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COMMUNICATION OF KAZAKH TRADITIONAL MUSIC WITH THE PHENOMENONS OF THE GREAT SILK

ROAD

Abstract:

The article considers the significant role of the music in the life of Kazakhs, the music that was in for
centuries on the Great Silk Road. Outstanding characteristics of musical instruments and history of their
genesis, which can be found in a plenty of Ancient Myths and Legends are analyzed, and it verifies the

deep historical layer of Silk Road which holds harmony energy between the world and human. Traditional
Kazakh Music Culture has many examples of creating, keeping and developing distinctive musical art, which
contribute to a worldwide culture of humanity of the Great Silk Road. The method of phenomenology used in
the study of intentionality is immediate contemplation (evidence) and phenomenological reduction.
Keywords: phenomenology, intentionality, music culture, Silk Road, Kazakhs, history and genesis of

instruments, folklore, performance.

Introduction

Considering examples of the
phenomenological approach of musical
phenomena, | would like to draw attention
to the similarities and differences in
the study of the culture of the Great Silk
Road. As it is known, close intercultural
relations led to the creation of original
works of art in which the syncretism of
the Iranian, Chinese, Sogdian and Turkic
cultural traditions known to scientists was

manifested. These elements intertwined
so closely that researchers attributed them
equally to western or eastern influences.
[1, p.50]

In his dissertation study, Wang Don
Mei believes that despite the confessional
differences, even common planning
features of the temple architecture were
worked out along the highways of the
Great Silk Road, from the Minor to Eastern
Asia. The role of China on the Silk Road is



special: silk and external ties of ancient
and early medieval China defined it as one
of the most important links in economic
and cultural integration. Musical values in
this process occupy an important place.

[2] We hope that the following study will
enrich the entire musical culture of the Silk
Road with diverse studies and approaches.
(Figure 1)

: ) A ?'Ah S
Figure 1. The Map of the Silk Road passing through
Kazakhstan from China to Rome

Phenomenological approaches and
principles of music research

Melodic, harmony and rhythm - the
elementary phenomena of a musical work
- are the subject of the phenomenology of
music, in which an absolute or aesthetic
position is realized. The morphology of
music, in which the musical phenomenon
is no longer a complex of interacting
forces, but a result of historical
development, complements its relativistic
or historical approaches. Thus, “to the
field of the phenomenology of music is
the definition of structural elements, the
form and content of a musical work, to the
division of morphology - the problems of
style and expression”. [3]

An important contribution to
phenomenological aesthetics was made by
the German musicologist Hans Mersman
(1891-1971). It was his message “To the
Phenomenology of Music,” presented
on 16-18 October 1924 in Berlin at the
Second Congress on Aesthetics and
General Art History, together with Moritz

Geiger’s report “Phenomenological
Aesthetics”, clearly indicating the principles
of the phenomenological approach that
can be considered the beginning of the
formation of phenomenological aesthetics.

Phenomenological aesthetics,
formed as an alternative to traditional
aesthetics, stepping over the boundaries
of subjectivism and psychology, sought
to restore art to its prerogative which
is to show that there is an existent in
general, [4] to formalize and preserve it,
to establish the standard in the sphere
of human existence in history. The work
of art is first and foremost what a person
sees things through in the world and
can hold “the fullness of being”. [5,
p.50] Putting the subject “a status of an
ontological monism” considering it in the
measurement of the being's existence,
inevitably leads to ontologijzation of
phenomenological aesthetics and its
transformation into a genuine ontology.

The crisis of European rationality
predicted by E. Husserl in 1936, which
was the result of forgetting the semantic
foundations (“life world”), not least
reflected on the theoretical aesthetics.
[6, p.51] According to Husserl, the
task of phenomenology consists in the
discovery of universal ideal principles
that determine the structure of the
perceived and experienced world, which
is regarded as constitutive (created) by
the human consciousness and purified
from the empirical content. At the heart
of the phenomenological method is the
desire to view objects outside their real,
material existence and content side, in the
form in which they are directly conscious
- as objects of intentional (Intentionality)
contemplation and experience.

The reason for the methodological
collapse in aesthetics was not only the
general “crisis of European science”, but

Central Asian Journal of Art Studies N3 |2017



also the inherent representation of the
subject-object dichotomy inherited from
Cartesianism. (Figure 2).
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Figure 2. Edmund Husserl’s ‘Cartesian reflection’s in a
Logical research. The Cartesianian Theatre.

"Modern aesthetics, arising in the XVIII
century, developed in part in an ugly way.
Aesthetics has turned a work of art into an
object of aesthetic pleasure, which it really
is not. Reflections on the beautiful were
made only in the plane of correlating with
the feeling of man (aistesis). “The aesthetic
state of the subject served as a standard
for determining and substantiating the
essence of art”. [5]

Mersman notes that there is no object
as a carrier of form and content in music.
They are not their carriers and elements.
Music is the only art where “some X”,
“some unknown power in itself” acts as
such carrier, which Mersman designates
using the term “architectonics” (Tektonik).
Architectonics is the sum of forces that
determine the development of elements in
form and content. [3]

“Tectonic forces” in music, if compared
with other arts, are manifested in the most
direct way. Their function is not to bind and
order, but to form (gestal-tend). “Tectonic
elements”, therefore, are not the essence
and not the condition of the phenomenon
of music, but its very appearance.

As a musical phenomenon, Mersman
believes, it would be erroneous to consider

exclusively acoustic and physiological
material. Not physical or physiological
processes, but their basis - “elementary
forces,” the laws of their development
and their “evolution” (its course, intensity
and limits) - constitute the subject of
phenomenological research.

Therefore, the phenomena of music
of the heritage of the Great Silk Road
require an adequate research approach,
including the principles and methods
of phenomenological research. All the
mysteries of the universe, the spiritual
complex of folk culture and the state of
mind that music carries in all the centuries
before ours belongs to the phenomenon of
music.

The phenomenological method

of investigation consists in intuitive,
unconstrained, thorough, descriptive,
analytical determination of differences
and in bringing to life the clarity of the
phenomena of conscious life. Music
on functional significance is designed
to reflect the real reality in emotional
experiences and feelings stained with
feelings, expressed through sounds of
a special kind, based on generalized
intonations of human speech. Accordingly,
music begins where words end. Music
reinforces and develops the function of
sound communication associated with
human speech. It creates sounds of
special properties that are not in nature
and which do not exist outside music.[7]

Not surprisingly, if “ohenomenon - the
occurrence that appears to consciousness
after the implementation of the epochs*
excludes from the field of vision all the
accumulated by the history of scientific
and unscientific thinking, opinions,
judgments, evaluations of the subject
and strives from the position of “pure
observer”. Phenomenology is a science
that examines a specific phenomenon and



tries to describe it with as little distortion or
interpretation as possible”. [8]

Methods

Phenomenological method
of investigation. Principles of
phenomenological research - consider
such issues as non-proximity, evidence,
intentionality.

Non-proximity implies the rejection
of beliefs and assumptions that have
not been fully investigated. In the same
way it rejects unclear and unverifiable
premises. Evidence and openness to
new experiences (“the principle of all
principles”). All that is given to us, it is
necessary to accept and describe as it
gives itself, and only in the framework in
which it gives itself.

Intentionality is the direction of
consciousness of an object, going beyond,
is a very important aspect of the creative
process. In the intentional state, brilliant
musical works are born, a special kind
of quality of the work is performed,
fascinating the public. In an intentional
act, a person approaches creative qualities
from the Creator, begins to conform to
his credo. The method of phenomenology
used in the study of intentionality is
immediate contemplation (evidence) and
phenomenological reduction.

Immediate contemplation, as a method
of phenomenology, means that the latter
is a descriptive science, and its material
is exclusively data of direct intuition.
Thus, all the processes of events in music
are subject to contemplation and allow
us to consider them from the point of
view of phenomenological reduction.
Form, rhythm, time, space and action in
phenomenological reduction are reflected.

Husserl said: “If the intentional object
and the transcendent act was realized in
the natural attitude now the attention is

10

transferred to the act in which it occurs.
We do not live in intentional acts, do not
dissolve in them, but reflect on them.
Now the real existence does not matter,
... the phenomenological composition of
perception does not depend on this”. [9,
pp. 51, 337]

The phenomenological reduction is
the neutralization of all kinds of beliefs,
opinions, scientific knowledge about the
phenomenon, including the idea of the
status of its reality. The reduction to a
person helps to perceive the phenomenon
in a pure form and receives information
alongside in its primary kind. Music in the
ontological understanding of phenomenal
being is revealed in its integral form.

Its demonstration, often described
in a refined stylistic and conceptual roll,
is perceived through the cultural texts
of the era or by other accompanying
messages, which sometimes hinder the
revival of music as a pure phenomenon. “I
look at everything as if in a dream: there
is no external space-time world, only
experiences are facts of my consciousness
- the “state” of such human |, in the
change of which the identical psychical
properties of a person are expressed.” [9,
pp. 202, 203, 209]

Results

That s, | continue to exist as a
particular soul or as an empirical subject in
consciousness experiencing concrete facts
of what is happening in music, and not
as an entity, while admitting the absence
of an external world and even my own
body. These formulations suit one of the
reduction methods and are applicable in
the problem under study.

This method is especially accepted
in all sciences about nature and spirit,
which allows the implementation of
phenomenological reduction “shutdown”.
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The phenomenological intuition
requires — “open your eyes”, “look
and listen”. It suggests listening to the
sensitive penetration, concentration
and intuitive grasp of the phenomenon
in order to achieve maximum clarity of
vision. Moreover, that factor of introducing
the phenomenological intuition of
music and its components amazes new
problems of understanding in musicology.
In this case, the task to determine the
intentional experiences of sensory and
spiritual components and to divide their
significance in the constitutive principle
with respect to actual and potential
infinity arises. As a result, we realize
that phenomenological intuition is
experienced on an empirical level through
the phenomena of “gilye” and “noema”
which represent the world of music with a
constitutive principle.

A procedure is carried out to correlate
various aspects and components
of the phenomenon with the aim of
establishing its invariant semantic
structure in phenomenological analysis.
A phenomenological description is the
procedure of the most complete and
transparent designation, predication and
linguistic expression of the primary data of
experience.

Discussion

The worship of the heavenly Tengri,
Jer-Su and Umai, ancient Turkic gods and
goddesses, in the traditional beliefs of the
proto-Kazakhs is determined by the unique
cultural sense of the world view. Since
the ancient times, “Tengri” is the master
of Heavenly Peace, Cosmos, the Spirit of
Heaven in the belief of the Turkic tribes.
The Mongols call him “Tenger”, the Buryats
“Tengari”, the Chuvash “Touri” (Figure 3,4).
Additionally, this religion was recognized
by the Finno-Ugric peoples: Mari, Mordva

and Komi. Tengri is the dominant power
over the destinies of the state, peoples
and all creatures. Of course, Umai (God
of the Earth) solved some problems (for
example, the hearth). “When people did
not still know what the haven of the”
middle world “was - it was written down
by Celestial Tengri as the “consciousness
in the understanding of the system
“Man” - “Universe” - “Environment”. The
birth of ritual theater and musical culture

”oou

of “zhyrau”, “aitys” is the fundamental
principle of proto-theaters”.

Figure 3,4. The Religions of The World in a Cosmological
System. “Tengri” is the master of
Heavenly Peace and Cosmos.

The researcher Kurmangazy
Karamanuly notes that “Tengr” (or
Heavenly Tengri), in the notion of
Kazakhs, does not follow or observe like
in the beliefs of other nations but, on the
contrary, acts as merciful, caring and all-
powerful for all. Then, says the researchet,
why not to live with this freedom for
the benefit given by Tengri to all human
qualities and virtues, hoping for your

11



mental and physical abilities without losing
courage. The essence and meaning of man
then depends only on how he will live the
earthly life. So, a person should seek his
happiness not somewhere in paradise, but
must find, while alive, in this world. As you
know, this remarkable concept is formed
and laid by the worldview of Tengrianism”.
[10, p.17]

Some properties of the mentality
of the Kazakhs, which have a precise
description of themselves are noticeable
by these words of the author. There are
also some differences in the religions of
Tengrianism and Islam: characteristic
of Islam as "subordination" are viewed
as “false values”of this life. These
concepts in Tengrianism are not described
comprehensively. On the contrary,
the comparative freedom of Man is
assessed. For example, a special feature
of Tengrianism is to establish a private
relationship between Man and the World
(Figure 5).

Maniheian

Buddizm

Figure 5. Religions that the spread along the Silk Road:
Tengrizm, Budhizm, Maniheian, Cristian and Islam.

Turkic culture, which has preserved the
laws of peace and harmony of nature, can
become a translator of cultural values in
the Kazakh musical culture in this sense.
The motto "The World is like the World
of His" allowed a person to see himself
in the Unified System of the Universe. In
the cosmocentric concept of the Universe

12

man is a reduced model of the universe,
in the micro-macrocosmic system. Parts
of the human body are compared with
parts of the constituent elements of the
world. The human body is made of clay.
The blood is made of water, lungs are of
the atmosphere and heat is of fire. All
parts of the body converge with the parts
of the world: the head with the sky, the
trunk with the atmosphere, the stomach
with the sea, the feet with the earth, the
bones with the stones, the joints with the
branches, the hair with the grass, and the
feelings with the animals. The image of
man is represented here as naturalistic,
anthropomorphic. [11]

It is in cosmocentrism that the problems
of figurative and artistic exploration
of the world could be embodied in
architectonic art (like music) where the
image of space and man is united. The
space status of a person in monuments,
for example architecture, is determined
by the viewpoint of the geographical
environment. The sides of the world -
south, north, east and west - are defined
as a cosmic landmark and mean for
people gaining life and permanence. The
transfer of "KyT-6epeke" (grace) on the part
of Tengri was arranged with the help of
architectural structures. It was considered
safer to spend the night at the sepulchral
structures than in the open air, and it was
symbolized as a protective space - a mini
cosmos - providing a connection with the
spirits of ancestors.

Origin of instruments.

The origin of folk musical instruments
in itself is a phenomenology for study.
The special role of instruments and
instrumental music in the life of Kazakhs is
reflected in numerous ancient myths and
legends, many researchers of the history of
culture and musicologists write about it. All
myths and legends in Kazakh folklore are
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imbued with a deep content and a specific
story about the Man-creator. “Musical
myths and legends, being an integral part
of the traditional religious system, put the
Musical Instrument on the highest stage of
the universe as the creator and carrier of
the cosmic order and the conductor of pure
energies, which unites Cosmos, Nature
and Man as the harmonious whole”. [12]
(Figure 6)

KAZAKH FOLK INSTRUMENTS
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Figure 6. Kazakh Folk Music Instruments: stringed-plucked
(kobyz, dombra, zhetygen, shang kobyz, adyrna, sherter),
wind (kernei, syrnai, sybyzgy, saz syrnai, yskirik, tastauyk,

uran), drams (dabyl,syndauyl, kepshik), ringing (syldyrmak,

asa tayak, konyrau), noise (zyryldak, sakpan, tai tyiak,
shatyrlak).

Kazakh musical instrument zhetygen
has a sad story about a master who lost
seven sons (Figure 7). This instrument
also has seven strings, and when his first
son died, he pulled a string on a hollowed-
out tree, playing a melodic lamentation
"Karahym-ay" - "My own one." After the
death of the second son, the father
pulled on the second one and played the
melody “Qanat Syndy” - “Broken wing”.
The following melodies “Ot Soner” - "The
flame has quenched", “Baqyt koshti” -
“Happiness is gone,” “Kun tutyldy” - “The
eclipse of the sun,” “Ai Kurdy” - “The
Moon disappeared” are dedicated to the
losses of his other sons. After the death
of the seventh, a lamentation for all the
sons named “Zheti balamnan airylyp,
qusa boldym” - “Having lost seven sons, |
became blind” was composed. [13]

Figure 7. Kazakh musical instrument zhetygen.

The balance between the grandiose
streams of Life and Death on Earth is
regulated by playing on the kobyz, which
is reflected in the legends of Korkut, the
first Shaman. “When Korkut was 20 years
old, man in white clothes showed up to
him in a dream and said that his age is
not long, only 40 years. Korkut decided to
seek immortality. He sat on the fast camel
Zhelmaya and set off on a long journey. On
the way, he met some people who were
digging something. When Korkut asked
what they were doing, they answered:
“The Grave for Korkut. “Feeling that these
places are disastrous for him, he went
on. So he traveled all four directions of
the world, but everywhere he was waiting
for a dug grave. Korkut returned to the
center of the Earth, to the shores of his
native Syr-Darya and, having wrapped the
skin sacrificed by the Zhelmaya, made the
first kobyz. Then he laid a carpet on the
waters of the river, and sitting on it became
day and night playing on kobyz. Death
was powerless while he was playing his

The similarities and differences
OF INSTRUMENTS

Stringed - plucked instruments

aKhs -
WazaX
woBlZ

Figure 8. The Kazakh first instrument — Kobyz invented by
Korkyt. The similiarities and differences of some stringed-
plucked instruments spread along the Silk Road.
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instrument”. [12] (Figure 8)

Multiplicity of the purpose of art and
polyfunctionality

According to the researcher of the
aesthetics Y.B. Borev, music, like other
forms of art, has different qualities
of influence and has many functions:
communicative, compensatory,
conceptual, inspiring, purifying, predicting,
transforming and cognitive-heuristic
functions. We believe that these functions
will be very appropriate to reflect the
musical phenomena of the Great Silk
Road.

Compensatory function (artas a
consolation)

Art has a comforting-compensatory
function and it is called to restore harmony
lost in reality into to the sphere of the spirit
in an illusory way. Perceiving a work of art,
people relieve the inner tension generated
by real life, and compensate for the
monotony of everyday life.

The compensatory function of art has
three main aspects:

1. distracting (hedonistic and
entertaining);

2. comforting;

3. self-compensatory (contributing to
the spiritual harmony of man).

The life of a modern person is full of
conflict situations, grief, tension, overload
and unfulfilled hopes. Art consoles and
leads to the world of dreams and its
harmony affects the inner harmony of the
individual, contributing to the preservation
and restoration of mental balance. [7]

The compensatory function can be
attributed to the legend of the ancient
musical instrument zhetygen, the creation
of which is associated with a profound
tragedy. In this tragedy the close ones
are gone, the bipolarity of the world
disappears, the fire of life disappears,
earthly happiness disappears, the Sun
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disappears, and both the Moon and the
Cosmos become blind, unmanifested and
lifeless”. [13]

It says, in another legend about Korkut,
the great patron of shamans of the Turkic
peoples that he compensates and defends
life, opposing the death,: "The performance
of Korkut attracted all Earth creatures -
flying birds, running animals, trying to get
through it through the sands and people.
Sun, in whom there was life, sat on the
shore and listened to kobyz. Death came
to take the soul of Korkyt, but he continued
to play. And while the Kobyz of Korkyt was
singing, Death was powerless. It did not
have the strength to take someone from
this world”. [14, p.28]

The communicative nature of art as
a sign system is based on its modern
semiotic consideration. Communication
between peoples in mastering the culture
of the past makes these codes and
conventions generally available; they
introduce them into the arsenal of the
artistic culture of mankind. The perception
of a work occurs according to the laws
of communication. In other words, it is
communication with feedback. Artistic
communication allows people to exchange
thoughts, enables a person to join the
experience that is remote historically
and geographically. Thus, art enhances
the spiritual potential and community
of mankind. Regarding the musical
phenomena of the Great Silk Road, we
can say that art unites people. It paves the
way for mutual understanding of peoples
in the modern world. It is an instrument of
peaceful coexistence and cooperation.

The conceptual function (art as an
analysis of the state of the world)

Artis not an illustration of philosophical,
religious or political ideas. The musician
recycles his own impressions of life,
creating an artistic concept. Hegel wrote:
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“... religion as the universal consciousness
of truth is an essential prerequisite for art
... . [15]

For example, “The special stability of the
tradition of Chinese music is due, in large
part, to the enormous role of music in the
organization of society and its recognition
as a term that directly forms the reality.
The religion’s and philosophy’s role, which
determines the laws of musical art and
should be strictly observed, is immense.
First, with the explicit restriction of music
for entertainment was it related to the
cultural and palace music, which occupied
a privileged position in the musical culture
of China for centuries”. [2]

"The Italian philosopher B. Croce
defines art as intuition and denies its
ability to attain conceptual knowledge that
supposedly can be expressed in logical
concepts only. According to his statement,
artis “simpler in the form of cognition”
than in the conceptual cognition in general.
However, art carries an artistic concept.

It strives to solve global problems and to
realize the state of the world" (Borey, Y.B.).
[7] The musician is interested in the fate of
mankind and thinks on the scale of history.
He correlates the content of his work with
the latter.

An impressive function (art as
suggestion)

Art is the suggestion of a certain order
of thoughts and feelings. It gives almost
a hypnotic effect on the whole human
psyche and the subconscious. The work
often literally bewitches. Suggestion (an
inspiring effect) was inherent in the pre-art.
We think that this enchanting feature, too,
is inherent in the musical culture of the
Great Silk Road where the presence in the
"world of being" and the preservation of the
harmony of the world was quite regular.

In his attempt to understand the
experience of the artistic culture of India,

"the Indian explorer K.K. Pandi argues that
art is always dominated by suggestion. The
main effect of folklore spells and laments
is suggestion." [7]

Art as a prediction

“Cassandra predicted the death of
Troy in the days of power of the city”.
There are many legends in the East when
with the help of music an event was
predicted. For example, the Kazakh legend
of the origin of the musical instrument
“dombyra” tells such a story. When the
son of Genghis Khan Juchi died, people
could not inform him of the news and
instructed the musician to play it for
whoever will tell this message could have
bad consequences. When the musician
played the composition, the Khan sighed
and ordered to pour the boiled lead into
the mouth of the narrator. However, the
musician handed in his musical instrument
without hesitation and the Khan had to
give order to pour hot lead into the place
that is now known as the sound hole of
"dombra". There are many such examples
in the history of folk music.

The "cassandra beginning" or the ability
to anticipate the future always lives in
art. The human intellect is able to make a
jump through the rupture of information
to expose the essence of modern and
even future phenomena with the obvious
incompleteness of the initial data. The
opinion that human thinking is inductive
and inclined to logical conclusions on the
basis of generalization of the repeating
facts has been established since long ago.
However, contemporary neurophysiology
and psychology indicate to the spasmodic
thinking that comes to conclusions not only
inductively, but also on the basis of a single
observation, or by means of extrapolation
(a probabilistic continuation of the lines of
development of the existing one into the
future). A scientist can make inferences
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about the future, and a musician can
present it. [7]

Art as a catharsis (educational function)
Art forms the system of feelings and
thoughts of people. The educational impact

of other forms of public consciousness

is of a private nature: morality shapes
moral norms, politics shape political
views, philosophy form worldview, and
science prepares a specialist. Art, in its
turn, produces a personality from a human
(the product comprehensively affects

the mind and heart, and there is no such
corner of the human spirit that it could

not affect by its influence). Art forms an
integral life. The Pythagoreans said that
art cleanses a person. Aristotle developed
the category of catharsis, purification by
means of “similar affects”, and introduced
it into aesthetics. [16] Art, by showing

the heroes who have passed the ordeals,
makes people sympathy them and, in this
way, purifies the inner world of viewers and
readers. Aristotle developed this position
on the material of the impact on the viewer
of a tragic work. "The impact of music has
nothing in common with didactic tacit
teaching and goes through an aesthetic
ideal that manifests itself in positive and
negative images. [17]

Conclusion

The researcher of folk music
and genealogy of Kazakh people A.
Mukhambetova distinguishes seven
spiritual levels of Kazakh and European
music. She sees reciprocity from the East
in the European music of modern times
(classical), in which the polyphony is based
on a rationalized metro rhythm that is twice
or three times more effective. The impact
in European music is also expressed in
aesthetic empathy and fantasy. European
music is a symphony, the concert sounds
from thirty minutes up to two hours.
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Improvisation is not allowed. Music is
intended for the prepared listener; it is
socially differentiated and elite.

The Kazakh music (kuy) is
coordinately different in terms of musical-
phenomenological parameters:

1. Kuy is sacred meditative music
of nomads. It was Asian nomads who
gave the world all the prophets. The first
foundation of Kazakh music comes from
the contemplation of the nomads.

2. The leading role in kuy is cosmic
vibration. The leading role is free-metric
rhythm. You can feel by means of the
centers whether this music is cosmic or
not. There is also a check for loudness -
the more harmonious is the kuy, the less
irritating is the sound power.

3. A high degree of joint concentration or
meditation is possible under the influence
of kuy.

4. Kuy’s duration is of 2-5 minutes or
more precisely 200-300 seconds. This
corresponds to the time of concentrated
meditation. As a result, there is an output
in parallel worlds, which lasts several
seconds. To enter the parallel worlds, the
performer must also perform the cleansing
ceremony in order to be spiritually
prepared.

5. Kazakh music is improvisational.

Any attempt to fix kyu in notes and put the
conductor destroys the rhythm of cosmic
vibrations. This rhythm is felt only by an
improviser soloist. Only he is able to convey
it.

6. The musician and listeners form
a single emotional and mental field.

Khan and shepherd, aksakal and child
experience the same emotions. That's why
folk music is elite.

7. Kazakh music is cosmic. It lived,
lives and will live without any assistance or
opposition from the fifth spiritual level.
[18] We hope that the phenomenological
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methods and principles and their to return the phenomena of existence

application in the studies of the heritage as a whole. It attempts to formalize and
of the Great Silk Road will also be preserve it, to assert it as a measure
basic. When phenomenology steps over standard in the sphere of human existence
psychology and subjectivism, art seeks in history.
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XanbikoB K.3.
T.K. XXypreHoB aTbiHAafbl Ka3aK ¥/ITTblK 6HEP aKaAeMUSIChl,
Anmarsl, KasakctaH

KA3AK A9CTYPJ1l MY3bIKACDbIHbIH ¥J1bl JKIBEK 3X0J1bl ®EHOMEHAEPIMEH 63APAKATbIHACDI

AHpaTna:

Makanaga ¥nbl XKibeK XonblHaa Facblipnap 60Mbl TyFaH Ka3ak eMipiHAeri My3blKaHblH, epeKLue peni
KapacTblpbliagbl. My3biKanblk acnantap MeH onapablH nanga 601y Tapuxbl, epeKLeniktepiHe ToKTanbiHagbl.
¥nbl Ki6ek *onbl 60MblIHAAFbI TAPUXM-MBAEHM KabaTTbl KYPanTbiHAbIFbIH PACTalNTblH CaHChI3 eXXeNri aHbi3aap
MEH ancaHanap/a KepiHic TanKkaH }aHe onap AjaMm MeH 9neM apacblH KypawTblH KyaT Ke3iHe ne eKeHairiHe
MoH 6epineai. KaszaktapablH A9CTYPNiI My3blKa 6HEpI Xannbl agaM3aTTblH UrifliriHe KocaTblH KenTerex
TeNnTyMa eHepai caKTayablH, *XUHaKTayablH, XaHe TapaTyablH, MblcangapbiHa 6an. PeHOMEHONOTUANbIK SAiCTi
KondaHyfaarbl UHTEHLUMOHaNAbIbIK — TiKenen TYUCiHY (Aanenginik) MeH GpeHOMEHONOrnsASbIK peayKLns
3epTTeyae OpbIH anfFaH.

Tipek ce3paep: PeHOMEHONOIMSA, MHTEHUMOHANAbINbIK, My3blKasblK MOAEHUET, KadaKTap, acnanTtapably,
acany Tapuxbl, GonbKIop, onHay.

Xanbikos K.3.
Kazaxckasa HaynoHabHasa akagemus ucKycctB umenun T.K. XypreHoBa
Anmartsl, KaszaxcraH

KOMMYHMKALIMS KABAXCKOM TPAAULLUOHHON MY3bIKU C DEHOMEHAMMU BEJIUKOW
LWENIKOBOW NYTH

AHHOTaLMA:

B ctaTbe paccmaTpuBaeTcs ocobasi poiib My3blKW B XXW3HW Ka3axoB, poXAeHHas Bekamu Ha Benvkom
LLenkoBoMm lMyTu. NMpoaHann3nMpoBaHbl XxapaKTepHble 0CO6EHHOCTU MY3blKa/lbHbIX UHCTPYMEHTOB M UX MCTOPUS
NPOUCXOXAEHUSA, KOTOPbIE OTPaXKeHbl B MHOTOYUCNEHHBIX APEBHUX MUbaX U NereHaax, 4To NoATBEPKAAET O
rny60KON NCTOPUYECKOM NOYBEHHOCTHU KyNbTypHOro cnosi Lenkosoro MyTu, rae TauTcs aHepreTMka rapMoHUm
Mexay Mnpom 1 yenosekom. M TpaguuMOHHaA My3blKkanbHas Ky/bTypa Ka3axoB UMEET MHOMO NpUMepoB
CO34aHus, XpaHEHNS U TPAHCASALMN CaMOBbITHOrO My3blKalbHOMO MCKYCCTBA, KOTOPOE BHOCUT BK/1aj B
06LIEMMPOBYIO KyNbTypy YenoBeyecTBa Benunkoro Lenkosoro MNytu. MNpueneyeHne GeHOMEHONOrM4EeCcKoro
nogxoja B CCnefoBaHUU KaK MHTEHLIMOHANBHOCTH, - 3TO HEMOCPEACTBEHHOE CO3€EpLaHME (LOKa3aTeNbLCTBO)
1M GEHOMEHOJIOrMYecKoe pedyKLnpoBaHue.

KnioueBbie cnoBa: GeHOMEHOSIOMMUS, MUHTEHLIMOHANbHOCTb, My3blKanbHas Ky/bTypa, Ka3axu, MCTopus
NPOUCXOXKAEHUA UHCTPYMEHTOB, GOJIbKII0OP, NepdopMaHc.
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Abstract

The article is devoted to the analysis and characterization of contemplation as a way of expressing attitudes
towards the world, attitudes of man and the world as the initial organically interconnected integrity. It is
important that consideration of universal representations gives the opportunity to see the system that
underlies traditional world outlook. The article notes that all the vital health of the nomads is imbued with the
awareness of the deep and harmonious relationship of man and the world.

Key words: nomad, worldview, perception, traditional, picture of the world.

Introduction

The involvement of the earthly being
with the heavenly, cosmic spheres,
perceived as a communication-
interconnection is the universal foundation
of the Kazakh traditional culture of world
relations.

At the heart of this concept lies
contemplation as a way of relating to
the world, existence. S. L. Rubinstein
noted: “The greatness of a man, his
activity is manifested not only in deed,
but also in contemplation, in the ability
to comprehend and properly treat the

Universe, to the world, to being.” [1, pp.
255-385] Contemplation as a way of world
relations expressed the relationship of man
and the world as a whole.

The deep and heartfelt characteristic
of contemplation as a way of expressing
attitudes towards the world lies in the fact
that it expresses the relationship of man
and the world as the original organically
interconnected integrity. Kazakhs say: bul
dunie — birtutas - man and the world are
completely interconnected. In this regard,
understanding the basic, fundamental
principles of the beliefs of traditional

19



culture seems to us the most fruitful if we
reveal the patterns underlying in base of
the traditional attitude to the world.

Methods

TThe holistic approach to the subject of
the research makes it possible to identify
the relations and connections between the
cultural phenomena that are separated at
first glance. As a result of this approach,
it is possible to attempt to “reconstruct
the spiritual universe of people of other
eras and cultures”, to reveal the contours
of the world view system that dominated
traditional Kazakh society. Examination
of universal ideas gives the opportunity to
see the system that underlies traditional
worldview. Ideas about space and time
give, for example, the possibility of
understanding which features determine
the model of the world captured in
traditional Kazakh culture.

Studies in recent decades show that the
archaic consciousness of a special strategy
for mastering the world, which is realized in
artistic and aesthetic images, is becoming
increasingly widespread. It should be noted
here that the complex of global ideas lies
at the heart of the world relation, which
was embodied in diverse, but essentially
unified, representations and behavioral
cultures. The same idea was produced at
different levels and expressed by different
codes (only this way of streamlining reality
gave the worldview its universality and
obligation). Every society is served by the
amount of symbols it needs. The deep
wealth in its infinite discovery is also
hidden in the fact that in traditional world
relations rational and irrational moments
are not opposed.

Perhaps the vitality of the traditional
worldview is largely due to the interweaving
of the “real” and the “possible.” In some
phenomena, previously unconditionally
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regarded as religious remnants,
ethnographers now see manifestations

of the ecological culture of an ethnos.
Therefore, when analyzing traditional
culture, one should proceed not from the
opposition of its individual components, for
example, the religious - non-religious, the
real - the ideal, etc., but proceed as far as
possible from an adequate understanding
and comprehension of it.

Contemplation as a way of shaping
attitudes towards the world and with
the world lies at the heart of the
Kazakh traditional ideological culture.

It is important to note the peculiarity
that contemplation, being a way of
comprehension - the attraction of the
Universe as a whole, lies in the broad
sense and the basis of the philosophical
attitude to life, existence.

Contemplation as a traditional culture
of forming attitudes towards the world and
with the world has multi-level content.
First of all, it should be said about
contemplation as a world relation, a way of
mastering nature, the Universe, which were
expressed as relations of communication.
Here, of course, it means contemplation
of the Universe as infinity (Bukhar-Zhyrau),
perception of its beauty, not overwhelming
by its grandeur, but sublimely inspiring
(Kaztugan), listening-hearing the music
of the spheres of the Universe in its
endless movement (al-Farabi). [2]

Another important thing, respectively, is
the importance of a real-practical way of
building one’s relations with the world of
the Universe as intercommunication.

Results

Contemplation as a rich world culture
was taking place due to mainly developed
imagination. The value of productive
imagination is difficult to overestimate,
because it is the basis of the relationship
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to nature, to the Universe as a whole, as
eternity and beauty.

Here it is essentially important to point
out that due to a developed imagination,
an intuition arises, which only allows
one to “see” the uncovered worlds of the
Universe, its visible and invisible spheres,
its grandeur and infinity.

On the whole, contemplation as a
special historically developing ability to
perceive the fullness and infinity of the
world at the level of philosophical and
aesthetic intuition made it possible for
the artistic and figurative embodiment of
the integrity of the “man and the world”
relations in the traditional culture.

The grandiose picture of the Universe
that stands before the visible and
spiritual gaze of man, in all its infinity,

did not suppress the person, thanks to
the experience of spiritual and practical
communication with him, which includes
communication as a mutual mutual
necessity, man in nature, in her and

with her, and not in front of her and that
track, not above her. The uniqueness of
the experience of contemplation lies in
the fact that it includes communication
with nature, the Universe as a whole as a
necessary life force, necessary content.

In the life of a nomadic society, a person
spent a long time alone with himself and
with nature, taking care of herds of horses,
flocks of sheep, however difficult it was,
was so secluded. Feeling of life and well-
being nomads are deeply connected with
awareness of the harmonious interrelation
of the world of man and nature, this feeling
of complete interrelation covered the whole
life of a man, starting from the moment of
his birth, permeated all levels of everyday
life, including spheres of emotional and
intellectual and practical life.

The interconnectedness of the
philosophical-speculative and life -practical

levels, here it should be said about the
unity of culture from the immediate human
life.

In this case, the feeling and awareness
of the relationship with the Universe is
given to a person from childhood, by this
level of world-view culture does not remain
at the level of abstract significance, but
goes, translates into a spiritual sense of
balance with the world, related with it, and
this spiritual and spiritual feeling is deep
peace of mind. This relationship with the
world is deeply calm and unshakable, and
therefore the meaningful content of the
life of each person is not exhausted, just
as the very value of life itself is infinite.
This world of relationships, permeating
the life of a person, imposing unigue
shades on all life's behavior in all its
diversity, at the same time brings us closer
to understanding the rich inner spiritual
life of each person. Especially reveals the
existence of the phenomenon of the sage
in Kazakh society in connection with these
relations of communication.

All the life existence of the nomads is
imbued with the awareness of the deep
and harmonious relationship between man
and the world. The Kazakh ritual culture
from infancy forms the context of world
relations and the corresponding lifestyle
and life behavior. All of it is full of beauty
from the initial involvement of human
communication and nature.

A newborn child who has not yet put
into the cradle (besik), the mother strokes,
cares, nurturs, sings and says, “Not my
hands -! Mother Umai’s hands”, Umai-Ana
waited and welcomes and accepts you
in this world. The infant is immediately
transmitted at the level of touch-sensation
in the forms of tactile communication and
singing and verbally that the Goddess of
Life and the world were waiting for him,
joyfully accept him. (He “knew” about the
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atom even before it was born, since for him
and his mother, as he developed, about
seven rituals were performed)

For an infant, it is one of the main
sources for obtaining information and at
the same time shaping attitudes towards
the world. In Kazakh traditional pedagogy,
a lot of attention is paid to the first days
and the first months of a baby’s life; this
is connected with the statement that it is
in the first moments of life that the child
should be created as much as possible in
the comfort of his spiritual and spiritual
plan in new conditions. It is known that the
first days and months are very difficult for
the child. To make it easier and better for
him to cope with this most important initial
period, they constantly carry out ceremony
of “sylap sipau-aldileu” - “smearing-
stroking-humming-saying”. Seniors do not
get tired of repeating the young mother so
that she would pay the most attention to
it, namely, “stroking-repeating sayings”:
then the child grows better. This ritual
is tirelessly repeated so that the baby
“learns” this joyful perception of it by the
world with the mother's colostrum (not with
the mother's milk, but with the colostrum
- “worn out the heat”). It emphasizes
the trepidation and significance of the
“encounter” of the infant with the world
and the importance of sincere and joyful
“entry” into life and the world. Such, for
example, is the ritual dedicated to an
important moment in a child's life - the
“transition” to the cradle (besikkke salu).
This rite is especially revered: a festival is
held, which is attended mainly by women
and children. It should be noted that
putting the child in the cradle is entrusted
to a particularly respected woman with a
noble character. The process itself begins
with hymns: the cradle of the child is the
door of the Universe (balanyn besigi -
ken dunienin esigi, Tole-bi). This motif is
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repeated many times, it is emphasized
that it grows well, it is already moving into
the cradle, in which it will also grow rapidly,
because its cradle at the same time is the
door to the Universe, which he already
“knows”. Each ceremony reveals a new
facet of communication, with the world.
The next meaningful period in the life
of a child is the period of his first steps.
He is given a lot of attention, since it is
important how the child grows, it means
not only the walk itself - walking as such,
but also how the child’s life will be formed,
with what fullness and meaningfulness.
This celebration is called “Tusau Kesu” -
“cutting the chains”, is especially elevated
and poetic. The child’s legs are tied up
with a black and white, tightly twisted rope,
and they were tied up with a free “eight”,
the knot of which fell on the outside of the
child’s legs. A person who was previously
invited, attractive by some qualities of his
nature, is solemnly cut by the shackles.
This ritual is deeply meaningful both in
spiritual and peace-making and in practical
terms ... The meaning of the cutting itself
is that the child learn to walk quickly
and easily, be light on his leg, easy to lift.
The deeper meaning of the wish that the
child develop all that is inherent in it from
nature, overcoming those “fetters” that will
meet along the way. Here the ideological
sense of understanding man as a creature
becoming, developing, and endlessly
improving is obvious. The richly reverent
attitude is expressed by the black and
white colors of the rope. They symbolize
bright, changing states of space, light and
shadow, day and night. The infinity of the
universe is expressed through the image
of the ever-flowing “eight”, within which
and with which a person’s life flows. The
ceremony expresses the wish for a long
life, in the blessed light of the changing
states of the cosmos. Here one should
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emphasize one more, no less significant
feature of the performed ceremony. The
fact is that everyone knew (everyone) how
a ceremony proceeds procedurally, what
it means, but they did not always know
exactly how the person who performs the
ceremony understands and finishes it,
what wishes it accompanies, what artistic
images it enriches action, how deep it
unfolds in the present and in the future,

in addition to the well-known meaning.
This expectation is akin to anticipation in
anticipation of poetic competition, i.e., the
richness of the spiritual world of the person
performing the rite and its spiritual and
creative development matter here.

Just as the “Tokym Qagar” ritual is
important - the first large departure beyond
the village. It means the child’s growing
up, its proximity to independent living. The
ceremony is performed in an atmosphere
of cordiality and goodwill. Especially
uplifting and benevolence, the elation of
all those present during the performance
of the rite are associated with the ideas
of the Kazakhs that, the more cordial and
sincere wishes, the greater the likelihood
of the hopes pinned. Here we are talking
about a teenager, beginning his first steps
in a great life, because the atmosphere of
festive elation reigns. It is important to note
here that the wishes must come from a
person who has internally cleansed, lit up,
who knew that he was going on the holiday
of the first exit - “Tokym Qagar”. Therefore,
the high, elated mood of adults illuminated
this rite with the light of moral purity. In the
light of this general attitude, the ceremony
of sprinkling milk (“ak - white) grass, earth,
and the space around, was performed
reverently before the start of the journey.
This rite clearly demonstrates that people
were deeply aware that beyond the limits
of their direct individual experience there
are such worlds and cosmic events with

which they are associated. The sense of
sprinkling lies in the grateful feeling for this
secretly obvious interrelation and in the
expression of a deeply reverent attitude
to the earthly and celestial worlds, and in
the desire of a successful life path fora
teenager. And it should not be overlooked
that the basis of the spiritualization of all
living and inanimate, universally existing
poetic and exalted worship of the world
(visible and invisible) lies in the culture of
Tengrism.

Rituals accompanying all significant
periods of life show constant
communication with the terrestrial and
celestial spheres, and peace, and the
“purest spirituality of feeling” confers
a joyful awareness of the depth and
inalienability of this relationship.

A wedding ceremony dedicated to the
creation of a new hearth (the entire rich
complex of ks values of this rite, reveals
only a certain aspect of peace-relationship)
includes, first of all, the search for the
blessing of the moon and stars: aiyn
tusyn - onynan, zhuldyzyn tusyn - solyan
- the moon may bless its path from the
right, and the stars may bless on the left.
The ritual of addressing the heavenly
bodies reveals a person’s ideas about
the middle world, where the heavenly and
underground worlds are balanced in the
overall picture of the world. It is interesting
that the blessing of the heavenly bodies,
the heavenly spheres to the young hearth,
created by the young family, is sought.
Then, when a baby is expected to be born,
they ask for the blessings of the earth, and
the older mothers force the young mother
to touch the earth with her bare feet.

Discussion

ICommunion-participation with the
Universe affects the inner spiritual and
physical ways, the existence of a person
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in various age periods. For example, at the
age of twenty-five (qualitative age-related
changes at both the spiritual and physical
levels are conducted by the Kazakhs on a
twelve-year cycle) the physical and spiritual
states are so vital that the infinity of the
Universe itself inspires man, the young
man feels himself capable of rushing
through the racehorse, to the edge,” and
“see” all the wealth of countless worlds,
to become greater than oneself when the
impossible is possible. The inspirational,
joyful feeling of life is so bright that life
and peace in harmony of all its colors
and tones seem radiant white, bathed in
continuous radiance - “hot day” (radiant
world). This is not the red-green world of
a 40-year-old man. Kazakhs, speaking
of this age, note: laulap turgan otpen

ten - the age of “flaming fire”. This period
of life finds expression in comparison -
“kynabynan algan kylyshtay” - a glittering
sword “taken out of the sheath”. The age
of the highest prosperity and fullness is
compared with another 40 days of shilda
(shilde is the name of the summer month
of July). Schilde is a summer period that
lasts 40 days, during which everything

in nature reaches its climax, its peak in
its heyday, that's why they say “kyryktyn
Kyzyl - zhasyly” - a red-green world of
forty years - (a word-for-word translation).
This is an artistic and poetic expression
of the meaningful life content of a very
significant stage, designated as “flaming
fire”. Consciousness and soul are not

so absorbed in the “trifles” of life, when
understanding and generalization as

a result of productive imagination and
intellectual and emotional contemplation
embrace life and natural phenomena in
the broad context of the whole, which also
makes it possible to see the “elevated
points” of life in their true content
fullness, and not only its manifestations
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in a fragmentary, random, “incomplete”
meaning. A person grasps in general

the prospect of real and sought-after
development opportunities - deployment,
when he, with menacing, like mountains,
impending circumstances, advances
towards an argument - a counterweight,
similar to a grain of millet, and thus
resolves the situation.

At forty years old, the “middle world”
is irresistibly attractive, in a special
way; it does not really reveal his beauty
of a person in a state of “burning fire”
at all as before. The initial experience
of communication - the relationship
with the natural world, the universal
world is spiritualized, painted in wisely
respectful tones of tenderness and secret
tenderness. Brilliant age, which allows a
person to understand the sweetness of
life in bitter ways. “Communion” with the
heavenly, earthly spheres is expressed in a
calmly-wise, organic understanding of the
infinity of life and peace.

But here are blessed 90. A man sits
near a yurt on a small lamb’s skin, does
not fly up on a horse, does not fly by, tilts
the wind and steppe, physically the world
is so close, “shrunk”, almost as far as
an abandoned stick. But now it is deeply
perceived and covered with the spiritual
gaze the infinity of the worlds of the
Universe, where worlds revolve around the
worlds, hears the music of the “rotation”
of the celestial spheres (the rotation of
the celestial spheres is accompanied
by music - al-Farabi). [3] He sees the
meaning of harmony of the unhurried life
of a nomad with unhurried rhythms of the
Universe, leisurely alternating days and
states. He is now constantly surrounded by
young, young faces. He himself became a
“universal” value, a wise man, now already
lit by the light of his eyes fixed on him,
“unfolds” towards them, telling that “the
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victim — the land and the people — the
land and man, the people and the people”.
They are born “together”, live differently,
but forever with the awareness-sensation
of this initial internal interrelation. The
uniqueness of the culture of world relations
in the interpenetration of the philosophical-
speculative and life-practical levels of
experience, there is no unification of life
and culture (M. Bakhtin characterized
separation of culture and life as “bad non-
detachment”). [4, p. 21]

The sage in his living being embodies
the experience of harmonious
philosophical-speculative and sensual-
figurative comprehension of the world.
With his experience, he personifies the
emotional and intellectual “increment” in
his continuous successive transmission
from generation to generation.

The idea of communication is a
comprehensive national idea, the light
of this great idea is inspired and colored
by the life of each person. The entire
ideological space is permeated with
this universal idea, it permeates the
consciousness of all members of society,
it inspires, defines the entire inner tone of
life of each person.

Communication as a creative richness
lies at the heart of the traditional
gerontological and ecological concepts.

In traditional Kazakh culture, a lot of
attention is paid to the problem of the
brevity of a person’s life, its extension,
“overcoming” by a person of his “guest
situation” on earth. And the solution of this
problem is based on the foundations of
traditional culture in constant multi-level
communication in all its diverse forms,

the essence of which is expressed by
philosophical utterance:

Imperfection “of the world is seen in
the fragility of human life”: Duniye-sholak
eken, adam degen bir birine - gonaq eken

(the world is imperfect, people are a guest
to each other), and the ability to overcome
it is in communication, hospitality, in the
expression of a man in all possible forms
of friendliness, disposition, benevolence,
benevolence. Comfortable mental state
prolongs the life of a person, gerontologists
say. Each person should create such an
attitude of kindness and sincere joy, only
the light of this relationship prolongs life.
Kazakhs say: “bir korgen adamga - kyryk
kun salem” - “Greetings for forty days with
the man you see once”. The “practical”
philosophy of attitudes toward man was
developed at the level of true beauty.

The high light of social relations
permeates the traditional ecological
culture. All human life at all levels
is imbued with the idea of an initial
relationship with the universal world,
sensation, awareness of this organic
non-separation. The huge factual material
of culture indicates a careful attitude to
nature, its spiritualization, its worship
outside utility, pragmatism, and narrowly
rational interest. In traditional ecological
culture, there is a statement that
everything that exists on earth, in nature,
is its light, and should be treated as light
as light (for example, Shortanbay says:
tort ayakty zhanuar —bul dunienin zharygy
- “everything alive in nature is its light”
(linear translation).

It should be noted here that the
main ideas of the traditional worldview
are experiencing the eras in which they
originated. Traditional ecological culture
is permeated by the idea of the original
interconnection between the natural
world and the human world, the whole
human life in the light of these views on
the world and nature, there is a cardinal
lack of modern ecological concepts. The
main starting point in them is the need
to preserve nature, the planet Earth,
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otherwise humanity will perish.

But traditional culture contains such
a high meaning, that the actions of a
person in all manifestations must not only
solve his problems satisfactorily, but must
simultaneously elevate, inspire, “create”
it. In this sense, modern environmental
concepts about the need to save nature
and the Earth as a planet should be
substantiated by the idea that if the planet
dies, the Harmony of the Universe will
break, the picture of the World Order will
change. Such an idea, of course, exalts a
person, making his entire activity fruitful.

The traditional picture of the world in its
fullness finds expression in the symbolism
of traditional art.

Images of griffins curled into a ring of
panthers, leopards and deer frozen in a
throw, in flight, the scene battles of wild
animals and birds, imprinted on rocks and
walls, on gold plates and vessels, on the
tops and hilt of daggers and swords - all
this art, powerful with numerous branches,
known as the art of “animal style” of
nomads undoubtedly reflects not only the
social order, but also the attitude of the
nomadic societies.

In a static material “deer stones”
depicts wild animals in a state of rapid
motion - throwing, jumping, and flying. Both
components of this unity - movement and
statics - are so strong and contrasting that
only the artist’s imagination could merge
and unite them in an organic and holistic
unity, just as contrasting and contradictory
principles sometimes organize the integrity
of life in life itself.

“Animal” nomadic style characterized
by the fact that its artistic space conveys
a sense of spaciousness and liberty. The
openness, the unbroken full-blooded
relationship with the outside world have
affected the understanding of the artistic
space. The dynamic state of images in a
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static material speaks about one of the
basic artistic principles of the nomads
- deep life truth, so wisely seized in the
ornament.

Speaking about some features of
traditional Kazakh art, we will dwell on
the ornament as the most ancient form of
artistic knowledge of the world and aytis -
the art of poetic word found in steppes are
as natural as springs, wells, and Luna.

The Kazakh ornament, depicting a
peculiar chronicle of the people, expresses
an attitude to the world. The role and
significance of the pattern in the life of
a Kazakh can be compared, - the thread
is only with a song and a word. Both the
song and the folk pattern were a constant
accompaniment of the whole life of the
Kazakhs. The snow-white yurta’s nightcoat
is decorated with a pattern, the baou and
baskur’s tents are patterned, the patterned
carpets and bags on the walls are finally
decorated with a pattern of a wedding
woman'’s headdress, and the silver of
the pattern of the saddle steppe horses
shimmers.

The world that surrounds the nomad
is poeticized in a pattern. The ornament
silently testifies to the perfect aesthetic
feeling that has developed over the
centuries. In the ornament, the people
solved one of the most complicated tasks
of art: the problem of a peculiar artistic
synthesis, expressing an attitude to the
universal world, being at the same time
artisticaesthetic means of design of their
living environment. The content of the
ornament makes it possible to learn a wise
attitude towards life and the world as a
whole.

Felkerzam noted that nomads are
distinguished by passionate affection and
love for the rounded line. Works of applied
art of the Kazakhs, their ornamental
motifs confirm this idea. The soft ovality
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of the gentle lines tells us about the inner
emotional and intellectual life, about the
long journey of the nomads, thanks to
which they are so commensurate with the
cosmos. The circular lines of the ornament
conceal the symbolic meaning of knowing
the world in its temporal and spatial
orientations.

Circular lines singing about leisurely,
round the current time, sequentially and
freely alternating, transmit the breadth and
freedom of space. Here we perceive the
same intellectually double emotional load,
when, in general, a static cool ornament
conveys the movement of time, life and
the world itself, unchanging and eternal
according to nomadic ideas. It is known
that the ornament is not limited to the
decorative function, it is intended not only
for the eyes, but also for the mind and
feelings.

The depth and unique relationship to
the world around are especially vividly
manifested in the awareness of such
universal categories as time and space, in
their refraction in art in artistic time and
artistic space. Ideas about time and space
are an integral component of a person’s
view of the world; this is one of the most
important moments characterizing the
world perception of a certain culture.

Specific temporal concepts are
inherent to nomadic peoples, their public
consciousness. Time for a nomad is not
vector time flowing from the past into
the future, but cyclic rotating in a circle.

In human consciousness, linear time
is subject to cyclical perception of life
phenomena. Circular time underlies the

world notion of the nomad’s physical ideas.

Time was perceived as rotation in a
circle of annual seasons and repetition
of human individuals in a succession of
generations, going.” The fact that during
the centuries of development of nomadic

societies did not arise the need for
constant and accurate measurement of
time, in dividing it into exact segments, is
not due to the lack of sufficiently precise
adaptations. If there is a public need,
there are also means to satisfy it. In the
life of a nomadic society, the inaccuracy

of determining the time was due to the
specificity of the rhythm of social and
labor practice. The indivisibility of time into
exact segments was reflected in the verbal
designation of temporary states. These
words are voluminous, without indicating
the clarity of dividing the unit of time
(uakyt, zaman - time, epoch).

Conclusion

Nomad is interested in the linear flow of
time, and what happens in it. Time is not
an empty duration, but an interval filled
with an intense life from one designated
state to another. For example: “Tal tus -
tus gaita.” The gap between these two
temporary states, filled with the boiling
energy of herbs already saturated with
the sun and gradually preparing for the
moment of heat return of the evening cool,
when their elastic brush becomes more
pliable and softer; the sun is no longer so
hot, the earth is not fired up from the end
of the scorching ray, but, as it were, gliding,
dissipating; comes alive, sensing such a
change, and cattle. These time periods,
which designate not hours and minutes,
but only more or less significant durations
associated with the rhythm of the life of a
nomad cattleman, are filled with a special
fullness of being. Therefore, time for him
is not a moment, but a broader and more
capacious concept, not cut off from the
previous temporary state, as well as from
the upcoming, due temporary state. Here
there is a peculiar understanding of time,
in a certain sense, a spatial understanding
of it.
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The length of the path is measured by
time - how many days from one nomad
to another. Here time is experienced
physically. This feature of determining the
path once again confirms that time among
the nomads was felt, experienced by the
stretch associated with the road, with the
movement. Confirm our thoughts and
materials of the language itself: Zaman
- the era; zaman - the age of man; Zaman -
the life of one generation.

Similarly, in unison with the living sense
of time, the volume-sensual concept of
space coincides: Blow - Universe, world; a
danie is the world of human things. Another
concept is connected with the concept
of cyclic time: all modes of time — past,
present, and future — are arranged, as it
were, in a single plane. Piously observed
traditions and customs are the materialized
past living in the present.

The concept of generation conveyed
a feeling of living continuity in which
man was the real subject of connections
connecting the present with the past and
with the future. This living connection of
generations was especially important for
nomads: it was necessary to know it, this
was required by the customary law of the
Kazakhs. It was supposed to know at least
seven tribes of a kind; it was determined
by theman event that happened during the
stay of one or another link, a member of a
clan, a family, etc. The basis of this custom
is tough to pedantry about caring for the
genetic foundation.

The cult of ancestors is associated
with a specific awareness of time - a living
poetic chronicle of the people. They have
named babies with the names of their
ancestors, as if realizing a living connection
with the people departed from life. Such an
understanding of time played a large role
in nomadic society, defining many norms
of behavior in everyday life and on bright
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holidays.

But future time also plays a part in
the present: you can look into it, with
a developed imagination, embrace the
future. Kazakhs have a belief about
dreams. It tells that a person who is
dreaming is in a relaxed, softened state.
The world of possible events is in the same
“melted” (“balkygan”) state. And at the
moment of awakening a person should
immediately get together, quickly and in a
benevolent way to interpret a dream (“tus
zhoru”). If he hesitated and perceived
what he saw in a dream as a misfortune
then it will certainly come. It attaches
great importance to the active, creative
will of man. The notation of time intervals
existing among the nomads includes the
states of many objects and phenomena
of the surrounding world, they express the
general state of the perceiving person and
the terrestrial and celestial spheres.

Kun naiza boiy koterildi - The sun rose
to the height of a spear means it is the late
morning;

Kas karaiu — shadows in steppe
became so dense that the face of a person
can not be seen, only the eyebrows are
darken - it is late evening.

Tal tus is the culmination of the earth,
grass, sun, which at the same time
contains the possibility of moving to
afternoon.

Nomads did not have concept of
unqualified time, neutral with respect
to its content and without connection to
experiencing subjects. For example, there
were time notions — satti kun, satsiz kun -
an auspicious day, an unfavorable day.

Emotional-value awareness of time is
reflected in the fact that conscious time
is also connected with the phenomena
that occur in it. Kun naiza boiy koterildi-
late morning - the culmination period to a
change of state. In the summer, this is the
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moment when the grasses, the earth itself,
enjoyed plenty of a short but much-needed
coolness and moisture of the night and are
ready for a joyful and active meeting with
the sun's rays.

The nomads have also quality certainty
of definition of the time.

The world, its development and change
is perceived and experienced not in a unit
of time, but in the transition from one
state to another, by changing states of the
cosmos. This feature of the perception of
time is due to its proximity to nature, an
organic connection with it.

Representations about time are
an inherent component of a person's
understanding of the integrity of the world
in all its richness and shine of its colors.
Temporal images as certain states, marked
by the highest fullness of being (tal tus),
were also reflected in artistic time.

The deeply life-affirming principle lies
in the combinations of matte-shining
white, deeply saturated red, thick, like the
evening steppe blue colours. Until now
in all the studies devoted to the study of
Kazakh applied art, one thing is given
that has become almost classical, and
therefore difficult to deny, an explanation
of the circle of ornamental motifs with
patterned roundness as the stylized image
of the object of nomad’s relentless work
efforts: sheep (motive — ram’s horn), camel
(motive- camel trail), and so on.

Despite apparent self-evidence,
the argument seems to us not quite
correct. The deep inner meaning of these
ornamental motifs is that they reflect
the artistic knowledge of the world in its
temporal and spatial dimensions. This is
an image of artistic time and artistic space,
the categories so fully represented in the
nomad’s art. In the ornament, artistic
time appears, firstly, as cyclical, secondly,
as qualitatively defined and, thirdly, as

“materially” burdened, meaning also a
measure of movement. Ornamental motifs
symbolically reflect the movement of time
and the cosmos, convey a feeling of the
great path of the Universe and man.

It happens that a geometrical ornament
(circle), having lost its previous meaning,
may turn out to be meaningful anew. Then
individual motifs, in some way resembling
specific objects, animals, parts of their
bodies, receive corresponding names.
Sometimes they are stable, and sometimes
not. In this case, it seems to us, we are
dealing precisely with such a secondary
understanding of external similarity. Such
similarities with zoomorphic or other
forms, the confidence that these patterns
really depict a particular animal, this
or that object, lead to the fact that they
are complemented by new details that
enhance the external similarity. [5, p. 31]

The process of rethinking ancient
patterns (vivification) has place among
many nations. The existence of such
moments in the development of ornament
is evidenced by both archaeological
and ethnographic material. Exactly this
reconsideration of the circular ornament,
we have, as it seems to us, in this case.

But even at this stage the process
of development does not always end.
Moreover, a new understanding of the
image enhances its ornamental value
and gives it a new life as an independent
decorative motive. From here, development
proceeds along the line of enrichment
of the “new” ornamental motif, the
appearance of its various variants, each of
which can, in turn, give rise to some other
forms, but these processes are extremely
slow, spanning hundreds of years. Artistic
space in works of applied art conveys a
sense of spaciousness and confidence in
it, and alternating motifs convey a feeling
of free movement and dynamic mood.
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Kazakh ornament has one truly amazing
property - balance. Being the highest
form of generalization, typification of
phenomena, this principle, reflecting the
features of the spatial orientation of the
nomad-herdsman, testifies to the organic
interconnection of the world of man and
the world of the Universe.

On Kazakh carpets, the principle of
balance of the background and ornament
is always preserved.With a stingy use
of tones and a relatively small number
of ornamental motifs, carpets give the
impression of a rich variety, while at the
same time the topic is not read easily and
quickly. Thanks to the principle of balance,
a calmer impression is achieved. Without
hitting the eye with a lush and rich play of
tones and colors, the Kazakh ornament
draws as if by the mysteriousness of
the picture. Mysterious is the use of the
background on which the ornament is
superimposed, as such, as the organic
being of man as a “small” cosmos in
inseparability from the Universe. Balance
- as a feature of the Kazakh ornament, is a
profound generalization that incorporates
the “man and the world” relationship.

Deeply semantic is the principle of
the sequential arrangement of patterns,
according to which there is no overlapping
of one pattern on another or interweaving
of one pattern into another. There is
no chaos, no complex congestion, the
necessary combination of patterns is
carried out by color unification and a linear
rhythm.

The integrity of perception of the world,
inherent in the nomad's world outlook,
is especially noticeable in aitys song-
competition of akyns. Aitys usually takes
place in an atmosphere of high mental and
spiritual enthusiasm. The whole process of
aitys is based on the artistic and aesthetic
process of empathy for akyn and listeners.
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The internal thin and close contact
between akyn and listeners creates the
integrity of perception, organizes an
atmosphere of inspired co-creation, in
conditions of which poetic existence of
reality grows, like doubling reality itself, in
which organic connection of the nomad’s
world, spread out around, taken from
the perspective of his usual existence,
and the world of poetic being, created by
imagination of akyn and listeners.

It is not by chance that we focus on
the meaning of creative imagination. It
seems to us that the aesthetic ability of
empathy in aitys should be considered in
connection with the atmosphere of poetic
improvisation, in close connection with the
culture of poetic words that existed in the
steppe. In connection with the tradition of
the oral literary language, the functions
of the phenomena of spiritual culture,
including aitys, became more complex. Its
social functions are also connected with
this.

Aitys as a phenomenon of spiritual
culture reveals the deep organic nature of
creativity as a process, and notonly as a
result.

Permanent artistic and aesthetic
practice has attached such aesthetic
functions to aytis that make it possible to
feel the integrity of the picture of the world
and the world of man. Spiritual installation
of aitys is a manifestation of the essential
forces of man, his creative “l.” The very
nature of aitys reveals the inner infinity of
a person’s creative abilities through such
a specific phenomenon as empathy-co-
creation.

Imagination, fantasy create such a
poetic being of reality, when the inner
freedom of a person in inseparable
connection with the freedom of the aitys
create a holistic picture of the world
with a kind of excursion into the past,
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connections of the past and future through
the moment of the present. In the context
of oral culture, the artistic and poetic

gift was one of the possibilities of the
essential formation of man. And where

he manifested himself in this capacity, in
this case in aitys, we observe the spiritual
riches of a personality.

A distinctive feature of aitys is that
creative inspiration is experienced by
improvisers and by all who tensely follow
their fight. Creative empathy gives you the
opportunity to experience involvement, a
single connection with a large community
of people. A person experiences a special
state when a world of images and artistic
representations is born, whose beauty,
underlined by the rapid dynamism of aitys,
is especially perfect.

In these competitions, the world
around us, the person himself, human
relations acquire artistic and poetic being.
Everything covered by poetic imagination
undergoes a certain rethinking and
deepening. Spirit of inspiration and
empathy-co-creation leads beyond the
limits of ordinary life, introduces into the
world of festive elevation and true beauty
of human relationships. Autonomous
holistic worlds of people here find not only
self-expression, but also the necessary
completeness.

In the process of aitys the organic unity
of intellectual and emotional beginnings
finds its highest expression, which was the
key to a holistic artistic perception and re-
creation of the world.

For aitys, “open” artistic time is
characteristic, several time series can
be combined in it. And time is limited
to certain bounds: it covers in a brief
moment the events that have gone into
deep antiquity, and not so old, and, finally,
simultaneously flowing. The oral form of
existence made time in Aitys changeable,

turning it into a living category. The aitys
force field absorbs all times, as the akyn
freely moves from one event to another

and to the future, holding them together
with creative imagination.

The directionality of time and
tempo is determined by the unfolding
of the figurative thought of the akyn,
not constrained by any chronological
framework. Therefore, in aitys unlimited
event time and plot time (the period of aitys
in certain circumstances) is transformed
into a living, compacted time. A broad
understanding of space and time reveals a
kind of world perception and world view of
the people, a complex set of its ideas and
ideals. The imaginative model of the world
that emerged in the process of aitys in its
artistic space-time structure also has a
rational and emotional meaning.

Artistic space in aitys conveying a
feeling of unity with the cosmos serves,
at the same time, to reveal the essence
of artistic information as a condition
necessary for the existence of this art.

In art, spatial latitude often
compensates for brevity, shortness of time,
or, on the contrary, spatial limitations are
compensated for by temporal expansion.
In aityses art space, enclosing grandiose
images of mountains, steppes and sky,
correlates with a qualitatively saturated
lasting time, conveying the nomads’
cosmos in the unity of its objective space-
time coordinates.

This is one of the examples of
convergence of definition and image when
conceptual ideas about time and space
and perceptual-emotional sense of time
and space make up a full-blooded holistic
unity.

Artistic knowledge of reality in the
traditional artistic and aesthetic heritage
of reveals the initially deep levels of
interconnection - the interrelationship
between the man and the world.
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This article is devoted to the study of innovative trends in creativity of people’s artist of the USSR, a prominent
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educator, Professor A. Mambetov, who came to the Kazakh theatre direction in the 50’s of 20th century. He
developed traditions of Kazakh theatre such as the epic, poetics and the richness of the metaphor of stage
speech, and delivered the performance of the domestic precision with the aim of developing the dynamics
of the stage action. The article analyzes the performances which by its figurative-metaphorical solutions
increased rhythmic and plastic side of performances, revealed semantic depth. The article also reviewed
examples of how A. Mambetov raised to a new level the Kazakh theatrical art performances by the best

samples of Kazakh and world drama plays.
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Introduction

If we cast a glance at the history of
Kazakh theatre, we will see that a number
of prominent stage directors have made a
contribution to the development of Kazakh
theatrical art. Among them is the People's
Artist of the USSR, laureate of the State
Prize of the USSR and the KSSR, People’s
Hero Azirbaizhan Mambetov who joined
the Kazakh theatre in the 1950s and
brought important innovations to Kazakh
stage. At that time in many Soviet theatres
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a generation of renowned directors who
opened up new horizons in their profession
came in sight. There were N.P. Okhlopkov,
O.N. Yefremov, A.V. Efros, M.A. Zakharov in
Russia, V.Panso in Estonia, M.Tumanishvili in
Georgia and others. Azirbaizhan Mambetov
who worked at the Kazakh Academic Theatre
named after M.Auezov belonged to that
cohort.

The renowned master of Kazakh theatre
and cinema, great artist, wise mentor,
professor Azirbaizhan Mambetov takes an
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important place not only in the local, but in
the world culture.

He went down in history as an artist with
a peculiar creative style who maintained
a busy directing career. "For more than 35
consecutive years he served as the head
of the theatre named after M.Auezov that
was a flagman Kazakh theatre, and made it
famous throughout the world." [1, p.25] He
headed the Union of Theatre Workers of
Kazakhstan for more than twenty years. At
the same time as a deputy of the Supreme
Soviet of the KSSR and the member of party
committee of the city he performed
numerous duties. He was a prominent figure
of social and cultural life of the Republic and
dedicated years to doing important work and
contributing to the development of culture.

After the country had gained
independence, he successfully staged
Birzhan-Sara and Kyz Zhibek at the newly
opened Opera and Ballet Theatre named
after K.Baiseitova in Astana. Being the head
of the Musical Drama Theatre named after
K.Kuanyshbayev, he spared no effort to
develop the young theatrical company. He
helped to enliven the cultural life of Astana.
In retrospect, the eventful life of the great
master who turned into a legend all over
the world can be seen as an example of
dedication to theatrical art.

Methods

Theatre critic L.l.Bogatenkova wrote:
"A.Mambetov is one of the brilliant
representatives of director-dominated
theatre who bravely and enthusiastically
uses directorial devices that have formed in
the world theatre. Despite the fact that he
mastered skills of contemporary directing to
perfection, Mambetov continued to develop
the best traditions of Kazakh theatre: its
epic grandeur, poetry and musicality, and
the richness of the stage language with
metaphors. He proved that he was a real

artist of his nation'. [2, p. 11] In these words
she accurately characterized peculiarities

of Mambetov's directing style. In fact, it

is not difficult to ascertain now that in

the A.Mambetov's performances done in
accordance with his directing principles there
were spectacular achievements in terms

of stage adaptation of national classics.

It is worth mentioning Abai, Karakypshak
Kobylandy, Aiman-Sholpan, Karagoz by
M.Auezov, Kozy Korpesh-Bayan Sulu by
G.Musrepov, Mother Earth by Ch.Aitmatoy,
Blood and Sweat by A.Nurpeisov and others.
The national style of acting in the above-
mentioned performances reached a new
quality level.

From the first steps in his career at the
Academic Drama Theatre named after
M.Auezov A.Mambetov understood well one
thing. That to bring innovations to Kazakh
theatre he would have to reconsider national
stage traditions, to single out the necessary
ones and to reject the rest. It was the only
possible decision. The young director started
to gradually introduce his method.

In his first year at the theatre the director
faced a lot of problems. They arose because
he came to the theatre with fully formed
traditions. Nobody doubted these traditions
there. However, in other cities, for example,
in Moscow where the audience was very
discerning, theatrical art was developing in
a new way following the call of the times.

At that period even in Moscow theatres
there were no performances staged in a
traditional psychological way. And being

a demanding director, A.Mambetov
understood that the status quo of Kazakh
theatre that kept aloof from any radical
innovations was such that it necessitated
fundamental changes. He applied himself to
the task with ardour of youth. His directorial
devices clearly manifested themselves in
his productions revealing his civic stance
and artistic views. The energetic directing
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style of Mambetov embodied new artistic
principles. As a talented and progressive
director of his time A.Mambetov tried to
make acting subordinate to his elaborate
directorial decisions and the main idea of the
performance. Carrying on the traditions set
up by the experienced theatre practitioners
of the previous generations, Mambetov
resorted to those elements of national
acting school that could be adapted to

his needs. He did his best to avoid clichés
and tried to bring a touch of novelty into
crystallized acting devices. Before that time,
acting tended to dominate the stage in
Kazakh theatre, and now directing being on
a par with it, acting turned into an important
integral component of the performance.

Results

In 1958 the young director A.Mambetov
staged A Wolfling under a Hat, a comedy by
K.Mukhamedzhanov that posed a number of
topical questions for that time. It is common
knowledge that this production caused
heated debates between its supporters and
opponents. Such prominent theatre figures
as Sh.Aimanov, T. Akhtanov and Z.Shashkin
published their not very favourable reviews
in the press. These articles dealt not only
with the flaws of directing and acting but also
contained fair critical opinions concerning
the shortcomings of the play itself.

Taking into account these critical
opinions, he successfully directed such
comedies as A Matchmaker Has Come
by K.Mukhamedzhanov, At the Party by A.
Tazhibayev, Hey, Girls! by K.Shangytbayev
and K.Baiseitov. A number of comedies that
started with The Servant of Two Masters
by Goldoni became an important part of
Mambetov’s directing. He took the lead in
staging comedies on Kazakh stage. He tried
to explore genre conventions of comedy, the
nature of laughter and artistic means using
a set of directing criteria. That is why in his
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productions there are no satirized characters
whose presence might have brought light-
hearted humour. Everything stems from
peculiarities of the play and develops in a
natural way.

After that Mambetov decided to prove his
strength in a classical comedy and in 1960
directed Aiman-Sholpan by M.Auezov. These
were his first steps in staging masterpieces
of Kazakh classics. The production of
Aiman-Sholpan was hailed in the press as
his first artistic achievement. But critics
did not pay enough attention to the fact
that in this performance he had brought
some innovations: had stripped the stage
of unnecessary everyday objects and had
skillfully used music to express the idea of
the production. Not analyzing in great detail
the acting of the cast, the reviewers seemed
not to notice the striving for innovation that
permeated the performance. Despite that,
the young director who started to believe in
himself now wanted to stage a serious play
based on a conflict of complex characters
and capable of giving the director and the
cast an opportunity to look for new artistic
solutions.

In 1962 Azirbaizhan Mambetov decided
to stage Abai tragedy by M.Auezov and
L.Sobolev. The director understood very
well how valuable Abai's legacy was to
Kazakh people. This meant that he had to be
especially careful staging the play. He also
remembered that the stage version of 1940,
and the image of Abai in particular, received
great critical acclaim and was very dear to
the audience.

A.Mambetov had a new perspective on
the play and worked on it using a different,
fundamentally new method to distinguish
it from the first version based on The Path
of Abai novel. He perceived historic events
from contemporary point of view. To create
dynamic action he refrained from showing
details of everyday life on stage. Using
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metaphoric solutions, he strengthened the
rhythmic, physical side of the performance
and made subtext underneath the words
palpable.

In the process of staging Abai tragedy
Mambetov made the main character, a
great Kazakh poet, a true son of his nation
defending the interests of ordinary people.
This method “hints at the fact that the path
of Abai is the path of the nation” [3, p. 119].
So, Abai always shared with ordinary people
joys and sorrows of their everyday life. While
staging the play, the director showed Abai
as a fighter and supporter of ordinary people
and in every scene strived to stress these
traits of his personality in acting. This artistic
solution was close to the idea of the play.

"The most important thing was that in this
performance A.Mambetov was able to fully
express his ideas of “new turn”, i.e. of
revitalizing artistic means and abandoning
acting clichés." [4, p.24]

Discussion

Itis common knowledge that in Kazakh
theatre the art of declamation stemming
from folk poetry and the art of folk performers
was highly appreciated. For Kazakh actors it
was of utmost importance to pay attention to
the spoken word and the manner of reciting.
In 1926 — 1960 in performances based on
the national classics the art of declamation
was the strongest side of the production. The
figurative language of Abai tragedy full of
aphorisms, the portrayal of charactersin a
philosophical manner and combination of
multiple plots gave the actors a great
opportunity to develop action through words.

"The director understood well that the
actors possessed a unique ability in working
with the spoken word".[5] However, as a
director he wanted to create a dynamic
conflict in the performance. For A.Mambetov
it was not enough to stage a play in the
traditional psychological mode. Thoughtfully

looking into the past of his country, the
astute director came to a conclusion that he
could show the pace of history through a
dynamic rhythm of action. In other words,
using an energetic rhythm he did not have to
divide the multi-event play into separate acts
and could present it as a whole theatrical
piece. In order not to slow down the rhythm
of the performance the stage settings

had to be changed quickly. To achieve this
aim the director significantly reduced the
number of props and made space for a free
movement of actors. "Mambetov deliberately
avoided showing the minute domestic and
ceremonial details to foster the escalation

of dramatic conflict, continuous flow of
action and smooth scene progression." [6,
p.134] At the same time, the few props
necessary for development of action served
as "visual signs". They added information on
the character of dramatis personae. (For
example, the book in the hands of Kerim
meant that he was a learned man). A quick
change of settings was an unexpected
novelty for the actors who got used to playing
in traditional historical performances.
Instead of familiar yurts and silk carpets
there was on stage only their symbolic
representation. Through this Mambetov
helped the actors to brilliantly demonstrate
their psychophysical abilities not shadowed
by the unwieldy props. The attention of the
audience was focused only on the actors.
The actors had to convey the feelings and
ideas of their characters with energy and
precision.

The continuous flow of action and
uninterrupted chain of events implied
special intensity of acting. In the years
following the staging of that performance the
troupe was not able to unlock its potential
and played in a perfunctory manner. Some
performers who got accustomed to the
pompous style of traditional acting did not
seem to fit into the production. In the
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process of staging there was increasing
controversy over the old and new ways of
acting. "The actors who got used to the
psychological nuances peculiar to the
traditional way of directing could not fulfil the
task set by A.Mambetov that implied
collective work on the complex material
requiring high professionalism. In other
words, the director wanted the actors to be
the sole creators of their characters.” [7,p.11]

Although in Abai of 1962 there could be
seen a number of achievements, such as
a completely new artistic solution, unlike that
of 1940, topical ideas, unparalleled dramatic
power and impressive crowd scenes, it
lacked in-depth exploration of the characters'
psychology. For that there were several
reasons. The first one was the manner of
acting, especially that of the performer of
Abai, which was not remarkable enough.
Whereas in the 1940 version
Sh.Aimanov showed the spiritual downfall of
Kerim with philosophical complexity, in the
production of 1960 K. Karmysov created the
image of an ordinary envious person
decreasing the caliber of the role. Reduced
tension in the conflict between Abai and
Kerim resulted in the fact that the figure of
Abai also seemed less important. Despite the
fact that I. Nogaibayev revealed the inner life
of Abai really well, his character did not have
an equal opponent and as a result the
philosophical significance of the performance
diminished and its main emphasis was
changed. It looked as though Abai was only
fighting with the supporters of outdated
traditions, which meant that outer conflict
received much more attention in the
performance.

With the passage of time the actors began
to feel confident and free in this strictly
structured performance. They got accustom-
ed to the directorial solution that at first
seemed so unusual to them and gradually
reached the state of artistic freedom.
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Mother Earth was one of the influential
performances that fostered development
of Kazakh school of acting and changed
the perception of actors' life on stage.
The theatre that only a few years before
had successfully adopted an intellectual
manner of acting was able to demonstrate
in this performance the whole gamut and
intensity of emotions. The complex stage
language and expressive artistic solutions
applied by the director AAMambetov made
the actors refuse from slow exploration of
their characters that was typical of their
predecessors. The dynamic rhythm of the
performance left no room for idle rhetoric.
Everything was measured. The task set for
the actors was to show with the help of a
limited number of indispensable techniques
the objectives and inner world of their heroes
and, reflecting in acting their civic stance,
to create three-dimensional characters. It is
worth mentioning that the actors managed
to do this task not straight away. However,
the young generation of actors in the troupe
fulfilled the strict director's demand very well.
This period that went down in the history of
Kazakh theatre as "the era of Mambetov"
can be described as the golden age not only
of the Kazakh Academic Drama Theatre
named after M.Auezov but also of Kazakh
theatre in general. The years from 1965 to
1990 when Mambetov maintained a busy
directing career were the happiest time for
Kazakh theatre. A constellation of stars from
the troupe left their mark in history.

Conclusion

A.Mambetov staged classical works in
a new way and skillfully showed in these
productions a talent for improvisation,
declamation and singing peculiar to Kazakh
actors which they inherited from folk
performers.

A.Mambetov put on the best Russian
and European plays and thus broadened
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the artistic range of directorial work. His
popular and long-lived productions such as
Don Juan's Feast (Don Juan or the Love of
Geometry) by M.Frisch, Stars of Vietham by
V.Kupriyanov, Coriolanus and Romeo and
Juliet by W.Shakespeare, Uncle Vanya by
A.Chekhov impressed the spectators with
the director's power of imagination and

his keen sense of the pulse of time. These
performances were highly appreciated
because of their capacity for showing

the inner world of a person, acuteness of
social problems and civic-mindedness of
the troupe. Mambetov’s productions that
enchanted the audience by the magic of his
directing were also on tour in other republics
of the USSR. Even the discerning spectators
of Moscow theatres who had seen a lot of
good productions enthusiastically applauded
to A. Mambetov’s talent more than once. The
fact that such theatre stars as Oleg Efremov,
Michael Ulianov, Oleg Tabakov, Kirill Lavrov,
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KA3AK PEXXUCCYPA OHEPIHAEI JXAHA BETE¥PbIC

AHparTna:

MaKanafa KasaK TeaTp pexunccypacbiHa 6TKEH FacbipAblH eNyiHLLi XblnaapbliHbIH COHbIHAA KENin KOCbINFaH
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CcaxHasnblK 9PEKETTIH KapKblHbl AaMybl YILiH CNEeKTaKb/i TYPMbICTbIK ADAAIKTEPAEH ablpaTTbl. KOMbIIbIMHbIH
6enHenik-meTadopanbIK LieWiMi apKblibl OHbIH, bIPFAKTbIK, M1aCTUKaNbIK *afFblH KYLIENTIM, C63 acTapbiHAAFbl
TepeHAaiKTepai alwa 6inreHi HaKTbl CNEeKTaKNbAep HeridiHae TanaaHabl. ¥/bl CypeTKep YATTbIK KoHe anemMaik
ApamaTyprusiHbiH, 03bIK YATINEPiIH caxHaFa LWblFapbin, Ka3ak TeaTp eHepPiH canasblK caTbiFa KeTepe ajfaHbl
KEeHiHEH KapacTblpblnbl.

Tipek ce3apep: TeaTp, WbiFapMallblblK, CNEKTaKIb, cUueHorpadus, pexunccep, aktep
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ART STUDIES

MPHTH 18.41.07

M.A .Xamuposa '
'TocynapceTBeHHasi KoHCepBaTOPHs Y30eKUCTaHa
(TamikenT, ¥Y36ekucran)

O KOHLUENLUWH
PA3BUTUS
NCKYCCTBO-
BEAEHUA
Y3BbEKUCTAHA

O KOHLEMNLIUN PA3SBUTUA UCKYCCTBOBEAEHUSl Y3BEKUCTAHA

AHHOTauMA

HacTosilwas ctaTbs NnpeAcTaBnseT Co60M NONbITKY ONPeAennTb COAEPKaHNe, CNOCcoObl aKTyannsauuu,
dYHKUMK, 3aaa4K, MeToAbl, NOAXOAbl, LEHHOCTHbIE YCTAHOBKU U OOGBEKTbI UCKYCCTBO3HAHMSA KaK HayKu

06 UCKyccTBe. PaccmaTtpuBaloTcs UccnefoBaTenbCKkue METOAbI (aHaN0rmMm, CpaBHEHUS, IKCNEPUMEHTDI,
HabnloAeHNs, NPeACTaBAAIOWMK COBON aKTyanbHy0 NPO6AEeMY UK TEHAEHLMIO, UHCTPYMEHTapUi, aTpubyLuu,
TBOPYECTBO KOMINIEKTUBA U OTAENbHbIX GUTYP), B HUC/IE KOTOPbIX CUHTETUYECKU-UHTEPNPETALMUOHHDIE,
KPUTUYECKM OLIEHOYHbIE, pa3paboToO4HO-N0KaNU3aunoHHble, GOpMabHO-CTUINCTUHECKUI aHann3
(Mopdonorus, CMHTaKCHUC, CeEMaHTMKa). BarkHoe MecTo MMeetoT NoAxXoAbl (KOMMNEKCHbIN, naeorpapuyecKum,
NUCTOPUKO-KOHTUHYYMHbIN, CTPYKTYPHO-aHaNUTUYECKUI, ONUCAHUE KaK BOCCO3jaHNEe PEKOHCTPYKLMMK ABNEHUN,
NOBECTBOBAHME KaK rpynnuMpoBKa 1 BOCNpPon3BeaeHne COObITUMHOCTH, aHaNn3 KaK BbIBIEHUE BHYTPEHHMX
CBA3€EN, 3aKOHOMEPHOCTEN BELLEN, CUCTEMATU3ALMSA, KnacCcubUKaLms, 0606LeHHUE).

KnioueBble cnoBa: cBoicTBa, GYHKLMUK, 3a4a4u, TUNONOTMYECKUE XapaKTEPUCTUKU, METOAONOMUSA, METObI,

noaxoAabl, CUHTE3, TEOPETUHECKOE NCKYCCTBO3HAHME.

BBepeHue

MCKycCcTBO3HaHKe, onnpasch Ha
nepenoBble JOCTUKEHUS MUPOBbIX
N OTEYECTBEHHbIX Hay4HbIX LLKOJ,
3Ha4YUTENbHO pacLlnpuio chepbl CBOErO
BAUSIHUS 3a4a4aMu NegarorMyeckon,
COLIMONOrMYECKOM, ITUKO-MCUXOSIOTMYECKON
HanpaBlIEHHOCTH, NPeoaoNeB
TpaguLMOHHbBIE PAMKW NCTOPUN, TEOPUU

W NponaraHgbl MCKYCCTBa, a Takke
XY[OKECTBEHHOM KPUTUKKU. O6beanHASA B
cebe TeaTpoBeEHNE, My3blKOBEAEHME,
KWHOBeaeHWe, 6baneToBeeHue,
LMpKOBeOeHNe, UCKYyCCTBOBEAEHWE
(nnacTU4yecKkne UCKycCcTBa), My3eeBeleHUe,
AN3alH, apXUTEKTYPHbIM AEKOP, OHO
n3y4aeT pa3Hoobpa3Hble BUbl U KaHPbI
TPaAMLMOHHOIO, akageMMU4eCcKoro,
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COBPEMEHHOI0 UCKYCCTBa BO B3aMMOCBA3HN
C COLManbHOM }XM3HblO 06LWECTBA, C
pa3nuyHbiMK apTedaKkTaMmn B AMHAMUKE
U TpaHchopMaLMsX, a TaKKe B
NCTOPUKO-TEOPETUYECKOM, NPOBAEMHO-
aHanuTU4YecKoM, NPOCTPaHCTBEHHO-
BPEMEHHOM OCMbIC/IEHUW.

B 06beKTMBE UCKYCCTBO3HAHMS
- BONpPOChI coaepKaHus n Gopmbil,
0COBEHHOCTU pa3BUTUS, CBOMCTBA,
cneunoduKka, GyHKUMKU pa3HbiX BULOB
W }aHpoB MCKyccTBa. lNpeanonaras
BCECTOPOHHEE PACKPbITUE CYLIHOCTH
06beKTa KaK B €IMHUYHOM, HarfsiHOM,
KOHKPETHO - YYyBCTBEHHOM, TaK B
OCOBEHHOM U1 06LLEM BblpaXeHuH, a
TaKXe BO BCEBO3MOXHbIX COYETAHMAX
N 3aKOHOMEPHOCTSAX; pa3pabaTbiBas
BOMpPOCHLI PONK, MECTa U 3HaYeHuUs
apTedaKToB B CUCTEME LIEHHOCTEN,
Habnoaan TBOPYECKYIO MPaKTUKY,
NCKYCCTBOBEAEHME OLIEHNBAET,
WMHTepnpeTupyeT n 0606LWaeT npouecc.
HacTtanBaeT OHO Ha BbISIBNEHWUU
AOMUHUPYIOLNX TEHAEHLINNA,
MAEHTUDULMPYIOLLNX, UHTETPUPYIOLLUX,
TUMNONOrMYECKUX, COLIMANU3UPYIOLLIMX
NPM3HaKoB UCKycCTBa. N Bce 31O B
COBOKYMHOCTK 06ycnaBnBaeT NpobaeMHo-
TeMaTUYEeCKYI0 OCHOBY MCCNegoBaHUN
B paMKax TeX WM UHbIX UBMEPEHWN,
OKa3aBLIMX CYLWEeCTBEHHOE BAUAHUE Ha
coepraHne 1 KayecTBO NMOUCKOB.

Xy[OXXeCTBEHHAA KPUTUKA
npu3BaHa OCYLLECTBNATb YIyONEHHbIN,
BCECTOPOHHUK (PpopMasbHO-
CTUJINCTUYECKUI, KYNbTYPHO-UCTOPUYECKHNH,
CTPYKTYPHO-TUMONOrMYECKNIW) aHanns3
npoun3BeaeHnn UCKYCCTBa, UCMOJb3ys
HOBENLINE METOAO0NOINYECKNE
NoaxoAbl, UHCTPYMEHTAPUU, OLLEHOYHbIE
KpUTEpMK, OTBEYaloLLME BO3pacTatoWwmm
TpeboBaHUSAM HayKu U TEXHUKK. CheayeT
OTMETUTb CUHTE3MPYIOLLNE MPUSHAKM
MCKYCCTBO3HaHUs, HabnoJaemble KaKk
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BO BHYTPEHHEM, TaK M BO BHELIHEM €ro
ObITOBAHUMW.

N ecnn B nepBoM ciydae pedb MaeT 06
aKKyMy/MpPOBaHUM CYMMbl COOCTBEHHO
NUCKYCCTBOBEAYECKMX MO3HAHWN, 106bITbIX
B PAMKax pPOJCTBEHHbIX CNeLuanmM3aumm;
0 NPeoaoneHnn y3K0o AUCLIMNIMHAPHbIX
rpaHuL, ocBellleHMs MaTepuana u
NepcrnexkTUBe BbiXxoda Ha YPOBEHb
TEOPETUYECKNX 0O0OLLEHMIN, TO BO BTOPOM
- MOXHO roBOpuUTb 06 06bEANHEHNU
WUCKYCCTBOBEAEHMSA CO CMEKHbIMHU
ryMaHUTapHbIMU HayKamMu, TaKUMHU
KaK uctopus, ¢punocodpusa, punonorus,
coLmMonoruns, 3KOHOMMKa, negaroruka,
NCUXONOIMUs, apXeonorus, KynbTyposnorus,
YTO Aa€T BO3MOKHOCTb LUMPOKOIro
W LLENOCTHOrO NPOCTPaHCTBEHHO-
BPEMEHHOro, 06 bEKTHO-NPEAMETHOIO
oxBaTa U U3y4eHWUs XyNoXKeCTBEHHOM
peanbHOCTU; BbIPAabOTKM HOBbIX
TEXHOIOMMIW U METOIMK, MO3BONSAIOLMX
KOMMIEKCHO OCBETUTb MOCTaB/IEHHYIO
npo6nemy.

NHTerpupytoLine cBo1cTBa
WUCKYCCTBO3HaHWS, akTyannsupyouimecs
Ha pPerMoHanbHOM 1 MMPOBOM YPOBHSIX,
NO3BOJIAIOT BbINTK 3a Nnpeaenbl
JTOKaJIbHOCTU U BAIUTbCS CO CBOMMM
pa3paboTKamu B 0OLLMIK NPOLLECC;
o6oraTnTb yHMBEPCanbHOE HalMOHaNbHO-
3THWUYECKUM KOHTEHTOM, pacLlMpuB
TEM caMbIlM HAy4YHO-UHTErpaLMOHHOE
NPOCTPaHCTBO; CNOCO6CTBOBATL
CaMOpa3BUTUIO HALMOHANbHOM HayKK
nocpeacTBOM TPaHCASLMKU MUPOBOTO
onbiTa Ha MECTHYIO MOYBY.

MeToabl

Ncnonb3yeT UCKYCCTBO3HaAHME
pa3Hoo6pa3Hble uccneaoBaTeibCKkue
METOAbl (aHaNormun, CpaBHEHUS,
3KCMEPUMEHTbI, HabntoaeHns,
obecnevynBaloLmne LWNPOKO-NPeaMeTHOE
N Y3KO-AUCLMNIMHAPHOE NPOHUKHOBEHUWE
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B MaTtepuan, NnpeacraBastowmnmn

CO60M aKTyanbHY0 NPobaemy uu
TEHAEHLMIO, UHCTPYMEHTapUK,
aTpubyunKn, TBOPYECTBO KONINEKTUBA

W OTAENbHbLIX GUrYypP), B YKUCIE KOTOPbIX
CUHTETUYECKU-UHTEPNPETALIMOHHbIE,
KPUTUYECKM OLIEHOYHbIE, pa3paboTo4HO-
JIOKanu3aunoHHble, dopMasibHO-
CTUIUCTUYECKUIM aHann3 (Mopdonorus,
CUHTaKCUC, CEMaHTUKA), a TaKXe noaxo/bl
(KOMMJIEKCHbIN, naeorpaduyecKkum,
NUCTOPUKO-KOHTUHYYMHbIN, CTPYKTYPHO-
aHa/IMTUYECKUI, ONUCaHUE KaK
BOCCO3/laHNEe PEKOHCTPYKLIMKU ABNEHUNA,
NoBECTBOBaHME KaK rpynnuMpoBKa 1
BOCMNpPOU3BEAEHNE COOLITUMHOCTY,
aHanM3 KaK BbISiBAE€HWE BHYTPEHHMUX
CBS13el, 3aKOHOMEPHOCTEN BELLEN,
cucTtemaTtnsaums, Knaccudukaums,
06006L1eHME).

Ecnu metog — cnoco6 AOCTUKEHMUS
Hay4YHOWM Lenun nocpeacTsom
Yynopsiil0HEHHOM AEATENBHOCTH, TO YETKas
OpraHusaLms Hay4yHOro MblLLJIEHUS,
KPUTUYECKWUN NepecMoTp N3BECTHbIX
NnoaxoaoB K UHTepnpeTauum matepuana,
CTporoe cfeioBaHune JIOTMKe 1 TEXHONOMMn
€ro pacKpbITUS, nocnegoBaTenbHOe
YCNIOXHEHUWE, HaCbILLEHWE KOHLENUMU U
TeopeTnyeckme 0606LEHN COCTaBNAIOT
CYLLHOCTb METOA010MMKU BOOGLLE U
METOAO0J/IOMMK UCKYCCTBOBEAYECKMX
TPYAOB B 4YaCTHOCTU, TO METOA0J1I0I s
npegcraBngeT cobon CUCTEMY B3MAL0B,
COBOKYMHOCTb CneunudruyecKnx
no3HaBaTebHbIX CPEACTB U MPUEMOB,
Heo6xoAUMBbIX AN rNyeoKOro u
BCECTOPOHHEr0 M3Y4YEHUS UCKYCCTBa
B HEMOBTOPMMOCTHU, MHOrO06pa3nn
NPeTBOPEHUA U B3aMMOOTHOLLEHWH C
NENCTBUTENbHOCTbIO.

Pe3ynbrartbl
CopeprKaHne NCKYCCTBO3HAHUSA KaK

0Cc060W KaTeropmun HayyHbIX U3bICKaHWUI
ob6ycnaBnnMBaETCs KOMMIEKCOM
$aKTOPOB: UHTEPECHOW TEMATUKOM U
XapaKTepamu; HOBU3HON UAEN, APKOCTbIO
3MOLIMOHANbHOCTbIO BbICKa3blBaHUS,
JIEKCUYECKMM 6oratcTBoM, 06pasHbIMU
BblpaXEHUSIMU, BKJ1a[IOM B TEOPUIO U
NPaKTUKY UCKYCCTBa. A ero LLeHHOCTb

- YPOBHEM COJIEPKATENBHOCTH,
XYOOXECTBEHHOCTH, HAaNMUYMEM SPKO
Bblpa)X€HHON aBTOPCKOMN MbICIN.

MHoroe pelatot caMmn 0O6BLEKTHI
aHanM3a, yMeHWe pacKpbiTb TBOPYECKYIO
3aJavy, BOBJIEKAA B KOHTEKCT
UCTOPUYECKUN, IOKYMEHTANbHbIN,
WNIOCTPATUBHbBIN MaTepuarn, UCNonb3ys
MeTadopbl, aHa/IOTUK, CpaBHEHUS,
npuBeKkasn o6LIMPHYIO TuTepaTypy. A
KynbTypa cnoBa, CO60AeHNE HOPM
IUTEPATYPHON Y HAYYHOM STUKU B CBOIO
oyepefb roBopsT O WKPOTE Kpyrolopa
aBTopa.

NcKyccTBO3HaHWe o6nagaeTt He
TONIbKO Matepuranom, npobaemMaTuKon,
METO0N0rMeEN, HO U NOHATUNHBIM
annapaToMm, CMCTEMOWN 3HaHUI, KoTopas
oborallaeTcs No Mepe HaKoMIeHus
nccnegoBartenbCcKoro 6a3wvca v onbiTa, a
TaKXe pa3BUTUSA TEXHUKU U TEXHONOTUM.
Han6onee akTyanbHbl - CACTEMHOE U
KOMMIEKCHOE N3Yy4YEHUE UCTOPUN U TEOPUU
MCKYCCTBa B KOHTEKCTE Er0 MHOFOBEKOBOIO
OMbITa; aHa/IN3 BCEX €r0 BUAOB M XaHPOB
C TOYKM 3PEHUS CTPYKTYPHO-CMbICNOBbIX,
CTWJIEBbIX XapPAKTEPUCTUK, HOBEMLLMX
TEHJEHLMN U NepCcnexkTuB; oboblieHne
npoLiecca Ha NnoyBe BbIBEHUS KaK
06X, TaK U MTPpUMeYaTENbHbIX ANS
Ka)X[0ro oTaAeNbHOro TBOPYECKOIO AB/IEHNS
cneumdpuryYecKmx CBOMCTB; OCBELLEHNE
BOMPOCOB NOArOTOBKU CNeLnanncTos
LLUIMPOKOro MCKYCCTBOBEAYECKOrO Npodung,
BNadeoLLnX METOA0N0rMYECKUMU
HaBblKaMKW aHanM3a 1 0600LLEHNS
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Xy[IOXECTBEHHbIX peasnui.

Aunckyccuna

Mpennonaraetcs B TaKTUYECKOM
W CTpaTernyecKoMm naaHax
N3y4yeHue pa3HoobpasHbIX GopMm
npodeccnoHanbHOro UCKyccTea
Y36eKUCTaHa C TOYKU 3PEHUSA NIEKCUKMH,
aKKyMYNMpPOBaHUSA COBPEMEHHbIX
TEXHONOMMK, GOPMUPOBAHNUSA MOHATUNHOTO
annapaTta W KaTteropmasbHOro MbllUIEHUS.
He meHee BaXHO BbisiBNieHMe cneundukm
OTAENbHbIX UCKYCCTB, BK/ItOYas
aTpUBYTUBHYIO, UTPOBYIO, BepbalbHYO
4yacTu M aCcneKTbl MPENOMJIEHUS B
HUX OPUTMHaNbHbIX, JIOKASbHbIX,
YHUBEpPCasbHbI BEPCUIM B Pa3/IMYHbIX
co4yeTaHusIX, Maclutabax, NPOCTPaHCTBaXx,
TEOPETUYECKUX U MPAKTUYECKUX
paKkypcax, ¢ y4eTOM 3aKOHOMEPHOCTEN
NCTOPUYECKOrO Pas3BUTUSA 0BLLEMUPOBLIX
W TOKaNIbHO-3THUYECKUX YEPT.
Oco60oe 3HavyeHne NpugaeTcs
npu 3TOM OCMbICNEHMIO NPOBAEM
camoornpegefieHus, NPUOPUTETHOCTH,
06pa3L,0BOCTU, OPUTMHANBHOCTH,
Ka4yeCTBEHHOCTU, KpeaTUBHOCTH
TBOPYECKOW NPAKTUKKU U COYETAEMOCTHU B
Hel pa3HbIX Co3uaaTeNIbHbIX Havyas nytem
CYMMMPOBAHMSA AOCTUKEHUIM B 06N1aCTH
OTAEeNbHbIX BUOOB UCKYCCTBA U CUHTE3a
HaWUyyLWnx nx o6pasLoB.

B ycnoBusix ycuneHnst BHUMaHus
K MUPOBbIM U PErMOHASbHbIM
npoueccam, Bo3pacTaHUsa UHTepeca K
CUHTE3Y M afjanTtaumn pa3HOBETNKNX
TBOPYECKMUX KOHLLEMLMA, WWKON, CTUNEN,
pa3HO06pa3HbIX GOPM MOUCKA, MOKHO
rOBOPUTb O AIMaNEKTUKE U UHTErpaLumm
He TONbKO B cdhepe TBOPHECKOMN
NPaKTUKK, HO U TEOPUHK, B NONb3Y
o6begMHeHns B 0606LLaloWeM niaHe
KaK MCKYCCTBOBEOYECKUX, TaK U CMEMKHbIX
HayK (TEOPETUYECKOW KYNLTYPOOrH,
COLIMONOrMU, IKOHOMUKU, GUNONOTrUN,
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dunocodumn, NCUXOIOTUN).

Pa3Hoo6pas3Hbie BONPOCHI, CBA3aHHbIE
C TEOPETUYECKMMM acrneKTaMn UCKYCCTBA,
onpeaeneHuem ero yHmBepcanbHbiX,
cneumMduryecKmx NpM3HaKoB M MecTa
B CUCTEME MMPOBOWN N OTEYECTBEHHOM
KYnbTypbl, TPE6YIOT, BBUAY AedbuumnTa
NOHATUMHOrO annapara, NONoSHEHUS
TEPMMHONOIMYECKOro cnosaps U ¢poHaa
Hay4YHOW NuUTepaTypbl B MECTHbIX U
3apybexHbIX OUBNMOTEKAX, YTO B CBOIO
oyepenb CNYXMUT onTMMKU3aLmm y4ebHoro
npoLiecca B pamMmKax TBOPYECKKX BY30B,
COBEPLIEHCTBOBAHMIO NMPAaKTUKMU,
YKPENNeHUo MeXANCLMUNINHAPHOIO
KOHTaKTa, BbIXOJY Ha YPOBEHb
TEOPETUYECKOIO UCKYCCTBOBEAEHMS.

A 3T0 0CO6EHHO BaXKHO B
HOBbIX UCTOPUYECKUX peannsx, 4To
KOPPEKTUPYET NPOBIEMHO-TEMaTUYECKYIO
HanpaBfIEHHOCTb UccnegoBaHu B
pycine Kak BEKOBbIX, TaK M TbiICAYENIETHMX
U3MepeHUN, ybexaas B He06X0AUMOCTH
aHanmM3a LLeNoCTHOro npouecca B paMKax
KPYMHbIX UCTOPUYECKHUX U reorpadmn4eCcKmx
namMepeHunn. NMockonbKy Y36eKncTaH
SIBNSETCS MHOrOHALMOHaNbHbIM NO
3THUYECKOMY COCTaBY, O4EBUHA TaKKe
BaXKHOCTb M3Y4YeHUs TeaTpaNbHbIX KY1bTYp
HaLMOHaNbHbIX AUacrnop, acnexkTos
W pesynbTaToB B3aUMOAENCTBUS
XYAOXECTBEHHbIX TPaAULIMI pas/inyHbIX,
NPOXMBAIOLINX Ha TEPPUTOPUN pPeCnyBTUKK
HapoAoB.

3axnouenme

CneumnanbHOro OCBeLLEHUS TPEDBYIOT
BOMPOCHI MOArOTOBKM CMeLnanmcToB
B 06/1aCTK onepeTThbl, onepsbl, 6aneTa,
MYy3blKa/lbHON ApaMbl, KYKO/IbHOTO
TeaTpa, TaHLEBabHOroO 1 LIMPKOBOIO
UCKYyCCTBa Y36eKNCTaHa, TeaTpalibHOM
KPUTUKKU. OcCTaloTCs OTKPbITbIMU NPOGAEMbI
MY3blKanbHOW PEXMCCYPbLI, CLEHorpadum
MYy3blKalbHbIX NMOCTAHOBOK, AUPUKEPCKOTO,
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neBYeCcKoro, xopeorpapmuyeckoro
MacTepcTBa. HayT cBOero 4aca HapoaHble
1 o6nacTHble TeaTpbl, BOKa/IbHOE, XOPOBOE
U 0ETCKOEe UCMOMHUTENbCKOE TBOPYECTBO,
aHcambneBas KynbTypa, UICTOPUS M Teopus
KOCTIOMa, XyJOXECTBEHHOIo 3TUKETa,
cpeacTBa Bblpa3uTeNbHOCTH 3KpaHa,
LMpKa U HaLuoHanbHoro 6anerta.

MOXHO TaKXe roBoOpuUTb 06 OTCTaBaHUH
B 061aCTU My3eeBeleHUS U IN3anHEPCKOro
NCKYCCTBA, O CYyKEHUM reorpadumm Hay4HbIX
U3bICKaHWI, OrpaHU4YEHUN BOSMOXKHOCTH
nponaraHibl JOCTUXEHUA HaLMOHAIbHOM
HayKu 1 npodeccuoHanbHOro aManora 3a
npegenamMmun oaHoOMn A3bIKOBOK cdepsbl, YTO
aKTyanuaupyeT HEOO6XOAUMOCTb 3HaHUS He
TOJSIbKO rOCYAapCTBEHHOMO, HO M PYCCKOTO,
a TaK¥Xe Apyrux MMpPoBbIX A3bIKOB,
CNyXKallMX MEXHaLWUOHaNbHOMY Hay4YHOMY
W KyNIbTYPHOMY OOGLLIEHUIO.

CeroaHsa Ha NOBECTKY AHS BbIWn
W NPOJOJIKAIOT BbIXOAUTb B KAYECTBE
OObEKTOB U3YYEHUA CUHTETUYECKHUE MO
BHYTPEHHEN M BHELLIHEN OpraHM3auumm
$opmbl, TaKMe KaK Teneteatp, Tenedusibm,
CNOPTUBHbLIN TaHeLll, Tenecumdoaras,
3acTpaja v 6anbHbIM TaHeL, Ha nbay,
KMHOMY3bIKa, cumdobanert, Teatp
Ha Konecax, onepa Ha KOHLEPTHON
naouiagKe, cueHorpadums B BUPTyalbHOM
NPOCTPaHCTBE, My3€MHbIEe 3KCNOHAaThI,
UBOMUCL, CKYNbNTypa, AM3alH Ha ManoM
3KpaHe.

3Ha4yuT, U1 UICKYCCTBOBEAEHME,
CylecTByloLlee UCKITIOYUTENIbHO B paMKax
cyry6o TeaTpoBeaeHu s, My3blKOBEAEHUS,
KWMHOBeAeHUs, My3eeBeleHUS,
NIacTUY4ECKUX UCKYCCTB, HE MOXET
CTPYKTYpMpOBaTb Matepuan n aatb emy
LUMPOKO pa3BEPHYTYIO XapaKTEPUCTUKY
N 06BEKTUBHYIO OLIEHKY. N B faHHON
CBS131 BCTAOT BOMPOChI KOMMIEKCHOIO
BOCMNUTaHWUS TeaTpPoBEAYECKUX KaapoBs,
BNaAELWMX HAaBbIKaMK MY3bIKallbHOIO
aHanusa, NPoYTEHUS OMEPHbIX NAPTUTYP.

Hanbonee TMnnyHble ansa
NCKYCCTBOBEOYECKMX TPYAOB HEAOCTATKM
- 3TO onucaTeNbHOCTb, MHOIOC/IOBHE,
TUPaXKMPOBaHWE U KOMMEHTUPOBAHUE
M3BECTHbIX MbIC/ien, 6e3agpecHoe
3aMMCTBOBaHWe maTepuanos ns
NHTepHeTa, TEXHUYECKNE, CTUIIUCTUYECKUE
¥ rpaMMaTtmyeckue oWwnbKn. Hepeaxku
YNyLIEeHUS B CTPYKTYPHOMW OpraHM3aLumu
paboT, B 0pOopMIIEHUN HAYy4HOrO annapara.

bByayliee UCKYCCTBO3HaHUS
Y36eKncTtaHa, 06yCcnoB/IEHHOE LiefbiM
pagoM ¢paKTopoB (NOBbLIWEHUEM YPOBHSA
npodeccnoHanbHOM NOArOTOBKU HayYHbIX
KaZpoB, MOpanbHON U MaTepuanbHOM
3aMHTEPEeCcOBaHHOCTLIO CMeLnanncToB
B Hay4YHO-UCCeaoBaTeNbCKOM
paboTe, oNTUMHU3aLMen 4edaTelbHOCTH
COOTBETCTBYIOLLMX UHCTUTYTOB,
OTBeYalolLMX 3a BoCcnuTaHue
WUHTENNEKTYalbHOr0 NoTeHuMana
pecny6/MKK, NOBbILWEHNEM PENTUHIA
HaLMOHaIbHOM HayKW, PENTUHTA
y4eHOro B MopasibHOM U MatepuanbHOM
OTHOLLEHMSX), NpeanonaraeT
KOHLENTya/lbHOE OCMbIC/IEHME TEKYLLEN
peanbHOCTK C €€ NOMCKaMU, MHHOBaLMSIMU,
CUHTETUYECKMMM 06Pa30BaHUAMM,
CTUWINCTUKOW U TEMATUKOM NPON3BELEHNN
MCKYCCTBa, aKTyallM3npytoLmx
HaLMOHaNbHYIO UAEL0, HanpaBEHHYIO
Ha JyX HOBaTOpCTBa BO BCEX XXM3HEHHO
BaXHbIX chepax AeaTeNnbHOCTU YENOBEKA,
Ha cB060y TBOPYECKOIo CaMoBbIparKeHUs
W ynydleHWe KadecTBa XU3HU NoJen.

Ha Tom HacTanBaeT 1 peannsaums
pe3ynbLTaToB UCKYCCTBOBEAYECKMX
TPyAOB B 06pa3oBaTe/ibHOM, Hay4HO-
nccnenoBaTefibCKon, NpodeccnoHanbHOM
cohepax gesstrensHocTn HUN, BY30B
KYNbTYPbl U UCKYCCTBA. A 3TO, KaK
M3BECTHO, JOPOroro CTOMT, MOCKOSbKY
HEenocpeaCTBEHHO CBA3aHO C
dopMHpoBaHNUEM TBOPYECKOIO, YXOBHOTO,
WHTENIEKTyalIbHOro NoTeHuuana
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COBpPEMEHHOro 06LWecTBa U 6yayLInx
MOKOJIEHUI FparKaaH He3aBUCHMMOIO
rocyaapcTtaa.
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Bbyn MmaKana eHep TyblHAbICHI PETIHAE Ma3MyH/bl, d4iCTepAi 63eKTEHAIPY, KbI3MeTTepai, MiHAeTTePAi,
aaictepai, Tacingepai, KYHAbINbIKTapAbl XXoHe eHep TapuXbl 0ObEKTINIEPIH aHblKTayFa XKacanfaH Kagam 60bin
Tabbinaabl. CUHTETUKANbIK, TYCIHAIPMENiK, KpUTUKaNbIK 6aranay, JaMbiTy XXoHe NIoKanusauunsanay, pecmu
YKOHe CTUINCTUKabIK Tangayasl (Mopdonorus) Koca anFaHaa, 3eptreynep afictepiH (ykcac npobnemanap
Hemece ypaicTep, Kypanaap XUbIHTbIFbI, aTPUOYLIUS, WblFapMaLLbUIbIK YXKbIM MEH eKe Ty/iFranap 60/bin
TabblnaTblH YKCACTbIFbI, CanbICTbIPY, IKCNEPUMEHTTEP, 6anKay) KapacTblpaMbl3. , CUHTAKCUC, CEMaHTUKAChI).
MaHbI34bl OpblHAa TOMeHAerigen Tocinaep (KeweHgi, naeorpadusanblK, TapUXU-KOHTUHYaNAbI, KYPblIbiIMAbIK-
aHanUTUKanblK, KybbinbiCTapabl KaiamnbliHa KENTipYAi KanTa Kypy, OKUFanapabl TONTay oHe Kebenty peTiHae
cunatTay, ilWKi KaTblHacTapAbl anKbliHAAY, 3aTTapAblH YATINEpI, X)Kyneney, KnaccudbuKkauyuanay, CMHTe3aey)
cunarranagbl.

Tipek ce3gep: KacueTTepi, PyHKUMANapbl, MiHAETTEPI, TMNONOMUANbIK CUNaTTamachl, 9aicHamachl, agicTepi,
Tacingepi, CUHTESI, TEOPUSANbIK 6HEP TapUXbl.

M. A. Khamidova
State Concervatory of Uzbekistan
(Tashkent, Uzbekistan)

THE CONCEPT OF THE DEVELOPMENT ART STUDIES OF UZBEKISTAN

Abstract

This article is an attempt to determine the content, methods of updating, functions, objectives, methods,
approaches, values and objects of art history as a science about art. We consider research methods
(analogies, comparisons, experiments, observations, which represent an actual problem or trend, toolkit,
attribution, creative team and individual figures), including synthetic, interpretative, critically evaluative,
developmental and localization, formal and stylistic analysis (morphology, syntax, semantics). An important
place has approaches (complex, ideographic, historical-continuum, structural-analytical, description

as the reconstruction of the reconstruction of phenomena, narration as a grouping and reproduction of
events, analysis as the identification of internal relations, patterns of things, systematization, classification,
synthesis).

Keywords: properties, functions, tasks, typological characteristics, methodology, methods, approaches,
synthesis, theoretical art studies.
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TEHJIEHLIAU
PASBUTUSI
COBPEMEHHOM
KA3AXCKOM
PE)XUCCYPbI

ART STUDIES

MPHTH 18.45.07

C.1. Ka6auesa '

! Kazaxckast HauronasbHasi AkaeMust HCKYCCTB
um. T.K. )KypreHnosa,

Anmarbl, Kasaxcran

TEHAEHLU WU PA3BUTUSI COBPEMEHHOW KA3AXCKOW PEXXUCCYPbI

AHHOTauMA

PaccmatprBaloTcs TEHAEHLIMM PA3BUTHA COBPEMEHHOM Ka3axCKOM PEMCCYPbI Ha MpUMepe CreKTaknen
npeacTaBUTENEN MOMOLOrO NMOKOIEHUS U MO UTOraM pecnyGinKaHCKoro TeatpanbHoro dectusans 2016
rofia. AHanManpyeTcs HOBbIE MOAXOAbl U METO/Ibl, UCMONb3YEMblE B COBPEMEHHOM TeaTpaibHOM UCKYCCTBE
W KaK OHW 6bIM NPUMEHEHbI PeXUccepaMm permoHabHbix TeaTPOB Hallen pecnybiuKku Ha decTusane.

BbiiBNeHbI MHTEPMpEeTaLms TBOPYECKUX MOAENN NOUCKOB HaLMOHaNIbHOM UAEHTUYHOCTU U MYTU FTAPMOHUYHOIO

CoeIMHEHUA Tpa}J,VILI,VIVI KYNbTYPHOTO Hac/lie4usa B KOHTEKCTE NOHMMaHUA naen n Gopm akTyanbHOro

COBPEMEHHOrO TeaTpa.

KnioueBble cnoBa: Teatp, CreKTaK/b, PEXUCCEP, aKTEP, MONOLOE NOKONEHME.

BBeaeHue

CoBpeMeHHas Ka3axcKas pexuccypa
XapaKrepuayeTtcs NpopeccuoHa bHbIM
YPOBHEM MOJIOA0r0 NOKoNeHus, npobnema
pasBUTUS KOTOPOro AOCTAaTOMHO A0JIroe
Bpems fiBNsNacb KpaeyronbHoOM ans
HalLMoHanbHoro Teatpa. OaHaKo
HECKOJIbKO NleT Ha3a/ NosBUIUCH IPKUe
CNeKTaKIun npeacraBuTenen HOBoKM
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reHepauuu - bonata A6apaxmaHoBa

n uHbl }KymabaeBon. Baymunsble u
NbITINBbIE, 3TN PEKUCCEPDI, NPEXae BCero,
NpPOAEMOHCTPUPOBASIM CaMOCTOATENbHOCTb
XYOOXECTBEHHOMO MbILLAEHHUSA U
npodeccuoHanbHylo COCTOATENbHOCTb.
Cnekrtaknu b.A6gpaxmaHoBa
3aNoOMHUINUCh MHTEPECHBLIM NPOYTEHNEM
ApamMaTtypruyeckoro maTtepuana, paboTom
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C aKTepamMu 1 BENUKONEMNHbIM aKTEPCKUM
aHcamb6nem («Dawn Way unu Jopora BHU3
6e3 octaHoBOK» O.boraesa B CeBepo-
Kas3axctaHCKOM 061aCTHOM Ka3axCKOM
My3blKa/lbHO-ApaMaTU4YeCcKoM TeaTpe
um.C.MyKkaHoBa), npoayMaHHOW paboToun
Haj Xy4oXXeCcTBEeHHbIM 06pa30oM CNeKTaKs
(«TpamBan «KenaHue» T.Yunosimca B
AKMOJIMHCKOM 06/1aCTHOM Ka3axCKOM
My3blKa/lbHO-ApamMaTU4eCcKoM Teatpe
nm.LL.KycanHoBa), nonckamu HOBbIX
CUEHUYecKnx popm («3apaBCTBYH,
benbin napoxoa» HY.AntmatoBa B CeBepo-
KasaxctaHCKOM 061aCTHOM TeaTpe KyKoJ).
[.*KymabaeBa C NepBblX Ke
NOCTaHOBOK NposiBMIa TBOPYECKOE
6eccTpaluve, nopas3nB 3puUTenen
HecTaH4apTHbIM PEXNCCEPCKUM
pelleHneM HaLlMOHaNbHON 1 MUPOBOW
KnaccuKku. Elo noctaBneHbl CNEKTakIn no
Bcemy KaszaxctaHy. OHa ynopHO oTcTanBaet
CBOe NnpaBo Ha cBO6OAY MHTEPNpPETaL UK.
3a npouwegwue roabl ypoBeHb MacTepcTBa
[.KymabaeBoi, 6e3yC/I0BHO, BbIPOC.

Ha XXIV PecnybnukaHcKkom dectuBane
Apamatunyeckux teatpos 2016 roga B
AKTOGE yBEpPEHHO 3aABWJI0 O cebe co
CLUEeHbl MOonogoe TeaTpalibHOE NOKOJIEHME.
B nporpammy dectuBans 6o/ BKIOYEHDI
CMNEeKTaK/In, pa3Hble Mo KaHpy 1 dopme.

MeToabl

CeBepo-KazaxctaHCKMi 06nacTHOM
Ka3axCKW My3blKanbHO-ApamMaTU4eCKnK
Teatp M. C.MyKaHOBa npeacraBun
NOCTaHOBKY pexxunccepa baatoipbexka
LLlamb6eToBa «[Jaybinnas 6aba -
KoxabepreH». HeyctaHHOE cTpemneHne
[laHHOW Tpynnbl NpodeccnoHanbHO
pa3BMBATbCSA CNOCOOCTBYET ee
NOCTOSIHHOMY Y4acCTUIO Ha pa3HbIX
decTmBansx, NOMCKY HOBbIX CPEACTB
Bblpa3nTENbHOCTH.

JTOT KONNEKTMB NEPBLIM CPeaU
Ka3aXxCKWX TeaTpoB Ha4vasl ocBanBarb

COBPEMEHHbIM CLLEHNUYECKMI 3bIK «<HOBOW
Apambl». NoctaHoBKa nbecbl O.boraesa
«Dawn way» 3anoMHuIacb TO4HOM
rpaMoTHOM pexknccypon b.A6apaxmaHoBa
N SPKMMU aKTEPCKNUMUK paboTamu.
CeBepo-KasaxcTtaHcKui o6nacTtHom
Ka3axCKMM My3blKanbHO-ApaMaTU4eCKui
TeaTp M. C.MyKaHOBa «OTKPbI/I» 419
Ka3axCTaHCKMX TeaTpOB ApaMaTypruio
O.*aHangapoBa, He NOGOSABLUMCH
BECTU CO CLIEHbI YXECTKUIN pa3roBop Ha
aKTyasbHble TeMbl. BonbLUy0 YacTb TPYNMbI
COCTaBNAOT BbINMYCKHWKM MECTHOIO By3a.
B cBfI3M € 3TMM, KaK 1 B Apyrux 061acTHbIX
TeaTpax, eCTb ONpeeseHHbIE NPO6AEMBI.
Ho uMeHHo 3Ta Tpynna oTinyaeTcs
OrPOMHbIM ¥eflaHWeM COBEpPLUEHCTBOBATb
aKTepcKoe macTtepcTBo. [1oaTomy 6bin
npurnalleH TagKUKCKnM pexnccep bapay
Ab6ypa33aKoB Ha MNOCTaHOBKY «PeBU30panr.
Pa6ota Hag komeanen H.B.loronq
npeBpartunach B y4ebHbIM Npouece, B Xxoae
KOTOPOro UCMNOMHUTENU NOCTUTaNIU CEKPETDI
aKTepCcKOoro MacTtepcTea U B Utore
no6MnMcb NPOPECCMOHANLHOMO POCTa.

Ha dectuBane cneKkraknem
«[laybinnas 6aba - KoxabepreH»
CeBepo-KazaxctaHckuit Teatp
NPOAEMOHCTPUPOBAs NPUBEPHKEHHOCTb
nUcTtopuyeckon Tematnke. OgHako
pexuccep nonbitTancs HauT CO6CTBEHHbIN
nyTb ee NOCTUKeHWS. Mpexae Bcero,
HEeobXx0AMMO OTMETUTb, YTO JIMYHOCTb
KorkabepreHa - no3aTa 1 BOMHA, YHUKaNbHa.
[epoi peHeccaHCHOro TMna, 4enoBeK
rny6oKMX 3HaHWI, CBOGOAbI MbICH,
BbICOKOM MOpasin 1 OTBETCTBEHHOCTH 3a
cyabby Hapojaa, KoxabepreH coyetan B
cebe TanaHT Xy[I0KHNKa KaK TBOPYECKOWM
JINYHOCTU (N03Ta, My3blKaHTa, KIONLWN) U
noskoBo/La (B 25-neTHemM Bo3pacTe OH
cTan rMmaBHOKOMaHayloWMM BONCKaMK
xaHa TayKke), 3aKkoHoaaTensa v gunaomarta.
B cnekKTakse 3Ty poJib UCMOJSIHAET MOOA0M
aKtep H.AcKapos.
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O6paTMBLLMCD K NPOM3BEAEHUIO
KoxabepreHa xbipay «Ennm-ain»,
pexunccep b.lLlamb6eToB He cTan
nepepenbiBath IMTEPATYPHYIO OCHOBY
B ApamaTypruyeckyto. OH Haluen
JTAKOHUYHYIO0 1 CBOBOHYIO dopMy,
OnpeaenuB ¥}aHp NOCTaHOBKM KakK «gacTaH»
(reponyeckasn noama). besycnosHo, B XXI
BEKEe 3MNMYEeCKUM KaHp Ha cLeHe TeaTpa
npetepnesaeT U3MeHeHUs. 3aKOHOMEPHO,
YTO B KOHTEKCTE SIOrOLEHTPUYHON NPUPOAbI
Ka3axCKOro CLLEHMYEeCKOro NCKycCcTBa,
peruccep HagensieT cnoBo rMaBHOM
}YHKUMEN aKTEPCKOro UCMOSTHEHUS.

OAuckyccuna

[MpoCTpaHCTBO AENCTBUSA aKTEPOB
BbIFOPOXEHO XOJILLOBbLIMU LLMPMaMMU,
Ha KOTOPbIX U306pPaXKeEHbI CLIEHbI
CparKeHWn. ApTUCTbI NooYEPEAHO BbIXOAAT
Ha NOAMOCTKM U pacCa)XnBatoTcs B
nonyKpyr. beckpanHaa Kazaxckas cTenb
Ha CLIeHe OXKMBaeT B 3BYyKax, pUuTMax,
ob6pa3sax UCTOPUYECKNX MEPCOHAXKEN.
Mo xoay crneKTakng nepeg 3pUTeNsamu
npoHocsatcs cobbiTns XVII-XVIII BeKoB:
BOWHa C KyHrapamu, KpOBOMPOUTHbIE
CpaxeHus, 6erctBO MUPHbIX KUTenen ot
BparoB, BbIHYXAeHHOe nepeceneHue.

Crenb npeacTtaeT He NPocTo GOHOM,
a }UBOK cpeaon obutaHus. B cnekTakne
NnoKa ele He XxBataeT Harno/IHEHHOCTH
atmocdepon 6e3rpaHMyHoOro npocrTopa
M cBOOO/bl XXU3HWN BECCTPALLHbIX IIOAEN,
B KOTOPOM MUP CMEHSETCS BOMHON,
6e3MATEKHOE CYLIECTBOBAHWE — NOTEPEN
POAHbLIX U BIN3KKUX U NOGE0M Haj, Bparom.

CneKTtaKknb oTnMyaeT 6oratas
3BYKOBas NnapTuTypa. Y1CTbi 3BOH
KOJIOKO/IbY4MKa CMEHSETCS NOOLWMMMU
}EHCKUMM ronocamu, pUTM BOEHHOM
Apo6u nepebrBaeTcs TONOTOM MYallUXcs
KOHEN 1 NMnayvyem ¥oKTay (ApeBHUR TNpo-
3MUYECKUI aHP Ka3axCKOW N033uu; niau,
C/TOXEHHbIN B YECTb HAPOAHbIX repoenB
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W 3HAaMeHUTbIX Ntoaen). B noctaHOBKe
3BYy4aT }XMBOE NEHWE U HALIMOHA/bHbIE
MYy3blKasibHble MHCTPYMEHTbI. Pexxunccep
AKTMBHO UCMNONb3YEeT PUTMUYECKNH LLAT.
MHorne Mm3aHcLEeHbl N1acTUHECKOWM
BblIPa3UTENIbHOCTbIO HAMOMWHAIOT
CKYNbNTYPHbIE KOMMO3ULUMK.

CaMu MU3aHCLIEHbI BbICTPOEHbI MO
3aKoHaM NJowaaHoro teatpa. AKTephl
obpallatoTcs K 3puTento Hanpsamyto, a
UX Urpa c NpeaMeTaMmn eCTECTBEHHA U
opraHuyHa. Bbixoas B LEHTP Kpyra, akTepbl
nepeBON/OWAOTCA B MEPCOHAMXKEN, XOTS HE
BCEraa 3T Nepexobl MCNOMHSAIOTCS YMCTO.

lNocTtaHOBKa HanosHEHa CUCTEMOW
XYAOXEeCTBEHHbIX 06pa30B. bonbline
YyepHble Wapbl, KaK OFPOMHbIE NyLLEeYHble
siapa, NepeKaTbiBalOTCA Mo BCEMY
npocTtpaHcTBy. CNOBHO X04 UCTOPUK
CMETaeT NepcoHaXKen Ha CBOEM MyTH.
Bbipa3nTenbHO NOCTaB/EHbI CLIEHLI 601.
Hapg wupmamu ¢ pucyHKaMu anmn4ecKmx
OUTB NOoA 3BYKU CPaKEHUN, NIA3T OPYKUSA U
60eBOM KN4 B3MbIBaIOT KOMbS 6aTbIpoB
B pUTMe 6MTBbI. ECTb B 3TOM HeKas
OTCTPaAHEHHOCTb 1 B TO e Bpems —

3 DEKT NPUCYTCTBUA.

Ecnu 6bl B nnuTEpaTypHO OCHOBE
NOCTAHOBKM Ha NePBbIN NNaH Obin
BbIBEEH BHYTPEHHUN KOHDINKT
KorkabepreHa mexay 4yBCTBOM U AOSITOM,
3T0 cnNoco6CcTBOBANO 6bl 60N1EE YETKOMY
PACKPbITUIO BEYHO aKTyallbHOW TEMBI
- XY[AOXHWK 1 BNacTb 1 NepeBoay ee B
GUNOCODCKNI KOHTEKCT.

3afaHHbIN CTPEMUTENbHbIM TEMMNO-PUTM
JENCTBUSA U MOHTaX AWHAMMUYHbIX CLIEH
noKa He No3BOJIAOT apTUCTaM MOJIHOLEHHO
pacKpbiTb 06pa3bl CBOUX MEPCOHAXKEN.
[MoBecTBOBATENbHbIM TOH AacTaHa 6onee
TArOTEET K UANIOCTPATUBHOCTH CIOXKETa.

B cnekTaksne ¢noBo 60sblie ONucbiBaeT
npoucxoasuiee. A Teatp npegnonaraet
[ENCTBEHHOCTb, B OCHOBE KOTOPOW NEXUT
ApamMaTtuyecKknin KOHONKUKT. Ana aToro
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Heo6xoauMo 60Jiee TOHHO, TWaTelbHO
BbICTPOUTb GUBNYECKUE AENCTBUS.

Pexknccep ATbipayCKoro 061acTHOro
Ka3axCKOoro gpamaTn4ecKoro teatpa
nMm. MaxambeTta lynbHa3 KambicbaeBa
obpaTtunacbk K pomaHy H.AiTmaTtoBa
«bypaHHbIN NONYyCTaHOK», NOCTaBUB
cnekTakib «MaHKypT». Bblgatolmnincs
pomaH Y.AnTmMaTtoBa MHOIo pa3 CTaBWU/IN B
Ka3axCKOM TeaTpe. Pexuccepom caMmoro
3HaMEHUTOro cneKtakns 6bi1 AsepbanKaH
Mam6eToB B coBeTCKOe Bpems [1, 16-19
cc.].

"Kambic6aeBa LWna Ha pUCK, NoTOMY
4yTO Oob6palleHne TeaTpa K Npo3e Bceraa
MMeeT 060POTHYIO CTOPOHY. MNocTaHOBKa
noKasasna, 4YTo B TeaTpe NOSMHOLEHHO
paboTaeT UHTepeCHasa TBOpYECKas
KOMaHa: aKTepbl, pexuccep, cLueHorpag,
KOMMO3UTOP. 3TO BCENSAET Hadexay Ha
oyayliee Tpynnol.

Pe3ynbraTthbl

MaBHOE NPenMyLLLECTBO CNEKTaKIA —
MBOE 3BYy4aHUE My3blKW, CNELNANbHO
HanucaHHOW KOMMNO3UTOPOM baybipXKaHoM
AKTaeBbIM. HeTbipe My3blKaHTa OT Ha4yana
[10 KOHLL@ NpUCYTCTBYIOT Ha CLEHE.
3aBopaxuBalowme 3ByKU HaLMOHaNbHbIX
WHCTPYMEHTOB Ca3 CblpHasi, }eTblreHa,
LlaHKOObI3a NOA06HbLI CBEXKEMY BO3YXY,
OHW MY3blKanbHO «<KOMMEHTUPYIOT»
npoucxoasuiee, No oyepeam conupys,
3ajaBasl TEMMO-PUTM OENUCTBHUIO.

O6pa3 cnekTakns B cLueHorpadum
Tumypa KoecoBa NpoCT M MNOHATEH, HO
C/TUILIKOM M306bITOYEH. PefibCbl — 3TO U
KenesHas gopora, 1 TiopbmMa, U MECTO
3ax0pOHEHUs NepcoHarka KasaHrana.
PuUcyHOK 60nbLIEN YacTU MacCOBbIX
MW3aHCLIEH onpeaensieT Kpyr, KOTOPbIK
O3HayvaeT HenpepbIBHbIN YXU3HEHHbIM
LMK M B TO e BpeMS, OrpaHUYEHHOCTb
yenoBe4YeCKon cBo60abl. HECKONBKO
NPAMONMHENHbIEe MeTadbOopbl NOCTAHOBKM

WNNIOCTPUPYIOT AENCTBUE BMECTO TOrO,
YTOObI XyA0XKECTBEHHO BbIPa3nTb €0
CUMBOJINYECKOE 3HavYeHne. Kpyrosoe
ABMXKEeHMe Nog4yepKMBaEeT, H4TO Bce
npoucxoasiiee Kacaetcs BCex 1
OTBETCTBEHHOCTb 3a 3TO BO3/1araeTcs Ha
Kaxaoro.

Mo 3ambICy peunccepa B CNeKTaKkie
[NENCTBYIOT 1Ba MaHKypTa: B CIOXeETe
M3 nereHbl U COBPEMEHHbIN. Ha HuX
O[IMHAKOBbIE KOCTIOMbI, OHU KOMUPYIOT
ABWXKeHUs apyr apyra. NpamonmMHenHoe
M OHO3HA4YHOE CLEHNYECKOE peLleHmne
ynpouwaeT GpUIocoPpCKUIM NnacT pomMaHa.
B noctaHOBKe Mcnonb3yloTcs U gpyrue
pacxoxue npuemsl. Hanpumep, ropnosoe
neHue 1 ablM OSIMLETBOPSIOT AblXaHUe
BEYHOCTH.

B «<MaHKypTe» apTUCTbI CYLLECTBYIOT
B TpeX rnjiaHax: My3blKa/IbHOM,
naacTM4ecKom 1 gpamMatuyeckom. bonee
Bblpa3nTebHbl MacCoBble M/lacTUYecKne
cueHbl. MOHONOIM 1 AnManoru cneKkTakns
HECKOJIbKO 3aTsHyThl. TaMm, rae apTucT
ocTaeTcsl OAMH Ha OAMH C TEKCTOM, BUHbI
HeJoCcTaTKU paboTbl pexuccepa. PaboTta
C aKTepoM Haj cnoBoMm, TeM 6osee, Korga
B OCHOBE JIEUT BbICOKOXYOXKECTBEHHAas
npo3a, AoMKHa ObITb MPUOPUTETHOMN.

Mpu BCeM pasnnuyum aByx
pPacCMOTPEHHbIX CMEKTAKNIEN, Y HUX
MHOTr0 O6LLLEr0: 3HEPIMA MOSIOAOCTH
apTUCTOB, TBOPYECKAs CMEeNocTb
pexunccepoB, NPodeCccuoHaNbHbIN
YPOBEHb cLEeHorpadumn, KayecTseHHas
My3blKanbHas napTutypa. MNpu atom
o6a TeaTpa nokasasnu, 4To paboTa
perunccepa ¢ aKTepPOM Ha Ka3axCKoMu
CLEHe No-NpexHeMy 0CTaeTcs KaMHEM
NPEeTKHOBEHMUS. A rnaBHOe — TeaTpbl
NPOAEMOHCTPUPOBASN, YTO B Tpynnax
€CTb XOPOLUMIM aKTEPCKUIM NOTEHL WA
U peXmnccepbl CO CTPEMIIEHUEM U
CNOCOOHOCTAMM cO3MaaTh HOBbIE
CNEKTaK/In.
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ELle o4HY MHTEPECHYIO CLLEHNYECKYIO
paboTy NoKasasia MonoJas KomaHaa
Pecny61nKaHCKOro HEMELLKOro
ApamMaTuyecKoro TeaTpa U3 AnmMarsl.
HasbiBaeTcsa oHa «Ha 3emne» rno noece
«Pyx» npamatypra AHHaca bargara.
Pexxunccep Ecnam HyptasuH onpegenun
}aHpP KaK «CneKTaKNb-IeKLUUS».
JencTBUTENBHO, NO COAEPKAHUIO 3TO
«MyTeulectTBme B uctoputo KaszaxcraHar, a
no ¢popme AMHaMU4YHOE ApKoe 3penuLle, B
KOTOPOM rapMOHWYHO UCMONb3YIOTCS Takue
cpeacTBa CLEHUYECKOW Bblpa3nTeibHOCTH,
KaK CN1oB0O, COBpeMeHHas xopeorpadus,
crneumanbHO HanMcaHHaa My3blKa,
nnacTtukKa, ceet[2,106¢..

B cneKTaKse, KaK B Kanengockorne,
MEHSIeTcs Yepena UCTOPUYECKUX
nepcoHaxKen: ApeBHUE caku, YnMHrncxaH,
JXKYHrapbl U T.4. AKTEpbI NO NPUHLKUNAM
anuyecKoro Teatpa b.bpexTta 3 maccoBKku
NepexoasT Ha HECKOJIbKO MUHYT B 06pa3bl
cBOMX repoes: Tomupuc 1 dapus, ATUnbI
n CyntaHa benbapca v ap. lMpu atom
nepexobl OCYLWECTBAAOT TOYHO U HYETKO.

Cnektaknb «*KeHuTb6a»

H.lorona B AKTIOGMHCKOM 061aCTHOM
ApamMatnyeckom Tteatpe uMm. T.AxTaHoBa
pexuccep JuHa HymabaeBa noctaBuna
C KasdaxcKkou Tpynnon. OHa Bceraa
OT/In4aeTcs CO6CTBEHHLIM BUAEHUEM,
OPUIMHaNbHOCTbIO PEXNCCEPCKOro
3aMblc/ia, TBOPYECKOM CMENOCTbI0. B
cBoemn noctaHoBKe [.XKymabaeBa 6e3
HaJpblBa U TOCKU NPOJIEMOHCTPUpPOBasa
YEHCKWUIN B3N/ Ha roroieBCKUM CIOXET
O CTPEMJIEHNU K CYACTbIO, O NOMbITKE
U3MEHUTb }¥U3Hb. PeXXuccep cmellana
BpeEMS U MECTO IENCTBUS.

Bucawmmn Haa cueHon nopTpeT
H.B.lorons nokasblBaeT }enaHue
pexuccepa 4yepes noecy wKeHnTL6a»
Bblpa3nTb BCEro aBTopa. TeMno-putm
CNeKTaK/o 3agaeT My3bika A.LLIHUTKe.

B camoMm Hayane AencTBuma Ha cueHe
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YCTaHOB/EHbI B Psi/l BOCEMb IBEPEN Ha
Konecax. [lBepb MNpOYMUTLIBAETCS KaK
CUMBOJI NnNepexoaa U3 0JHOro COCTOSAHUS
B ApYyroe, Kak BO3MOHOCTb }WU3HEHHbIX
nepemMeH, HOBOM XU3HU. KaK TyT He
BCMNOMHMWTb LIEKCMMPOBCKMKE cnoBa: «Y
KaXaoro - CBOW BXO/ U BbIXO[ €CTb».
[NepcoHaXu nbecbl MHOFOKPaTHO NpoxXoasT
CKBO3b 3TU ABEPU B NOMCKaX BEPHOI0
nytn. Hanpumep, Koukapes npoxoaut
CKBO3b KaxAylo ABEPb M CABUraeT Bce
[Bepu B psfl, C/IOBHO Xenas ynopsanovntb
6€eCTONKOBYIO }W3Hb. B TO e Bpems
repou cneKTakis NoCcToAHHO TePSIOT

APYr Apyra 1 cHOBa MLLYT, XJionas 3TUMK
ABepsAMU, BOCMPUHUMAEMbIMU YXKe KaK
HenpeoaonuMMoe NpensaTcTBmeE.

Aradbs TuXxoHOBHa —
€AMHCTBEHHas B CNeKTaKe, KoMy
CBOWCTBEHHbI }XUBblE€ YenloBeYeckue
peaKkuuun. AXKypHble Kavyenu B LeHTpe
CLEHbl — CUMBOJ1 €€ BO3/1yLIHOM MeYThl.
B nouckax cyacTbs OHa pacTajikMBaeT
[IBEpU B pasHble CTOPOHbI, U OHU
pa3besxaloTcsd. VICTOWHbIM KpuK: Anatan!
(TeTylwKa!) nepenaet KpanHiow cTeneHb
TOCKM FrEPONHUN O HECOBITOUHbIX UNO3USAX.
Aradbs TMXOHOBHaA 3aMUPaET B LEHTpe
CLEHbI, 1 ee XpynKas ¢purypa B 1erkom
nnaTbe noj nagatowmMm CHEroM CTaHOBUTCS
Lemsien metadpopon oanHoYecTBa.

B npoTMBOBEC €M EHNXU
BCE - KapuMKaTypHbIE, YTPUPOBaHHbIE.
[MnewmnBbIn TONCTbIM ANMYHULA, KaNKKUH
6epnonara AHYYKUH, HaayTbiM *KeBaKuH ¢
Tpy6KoM BO PTY. OHU NINLLIEHBI OBbIYHbIX
JIMYHOCTHbIX KA4€eCTB, ECTECTBEHHbIX
4yel0BEYECKUX NPOSIBIEHUN.

B otnnyme ot nbeckl H.B.lorong,

B KoTopou [1ogKONECHH, BbiNpbirMBas B
OKHO, coeraet oT Aradpbu TUXOHOBHbI, U
[leN10 He OXOAMUT Aaxe [0 CBaToBCTBa,
cnekTakb [.*KymabaeBol 3aKaH4YMBaeTCS
cBaabObon. B aToM cueHe pexuccep
HamnoJIHAEeT NOCTaHOBKY aTMOCchepon
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U necHIMun XX BeKa, B TOM YUC/e U3
peneptyapa 3HaMeHUTOro Ka3axcKoro
aHcambns «JJoc-MykacaH» u Mycnuma
MaromaeBa. [NogkonecuH yéeraet

€0 cBaabbbl, N03TOMY dUHanN 6onee
JpamMaTnyeckuin. Hesecta B NoaBEHEYHOM
nnaTtbe MeYyeTcs Nno CLeHe B NoncKax
}EeHUXa, CpbliBaeT cepbru, paty wu
BMCHET Ha Ka4densx. OaHaKo ycnbllias
rMtapucTa, norowero poMmaHc «He yxoam»,
naet 3a HMM. CBagbba npogosKaeTcs.

A Aradbsa TMXOHOBHa OKa3anacb
€/IMHCTBEHHOW reponHen, CnoCobHOM Ha
NOCTYNKW. KeHCKNI B3N, NHTEPECHbIN
U HeoXunaaHHbIK, [.)KymabaeBa
JEMOHCTPUPYET M B APYrUX CMEKTaKNsX,
Hanpumep, «<MaTepuHcKoe none»
Y.AntmatoBa, «Koponb Jinp» LLekcnupa,
«PeBu3op» H.B.[orons v ap.

Jiuteparypa:

3axknouenue

O6pallasch K NpoLLIoMy, HOBoOE
TeaTpasibHOE NMOKOJIEHNE AEMOHCTPUPYET
CBOE NOHMMaHKe, CBOIO UHTEPMPeTaLIMIo,
paboTtasd B 3CTETUKE COBPEMEHHOIO
TeaTpa. Mosiogas KasaxcKas pexuccypa
NPOAOIKAEeT TEMY MOUCKA HaLIMOHANbHOM
WAEHTUYHOCTU Ha TeaTpasibHOM CUEHE U
ULLET NYTU TAPMOHMYHOIO COEAUHEHNS
TPaAMLUMIN KYNbTYPHOIO Hacneaus ¢ uaeamm
n GopmamMu akTyaslbHOr0O MMPOBOTO
TeaTtpa. Takasg moaenb B3aUMOAeNCTBUSA
CLEHMYECKUX TPaANLMIA U MHHOBALIMH
npeacraBngeTca Hanbonee NPOAYKTUBHOM
AN HauMOHasIbHbIX TeaTpoB Ha
COBPEMEHHOM 3Tane.
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3AMAHAYH KA3AK PEXXUCCYPACDBIHbIH AAMY TEHAEHLIUACDBIHbIH

AxpaTna

Kagipri 3aMmaHfbl KadaKcTaHblK 6afblTTbl AaMy YPAICi aHa 6yblH eKingepi MeH 2016 XbInfbl
Pecny6nukanblk TeaTp decTtuBaniHiH KOpbITbIHAbICHI 60MbIHLWIA KapacTbipblnaabl. Kasipri 3amaHfbl TeaTp
eHepiHAe KoNJaHblNaTblH XaHa Tocinaep MeH aficTep TanaaHbin, onapabiH pectuBanbae
pecny6anKambI3ablH, 06bICTbIK TeaTpAapbliHbIH, peXuccepnepiMeH KonaaHblybl TangaHaasl. Kasipri
3aMaHFbl 3aMaHayv TeaTpblH, naesnapbl MeH GopManapblH TYCiHY TYPFbICbIHAH YATTbIK Giperennik
WblFapMallblblK i3aeHICTePI XKaHe MdAEHN MYpPaHbIH, 4SCTYPNEPIH yruneciMai TypAe GipiKTipy XKongapbiH
TYCiHAipiNnin, anKblHAaNAbI.

Tipek ce3aep: TeaTp, CNEKTaK/b, PEXUCCEP, aKTep, XKaHa OyblH.
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TRENDS OF DEVELOPMENT IN CONTEMPORARY KAZAKH DIRECTING

Abstract

Modern Kazakh stage directing trends are considered based on the theatre performances of the
representatives of young generation and the result of the 2016 republican theatre festival. Analyzes the new
approaches and methods used in modern theatrical art and how directors of regional theaters of our
republic at the festival applied them. The interpretation of creative searches of national identity and the ways
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TRADITONAL FORM AND AESTHETICS OF THE KAZAKH THEATER

Abstract: In the article “The aesthetics of the Kazakh theater” examines theoretical and methodological
problems associated with the analysis of civilizational features and aesthetics of the Kazakh theater. A wide
range of issues under examination led to the need to consider philosophical and socio-cultural aspects
that influenced the formation of this phenomenon in the Kazakh culture. Particular attention is paid to the
analysis and classification of the main stages of the Kazakh theatrical art.

Keywords: performance, front of the theater, the phenomenon, semantics, scenography

Introduction

Since formation of the kazakh theater
in years of social cultural transformations,
transition periods, time of blossoming of
ideology of a socialist realism and time of
wreck of this system, the material about
the scenographic decision of performances
has been collected which as time has
shown and it plays defined part in culture
of Kazakhstan. Comprehension of unique
features of formation of scenography (as
innovative art phenomenon for Kazakhstan
at the beginnings of the 20th century
of an art form) for a century way of its
development formed in unity with spiritual

priorities and cultural transformations of a
society has demanded an exit on new level
of theoretical constructions. In this art form
unique experience of mobilization was
most full reflected by the kazakh culture of
the potential possibilities which objective
consideration is possible only through

a prism of world views, semantic, social
cultural and spiritual-moral priorities of the
kazakh people.

Methods

For understanding of many phenomena
occurring in culture, it is necessary as well
a sufficient time distance. Differently, the
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phenomenon should reach certain level
of a historical maturity, to develop the
potentialities which have been putin it
that both its deep ontological bases and
the initial stages and early forms were
slightly opened for efforts of research
thought. Such penetration assumes a
reconstruction of semantic structures

of a field of culture as the field of values
formed between consciousness and
subjects when to judgment directly not
substantial “that” subjects of philosophical
research, but them “as” is exposed. It is
thus clear that their modern status and a
role can't be described in the traditional
ways or by means of classical technology:
new approaches, definitions, studying
methods are required. The methodology is
necessary for the decision of this problem
allowing comparing objects of the past in
differentiated time and space.

Results

So, at the ontological approach to
the analysis of phenomena of art culture
and the art synthesizing in itself various
ethno cultural traditions and cultural
civilization worlds, as a research field
the sphere of contact and indissolubility
of consciousness and the subject world
of human life, that is a perception field
between “consciousness” and “world”
- penetration into cultural senses of-
in-showing of phenomena appears. On
Heidegger, the essence of human life
consists that it never is, but always «<has
to be», that is constantly it is necessary
to itself as own possibility. In the cult
urological reference this postulate acts as
the historicity requirement in the approach
to phenomena of culture and art through
carrying out of existential analytics Dasein.

Stability of culture and its viability are
in many respects caused by that as the
structure has been developed defining
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its unity and integrity. Integrity of culture
assumes development of uniform rules

of behavior, the general memory and a
world overall picture. On these (interpreting
and stabilizing) aspects of functioning

of culture action of the mechanism of
tradition is directed. Especially it concerns
theatrical art therefore how the theater
most closely is connected with that
environment where it develops. For full
penetration into sense of theatrical action
the knowledge of a life, sensation of a
rhythm of life of the people is necessary.
Theatrical art roots take root into the
thickness of the national environment,

at theater as in focus all life of people is
reflected to the smallest details.

Discusson

Along with that structure and the
bases of development of traditional
kazakh culture were defined not only its
own, internal sources and historically
generated features of economic and
sociopolitical way of inhabitants’ life of
Great Steppe, they underwent the cardinal
changes caused by wide involving in
traditional system of nomadic culture of
urbanized culture of the West and settled
- agricultural civilizations of the East.
Together with it, in research of a question
on integration of a western civilization
with spiritually-ontological foundations of
traditional culture of the kazakh people it is
necessary to consider also that interaction
in territory of Eurasia of art culture of the
East and the West has undergone long
evolution and differed the features in each
region and at each historical stage. So if in
previous centuries influence of the cultural
worlds of the West and the East on the
kazakh culture was episode and partial:
at level of perception and mastering of
separate elements of cultural traditions,
art-esthetic values, that, already since the

Central Asian Journal of Art Studies N3 |2017



middle of the nineteenth century, influence
of the western culture gets regular, global
character. The European culture which has
developed as type during New time, in the
course of formation of classical genres of
professional creativity, is perceived and
accustoms already to value of structurally-
system integrity, including not only art,

but also other making cultures (with all

its ways of expression, mechanisms and
forms of public functioning). Development
of art forms "new" for traditional Kazakh
culture became one of results of the given
process.

The originality of the historical
development which has put forward
Kazakhstan within only several decades
of the XXth century in numbers of the
developed countries, has been caused
by greedy and prompt mastering of
all achievements of a world science,
technique, culture; creative perception and
application to special historical conditions
own state and social cultural buildings
of "new" experience of political, social,
economic and art development which the
kazakh art has used that in the minimum
term to historical measures to carry out
the formation according to the world
standards. This ability in due time and
creatively to make use of art experience
of neighboring countries has helped the
kazakh culture to do huge jump and to
reach the big heights in much shorter
terms, than it would be possible to make
it, remaining in borders of own cultural
traditions. Having adapted for new social
and economic, ideological and political
conditions, the national tradition has
inhaled the creative potential, features of
understanding a life and esthetic values in
scenography area.

Addressing to an initial stage of the
kazakh scenography, years of its formation,
it is possible to notice that this tendency

was showed, apparently, in certain leveling
of the “its" cultural field at the expense
of introduction of "another's" experience.
On the other hand, the main thing
nevertheless consisted in this process
that at all stages of development of "other"
unique ability of traditional kazakh culture
to perception new and other as «its», as
developments of the is intellectual-creative
in her is intellectual-creative and spiritual
potentialities was realized. Development
by the Kazakh culture of new values and
priorities confirmed the major true that
original consciousness of the nation, its
spiritual decolonization is connected not
with negation of other cultures or loan of
their achievements, and with opening in
own national culture of universal values
ontologically implanted in it. The extreme
plasticity of the Kazakh traditional culture
inherent in it high degree of adaptability to
new art forms and art practice, naturally
led to the statement of a new art form as to
an organic part of complete art process.
The wide spectrum of the questions
connected with genesis of scenography
of the Kazakh theater naturally deduces
also to necessity of its judgment for a
context of the known concept of V.Berezkin
about evolutionary change of art-graphic
system of registration of performances of
the world theater. In view of that practice
in relation to knowledge is not “the
external factor” but its “an immanent
component”, we will note that exactly
practice of the kazakh folk theater is a
starting point of knowledge and way of
existence and dynamical development
of scenography of the modern kazakh
theater. Hence, consideration of the
kazakh national creativity through a prism
of the known concept as an original matrix
can clear and a being of our question.
Running forward, we will notice that
evolution of scenography of the kazakh
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theater as, it has appeared, reflected

all complexity and many-sided nature

of whole world theatrical process. The
difference is that the basic stages of its
development have been passed during
more compressed time period. On the
kazakh soil the centuries-old history of
theatrically-decorative art has pressed in
some decades, and naturally enough that
thus the course of its evolution not in all
has coincided with the main direction and
features of evolution of art of scenography
of the world theater.

KASY MYCA
ZHAYAU MUSA

- e 2o T
Figure 1. The Title of Book M. Azmykhanova “Zhayau Musa”.
It well-known that a special subject of

scenography of folk theater as the system
of registration of performance first in the
history of the world theater, there was an
actor's game. Therefore dominant function
of scenography consisted in its direct
participation in actor's game. After all the
game beginning in the dramatized action
as an art form is ontologically implanted,
game and art are indissoluble basically.
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Figure 2. “Zhayau Musa”, Kazakh poet and composer of
many songswell known among the people.

Moreover, in the history of the world culture
happened and so that in separate social
cultural areas game existed only in sphere
art and only as art.

Addressing thereupon to history of
domestic art creativity, it is necessary
to underline that the kazakh national
theatrical art finds out variety of scenic
receptions which can be carried to primary
elements of game scenography. For
example, the dramatized performances
of carriers of musical and orally-poetic
tradition “Sal” (“Can”) and “Seri” (“Cepi” )
abounded with such receptions, they were
inherent and for national comedians “Ku”
(“Ky”) (Kyakbl—Kuaky.) (Figure 1,2)

(By the way, still Alkey Margulan, in the
researches devoted to creative activity
of carriers of musical and orally-poetic
traditions “Sal” and “Seri” especially
stopped on the description of their suits.
He wrote that even in everyday life suits
of national actors have been differed
by unusual beauty, splendor and even
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pretentiousness. If such clothes started to
carry village inhabitants “Sal” (“Can”) left
it and sewed to himself clothes from even
more expensive and bright fabric or from
rough felt or a raw skin but it is obligatory
lined from an expensive, beautiful,

great fabric inaccessible for people [1].
Certainly, that the entertainment party of
performances, played by steppe actors,
as a rule, was provided with high degree
of their creative potential, an invention
and imagination. (Figure 3,4) But it is
impossible to deny and that bright, unusual
styles, masquerade attires pursuing the
aim to amaze imagination of spectators, to
be allocated from their environment, have
been calculated on effect of a theatrical
show. (Theoretical workings out of this
problem substantially depend on the
concept of the person divided by theorists
and a society. And deeper judgment of
typological characteristics of the cultural
worlds of the West and the East according

Figure 3. ‘Sal’ - is an eccentric, “forsyla” of a futuristic sense
person. Drawing of the artist Eraly OSPANULY.

Figure 4. ‘Sal's” and ‘Seri's” were a special decoration
of weddings and folk holidays 2. Drawing by an artist
E.Ospanuly.

to deconstruction principles of logo central
paradigms would help to reveal and in

a new fashion to comprehend variety of
historical experience — distinction and
similarity of mental structures of settled -
agricultural, city and nomadic cultures).

Conclusion

The elements of game scenography
were present and at the first statements of
professional kazakh theater in the twenties
of last century. Possibly, this circumstance
has genetically predetermined law and
speed of development by the kazakh
theater of system of registration of
performance "new" to it — decorative art,
and explains that fact that in a real history

2 Some were singers, others were reporters, and others were improvisers, the fourth played masterly on various musical
instruments. Among them were also dancers, jugglers, baluan fighters and skilled riders.
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Figure 5. Turkish Traditional Shadow show ‘Karagoz’.

of the domestic theater, the designated
characteristics of scenography are rather
conditional as the element of game
registration never completely quitted the
stage of the kazakh theater, continuing

to remain and already today finding value
of the major element in creativity of
artists and directors. Special subject of
art knowledge following game system of
registration of theatrical action became,
the sphere of a material world covered by
wide concept surrounding the person -
environment. Representation of scenes of
action became dominant function of new
system, actor couldn't carry out it himself
because using M.Kagan's terminology, and
it has been “allocated” from its performing
art. It promoted the further differentiation
of theatrical specialties and decorative

art was completely released from a game
element and has reached the typological
cleanliness: the theatricality of game
scenography put by the nature of this kind
of creativity is forced out by decoration.
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The main task of the theatrical artist is
reproduction of a concrete, recognized
scene of action (as a rule, only exact
following by notes of the playwright was
required).

However, already to the middle of
last century in system of registration of
performance essentially new qualities, a
scene of action anyhow interpreted by the
artist began to be shown. The scenography
becomes again an inseparable component
of all action developed on a scene and is
indissoluble with actor's execution, but
now on new, qualitatively level of scenic
synthesis distinct from syncretism of the
folk theater.

The modern scenography of the kazakh
theater synthesized and has made game
on a scene and painting, both a sculpture,
and a drawing, and architecture. On a
scene they have got “game” quality as the
scenography essence which contains and
shown in its essentially a functional basis,

Figure 6. Play-actors called «mashera» in Spain.

Central Asian Journal of Art Studies N3|2017



as playing together with the actor and
revealing in a course and in the course of
performance action (in modus “here-and-
now-life.”) After all the theater always was
and remains game. Speaking by Berthold
Brekht's words: “Everything that costs on
a scene, should play, and if it doesn't play,
there is no place on a scene.” [2, p.531]
One more thing. Investigation of
theatrical art as well as investigation
of the culture of the nation itself,
suggests addressing to the typological
parallels. Such approach can not only
convincingly justify stages of formation
and development, to show cultural
relationships and influences, but bring
unexpected results. After all, it is obvious
that the culture of any nation not always
can be explained in isolation. Its originality
and uniqueness are more noticeable
when they compared and interacted with
other cultures. For example, there are
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Kacbimxomxkaesa C.B. '
'TocynapcrBeHHast KoHcepBaTopus Y36eKucTaHa
(r.Tamkenr, Ya6ekucraH)

KY/IbTYPHBIE CBAA3H HA TPACCE «BE/IMKOIO WWEIKOBOIO NYTU» HA NPUMEPE MY3bIKAJIbHbIX
UHCTPYMEHTOB

AHHOTauMAa

[aHHbIM JOoKNaa NOCBALEH OCBALLEHMIO Y36EKCKO—KUTANCKMX U AMOHCKUX KYNbTYPHbIX CBA3EN.

ABTOP y4uTbiBai MHOFOBEKOBOW MCTOPUYECKUI NNACT 3TOro 06LIMPHOro matepuana (He npetTeHays

Ha BCEOXBATHOCTb) NbITAETCSA NPOBECTU UCTOPUYECKME Napanienm Mexay y36eKCKON U KUTancKowm
My3blKaNbHbIMU KyNbTypamu, BbISBUTb UX OOLLHOCTb M pasnunyine. Llenb goknaga: -ocBATUTb UCTOPUYECKUE
NpeanocbINKN 3apoXaeHUs Y36EKCKO—KUTANCKUX KyNbTYPHbIX CBA3EW; -BbIiBUTb MPOAOIKEHNS AaHHOIO
npouecca B XX| BEKe B KOHKPETHbIX NPOSABMIEHUAX: B NPo6aeMe My3blKanbHOro 06pa3oBaHus, B COOTHOLLIEHME
TPaAULMOHHOIO M HOBOMO €BPOMNENCKOro My3blKa/lbHOMO MbIWAEHUS; -AaTb He 60MbLIYI0 MHDOPMaLMIO N0
pPas3BUTHIO AaHHbIX NpoLeccoB B XX| BeKe; -HaMeTUTb N0 BO3MOXHOCTU AafibHENLLME NePCNEKTUBLI Y3OEKCKO—
KUTaMCKMUX KyNbTYPHbIX CBA3EN. APKMM NPUMEPOM NMPOLLECCOB B3aMMHOI0 Ky/IbTYPHOro 06MeHa fiBnseTcs
pasBUTME MY3bIKalbHOMO MHCTPYMEHTapKMa Ha Tpaccax BennKkoro WENKOBOro nyTu.

KnioueBble cnoBa: y36eKCKO-KUTanCKue, y36EKCKO-ANOHCKME KyNIbTYPHbIE CBA3M, My3blKalbHOE
obpa3zoBaHue.

BBepeHue

B TeyeHnn BEKOB Noj Ha3BaHWEM
«BOCTOK» 06bEANHANN pa3Hble CTPaHbI. B
3noxy reorpad®uyecKmnx OTKpPbITUI, BOCTOK
cTan BK/IOYaTb NOMUMO CTpaH baunxHero
n CpegHero BocTtoka ctpaHbl HOXKHOM
n HOro-BocTtouHom Asunu, LleHTpanbHON
(Y36ekuctaH) u CeBepHoun A3uu, anbHero

BocTtoka (Kutan). MHorme ns Hux cBA3aHbl
C oYaramu ApeBHENLIMX LIMBUIN3ALINNA,
HEOTbEM/IEMOM YacCTbto KyNbTypbl, KOTOPbIX
SABNAETCA My3blka. Bce 3TU pernoHsbl
OTNMYaloTCs cBOeN HeObbIKHOBEHHOMN
BPEMEHHOW NPOTAHKEHHOCTU TPaAAULINK

W 6oraTtblM MHCTPYMEHTaPUEM, KOTOPbIE
YXOST CBOMMU KOPHSIMU B [NTyOOKYIO
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ApeBHOCTb. Og4HMM U3 BarKHENLLINX
cBA3yoWMX GaKTopoB NOHATUA — BOCTOK
aBnsietcs Bennkui LLUENKOBbLIA NyTb.
Mpu packonKax 6yaaunCKUX XxpamoB
Ha TeppuTopuMK Y36EKUCTaHa apxeonoru
HEeOJHOKpaTHO HaxoauNu ApeBHUE
n306parKeHns 1 gpyrue yrnoMmHaHums o
MY3blKanbHbIX UHCTPYMEHTaX, UMEBLLMX
NosIHOEe CXOACTBO C TPaAULIMOHHbIMU
KUTAaUCKUMU MY3blKallbHbIMMU
WMHCTPYMEHTamMu. Hanpumep,
CTPYHHO-LLMNKOBbIN MHCTPYMEHT,
3adpUKCUpPOBaHHbLIM adppocuabCKMmn n
MEPBCKUMU TEPPAKOTAMU, NOCYKUI
NPOTOTMIMOM CPeAHEBEKOBOIO apabCKoro
yaa, a 3aTeM U eBPONENKON JIIOTHM.
[Burasicb Ha BOCTOK, COraAMncKas Nt0THS
TpaHchopMUpOBanachb B KUTANCKYIO
nuna u anoHcKyto 6mBa [1, ¢.48] 310
B o4YepeaHon pa3 NnoaTBepKaatoT
NCTOPUYECKYIO KYNbTYPHYIO 6/1M30CTb
HaponoB Y3bekuctaHa, Kutasa v gpyrux
cTpaH BocTtoKa.

MeToabl

CXxoacTBO UCTOPUYECKUX cyneb
onpeaennno HeKoTopble YepTbl POACTBA B
MY3blKaNbHOM MHCTPYMEHTapUM Hapoa0B
BocToKka. MHOrMe KOHCTPYKTMBHO CXOAHbIe
MHCTPYMEHTbI IBNIAIOTCA HaLMOHaNbHbIMU
MHCTPYMEHTAMW MHOIMX HAapOAHOCTEN,
HEeCMOTPS Ha BbITOBAHUS MX B Pa3/IMYHbIX
cTpaHax. BosbmeM K npumepy uumbano-
LMTpoo6pasHble UHCTPYMeEHThI. Cpeaun
Y36EKCKMX MY3blKa/ilbHbIX MHCTPYMEHTOB B

3Ty rpynny BXOAAT CTPYHHO-YAAPHbIN YaHT U1

CTPYHHO-LLMMKOBBIN KaHYH.
CoBpeMEeHHbIM YaHT umeeT

TpaneuneBuaHyO GOPMY, COCTOSLLYIO

13 NJIOCKOro AepeBSHHOrO fAwuKa. Mo

NCTOYHWKY 3BYKa OH CTPYHHbIN MHCTPYMEHT,

a rno cnocoby 3BYKOM3BNEYEHUS yAaPHbIN,
NMO3TOMY YaHT IBISETCA CTPYHHO-YAAPHbBIM
MHCTPYMEHTOM. 3BYKOPSAA XPOMaATUYECKUNA.
Ha neke 4yaHra B iBa psifia pacnooeHsl
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noactaBku (13+13), nenauiue cTpyHbl Ha
BbICOKME U HU3KWE 3BYKU. Hapa KarxKaon
NOACTaBKOW NPOXOAAT TPU CTalibHble
CTPYHbI, KOTOPbIE M3AAl0T OAMH TOH.
3BYK BOCMPOM3BOANUTCS C MOMOLLbIO
6aMOYKOBbIX MaJilo4YeK ¢ PE3UHOBLIMU
HaKOHEYHUKaMMU.

Pe3ynbraTtbl

AHaNOrMYHO YaHry MHCTPYMEHTbI
MOXHO BCTPETUTb B TaKUKUCTaHE
— YaHr; B MpaHe, Typumn — caHTyp;
B Kutae, BoctouHoM TypkectaHe —
YEHT; B MOHIONMK - NOYMH (HTYMH)
U T.4. HecMoTpsi Ha KOHCTPYKTUBHOE
CXO[CTBO U UAEHTUYHbIE Bbipa3uTeSbHbIE
BO3MOXHOCTH, Y PasIMyHbIX HApPo40B
3TU My3blKabHble UHCTPYMEHTbLI 3BYy4ar
no-pasHomy. Mpnu4nHoOMn ToMy ABASETCS
cBOeo6pa3Has My3blKa KaXaoro Hapoja,
a TaKXXe CBOW MaHepbl UCMOJIHEHNUS
MY3blKa/bHO Bblpa3uTeibHbIX MPUEMOB.

K npumepy, Ha geKe caHTypa KaK 1 Ha
YyaHre pacnosioXxeHbl ABa psaa NoAcTaBOK
(9+9), HO OHM NOABUKHbIE U PaCCHUTaHDbI

Ha Kaxkayto rpynny cTpyH. Mpu UCNoNHEHUK

TOr0 MM MHOTO AacTraxa BblGMpaeTcs TOT
CTPOW, KOTOPbIN TpebyeT HauMeHbLIEero
yucna nepeaBuKEHW NOACTABOK,
B pe3ynbTate KOTOPbIX NPOUCXOAUT
M3MEHEHME 3BYKa AMATOHMYECKOro
3BYKOpSiAa Ha MUKPOUHTEpPBasbl. Ha
YyaHre nepecTporkKa nyTem nepeaBuxeHums
NOACTaBOK HEBO3MOMXHO, TaK KaK
OHU CBEPXY coeuHEHbl 360HUTOBON
NPOBOJIOKON.

B 3ByKOBOW Nanuntpe Takxe MMeTCH
OTNNYUTENbHbIE YepTbl. Ha YaHre B
cuny 60NbLIOIO HaTAXKEHUS CTalbHbIX
CTPYH, 3BYK UHCTPYMEHTa 6onee ApKui 1
HacblLEHHbIN. Ha HEM MOXHO UCMOTHATD
Hapsay ¢ KinacCcUYeCKon TpaauLIMOHHON
MY3bIKOW, MPOU3BELEHNS KOMMNO3UTOPOB
Y36eKUcTaHa 1 3apybexHyo KacCuKy.
Ha caHType cTpyHbl MeaHble. Meab no
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npMpoae MArkMn MeTan, eCTECTBEHHO
nanoyKu caHTypa, KOTOPbIMU U3BNEKaIOT
3BYKM BoMee Xpyrnkue, 4em nasnoyku
YyaHra. 3ByK CaHTypa HEXHbI, KaMepHbIN,
npegHa3Ha4YeHHbIN N8 UCNONHEHNUS
TPaANLMOHHOM MY3bIKM.

Auckyccuna

B nctopnyeckux matepuanax
3adpUKCUpPOBaHbl CBEEHUS O BbITOBAHWUH
CaHTypa B ganeKkom npownom B CpegHen
Asunun. Japsew Anun HaHrum (XVI-XVII)

B «CpegHea3naTcKoM TpaKTaTe no
My3blKke» (nepeBeaeHHon [.A.Palinaoson)
YNIOMUHAET O TYPELLKOM CaHType, rae
Yctan XycenH-u-«yan» 6b11 nocnaH BMecTe
C TYPELIKMM NOCOJIbCTBOM K LWienbaHuay
A6aynna xaHy, 415 UCMbITaHWUS My3blKaHTOB
MasepaHHaxpa (4, 98 c.). 1o apyrum
NUCTOYHMKaM HEKMIM 3HATHbLIN NEPCUACKNI
roCTb NOAAPW XOPE3MCKOMY Laxy
Myxammaga-Paxum xaHy (1864-1910)
CaHTyp, NOCNE YEro 3TOT MHCTPYMEHT CTan
pacnpocTpaHaTbesa B Xopeame (3, 19 c.).

OpHeHTUPYSACb Ha MHOTME UCTOYHUKH
MOXHO MPeanonoxKnTb, YTO 6GbITYS B Te
BpPEMEHa 3TOT MHCTPYMEHT HEe NOonay4un
LLIMPOKOro NpUMeHeHUs. ToNIbKO CnycTs
HECKOJIbKO CTONETUI, 3aBE3EHHbIN
My3blKaHTaMKn U3 Kalwrapa UHCTPYMEHT
nod Ha3BaHWEM YEHT, NoJlyYaeT LWMPOKoe
pacnpocTpaHeHue B CpeaHen A3unun. 3tu
CcBelleHNs aBNF0TCS OKa3aTebCTBOM
TECHbIX KOHTAKTOB HapoaoB BocToka B
pa3/iMyHble BpEMEHa.

Y36EKCKMIM KaHYH — LIUTPOOBPa3HbIN
WMHCTPYMEHT TpaneumMeBuaHon ¢opmebl.
Mpu Mrpe My3blKaHTbl Ha yKa3aTesbHble
nanblibl 06eUX PyK HageBaloT Kefle3Hble
HanepcTKK, Nojd KOTopble NOAKNaAbIBalOTCS
360HUTOBbIE NNEKTPLI. KaHyH B cuny
CBOEro KpacmBoro 1 cBoeobpas3Horo
Tembpa, UCNOoNb3YTCS B cOCTaBe
OPKECTPOB M aHcamMbnen HapoaHbIX
MY3blKalbHbIX MIHCTPYMEHTOB, B Ka4yecTBe

aKKOMMNaHMPYIOLWEro 1 conupytowero
WMHCTPYMEHTA.

CornacHo Tabnuue BO3HUMKHOBEHNS
OCHOBHbIX TUMOB MHCTPYMEHTapKA
K.3akKca, nosiBieHne My3blKaslbHbIX
WMHCTPYMEHTOB TUNa LMTPbl BOCXOAUT
K 3roxe paHHen 6pOoH3bI (2, 135).
lepBO€E NMCbMEHHOE YNOMUHaHWE 06
3TOM UHCTPYMEHTE OTHOCUTbLCA K VI B.

[10 H.3., T.e. AXeMeHUACKOMY nepunoay
(5,152c.). U3o6paxKeHne UMTPbl JaHHOIo
nepuvoaa 6b110 0GHapYXKEHO cpean
KUTaMCKMUX MaMATHUKOB (KUTANCKNI
WHCTPYMEHT UMHb VI B. 40 H.3). JTa umTpa
uMesa NpogonroBaTtblii KOpNyc B BUAe
OePeBAHHOTO fAlWMKa, HaJ KOTOPbIM
OblNIM HaTAHYTbI 5-7 CTPYH. MNaTb CTPYH
COMOCTaBNAIUCH C MATLIO 3IeMEHTaMM
Mupo3saaHua (oroHb, Boaa, 4epeBO, 3eM4
W MeTann), cemMb CTPYyH 60Jiee No3aHeEN
KOHCTPYKLMK - C CEMbIO NaHeTaMun nnmn
ceMblto JHAMU Heaenu [6].

LMHb 3By4ana B LepeMOHUanbHbIX
OPKecTpax, a TaKXe ABNsAICH
Ba*KHENLWUM aTpUByTOM NOBCEAHEBHOM
YU3HW apUCTOKPATUUYECKOMN 3UTHI.
3BONIOLUMOHHOE pa3BUTUE 3TOTO
WMHCTPYMEHTA, a TaKXKe reorpaduyeckoe
NOSIOXEHME ITHUYECKM BNU3KNUX CTPaH,
Cnoco6CTBOBaNM NOABAEHUIO aHANIOMUYHbIX
LMTPOOBPa3HbIX MHCTPYMEHTOB, KakK
KUTaMCKWUM Ty Y}K3AH, KOPENCKUIN KasrbiM,
ANOHCKNIN KOTO.

KWUTaNCKWUIN Iy YKIH —
21-CTpyHHasa uMTpa ¢ NOABUKHbLIMU
noactaskamu. CTpyHbl xenesHble,
06BUTbIE CUHTETUYECKOMN HUTLIO [7].
3BYKM U3BJIEKAIOTCS MNIEKTPaMM,
NPUKPEenIeHHbIMKU Ha 1-2-3-4 nanbubl.

Kasarbim — gBiseTcq OgHUM U3
OCHOBHbIX COMMUMPYIOLLUX UHCTPYMEHTOB
TPaaAnLIMOHHON KOPENCKOM My3blkK. Ecnu
paHblue HanboJsiee pacnpocTpaHeHbl ObiIn
12-CTPYHHbIE KasArbiMbl, C UBMEHEHNEM
KOHCTPYKLMMN MHCTPYMEHTA NOABUIUCH
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15,17,18,21 1 25-cTpyHHble [8]. CTPyHbI
KasirbiMa CUHTETUYECKUE. B oTnnyme ot
APYrMX POACTBEHHbIX UHCTPYMEHTOB Ha
KasirbiIMe 3BYK U3BNeKaeTcs noaylevykamu
nanbLUes, T.e. N0 GMNOCOPCKOMY
MWPOBO33PEHUIO UBOE NPUKOCHOBEHWE
K CTPyHaM fenatoT 3By4aHMe YTOHYEHHbIM
[9].

KOTo unun anoHcKas untpa —
AMNOHCKWUM TPAAULMOHHbBIN MYy3blKanbHbIN
WMHCTPYMEHT. Ha KOTO UrpatoT ¢ NOMOLLbIO
HaKnagHbIX HOFTEN-MeanaTopoB
(koTOA3YM3, 4N. ), HadeBalOWMXCA Ha
60/1bLLION, YKa3aTe/IbHbI 1 CpeaHWUI
nanbupbl npason pyku [10]. CornacHo
TPaAULIMOHHON CKIIOHHOCTH SINOHLLEB K
pa3HOO0b6pPa3HbIM LYMOBbLIM 3ddeKTam
B My3blKe, CYLLECTBYET /19 3TOro cny4vas
pag TexHndeckux npuemos [11]. Tak,
Hanpumep, OAMH U3 TaKUX NPUEMOB
npeacraBnsgeT cobon CKpeboK Mo CTpyHaM,
YTO COCTaBASIET KOHTPACT K OCHOBHOMY
npuemMy 3alunbiBaHUs CTPyH. Jlagbl 1
TOHaANIbHOCTK HacTpaMBatloTCs C MOMOLLbIO
CTPYHHbIX NOACTAaBOK HENOCPEACTBEHHO
nepej Havyanom urpbl. Ans U3MeHeHUs
BbICOTbl 3BYKOB B MpoLiecce Urpbl
MY3blKaHT JaBWUT CTPYHbI NafbLamMu 1eBOK
PYKM.

B oTiMymMe oT ganbHEBOCTOUHBIX LUTP
Ha KaHyHe Ha[ Ka)X[oW NoJCcTaBKoN
NPOXoAST TPU CTPYHbI, U3[aloLImnecs
OAIMH TOH [12]. Y nonoyek noj cTpyHamu
pacrnofaraloTcs }enesHble pblyaru, npu
NOMOLLX KOTOPbIX CTPYHbI, NOAHUMASACH U
OMyCKasiCb, UBMEHSIOT BbICOTY 3BYKa Ha TOH
WU NONYTOH.

3aknoueHue

Kak BMaHO, y BCEX HAPOA0B MUpa
OblIM U €CTb NPUHLUMUMMUANBHO CXOAHbIE
B KOHCTPYKTUBHOM OTHOLLEHWUU
MHOFOCTPYHHbIE MHCTPYMEHTbI.
Kak 6bl OHM He Ha3bIBaNMCb Y TOFO
MW MHOTO HapoAaa, OTINYUTENbHON
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TUMNOJIOTMYECKU €4UHON YepTon ABNAeTCY -
O[HOBbICOTHOCTb 3BYy4aHMs Kax 4o CTPYHb!
N epeBSAHHbIN KOpnyc B popme Tpaneuuu,
NpPSMOYrofibHWKa U T.4.

My3blKanbHbIM UHCTPYMEHTAPUK - 3TO
OTpaXeHue MUPOBOCNPUATUSA 0OLWECTBaA B
pasfinyHble UCTOPUYECKUE 3MOXU, NPOAYKT
[yXOBHOW U MaTepuasbHOW KyJbTypbl.

KaK 1 B JaneKkom npoLsiom, Tak U B
COBPEMEHHOM MNepuoae NPoaoSIKaeTcs
OBMEH KyJIbTYPHbIX CBA3EM MEXIY CTPaH.
C 2005 roga B Y36€KCKOM KY/NLTYPHOM
LleHTpe NPoBOAMTCS Bble3Has BbiCTaBKa
My3es My3blKallbHbIX UHCTPYMEHTOB C
KOHLEPTHbIMKM HOMepaMu. Beneacteue
NPOSABMBLLErOCA MHTEpPeca K y30EKCKUM
HaLMOHaNbHbIM MHCTPYMEHTaM, Obl
CO3[aH Kypc Nno 06y4EeHMIO UTPE Ha
fyTape, KOTOpbIM PYKOBOAWT AOLEHT
'KY3 XomkaeBa Py3n6u [13]. ExxerogHo
AyTapHbl aHcaM6ib, COCTOSALWMIA U3
BOJIOHTEPOB JaeT OTYETHbIE KOHLEPTDI
ang aputenen. AnNOHCKMM KOMMNO3UTOP
Xupomu FHo cneumanbHo A5 y36eKCKOro
WMHCTPYMEHTa ayTapa Hanucana «Bapuauum
Ha TeMy [MaraHuHW», KOTOpas BoLa B
penepTyap AyTapuUCTOK.

B 2012,2015,2017 rogax npoLau
KOHLEPTHbIE Typbl My3blKW Bennkoro
LLlenkoBoro nytu ¢ y4actmem My3blKaHTOB
n3 AnoHunun, Kutaa B TawkeHTe, byxape u
CamapkaHge. OpraHnsatopamMmu BbICTYNWUIN
HHO «Eurasian Club», lNoconbcTBa
Pecny6nunku Ya6ekucrtaH B Kutae,
MuHWUcTepCcTBa No Aenam KynbTypbl 1
cnopta Y36eKkucraHa.

B nporpamme KOHLLEPTOB My3blKaHTbl
UCMOJIHANN KaK TPaauLMOHHbIE, TaK U
COBPEMEHHbIE KUTaNCKME My3blKalibHble
npoussegeHns. OT4acTM MeNOAMYHbIE
MOTUBbI U PUTMbI KUTANCKUX yAAPHbIX
WMHCTPYMEHTOB, rae-To 6bl/1M CXOXKU C
Y30EKCKMUMMU, HYTO NOATBEPHKAAET 6/1M30CTb
KynbTyp Y36eKuctaHa n Kutas.
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Kacbimxop)xaeBa C.B.
©36eKcTaH MemneKeTTiK KoHcepBaTopusichl (TallKeHT K, B36eKcTaH)

"¥J1bl XKIGEK }KOJ1bl" >XONIbIHAAFbl MOAEHU BAWIAHBICTAP. MY3bIKAJIbIK ACMANTAP
MbICAJIbIHAA

AxpaTna

byn 6asHOamMa ©36eK—KbITal }oHe anoH MaeHn 6annaHbICTapbliH AapinTeyre apHanfaH. ABTOp OChl
ayKbIMAbl MaTepuanibliH Ken facblpfiblK Tapuxu KbipaapbiH ecKepe oTbipbin (6apblk Macenenepai
KapacTblpyFa Tanan etnen) e36eK KaHe KbiTal My3blKasiblKk MOAEHUETTEPI apacbiHaa Tapuxu napannenbaep
oTKi3yre, onapablH OPTaKTbIFbl MEH alblpMallblIbIKTapblH aHblKTayFa ThlpblCTbl. BasHAamaHbIH, MaKcaTbl: -
6306€eK-KblTal MaaeHM 6annaHbICTapblHbIH LWbIFY TapUXU anfblllapTTapbiH YFbIHAbIPY; - XXI Facblpaafbl OCbl
YAEPICTiH, HaKTbl KePiHiCTEPIHAE XaNnfacTblpyblH aHblKTay: - My3blKasblK 6i1iM 6epy npobaemMacbiHaa, 4SCTYpi
YKOHEe }KaHa eyponarsblK My3blKasblK OMnayablH apaKaTbliHacblHAA; -XXI| FacblpgaFrbl OCbl YAepicTeEpPAiH AamMybl
YOHIHAE YNIKEH aKknapat 6epy; —MYMKIiHAriHWe e36eK-KbiTalk MoAeHN 6annaHbICTapblHbIH KeNeleKTepiH
6enriney. ©3apa MoaeHN anmacy yaepicTepiHiH *XapKblH Mblcasbl ¥bl }ibGeK KOonbl }OblHAaFbl My3blKasblK
acnantapgbl AaMblTy 60bin Tabbinagbl.

TyHinpi cespep: 036GeK-KbiTal, ©36eK—KanoH MaeHW GainaHbicTap, My3blKanblK 6ifim.

S.B. Kasymkhodzhaeva
Uzbekistan State Conservatory (Tashkent, Uzbekistan)

CULTURAL RELATIONS ON THE ROAD THE "GREAT SILK ROAD". IN THE EXAMPLE OF MUSICAL
INSTRUMENTS

Abstract

This report is devoted to the consecration of Uzbek-Chinese and Japanese cultural relations. The author,
taking into account the centuries-old historical layer of this extensive material (without claiming to be all-
inclusive), tries to draw historical Parallels between the Uzbek and Chinese musical cultures, to reveal their
commonality and difference. The purpose of the report: - to highlight the historical background of the origin
of Uzbek-Chinese cultural relations; - to identify the continuation of this process in the XXI century in specific
manifestations: in the problem of music education, in the ratio of traditional and new European musical
thinking; - to give little information on the development of these processes in the XXI century; -to outline the
possible future prospects of Uzbek—Chinese cultural relations. A striking example of the processes of mutual
cultural exchange is the development of musical instruments on the routes of the great silk road.
Keywords: Uzbek-Chinese, Uzbek-Japanese cultural relations, music education.
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'T.K. )KyprenoB atbinaarsl Kasak yjaTTbik oHep
aKaJeMHUsIChl

Anwmarsl, Kasakcran

KA3AK TEATPbIHAAFbI NJIACTUKA OHEPIHIH MAHbI3bI

AnpanTta

MaKkanaga 6yriHri TeaTp caxHacblHAAFbl NIacTUKasblK KOMblIbIMAAPAbIH €peKLWeNiKTepiHe TeaTpTaHyNbIK
Tangay »acanbin, TyniHai nikip 6ingipineai. CaxHa KMMbIIbl MEH 61 NNAcTUKAcChl, biIM MEH UlLApaTTap XaHe
caxHajafbl Ce3AiH aKkTep webepniriHe biIknanblH AcTaHa Xactap TeaTpbl caxHacbiHAarbl Y.LLUekcnnpain,
«Acayra Tycay» KOMblIbIMbl MbiCafblHAA KapacTblpblbiN, OM KOpbITbiNaabl. ABTOP M@HTOMUMO XaHPbIHbIH,
MaMaHbl peTiHAe NiacTUKanblK KUMbll MEH 61 31IEMEHTTEPIH PEXUCCEPNIK TPAKTOBKaNapbiHbIH 3epTTeyaiH
TeopusnbIK-aaicCHaManblK KbipapblH allyfa Tbipbicabl. Ka3ak TeaTpblHAaFbl KNacCcuKasblK KOMbINbIMAapabl
caxHanaraH anfalKbl Kacion pexxuccepnep A.ToknaHos, 8.MambeToB, }K.OMmapos, K.KeTnicbaesTap
KebiHece ce3 6eH oM NnacTMKacbiHa MaH 6epyiH, CTaHMcNaBCKUIAIH «KerinKkeprKaHabliblK MEKTEOBIHIH» YCTa3bl
peTiHae, an KeriHHeH pexkuccep XK. XamKUeBTIH anfall peT naacuKkanblKk 61 KMMblnAapbiH KongaHy, enimisgeri
TeaTp caxHacblHa NNacTUKablK 61 KUMbIN-KO3FasbiCTapblH KEHIPEK NanaanaHbin, SKCNepumMeHTTepre 6apylubl
pexuccep H.XKakbinbaw; gactypni ypaicteH 6ac TapTbin, ce3 6eH caxHanblK KUMbIN-KO3FasblCTbl PUTMMEH
ywnnecTipreH b.Atabaes neH K.CyripbekoBTepiH, 6actamanapbl Tapuxbl Ka3ak caxHa NaacTUKacCbIHbIH Urepiny
Ke3eHaepi peTiHae KapacTbipbinagbl.

Tipek ce3pep: N1acTuKasblK caxHa, ACTaHa }acTtap TeaTpbl, 3amMaHayu ijpama, nnacTuka yroiMbl, Kasak
TeaTtpbl.

Kipicne

XanblK OMblHAAPbI MEH canT-
A9CTYpnepiMi3eH Hop anaTbiH Ka3ak
TeaTpbl 6ip Facblp yaKbIT apanblFbiHAa
KanbinTacbin, Aambln, }aHapbin Keneai.
Onaw 6onaTblHbl 9p TeaTp caxHacblHa
KenTereH akTepaep MeH pexuccepnepaix

Neri Kenin eHep »acan, ap caxHarep e3
YyneciH KocaTblHblHAA. Dcipece COHFbl
LIMPEK Facbipaa Ka3akK TeaTpbl KaHalla
Tyneai. CaxHagarbl Tpareaus, apama,
KOMeaus aHpnapblHblH 6apiHae
JepniK caxHanblK 61 NnacTUKacbiMeH
perunccepnik Welwlim WbiFapy anfatl
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PET eneH, eTKI3reH }aHanblK 601FaHbI
pac. TeaTp MaMaHapbl MEH KepepMeH
TOCbIpKan KaparaHMeH, OYriHri KyHi
nnacTuKasblK KUMbl1 MEH 6U 3/IEMEHTTEPIH
03 pPeXKUccepnik TpaKToBKasapbiHaa
KeHiHeH NanganaHy TeaTpAblH Kal Typi
6onMachbiH MenniHwe enai. Kasak caxHa
OHepiHe anfall KepiHreHHeH 6acTan
peruccepnepimia 6eH xopeorpad
MaMaHAapblMbl3 Kocibu ecTi ieyiMi3 KepeK.

9picrep

AnfalwblHAa NNacTUKaHbIH TYP-TYpI
nanaanaHbinbIn, KOWbIpTAAKTaHbIM,
TYCIHIKCI3iKTEpP TYFbI3FaHMEH KEMiH 6yn
OHep Bip XKyere casblHbIM, KACIOUNITi
}OHIHEH anfa »blUKblabl. KepiciHlie Ka3ak
9/1ebUeETIHIH Xayhapbl caHanaTblH Kapa ce3
KEeRniHre werepinrexi, on TeK akageMusnblK
caxHanapaafrbl TapUxy KOMbIIbIMAAP MEH
JpamManapfa faHa ToH [iereH TYCIHIKTIH
6eneH anfaHbl KiciHi onnaHablpaTbiHbI
ce3cis. Ocbl peTTe 94ebUeTTaHyllbl, FanbiM
KaxbiM KymanueB «Tin — caH ce3aepaiH
HUbIHTbIFbI. ON ce3aepaiH, iWiHae TepeH, on,
CyJly CblHAap, HO3iK ce3iM, acKaK KeHin,
OXKET epniK, YSH o9en-opKeH, 1.6. agam
MiHEe3iHe ToH epeKLWenikTepai cypetreyre
KEepEeKTi Tamalla KepKkeMaepi e, Kynak
TYHObIpaPNbIK O6Kip, KOKbICTapbl Aa
6ap» [1, 59 6.], — nen Kepkem ce3fiH
nnacTUKachbl ap peTTe ap TYPAi ecTineTiHiH
eckepegi. CoHbIMeH 6ipre gepexi,
aFbIMCbI3 ce3[epaeH caKTaH/blpaTblHbl
TeaTp caxHa eHepiHe apHan anuTblnFaH
HaKTbl NiKip eKeHi aaychbl3.

HeTuMxenep

OpUHE, Ka3aK XalKblHbIH 6ai TiniHaeri
CO3/liH 63iHAiK 84eMi nnacTuKkachl, Ce3aiH,
canTanybl 6ap. An, 64 nnacTMKachblH
TeaTp caxHaCblHAAFbl KOMbIbIMAAPbIHA
navananyibl pexuccepnepimMia anbiCTaH
asnfaH XoK, on 6i3re 61 eHepi AamMblFaH
LIET enaepaeH KenreH eai. Knaccukanblik
KOMbl/IbIMAbl CaxHanafFaH anfallKbl Kaciou
pexuccepnep A.ToknaHos, ©.Mam6eTOB,
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HK.Omapos, K.XKetnicbaeBTap KebiHece
c63 OeH oM NnacTuKacbliHa MoH

6epreHiH, CtaHMCNaBCKUM YCTa3/blH,
«Keninkep»KaHablnblK MeEKTEOIHE» JEH
KOWFaHbIH 6inemi3. KeriH anfallKbl
3KCnepuMeHTTepre 6apraH XaHar
XamKUEBTIH aNFall peT niacuKanbiK 6u
KUMblngapblH KonaaHFaHbl 6enrini. CocblH
enimizgeri TeaTp caxHacblHa nNnacTUKasblK
OW KMMbINI-KO3FanblCTapblH KEHipeK
nanganaHbin aKCnepuMeHTKe 6apraH
anTynbl pexuccep HypkaHat akbinban
€KeHiH 6inemis. An, con KeseHaepae
[oCcTypni ypaicTeH 6ac TapThbin, c63 6eH
caxHaslblK KUMbII-KO3FanbICTbl PUTMMEH
ynnectipreH bonat AtabaeB neH Kanpar
Cyrip6eKkoBTep 60natbiH. AnFaLlKbl
3KCNepUMEHTanbAblK KonblbiMaap
caxHanan i3geHictepre 6apfaH ekKi
pexuccep LWblFapMallbl/blK XapblCKa
Tycin, Ken ydamMaMu WhbiFapMallbliblK

03 XeMicTepiH 6epe 6acTtagbl. Ochbl
aHalwblablKTapaaH KeriH FaHa
OYpbIHAaPbI Ka3bliFaH XeTnic CEKCEH
O6eTTiK Kynall-Kynall anTblnaTtblH ce3aep
Kecinin, HaKTblNnaHbIN KbiCKapTbila

6epai. Con ToxipnbeHiH aarbl 6yriHae
«*KaHa gpamar» gen atanbin, Peceinpe
OPKEeH KanfaH «CoBpeMeHHada gpamMar
caxHanaHbImn *}yp. MyHbIH, epeKLLeniri
Cy/ly 1a KepKeM aebu Tinre moH 6epMen,
aybl3€eKi TiNMeH cewnen, TiNTi agaMHbIH,
3MOLMACHI MEH YCTaMCbI3bIFbIH GingipeTiH
OOKTay ce3aepre AeniH Keninkep cesiHe
€HIN KEeTeTiH aHa XaHp/abl CaxHa
eHepiHaeri XaHanblKkKa 6anan, MoeHHU
eMipiMi3aeH opblH 6epaik. byn »aHpra
¥asbl/IFaH ApamalblK LblFapManapibiH,
epeKLeniri gpamaTyprusHbliH
3aHabl/IbiIKTapblHa HaKThI Xayan

6epyni kanepiHge caHamanabl. MyHaa
CYpPETKePNiK KNAn epKiHairi 6acoiMm. Ken
peTTe aBTOpP O3iHiH, iLLKi MCUXONOrUANbIK
KUSIN epKiHAiriHe epik 6epin ceHcauuanblK
YaHa/lblKTap allybl Aa Faxkan eMmec.
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byn niKip4i Ko3fFaraHbIMbI3 OCblHAAM
nbecanapibl pexuccepnepimia caxHanaraH
Kesae MiHAEeTTI Typae nNnacTuKanbiK 6u
KUMbl1lapbl MEH caxHalblK TbIHbIMCbI3
KUMbI-KO3FanbiCTapFa Kypbln KaTadbl.
AKTepniep KayblMbl pOnb 6erHeneyae
npodeccop AMaH beKeHy/bl TbIHFbIIbIKTbI
3epTTen Xyprex, biIM-uiapanap MeH
Wwapatrapra, MUMUKanapra KeHin 6enegi.
MpodeccopablH, «CaxHa KO3FanbiCbl

NiHiHIH Herizaepi» KiTabblHAaFbl CO3AiIKTE
Mnactuka (rp. Plastika-cbim6aTt) — aaemi,
CyNy, KepiKTi, coHai Kumbln [2, 269 6.],

— Jen TyciHaipinreH. byriHri aktepre
KOWMbINaTbIH Tanan Ta oOcblAaH WbIFbIM

oTbIp. CaxHafFa coHfi KUMbII-KO3FasbIC NEH
MYCIiH [ieHe NilliHi KepeK eKeHi aaychbl3.
ArHM akTep 6abbliHaa 60Mybl YLiH Ken

Tep Teryi WapT. A1 UHTEPHET KeniciHaeri
BUKMNeauaaa «flnactuka — B TaHUe

M CLLEHNYECKOM UCKYCCTBE — 0bLLas
rapMOHMUS, COMTacOBaHHOCTb ABUXKEHNI

W }eCToB; o[Ha U3 06sa3aTesibHbIX
JUCLMMMH B TeaTpasibHbIX By3ax»

[3], — Aen on KOPbITbINTbI. AFHWU CaxHa
eHepiHaeri 61 nnactuka 6onagpl.
KenicinreH knmbingap MeH uwapatrapaa
(kecTTepae) opTak YHOECTIK 60/ybl KEPEK.
byn TeaTpfa KaTbICTbl OKY OpblHAAPbIHAAFbI
cTyaeHTTepre MiHgetrenreH. Ocol

auTbliNFaHbIHAaW 6Hepre KaTblCTbl OKY
opblHAApbl MEH TeaTpnapAblH, 6apiHae
JepniKk nnacTuKanblK 6U KUMbldapbiHa aca
KOHiN1 6enin oTbipMbI3.

AunckKyccun

Enimisgeri 6v eHepiHe KeHin ayaapatbiH
ac Teatp yXbiMbl H.Kakbin6an
EeTEKLWIJiK eTeTiH AcTaHaHbIH «*KacTtap
TeaTpbl» caxHacbliHAarbl Y.LLekenupain,
«Acayfa Tycay» KOnblbIMbIHAA MHHOBALMS
OpbIH anfaH. MHCTUTYT KabblpFacbiHaH
o3i janblHAan 6anTaraH WoKipT aKTepnep
H.XaKbin6anablH, oMnapbliH AYPbIC YFbIHbIM,
pexunccep MeH xopeorpadTbiH, KUbIHHAH
KUbICTbIpFaH 6W caxHanapblH Y34iKci3
KWUMbIN-KO3FanblCNeH YHAECTIPiN Kacioun
LblFapMallblfiblK aTMocdepa OpHaTbINTbI.
KbI3blnabl-Kacblnabl caxHaTyp (AeKopaums)
¥ac aKTepnepiH *KacTblK KaflbIHbIMEH
YHAECIN KOMeAUANbIK KONbIIbIM
KepepMeHai MarHuTile Taptaabl (1,2
-cyperT).

AtanfaH KoMbINnbIMAbl Kepin
TaMallanaraHia TeaTpTaHyLlbl, FaiblM
9.Cbifam «[JuHaMWKa, KepKeMAIK,
UMMNPOBU3aLMs AereH yrbimaap 6apron

ACTAHA KAJIACBI OKIM/IITT

——

1 . -TOB 78 cepi |
u KY}IM":;L;ZAKI?IHE.A_P‘U aitpaT 2 S
pKAH

o - 711!
s PKGPCETE]II

7
KOIO“"’I P

1,2 - cypet. Acrana xkacrap teatpbiHbiH Joroturi. "IHbiHreicxan” cniekrakiinin apuiuacel. Pexuccepi KP EnGex cinipren
katipatkepi H.)Kakemoaii. Kazakcranna «Ilnacrtukasblk Teatp» Heridin KasayLibl.
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TeaTpfa, COHbIH 60pi 6ap cneKTakbae.
[WKi OTTBIIbIK, OTKIPJIK, TaybIM KeTy,
TanKbIp/iblK 6apbiFbl 6ac KOCKaH. My3bika
Ja 6ap, oH ae 6ap, 6u1, cesim, NnacTuka,
KUMbII-9pEKET KO3FanbiCTapbl 6api 6ap
(3,4 cyperT).

anHanablpy, 4onneH olMHay 6apnbifbl
KblGblpnan }aTkaH4a caxHaga KanHaraH
Tipwinik 6actanbin KMMbligamMaraH
eHepnas KanMmanabl. CaxHagarbl
aKTepnepaiH KacaraH oeMi TpoKTepi
anaHKanaarbl ana UMPKiH Ke3 anfblHbl3fFa

3 - cypet. "LLbiHrbicxan" KoiblibIMbl. AcTana »kactap TeaTpbl. MOHFOJIbIH, yJibl oMipiiici — LIbIHFBICXaHHBIH, ThIICBIMFA TOJIbI
Taslail/Ibl TAFIBIPBIH, OMIp MEH OJ1iM, HaIlCi MeH cabblp, aKHKAT NeH aHbI3 4PACBIHAAFbI ThIICIM ChIpJ1ap TypaJlbl ChIp LIEPTELi.

TeaTp — 6apnblK 6HEPIH, MEPEKECI
nerenpi actap Teatpbl ganenaeni» [4], —
[len }ofapbl 6ara 6epreH eni. byn 6aranay
TeaTp YWiH YNKeH abbipon. Pexuccepair,
eHOeri XaHabl, aKTepnepaiH, webepniri
eneHfi. TeaTpTaHyLbl ©3iHiH, Xbl/bl 1€6i3iH
6inaipai, 6yn Kalak Teatp eHEpPiHIH
abblpoKbl EKEHI AayCbI3.

CaxHa allblnFaHaa KMHO MieHKacblHbIH,
JEeKopaLUAnbIK MaKeTi aHanbln }XaTKaHbl,
TapUXTblH NapafbliH Kepi anHanablpbin
LLlekcnunp gayipiHe Kenrenaen acepae
Kanacbl3. CoHay Ke3eHHiH, Kuim
3NleMeHTTepPiH BYTiHr KYHMEH yrUnecTipreH
KOCTIOM KMiN aKTepnep 6unen wbiFajbi.
Onap canKbIMa3aKTtap, akpobatrap,
LMpKadTap MeH ruMHacTtTap. XaHrnepnik
OHep, apKaHMeH ceKipy, AeHrenek
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anbin KeNeTiHi ce3ci3. Onap eki-eKigeH Kon
ycTachln 6unen, geHreneHin aTKEHLEKKe
avHana KeTKeH aKTepsiep OMblHbI
CYNyNblKKa TYHbIM TYP.

«YJIKEH Kbl3Fa KyWhey Tanmnan Kili
KbI3bIMAbl eLLKIMre 6epMenMiH» (NbecadaH
y3iHA4i) nenTiH ake bantucta (Asamat
EckynoB) yarbimaaynbl. MiriT ataynbicblHa
HO3IKTIriMeH, YAHAbIFbIMEH YHaUTbLIH Killli
Kbl3blHaH repi KbIpCbIK Ta acay Kbl3bl
KatapuHara oKe KeHini ken anangansbi.
KonblHOaFbl Ablpay KaMlLbICbIH arHanabipa
capTblngathin ciHinici baHKaHbl (Fa3dnsa
MyKaH) cympen aKken gomanara canaTblH
Oy3blK KatapuHa (AHyp PaxmnoBa)
€N[iH 63iHeH TbIM ThipaKal KallKaHblHa
Macamnpamn KyJin eKTeM cennenpi.
Chinamblrepluifliikke WakblpFaH ycTas ce3iH
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4 - cyper. Keiproizeran PecniGiikachl Bitkek kanacbitga 2017 »xbiibl 15 kapatna Acranatbii JKacrap teatpbl "AiTMaTOB KoHe
Teatp" hecruBadinin asiceinaa "LbiHrbicxan" adcaHacbit KopeeTy coTi.

Keare e inmereH KatapuHa ackakran
KeKiperiH Kepe cennenai. AKTpuca
KecTenereH KatapnHa 6eMHeci XafFbIMCbI3
KblIbIKTap KOPCETKEHMEH CYMKIMAI Ae
TEHTEK.

CyHFaK 60#/ibl, cbiMbaThbl Keslicke ep
MiHe3ai [eTpyyno — 9ain1 AXMET caxHara
WblFa KeNreHae ak OHbl Cepi XKIiriT peTiHae
TaHUMbI3. KyllafFbiHAaFbl KOC CYNyabl opi
KyLWbIn, 6epi KyLWbIM, Ken XiriTTiH, opTacbiHa
NaKTbIPbIN XIGEPETIHAINIH NNacTUKaNblK
KUMbIN MeH 61 apKblibl KepceTteai. buaeri
OKWFaaaH-aK 6i3 OHbIH, Kbl3 KyMap cepiniri
aHbIK aHFapaMbI3. Op6ip KapTMHa aaeMi
Ou NlacTUKacblHa KypblbiN TapTbiMAbIbIK
TaHbITbIN TYP eai. ban KanblHAbIK! — aen
[eTpy4noHbIH 6acbiH alHanablpa 6actaraH
[IOCbIHbIH, CYWEHIN TypFaH TasiFblH Teyin
KynaTbiMn, ne3ae MOMbIHbIHA MiHIN ynrepeTiH
aKTep[iH nnacTuKanblK KMMbl-KO3FanbiChbl
Ke3s inecnec *blngamMabIKneH icke acajbl.
blnabiM-XKbl1AbIM €NTi KUMbI aKTEPAiH
naacTMKacbl MEH 30P MYMKIHAITH KepceTin
Typ. [eTpy4ro Kbi3bIMEH Ke3aecyre

KeNiCKeHAe aKEeHiH XyperiHae YMIT OTbl
HbINT €TE KanbliM, XXbIMUS KyniMcipen
BanTtucta — A3amaT KyaHblllblH Xacblpa
anmangbl. TinTi o Kbi3blHa EMEC Kyneyre
TONEHETIH aKllaHbl cayaanachin TypFaHaa
MNeTpydyno — BaingiH TanantapbiHa Kanan
KOHiN KanfaHblH Ja 6inMen Kenice KeTea,.
Ap6a MiHreH KatapuHa — ARHYp
CiHiniciH 6axkblngaTa KMHaM anram cana
Wwbifaabl. KatapvHa BsHKaHbIH HO3iK
Te CyJly EKEHIH Kepe anMal KnHanagbl.
CoHablKTaH o1 6ap alyblH efiIeH anMaK
60M KEKCYPbIH KblIblKTapblH YCTi-yYCTiHE
KepceTyaeH Xasblknanabl. AKTpuca
KeninkepiH 6ap/blK Kyrey XiriTTiH bsHKkara
€63 casblM KeneTiHiHeH 86/1eH bIfbIPbI
WbIKKaH 6enbakK peTiHae KecTenenai.
MNeTpy4no ces cana KenreHae KartapuHa
(A.PaxunoBa) XiriTri Ma3aK eTyre Kewegi.
AKTpUCaHbIH KerinTeyiHae Kbl3 XKIiriTTi
aca XeK Kepin TypFaH oK, KepiciHLe
OJ1 }KaKCbl KepreHiH 6inaipce 6uiriHex
Tycin Kanapaaw 6on ce3imiH 6ingipy
OpPHbIHa 6Y3bIKTbIFbIHA GaChIMN KbIPCbIFbIM,
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XiriTneH apnanbicka Tyceai. KatapuHa meH
MeTpy4YnoHbIH, KblblIKTapbl 6ipiHEeH-BIpi
acbIn TapnaH MiHe3 KepceTe 6epeai. Xirit
acay Kbl3/lbl MOMaKaH eTyre, Ha3iK }aHAbl
alienN 3aTbl EKEHiH eCiHe Tycipyai MblKTan
KOJIFa anfaH ceKingi.

KamuwbiHbl 6acbiHaa KatapuHa
cinTereHMeH apTbiHLa o/ [eTpy4YnOHbIH
KOMblHa OTiM, Kbl3fa }KYreH peTiHae
calblHFaH. Ay3blHOaFbl XKiNTeH cennen
anmaraH Kbli3/blH, ThiMblp €Tyre wamMachi
OK. «OKe }eKceHbi KyHi Ton!» gereH
KYHWeY XIiriTTiH, KeciMii Ce3iHeH KeniH
CKpUMKaaaH OMHaKbl My3blKa Terinin
banTtucta 6actaraH Ton 6usen ana
}eHeneTiHi KatapuHa cafblHblH, CbIHFaHbIH
GingipeTiH caxHa. Ha3iK ayeHMeH baHKa
6un 6uneyne. On 6ankyniie 6enHeni Kennek
KninTi. On KbI3ablH, 6anaan Kbl3 eKeHiH
MEH3enai cypeTili Kusanbl. KopluaraH opTa
atMocdepachl HO3IKTIK NeH ce3iMre Kapam
aybICKaH.

MeTpyynoHblH KaTapuHaHbl anbin
KETETiIH CaxHachl KbI3bIKTbl KOpiHicTepre
TONbI. OTiPiK aHKayCblFaH XIiriT asfbiHa
KUTeH CeKipMeni OMbIHLLbIFbIMEH CEKEHAEN
TEHTEKTepLIE Kbl/blK KOPCETKEHIMEH
KOMMaW KanblHAbIKTbl CapbliTa KyTTipin
TOWFa KeLwirin, apTbiHaH 6apblHLWa
acbIFbIC KETIN Kanagbl. KanbIiHAbIKTbI
YyHiHe anbin KenreHge KatapuHa
KblpcayfnaHfaH Keninte 6ip asfbl epre
TUMEWN TYpPaTblHbl OHbIH, }aFaanblHbIH,
OHAi eMecTiriHeH xabap 6epeTiH
perunccepnik wewwim. ¥ac KybannapabiH
TeKeTipeci ani 6iTKeH XoK. MXKiriT e3iHiH
€Ki uTiH KatapuHara TaHbICTbipaabl. Onap
KOXKaWblHFa XafFbiMna3aHbin, Tebenecin
YArepeTiHiHAe aJlaMHblH, KUCbIK MiHEe3i
KaTbIp. AKTpMCa ocbl apaga NnaHTOMMUMO
9iCiMEH KaHLWbIK UTKe anHanbIn, nickenen
aFbiMMasgaHbin 6apbin MNeTpyynora
capblfaHbl Wannay sanenjliH KeKeciHi
€KeHiH 6ipaeH cesinepi. Netpy4yno eHi
Cy OKenaipin aopeT CbiHAbIPbIM, CON Cybl
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avenre wallkaHaa KatapuHaHblH eTipik
Kyne 6acTtaraHbl, KiHOCiH MOMbIHAAM O/
TankaH enTinirid 6inaipeTiH. Ocbl KOPIHICTIH
GopiHAae 6ip aybl3 CO3 XOK, CaxHada TeK
KUMbIJI-KO3FalbIC NEH NaHTOMMUMO, 3TiO[
eHepnepiH AypbIC TOFbICTbIPY apKbinbl
aKTepnep KaHalla oMblH YAriciHe KON
¥eTKi3reH. OcblHAan KblpCblFyMeH
MeTpyyno aneniH Tamak 6epmen al
KangblpaTblHbl, acayabl *yacbITyablH 6ip
¥OJbl PETIHAE KapacTbipaabl ApamaTypr.
KaTtapuHara apHambl TirinreH KkbimoéaT
KenNieK neH 6ac Kuimae KypabiMfa KeTegi.
MyHBbIH 69piHiH acTapbliHaa [eTpy4YnoHbIH
KatapuHaHbIH acaynblfblH 6acbin Ty3eyre
[lereH actap/ibl CasiCy KUMbI1-0peKETI
*atblp. [eTpy4ynoHbliH «*KaMaHablKCbI3
aKCbIbIK 0K, CEH MeHiIMeH 6oJicaH,
*amaH 60/IMancbiH» EreH Ce3iH KanepiHe
anfaHbl KaTapuMHaHbIH TEK EPKE LLOMKaH,
FaHa emMec aKblbl TEHTEK 60NFaHbIFbIH
JonenaewnTid eni. KatapuHa MbIKTbl XKIiriTTiH,
anablHAa 63iHiH HO3IK KaHAbl 9MeN eKEHiH
Cce3iHEeTIHIH KepepMeH TeK €63 apKbl/ibl
eMec NnacTuKanblK 61 KMMbIbl apKbiibl Aa
TepeH, TYCiHiN oTbipaabl. byn TacinaiH, 6acThbl
epeKLLeniri Ken ces3finikreH apblbimn,
KOpPEepPMEHHIH, ili NblcCNanTbIHAbIFbIHAA.
CaxHagafbl My3blKa, 9H, 61
KUMblAapblHbIH CY/ly KOpPiHici, TOKTayChl3
KUMbI-KO3FanbiC, KEpepMeHaepai caxHara
MarHuTTEeN TapTaTbliHbIHA Tanamn peT Kya
60nablK. byn TeK pexxuccepiiH FaHa eMec,
Kocibn xopeorpadTblH, TbiH i3AeHICTEpI

MEH OKWFaFa apHaWbl }abablKTaraH
nnacTuKasblK OMiHIH apKacbl EKEHI JayCbI3.
«KepepMeHHiH caHa-ce3imiH GipHelle caraT
6aypar, Ke3iH caxHara KaJantap KapeKket
Taby, OHbIH, XaH-AYHNeCiH TebipeHicKke
Tycipep KaKTbIFbIC Taby — KUbIHHbIH,
KWblHbI» [1, 217 6.], — aenai 3enHonna
Kab6aonoB. KapeKeT neH KaKkaTbIfbICTbI
Taby ApamMaTtyprke KaHuwasnblKTbl KUbIH
60/1ca, MaceseHiH, 6ip YlWbl akTepiepain,
i3AeHiciHae *XaTKaHblH XXa36an TaHMMbI3.
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[dpamatypribliH Onbl MEH CO3i aKTep
LebepnirimeH TonbIFbiN KEpKeMaene
TyceTiHi ce3ci3. Ce3 6eH caxHa eHEepiHiH,
KWbIHAbIFbIH 6n 6acbkin 01 KopbiTadbl
aKajgeMumK.

KoMbINbIM anfacblH Tayblmn «KiMHIH
ameni Tin anfbll EKEH?» en epKeKTep
aFbl 6ocTecKeH Ke3ae KatapuHa
€ep a3aMaTblHblH KOHiNIHEH LWblFabl.

On 6ypbiHFbIAaK acKkaKTan TyYpPYyabliH
OpHbIHa cabacblHa TYCiMn, ManbICbIn

Ken }eH cypanabl. AcaynblKTaH TYMip

[le KanMaraHblHa Ke3i }eTKeHae,
perxunccepaiH «KaT ceH xiritcin!» gerex
[MeTpy4ynora OYriHri KyHri acTap/blH CO3iH
aWUTKbI3FaHbl KOMeansFa Tosbl (5-cyperT).

5-cyper. "Acayra Tycay" criekrakJ/iHeH KepiHic. Acrana xacrap
TeaTphbl.

HKIriT KeHiniHiH Kbi3Fa 6ipXonaTta
TONFaHbIH, €Ki }acTblH apacbiHaa Menaip
Tada MaxabbaT TyTaHfFaHbIH OinaipeTiH
6aKbITTbl WIAKTbIH KOPIHICI eKeyiHiH
KYLLUaK *atobIMEH KbI3blKTbl 1a 9cep/ii
LbIKKaH. Ocipece KaTtapuHa KOonbliH Xas
MacattaHaabl. On anen 6aKblTbiHbIH, HE
E€KEHiH }yperiMmeH Ce3iHreHiH ocbiHaam
KON KUMbIbl apKblibl 6epegi. Ocbl 6ip FaHa
KePiHIC apKbl/ibl KEPEPMEHTE KO HOPCEHI
YFblHAbIpaabl. <Hafbl3 eHep TyblHAbICbIH
YKacay YWiH akTep emipai 6aKblnan,

[lypbIC OMNayMeH FaHa LeKTeNIMen, caxHa

OiniMiH Urepin, }XaH-XaKTbl i3aeHicTep
HOTUKECIHAETI 63 eHepI LebEpPNIriHiH,
WblHAANybIHa X0 allybl Kepek» [2,13 6.],
— pereH yctas A.Kyn6aeBTblH ToMNLWb1aybl
caxHa 6inimiH gypbic ureprend Xactap
TeaTpblHbIH aKTEPNEPiHE anTblFaHaam
acep/ie Kanacbl3.

KopbITbhiHABI

TeaTpaafbl eHeprna3aap KayblMbIHbIH,
ycta3gapbl H.XaKkbinbanaaH anfaH
yCTaHbIMAapbIHbIH, apKacbiHAa
pexuccepnik ham akTepniK TbiH i3aeHicTep
OWiK gopexeneri KomblnbIMFa avHanbin
OTbIpaTblHbIHA 9PKE3 Kyarep 601ambi3.
ATanfaH KOMbINbIM peXxunccepiH,
TPaKTOBKacCbIHAA NaacTUKanbIK
wewimagepre KypblaFaH. BYriHri KyHi
nnacTUKasblK TeaTp Aen XYPreH KaHala
KoMblNbIMAApAbIH TalanTapbiHa Xayan
OepeTiH aHalla i3feHic peTiHae
atayblMbI3fa Heri3 6ap [5, 40 6.]. OHbIH,
YCTiHe OYTiHri yaKbIT TanabblHa can
aKTep/iH XaH aKTbl 60/1ybl KEPEKTIriHE
»ayan 6epeTiH }aHallbll KOnbIbIMIbI
pexxnccep H.Xakbinb6anabiH Ken *KbliablK
i3[1eHiCiHeH TyblHAaFaH TblH XaHasblK
peTiHae 6arananmbl3. BYriHTi KyHi
Hakbinb6an WoaKipTTepi, ACTaHaHbIH,
HacTtap TeaTpbl enimisgeri })ayhapra
anHanfaH Xac Tpynna Hemece OpTa A3us
OHe LWeET engepae e3iH TaHbITbIN eHePIMEH
Oyrim engi MOMbIHAATLIMN KYpreH en
MaKTaHblLLbl PeTiHAE aTakMbl3.

Ces nnactukachl, 61 niacTuKachl
Hemece caxHallblK KUMbIN-KO3FanbIC MeH
bIM-ULLApaTTap akTep webepniriH TaHbITy4a
OipaeH-6ip KarxkeTTi, aKTep LebepnikneH
MeHrepyi TWic aAyHne 60nbin oTblp. ByriHri
nnacTuKasblK TeaTpblH Ka/blNTacKaH
YaKbITbIH[@ aKTepre KomnbinaTbliH Tanan
OoFapbl. OUTKEHI OYTiHI aKTePaiH,
nnacTMKachl MbIKTbl, Kocibn 6unen aH cana
anaTblH opi aKkTepsiK Webepniri Xofapbl,
CbIMOBaTThbl 60/Ybl TUIC EKEHIH yaKbIT
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KepceTin oTblp. COHAbIKTaHAa CaxHasblK KYPbIIFaH KOMbINbIMAaPAbl 3epTTen
KUMbIN-KO3Fasblc, 6M MEH MniacTUKara FbUIbIMW @iHanbIMFa eHri3dy yaKbIT Tanaobbl.

KonpaHbuiFran age6uerrep Tisimi

1. Knaccukanblk 3eptreynep: Ken TomabiK. — AiMatbl «9aebueT anemi». —
2013. - T.15: K.XKymanueB, 3.KabnonoB, 3.AXMeTOB. O1€O1ET TEOPUSACHI.
— 412 6GerT.

2. Kyn6aeB A.b. CaxHa Ko3fFanbiCbl NoHiHiH Herisaepi. — Anmatbl, «<MeKTen».
-2012. — 296 6eT.

3. MnacTnka — B TaHLe 1 CLeHNYeCKoM UCKyccTBe. https://ru.wikipedia.org/

4, Colifan 9. «[JuHaMWKa, KepKkeMfiK, UMNPOBMU3aLms AereH yreimaap 6ap
TeaTpaa... (KapactbipbiiFaH yakpiTel 16.07.2017) www.zhastar-theatre.kz

5. MykaH A.O., }ymacenTtoBa I.T. OT anoca K MIO3UKY B NOMCKax

TeaTpabHbIX UHHOBaUMK // HayKa n un3Hb KazaxctaHa. — 2018. — N¢?
2/3(57). — C.40-43.

BarbimxaHoB B.A.
Kazaxckas HaunoHanbHas Akagemus nckyccts nm. T. K. XKypreHosa,
Anmarsl, KazaxctaH

POJIb NJIACTUHECKOIO UCKYCCTBA B KASAXCKOM TEATPE

AHHOTaUuA

B cTtaTbe gaeTtca TeaTpoBeAYECKMIM aHanM3 0CO6EHHOCTEN N1aCTUYECKMX NPEeACTaBEHNI HA COBPEMEHHOM
cueHe. PaccmaTtpuBaeTcs BIMSIHUE CLLEHMYECKOIO ABUXEHUS, XKECTOB, MMMa U CLLEHUYECKOW peyn

Ha aKTepPCKOe MacTepcTBO, Ha Npumepe cnekTakns Y.llekcnupa «YKpolleHrue CTponTUBOM» Ha CLEHE
MonogaexHoro TeaTpa. ABTOP NbITAETCA PACKPbITb, KAK CNELMAIUCT }KaHpa NaHTOMUMbI U MUMa,
TeopeTUyYeCKMe U METOA0SIOrMYEeCKUE acneKTbl UCCNEA0BaHWUM PEXUCCYPbI MNAACTUHECKUX ABUKEHUN U
TaHLEeBalbHbIX 3/IEMEHTOB NOCTAHOBKMW. [1epBbIMUK peXMccepaMm KnacCcuYyecKmx cnektaknen B Kasaxckom
TeaTpe 6binn A. ToknaHoB, A. Mam6eToB, XK. Omapos, K. etnucbaes, KoTopble NpyaaBanu 3Ha4eHue cnoBy
W NNacTUKe MbICAK, nocnepoBaslumne oT «LLKonbl conepexxmBarms» K.C. CtaHncnaBcKoro. [o3xe
pexunccepom XK. XagKneBbiM BnepBble 6bin MPUMEHEHbI NIaCTUYECKUE TaHLLEBASIbHbIE 31IEMEHTHI; B
CTpaHe, NPaKTUKOBaBLLUEN «HanpaB/iEHWE LeNoro N1acTMY4ecKoro Teatpa», B KOTOPOM npeobnaganm
Ka4yeCTBEHHO HOBbIE 3KCMEPUMEHTLI, B CMEKTAKNAX «Ha NNacTUKy» aBnseTca pexuccep H.XKakbin6an, n
HaKOHeL, pexunccepsbl, B CBOEM TBOPYECTBE OTKa3aBLUIMECS OT TPaAULMOHHbIX GOpM, CyMEBLUME CO3AaTb
dopmy eanHCTBa pUTMa C/OB CO CLEeHNYeckuM asuxeHnem b.Atabaesa v K.CyrypbexkoBa paccMmaTtpuBatoTcs
KaK aTan pa3BUTMA NNACTUKM Ka3axCKOM CLEHUYECKON NIacTUKN.

KnioueBble cnoBa: njiactmieckune CLEeHbl, MONOAEXHbIV TeaTp AcTaHa, CoBpeMeHHas apama, lNnactuka,
Kazsaxckui Teatp.

B. Bagytzhanov
T.K. Zhurgenov Kazakh National Academy of Arts
Almaty, Kazakhstan

THE ROLE OF PLASTIC ART AT THE KAZAKH THEATRE

Abstract:

The article investigates a theatrical criticism analysis of the features of plastic performances on the modern
theatre stage. The influence of stage movement, gestures, mime and stage speech on the acting skills is
considered on the example of the play “Taming of the Shrew” by W. Shakespeare on the stage of the ‘Youth
Theatre.” The author tries to reveal, as a specialist in the genre of pantomime and mime, the theoretical and
methodological aspects of research in the direction of plastic movement and dance elements of

the production. The first directors of classical performances at the Kazakh Theatre were A. Tokpanov, A.
Mambetov, J. Omaroy, K. Zhetpisbayev, who attached importance to the word and the plasticity of thought
that followed from the “School of Empathy” of K.S. Stanislavsky; later, plastic dance elements applied for the
first time by the director J. Hadjiev; and in the country practicing the “direction of the whole plastic theater”,
which was dominated by qualitatively new experiments in performances “on plasticity”, is directed by
N.Jakypbay, and finally directors, whose works abandoned the traditional forms that managed to create a
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form of unity of the rhythm of words with the stage movement B Atabaev and K.Sugurbekov are considered as
a stage of development of the plastical Art of the Kazakh Theatre.
Key words: plastic scenes, youth theatre Astana, modern drama, Plastic, Kazakh theatre.
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TBOPYECTBO
UCIOJIHUTEJIS
B CBETE
BEAYLLUX
TEHJAEHLIUU
MY3bIKAJIbHO

\ 4

PEDAGOGY

— XYAO)KEC-
TBEHHOMHN
[TPAKTUKH

MPHTH 14.35.07

Jxepaumanuesa P.P. ',

' Kasaxckasi HaunonasibHast AKajieMusi HCKYCCTB UM.
T.K. )Kyprenoga,

Anmarbl, Kasaxcran

TBOPYECTBO UCMOJIHUTENSA B CBETE BEAYLUX TEHAEHL{UA MY3bIKA/IbHO -
XYAOXXECTBEHHOM NPAKTUKH

AHHOTauMA

B ncenenoBaHmm paccMOTpeHbl TEOPETUKO — METOA0I0MMYECKME OCHOBbI TBOPYECTBA UCMOSIHUTENS, C
npuenevyeHnemM GyHaaMmeHTanbHbIX MONOXEHUN My3blKO3HAHUS, TEOPUM MY3blKa/lbHOMO UCMOSIHUTENLCTBA,
NCUX0N0rMK TBOPYECTBA U My3blKalibHOro 06pa3oBaHus. [TPOHMKHOBEHWE B CaMy CYTb TBOPYECKMUX
YCTPEMIEHUI TOMO UM MHOTO CMNeLManmcTa, 3HaKOMCTBO C LUMPOKOW aMMIUTYA0N €ro XyAOXECTBEHHbIX UAEN
— cOo3unaaTenbHblX, UCMOTHUTENbCKUX M APYIMX XapaKTEePU3YET «4yXOBHO — TBOPYECKMIM NOTEHLMaN» IMYHOCTH,
06YyCNOB/IEHHbIM BCEM KOMMIEKCOM ee NPOdECCUOHANBbHbIX KAYeCTB, YyPOBHEM Pa3BUTUS U My3blKalbHOM
OlapeHHOCTH.

KnioueBblie cnoBa: TBOpHeCKMVI npouecc, My3blKa, UCMOJIHUTENbCTBO, Neaarornka, NCMXosiorna TBop4vectea. g
S

BBepgeHue B Ka4eCTBEHHO HOBYIO CTaaMto, %
3HaHu1S 0 CYHOCTHU, 3aKOHOMEPHOCTSAX,  0603HAYEHHYI0 UCCneaoBaTeNaIMM é
TEHAEHLUMSX M NepCneKTMBax pa3BnuTua KaK «KpeaTUBHO — UCMONHUTENbCKAaN g
NCMNONHUTENLCKOM NPAaKTUKKN My3blKaHTa umBMnmM3aums». basnpyemas Ha =
CTaHOBSATCS yCNelHbIM OPUEHTUPOM pedeKCUBHOM KyNbType NyTem §
Ans Hanbonee eCTeCTBEHHOIO YCBOEHUSA U NepepadoTkm MHDOPMaLUK, é
«BXOXAEHUS» B U36paHHYo npodeccuto, obecneynBaloLlen Kak MOXHO %ﬂ
NOMCKa ONTUManbHbIX NYTEN Nepexoaa 6osiee UeNnoCTHOE N FrapMOHUYHOE §
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COCYLLLECTBOBAHUE C OKPYKaloLWnM
MWPOM, OHa, B CBOIO o4epe/b,
TpebyeT KapanHanbHbIX U3BMEHEHWUN
npodeccnoHas bHbIX YCTaHOBOK U
CTEPEOTUNOB, OTKPbITUS MHBLIX CMbIC/TIOB
B AeATeNbHOCTU crneymanmcTa —
NCNONHUTENS.

Ha nio6om atane UCNoNHEeHUs
NPON3BEAEHNS MY3bIKAHT [JOJIKEH
BUIETb Nepe/ cobom rMmaBHYo Leb
— YMETb MacCTePCKM PaCKpbITb ero
MAENHO — XYNOXECTBEHHYIO CYLIHOCTb
1 CBA3bIBaTb COOTBETCTBEHHO C HEW
OnvxKanlne TEXHUYEeCKNe 3aaaqu.
XapaKtepnays MacTepcTBO B My3blKa/lbHOM
ncnonHutenbctBe, [.4. LoctakoBuy
nucan: «bnecrauas BUPTYO3HasA TEXHMKA
NMaHUCcTa UK CKpunaya, cpasy e
3acTaBngoulas o cebe roBopuTb, - 3TO eLle
He MacTepcCTBo, a ... CBOOOAHOE BNajeHne
TEXHONOrMen cBoero NpoPpeccMoHanbHOro
MacTepcTtBa. MacTepcTBO e B
NCMNONTHUTENLCTBE HA4YMHAETCA TaMm, rae Mol
CNyllaeM TONIbKO My3blKy, BOCXMLLAEMCSH
BAOXHOBEHWEM UrpPbl 1 3a6biBaeM O TOM,
KaK, C MOMOLLbIO KaKNX TEXHNUYECKMX
CpeacTB AOCTUT My3blKaHT TOMO UM MHOTO
Bblpa3untenbHoro addektar [10, c. 35].

TBOpPYECTBO My3blKaHTa — UCMONHUTENS
BblpaxKaeTcs He TOJIbKO B COBEPLUEHHO
CBO€06pasHbIX 0COB6EHHOCTSX
3BYKOBOI0 BOMIOLWEHNS My3blKaNbHbIX
npon3BeaeHNI, HO YTO OCOBEHHO OTIMYaeT
3Ty 061acTb TBOpPYECTBA — NPU3HAKK
€ro NposiB/IEHUSA B HEWN HACTONLKO
Heoca3aeMbl, YTO JarKe camMo Hanuyune u
BO3MOXHOCTb CYyLLLECTBOBaHMS TBOPYECTBa
B MY3blKa/lbHO — UCMOSHUTETbCKOM
npouecce TpebyeT 0co60 yoeanTenbHbIX
[loKa3aTenbCTB. Ype3Bbl4anHO LUMPOKOE
TONKOBaHWE TEPMUHA «TBOPYECTBO»
BCTPEYAETCH B HAYYHbIX TPyAAX
OTA€/bHbIX YYEHbIX — MCUXOJI0rOB. TakK,
npodeccop bexrepes B.M. B cBoel cTaTbe
«YMCTBEHHbIN TPy ¢ pedbeKCoNnornyeckom

TOYKM 3pEHUs» NPUBOAUT Hanbonee
LUIMPOKOE UCTOSIKOBAHME 3TOro TEPMMUHA.
CornacHo ero To4ke 3peHus, B 061acTb
TBOPYECTBA, HAPSAY C XYAOKECTBEHHbIM
TBOPYECTBOM, BK/IIO4YAETCS HE TONbKO
TBOPYECTBO HAy4YHOE N TEXHMYECKOE,

HO JarKe Bcs obLLan ans Bcex 6e3
NCKJIIOYEHUS YETOBEYECKUX MHANBUAYYMOB.
CuHTETMYECKANA M aHaNUTMYECKas
AeATeNbHOCTb HalWen NCUXMKK NpU3HaeTcs
pesynbTatamu paboTbl TBOPYECKOWM
$yHKUKUKM YenoBeKa [4].

MeToabl

Ham npegcraBngercs, 4to B
NCMNONHUTENBCKUX AeATE/IbHOCTAX JONMKHa
OblTb BK/IIOYEHA KaTeropusi «CMbicna»
KaK «LenocTHOe BUaeHNe 06BLEKTa,
CBsI3aHHOE C NpoLeccoM 06pa3oBaHug,
KaK QYHKLUMA Xy[10XKEeCTBEHHOW NO3ULINK
KOMMO3MTOpa M Ha 3TON OCHOBE
JIMYHOCTHbIX CMbIC/IOB UCNOMHUTENEN.
OHa o603Ha4veHa M.C. KaraH Kak
«MeXaHU3M TBOPYECKOIro CO3MaHUs»,
KO.M. JlToTMaHOM — «reHepaTop CMbicna,
A.H. JTeoHTbEBbLIM — «CNOCO6 1 ycoBue
CMbICNOCTpoUTENBCTBar. PUNOCOPCKUE
nonoxeHus M.M. baxtnHa, M. by6epa,
M.C. KaraHa, cBA3yoLmnx GyHKLMIO
ncnonHutTens ¢ GyHKumMen ocoboro cMmbicna
TBOPYECKOW AesATENbHOCTHU B NpoLecce
NOCTUXKEHUS COEPHKAHUA MY3bIKU
KOMMO3MTopa, NO3BOJISET 3aK/04YUTb: Ha
co3aHue COBCTBEHHOIO My3blKaslbHO —
MCMNONHUTENBbCKOIo 3ambicna TpebyeTca
BHECEHMe onpeeneHHbIX KOPPEKTUB.

APTUCTUYHbBIX UCNOSIHUTEND —
MY3bIKaHT, KaK 1 Nto6as Xy1oXeCTBEHHO
— ofapeHHas TMYHOCTb, OTINYaETCS
6oratblM BOOOPaXKEHUEM, HEUCTOLLMMOW
Ha BbIAYMKHW TBOPYECKON daHTa3nen, rae
YTOHYEHHbIE peaKLMN NepeMErKaloTes
CO CTUXMMHBLIMU OyLIEBHBLIMW NOPbIBAMU,
a TWwaTtenbHO NPoAyMaHHbIE NPUEMbI
HEOXXNJaHHO CMEHSIOTCH BbloLlencs
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4yepes Kpan aHepruen nmnposusaumu. O
3Ha4YMMOCTMN TBOPYECKOIO BOOBParKeHUs
B pa3BUTUKN apPTUCTUHECKUX CTOCOBHOCTEN
B NOArOTOBKE My3blKaHTa — UCMOJIHUTENS
nuwet J1.A. bBapeH60inM, cumTas, YTo «eC/in
BOOGparKeHue XyqoXKHWKa OTn4yaeTcs
ACHOCTbIO U PenbedHOCTbIO, OHO
CNOCOBHO CTaTb «MaHKOM», BO36yauUTENEM
TBOPYECKOW CTPaCTHOCTM». ABTOP
3aMeyaer, YTo «pefibedHO NpeacTaBUTb
cebe Xy0XKeCTBEHHbIN 06pa3 HeEOBX0AMMO
He TONbKO AJ151 UCNONHUTENEN, aKTEPOB
MW My3blKAHTOB — Meaaroros, HO M AN
nucatesien, KOMNO3UTOPOB, KUBOMUCLEB,
CKyNnbnTOpOB. BoOGpaXKeHne UCMoNHUTENS
— My3blKaHTa cieyeTt paccMmaTpmBaTb He
TONbKO KaK CNMOCOOHOCTL MTMOKO coYeTaTb
N KOMBUMHUPOBAaTb Xy4OXECTBEHHbIM
Martepuarn, Ho U y4acTue B OLIEHKe
pa3HO06pa3HbIX CUTyaLIMIK, NOUCKE
OMNTUMaJIbHbIX PELIEHWUM NOCTaBIEHHbIX
3ajad [1, ¢.120].

AuckKyccuna

leHepanbHasa TemMa, MMelolLlad ocoboe
MecTo B paboTtax H.A. bepasieBa —
TBOPYECTBO YeN0BEKA, KaK €AUHCTBEHHO
OCMbICNEHHbIN Croco6 CylLLLECTBOBAHMUS.
B Hel cTaBUTCA HENPEMEHHOE
ycnoBue ans Tsopyectsa — cBo604a,
NoOHUMaeMon Nnoj TBOPYECTBOM He
CO3/JaHne KyNbTyPHbIX MPOAYKTOB,
a rnojlbeM BCEro 4e0BEYECKOro
cyuiectBa. B yactHocth, H.A. bepases
KOMMEHTUpPYET: «TBOPYECTBO — 3TO NPOPLIB
B 6€CKOHEYHOCTb», «f1 COBCEM HE CTaBuI
Bornpoca 06 onpaBaaHuu TBOpYECTBa.
TonbKO TBOPYECTBO OMNpaBAbIBAET CaMO
CylLLLeCTBOBaHMWE YenoBeKa, N TONbKO
«AaB» Y4EHWKY TBOPYECTBO KakK cnoco6
CylLLeCTBOBaHUs, nNejaror onpasibiBaeT
ceb64. MMEHHO CMbIC/T UCKYCCTBa Y4€EHbIN
BUIWT B «yNpexaeHun npeobpa3oBaHus
Mupa», NogYepPKNBas Takne Hepasaennumole
NOHATUSA, KaK cBO6O/a U TBOPYECTBO,
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n60 cB0OOJa POXKAAET TBOPHECTBO,
B TBOPYECTBO, B CBOIO 04epeb, AaeT
cBo6oAay MYHOCTH [3].

BaKHO He yTepsTb CNOCOBHOCTH
HernocpeacTBEHHO pearnpoBaTb Ha
OKpYXKaloLwyto AENCTBUTENBbHOCTb, YMEHUI
3ameyaTb, HaKanauBaTth BreYat/ieHus
[Ns1 CBOEro UCKycCTBa: 6blTb OTKPbLITbIM
HOBOMY, MHTepecHoMy. Co CBOEN CTOPOHbI
E. CBeTnaHoB cBUAETENLCTBYET: «Bbl nopon
W caMM MOMETE He 3HaTb, KakK, Koraa,
KaKuM 06pa3oM Npour30LIn UBMEHEHNSA B
HaleM Xy4oXeCTBEHHOM CO3HaHuW. byaeTe
4YyBCTBOBATb TOJILKO YTO — TO BHYTPW Bac
C/IOBHO 6bl OCBETWU/IOCb HOBbIM CBETOM;
OYATO YTO — TO CKPbIBANOCh, ApemMarsno B
Bac, NoKa fpKoe, CU/IbHOE KU3HEHHOoe
BreYyat/ieHMe He nonano — TO4HO CcTpena
— NPSMO B Uefb. A y6exaeH: My3blKaHTbl,
nonararoume, YT0 MOXKHO pellaTb CBOU
npodeccroHasnbHble NPO6IEMbI NNLLIb
cyry6o npodeccmoHanbHbiMK CpeacTBamm,
rny6oKo 3abnyxaatoTcs. M KaxeTcs MHOM
pa3s, 4To, BCeLeso cocpeaoTaymBasiCb Ha
cBoen paboTe, OTropa*KMBasiCb OT BCEO
«MelllaloLero» u «0TBJ/IEKatoLLLEr0», OHM
WAYT, YTO Ha3blBaeTcH, Mo KpaT4yanLlen.
HesepHo! B UCKyccTBe npsiMas IMHUSA
[JaneKko He Bcerga ectb Kpatyaniuas Mexay
ByMs TO4Kammu» [8].

HeTpyaHo 3amMeTUTb, 4TO B MUpeE
MY3blKa/bHOIO UCMNONHUTENLCTBA
NpMBOAATCS Pa3MyHOro poaa
NO3TUYECKMUE CPABHEHUS, aHaNOrMMu,
accoumnaLmm «no CXOACTBY», a
BOOGpaXeHne XyNoXKHUKa HepeaKo
NoACKa3blBaeT HEYTO BPOAE KUBOMUCHO
— 06pa3HbIX IKBUBANEHTOB MY3bIKM.
McnonHuTenb BAOXHOBASETCS
«MUPOXKaMm», MPOHUKAET B COKPOBEHHbIE
TaHWUKU MPOU3BELEHUI, OTKPbIBAdA MUX
ansa cebst <MMeHHo, My3blKa, - 3aMedaeT
K. KoHAapalluH, - poxaaeT o6pasbl,
WHAMBUAYaNbHbIE ANS KAXKO0ro...

OfHaKo, HeCMOTPS Ha To, YTO HaxXoAuTb
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accounaumn pa3BmnBaloT XyA0XKECTBEHHO
— 06pa3Hoe MbllW/IEHUE — NONE3HO

AN UCNONHUTENA He 3abblBaTb, YTO
«n306peTaTh» YTO — MO0 B paboTe

Haj My3blKasbHbIM NPOU3BEAEHNEM

— 3aHAaTMe 6ecCcMbICNeHHOE, YpeBaTo
HexenartenbHbIMU NOCEACTBUSAMM,

Beas K onpeaeneHHbIM U3epKaM.
MpuaymMaHHOro — He CKPbITb. TONbKO
npodeccnoHasbHbIW ONbIT NOJCKa3biBaeT
cneumasnucTy, 4HTo pPOXKAEeHUE COYMHEHNS
C BCnywnBaHMeM B cebs N03BOSSET
My3blKanbHOMY 06pa3y, ero opopmMeHNIO
Nony4YnTb penbedHOCTb U 3aKOHYEHHOCTb
[7].

Pe3ynbrartbl

Y MHOTIMX MY3bIKAHTOB BHYTPEHHSS
NCMXoNorn4yecKas caMmoHacTponKa Ha
TBOPYECKYIO paboTy, BKItoYas ny6andHoe
BbICTYyMN/IEHWE, CBA3aHa C BHYTPEHHUMU
yCTaHOBKaMMu: cOCpeoTO4EHHOEe
BHMMaHWe, N03BONSIOLLIEE OTBEYLCS OT
HEPBHOIO HaMpPsXXeHus, pa3roBopoB U
O6LLEHMA C OKPYXKaOWWUMU; yeAUHEHUE
B TULLMHE. TaKon 06CTaHOBKK B
[EHb My6/IMYHOro BbICTYMIEHUS
npuaepxueanucoe — @. LananuH,
O.WadpaH, 3. lMnenbc, BceLeno yxoas B
cebs, CTpeMSCh K NOTPEBHOCTU 0OPECTH
NPOCBETNEHHOCTb AiyXa, aTMocdepy ans
TBOpYecTBa. MIHbIMM cCnoBamu, yCTaHOBKa
Ha TBOPYECTBO [10/1I}KHa OblTb TaKOW, YTOObI
NcUXonorn4yecKas camopeanmsauns
UCMNOTHUTENS He NnopoXaana y Hero
4Ype3MepHO BbICOKOW OTBETCTBEHHOCTH
3a KOHeYHblIM pesynbTaT, M60 OHa YpeBarta
Tep3aHWeM, MYKOWN, TPYAHOCTAMMU.

TBopUyecKkoe BOJIHEHUE — Npobema,
MMeloLLEee MECTO Y BCEX UCTIONTHUTENIEN
— MY3bIKaHTOB, TaK KaK BXOX1eHne
B TBOPYECKMUI NPOLLECC COMPSAKEHO C
pa3nnyHbIMU ABNEHUAMU: YCTAHOBNEHNE
AYLWEBHOro paBHOBECHKS, Hann4mne
TEXHUYECKUX MOrpeLLHOCTEN U Ap.

34ech BaXHO He pacTepsaTbcsl, CKopee
MCNPaBUTb AONYLEHHbIE OLWNGKK U
npoaoMmKaTbh UCMONHATL NPOM3BeAEHNE

¢ 60/1blLIMM NOABEMOM U 3HEPIrUen. B

TO e Bpems TBOPYECKMI NPOLLECC B
MY3bIKE MOXET COMPOBOXKAATLCH HE
TONIbKO CUNbHbIM BO30YXKAEHWUEM, HO U
anaTtuen, XpoOHUYECKOM YyCTanocTbio. 3aechb
MHOroe 3aBUCUT OT BOJIEBLIX YCUNTUNA,
NpeoaosieHNs MaCCUMBHOIO HACTPOEHMUS,
KOTOpble NPUXOAST B NpoLiecce padoThl,
M60 «JENCTBME — 3TO KanKaH ans 4yBCcTBa»
(K.C. CTaHUCnaBCKNUI), BHYTPEHHSASA
yCTaHOBKa, CaMOHaCTPOM Ha TBOPYECKYIO
NeATENbHOCTb.

B uenom, BCA KU3HeOeaTeNbHOCTb
yenoBeKa, NOCBATUBLLEND cebs
XYOOXEeCTBEHHOMY TBOPYECTBY —
3TO CMNOLWHANA LIENb HENPEPbLIBHbIX
HanpsXXeHWn, HanoJIHEHHas NOAbEMOM,
cnagoMm, HapacTtaHuem 1 ocnabneHmem
ycunun. MNpeogoneBaTb TPYAHOCTH
CNOCOBEH TOT, KTO YBEPEH B cebe,
npoKnagbiBas NyTb K ycnexy. Ho ang
3TOro He06X0AMMO NOAAEPHKUBATL B
cebe ollyllleHne, YTO UCNOSTHUTENbCKAad
NEeATEeNbHOCTb BMOJIHE MPOXOANT Ha
BbICOKOM YPOBHE MpU NOAAEPHKKE U
NOOLWPEHUM APY3EN, KONNET, POAHbIX
nogen. CoBeplleHHO 04EBUAHO, YTO
WUCMONMHUTENbCKME N TBOPYECKME
NpoLLeCChl ABNSFIOTCS ABUNKYLLEW MPYKUHON
«CLeHapus» Nto60oro BbICTYNNEHUS, Nepes
JIMLLIOM KOTOPOro MOXET OKa3aTbCH
6eCcrnoMOLLHbIM HE TOJIbKO Ha4YMHAIOLLMK
aPTUCT, HO OMbITHbIN UCMONHUTEND.
CnoxHoCTb cuTyaumm ycyrybnsaetcs
TEM, YTO BCE COMHEHUS, pa3aymMbs U
Apyrue nNcmMxonornyecKkme cocTonaHus,
KaK NpaBuo, OTPaXaloTcs He TONbKO Ha
BHELWHOCTU UCMOMHUTENS, HO U Ha BCEM
€ro rnoBeeHNK, 4TO, B CBOIO O4EpPEb,
NpPOBOLMpPYET ONpeaeneHHble, HacTo
HexenaTte/bHble 3MOLMOHaNbHbIE PeaKLnK
CO CTOPOHbI BOCNPUHUMALOLLEN ero
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ayauTopuu.

M Hao60opoT, TWaTebHO B3BELIEHHOE
C/I0BO, NPOoAyMaHHbI€ ¥ecCTbl, yoexaatoLas
JIEKCUKa, MPOHUKHYTas cTpeMieHneM
KaK MOXXHO 60/1ee aKTMBM3MpPOBaTh
BOOGpaXKeHue, «npeBpallatoT» My3blKaHTa
B YMeNO Bnagetowero cobomn UCNOJIHUTENS.
A NOCKOJIbKY 3MOLMOHaNnbHas coepa
JINYHOCTU My3blKaHTa UMEET APKO
BblpaXKeHHY0 TBOPYECKYIO NOAOMNEKY,

TO 3TO B O4EPEHOMN pa3 NoATBEPKAAET

€e MOLHOoe BO3/IENCTBME Ha X0/

€ero co3ujaresibHO — TBOPYECKOMN
[eaTeNbHOCTH, HanpaBfieHHOM Ha
MaKCUMaJibHOE pacKpbITUE CBOENO
XYAOXKECTBEHHOIO NOTEHLMana, Ha

6/1aro Cny»eHus UcKyccTtBy. ICKyccTBO
apTUCTUYECKOIO CaMOBbIpParKeHUs
npeacraBnsieT cobon CNO¥KHbIA TBOPYECKUNA
npouecc HenocpeacTBEHHO B MOMEHT
NCMNOoNHEHNS, TPEBYIOLWMIA OT My3blKaHTa
onpeaeneHHon ogapeHHOCTH, YMEHNS
MOMEHTaJIbHO 0TO3BaTbCs Ha XapaKTep
NCMNONHEHMS, NOAXBATUTb UIE U Pa3BUTb
ee Janblie, YyTKO pearMpoBath Ha
pa3BUTUE UMMNPOBU3ALIMOHHOM TIMHNH,
BOBpPEMS NoAYEePKHYTb aKLUEHTbI, TOMOYb B
NOArOTOBKE JMHAMMWYECKOro HapactaHus
Ky/IbMUHaALWKU U T.A.

B TBOpYECKOM UCMONHUTENBCTBE
TpebyeT cneunanbHOro paccMoTPEHUS
BOMPOC O TBOPYECKOM BOSTHEHUU
MYy3blKaHTa KaK COCTOSIHUS BbICLIEro
nogbema, cBo60/bl AIMOLIMK, peannsaumnm
CBOEro TBOPYECKOro caMmoobnaaaHus.

B wacTtHoCcTH, K. KoHapalumH oTmeyvan:
“...Hago NposiBNATb Ha KOHLUEpPTEe
npasgHUYHOCTb U BAOXHOBEHME, 3BYKOBOM
6anaHc n temnepamMeHT” [7, c. 56]. YMeHune
CcBO6GOAHO ynpaBnsTb COOOM, pacyMTbiBaTb
TOHYaNLLINE ABUKEHUS MbILLLL, POXAatoLLMX
3BYKM, BefleT K TBOpPYECKOM cBOOOE,
NnoabEMY, BAOXHOBMIEHUIO. BaxHO, 4TOGbI
MCMNONHUTENDL “NpounrpoiBan” B yMe BCe
COOTHOLIEHMUS, pas3nmyus, pa3HoCTH,
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yAEPHKUBas BCIO CTapTErno pasBuUTHUs
MY3bIKW. NIEMEHTbI ANaNEeKTUYECKOro
MbILLEHWS 3[0€Chb COCTOSAT B YMEHUMN
yaepaTb OQHOBPEMEHHO pa3/inyHblEe,
MHorga NPOCTO NPOTUBOMONOXKHbIE
cofepartenbHo-06pas3Hble TPAKTOBKM
O/IHOrO M TOrO e TEMaTUYEeCKOro
MaTtepuana. OH JosKeH chopmMynmpoBathb
ansa cebsl, Bblpa3nTb B MOHATUAX
pe3ynbTaTUBHbIN BbIBO, KOTOPbIM
“uemeHTMpyeT” 4yBCTBO GOPMHEI, a
rnaBHoe — “oTbpacbiBaeT” Menkue,
€AMHUYHblEe, CllyYalHble MOMEHTbI
YU3HEHHOI0 U My3blKallbHOTI0 f1oroca,
3acTaB/SEeT COCPEAOTOUNUTLCS Ha OBLLEM,
CYLLECTBEHHOM B UCMOSIHEHWM.
NcrnonHUTENbCKOE NCKYCCTBO
B KazaxcraHe, C 0JHOM CTOPOHHbI
pas3BMBaaoChb Noj BAUSAHUEM
TPaguLIMOHHOTO UCKYCCTBA Ka3axCKoro
W ApYyrux HapodoB, NPOXMBaIOLWMX B
Pecny6nunke nytem obpalleHuns K 1afoBbIM,
rapMOHUYECKUM, PUTMUYECKUM W APYTUM
ocobeHHocTaMm (A. XKybaHos, I }Kyb6aHoBa,
J1. Xamunaun, H. MeHabiranves, b. basixyHoB
W ap.), c Apyron — onupasnsocb Ha 3anagHo-
€BPOMNencKoe 1 PyCCKoe UCMOSTHUTENTbCTBO
(B. AmaHxonos, ¥.AybakupoBa, A.
McaKkoBa u ap.). OcBoeHne TBOpYecTBa
BblAaOLLMXCA KOMNO3UTOPOB XX BEKA
— A.H. CkpsibuHa, C.B. PaxmaHuHOBa,
C.C. NpoKodbeBa 1 Ap. BbIBENO Ha
HOBbIM YPOBEHb NpeAcTaBieHne o
TEXHUYECKMX NPUemMax, Heo6XxXoaMMbIX
NS UICNONHUTENBbCKOW peann3aumnu
MY3blKanbHbIX NPONU3BEAEHNN.
lNprumeyaTenbHa TBOpYECKas
NeaTenbHOCTb NMaHUCcTa, KoMNo3uTopa
u nepgarora H. MeHabiranuena,
NONOXKMBLUEMY Ha4yano co3aaHns B
KaszaxcTtaHe OpUrnHanbHbIX NPOU3BeaeHuN,
rae OH cymesn pacKpbiTb HOBblE
BO3MOHOCTHK CpeACTB My3blKa/lbHON
BbIPa3UTENbHOCTU, TEXHUYECKMX
NPUEMOB, YCNOXKHEHUS MY3blKallbHOTO
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A3blka. B paboTe Hag noamown “JlereHga

o0 gom6pe” H. MeHabirannes 60/bLIOE
3HayeHune npuaaeT TBOPYECKOMY
COy4acTUIO UCMOJIHUTENS B BOCCO3aHNK
NPOM3BEAEHUS, CUMTASA, YTO LITPMXOBAS
TEXHUKa [0/HKHa KaK MOXHO 6o/bliue
NPUOBAMIKATLCH K JOMPOBOMY 3BYYaHUIo [S].

HeCoMHEHHO, C/oXHas
ncmMxopur3nonornyecKkas agnaneKktTuka
MCMNOJTHUTENBCKOIO Nnpouecca
npegnonaraeT MHOrOrpaHHyo
NeaTeNbHOCTb My3blKaHTa, KOTOPbIH
NPUOBUIKAETCA K HYXKHOMY eMy
XY[OXKECTBEHHOMY pe3ysbTaTy, He TONbKO
onupasicb Ha AesiTeNbHOCTb CBOEro
MbICNIUTENIbHOIO annapara, HO U BKIoYaeT
TBOPYECKMIN NpoLLECC B MOCTPOEHUMU
XY[OXKECTBEHHOIo 06pa3a NPoM3BeaeHHs.
My3blKanbHOE UCMONHEHNE KaK ocobas
dopma 6bITUS — B OCHOBE CBOEN CTPOUTCS
Ha 0653aTeIbHOM HalM4YnKn TBOPYECKOIo
npouecca, He3aBMCUMO OT TOrO,

ABJISETCS /I OH CO3[1aHMEM CMbIC/IOB, UX
BOCMPUATUEM UM BOCCO3AaHUEM CMbICIOB
yepes UCMONMHUTENS.

B My3blKasibHOM MCKYCCTBE Mbl
NOCTOSIHHO CTallIKMBaeMcs ¢ 3GPEeKTOM
“nogpactaHusa” Ny6aMKKM 0 TBOPLOB
HOBOTO Xy4OX€eCTBEHHOro NPOCTPaHCTBa,
KOTOPbIN BO3HUKAET UCKIIOYUTENbHO
6narogapst My3blKa/lbHO-UCMOJIHUTE/IbCKON
AEeATENbHOCTU BEIMKUX MacTepoB.
[KynbeTTa — AeBoYKa B UCMOSTHEHWUU
BeNnKon . YnaHoBOM 06paTmnio Ny6anKy
K 6anetHon My3blke C. lNpokodbeBa
, @ MOry4ynit nnaHmam C. Puxtepa — K
dopTennaHHomn. “IcKkoBUTAHKA” H.
Pumckoro — KopcakoBa, npouwealias
He 3aMeYeHHOM LUIMPOKOKW NyBSTIMKON,

B O[IMH MUT, 6narofaps o6pas3y MiBaHa
lpo3Horo, co3gaHHomy P. LLlananuHbIM,
Oblna NPU3HaHa WeaeBpOM ONEPHOro
TBOpYecTBa. O6Len3BeCcTeEH PaKT
Bo3poxaeHus sennkoro N.C. baxa,
6narogaps 3amedate/ibHOMY UCTMOJSTHEHUIO

€ero coymHeHun — “Ctpacten no Matoeto” n
“Meccbl” cu-muHop — P. MeHaenbCOHOM.
leHni . YanKoBCKOro 6bin
0co3HaH EBponon, 6narogaps
MacTepCTBYy UCMONHeHUS [TaTon
cumdoHmn A. Huknwem. Noareepxaas
MbIC/b A. PyBUHLITENHA O TOM, 4YTO
“BocnponsBegeHne — aTo BTOpoe
TBOpeHne”, T.H. pym — [pxummanno
yTBEep¥aaeT: “CyactinBbl KOMMO3UTOPSI,
BCTpeYas Npu XM3HU AOCTONHbIX
MHTEepNpeTaTopoB CBOEN My3blKH,
JOCTUraloLWnx 60/bLIOW JYXOBHOM
6/IM30CTU C aBTOPOM. TaKne apTUCTbI KaK
Obl NPOAOMKAOT TBOPHYECKNI NpoLecc,
Ha4yaTbli KOMNO3UTOPOM, 3aBepluas
€ro Ha nybénn4yHon acTpage. lNoayac oHu
OTKPbIBaAlOT KOMMO3UTOPY ero camoro” [6,
c.6-7].

Pe3synbraThbl

Y MHOIMX My3bIKQHTOB BHYTPEHHSASA
NcMxonornyecKkas caMmoHacTpomnKa Ha
TBOPYECKYIO paboTy, BK/oYasa nyéanyHoe
BbICTYN/IEHWNE, CBA3aHa C BHYTPEHHUMM
yCTaHOBKaMW: cocpejoTO4YEHHOEe
BHMMaHWe, NO3BONSIOLLEE OTBEYLCS OT
HEPBHOIO HarnpseHus, pa3roBopoB 1
06LLEHNS C OKPYXKAIOLWNMK; YyeAUHeHne
B TULLIMHE. TaKon 06CTaHOBKK B
JeHb Ny6/MYHOrO BbICTYMAEHUS
npuaepxmsanuce — @. Lananux,
O.WadpaH, 3. Tnnenbc, BceLeno yxoas B
cebs, CTpeMSACH K NOTPeBHOCTM 06pecTH
NPOCBETNEHHOCTb Ayxa, atMmocdepy ans
TBOpYecTBa. MHbIMK Cl0OBaMU, yCTaHOBKa
Ha TBOPYECTBO [10/IKHa ObITb TAKOM, YTOObI
ncuxonornyeckas camopeanmaaums
MCMNOSIHUTENS HE NOPOoXKAana y Hero
ype3MepHO BbICOKON OTBETCTBEHHOCTH
3a KOHeYHbIW pesynbTaT, M60 OHa YpeBaTta
Tep3aHUeM, MyKOW, TPYAHOCTSMMU.

TBOpYecKoe BOSIHEHUE — npobnema,
UMELOLLLIEE MECTO Y BCEX UCTOJTHUTENEN
— MY3bIKaHTOB, TaK KaK BXOoXaeHne
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B TBOPYECKMUIW NPOLLECC COMPSAXKEHO C
pa3nIMyHbIMU ABNEHUAMUN: YCTAHOBNEHNE
AYLWEBHOro paBHOBECHUS, Hann4mne
TEXHUYECKUX MOrpeLLHOCTEN 1 ap.

34ecb BaXHO He pacTepsTbCs, CKopee
ncnpaBuTb AOMYLEHHbIE OLLUOKU U
NPOAOIKATb UCNONHATL NPOM3BEAEHUE

¢ 60/1blWLIMM NOABEMOM U 3Hepruen. B

TO e BpeMsl TBOPYECKMK npoLiecc B
MY3blKE MOXET COMPOBOXAaTbCH HE
TOSIbKO CUNbHbIM BO3OYXKAEHUEM, HO U
anaTtnen, XpOHUYECKOM YCTanocTblo. 34echb
MHOro€e 3aBUCUT OT BOJIEBbLIX YCUIUN,
NpPeoo/IEHUS NAaCCUBHOIO HACTPOEHUS,
KOTOpble NpMXoasaT B npoLiecce padoThl,
nBo «1enCcTBME — 3TO KalKaH A/s YyBCcTBa»
(K.C. CtaHMCNnaBCKUI), BHYTPEHHSAS
YyCTaHOBKa, CaMOHaCTPOM Ha TBOPYECKYIO
AEeATENbHOCTb.

B uenom, BcS U3HEeNeATeNbHOCTb
yesloBeKa, MOCBATMBLLENO cebs
XYAOXKECTBEHHOMY TBOPYECTBY —

37O CMJIoWHas Lenb HENPEPbIBHbIX
HanpPsHXEeHWN, HanoJIHeHHasa NOAbeEMOM,
cnajoMm, HapacTaHWeM 1 ocnabneHnem
ycunui. NMpeogonesaTtb TPYAHOCTH
CNocobBEH TOT, KTO YBEpPeH B cebe,
npokKnagbiBas nyTb K ycrnexy. Ho ang
3TOro He06Xx0AUMO NOAAEPKNBATL B
cebe OoUlyLLEHNE, YTO UCNONHUTENbCKAs
[esaTeNbHOCTb BMOJIHE NPOXOAUT Ha
BbICOKOM YPOBHE NpU NoaaepKKe U
NooLwpeHUN Apy3en, Konner, poaHbIX
nogen. CoBeplieHHO 04eBUAHO, YTO
UCMNONTHUTENBCKUE U TBOPYECKME
NMPOLECCHI ABNAIOTCA ABUKYLLEN MPYHMUHON
«CLEeHapus» No60oro BbICTyMNeHUs, nepes
JINLOM KOTOPOro MOXKET OKa3aTbCs
6eCcrnoMOLLHbIM HE TOIbKO Ha4YnHaoLLINK
ApPTHUCT, HO OMbITHbIN UCMOJIHUTENb.
CnoKHOCTb CUTyaluu yeyryonsetcs

TEM, YTO BCE COMHEHMUS, pasaymbsl 1
[Ipyrue rncuxonorndyecKkne coCTosiHus,
KaK npaBufo, OTpaxaloTca He TONIbKO Ha
BHELIHOCTU UCMNONIHUTENS, HO U Ha BCEM
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€ro NoBeeHNH, YTO, B CBOIO o4epe/b,
NpoBOUMpPYET ONpeaeneHHble, YacTo
HeXenaTtenbHble 3MOLMOHaNbHbIE peaKLnn
CO CTOPOHbI BOCNPUHUMALOLLEN ero
ayauTopuu.

M Hao6opoT, TaTeNbHO B3BELLIEHHOE
C/I0BO, NPoAyMaHHbIe XeCTbl, yoexaatouas
JIEKCUKA, NPOHUKHYTas CTpeEMSIEHMEM
KaK MOXHO 60Jiee aKTMBU3UPOBaTb
BOOGpaXkeHue, «npeBpallaloT My3blKaHTa
B YMeNIo BnagerLwero co6on UCnonHuTens.
A NOCKOJIbKY 3MOLMOHanbHas coepa
JINYHOCTU My3blKaHTa UMEET SPKO
BblpaeHHY0 TBOPYECKYI NOAO0MNEKY,

TO 3TO B 0MepeaHOoM pa3 NoATBEPKAAET

€e MOLHOe BO3JIENCTBME Ha X0/

€ro cosujartesibHO — TBOPYECKOM
[eaTeNbHOCTH, HanpaBieHHON Ha
MaKCUMasibHO€e pacKpblTUe CBOEro
XY[IOXKECTBEHHOIO NoTEeHLMana, Ha

671aro Cny»eHus UICKyccTBy. MICKyCcCTBO
apTUCTUYECKOro CaMOBbIparKeHUs
npeacTaBnseT cobom CNOXHbIA TBOPYECKUI
npouecc HenocpeacTBEHHO B MOMEHT
NCMNONHEHMUS, TPebyoW M OT My3blKaHTa
onpeaeneHHon ogapeHHOCTHU, YMEHUS
MOMEHTa/IbHO OTO3BAaTbCS HA XapaKTep
UCMNOTHEHUS, NOAXBATUTb UIEK U Pa3BUTb
ee fanblue, YyTKO pearMpoBatb Ha
pa3BUTUE UMMNPOBU3ALIMOHHOM TUHKUM,
BOBPEMS NOAYEPKHYTb aKLUEHTbI, TOMOYb B
NOAroTOBKE IMHAMMYECKOro HapacTaHms
KyIbMUHALMKN U T.A.

B TBOpYECKOM UCNONHUTENLCTBE
TpebyeT cneunanbHOro paccMOTPEHUS
BOMPOC O TBOPYECKOM BOSTHEHUU
My3blKaHTa KaK COCTOSIHMUS BbICLIEMO
nogbemMa, cBo60/ibl 3MOLMA, peann3aLunm
CBOEro TBOPYECKOro caMoobnajaHus.

B yacTtHocTH, K. KoHapalumH otmeyan:
“...Hao NposIBNATb Ha KOHLEpPTE
npasaHUYHOCTb U BAOXHOBEHUE, 3BYKOBOM
6anaHc v TemnepameHT” [7, ¢c. 56]. YMeHune
cBO6GOAHO ynpaBnaTb COB0OM, pacyMTbiBaTb
TOHYaNLLINE ABUKEHUSA MbILLLL, POXAAtOLWMX
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3BYKMW, BeET K TBOPYECKOM cBOBOAE,
noabLeMy, BAOXHOBNIEHUIO. BaXHO, 4TOGbI
NCMNONHUTENDL “NpounrpbiBan” B yMe BCe
COOTHOLIEHUS, Pa3nnyus, pa3HoOCTH,
yaepxuBas BCIO CTapTerunio passBuTng
MY3blKW. ANEeMEHTbI naleKTUHECKOro
MbILUNEHWS 34E€Cb COCTOAT B YMEHWUMU
yaepaTb 0OHOBPEMEHHO pa3/IyHbIE,
MHOrAa NPOCTO NPOTUBOMNOMNOMHbIE
cofepratenbHO-06pa3Hble TPaKTOBKM
OAHOrO M TOrO e TEMaTUYECKOro
MaTtepuana. OH JonKeH chopmMynmpoBaThb
Ans cebsl, BblpadnTb B MOHATUAX
pe3ynbTaTUBHbIN BbIBO/, KOTOPbIM
“uemeHTMpyeT” 4yBCTBO POpPMBI, a
rnaBHoe — “oTépacbliBaeT” MenKkue,
€AMHWYHbIE, ClyYanHble MOMEHTbI
*U3HEHHOI0 U MY3blKaIbHOrO S10roca,
3acTaB/sSeT COCPEAOTOUNTLCS Ha 0bLLEM,
CYLLECTBEHHOM B UCMOIHEHWM.
MCnonHUTENbCKOE UCKYCCTBO
B KasaxcTtaHe, ¢ 04HOM CTOPOHbI
pa3BMBasoCh Noj BAUAHUEM
TPaaULIMOHHOIO MCKYCCTBA Ka3axcKoro
W OPYrux HapoaoB, NPOXKMUBAIOLLNX B
Pecnybnunke nytem obpalleHuns K 1aoBbIM,
rapMOHWYECKUM, PUTMUYECKUM W IPYTrUM
ocobeHHocTam (A. XKybaHos, . }Kyb6aHoBa,
J1. Xamunau, H. MeHabiranues, b. basixyHoB
n ap.), C Apyron — onupasnocb Ha 3anagHo-
€BPONENCKOE N PYCCKOE UCTOJIHUTENIbCTBO
(B. AmaHxxonos, K.Ay6aknpoBa, A.
McakoBa u ap.). OcBoeHUe TBOpYEecTBa
BblJalOLLMXCS KOMNO3UTOPOB XX BeKa
— A.H. CKpsabuHa, C.B. PaxmaH1HOBa,
C.C. lMpoKodbeBa 1 Ap. BbIBENO Ha
HOBbIW YPOBEHb NpeAcTaBieHne 0
TEXHUYECKUMX Npruemax, Heob6XxoanMbIX
[N9 UCMNOSNTHUTENBCKOW peanusaLunm
MY3blKalbHbIX MPOU3BEAEHUN.
MpumedyatenbHa TBOpYECKas
AeATeNbHOCTb MMaHUCTa, KOMNO3UTopa
u neparora H. MeHabiranvena,
NOSIOXKUBLUEMY Ha4yaso cCo3aaHuns B
KasaxcTtaHe OpUrnHanbHbIX NPOU3BeAEeHUN,

rae OH CyMesn pPacKpbITb HOBbIE
BO3MOXHOCTU CPEACTB MY3blKaibHOM
BblIPa3UTENIbHOCTU, TEXHUYECKMUX
NPUEMOB, YCIIOXHEHUA MY3blKalbHOIO
f13blKa. B paboTe Hag noamon “flereHaa
0 afom6pe” H. MeHabirannes 60/bLIoe
3Ha4YeHue npuaaeT TBOPHECKOMY
coy4acTH1IO UCMOJIHUTENS B BOCCO3aHNU
NPOU3BEAEHMUS, CHUTAS, YTO LLITPMUXOBAS
TEXHWKA [0/I}KHa KaK MOXXHO 60Jiblie
NpUGaMKaTLCA K JOMPOBOMY 3By4YaHuio [D].

HecoMHeHHO, cnorkHas
ncmxopumanonornyecKas guaneKkTuka
UCMNOJTHUTENBCKOIO npouecca
npegnonaraeT MHOrorpaHHyto
[eaTeNbHOCTb My3blKaHTa, KOTOPbIN
NPUBINIKAETCS K HYXKHOMY emy
XY[IOXKECTBEHHOMY pe3ysibTaTy, He TOIbKO
onupasicb Ha AesTeNbHOCTb CBOEro
MbICNIMTENIbHOIO annapara, HO U BK/YaeT
TBOPYECKMM MPOLECC B MOCTPOEHUH
XY[IOXKECTBEHHOIo 06pa3a NPon3BeeHUs.
My3bIKallbHOE UCMNONTHEHWE KaK ocobas
dopMma 6bITUS — B OCHOBE CBOEM CTPOUTCH
Ha 065a3aTeNIbHOM HaIM4YnUKU TBOPYECKOIO
npotecca, He3aBUCMMO OT TOTO,

SIBNSETCS I OH CO34aHNEM CMbICN0B, UX
BOCMPUATUEM WU/ BOCCO3aHUEM CMbICNOB
yepes UCMNOoNHUTENS.

B My3blKaslbHOM UCKYCCTBE Mbl
NMOCTOSIHHO CTalIKMBaeMcs ¢ 3GpeKToM
“nopgpactaHuna” Nny6amMku 4o TBOPLOB
HOBOIO Xy4OXECTBEHHOIo NPOCTPaHCTBA,
KOTOPbIM BO3HUKAET UCKIOUYUTENIbHO
6narogaps My3blKa/lbHO-UCMOIHUTENbCKON
NeaTeNnbHOCTU BEIMKMX MacTEPOB.
[KynbeTTa — AeBOYKa B UCMONTHEHMM
Benukown I. YnaHoBown o6patnnio ny6amky
K 6aneTHomn My3blke C. lpokodbeBa
, @ MOry4ymnit nuaHu3m C. Puxtepa — K
dopTennaHHomn. “lckoBUTAHKa” H.
Pumckoro — KopcakoBa, npouwegwas
He 3aMeYeHHOM LLMPOKOKW NYBSIMKON,

B OAMH MU, 6narogaps o6pa3y UBaHa
[po3HOro, co3gaHHomy . LananuHbim,
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Obl/la NPU3HaHa LWeaeBpPOM OMEPHOro
TBOpYecTBa. O6LIen3BECTEH DaKT
BO3poxaeHusa Bennkoro W.C. baxa,
6narogaps 3amevyaTenbHOMY UCMONHEHUIO

€ro coynmHeHun — “Ctpacten no Matdero” u

“Meccbl” cu-MuHop — ®. MeHaenbCoHOM.
FeHnn IN. YHanKoBCKOro Obin
oco3HaH EBponon, 6narogaps
MacTepcTBY UCNOJNTHEHUS [19TOM
cuMPoHMn A. HuKknwwem. Noareepraas
MbIC/b A. PyGUHLLTENHA O TOM, YTO
“BocrnponsBefeHne — 3To BTopoe
TBOpeHune”, T.H. TpyMm — pxumanno
yTBepxaaeT: “CyactinBbl KOMNO3UTOPI,
BCTpeYas Mpu }KU3HWU JOCTOMHbIX
WMHTEPNPETAaTOPOB CBOEN MY3blKH,
JOCTUratoLWmux 601bLIOK AYXOBHON
6/IM30CTU C aBTOPOM. Takme apTUCTbI KaK
Obl NPOAOIKAIOT TBOPYECKMI NpoLecc,
HavyaTbl KOMNO3UTOPOM, 3aBepLuas
€ro Ha nyénuyHom actpage. lNogyac oHu
OTKPbIBAOT KOMMO3UTOPY €ro camoro” [6,
C.6-7].

3axmouyeHue

[na KaXXaoro UCNoaHUTEeNs —
My3blKaHTa He06Xx04UMO OLLYLaTb cebs
TBOPLIOM, CO3AatoMM COBCTBEHHYIO
XY[AOXKeCTBEHHYI0 BceneHHyo. bes
3TOrO OLYLWEHUS OH HUKOoraa He
[IOCTUTHET MOAJIMHHOIO yCrexa B CBOEN
NpodEeCCUOHAIbHON AEATENBHOCTH.
MMeHHO 3ecb TauTCs OTBET Ha
BOMPOC, BO3MOXHO /11, KONUPYH Yeu-
TO “3BE3[AHbIN NOYEPK”, peannsoBaTtb
CBOW TBOPYECKUM NoTeHUMan,
OTKpPbITb A1 ce651 COOCTBEHHbIN
NyTb, YCTPEMUTLCS K JOCTUKEHUIO
TeX BEPLLUWH, KOTOPble OTpaXkatoT
BblpabOTaHHble 3CTETUYECKME Maeabl.
MpaBomepHa Mmbicnb FO.A. Larapennu,
KOTOPbIM COBEPLUEHHO CripaBea/iMBo
3aMeyaer, YTo “ycnellHble” UCMOSTHUTENN
obnagatot 3aMeTHO 6onee pa3BUTbIMU
CNOCOBHOCTAMMU, YEM “HeycnellHble”.
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370 ellle pa3 NOATBEPKAAET, Y4TO
CMNocoBHOCTH, NpeacTaBagouwme 6a3y
ans npodeccmoHasbHO BaXKHbIX Ka4yecTs,
SIBNSOTCH Ba*KHENLLMM YCIOBMEM
npodeccnoHanbHoOM ycnewHoctn” [9,
c.178].

[JWHaMmnKa TBOpYECKOro pocTa
MCMNOSIHUTENS — MY3blKaHTa A0CTaTO4HO
4YeTKO NPoCcnexmMBaeTcs B npoLecce
0CBOEHMWS penepTyapa OT CMYTHOIoO
pacnnbiBY4aTOro “BUaEHUN” ero
MHTEPMNPETUPYEMBIX CMbIC/IOB [0
[OBedeHNS UX 0O OnpeaeneHHoro
XYLOXECTBEHHOIO KOHTeKcTa. lNpun
3TOM OTIMYAETCA NpsSMasi CBA3b MeXAay
MHOOPMALMOHHOTO — MO3HaBaTE/bHbIMU,
TEXHUYECKU — 3KCMPECCUBHBIMMU
CTOPOHaMM U3y4aeMbIx MPON3BeaEHUN
W INYHOCTHbIM OTHOLIEHWEM €50
K TBOpYecTBy (11). Peyb naet 06
3CTETUYECKU — LLEHHOCTHOM OCMbIC/IEHUU
MHOroo6pasuns oKpyatoLen
[AENCTBUTENBHOCTN — BCErO TOrO, 4TO
JOMKHO BbITb PA3BMTO C MOMOLLLIO
ryMaHMCTMYECKOro noaxoga K
MY3blKaJlbHOMY UCMONHUTENLCTBY, rae, B
YaCTHOCTH, cnefyeT BCAYECKM OTXOANTb
OT Y3KO-KOHCEepBaTUBHOIO B3rnsaaa
Ha My3blKY, KaK BCEero nuub “npeamer
3HaHun” [12, ¢.278].

EcTtecTBEHHO, TIMYHOCTHLINM CNOCO6

OTHOWEHNA cneunanncta K Tomy Uin MHoOMy

NPOU3BEAEHMIO, U KaK NOATBEPHKAEHWE
€ro, NOMCK MM COBCTBEHHbIN
NCMONTHUTENbCKOWN KOHLIEMLINK
MHTEPNPETUPYEMbBIX COYNUHEHUN, HE
MOXET 6bITb NEpeaH B OT/IMHME OT
HaKOMJIeHHOro onbiTa. B pesynbrate
poxaaeTcs HoBoe nNpodeccruoHanbHoe
Ka4yecTBO, OT/IMYyaloLLee MHANBUAYANbHO
— TBOPYECKNE OCOOEHHOCTU MY3blKaHTa,
KOTOPOMY HaaNEXMUT BNlaJeThb
MCKYCCTBOM nepeaayn cO6CTBEHHON
TPaKTOBKKW NPON3BEAEHMN, KaK

BaXHOW OLUEHOYHO-KpeTepmnanbHOM
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NpeanocCbI/IKON OCYLLECTBIEHNUS UM
JIMYHOCTHO-3HAYUMbIX LIEHHOCTEN —
MOTMBOB, LENCTBUM, MO3ULIMK. A 3TO
06CTOATENBCTBO, KaK yTBepKaaeT

I.C. batuwes, B UCMONHUTEIbCKOM
TBOPYECTBE BbICTyNaeT 3Ha4YnMom
NPeAnoChbINKOM NpodeccMoHanbLHOro
MacTepcTBa, NOCKOJbKY “BbicLlee
MCKYCCTBO MCMOSTHUTENS KaK pa3 U COCTOUT
B TOM, 4TOObI caenatb NpuUTaratebHbIMU
BbICLUME LLEHHOCTHbIE CMbIC/bl TaK,

4YTOGbl CAMOCTOATENIbHO OTKPbLITb MX KaK
CBOMW COBCTBEHHbIE, 6ECKOMMNPOMMUCCHO
[IOPOXKUTb MU N NPUYYUTb CeBS
0OCTaBaTbCs BEPHbIM UM MPU NHOObLIX
HeB3roaax, TPYAHOCTSAX U UCMbITaHUax” [2,
c.38].

Muywmnm cneumnanmcet — My3blKaHT
CTPEMUTCH K MaKCUManbHOMY
pacLIMPEHMIO CBOEIO UCTMOSIHUTENIbCKOTO
noTeHumMana, rotToBbIV NEPECTYNUTb

Autepartypa:

3a paMKM YCTOSIBLLMXCS CTEPEOTUMOB.
B aTom cMbicne akcmnonorus, Kotopas

B 6yKBanbHOM NepeBoje 03HavyaeT

“HayKa 0 LeHHOCTAX” NPUMEHUTENBHO K
My3blKalbHOMY UCKYCCTBY MOXKET ObITb
0603Ha4vYeHa KaK Teopust opMeHTaLmm
JIMYHOCTU B MUPE MY3blKasbHbIX
LLeHHOCTEN, rae OH, BCTyNas B XMBOE
B3aMMOJENCTBME C U3y4aeMON My3blKOW,
CO3JaeT MHOE XyAOoKeCcTBEHHOE
NMPOCTPaHCTBO. AKCMONOrMYECKUI B3MNIA4
Ha My3blKY NO3BOMSET HE TOJIbKO B MOJIHOM
Mepe 0CO3HaBaTb LUMPOKY UCTOPUYECKYIO
nepcneKTUBy B 06LIMPHOM NaHopame
CTUNIEW M KaHPOB, rAe KaK HUrae aencreyet
3aKOH “B3anMM0O0OPaTUMOCTb NPOLLIOro

W 6yayulero”, HO U NOHATb MPUYUHHbIE
CB$I31 BO BCEX SIBJIEHUSX }XM3HU UCKYCCTBA,
NPOrHO3unpys cnupasnb TMYHOCTHOMO
pasBuTUS.
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P.P. I>xepaumanueBa
T.K. XXypreHoB aTbiHAafbl Ka3aK ¥/ITTblK 6HEP aKaAeMUSIChl,
(Anmarel, KazaKctaH)

MY3bIKAJIbIK KOPKEM-LWbIFAPMALUbIIbIKTAFb] OPbIHAAYLIbIHbIH TOXKIPUBENIK XXETEKLUI
TEHAEHUUANAPDI

AHpaaTna

3epTTeyae opblHAaYLWbIHbIH TEOPUANBIK aHe adicHaManblK Heri3aepi, My3blKalblK 6HEPAiH, Heri3ri
NPUHLUKMATEPI, My3blKablK OpblHAAY TEOPUACHI, LbliFapMaLlblIbIK XXaHe NCUXONOorusnbiK 6inim 6epy
ncuxonoruscel 3epTrengi. MaMaHHbIH WblFapMallbliblK YMTbISbICTapbIHbIH, MOH-MaFblHacblHa €HY, OHbIH,
KepKeMAiK naesnapbiHblH KEH, ayKbIMbIH - WblFapMallbliiblK, OPbIHAAYLWbIbIK XaHe 6acKanapMeH TaHbICy -
©3iHiH KaCibu KacueTTepiHiH, AaMy IeHreMiHiH }aHe My3blKasblK TanaHTTbiH OYKiN KeleHiMeH aHblKTanaTbiH
KEKe Ty/IFaHblH «pyXaHuW-LWblFapMallbliblK 9neyeTiH» cunaTTanibl.
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THE APPLYING OF ICT IN LANGUAGE TEACHING: THE ASPECTS OF MODERN EDUCATIONAL

PARADIGM. THE PROBLEMS AND METHODS OF FLT

Abstract

The article discusses abut the new paradigms of education associated with lifelong education. Today, the

use of ICT in the educational process becomes relevant, since ICT technologies are rapidly developing in the
conditions of informatization of the educational process. Analyzed online learning and use of the Internet in
the educational process includes online technologies and resources like Wiki, Skype, Blog, = Anymeeting,
Webquest, etc. The conclusion summarizes how multimedia technologies in teaching foreign languages
increase students' motivation, promotes the development of oral and written skills, and contributes to the

formation of self-education competencies.

Keywords: lifelong education, new paradigms, Internet, education technologies, resources, education

competencies. NpUTAraTesbHOCTb NOKONEHW.

Introduction

According to the new educational
paradigm, people should acquire
knowledge not for life but during a life, that
means continuing education during the
whole life. We should always develop and
improve our knowledge especially in the
field of our specialty.

| would like to tell about usage of ICT
in teaching process. This theme is actual
because ICT technologies are rapid
developing in the terms of informatisation
of education process. On-line learning

and using of internet in educational
process involve such online technologies
and resources as Wiki, Skype, Blog,
Anymeeting, Webquest, etc. Webquests are
mini -projects in which a large percentage
of the input and material is supplied from
the Internet. Webquests can be teacher-
made or learner-made. Depending on

the learning activity, the teacher decides
on. What makes webquests different

from projects or simulations is the rigid
structure they have evolved over the years,

and it is this structure - and the process of
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implementing webquests in the classroom
- that we will be exploring here.

Chat has enormous potential to link
students around the world in real time. The
use of chat in the classroom, where the
teacher can link up classes and groups in
different locations, as part of collaborative
project work or for one-off chat sessions.

Blogs, wikis and podcasts are all
examples of social software, computer
tools that allow people to connect, to
communicate and to collaborate online.

A blog is essentially a web page with
regular diary or journal entries. The term is
short for web log. A wiki is a collaborative
web space, consisting of a number of
pages that can be edited by any user.

The term comes from the Hawaiian word
for ‘quick’, A podcast is an audio and/

or video file that is ‘broadcast’ via the
Internet and can be downloaded to a
computer or mobile device such as an
MP3 player for listening/viewing. The word
podcast comes from combining iPod and
...broadcast, iPod being the brand name
for the Apple portable MP3 player. The
most common type of blog is kept by one
person, who regularly post comments,
thoughts, analyses, experiences of daily
life, interesting links, jokes or any other
form of content, to a web page. Blogs may
consist of written text only, or they may
include pictures or photos - photoblogs -
or even audio and video. Most blogs will
allow readers to comment on blog entries,
thereby creating an online community

around a common topic, interest or person.

We can thus see why blogs are referred to
as social software, as they set up informal
grassroots links between blogs and
writers/readers of blogs.

First of all, how is a wiki different from
a blog? A blog is essentially an online
journal or diary, usually written by one
person, which is added to regularly. Most

90

blogs allow visitors to add comments,
which are then visible to the blog owner
and to subsequent visitors who can in
turn comment further. A wiki, on the other
hand, is like a public website, or public
web page, started by one person, but
which subsequent visitors can add to,
delete or change as they wish. Instead of
being a static web page or website like

a blog, a wiki is more dynamic, and can
have multiple authors. A wiki is like having
a publicly accessible word processing
document available online, which anyone
can edit.

Although the use of ICT tools such
as blogs, wikis and podcasts can be
very motivating for learners. All of these
tools are easy to set up and use, with no
specialist technical knowledge required.

Related to the area of online and
computer-based assessment, are
electronic portfolios, also called ePortfolios
or digital portfolios. A traditional paper-
based portfolio is a collection of a learner’s
work, and an ePortfolio simply means
that this work is presented in electronic
format, and can thus include various
electronic media such as video, audio,
blogs or websites, as well as documents.
An ePortfolio can showcase a range of the
owner’s skKills, and display achievements
not just from formal learning situations, but
also from extra-curricular activities or work
experience. The portfolio may also include
reflections on the learning experience
itself.

Perhaps the most famous authoring tool
in our field is Hot Potatoes. This is a small
Windows or Mac program that creates
a variety of exercises and can be freely
downloaded for educational purposes
(http://hotpot.uvic.cal).This program will
install on your own computer and allows
you to create web-based exercises of the
following types:
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* multiple choice

e short answer

® jumbled sentence

e crossword

* matching/ordering

e gap-fill

It also allows you to include audio files
in MP3 format and will even allow you to
store your exercises all a central server so
that they can be accessed from anywhere
with an Internet connection. To get started,
install the program and find it in your
program folder. When you first start it up
you will be presented with the following
screen.

CD-ROMs are often cited as being
particularly motivating for learners, as
they use ‘new’ technology, provide a
multi-sensory alternative to paper-based
classroom work, encourage self-study and
autonomous learning, and can expose
learners to authentic language via audio
and video.

“Multimedia can:

e enhance learning in different locations
and institutions of diverse quality;

® present opportunities to students
working at different rates and levels; and

e compensate, in the short term, for
high student populations and limited
numbers of trained and experienced
teachers — in combination with robust
teacher development initiatives and
improvements in teachers’ working
conditions.” [1;19-20]

Multimedia allows to learn a
considerable amount of educational
material in a short time period. Thanks to
interactive communication student actively
interacts with a computer program and
has the ability to manage the process of
learning English.

As for computer training programs, we
can recommend some of them: «Professor
Higgins», «Learn to speak English», «<Euro

Talk» etc.

Also of interest are the program «English
For Communication», «The Grammar Romp,
«English Reading Club», «Sraightforward»
and other multimedia courses on CD and
DVD-discs.

Language databases and multimedia
Internet resources about the culture of the
country of the studied language (thematic
websites, network encyclopedia, virtual
tours of the galleries and museums) can
greatly enrich and expand linguistic and
cultural practices of students.

One of the sites with open access
to resources is Randall’s ESL
CyberListeningLab (www.esl-lab.com),
which contains hundreds of audio
and video files, located on the level
of complexity and a lot of resources
containing vital subjects. Each image is
accompanied by questions in the format
«choose one answer from many» and «fill
the gaps» with automatic counting the
number of correct answers.

There are many sites where students
have access to radio and television
programs, news reports, songs, speeches,
interviews, biographies, advertisements,
movie trailers. Here you can also find
audio books, essays, and poems. Audios
and videos on these sites can be as
short as a few minutes, and long enough,
includes a full record radio or television.
Foreign language teachers can use these
resources to create your own exercises
and activities to test your understanding,
just as they do with other media sources
audio cassettes and CD.

At the primary level it makes sense to
give an exercise, in which students listen
to the task all together and then perform
exercises on a full understanding or
understanding of the basic ideas listened
text format «select one correct answer
« Or « immune response.» For example,
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after listening to the summary of the news
program students can ask a question:
«This is a story about a business area

or the public sector?» Then before the
next listening to the teacher can prepare
children to perceive details and to ask:
«What is the name of the Prime Minister
the country?»

For mid-level students is relevant task
to understand more detailed information.
For this purpose, the teacher can prepare
questions like «yes/no» or «<multiple
choice.» Another task can be paired or
group work for titling an audiotext. For
example, the students listened to a little
snippet of news programs, are given the
task to restore the entire contents of the
program. Working with video, they can
record their text accompanying visuals.

Conclusion

The MOOCs (Massive open online
course sites) and Coursera.org provide
free access to many on-line courses on
different fields. The Khan academy offers
the video resources for teaching purpose.
The on-line learning system Blackboard
has been used in Newcastle university, and
it's available to all students of university
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MPUMEHEHME UKT B OBYYEHUM AA3bIKAM: ACNIEKTbl COBPEMEHHbIX OEPA30BATEJIbHbIX
MAPAQUIM. NPOBJIEMbl U METOAUKA ®NT

AHHOTauMA

B cTtaTbe paccmaTpuBatoTcs HOBble NapagurMbl 06pa3oBaHus, CBA3aHHbIE C HEMPEPbIBHbIM 06pa3oBaHUEM
B TeYeHue BCem N3HWU. CeroaHsa CTaHOBMUTCA aKTyalbHbIM Ucnonb3oBaHue MKT B yue6HOM npouecce,
NOCKONbKY TexHonorum MKT cTpemMutenbHO pa3suBatoTcs B YC10BMUAX MHbOpMaTUM3aLmm o6pa3oBaTenbHOro
npouecca. AHanuM3upyeTcs oHnanH-oby4eHme n ucnonb3oBaHue NHTepHeTa B 06pa3oBaTenbHOM npoLiecce,
BK/IOYaloLLMe OHNanH-TeXHONOrMKn 1 pecypcebl, kak Wiki, Skype, Blog, Anymeeting, Webquest n 1.4. B
3aK/l0YEHUM NPUBOANTCSH, KaK MYNbTUMELNMHbBIE TEXHONOMMU NPK 06Y4EHUU MHOCTPAHHbLIM S3blKaMm
NOBbILLAIOT MOTUBALMIO YHaLLMXCH, CNOCOBCTBYIOT PA3BUTUIO HaBbIKOB YCTHOM M MUCbMEHHON PEYM, a TaKKe
CMoco6CTBYIOT GOPMUPOBAHWE KOMNETEHLMI CaMO06pa30oBaHus.

KnoueBble cnoBa: HenpepbiBHOE 06pa3oBaHue, HoBble Napaaurmel, MHTEPHET, o6pa3oBaTefibHble
TEXHOJSIOMUK, pecypchl, 06pa3oBaTebHble KOMMETEHL MU,

Ucmaunosa L.
Kasak ynTTbiK arpap/blK YHUBEPCUTETI,
Anmartsl, KazaxctaH

TINAEP YAPEHYTE APHAJIFAH UKT TOXKIPUBECI: KA3IPI1 3AMAHFbI GI/1IM BEPY NAPAJUMAJIAP
ACHEKTIIEPL. ®JIT 3AICTEMECI MEH MACENEJIEPI

Anparna

Makanaga emipaiH 6apnblK Ke3eHaepiHae Y3aiKci3 6inim 6epy peTiHaeri XaHa 6inim 6epy napagurMmanapbl
KapacTtblpaabl. byriHri TaHaa UKT oKy ypaiciHae e3ekTi 60nbin Tabbinaabl, euTkeHi KT TexHonormacel 6inim
6epy ypaiciHae aknapaTTbl Kypy npoueciHae 6enceHpi Typae Aambin kenegi. MHTepHeT apKbiibl Buku, Skype,
Bnor, Anymeeting, Webquest »xaHe T1.6. Topi3ai oHNanH-TeXHON0rMsANapbl MEH pecypcTapbiH KAMTUTLIH YAEPICTI
OHNaNH-OKbITY MEH NanganaHbiNybl TangaHaabl. KopbiTblHAbIAA WETeN TiNAepiH ywpeHyae MynbTMMeananbiK
TEXHONorusnap CTyaeHTTepaiH MOTUBaLMANapbiH apTTbipadbl }XoHE a3y MeH cenney KabinettepiH AambITyra,
COHAam-akK, e3iHAIK Ky3bIPETTINIKTEPIH KanbiNTacTblpyblHa MYMKIHAIK 6epegi.
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«ABTOFPA®»

AHHOTauMA

OTpbIBOK «ABTOrpad» U3 KHUru «[lo 6eny cBeTy» M3BECTHOINO POCCUMCKOro perkmuccepa-6aneTMmencrepa
[eoprua AHatonbeBnYa KOBTyHa OTKpbIBaET YUTaTeNsimM nepBsble Wark NnpodpecCuoHanbHOro CTaHOBIEHNS
camoro banetmencrepa ¢ 60nbLoN 6yKBbI. B acca «ABTOrpad» aBTop Kak UCTUHHbIN pexunccep nepeaaet
CYTb XapaKTepa ¥WU3Hu CcTyaeHTa JIEHMHIpaaACKOM KOHCEPBATOPUU, LUIMPOKUM XyLOXKECTBEHHbLIM B3rNS40M
BbIXBaTblBas Hanbosee ApK1e KapTuHbl U BOCMOMUHAHKWS CBOEN MON0A0CTH. O4YeHb TEMIO U € 6O/bLLION
61arofapHOCTbIO aBTOP PUCYET NOPTPETHI BbIJaIOLWLMXCS NeaaroroB JIEHUHIPaACKON KOHCEPBATOPUH,
paboTaBLKX Ha Kadeape «McKyccTBo BaneTmencTepar. ATM NOPTPETHI, KaK «ApyrKECKME WapKbl», nepeaatoT
TENNOTY M rMy6OKOE yBaXKEHWE aBTOPa KHUIM CBOUM MeAaroramM 3a ux npodeccuoHannam, TeprneHune

M NOHWMaHKWe. HanncaHHas B IEFKOM M HENPUHYXKAEHHON GpopMe, C FOMOPOM M OnpeaeneHHon Aonen
CaMOKPWUTUKM raBa 60raTto oTpaxaeT MbIC/IM aBTOpa O CTYAEHYECKOW XN3HN TBOPYECKOTO YeloBEKa B
KOHCepBaToOpUMK 1 CNOCOGCTBYET Nepeaaye onpeaeseHHON OLEHKM NPOLLbIM BneYaTneHnsam 06 y4ebHbIX
3aJaHnaX, KOTopble, B CBOE BPeMS, Ka3anoch, 6bliv HEBbLINOJHUMbIMU. BoraTbii 13bIK aBTOPa AEPKUT
BHMMaHMWe YynMTatens oT NepBoM 40 NOCNeaHEN CTPOYKH.

KnioueBble cnoBa: 6aneTMeincTep, XyaoKHUK, TBOPEL, KapTuHa, AyXOBHAsA U3Hb, LIEIOCTHOCTb,
NpUTAraTeNbHOCTb MNOKOIEHUN.

— TOJIbKO YTO YCMNeLHOo npoLen Mon

6aneT Ha My3blKy A. pagcKkoro «<PomaHc

0 BJIIOGNEHHbIX», — C ellle TpeneLlyLwmm

OT ucnyra cepauem, 6e3 JOKYMEHTOB

W OEeHer, 9 NnpoBanuicsa B NabnpuHT
MHOTO3TaXHbIX NeCTHUL, JIEHNHIpaLCKON
KOHCepBaTopuu. MMeHa CnyXmMBLINX B
3TOM 3aHWK NOBepPrajn MeHs B LULOKOBOE
cocTtosiHne. Kasanocbh cTpallHbiM NPOCTO
NOBEPHYTb 3a YroJfi, He roBOPs O TOM, YTOObI
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Pucynox 1. Kuura-orpbiBok <<ABTE)rpa(b>> U3 KHHIH OTKPbITb ABEPb. HO HOrM HecAn MeHs camu,
«[To Gesty cBeTy» H3BECTHOrO POCCHHCKOTO pexnccepa-
Ganermeiicrepa [A. Kosryna. 3TO OT MEHS KaK Obl HE 3aBUCENO, A OblJ
OnaneHHbIN I0XHbIM COMHLEM, o6peyeH, NoaToMy BCe Bbllle NogHnuMarncs
Bb|6paB|.UV||‘/I|Cﬂ U3 nieHa BypﬂTCI-(OFO Nno nectHuuaMm. I-(ad)e,qpa My3b|KaﬂbHOVl
TeaTpa B 3eHUTe COGCTBEHHOM CllaBbl PEXMUCCYpbl HaXoAMach No4 camon
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KpbllWwen (pUCcyHoK 1).

370 6bLI10 OTAENIbHOE roCcyAapcTBO,
cocTosilee U3 3e1eHoro Kopuaopa-
3aKyTKa, TPeX KlaccoB Mo TUny
CKBOPEYHMKa 1 HeBO/bLLIOMO TeaTpaibHOro
3ana, a cpeau BCero atoro, B HEKOEM
npeabaHHWKe, Haxoaunach Ta 3aBeTHas
[1IBepb, KaK y nanbl Kapno, 3a KOTopou §
MeYTasl HalMTU COKPOBMLLA.

B nnoxo ocBellleHHOM Kopuaope, y
ABEPU, CTOAN, KaK Ha CTparke, YenoBeK
BOCTOYHOIO TUNa C Y3KUMU pacKocbiMu
rnasdamu. MHe nokasanochb, YTo rae-To
PSOOM [I0/I}KHA HaxoAMUTbCs M namna
AnagavHa. Nonckas ee B3rnsaoM, HO He
Hanas, 9 06paTUCs K YyaeCHOMY BUAEHUIO
C BOMPOCOM, rae 34ecb HaxoauTcs
6aneTmencrepckas Kadeapa.

[WHH 3TOT, OLLEHNB TaMepPaHOBCKUM
NpuLLYpPOM cTosLLee nepea HUM
pacTepsiHHOE BOSI0CATOE CYLECTBO, KUBHYN
Ha ABEpPb — MO/, PSAOM.

BoT TaK Mbl NO3HAaKOMMIIUCH C
Baxa6kaHom HuasaBmnyem CanmmobaeBbiM,
KOTOPbIN CKOPO A1 MEHS CTan NPOCTO
Bonopaen. 310T 3aMevaTtenbHbii YeNoBEK
¥Un n pabotan B KUprusuu, a B unax ero
TeKN1a y36eKCKas 1 YKpauHCcKas KpoBb.

OH yxKe 6b11 naypeaTtom Bcecoto3Horo
KOHKypca 6anetmenctepoB B MOCKBe,
UMeN CNOXUBLIMKCA B3MNS Ha UCKYCCTBO.

A 3pecb, B Kopuaope, oH ans nadoca
HemMeans «pacnycTui XBOoCT» U NOrpy3nncs
B PUTOPMKY BOMPOCa O «KypuLe U anLer:
YTO NEPBUYHO — apPTUCT BaneTa nuu
6aneTmenctep?

OH cbinan 3ameyaTe/ibHbIMY UMEHaAMU B
pacyeTte y61UTb MEHS COBCEM, NPEBO3HOCUII
HOBYIO Xopeorpaduio, 3asBnss 0 ee
Heo6Xx0AUMOCTH, HO BAPYT BbIICHUIOCH, YTO
OH — TaKoW e abUTYPUEHT, KaK U .

Ho a xpabpo aeprkancs, }¥enas 6biTb
C HUM B aTOM Becefie Ha YPOBHE, U OYEHDb
NpO3payHO HaMeKan emy, 4To 1 cam He
JIbIKOM LIWT, YTO NMOCTaBUN yKe C AECATOK

6anetos.

becepa aByx neTyxoB oT Teprncuxopbl
npepsBanach WyMHOM npoLeccuen. Mo
Kopuaopy wen cam Mapuyc lNetuna
B CONPOBOXAEHUU CBUTLI. KONEHKH
HENpPUSTHO U NpeaaTeNbCKM MNOAOrHYNCD,
a XOTeNnoch BbITAHYTbCS «BOPPYHT».

MeHs cnac ronoc Mmoero cobeceiH1Ka:
«3apaBcTBYynTE, [eTp AHapeeBuyl». [la,
370 66111 M1.A. TyceB, nereHgapHbIn apTUCT,
neparor, 6aneTMencTep, 3aBeaytoLLni
Kadeapon. 9 3Han, 4To OH BMUAenN
nocTaB/IeHHbIM MHOM HOMEpP Ha My3blKy P.
WeapuHa «JBoe» ans ABYX BOPOHEXKCKUX
BbIMYCKHMKOB. Mo negaror n no6pbiw
aHren — AHactacus HukonaeBHa KokypuHa
nocne NpocMoTpa HoMepa oTo3Banach
060 MHe JOBOJIbHO BOCTOPXEHHO, U IMT.A.
lyceB gan «4o6po» Ha MoK Npues3a B
KoHcepBatopuio.

YyBCTBYS BCEMMU KNETOYKaMM, YTO TaKas
BCTpeYa ¢ ['yceBbIM BPs/ I MOBTOPUTLCSH,
1 ¢ Nnepenyry HanoMHun o cebe. Matp
npurnacun Hac ¢ CanumbaeBbiM B KaBUHET.
Mbl 4TO-TO MAMAMAN O NO6BK K Banery,

0 XKenaHuu yunTbes B KoHcepBatopuu u
NbiTasUCb BO36YANTb OT3bIBYMBbLIE CTPYHbI
nywun MaTpa, 3a8Bn45 0 NpeJaHHOCTH ero
[leny — UCKYCCTBY NOCTAHOBKM TaHLa.

YBaxaemblii MaTp BbicayLlan U,
BMAMMO, CPa3y e NOHA, YTO Y ITUX
[IBYX HEPYCCKMX CTpajanbLeB rno 6anety
BPSO I MOXKET ObITb 6/1aronosy4yHo
C PYCCKOW rpaMMaTuKOM, UCTOPUEN U
NpPoOYUMK NpeamMmeTamm, BbIHECEHHbIMU
Ha BCTYNUTE/IbHblE 3K3aMeHbl. M1 Ham
6b1710 No 28 neT! lNeperoBopmB € KEM-

TO NoO TeniedOoHy, OH Hanucan 3anucky M,
nepefaBas ee HaMm, cKkasal: «3T0 caaguTe
neaarory, KOTopbin 6yaeT NpMHUMaTh y Bac
3K3aMeHbl. Bce, KpomMe cneuunansbHoCTy,
oyaeTte caaBaTtb BABOEM M OTAESIbHO OT
BceX. A IOKYMEHThI NpuBE3€eTe, €CNU
noctynute». OKpbIIEHHbIE MEPEPOCTKH,
e/lBa Bblaa U3 KabuHeTa, B3rNaHyIu
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B 3aMnucKy. Tam 6b1s10: «3TUX ABYX HaQ0
NpUHATL B KOHCepBaTopuio».

KaK UCTUHHbIE CTYAEHTbI, CO3HaBas
OTBETCTBEHHOCTb nepen 6yaywmm, Mol
OTNPaBWIUCb FOTOBUTLCS K 3K3aMeHaM
B pectopaH «CagKko» Ha HeBcKkoMm. B
Te JaBHME BPeEMeHa, UMest COBCEM
Hebo/blUNE AEHBIN B KApMaHe, MOXHO
©bl/10 XOPOLLO y3HaTb APYr Apyra 3a
OYTbIIOYKON Ha MATOM CKaTepTU.

JK3ameHbl caaBanv No BonoanHbIm
wnaprankam. lMegaroru, cosHaBas
OTBETCTBEHHOCTb Nepes UCTopuen,
npoYMTaB rycEBCKMM MEMOPAHAYM U 3a/1aB
TEeMy, CPOYHO C/IMHSAIM MO CBOUM AeNnaMm.
Mbl ycepHO cnucbiBanu COHMHEHNE U pa3
3a pa3om NpoBepsIM OWNBKKN y cocena.

Mo uctopuu a9 3Han 1242 roa ¢
AnekcaHapoM HeBCKUM U, KaxeTcs, TpUcTa
JIET TaTapCKOro ura. 3Toro okasasnochb
[0CTaTO4HO.

MpenogaBaTtento cTpaLiHO 6bI10
OKYHaTbCsl B MOM MO3HaHUs 06
NCTOPUYECKMX COBLITUSAX FyoxKe. Y
CanumbaeBa aena 06CToANN Nydlle —

OH npoyen 60/ibllie MEHS CTPaHWUL, Ha
fAecsAtb. TakuM 06pas3oM, K IK3aMeHaM
no cneunanbHOCTU Mbl MPULLIK, YIKE caaB
rymaHuTapHble AUCUMUMINHGI.

B komunceuun cugenu O. bepr, A.
Makapos, O. BuHorpagos, H. AHaHuc,

T. bysaHoBcKag, J1. lMectoBa. l1. ['yces U
Haw 6yaywmi wed H. BoapymKoB, TONLKO
4TO NepeBefeHHbIN U3 Nepmn B Manbin
OMNEpPHbIV MMaBHbIM 6aNeTMENCTEPOM.
MHe 3T0 uMs roBOpUIO Mano, pabor,
Kpome «[TMKoBOM Aambl», 1 HE BUAEN.
Kymupamu 6b1nm HO. FpuropoBuy (OH
Toraa npenojasan Ha Kadeape), O.
BuHorpapos, . Anekcnase. PaboTbl
NoCTynawLWUX NOMHIO MNJ10X0, TaK KaK 6bl/
B 3K3aMeHaLUNOHHOM KoMe. [1ns cBoero
nokasa s Bbibpan afaxmno 13 baneta
«LlenKyH4MK», KOTOpOEe caM TaHLEeBan C
J1. BywumaHoBo#, n «J1lo60Bb — 370 Thi» C.
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Anamo. 3ToT HoMep TaHLeBan onaTb e ¢ .
bopyeHKo n H. TonybuoBoW.

Korga wno agaxuno ns «LLlenkyHuunkan,
rnasa 60/blUMHCTBA Y1IEHOB KOMUCCHHN
HanoMWHann GUNbAPAHLIE LWapbI,
3acTpsBlune B Ny3ax. [leTepbyprckas
K/lacCUKa B CTEHax NeTepobyprckoun
KoHcepBaTopuu ellle HUKorga He
noaBepranacb TaKOMy U3aeBaTeNbCTBRY,
KOTOpOe YyCTPOW/ el HeEoNepUBLINICH
«loHeL». CoaepaHmemMm Homepa ctana
naes 0 HeCOBMECTUMOCTU U3HU CO
CKa3Kon. ManeHbKas JeBo4Ka, 0OMKeHHas
B3pOC/bIMKU, pa3roBapmBaceT C KyK/ion. B
€€ NOHMMaHMN KyK/la — Xu1Bas, U AeBOoYKa
[loBepsieT el cBoU ropecTtn. Ho npuxoaat
poauTenu, paspyLlatoT CKasKy, U N3 XU3HU
YXOZIUT YTO-TO OYEHb BaXKHOE.

«J11060Bb — 3TO Thl» — OfHa U3 NePBbIX
MOWX NOCTAaHOBOK. MHe HyXeH 6bl/1 3TOT
HOMEpP KaK TaJIcMaH.

Bucesuwuni B 3ane noptpet JlonyxoBa
NPOCTO OTBEPHYJICH M yCTaBUIICS B MOTOJIOK.
YneHbl KOMUCCUM CTPaHHO Nepernaabl*
Banucb. [No nepMmeTpy 3ana B Kape CTosNu
CTYAEHTbI CTaplumx Kypcos — [1. ABabil,

B. Matunbga, 3. CMMpHOB v apyrue, ang
KOTOPbIX NOA0OHbIE UCTbITAHWUS OblNn
yXe B npowsioM. B «npeab6aHHUKe»,
TONMACh FYypbOOMN 1 OXKMAas peLlleHuns,
CTYOEHTbl 0BMEHUBANNUCH MHEHUAMMU,
3HaKoMunuck. Cpeam nocTynaBLLmX
HaxoAnNMCb MHOCTPaHLbI, a

3TO0 3HAYMT, YTO HALLW LLAHCHI
yMeHbllanucb. Mon B3rnsaa npuMBnexkna
[10BONbHO addbeKTHasa 6/IOHANHKAE,
6anepuHa n3 Manoro onepHoro, Kak
OKa3sasnoch, noctynatouias
BTOpOW rod. [lonxeH 3amMeTuTb, 4To O.
JlonyxoB u I1. ['yceB B 310N Npodeccuu
oTAanu NpeanoyYTeHne MyXXdinMHam, a
¥EHLWMWH NPUHMUMaIN B OCHOBHOM TEX,
KTO NblTasics NPO6UTLCH HECKOJIbKO NeT.
Kata lNaBnoBa, TaKk 3Banu 3Ty AEBYLLKY,
60rato olapeHHas }XM3HEHHOW 3HEPIUEN,
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*KEHCKUM KOKETCTBOM, OCO3HaHWEM
CBOEWM NpuUBeKaTeNnbHOCTH, KaK b6bl 6blfia
3anporpammmpoBaHa Ha ycrnex. Hawm
[PYeCKne OTHOLWEHNS AJIMIUCb HECKOJbKO
JIET, MOKa OHa He cTana MacTepoMm, 1 Hallun
NyTW Ha MHOTIO NET Pas3oLLUUCh.

OTKpblBaloTCA ABEPU Kadeapbl,
Ha4YMHaloT 06BABNATL pe3yNbTaThl
3K3aMeHOB. [pnHATLI Ha Kypc: X.
MuxmepnoB (bon—-rapus), Anpusa (Ky6a), b.
Masnoga (Jlennurpan), P. Kapaues (baky),
B. CanumbaeB (PpyH3e) n g (Oaecca). No
paccKasaMm ceKkpeTaps M 3aB. MPaKTUKOM
A. YnbsiHOBCKOWM, 0 KOBTYHE OT3bIBaIUCh
HeNecTHO, HO bosipYMKOB CKa3an: «B HeMm
YTO-TO €CTb, U 1 €ro 6epy» (PUCYHOK 2).

Co6bITre oTMeYanu y AKO6COHOBLIEB.
9 un Ha kBapTupe Bonoan KoctuHa.
Mowu HoBbI€ U CcTapble APY3bs CMeLlannch
B 060l0HOM pagoCcTh TOpXKecTBa
Hallero noctynneHus. Bogka nunacs,
Tena otnagasnu, Ux NnogHUManu,
NMPUCNOHSANU K CTEHKE, BHOBb HaMBasu.
AKOBCOHOBLLbI YMESN MUTb, HO Mbl
¢ CannmbaeBbIM UM HU B YEM HE
yctynanu. MNpaBga, 3a Hamu NbiTancs
YrHaTbCA Hall HOBbIW Apyr, 60/rapuH
XUKMET, HO X couMnannucTuyecKas
CYLHOCTb 6bl/la HaMHOro cnaben Halen
KOMMYHUCTUYECKON AENCTBUTENbHOCTH.
PeWnchbl «TyaneT-cToN» Wn He No
pacnuncaHuio. Cnesbl cHacTbs TYPELKOIo
6o/iIrapvHa Bnaganu B o6LLYI0 PEKY
pafocTu, OCTaB/ISAs CONEHbIN crief Ha
JIOKTOPCKOM Konbace. KnartBa B BEYHOM
ApyxK6e, npurnaweHus Ha ractpoau
elle He CyLeCTBYIOLWMX TPy Ha
YepHOMOpPCKOoe Nobeperbe 3aKOHYUINCH
BCeOOLLEN CBAIKOM NbSAHbIX TanaHToB. Hac
BNepeau xaanu teatpbl, KOMMNO3MTOPbI,
XYAOXHUKK, yCrex, cnaBa U HULLLEHCKOE
cylwecTBoBaHue, HO 3T0 — B ByaylleMm, a
noka...

bosapymkoB — ato Mosibep n Lekcnnp
COBpeMeEHHOoro Teatpa. Hanayrces

JIN KpacKu co3aTth JOCTOMHO ero
NOPTPET, 06pUCOBaTb MHOIOrPaHHbIM
TanaHT, Bblpa3nTb 60ratcTBO OTTEHKOB
JapoBaHua? BoT ero nepshble CoOBa,
CKasaHHble HaM: «<He pan bor, 4To6bI Bbl
Obl/IX MOX0XMK Ha MeHs». Bcd yyeba Ha
nepBbIX Nopax 3aktoyanach B 6ecenax.
3T0 6bLUIN HE NIEKLMHK, a NOrpyKeHne B

PucyHok 2. DTH nopTpeThl, KaK «JIpyKeCKHe MapKbl»,

nepeaaroT TerJioTy u myGOKoe YyBaKeHHe aBTopa KHUIH CBOUM
negaroram.

YANBUTENbHbIW, HECTAHAAPTHbBIM MUP.
[My6uHy nccnegyembix TeM NomMoran
NMOCTUYb FOMOP, OH e MomMoras HaMm He
BMajaTb B NyCTOE YNHOMOUYUTAHbE, HE
pa36uBaTtb N6a nepen aBTOPUTETOM
MacTtepa, a o6uaTbCs C HUM Bpoae
Obl M Ha paBHbIX, HO C HENPEMEHHOWN
N HEBOJIbHOM AUCTaAHLMEN OTPOMHOIO
yBaxeHus. bospumMkoB ang Hac — 1 3eBcC
Ha BeplunHe OnMmna B CBOEM OKPYKEHUH,
W XUTpbin JInc, CTaBUBLLWK Nepes Hamu
3aragKku 1 IOBYLLIKKW GaneTHOM PEXUCCYPbI
W paspellaBlUni UX Ha NPaKTUKE B
NnocTaBfieHHbIX UM 6aneTtax. Ero 6anetsbl
NOMUMO CIOXKeTa, OnpeaenstoLLero
COObITUSA CMEKTAKS, elle coaepxar
0693aTeNbHYI0 «M3IOMUHKY», CBEPX3aaayy,
M B 3TOM — WX IMaBHas LIEHHOCTb.
O6bI4HO HaM cpa3y BUaHa WKaTy/Ka,
HO rnaBHoOe 60raTcTBO COCTaBASET HE
AlMYEK, a ero cogepmmoe. MNMpruoTKpbIB
TaKylo «LIKaTyNKy», Nonajaellb B
daHTacTU4ECKUIK MUP Naen, co3gaHue n
pa3paboTKa KOTOPbIX CBOMCTBEHHbI TONIbKO
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BosipunkoBy. Ero 6anetbl xo4eTcs CMOTPETb
BHOBb W BHOBb, 4TO6bI pa3obpaTtbces,
0CO3HaTb Npoucxoasiiiee, ryoKe NoCTUYb
3aBeTHoe. TaKk Mbl BO3Bpallaemca K
BESIMKMM KHUIaM U, YuTas X 3aHOBO,
HaxXxo4WM TO, YEro He MOHUMasU Npexae.
A ecnu HM4ero 6oble HE HaxoauM, —
3HAYUT Halle pa3BUTME OCTaHOBMNOCh.

Ha4vanacb y4eba Ha npakTuke. banetnl
Haluero Yuutens aBnaauMcb 41s Hac
HarngaHbIM NocobmneM. YYnnuch mMbl, HO
yyuscs n oH. B aTom 1 cenyac Kpoertcd
rMaBHbIN YCMEX U YXNUBHECTOMKOCTb Ero
LWKOSIb.

Cnopbl NOOLWPSNUCD, rMaBHbIM 6bI10
[lOKa3aTb NpaBO Ha XW3Hb TBOEN UAEMN.
A otnunyaTb 3epHa oT nieBes bospynKkos
ymes. OH He rpoMu/ TBOE TBOPEHbLE, ECIN
OHO 6bIN10 1aNEeKOo OT COBEPLLEHCTBA, OH
yMeJ1 HEHaBA34YMBO MNOABECTU K HY}KHOMY
peLleHunto, U, KaK NpaBuio, He NPU3HaTb
€ro NpaBoThl OKa3blBa/lOCb HEBO3MOXHO.

YacTo jaBag 3afaHue, OH roBopun
NPMMEPHO TaK: «[laBante nonpobyem,
noctaBuM 6anet 06LLNMHK CUSTaMU, UK
NOCTPOMM Bapu1aLuio, B OCHOBE KOTOPOWM
Oyner nexartb BCEro O4MH 3/IiEMEHT
KNnaccuyecKoro TaHua, Hanpumep, 6aTtmaH;
WY NOCTaBUM afaXMo, OCHOBAHHOE JINLLb
Ha nepBoMm apabecKke». Mbl npo6oBanu w...
CTPOWIIN.

lMOMHI0, Ha TPETLEM KypcCe Janun HaMm
3ajaHue, CBA3aHHOE C UCMNOoJIb30BaHNeM
My3blkK LLIocTakoBMYa, ero BoOKasbHbIM
LMKIOM Ha cTuxn Mukenanmpxeno. M4artb
«MHAMBUOYYMOB» NbITaUCb BOUTU B 3TOT
LMK KaK B O4HY PEKY, N €CTECTBEHHO,
4TO B peady/braTe TaKoro Hamnopa «peka
BbilWNa U3 6eperos». 3a Obla 3anuT,
3axJIECTHYT CaMbIMU U3bICKaHHbIMHU
xopeorpaduyecknumu onycamu. Kak
«NaBajn» KOMUCCUS UK 3PUTEND —
He CKay, HO Mbl, «TBOPLLbl», B 9TOT pa3
«BbIMAbIN». Ewe 661! KopMynMm Hawwero
«KoBYera» 6b11 H. bosipumKoB!
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O6y3naTb Nepexnectbl, CBOMCTBEHHbIE
MOS10bIM UHANBWUAYANbHOCTAM, U
«fpuyecatb» Ux, BbINPaBUTb Ha OcesKe
€AMHOW KyNbTypbl 1 HE OTCEYb NPU 3TOM
3[00POBbIX POCTKOB, BbIMAAALMX 384aCTYIO
HEeOObIYHO NPU NEPBOM CBOEM MOSBEHUH,
— [1€N0 CEPbE3HOE U OYEHb TPyAHOE. Beab
KaXablM CTyOEeHT caM no cebe — Uenbin
MKUp. HO OIMH «MWP» HOPOBMUT COMNTHU C
OpOUT U KaHYTb B BEYHOCTb, a APYrown,
pacnuMpaemMblit BHYTPEHHUMMU

HanpsXXeHUsIMn, rpo3nT B3opBaTbCH,
TPETUIM 3apacTaeT No4EMY-TO COPHOM
TpaBoMu... Ho YuuTenb, Kak 3eBc
Bceneputenb, AEPHKUT 3TN «MUPbI»,
Tpyasicb HaZ TEM, YTOObI POC/IN OHU
HU3HECTOMKNUMMU, 006PbIMU, UBOOUNBHBLIMU,
HENoBTOPMMbIMU, a BCE NycToe, cepoe,
cllydYalHoe He Halwno 6bl cebe mecTa.

Ho BOT Ha Haluu BecbMa
HecoBepLUEHHbIE roN10Bbl 06PYLLIMACS
NOTOK 3HaHMW. He no6otockb cKasaTb, Mbl
Obl/IX UCMbITATENbHbIM NMOMIOHOM ANS
npenoaaBasLinX Toraa B KoHcepBatopmu
3HaMeHUToCTEN. [NMYGOKMMU MbICITAMU U
SIPKUMU BbICKa3blBaHUAMK BOMOUN HAC
yuTaBLLIMK ucTopuio TeaTpa WU.[. MrUKmaH.
Ero nsanto6neHHoe TpeboBaHue, KOTopoe
Mbl BOCMIPUHMUMANN Kak caguam, — yYTeHue
TEKCTOB Han3ycTb. OCOBEHHO OH NtOOUN
OTPbIBKKU N3 Tomepa. N36exaTb aTon
y4acCTh HEe MO laxKe HapOoHble apTUCTbI
CCCP v penytatbl. MOM OAHOKYPCHUWKM C
penetutopcKoro otaeneHns N. Konnakosa
n H. KypraHkuHa, ¢ B4OXHOBEHbEM,
3anevat/ieHHbIM B rofioce U Ha nuue,
YyuTanu 3HamMeHUTbIN MOHoJor FeKTopa:
«Bce 1 MeH$I TO TPEBOKMUT, HO CThIf
MHe...». Peakuus [MnMKMaHa okasanacb
MrHoBeHHoM: «O rope, rope MmHe, —
Knokotan 6acom Ucaak JaBblaoBu4y, —
Koraa s 6b11 apKaACKUM MPUHLEM».

Kaxpas nekums HaynMHanach ¢ puTyana
co3aaHus nenenbHULbl. MosBnancs
KBaApaTHbIX NUCTOK Bymaru, nanMpocuHa
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«benomop», 1 NPOUCXOAUNI0 HEKOE
TauHcTBO. CTON CTAaHOBWJ/ICS KaK Obl
CLLEHOW TeaTpa, e Kaxkaas Bellb, 6yab TO
KOPOGOK CMUYEK UK nanumpoca, OxKueana
noj pykamu Hallero negarora, cnyxa
BCTYM/IEHUEM K o4YepeiHon Teme. NcToputo
TeaTpa TpeboBanoch 3HaTb, U UMEHHO TaK,
KaK ee yntan MMmmkmaH. MoxHo 6b1/10 CMeno
Nnofib30BaTbCs CTapbIMW KOHCNEKTaMM,
3aMuncaHHbIMUK CTapLIEKYPCHUKaMU, YTO
Mbl U enanu, Korga nponycKanu NeKumto.
Mcaak [daBblgOBUY HUKOra He OTCTynan
OT NporpamMmebl, CO3JaHHON UM XKe, W...
6€e/[IHbIW TOT CTY[IEHT, KTO HE Npo4uTan
KHUTY [MnKmaHa «Monbep». B ayantopuu
Mbl Monbepa He Npoxoaunu, HO Ha
3K3aMeHax CTyAeHTa FOHSA/IM Mo HeK oT
KOPKK 10 KOPKK. BbiBano, 4To 3K3aMeH y
[MnuKmMaHa npoxoaun Tak: Aabbl CMArYUTb
rHeB Benukoro, CTyaeHTbl CKNajbliBalnuCh
M NOKynanu 6yTbINOYKY KOHbSIKa, KOTOPYO
W NnpenogHocunun eMy nepeja Havanom.
TYT NPOUCXOAMN0 NPUMEPHO creaytollee:
CHMMAaNMCb HapyyHbl€ Yacbl, NOMELANNUChb
nepen cobomn, coopyranacb U3 bymaru,
KaK M3 HeEBObITUA, KOPOBOYKa, Kyaa

«fenen n3BonAT COPOCUTL», OTKPbIBanach
OyTblNKa, HaMBanacbh pPIOMKa, LLapCKUM
}ecToM npuryénmMBanach 1 ctaBunachb

Ha CTON, Apa3Hsi Hac LLBETOM M apomMaTom
(KOHBSIK-TO MOKyNanu oT6GOPHbLIN), U
pa3aaBancs 3aBWaHbINM 6ac, KAKOW He

BO BCSAKOM TeaTpe ycnbllunilb: «bacTal
YBaxaemble Konneru! Mpuctynum!»,

M npuctynanun. bunetos no nctopuu
TeaTpa He cywecTBoBaso. JaBanuco

ana npodopMbl ABa Borpoca no
KaKon-HMbyab TeMe, a BCnea 3a 3TuMm
NPOUCXOANSI0 NOAJIMHHOE «M3BUEHUE
MnageHueB». «Konnery» CoBepLEeHHO He
no KonnernanbHOMY Nyrnuin KaBep3HbIMK
BOMpocaMun No maTtepuany BCero roga
06y4eHUs, npeanaranucb napanienu

C npeablaywnuMm rogamm obydyeHus.
M3MoYaneHHbIN, HO CHaCTIMBbIW BbINON3an

GaneTMencTep UK Pexmnccep, XxpaHs B
CBOMX 3aCTbIBLUUX YEPTax U OTPELUEHHbIX
IBMXKEHUNAX cneibl MoNy4eHHOro HoKayTa,
a cneaylLmMn HemeaIeHHO BCXOAMN Ha
lonrody. He 3HaTb y npodeccopa 6bi10
Henb3s, HO U He caaTb — Toxe. A XpaHto
6GnaroapHoOCTb K HEMY 3a ero HayKy. OH
3a0XuN KPenKMe OCHOBbLI Ha BCHO KM3Hb.
Cnyyanochb He pa3 B pa3HbIX ropojax,

Npu pasHbIX TPyNnax, 4To peneTuumns

He Kneunacb, Toraa Bbipydan fromep,
KOTOPOro 1 YMTan HaM3yCTb, cnacas cebs
OT NpoBana, BbIUrpbiBas Bpems, 4Tobbl
OCMbIC/IUTb CUTYaLINIO, OTB/IEKAs apTUCTOB
OT cBOEN 6eCNOMOLLHOCTU B aHHYI0
MWHYTY. A 6narogapeH emy 3a cBo6oaHoe
nepemMeLleHne MOUX MbICNEN BHYTPU
TeaTpasibHbIX 3MOX U MEIY HUMW, 3a Te
YKa3aHHble UM TPOMKHK, MO KOTOPbLIM 51 418
cebsl cTpoua AOpPoru.

Ho He Bce B MOMX OTHOLLEHHUSIX C
to6UMbIM npodeccopoM 6b110 rmagrko. H.P.
MapumaHoBa, 6yay4n XyqoxeCcTBEHHbIM
pyKkoBoautenem Tpynnsl KoHcepBaTopuu,
Ha TPETbEM Kypce Npeanoxuna MHe
noctaBuTb 6anet buse «ApnesnaHka» no
MOTMBam npousseneHns oas Ha nMbpeTTo
MuKkMaHa. benn yyecTb, 4To TaKas
BO3MOXHOCTb NpeaocTaBasiach TO/bKO
BbINYCKHWKAM, 5, KOHEYHO, C PaAOCTbtO
cornacuncs. lekopauun K 6anety 6bl/n
YXe roToBbl. XyAOXHWKOM CNEKTaKNs
HaszHa4yunu T.I. BpyHw.

370 3amMevaTeNbHbIN MacTep,
UCK/IIOYUTENBHO TaNaHTINBbIN YENOBEK,

C KOTOpbIM paboTaTtb PsSA0OM 6bINo U
OTBETCTBEHHO U NO4YeTHO. epBas mMos
BCTpEeYa C Hen cocTosinachk ¢ nonaroaa
Ha3af, Mbl cienann HeECKOIbKO HOMEePOB
BO [lBOpLLE NMOHEPOB A1 aHcamb/is NecHu
W NASckK um. W. [lyHaeBCKoro.

A 6b11 MOS0, NOMOH HaAeXdbl U C
pBEHWEM OKYHyncs B paboTy. [epBbiMm,
YTO NpUracuio Moe pBeHue, ctasno,

KaK HW CTPaHHO, NTMBPETTO MOEro
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MHOroyBakaemoro Mcaaka [laBbigoBuya.

Ero noHMmMaHue cloxeTa oTInyanochb
oT moero. [pocuTb ero o nepegenke
NIMBPETTO U peyn 6biTb He MorTio. Ero
aBTOPUTET ABNANICH HEOCMOPUMbIM.

K ToMy e KaK pa3 B 3T0 BpeMs B
bonblom TeaTpe cocTosachb Npembepa
6aneta LLoctakoBmYa «30/10TOM BEK*,
nocTtaBfieHHOro [puropoBnYem No
NIMBPETTO MOEro neaarora.

PaboTtas Hap «Apne3naHKon»,
U3MEHUN CIOXETHYIO IMHMIO, NPUBAN3UB
€e K nnuTepatypHOMYy NePBOUCTOUYHUKY
[ons. TatbsiHa [eoprueBHa bpyHu cTana
Ha MO CTOPOHY W AoNMncana HeKoTopble
JeKopaunn. MuUKkMaH, 3Has, 4To BeaeTcs
3Ta paboTa, Obl/1 CHACTAMB U Ha JIEKLNAX
yaensin 60nbLI0e BHUMaHUe Bonpocam,
CBSAA3aHHbIM C «Apne3naHKkon*. MHe
Kasalocb, YTO CBOEN MOCTaHOBKOM 4
cmory y6eauTb ero B CBOEN NpaBoTe.

Naes 6aneta npocTa: Nontobus, repon
OTPEKAETCS U OT CBOEN PENUTUU, U

OT CBOEro oTua v nornbaet. My3biKa
«ApnesnaHkn* HomMepHas, 1 3T0 NO3BONUNO
MHe MeXay OTae/bHbIMU YacTAMU BCTaBUTb
Aenctere 6e3 My3blKW. ITOT 6aneT, Kak U
60/1bLLUMHCTBO NocneayoLwmx MOUX Onycos,
6bl/1 OBOJIbHO TPYAEH AN UCMOTHUTENEN.
Pa6oTa 6bina npogenaHa orpoMHas. Ho,
YBbl, CNEKTaK/Ib Nocsie Nnokasa cHAnu. Ha
cllaye NpucyTCcTBOBAaN XyACOBET ropoaa, Tak
nonarasnocb B 70 BpeMs. 3aK/lo4ynTesibHoe
AENCTBUE MPOUCXOANNO0 B KabUHeTe
pekTopa KoHcepBaTopuu B. HepHylleHKo.

MNepsbiM BbIcTYNU U.. TNUKkmaH,
3a/laB CBOUM BbICTyN1eHUEM OBLLNIK TOH
06CYXKOEHUS, KOTOPOE CKNaAblBanoChb He
B MO0 NoJb3y. «<KOBTYH CBOEN MPA3HOM
PYKOW pa3pyLuni CO3 ABYX BEIMKUX
nogen — buse v loas», — npoBo3raacun
OH. lpepaHne meHs aHademe noLuso
no BCeEM MNpaBunam. YYeHble My bsl He
CKynsiCcb 6pocanu KaMHW B MOIO CTOPOHY. B.
YepHyLleHKo, Haao oTaaTh eMy [0JIKHOE,
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nbiTancs CMArYMTb rHeB 6GOPLIOB 3a
YUCTOTY UCKYCCTBA, FOBOPS, YTO CyAST OHU,
COBCTBEHHO, CTyIEHTA, @ HE 3aKOHYEHHOro
MacTepa, N03ToMy 34eCb BaXKHO
CHUCXOXaeHMe. Ho 3TO BbICTyMNNIEHNE
TONbKO pa33aaopuio xyacoBeT. Ha moto
CTOPOHY BCTana 6naropoaHenwas TaTbsiHa
leoprnesHa bpyHu. Takoe aBuKeHUE
JyLI¥ MOMHUTCA BCIO *M3Hb. P1HaN 3Toro
Jenctsa 6bin TparnyeH. MHe npeaioxnnu
nepecMoTpeTb M nepegenartb 6anet. 3toro

A He Mor ce6e NO3BONMUTbL HE U3 yNpAMCTBa.

MHe noKkasanochb, YTO 3TO NOXOXe Ha
npeaatenbLCcTBO caMoro cebs. Kak Hu
CTpaHHO, MEHS He TOJIbKO He BblrHau n3
KoHcepBaTtopuu, HO NPUHANKU Tyaa U MO
EHy, KaK u eHy b. CanumbaeBa. OHU
NOCTYNMWUIIN Ha OAWH KypC PeneTUTOPCKOro
otaeneHus K IN.A. l'ycesy.

Mos xeHa Haas 6blna UCnonHUTENbHON
M 0O6pPOCOBECTHOM YH4EHULIEN, BCEraa
roToBMfIacb K aK3aMeHaM, Bcerja ciaBana
UX Ha OTIMYHO. Kaxabin n3 negaroros
CTaBW/ MHe ee B NpUMep 1 NPocu B3STb
HaJo0 MHOWM WedcTBO. HO 3TOrO TaK 1 He
CNny4mnocb. A no-npexxHemMy octaBasncs
TPYAHbIM O6GBLEKTOM MPUIOKEHUS CUN ANg
MouX npenoaaBartenen (PucyHok 3).

3ameuvatenbHas Onbra
MaKcumunmnaHoBHa bepr, conuctka
6aneta MapunHCKoOro TeaTtpa, MMaHUCTKa,
OUPpUKep, NpenogaBasna y Hac «NapTUTypy».
Cenyvac g 6narogapeH en 3a ee BenuKoe
TepneHue. Ha moto 6eHyto rosioBy
OHa COTHAMM Cbinasna BCEBO3MOXKHbIE
HEMOCTUXMMbIE C/I0Ba: ay4yenepaH/o,
NpecTo, AMMUHY340, KPELLEHIO 1 npoyee,
n npoyee. OHU NpuBMBaNM MEHS K CTyNy,
AblWwaTb Obl/1I0 HEYEM.

- Hopouka, 4To 3TO ¢ BaMn?

- Y MeH$§ BYepa Obl1 IEHb POKAEHHUS.

- YauBuTeNbHO, MecsL, Ha3ag y Bac
TOXe 6bl/1 AEHD POXKAEHUS.

M panblue wnu pasrosopsbl 0 pyre
U NPOYMX My3blKallbHbIX MaTepuanax,
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Pucynok 3. OueHb TenJio u ¢ 60JbLL0# 61aroapHOCTLIO aBTOP
pHCYeT MOPTPEThl BhIAIOLLUXCS Nearoros JIeHHHrpaiackoi
KoHcepsaTopuu. Kadenpa «HMckycerso 6anermeiicrepa».

M KaK Mos 6efiHas rosioBa BCe 3TO

Bblaepxunsana! Ho npownu rogsbl, 1
COHaTHoe annerpo, ¢dyru, poHAo, BOMNpPocChl
MYy3blKa/lbHOM GOPMbl — BCE 3TO HE MPOCTO
NPUrogMnochb B NOCTaHOBOYHOM paborTe:
OKa3anochb, 4TO xopeorpaduryeckme ¢opmbl
CPOAHW MY3bIKallbHbIM.

B roay y Hac 6b1/10 ABa 9K3aMeHa,

W, KaK 3aKOHOMEPHOCTb, MOU OLIEHKHU
ObIIN «2* UK «B», NPOMEKYTOYHbIX MO
CcneLnanbHOCTU S HE MOMHIO.

N.A. TyceB TpeboBan OT Moero negarora
H.H. bosipumMKkoBa He faBaTb MHE CTaBUTb,
TaK KaK 9 K TOMYy BpEMEHM 3axBaTui
MHOTO K/IOYEBbIX 6aneTMENCTEPCKUX
NO3ULINIK: XopeorpaduryecKkoe yunnuuie,
JleHKoHUepT, TBOpYECKUE MacTePCKUE,
BapbeTe, aHcamMbnu TaHLUa U, ECTECTBEHHO,
TeaTtpbl CTpaHbl. Ha ogMH N3 3K3aMeHOB
1 YMYAPUICS NPUTALLUTL BECb TYBUHCKUI
aHcam6/b «CasHbl» B KONUYECTBE
TpMaLaTM—CopOoKa YenoBeK. 3a BClo

ncroputo KoHcepsatopmn nogo6HOro
Ha 6aNeTMENCTEPCKMNX IK3aMeHaxX He
Habnoganocb. Komuccua xoxoTtana Bce
ABajuaTb MUHYT UX BbICTYMNIEHUS.

MN3-3a N0BOYHbIX paboT UHOrAa HE
XBaTtasno BpeMeHU Ha NOCTaHOBKY 3adaHus,
U 51 6pan Kakon-1Mbéo U3 CBOUX HOMEPOB,
Wweawmx Ha npodeccuoHanbHON cueHe, ansg
NoKa3a Ha 3K3aMeHe.

Mowu coToBapuLLM No Kypcy
npuobpetanu paHTacTU4ECKUE NO3HAHMKS.
OHW MOIKN OTANYNUTL APEBHErPEYECKUI
yepernoK OJIHOM 3NOXK OT YepenKa ApYyrow.
Y MeH$ ¢ n306pasnTenbHbIM UCKYCCTBOM
[eno o6¢tosno xyxe. Kak HU ntobun 1
060xKaeMylo BCeEMU CTyAeHTaMu TaTbsHy
BanepuaHoBHY UnbKHY, NpoKNATbIE
yepenku caaBan ev TPU PA3A, ga 1ak v
He cfla, NOoKa XeHa He Hanucana MHe
pedepart. Y UnbMHOW umMenock npo3saHue
— «pEeHyapOBCKas eHLLMHa». 3Has cBoe
CXO/ICTBO C MOA€E/Ibl0 OAHOI0 U3 NOPTPETOB
PeHyapa, oHa JaxKe NPUYECKON JINLLIHNI
pas noayepKkuBana 3To coBnageHue.

Bce B He# 6bI10 KpacuBO, BCe 0TBEYaNo
npenogaBaemMomMmy eto npeameTy. MIcKyccTBo
lpeumnn 1 Puma, CTUNb POMaHTUYECKUH,
rOTUYECKNIN, BAPOKKO, KNacCcuLunam,
POMaHTU3M U faxe KOHCTPYKTUBU3M
NPOHMKAN-TAKN B MOIO FONTIOBYLLKY U
3akpenunucb TaM. MHe nerko pa6otaTb

C XYAOXKHUKaMU, UMes 6arax 3HaHuH,
JaHHbIA 3TUM 3aMeydaTeNibHbIM Neaarorom.
3pmuTaxk, PyCCKMIM My3en Mbl 3HAeM Kak
CBOW [I0M U K 1060 KapTUHE Haxoanm
KpaT4yanllmin NyTb B NaBUPUHTaxX My3es.

He Bcerga nocelas nekumu,

1 BCe cBOOGOAHOE BpeMs oTaaBall
npaKkTM4ecKon pabote. B TevyeHune
MecsLa yMyapsacs CTaBUTb CNEKTaKIu
Ha YeTblpex nnollagKkax oqHOBPEMEHHO:
B JIeHUHIrpaacKomn onepeTTe «AuepuLy»,
B Xopeorpadun4eckom yqmnuue «BevyHo
*uBble» KanHuHblwa, B KoHcepBaTopuu
«bbIK Ha Kpbile» MUno 1 nporpaMmmy

HOMepoB B JIeHKoHLepTe y JTaypu. YTpom
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C BOCbMW — JIEHKOHLEPT, C AecAaTn —
ornepeTTa, ¢ ceMHaaLUaTM — y4yunuuie, ¢
AeBsTHaguaTn — Teatp KoHcepBaTopuu.
MHorga BO3HUKanu c6ou, MEHSINOCH
BpeMS B KaKoN-TMb60 13 ToYEK, Torga g Bce
«Bajln/» Ha KOHCEePBaTOPCKMUE 3IK3aMeEHHI,
JlecKaTb, «y4yeba — npexae Bceror. 4
rosopun K.M. CepreeBy: <M3BUHUTE,
3aBTpa B TaKoe BPeMS HE MOy — Y MEHS
3a4eT». U TyT e B. BopobbeBy B Onepertre:
«3aBTpa aK3aMeH». KpyTunca Kak 6enka
B Konece. LLUno Bpems cTaHOB/IEHUS,
XOTeNI0Cb MHOroe caenaTb, Be3ae YCrneTb.
[Hs He xBaTano, 1 Mbl ¢ CannmbaeBbiM
Ho4blo nogpabaTtbiBany B BapbeTte KaK
apTucTbl 6aneta. [1o Bcemy 0OLLEKNTHIO
KoHcepBatopuu 6eranv gBoe geten — Mo
Jo4vb Manuka 1 ero cbiH JaHbka. X Hago
6bl710 KOPMUTbL. HO BCe paBHO npexae mMbl
rPbI3NU HAYKK, MOTOM YXKE CyxapH.

C nctopuen 6aneta xyao-6eaHo, HO Kak-
TO WJ/0. A BOT C ApamMaTtypruen, KoTopyto
Bena BceMu yBarkaemas Jlioamuna
AHapeeBHa JIMHbKOBa, 06pas3oBancs
Yy MeHS§ cr/iolWwHoMn 3atop. B 10 Bpems
1 COBCEM HE YMEeN BbiparKaTb CBOU
6aneTmMencTepcKkne Mbic/in Ha Bymare.
OnucaTb Kaxabli 06pas, YTo 1 MOYEMY KTO
[lenaeT, KaxAayto KOHGIMKTHYIO CUTyaLmio,
KaKMMU CpefcTBamMu Bblpas3nTe/lbHOCTH
3TO BCE BbISIB/ISETCHA — OCTaBanocChb A1
MEHS$ MPOCTO HENOCWSIbHBIM TPYAOM. 3a
BCe rofibl y4ebbl 1 TaK U He cial HX OfIHOIo
JIMBPETTO. A YCTHO O TOM e MOT TOBOPUTb
MHOIO U, BUAUMO, HEMJIOXO, MOTOMY YTO
He— caadva 6ymarkeK MHe npoujanacs.
JlioamMuna AHApeeBHa KO MHE XOpOLLO
OTHOCWNacb, HaBepHoe, N3-3a Toro, YT0
JIEKUMK No UCTopun GaneTa s nucan B
cTuxax. CnoBo «CTUXM» TYT, pasymeeTcs,
YC/I0BHO, HO rMlaBHbI€ MbIC/IN IEKLWK B
TaKOM KOHCMEKTE BMNOJSIHE OTParKanmcob.

BeuepoMm B 06LLEKUTUN pa3ropanmcb
TBOpYECKMe 6aTainuu no nosoay
n36paHHoOM Nnpodeccunn. BoobparkeHue
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noaorpeBanoch Korga NerknMmu, a Korga
N KPENMKMMM HanMTKamu. bblToBas
KOMHaTa npeBpallianacb B apeHy 6MTBbI
npeactaBuTeNnen pasHbix KPamHOCTEN.
Benukuim TeopeTuk xopeorpadus B.
CanvmbaeB 1Men rno noBoay No6on
CUTyaLmn cBoe MHeHUKe. Kpome ymeHus
XOPOLLO rOTOBUTb KUPIrn3cKue ontoga, oH
elle obnagan ngapom 6€30CTaHOBOYHOM
peyn. Hapo 66110 BUAETb, Kakne
NOAAEPHKKN OHU NpUOYMbIBaNn B

Kopuaope ¢ Jlewen boapakom. CTUXUIMHAS,
HEeBO3MOXHasl, HeYCTOMYMBaA KOMMO3ULNS
Jepxanacb, KaxeTcs, TONIbKO Ha KPernkom
PYCCKOM C/I0BE€, a KOorga OHa paccblnanacsb,
ee cosfartenu Noxoamnn Ha napalloTUCTOB,
NpM3eMamMBLUMXCS 6€3 NapalloToB.

B otnnymne oT Konner-cTyaeHToB, s He
yMen NpuaymbiBaTh ABUKEHUS M MO3bl
3apaHee. Bonas B 3an U Ha4yMHag 4T0-TO
n3obparkaTb nepej 3epKanom, 1 BMeCTO
npuaymblBaeMoro o6pa3sa Buaen CBo
HecypasHylo IoxmaTyto purypy, 1 Bcs oxota
K COYMHUTENLCTBY TYT e nponagana. U no
CUX MOp, ECNIN HE BUIKY Nnepeq cobom KUBbIX
apTUCTOB, MO3I MOW HE CNOCOBEH YTO-
HMOYAb NpuaymMaTtb. APTUCT — 3TO KpacKa
[/ MOEW KapTUHbI, KpacKa C/I0XHas,
MHOIOLBETHas, U eC/in He yaaeTcs
COCTaBWTb U3 3TUX KPACOK KOMMO3ULIMIO,
TYT U poxaaeTcs YyaecHoe, HecpaBHUMOE,
Bcerga HernoBTOPMMOE YyBCTBO, «HTO
CTOMIO }WUTb M paboTaTb CTOUION.

BbaneTHbIN 3an, ocKkan 3epKar...
3arHaHHbIN, B NOTY, BbITACKMBaIOLLINK
3aHO3bl U3 BCEX YacTen Tena,
NPULIMSAKHYTbIN TBOPYECTBOM CBOMUX
Opy3en, — aymar s 0 USHM.

YuyuTbiBas cneumduKy ABUratesibHoro
annapara, B Te JaBHWUE BPEMEHa AUPEKLMS
KoHcepBaTtopuu pacnonoxuna 6aneTHble
3anbl No4 camMomn Kpbllen 3aaHms. C
KpbllLY BUAaTb Aaneko, ToNbKo rae To
OKHO? Henb3s He oxapaKTepu3oBaTb
TBOPYECKNE MaCTEPCKME, }KUNOK AOM
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Bcex obyyaloLmxcs xopeorpaduu,
CTEHbI, MPOMNUTaHHbIE 3anaxoMm noTa H
MHOTIOJIETHEMN Mbl/IbIO NPOLLSIOrO.

bonblwon 3an — ANMHHOKOPUAOPHAs
KWULLIKa C 3epKanamMun 1 nankamu,
MeMOpKHabHON I0OCKOM € N030/104EHHbIMU
nnTepamu, BeMYECTBEHHBIM MOPTPETOM
cosfartens Bcero B xopeorpaduu
Poccuu, n kKadegpsl B Tom 4yncne, — O.B.
JlonyxoBa. [JpeBHWI NON, OLWETUHUBLLMACS
ThiCA4aMM 3aHO3, cparKancs OHbIMU C
oyaylmnmn pedpopmmctamn. besoKoHHoe
NPOCTPAHCTBO NOMIOWAN0 MbIC/U
W gena co3gatenem HoOBOM KU3HMW.
lMonaB ogHa)KAbl B aTy LWKATYJIKY, Thl
3aboneBaellb YeM-TO BpPoae anKkoronamama,
nonajgaellb B HEOOGBACHUMYIO MAHUIO
yyaa, HapKoTUYecKas cTpacTb MPOLLIoro
NornowaeT v AyMbl, U MOMbIC/Ibl, Tbl — B
cBATas CBATbIX 6EPEMEHHOCTHU 3ana.
Jlerkag atMocdepa 3a4nHaHuUd CnycTa NATb
JIET C LWIMKOM M B1EeCKOM BbiMJiIEBbLIBaANa
B XM3Hb bosipyKOBbIX, ANeKcuase,
MawnopoBbix, Enn3apoBbiX, JeMEeHTbLEBbIX U
Apyrux xopeorpados.

B Moe BpeMms CTyeHTbl AHEBANU U
HoYeBaNn B 6aneTHbIX 3anax. Kpenkuin
Yyal, neyeHbe — BOT 1 BCS ea 6poasaymnx
OX/1aMOHOB B pBaHbIX TPSAMNKax,
N3rnbatoLLmnxcs y 3epKana B HEMbICTUMbIX
nosax 1 ABMXXeHusx. M 3an ynoibancs
CBOMM A€TSM, OTAaBasi UM CBOe Tenno,
WMHorga NoATPyHUBas U NofwyynBas Hag ux
TBOPYECTBOM. 3a/1 BUAEN MHOIO: CNE3bl HE
NOCTYNMUBLUUX, BU3I NPUHATLIX, HeJOYMEHUE
MHOCTPaHLUEB, PafoCTb TBOPYECTBA U
ropeyb pazoyvapoBaHus; 3a/ npuHuman
y4acTve B 3aroBopax U MHTPUrax 1 B
BE/IMKOM Marnu 3apoxkaatoLencs nobsu.

B aTom 3asie poanancs Mou Tpu
6aneTta: 9K3aMeHaLMOHHbIN «Be4yHo
*uBble» KalHUHbLIA M CMEKTaKNN ans
TeaTpa — «Apfie3anaHKa» buse u «bblk
Ha Kpbllwe» MUino, a TaKKe MHorne
onycbl MO3roTBopyecTea. HeymeHune

COYUHSATL «Ha cebe» 4OCTaBNAI0 OFPOMHOE
yaoBoJibCTBME. [1bITadCb cTaTh ¢ 6paTbaMM
no pasyMmy Ha OfHY HOry, 9 cTapasncs
n306pa3unTb HEKNE TENOABUKEHMUS.
BeremoT B 300napKke — rapMoHus

psAaoM co MHOW. ECTb npuyyanveas
HeecTeCTBEHHOCTb B PUCOBaHUU Ha

cebe. [IBMKeHMe apabecKa MYK4YUHbI,
MWHUMYM OT }EHCKOr0, BbINYKJIOCTb
rpyaen U3MeHSI0T IMHUIO Tena, «CTallbHble
nanbLbl» OTIMYUTENbHBI OT TOTO, Ha

4yeMm NpoABuralocb U T. ., U T. . Takoro
TBOpPYECTBA €/1Ba XBaTa/lo Ha AeCATb MUHYT,
W, BCe Nocnas, g caM We...

C nepBbIX AHEW Nepnoaa IOHOLECKMX
NMOCTAHOBOK M [JO CETr0 HA MHE HYXeH
«MONbOEPT C Kpackamm». He BaxkHa nx
BbIPa3UTENbHOCTb, arnpobupoBaHHOCTb
CLEHOW, BaXKHO, YTOObl OHW BbIK
nepej rnasamu. M yxke oTtaskmBasicb
OT MaTepuana, pazpabaTtbiBaellb Uaeto
Oyaywero npounsseieHnd. CmMewnsasn
LBeTa, CTUIK, ANOXKU, NUTepPaTypPHbIN
NUCTOYHWUK, MY3bIKY, U3NYECKNE U
TBOPYECKME BO3MOXKHOCTU apTUCTOB,
y4uTbiBas MatepuasbHble 3aTpartbl TeaTpa,
pPaboTy C XYAOXKHUKOM, ANPUKEPOM,
3aBeAyloLIMM NOCTAaHOBOYHbIMU LieXxaMu,
paboynMMu, OCBETUTENSMU, BCEM
OrPOMHbIM MEXaHU3MOM, Ha3blBaeMbIM
«Ero BenunyectBo Teatp», Tbl NbITaelWbCA
3a4atb CneKTaK/b, KaK pebeHKa, 1
AaTb eMy CBeT, AaTb AOPOry B *W3Hb, a
OHa — ON, KaK Henerka! lNycTb Thl y)Ke
nopaboTan BO MHOIMMX TeaTpax, B pa3HbIX
TeaTpalibHbIX }aHpaXx KaK NOCTaHOBLMK,
HO Bcerga ocTaellbCs OJIMH B MO€ BOUH.
Kaxabl apTUCT — MUP, }KUBYLLMI MO
CBOMWM 3aKOHaM, a Tbl BTOpraewbscy B
Hero, cosgaBas, paspylas, MeHss ero
YCTOW. Y aKTepa (aKTPUChI) yLna KeHa
(Ywen My»K), Apyron BCO KU3Hb XXUBET
B OGLLEXUTUAX, OTHaANCH BblOGpaThCs,
HEeKOTOPbIX rAe-TO B «Bepxax» oneKatoT
— Nonpo6yn TPOHb, HEKOTOPLIE BUAAT
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B Tebe TOro, KTo onpaBablBaeT BCe MX
HaJexabl, Y HAX He L0, @ 3HaK BOMpoca,
NX *KWUIUCTblE NEHCUOHHbIE MbILLULLbI
HaTAHYTbl TYrOM TETUBOW, COJIMCTOB MaHAT
3apybexHble racTposnu, a To 1 BoobLle
0Tbe3[ U3 CTPaHbI, MO 3aKOHY COBECTU HET
npaBa yaep:uBaTb X BO UM UCKYCCTBa
— TaKoBa CTpaHa, TaKoBa W3Hb. HeT
yucna BCeMy, 4TO Ha Tebs BbiNajaeT u
4TO YacTo ob6opaynBaeTca NpPoTnB TebH,
HO €CNN Tbl XYAOXHUK, €C/IN KPOBb TBOS
ropsi4a, TO BCe TOJIbKO YTO CKa3aHHOeE Tbl
[OMKEH NPUBECTM K 06LLLEMY 3HAMeEHaTeNto
— CNEKTaK/o! 3pUTENIO HE HYXKHbI, HE
WHTEPECHbI NpobemMbl TeaTpa, 6aneTHON
TPYNMbl, eMy He OOBACHULLb, MOYEMY
BMECTO ABajLLaTh YeNOBEK Ha CLiEHe
[EecsiTb apTUCTOB KopaebarneTa, noYyemy
CHSITbI Na-ge-ae, na-ae-Tpya, novyemy,
OblBaET, NPUHLL YyTb HE paccbinaeTcs Ha
CueHe, a 3aJHUK B CMEeKTaK1e KovyeT
U3 ofHoro 6aneta B Apyron. 3putenb
niaTt1T AEeHbIU, XM3Hb 38 3aHaBECOM
emy 6e3paanmyHa. Komy noseaatb, 4TO
noTpebHOCTb CTaBUTb BYKBaJIbHO yaYLIAET,
MO3IM pacKasblBaloTCs OT CIOXKETOB,
6€e3yMHbIX U1EN, HO TBON BHYTPEHHUI
MUP He BOCTPebOBaH, CBEXUE KPacKu
TBOEW Ma/IUTPbl HE HYXHbI, penepTyapHOn
NOSIMTUKE HET A0 3TOro Aena, U Tol TMOHELIb
B MOMbITKaX YTO-TO U3MeHUTb. UCKycCcTBO
6aneTmencrTepa CUIOMUHYTHO.

Henb3a MbiCcnu 1M HYyBCTBa 3aMnXHYTb
B ALWMK, OT/IOKUTb €ro A0 AydLlmnX
BPEMEH, KaK KlaBUp UIN PYKOMUCH,
WAW HanNUCcaHHY KapTKHY. M CHOBa,
KaK npexae, CTaBuLLb UCTOPUHECKUN
NaMATHUK, HUYErO HE TOBOPSILLMUIA HU YMY,
HUW cepaLly TBOEMY.

A roabl nayt. U Toraa Tl BCTaellb «Ha
KpbINo», IETULLb B NIOObIE Kpas 1 Becu
B NOUCKax paboThbl, paboyen KnU3Hu. A
He60 — 061a4HOE U MpayvHoe, NyTb TBOW
TepsieTcs B YepHOTeE.

Ho neBaTtbcs HEKyaa, U Tbl NETULLb,
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Hanpsrasacb U3 nocneaHux cun, Hagescob,
YTO BCE Xe BbIMAeLlb Ha COMHLE, YTO OHO
03apuT Tebs CBETOM, OapUT TEMNOM,
NMOMOXET B30NTW BCEMY NTyHLLEMY, YTO
3an0XeHo B TebE, U Thl BbICKaXeLlb BCE TO
no6poe 1 3aBETHOE, YTO AaCT TBOEW KU3HU
CMbICH.

O6neanbln, obLlapnaHHbIM KOpUaop
3aBellaH adbuiiamMm paboT BbIMYCKHUKOB,
ABepua B ManeHbKWUn CKBOPEYHMUK,
nMeHyeMblin Kadbeapon. [iea ctona,

AnBaH, HebOobLLOW WKad, ApeBHAS
nuiIyllas MallrHKa, Ntobrumas nabopaHTKa
Anna YnbiHOBCKas, y3Koe NoMelleHue
Kadeapsl.... Ecnv Ha Kadbeape cobupanocb
OKOJ0 MATU YESOBEK, A 0683aTesIbHO
Lennsscs 3a Yyxue nieyu.

CTyaeHTbl, Nnegarorn n NpocTo camMmble
pa3Hoob6pa3sHble nLa cHoBanu Tyaa-ctoaa.
370 6bI/1 MYENUHBIN YSIEN C OTPOMHbBIM
KOMYEeCTBOM MYenoMaTokK. Y Kaxaoun
«MaTKu» 6blN1 CBOW «pO». Bce oHNM MUPHO
COCylLlecTBOBaNu nog oaqHon Kpbliwen. Hu
Mbl, H/ Nefaroru He 6bliv NypuTaHamu 1
MHOrAa B TaKOM KPYry MOIM NOMUTb Yato
C KOHbSIKOM. TaKue MUHYTbI XpaHaTcsa B
namsaTu 0 cux nop. Benukue npodeccopa,
c/ierka pa3MOpEHHbIe YaeM, YXon/n B
BOCMOMMWHaHKA O npoLiom. M3 rny6uH
nX NaMsATU BCNJibiBanu Benmnyaniume
NCTOPUK, BaKM N aHEKOOTbI O TeaTpasibHON
HU3HU NpoLLnbIX NeT. Jllobasa nctopus
3acnyxuBaeT 3anncu, a pacCKa3ynku 6blam
BENUKONENHbIE.

OnucbiBaemble UMK NIOAN BO3HUKaANM
KaK unBble. OcobblM apoM paccKasa
o6naganu PomaH UpuHapxosu4 TuxoMmmpos
n Ucaak JaBblgoBuy MukmaH. Ha none
609 BbIXOAWU TUTaHbI, 3eMJIS ApoXKana
OT UX B3aMMHbIX BbiNagoB, HanageHue
BbI3bIBasO 3aWuTy. Mbl cCMOTpENnu Ha
HUX KaK pUMIsiHE Ha rnagnaTopos.
BbicoKonapHoCTb [MUKMaHa —
«TocnywanTe, MO Nt06e3HbIN Apyr» —
pa3buBanacb 0 cejor, TO4EHbIN MOHONUT
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P. Tuxomunposa. byay4u 3aB. Kadbenpon
pexuncecypbl, PomaH MpuHapxoBu4 NOMHWA
0 Hac, 0 xopeorpadax, 1 40BOJIbHO

4acTo NpuMBNEKan 4N y4acTns B CBOMX
NocTaHOBKax Mo ropogaM CTaHbl. Takue

OyaHW NpeBpaLlanncb B Npa3gHUKN. TanHbl
pyKoBOACTBa TPYNnown mMbl NO3HaBasu

M3 YCT BEJIMKMX MacTEPOB B HalleMm
MaJlIeHbKOM CKBOPEYHUKE.
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I.A. KoBTYyH
Poccus, r. CaHKT-lNeTepbypr
«ABTOIFPA®»

AxpaTna

Benrini Pecennik pexxunccep-6anetmencrep leoprun AHatonbeBnY KOBTYHHbIH «<KonTaH6a» aTThbl KiTabblHaH
«Kapblk ayHuene» («[lo 6eny cBeTy») Aen atanaTtbiH Y3iHAICI OKblpMaHFa WblHalbl 6aneTMencTepaiH anfalKpl
Kocibu KagamaapblH KepceTeai. «KontaH6a» aTTbl 3cceie aBTOP HaFbI3Fbl pexuccep peTiHae JIeHnHrpaa
KOHCEPBaTOPUACHIHbIH, CTYAEHTI PETIHAE KEH api KOPKEM Ke3KapacTa e3iHiH KacTblK WafFblHbIH XapKblH
KYHAEepi MeH ecTenikTepiHeH cunattamanap 6epegi. ABTop JleHUHrpag KoHcepBaTopuscel «<baneTmencrepnik
oHepi» KadeapacblHAa XXYMbIC iCTEreH KepHeKi nefarortapiblH, NOPTPETTEPIH 30P biKblIACMNEH CypTETTENAI.
Byn nopTpeTTep «4OCThIK Wapxaapbl» aBTOp KiTabblHAa 63 ycTaddapblHblH KOFapbl KaciOuiriHe,
WhblAaMablNbIK MEH TYCIHICTIFIHE AereH XKblnblblFbl MEH TEPEH KYPMETIH Bingipeai. }XeHin ge onHakbl, 93i1 3iH
CblHaW OTbIpbIN Xa3blaFaH GopMagarbl KOHCEPBATOPUSALA OKbIN KYPreH WbiFapMallbll CTYAEHTTIH OMnapbIH
CcypeTTensi oHe 63 yaKbITblHAA CTYAEHT YLWiH OpblHAAaYyFa MYMKiIH eMeC KepiHreH oKy TancblpManapblH
GarananTblH cesimaepimeH 6eniceai. ©3iHiH Tin 6annbliFbIMEH aBTOP aNfFallKbl *onaapaaH 6¢Tan cCoHbliHA AeNiH

OKblpMaH Ha3apblH TapTa 6ineai.

Tipek ce3aep: 6aneTmencTtep, cypTelli, })acamnas, 6enHe, pyxaHu emip, TYTacTblK, ypriakTap TapTbiMAbI/bIFbI.
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G.A. Kovtun
Sankt-Petersburg, Russia

"AUTOGRAPH"

Abstract

An excerpt “Autograph” from the book “On the World” by the well-known Russian director-ballet master
Georgy Anatolyevich Kovtun opens to readers the first steps of the professional development of the Ballet
Master himself with a capital letter. In the essay “Autograph”, the author, as a genuine director, conveys the
essence of the character of the life of a student at the Leningrad Conservatory, picking out the most vivid
pictures and memories of his youth with a broad artistic look. Very warmly and with great gratitude, the author
draws portraits of outstanding teachers of the Leningrad Conservatory, who worked at the Department of Art
of Choreographer. These portraits, as "friendly caricatures”, hands the warmth and deep respect of the author
of the book to their teachers for their professionalism, patience and understanding. Written in an easy and
relaxed manner, with humor and a certain amount of self-criticism, the chapter richly reflects the author’s
thoughts on the student’s life of a creative person at the conservatory and contributes to the transfer of a
certain assessment to past impressions about educational tasks, which seemed unrealizable at one time.
The rich language of the author keeps the reader's attention from the first to the last line.

Keywords: choreographer, artist, creator, painting, spiritual life, integrity, attractiveness of generations.
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KOCbIMLLA/
NMPUJIO)KEHUE/
APPENDIX

K.Khalykov

COMMUNICATION OF KAZAKH TRADITIONAL MUSIC WITH THE PHENOMENONS
OF THE GREAT SILK ROAD

R—
§ )%f !

Figure 1. The Map of the Silk Road passing through
Kazakhstan from China to Rome

Figure 2. Edmund Husserl’s ‘Cartesian reflection’s in a
Logical research. The Cartesianian Theatre.

Figure 3,4. The Religions of The World in a Cosmological System. “Tengri” is the master of
Heavenly Peace and Cosmos.
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KAZAKH FOLK INSTRUMENTS

Cristian
Maniheian |
Buddizm

Figure 5. Religions that the spread along the Silk Road: Figure 6. Kazakh Folk Music Instruments: stringed-plucked

Tengrizm, Budhizm, Maniheian, Cristian and Islam. (kobyz, dombra, zhetygen, shang kobyz, adyrna, sherter),
wind (kernei, syrnai, sybyzgy, saz syrnai, yskirik, tastauyk,
. - uran), drams (dabyl,syndauyl, kepshik), ringing (syldyrmak,
The similarities and differences asa tayak, konyrau), noise (zyryldak, sakpan, tai tyiak,
OF INSTRUMENTS shatyrlak).

Stringed - plucked instruments WS
"V\oa‘(l

Figure 8. The Kazakh first instrument — Kobyz invented by Figure 7. Kazakh musical instrument zhetygen.
Korkyt. The similiarities and differences of some stringed-
plucked instruments spread along the Silk Road.
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Karzhaubaeva S.K.
TRADITONAL FORM AND AESTHETICS OF THE KAZAKH THEATER

KAAY M
ZHAYAU MUSA

Figure 2. “Zhayau Musa”, Kazakh poet and composer of
many songswell known among the people.

Figure 3. ‘Sal’ - is an eccentric, “forsyla” of a futuristic sense Figure 5. Turkish Traditional Shadow show ‘Karagoz’.
person. Drawing of the artist Eraly OSPANULY.
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Figure 6. Play-actors called «mashera» in Spain.

Figure 4. ‘Sal's” and ‘Seri's’ were a special decoration
of weddings and folk holidays 2. Drawing by an artist
E.Ospanuly.
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BbarbiTKaHoB B.A.
KA3AK TEATPbIHAAFbI NIACTUKA OHEPIHIH MAHbI3bI

ACTAHA KAJIACBI OKIM/IITT

B "
TIBA
)KAK‘fIL‘i wipre?
llufucmwum

K
Kmuuuvl p

1,2 - cypert. Actana xxacrap teatpbiHbiH Joroturi. "LHbiHreicxan” cniekrakiinin aduiuacel. Pexuccepi KP Enbex cinipren
kaiiparkepi H.)Kakpin6ail. Kasakcranna «Ilnacrtukasbik TeaTp» HerisiH Kasayllibl.

3 - cyper. "biHFbicxan" KOUbLIBIMBL. AcTaHa »acTap TeaTpbl. MOHFOJIIBIH yiibl oMipiiici — LLIbIHFbICXaHHBIH, THIICHIMFA TOJIbI
TaJ1ailyibl TAFIbIPbIH, OMIp MEH 6J1iM, HATICi MeH cabblp, aKHKAT TeH aHbl3 apaChbIHAAFbl ThIICHIM ChIPJIap TypaJlbl ChIp LLIEpTeN.
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4 - cyper. Keiproizeran PecniGiikachl Bitkek kanacbitga 2017 »xbiibl 15 kapatna Acranatbii JKacrap teatpbl "AiTMaTOB KoHe
Teatp" hecruBadinin asiceinaa "LbiHrbicxan" adcaHacbit KopeeTy coTi.

5-cypert. "Acayra Tycay" criekTak/iHeH KepiHic. AcraHa )acrap
TeaTpsl.
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IA. KoBTyH
«ABTOIFPA®»

Pucynok 1. Kuura-otpsiBok « ABrorpad» n3 KHUrd

«[To Gesty cBeTy» H3BECTHOTO POCCHICKOTO perKrccepa- PrCyHOK 2. 9TH IOPTPETBI, KAK <IPY’KECKHe LapkKbl»,
anermeiicrepa [A. KopryHa. TepelatoT TeMJI0Ty 1 NyGoKoe yBaKeHHEe aBTOPA KHUIH CBOUM
nejiaroram.
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