbiMbl3 KyaanabiH XapaTkaH

9P KUMbINbIMbI3 KOFapblgaH MblH,

TYpAi XinneH 6acKkapbinaTblH ananaa
)ibepreH 6afbiThl MY14eM Kapama
KaWLlbl XXaHabl MYCiHIMI3. Bisre manim
TEK aK NeH Kapa apachbl». AKbl/IbIMbI3
OCbl apKaHAapAblH 6ipiHe MOMbIHCYHYFa
ynpeteai. byn »anfbl3 TYWip apKaH axbin
MEH CaHaHblH aNTblH 6acTaybl. TeK ocChbl
FaHa 6i3AiH OH CONbIMbI3AbIH 6aFbIThbI.
Con cebenTi 051 anTblH apKaH. Kyblpliak
TeaTpblHbIH 6acTaybl KaHOan Marnssblk
60nca aa e3iHaiK MeH MafFblHACbIH
OFanTnaraH. OpuHe BYriHri TaHaa
enimizie atanamblll TaKbIpbIMN ascbiHaa
TYPNi NPOrpecTiK opeKeTTep XKacanyna
9pi }acana 6epeTiHiHe CeHiMIM MOJI.
MakKcaT ocbl 6HepiH XanblK apacbiHaa
UMWIKIH apTTbIpbIn, 9/IEYETIH XaKcapTy
6apbiCblHAa UriNiKTi icTep atkapbin, GiniKTi
MaMaH TopOuesieHyiHae CEeNnTIriH TyFbi3ap

[IYHME KanbInTacTbIpy. byn yuwiH yaTTbiK
MOAEHUNETIMI3I KepceTe BiNy OHbIH 63iHAIK
¥OFapbl 6aracbliH 6epy eTe MaHbI3/bl.
MageHWeT — agamMHblH 63 KONbIMEH,
aKbl/1-OMbIMEH XacafaHapbl }oHe acarn
aTKaHAapblHbIH 63PiH Tyrea KamTuabl.
Kan raHa cayart allyaH }oHe Ta3alblK
epexenepiH caktaynaH 6actarn, eMipaiH,
acKaH Yrini weliFapmMmanapbliH XacafaHra
JEeNiHr yFbIMAbl KaMTbIMN XaTKaH —
MOEHMUET canachblHbIH 6pici KeH. MageHnet
— Tapuxu Kyoblsibic. OHbIH Aopereci MeH
cunaTtbl KoFaMIblK eMipAiH aFgannapbiHa
GalnaHbICTbl ©3repin oTblipaabl. Tapnxm
JoyipnepaiH anmacybl MOIEHUETTIH,
Ma3MYHbl MeH dopmManapbiHa ce3ci3
TEepeH e3repictep eHrizeani. Kes kenreH
YNTTbIH KaHAawn aayblnFa 6on1MachbiH TeTen
OepeTiH KYAipeTTi Kylu-KyaTbl — En6acbiMbI3
artan eTKeHAewn, OHbIH, YITTbIK KOAbI,
MoeHUETI. }aHa TypnaTThbl XXaHFbIPYAbIH,
€H, 6acThbl WapTbl — COJ YATTbIK KOAbIHAbI
caKkTam 6iny. INKigeH KeTKeH YNTTbIK
MOSAEHUETI MEH TeN eHepiH cad anTbiHAAK
CaKTarn KaHa KoMMaW, 3aMaH afblMblHa
can MoeHM eHiMAEepPiH KanTa TyneTin,
MoMeriH 6y36am OKTbIH-OKTbIH }aHFbIPTY
CbIHAbI }ayankepLiniri 3op wuri icTi,

y/ibl MiHAETTI — WblFapMallbll KaybiM
eKingepi, MoJeHeT KanpaTkepnepi MeH
eHep yXbIMAapbl eHwinen oTblpFaHbl 6i3
YLWiH MapTe6e. An YATTbIK KOATbIH HEri3iH
Kanayfa cen 6onatblH 6ipaeH 6i eKin
enimiafiiH X3actapbl MeH 6ynaipwiHaepi.
yKacTalblHaH caHacbliHa 6ana KesiHge
JapbITKaH eHep YITTbIH KEMENAEHIMN,
XasblKTblH MOAEHM TYPFblAa inrep AamyblHa
CEeNTIriH TUrisepi xak. Kyblplak eHepi KeH,
dopmManbl TepeH MafbiHasbl cad eHep.
KepepMeHiH punocoduanbik i3aeHic
TebipeHiciHe canaTtblH LWbIHAMK eHep.
HKaybl3 KyLWKe Kapcbl MENIPIMAINIK KaHe
LWblHaKbl Maxabb6aTbl, 4OCTbIKKa ajaniblfbl
¥aKCblNblK NEH XaMaHAbIK, aHFaaablK NeH
annakepnik, TbIZICbIM KYAIPET MEH CUKbIPJIbI
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Kapa KywTep TanTanacbiHaa 6ana KUsanblH
WbITbIPMaHFa Tosbl epTerinep anemMiHe
casixaTTayFa LWaKblpaTblH KEPEPMEH
NCUXONTUSACHIH AYPbIC KOJFa casiblm, ToNim
TopbBMeENniK cMnaTbl MOJT 6HEP VATTbIK
MOJEHMWETTIH laMyblHa CENnTIiriH TUrisepiHe
ceHimigimiH. Tapuxka YHiNceHi3, ap engix
KeMesl KenelweKKe YMTbITY KOJbIHAaFbl
i3geHicTepi oapTypni. 9nemMm MowvbliHAaFaH,
Tapuxu TaMblpbl MbIKThI, }acamnas

Y/ITKa anHany—MaeHUETIHIH TepeHre
*anblnyblHAa. HacTapblHa YIKEH CEHIM
6epyiHae. MaaeHn KOATbIH KEH, KapblluTan
JaMyblHa. ¥ITTbIK MOEHWET caKTanmaca,
elKaHaamn }aHfbipy 60nManabl. bisaiH,
MOAEHUET canaMbl3 OYriHri TaHaa Kanta
Tyneai. Teatpnap e3iHiH KepepMeHiHe o
Taba 6inyaiH 6YKin TETIKTEPIH MeHrepai.
HKaHa nHHOBaUUANbIK }Kobanap, TbiH
naesinap MeH xac akTtep, pexxuccepnapibiH
*aHa TONKbIHbI 6HEP OLllaKTapblHa

O63iHAiK Ke3Kapac, e3iHAiK KoNnTaHoa
oKenai. OHepae weKapa KOKTbIFbIH
XallblKapasnblK 6Hep caxHanapblHa XMui
KON TapTa 6acTaraH LiblFapMallbl/iblK,
YXbIMIap ganengen }yp. KazakTblH YITTbIK
TeaTpnapsbl, ASCTYPI SH-XKbIPbl, TONT MOAEHHU
Mypanapbl 8nem engepiH TamcaHabipa
6acTtagbl. Kasak KallaHaa e3iHiH, yNTTbIK
OHepiMeH ynblK. EHaelwe, 6yn »onaafbl
i3[€HIC NEeH XaHa LWblFapMallbl/iblK,
KOKXMEKTEP Ka3akK XalKblHbIH MapTebecCiH
9pKe3 acKaKTaTa 6epeTiHi aHblK.

KyblpllaK TeaTpbl *ac 6anaHblH caHanbl
TYpFblga a3amat 60bIin KanbinTacybliHa
Y/IKEH CenTiriH TUri3eTiH 6ipaeH 6ip
cana. byn eHepaiH 63iHAIK acemMairi,
AWHaMUKachbl, ayauTOPUSAHbI 63iHe Te3
6aypan anyfa, 6anaHblH epTe }KacTaH
6acTan ¥aH *aKTbl JaMyblHa Y/IKEH
MYMKIH/IK allaTbliH CaH KblPbl/iblfbl TaFbl
6ap. byn eHep 6ananapabiH 6enHeni
OMNaHyblHbIH apKacblHAa KEPKEM cypeTTep,
Keninkepnep, AM3anH, Ca3 aHe My3blKa
6opi 6ipirin 9aedu WhiFapManapibiH,

74

Ma3MYHbIH TYCiHyre, WweT Ti4EePiH YUpeHyre
Mon ToNlim 6epefi. CaxHa KeHicTiriHae
OpPEKET XKacan »aTKaH Ke3 KeJireH
KyblpLUaK WblHAMbINbIKTbl 6enHeneni,
AFHWM 6anaHblH K63 afjbliHAa OpbIH anbin
aTKaH Farkarbln KepiHic Kyaabl 6ip
epTeri anemiHiH, optTacbliHa TYCKEHAEN
acep Kanablpaabl. bana ncMxonoruacHbIH,
KanblNTbl 4AaMYbIHbIH HETi3r Ke3i Kyblpllak,
Teatpbl. KyblplaK TeaTpbl aknblHaa

6ipa3s FblibIMK eHOEKTePAiH Kebici KepLui
Pecei eninge »apusanaHraH 60natbiH.

An 6i34iH enimisge 6yn TakblpblNTaFbl
eHbeKTep BipeH capaH. AMouusFa ToNbl
KOPKEM LLblIFapMa KOMbl/IbIMbl KEpEPMEH
AYAUTOPUSACHIH COHbIH, iLLiHAE Xac
6ananapAbl caxHaga OpblH anblin OKUFara
©3iHiK Ke3Kapac KanblnTacTbipbln, 6ana
NMCUXONOrnsachbl 60NFaHAbIKTaH *KafbIMCbI3
Keuninkepnepai TaHbIM, XafFbiMbl
Keninkepnepre enikreyre wakbipagbl.

Ochbl }oFapblaa atanbil KETKEH 6apJiblK
Macenenep TakblpPbINTblH MaHbI34blbIFbIHA
anbin Kenin, 6yn icneTTi TakblpbINTapAblH,
TOMbIK allblNbiN 3epTTeNMeEreHin
cunatTanipbl. }KaHcbI3 KyblpllaKKa »aH
OiTy eHepi eTe epTe, TapuXxbl TEPEH, BMIP
CYpy ayMafbl KeH. Kyblplwak Teatpbl
aKTepnapiblH, KyblpLaKTbI XYPrizin
KOWFaH TeaTpnaHablpbliFaH KOMbl/bIM.
Ken »karganaa Kyblpluak Teatp apTici
WbIMbI1AbIK apThiHAa YMbIC }acanabl.
onemje KyblpLLaKTbIH XYy3re TapTta Typi 6ap.
bipak 6i3aiH enimizge ocbl KyblpllaKTapAbliH
TeK XeTi Typpi 6enrini. Onap: Ctonabl
KyblplUaK, KONKanTbl KyblpLUaK,
MapHuoHEeTKa, TPOCTbl KyblpLaK, NiaHLWeTTi
KyblplLaK, MexaHuKanbIK Kyblpllak, OuiK
KyblpwakTtap. Kenbip akcnepumMeHTTiK
KoMblnbiMAapaa KyblpllaKTap OpHbIHA
apTYpAi 3aTTapabl (Ky6, ywoypbiLl,

TaKTau, Wap )KongaHbin metadoparbiK
Tipi AyHre cunatTangbl. KyblpwaKkrap
KiluKeHTan caHTUMeTpneaHe 6acTan
OipHelle ece ynKeH enwemae 6onagbl [9,

Central Asian Journal of Art Studies N2 | 2020



118 6.]. Kybipliak ¢opmMachl HbicaHAapbl
MEH cunaTbliHAaFbl ablpMallblibIK
KebiHece BYNTTbIK A9CTYpre, Apama MeH
ApamMaTyprusiblK epeKklle cunatbiHa,
COHAan-aK eHepaiH 6acka TypnepimeH
(rpadurKa, xanblK OMbIHLWbIKTaPbl, MYCIHAEP,
MacKanap »oHe KMHO) 6anfiaHbICThbl.
KybIpllaK TeaTpblHbIH 6acTaybl NyTKa
TabbIHYLLbINbLIK pacimaepre, KyaannapabiH,
TaHOanbl cuMBONAapbl 6ap oMbiHAAPFa,
TaburatTbiH 6ENTICI3 KyWTepiHeH 6acTay
anafbl. Tapuxu TypFblaaH anfaHia on
caxHaslblK MOEHUETTIH KOHe TypfiepiH
JaMblTyFa 6annaHbICTbl. DAeTTe, 6y TeaTp
ClOXeTTepaiH AYPbICTbIFbIHA, OpbiHAANY
amasnjapblHa, TypaKTbl KahapmaHaapabiH
6onyblHa 6annaHbICTbl 6014bl. Kyblipliak
TeaTpbl OpTa FacbipAarbl WipKeyaiH
KyaanayblHa ceben 60naTblH ©63€KTi,
«Kepgeri» Maocenenepre 1o/bl 601bl.
CofaH KewiH Kyblpluak TeaTpbl MHKBU3ULMS
TapanblHaH Kyaanayaa, anaHjap

MEH XapMeHKenepre KoHbICTaHabl.
TblbIM canynapfa KapamacTaH, OHblH
Ke3KapacTapblHAa aHTU-LLIpKeY,
deofaniblKka Kapcbl 3NeMeHT
HbIFanTbiNAbl. KERiHipEKTe COBETTIK
KyblpLUaK TeaTpbl alaMHbIH, alKblH, TOH
EepeKLLEeNiKTepi MeH ncuxonoruacoiHaa
Ui Ke3aeceTiH KepiHiciHae 6enHenenai,
OerHeni atayfa ToH afeTTepre ymTbliagbl.

KopbITbIHAbI

KybIpluaK TeaTpbl AereHimis He? bip
KapaFaHZa 6yn cypakka MapabiMAbl xayarn
Taba afManmbI3. bipaK LWbIH MaHiHAE
*Kayabbl 6Te KapananbiM: KepepMeH Ke3
anjblHAarbl Kyblpllak. Erep TepeH yHineTiu
6o/icak 6y HaKThl }ayan emec. Cebebi on
Tafbl 6ip cypaKTbl TyAblpabl: Here Teatp
caxHacblHAa agamM eMec KyblplaKtap eMip
cypeai? CoHaa agaMHaH repi Kyblpluak
anAeKanaa Kakcbl Kosfanaabl ma?

ok epuHe HKyblpwak caxHaga
ajamibl ell anMacTtblipa anmManabl, Mensi

OJ1 KaHLWanbIKTbl KYpAesni MexaHMKamMeH
YKacanbln, 6apbiHLIIa aKkbl14blIbIKMEH
Kypasnca ga. Kyblpwak TeaTpbl 6ananap
NCUXONOrnsChbl MeH emipre gereH
Ke3KapachblH KanbINTacTblPyAblH HETi3ri
WapTbl 60/1bIN Tabblnagbl. Kybipliakrap
6ananapAblH, TanbIKTbl CYRiCNEHWINiriH
yHaTa/bl }XoHe 6y iCTi YMbIMAACTbIPbIM,
OGananapAblH, }Ky3iHe KY/Ki cblnayFa
ThlpblCaTblH XaHAaprFa YIKEH paxaT
oKenegi. KyblplaKTbiH 63i 6anaHblH,
KabblngayblHa eTe XaKblH, OUTKEHI Oy
OVblHLWbIKNEH onap epTe 6ana KesiMeH
TaHbIC, COH/IbIKTaH OHbI }aKblH 4OC
peTiHae Kabbinganabl. Erep con )akbiH
YKaHCbI3 AOChl K63 angbiHaa emip cypin,
YKaHCbI3 Kenini Tipinin »katca 6anaHbiH,
eMipiHAe YKEH MepeKe 601apbl aHbIK.
AFHN KybIPLWAaKTbIH CaH KblPabl MYMKIHAITI
aflam icneTTi KyniMaeyi, Xblnaybl, KaufFblpybl
OYHbIH 6opi TEK KaHa KiluKeHTan 6ana emec
YIKEH aZlaMHbIH NCUXONOrMsACbiHa opacaH
30p pyxaHu CEeNTIriH TUrisepi 4e pac.
[ereHmeH, KyblpllaK TeaTpbl OMbIH-CaybIK
peTiHae KapacTbipbina anmanibl. OHbIH,
6iniMm 6epy KoHe TaHbIMIbIK MaHbI3bl1bIFbl
eTe MaHblI3abl. MeKTenKke AeniHri keseHae
6ana KopluafaH opTafa, TaburaTtka,
MYZAere Ke3Kapac KasblntacTblpa
6acTtanabl. byn kacta 6ananapfra
[OCTbIK, MEMIPIMAINIK, WbIHWbU1AbIK,
eHOEKKOP/bIK Typasbl Mblcangap KepceTty
eTe nanganbl. MeKTenke aeniHri 6anaHsbl
JaMbITyda KyblpllaK TeaTpblHbIH, peni
apTbiK 601Manabl. EH angbiMeH, KyblpLuak
6anamMeH 6aiiaHbIC OpHaTyFa KeMeKTece/i.
KilukeHTan KyblpllaK KOPKbIHbIL NEH Kayin-
KaTepai a3anTafbl, an ofaH 6ana epecekKke
KaparaHia Te3ipeK apanacajbl.
KyblpliaktapmeH 6enceHfi KapbiM-
KaTblHac ¥acaw oTblpbin, 6ana 6ipTiHaen
allblK 60MbIM, KopLlaraH olIEMMEH,
ajlamJapMeH Tikenen 6annaHbicta
6onabl. byn meKTenke aewninri 6anara
MEKTerkKe, }aHa Myranimaepre, oxy
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OaraapiamManapbiHa XXoHe Xui KaHa
6ananap T06bIHa 6enimaeny KeseHiHeH
eTyre MyMKiHAIK 6epefi.

bec »koHe anTbl XacTtafbl 6ananap,
S/1ETTE, KybIpLUaK TeaTpbIH XKaKCbl 6ineai
KOHe XaKcbl Kepefi. Ocbl KacTafbl
6ananapra KasipiH e3iHe KyblplwaKTapabl
— neTpywKa (Kon KanTtbl KyblIpLiaK)
MEH MapUOHETKa KyblpLlaKTapabl
ynpeTtyre 6onafbl. TeaTp - eH KapKbiH,
9CEM XoHe 6anaHblH eHep cananapblH
KabOblngayblHa Kon xeTimai. bananapra
KyaHblLL CblMNanabl, KUsiN MEH OW epiciH
JambiTabl, 6anaHbiH, WbiFapMallbliblK
JaMyblHa blKNan eTefi XoHe OHbIH, XXeKe
MOJEHMUETIH KanbinNTacTbipadbl. KybipLiak
Teatpbl, 6anasapMeH Gipre coiHbINTapaa
HemMece apHawbl YnipMenepae TaHbIChbln,
MOTOLMKNAEPAI AaMblTyFa }oHe KONMEH
YHNecTipyre KemMekTecei, KepHeKi
YKOHe ecTy Kabblngayabl, KeHin 6enyai,
€CTe caKTtayadbl, yunecimai cevneyai
bIHTaNaHAblpabl, JIEKCMKaHbI apTTbipabl.
Fanbimaap KonabiH AaMybl alaM MUbIHbIH,
laMybIMeH TbIfbl3 6ai/laHbICTa EKEHIH,
COH/bIKTaH 6anaHblH, cenneyi MeH omn-
nikipnepiH gonenaeai.

bananapmMeH TeaTpMeH TaHbICy,
OKYLbTapbIMbI3/iblH 6MipPiH Kbl3bIKTbl api
aKknapatTaHablpajbl, OHbl XXapKblH acepnep
YKOHe LWblFapMallblfblK KyaHblLINeH
TONTbIPaMbI3. EH 6acTbIChl - Aafrabinap.

Gananap KyHAenikTi emipae nanjanaHa
anapgbl [10, 171 6.].

KyblpliaK TeaTp/iapbiHbIH
apTbIKLWbIbIFbI, 9AETTEe, 0/1lapAblH 69pi
TaHbIMaJs XaHe CYHMiKTi 6ananap Typanbl
epTerinepre HerizaenreH. bis epTerinepcia
6anaHblH TONbIK JaMyblH MYMKIiH emec aen
6inemis. EpTerinep agam NCUXMKaCbIHbIH
€H TepeH KabaTTapblHa TUECINI KaHe
aJlaMHbIH, KYHAbUIbIKTAPbIH anKblIHAAWbI.
Bbana ywiH epTeri KeninkepnepaiH, opeKeTiH
Oafranayra, 3TMKanblKk HOpManapabl
YHpeHyre, ecte caKTay MeH ceieyre
ynpeHyre MyMKiHIiK 6epegi. TeaTp
6ananap YLWiH eH 1eMOKPaTUSASIbIK XKoHe

KON XeTiMai eHepaiH 6ipi 60nbin Tabblnaibl.

byn Kasipri 3amaHfbl negarormka MeH
NMCUXONOTrUSAHbIH KOPKEM XaHE MOopanbAblIK
Topbueci, afaMHbIH KOMMYHUKaTUBTIK
KacueTTepiH ambITy, Xabl, KUs, oK
CaHcCbl, 6acTaMallblfiblK NEH EPKIHIIKTIH,
JaMyblMeH 6alnaHbICTbl KOMNTEreH e3eKTi
Moacenenepai wewyre MyMKiHAiK 6epeg;.

Cebebi 6y 6i3aiH 6ananapblMbl3fa KaKblH.

KybIpllaKTapMeH onHaraHaa, yanliak
6ana epKiH ceadiHin, epKiH cennenai.
KyblipliaKTap MaHbl3bl cabaKTapabl
ynpetyre kemekteceqi. Kyblpluak TeaTpbl
LeT TiNAepiH OKbIN-yrMpeHyre, coHaam-
aK a71ebM LWblFapManapMeH TaHbICTbIpY
Ke3iHae KoMEKKe Kerse anabl.
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XYAOMXKECTBEHHO-3CTETU4YECKUE OCHOBbI UCC/IEAOBAHUA COBPEMEHHOIO BUAA
KA3AXCKOIro KYKOJIbHOIO TEATPA

AHHOTaAuMA

KyK0J/IbHOE MCKYCCTBO — MCKYCCTBO C 0COGEHHOM KaTeropuen, obnagatoliee HenoBTOPUMbIMU JIMHHOCTHBIMM
KayecTBamu. ITO Bblpa3uTenbHOE apceHanbHoe CPeACcTBO HEOOLIYHOro NCKyCCTBa. KyKia MOXeT NoKkasaTb
caMble YAMBUTENbHbIE XapaKTEPUCTUKK B 60/1ee pacnpoCTPaHEHHOM BUAE, KOTAa OHa HE MOXET PacKpbITb
MHOroo6pa3sHbli NCUXONOrMYECKU 06pa3 YenoBeKa. 19 MakcMManbHOro onpeaeneHus nto6oro JOCTOMHCTBaA
YyesloBeKa MHOra NPMXoaMTCa 0TKa3aTbCs OT HEKOTOPbIX GaKTOPOB YeN0BEKA, KaK CPeACTBO, OTpaxKatollee
YyenloBeYeCKME XapaKTEPUCTUKM KUBOTHBIX. [larke XyLOXHWK AaeT YeoBeYeCKMe XapaKTepuCcTUKU
HeoayleBNeHHbIM 06beKTaM. KyKObHbIM TeaTp HEOOX0AMM AN NIOAEN KaK HENOBTOPSIOLWMICS BUA
pasBieyeHnin. H1 oguH aKkTep He MOXKeT abCONI0THO NOKa3aTb YEN0BEYECKUI TOH U 04apoBaTeNbHOCTb,
NOTOMY YTO OH CaM Ye0BEK. ITOT MUP MOXKET co3AaTb KyKna. [1oTOMy Y4TO OHa He YenoBeK. KyKonbHbIM TeaTp
— 3T0 OAHa M3 caMbIx BaXKHbIXx cdep, KOTopble CNOCOGCTBYIOT CTAHOB/IEHMIO MOSIOAOI0 pe6eHKa 0CO3HaHHbIM
rpaxaHnHoOM. 3To cBoeobpa3Has rpajauuns UCKYCCTBa, IMHaMUKa, MHOIOrpaHHOCTb, KOTOpas OTKpblBaeT
60blUMEe BOSMOXKHOCTHM 415 GbICTPOro BOB/EYEHMS ayaAMTOPUN, BCECTOPOHHErO Pa3BUTUS pebeHKa C paHHero
Bo3pacrTa.

KnoueBble cnoBa: VCMNoNHUTENBCKOE UCKYCCTBO, MPOCTPAHCTBEHHOE M BPEMEHHOE UCKYCCTBO, KYKNa,

MMUPONormyecKkoe NpoCTPaHCTBO TeaTpaibHOro NPeACTaBieHuS.
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ARTISTIC AND AESTHETIC FOUNDATIONS OF THE STUDY OF THE MODERN LOOK
OF THE KAZAKH PUPPET THEATER

Abstract:

Puppet art is an art with a special category that has unique personal qualities. This is the Arsenal of
expressive means of the unusual art far from unusual dramatic style. The puppet can show the most
amazing characteristics in a more common form, when it can not reveal the diverse psychological image of
a person. "For the maximum definition of any human dignity, sometimes the character has to give up some
human factors, as a means of reflecting the human characteristics of animals. Even an artist gives human
characteristics to inanimate objects. Puppet theater is necessary for people as a non-repetitive form of
entertainment. No actor can absolutely show human tone and charm because he is human himself. This
world can make a puppet. Because he’s not human.”Puppet theater is one of the most important areas that
contribute to the formation of a young child as a conscious citizen. This is a kind of gradation of art, dynamics,
versatility, which opens up great opportunities for quick introduction to the audience, comprehensive
development of the child from an early age

Keywords: Performing arts, spatial and temporal arts, puppet, a mythological space of theatrical

performance.
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WETENAIK AHUMALUAJIbIK ®PUWIbMAEPAIH AbIEbICTANTY EPEKLWIENIKTEPI
(AUCHEM YXOHE PECEW AHUMALIUANbIK ®UIbMAEPI)

AxpaTna

Byn Makanaga aHnmaumsanslk GunbMaepain, AblObiCTany epeKLlenikTepi KapacTblpblnagbl. 3epTrey

HblCaHbl peTiHae ucHen xaHe PecenfiH aHuMaumanslKk Gunbmaepi anbiHagbl. Letengik aHMMaunsanblK
dunbmaepain, abiObiCTany MacenenepiHe Wosy Xacay, AblOblCTay epeKLUeniKTepPiH anKbiHAay, aKTep faybIC
TEXHWKACbIHbIH, MaHbI3bIbIFbIH anllbIKTay - 3epTTeyaiH 6acTbl MakcaTbl caHanaabl. Ocbl MaKcaTKa Kapau
AblGbICTaYLLbl aKTEPAIH, CoMNey TEXHUKACIHbIH, HETi3ri epexenepi cypbintan whiFapbinaabl. AKTEp AaybICbiHbIH,
TONbIK MYMKIHAIM aHUMaLUWs anemMiHae KepiHeai. OUTKEHI, eMip UANIO3USACHIH TyAblpaTbiH eHepae TYpAi

JaybIC epeKLenikTepi awbina Tyceni. Makanaga eki enfiv aHumauusansik GunbmaepiHe aHanunsa xyprise,
canbiCTblpManbl Typae 3epTreniHeni. 3eptrey 6apbiCbiHAa MUKPODOH anablHAaFbl aKTePAiH AaybICbiH AaMblTyFa
KaXeTTi epexenep ycbiHbINaabl. AKTEP AaybiCbiHA KAXKETTI YCbIHbIFAH epexenep 3epTTeyaiH MaHbI3ablbIFbIH
anKblHAaNabI.

Tipek ce3paep: aHMMaL s, CO3 BHEPI, CONNEY MaHEPI, AayblC TEXHUKAChI, TEMOP, MHTOHALMS, paKTypa, o6pas.

Kipicne anTbIH KenipAai canyllbl — AblObICTbIH,

[bl6bic — afgaM eMipiHae KapbiM- atkapap peni ofapbl. KWHO anemiHae
KaTblHACTbIH, €H HEri3ri Kypanbl 60/bIM [OblObICTbIH, KeNyi YIKeH TOHKepic
TabblaTblH KO3Fayllbl daKTop. KepepmeH anbin Kenrexi 6enrini. byn Kyobinbic
MeH eHepai 6annaHbICTbipaTbiH, OpTara MYNbTUMIMKaLMSFa fa ocepiH TUrizéewn
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KonMazbl. TaHbIMan KMHO TEOPETUK
PuyotTo KaHyno «KeTi eHep MaHUbUCEHTI»
aTTbl XXYMbICbIHAA AblObICTbIH KUHO
OHEpIHEe bIKManbl XXeHiHaeri mocenenepai
KapacTblpfaH 60naTtbiH. [a3eTTep 6eTTepiHe
6achblnbiN WblKKaH KONTEreH CbIHU
azbanap kKuHemaTorpadus TeHiperiHae
6onabl. byn con keseHae aHUMaLUUAHbIH
KWHO eHepiHiH KeneHKeciHae KeMecKineHin
KanfaHAblfblH anKbiHAAWAbl. BanKim,
TEOPETUKTEP MYNLTUMNNIMKALMSA canacbiH
KOpKeM eHep peTiHae 6aranamaraH LbiFap.
AHMMaUMA KepepPMEHHIH KeHiiH KeTepy,
Kbl3bIKTbIPY MaKcaTblHAa ¥acalblHaTbIH
KMHOHbIH, 6ip canacbl caHanaTblH.

JKpaHaa Obl6bICTbIH Nanaa 60nybl
MYNbTUM/IMKALMSAHbIH, KEPKEM eHep 60bIMN
asiK TipeyiHe Heri3 6onfaHaan. lepbec
eHep 60/1bIM KanbliNTacKkaH aHMMaLns
TapuxblHAA OblObIC Ka3yAblH TYPAi a4ic-
TexXHWKanapbl Nanga 6onbin, 6ananapra
apHanfaH eHep Typi Y3A4iKci3 gamu
6acTtagbl. [lepeKKe XKyriHceK, «[blbbIC Kac
yprnaKkKka nanacblH TUri36enai gereH Tepic
niKipae 60nfaH, CbiHLbINapFa anfall 60/bin
Kapchbl WbIKKaHaapablH 6ipi aHMMaLuus
atacbl Yont ucHen epi. EH anfalwKbl
AblObICTbl MyNbTOUNBbM «[Tapaxoank Bunan»
(Mapaxoawbl bunnu, 1928 .) Y. AncHewnre
aneMAiK atak anbln KeJreHiH ymbITnaraH
XeH» [1].

OpKecTpni My3blKanblK cynemenaeynep
KeMeriMeH TycipinreH mynstdunbmae
aKTepnepaiH, elWKaHaan guanor, MaTiHAEpI
KoS4aHbliManabl. JblObIC a3y TEXHUKAChI
MYMKIHZITIHIH, LUEKTEYNIri pexuccepnepre
TONbIKKaHAbl aHUMaUMSAbIK GUNbM
Yacayra TocKaybl 6onabl. «[lapaxognk
Bunnu» MynstdunbMiHge putmai ayeH
[OblObICblHA KapaKn Keninkepnaep apeKkeT
eTefi. KeninkepnepaiH, iwki tebipeHictepi
MaxopJ/iblK HEMEeCce MUHOPJIbIK
CUMbOHUSANaPMEH YHNecim Taybirn
¥aTTbl. [IbIObIC pexuccepnepi acnanTbl
ayeHaep MeH Taburu Wyblngap CblHAbI
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[blObIC Xa3yablH 6apAblK MYMKIHLLIAIrH
nangananabl. [lereHMeH, Abl6bICThIK *Ka3ba
OapbICbiHAA KMbIHALIKTAP TyblHAAMN XaTThl.
OHepae op YAepicTiH 63iHAIK Kypaeni
coTTepi 60onaabl. YIKEH 6TKENAEPAEH OTin
KaHa cana/bl JyHWe KacasblHaTblHbl aHbIK.

AHMMaUMs eHepiHae OblObIC Ka3zy
yAepici bixaaraTTbl eHOEKTI Tanan etea.
Ochbl iepeKTepre cyneHe anfallkbl
[bl6bIC a3y 6apbICbl Kanan eTeTiHAiriH
6anKkayra 6onagbl. 1922-1936 xbingap
apanblfblHa }apblk KepreH ucHewn
CTYanSChbl GUNbMAEPIHIH 6apbifbl
nepnik gupwKep 6acTtaraH My3blKalblK
cynemengeynepiid KeMerimeH »kysere
acTbl. byn Abl6bICTbIK WeWiMHIH TYpi 1937
blFa JeniH KongaHbic angbl. AblObicCbI3
dunbMaep OsyipiHiH 6TKEHI ceKinai
OCbl ABCTYPAiH e TOKTaMUTblH yaKblTbl
Kenepni. AHMMauMaaa AblObICTbIK WeLliM
IblObIC XXa36a TEXHUKACbIHbIH JaMybIMEH
epKeHaen 6actanabl. 1937 xbinbl AUcHen
KOMMaHUACbIHAA TYCipinreH «AKlwaxkap
YOHE XKETi eprexenni» aTTbl ataiMblLL
TONbIKMETPaXKabl KapTUHaaa anfall
peT Keninkepnep AblbbicTana 6actajbl.
[bIObICTbIK LWeLiMae — My3blKa, LWybl/IMEH
KaTap ce3 MaHbl3Fa neneHeqi. Kocankpbl
3NEeMEHTKe arHanfaH ce3/iH KenyiMmeH
aHUMaLuMsaaa aktep MamMaHblfFblHa
KaXeTTiNiK TyblHAan 6actanabl. byn
KYObINbIC MYNBTUMIMKALUMUSHBIH KOPKEM
eHep 60/bIN KafblNTacyblHa TYPTKi 6014bl.
Ce3fiH MaHbI3abl/bIFbl XXOHIHAE Npodeccop
[. TypaHKynoBaHbIH;: «Pengi »acaygarbl
APTUCTIH, HETi3ri Kypanbl — ce3. AlaMHbIH,
iLWKi AYHWECIH ApaMa apTUci ce3 apKblibl
allbIf, TEK KaHa XaW xaTran ajfaH ce3
eMec, TeEPEH OW, YJIKEH ce3iM Aen Kapaybl
KaxkeT [2, 19 6.] — aereH actapnbl omnnapbl
3epTTey KYMbICbIHbIH MaHbI3/blNbIFbIH
aWKbIHAaWabI.

BenHeneynin, 6apnblK KypanaapbiH
KaMTblFaH aHUMaUWSHbIH eHepaeri peni
aKTEepPNEPMEH ThIFbI3 XYMbIC aTKapa
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6acTaraH4a fFaHa anKbiHAanabl. AblObICTbIH,
navia 60nybIMEH aHUMaL WS eHepPi
OonallaKTafFbl Japa KonblH 6argapnagbl.
MynbTUNInKaumsaa aktepnepMeH

anfal 60nbIN WapT }acaraH [JMcHen
KoMnaHuscbl 6onabl. OnapabiH, <AKLWLaKap
YOHE XETi eprexensii» atrTbl MyNbTOUNbMI
OCbl CO3iIMHIH Aan1oni 6onmak. Pexuccep
KeurinKepre gayblC TaHaapaa erken-
TEMNKEeWNi KapanTblHAbIFbl 6aiKanagbl.
AcbIfbIC 9peKeTKe 6o angbipman 6annex
¥YMbIC aTKapa 6ingi. [laybic i3gereH
[AvcHenaiH e3iHAiK ycTaHbiMAapsbl,
Ke3KapacTapbl 6onaTblH. Keninkepre can
KeneTiH AaybICTbl i3aereHae KoMnaHus
cypeTLinepi *}ymbljia KipiceTiH. ¥MbIMLWbLS
VXbIMHbIH TananTbl eHO6EKTepi Ken y3aman
63 }eMiciH 6epai. bacTbl Keninkepai
comparaH AgpvaHa KasenoTTuain gaybichbl
epekKLlle )Kymcak, Ho3iK kenreH. Uipimre
TOMbl OHAEPAI KEHIN anTa GiNeTiH aHLWi
[laybICbIHbIH AMana3oHbl XXofapbl 60/1/bl.
HiHiWKe gaybIc Meci Xofapbl HOTanapabl
€pKiH anyblHaH [JucHen He cebenTi
TaH4ayblH OCbl 9HLUIre TOKTaFaHabIfbl
KepiHeai. AKWaKap KeninKepiHix,

AaybIiCbl KepepMeHai 6ipaeH 6aypan
anbiM, KYNaKTapblH eNeH eTKIi3€ETiH.
«TblHAAYLWbICbIH YWbITbIM, 6aypan anMaca,
[laybICbl }aKcbl 60/1blM, CO3i TYCIHIKCI3,
aHblK 6011Maca, oHAa eHep KagipiH
YOWFaHbl, OHAI 9cepi, KylaKKa XafbiMbl,
CO3iH aHblK anTaTblH SHLLUIHI }XYPT KallaH aa
Xblbl Kabbinganabl» [3, 10 6.].

AKLlLIaKap obpasblHa 09/ KENTEH SHLLI
[laybICbl KENINKepAi KepKeMaen TYCKEHAEN.
Kewninkep xapaKTepiH xacay akTepiik
LebepniKTeH anwak aHLWiHiH KoNblHaH
Kenai aeyre 6onafpl. 9cem ca3fpl AaybICbIH
OWHaTa 6inreH AgpuvaHaHblH aaybIChbl
apKblnbl pexuccep AncHen aHnMmauumsiaarbl
[OblObICTbIK LWELiMHIH 9CTETUKACbIH
KanbintacTbipagbl. Ocbl MyNnbTOUIbMHEH
6acTan My/bTUMNIMKATOP aKTep AayblCblHa
6annaHbICTbl eperKenep KypacTtbipaabl.

byn paybic Tek AKWaKap KerinKkepiHix,
YKapKblIH AaybIc yarici 60/bIN TapmxTa
Kangbl. OcbiHbIH 63i KanTanaHb6ac, eTimai
06pa3 KanbINTacTbipyaa akTep AayblCbIHbIH
MaHbI3Obl1bIFbIH alllblKTanabl. Erep
AKlUaKap KeninkepiHiH gayblCblHAA@ KMHO
HeMece TeaTp aKTepi cennece, Hafbl3

YA 60/1bIN KanbliNTacKkaH 6enHe }ofanap
epi. KepepMeHHiH caHacbliHAa aceM
[laybICbl, KOPKEM BeMHeCciMeH caKTanfFaH
Keninkep 6enHEeCiHiH 63eKTiniri ewep eai.
AKTep daybICbiHbIH 6acKa Keuinkepae
KanTanaHyblH Kerinkep o6pa3bliHbIH,
ypnaHyblHa TeHereH Y. lucHenaiH, 6apsiblk
aKTepnepiHe KoSATbIH 6acTbl TaNabblHbIH,
6ipi — gaybICTbl eWwbip KUHO HeMece

paavo eHepiHae KonaaH6ay. [AncHen
CTyaMAChl MyNnbTOUNbMAEPIH AblOblCTaraH
aKkTepnep 6ipHelle yaKbITKa eKiHLLi peT
aHUMaLMANbIK HeMece KUHO duibMaepai
Obl6bICTay MYMKIHAIFNIHEH a)Xblpanbl.
JereHMeH pexuccep TUICTI WapT 60UbIHLLA
eTeMaKbICblH 6epepi xaK. benrini 6ip aktep
Hemece oHUWi BipHelle cepusgan TypaTbiH
KOMMaHWe eHiMaepiHae KanbinTacTblipFaH
63 06pas3aapblH KanTanan ablobicTamn
OepeTiH.

opicrep

byriHri byn makanaga, 3epTrey,
canbICTbIPy, Tanjay, 3epaeney, FbiibiMu
yHnere KenTipy, peTTifliKMNeH »agsy, HycKay,
Janengemenep Kentipy, Tontay, PeENTUHT
YPrisy afictepi KongaHblnabl.

TaKbIpbINKa 63€eK 60/1bIM OTbIpFaH
[bl6bICTay Macefieci aHMMaLms eHepiHae
Kaflan »Ky3ere acaTblHblH KapacTblpCaK.
benrini amepuKaHabIK pexunccep-
aHumaTopnap laponbi Yautekep MeH
[xoH Manac «TanMUHI B aHMMaLWK» aTThbl
LblFAapMacbliHAa «OblObIC MEH CYPETTIH,
YHAECTIiri» 6eniMminae aHuMaums eHepiHaeri
[blObICTbIH, MaHbI3AbIbIFbl YXOHIHE TEPEH,
TOKTanblN 6TKEH 60NaTbIH. «blObICTbIK
OU3alH aHMMaumaaa e3iHiH 9CTETUKANbIK,
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B9Pi TEXHONOTMUANBIK EPEKLLENIKTEPIHEH
Typagbl. CypeT cekingi 6apnbiK Abl6biC
TOMbIFbIMEH }acaHAbl Kypanagbl.
[dwnanortap »asb6achbl TycipiniMmmeH bipre
KaTap YPETiH HaTypanblK KMHOAAH
MYNbTOUNBbMHIH arblpMallbU1bIFbl
OipiHLLI AbI6GbIC XKa3blbIM, CYPETTIH,

COFaH XyKTenyiHae. byn aanblHabIK
6apbICbIHbIH, MaHbI3abl 66Iri }XOHE OHbI
TYCipiNniMHEH KERIHTI Ke3eHre Kanablpyra
6onManabl. MarHuTTIK Tacnara Hemece
ONTUKasbIK NieHKara GoHorpamma
apHaWbl KypanMeH axblipatbinagbl. Ochbl
epexkere cyrneHe aHMmartop Keuninkepre
KaXKEeTTi XeCT, MMMWKA, aybl3 KUMbIbIHbIH,
KannblH TaHganab» [4, 125 6.].
AHUMaLmMs pexuccepnepi *aH 6epyLui
aKTep aaybICbIMEH Keuinkep o6pasblH
KepKeMAen, KEPEKTI TyCTapblHa e3repictep
eHriseni. Kagpaarbl cypeT neH Abl6bICTbl
anfaw 60/bIn ynnecimai nanganaHa
6inreH onap, AblObICTbI Xa3yAblH 63iHAIK
TOCINIH XKacan WbiFapbir, 6apbiK anem
MYNbTUMNJIMKaTOP/1apbl 63 TybIHAbLIapbiHA
KoNAaHfFaH apHanbl 3aHAblbIKTapabl
}asbln Wwhirapaibl. Keninkepre e3iHAiK
JYHUETAHbIMbIMEH, KO3KapacbIMeH
XapaKTep 6epe OTbIpbIM, AblObICTayLbl
aKTep XKaHa 6eiHe acayra TannblHaabl.
Ocbinan akTep AaybICbliHbIH KOMEriMeH
aHUMaLUUSNbIK pexuccepsep onbiHAaFbI
6enHEeHI cypeTKe TycCipin, KusngapblHa epik
6epe 6inreH.

[VCHEN CTYAUACBIHBIH Kerinkepai
AblObICTayLLbl aKTepre KoATbIH 6acCThbl
Tananrapbl:

e OH aunTa 6iny (ecipece, akageMusAnbIK
BH);

e KiluKeHTan 6anaHblH, TiNiHAE COMNEN
6iny;

e AKTep AayblCblHAa HO3IiK YH 601y
Kepek;

e AKTepae Te3 ¥aTTanbin KanaTblH
anpblKLLa YH 60/ybl KaXKeT;

e AKTEpPAiH CbIPTKbl KeNnbeTiHae
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epeKLenik 60ybl TUIC;

e Mynstdunbmai aoibbicTay yaepici
asikTanfaH COH aKTep 63 AaybICblH
6acka eHep cananapbiHia KongaHb6ay
MiHOeTTenei.

OcblHaawn apicTepai ycTaHfaH
JuncHen KoMnaHWAChl aKTep gaybICblH
TaHaay 6apbiCbiHAa KaTaH TanantapaaH
OTKI3€eTiH. BipiHLWi 60/bIN aHUMaLUSA
eHepiHae AblObiCKa ToXipbuenep
XYprizreH myastunnunkatop Y.AnucHen
MYyNbTGUNbMAI AblIObICTayna 63iHiH,
epexenepiH KanbinTacTbipyFa YMTbIAbI.
AHUMaUMa eHepiHae anfalw 60/bin
[OblObICTbIK LUELWiMre aca KeHin 6enrex
Y.AuCcHen KoMnaHUs KeTeKwinepi
epi. AncHen ctyamscol abl6bicTayLbl
aKTepAeH — onepanbiK aHAi *KofFapbl
AeHrenge anta 6inyi Tanan etinai. AncHen
MYyNnbTPUNbMOEPIHIH OpeHaKe alHanfaH
KeninkepnepiH TaHbIMan onepa aHwWinepi
YOHe TeaTtp, KMHO aKTepsepi AblOblCTabl.
byriHri 3amaHayn aHuMmaumsaga KoMnaHmsa
KbI3METKep/iepi ocbl aaicTepai caktan
Kenepi.

KeHecTiK Pecei pexxnccepnepiHin,
KoNgaHfFaH afic-Tacingepi Mmynaem 6enek
6onabl. AHUMaLMA pexxnuccepnepi aktep
JaybICbl }a3blnfaH GoHorpammara 6arbiHa
OTbIPbIM, KEWINKep XKacay yaepiciHe
Kipiceni. byn anfallKbl Myn1bTGUNbMAEPAIH,
[blGbICTany epeKLeniKTepiHiH, 6ipi
caHanapgbl. Pexxunccep abl6bic TacnacbiH
KaWTa-KanTa TbiHAan OTbIPbIN, KEWiNKep
06pa3biH acanabl. KeHecTik Pecen
MYJIbTUMTMKaLUMACBIHbIH, HETi3iH KanafaH
D XUTPYK 63iHiH ecTenikTepiHiH B6ipiHae:
«MeH dunbmai xacay 6apbiCbiHa Kipicrnec
OYPbIH «TAUMWUHI» Aen aTanaTblH, GFHU
HeriziHe peninka MeH My3blKa XYpPrisineTiH
PUTMUKaNbIK can KypblFaHbl 6H
KepeMiH. Cebebi, MeH eH anabIMeH 63
dunbmimai ectv 6inyim Kaxe [5, 199 6.]
— JlereH 60onatbiH. ATaIMbllW aHUMaTOPAbIH
€63i 6apnblK MyNbTUNMKATOPAAPAbIH OChI
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TOCi/1 OOMbIHLWIA Keninkep 6eNHENEeNTIHAIMH
anrakTanabl. Keninkep 6enHeciHe
COTTi TaHAa N blHFAH aKTep AaybIChbl
MYyNbTOUNbMHIH 70 % AanblHAbIFbIH
Kypanabl KeHecTiK pecei aHMMaumacbiHaa
[blObICTayllbl aKTepsiepre KomblnaTbiH
peruccepaiH 6actol Tanantapbl:
1. AKTep paybicblHAa TabUFK
epeKLenikrepaiH, 6onybl;
2. AKTep[iH 63iH[iK cenney MoHepiHiH,
60/ybl;
3. OKUTbIH MaTepuasn TaburaTtbliH TEPEH,

TYCiHyi;

4. JaybICTbl LWblHANbIILIKTAH ajlaKkTaThbin,
TYPNEHAIPY, OFaluTan Tycy;

. bana Tininge cennen 6iny;

6. Keninkepai Te3 cennety 6apbiCbiHAa

OUKLUMS 3aHblNbIKTapblH caKTay;

7. KeninkepaiH xapaKTepiH awaTbiH Aaybic
epeKLeniriH Taoby.

Keninkepnep AaybICblH 6apblHLLA
e3repTin, TYPJIEHAIPreH aKkTepnep
[aybICTbl OMHaTYAbIH 6apblKk MYMKIHAITH
navgananabl. byn 6ip »afblHaH
[blGbICTayLLbl aKTepepaiH, AblobIC
anapartbiHa acep 6epin, KYTKbIHLWaKKa
KYLL TYCY, TaMaKTblIH Kblpblagarn,

Te3 Wapluaybl CeKingi macenenepai
TyblHAATTbl. BelHeneHreH Keninkepre
GannaHbICTbl 06pa3 Kacayaa AaybIC
Keninkep TapuxblH Xabapaap eTyi

THic. «BUHHK-TTyx» KapTUHaCbIHAAFbI
KilLKeHTan Topanabl coMmaaraH akTpuca
Knapa PymsiHOBa XiHilKe, HO3IK, XKaW
[laybiCTa cenneyi Keninkep xapaxkTepiH
anKblHAaKM TycTi. KopKak, »yacTtay
TOopanabl MypPHbIMEH MIHTip/IeTe COMNETKEH
aKTpuca KeuninkepaiH TaburaTblH

alwa TycTi. «<Hy, noroan» dunbMiHaeri
KacKblpbl AblGbicTaFraH AHATONMK
[ManaHOBTbIH rYPiNAEreH xyaH aaybicCbl
Keninkep xapaKTepiHiH, epeKlle KblipblHa
anHanabl. Aybi3blHAa TEMEKI TYTIriH
TacTaMaWTblH KacKblpbl AblOblcTayla
TaMarblH KbIpbl1aaThiM, XeTene cennetyi

o1

aKTep[iH webepniriHiy, 6enrici. AHMMaums
©eHepiHAe AaybICTbl OCbllan enweycia
TypneHaipyre 6onagpl. <Kepkem opunbmre
KapafaHia aHMmauusaga anyaH Typai
JaybicTap KofidaHbinanbl. Keninkepain
CaH anyaHablFblHa 6annaHbICTbl OflapFa
TYPANi faybIC epeKLIeniKTepiH onnan tTaby
KUbIHAbIKMEH KeNeTiH ic. «Kerinkep gaybichbl
ofall 60/FaH canblH, 6EMHENEHTEH 3KpaH
LWapTTblIblFbiHA TaOWUFK TYPAE KaKblHOaK
Tyceai. BuHHu-INyxteri B.JIeOHOBTbIH
yMTbIJIMacTan e3repTifireH ayneki gaybichl,
N.CaBWHaHbIH 63repTinreH TeMmopimMmeH
TOpanblH ywnanbl AUCKaHT (KiHilKe)
[aybICbl }XoHe OCbl Faxambln gaybicTap
My3blKaMeH YHJIEeCIM TayblIN XaTTbl. OAeTTE,
aKTep MMKPOdOH anabiHAaa AayblCblH
TpaHcopMaLuusnayra Telpbicabl. bipak
Jayblc TpaHchopMaLms ToCiniHEH 6eneK,
acepai KyLenTy MaKcaTbliHAa AblObICTbIH
TYPJi aKyCTUKasblK TY3eTynepiHe
ylwblpanabl» [6]. byn Tacingi kepepmeHre
[JaybICTbIH, 9CEPIiHiH, bIKNANbIH KYLLENATY
cangapblHaH Obl6bIC pexuccepnepi
KOJiAaHbIN XaTagbl. AKpaHaa aKkTep
[ayblCbIHbIH TOHAAPbI, Xbl1AaMAabIfbl
e3repic Tabagbl. bipak Kapananbim
KepepMeH oHbl 6anKamac. [lereHmeH,
TEXHUKANbIK TOCiNAepaeH repi aktep

63 faybICblH elKaHaan KypanaapabliH
KeMeriHCi3 TabuFu Typae TYpAeHaipin,
MHTOHALMACBIH OMHaTa bince - eH, 6acTbl
MEeTICTiK. AHMMaUUaaa aKTep AaybiCbl OFalll
60/1FaH calblH, TapTbiMAbl 601a Tycei.
KeHecTik apaHa aKkTep AaybICbIHbIH,
TpaHchopMaLMsaIaHybl, aKTep AaybICbl
MYMKIHAITIHIH WeKCi3airiH anlblKTaabl.

B. JleoHoB, B. Bbicoukun, A. NanaHoB,

K. PymsiHOBa, B. JluBaHoB A. baTtanos, b.
HOBWKOB CbIHAbI TaHbIMan TyJiFanap akTep
JaybICbl Kblp/lapblHbIH LWEKTEYCi3iriH
KepceTTi. [layblC MYMKIHAIMHIH, KEpKEM
VAITICiH XacafFaH KeHecCTiK Pecen
aKTepsiepi ablbbicTayablH *aHa dopmachlH
KanblnTtacTbipabl. Jepobec eHep 60bIn
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KanbiNTackaH aHnMauunsaa ocem casfbl
[AvcHennik gaybicTapabiH TYPAEHIM,
OfallTanfaH TaHbIMacTan gaybicKa
TpaHchopMaLmanaHybl OpbiH angbi.

Mikipranac

Con Ke3eHHiH XapKblH yarinepi:

AnnuH Byac («3onylwkar, Kyniwekbi3 peni),
Mapu KocTa («Cnguas KpacaBuLar,
ABpopa xaHLwWwanbiM peni), Axoam BeHcoH
(«Pycano4ka», ApuHens peni), JinHaa
JlapKkuH (<AnnaguH», acMmuH peni),
Menpx O’'Xapa («<Kpacasuua v YygoBulLe»,
bennb peni), UpeH bepapa («[TokaxoHTac»,
XaHWwanbIM pesii) T. 6. AblObiCTayLLbl
aKTepnepaiH, eHbeKTepi KepepmeH
apacbiHa }ofapbl 6aranaHibl. bipHele
YMIiTKepnep apacblHaH TaH4abIHbIN
anblHFaH aKTepnep CbIpT-KENOETI KaFblHaH
63 KeNinkepiHe yKcacTbiKTap 6anKkanabl.
[ncHen KoMnaHuscbl TaH[ay *Kacapia
[blObICTayLLbl aKTep/iepaiH AayblCblHaH
6eneK GpaKTypacbiHa Aa MoH 6epeTiHAIri
KepiHeai. AKTep TaHdapAa CbIpTKbl
daKTypacblHa Ha3ap ayaapa, d9KpaHra afi
WbIKNafaH obpa3aap i3geni. Mbicanfa,
«[ToKkaxoHTac» MynsTOUNBbMIHAET YHAIC Kbl3
[TokaxoHTac xaHwarnbIMAabl Abl6biCTaFraH
aKkTpuca MpeH begaparteliH emipaeri
KenoeTi yHaicTepre XakKblH. AKTepnepain,
CbIpTKbl daKTypachl Keninkep 6enHeneyae
pernccepaiH Heriari HbicaHblHa
anHanfaHgan. AKTep Hemece aHLinep Typ-
KeNB6eTiHiH MYNbTUNIMKaTOPFa YHaraHbl
COHLWanbIK, IncHen 63 KeninkepnepiHiy,
NPOTOTUNI eTin }acanTblH. TemeHae
KepCeTiNreH Abl6biCTayLibl aKTEPNEPAiH,
6apnblfbl [IMCHEN KENiNKepnepiHiH
NPOTOTUI.

KeHecTik PecenaiH TaHbiMan akrepnepi
EBreHunn JleoHoB (BuHHM-T1yx), AHaTonunm
NanaHoB, Bnagumup BbiCoUKKI («HYy,
noroamn», Kackplp), Knapa PymsHoBa
(HebypalKka), Bacunui JinsaHoB
(KonTblpayblH [eHa) Anekcen baTtanos
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(ExxuK B TymaHe), ®anHa PaHeBCKas
(PpeKeH 60K), boprc HoBMKOB (MoYTaLlbl
MNe4vyKknH) T.6. oCeM YHAI AayblCTapbIMEH
KepepMeH afblHaa MoHTi caKkTanbl.
AvcHenaiH 6peHa KeninkepnepiH o3bin
OTKEH KEHECTIK aHMMaLIns KerinKepnepiHix
anAblHFbl KaTapfa LWbiFybl — AblObICTAYLbI
aKTepnep AaybICbIHbIH KOPKEMAIriHae efi.
Ewkimre ykcan 6epMenTiH epeKlue gayblic
nerepnepi KEHECTIK aKpaHAa Hafbl3 }KaHAabl
ob6pasgap anbin Kenai.

[ucHen KoMMaHUAChl aKkTep AayblCblH
TaHaayna 6ipi3ainiKTi KaFuaaHbl YCTaHYHhI,
TantaypblH AyHWe Tyablpabl. byn keseHae
AblObICTaylbl aKTep MIHAETTI TYpAe oH anTa
6iny KepeK KarFunaacbl ©3 eTiMAIITH }KoAbl.
KeninkepaiH eneH antaTtbiH KepiHicTepiHae
SQHLLINEepAiH KeMeriHe XyriHin, an gaybIc
pennKacbliH aKkTepnep Oku anaabl. EH
6acTbICbl aKTep JaybICblHAa KeNinkep
XapaKTepiH auKblHAaNTbIH EPEKLLE YH,
ca3/blnblK 60nca KeTKinikTi. Kagipri
TaH[a aKTepAiH oH anTy KabineTi 6onmaca,
peruccep apHanbl oHLWIiNepai wakblpaabl.
KeHecTiK mynbTUnMKaumsaaa abiobicTayra
TeaTp XaHe KMHO apTUcTepi TaHaanabl.
HKaHpblK, TaKbIpbINTbIK TYPAEHYNEpre
6annaHbICTbl KEHECTIK MY/IbTUMIMKaLUS
eHepiHAe Obl6biCTay 31eMEHTTEPIHIH
Oipi — ce3AiH peni ofapnanibl. AKTep
aHUMaLMa eHepiHae TeK Keninkepnepai
[blbbiCTaMal, Kaap CbipTbl 6asHaay
TociNiMeH MaTiHAI OKbliAbl. Ocipece,
KeHEeCTIK MynbTdunbMaepae aktep Kaap
CbIPThl 9iciMeH aBTOPAbIH aTbiHaH
epTerinepai 6asHaanTbiH. «“ABTOP MOTIHIH
OKWTbIH SHriMeHi 6asHaayllbl HEMEece
[IMKTOP KepepMeHre aknaparTbl *KeTKisin
KaHa KoriManabl. ©3iHiH, MHTOHaALUMACHI
apKacblH[a, 3KpaHaaFbl OKUFara [ereH
Ke3KapacbIMeH MaHbl3/ibl pen oMHangbl.
Erep, 6yn dunbm-epteri 60sca, }aKkcbl
aKTep MaTiHAI OKM OTbIPbIN, KepPeEPMEHSI
3KpaHaa Xymbak, Faxanbln KyoblnbicTap
6acTanartbliHAbIFbIHA JaWblHAAWAbI; an
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erep neHTa caTmpansik yarige 6onca,
WMPOHUANBIK MHTOHaUMUAAa 6asHaay
KepepMeHre aBTOp/IblK NO3ULMSAHbI
cesiHyre KemeKrtecepi» [7].

AKTepaiH AayblC MHTOHALMACHI
MYNbTOUNbMHIH aTMocdepachIH
Tyobipaabl. Kagp cblpTbiHAAFbI AaybICTaH
KepepMeH anja He 60naTbIHbIH
6onxan, cesin oTbipabl. byn aktep
[laybICbIHbIH MyNbTOWUIbMAETT TaFbl Bip
peniH anKbiHaAanabl. KEHECTIK Ke3eH,
MYyNbTOUNbMAEPIHAE aBTOP/bIH aTbiHaH
6asHaay XyprisreH TaHbiMan akTepnep
MHHOKEHTUI CMOKTYHOBCKUI, SUHOBUH
lepAaTaiH eciMmiH anpblKLWa atan eTyre
6onagbl. OHbIH LWblFapMallblbIK OJblHAA
Kap CblpTbl MATiHIH AblOGbICTayFa
[lereH cypaHbic Ken 605abl. KentereH
pexuccepnepaid KapTMHanapbiHAa
OasgHaay ToCiNiH KepeMeT YATiCiH »acak
OiNnreH akTepiH KO AaybiCbl KEpEPMEHI
ceHpipe 6inetiH. bBananap eH cesimTan
KepepMmeH. bapnbifblH JaybiCTaH cesin
OTbIpaTblH aHUMAaLMSHbIH 63 KepepeMeHi
6ap. Con KepepMeHai ceHfipy, aKpaHaa
©0/1bIM }aTKaH OKUFaHbI LWbIH eTE TYCY —
aKTepaiH Heri3ri MiHaeTi. Erep aktep oKbIn
aTKaH MaTiHre e3i ceHbece, e3renepi
ceHpipe anmanabl. COHAbIKTaH, akTep
KUSNbIHbIH, YLWKbIPAbIFbIMEH, OMbIHbIH,
KYMPIKTIriMeH matepuanbl 63iHiH,
O6acblHaH 6TKEH OKUFacbliH4an 6asHaamn
Oince — aKTep YLiH YKEH XETICTIK.
«AKTepae Kacibunik 6onmaca, No33uns MeH
KOpKeEM 90eOUETTIH TabuFaTblH TYCIHIM OKK
anMangpl» [8,54 6.].

AHMMaLUMs eHepi — M033us, XalblK aybl3
epTerinepi, aHbl3-Mblcangap, gactaHaap,
HaKbIN-Cce3ep CblHAbl KOPKEM 8/1€6M
WblFapManapaaH Kypanaabl. AHUMaLUUSHbIH
¥aHpPJblK ayKbIMIbIFbl LIEKCI3. ¥NTTbIK
KYHObINbIKTApAblH Ka3blHacblHa avHanfaH
aHUMaLUs eHepiHae akTep agebuet
BNEMIHIH, PyXaHUATbIH TEPEH, TYCiHE Biny
KaxeT. KepepMeH KyperiHe }eTKi3y YLliH

aKTep OKMUTbIH LblFapMaHblH TaBUFaTbIH
cesiHin, nanbimaan 6iny Tvic. byn abiObicTay
OHepiHAe KaXeTTi }oFapbl Tanantap/blH
6ipi. MMKPOGOH anablHAafbl AblOblCTaYLLbI
aKTep YLWiH }aHa 6enHe Kacay bixaaraTtTbl
€HOEKTI KaXKeT eTTi. AKTep AayblCbIHaH
KeninKepdiH KeHiN-KyniH, XapaKTepiH,

TiNTi @8peKETIH aHFapyFa 6onabl. TOHAbI
¥OFapnaTbin HeMece TOMEHAETIMN, AaybIC
WHTOHAaLMSCbIH ©3repTin, bipFak Tyablpy

— aKTep/eH cenney TEXHUKacCbIH Tanan
eTefi. Kes-KenreH akTep 63 aybICbIH €pKiH
MeHrepe anManbl. AKTEPNIK 6HEPAIH,
6acTbl epeXKeci KOHiH[e caxHa TiniHiH,
MamaHbl Xoxambéepaues O.: <AKTep 63
peniH Kanawu TyciHce e, KaHaan aficTi
KOnJaHca Aa, OHbIH, HEri3ri Kacion MiHAEeTI
— aBTOP/AbIH CO3iH XKOoFaaTnau, KepiciHwe
OHbl KEpPepMeHepre ToJIblK XKETKI3y 60/bIMN
Tabblnaabl» [9,16 6.] — nereH 6onatbiH.

KopbiTbiHABI

KopbITbiHAbITaN KENETIH 60sicaK,
3KpaHa AblObICTbIH Nanaa 60ybl
MYNbTUMIMKALMAHbBIH KOpKeM eHep 60/bIn
asiK TipeyiHe Heri3 6onfaHaan. AHUMaLUS
TapuxblHAA AblObICTay 31EMEHTI — My3bIKa,
LWYbIIMEH KaTap €63 peniHiH apTybl,
aKTep MaMaHbIHbIH, MaHbl3AblblFbIH
anKkbiHAanabl. 1937 »blabl JucHen
KOMMaHUSACbIHbIH, «benocHeXKa n ceMb
rHOMOB» KapTMHacbIHAa CO3AiH KonaaHbIC
TabybIMEH aHMMaLUSHbIH, Aepbec eHep
60/1bIM Ka/ibINTacyblHa X0 allblNjbl.
AKTep HeMece aHLWiNnepaiH ablobicTaybIMeH
MYJbTUMIMKaLUS KepKemaene Tycin,
aHuMauuMaaa aaybiCTblH, pesi oFapnangbl.
[blObiCTayllbl aKTEP KEWiNKepre xaH
O6epyLwi cypetuwi. [laybiCc — KepepMeHMeH
ThIFbI3 6anNaHbICTbIPaTblH €H, HETI3Ti
aneMeHT. [JaybiC - KepepMeHSi XblnaTbin
He KYNOipTeTiH, XabblpKaraHaa KeHiniHe
by CblMNIanTbIH XaH aayacsl. lepbec
eHep 60MbIN KanbiNTacKaH aHMMauuMaaa
aceM casfbl JucHennik gaybicTapabliH
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TYPJIEHIN, ofallTajiFaH TaHbIMacTau
[laybiCKa TpaHchopMaLMsanaHybl OpblH
anabl. AapnaHa Kazenottu, QnnuH
Byac, Knnood 3pBapac, KaTpuH BOMOHT,
Bo66u Apuckona, Mapu Kocta T.6.
JncHennik apTucTepaiy, akaaeMussblK
[ayblCTa ca3bl oHAepi, HA3iK YHAepi
KilUKeHTan KepepMEH XKYpPEriH }aynan
anabl. AucHenaiH, abibbiCTayllbl aKTepre
KOSATbIH €H 6acTbl Tanabbl — aH anTa 6iny.
TeHop, 60PUTOH, cCONpaHo AayblCblHAAFbI
SQHLWinep AncHen KOMNaHUACbIHbIH TYPAKThI
AblObICTaylbl aKTepsiepiHe anHanabl.
An KEHeCTIK 3KpaHa epeKlle aaybicTa
KeninkepnepaiH KenyiH aHnMaums eHepiHiH,
anTblH FacbIpbIMEH TeHeyre 6onagpl.
B. JleoHoB, B. Bbicoukun, A. [NanaHoB,
K. PymsiHOBa, B. JluBaHoB A. baTanos,
B. HoBMKOB T.6. AaybIC MYMKIHAITHIH
KOepPKeM Y/TiCiH }acafaH KeHECTIK Pecel
aKTepsiepi ablbbicTayablH XaHa popmachiH
KanblntacTblpadbl. Ho3iK, ca3fbl YHre
TONbl JUCHENNIK aKTepnep aaybICbliH
Ofalll JaybICTafbl, rypingereH, ewkiMre
YKCaMaWTblH JayblcTap afimacTbipajbl.
AHMMaUMsa akTep AaybIiCbl OFalll
60/1FaH calblH, TapTbiMAbl 6051a Tycea,.
KeHecTiK apaHaa aKkTep AayblCblHbIH
TpaHchopMaLmanaHybl, akTep gaybiCbl
MYMKIHAITIHIH, WeKCi3AiriH anwblKTaabl.
KeHecTiK aHuMaLumsaa aktep gaybichbl
ofalll 60/1FaH calblH, TapTbiMAbl 601a
Tycegi AereH KafuaaHbl yCTaHbl.
CoHfbIKTaH AaybIC MHTOHALMSCbIH
GapblHLa TYpaeHdipin, KyébinTyra
TbipblcaTblH. AKTEpSiIEPAiH AayblCbIHAAFbI
TabWFK }apblKlWaKTapbl 06pa3gapabl
O/laH calblH KepKemMaen TycTi. [aybicTa
6enrini 6ip cebentepmMeH nanaa 6onatbiH
aKaynap KepiciHlwe aKtepsepaiH 6acThbl
KapyblHa anHangbl. Pexxuccepnep
[blGbICTayFa KyYHAENIKTI eMipae e aaybic
TeMOPi epeKLle akTepnepai i3genTiH.
EWwKiMre ykcamanTblH e3relue aaybic
nerepnepi cypaHbic Tyablpasl. [Jaybic —
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KapanarbiM alam fayblCblHa YKcamacTam
ofalITany Kaxet 6onabl. TinTi, KENGIp
TyCTapblHa AaybICTbl 63repTyre TEXHUKabIK
KypblIFblnapabl nanganaHatbiH. TeiHAAYLW bl
KepepMeHre Kbl3blKTbl 6071y MaKcaTblHAa
Jayblc GopMacblH «MYNTHALHbIA» €TiN
acayfa TannblHaTbIH.

[ereHmMmeH, apHanbl addeKTinep
aKTep AaaybIiCbiHAAFbl TAOUFUNBIKTI
¥OFanTbIn Xibepmeni. Pecen aktepnepi
KilUKeHTan KepepMeHHiH CYHiKTiciHe
anHanfaH «BUHHKU-TTyx», «[TaToueK»,
«Bonk», «<4ebypaluka», «<Kpokoamn
[eHa» T.6. KONTereH aHa obpasgapabl
KanbinTacTbipabl. Keninkepnep akpaHaa
aKTepnepiH epekKLle yHAi gaybiCTapbIMeH
TaHblna 6acTtafbl. KepepMeH KyHi
OYriHre geniH keninkepnep gaybICblH
alblHAa caKTaybl aKTepnepaix
KocibuniriHiH apkacbiHaa. bipak AucHen
KOMMaHUACbIHbIH KOSiAaHFaH aiCTepiH ae
YOKKa WbiFrapyFa 6onmMac. KelbacTtayulbl
CTYAUSAHbIH, KEpepMeHAepPiHiH KenTiriHe
caH ¥eTtnenai. bykin anem Kpi3bifa
Kapan oTblpraH AncHen KoMnaHUAChHI
63 epeXKesiepiH KataH YCTaHbIn Keneai.
KeHecTiK Pecen oHe weTtenait
aHUMaLUANbIK KOMNaHUSNapbIHbIH,
aKTepnepre Konblnap e3iHAiK eKe Tanabsbl
MeH apHaWbl 3aHAblnbIKTapbl 60n4bl. Con
KafFujanap aHMMaLns eHepiHae gactypre
anHanbin, 6yriHae caktanbin Kenyae.

HoaTuXxeci:

AHUMaUMa eHepiHae aKTep AaybICbIHbIH
poni Xofapbl 6aranaHabl. Ce3 — AblObICTbIK
LeLiMHIH MaHbI3bl 3/IEMEHTIHE alHalca,
aKTep aaybiCbl — AblObICTay OHEPIH
KanbinTacTbipaabl. [bliObiCTayFa — KEKe,
Jepbec eHep peTiHAE KapanTbiH KE3eH,
TyFaH cekingi. Ce6e6i, abibbiCcTayabiH, aa
©3iHAIK TapuUXxn Ke3eHaepi, KasblnTacybl
MeH gamybl 6ap. Kaszipri Tanaa, abiobicTay
OHEepiHiH arKblH amy 6eneci - Ay6nsx.
[bl6biCcTayablH, cananbl TYpPi caHanaTblH
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Oyb6nsa canacbl anemMaiK HapblKTa
KewobacTtan Typ. AMcHen KoOMNaHUACHI
OHIMIEpPiH opbIC TiNiHAE ay6nsaan XaTKkaH
Pecei eniHiH xanKbl 9KpaHaa KEHECTIK
aKTepnepaiH XapKbiH JaybICTapblH ECTiricCi
Kenepni. KantanaH6ac gayblCKa arHanfaH
onapAblH, epeKLle JayblCTapbl KEPEPMEH
KynafblHaH KeTep emec. Kazipri TaHaa
[blObIC pEXMUCCEPNEPIHIH TEXHONOMUANBIK
e3repTyfepai Xui KongaHyaaH aktep
JaybiCbl WbIHAWbIMIbIKTAH ThiM anllaxTarn,
KepepMeHre acepi asanbl. bBypblH 6yn
ajlic aca 6anKanmMaca, Kasip TbiM acipenen
KongaHazbl.

«AKTEpNEP MIHAETTI TYpPAE KOMWINiKTiH
anjblHaa anTap OMbIH OYPbIC KETKI3Y
YLWWIiH AbI6GbLICTLIH Kanawn nanga 6onfaHbiHa
3ep cajifaHbl eH» [10,34 6.]. KepepmeH
JaybICTblH TEXHUKANbIK ©3repictepre
ylblparaHablfblH 6ipAeH 6anKkanabl.
Cananbl AyHKWE Xacay XOoMblHAa ECKi
[OCTYPAEH arKblpan Kany - OYriHri
3aMaHayu aHMMaLmMs eHepiHe TOCKaybl
6onyaa. XXI Facblp KepeMeHaepiHiH
CYMIKTI MynbTdUNbMaepiHe anHanraH
«Upek», «<Malua n megseab», «<XonogHoe
cepaue», «3oMylWKa» T.6. TyblHAbINAPAbI
[blGbICTaylUbl aKTepsiepaiH AaybiCTapbiHAa
elKaHaam epeKluenikre 6ankanmansbi.
bapnblfbIHbIH gaybicTapbl 6ip-6ipnepiHe
YKCACTbIFbIHAH a)<blpaTy KMbIHFa COFafbl.
byn aHumaumsanbik dunbmaepaeri
aKTepniepae 6ypblHFbl KE3EeH aKTepnepiHe
TOH }aHAbUIbIKTbIH XOFanybl, 3KpaHaa
*Kacamnas LyHWEHIH TyyblHa cebenkep.
[epeKKe cyneHceK, MaTiHHIH e3repyi
oneM TeaTpbiHaa Y/bl TOHKEPICTEPre anbin
Kenreni 6enrini. KnaccukanblK aaebu
MoTiHAEepdiH KapananbiM aybl3-eKi Tingeri
¥eHin cenieMaepMeH anmMacybl akTepmiH,
cenney MoHepiHe ae biKnasbl 60/FaHbl
ce3ci3. Kypaeni cennemaepaiy, OpHbIH
KYHOENIKTIi KapananbiM ce3aepaiH 6acybl
aKTep AaybICblHa LWbIHAMbIIbIK 6epe TYCTI.

[ereHMeH MaTiHHIH e3repicTtepi Typanbl
TeaTp MaMaHJapbl apacbliHAa Kapama-
KaWLWbIbIKTbI NiKip/iep KajabinTackaH
6onatblH. FblIbIMK HETi3re anbiH6araH
fen auneHtaHtTM3mre 6aranaca ga,
MOTIHHIH, }eHingiri aktep gaybicblHa
LWbIHAWbINbIK 6epreHairi aHblK. byn
MOTiHHIH MaHbI3AblbIFbIH aWKbIHAAMN
Kepcetedi. TblM aCipefieHreH, KopKem
ces3aepai oKy 6apbicblHAa AayblCTaH
LWblHaMbINbLIK OoFanaabl. Jaybic
MYMKIHJIrH KepceTyre cLueHapui
GopmMaTbiHbIH Kedepri TyablpaTbiHbI
€e3ci3. MynsTdunbM ¥KaHpblHa conKec
KypblJiFaH Kenbip cueHapuinnepae
6asiHAaNTbIH CO3AiH a3Ablfbl, ANaNor
KaTapblHbIH XOKTbIFbl AblObICTAYAbIH,
KeMLLiH TyCTapblHa arHanbIn oTbIp.
HKaHbinTnaw, Mbicangap, Makan-maTern,
akK eJ/1eH, Kapa ce3, MNo33us... KenTereH Tin
TEXHMKaCblH JaMblTaTblH CO3iK Kypamaap
caxHanblK TiNAiH HEri3iH Kypanabl. Kasipri
TaHaa aKTepsiep CYMEHETIH caxHasblK Tin
TOMbIK KanblNTacTbl. TeaTp MamMaHaapbl
aKTepnepaiH caxHagarbl penaepin
GaKblflay 6apbiCblHAa CaxHasbIK Tif
3aHablIbIKTapbiH Xacan ynrepai. Onapabiy,
WblFapMallbl/iblKTapblHa Herisgene
JayblC TEXHWKaCbIHa apHanfaH GipHelle
KaTTblFynap/bl YCbIHATbIH TEOPUANBIK
eHbeKTep KenTen }apuanaHabl. bipak
[blGbICTay TiJli XXOHiHOE apHaWbl epexenep
YKasbliFaH eHOEKTIH KOKTbIH Kachbl.
K.PymaHoBa, B.Bbicoukui, A.lTanaHoB...
Ke3eHaepiHaeriaen gayblic yarinepix
3KpaHa ¥acay MYKiH 6o/iMaca aa, op
aKTepAiH e3iHAIK cenney MaHepi, TingiK
WHTOHaLMSCbl 60NYbl KaXeT AereH
TYXbIPbIM ¥acayfa 6onaabl. bipak 6enrini
Oip epexxenepre 6arblHaTbiHAAM TananTtap
KacasblHFaH/bIFbl }KOH.
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OCOBEHHOCTH 03BYYUBAHNUA UHOCTPAHHBIX AHUMALIMOHHbIX ®UJIbMOB (AUCHEM U
PYCCKUE AHUMALIMUOHHBIE ®UJIbMbI)

AHHOTaUMA

B HacTosiLLee BpeMs cyllecTByeT HEOOXOANMOCTb ONPeAeNeHNs KavyecTBa 3By4aHns MOJIOAOr0 UCKYCCTBa.
[Mpeo6pa3oBaHHas B CONIbHOE MCKYCCTBO Ka3axcKasi My/lbTUNIMKaLMS TpebyeT yrny6leHHOro M3yYeHus.
B aaHHOM cTaTbe paccMaTpmBaloTCcsl 0COOGEHHOCTU 3BYyHaHWa aHMMaLMOHHbIX GUnbMoB. O6beKTaMu
nceneaoBaHms ABNFIOTCA aHMMaUWoHHble GunbMbl IncHes n Poccmn. OCHOBHas Liefib UCcCneaoBaHus

— paccMoTpeTb 03BYYMBAHWE MHOCTPAHHbIX aHUMaLMOHHbIX GUIbMOB, BbISBUTb OCOGEHHOCTU 3BYKa U
noAYepPKHYTb BaXHOCTb 03BY4MBaHus akTepa. [10 aTo Lenun pa3obpaHbl OCHOBHbIE NpaBuia pe4yeBom

TEXHUKM aKTepa. ToNIbKO B MUPe aHUMaL MK NPOoSBAAETCS MOMHbIA NOTEHLMaN rofioca akrepa. [leno B ToMm,
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YTO B UCKYCCTBE WTIO3UW M3HU pacKpblBalOTCS pas3/inyHble ro0coBble 0CO6eHHOCTH. B cTaThe 6yaeT
NPOBEAEHO CPaBHUTENbHOE UCCeA0BaHWE aHMMALIMOHHbIX GUIbMOB ABYX CTPaH. Bo Bpems uccneaoBaHums
Bbl HangeTe HEKOTOPbIE NpaBuia, HEO6XOANMbIE 415 Pa3BUTUS rofloca aktepa nepes MUKPOPOHOM.
Mpeanaraemble NpaBuna, HEOGXOAMMbIE A5 rOfl0Ca aKTepa, NOAYEPKMUBAIOT BaXKHOCTb UCCNEIOBAHUN.
KnoueBble cnoBa: aHMMaLMs, MICKYCCTBO C/10Ba, CTU/Ib peyu, TEXHUKa 03BYy4nBaHuUS, TEMOP, MHTOHALMS,
dakKTypa, 06pas.

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

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

FEATURES SOUND OF FOREIGN ANIMATION FILMS
(DISNEY AND RUSSIAN ANIMATION FILMS)

Abstract

Currently, there is a need to determine the sound quality of young art. Transformed into solo art — Kazakh
animation requires in-depth study. This article discusses the sound features of animated films. The objects
of study are animated films of Disney and Russia. The main objective of the study is to consider the scoring
of foreign animated films, identify the features of sound and emphasize the importance of scoring an actor.
For this purpose, the basic rules of the actor’s speech technique are analyzed. Only in the world of animation
does the full potential of the actor’s voice manifest. The fact is that in the art of the illusion of life, various
voice features are revealed. The article will conduct a comparative study of animated films of the two
countries. During the study, you will find some rules necessary for developing an actor’s voice in front of a
microphone. The proposed rules required for an actor’s voice emphasize the importance of research.

Keywords: animation, locution, art word, voicing technique, timbre, intonation, texture, image.
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3AMAHAYH
KA3AK TEATP
PE)KUCCYPA-
CbIHJAF bl )KAC

ART STUDIES ‘

PE)KUCCEPJIEPIIH
KOPKEMJIIK

NN TOCIJ1LEPI MEH
SPETRNSNCS ] CTEP]

aKaaeMHsiChbl

MPHTH 18.45.07

(Anmatbl, Kazakcran)

3AMAHAYH KA3AK TEATP PEXXUCCYPACBIHAAFDbI XXAC PEXXUCCEPNEPAIH
KOPKEMJAIK TOCUIAEPI MEH 9AICTEPI

Axparna.

¥CbIHbIIbIN OTbIPFaH FbibIMW MaKanaga enimi3geri TeaTp eHepiHe KaHa TONKbIH 60/1bIN KEreH ac
pexxuccepnepain, i3geHictepi MeH cneKkTakabAepiHAeri KepKeMiK epeKLWenikTepi capanaHfaH. Pexxuccep A.
OnaH6aeBaHblH «yperiMHiH, neci» (aBTopbl A. AnamaH) ncuxo-buanKanblK Apamackl MmeH ®. Mongaranubiy,
«Kynarep» (aBTopbl M. }ymabaeB) Sound drama-CblH Heri3re ana oTblpbIf, OHAAFbI PEXUCCEPNIK d4ic Toniaepi
MEH aKTepiK oMbIH 3epTTeneai. CnektaknbaepdiH CTUNbIIK TYTacTbIFbl, PEXMCCEPAIH KOMbINbIM MAEACbIHa can
atMocdepa 6epyi, AeKopaLunanbik 6e3eHAipyi, CUMBOABIK LWelliMep, My3blKa, NacTUKanbiK 61 KUMblnLapbiH
YTbIMAbl NanganaHybl apKblibl CNEeKTaKNbAi 3aMaH TanabblHa can eTin caxHanaybl Xaw/bl auTblnagbl.

Tipek ce3paep: <Mel3Hep TEXHMKACHI», «<aANKUKaNbIK TeaTp», «Sound drama», pexxunccepnik MHTepnpeTaums,

«wKaHa Apamar, PeXUCCEPNIK dAic, CNEKTaK/b, aKTEPSiK eHep.

Kipicne aTKaH OKUFanapibl KEPEPMEHHIH K3

Enimizge 60nbin XatkaH MaeHun anablHAa XaHabl TYPE KETKi3y apKbl/ibl
e3repictep KoFaMbiMbl3aafFbl TapuxHu, aflaMHblH, XaH-ayHWeciHe Ko3Fay cana
aNeyMeTTIK KyOblbICTapMeH KaTap Aamy OTbIPbIM, CaxHaZarbl OpPEKETKE ilTEN
yCTiHAe. byriHri TaH4a TeaTpiapbiMbI3 apanacyblHa MYMKiHZiK 6epy, OHbIH,
MEMJIEKETTTIK }aHapy MEH aHFbIpy TbIICbIM KyAipeTiHe, KacueTiHe cas/bl.
YOJIbIH GapblHLLA KePCETIN Kefe Teatp Aayip anMacsbimn, *blJ1 6TKEH CaMnbIH
*atblp. «TeaTp — CUHTE3/iIK eHep» [1, TYpANi 6afbiTTa AaMu OTbIpbIn, YATTbIH,

21 6.]. ©mipae 60onFaH Hemece 60bIn epeKLuenirine 6annaHbICTbl 63iHAIK
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JapanbiKTbl KanbIiNTacTbipyFa HEMece
aHa wellimaepre HerizgenreH 3amMmaHym
KOMbINbIMAapAbl caxHanayra 6enimaenin
Kenepi. Kasak teatp eHepiHe }aHa TOSIKbIH
60/bIMN KENITEH XacC pexuccepnepimisaiy
3aMaHayu TeaTp/blH 6aFbITbl MEH dopMa
i3aey }onblHOarbl ThiH, i3AeHicTepre,
YCTaHFaH 6afbITbl MEH 8PTYP/i KEPKEM
3KCNEPUMEHTKE Bapybl KyaHTap/blK,
Kargan.

dpicrep

YaKbIT 6TKEH CalblH e1iMi3AEri }Kac
pexuccepnep xac apamaTyprrepain
LblFapManapbiH TeaTp penepTtyapbiHaH
OpblIH anyblHa aTtcanbICbin Keneai.
ConapabiH, 6ipi 2017 »binbl M. ©ye30B
aTblHAaFbl Ka3aK akaJeMuasiblK Apama
TeaTpblHAa CaxHa/aHFaH, pexuccep
Apuaaw OcnaH6aeBa MeH aApamayTpr
AnpaHa AnamaHHbIH, <KyperimHiH neci»
aTTbl cNeKTaki. ATanMblll KOMbINbIM
Kasipri »ac 6yblHHbIH anfa TapTap, 3aMaH
MoCeNEeCiH KeTepyiMeH epeKLleneHei.
TypMbICKa LblKNaFaH Kbl34blH,
TafblPblH CYPETTENTIH Kapananblm
api ApamaTtyprusasblK TYpFblaaH a/1Ci3
*KasbljiFraH Oy NbecaHbl perxnccypa

FaHa KyTKap/bl leCeK KaTenecrnenmis.
CrieKTaK/be pexxnccep KeninkepiHiH, ilki
anKanblH, TYPMbICKA LblKMan OTbIPbIMN
KanyblHbIH cebenTepiH awyaa naacTUKanbiK
OV KMMbISIAAPbIH YThIMAbl KONAAHbIM,
ncuxo-dbusnKanblK GopmMara canfaH.

K. C. CTaHUCNaBCKUIN TEXHUKACbIMEH

Koca «PunsnKkanblK Teatp», b. bpextTiH
«OKLUaynaHy afici», <MenseHep TeXHUKachbl»
CbIHAbI 8icTepai KonaaHa OTbIPbIM, akTep
OENHECIH allyMEH PEXUCCEPTIIK ThbiH,
naesnapbiMeEH epeKLleneHemi.

ArbiMaarbl Xbinbl . Mycipenos
aTblHAAFbl Ka3dak MemMneKkeTTiK
aKagemusanblK 6ananap MeH
»acecnipimaep teaTtpbiHaa l.
HKaHcyripoBTbIH «Kynarep» CIOXKeTTIK
noamacblH caxHanaraH ®. MongaranuabiH
pexuccepnik agic-Tecinaepine ae
TOKTanfaHbl }eH Kepaik. byriHge Teatp
OHepiHAE ThiH naesnapbIMeEH TaHblbIM
XYPreH pexxuccep 6y KomblnbiMAb!
3aMaHayu Ke3KapacrneH, OyriHri KyHHiH
KepKeMAiK-caxHaslblK TanabbiMeH
Kepkemaern, «Sound drama» }aHpblHbIH,
3NIeMeHTTEpPI MeH KaTap xopeorpadusanblK
Ou KO3FanbICTapblH KONAaHFaH.

1 cypet. *KyperimHiH neci» ncuxo-dpuanKkanslik gpamacsl. 201 7xbin. Japura — aktpuca C. Pean bnaHka,

[y6anparbl XiriT — aktep F. OcnaHoBs. Kotowbl-pexuccepi: A. OcnaH6aeBa. ABTopbl: A. AnamaH.
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HKoFfapsbl a atanfaH pexuccep
KOMblbIMAapbIHbIH CbIPTKbI popmach! aa,
aKKTepnepaiH Keninkep MiHe3iH comgaybl
Ja webep KepceTinreH. Hotmxkecinae
KOPKEMAiK TyTacTblfbl CaKTaslFaH
cneKTanbAepai Kepe anablK.

2 cypeT. JKyperiMHiH neci» cnekTakniHiH apuwacol.
Kotowbl-perkunccepi: A. OcnaH6aeBa.
AsTopbl: A. AnamaH. 2017 »bin.

HoeTuxenep

Pexxunccep A. OcnaH6aeBaHbIH,
«KyperimHiH neci» (1, 2 cyper)
CMNeKTaKiHae 3alfa KipreH KepepmeH
6ipaeH creKTak/b atMmocdepachbIH
6epeTiH JapuraHbl (C. Pean bnaHKo)
Kepeai. On ycTiHae caxHada XKypreH 38
*acap [Japura e3iHiH, ilKi }XaH-a/1eMiMeH
apnanbicbln, TONFaHbIN OTbIPFaH KesiHae
Kbl3gap 6eMHeciHae LbIKKaH OHbIH
OTKEH XacTapblH(BO3pacCT) KepeMis.

CaxHapgafbl TOFbI3 Kbl3 38 KacbiMeH

Katap, CUMBOJIMKAlbIK MafblHaa Aa
KonaaHblnFaH. AFHNU, TOFbI3 Kbl3- e
aHaHblH TOFbI3 @l KYpcaK KeTepyiH
6ingipce, 6ipae JapwufaHblH cblngblipan

eTe WbIKKaH eMipiH 6aaHaan XatkaHaan.
CoHbIMEH KaTap, @p Kbl34blH KacblHa ap
acTblK WafblHa 6apFaHaan XaKblHaan
«MeH ocbl YaKbITKa AENiH He BiTipaim?»
«MeHeH KaHaawn Katenik KeTTi? Kan xepaeH
Wwasnbic 6acTbiM?» — JEereH cypakTapMeH
e3iHe 6apnay acanabl. Ocbl COTTEH KeWiH
¥aH-AyHMECIMEH apnanbICbiM, KMHaNy
caxHacblH apnasnbICy CaTiH pexuccep
nnacTuKasnblK 61 KMMbliAapbIMEH
KepceTKeH. [lapufaHblH, }aH-KaKTaH
KOpLLan OMblIH Xerigewn ereH «Kacrapbl»
CYpPaKTbIH acTblHa anbin TYHLbIKTbIpFaHaam.
OTKeHiHe KaWTa opasbln, Ken coTTepai
e3reptce 6bacKanan Kyn Kewep me efi
JereH ov TyblHAanabl. bipae Kepepmerre
Kapan a/1IEHEHI alTbIN aKTanfFbICbl KENreH
[apuraHbl KOPKbIHbIL NEeH YAT Kibepmen
©3iHiH aneMiHe KalTa CcyblpbIn anagbl. byn
peTTe caxHagafbl JapuFaHblH acTbIK
LaKTapblH 6eMHENEN XKypreH Kobldaap
TynMenaKTapabl Tepin oHbIH 6eTiHe 6achbin,
Oip KaTeNiKTIH XXyperiHae MoHri aaK 6on
KanapblH MeH3enai. «Tyumeaax» rynid
CUMBOJIMKAlbIK MaFblHaia affaH pexxuccep
TasanblK NeH NaKTiKTiH, MaxabbaTKa AereH
CEHiIMHIH [apuraHblH, XaHblH Xerigen

e, ilWTen ThipHan eWwnenTiH aaK 60bIn
KanfaHblH auTabl. YW XXUHACTbIPbIN
XypreH aHcas, JapuraHblH KYpObICbl api
YH WapyacblHa KeMeKLUici abancbl3gaH
JapuraHblH, OCbl YaKblTKa AEWiIH KaFasra
a3blMN KeIreH onnapbiH, 6enricia oMaaH
KypanfaH naeanblHa ya3faH xaTrapabl
Wwalbin anagbl. Ocbl CoOTTe allyFa canblHFaH
[apura KypbbIiCbIMEH YPbICKa TyCE OTbIPbIN
iLiHe *XWHanbIN KanfaH 6ap peHill eKkneciH
MOHOJSIOITEH XeTKiseni. byn KepiHicte
«MeWn3Hep TEXHUKACbIHbIH, 3N1EMEHTTEPIH»
OanKayra 6onaabl. AFHKU, KERinKepnep
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6ip ce3ai 6ipHelle peT WhIpbIKTaTy
apKblnbl antagbl. Jan ocbiHaan «<MensHep
TeXHUKacCbIHbIH» anemeHTTepi Jybangarol
XiritneH JapuraHblH apacblHAAFbl
Ke3aecy caxHacblHAa KongaHbliagbl.
HKannbl, 6y atanMbll TEXHUKA aKTePAiH
NMCUXONIOTUACKIH allyFa, api eKi Keninkep
apacblHAaFbl Y3bIH-COHap Ananortapabl
KbICKapTbIN, 6ip ce3ai TYp/eHaipy apKblibl
9pPEKETKE Kypblnaabl. JpamMatyprusnbik
LWblFapMaHblH KyLli 91ci3 60/iFaHAbIKTaH
OCbIHAaM aneMeHTTep pexunccypana *ui
KongaHbinagbl. KOnbINbIMHbIH Nbecanblk
OJIKbINbIKTAPbIH }abyFa pexuccepnik
lewimaep MeH aaictep, akTepnik oMblH
dJicTepi YIKEH poSib aTKapabl.

Ochbl caxHagaH CoH 6acTbl KeninKepaiH
30 »KacTafbl yaKblTblHa ayblCaTblHbIMbI3/bl
Kypobicbl }aHcasgaH ectumis. Cebebi, on
JapufaHblH 8P MOHOJIOTbIHAH COH, KENiNKep
*acblH 6asHaan oTbipaabl. MaHcasHbIH
60KblHaH Aa «dU3nKanblK» 63repictep
6ankanmbl3. Mbicanbl, JapuraHblH,

38 *acblHaa *KaHcas yw 6ananbl aHa
OENHECIH LWapLUaHKbl, 63iHE KapayFa
YyaKbITbl }XOK anenai kepcetce, 30 xacblHaa
asFbl ayblp aHa 6aKblTblH €HAI ce3iHreni
aTKaH WarblH cypeTTenai. Aktpuca .
HbirmeTynmMHa aHcascblHaH Kepi ecy
NPOLLECCIH WebepnikneH 6eprex.

[apuraHblH TYPMbIC KypMaybl, aHasblK,
Maxab06aTTbl 0N Aa CE3iHTiCi KeNreHiH,
Maxab0aTTbl aHCANTbIHbIH «MTaCTUKabIK
OW» WelwiMmaepi apKblibl XXeTKi3eaqi.
Pexkuccep cneKkTaknberi yw Kypamaarbl
[apwura poniH comaayllbl akTpucanapra
MNPOBMU3aLMA KacayFa epKiHAiK 6epreH.
Keninkep anHanapra »apaTKaHHaH XaKchbl
ap, TEHiH cypan TineriH xasagbl.

CypeTuwi K. XanblKoB MNeH pexxuccep
A. OcnaHb6aeBa caxHaja AeKopaLMsaCblH
MWUHUMaM3MMEH KOPCETY apKbl/ibl,
aKTePNiK OMbIH MEH pPeXUccepniK
lwewimaepai CMMBOMMKaHbI KonjaHa
OTbIpa YTbIM/bl LWELlYAi MaKcaT TYTKaH.
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Mbicanbl: feKopauma pPeTiHAE iyni TYypFaH
«LennodaH»- KerinKepiHiH, ilKi anemix
6inaipce, KBPEPMEH 3albl — OHbIH, CbIPTKbI
afieMi peTiHae anbiHFaH. OHbl 6i3 KOMbIIbIM
6oubl «LiennodaH» MEH KOPEPMEHHIH,

€Ki opTacblHAa XYPreH Keninkepain,
TYPNeHYiHEH aHFapaMmbI3.

KoWblIbIMHbIH, OMbIH alUTaTbIH
CUMBOSbIK PEKBU3UT-Kepae Teceyni
YaTKaH eKi MeTpiK uennodaH GuHanbiK
caxHafJa faHa 3 pPOoJiH aTKaparTbl.
JapuraHblH He YLWiH KMHaNbIMN, 6TKEH
YacTapblHaH He i3[4en YPreHiH-KkepepmeH
oCbl Ke3/e FaHa TyciHefi. OcblaaH, anen
MEH epPKeK apacblHAarbl «4aKpasblK
6alnaHbIC» NEH YMIT, MOKTIKTiH, CUBBOJIbI
Jen TyciHyre 6onagbl. CneKTaknbiH
My3blKacblHa ja aca MaH 6epifreHi
cesinin xartrbl. LLleT enaik eyeHaepaeH
KypacTblpbl/ica a op KEMINKEPIHiH,
9p caxHaHblH aTMocdepachbiH 6arbiTa
TYCKEH, 91€TTe Ken ThiHAana 6epMEnTiH,
XallblKKa TaHCbIK 8yeHAepaiH CTUNbAIK
epekuwenikrepi ae 6enek. «Coco Rosie
Dizzy dog» my3blkacbl [JapuraHblH cobu
aHcan, KyllafblHa 6anacblH affaHaan
TebipeHin nnacTMKaMeH KepceTy CaTiHAg,
YapaTKaHMEH Cbipnacybl caxHacblHAa,
aKTepaiH cesiHy npolecciHae YIKeH poJib
atkapabl. lbecapa - [lapufaHblH XxaTTapblH
canatblH Kymblpa CneKTaKk/ibae anHa
60nbIN e3reprex. Janipek antkanaa,
con inyni TypFaH anHanap esrere
aKTapFfbICbl KEJIMENTIH iLKi onemiHaen.
BacTbl Keninkep dapuraHblH, 38-30-23
YacTapbl Kepi CypeTTeNeTiH WhiFapMaaarbl
Keninkep MoHOJIOrTapbl MEH AnanortapblH
pexuccep ceare FaHa KypMan GU3MKanblK
ajictepai KongaHraH. lybanaarsl lapura
MeH XiriTTiH Maxab66aTbl, apajafbl
Kenicneywinikrepi xopeorpadusnbiK
OU KUMbIgapbl apKbibl WeLinin
CMEeKTaK/bAiH TEMNOPUTMIH Ty3enai.

«Kynarep» CUbIKTbI Ka3ak
oaebueTimiageri 6atbipnap
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¥blpnapblHAafbl, 3NOCTbIK AacTaHAap MeH
noamanaparbl 6acTbl KENiNKepnepaix,
6aTtblipnapablH, COHbIMEH Katap Tapuxu
TYNfanapiblH KacblHAa eMipniK cepiriHe
avHanfaH TyinapnapbiHblH 601FaHAbIFbI
Oapluafra asH.

LUbIMbINAbIK allbl/IbICbIMEH CaxHaHbIH,
€Ki WweTiHeH Kapa Kuimaeri KaHatTbl
MeH KapT AKaHabl Kepemis. KaHatTbl —
KynarepaiH 6acbiHa TYCKEH eiM MeH AKaH
6acblHAaFbl Kanfbl PETIHAE PEXMUCCEPIIK
KUsingaH KypanraH CUMBONAbIK 6erHe.
AKtnca I bBanbocbiHoBa KaHaTTbiHbI
MUCTEPUSSIBbIK KERINKepre ToH o6pa3
*Kacar, gayblc Tem6pniepiHe cabin
6acKa KeurinkepnepaeH epeKwe
ceunneyi cnexktak/ib atMmocdpepachbiH
6epyne coTTi WhiFapa angbl. *Kannbl
WblFAapMaHbl caxHa TiniMeH cennety
¥ONblHAA perXuccepaiH Typni popma
MeH aJicTepai KongaHrFaHbl KepiHin Typ.
MaceneH, CrneKTtakbae Keninkep iciHe,
9peKeTiHe aBTOP/IblK CO3 apKbl/ibl 6ara
6epyi ceKingi b. bpexTTiH «3anunKanblK
TeaTpblHbIH» dICTEPI e KoNAaHbl/IFaH.
BpexT «3nuKanblK Teatp TEOPUAChI»
eHberiHae «OTHOWeHWe aKTepa K NybanKe
[I0JI}KHO ObITb COBEPLLUEHHO CBOOOAHBIM
n HenocpeacTBeHHbIM. OH NPOCTO Xo4eT
YTO-TO COOOBLLNTb M NPEACTaBUTb EN,
M NO3MLMSA NPOCTO COOBLAoLLErO U
npeacraBnsoLULero 4oMKHa Tenepb cTaTb
OCHOBOM BCEX ero AencTeum» [2, 56
0.] — AeMeKLi, cneKTakIbae 3nNuKasblK
TeaTp TEOPUSACHIHbIH a3blnyblHa HEri3
60JIFaH TEPTiHLWI KabblpFaHblH 60/Maybl,
SIFHWU KOPEPMEH MEH CaxHa apacbliHAaFbl
GannaHbIC }aKCbl OpHaTbINIFaH.
Keninkepnep TeK 63 C63iH anTymMeH
KaTap aBTOpP/bIK ce3aepai e cennenai.
KynarepaiH, enep caxHacblHAafbl
MOHONOrbIHAA Aa COM dAiC KonaaHblFaH.
ApKaHblH, Kepbe3s cynly KeKleTaybl
alblHa, OHbIH TabUFaTbl XaKblHAa CbIp
lwepTreHae CafbiHaWablH, acbiHa XUHasFaH

xanblK «MaHMaHrep» aHiH 3aMmaHym
OpblHAAKM OTbIpa, KeNeci opeKeTTe xepae
aTbIM, N1acTKasablK 6U KMMbIAapbIMEH
Oipae WanfblH WenTiH, XXahKanfaH
ryngepaid 6enMHeciH KepceTce, eHai 6ipae
afbliM XXaTKaH e3eH-KenaepaiH 6enHeciHe
anHanfaHgan. 9cem ayeHMeH GannaHbica
OTblpa KMMblfigaraH bunep Kasak WepiHiH,
CYNyNbIfFbIHAH, XanblK ASCTYPIHEH CbIP
lepTeli, COHbIMEH KaTap Kynak KypblLblH
KaHAblpap AKaH aHepiHiH aCKaKTbIFbIH
cesiHeMis.

OAuckKyccusn

«KyperimMHiH neci» cnexkTakni }anblHaa
TeaTpTaHyllbl, eHEPTAHY KaHanaaTbl A.
Epkeban «CnekTaKnbi NCMXo-Gu3nKanbiK
YKaHp Aen XacTblK MaKcuMaan3aMMeH
aTafaH gpamMartypr neH pexuccepain,
TaHAEeMiH KongayFra TbIPbICTbIK.
[ereHmeH e, Kasipri Tanga 6y aHpfa
OYECTEHTEH }KacTap 63 MYMKIHIKTEPIH
TOJbIK NanjanaHa anMaraHbl OKiHiLWTi.
AKTpUCca anfbl3 KasbllN MOHOMNOIbIH
OKbIFaH caxHaga OCbl MNCUX0-PpU3nKanblK
opeKeTTep Tanuwbl 6onabl...» [3] — aen
©3 NiKipiH }as3faH 6onaTtbiH. Ananaa,
CMNEKTaK/bAEe aKTePiK YW KypaMMeH
YKYMBbIC ¥acasFaHblH eCKepceK yL
KypaMHbIH ywweyiHae Japura 6eriHeciH
comMAaraH aKTpucanap KOmbIIbIM aHpPbIH
op TypAe KeTKi3ai. bipiHwi Kypamaarbl
akTpuca C. Pean bnaHKo oMblHbIHAH
JpamanblK opeKeTTepai XKiTi 6anKacak,
9. CannayoBa comaaraH [apura Myngem
6enek, ap co3iH Ncnxo-dGuU3nKanblK
aHpMeH 6annaHbICTbIPbIN, Kbl3Y-KaHabl
[apvfaHbl )acafaHblH KepeMis. byn
9. CannayoBaHblH, pexuccep 6afbiT-
GafgapblH TONbIKTaM TYCIHIM, HAKTbI XXETKi3e
OinreH Kecek 6enHe. An ywiHWwi Kypamaarbl
IWbIHFbIcOBa coMaaraH [Japura 6enHeci
Menoapamara 6acblM, OHbl 6i3 aKTPUCaHbIH,
KOHbIP YHI MEH aMOLMACBIHa Kapan anTa
anambl3. ©. CannayoBaHblH [dapuracol
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6ipae MyHanca 6ipae KeHingi, caxHa
KEeHICTiriH epKiH MEeHreprex, ap KUMbl/bl
aKTanbIn TypAbl. ©3 KeNinKepiH ocblnanwa
TYPNi XapaKTepiepMeH XETKi3reH aktpuca
poni atanMbllL NCUXO-OUSUKAIbIK BPEKETKE
KYPblIFaH geyre Heria 6ap.

«Kynarep» sound-drama-cblHafbl
6ip-6ipiMeH GannaHbica OTbIPbIN Y3inicci3
YanFackaH KepiHicte CaFblHanblH acbliHa
AKaH KeninTi gereHai ecTin, 6yfaH AeniH Tex
aTblH FaHa ecTireH KynarepfiH KecKiHiHe
KeHiNi TonMaraH ToobIp «Cannbl epiH, cana
CyMeK, canbblp TipceKk» agen Tynnapasbl
MEHCIHOEereH cblHal TaHbITaTbIHbIH
Kepewmis. Ocbl TyCTafFbl aT TaHyAblH Webepi
KypeHo6an poninaeri Carbi3ban KapabanuH
Tynapabl YPKITY apKblibl OHbIH 60IMbICbIH
TaHbIN 6iMeK 60naabl. AKTEP KanTa-KanTa
KaMLLbICbIH COKKaHaa Kynarep (aktep
M. CabuToB) ceKipe wayblin, acaysblfbiH
KOPCETIMN XaHblHa MeCiHeH BacKa erge
afamabl xonaTtnanTbiHbIH 6aKanMbl3.
Ocbl opanga, ®. Mongaranuain,
perunccepnik Mmakcatol — Kynarepgin,
MiHEe3iH, epeKlLle KapaTbl/bICblH, TEKTINIrH
YKOFapbl KOPCETIN, OHbIH AKaHFa fereH
afjangbifblH 6anKaty 6onFaH. Okura
Menici alaM MeH XblKbl apacblHAafbl
KaKTbIFbICMEH epbireH KomblnbiMaa
pexuccep MMU3aHcLeHachl aa ageMi
KypblnFaH. OHbl 6i3 KaHaTTbl MeH KapT
AKaH caxHanacblHaH, AKkaH MeH baTtbipall
caxHacblHaH Aa aHfFapambl3. baTtbipalu
poniHaeri aktep PaxmaH OMapoBTbIH,
OWbIHbI eKiHWIi Kypamaarbl PicnaH AxmeToB
OWbIHbIMEH CaslbICTbipFaHda e3relue
acep Kanabipabl. Kepbe3ageHe 6acKaH
9p0Bip Kagambl, AKaHHbIH JapblHbIH, OHbIH,
afamMu 601MbICbIH MOMbIHAAMANTbIH
batblpall 6erHeciHeH, Kynarepai Kepin
ilTEM apaM-NMnUFblObl XXaH eKeHi akTepaiH,
Ke3iHeH, bIM-UllapaTbiHaH 6arKanabl.
KypeHban Ke3i xeTin Kynarepre taMcaHbin
MaKTaraHaa, batbipalTbiH AKaHFa con
OTTbl K&3IMEH YLLKbIH Liallia }anT Kapaybl

96

[a caTTi KepceTinreH. An, AKaHHbIH,
poniHaeri Typ-TyiFanapbl KenickeH Eain
Pama3aHoB MeH eKiHLi Kypamaarbl 9ceT
MUmaHFanueBTiH ponbaepiH anTbin etcek E.
Pama3aHoBTbIH AKaHbl - 63iHE ToH 94€eMi
KOHbIP AaybICblH FaHa KepceTe anfaH. On
AKaHHbIH «MaHMaHrep», «LLibipmaybiK»,
«Kynarep» aHAepiH KeNicTi opblHAaybIMEH
KepepMeHre epeKLle acep ETKEHI CO3Ci3.
BipiHiKi My3blKanblK KeninTeri akaH 6osca,
eKiHLWici ApamanblK akaH 6enHeciHe
¥aKblH 60n4bl. Bipak, AKaH eH anjbiMeH
cepi TaHbINbIN KenreH agam. An cepire

TOH MiHE3/[i eKi aKTepAiH OMblHbIHAH Aa
Kepe anmagblK. AKTepriep KeninkepiHiH
CbIPTKbl OEMHECIH }acaraHbIMEH iLLKi
oNneMiH ce3aipTe anmMagbl. ©1in }atkaH
Kynarepai kepreH AKaH anfalbiHaa
Ty/napblHaH anblpblIFaHbIH 63 Ke3iHe o3I
ceHben Tepic anHanbin, a3 Kigipe KanTta
opanbin, KynarepaiH *aHblHa KENreHHeH
KeWniH FaHa 60/1FaH afaanabl TYCiHei.
Ocbl TyCTa Aa aKTep CepiHiH, iWTi *apbln
LbIKKaH KaWFbICbIH ce3aipTe anmajbl.
E.PamasaHoBTbIHAa O©. IMaHFanmneBTiH

Ae AKaHbl KaHgan Kanfbl 6o51ca aa
KOHreH, KeTepe anatbliH, XafFbl3
cepiriHeH anbipblaca Aa cblp 6EPMENTIH,
KaHaan Kanfbl-KacipeT 60JICbIH iWTe
CaKTaWTblH agam 60bin WhiKKaH. Ocbl
peTTe, TeaTpTanylbl 3. UcnambaeBaHbIH,
CMEeKTaK/b XaWblHAa Xa3faH: «...AKTepPAiH
«ban-6an, 6an-6an!» gereH anrarmmer
FaHa YKOKTaybl, HaKTbICbIH alTKaHAa,
CEpPiHiH KanFbICbIH Binaipyre iwTi epTereH
KYMiHilINeH, e3rewe SMOLMSAMEH,
NCUXONOTUSANbIK KYW3ENY XONbIMEH EMEC,
KepiciHwe CbIpTKbl 8icneH, aaybIC-YHiHiH
6apbliHLWa 6acbIMAbIbIFbIMEH Kenyi
KeuninkepaiH 60/IMbICbIH allblin 6epe anfaH
WOK» [4, 1 6.] — gereH, «<Kynarep enreHHeH
KEeWiHri e3 eniHe KeTyre blHfaWaHFaH
coTiHae AKkaH baTbipallKa Kapaw 6aFbiTTan,
allbl 3anpaHfa ToNbl «<Kynarep» oHiH
opblHAanabl. an capbiHaa 6actanbin,
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epicTen Kese alllbl OKCiKKe ynacKkaH 6y
ayeH 6ipTe-6ipTe co3blbIN, ayblpnan
Tycegi, CenTin KaHblne3ep 6ure KaTtan yKim
lWblFapfaHaan 6onanbl. JereHMeH aktep
eMip/ie ¥aH }ongachl, KUMac cepiri 6osraH
CON COUTYNIKTIH, KYWITiIHEH, KycaNbIKTaH
e/ireH, }azbanapaa «<AgaMHblH Naguwachbl»
[en cypetrenreHi AKaHHbIH Tpareanssblik
KYMiH XKepiHe xeTKise anmagabl.» [4, 2

6.] — nikipiMeH KeniceMis. Pexuccep
TY}bIPbIMbl O0MbIHLIA anablHFbI M1aHFa
WbIkKaH Kynarep 6ennecingeri M. CobutoB
XbIJTKbl TAOUFaTbIHA TOH 60/IMbIC-BITIMIH,
acay MiHe3iH CbIPTKbl M1aCTUKaCbIMEH,
KNUMbIJ1-KO3FasibiICTapPbIMEH yCTaM/bl
KepceTe OTbIPbIN 9P Ke3-KapacbIMEH
YeTKi3reH. byn Kynarep eKiHwWwi KypamMmaarbl
M. PaxmeT comaaraH Kynarep 6emMHeciHeH
anaeKanaa canmMaKkTblpaK LblKKaH, ap
caxHacblHAa ¥aHyap/blH, ilKi TeGipeHiciH
cese angblk. CoHbIMEH KaTtap, akTep

YLLUIH A€ Ce3Ci3 TEK CbIPTKbl 9PEKETNEH
06pa3s )acay KublHbipaK. Onan aeyimisai
ceb6ebi, cneKkTak/bAiH COHFbl PMHaNbIHAA
FaHa Kynarep yH Katafbl KillKeHe FaHa
MOHONOrbIHAA 6ap iWKi aKanblH Xanbin
canafbl. Ocbl caxHa Kynarep o6pasblHbiH,
LIapbIKTay LWeriHaen KepceTinyi Kepek

efi. Ananaa, cneKktak/ib 60Mbl GU3UKaNbIK
TYPFblga KMMbIIAan wapluan KanfaH
Kynarep obpasblHaafbl eKi akTepaiH ae

COHFbl MOHOJIOTbI OMAaFblAan WhIKNaraHbl
KepiHin Typ. An cneKTakbdiH YTbiMAbl
WbIKKaH caxHanapbl atrapAblH, WabblCbICbIH
TYSKTapabl NnanganaHy apKbliibl 3QdEKTMNEH
WhIKKaH. CneKTaK/b XaHpblHa TOH HaFbI3
caxHaMaH «Sound drama»-nblK 84icTi Ae
OCbl caxHafaH Kepemis.

KopbiTbIHABI

M. Dye30B aTblHAAFbl MEMIEKETTIK
Kasak akageMusblK pamMa TeaTpbl MeH F.
MycipenoB aTblHAafbl Ka3ak MeMJIEKETTIK
Gananap MeH Xacecnipimaep TeaTtpbliHbIH,
penepTtyapbiHaH anblHFaH «KyperimMmHiH
neci», «<Kynarep» cnexktakibgepiHeH
Kasipri Teatp caxHacbiHAa 60/1bIM KaTKaH
perKUccepniKk }¥aHasnablKTap MEH aKTepliK
OWbIH }aWblHAA KbliCKalla anTbin, Tajaaan
OTTIK.

TeaTpAblH HEri3ri Tiperi pexuccypa
[leCEeK, CON YNTTbIK peXuccypamMbl3/bliH,
JaMyblHOaFbl KO XETKi3reH eTicTiKTep
ne a3 emec. CoHblIH 6ip goneni peTiHae
Heri3re ana TblpblM KapacTbipFaH
perunccepnepiiH oCbl CNeKTaKIbaepi
ac Ta 6onca i3fgeHin, Kanbintachbin,
JaMblIN Kene XaTKaHAblfbIHbIH anfafbl.
HKac pexuccepnepaid, ocbiHaam TypAi
TaKblpblnTa TYpAi wewimaep Tabybl
3aMaHayu Kasak TeaTpbl YLiH eTe
MaHbl3abl KYOblbIC.
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E. OGaeB
Kasaxckasi HayuoHanbHasi akademusi uckyccms um. T. K. )KypeeHoea
(Anmamsl, KazaxcmaH)

XYAOXKECTBEHHbIE NPUEMbI U METO[bl MOJ10AbIX PEXXUCCEPOB B PEXXUCCYPE
COBPEMEHHOI0 KABAXCKOI'O TEATPA

AHHOTaUMA

B npegnaraeMon Hay4HOM cTaTbe pacCcMaTpUBalOTCS XyLOXKECTBEHHbIE 0COOEHHOCTU B NOUCKaX U
CMNEKTaK/IAX MOSTIOAbIX PEXMCCEPOB, CTABLUMX HOBOW BOJTHOM TeaTpasibHOro UCKyCcCTBa CTpaHbl. Ha ocHoBe
ncmxodusunyeckomn apamol «KyperimHiH neci» pexxuccepa A. OnaH6aeBor (aBTop A. AnamaH) 1 Sound drama
«Kynarep» ®. Mongaranuesa (aBtop M. ymabaeB) U3y4atoTCs PEXMUCCEPCKUE MPUEMBI U aKTEPCKas urpa.
PacckasblBaeTcs 0 CTUANCTUYECKOM LLeNOCTHOCTHM CrieKTakien, atmochepe pexxmuccepa B COOTBETCTBUM C
naeen NOCTaHOBKM, EeKOPaLMOHHOM 0DOPMIIEHNN, CUMBOJIMYECKUX PELLEHUSAX, UCMONIb30BAHUM MY3bIKH,
NNacTUYECKMX TaHLeBaNbHbIX ABUKEHWUN.

KnoueBble cnoBa: «TexHMKka Mensepar, «xann4yeckuni teatpr, «Sound drama», pexxuccepckas

MHTepnpeTauus, <HoBas apamar, PEXUCCEPCKUI METO/, CNIEKTaK/b, aKTEPCKOE UCKYCCTBO.

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

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

®OPMHWUPOBAHME ARTISTIC TECHNIQUES AND METHODS OF YOUNG DIRECTORS IN DIRECTING
MODERN KAZAKH THEATER

Abstract.

This scientific article examines the artistic features in the search and performances of young Directors who
have become a new wave to the theatrical art of the country.

Based on the psycho-physical drama "Zhuregimnin lesi” (The owner of my Heart) directed by A. Opanbayeva
(author A. Alaman) and the Sound drama "Kulager” by F. Moldagaliev (author M. Zhumabayev), we study
directing techniques and acting. It tells about the stylistic integrity of the performances, the atmosphere of
the Director in accordance with the idea of the production, decorative design, symbolic solutions, the use of
music, plastic dance movements.

” o n o

Keyword: "Mazer technique”, "epic theater”, "Sound drama”, Director’s interpretation,” New drama”,

Director’s method, performance, acting.
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KA3AK
CAXHACDBIHIAFbI
«ACAYTA TYCAY»

CIEKTAKJIIHIH,
PYXAHHU

KYH/blJIbItbl

A. K. UMAHBEKOBA !

'T. K. )Kyprenos aTeiinarst Kazax YATTbIK oHep
aKajleMUsIChl,

(Anmarsl, Kazakcran)

KA3AK CAXHACBIHAFbI <ACAYFA T¥CAY» CNIEKTAK/NIIHIH PYXAHH
K¥HAbUIbIFbI

AHpaaTna

Makanaga Ka3ak TeaTpbliHAarbl Y. LLekcnupaiH «AcayFa Tycay» NbecacblHblH Ka3akK TifliHe ayaapbliybl, OHbIH,
caxHanaHy Tapuxbl, XXaHalla UHTepnpeTaumananybl avtbinagbl. COHbIMEH KaTap KOWbINbIMHbIH, peXuccepnik
LewimiHaeri })aHanblKTap MEH aKTep/liK OMbIHAAFbI i3AEHICTEp, cLueHorpadusaaarbl CaxHa KEHICTITiHIH
urepinyi ae FbiNbIMKU TYPFbIAa@ KamTbiNbIM, TEPEH 3epTTenedi. 3epTrey 6apbiCbiHAa CNEeKTaKAbAiH 6YriHri TeaTp

yAepiciHaeri anaTblH OPHbI, MaHbI3AblNbIFbl, PyXaHW KYHAbIbIFbl Aa €63 60/bIM, HEri3ri penepTyapnblK Kynere

HerisgenreH Kasak TeaTpblHbIH XETICTIKTEPI MEH KEMILLIH TyCTapblH 6aFramaayra MYMKIHAIK 6epeTiHi e

anKblHAanabl.

Tipek ce3aep: Nbeca, KoWblbIM, KOMEAMA, PENEPTYap, PEXMCCEP, aKTep, Kasak Teatpsl, Y. Lekcnup..

Kipicne

KoFaMHbIH, }annbsl agamsar
6anacblHblH MacenenepiH KetTepy apKblibl
XallbIKTbIH, MYH-MYKTaXblH XeTKi3in,
aKTyangpl WblFapManapbiMeH TapuxTa
KanfaH TynFanap 6aplbiliblK. YUNbaM
LLekcnup, XKaH batuct Monbep, Aban,
MyxTap 9ye30B CUAKTbl GEHOMEH 6O0bIN
TabblFaH ybl Xas3ylWblnapabl i3AeNTiHIMI3
aHblK. Onap 3amaH e3repreHimMeH agam
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e3repmeK emec. CoHAbIKTaH, oflapiblH,
LblFapManapbliHa YHEMI KanTa opa/ibin
OTbIPaTbIHbIMbI3 [1a 3aHbl/bIK.

COHbIH, iWiHAe WamaMeH 6ec Facblp
OYpblIH }a3binFaH Y. Lekecnupaiy,
Tpareguanapsl, Tapuxu wexipenepi
MeH KomMeausanapbl oMi KyHre aeniH
KepepmeHaepai TebipeHTnen Konmanabl.
oneMm TeaTpnapblHbIH €H 03blK AereH
pexxuccepnepi MeH TaHbIMas akTepnepi
afbl1LlWbIH ApaMaTyprbiHbIH WbiFapMaiapblH
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KOO/lbl XXOHE OHAa OMHayabl 6aKbIT,

KypMeT fen ecentenfi. Kasak teatptaHy
FbITbIMbIHbIH, KeLb6acLbiCbl KarKbiKymap
KyaHAblKOBTbIH CO3IMEH alnTKaHAa:
«AKTepnep MageHueTi MeH WwebepniriHe
CblH 60nap 6aplara 6MiK 6ip acy — Bunbsam
Wekcnup» [1, 217 6.].

Y. lLlekcnup weiFapManapbiHblH Ka3aK
caxHacblHa KefnyiH 6enrini TeatpTaHyLbl-
FanbiM KaxXbikymap KyaHablKOB
eHOBEeKTepiHEH KapacTbhlpcak, Ka3aK
TeaTpbl anfallKbl KagaMblHaH 6acTtan-ak
anemMaiK ApamMatypruaHblH O3blK YArinepi
urepyre 3ep casifaHblH 6inemis. 9nemaik
KJlacCuKara, OHblIH, iWwiHae Lekecnnpain
TyblHAblNapblHa anfall KalamM XacarFaH
pexuccep Hymart LLlaHWH ekeHairiH
atan eTKeHiH 6arKarMbl3. Ocbl KMbIH
[la YayanTbl *XYKTi MOWHbIHa anbln e3
JeHreniHae crneKkTaknbii caxHanaraH
epXKYPEK pexuccep peTiHae TaHUMbI3
[1,246.].

odpicrep

ATanmbll TaKblpbINTbl 3epTTEYAE
canbICTbipMasbl-repMeHeBTUKaNbIK Tanaay
aaictepi KonaaHbingbl. CaxHanaHbin
OTbIpFaH CMEeKTaK/b/iH caxHanaHy
TapuxblHa TOKTaNy KOMbINbIMHbIH, GYTiHTi
TaH4aFbl MHTEPNPETALMACBIH KapacTbIpbIn,
aHalla WwewiMmaepai ankbliHaayFa CenTiriH
Turizeni. CoHbIMeH KaTtap, 6ipwama teatp
3epTTeyLinepiHib, TeaTpTaHyLWwbl1apabiy,
eHOeKTepiHe cinTeme 6epy apKbibl
TaKbIPbINTbIH TAPUXU-MBAEHW acneKTinepi
[le KapacTbIpblbIn, KaMTbINAbI.

HoTuxxenep

KasaK TeaTpblHbIH TapUXbiHAA
Y.leKcnunpain Tycaybl eH anfall pet
1927 ¥binbl «famnem TparegusicbiMeH
KecinreHin ponenaeni [1, 24 6.]. OgaH api
«OTtTenor» (1939 iK.),«Acayra Tycay» (1943
*K.), «Prnuapp lll» (1976 x.), «KopronaH»
(1996 x.), «Pomeo-xynbettar» (2008

XK.), T.6. NbecanapbiMeH YNTTblK TeaTpablH
penepTyapbl TonbiFa Tycemi. CoHbIH, iWwiHae
Ka3aK eHepi MeH MBEeHUETIHIH AaMyblHaa
anTapfiblKTan opHbl 6ap «Acayra Tycay»
KOMeaMsIChbl XKYPTLbIIbIKTbIH, bIKbl/TaCblH
epeKlle ayaapraH KepKkem ayHue 6onapl.

XVI-XVII Facbipnapfa AHIUA xepiHae
MaHbI3bl 60JIFaH TaKblpbIn XX Facblipaa
[la ©3EeKTIiNIriH ofanTKaH XoK. [leMek,
OyNn op Ke3je [e cypaHbicKka ne. 1594
HblI/bl Xa3blbiMN, 6acbiNbin WhIKKaH
KOMeOUSHbIH aFalliKbl KOMbINFaH KyHi
Typasbl HaKTbl AEePEK KOK. Onemaik «Teatp
3HUMKNOMNEANSACBIHbIH» aHbIKTaMallblFbiHa
YYriHep 6oscak, nbeca 6ipHelle peT
e3repTynep MeH Ty3eTynep/eH oTin,

OCbl KYHIe IENiH apTYypni aTaynapMeH
ypai. AN, eH ataKkTbl JereH anfalKpl
KonblibiMAapablH 6ipi 1686 *Kblbl
Bepnunaeri denbteHa TpynacbiHbIH
opblHAaybIHAAFblI HYCKaCbl Aen caHasfFaH
[2,1586.].

AFbINWbIH ApamMaTypriHiH
UTaNbAHAbIKTap Typasibl XXa3fFaH
WhiFapmacbkl M.9ye30B aygapmacsl
apKblibl Ka3akK XankKblHa XeTTi. OpbICTbIH,
YI1bl PEXUCCEPSIEPIHIH, KUANBIMEH
KepepMeHTre YCbIHbINAbI. AFHK, «AcayFa
Tycay» yaKbIT CblHbIHAH MYZipMeWn eTir,
YNTTbIK ApaMaTtyprus MeH TeaTpbiMbI3blH,
TON TYbIHAbICbIHA, XaNKbIMbI3/IblH,
achbll pyxaHu Ka3dblHacblHa anHanbl.
Y.lWekcnnpaeH M.Oye30BKe AeWiHri
apasnblKTafbl OipHELWe Facbipabl Xypin
OTKEH TYblHAbIHbIH, Ka3aK caxHacblHAaFbl
FYMbIPbI y3aK 60/bIM, XapTbl FacblpFa KYblK
penepTyapaaH Tycnegi. Ocbl cekTaknbre
KaTbICKaH caxHa LebepnepiHiH 6ipi ge
Oipereni KanbibeKk KyaHbllb6aeBTbiH,
Ce3iMeH alTKaHAaa: «...ayaapma aeyre
ay3blH 6apmanabl. MyHaafbl 63iMi3iH,
KyYNaipri weiFapmanapgarblgan eTKip
KallXKblH, XXapacbiMAbl 93i/1-0CMNakK, axya-
MbICKbI1 — 69pi [1e YNTTbIK KEPEPMEH MEH
aKTepsiepre eTeHe XakKblH, XanbIKTbIK
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cunatbiMeH, 6aypan anaTblH KOPKEMAIK
KyAipeTiMeH KbiMbaT. XasblK OMblHAApPbI
MeH 6asafbl KOsHObI }XopMeHKeCiHAET |
Kes6e TpyrnnaHblH OpbliHAAYLWbIbIK TOCiNi
aHalua Tipinin KenreHaen. ©3aepiMeH 6ite
KanMHacKaH 6y ToCiN1 Ka3ak aKkTepsepiHe
KaHaT 6iTipin, epeKuwe wabbiTKa 6eneai.
LLlekcnup KOMEAUSCbIH aH-ToHIMEH, OTTbI
Kbl3y/iblKNeH 6epine oMHayblHaH KepepmMeH
KaybIM OHbl ©3iHiH YNTTbIK TYbIHAbICbIHAAN
Kabblngaabl» [3, 258 6.], — aen
M. Dye30BTiH WebepniriHe ynkeH 6afra
6epreH efi.

¥1bl cypeTKep ayaapfFaH 6y1 KoMeausHbl
1943 xbinablH 16 KaldaHbiHAa MacKeyaiH,
A. B. JlyHauyapcKkui aTblHAarbl Teatp eHepi
WMHCTUTYTbIHbIH, TOXipUOENi OKbITyLWbINaphbI
O. N. NbixkoBa MeH b. B. buéukos
caxHanafbl. «...0flap aKTepNepain, e3iH4iK
epeKuwenikrepiHe nanblk ponbaep 6epe
6inai, onapabiH My3blKasblK, NI1aCTUKaNbIK
KacueTiH WebepnikneH awTol. «<Acayra
Tycayaafrbl» 6TKIp KaKblH, XapacbiMAbl
93i/1, a/ibl COKKaHdan axya-CblKakK-
toMOpPAbl aHbl CYMETIH, 63i4e Hebip
93i/1 ce3aiH ycTanapblH WbifapfaH Kalak
XallKblHa 63 }YpPeriHeH LWblKkKaHaam
cesingi. OHbIH 6TKIp TiNAi, epMiHe3
MeTpy4no MeH Tankblp, akblabl KatapuHa
KaKTblFbICTapblHKepYLWinepaiH gon 6ip
Kbl3 GEH XIriTTiH, aUTbICbIH ThiHAAFaHAaM
Mo3 60/1bIM, €NTK, KyNaK TeiHAaynapbliHaa
OCbIHAAW aKblHAbIK 6ap» [1, 221 6.]. AfHu,
MYHbI BiNiKTI pexxnuccepnepaid, Kepepmenre
TblH MaTepuanbl TaHAamn yCbIHYbIHAAFbI
TankKblp/blfbl, i3aeHIMNa3/blfbl }XoHe
XallblKKa KaXKeTTi oMbl YCbIHA BinreHairi
gen 6inemis. LLbiFapMaHblIH, HEri3ri
naesicbl acay Kbl34bl aybl3[blKTay eMec,
LWbIHaMWbl MaxabbaTKa, epni-3anbinTblnap
apacbiHAafFbl AOCTbIKTbI HacuxatTayra
KypbliFaH. XX FacbipAblH 6acbiHAafbl
KasaK apamaTypruscbl KebiHae anenain
6ac 60CTaH/blfbIH, OMeN TEHCI3AIMH XKbIp
€TCe, KanKblHfa KypblFaHbIMEH SMen
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MopTeBECIH KeTepreH 6y CNeKTaK/b
YTbIMbl CIOXKETIMEH, actap/ibl OMbIMEH
KOpPEPMEHHIH pyxaHU-3CTeTUKANbIK
TanfaMblHbIH apTyblHa TYPKi 6014bI.
Toxipubeni pexuccepnep Y.LLexkcnup
KOMeOUAChIHbIH, KaXeTTi NepHeCiH aen
6acaTblH LblFapMallblfiblK aHCamMb/bai
»Ka36au TaHbIMn, acay KatapuHa poniHe
Xaauwa bekeeBaHbl, akbl1abl 4a 03blK
onnbl MeTpy44MOHbIH BENHECIH KacayrFa
LLloakeH AMMaHOBThI, [1eTpy44NOHbIH,
enresek, Kaufbl-yanbiMabl 6i/IMENTIH
ajan xaHabl KblameTKepi pymuno
MEH asbin-ylna Karblnes TpaHUOHbI
onHayra Cendonna Tenrapaes neH
Kaman KapmbicoBTbl, Bantucta poniHe
K. KyaHbllb6aeBTbl, Cnan poniHe
M. CypTibaeBTbl TaHaan anfaH. byn
KOMbI/IbIMHbIH, COTTi CaxHanaHybIHbIH,
6acTbl XeHici 6onfFaHbl aHblK. Ocbl
WyNabl34bl TONTbIH OMbIHbIH K. KyaHabiKOB:
«[leTpyyuno peniHgeri L. AMaHOBTbIH
aKTepniK AapbiHbIH Oblnan KonFaHaa,
e3i e loMopAaH Kyp anakaH agam emec
Kon. An KatapuHa — X. beKkeeBa eHep
cambicblHAa LLIoKeHHEH KeM TycrnenMmiH
aentiH agam. Ocblnapra Kynki 6ynafbl
pymuno— C. TenrapaeBn, 93iIKON XbIINOC
TpaHno — K. KapmbicoB, cenkingerex
Kopi wan Npemuno— E. Omip3akos, ce3ni
HaK-HafFbIMEH TaCTaUTbIHMAHTYSANbIK
— C. KoxXaMKynoB, eLlKiMHiH KeHiNiH
KanAblPFbICbl KEIMEWTIH XXyMCaK MiHe3/i
bantucrta— K.KyaHbllw6aeB Kenin
KOCblIFaHAa, caxHa KeHiNai KepiHictepre
Tonaabl. bynapabiH 6api 6ipiH-6ipi
WabbITTaHAbIPbIM, CAXHaHbI }anHaTbIM
wioepepi» [1, 221-222 6. ], — AereHi
Ofapfrbl 6aranaraHbl Tarbl 6ap. Con
CUSIKTbI 6enrini caxHa webepi AcaHani
dWimMoB 63 MeMyapnapblHblH 6ipiHAE:
«CaxHaparbl LLIokeH KaHaaw efi! «<Acayra
Tycay» gpamacbiHAarbl [1eTpy44MOChIH
elKallaH ymbITnanmblH. KaTapuHa
(aKTpuca Xaguwa BekeeBa) eKeyi
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CaxHara ¥apKblparn, cantaHaTtneH whbifa
KenreHge 6yKin kepepMeH 6ip agamaan
OpHbIHaH TypaTbiH. byn pengiH 6ip y3iri
«Bi3aiH cyniKTi gopirep» punbmiHae
LllakeH AMMaHOB neH Xaauwa bexkeeBa
nbecafafbl AWanortel TenedoH apKbiibl
MKaTTbIFbIM XaTKaH 3NM304Ta KOPCETINITeH»
[4, 125 6.], — aen ecke anagbl. [leMek, 6yn
nikipnep atajafaH KOMbl/IbIMHbIH KOPKEMIK
JEeHremniHiH XofapblblfblH aHFapTabl.

Xanblk apTuci bekeH Pumosa 1980
Xblngapbl 6eprex 6ip cyxbaTbiHAa Xaguila
bekeeBa Typanbl: «<Kan kaHpaa 60/iMacblH,
Xaauia orMHaraH penaep 6ipiH-6ipi
KanTanaMmanTbiH. OHbIH Keninkepnepi —

63 ce3iMiH byre 6iNeTiH }KoHe ae onapabl
TEeXen anatblH KYLW-XKirepAaiH, agamaapsl.
«Acayra Tycay» CMeKTaK/i akTepnepimisre
[ie, TeaTpAblH Aa, enimisfid, 4e MaKTaHblLU
MepeniHe aHanfaH atakTbl TybIHAbI
€eKeHi 6opimisre asH. Xublpma XbingaH
aca caxHajaH Tycnewu, YNKeH T1absblc,
abblponbIMEH XKypin xaTtTbl. Kannbek
KyaHbllw6aeBTaH 6acTar, 6opimMi3 caxHa
CbIPTbIHAA OPbIHFa Tanackin OTbIPbIM,
MNeTpyyno MeH KaTtapuHaHblH alTbICbIH
TamalanaunTbiH efik» [5, 132 6.], — aereH
60/1aTblH.

Con xac webepnepaiH, Ke3siH Keprex
aktep Cobut OpasbaeBn: «PaboTaTb HaMm
NpPeACcTosno ¢ Kopnudeamu: Ugpmncom
Horan6aeBbiM, HypMyxaHOM MaHTypUHbIM,
Kannbekom KyaHblwb6aeBbiM, Cabupom
MankaHoBoM, Paxmen KonwmbaeBon,
Xaauwon bykeeson, bukeH PUMOBOMW. ..
Mbl TEPANUCE B UX MPUCYTCTBUN, MbICIlb,
4TO 6YyAEM BbIXOAWUTb Ha OAHY CLIEHY C
HUMMU, yXKacana. I B Takon OTBETCTBEHHbIN
MOMEHT K HaMm npuLuia Ha NoMollb
Xapuwa bykeeBHa. Ee Tennble cnoBa
«anHanawblH, 6anakan» pacTonuan
NlesiHOM CcTpax, CKOBaBLLUWK HaLK
cepauar» —aen Kenin, X. bekeeBaHbIH,
KasaK TifiHe JereH x»aHallblp/iblFbl Typasbl
CO3iH 6blnan anrangpl: «B To Bpems B

TeaTp npuwen nocne okoH4yaHus TMTUCa
MOJ1I0J01 M 04YeHb NPOABUHYTLIN peXxunccep
AzepbanrkaH MambeToB. OH BCe Bpems
TpeboBan ot Hac «Temn-temn! JaBante
Temn!» Mbl e, iymas, 4To OH NPOCUT
ObICTPO NPOroBapuBaTh TEKCT, HaCTUIH,
KaK 13 nynemera. 31o ero ele 6osblie
BbIBOAWNIO U3 cebs. N onaTb NpuLuna Ha
NnomMolLb Xaauila anan. «<He ToponuTecs,
He BOJIHyHTECh. Hall 93blK KpacuBbli 1
3BY4YHbIN, HE NOPTUTE ero. Temn OoNXKeEH
WAOTU U3HYTPK, MU TOTa OH coBMNadeT co
cnoBamm».

YT0 3TO 0O3HaYaeT Ha camMoM fene, Mbl
NOHAM, KOrda nonanu Ha «YKpouweHue
CTPONTUBOW». {1 CMOTPEN NO3XKe 3TOT
cneKTtaksb B MNpubantuke n B MocKBe.

M Be3ge ob6¢cTaHOBKa Oblna 6onee nnu
MeHee CMOKOMHOM, a Ka3axCKuUi CNeKTaK/b
(Mbecy BeNMKOro ApamMatypra He cnyd4yanHo
nepesoann cam MyxtapAyasoB) 6bi/1
TaK1M, 4YTO 3pUTENIN OT U3ObITKa YyBCTB
BMajanu, 4eCTHO roBOPS, B UCTEPUIO.
Korga wen atoT cnekTak/b, ABEPU eBa He
CHOCWJ/TUCb, B 3aJi€ He TO YTO 610Ky Herae
ynacTb, UrOSIKY BOTKHYTb OblN10 HEKYAA»

[6, 7—8 6.]. annbl ocblHAaKW niKipnepai
UHaKTal KenreHae xac webep xacaraH
6erHefeH TeK WbIHANbIIbIKTbI FaHa eMEC,
YNITTbIK MiHE3-KYJIbIKTbI, afaM3aTKa ToH
rymaHmamii aHrFapambl3.

X.beKeeBaHbIH KatapuHachl XeHiHae
GUNON0rns FblfibiIMAAPbIHBIH, JOKTOPSI,
npodeccop Keben LLlaxmeTynbliaa »aKchbl
Oip ecTenik KangblpfaH eKeH: «TeaTpfa
LelemM MeHi Xui anapaTblH, acipece
OKEMHiH Nbecachkl 60MbIHLLA KOWbIIFaH
HeMece 63i KaTblCKaH CreKTaKIbAepiHiH,
npemMbepacbiHaH KanManTbIHObI3.
Xaguiwa anamabl anfaw LLekenupain,
«Acayra Tycaygafrbl» KatapuHa peniH
OWHaraH Ke3ae KepaiM. Con crneKTtakbi
OipHellie peT KepaiM, KepreH camnbiH
acTap/ibl Ce3€epPiHiH MBHIH, epeKlle
OpPEKETTEPIHIH cebebi MEH MaFbIHACLIH
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TONbIFbIPAK, TEPEHAEY TYCIHAIM, XaHala
YKTbIM. Xaguia anamHblH KatapuHacbl —
UTanusHblH cyny TabuFaTblHAA, KOKNEHOEK
TEHI3AiH XaFacblHAa EPKiH 6CKEH, BKeT,
Kancap MiHe3ai, ce3i eTKip, }KaHbl Ta3a,
HaMbICblH G3PIHEH }KOFapbl YCTaNTbIH Kbl3.
MaHepnen, ankblH anTbl1FaH ce3aepi

MeH Bipece 6atbif, 6ipece Mana, KaHfa
*Kan/bl TUETIH AaybiCbl KaTapMHaHbIH
Kypaeni ilKi anemiH webep KepceTea,.
OHAaan KbI3-KeniHWeKTep Kasak
TonblparblHAa e/l 6acKapbIn, epKeKTep
COFbICKa KETKEeH/e aybl/ifa LankKaH xayfra
Hal3aKbl/blWbIMEH KapcChl WbIFaTbIH efi.
ATaKTbl afbl/llWbIH, OPbIC apTUCTEPI OMHaFaH
KoMblibIMAapMeEH canbICTbipFaHaa 6i3iKi
el Kem emec» [7]. Ocbl nikipgi L. AlmaHoB
neH X. bekeeBa arblWbIHAAPAbIH, 49/
angplHia aa ponengen 6epreH efi. MyHbl
6i3: «...koraa oHu c¢ lNMeTpyyyno — LLlakeHom
AlMaHOBbIM — BbIXOAMW/IN Ha CLIEHY, 3an
BCTaBa/l B €AMHOM MNnopblBe. HacToNbKO 3TO
OblN10 KPacKMBO M TOPXKECTBEHHO. [lyaT ABYX
BE/IMKMX aKTepOB NoTpsicas 3an CBOen
rapMOHMYHOCTbIO M KPacoTou, a Anasnor —
NCKPOMETHbIM IOMOPOM. ITOT CNEKTaK/1b
BOLLES B 30/10TOM POHA Ka3axCKoro
TeaTpanbHoro uckyccraa. K 400-netuto
LLlekcnnpa bykeeBac AMMaHOBbIM Urpanu
dparMeHT U3 «YKpOLLEHUS CTPOMTUBOMN»

B J/loHaoHe. PazbopyumBble aHIMyaHe,
€C/In cyauTb Mo OT3biBaM B MUPOBOM
npecce, Kazaxckux Netpyyuno n KatapuHy
npuHanw» [7], — nerex

I Wbimblp6aeBaHbiH «<Ka3axcTaHcKas
npasaar» ra3eTiHaeri MakanacblHaH
6inemis. Onap eyponasnblKTapablH,
TeMrepameHTiH, NCUXOSIOTUACKIH, emipre
Ke3KapacblH NJaCTUKaNbIK XoHe aKTepniK
Lebepniri apKbifbl WblHaWbI }KETKi3e
OTbIPbIM, aFblILWbIHAbIK KEPEPMEHHIH,
MKYperiH xaynan angbl. COHbIMEH KaTap
[91 ocbl canapaa «AcayrFa TycayMeH» 6ipre
LLl. AimaHOoB eyponanblK caxHaaa TYHFbIL
peT OTennoHbl Ka3aKLa CenneTin, YATTbIK
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eHepiMi3ai ackaKTaTbin KauTKkaH 6onaTtbiH.
Hdemek, OTenno meH MeTpy4mnoHbl comaaraH
LebepiH XyNabl3bl XKOFapbl AEMMI3.

OpPUHE Ka3aKTblH, TYCIHIriHE XaT, YITTbIK
605ybl 63re MyHAan KepKem AYHUEHIH
KOpPKEMAIK AEHIeNiHiH 61iK 60nYybI
YONblHAAFbI WblFAapMallbl/blK i34EHICTIH,
e oHan 6onmMachl aHblK. MYHbl KBPHEKTI
TeaTp CbIHLLbIChI DWip6eK ChiFanabiH;

«YW cafFaTKa XYblK XYPETiH KOMbINbIM
Keneminge KatapuHaHblH ce3i Heb6api
YW NapaKTaH acnanabl. bipak, cofaH
KapamacTaH, XagullaHblH KUCbIHAbI
ic-opeKeTi KatapuHa KacueTTepiH
KepyLlliciHe 0on KeTKi3e anabl. KbicKachl,
KatapnHa—Xaauiwaga Tin KatyaaH repi,
bIMMEH, ULLApPaTNeH YKTbIPy COTTEPI

Mon yublpacagbl. LLlebep aktpuca

OenHe LWOKThIFbIH OCblNan ecipe Kenin,
KaTapuHaHbl Menipimai, Mapxabbarthbl,
CbIMNacKbllW, KipLIiKCi3 Ta3a maxabbaTKa
OepiK XXaHM aopexeciHe AeniH KeTepeai»
[8, 258 6.], — AereH ce3iHeH 6anKay
KMbIH emec. «llbiHbIMEH ae, X. bekeeBa
KaTtapuHaHbIH, ilTEri WKbIPLLbIK aTKaH OMbl
MEH ce3iM apnanblCTapblH, TanKblp/blfbl
MEH eTKipniriH ceHiMmai epHeKTei. byn
PONb aKTPUCAHbIH, LblFapMallblbIK
eMipOasiHbIHAAFbl anfallKbl 6engi
6enectepiniH 6ipi 60nbIN caHanagb! [9, 119
6.].

KepepMeHiH anfallKbl COTTEH-aK,
Gaypan anbimn, COHbIHA AEWiH TanXbinTnamn
Kapan OTblpyFa XeTKi3reH Kombl/ibiMaa
Tek [MeTpyyno meH KatapmHa oMblHbl
faHa emec, K. KapmbicoB comaaraH
TpaHno 6enHeci ae ani KyHre genin
KepepMeHHiH Ke3 anabiHaa. HeriziHeH
Oy aca Y/IKeH ponb emec. bipak
aKTep e3iHAIK illKi TepeH coynieciMeH,
GUNOCOPUANBIK KEH TONFAHbICTAPbIMEH
KeninKepiH KONbINbIMbIHbIH, 6aCThbl
TiperiHe avHanablpraH. Erge »acka
KenreHuwe caxHaga TpaHWo 60bIMN
CaHTYPJIi KUMbISI-BPEKETTEP acar,
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ellKallaH WaniwaHabiFbiHaH TaH6araH
aKTepaiH 6yn e3renepaeH okway
JapanaHfaH apTblKLLblblFbl 60NaTbiH.
AKTEpiH 1972 *blNbl 63iHIH 60 XblNablK,
MepenTonbliHAa OMHaraH TpaHMOoChI
KepepeMeHiH TaMcaHTnan, TaH,
KangbipMan Kommagbl. OCbl pofiiH OMHay
YCTiHAE Helle TypAi WweHobep *Kacar,
[AeHreneHin, Te6ecimeH Typbir, WbIp
KebenekK aHafaH caxHarepid ocem e
acepni NnacTUKanblK KUMblaapbl, LMPK
apTUCIHE TOH BHepI X1eCTaKOBTaH KEWMiH
Tafbl 6ip MOpTE TaHAaM KaKTbIpFaH efi.
byn Typanbl 8.Cbiran: «MacKeynik Teatp
MaMaHaapbl 6api 6ipaen TaHaaHbIChIN:
«Anbip-ay, annbICKa KeNreH KiCiHiH MblHa
KO3fasbICbiHAA HE CbIp, KaHaan CUKbIP
6ap? faxkan Kon! Fanamat emec ne? gen,
ecTepi KeTe TaH KanfaHbl eTipiK eMec,
OHbl 63 KyNnafblMbI36€eH ecTifik» [8, 259
6.], — aen xa3agbl. CblHLbIHbIH 6YN
nikipi akTpMca Xabnba EnebeKoBaHblH,
ecTeniringe 6binana ¥anfacagbl:
«KonblnbiMaa Keninkepnepaid, atka MiHin
lwabaTblH Tycbl 6ap. bip-6ip TasKTbl aT
Kbl/iblM ycTan anbin LekeH MeH Xaauiia
aTneH wankaHaan Kenin kacaca, Kaman
€CEKTIH, XYpiciH canaabl. KUMbIbIHbIH,
LbIHAMbI WbIKKAHAbIFbI COHLWIANbIK, 3a141a
KynMereH agam Kanmagbl. LLek-cinenepi
KaTa KblpblH-TOMaH KY/NKiHiH acTblHAa

Kangbl. CoHlan Kbl3blK KepiHic 60nyLlbl efi.

HKannbl, Kaman webep aktep 60natbiH.
KonblHaH KeMENTiIH Hapceci 60/IManTbIH.
HKarbiMabl Aa, *afFbiMCbI3 Aa penaepai
LLIeriHe }eTKi3in oMHayLwbl efi» [8, 259 6.].
HKannbl Komeans aBTopbl Y.
LLlekcnupaiH, aynapfaH M. Oye30BTiH,
caxHanaraH pexuccepaiH, 63 pofbaepiH
acKaH WebeplikneH, }ypeKneH comaaraH
aKTepnepaiH eHepiH naw eTkeH «Acayra
Tycay» CeKTaK/i }XeHiHaeri ocbiHaaK
ecTenikrep eTe Ken. [lemek, 6yn — Tapux,
AYyNaynaepaiH Farkambin ayaTiHeH, onap/blH,
LbIHaNbl OMbIHAAPbIHAH TyblHAAFAH YIKEH

WblFapMaLlblnbIK KyOblnbiC. AKTEPAIK
CaH Kblp/bl 605y MEH LebepiKKe Tosbl,
COHay Kahapsbl COfFbIC Xbli4apblHAa
KOHiNliH MyH 6acKaH KepepMeHiHe
epekKLue xirep 6epreH L. AimaHOB neH
X. bekeeBaHblIH, KarTanaHbac **apKblH
OWbIHbI Ka3aK TeaTPbIHbIH 4aMy XO0NblHAA
KenTereH apblK Xynabl3fapabiH TyyblHa
bIKNan eTkeHi aHblK. OnapablH, i3imeH H.
HKaHTepuH, 9. Mongabekos, A. DLIIMOB,
T. )lamaHKynoB, T. 6. Topi3ai TanaHTTbl
caxHarepnepaiH ecimaepi x}apkblpan
KepiHai.

HerisiHeH 3aMaH, KoFaM e3reprex
CalblH TeaTpAblH, LblFapMallbl/blK XOJbl
©3iHiH AaMybl }OJblHaH XaHbl1FaH emec,
KepiciHWe yaKbIT anfa 03fFaH calblH
KepPKeMAIK i3aeHicTep apTbin Kene
aTblp. BypbIH-COHAbI CaxHanaHfFaH
LblFapManapabl Kanta KonraHaa
ApamManbiK TybIHAbIHbIH UESACHIH,
peXuccepnik WeLliMmiH OYriHri KYHHIH
TanabblHa Kapan 6ypy ypaici Kasipri
TaH[a KapKblH anbin oTblp. byFaH fganen
peTtiHae 2015 xbinbl Hyp-CyntaH Kananbik
HKactap TeaTpblHbIH penepTyapbiHaH
OpbIH anfaH «Acayra Tycayabl» anTyra
6onagbl. Pexxnccep HypkaHat ¥akbinbam
MeTpy4noHbiH, poniHe 94in AXMETOBTI,
KaTapuHaHbliH poniHe AiHYp PaxunoBaHhil,
JlloyeHUMOHbIH, poniiHe [JaypeH Cepra3unHai
TaHAanTbl. OCblHAaW TanaHTTbl XXacTapaaH
KypasiFaH LblFapMallblfiblK aHCamMObbiH
OpblHAAYbIHAAFbI KOMEeans y3aik 6arara
ne 6ongbl. 9.AxmetoB L. AWMaHOBTHI,
A.PaxnnoBa X.beKkeeBaHbl KarTanamau,
9p6ip opbiHAAyLbI 63iHiH KahapMaHbiHa
e3iHAiIK 605lyMeH KesireH. XapacbiMbl
93iN-KanKblHbIMEH, CIOXETTIK
KYPbIbIMbIHBIH @CeMirimeH 6aypan
anatbliH KOMbINbIMAA PEXUCCEPAIH,
YTbIMAbI LWeliMiHe Kya 60nabIK. MyHOaFbl
acaybl XyacbITy eMeC, KipLiKCi3
Maxab6aTTbl TYCiHyAeH TypaTblH ephi-
3anbINTbinap apacbiHAarbl agan AOCTbIKTb
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6asiHAaWTbIH OKMFa KOHiN4i My3blKaMeH,
OpblHAaYLWbINapablH, niacTUKasblK
KabineTTepiMeH allblfia TYCKEH.

KebiHe KnaccuKasblK penepTyap
KepepMeHre KabblnaaHban ataabl. YaKkbIT
TanantapblHa COMKEC, pexuccepnep
KNnacCcuKanblK CloxeTTepaiH Ma3MyHblHa
Kasipri 3aMmaHaafbl KOFaMHbIH,
MacesienepiH cananbl: agamrepLuinik,
oTbacblHAaFbl Macenenep, anenaiy,
TafFablpbl T.6. MUHMManNabl TAPUXK
GesleKTepMeH KaMmTaMachl3 eTinrex
9ll1eMi KOCTIOMEpPi caxHasblK AN3anHAabI
TONbIKTbIPpaAbl, }oHe CNeKTaKlbre
My3blKaHbl 4o/1 TaHday 6i34i con
atMocdepana emMip cypyre wakblpagbl.
byn TaHFaxkanbin atmocdepa HypraHat
Hakbin6anabiH pexxuccypacbiHbliH
NPOHUSANDI KaHe Bip Mearinge catupanblk
MoHepniniriH 6aca Kepceteai, ap
KeurinKkep ocbl Xblngapaarbl CUMBOAbIK
Ty/Ifanapra eTe ¥aKblH, OCbIHbIH, 60pi BYKIN
BipTyTacTbIK cesimai Tyablpaabl.

[Jexopauns 3amaHayu Kypan-
abablKTapMeH XacalblHFaH XoHe
apblK NPOEKUMACBIHbIH KOMEriMmeH
KepepMmeHaepaiH Ke3 anabiHaa opblH
anaTtblH KepiHiCTEpPiHIH, MU3aHCL.EeHaChI
eTe bIHFanNbI WwewinreH. Cnekrtakib
TaKblpblOblHA COMKEC KeNeTiH
6anfblHObIKKa 6annaHbICTbl 3aMaHaym
XOHe aBaHrap/ CTuibiHae 60/bIMN
Tabblnagbl. MyHAa KotowWwbl CypeTLLi
E.TYKSAKOBTbIH, TalFaMMEH *YMbIC
acaraHbl KepiHin Typabl. A, KOCTIOM
OHIHAEri cypeTLli KocTioMaepai
aBaHrapATblK CTUNE )acaFaHblHa
KapamacTaH oflap KoMeaus eb apTbiHa
TOH 9YECKOMW Tpynna peTiHae eHep
KepceTeqi.

Auckyccuna

KownblnbiM 6apbICbiHAA pexXunccep Typai
ajicTepi KongaHaabl: MyHAa KoMeaus
[eNlb apTe MeH TinTi LMPK KOWbI/TbIMbIHbIH,
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anemMeHTTepi e Kesgeceni. KepepmeHai
ic-opeKeTi Mon MOJ1 caxHalapbIMeH
KbI3bIKTbIpa 6inreH. My3biKaHblH,
blpFaKTapbl TOMNTbIK CaxHaja NniacTuKanblK
3NEMEHTTEP MEH 61 KONbIbIMAAPbIMEH
pexunccepain WblFapMallblblK
KabineTrepiH ToNbIK 6aFanayfa o/ awagbl.
dapc anemMeHTTeEPi KBPEPMEHTE EKi }KapbiM
caFaTKa XybIK YaKblTKa CO3blIFaH KOMbIbIM
Mynaem 6ankanman etin ketei. actap
TeaTpblHbIH aKTep/iapbl YHEMI 63[€EpPiHiH,
MKEMAINIriMeH, TeMnepamMeHTiMEH XaHe
nnacTMKacbIMEH TaH Kanablpaabl.
AKTepnepaiH onbiHbl KEPEMET, 6ACTbI
KeninkepnepaeH 6actan ann3oaTbiK
penaepdi opblHAayLWbIapFa AEniH
caxHaga emip cypai. Kuim aybicTbipy
YOHe penjepMeH anmMacy Kykini
afgannap MeH KepepMeHaepre yHaraH
TyciHicneywinikrepai TyFbi3afbl - caxHa
COHbIHa IENiH WananakK-KowemeTtrep
y3inmenan. Kynkini-papc »aHpbiHAaFbl
CMNEKTaK/b ecTe Kanap/blKTan
caxHasjlaHFaH. Pexxunccep nbecaHblH
Heri3ri MHTpuUracbIH WwewTi: [eTpy4no meH
KatapnHa — KepepmMeHre amounoHanabl
YKTEME Xacaw anfbl Aen ecentenmis.
bacTbl Keninkepnepai TeatpablH, eKi
ToXipnbeni }oHe TanaHTTbl aKTepi 63b
Jopexecinage onHan anabl. Onap e3iHiH,
CbIpTKbl KenbeTiHe eMec, COHbIMEH KaTap
¥eKe TEXHUKASIbIK KoHe 9KCMPeCCUBTI
MYMKIHIIKTepiHe cyneHei. ©.AXMETOBTIH,
opblHAaraH lNeTpyynocsl 63iHiH epeKlue
6enengi eKeHiH goenengeyre TbipbiCabl,
OJ1 }XanfaH cennenai )aHe KblHblp KaTTi
©3iHe KapaTy YLLUiH Kapchbl WbIFbIM, OFaH
6apnblK aaicTepai KongaHaabl, A. PaxunoBa
KatapuHaHbIH 06pa3biHa epeKLle 6anarbik,
NeH onenik KacueTTi YHAECTipe anfaH,
KapchbliacrneH anfal Ke3gecKkeHae, on
©3iHiH 9HEepreTuKanblK KYLiH XaKChbl
cesiHeni. KatapvHa biMblpara KenreHge
aKblNbl, ©3iHiH AaybICblH bIMbIMEH OMHaTa
Kenin, KoXKanblHHbIH, MO3ULIMACKLIHA KeTy
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YLiH Ke3-KenreH aficti KongaHaabl. On
AKKOHI XXyOanblHbIH KYKbIKTaPbIHbIH,
Ti3iMiH «MonbepaiH, Onengep MeKkTebiHeH
anblHFaH epni-3anbINTblIapAblH KoATapbl»
CUSIKTbl OKMAbI, an TYNHYCKaaa 6yn 6epiny
Typasibl XXYMCaK AeKnapauns 60bIn
Tabbinagbl. On e3repin mynaem 6ypbiHFbl
KaTtTeH 6ac TapTnanabl, KYWeyiHiH MiHe3-
KYJIKbIH TaHbIN KYblK MEH aKbl1ablbIKMEH
©3 CYWIeH }apblHa Kocblnaabl.

KopbiTbiHADBI

Apagafbl yaKbIT anllaKTbiFbIHA
KapamacTaH afFbllblH ApamMaTypriHiH
atanfaH KOMeausaChbl ©3iHiH 63eKTiNiriH,
KOPKEM/iIK MaHbI3/1bl1bIFbIH }KOFaNTKaH
*OK. Cebebi, 6yn TaKblpbinTa GEMUHNU3M
anemMeHTTepi 6ap, AFHU MYHbIH acTapbliHaa
oMeNn TEK epKEKTI ThiHAamn, oTéachl, owak

KacblHAa OTbipMaybl KEPEK AereH o
»aTblp. [lereHMeH OCbl MOCESIEHIH KEN
afgannapga aay TyablpaTbliHbl aHbIK.
Kasipri yakblTTa epaiH opHbl 6ip caTblfa
TeMeHJen, reHaepsik casacaT 60MbIHLLIA
avenpepaiH 6unikke aybicbin 6apa
YaTKaHObIFbl a *acblpblH eMeC.

¥nbl Xasyuwbl-gpamatypr M. Oye30BTiH
aylapMachl apKblibl 6i3re XeTKeH V.
LlekcnupgiH «<Acayra Tycay» nbecachl
Kasak TeaTpnapbl caxHanapbiHAa ani ae
OipHele peT KoMbINbIN, YITTbIK TeaTp
OHEpPIHIH, APaMTypPrusacbiHblH AaMyblHa
63 bIKNanblH TUri3epi xak. Knaccuukara
anHanfaH 6y WblfapMa anjafbl yakbITTTa
Tanam pexxuccepnep MeH aktepnepain,
KUSNbIH, WebepniriH ywTtayra adblk 60/1apbl
Tanacchbl3.
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A. K. UmaHnGekoBa
Kasaxckasi HayuoHanbHasi akademusi uckycceme um. T. K. )KypeeHosa

(Anmamei, KazaxcmaH)
AYXOBHBIE LEHHOCTH CMEKTAK/ISl <ACAYTA TYCAY» HA KA3AXCKO# CLIEHE

AHHOTaUMA

B ctaTbe paccKa3sbiBaeTcs o nepeBoje nbechl Y. Lekcnupa «Acayra Tycay» B Ka3axCKOM TeaTpe Ha
Ka3axCKui A3blK, UICTOPUM €ro MOCTaHOBKM, HOBOM MHTepnpeTaLmn. KpomMe Toro, HOBOBBEAEHUS peruccepa
B MOCTAaHOBKE MbeChl U MOUCKE aKTEPCKOro MacTepcTBa, OCBOEHWM CLLEHWMYECKOro NpoCTpaHCTBa B
cueHorpadmm Hay4HO OCBELLEHbI K NYGOKO M3y4eHbl. MiccnegoBaHue TaKKe pacKpbiBaeT posib, 3HaYeHMe
CMEeKTaKNsa B TeaTpanbHOM NPOLLeCCe, HYTO MO3BONSET HaM OLLEeHUBATb JOCTUXEHMS U HELOCTATKU Ka3axcKoro
TeaTpa Ha OCHOBe 6a30BOM pernepTyapHOn CUCTEMDI.

KnioueBble cnoBa: noeca, CreKkTakib, KOMeAns, penepTyap, PEXUCCep, akTep, Ka3axCKui Teatp, Teatp UM.
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THE SPIRITUAL VALUE OF THE PLAY "TAMING OF SHREW” IN THE KAZAKH SCENE.

Abstract.

This article deals with the translation, preforming and the new interpretation of Shakespeare’s play "Taming
of Shrew”. Furthermore, it also covers and scientifically studies director's new prospectives of the play, the
casting of actors and the development of scene space in scenography in depth. The research also reveals
the role, importance and spiritual value of the play in modern theatre, as well as the achievements and
shortcomings of the Kazakh theatre, on the basis of its basic repertoire system
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DANCE
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G. BOLVARI-TAKACS ! l N H U N GARY
' Hungarian Dance Academy TO D AY

(Budapest, Hungaria)

THE INSTITUTIONAL SYSTEM OF DANCE RESEARCH IN HUNGARY TODAY

Abstract

This article deals with today’s institutions of dance research in Hungary. The most striking feature of today’s
Hungarian dance research compared to other branches of arts is the lack of an autonomous, state founded
institutional background. The departmental structure of the Hungarian Academy of Arts, which is divided
according branches of art, does not include dance. Dance science is also not included in the discipline
classification system of higher education. The highest level of scientific coordination and organizing forum
for dance research is the Dance Science Working Committee of the Hungarian Academy of Sciences.

Dance research has three public institutions with different backgrounds and research orientations: the
Dance Archive of the Hungarian Theatre Museum and Institute of the Petdfi Literary Museum; the Archive
and Department for Folk Music and Folk Dance Research of the Institute for Musicology of the Research
Center for the Humanities; the Hungarian Dance Academy’s Valyi Rézsi Library, Archives and Dance Science
Research Center.

Keywords: dance research, dance science, Hungarian Academy of Arts, Dance Archive fyaTHbIV TaHeL,

6anet, Amntpui CylLKOB, Ka3axCKUi 6aneT, KnacCUYeCcKm TaHel, MeToAnKa AyaTHOro TaHuUa
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I. A general overview

The most striking feature of today’s
Hungarian dance research compared to
other branches of arts is the lack of an
autonomous, state founded institutional
background. Neither the Hungarian
Academy of Sciences (HAS) nor the
Hungarian Academy of Arts (HAA) has an
organizational unit specifically dedicated
to dance science or dance art. Until
now, only the ethnographer Karoly Viski
(1883-1945) has been elected member
of the Hungarian Academy of Sciences as
a scholar engaged (among other topics)
in dance research. In the Hungarian
academic classification system, dance
science is not a recognized discipline. For
this reason the categories of musicology,
ethnography, theater, education and
possibly sports science are used in the
classification of scientific research related
to dance. This feature inevitably interferes
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adversely with the chosen conceptual
apparatus of research plans, hinders the
success of the project applications, and
makes more difficult their implementation.
The departmental structure of the HAA,
which is divided according branches

of art, does not include dance, and the
academic members dealing with it are
affiliated to the Section of Theatre Arts or
Section of Folk Art. Dance science is also
not included in the discipline classification
system of higher education, although
there is a subdivision concerning dance
and movement arts; these include the
undergraduate and master’s courses
within the state Hungarian Dance Academy
(as university) and the private Budapest
Contemporary Dance Academy (as college).
In Hungary there is no doctoral program

in dance studies; its implementation

is envisioned by the Hungarian Dance
Academy (Figure 1).

Figure 1. Central building of the Hungarian Academy of Sciences
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The highest level of scientific
coordination and organizing forum for
dance research is the Dance Science
Working Committee of the Hungarian
Academy of Sciences (the full name is
Dance Science Working Committee of
the Committee on Ethnography of the
1st Section of Linguistics and Literary
Scholarship of the Hungarian Academy
of Sciences). Website: https://mta.hu/
english/scientific-sections-105963#1
and https://mta.hu/i-osztaly/al-
es-munkabizottsagok-105864. The
committee was called into life by the
Section of Linguistics and Literary
Scholarship in 2009 on the initiative of
Rita Major, Laszl6 Felfoldi and Gabor
Bolvari-Takacs. The working committee

was established in 2010, its membership

consists of dance researchers and
researchers focusing on dance (up to
22 people, re-elected every four years)
who are members of the public body of
the Hungarian Academy of Sciences.
The permanent invitees of the working
committee with the right of deliberation
include dance researchers and doctoral
students who do not have an academic
degree, their number is random (usually
about 30 people). The aim of the
working committee is to unite the dance
research work in Hungary, to plan its

main directions, to alleviate the thematic

and institutional fragmentation of dance
research, and to promote the definition

of dance research/choreology as a multi-

and interdisciplinary discipline as well
as strengthening its role in the system
of disciplines. Its tasks also include
strengthening the social recognition of

dance through the effective increase and

promotion of systematic professional

knowledge of dance, and the transmission
of the general theoretical, methodological,
research organization and science policy

ideals and expectations of the Hungarian
Academy of Sciences in the field of dance
research. The working committee holds
external meetings in a selected dance
research institution several times a

year, organizes scientific conferences,
professional study trips at home and
abroad, undertake publication activities

in close cooperation with dance research
venues. One of its main tasks is to compile
a database of Hungarian dance research
locations. The committee provides annual
reports on its work. It has no independent
apparatus and budget, and its members
and officers (Honorary Chairman,
Chairman, Deputy Chairman, Secretary)
perform their duties without remuneration.

Dance research has three public
institutions with different backgrounds and
research orientations. None of these is a
separate legal entity, but organizational
units within a larger institution, such as:

a) the Dance Archive of the Hungarian
Theatre Museum and Institute of the
Pet6fi Literary Museum:;

b) the Archive and Department for Folk
Music and Folk Dance Research of the
Institute for Musicology of the Research
Center for the Humanities;

c¢) the Hungarian Dance Academy’s Valyi
Rézsi Library, Archives and Dance Science
Research Center.
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Il. A detailed presentation of the background institutions of dance research

(Figure 2)

e = -

Figure 2. Dance Archive of the Hungarian Theatre Museum and Institute

The Dance Archive of the Hungarian
Theatre Museum and Institute of the
Petdfi Literary Museum preserves, enriches
and scientifically processes the written,
audiovisual and material documents of
the Hungarian and universal theatrical
dance arts — primarily professional dance
(headquarters: Budapest, |. Krisztina
krt. 57. Website: https://oszmi.hu). The
professional collection of evidences and
objects related to dance history began in
Hungary in the 1950s. In the early 1970s,
the archive of the Association of Hungarian
Dance Artists was established, which
was transferred to the Hungarian Theater
Institute in 1987. This institution has
been named as the Hungarian Theatre
Museum and Institute since 1991,
and it was attached to the Pet6fi Literary
Museum in 2017.

The collection of the Dance Archive
is kept in separate units according to
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object and document types. In this
specialized library which contains
about 7,000 volumes in Hungarian and
foreign languages, one can consult, in
addition to Hungarian dance publications,
the most important foreign journals
concerning ballet, folk dance, modern
dance, pantomime, ballroom dancing,
movement art, dance history and theory,
pedagogy, and the associated arts and
sciences. The video library consists of
more than 11,000 items that can be
viewed on site. Hungarian and foreign
performance recordings, dance films,
documentaries and recorded TV programs
make up the majority of the stock.

The photo collection contains 75,000
cataloged performance and rehearsal
photos and portraits. Most of these
visual documents portrays the domestic
performances of the period after 1945
and the guest performances of foreign
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companies in Hungary, but there are also
a significant number of pieces from the
period between the two world wars. The
total number of preserved images is close
to a quarter of a million. The material of the
exhibition also includes the works of many
internationally renowned photographers
such as André Kertész, Jozsef Pécsi, Olga
Maté, Péter Korniss, Endre Friedmann,
Eva Keleti, Rudolf Balogh, Marian
Reismann or Manassé. The large number
of dedicated photographs also highlights
the importance of the collection. There is
a press documentation containing paper
and journal articles as well press releases
on individuals, companies, playgrounds,
festivals and competitions, guest

artists, etc. It covers an area of nearly

a hundred running meters with approx.
100.000 items. The collection of personal
collections includes the heritage material

of about 90 dancers, choreographers,
teachers, dance historians and
institutions, so e.g. manuscripts,
memorabilia, photos of Valéria Dienes,
Gyula Harangoz0, Ferenc Havas, Zoltan
Imre, Gabriella Lakatos, Aurél Milloss, Béla
Paulini, Anna Poér, Olga Szentpal, Karoly
Szigeti. Among the document collections
related to companies and institutions, the
collections of the Association of Hungarian
Dance Artists covering almost six decades,
as well as the documents of the Hungarian
State Folk Ensemble, the Gyongydshbokréta
(Pearly Bouquet) movement, the State
Ballet Institute — Hungarian Dance
Academy deserve special attention. Among
the roughly 10,000 items of the poster
library, there are also exceptional rarities.
The digital catalog of the Dance Archive
consists of about 30,000 items (Figure 3).

Figure 3. Archive and Department for Folk Music and Folk Dance Research of the Institute for Musicology
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The Archive and Department for Folk
Music and Folk Dance Research of the
Institute for Musicology of the Research
Center for the Humanities is the basic
institution of folk music and folk dance
research in Hungary and the Carpathian
Basin. Its headquarter is in Budapest, I.
Tancsics Mihaly utca 7. Website: http://
zti.hu/index.php/en/folkmusic. The
institutional unit was established in 1965
at the initiative of Zoltan Kodaly whose
idea was to situate the research on folk
music and the closely related folk dance
not in the Institute of Ethnography, but
in the Institute of Musicology within the
framework of the Hungarian Academy
of Sciences. In 2019, the Institute of
Musicology moved from the Hungarian
Academy of Sciences to the newly
established E6tvos Lorand Research
Network.

The responsibilities and tasks of the
Archive and Department for Folk Music and
Folk Dance Research are as follows:

a) ethnomusicological (folk music)
research; the Hungarian Folk Music
Library (critical edition of Hungarian folk
music); the maintenance and publication
of historical folk music orders (Bartok
order, Kodaly order), the maintenance,
enrichment, and arrangement of
the central folk music collection; the
publication of its style orders; research
on folk instruments and folk instrumental
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music; folk music history and comparative
research (Finno-Ugric, Turkish folk

music, folk music and historical sources
of neighboring countries); folk games,
research, systematization and publication
of folk singing and music customs;
maintenance of the “European melody
catalog”; library and sound collection
development; contemporary musical
cultural anthropological research.

b) ethnocoreological (folk dance)
research and publication, historical
research of folk dance; individuality
analysis; formal and comparative analyzes;
development of motifs; dance notation and
movement analysis; dance anthropological
research.

€) maintenance, enrichment, cataloging,
and digitalization of domestic, Hungarian
minority, neighboring, Finno-Ugric, Turkish
and international folk music and dance
archives (collection of records, manuscript
archives, records, CDs, audio tapes, films,
videotapes and photographs) and the
release of them in various formats (online,
cd, dvd).

The most significant support material
for folk dance research maintained by
the institution is the Knowledge Base of
Traditional Dances edited by Janos Fligedi
and made available on the Internet at
first in 2014: http://db.zti.hu/neptanc_
tudastar/index_en.asp (Figure 4)

Figure 4. Valyi Rozsi Library, Archives and
Dance Science Research Center of the

Hungarian Dance Academy
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The Valyi Rozsi Library, Archives and
Dance Science Research Center of the
Hungarian Dance Academy is a public
institution which fulfills the functions of
higher education, public education as well
as library and university archival research
in dance arts. It serves the purposes
of university education, high school
education, and dance science research.

Headquarters: Budapest, XIV. Columbus u.
87-89. Website: http://mte.eu/konyvtar,
the website of the Research Center: http://
mte.eu/tudomany.

The Hungarian Dance Academy — the
only Hungarian state university in the
field of dance — was established in 1950
and called State Ballet Institute till 1990.
(Figure b)

Figure 5. Dance Art Training Institute of the Hungarian Dance Academy

Its Library was founded in 1952 with
the unification of smaller units, e.g. book
collections the ballet school of the Opera
House and other special school textbooks
and teaching materials. In 1968, a
Methodological Cabinet was established
which supervised the Book and Music
Library operated, and from 1973 to 1981
the Visual and Audio Archive. In 1999, the
library was expanded with a document
collection, which in 2018 received the

certification of being a specialist collection.

The institution gained its current location
in 2011, when it also took the named
of the dance historian Rozsi Valyi, the

founding teacher of the State Ballet
Institute. In 2015, from the remit of the
Audiovisual Studio and Dance Art Archive,
the collection tasks were reassigned to the
library.

The Library holds about 34,000
storage units: professional and fiction
books, textbooks and notes, yearbooks,
dissertations, professional journals and
other field related documents in dance and
university education (such as musicology,
theater history, art history, aesthetics,
pedagogy, ethnography, etc.) sheet music,
records, audio and video cassettes, CDs,
DVDs, photo albums. The library holds
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15,000 books, 800 volumes of journals;
2,800 sheet music and music books;
2,500 audiovisual documents; 2,000
dissertations; 1,600 slides; 134 photo
albums and 7,000 study notes, as well
as approx. 4,000 library units of personal
collections and gifts.

The Dance Science Research
Center is responsible for integrating
and synthesizing individual research,
developing research curriculums,
implementing the university’s research
priorities, cooperating with domestic

scientific workshops, establishing
relationships with international research
centers, joining international programs,
facilitating the use of research applications
and educating young researchers. The
research center has been organizing
international dance science conferences
in every two years since 2007, hosting
other scientific events, operating a
research group exploring dance science
sources, and publishing periodicals and
professional publications. (Figure 6).

Figure 6. Dance Teacher’s Training Institute of the Hungarian Dance Academy

lll. Other research institutions in
dance research

A) Public collections

National Széchényi Library, Theater
History Collection. Headquarters:
Budapest, I. Szent Gyorgy tér 4—6. Buda
Castle, Building F. Website: http://www.
oszk.hu/en/documents_on_theater_
history.

Hungarian Heritage House, Folklore
Documentation Library and Archive.
Headquarters: Budapest, |. Corvin tér 8.
Website: https://hagyomanyokhaza.hu/
en/archives/fdk
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Museum of Ethnography. It cannot be
visited at its current headquarters due
to relocation. Its new headquarters in
Varosliget are under construction. Website:
https://www.neprajz.hu/en

Museum of Applied Arts. Headquarters:
Budapest, IX. Ull&i 0t 33-37. Website:
http://www.imm.hu/en/

Hungarian National Museum, Historical
Photographic Collection. Headquarters:
Budapest, V. MGzeum krt. 14-16.
Website: https://mnm.hu/en/collections/
historical-photographic-collection
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Metropolitan Ervin Szabé Library,
Music Collection. Headquarters: Budapest,
VIII. Otpacsirta u. 4. Website: http://www.
fszek.hu/konyvtaraink/zenei_gyujtemeny

Budapest City Archives. Headquarters:
Budapest, XIII. Teve u. 3—5. Website:
http://bparchiv.hu/en/18

Film archive of the National Film
Institute. Headquarters: Budapest, Il.
Budakeszi Gt 51./E. Website: https://
filmarchiv.hu/en

B) Higher education institutions

Library of the University of Theater
and Film Arts. Headquarters: Budapest,
VIIl. Vas u. 2/c. Website: http://szfe.hu/
konyvtarunkrol-2/

Archive of Budapest Contemporary
Dance Academy. Headquarters: Budapest,
lll. Perc. u. 2. Website: http://tanc.org.hu/
wp/category/archiv-en/

Library of the Liszt Academy.
Headquarters: Budapest, VI. Liszt Ferenc
tér 8. Website: https://Ifze.hu/library

Library and Archives of the University
of Physical Education. Headquarters:
Budapest, XII. Alkotas utca 44. Website:
https://english.tf.hu/library

University of Debrecen, Ethnographic
Department. Headquarters: 4032 Debrecen,
Egyetem tér 1. Main building, lll. floor.
Website: https://neprajz.unideb.hu/en

University of Szeged, Department of
Ethnology and Cultural Anthropology.
Headquarters: 6722 Szeged, Egyetem u. 2.
Website: https://etnoszeged.wordpress.com/

C) Research institutes

Institute of Art History of the Research
Center for the Humanities. Headquarters:
Budapest, IX. Toth Kalman u. 4. Website:
https://mi.btk.mta.hu/en/

Research Institute of Art’s Theory and
Methodology of Hungarian Academy of Arts.
Headquarters: Budapest, Il. Budakeszi Ut
38. Website: https://www.mma-mmki.hu/

D) Non-public collections of performing

arts organizations

Archive of the Hungarian State Opera
House. Headquarters: Budapest, VI.
Andrassy Ut 22. Website: http://www.
opera.hu/?lan=en

Archive of the Honvéd Ensemble.
Headquarters: Budapest, VIII. Kerepesi Gt
29/B. Website: https://www.folkarchivum.
hu/

Archive of the National Dance
Theater. Headquarters: Budapest, Il. Kis
Rokus u. 16—20. Website: http://www.
nemzetitancszinhaz.hu/

E) Private collection

Orchestica Foundation, Collection of
Movement Art. Headquarters: Budapest,
IX. Tagld u. 11-13. Website: https://moha.
mozdulatmuveszet.hu/?page_id=179

F) Non-governmental professional
organizations

Hungarian Choreological Society
(reorganized in 2020). Website: http://
mte.eu/tudomany/kutatasi-keretek/
magyar-tanctudomanyi-tarsasag/

Hungarian Association for
Ethnochoreology. Website: https://
etnokoreologia.wordpress.com/english/

Hungarian Ethnographic Society.
Website: http://neprajzihirek.hu/tarsasag

Conclusion

In this paper we dealt with today’s
institutions of dance research in Hungary.
Within this context, it was not possible to
review the history of scientific workshops,
research results and dance researchers.
About this historical development, see:
Gabor Bolvari-Takacs: Dance research at
the Hungarian College of Dance 1990—
2015 (Frames, forums, results). Hungarian
Dance Academy, Budapest, 2016. 16-25.
http://mte.eu/tudomany/publikacios-
eredmenyek/tudomanyos-es-szakmai-
kiadvanyok/
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I. BoabBapu-Takau4
BeHzep 6u akademusichbl
(Bydanewm, BeHepusi)

COBPEMEHHAAl UHCTUTYLIMOHAJIbHAAl CUCTEMA UCC/IELOBAHUA TAHLIA B BEHIPUH

AHHOTaUMA

3JT1a cTaTbsl NOCBSLLEHA COBPEMEHHbBIM MHCTUTYTaM nccneaoBaHui TaHues B BeHrpun. Camon nopasuTenbHom

OCOGEHHOCTBIO CErOAHSALLHErO UCCef0BaHNA BEHIEPCKOro TaHLa No CpaBHEHWMIO C APYrMMKU OTpacisMu
WCKYCCTBa ABNSIETCS OTCYTCTBME aBTOHOMHOMO, OCHOBAHHOMO rocy1apCTBOM MHCTUTYLIMOHANLHOIO
dyHaameHTa. BegomcTBeHHas CTPyKTypa BeHrepckom akageMum UCKYCCTB, pa3aeneHHas no otpacnam
WCKYCCTBA, HE BK/tOYAET TaHel. TaHLEeBaNbHas HayKa TaKKe He BXOAWT B CUCTEMY KnaccuduKaumm
OVCLMMNH Bbicwero o6pa3oBaHus. HanBbICLIMM YPOBHEM Hay4HON KOOPAUHALIMK U OpraHn3aLmm
dopyma no uccnegoBaHUsaM TaHua sBaseTcs Pabo4ymii KOMUTET NO HayKe TaHua BeHrepckon akagemum
HayK. MccnefoBaHMIo TaHLa OTBEAEHbI TPU FOCYAaPCTBEHHbIX YHPEKAEHUS C Pa3IMYHON UCTOPHEN

M MccnefoBaTeNlbCKOM OpueHTaLmei: ApxuB TaHLa BeHrepcKkoro TeatpanbHoro Mysest U MIHCTUTYT
nuTepatypHoro myses Metedu; Apx1MB 1 0TAEN UCCNEA0BaHMIN HapPOAHON My3blKM U HAPOAHbIX TAHLLEB
MHCTUTYTa My3blKoBeAeHMa Hay4Ho-rymaHUTapHoro ueHTpa; bnuénuotexka BeHrepckon Akagemun TaHua
Banusa Péawn, ApxuB n Hay4Ho-uccneaoBaTebCKUIM LEHTP TaHLa.

KnioueBble cnoBa: 1cceoBaHus TaHUa, TaHUEeBanbHas HayKka, BeHrepckas akaemMus UCKYCCTB, apXvB

TaHLUeB.

I. BoabBapu-Takau4
BeHzepckasi akademusi maHua

(Bydanewm, BeHepusi)

BEHIPUSAAA BUAII SEPTTEY/IIH KA3IPT1 UHCTUTYLIMOHANADIK XKYHECI

AHHOTaUMA

Bbyn maxkana BeHrpusaarbl 3amaHayy 6uai 3epTrey MHCTUTYTTapbiHa apHanfaH. OHepdiH 6acka
cananapblMeH canbICTbipFaHa BEHIp 6MiH 3epTTeyaiH Kasipri TaH4afFbl €H avKblH epeKLUeniri - aBTOHOMAbI,
MeMJIEKETKE Heri3enreH MHCTUTYLIMOHaNAbl HeridiHiK 6onMaybl. OHep cananapbiHa 6esiHreH BeHrpus
OHep aKageMUACbIHbIH, BEAOMCTBO/bIK KypblibiMbiHa 61 Kipmengi. by FblibiMbl COHbIMEH KaTap Xofapbl
6iniM NoHAEPIHIH, XiKTey XKyneciHe ae Kipmengi. buai 3eptrey GOpyMblH FblIbIMU YUNECTIPYAIH KaHe
YMbIMAACTbIPYAbIH €H XOFapbl AeHreni BeHrpus fFblibiM akageMUsCbliHblH 61 Typasibl XKYMbIC XOHIHAEr
KOMMUTETI 60M1bIN Tabblnabl. Tapuxbl MEH FbifibIMU-3epTTeY 6aFbiTbl 9PTYPJI YL MEMIEKETTIK MEKEME OUAi
3epTTeyMeH aHanbICTbl: BEHrpus Teatp MypaxamnbiHblH 61 MypaFaThl }oHe a4ebu MyparkanabiH Netedu
WMHCTUTYTbI; FbiNbIMU-TYMaHUTaPbIK OpTaNbIKTbiH My3bIKONOr1S MHCTUTYTbIHbIH XanblKTbIK My3blKa XoHe
XanblKTblK GUNepaiH MyparaTTbiK-3epTTey 6enimi; BeHrpua 61 akageMusicbiHbiH KiTanxaHachkl, Banus Pésu,
MypararT KaHe 6U FblIbIMK OpPTaNbIFbl.

Tipek ce3aaep: 6utaHy, 61 Typasbl FbiibiM, BEHrpUs eHep akaseMuscel, 61 Mypararbl.
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KOCBIMLLA/
NPUJIO)KEHUE/

APPENDIX

K. 9. BAUT'YTOB

A3MMUEH XEPCTTIH OHEPI }XOHE MU®OJIOrMA KOHLENLUACDI

Cyper 1. JOMUEH XEPCT, «Kymbipa ycraran

JlemMoH» (3KCro3uLus ), MycCiH, Waiblip 60s1ybl,
1822 x 789 x 1144 cm.

Beneuusinarsl Palazzo Grassi, 2014

Wutepner xkeici: https://bit.ly/3dYD1QZ
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Cyper 2. I9MHWUEH XEPCT, «JlemonnbiH 6achi», 2015. [Tanatiio [paccu, Benenwyst, Mranus
Wutepner xenici: https://bit.ly/2JG8pGh

Cypert 3. Yunbam bnawk. «Enec 6ypreci»
(1819-20). 21.4 cm x 16.2 cMm. Tent
ranepesceol

WHTepHeT xenici: https://bit.ly/2JGUy2b
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CypeT 4. MaHAauK TiniHAeri KyWwTapblK TocTaFaHbl. JeMOHHbIH KyMblpach! (Liaibipbl).

OHTapuro Koposbiik Mypaxkanbl, TopoHTo, KaHaga. MHTepHeT xenici: https://bit.ly/3dZNFqQ

Cypert 5. ISMUEH XEPCT,

«KpoHoc 63 6ananapblH XyTyaar.
312,5x334,3x253,5 cm, Kona MeTanbl.
MHTepHeT xenici: https://bit.ly/2Xk9cob
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CypeT 6. ®PpaHcucko lows. «CaTypH 63 6anacbliH XKyTyaar.

1819-1823. KeHen, mannbl 601y.
146 x 83 cm. MNpago myzeni, Magpua
MHTepHeT xenici: https://bit.ly/2wpzFFY

CypeT 7. AOMUEH XEPCT. «AHpI3». 2016
Min cyneri, dapdop. 45x 11 x 59 cm
MHTepHeT xenici: https://bit.ly/2UQIvgM
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. Cypert 8. IOMMUEH XEPCT. (Mud». 2016
Min cywneri, dapdop. 46 x 11 x 33 c™m
WHTepHeT xenici: https://bit.ly/3avV31uC

CypeT 9. MapTtuH LWoHrayap. «<MuctuKkanblk aH aynay (EanHopor)».lywKkuH myseini, 1489.
WHTepHeT xenici: https://bit.ly/2Vf60aD
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CypeT 10. IOMWEH XEPCT. «Bacbl wabbinFan Megysar.
38 x 48,6 x 52 cm. 2008. Manaxut. UHTepHeT xenici: https://bit.ly/2JTrlvy

Cypet 11. KapaBaao. «<Megy3sa». 1597. Arall KanKaHFa KepinreH.

KeHen, mainbl 605y. 60 x 55 cm. PnopeHums, Utanus
MHTepHeT xenici: https://bit.ly/2xdN3NJ
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CypeT 12. AOMWEH XEPCT. «LlnknontapabiH 6ac cyiteri»
MHTepHeT xenici: https://bit.ly/39VLIW2

CypeT 13. JOMUEH XEPCT. «AHapoMe/a KoHE TEHI3 KYObIKbIFbI».
391x593,5x369,5 cm. Kona matepwuanbl. MHTepHET enici: https://bit.ly/3aW4C3l|
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Cypet 14. MaccumunuaHo CongaHu beHsun. <AHapoMeaa MeH TeHi3 KyOblXKbIFbl (OH XKaKTa); Jlefa MeH akKy (con
*akTa)». KonaaaH xacanfaH cyp-xacbln Mapmap, 49,6 x 33,3 x 20,7 cM. [Ix. Mon Mettv mypaxaibl. 1725.
WHTepHeT xenici: https://bit.ly/2XtfPo6

Cypet 15. Mbepo an Kosumo. Mepcen AHgpomeaarbl 6ocattbl. (1510-15), mannbl 605y, naHenb.

70 x 123 cm™, Yoodyuuu, PnopeHuns. MHTepHeT xenici: https://bit.ly/2yEbxzZ
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K. K. MYXAMEJD)KAH, 3. Y. UCJIAMBAEBA

KA3AK KYbIPLWAK TEATPbIHbIH BYTIHI KEJIBETIH 3EPTTEYAIH KOPKEMAIK-
JCTETUKAJNDIK HET3AEPI

CypeT 1 AnmaTtbl MEMIEKETTIK Kyblpwak TeaTpbl. (LUblFbic apynapbl)

Cypert 2. BeHeuuanblk [ynb4ymHenno

anfallKbl KyblpLlak
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9. KAWPATKbI3bl, E. OBAEB

3AMAHAYHU KA3AK TEATP PEXXUCCYPACDBIHAAFbDbI X KAC PEXXUCCEPNEPAIH
KOPKEMAIK TOCI/IAEPI MEH 9ICTEPI

1-cypet. *KyperiMmHiH neci» ncuxo-duanKanslk gpamacsl. 2017xbin. Japura — aktpuca C. Pean bnaHka,
[y6awnaarbl XiriT — aktep F. OcnaHoB. Kotowbl-pexuccepi: A. OcnaH6aeBa. ABTopbl: A. AnamaH.

A. Anaman

#2KYPETIY

NCHXOPHIMKANBIK ApaMa

2-cypeT. YKyperiMHiH neci» cnexkTakniHii apuwachl.
Kotowbl-pexunccepi: A. OcnaH6aeBa.

ABTOpbI: A. AnamaH. 2017 xbin.
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G. BOLVARI-TAKACS

THE INSTITUTIONAL SYSTEM OF DANCE RESEARCH IN HUNGARY TODAY
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Figure 2. Dance Archive of the Hungarian Theatre Museum and Institute
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Figure 3. Archive and Department for Folk Music and Folk Dance Research of the Institute for Musicology

Figure 4. Valyi Rozsi Library, Archives and Dance Science Research Center of the Hungarian Dance Academy
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Figure 5. Dance Art Training Institute of the Hungarian Dance Academy

Figure 6. Dance Teacher’s Training Institute of the Hungarian Dance Academy

135
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