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SOCIO-CULTURAL BASIS OF POLITICS IN A MULTI-CONFESSIONAL SOCIETY

Abstract

The article considers the problem which is extremely important and is caused by increased attention
to the issue of the status of ethno—political processes in the States of Central Asia in the new world order.
Interethnic relations are often a factor determining domestic and international policy. Ethnic confrontation
is one of the most common and intractable types of conflict. Therefore, the development and study of the
mechanism of prevention, regulation and resolution of each individual ethno—territorial interethnic conflict is

of great scientific and practical interest.

Keywords: multi—confessional community, ethno—cultural, ethno-political process, interethnic relations,

ethnic confrontation.

Introduction

After gaining sovereignty in our
multi—ethnic state of the Republic
of Kazakhstan, the most acute issue
was the regulation of relations with
religious associations. Therefore, in
order to achieve multi—confessional
harmony in our country, very important
attention was paid to this problem. In his
Address, the leader of the nation N. A.
Nazarbayev to the people of Kazakhstan
“Strategy “Kazakhstan—2050: a new

political course of the established state”
emphasized the historical milestone in the
development of the Republic. Summing
up the results of the implementation of
the Strategy “Kazakhstan—2030", N. A.
Nazarbayev stated that the main tasks
set in it have been fulfilled. A set of state
development programs has been formed
and implemented, a policy of systemic
industrialization and introduction of
innovative technologies has been taken,
and Kazakhstan’s foreign policy initiatives



to strengthen security and stability in

the region and in the world have been
implemented. Nursultan Nazarbayev
noted that despite the ethnic, cultural and
religious diversity, we have maintained
peace and political stability in the country.
He also used the form “new Kazakhstan
patriotism”, calling it “the basis of
success” of the multinational and multi—
confessional community of the country. At
the same time, he focused on the special
role of religion in Kazakhstan in the XXI
century. And this is not accidental, because
religion has a powerful consolidation,
peace—loving potential, at the same time,
can be used by destructive forces to divide
people and peoples.

In our opinion, the ethno—cultural
component of religious views is very
important. We think that the deep roots
of religion are in the culture of the ethnic
group, the people and the nation.

The problem before us is extremely
important and is caused by increased
attention to the issue of the status of
ethno-political processes in the States
of Central Asia in the new world order.
Interethnic relations are often a factor
determining domestic and international
policy. In the light of modern integration
processes taking place in the region,
stability in interethnic relations has a
direct impact on the economy and political
course of the Central Asian countries, the
prospect of their good—neighborly relations
and the security of the region as a whole.
Timely identification of problem areas
makes it possible to develop preventive
measures and avoid ethnic tension.

Methods

The dialectical method of studying
socio—cultural and spiritual processes in
a multi — confessional society, freed from
one paradigm-class—deterministic, which

did not allow the possibility of contradiction
in interethnic relations under socialism, is
applied. Therefore, emphasis is placed on
pluralistic approaches and comparative
studies.

Discussion

Ethnic confrontation is one of the
most common and intractable types of
conflict. Therefore, the development and
study of the mechanism of prevention,
regulation and resolution of each individual
ethno—territorial interethnic conflict is
of great scientific and practical interest.
New studies of the relationship between
ethnic and geopolitical processes are
extremely important and relevant also
because they can contribute to the
development and approval of optimal
models of the organization of the world
community, ensuring the consideration of
ethnic (national) differences and interests
of each people, which is necessary for
the preservation and strengthening of
international peace and cooperation.

After the civilization break, the new
sovereign States faced the problem
of the lack of sufficient scientific and
methodological basis necessary for the
timely prevention of inter—ethnic tensions,
and the shortage of specialists in this field.
The widespread inter—ethnic conflicts of
the first years of independence, as a rule,
were provoked by the unstable economic
situation and the lack of state policy,
considering this problem as one of the
determining factors in the creation of civil
society and a favorable environment for
the establishment of democratic principles.

Therefore, it can be assumed that the
problem of prevention and resolution
of interethnic and ethno—territorial
conflicts here will remain relevant in the
coming years, and requires attention and
prevention by the state and the pubilic.
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In Soviet science, which was engaged
in comparative and theoretical studies of
Nations and national processes, the state
of interethnic relations was not the subject
of special scientific analysis. This was
due to the dominance of one paradigm
in science — class—deterministic (a
combination of elements of the economic
approach of K. Marx and F. Engels and the
idealistic concepts of O. Bauer), which did
not allow the possibility of contradictions
in international relations under socialism
[1, p. 33]. The analysis of the essence
of modern Nations was dominated by
the ethnic factor. Therefore, the work of
ethnographers, in particular Yu. V. Bromley
on the nation as an ethno—social organism
and the information theory of ethnos N.

N. Cheboksarov and S. A. Arutyunov [2,
p.106] of the early 50s laid the theoretical
approaches to the study of the social
conditionality of the phenomenon of
ethnicity.

In the post—Soviet period, a lot of
attention was paid to the study of ethno
political processes; the main object of the
study was the phenomenon of nationalism.
Under the influence of national movements
in the post—Soviet space, which
contributed to the fall of the totalitarian
regime, foreign and domestic scientists
and politicians have grown interest in
the world experience of assessing ethnic
nationalism and inter—ethnic conflicts.
From the point of view of the objectives
of the study, the most significant is the
concept of O. Dann, according to which the
modern nation is a political model and is
not limited to specific social structures that
are part of it [3, p. 95 ]. The role of the state
principle in the formation of the national
community, which was revealed through
the concept of nationalism, was carefully
studied by E. Gellner. He considers
nationalism as a political principle, the

essence of which is that the political and
national units must coincide [4, p. 54].

At present, post—Soviet science is
largely at the stage of familiarization
with the world literature and is trying to
approach the study of ethno political
processes from new positions. Modern
research based on new methodological
principles and based on extensive
empirical research in the field of ethno
political processes is invaluable. These are,
first of all, the works of L. M. Drobizheva [5,
p. 18], V. A. Tishkov [6, p. 88 ], M. V. Jordan
[7, p. 156], A. G. Zdravomyslov [8, p. 48],
and A.V. Glukhova [9, p. 63 ].

Result

The experience of interethnic interaction
in the newly formed sovereign States of the
Central Asian region was the reason for the
increased attention to this phenomenon
of their scientific elite. To fully disclose
this problem, it is necessary to conduct
a comprehensive analysis of the state of
ethno political processes in the Central
Asian region. In turn, it is necessary to
solve a number of research problems,
among which should be highlighted:

— comprehension of the phenomenon
of ethnic communities, their evolution
based on the study of the basic concepts
of Nations and national relations;

— consideration of methodology for
forecasting interethnic conflicts;

— analysis of objective domestic causes
of interethnic tensions and conflicts in
Central Asian States;

— study of the specifics of regional
ethno—nationalism, the main reasons for
its growth;

— identification of a system of
preventive measures to neutralize the
causes of ethnic tension in the Central
Asian States.

The analysis is based on historical,



logical and political approaches to the
problem of ethno—political processes in
the Central Asian region at the present
stage, the ways of their course and the
conditions affecting them. The application
of an interdisciplinary approach in this field
of research allowed us to offer our vision
of this phenomenon. The methodology of
forecasting interethnic conflicts makes
possible an attempt to develop a system
of preventive measures to neutralize the
causes of interethnic tension. A thorough
study of the features of ethno—political
processes in Central Asia, the positive and
negative consequences of democratization
and sovereignization of the post—Soviet
States, the search for acceptable
preventive mechanisms, taking into
account not only international experience,
but also the mentality of the peoples of the
region.

First, it is necessary to consider the
concepts of “ethnicity”. Although the term
“ethnos” has been used in the scientific
literature for a long time, scientific
understanding of it as a special concept
to designate a special community of
people occurred only in recent decades,
but to date there has been no generally
accepted definition of the essence and
structure of the ethnos. Let us consider
several approaches to the understanding
of ethnicity, which, in our opinion, are
of the greatest interest — primordialist,
instrumentalist and constructivist.

Representatives of primordialism
American biochemist Pierre van den Berg
and Russian scientist, defending the socio
biological understanding of ethnicity, L. N.
Gumilev consider ethnos and ethnicity to
be real phenomena that have an objective
basis in nature or in society. In General,
within the framework of primordialism,
ethnos is considered as a General concept,
a scientific term that is designed to

10

characterize the communities of people
who appear in history and real life in their
specific historical forms. The formation of
ethnic groups is a long historical process,
in which a whole group of factors plays

a decisive role. Among these, the most
important are the natural prerequisites
of a common language and a common
territory. Ethnic groups are seen as based
on cultural unity, as ontologically real. This
understanding of ethnicity was widespread
in the West in the 60s of the XX century in
the context of modernization theory.

In the mid—70s of the XX century,
another interpretation of ethnicity —
instrumentalist, according to whom it
considered as a tool used by political
leaders to achieve their interests, became
widespread in Western Ethnology. Such
an understanding of ethnicity, typical for
political studies of interethnic relations,
has developed in the framework of political
science, sociology of power and political
anthropology. In this sense, ethnicity is
understood as an ideology created by the
political elite to mobilize the masses in the
struggle for power.

The creators of the instrumentalist
approach — ethno politics L. Bell, N. Glazer,
A. Cohen, J. Rothschild, M. Esman, H.
Colborne, K. Jung and others proceeded
from the fact that the differences between
groups of people in society could serve as
a basis for the formation of ethnic identity
of each group which determines, in turn,
the nature of intergroup relations and
mobilizing ethnic groups for purposeful
political activity. An essential feature of all
instrumentalist theories is their reliance on
functionalism and pragmatism.

The well-known Russian ethnologist
V. A. Tishkov, who is also a supporter of
this approach, sees ethnicity as just a
means “in the collective pursuit of material
advantage in the socio-political arena”. An
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example of an instrumentalist approach

to ethnicity is the information concept of
ethnos by ethnographer N. N. Cheboksarov
and ethno sociologist S. A. Arutyunov.
They propose to describe the mechanism
of existence of all ethnic communities
based on connections that can described
within the concept of information. These
information links exist in the form of
various forms of communication. Any
relationship that people enter into with
each other accompanied by a flow of
information. Information transmitted in
different ways — language communication,
in the form of display, imitation. The
concept of “information” includes the
cultural tradition of the people, their
creative heritage.

According to the constructivist approach
to the understanding of ethnicity, ethnic
feeling and the ideas and doctrines formed
in its context is nothing but the intellectual
construct of writers, scientists, politicians.

The most widespread constructivist
concept of ethnicity in world science is
associated with the name of the Norwegian
ethnologist Frederick Barth, who defines it
as the broadest category of social identity,
the situational phenomenon created by
means of symbolic distinction, emphasizes
the contractual nature of the boundaries
between ethnic categories. For the first
time in Ethnology, as the main criterion
of ethnicity, Barth proposed the ethnic
boundaries of a group, which it limits itself
too. The choice of this criterion explained
by the fact that ethnic borders direct social
life in a certain direction, which results in
a complex organization of behavior and
social relations. For this reason, there
are also different cultural phenomena
exhibited by members of a group within
different ethnic boundaries.

Not all the above approaches to
ethnicity are mutually exclusive, and

therefore, a promising way to study the
problem of ethnicity in the near future will
probably be the integration of their most
important aspects and the creation of a
coherent theory of ethnicity. In addition, we
see that ethnos has turned from a cultural
concept inherent in primitive, undeveloped
or backward peoples into a political
concept, now considered in the framework
of ethno politology, referring to any people,
which means giving them certain rights,
interests and needs.

To do this, it is necessary to study
the theory of Nations, presented by K.
Marx and F. Engels, in order to trace the
parallel development of the theories of
the nation and ethnos and to raise the
question: why, in the presence of Nations,
interethnic problems are relevant. K. Marx
and F. Engels concluded that all ethnic
communities (tribe, people, actually,
ethnos, nation) arose from the needs of
the progressive development of society
and their essence is determined by the
corresponding socio—economic formation
(primitive, slave—owning, feudal, bourgeois
and Communist). In this connection, the
ethnic community in them acts as an
ethno-social organism, which at each
stage of social development is increasingly
complicated, acquiring new qualitative
characteristics. K. Marx and F. Engels did
not allow the reference to a single nation of
people of the same nationality, but do not
have a common territory. They considered
self-determination of small ethnic groups
as a reactionary phenomenon, preventing
the formation of a common capitalist
market, industrial development and, as
a consequence, class struggle within
one state. An important condition for the
functioning of the nation, they considered
the common language [1, p.78].
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Conclusion

(Springer) was similar. He stated: “Nation

In conclusion, it should be noted that is a Union of equally thinking and equally
we analyze the national question of such speaking individuals. This is the cultural
prominent figures as O. Bauer, K. Renner community of a group of modern people,
and K. Kautsky, forced the aggravation of not associated with “the land”. Proceeding
the ethnic situation in Eastern and Central from such theoretical premises, the
Europe in the early XX century. So, in Austrian leaders reduced the solution of

particular, Otto Bauer deduced the essence the national problem to the creation of
of the nation from the category of “national  cultural and national autonomy for the
character”. The position of K. Renner multinational States of Europe [10, p. 65].
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T. K. >)KypaeHos ambiHOarbl Kazak yrimmbiK eHep akademMusichbl

(Anmamei, KazaxcmaH)

KOMNKOH®ECCUOHANAbI KOFAMAAFbI CASICATTbIH SJIEYMETTIK-M3AEHU HEI3AEPI

AipaTna

Makanaga OpTta A3ust MeMNIEKETTEPIHIH 3THOCAsACH yaepicTepi TOTEHIIE Ha3ap ayaapTyaa XoHe OHbIH,

HEri3ri MacenenepiH TankKbliay MaHbI34blbIFbl XXaHa af1eMHiH peTTenyi Typasibl MocenefiepMeH WapTTasiFaH.

JTHOCTap apanblK KaTblHACTapbl XanblKkaparblK casicaT NMeH OHbl aHblKTayllbl daxkTopiap 60bin Tabbliabl.

ATHUKaNbIK Kapcbl TYpY — GV LWELINIMENTIH KaKTbIFbICTapblH eaayip TaparaH TUNTepiHe aTaabl. CoOHAbIKTaH,

3THOTEPPUTOPUANBIK STHOCTAP apacbiHarbl }XeKe KaKTbIFbiCTap/bl LELLY, PETTeY MEH a/iblH—any TEKTIKTepiH

12
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KyPacTbIpy MEH 3epTTeY }YMbICTapbl FbifIbIMU—3EPTTEYre MoHe TaXipuoesiK Kbi3bIFyLLbIIbIKKA 1e.
Tipek ce3gep: KoNKOHGECCHUANbI TOMTap, STHOMSEHU, ATHOCAACH YAEPIC, KaTbiHacTap, 3THUKAbIK Kapchbl

TYpY.
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BAJIET
« 1JEBUY DS

BALLIHS» U
CBS13AHHDLIE
C HUM

CUMBOJIbI

®. Mup—DBarup3ase'

Mucruryr Apxurektypsl 1 Mickycersa HauponasbHoit
Axanemun Hayk Azep6aiikana

(r. Baky, Asep6aiipKaH)

BAJNET -AEBUYbA BALLHA» U CBA3AHHbIE C HUM CUMBO/JIbI

AHHOTauMA

B aTOM cTaTbe aBTOP UcCcnefoBana apxMTeKTYpHbIM cMMBOS baky — [leBu4blo 6allHIo, C KOTOPOWH
Ha4YnHaeTca TypucTndeckoe nytewecteune B baky, B CtpaHy OrHel n B MpoLLSIOM OrHEMOKIOHHUKOB.
[eBuybsl 6allHa BOLLa B CNMCOK MMpoBoro Hacneama FOHECKO, KoTopas yHWKanbHa CBOEN CUMBOJIMKON
W CBA3aHHOM ¢ Hel nereHgamu. KynbtypHoe Hacneane A3ep6anayaHa o4eHb LeHHo. B aTom Hacneauu B
ctuxax (Pacyna P3bl, Torpyna HapumaH6ekoBa) 1 noamax aszepbangKaHcKunx noatos (MaHcypa Beknnosa)
n xynoxkHukoB (Mapan PaxmaH3age, Torpyna HapumaH6eKoBa, Anekces boronto6oBa, B unnocTpaumsax
HapoaHOW XyaoXHUUbI A3epbanaxaHa Mapan PaxmaH3ae oTpaxeHa v [leBuybsl 6allHg — KaK CUMBOJ
MoryLwecTBa U CTOMKOCTU. EV nocBsLLeHbl M nereHabl, 0AHa U3 KOTOPbIX HaWAET CBOE MecCTo B 6aneTtax
Ha cLeHe TeTpa onepbl 1 6aneTa B baky. ABTOp uccnegoBana B XPOHOOrMYECKOM NOCNeA0BaTENbHOCTH
nocnegytowme 6aneTHble NOCTaHOBKM «JeBnyba 6allHs», MpeMbepa KOTopown cocTosnach 18 anpens 1940
rofa v 6blna nepBbiM azepbangKaHCKUM 6aneTom Ha MycynbMaHCKOM BOCToKe Ha nnbpeTTo KoMnosuTopa
Adpacunsba bagan6ennun. B Kaxkaon n3 aTux NOCTaHOBOK 6aneTa BbISBAAIACh HOBas XxopeorpaduyecKas,

XyaoxectBeHHasa U My3blKallbHaa UHTepnpeTaumna.

KnmoueBble cnoBa: n1M6peTTo, JeBunyba 6alHs, 6aner, wax, 4o4b, MPUBAUKEHHbIE, KOPMUAKULA, MaTb, EHKX,

CtpaHa OrHen

BBepeHue

lNepBOE 3HAKOMCTBO TYPUCTOB C
AsepbanagaHoM, B HacTHOCTK baKy —
ropogom un CtpaHon OrHen, B NpoLL/IOM
30P0ACTPUNCKMUX OFHEMOKIOHHMKOB,
Ha4YMHaeTCcs C ero CUMBOJIOM Ha
NPOTHAXEHNUU MHOTUX CTONETUN — [leBUYbEN
6allHen, KoTopas Bolia B CMUCOK
BcemupHoro Hacneaus KOHECKO. B nnaHe

14

OHa HanomuHaeT umMopy 9. A, ato umdpa
O3Ha4aeT MOrywecTBO, BbIHOCIIMBOCTb U
CTOMKOCTb. «OAHUM M3 CMMBOJIOB HaLlEN
JPEBHEN NCTOPUK, YHUKANbHbBIM 06pa3L,0M
HaLlMOHANIbHOW apXUTEKTYPbI ABNSETCH
[JeBunybs 6allHA — NaMATHUK, BOLLELLNI

B CNMCOK MmnpoBoro Hacneansa KOHECKO.
MHoOrme y4eHble nosaratoT, 4YTO M3Ha4YasabHO
namMaTHUK 6bina noctpoeH B VIII-VII BB.,
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KaK MecTo A4/151 MOJIUTB OrHEMNOK/IOHHWKOB.
3aTem U3—3a pacnpocTpaHeHns

Ucnama Ha Tepputopum AzepbangaHa
npegHasHavyeHue 6aliHn N3MEHUNOCh, U
OHa cTaNna Mcnonb3oBaTbcs Kak ¢opnocT,
KOTOpbIKn MOT BMewWwaTb B cebst 200
yenosek» [1].

MeTop

B naHHOM cTaTbe aBTOP NpUMEHMNA
CpaBHUTENIbHO—MUCTOPUYECKUIK METO B
WCKYCCTBOBEAEHNU COMOCTaB/ISAA 3MOXY,
NlereHay v oTpakeHue ux B obpasax
6asneTta, KOTopble HEOAHOKPATHO CTaBUUCH
Ha cLieHe TeaTpa onepbl 1 6aneta B HOBOK
xopeorpapuyecKon 1 Xy10XKeCTBEHHOM
NMOCTaHOBKE. A TaKXXe, aBTOpPOM
BbIGOPOYHO UCCNIel0BaHO N306paxeHne
[JeBnyben 6allHM B KApTUHaX Xy[AOKHUKOB;
NnocBeslIeHMe el B NoaMax 1 cTuxax; a
TaKe 6aneTHble NOCTaHOBKU «[JeBUYbS
GallHs» B baKy B XpOHONOrMY4eCKOM
nocnegoBaTe/ibHOCTH, BbIABAAS UX
xopeorpaduyecKkune, My3blKanbHble
N XyAOXEeCTBEHHbIE UHTEPNpPETaLuH,
cofeprKaHus nMépeTro.

Pe3ynbrartbl

[eBunybsi 6allHsA B CO3HAHUK
a3epbanarKaHCKOro Hapoaa co3aaér
cBOM accoumaumnm. Hemano cosgaHo 1
nereHg o Hew. «OQHY N3 HUX elLLE BO BpeMms
3KCKYpCHUIM N0 ropoaly paccKkasas Hall rug,
aBTOp W BedylLMn paamo u Tenenepenay
Paxn6 Asepw. JlereHga noBecTBYyeT, 4TO
NonKoBOAeL, B/IIOOWSICS B 0Yb Liaxa
W, PELINB KEHUTLCHA HA HEWN, BblABUHYN
yneTUMaTyMm: «<Ecnu noyb Wwaxa BolngeT
3a MEHS 3aMyiK, 51 He CTaHy HanajaTb
Ha KpPenocTb M 3axBaTbiBaTb €€». Y Laxa
He oCTaéTcs Bbl6opa, U OH MPOCKUT 40Yb
BbIMTK 3aMy 3a nosikosojua. OHa,
nokanes CBOW Hapo, cornaliaeTrcs
Ha 3TOT War 1 NPoCUT y oTLa B IEHb
OpaKocoYeTaHUs pa3pelleHuns cTaHueBaTb

Ha Kpbiwe [leBnyben 6aliHn. B aeHb
cBaabObl AeBYLIKA NOAHMMAETCH Ha
KpblLLYy, HQYMHAET TaHLUEBaTb U BHE3AMHO
6pocaeTcs BHU3 ¢ 6alHn. CBOUM
NMOCTYNKOM OHa NnoKasasa, YTo He MOXKEeT
COEMHUTb CBOO CybOY C HENOOBUMbIM
yenoBeKom. MNonKkoBogel, B CBOIO o4epeab,
Obl1 YHeNIOBEKOM C/I0Ba, MO3TOM cpasy
OTBEJI BOMCKa M He CcTas 3axBaTbiBaTb
KpenocTtb» [2].

JeBunyblo 6allHIO BOCNEBaNM B
CTUXax — HapoAHbIK NO3T A3epbanakaHa
Pacyn P3a, noaT 1 nepeBOaYuK,
CLIEHAPWCT, 3aCNyKeHHbIN aeaTenb
NCKyccTB A3epbanmyKaHa, rnaBHbIM
peaakTop )ypHana JlutepaTtypHbli
AzepbangxaH» MaHcyp Beknnos, B
6enbIX CTUXax U KapTUHaX HapoaHbIM
XYAOKHUK A3epbanarxaHa n CCCP Torpyn
HapumaH6ekoB (puc. 1, 2, 3,4, 5, 6),

B CBOMX KapTMHax nucan 3Ty 6allHio 1
A.boronio6os. (puc. 7, 8, 9, 10) n MHOrMe
Apyrue, cosaaHbl mapku (puc. 11, 12, 13,
14).

Pacyn P3a.

Lesuybsi 6awHs
BekoB KpoBaBblIli CBET B Tebe
lopga TopKecTB n 6ea B Tebe
Heusrnagumbln cnen B tebe
Tex net, [leBn4yba 6aLLHS.
Heusrnagumbln cnen B tebe
Tex net, [leBn4yba 6aLLHS.
LLlenHu, WenHu, CKaXkn, CKaxku
O ropaocTv Moew ayuiu,
Te6e BHUMALIO 9 B TULLK
JeBunybsa OallHS.
M paHHMX 061aKoB MONET
HeToponnune, KaKk MbiCnewn xo[,
He Tbl N1 poanHbI onnor,
[JeBunybsa 6alHA?
LLlenHu, WenHu, CKaxkn, CKaxku
MycTb Atoan CNyLWwaT B TULLK.
HacTtynuT Beuyep y Boabl.
[oaa, BEKa Mosivana Thl,
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¢91BM cnoBa M3 TEMHOThI,
JeBunybs 6aHs !

Mopa, nopa, WenH, CKaxun —
MnaHeTa cnywaet B TMWHK [2].

MaHcyp Bekuros.

Lesuybsi 6awHs
JeBunybs 6allHs Moxoxa
Ha KaMeHHbI KyOOK.
MoKeT OblITb, B CTapUHY
bbbl BeNMKaH,
MpuryéusLuMi N3 aTOro Ky6Ka
leHy MOpCKyto,
bpocKB B HEFO BMECTO COMU
LLlenoTky 3B€34

(21 oKTa6pa 2015).

Toepyn HapumaHbekos.
Cmapenili 20pod

[opoa N3 KaMHs € YEPHbBIMM KpbilaMu
OBUTbIN peKamu gopor

JJoma cO CTEKNAHHbIMM yLaMHu
CunnyaTbl MOPCKKX N1ECOB.

bawHa eBnybs onépnack Ha BeTep,
YépHasa oT cBeTa, NaxHyLas CoNHLEM
[opoa N3 KaMHs € YEPHbBIMM KpbllaMMu.
[3,12c.).

Pucynok —4,5, 6. JleBuubst 6ainns B kaptunax Torpysna Hapuman6ekoa.
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Pucynok — 11, 12, 13, 14. Mapku CCCP u AzepGaiizkana, nocssitigHHbie JleBuubedt Gatiite.

CyLLEeCTBYIOT M CO3[1aHHble
UNOCTPALMM HAPOAHON XYAOMKHMULLbI
AsepbangkaHa Mapan PaxmaH3age K
npounsseaeHuio xxadapa dxabbapsbl
«JdeBunybsi 6awHs» (puc. 15, 16, 17,

18). «EE€ repounHs — KpacaBuua [ypHa

B TpakToBKe M.PaxmvaH3aae HageneHa
POMaHTUYECKMMM YepTaMu. [1y6oKo
3MOLMOHasbHbI IUCThI, B KOTOPbIX
nepeaatoTcs CNOXKHbIE MEPEKNBaAHMUS
[ypHbl ¥ MOKa3aH Tparn4yeckum puHan eé
HecYacTHoM no6BU. MnnocTpaunm K «bi3

ranacbl» («JeBnybs 6alliHs») BbIMOJIHEHbI
YEPHbIM YINEM B CBOOOJHON MaHepe,
YTO MPUAAET UM HKUBOMUCHYIO MATKOCTb.
B aTon paboTte xyaoxKHULLA OTAAET AaHb
CTUAN3aLMK, UCMONb3Ys HEKOTOPbIe
NPUEMBI, CBOMCTBEHHbIE CPEHEBEKOBOM
KHUMHOM MUHMaTIope. [lymaeTcs, 4to
Takum nytém M. PaxmaH3age yaanoch
[O0BUTBLCS MaBHOMO — NOAYEPKHYTb
NO3TUYHOCTb, KPAacoTy 1 N3SLLECTBO
NonynsipHbIX B Hapoae nMTepaTypHbIX
repoes» [4, c. 39-40).
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Pucynok — 15, 16, 17, 18. Maocrpaunn M. Paxmansane K npoussesetuio J1. Jxa66apibl «JleBuubs 6auiHs»

Auckyccuna

ABTOp 1ccnegoBana 6anet «[JeBndbs
6allHs», B KOTOPOM CYLLECTBYIOT CBOM
CUMBO/JIbl. [NaBHbIM JOCTUXKEHUEM
asepbanaKaHCKOro Hapojia B €ro
KYNbType U UCKYCCTBE BWUacb ero
6aneTHas NocTaHOBKa, KOTopas He pas
pefaKTMpoBanacb xopeorpadamu u
ncnosiHanacb 3HAMEHUTbIMW aKTépamMu
azepbanaaHcKoro 6aneta. banet
«[leBn4bs 6allHA» NOCTABEH B TPEX
[AENCTBUSX C MPOAOroOM U 3MKUI0roMm, U
CcYMTaeTcs OAHUM M3 NepBbix 6aneTos,
NOCTaB/IEHHbIX HAa MYCY/IbMaHCKOM
BocTtoke. My3bika 6aeTy n ero nMépeTTo

NpUHaANEXNUT KoMnoauTopy Adppacuady
Bbapan6ennu. MNepBas NocTaHOBKa

3Toro 6aneta Npotuna Ha cLeHe
AsepbangaHckoro focynapcTBEHHOrO
TeaTpa onepbl 1 6aneta 18 anpens

1940 roga. B 6anete ucnonHsaav napTuu
cneaywouine akTépbl: MonbsiHaz — famsap
Anmac3age, nocsne 3Ty posib UCNONHUNA

T. AnveBa; [JrkaxaHaup—xaH — A. C.
YpBaHueB; [Tonad — KoHcTaHTUH baTalles;
kopmunuuya Adnepu — M. babaeBa; Mamb
lonbsHaz — J1. Taxmacu6. Jekopaumu,
3aHaBec (puc.19) K 6aneTy u KOCTIOMbI
OblN NpUayMaHbl XyaoXKHUKOM @. Tycak.

Pucynok — 22. Tonbsinar. Pucytok - —23. Tosbsinar u kopmuanua Aiinepu. Pucynok —24. Tionbsinar u [onan

18
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«CornacHo nubpetro Adbpacusiba
Bapan6ennu, Bnio6nexHHble MNonbaHar un
Monap rotoBaTCA K cBagbbe. drKaxaHrnp—
XaH pasny4yaeT BAOOGAEHHbIX — OH

enaet 3abpaTtb AEBYLIKY B CBOW rapem.
Kopmunuua Ainepu OTKpbIBaeT XaHy
TawnHy: MonbsiHar, CnacéHHas e MHOro
NIET Ha3a/ 0T CMEPTU, — HEXeNaHHasa Ao4b
camoro [IxaxaHrmp—xaHa (XxaH xoTen cbiHa,
HO poauMnachb A04Yb, U OH BENNUT yOUTb €€,

a CBOI0 XeHy caenaTb pabbiHen). OgHaKo

Pucynok — 28. [tonbsinar u [Tosan.

XxaH Heymonum. lonaga no ero NoBeneHuto
3aK/o4atoT B TeMHULY, a lonbsHar 4oKHa
nocrnenosartb B ero rapem. [leByuka
YMOJNISI€T 0CBOOOANTL BO3/MOGIEHHOMO U

3a 3TO roToBa BbIMTK 3a Hero 3amyx. Ho,
YTOGbI OTCPOYUTL HEHABUCTHYIO CBa/ibbYy,
NPOCUT XaHa NOCTPOUTb AJ151 HEE BbICOKYIO
6allH0 Ha MOPCKOM 6epery. XaH Ha4ynHaeT
CTPOUTENBbCTBO M 3aKaH4YMnBaeT e€. Ha
CTPOUTENBCTBE TPYAUICH U HEBONbHUK
MNMonag. OgHako eMy yaaetcs 6exaTb.

L @;r g \\;‘[ '“—: 4 E\taﬁr
‘5“.\ At ! 4 M- T N
() \ 4 51‘ | :m

Pucynok 29, 30. CaneGHble TOp2KeCTBA..

Pucynok — 31, 32, 33. CBaneGHble TOp2KeCTBa.
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HaunHatloTcs cBaaebHble TOPKECTBA,
cobupatoTcs roctu. HeoxmnaaHHoO npuxoanT
cTapas Kopmunuua Annepu, obpalaeTcs
K FOCTSIM M COOBLLAET, YTO XaH 3axoTen
B35ITb B X€Hbl COOGCTBEHHYIO 104b. Y1apOoM
KWHXKasla xaH youBaeT Annepu. floctn B
yrKace pasberatoTcs. XaH cobmpaeTcs
NoAHATbCS K tonbsHar B 6allHI0, HO ero
nocne cxBaTKu yorBaeT NOSABUBLLUIACS
Monaga. KOHola ycTpemnseTcs K
BO3106/1EHHON. 3ac/bilwaB ero waru
W oymas, YTo K Her npubnmxaetcs

[xxaxaHrnp—xaH, NonbsHar 6pocaetcs ¢
BEpPLMHbI 6allHK B MOpe.

B BaKy B TO BpeMms yxke paboTana
npodeccnoHanbHas 6aneTHas Tpynna,
OCBOMBLLIANA peneptyap MMPOBOro YPOBHS.
Mpaeto co3gaHms NepBoro HalMoHanbHOMo
xopeorpadun4ecKoro nponsseneHuns
noaaepxanu sce. OgHaKo, Kak HeENpPOCTo
npobuMBaeTCcs BCE HOBOE B U3Hb, TAK U
OaneT Ha CIOXKeT APEBHEN POMAHTUYECKOM
nereHabl o leBnyben 6aluHe poxKaancs B
MYKaXx.

Pucynok — 37, 38, 39. Cajie6GHble TOp:KeCTBA, TAHLIbI.

CeadebHble mopxxecmeaa, maHubl

Bnapes cekpetamMu CMMGOHUYECKOTO
nucbMa, M3y4nB MHOXKECTBO HAPOAHbIX
NAsSICOK M 06PsiA0B, Aaxe NPo4YyBCTBOBAaB
apamatuam nereHabl, Appacusaod
bagan6ennun noctaBun LENb HE NPOCTO
06beANHUTb TaHLLEBasbHbIM GOJSIbKIOP C
NPaKTUKOM KnacCcn4ecKom xopeorpadun
— OH BMAEeN CBOE AETULLE HEKMM €MNHbIM,
3CTETUYECKM LiENbHBbIM MOJIOTHOM,
roe OpraHMYecKun conboTCa BOEAMHO
UTENCKasi NnpaBia v pOMaHTWKa, rae 3710
n 0o6po, BCTYNMB B €AMHOBOPCTBO APYr C
APYrom, BO3BbICAT N11060Bb M NpeaaHHOCTb
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KaK BbICLIWE LLEHHOCTW YEIOBEYECKON
U3HWU. 3aaa4a 6bl1a HENErKOW, HO TAKOW
yBneKatenbHoum!

Mpecca, KPUTUKK 1 My3blIKOBEAbI
(B Baky, n ocobeHHO B MOCKBe, rae
6anet 6blN1 NOKa3aH He O[MH pas),
OYpHO OTpearnpoBan Ha PoXKaeHne
MacluTabHOro 1 Heo6blYHOrO HOBATOPCKOIoO
NPOV3BEAEHNS B JOCTAaTOYHO PEAKOM
no TeM BPEMEHAM 3/IMTapHOM }aHpe.
Bbanet 6b11 yHUKanbHbIM, NEPBbLIM B
CBOEM pPojie M AOCTOMHbBIM CTaTb 3TaMHbIM
B HaLUMOHaNbHOW a3epbanaKaHCKOM
KynbType» (bynaHoBa..).
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Pucynok — 46, 47, 48. [loss3ka [osbsinar, kotopyio Jkaxaurup—xan pasJsydaet [tosbsinar u [Tosan nokassiBaioT
JlokaxaHrup—xany.

CyuiecTtByeT 1 60onee nogpobHoe
nnépetTto Appacundba bagandéennm K
aTomy 6anety. «Bo agBopue JKaxaHrnp—
XaHa BOJIHEHME: }ayT BO3BpallEeHNS
M3 noxoja rpo3HOro Bnaablkn. B
OTCYTCTBWE XaHa ero xeHa poauna goyb.
C y»KacoM OXXMAAET OHa NOSIBNIEHUS
My»Ka: BeAb OH XOTeN CcbiHa. Busnpb
yCroKanBaeT €€, HO OHa npea4vyyBCTBYET
6eny. OKpPYXKEHHbIN NbILLHOW CBUTOW,
nosiBNsieTcsa xaH. Bce nonagatoT HML, a
eHa, MOKNOHMBLUMCH CBOEMY BNafblKe,
CMUPEHHO XAET ero ynbI6Ku. NpuHocat
pe6EHKa. XaH gosoneH. OH AapuT peBEHKY,
OyayuemMy HacneaHuKy opyxue BomHa
W cMMBON Bnactu — 6pacnet. eHa
XaHa, OTBaXKMBLUMCb OTKPbITb NPaBay,

KNagéTt psaoMm ¢ noJapKamu Myxa
YEHCKWUI roIoBHOM Y60 U rOBOPUT eMy

0 poXaeHuu govepu. NMpuKkasas youtb
pebEHKa, a MaTb ero caenartb pabblHeN,
XaH BPYYaEeT HavyanbHMKY CTPaXKu CBOM
KWHXan v ygansetcsl. HecyacTtHas
¥eHLWKnHa, 06HMMas KONEHN BU3UPS,
MOJIUT €ro nowaanTb pe6EéHKa. Buaunpb
cornatlaeTcs, HO C YCNOBMEM, 4YTO HUKOrda
60onblle AeBOYKA HE NOsBNSNACh Ha

rnasa npubnnKEHHbIM XxaHa. Kopmunnua
ANnepu YHOCUT AEBOYKY, 3aXBaTWB C
CcoO0M NOAAPOK XxaHa — Joporon 6pacner.
Mpowno MHoro net. B ogHon U3 aepeBeHb
roToBSATCS K cBaAbbe KpacaBuubl [tonbaHar
n Monaga (puc. 29, 30, 31, 32, 33, 34,

35, 36, 37, 38, 39, 40, 41, 42, 43).
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Crapyxa Annepu ¢ coceKkamm xiono4vet
Haj cBageOHbliM cTosioM. C BECENBLIM
roMoHoOM B6eratoT noapyru MNonbsHar
(puc.20,21). HaunHatoTcsl Urpbl, TaHLbl.
3amMeTuB, 4TO C pyKu MNonbsiHar ynana
3aBsi3Ka, 04Ha U3 Noapyr Nnepenaéer eé
HeBecTe. Ta, 3a4yM4nBO NOrNsaaeB Ha
NOBSA3KY, CHOBa HaJeBaeT €€ Ha PYKY.
Moob6elwaB CKOPO BEPHYTLCS, MOAPYKKM
y6eratoT. [tonbsHar npocuT Annepu
paccKasaTb eM, 4TO 3TO 3a NoBsA3Ka (puc.
23). KopMmunuua yKIoHsAeTcs OT oTBeTa.
B 3agymumnBocTu MonbsHar 6poauT no
capy. Nosengetcsa MNonag. O6pagoBaHHbIM
BCTpPeYen, OH roOBOPUT AEBYLLIKE O

CBOEeW No6BU. BoerkaBLUME NOAPYKKHK
HanoMuHatoT lNonbsaHar, 4to nopa
oaeBaTbCH K cBaabbe. Bee pacxoasTes.
Cbesxatotesa rocti. HaunHatotes
BeCEnble NNsicku (puc. 22, 24, 25, 25,
27, 28). 3a HUMU cnepyeT cBaAe6HbIN
06paa. Pazgatorcs 3ByKKU daHdap. 310
[xKaxaHrmp—xaH ¢ npucnewHnkamu. OH
peLLrn NoNonaHNTL cBOM rapeM. 1o 3HaKy
XaHa CTparka OTBOAMT KpacuBbIX AeBYLIEK
B OJIHY CTOPOHY, HEKPaCKBbIX B APYryHO.
YBuaeB ltonbsiHar, xaH BMMBAETCS B HEE
B3rngaoM. OH Xo4eT B35ATb €€ B KEHbI
(puc.49,50). Nonag noaberaeT K xaHy,
0ObSICHSIET, 4TO 3TO €ro HeBecTa (puc.57),
YTO cenyac rotoBuTCs cBaaebHbIN
06ps/, OH NPOCKUT, HAKOHEL,, FPO3MUT.
XaHa o6c¢cTtynaet Ttonna. Bece ymonsior

€ro He pa3pyllaTb cHaCTbe MOOAbIX.
[KaxaHrnp—xaH Heymonum. Torga ns
TOAMNbI BbIXoAUT Anepu. OHa OTKpbIBaEeT
XaHy TanHy poxkaeHud losibsiHar: oHa

€ro Ao4b. XaH TpebyeT AOKa3aTeNbCTB, U
Anrnepwu, CHAB NOBA3KY C pPyKku lonbgHar,
[I0CTaET oTTyAa 6pacneT 1 NoKasbiBaeT
€ro xaHy (puc. 46). ToT y3HaéT bpacnerT.
Ho He MeHseT cBoero peweHus (puc. 47,
48). MonbaHar BblHy»KAeHa MOKOPUTbLCS, HO
NPOCHT XaHa oTnycTUTb Ha Bosto MNonaja,
a Ans Heé NoCTPoOUTb Ha Bepery Mops
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cemMuaTaxkHyto 6aluHto. MpocTnBLLKCH
B3rN1510M CO CBOMM NtO6MMbIM, tonbaHar
3aKpblBaeT 3aHaBECKW HOCUOK. beper
Mops. Pabbl cTposAT 6allHio. JKaxaHrnp—
XaH TOPOMUT MX: BaLLIHIO HAA0 3aKOHUYUTb
nockopee. Nagaet 06€CCUNEHHbIN
cTapuKk—pab. HaacMoTpLUMKK yaapamu
6uyen 3acTaBnsIoT ero NOAHATLCS, HO
CTapuK ymupaert. [Nonaj BbipbiBaeT

naeTb y HaACMOTPLLMKa, 6LET ero no

JINLY U CKpbIBaeTcs. [axaHrmp—xaH
npuKasbiBaeT pa3bickaTb [Nonaga.

Y7106kl pa3Bieyb [KaxaHrMp—xaH,

OAMH U3 BOEHavallbHMKOB BENIUT Ha4yaTb
BOMHCTBEHHYIO NASCKY. HO XxaH paccesH.
OH MeuTaeT 0 cKkopor cBaabbe ¢ lMNonbsaHar.
EMy yyanTca Bonwe6HbIN caj, NOMAHbIN
[eByllUEK, 1 NonbsaHar cpean Hux. OH
OpocaeTcs K Hel, HO OHa yberaer.
[xXaxaHrmp—xaH cTpaeTcs oTorHaTb
MNonaga, nosiBNgOLLErOCA PAAOM CO CBOEN
ntobumon, Ho MNonbaHar npsyet MNMonaaa.
HakoHeL 6alwHs rotoBa. Bo agBopLe xaHa
roToBATCA K cBaabbe. [MpuxoasT rocTy.
Cpeaun Hux y36eKHu, rpy3mHbl. HaumHatoTes
TaHUpbl. [To NpuKa3zy xaHa TaHLYeT 1
MonbsiHar. Ene gBmrascek, co CKopobto

Ha nnue BeA€ET AeBYLUKa TaHeL, HEBON

W NpUHYyxaeHus (puc. 53). HeoxxngaHHo
NpUXoauT ctapas kopmunuua Annepu. OHa
cMeno o6pallaeTcs K rocTaM U roBOPUT O
TOM, YTO XaH 3axoTes B EHbl COOCTBEHHYIO
[04b. Y1apoM KuHKana xaH yovBaet
Annepu. focTn B yxKace pasberatoTcs.

XaH HanpaBnsgeTcs K BbixO4y, HO B ABEPSX
ctankmaetcs ¢ NMonagom. HaunHaetcq
6opbba. MNonag yousaet xaHa (puc. 52),
3aTeM 6pocaeTcs K 6allHe, Kyaa yBenu
[tonbsHar. Yenbllwas Wwarn Ha NecTHULE u
aymas, 4to ato IxaxaHrnp—xaH, NonbsHar
6pocaetcs B mope. onag T0/1bKO BUANUT
MENbKHYBLLYICS B BO3ayxe GuUrypy
BO3N1t061eHHONM. C pblgaHnem NpuxKMmaeT
OH K ry6am wapo lMonbsiHar (puc. 54) [5].
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Pucynok —52. [Tonan y6usaer
JxaxaHrup —xasa.

CKOpObIO Ha JiHLe

BaKHO OTMETUTb U O My3blKe
Adpacuaba baganbennum K 6anerty. «C
MY3blKa/lbHOW TOYKKU 3peHuns 6anet
OKa3sasncs yHMKasbHbIM. C TOYKM 3peHuns
KOMMNO3WLWK U ApamaTtyprum oH 6bin
BblAEPXKaH B KNAacCMYECKMX EBPONMENCKNX
Tpaauumsx, ¢ apyron ctopoHbl Appacusiba
bagan6ennu Boccosaan o6pa3Ho—
WHTOHALMOHHbIN CTPON, TUMNYHbIN
ans GonbKNOPHbIX azepbangKaHCKmX
npou3seaeHui. Npumepom aToro
CNyXKaT MNSICKM KPECTbSH, TaHEL, CBaXM,
BCTYM/IEHWE K NepBOMY AENCTBUIO, MapPTUSA
Annepu. Appacnsab bapanbennv BBEN B
6aneT v NOA/IMHHbIE a3epbanrkaHcKue
MeNnoann — NIMPUYECKYIO NECHIO «Al,
63pun 6ax» («TaHeL, AeByLIEK» U3 NepPBOro
[eNCTBUS), TaHLEBasIbHbIE HAMNeBbI
«Tap3aKkaMa», «KMKnaKaH» (TaHel, KPpecTbsH
N3 NepBoro AeNCTBUS, BCTYMNIEHNE K 3TOMY
e IEUCTBUI0), PaHT MyramMa «basaTbl—
lwnpa3s» (TaHew, NoNbsHaK U3 TPETbENO
nencteus). Abpacuab bagan6ennu
MCNOJIb30BaJs TaKXKe nepcuackue («TaHew,
NepCUACKUX roctemn»), yabeKckue («TaHel,
Yy306EKCKUX rocten») menoamm. C nomoLlbto
HapPOHbIX TEM KOMMO3UTOP CTPEMMUICH

Pucynok —53. [tosbsiHar co

Pucynok — 54. [Tonax npuxknumaer
K ry6am wapd [fosbsiHar

OCYLLLECTBUTb «CKBO3HOE» My3blKallbHOE
passutuKe. Tak, «<Ain, 63pun Gax» neyvyasbHO
3BYYMT B anuore, BOCKpeLlas B
namsaTn reponHu Oblible CBET/bIE AHW, A
«KnknmxaH» — B «CLieHe B TeMHULEe» [D].
BbICOKO LIeHMBLUWK TBOPYECTBO
Adpacnnd baganbennn BENUKUn
KoMno3uTop Y3eup MaaKnMbeKos,
YyKa3blBaBLUWI, YTO «3TOT MOJIOON
KOMMO3MTOP eLE B roapl y4ebbl
CTPEMMUIICA HE TOJIbKO OBJlafIETb TEXHUKOM
MY3blKabHOIO NMMCbMa, HO M [Ny6OKO
n3y4aTb TBOPYECTBO Hapo/a, Ni1oJ0TBOPHO
YYUTLCH Yy HEero», Hanucan o «leBn4yben
OallHe» TaK: «<bagan6ennn B cBOEM baneTte
CcBO6OAHO Pa3BW/l KOMMO3UTOPCKYHO MbIC/ib
M B TO € BpeMs Nt060BHO U BEPEKHO
MCNONb30BaJl KPacoTbl HAPOAHbIX MENTOANN.
Oco6eHHOM CBEXECTbIO BblAENAOTCH TaKne
HapoaHble Menoanu, Kak «Lllanaxo», «<An
6epu Gax», Ha OCHOBE KOTOPbIX CO3AaHbl
3MOLIMOHANIbHO HACbILEHHbIE TaHLbI».
Cnenys npumepy Yseunpa lampxnbeKona,
Adpacuab bagan6ennu BKIOYUI B COCTaB
OpKecTpa a3zepbaliKaHCKNe HapoHble
MY3blKabHbl€ MHCTPYMEHTbI — 3YPHY,
Tap, 09d, 3By4aHne KOTOpbIX B OpKecTpe

23



YCUNMBAET HaLMOHA/bHbIM KONOPUT
My3blku 6aneta [6].

lMpeKpacHoe NCNONMHEHUE aKTEPOB
6aneTa Halno CBOE OTparKeHWe 1 B
cTaTbe. «<YMesioe coveTaHne KinacCu4yecKon
6aneTHON MY3bIKM C MOAIMHHO HAaPOAHbIMM
TaHLUaMu Onpeaenunno cogepxaHue u
CTWNb CNEeKTaKa B uenom. K 6onbinm
[AOCTOMHCTBaM 3TOr0 NPOM3BeAEHNS HAA0
OTHECTU TaK*Ke penbedHOCTb My3blKasbHbIX
XapPaKTEPUCTUK AEUCTBYIOLLMX N1L, U
COEPXaHHbIN, IMYy6OKUIN IMPU3M, KOTOPbLIM
NMPOHUKHYTbI MHOTME CLIEHBI. [epen
6aneTHbIM KONJIEKTMBOM CTOS1a 3ajada
— M36€erHyThb WTamMmna NceBAOHAPOAHbIX
TaHLEeB, MOKa3aTb HAPOHYIO NereHay
XY[AOECTBEHHO — PEATUCTUHECKUMMU
cpeactBamu. M aTy 3agavy emy yaanocb
pa3pelwunTb. B ycnexe 6aneta cbirpanu
OrPOMHYI0 pPOJib NpuMa—6anepuHa lamsap
AnmMac—-3aje, PeXUCCEP—MNOCTAaHOBLNK
UpaaT—3aae, 6anetmenctepbl BpoOHCKNN,
aptucTbl Capa MupanueBa, Abunosa,
bonmaH, JxxadapoBa, batalwes,
YpBaHueB v ap. [peKkpacHoe CTUIbHOE
XyooxecTBeHHoe odopMSIeHNE CNEKTaKNA
cospgan xyaoxkHuK Nycak. Oco6o cneayet
OTMETUTb TaNnaHTAMBYIO 6anepuny lamsap
Anmac—-3age. OHa ygayHo coeamHuna B
CBOEM MCMNOMIHEHWM TEXHUKY COBPEMEHHOIO
xopeorpaduryeckoro UCKyccTBa ¢
HapOAHbIM TaHLEBabHbIM TBOPYECTBOM.
CospaHHbIN eto 06pas MNonbsaHar npaBavB
W UeNieH; OH BOJTHYET, KaK BOMOWEHHAs
Tpareaus azepbanaKaHCKON eHLWMHbI,
HanoOMHMBLUEN HaM O cebe 13 Aanexkoro
6e3pagoCcTHOro npotunoro» [7].

3TOT 6aneT BHOBb Obl/1 OTPEAAKTUPOBAH
B HOBOM Xopeorpadn4ecKomn NnocTaHOBKE
lamap Anmac3age v Bbllen B cBeT B 1948
roay, 3atem B 1958 roay. B noctaHOBKe
aToro 6aneta 1958 roga npuHUManmu
yyacTue Takue aKTépbl KakK: lonbsiHae —
Jlenna Bekunosa, notoMm Padura AxyHaoBa
n Tamunna Wwupanuesa; [kaxaHaup—xaH
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— KoHcTtaHTWH batalweB; [Tonad — Makcyn
Mawmepnos, nocne Opui KysHeLoB,
Bnagumup MneTHEéB.

OuepeaHas HoBas xopeorpaduryeckas
nocTtaHoBKa aToro 6aneta tOnaHa
AnvMKUILIK3aae npowna 24 okTaops
1999 roga. Komnoautop 6611 Papxag
bagan6ennu. MaBHbIE PONU UCTIONHANN:
lonbsHaz — MeanHa AnveBa; lNonad —
ltonbaracv Mup3oes. o pyKoBoACTBOM
Adar MenmKoBOW TaHLbl UCNOJIHAN
KonineKTuB focygapcTBEHHOro aHcambns
TaHLUEB.

B aToM ctatbe peyb NOMAET O
noctaHoBKe 6aneTta ce3oHa 2018-2019
roga. «Komnoautop Papxan baganéennm
BOCCO3/a€T B 6anete 1 o6pasHo—
WHTOHALMOHHbIWN CTPOK, TUMNYHbIN ANs
GONbKIOPHbLIX NPOU3BeAEHUN. [TpuMepom
3TOrO CAyXaT MNASCKM KPECTbSH, TaHel,
CBaxm, BCTyMNJeHMe K NepBOMY AENCTBMIO,
naptuto Annepu. bagan6ennv BBEN B
6aneT U NoA/IMHHbIE a3depbanKaHCKne
MeNoann — NIMPUYECKYIO NECHIO «AR,
6epu 6ax» («TaHeL, AeBYLLEK» U3 NEPBOro
[IEeNCTBNS), TaHLUEBasbHble HaMNeBbI
«TapaKama», «<KMKnmKaH» (TaHeL, KPeCTbSH
N3 NepBoOro AENCTBUS, BCTyNIEHMNE K 3TOMY
e OeNCTBUIO), PIHI Myrama «basTtbl—
lwMpa3s» (TaHew, NonbsiHaK U3 TpeTbero
nencteus). bagan6ennun ncnonb3oBan
TakXe y36eKcKue («TaHel, y36EeKCKNX
roCTen»), paHCKue («TaHeLl, NepcuacKux
rocten») menogmn. C NnoMoLLbO HaPOAHbIX
TEM KOMMO3UTOP AarKe CTPEMUTCS
OCYLECTBUTb «CKBO3HOE» My3blKa/lbHOE
pa3Butue. Tak, «Ain, 63pu 6ax» NnevyanbHoO
3BYYUT B aNunore, BOCKpeLlas B
NnamsaTy repOnHU Obl/ible CBET/bIE AHMU,

a «KnkngxaH» — B «CugeHe B TEMHULE»
(BocrnomuHaHus Monaga)» [8, 10].

JlnbpeTtTo aToro 6aneta B HOBOM
NOCTaHOBKE 6bIS10 CEAYIOLNM:

«| [Jeticmeue. OKpanHa ceneHns Ha
6epery Kacnuickoro mops. Ha nonsiHy
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BblOEraeT ¢ nogpyraMmu toHas lNonbsHar.
OHM roToBATCS K NpeacTosien ceaaboe.
MNMosBnsetca eé xeHux MNonaa. CenbyaHe
NPULLIK NO3ApaBUTb HOBOGPayHbIX MaTb
MonbaHar Ainnepu pagywHoO BCTPEYaeT U
paccaxknBaet rocten. CBagebHbIn 06psa
npepbiBaloT 3BYKM dpaHdpap. BpuiBaeTtcd
[XKaxaHrmp—xaH CO CBOEW CTpaxKen,
BblOMpas ANg rapema cambiX KpacuBbIX
[eByLIEK. XaH BOCXMLLEH KpacoToto
MonbaHar. OH NpMKa3bIiBaeT OTNPaBUTb
MonbaHar Bo ABopel. [lonag rotoBUTbCS
Cpa3unTbCs 3a JII0OMMYIO, HO KPECTbSAHE
YAEPKUBAIOT OHOLWY. XaH HaJeBaeT Ha
naney, AeBYLWKN 06pyvasibHOE KOJbLO, a eé
EeHUXa NpUKasbliBaeT Ka3HuTb. lonbaHar
MOJIUT XaHa COXPaHUTb }U3Hb OHOLWMK. OHa
cornacHa ctaTb XXeHOW BnafblKW, TONIbKO
OH [IO/I}KEH NOCTPOUTL A1 HEE Ha Bepery
Mops 6allHIo.

Il eticmesue. KaptuHa nepsas. [Mokou
XaHa. [leByLUKM NblTaloTCH pas3Bfeyb
MonbaHar. En yyautca Bonwe6HbIN caj.
OHu cHoBa BMecTe ¢ [lonagom. XaH
NbITAETCHA Pa3/y4nUTb BNOOIEHHbLIX, HO
[EBYLLKM nperpaxaatot gopory. KaptuHa
BTOpag. [p€3bl paccesnuchb. [NoKkou xaHa.
[MapagHbiv 3a1 Bo ABopuUe xaxaHrmp—
XaHa. bawHa coopyxeHa. CerogHs
cBaabba. locTu TaHUyoT. BBOAAT HEBECTY.
o o6bl4ato OHa foMKHa TaHueBaTb. HO BO
BpeMs TaHLa Cunbl NoKKaatoT MonbgHar.
B6eraet Annepu. XaH He MOMET KEHUTbCH
Ha lonbsiHar: y Heé ecTb XeHuX, ¢
KOTOPbIM €€ pa3nyyunnun. XaH NnpuKka3biBaeT
otBecTu ltonbsHar B 6aLuHto. OH 0anH B
onyctesuweM 3ane. lNoasngaerca Monaga.
Y6uB xaHa, [Monaj cnewuT K 6allHe, 4ToObl
0CB0O6OANTb BO3MOBEHHYIO.

3nusnoe. BepxHas nnowanxka 6aluHu.
Ciopa npuBogdaT MonbsHar. CabllHbI

warn. 37o Nonaj ToponuTcs K II0O6UMOMN.
MtonbsHar gymaert, YTo 3To xaH 1 6pocaeTcs
B Mope. C Tex nop 6allHsa Ha3blBaeTcs
[JeBnyben. OHa BO3BbILLAETCH KAK CUMBON

npeaaHHoOM, coBepLUeHHON to6BM» [9].

B 6anete rnaBHble NapTUM UCMONHAOT
TaKkue aKTépbl 6aneta: ltonbsiHae — Hursap
N6parnmoBa (3acnyeHHasa apTUCTKa

AP), xkamunsa KeprmoBa (o6nagatenb
lPaH—nNpu MeXayHapOAHOro KOHKypca
aptucToB 6aneta uMm.lfamap Anmacsage);
lNonad — Tumyp Oaylwes (o6nagaTenb

| npeMun MexayHapoaHOro KOHKypca
apTucToB 6aneta uMm.lamsap Anmacsage),
AHap Mukaunos, Mypag Kepumos;
LPKkaxaHeup—xaH — Makap ®eplitaHaTt
(3acnyxeHHbin apTucT AP), Cenmyp lagues;
Besnpb — Uropb KysHeTuoB; Adnepu,
mame onbsiHaz — EneHa YepHoycoBa;
Ceambi — 9Ha MowuceeBa; maHeuy, « PsiHe»
— Dkamuna Taruesa; py3uHcKul maHey
— 9nbMupa CynernmaHoBa, AsH OiBa3oBa
(o6nagatens Il npemun mexxayHapoaHoro
KOHKypca 6aneta (fepmaHnus)), Pank
ly6atoB, Cenmyp lagnes, daBapa

Apa3soB; MpaHckuli maHeu — JlnaHa
MupabaynnaeBa; Y3bekckuli maHey

— ®apua N6parnmoB (3acnyeHHbIN
aptuct AP), Jleina Hapumanugse, uHapa
LLinprnHoBa. Xya0XKHUKOM NMOCTAHOBLIMKOM
Obl1 3aCNyXKEHHbIV AesATeNb UCKYCCTB
AsepbangxaHa — nb Patanues.

3aknoyeHue

MoablTOXKKMBas BbllLECKa3aHHOE,
XoTenocb 6bl OTMETUTD, YTO 3Ta fiereHaa
B NIn6peTTo 6aneta «[JeBnyben 6allHm»
[IOHOCUT A0 HacC Ty NOpY, Koraa XKunu
YKECTOKME XaHbl 1 Ntoan He Bceraa
MEPUIIUCH C UX XKEeNaHUAMKU 1 MPUKa3aMMu.
O6pas MNonbaHar B aToM 6anete gpKun
npumep atomy. E€ cnna Bosan, CTOMKOCTb U
XPabpocTb rOBOPSAT O €€ HENOOBEANMOCTH.
[eBnybs 6allHg — CUMBO MOLLM B 3TOM
6anete. My3blKanbHas, xopeorpadpuyeckas
N XyAOXEeCTBEHHAs NOCTaHOBKa 3TOro
OaneTa cocTaBfisna euHbIv cnias
TBOPYECKOIro KOJIIEKTUBA.
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Mup-Bbarupsage ©®.
O3ipbatixaH ¥nmmoik fFbinbiv akademusicbiHbiH Caynem xoHe ©Hep uHCcmumymai
(baky, ©3ipbalixaH)

«Kbl3 M¥HAPACbI» BAJIETI }XOHE OHbIMEH BAWIAHbLICTbI CHAMBOJIAAP

AHpaaTna

Bbyn maKanaga aBTop baKyablH apxuTeKTypasblK CUMBOSbI, baKyaeri Ke3—KenreH TypucTik caaxat Ot
Kanara, 6ypblHFbl OTKa TabblHYLWblINap eniHe 6actay anatbiH, — Kbl3 MyHapachblH 3epTredi. Kbi3 MyHapachl
©3iHiH CMMBOJIMKAChl MEH CofaH 6annaHbICTbl aHbl3aapbiMeH epekweneHreHaikreH KOHECKO—HbiH,
oN1eMAiK MypachbliHblH Ti3iMiHE eHfi. ©3ip6anKaHHbIH MBAEHM Mypachl 6Te KyHAbl. O3ipbanKaHablK

aKblHAapablH noamanapsbl (MaHcypa Beknnosa) meH eneHgepiHge (Pacyna P3a, Torpyna HapumaH6ekoBa),
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cypeTwinepaiH *KymbictapbiHaa (Mapan PaxmaH3age, Torpyna HapumaH6eKoBa, AneKkces borontoboBa) »oHe
93ipbanKaHHbIH XanblK cypeTwici Mapan PaxmaH3age unntoctpaumanapbiHaa Kbl MyHapachl — Kyaipet

neH TabaHblNbIKTbIH CUMBOJbI PETIHAE 6eHeNneHreH. AtTanmblll MyHapara KenTereH aHpl3gap apHanfaH,
conapablH 6ipi baKyaeri onepa »xoHe 6aneT TeaTpbiHblH CaxHacbiHAa 6aneTTe 63 OpHbIiH Tabagbl. ABTop 1940
HbINablH 18 cayipiHae npemMbepachl 6TKeH Komno3utop Abpacuaba bagan6ennnaiy NM6PETTOCbIHA Ka3blaFaH
MYCbIJIMaH LWbIFbICbIHAAFbI anfallKbl ©3ip6amKaH 6aneT «Kbl3 MyHapachl» KOWbIbIMAaPbIH XPOHOIOMUSAbIK
peTneH 3epTresi. baneTTiH ocbl KOMbIAbIMAAPbLIHBIH 9PKaNCLIChIHAA aHa xopeorpaduanblK, KOPKEM KoHe
My3bIKaNblK MHTEPMNPETALMSA aHblKTanabl.

Tipek ce3aep: NM6peTTo, Kbi3 MyHapachl, 6aer, Wax, Kbl3, }aKblHAacTapbl, cyTaHa, aHa, Kyney, OT Kana.

F. Mir-Bagirzade
Institute of Architecture and Art of the National Academy of Sciences of Azerbaijan
(Baku, Azerbaijan)

BALLET "GIRL'S TOWER" AND RELATED SYMBOLS

Abstract

In this article, the author explored the architectural symbol of Baku, the Maiden Tower, with which the
tourist trip to Baku begins, from the Land of Lights and in the past fire worshipers. The Maiden's Tower is on
the UNESCO World Heritage List, which is unique in its symbolism and related legends. The cultural heritage
of Azerbaijan is very valuable. In this heritage, in poems (Rasul Rza, Togrul Narimanbekov) and poems of
Azerbaijani poets (Mansur Vekilov) and artists (Maral Rahmanzade, Togrul Narimanbekov, Alexei Bogolyubov),
the Maiden tower is used in the illustrations of the Maral Rahmanzadeh and the symbol is used to include
the Maiden tower as a symbol, which is used as a template, and the symbol is used in the patterns, which is
a symbol that is used in the patterns, which is used as a template, the symbol is used as a template, and the
symbol is used in the drawings. Legends are also dedicated to her, one of whom will find her place in ballets
on the stage of tetra opera and ballet in Baku. The author researched the subsequent ballet performances
of “The Maiden's Tower” in chronological order, which premiered on April 18, 1940 and was the first
Azerbaijani ballet in the Muslim East for the libretto by composer Afrasiyab Badalbeyli. In each of these ballet
performances a new choreographic, artistic, and musical interpretation was revealed.
Key words: libretto, Maiden's Tower, ballet, shah, daughter, approximate, nurse, mother, groom, Land of
Lights.
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CAKPAJIbHO—-
MHUPOJIOIMMYECKHUE
ACIIEKTDbI
XYAJO)KECTBEHHOTI'O
OBPA3A BCAJHUKA

ART STUDIES

HA KOHE

B UCKYCCTBE
COBPEMEHHOI'O
KA3AXCKOI'O
'OBEJIEHA

MPHTH 18.31.51

M. ®. Mykanos', b. C. Typrbiu6aii', b. T. JockaHos'

1.1 TKazaxckast HauuoHaJ bHast akafeMust nekyces uM. T. K. JKyprenosa(Anmarbi, Kasaxcran)

CAKPAJIbHO-MU®OJIOrMYECKHUE ACNEKTbI XY OXXECTBEHHOI'O OBPA3A
BCAAHUKA HA KOHE B UCKYCCTBE COBPEMEHHOI'O KA3BAXCKOI'O rObEJIEHA

AHHOTaAuMA

MHoroo6pasune CloXeToB 1 06pa30B TPaAMLIMOHHOM KOYEBOM KyNbTypbl HALLIO CBOE OTpaXeHue
B MCKYCCTBE COBPEMEHHOMO Ka3axcKoro robeneHa. Ho oAHMM M3 caMbiX BOJTHYIOLLMX, HECYLLMX
CcaKpanbHoe 3Ha4YeHne 06pas0B, 415 XYAOXHWKOB OCTaeTcs TeMa BCalHMKa M KOHS. B gaHHOM cTaTbe
nyTeM UCKYCCTBOBEAYECKOrO aHann3d3a aBTOPCKUX NPOU3BELEHNI Ka3axCKMX MacTepoB Mo roéeneHy
paccMaTpuBaloTCs CakpanbHO—MUGDONOrMYECKME acneKTbl 0TOGPaXKEHUS XyAOKECTBEHHOIO o6pa3a
BCaAHMKa W €ro KoHs. 70T TaHAEeM, CTaHOBSACh /151 COBPEMEHHbIX KAa3aXCKUX XYLOXHWKOB CUMBO/OM,
Ono3HaBaTe/lbHbIM 3HAaKOM HaLMOHaNbHOW KyNbTypbl M TPAAULMIA, NIAaBHO NEPEXOANT U3 YCTOMYMBOTO
Habopa apxeTUnoB TPaAULMOHHON KOHHO—KO4Y€BOW LIMBUIN3ALMN Ka3axoB B apXeTunbl NpodeccMoHanbHO
1M306pa3unTenbHOro UCKyccTBa KazaxcTaHa.
KnioueBble cnoBa: CoBpeMeHHOe n306pas3nTeNibHoe MCKYCCTBO Ka3axcTaHa, Ka3axCKui robeneH,
MUDONOMUS KOYEBbIX TIOPKCKMX HAPOA0B, XyAOKECTBEHHbIN 06pa3 BCagHWKa U KOHS, apXeTunbl

TPaanLMOHHON KOYEBOW KyNbTYpbl.
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BBepeHue

MHoroo6pasune CloeToB 1 06pa30B
TPaaULMOHHON KOYEBOW KYNbTypbI
HaL/I0 CBOE OTPaXKeHMe B UCKYCCTBE
COBPEMEHHOro KasaxcKoro roéeneHa. Ho
O[IHUM M3 CaMblIX BOJTHYIOLLMX, HECYLLINX
CaKpasibHOe 3Ha4yeHne 06pa30B., A1d
XY[OXXHWKOB OCTaeTcsd TeMa BcafHWKa 1
KOHS4.

«KOHb ¥ BCaHWK — TeMa, YTO He
OAHaXKAbl BO3HWKaNa 1 6yaet BO3HUKaTb,
KaK B Ka3axCKoW CKYNbMNType, Tak 1 B
*unBonucu. Kaxabln pas, Haxoast HoBoe
BOMJIOLLEHNE 3TOMY BOJTHYIOLLEMY
BOOOGpaXKeHne 06pasy, XyqoKHUKK B TO
e BpeMs ejuHbl B CBOEM, NOAYEPKHYTO
Cepbe3HOM NoaxoJe K MHTeprnpeTaumm B
NCKYCCTBE 3TOM B3aMMO/O0MOJHAIOLWEN
Apyr Apyra napbl... Kak KOHb, TaKk 1
BCaAHUWK B NOOGOM cny4yae CTaHOBUTCS A/1S
Ka3axCKMX CKy/NIbMTOPOB M XUBOMUCLIEB
CUMBOJIOM, OMO3HaBaTEbHbIM 3HAKOM
HaLMOHaNbHOMN KyNbTYpbl U TPAAULINN,
NniaaBHO NEPEXOIAT U3 YCTOMYMBOIO
Habopa apxeTunoB TPaaMULMOHHOM
KOHHO—KO4Y€BOW LIMBUIN3aALIMM Ka3axoB B
apxeTunbl NpodeccMoHanbHOro NCKyccTBa
KaszaxctaHa» [1, c. 129].

MeToabl

HacTodlee uccnegosaHune
npeacraBnsgeT cobom NonbITKY
MCKYyCCTBOBEAYECKOro aHanmaa
MHOMOYMCNEHHbIX aBTOPCKUX
NMHTEPNPETALIMI XyA0KECTBEHHOMO
o6pasa BcagHWKa Ha KOHE B UCKYCCTBE
robeneHa coBpemeHHoro KasaxctaHa Ha
OCHOBE NPUMEHEHNS TepPMEHEBTUYECKOMN
METOA0NOM K.

daKTonornyeckom 6a3on nccnesoBaHms

ABNSAIOTCH OPUTMHaNbl, GpoTorpadpumn
W penpoayKLumm npomsseneHum
Ka3axCTaHCKMX M 3apybexHbIX
XY[OXXHUKOB, @ TaKXe UCTopUYEeCcKue
M UCKyCCTBOBEAYECKME NyBGanKaLumm,
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n3naHHble B KadaxctaHe, Poccuuy,
dpaHumMK, BeHrpuun n apyrux ctpaHax
Mupa.

PesynbraTthbl

N3ydyeHue npobnembl NOUCKa U
BOM/OLLIEHUS Xy[0XKeCTBEHHOro obpasa
BCa[IHMKa Ha KOHE, OTparkatolLero
caKpalbHO—MUPONOrMyecKme acneKTbl
TPaAMLMOHHOM KOYEBOM KyNbTypbl, B
UCKyCCTBE robefieHa COBPEMEHHOIO

KagzaxctaHa MMeeT BaXKHYIO MPaKTUYECKYIO

LLEHHOCTb KaK MCKYCCTBOBEAYECKO—
TEOPETUYECKYIO, TaK U yHebHO—
METONYECKY!IO.

HayyHasi noctaHOBKa Bonpoca,
HabNAeHNS U BbIBOAbl MOTYT ObITh
MCNO/Ib30BaHbl U MPOAOSIKEHbI HE
TONbKO B UCTOPUKO—TEOPETUYECKNX
TpyAax MCKYCCTBOBE/IOB, Ky/IbTYpPO/IOrOB,
HO 1 B UCCNe0BaTENbCKUX U
y4ebHO—MeToaMYEecKMx paboTax, npu
CO34aHMMN KYPCOB MO UCTOPUN N TEOPUU
M306pa3unTeNbHOro U NPUKIaaHOro
MCKYCCTB, Hay4HbIX MPOeKTax
npodeccopcKo—npenoaaBaTebCKoro
cocTaBa, CTyAEHTOB, MarMCTpaHToOB U
[IOKTOPAHTOB, a TaKXe B XyA0XEeCTBEHHON
NpaKTUKE M TBOPYECKOW AEATENTbHOCTH
XYOOXHMKOB MO ro6esneHy.

OAucKyccusna

FANOHCKMI pexunccep, apamaTypr 1
cueHapucT AKnpa KypocaBa B KHUTe
n3 cepumn «MacTtepa 3apyberHOoro
KMHOWUCKYyCCTBa» [2], BCMTOMUHas
NPOWAEHHbIN B KWHEMATOrpade nyTb,
NpenoaHOCUT ero B BUAE anneropmm
— camypam Ha KoHe. BouH He monog,
JINLO UCMELWPEHO WpamMaMu, ogeT
B JOCMNeXM C MOTEPTOM OT BPEMEHH
JTaKOBOW MOMIMPOBKOMW U BMATUHAMMU MO
BCEN NOBEPXHOCTU. KOHb TO e cTapblii,
MeLJIEHHO 6pefeT OH B ryCTOM TyMaHe,
HU3KO CTeoLWeMCS Mo 3emiie, Tak 4To
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KOMbIT €ro He BUAHO. BcagHUK 1 KOHb,

He crnewla npobupatoTcs No HEBUANMOM
Tpone NyHHOM HoYblo, 06a, CIOBHO NNbIBYT
B HEBEOMOE; KPYroM HUKOTO, 1 TONbKO
JepeBbsi, ¢ 06enx CTOPOH O6CTyNMBLLME
NYTHWUKOB, C NOAPE3AHHbIMW NMOAHOKUAMM

(oT TymMaHa), CNOBHO XMBble CyLLLecTBa, MATKO

YHOCATCS 3a WX CMUHBbI...
YT06bl NOHATL CaKpanbHOEe 3HaYeHne
XYAOXeCTBEHHOro o6pasa, JaHHOro
KypocaBow, Hafo UMETb onpeaeneHHoe
npeacraBneHne o «<kanaaHe». 370 0Co0ObIN
nTepaTypHO—@PONbKIOPHbLIN aHp B
BWAE KOPOTKUX HOBEJ, ABASAIOLLMACA
HEOTbEM/IEMOWM YaCTblO TPaAULMOHHOM

AMNOHCKOM KyNnbTypbl. B nepesoje ¢ ANOHCKOro

f13blKa OH O3HA4YaeT — YCTHbIN paccKkas 06
CcBepxbecTecTBEHHOM. [epon Noa06HbIX
HOBENJ (MHOrAa 370 NereHaapHbIe IMYHOCTH
cpeaHeBEKOBOW ANOHUK — camypan—
O[IMHOYKM, POHMHbI, CTPAHCTBYOLME
MOHaxM 1 T. A1.) CTaIKMBAtOTCA C CyLL,ecTBaMMu
NOTYCTOPOHHEro M1pa, HageneHHbIMK
MWCTUYECKOW CUTION — NMPUBUOEHUAMMU,
npu3pakamu, 4eEMOHaMK U BeAbMamu,
CNoco6HbIMM BOMJIOWATLCS B YEN0BEYECKUI
06/M1K, a MHOrda 1 B 06IMYbE Pa3INYHbIX
MMBOTHbIX, TAKMX KaK KOLLKW, TUCULLbI U
3Meu. CIOXKEThI XaHpa KanaaH NpakTU4ecKu

CBOIO NMOTYCTOPOHHIOIO MnocTack. Torga
BOMWHY, NPEeACTOUT HeMnpocTasn 3ajava
BbISIBUTb UCTUHHYIO CYLLLHOCTb Y MOTUBbI
[IENCTBUIN BCTPEYHOIO NMyTHUKA.

KoHe4yHO, NOMUMO MUCTUYECKMX
aCneKToB B CBOW XyAOXECTBEHHbIN
06pa3 BCagHMKa M KOHS SSMOHCKNI
pexuccep 3aa0XKnA U APYron CMbIC—
anneroputo, Kacatollerocs Kak TeMbl
NCUXONOrnMn TBOPYECTBA, TaK U TBOPYECKOM
AeAaTenbHOCTM Boo6LWe. XyAOKHUK—TBOpPEL,
B CBOEW XM3HW MPEO0/EBAET HE TONIbKO
BHELIHWE TPYAHOCTU M MPOTUBOPEUNS, HO U
BeleT NOCTOSAHHY0 60pPbLOY C camnM COOO0M,
CO CBOMM 3roLeHTPU3MOM U pasiMyHbIMK
«AeMOHaMMW», pa3pyLlatoLLMMK ero U3HYTPH,
TO €CTb, FYCTbIM TYMaHOM, MNOCENINBLLMUMCS
B Oyule.

MprBeaa npuMep 13 KNacCcU4eCcKoro
KWHeMaTorpada, Heob6xoauMo
OTMETUTb, YTO TAHAEM — BCaAAHUK U
KOHb, HaMoJIHEHHbIW CaKpanbHO—
MWUCTUYECKMM COAEpPKaHNeM, BCTpeyaeTcs
B COBPEMEHHbIX GUIbMaX, CHATbIX MO
MOTMBaM IMTEPATYPHbIX MPON3BEAEHUN
MawH Pupa «<BcagHuK 6€3 ronoBbl» U
BawwnHrroHa NpeuHra «JlereHga o CoOHHOM
nouwuHer». MHTepecHo, 4YTo B ClOXKETax
CaMuX NMTepaTypHbIX NEPBOUCTOYHUKOB

Bceraa otinyatotcs datain3mMoM, MOCKONbKY 3T 06pasbl IULLIEHbI CBEPXbECTECTBEHHbIX
MOCTPOEHbI Ha BYAMIACKON KOHLIEMLIMM KapMbICIOCOGHOCTEN M BbICTYMAlOT BCErO NULLb B

n BosgasHus. C pa3BUTUEM UCKYCCTBA KMHO
KangaH TpaHchOopMMPOoBasCs B XaHp, Tak
Ha3blBaeMblt GUJIbM yXKacoB.

OaHOM M3 caMbIX pacnpoCTPaHEHHbIX
XapaKTePUCTUK B KandaHe, Koraa
MCTUTENIbHbIE NPU3PAKK UIN AEMOHDI
npeacTatoT nepes ntibMu B 06JINKe
4yesloBeKa, ABNSETCS UX CNOCOBHOCTb K
nesutaunn. UMUTUpys 4enoBeYeCKyto
NoXoAKy, Ha caMOM iefie OHM He KacatoTcs
3eMJ/11, 3aBucad Hal HeN B HECKO/IbKMX
caHTMmeTpax. N npu BCcTpeye, Hanpumep, ¢
KOHHbIM CamMypaeM Ha NECHON Tpore, HU3KO
CTENOLWMNCA TYMaH NoMoraeT UM CKpblBaTb

KayecTBe OTCbINIOK K IPEBHUM NereHjam
0 npuapakax u norpebanbHbIM pUTyanam
nHaenues CeBepHO AMEPUKM.

Caoto KHUry AKnpa KypocaBa
3aKaH4YMBaET C/iI0BaMu 0 TOM, 4YTO camypan
K Havasny paccBeTy Bble3XKaeT U3 fieca Ha
NPOCENOYHYIO JOPOTY U, HE OINAHYBLLUCD,
NpPOoJOJIXKaeT CBOW NyTb Aanble. ABTOp He
YNOMWHaET, BCTPETUIT OH KOro—JIMGO HOYbIO
B TYMaHe Wn HET: AN HEro BaXKeH 6bln
caM 06pas, HanboJsiee TOHYHO BblparkatoLLni
CyTb €r0 X13HeaeATebHOCTHU, aAeKBaTHbIN
camooluylieHuto Macrtepa.

3TOT NpUMeEpP N3 MUpPa KMHO
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NPUBOAUTBLCS C LIENbI0 060COOUTL rPaHuULLbl
Kpyra npou3BeeHni, KoTopble 6yayT
aHanMaupoBaTbCs B AaHHOM paboTe. B
MWPOBOM UCKYCCTBE CYLLECTBYET BEIMKOE
MHOXECTBO TBOPYECKMX PaboT, TaK UK
WMHaye 3aTparnBaloLInX TeMy BCagHUKa

M ero KoHs. bonbluasa 4acTb U3 HUX,

6y/lb TO CKYNbNTypHas KOMNO3ULMS

WU }UBOMUCHbLIM NapagHbli NOPTPET,
OblIN PELLEHbI B peanncTU4eCcKomn
n306pa3unTeibHOM MaHepe 1 NOCBSILLEHbI
M3BECTHbIM JIMYHOCTSAM, YbW AESHUSA
HaBcerga BnucaHbl B UCTOPUYECKME
JIETONMUCHK YeNoBEeYECKOM LMBUIn3aLnun. B
HalleM e ciydae 6yayT paccMmaTpmBaTtbhes
TONbKO Te NPOU3BEAEHUA N GEHOMEHDI
BOEHHO—MNPUKNAAHOWN KYNbTYpPbl, B
KOTOpbIX 06pa3 BCagHWKa Ha KOHe
HaMoJIHEH CUMBOJ/IMKO—MWUCTUYECKUM

nnn Mndonornyeckum cogepxaHumem. Ho
npexae CHoOBa HyXHO OyaeT 06paTuThCs

K npumMepam, UMEBLLXM MeCTo B
NCTOPUYECKMX COBBLITUAX MPOLLSIOrO.

OHK, 3TK paKTU4YeCcKne cobbITuS,

CNyXaT HEOCMOPUMbIM apryMEeHTOM Npu
NOCTPOEHUN Xy[JOKECTBEHHOIO KOHLLENTA,
YNOMMWHAEMON HaMu TEMBI.

B nctopmn pasnnyHbIX MUPOBLIX
UMBUIM3aLMK eCTb paKThl, Koraa
BCaJHWK Ha KOHe accoLmnpoBarncs
C MUCTUYECKUMMU, a MOPON U C
daHTacTU4ECKMMUN HE3EMHBIMU
obpasamu. B nepsyto o4yepenb, aTO
KOHEeYHO coobLecTBa KOYEBOIo pEBHENO
MUpPa, 0OXKUBLLME TEPPUTOPUANbHBIE
npocTpaHcTBa EBPa3mincKOro KOHTUHEHTA.
Ho peyb 0 HMX NOMOET HECKO/IbKO NO3Hee.

B 1519 roay ucnaHCKuim ABOPSHUH
1 aBaHTIOpUCT SpHaH KopTtec (1485 —
1547 rr.) Bbicaauncs Ha nobepexbe
MeKcuKku. Ero Hebonblias, HO TEXHUYECKHU
XOPOLLO OCHallleHHas apMuKs cocTosna
13 400 NexoTUHLEB, BOOPYKEHHbIX
MYLLKeTaMu, AeCATKa NyLeK 1 BCero
nwb 16 KaBanepucToB. B XxpoHuKax
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TOYHO HE YKa3bIBAETCH YMCIO0 aLITEKCKMUX
BoMHOB — oT 20 000 go 50 000 Tbicsay,
BbIBUHYBLUMXCHA HABCTPEYY UCMAHCKOMY
3aBoeBaresto. M3BeCcTHO TOYHO OHO:
OuUTBa 3aKOHYMNACh, TaK M HE HAYaBLUUCH.
Bcs apMus KOpeHHbIX MHAenLEB AMEPUKHN
B 6e3y4eprKHOM CTpaxe paccesinach,
Koraa Ha none cparkeHus nosiBuaach
McnaHcKas KoOHHMUA — 16 pbilapen,
3aKOBaHHbIX BMECTe C olaibMu B
ene3Hble 1 CBepKalowue Ha ConHue
nocnexu. x 6poHe coBepLLIEHHO HUKAKOro
Bpeaa He NPUYMHAIN MHAENCKUE KOMbS
W CTPESbl C KOCTSHBIMU M KAMEHHbIMHU
HaKOHEYHUKaMU. AUTEKH, HE BUAEBLLME 0
BCTPEYM C 3aBOeBaTENIMM AaXKe Nolaaen,
BOCMPUHANM BCAAHUKOB Ha KOHSIX
€AMHbIM, HE3EMHbIM U CBEPX YKacatoLllMm
CyLW,EecTBOM, OT KOTOPOIro MOYXHO CNacTUCb
ToNbKo 6erctBoM. KopTec, He BCTPETUB
COMPOTUBNEHNS, 3aHAN U pa3rpabun
cronuuy Mekcuku ropog Cemnoana,
TEM CaMblM Ha4yaB 3py 3aBOEBaAHUS
KOHKUcTagopamu KOHOM AMEPUKN.
daHTacMaropMyHO—3nnyHble
06pa3sbl pbiLl@apen Ha KOHAX, YBUAEHHbIE
rnasamu MHaenues, otobpasui B
cepun MOHYMEHTasbHbIX PPECoK
«KoHwn», <hcnanusa XVI Bekar, «KopTtec»
MEKCUKaHCKWM XyIOXKHUK Xoce KneMeHTo
OpockKo (1883 — 1949 rr.) B camomn
M3BECTHOM M MacliTabHOM cBOen paboTe —
pocnucu 4yacoBHM rocnutans «Ocnucno—
KabaHbsc» B ropoae lBaganaxapa (1936
—1939rr.). (PucyHok 1)
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Pucynok 1: X.Opocko. Konn (http://bacil livejournal.com/10274.html)

Tenepb paccMoOTpUM psif BCEMUPHO
M3BECTHbIX MPON3BEAEHUIN MUPOBOIO
nM306pa3unTeNbHOro UCKYCCTBa,
pacKpbiBatoLLMx 06pa3 BCagHUKa Ha KOHe
B CUMBOJIMKO—aIEFOPUYECKOM KIltoYe.

B nepByto o4epeab, 310 rpaBtopa
HEMELLKOro XyaoXHWKa BpemeH CeBepHOro
BoszpoxaeHus AnbopexTa Aopepa (1471
— 1528 rT.) «PbiLlapb, CMEPTb 1 BCAOHUK»
(1513 r.), B KOTOPOW OH MaCTEPCKM
coyeTaeT daHTacMaropuio NPOUCXoasLLErO
c y6eanTenbHbIM peanM3MoM B AeTansx
[IENCTBMIN, MOPTPETOB M OAEXK/bl repoeB
ctoxeta. TaK, K npumepy, YenoBexK,
N3yvaloLlnin BOOPYKEHNE CPEAHEBEKOBbIX
pbiLapen, MOXeT 00paTUTbCS K
rpaBlope KaK K TOHYHOMY JOKYMEHTY TOM
NCTOPUYECKON 3MOXM.

B KapTnHe CmepTb npotaruBaet
pbILAPK MECOYHbIE Yacbl — CUMBOJI
KPaTKOCTU YEI0BEYECKOM KU3HMU.

OaHako BcagHWK He ygocTanBaeT CMepTb
B3rnsiaoM. A absiBoiia ¢ MOPAOKM Benps,
poramu 6apaHa, KpblibSIMU IETYYEN MbILLIN
BCaJHWK YyXXe MMHOBaN v eAeT Aanblie, He
ob6opaynBasicb. KaxeTcs, 4To ero KOHb
LuaraeT MeasIeHHo, HO cobake, KoTopas

He Xx04eT oTCcTaTb OT X03sIMHa, MPUXOANTCS
6exaTb. [1oCTynb KOHSA 1 ABUKEHNE

pbiLaps HeyaepKumbl. Hn CmepThb, HU
[bsSIBO/T HE UCNYratoT, HE OCTAHOBSAT €ro.
CaM XyOoXHWK, Koraa emy ciay4anoch
ynoMuHaTb 3Ty paboTy, BOO6LILE HE TOBOPUI
0 pbiuape. OH Ha3bIBan ee NPocTo —
«BcaaHuK». OpyXKre 1 6poHS ero repos
He Npu3HaK cocnoBus. OHM — CUMBON
TBEPAOCTHM Ayxa, My*KecTBa, 6eccTpaling...
3aMeTuMm, 4TO Ha 3TOM rpaBlope
[iopepa XpUCTUAHCKUX CUMBOIOB HET.
Ero BcagHuK nobexaaet cTpax nepes
[bSIBO/IOM U CMEPTbIO HE MOJIUTBOW,
a 6eccTpallrMemM U HeYaEPKUMbIM
OBMKeHneM Bnepeq. 3T0 U CUMBOJ
BPEMEHMU, U CTPEMNEHME XYJOKHNKA
0[10N€eTb BCE CTpaxu, BCE NpuU3paKxu
NPOLLSIOro OTKPbITbIM BGECCTPALLHbIM
B3rng4om. B Hem npocnaBneHa cuna ayxa,
CTpeMsiLLEerocst K UCTUHe. 3To CBOEro poaa
aBTOMOPTPET XyAOXKHUKA, 3anevaTieBLlnn
He BHELIHOCTb, a AyLLEBHOE COCTOSHUE,
KoTopoe Bnageno [iopepom B TpyaHble
nepenoMHble rofbl, Ha pybexe 3nox.
KaKwne cTpallHble BCTPEUYM HU YrOTOBAHbI
eMy BPEMEHEM, OH MOJIOH TBEPAOM
pPeLrMOCTM He CBOpaYMBaTh C MNyTH, He
OTKa3blBaTbCs OT MOUCKOB BbICOKOIr0O
COBEpLIEHCTBA, eAMHCTBA NPEKPACHOMO U
HPaBCTBEHHOrO...» [3, ¢. 228-231].
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B 1912 roay Ha BepHUCcaxe
XYOAOXEeCTBEHHOro o6beanHeHns «<Mup
MCKYCCTB» Obl/10 BNEpBble NpeacTaBieHo
BHMMaHMO NY6IMKM XKUBOMUCHOE MNOJSIOTHO
pyccKoro xyaoxHuKa Kysbmbl Cepreesunya
MetpoBa—BoakuHa (1878 — 1939 rT)
«KynaHue KpacHoro KoHs». Cenyac 3T1o
npou3BeaeH1e HaxoanTCs B 3KCMNO3ULINK
[ocynapctBeHHOM TPeTbSIKOBCKOM ranepeu
B I. MockBe. B 3101 paboTte B NOJIHOM
Mepe HalM OTPaXKEHUS CTUIMCTUYECKHME
N [yXOBHbI€ UCKaHWS 3MOXMN 1 BOMNIOTUNACh
CNoXHas 06pa3HO—CMMBOIMYECKAS
cuctema xygoxHuKa. 0. A. PycakoB
OTMEYaerT, YTo «...NepBbIM BapuaHT
KapTWHbI Bbl1 YHUUTOXKEH aBTOPOM,

...2 OKOHYaTEe/NbHbIA BapMUaHT KapTHHbI
ABNSIETCS CNOXHbIM 06pa3oM — CUMBOJIOM,
B KOTOPOM BOM/IOTUIUCb BOMPOCHI, MAEN U
TPEeBOrK anoxu Ha pybéexe XIX — XX BeKoB»
[4,c.42].

B KapTuHe K. NeTpoBa—BoakunHa
OyKBas/lbHO OCA3aeTCs HEBEPOSATHAS
MoLb KOHSA. OH NpeAcTaBASeT CTUXUMHYIO
CUNY, KOTOPYIO HE B COCTOSIHWUU YKPOTUTb
lOHbIW BCaHUK. KpynHas ¢urypa KoHs
KaK Obl NPUMOIUIKAETCA K 3pUTENIO,
«BblpblBasiCb» M3 MPOCTPAHCTBA
HMBOMUCHOIO NOMI0THA. 3TO UNKO30PHOE
ollyleHMe BO3HMKAET, KaK 6naroaaps
MCNONb30BAHUIO XYAOXHUKOM NPUEMOB
chepmryecKomn nepcnexkTuBbl (Koraa eurypa
*MBOTHOIO «Cpe3aeTcs» KpasiMu XoscTa),
TaK 1 BBEAEHUIO B KOMMO3ULINIO PE3KMX
AvaroHanen, HanpaB/IEHUAM KOTOPbIX
NoAYMHEHbI ABUMKEHWUSA MaBHbIX FEPOEB
cloxerta.

«HepeanbHbIKM KpacHbIM KOHb
CTaHOBWTCSI CUMBOJIOM 3MOXM, €ro
MO}HO paccmaTpuBaThb KaK o6pas
HEOTBPATMMOCTMN NPUBANKAIOLLINXCS
NCTOPUYECKUX COObLITUN.

OfaHaKo B aToM paboTe HET OLLYLLIEHNUS
Tparn4yeckom 6e3bICX0AHOCTH, HE Clly4anHO
06pa3 «1y4e3apHOro» lOHOLWK—BCaAHUKa
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BOCXOAMUT K TpaauLUmMmK OpeBHEPYCCKOro
MCKyccTBa — 06pasy cBaToro leoprus
MNo6enoHocLa. B «KynaHum KpacHoro
KOHS» BOMJIOWEHa U Hadexaa Ha nobeay
CBET/bIX U4EeanoB, U MeyTa 0 «30/I0TOM
BEKe», KoTopas TaKkKe Oblfa YacTbio
[yXOBHbIX MOMCKOB 3MOXM, 1 yIOBaHWE Ha
BO3POXKAEHME MMUPa N UCKyCcCTBa» [D, C.
119-120].

ABTOp AaHHOW UMTaThl MCKYCCTBOBEA
TatbfiHa banuvukasg yauBuTenbHO
nogmMeyvaeT ry6brHHYO CBSA3b €ANHOIo
06pa3a BcagHWKa 1 KOHS C MEYTOM
yenoBeyecTBa 0 «30/10TOM BeKe». Tak,

B Ka3axCKMX aNUYEeCKUX CKa3aHUsX (a B
Ka)X[I0M U3 HWUX C HET/IEHHOW HaaeXaom
OTpaXKeH 3TOT BCEBEYHbIN naean), B OAMH
psia BCTaloT Takne o6pasbl 6aTbIpos,

KaK KobnaHabl ¢ ero 60eBbiM KOHEM
Tan6ypbliom, Annamblc ¢ banwy6apom, a
NCTOpUYECKOE NNLL0 ABnan XxaH ¢ KOHEM
Kok—6anak.

C camoro Ha4asna Ba*HO OTMETUTb
CcoLManbHy0 3HA4YMMOCTb BOEHHO—
NPUKIAOHbIX TPAAULMN B KOYEBOM
coobulectee. CoumanbHbIM UHCTUTYT
*U3HW KOYEBHMKOB Obl1 YCTPOEH TakK, 4TO
BOMHCKas cnyxba aBnsinacb 0gHOM M3
CaMblIX BaXKHbIX 1 OBOLLMX MOBUHHOCTEN
B cTenu. o cyLecTBy, MOXHO CKa3aTb,
YTO MYXCKOE HacesleHNe KOYEBbIX
HapoA0B NpeAcTaBafI0 cCO60M XOPOLLO
BOOPYXEHHYI0 Maccy nogen. «<HoweHne
OpPYXKKS BbI10 HE TOSIbKO 3aKOHHbIM
npaBom cBOBGOAHOIO CKOTOBOAA, HO
Jaxke 06593aHHOCTbIO, U, K MPUMeEpY,

Ha HapOAHOM COBpPaHUMN 6E30PYKHbIN
MYXK4YMHa HE UMeN NpaBo rosioca, a
MNajLne MOTKN He ycTynaTb eMy MecTa» [6,
c. 270].

BcaaHuK Ha KoHe, 6yay4u LeHTpasbHbIM
nepcoHaxem 60/blUMHCTBaA 3M0COB
KOo4yeBblXx HapoaoB EBpasuun, npeacraBnset
COOOM Xy[10KECTBEHHO—MO3TUYECKNHI
06pa3 reposi, HaaeneHHoro BblAaoLWNMMNCS
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JIMYHBIMW Ka4YeCTBaMM, CHUCKaBLUEMY
cebe cnaBy, bnarogapsi OT/IM4YHON
BOWMHCKOW Bbly4YKE U NMpUHa4exallinm

K rpynne n3bpaHHbiX. B aToM cMbIche,
naeanM3npoBaHHbIM KOYEBbLIM
€co006LWecTBOM 06pa3s CTeMHbIX 6aTblPOB—
BOMHOB BO MHOIOM COMOCTaBUM

C pbluapsmu Kpyrnoro ctona —
nepcoHaxamMun cpegHeBEKOBOIO CloXKeTa
0 6pUTaHCKOM KopoJie ApType 1 ero
CNOABUMXHMKAX.

B cBs131 € yNOMUHAHUEM O
CPefHEBEKOBOW PbILL@PCKON KYNbLTYpE,
HeobXxoaAnMMOo caenatb HeboNbllOe
OTCTYMN/JEHME OT TEMbI UCCNEAOBAHNS
N NO3HaKOMMWTLCH C OPUTMHANIbHON U
HeopAUHapPHOM BepPCUEN Ka3axCTaHCKOro
WCTOPUKa, NnucaTtensa u gpamaTtypra
HKymabas bankymuHa. B cBoen TpeTben
KHUre n3 cepumn «TypaH. Barnag B UcTopuio
4ye/loBEeYeCKoro obLiectTsa» aBTop
NPUBOAMUT AOBO/bI U HaKTbl O TOM, 4YTO
€BPONeNCcKoe pbiLapPCTBO ABJISIETCA HE
NMPOCTO TEXHONIOMMYECKUM NPEEMHUKOM,
HO M NPSIMbIM 3THOKY/bTYPHbIM MOTOMKOM
TAXENOBOOPYKEHHbIX KaTadbpaKTapuen
TypaHa.

TaK, B COBpeEMEHHOM Ka3axCKOM A3bIKe
[10 CMUX NOP CYLLECTBYIOT TaKWE MOHATUSA, KaK
«Cepi» — pblLlapb, «Cepinik» — pbiLapcTBO.
MNoao6HO cBOMM coBpaTbaM—nannaguHam
(«BOMH Bepbl», pbillapb cpaatommncs Bo
UM$ NPOABUKEHNSA KAHOHOB XPUCTUAHCKOMN
Bepbl), NS CTEMHbIX PbiLlapen Ha NepBoM
MECTE CTOS/IN MOHATUSA YECTU U BEPHOCTH.
OHM BENIM aCKETUYECKMN 06Pa3 KUSHMU
1 HE MMENN HUKAaKOro nMyllecTsa, 3a
UCKJTIOYEHWEM XopoLlero 60eBOro KoHs
N Ka4eCTBEHHOIO OPYXKMNS U OOCMEXOB.

TaK ke OHW He MoK 063aBOAUTbLCS
COOGCTBEHHbBIMWU CEMbSAMM, MOCKOJbKY
npUHUManu o6eT 6e3bpayns.

«OT™Mevasn faHHoe siBneHue, JleB
[ymMUneB NULIET O TOM, YTO KOYeBOE
06LWecTBO, UMEBLLEE OYEHDb MPOYHYIO

W CTabUNbHYIO POAOBYIO CTPYKTYPY, TEM

He MeHee, NOCTOSIHHO reHepMpoBasno
0COOYI0 KaTeroputo ntoaen, AN KoTopbix
pPaMKW POIOBOM CUCTEMbI ObIIN CANLLKOM
TEeCHbIMW. ITU JIOAN, KOTOPbIX MO €ro
CBeAeHUsIM B CpefiHNe BEKA Y TIOPKCKMX
HOMaJoB Ha3blBaNCb W1IOAbMM
CBOGOHOMO COCTOSAHUS», 06 bEANHANNCH B
CTernHble pbilapckue 6patcrBar [7, ¢. 72].

Mo MHeHuio K. baixyMuKHa, 3Ta
APEBHSAS pblLlapcKas Tpaguums TypaHa
BO3poaunach B cpeaHeBekoBon EBpone,
NO3TOMY MPW Pa3anUYHbIX ONUCaAHUAX
3anagHoEeBPONENCKNX 60EBbIX
TOBapPMLLECTB CTPAHCTBYIOLWMX PbILapen,
Hen36eXHO BO3HMKAET aHanorus ¢
MX CTEMHbIMM NPeaKaMn—BOUHaMM, B
TEYEHUN MHOIMX BEKOB COXPaHUBLLIMX 3TOT
YAMBUTENbHbBI MaKpPOCErMEHT BOEHHO—
NPUKIaLHOM KOYEBOW KYNbTypbl.

«... O opeBHeN CTENHOM PbILAPCKON
KynbType «CepoB» TaK e YyNoMUHaeT
JpeBHerpevyecknm nctopuk CtpaboH (I
B. 0 H. 3. — | B H. 3.). OH coobLaeT o
BOJIbHbIX IIOASX, BbIXOALaX U3 cpefbl
Ko4yeBbIX GpaKNnLEB — «...6€306payHbIX
JMBHbIX AOUTENSAX KOBbIIUL,...»,
rny60oKO NOYMTaeEMbIX B CBOEM
Hapoje. Takue pbiLlapcKkue 6paTcTBa
ABNAINCb 06beAUHEHNSIMU AOCTATOYHO
HeopAMHapHbIX Ntogen, MPOUCXOAMBLLNX
M3 cpebl CTENHON 3HATU. Kaxabin
U3 BXOAMBLUMX B HETO CEPOB ObiN
0[HOBPEMEHHO OTBaXKHbIM BOMHOM U
NO3TOM, MY3blKAHTOM —KOMMO3UTOPOM,
neBLOM M APKMM OpaTopoM, XpaHutenem
Ky/bTYPHbIX TPAAMLMA NPEAKOB 1
3alIMTHUKOM MHTEPECOB NMPOCThIX JH0AEN»
[7,c. 76].

Cuyuntaetcs, 4To B Xl BeKke Bo PpaHLmH,
W Nof ee BAUSHMEM B ApYrux cTpaHax,
BO3HMK OCOObIN PbILL@PCKUA KOAEKC, NO
KOTOPOMY UCTUHHbIW pbiLapb AOMKEH 6blS
OblTb HE TOIbKO OTBaXHbIM, YMETb UCKYCHO
BNaAeTb OPYKMEM, HO U BbITb JOCTATOYHO
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06pas30BaHHbIM, WeapbiM, BEIMKOAYLWHbIM,
3awuuaTb cnabblx, HaXoaMTb
YAOBONbCTBUE B NO33UM U MY3bIKE.

1 B EBpone 1 B BennKown ctenu KOHHbIN
BOMWH Npexae BCEro CUMBOIM3NPOBa
reponKo—caKpasbHble LLleHHOCTH,
CBs3aHHble ¢ No6eaon Had cuaamu 3na.
TaK e ¢ ero o6pas3om Obls1 CBSA3aH LieNbIN
KOMMNEKC BEPOBaHMIM, OTHOCSLLMXCH K
NOTYCTOPOHHEMY MUPY, NYTELIECTBUIO B
LLapCTBO MEPTBbIX U BECCMEPTHUIO AYLLN.

B Ko4eBoW KynbType OH 6onee
SABCTBEHHO NPOSABASANCS NPU KypraHHOM
o6psae 3aXxOpPOHEHUS NIEMEHHbIX
BOX/JEN, KOTOPbIW LUMPOKO NPUMEHSNCH
y BCeX HapoaoB CKNMdCKoro mmpa. KoH4,
nocne npoLiecca }XepTBONPUHOLLEHNS,
XOPOHW/IM BMECTE C yLeWnM, YTOObI OH
nomMor goépaTbcs nocnegHeMy 4o MecTa
Ha3Ha4YeHUS 1 CNYKKN eMy B MUHOM MUpeE.
«CyLLHOCTb KOHSI, CONPOBOXAaBLUErO B
MHOW MUP 0COB0 3HAYUMYIO MEPCOHY,
TpaHchopMMpoBaHa B MUGDONOITUHECKOM
CO3HaHWKU APEeBHUX B 0COOO0 MNOYUTaEMbIN
06pa3 MMdONOrM4YecKoro cyliectasar [8, c.
134].

B reponyeckux anocax KoYeBbIX
HaponoB EBpasun ngeanusauus rmaBHbIX
nepcoHa)en — 6atbipa 1 ero KoH4,
[loBefieHa nNpaKTM4yecku Ao abcontoTa.
KOHb, KaK BepHbI 1 NpeaaHHbIn apyr,
4acTo BO3MYXaBLLUWK BMeCTe C NocneaHuM,
ABNSETCS PaBHOLEHHbIM 6aTbIpy
repoeM CloXKeTa W 3a4acTylo Haaensancs
CaMOCTOATENbHbIM CO3HAHUEM M AapoM
06LLIEHNA Ha YeloBEYECKOM s3blKe. A 3To,
B CBOIO 04epefb, He MOIJI0 HE BAUATb Ha
[IENCTBUS U MOCTYMNKKU ero copaTHUKa.

YT0 MHTEPECHO, camu 6aTbipbl THOPKCKUX
3MOCOB — 3TO KBUHTACCEHLMSA HApPOAHbIX
naeanoB BOMHCKOM MOLLM U JO6GNeCTy,
MY*KECTBEHHOM KpacoTbl U MyApOK
cnpaBeanBoCTU. MOHYMeHTanmM3auns
NX Xy[1I0XXeCTBEHHOro o6pasa u
MHAMBUOYaNN3aLns XapaKTePHbIX UM
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NPU3HaAKOB 3KCTepbepa — pu3nyecKas
cuna, JOCTOMHCTBO M KpacoTa, MPUBOAUT K
onpeaeneHuto AByx NPOTUBOCTOSLLMX APYT
APYrY v uaeanbHbIX B CBOEM BblpaXeHUH
Mogaenen: 6aTtblp—repon n 6atbip—Bpar.
Ho, B N03TMYECKOM OMMCaHUMN NX KavecTs,

TIOPKCKadA TpaanLmna BCe e JTaKOHUYHa: «...

06JIMK 6oratbips nepefaeTcsa He CTONbKO
OMMWcaHMEM €ero inua, CTPOEHUA TeNa U T.
[., CKOJIbKO NepeyncneHmemM HeCKOSbKUX
06s13aTeNbHbIX AeTanen — rosoc, B3rnag,
60eBoe obnayeHue... MKkoHorpagpus
BOMHOB—60raTtbipei ApeBHETIOPKCKON
3MOXM CBUAOETENbCTBYET, YTO CYLLECTBOBAI
onpeaeneHHbl M306pa3nTeNbHbl KaHOH
BHeLIHero obMKa, 3aMeHsBLLWKN CO60M
XapaKTepUCTUKY nHAnBMAA. Becb Habop
peanun, npeacTtaB/iEHHbIX HA KAMEHHbIX
n3BasHMAX Antas (roJloBHble y6opbl,
OpYXKKe, YKpalleHus, nosica, CYMOYKH,
cocyabl), DOPMUPYIOT HE MOPTPET, a
MKOHOIrpadU4EeCKMn 3HaK NOSTHOLLEHHOTO
MyXKa—BOWHa» [9, c. 208-209].

B 2000 rogy Annban n Cayne banaHoBbl
npeacTaBngaoT ny6anKe robeneH nog
Has3BaHuem «BouH» («Warrior»), B KOTOpOM
CO3/aHHbI MK 06pa3 6aTblipa Ha KOHe B
NosIHOM Mepe o6/1aflaeT KayeCcTBaMu Bblille
Ha3BaHHOMO MKOHOrpadMyecKoro 3Haka.
(PucyHok 2)

O

Pucynok 2, A. u C.Bananosbl. Boun. 2000 r
(B anb6ome—karasiore: Caysie & Annbaii banaHosbl.
Anmarsl, 1999. C. 32)
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BennkonenHo cTunnM3oBaHHbIE GUryphl
BCaJHWKa 1 KOH4, 3arneyat/ieHHble
XYAOXHUKaMK B AMHAMUKE OENCTBUSA —
CKaKyH, KaK B ONUCaHUsaX reponyecKux
3MN0COB, O4HMM NPbLIXKOM NpeogoneBaeT
FOPHYt0 rpsay U3 Tpex BepLUUH, 3aHUMaloT
BCO M306pas3nTeNbHY0 NIOCKOCTb
npounsseaeHuns. X TaHagemy, ann4yeckomy B
cBoen GMU3NYEeCKOM MOLLM U NNacTUYeCKomn
rpaumu, CNOBHO HE XBaTaeT NPOCTpaHCTBa
JIENCTBUS, MOCKONbKY OHU OrPaHUYEHbI
paMKaMu KOMMO3ULUH.

Ha BcagHWKe NpUCyTCTBYET BECb
KOMMJIEKC BOOPYKEHUS, XapaKTepHOro
NS BOEHHO—MNPUKNAAHON KyNbTypbl
KOY€EBbIX HAPOAOB. 3TO U3OMHYTbIN MeY
Ha 6eape, KO/l4aH Co CTpenamu 1 nyk,
nepeobpoLlEHHbIX Yepes nieyo.

[naBHbIN repon cloxeTa — 6aTbip,
clierka OTKMHYBLUWChL Ha3aj B ceae,
npaBou PYKOW CHUMAaET APEBKO KOPOTKOIO
KOMb$, a NeBOW NoaaepxmnBaeT 60/bLIONM
KPYIbIN LWKT, NPUKPbIBAS UM CMIMHY.
Kpyrnoe TeMHoe NATHO LWKUTa BMECTe
C MOPTPETOM BCaAHWKa ABNSIOTCSA
KOMMNO3WLMOHHbIM LIeHTPOM robeneHa,
aKUEHTUpPYys BHUMaHWE 3pUTENS Ha
cebe. BuayanbHOM cOCPeAOTOYEHHOCTH
TaK e cnoco6CTBYET NpUBAEKaeMbli
aBTopaMu MaKkpoaddeKT, Unun Kak ero
elle no—apyromy HasblBaloT — apPeKT
chepunyecKor nepcrnekTnBbl. TaKow
OMNTUYECKUIM MPUEM XapaKTepeH ans
COBPEMEHHOI0 UCKYCCTBa KMHO, Koraa
OAHOBPEMEHHO KamMepa CoBepLUaET Hae3q
Ha 1L nn GUrypy rmaBHOro nepcoHa)xa,
a BCe BOKpPYI OKpyKatoliee, HaobopoT,
[ABUXKETCS OT 3putens. B robeneHe
XYOOXHWUKK IOCTUrALOT 3TOro apdeKTa
npocTo. Bo—nepBbIX; B COOTHOLIEHNN
dU3NYECKNX pa3mepoB BCagHMKa U KOHS
ABHO YUTaAETCS AMCNPONopLUMA — BOUH
HenponopLUMoHaabHO KpyrnHee CBOEro
60eBOro ToBapuLla, NO3TOMY KOHb KaxeTcs
BCEro N1ilb 60/bWKM U FPALIMO3HbLIM MOHW.

Bo—BTOpbIX; NepeaHne 1 3agHuUe Horm
Jiolwaau, a TaK e B3/1bl6JIEHHbI XBOCT,
«Cpes3aloTcs» Kpasmu robeneHa, CoBHO
OHW He NoMeLaTcs B 06LLYI0 KapTUHY
KOMMNO3MLMK.

C n3o6pasunTesibHO—CTUIUCTUYECKOM
TOYKM 3pEHMUS NMpoun3BeaeHune «BonH»
peLweHo B Ny4LUKX TPpaamuLmMax 3CTETUKHN
MUHUMaAN3Ma — KyNbTyPHOro GEHOMEHa3,
KOTOpbIX pa3BUBAETCH B UCKYCCTBE
COBPEMEHHOI0 KasaxcKoro robesneHa.
Konopuctnyeckas ramma nponsBeeHuns
O4Y€Hb NAaKOHUYHA U COCTOUT U3
rapMOHMYHO B3aUMOCBSA3aHHbIX MEXY
cobom cepo—ronybblx, KPEMOBbIX,
OXPUCTO—3€ENEHbIX U YEPHbIX LIBETOB.

B ro6eneHe banaHoBbIX nepeq
HaMu npeacTaeT He TOJIbKO apXxeTun
6aTtbipa B BUAE UKOHOIrpadHn4yecKoro
3HaKa, HaleHHOro N306pa3nTeNbHbIMU
cpeacTBamu, a, npexae Bcero,
XY[IO}KECTBEHHbIN 06pa3 cBOeobpas3HOro
«BOWHa CBETa» — CTEMHOro NannaguHa,
MUBYLLEro rno CBOUM npaBuiam
[IOCTOMHCTBA U 4YecTu. U, XoT OH He OJIeT B
6esble OfleX /bl U HE «CBETUTCSA» Hanogobue
aHrenoB 1 NPOPOKOB, M B KOMMO3ULIMK
COBEPLLEHHO HE NMPUCYTCTBYIOT
Kakne—nmbo penmrmo3Hbie CUMBOJbI,
06pa3 BOMHa Hano/MHEH BHYTPEHHEN
0[lyXOTBOPEHHOCTbIO, BHYTPEHHE
caepXKMBaeMbIM MYKECTBOM U eJMHON
BOJIEN, OObEANHSAIOWEN BCE NIMYHOCTHbIE
KayecTBa B Lie/IbHbIM XapaKTep anmM4ecKoro
reposi, COOTBETCTBYIOLLErO 3HAYEHUIO
naeanbHOro atanoHa, BblpaXKEHHOro
Ka3axcKon nauomMmon «Hafbl3 XKiriT ceria
KbIp/ibl — 6ip CbIpibl 6051y KEPEK» —
«HacToAWNM XKUIUT OSIKEH BbiTh O
BOCbMW rpaHsx (BNaaeTb BOCEMbIO
TanaHTamu) n eauHOM BONEW», KOTOPOIO
Mbl MPUMEHSIEM B OTHOLWIEHWN CanoB —
CTEMHbIX pbILlApPEN — OnoTa AEMOKPaTUH,
LlapuBLUEN B KOYEBOM 0OLLLECTBE»

[10, c. 46].
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B uenom, naHHoe nponsBeneHue,
COrNnacHoO 3aKoHaM XaHpa repomMyecKoro
3anoca, Maeannu3npys CBOMX CIOXKETHbIX
nepcoHa)en, HECOMHEHHO cOo3aeT
3aMoOMMUHaIOLWMNCA XYAOXECTBEHHbIN
o6pa3s 6aTtbipa — CTEMHOrO pbiLaps,
HaAEeNEHHOro MHOMOYUCIEHHbIMU
caKpasbHbIMK 3HAYEHUAMM 1719 Ka3aXCKOWM
TPaONLIMOHHON KybTypbl.

Cnepylowen aHannsnpyemom pabortomn
aBnsieTcs robeneH Noj HasBaHUeEM
«CTpeneuy, («Archer») 205x295 cm., 2007 .
(PucyHok 3)

Pucynok 3, — A. u C.Bananossr. Crpesew. 2007 r. 205
x 295 cm

(B karasnore: Anu6aii, CayJsie, Arbi, Ast Bananosbl. —
Anmarer, 2010, — ¢. 28 — 29.)

KOMMNO3WLMOHHbLIN CTPOM robeneHa
BblepKaH B CTPOro YyC/I0BHOM MaHepe ¢
60/bLIMM CIOPMPU30M NPU Pa3MeELLEHNN
rMaBHOIO NepcoHaxa B MNJI0CKOCTH
MOHYMEHTaNIbHOro NosioTHa. PaHee He
NPUXOANNIOCh BUOETb HU B OJHOM U3
npomn3BeaeHNn BU3yasilbHOIO UCKYCCTBA,
YTOObI TAKOW CYry6o TpagmuLMOHHbIN
NepcoHa)K Kak CTpesnel, OTNpaBan
CTpesy U3 JlyKa nexa Ha 60Ky B MOMEHT
CKayKku 60eBoro KoHs. [la ewe genan ato
He TOJIbKO C NMOMOLLbIO PYK, HO M 06EUX
Hor. Pa3Be 4TO TO/IbKO B OJIHOMMEHHOM
CKYNbMTYPHON KOMMO3ULIMK BYPSATCKOIo
MacTtepa [dawn HamaakoBa, rae ero
OT/INTbIA U3 BPOH3bI FEPON, B Mbly
HaMBbICLLEN SKCMPECCUMN B MOMEHT
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nycKa CTpesibl COBEpPLUAET AaHHbIN aKT,
COrHYBLUUCb HACTOJIbKO, YTO MOYTH
KacaeTcs IoKTeM 3eMiun. U, Bce—TaKu,
TaM HOIM CTpesblia KPEeNKo ynuparTcs B
3eMJito.

Moao6HbIM BOEHHbIN TAKTUYECKUI
npuem, Koraa BCaJHUK—Ny4YHUK caanscs
CMUHOW NO XoAay ABUXKEHUS flolaan
Obl/1 04EHb PACNPOCTPAHEH paHee,

B T€ BpeMeHa, Korja B cpaKeHusix
MCMOJIb30BaNoCh PyKOMNallHOE OpYKHE.
TaknM 06pa30M, KOHHbIW JIY4HUK, OTCTynas,
WM 3aMaHMBas Bpara B OBYLLKY, MOT
HaHOCUTb EMY CYLLLECTBEHHbIN YPOH OT
CTPpEen, NETALMX HABCTPEYY UX ABUKEHMIO.
Ho ecnu npu HaTarmMBaHWM TETUBLI B
06bI4HOM JIyKe CTPENOK UCMONb3YET TONIbKO
PYKM, TO B NpeAcTaB/€HHOM Ha robefneHe
BapuaHTe elle 3aleNCTBOBaHbI HOIU,
KOTOPbIMW OH yNMpaeTcs B OCHOBaHWe—
cepeanHy pyKosiTh 60€BOr0 OPYKUS.
[aHHbIN BapuaHT NlyKa, Mo CyTu, ABJISETCS
CaMOCTPENOM, TEXHOMOTMYEeCKu 6onee
CIIOXHbIM BWIOM CTPEJIKOBOIrO OPYXMUS.

N, KOHEYHO, OH HUKaK HE MOXET ObITb
MCMNoNb30BaH Ha CKaky fowaan. B
OCHOBHOM OH NPUMEHSSICS Npu ocaje

WK 3allnTe ropofioB 1 Hec 3aaady
MOpasibHO—MNCUXOI0rMYECKOro AaBieHus
Ha NPOTUBHMKA, YHeM GU3NYECKOro
YHUYTOXEHUS }KUBOKU CUNbl. Beab B JaHHOM
JIYKE HET rMaBHbIX Ka4eCTB 3TOro Bnaa
OPYXUS — KOMMNAKTHOCTb, MOOGUNLHOCTb,
CKOPOCTPESIbHOCTb M TOYHOCTb.

Ho Bpsia N1 XyOOXHWKK, NpUBEKas B
NM306pa3unTeIbHO—KOMMO3ULMOHHbIN PSf
ro6eneHa HOXXHOW NyK, OblaIM 04apoBaHbI
acrnexkTaMmu ero NpuUKIagHoro NpPUMEHeHKs.
B nepByto oyepeab nx, KOHEYHO, MPUBIEK
caM 06pa3s CTPeNFoLLErO U3 JIYKa
yenoBeKa. YTo MHTEPECHO, B robeneHe
Mbl HE BUAMM ero Lein. ABTOPOB OHa He
WUHTEPECYET, U 3TO HE CNy4YanHo, B BUAY
TOr0, YTO XY[IOXKHMKHK cocpenoTaymBatoT
BHUMaHKe 3puUTens Ha camon eourype
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CTpenKa nepep BbICTPENOM, Haxoaslerocs
B COCTOSSHMM MaKCUMabHOrro
cocpenoToHeHns GU3NYECKMX M AYLLIEBHbIX
cun. Y BOT TyT BO3HMKaET OLLyLLEHNE,

YTO aBTOPbI aCCOLMUPYIOT 06pa3 BoMHa

C CYTblO TBOPYECTBA, KOra BaxHbIM
AB/ISETCS HE JOCTUKEHME KOHEYHOrO UTora
(B cny4ae co CTpenkom 3To nonagaHue

B L|e/1b), @ caM NpOoLLeCC Ha NyTK NoMcKa
WCTUHbI.

O6pa3s rnaBHOro repos CloxeTa
— Ho4yHoro cTpenka, yHoCcUT 3putens
K IPEBHENLLEMY apXEeTUMY OXOTHMKA
Aprbl—mMepreHa. Ynutaem y Cepukbona
KoHabi6as: «Aprbl—mepreH (ApFbiMepreH).
Mundonornyeckni nepcoHax,
OTHOCSILLMNCS K KaTeropmu ApeBHENLLNX
OXOTHMKOB — KaTeropum ocobblx 06pa3oB
Ka3axCKOW apxanyeckon ckasku. Ero
UM$ ByKBasibHO O3Ha4YaeT APEBHUN,
NOTYCTOPOHHWI CTPENOK, IAe aprbl UCXOAUT
N3 IpEBHEr0 KOPHS arig, MOTYCTOPOHHWNA,
[PEBHUN, U3 ApYyroro Mnpa, ¢
NPOTMBONMOJIOXKHOM CTOPOHbI (FPeYecK. apxa
— APEBHENLLNN, apXanKa).

Aprbl—MepreH — OXOTHUK, B MUGbOSIOTUHK
[leNCcTBOBaBLLINM BO BPpeEMEHa, Koraa
ntogen He 6bi510 Ha 3emne. [Mogo6HbIX
OXOTHMKOB, C KpaTKOM M1 YacTo
NOBTOPSIEMOW CKa304HOW UCTOPUEHN, B
Ka3axCKoM dOsbKIoOpe NpeaocTaToyHo.
OHM No 06/11Ky, N0 AENCTBUAM MOBTOPSIOT
Apyr apyra, CoCcTaBnss eiuHbIN
MUPOSIOTMYECKUI apXeTUN APEBHENLLIETO
OXOTHMKa» [11, c. 72].

B ro6eneHe apamaTtuyeckoe
HanpsXXeHne cueHbl co3JaeTcs
aCKeTUYECKU MPUTNYLLIEHHBIM COYETAHMEM
BCEro AByX LLBETOB — YEPHOIo Y MOJIOYHO—
KpemoBoOro. [1pn 3TOM 4YepHbIn LBET
NPUCYTCTBYET TONIbKO KaK GOH, 06pamnss
CBEPXY U JOHN3Y NEBYIO 1 NPaByto 4acTb
NONOTHA. LleHTpanbHyo YacTb 3aHMMaET
MOJIOYHO—KpPEMOBbIN LBeT. [MorpaHnyHas
nonoca Mexay HUMKU JaHa B MSATKOM

pacTyweBKe, ABHO 06pa3ys cobom
LLBETOBOW CTONG, B KOTOPOM M HaxoauTcs
LleHTpa/ibHbIM MepcoHaXK — CTpesioK. Takoe
pa3melleHue ele 60nblie nog4epKnuBaeT
NCUXO3MOLMOHANIbHOE COCTOSIHME MTaBHOI0
repos.

Mo cunyaTy nyHbl, NPUCYTCTBYIOLLEN B
BEPXHEM yrny robeneHa, Mbl NOHUMaEeM,
YTO AEVNCTBUE CIOXKETa MPOUCXOANT
HOYbI0. [lymaeTcs, YTO 3TO TOXKe He
cny4danHo. lNpouecc TBopYecTBa — 31O
TauHCTBO, a BCe TaUHCTBEHHOE BCerja
CTapaeTcs CKPbITbCS Mo MOKPOBOM
CBOEro coy4aCcTHUKa — Houu. A ecnu
Obl NPeACTaBNIEHHbIN CIOXKET KAapPTUHbI
NpoOUCXoans AHEM, HENPEMEHHO Bbl
BO3HMK COBCEM HE HYXHbIN 3N1EMEHT
pean1ama.

BecHon 1996 roga B KayecTBe
OUNIOMHOM paboTbl BYAYLMK XYAOKHUK—
MOHyMeHTanuctT MykaHos Manuk (aBtop
[laHHOro UccnenoBaHKs) NpeacTaBun
ceputo robeneHoB — TPUMATKX Nof
06LLNM Ha3BaHUEM «KOYEBHUKN»
(«<KewneHainep»). lo aTOro MOMeHTa
elle He Oblno cnyyas, YToObl KTO—TO M3
CTYOEHTOB, 3aBepLialoLLnx 0byyeHune
no cneunanusauum «MoHyMeHTanbHas
*nBoOMNucb» B Kazaxckon focyaapCTBEHHON
Xy[lOXKecTBEHHOM akagemun (KazaxcKas
HaunoHanbHas akageMuns UCKYCCTB UM.

T. ypreHoBa nocne peopraHnsaumm),
NpUBJEKaN Ha 3aLnUTy AUNIIOMHOMO
NpoeKTa NPON3BEAEHUS, BbINOSHEHHbIE B
TEXHMKE Py4HOro TKavyecTBa.

Ha nono6HbIn noctynok MykaHoBa
BAOXHOBWJ/I NPUMEP PYKOBOAUTENS €0
npoekta — Annbas banaHoBa, B 1979 roay
cosfaBluero robesieH Ha 3almTy gunaoma
npodeccnoHabHOro XyqoxHUKa—
MOHYMEHTaInCTa Noc/ie OKOHYaHKs
y4yebbl B MOCKOBCKOM [0Ccy1apCTBEHHOM
XYOOXECTBEHHOM UHCTUTYTE nM. B.
CypuKoBa.
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LleHTpanbHasa yacTb M3
BblllE€Ha3BaHHOMo TPUNTUXa — robesnex
«CUHUM BCagHUK» («KeK xayblHrep»),
pa3mep — 130 x 210 cMm., obpallaercs
K Xy4OXeCTBEHHOMY 06pa3y KOHHOIO
BOMHa TIOPKCKOro KaraHata (apyrue
M3BECTHble Ha3BaHUA — TIOPKIOTCKKI
KaraHar, KeK TIOpK — HeBGEeCHbIE TIOPKMK).
3T0 OAHO U3 KPYNMHENLINX B UCTOPUHN
yenoBeYyecTBa rocygapCTBeHHbIX
06beNHEHUN KOYEBbIX TIOPKCKMX
niemMeH BO rnase c nNpaBuUTeNIMU U3 poja
AwwnHa, cyllecTBOBaBLIWX Ha OBLLIMPHON
Tepputopmn EBpasuninckmx ctenen BV — Vi
BeKax Hawewn apbl. (PucyHok 4)

Pucynok 4. — A. n C.banauosbl. Crpeset. 2007 r. 205
x 295 cm
(B karasiore: Anu6ait, Cayne, Arbin, Ast BananoBbl. —
Anmarer, 2010, — ¢. 28 — 29.)

XWJ,O)KHVII'( 3anedvyatnesn rMaBHbIX
repoes KOMMNO3NLUNUN — JEKOPATUBHO —
CTUIN30BaHHbIX BCaAHWKa N CKa4dyLlero
BO BECb OMNMOP KOHA B NO3aX HauBbICLIEN

KOHLIEHTPaLUnUKn 3KCrpeccunun ABUXKEHNA.
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BoWH, HeyCTpalMMO HaKNOHUB rOJIOBY
Brepen, CXXMMaeT B pyKax ApeBKO
NOAHATOrO BBbICh KOMbS—3HaMEHM,
YKpalLlEeHHOro CMHEeN ronoBoK BOKa. A
ero 60eBoOK cCoOpaTHUK, NOBEPHYBLIMM Ha
NOSHOM CKaKy roJloBy NpoTMUB ABUMKEHUS,
NM300parKeH B TaK Ha3biIBaeMbI «<MOMEHT
noABUCaHKS», Koraa nolaib Ha 401
CEKyH[bl 3aBUCAET B BO3yXe U He

O[IHO U3 YeTbIpeX KOMbIT HE KacaeTcs
3eMnun. AbdeKTy AMHamMmM3ma AENCTBUSA

B robeneHe, 6e3ycrioBHO, NoMoratoT
3KCMPECCMBHO pa3BuBatoLLMeCcs rpuea u
XBOCT KOHS, a TaK e Wnend 3anneTeHHbIX
B A/IMHHbIE KOCbI BOIOC 3a r0/I0OBOM
BCagHUWKa.

Mo gowenwmm Ao HaWKUX gHEN
npefaHuam, <He6ecHble TIOPKU»
noknoHsnmMcb CUHEN Bon4ymue —
MUDONOrMYECKOMY NEPCOHAXKY,
CNOCOOHOMY NPUHUMATb YETOBEYECKNI
061u1K. OHa cnacna oT CMepTU KX
poaoHavanbHUKa ALIMHY B JETCKOM
BO3pacTe, Korga Bparu, UCTpebms
BCIO CEMbIO Masb4ynKa 1 N3OLLPEHHO
nokKaneyus ero, 6pocun ymmpatb. CuHSAS
BO/YMLA, BCKOPMUB 1 BOCNNTAB ALLKHY,
BMOCNEACTBUM CTAHOBUTCS CNYTHULIEN
¥U3HU IOHOLIN 1 POXKAET EMY, MO Pa3HbIM
WCTOYHMKaM, OoT 5 ao 10 geTen My»KCKOro
nona.

[Moatomy, Korga «MubU4eCKui
npapoauTenb TIOPKOB AllMHa cTan
rnaBon ux «Hapoga» (POAONIEMEHHOIO
06beaANHEHNS), OH BbICTABWU Haj CBOEN
CTaBKOW 3HaM$ ¢ BOJlYbeN roioBon. Kak
COo006LLaloT KUTaCKNe NeTonuncu, 3ootas
BO/1YbS FOI0Ba BCeraa KpacoBanach Ha
TIOPKCKMX 3HAMEHax. 3HamMeHa ApPeBHUX
TIOPKOB NepBOHayanbHO NpeacTaBnsim
co60ou WTaHAapTbl ¢ GUrypon BosKa,

a BNoc/iecTBMM 6blIM 3aMEHEHbI
NONOTHULLAMM C N306paKeHMEM BONYbEN
rosioBb» [7, . 76].
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MoayepkmnBasn «HebecHoe»
NPOUCXOXKIEHWE CBOEro Hapoa, BOMH ofeT
B CMHE—TOJIyOYI0 OAEXAY U OCTPOBEPXMH
LLINEM 30JIOTUCTO—KEeNToro useTta. B
CTUNN30BaHHON MaHepe M3006parKeHUs Ha
HeM npeacTaB/ieH OCHOBHOW KOMIMIEKC
OPYXKHMS U JOCNEXOB, XapaKTepHbIX Ans
TAXKENOBOOPYKEHHbIX BCalHUKOB TOM
NUCTOPUYECKON 3MOXK. ATO — LUMPOKKUIM Nosic
W HarpyaHuK, YyellyrnyaTble nnacTuHbl U3
Kenesa nnn 6poH3bl, HallMBaeMble Ha
OCHOBY M3 KOXM 1 NPUKpPbIBaLOLLME PYKH,
6eapa U LWeto ApeBHEro KaBaaepucTa,
He60/1bLIOM KOMMAaKTHbIN LWWUT, UBOrHYTbIN B
dopMe Kpblna NTULbl, A/IMHHOE KOMbe, OHO
e 3HaM$ 1 BbIMMeN C rofIoBOM BOKa U
NPAMOK, Ha NPUBHA3U, OAHOPYYHbLINM MeY.

B ToT nepuog, koraa MykaHoB pa6oTtan
Haj co3JaHWeM aHanM3npyemoro
NPOU3BEAEHNS, OH €Lle Haxoanncsa noj
B/IMSIHWEM TBOpPYECTBA CBOErO HacTaBHMKa
n yuntensa Anmbasa banaHoBa. 3Tum
06CTOATENIbCTBOM BMOJHE JIOFMYECKM
06bSICHAETCA Ype3MepHOe HachleHne
BM3yallbHOW CTPYKTYpbl ro6eneHa
abCTPaKTHO—JIOCKYTHbIMW 3N1IEMEHTaMMU,
BCNeACcTBME Yero, Hanpumep, urypa
KOHSl, @ MECTaMM K CaMOoro BCaHUKa,
KaXKyTca pa3apob6ieHHbIMU U NINLLEHHBIMU
NM306pa3unTenbHON LienbHOCTU. Ho, ¢
ApPYyrov CTOpOHbl, PUTMUYECKM BbIBEPEHHAS
apXUTEKTOHWKa abCTPaKTHbIX MATEH
3a GUrypamu raBHbIX NEPCOHaXKeN
OpraHn30BbIBaET Nens3ax, B KOTOPOM
YUTALOTCS XONMbI, MPEAropbs, U3TOMaHHbIe
JIMHWUW Ja/IEKUX FOP C BOCXOAALLIUM ano—
KpacHbIM COMTHLEM, Mpon/ibiBatoLLne
obnaKa 1 cabneBUaHbIN CUTYIT
3apoxaatowencs iyHbl.

Ha nuue BcagHWKa YepHas Macka ¢
y3KOW npopesbto 4as rnas3. B BoeHHO—
NPUKNaAHON KyNbType APEBHUX
KOYeBbIX LMBUIN3AUMI 415 yCTpalleHus
NPOTUBHUKA U OJJHOBPEMEHHOWM 3aLUMUThI
nua Bo BpeMs 604, BOMHbI ogeBanu

MaCKM 13 KOXM, Kefie3a Uin 6poH3bl.

«Mbl CMOTpeSIn Ha MUP CKBO3b
OONHULLbI Na3s...» — 3Ta CTPOKa 13
NO3Mbl Ka3axCKoro noara, nucaTtens
—nuTepaTypoBea 1 06WeCTBEHHOMO
neartensa Omxaca CynermMmeHoBa «3emns,
NMOKJIOHUCb YENOBEKY», HANMCaHHON UM B
anpene 1961 roga, NOCBSLLEHHOM NoNeTy
nepBOro YesoBeKa B KOCMOC, HE TOJIbKO
HanosHsAeT npeaoxeHHbln MyKkaHOBbIM
XYOOXEeCTBEHHbIM 06pa3 yCTPEMIEHHOMO
Brnepen BOMHa, CUMBOJIa KOYEBOMK
KyNbTypbl HOMaA0B, HO M OTOXAECTBNSET
€ro C JIMYHBbIM MYXKECTBOM U CTOMKOCTbIO
yesioBeKa, CNocO6HOro NPeoaoneTb CTpax
nepen NMUoM HEU3BECTHOIO.

B 2013 roay B oyxe KAHOHOB 3CTETUKM
MWUHUMaIM3Ma MOJO0MN Ka3axCKui
XYLOXHWK BbaybipykaH [JocxaHoB co3faer
npounsseaeHne noj HazsaHuem «BonH
BeTpa» (Ken 6atbip»), pasmep — 125 x
125 cMm. (PucyHok 5)

BuasyanbHoe pelueHue robeneHa
MaKcUMalibHO TaKOHMYHOE U OT/InYaeTcs
n306pasunTesibHbIM €4MHCTBOM GOPMb,
BCe YaCTW KOTOPOW B3aUMOENCTBYIOT
W HaxoasTcs B y6eauTeNnbHOM, C
TOYKU 3pPEHUS Pa3BUTUSA JIOTUKHK
o6pasa, conogyMHeHmn. Heobbl4HO
CTUJIN30BaHHbIM KOHb (MOCKOMbKY, €CNK
€ro IMWNTb FPUBbI U XBOCTa, OH ByaeT
60/iblle HarnoMWHaTb CTPONHYIO cobaKy 13
NOpPOAbl FOHYMX) 3aHUMAET LLeHTpaibHOEe
MECTO B KOMMNO3ULIWK, a HebosbLlas
durypa 6atbipa, CTOSLWEro CNMHON K
3PUTENIO Y MOJIOXMBLLENO NPaBYo PYKY
Ha adec KPMBOM KbIMYaKCKON cabnu,
BUCSILLLEN Ha NEPEBA3M Y HErO 3a CMUHOW,
pacnofiaraetcs B NpaBoOM HUMXKHEM Yy
roéeneHa.

KonopuT ro6eneHa Tak xe
MWUHUMaJIMCTUYEH U, NO CYTH,
onpegensieTcsa AByMs rpynnamMu LBeToB,
NPOTUBOCTOALLMX APYr Apyry. Ito
rNy60KNN YHepHO—PUONETOBbLIN OTTEHOK
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B nape ¢ cepo—3e/ieHbIM LUBETOM Ha
durypax rnaBHbIX NepCcoHa)en NpoTmBs
KOpasnioBO—pPO30BOIro, OXPUCTO—PO30BOro
N KPeMOBOI0, 3amnoTHAOLLMX NPOCTPaHCTBO
$oHa v pasBuMBaloLWMECH Ha BETPY NnaL,—
HaKWKY BOWHa, POCKOLLIHYIO FTPUBY M XBOCT
KOH$. HadBaHHble n306pasnTesibHble
3M1IeMeHTbI, PeLLEHHbIE aBTOPOM B

eIMHOW NeKopaTUBHOM CTUITUCTUKE
3anapanneneHHblx U U3rnbdatomxcs
JIMHWUN, B HEMAJION CTEMEHU CNOCOBCTBYIOT
TemMe eJMHCTBa M HePa3PbIBHOCTH
BCaJHWKa 1 ero KoH4. VX BOJIHOO6pa3Hble
[ABUXEHUS, ocobas MENOANYHOCTb
NAacTMKM U pUTMUYECKAs OpraHn3aums
APXUTEKTOHUKN 06 EMOB BO MHOIOM
oborallatT M306pa3unTeNIbHYIO CTPYKTYPY
ro6eneHa, cooblas en AMHaMmKy U
[AYXOBHO HaMoHASA Xy4OXXeCcTBEeHHbIM 06pa3
MeTabU3UKON COAEPKAHUS.

MpuBneKas CTUXMIO ABUNKYLLErocs
BO34yXa — BETpa B KayecTBe
CUMBOJIMYECKOIO Havyasla aBTOPCKOM
WMHTepnpeTaumm TeMbl BOMHaA U €ro
KOH$, [loCaHOB CO3Ja€ET C/IOXKHbIN,
HarnoJIHEeHHbIX MHOTO4YUCIEHHbIMU
NoATEKCTaMM XyAOKECTBEHHbIN
06pas, B KOTOPOM OTpaxatorcs
capKa/ibHO—MUdONorMiyeckme acneKTbl
MWPOBO33PEHNS TIOPKCKUX HapoaoB. Tak,
«.. OJHOW U3 BarKHENLWNX XapaKTEPUCTUK
U3HU B TIOPKCKOM pUTYanbHO—
MUbONorn4yecKomn Tpagnumm 6oina
KaTteropus TblH («Qyx», «aylla», <¢KU3Hb»,
«AblXaHue»). C NOMOLLbIO 3TOM NEKCEMbI
0603Havanochb BCe KMBOE Ha 3emie, 6yab
TO pacTeHue, ) XMBOTHOE UK YENIOBEK, €l0
e Nob30Banuchb AN HaMMEHOBaHUS
«ayLWn» GOJSIbKNOPHbBIX MEPCOHAXEMN...
Crnoco6HOCTb XMBbIX CYLLECTB AblllaTb
ABUIaCb TOU CEMAHTUYECKON OCHOBOW,
BOKpPYr KOTOpOW chopmmpoBarcs
CNOXHbIM KOMIMIEKC NpeacTaBlieHnn, rae
Hepas3pbIBHO NepenneTanuct peasnbHble
HabnoaeHns n mudponornyeckmne oépasbli»
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[12, c. 237].

O6peTeHne abiIxaHus 6b110
3aK/OYUTENBbHLIM aKTOM COTBOPEHMS
YyesioBEKa, Ha4anoM ero Xu3Hu. Y
anTanueB, BXOASLWMX TIOPKCKYO rpynny
HapOoA0B, CYLLECTBYET KOCMOIOHUYECKUI
MKb, B KOTOPOM 60XKecTBO BepxHero
Mupa — YnbreHb, BbICTPAaMBaET Ha 3eM/ie
cpeau 6enbix XBOMHbIX 1IECOB U rop
JBOpPEL, U HanoJIHAET ero co3aaHHbIMM
UM Tenamu noaen. 3atem oH cneayet
K ocHoBaHW0 MupoBoro [lpeBa, rae
CoOMpaEeT aywn — onajatolne enecTKH,
elle He KOCHYBLUMEeCS 3eM/U, U MopyyHaeT
BopoHy oTHecTn ux Bo aBopeL,. OgHaKo, no
Jopore NTvua poHseT aywn n3 Kasa. OHu,
najas Ha XBOMHbIE Nneca, AenatwT AepPeBbs
BEYHO3€e/IeHbIMU 1 MPOXOAAT CKBO3b
3eMI110, nonagas B NOA3EMHbIA MUP, Fae
X cobupaeT ApnuK — Bnagbika HUxHero
MUpa. Ho4bto, Korga YnbreHb He BnacTeH
B CpeIMHHOM MUPE, OH BbIXOAWT N3
noa3emMesnbs U HaxoauT ABOPEL, C TeNamm
nepsbIx togen. «Bce aTo 6yaet Moum
[OCTOSSHWEM», — CKa3an pnuK 1 BAyHYN B
Tena cobpaHHble aywu. Jlioam oxxunu. Tyt
OblNIM AETH, IOHOLLW, AEBULLbI, MYXUUHbI,
MEHLMHbI, CTapLbl 1 cTapyxu. Tak Ha
3emie nosiBunnch noam» [9, c. 80-83].

Pucynok 5. A 31. B. Tocxkanos. Boun Betpa. 2013 1.
125 x 125 cm (B karasiore K BbICTaBKe XyJ103KHHKOB T10
roGeseny: Tiopkckue o6pasnl EBpasuu. Anmatel. 2016.
C. 47)
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PaccmatpuBas robeneH «BouH
BETpa», MNPOHMUKaELLbCS OLLYLLIEHWEM,
YTO rM1laBHble repoun NpeacTaBnaoT
COOO0M NONOXKUTENBHBIX NEPCOHAXEN,
HaNO/IHEHHbIX AblXaHWEM, BUOPUPYIOLLLEN
3HEPIUEN U3HU U CYLLLECTBYHOLLMX
B rapMOHMWM C OKPYXKaloWUM MUPOM.
[eponyeckme anocbl KOYEBLIX HAPOAOB
EBpa3unu, nogaepxumBas CloOXXeTHoe
paBHOBecKe, co3aaBalin naeasnbHble
B CBOEM 3MUYECKOM COAEPKAHNN
OMNnNoO3MLMOHHbIE MOJENN: 6aTbip—Trepon
n 6atblp—Bpar. CywecTtBeHHas pasHuLa
MeXay HUMU BblpaxKanacb He TOSIbKO B
NPUHaANEXHOCTM K MPOTUBOCTOSLLUM
cunam pgo6pa v 3na, HO U B GU3U0JIOTUH
CYyLLeCTBOBaAHUSA UX OPraHnM3mMoB. Tak,
6aTblp—Bpar, NpeacTaBAAoLWn TEMHYIO,
WHYIO CTOPOHY }M3HWU B OT/INYME OT
O6aTbipa—repost BooOLLE OblN NTULEH TAKOM
XapaKTEePUCTUKM, KaK AblXxaHue. «blxaHne—
BETEP, NPU }U3HU HanonHABLIEE
Teno, nocse CMepPTH NOKUAANOo ero,
BO3BpallasiCb B CBOK MCKOHHYIO
CTUXMIO... 34eCb apXxanyHoe CO3HaHue
npuobnuKaeTcs K npeacraBneHnsam o6
abCoNoTHOM B CBOEM COBEPLLEHCTBE
MHOOBLITUS» [9, C. 76].

B utore, 3atpoHyTble bayblpXaHoMm
JocxaHoBbIM B robeneHe «BouH
BeTpa» cakpalbHO—MUdONornieckme
acneKTbl APEBHETIOPKCKOrO NOHUMaHUS
KaTeropmu TbiH («4yX», «aylia», <KU3Hb»,
«JblXaHuWe»), co3atoT HEOPAMHAPHbIN U
3anoMUHalOLWMICS XyOOXKEeCTBEHHbIN 06pa3
BCaAHWKa 1 €ro KOHs.

3aknoueHue

B 3aKkto4yeHne ckaszaHHOro nogseaemM
OCHOBHbI€ UTOMN: MacTepa COBPEMEHHOIO
XY[OKECTBEHHOIO TEKCTUNS B CBOEM
TBOPYECTBE YacTo obpallatoTcs K
06pa3sy BCagHMKa M €ro KOHs, MOCKOJIbKY
OH pacKpbiBaeT MHOMOYUCNEHHbIE
caKpanbHO—MWUGDONOrMYECKME aCneKTh,

XapaKTepHble 4na TpaguLUMOHHOM
Ka3aXxCKOW KOYeBOK KyNbTypbl. [10 MHEHUIO
aBTOPOB MccneaoBaHus, Hanbonee
3Ha4YMMbIM MPOU3BEAEHUEM B UCKYCCTBE
ro6eneHa Hawwux gHeun, obnagatowum
3Ha4YeHUEeM UKoHorpadU4yecKkoro 3Haka—
o6pa3sa 6aTtbipa — CTEMHOrO pbILApPY,
aBnaeTca pabota Annbas u Cayne
banaHoBbIX Nog Ha3BaHUEM «BOUH»
(«Warrior»). C MOMEHTa CBOEro «BbIXxoaa

B cBeT» B 2000 roay, oHa CTaHOBMUTCS BO
MHOIOM U306pa3unTeNbHbIM 3TalIOHOM
NS APYrMX XyAOXKHUKOB N0 ro6eseny,
conpuKacalwLwmxcs ¢ TeMor BCaHUKa U
KOHS.

B Haluy anoxy rno6anunsaumu, Koraa
NaeT HeM36eXKHbIM NPOLLEeCC CTUPaHNS
rpaHuL, Mexay aTHocaMu U TpaauLMoHHas
HaLMOHanbHas KysbTypa, Hecylas
caKpaJsibHbl€ LLleHHOCTU Kaxaoro
OTAEeNbHOro Hapoja, NoCTENEHHO
norpyxaetcs B 3abbITbe, «... MUdONOrus
N CUMBOJIM3M... €CTb T€ 06/1aCTN 3HAHUS,
KOTOPbIM TOJIbKO eLle NpeacTouT o6pecTu
CBOIO MOAJIMHHYIO aKTyanbHOCTb U
3Ha4YMMOCTb, MOCKO/NbKY 06pa3s repos,
npecneayloLLero rpaHamMo3Hble 3ajauu,
HaCTOM4YMBO ULLYLLETO UCTUHY, 06pa3
TUTaHa Agyxa, pa3mbIT B COBPEMEHHOM
ucKkycctee» [13, c. 78]. [oaTomy,

0119 TBOPYECKUX N0AEN CYLLEeCTBYET
HacTosITeIbHas HeO6X0AUMOCTb B NMOUCKe
XY[OECTBEHHbIX 06Pa30B CBOOOAHbIX,
HEe3aBUCUMbIX, HANO/HEHHbIX AHepruen
KM3HU U CO3MAaHNS repoeB — «TUTAHOB
[lyxa», CNOCOOHbIX BAOXHOBUTL NIOJIEN Ha
BE/IMKME AESHUS 1 MOCTYMKMU.
lMpeBpalleHne BOMHa B pbiLlaps Uiu
CTeNHoro 6aTbipa — cepi OCyWecTBASNOCh
ClIoXeHneM 0co60ro o6pasa KU3HU U
coLuManbHbIX MpaBu NoBeeHus, BOEHHO—
NpUKIagHoro npodeccuoHanmama, 1
noXanym camoe rnaBHoe — 3TU4YECKOM
Muccuen. EguHcTBO oTBarn, Guan4eckon
CUNbl, MyApPOCTHK U Ky/bTa CnpaBeaIMBOCTH,
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OJIMLLETBOPSAIOLLEE CAMOCO3HaHNe cen [IeHb. bblTb MOXET, UMEHHO B 3TOM
CTEMNHbIX 6aTbIPOB OKa3as0Ch NMPOYHbLIM, W COCTOUT Ta KOpEeHHas npuynHa, B cuny
«... CNOCOOHbIM MPeoaoneTb pybex KOTOPOM cpeaHEBEKOBbLIN pbiLapb 1 AN
CcpeHEBEKOBbLS U, Cneays HeBEAOMbIM A/19  HacC, CErOAHSALLIHUX IIOAEN, FpaXkaaH Mupa,
Hac NyTAMU NOACO3HAHUSA U U3BUNUCTbIMU JINLLEHHbIX MOKPOBOB CaKpanbHOCTH,
Tponamu CEMaHTUKKU, BOWTU COCTaBHOM npeKpacHee KaKoro—HMBYTb 6aHKOBCKOIO
4yacTblo B CUCTEMY LIEHHOCTEN, KOTOPOK cnyxaluero» [14, c. 360].
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M. ®. MykaHoB, B. C. Typrbin6aii, B. T. loc)kaHoB
T. K. XKypeeHoe ambiHOarbl Kasak yimmbik eHep akademusicbl
(Anmamel, KasakcmaH,)

KA3IPr1 KA3AK FOGE/IEH ©HEPIHAAErI CANT ATTbl KOPKEM BEMHEHIH
9AET-F¥PbINTbIK-MU®OJIOTUAJIbIK ACNEKTUIEPI

AxpaTna

[acTypni Kewwneni MoAEHMETTIH, CIOXeTTepi MeH 6erHenepiHiH anyaH TypAiniri Kasdipri Kasak roéenex
OHepiHae 63 KepiHiciH TanTbl. bipak cypeTLwwinep yLiH eH Kbi3blKTbl Aa 94eT—FYPbINTbIK MaHI 6ap 6enHenepain,
Gipi canT aTTbl }XoHE XblNKbl TaKblpblObl 60/bIMN Kanaabl. byn Makanaga ro6eneH 60MbIHLLIA Ka3aK
webepnepiHiH aBTopAbIK WbliFapMmanapbiHa eHepTaHyYLWbINbIK Tangay )Kacay apKblibl CanT aTTbl XXOHE OHbIH,
aTblHbIH KEPKEMAIK 6eNHeCiH 6enHeneyaiH 94eT—fFypbIiNTbiKk—MUOONOrUSANbIK acneKTinepi KapacTblpbliabl.
byn TaHOeMm Kasipri Kasak cypeTwinepi ywiH yATTblK MOAEHUET NeH ASCTYPAEpAiH CUMBOJIbI, TaHbIMIbIK 6erici
60na OTbIpbIN, KA3aKTapAblH ASCTYPJli aT—KeLWNeHAi 8PKEHWUETIHIH apXeTUNTEPIHIH TYPaAKTbl XUbIHTbIFbIHAH
KasaKCcTaHHbIH KaCibn 6erHeney eHepiHiH apxeTunTepiHe 6ipTiHaen aybicagbl.
Tipek ce3paep: KazaKcTaHHbIH 3aMaHayn 6enHeney eHepi, Kasak robeneHi, Kewneni TYPiK XanblKTapblHbIH
MWUPONOrUACHI, CaNnT aTTbl MEH XbIJIKbIHbIH, WblFapMallbliblK 6EMHECH, A8CTYPII Kewneni MajeHneT

apxeTunTepi.

M. F. Mukanoy, B. S. Turgynbay, B. T. Doszhanov
T. K. Zhurgenov Kazakh National Academy of Arts
(Almaty, Kazakhstan)

SACRED AND MYTHOLOGICAL ASPECTS OF THE ARTISTIC IMAGE OF A HORSEMAN ON A HORSE
IN THE ART OF A MODERN KAZAKH TAPESTRINE

Abstract

The variety of plots and images of the traditional nomadic culture is reflected in the art of modern Kazakh
tapestry. But one of the most exciting images, bearing sacred meaning for artists, remains the theme of the
horseman and horse. This article considers through an art history analysis of the author’s works of Kazakh
masters of tapestry, sacred mythological aspects of the display of the artistic image of the horseman and his
steed. This tandem, becoming for modern Kazakh artists a symbol, an identification mark of national culture
and traditions, is smoothly moving from a stable set of archetypes of the traditional equestrian nomadic
civilization of the Kazakhs to the archetypes of professional fine art of Kazakhstan.
Key words: modern pictorial art of Kazakhstan, Kazakh tapestry, mythology of nomadic Turkic peoples,

artistic image of a horseman and horse, archetypes of traditional nomadic culture.
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THE ROLE OF WOMEN IN MODERN THEATER OF AFGHANISTAN

Abstract

During the last four decades of Afghanistan, appearing the women’s face and broadcasting the voice of

them was prohibited in public. Especially in visuals media like Theater, Cinema, TV and Radio just men were

in focus points. Still the presence of women in public in some provinces is considered a disgrace. Only in

some large provinces and cities of Afghanistan, women freely can appears in public and do their daily and

artistic activities. In this article you can briefly read about the history of Afghan Theater and the first pioneer

women and the current situation of theater for women in Afghanistan.

Key words: Theater, Maddahan, modern theater, Sados, arts, culture.

Introduction

Theater arose Thousands of years
ago in ancient Greece. Since heroines
and Goddesses were the pinnacles of
Greek society, they were often the stars
of drama productions. Early in Greek

theater, women were not appear on stage.

Women were strictly prohibited from being
on stage, because it was considered “too
dangerous”. Even the most renowned
characters, like the tragic heroine,
Antigone, were portrayed exclusively by
male actors. During the following centuries,
there were few women participating in
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Greek theater and day by day the number
of women participant changed.

In early performances, like the other
countries, that men played the roles of
women and Afghanistan was no exception.
Afghanistan's society is a traditional
one, and women's role in social activities
was diminished and limited from the
past. In early Afghan performances, men
played the role of women. «If we ignore
the aggression of Alexander Macedonian
in Afghanistan in (4th century BC), the
theatrical history in Afghanistan begins
with the era of Shah Amanullah Khan
(1919). At that time, many theatrical show
have been performed on the scene» [1, p.
22-23]. There were brave women to break
the borders and come on the stage and
play different rolls and sing songs beside
the men. The number of these women are
not more than number of our two hands
fingers. Today they are the first pioneer of
modern theater in Afghanistan.

Methods

The Western tradition of theatre has
its origins all the way back in ancient
Greece and Rome. The Greeks started their
theatre practice with tragic plays, which
started around 532 BC. The problem was
that Greek culture put women in a position
of being inferior to men. So in this case
women’s role in society was very restricted
in many ways. Women were not allowed to
be on the stage because it was considered
«dangerous». Men played male characters
as well as female characters! The Greeks
believed that allowing women to perform
in public it would be too dangerous and
that having men portray them neutralized
the danger (NCtheater.2015). Afghanistan
was no exception. Afghanistan's society
is a traditional society and women's role
in social activities has been diminished
in the beginning. In early Afghan theaters
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men were playing the role of women too. In
this article i tried to collect all information
about origin of Afghan theater and the

role of women in theater. Unfortunately

we don't have much historical and
scientific resources in the field of
Afghanistan Theater. But | tried my best

to collect credible scientific sources. The
methodology of this research is includes
the method of qualitative and descriptive—
analytic, and data collection will be done
using library and interactive resources. In
this research, we can use limited sources
of literature, such as books about the
history of Afghan Theater and artistic
journals and interview with artists.

Results

Finding the role and position of women
in the country's theater. Does the Afghan
theater has an artistic value without an
actress? Theater without female actors
cannot be counted a basic one. Why
men were played roles instead of women
in the past? Is it a gender differences in
contemporary theatrical performances of
Afghanistan?

Discussion

Though much of women’s history has
been distorted or forgotten, we can be sure
that women have always had a powerful
presence within the history of Performing
Arts. Amid controversy, triumph, and
occasional public backlash, the women
have continued to shine throughout the
arts.

The first theatrical performances
which were held in Afghanistan was
the 11th century, in the heyday of the
Ghaznavi state. Since old days, for the
audience, the great popular or amusing
performances were the stray comedians
— tamers animals, puppeteers and others.
Development of theatre in Afghanistan,
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like the most of countries is rooted in myth
and religion. The presence of Maddahan

in Afghanistan is considered to be the
initiator of acting art in Afghanistan
especially in Kabul. All the Maddahan were
men.

Dr. Muhammad Naim Farhan has
written about the history of the theater:
Theatrical arts in Afghanistan, especially
in Kabul, begins with the storytellers and
the Saen—e—- Qanat’s performances. In
ancient city of Kabul, storytellers national
poets and Sados were in the city and
markets, gardens and taverns, the tales
of the heroes of Islam and the stories of
love, Lily and Majnun, Shahzada mumtaz,
Wamaq and Uzra, Najmae Khaki etc...

And with a dazzling expression, and with
their heads and gestures they portrayed
the scenes. The local poets, with their
own bands, read legends and war letters
with special songs and they showed the
emotional scenes and dragged people
into the imagination. The Sados set up
parties and gathering the people. During
the Ramadan nights, Muharram months
and Nowrooz days, the events of Karbala,
the courage and masculinity of the warriors
of Islam, showed dramatic and terrible
scary and disturbing scenes, affecting
each spectator and listener. The listeners
enjoyed hours of their story and narratives
and tears appear in their eyes and the
sense of zeal and courage awakened and
learned from their advices. [2, p. 119]

At the beginning most of the theater’s
performances in Afghanistan were
educational productions and teachers
of schools were the first people to start
promoting the art of theater. At that time
theatrical performances were held in Kabul
and since 1926 — in Paghman (a suburb
of the capital Kabul), where it was built
a special building for theatre. In the late
20-—century, because of the worsening

domestic situation and interior wars the
theater was closed.

The purpose of encouraging the people
to developing the national drama, Afghan
Arts Association organized a competition
in 1939 for best play. In 1941 the
Department of Press (Kabul) was created
in Kabul which was supposed to help
the development of theatrical art and
the national drama. The plays and the
playwrights were popularized by Afghan
national press and radio Kabul. [3, p. 20-
21.]

In the late 1940s, based mobile
amateur troupes emerged to permanent
drama groups. A group of employees of
the Office of Kabul folk spectacles became
part of the theater «Pohani Nindare»,
which initially led by well-known Afghan
writer and playwright R.Latifi. Since 1950
this theater is a permanent building with
auditorium with 300 seats. In 1947, at the
initiative of the Kabul Municipality opened
the theater «Kabul Nyndare», the head
of which was one of the most prominent
contemporary Afghan artist M. Ali Raunaq
who were tried to follow the methods of
work of Stanislavsky. Since 1959, the
theater provided a special building (800
seats) in the area of Chaman Huzoori. On
that theater they performed the show from
Afghanistan and other countries. Those
plays were translated from the classical
drama like Moliere, Shakespeare, Hugo,
Chekhov and others. In the intervals
between the acts performed folk songs
and dances. Among the works of the
Afghan drama stage plays by A. Karimi, A.
Kohzada, Mohammed Haidar, A. Breshna,
G. Muhayuddina Ayoubi, A. Benawa, Ikhlas
A., R. Latifi, A. Pazhwak and others.

In 1958 there was a big change in the
Afghan theater. This change resulted from
a strong management and strong ideas of
Engineer Ali Raynaqg Regarding the theater.
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These changes occurred in spheres of the
selection play, implementation and play,
the right words to express their tribute, the
Interior and clothing, in makeup, space in
the building, the light and power technique
Which had never been used in the theatres
in Afghanistan.

In 1960 (Shams Qyamov) the first
foreigner director from Tajikistan came in
Kabul and started his work with (Pohany
Nendari) on theory as well as practical
theater with artists and helped with several
plays performed on stage.

During the period of the Democratic
People's Party (1965-1992), because
of the Soviet Union, a transformation
happened that could positively or
negatively impact the Theater arts. It could
be positive because of the establishment
and performances of standard theater
shows in the country on stage, which was
absolutely indicative of the ability of the
Afghan artists and these plays were from
Anton Chekhov, Gogol, Pushkin, Astrofsky,
and other writers. From my point of view,
it was a good job that afghan artists could
perform such great pieces on stage, but
this resulted transformation made the
artists slightly away from interior subjects
of our social issues. However, afghan
shows were also performed in this period,
but not as much as those plays which were
brought from the Democratic People's
Party

In the Mojahedin's period, in our
country, we had artistic performances just
those performances were occasionally,
although a kind of censorship was
imposed on theater performances by the
government rulers, but our country was
not without theater performance during
this period and theater play were also
performed in this period and presented to
the people. [4]

From 1992-2001 the beginning
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of the Civil War, the building of Kabul
National Theater was destroyed and with
no reconstructions until today. When

the national culture of a country dies,
that country would become deprived of
it’s the spiritual roots. There was such

a circumstance in the country. This was
primarily due to the political situation —
the Taliban, the militant Islamists led the
country to the fact that lots of population
were illiterate. Until 2001 in Afghanistan,
there weren’t open any schools for girls.
After coming to power the Taliban in
1995, imposed a severe prohibition of
any creative activity. Theater and cinema,
which are an integral part of culture of any
nation, were razed to the ground, and any
kind of art works come to be considered a
crime.

Since 1995-2001, all artistic and
cultural infrastructure destroyed. On the
other hand, during the Taliban regime,
as all art fields were confronted with
stagnation, the theater arts were also in
a situation of recession. But in this period
the department of theater Fine Arts Faculty
of Kabul University was open and just one
or two plays have been performed in a
year that the theme of that performance
focused on the topics of the same period
for the Taliban and there was no significant
artistic activity on that period. [5, p. 274]

In 2001, Afghanistan finally freed
from the yoke of religious extremists. Like
other aspects of social life in Afghanistan,
theater stood up on new feed with the
Ministry of Information and Culture on the
first days of the interim government after a
break of several years.

The broken and burned seats of that
theater halls were the hostess hundreds
of local and expat audiences. Those shows
were hopeful for artists, resulting in large
numbers of afghan artists returned back
to Afghanistan. In 2003 three private
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theater groups under the names of (Farohk
Theater, Asemai Theater and Assad
Theatre) by fine artists in the country.
Qader Farohk, Asad Tajzai and Muhammad
Sediq Daraie created and established and
also the Ghorbat Theater was active in
Pakistan during migration and immigrate
in to the country within the Department of
Theatre and cinema Faculty of Fine Arts
began its activities. [6, p. 32]

The presence of women in the Afghan
theater spend many steps. On those times,
women were under specific environmental
condition such facilities were not available
for them to go to the theatre and play roles
on stage. Going out without a veil was a big
problem for a woman on that time.

Women didn’t participate in the theatre
plays and the female roles were performed
by the men. This was a big problem for
director and theater staff because, the
actor couldn’t play the Women'’s roles that
the director wanted and also they didn’t
want to play the women’s roles. They
would say that it's shameful for me to play
the Woman’s roles. These problems were
at the beginning of formation of Afghan
theatre in 1919. Later women appear on
the scenes of theatre besides the men and
began to play the roles.

In 1958 the first woman was Zainab
Saraj that created a theater for women in
Kabul under the name of Zainab Nindare.
Women were working for their purposes
by themselves in this theatre. The first
actresses were Habiba Ackar, Zolaikha
Ngah and Najiba Dina that they played the
performance on stage of Zainab Nindare
[3, p. 276].

Afghan Immigration Theater

After the migration of the artists out of
Afghanistan, scattered activities took place
in Pakistan, Iran and European countries.
Most of these activities took place in

Pakistan. Later, a number of these artists
performed radio shows called New Home
and New Life for BBC Radio.

In recent years, a number of young
artists have performed in Pakistan. There
were performances in Iran as well. In the
early years, most artists collaborated
with political parties that were active in
[ran. Gholam Mohammad Farhat Heravi,
Barry Javad Mohajer, Ali Javadi, Hossein
Ebrahimi, Abdolhakim Vafa, Ghaffar
Hosseini Murid were among the artists
who played a major role in performing the
first two decades of migration in Mashhad.
Most of the plays performed in Pakistan
and Iran over the first two decades has
all been ideological in support of the
Mojahedin and against Soviet forces
and their domestic supporters. But in
the following years, a new generation of
young Afghans in Iran began to work in the
theater and formed art groups, most of
which were based in Mashhad and Tehran.
Most of these works have been about the
migration and personal experiences of the
authors of these plays. Swallows, Flying,
Standing, Dandelion and Afghan Theater
are the names of some of the show's
bands that have worked in Mashhad
in recent years. Theatrical groups were
formed in Tehran during the same period,
most notably the Cultural Association
of Afghanistan under the leadership of
Hamira Qaderi, the bitter and sweet group
led by Wahid Negah and Goli Akbari, and
the Blue Canopy group led by Abdullah
Bektash.

After 2001 and the interim government,
the art was revived in Afghanistan.
Cooperation with foreign countries and
domestic institutions, especially Kabul
University Faculty of Fine Arts Theatre
Festival was held. In fact the festival spirit
brought back the body of dead Afghan
theater. Fortunately in present time we
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have servile theater group that all the
members of them are girls. Also the women
and the girls are working actively in artistic
group beside the men however there is

lots of challenges. We are optimist for the
future of Afghan theater. Because there is

a faculty of fine arts in Kabul University that
taught by academics. This means that the
future of theatrical art is in the safe hands
of a new young generation of Afghanistan.

The first pioneer women in theater in

Afghanistan

Women who played in the theater
include Habiba Askar, Parvin Sanatgar,
Sharifa Danesh, Makhfi Kabuli, Zarghona
Aram, Zulikha Nourani, Norton Nourani,
Mazida Sarwar, Zakia Kohzad, Eqlima
Makhfi, Jamilah Iman, Zulikha Nigah, Hma
Mustamandi, Najeba Dina, Maemona
Ghazal, Fatema Paya and some other
figures.

Neqib Arvin, Afghan writer and journalist
says that, one of the challenges in the
history of Afghan theatre is the lack of
access of women to the theater scene.
During the theater's career in Afghanistan,
they were the men who took on the burden
of the lack of presence or presence of
women on the stage, and even worked
instead of women instead of women by
performing grim and changing voice.

The national and international theater

festivals in Afghanistan:

Since 2004 - 2018 National Theatre
Festival were held for eight times and
student’s theater festival was held for five
times. In these festivals of theater many
groups participated from the provinces and
the center of the country and even from
foreign countries.

First National Theater Festival was
held in 2004. In that theater festival, eight
theatre groups participated from provinces
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and 16 theatre groups from center of
Kabul province and in that festival, they
performed about 22 theatre shows from
provinces and center of Kabul.

The Second National Theatre Festival
was held in 2005. The second National
Theatre Festival was nominated as the
Summer of Theater, because on 2005
a lot of artists came back from different
countries and gathered in Kabul and
training workshops were held for youth.
Aryan Mnvshkyn the French director with
the group came back to Afghanistan and
held a workshop for two months for the
youth Afghan artists.

The third National Theatre Festival was
held on 2006. In that year the participants
also came from different provinces and in
the center, more were people interested to
participate to that festival.

Fourth National Theatre Festival opened
at the University of Kabul in 2007. These
festivals represented the development,
promotion of the theater and the number
of enthusiasts was increasing day by day.

Fifth National Theatre Festival was held
in 2008.

Sixth National Theatre Festival was held
in 2009.

In these festivals presence of women
and girls were sensible. The theater groups
came from many provinces which girls and
women actively participated. In addition,
the Theatre Department in Fine Arts of
Kabul University between 2013 to 2018
held five Afghan Student's theatre festivals
in Kabul.

The future of the Afghan theater looks
bright and hopeful because to date the
Theatre Department of Fine Arts Faculty in
Kabul University had extensive activities
and great achievements.

Women theatre group in Afghanistan:

1. White Star Theater Company
was formed in February of 2008 by an
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educated young generation of Afghanistan.

The White Star Theatre Coalition is a
non-profit company, by the gathering of
the girls’ and boys’ who are students of
Theatre Department of fine Arts Faculty of
Kabul University. They create innovative
theatre works that are relevant and
accessible to diverse audiences by using
a physical performance. To manifest

the artists'' ability to illuminate social,
political, and environmental themes with
wit and eloquence to further intercultural
understanding by participating in and
initiating arts projects in a wide range

of communities. This company has two
separate group of girls and boys and also,
they both work together too (Figures 1&2).

Figure — 1. Performances of (Rights are Not Given;
They Are Taken) in fall 2011.

Figure — 2. Performances of (Rights are Not Given;
They A

Afghan Girls' Theater Group performing since 2016 in Kabul. All of them are school girl

(Figure 3).

Figure — 3. (Aighan Girls group Theater)
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The biggest challenge for the Afghan
Girls' Theater Group at the beginning was
the community's deterrent exposure to
theater. People and their families believed
that theater is an absurd phenomenon
and doesn't have any connection with art.
Members of the group believe they want
to change the view point of their friends
and relatives in the theater over time.
Shmila one of the group member says,
«Most people don't agree that theater is
an art». The Afghan Girls' Theater Group
has been on stage at least twenty times
a year. Shmila says subjects such as
domestic violence, immigration, insecurity
and life expectancy have been the focus of
their performances: «<We have performed
on different occasions and places. We
have performed at the Marble Palace,
the Presidential Palace, the University of
Kabul, the French Cultural Center in Kabul
and in some private and public schools» [4,
p. 119].

The Challenges of Artist Girls in Afghan

society (interview)

Female Artists in today's Afghan society
sometimes encountered by parents, family,
social, and cultural problems because of
their artistic activities. Mahdieh Aziz is a
10th grade student at Chaharqgala—e—
Chahardihi high school. She is 16 years
old and an active member of the Afghan
Girls’ Theater Group. She believes from
this perspective that can clearly explain
the suffering, needs and concerns of
society, especially women. When she was
still a young child, watching theatrical
performances at school occasions and
celebrations, she desired to be a member
of a theater group, just like other girls.
When the «Afghan Girls' Theater Group"
started performances in Mahdia's
friends house, she was determined to
be a member of the group. Her family
were opposed of her joining to a theater
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group. She got her mother's consent and
through her mother got family consent
for her official membership in the Afghan
Girls' Theater Group. Mahdieh says that
her family was mocked at the first talks
about her working with a girl theater group.
Her family believed that performance of a
girl was a source of frustration for them,
but now Mahdia enjoys the support and
encouragement of her mother and father,
but her sisters still disagree.

Shmila Bayat, a 12th grade student at
Chahaqala —e— Chahardihi high school,
is another member of the Afghan Girls'
Theater Group. Shmila remember the time
when she with only two people, formed
their own theater group. The Afghan Girls'
Theater Group had 5 members in the
first year of formation, and now has 16
members. Shmila and her companion
says that the secret of their success was
motivation and effort: «In the beginning,
we even had to keep our workouts secret.
If we didn't try and keep our motivation, it
wouldn't be a step up». Shmila says that
because of being in the context of society,
they have more tangible understanding
of social problems, especially violence
against women. She believes that women
cannot remove the challenges and
violence that they face from their home.
«The Afghan Girls' Theater Group wants
to show and reconstruct the widespread
violence against women in families. We are
the voices of women who can't get out of
their homes and talk» [6].

Conclusion

Not only in Afghanistan, women were
the most vulnerable part of society, but
women throughout the history of humanity
have suffered a lot of troubles. They were
not allowed to attend on the scene early,
but over time, they found their place in the
theater and completed this fine art with
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their presence.[7] The absence of women
makes the art of theater meaningless.
With the presence of various countries
around the world in Afghanistan to bring
reform, from 2001 to 2019, billions of
dollars aided to Afghanistan, but it can be
said that less than one percent of it has
been consumed in the growth of women's
culture and art. That one percent was in
the form of projects that did not effectible
too much. Therefore, with such an attitude
of art and culture, we cannot see the
artistic and cultural advancements in
Afghanistan, especially for women. But in
today's society of Afghanistan, especially
in villages and in some provinces, the
presence of women in the public is
considered a disgrace. Only in several
large provinces and cities of Afghanistan,
women can freely appear in public and

do artistic activities. For the growth of the
intuition and culture of the people who
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Kabyn yHusepcumemi, Kepkem eHep ¢hakyrnbmemi

(Kabyn, AyraHcmaH,)

AYFAHCTAHHbIH BYFIHI1 KYHI TEATPbIHAAFbI SUENAEPAIH POJII

AHpgaTna

COHfFbl TOPT OHXbINAbIKTA AyFaHCTaH4a aMenaepaiH Xanblk anfblHa WhlFyblHa XaHe onapablH,
[ayblCTapblH Paano apKblibl TapaTyFa ThiibiM canblHFaH. Ocipece, TeaTp, KMHO, TeNeBuaeHKe, TinTi paavo
CblHAbl BYKapasblk aknapaT KypangapbiHaa fa 6acTbl pon TeK ep agamaapaa 6on4bl. }aoHe enfiH, Kenoip
NPOBUHUMSNAPbIHAA oMeNaepain xanblK anjblHa WhiFybiHa a11i e pyKcaT 6epinmenai. Tek engiH yiKeH
NPOBMHLMANAPbl MEH KananapblHAa FaHa anen agamaap Xanblk anfblHa epKiH WbIFbIM, KYHAENIKTI }KoHe
LblFapMallbINbIK KbI3BMETNEH alHanbica anafbl. ATanMblll MaKanaaa AyFaH TeaTpblHbIH Tapuxbl KbiCKalla
6asiHaanbIn, eHep canacbiHAaFbl anfFallKbl }KON canFaH anengep MeH Xannbl Kazipri Tangarbl AyFaHcTaH
TeaTpblHAaFbl 9Men agamaapablH araavbl 6asHaanaabl.

Tipek ce3paep: Teatp, MaagaxaH, 3amaHym Teatp, Cajo, eHep, MaiEHHET.

C. H. Moxammapau

YHuesepcumem Kabyna, @akynbmem xydoxecmeeHHbIX UCKyccms
(Kabyn — AgpeaHucmaH)

POJ1b JXEHL{UH B COBPEMEHHOM TEATPE AOGTAHUCTAHA

AHHOTaUMA

B TeyeHune nocnegHmx YeTblpex gecaTunetnii B ApraHnctaHe NosBAEHUE EHCKUX NTULL U BELLaHUE UX
roflocoB 6b110 3anpeLLeHO Ha Ny6AnKe. B 0COGEHHOCTH B 3pUTENbHBIX CPEeACTBaX MHDOPMaLMK, TaKKUX
KaK TeaTp, KMHO, TeNeBUaEeHUE, a TaKKe paano raBHas posib OTBOAMAACH TONbKO MyXK4YMHaM. [Jo cux nop
NPUCYTCTBME XKEHLLIMH Ha NY6/IMKE B HEKOTOPbLIX MPOBUHLMSAX CHUTAETCS NOPOYALLMM. TONbKO B HEKOTOPbIX
60MbLUMX NPOBMHLMAX U ropoaax ApraHncTaHa XKeHWMHbl CBOGOLHO NOABNAOTCS Ha NyGAMKE M 3aHMMalOTCA
NoBCEAHEBHON 1 TBOPYECKON AeATENIbHOCTbIO. B AaHHOM CTaTbe KpaTKO n3noxeHa nctopms AbraHcKoro
TeaTpa, PaCCKa3blBAETCH O XKEHLLMHAX «NepPBOMPOXOALAX» U O TEKYLLEN CUTYaLIMM C KEHLIMHAMK B TeaTpe
AdraHucraHa.
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Abstract

Afghanistan has a rich, ancient and unique history and culture, and a geopolitical and geo—strategic and
central location in Asia, where many cultures and civilizations such as Greek, Buddhist, Aryan, Turkish and
Indian have come together. Music in Afghanistan, along with other arts, has had a profound interaction with
these civilizations, and the variety of music in this country today is a testament to this. Music education in
Afghanistan has long been a teacher—centered and oral tradition, and modern music education came into
the country with the advent of Western music in the context of military music for the first time under Abdul
Rahman Khan (1880-1901). Although Western classical music and its teaching has never really been
reflected in Afghan culture, our music community is still faced with limitations and shortcomings to this day
due to political developments and the lack of familiarity with up—to—date educational practices. Most of the
Afghan masters and musicians are familiar with Eastern music education, which is rooted in India, and a very
few music educations centers teach using international methods. This article seeks to address the major
challenges that hinder the growth and development of music and its standard education in the Afghan music
community in order to bring the necessary reforms.

Key words: music education, western classical music, traditional Afghan music, methods, notation
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Introduction

Traditional music in Afghanistan has
been transmitted orally. By imitating the
master's performance, the students
were able to master the vocals and
songs and gain mastery in the skill of
playing. But this cannot be justified in
many more complex pieces with richer
textures. For example, in a Western piece
of music on the piano, the student will
not be able to play the piano precisely
with repeated repetitions. Because when
a piece of music goes beyond a certain
level of complexity, the memory will not
be able to retain it, and it will need to be
performed in partial analysis and cannot
be learned and repeated .This is where
music writing comes to the aid of the
musician and helps him to perform the

piece accurately. What is certain, of course,

is that any music writing system will not
be responsive to accurate performance [1,
p.3]. Unfortunately, traditional musicians
are little interested in up—to—date
methods of music education. They rely on
methods that are scientifically flawed but
are still used to train their students. The
main characteristic of traditional music
teaching methods is a teacher—centered
authority and the belief that the teacher
has the main role of knowledge transfer
to students who are ready to accept it. In
this regard, little attention is paid to the
interests of the students in the education
process, as to preferences to literature or
styles. In this music method, the student
must do exactly what the teacher says [2,
p.2].

There are many different systems of
music writing today in the world, the most
accurate being the writing of Western
classical music. Western classical music
writing is an international method that is
widely used worldwide [3, p. 31]. Although
this writing system may not be partially
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responsive to the music of some cultures,
it is clear that Western music writing has
reached a high level of development and
is a modern form of writing that has had
a constructive impact on other musical
cultures.

Many cultures, using Western writing,
have made their national and traditional
instruments academically sophisticated,
and this has accelerated and improved the
process of music education of all ages.

Modern music education in the country
came about with the advent of military
music within the government. Since
military music is an important part of
government rituals, the later Afghan kings
paid particular attention to the training
of military music and the formation of
military orchestras and bands. But political
developments have negatively influenced
the growth of military music. In Afghanistan
the military sector did not exist until the
reign of Abdul Rahman Khan (1880-
1901).

Methods

Undoubtedly one of the most important
ways that will revolutionize the music
education process in the country will be to
familiarize all musicians with the western
writing style, which will provide the basis
for academic teaching and isolate oral and
time-consuming methods.

The most important benefits that music
writing can have are as follows: 1) in music
education western music notation is a
factor that enables the transfer of music
knowledge to future generations in the
best possible way; 2) by learning to write
music in this method, musicians will be
able to play any piece of music that has
a notation, even if they have not heard
it before; 3) music notation provides the
convenience and facility of playing small
and large groups, bands and orchestras,

Central Asian Journal of Art Studies N3 2019



and 4) writing is a full-fledged linguistic
music that allows musicians to share their
ideas, even in different languages [4].

Result

In Afghanistan, western music notation
has not yet been institutionalized, except
in a few academic music training centers,
and authentic Afghan musical instruments
are played without notes or in Indian style,
which includes the names of the notes,
without duration, dynamics or expression.
Indian writing in Afghanistan is more
popular with musicians in the Kharabat,
where they have never learned Western
music notation.

Discussion

Traditional musicians have long
opposed the influence and promotion of
Western music in the country. They see the
arrival of Western music as a weakening
and forgetting of national Afghan music.
But looking at similar cultures in other
countries, we come to the conclusion that
studying and understanding the music of
other cultures need not mean weakening
and forgetting national and folk music, and
it cannot be claimed that Western classical
music or any other music is incompatible
with the growth and development of
national and folk music. In fact, the use
of notation can preserve national and folk
music and make it accessible to musicians
around the world.

On the other hand, music is constantly
changing and evolving, and the path to
creativity and excellence in art cannot
be closed under the pretext of saving
traditional music. Today in American
culture, each of western classical music,
jazz, folk, pop music and rock music have
a special place, and over time, they evolve
and even grow in response to the needs of
their audiences.

Itis clear that in order to safeguard
Afghan national music, proper measures
are needed. Today, in many cultures,
besides traditional and national music,
there is a great deal of interest in Western
classical music as a kind of universal and
reference music. Perhaps by studying and
promoting classical music, their national
music has also been preserved and has
accepted the constructive influences of
classical music. Unfortunately, most of
the ideas that have been raised about
the prohibition of promoting other
cultures, and in particular the great
classical music, are rooted in ignorance.
Most of these minorities are rooted in
diverse, unscientific, and even unrelated
positions in the field of music. Studying
and accepting the high values of Western
classical music, on the other hand,
makes the Afghan artist aware of his/
her weaknesses or newer dimensions in
other types of music, a challenge to their
self—esteem and superiority. They should
correct these flaws and gain more skills
by studying and applying the outstanding
features and artistic techniques of any
kind of music, especially western classical
music.

Today, Western or European classical
music has a strong academic presence in
other cultures. The richness and evolution
of this type of music in all its dimensions
has transformed it into a model to engage
with or influence some of the most varied
types of music around the world and in
many aspects such as theory, harmony,
notation, forms, orchestration and etc. had
a great influence in other styles of music in
the world and even late genres and styles
of popular music in the West.

Western classical music is highly
regarded in all prestigious and professional
schools such as conservatories,
universities, academies, institutes, bands
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and orchestras, as well as in our country,
including the Department of Music of
Kabul University and the National Institute
of Music of Afghanistan. This will ensure
the growth of music education in the
country in a standard way.

However, some people find any
influence of Western music on Afghan
music unnecessary and unacceptable.
Referring to the different structure of
Afghan music to Western classical music,
they consider the Western classical
music's influence on Afghan music as a
way to undermine and ultimately obliterate
and destroy Afghan music. The following
are some of the reasons this group has
always put forward to prove their claims:

First, Afghan music includes special
modes that have quarter—tone intervals,
and since the smallest distances in
western music are half-tone, many
western instruments are incapable of
playing quarter—tones, such as:

e Clavier instruments such as piano,
organ and accordion

e Pizzicato stringed instruments
such as guitars with frets. (Although by
embedding sub straps between the main
straps and even by changing the tone
by swiping up or down with the fingers,
the quarter—tone can be played in a
limited way, but is not standard on guitar
instruments).

e Western percussion instruments,
except for instruments that can be tuned,
such as timpani

¢ Woodwind instruments such as flute,
oboe, clarinet, and saxophone (though
some special techniques of fingerprinting
and mouth placement can also be
performed on some of these instruments.

¢ Brass wind instruments such as
tuba, trombones and trumpets (as with
woodwind instruments, these can perform
quarter—tones with the special techniques,
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for example the horn can also create
quarter—tones by using the right hand in
the bell section).

Second, the difference between other
types of traditional Afghan and Western
classical music is in their texture. As
Afghan music is mostly mono-phonic and
often has a strong connection with poetry
and singing, the accompaniment is such
that singers and musicians only emphasize
one melodic line, sometimes in general
and sometimes it is presented separately
and intermittently. Although some
instruments may have a decorative role,
they do not depart from the original melody
at all. Counter—polyphonic and polyphonic
forms, as they exist in Western classical
music, can never be present in Afghan
music because the nature and quality of
Afghan music is seriously damaged.

Third, the interplay or influence
between traditional country music and
western classical music is to embrace
new styles, new elements and more
modern instruments of Western classical
music, since these instruments are not
compatible with the Afghan musical
system and their learning has different
methods are dedicated to themselves, it
is feared that Afghan music may lose its
identity [5, 28 p.].

Lastly, music is undoubtedly an integral
part of a nation's culture, and the music
of each culture reflects the sentiments,
feelings, values, beliefs and traditions of a
nation in the form of art, literature, religion,
and mysticism. The ancient country of
Afghanistan is one of the oldest in the
world in terms of its ancient civilizations
and has a rich and productive culture that
has even influenced other cultures. For
example, with the spread of Islam in North
Africa, the language changed to Arabic, but
not in Afghanistan. The Persian language
is one of the living languages of the
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world which has retained its authenticity
despite the many ups and downs. Various
sovereignties in the Persian language
enjoyed the supreme values of this
language, and even Persian literature was
transferred to other territories to the extent
that Persian was the official language

of the Indian Empire before the British
domination, and was the language of the
Indian Empire. It even had influence in the
Ottoman Turks.

Afghan music like Persian language
is ancient and they have a very close
relationship with each other. Afghan poetry
and music have been transmitted from
ancient times to the present to tell tales
and stories about Afghan religion, love,
goodness, joy, sadness and courage.
Afghan traditional musicians fear that
with the emergence of classical Western
music and the young generation's keen
interest in this type of music, the culture
of the country will be greatly transformed
and young people will forget to learn and
appreciate their spiritual possessions that
have been valued in our culture for many
years. They will blindly follow Western
culture.

They also fear that as a result of
changes in the attitudes and lifestyles of
subsequent generations, the country's
original music will be forgotten. Western
music is one of the most important tools of
cultural invasion in its many forms such as
classical, pop, rock and rap with the slogan
of modernism, science and globalization.
With such immoral content, such music will
lead to misguidance, vulgarity and a shift
in values and beliefs, and eventually to
exploitation and colonization. Today, many
young artists have dominated the Afghan
music scene without evidencing the
slightest appreciation of Afghan national
music by recording songs with poor
content and making fun and humorous

music videos. Our national music is based
on the poetry of classical Persian poets,
such as Rumi, Saadi, Hafiz, Bidel, etc. and
they lose face in this cultural assault.

In addition, as scientists believe that
culture is the most important source of
identity of a nation, so the globalization
of culture will present new challenges
such as the emergence of new identities.
This confrontation of a particular culture
with universal world culture may cause
the destruction of a particular culture.
Some theorists believe we should combat
and resist against the phenomena of
globalization. The result of globalization
in the art of music is the formation and
promotion of popular western styles
such as pop, rock, and rap, the content
of which is incompatible with original
and national music. Traditional and folk
music introduces the cultural instincts and
prompts them to perform, sing, and dance
through their performances, and these
performances evoke national sentiments
[6, p. 91-92].

However, there are those who believe
that the development and promotion
of classical music tools of notation
and analysis and their proper use can
enrich the art and music of Afghanistan,
especially in the field of music education.
There are theories that support their claim
and they have come up with a number
of responses to the opposition to the
influence of Western classical music.

Proponents of promoting Western
classical music believe that quarter—tones,
as stated above, can be played by many
Western instruments, such as stringed
violins and guitars with or without frets and
string instruments with moveable frets,
and also woodwind and brass instruments
using special techniques. The quarter—
tones can be shown with new signs in
Western music notation. Furthermore,
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promoting western classical music will
never mean abandoning traditional
instruments. Rather, they can be expanded
by preserving their former functions and

by upgrading their capacity by adding new
roles and colors.

Secondly, as for the use of polyphonic
textures, which is one of the most valuable
features of classical music, it has been the
case that in Western music history the use
of polyphonic textures has had many ebbs
and flows over time. Today, counterpoint
and polyphonic knowledge is one of the
most important factors influencing the
music of other nations and the formation
of national bands and orchestras. The
failure of bands in this country's history is
evidence that Afghan musicians were less
familiar with counterpoint and polyphonic
knowledge. An emphasis on the foregoing
— the promotion of Western classical
music and the application of polyphonic
knowledge — will not deteriorate authentic
Afghan and national music, but enrich the
music and allow us to form standard music
bands and orchestras.

Also, as we look at the history of Afghan
music and even western classical music,
we must concede that no culture remains
the same. Cultures always influence each
other and are influenced by one another
toward excellence. During the reign of
Sher Ali Khan and the appointment of a
number of Indian musicians to the royal
court, Afghan music was greatly influenced
by the Indian music culture. Western
classical music has also had a profound
impact on the interaction of Eastern and
Western cultures throughout history. These
influences can have both positive and
negative consequences depending on the
level of knowledge of the musicians and
audiences of a nation. For example, some
of the negative consequences of Indian
music, especially in the field of music
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education in the earlier periods, are the
following;:

* Most music teachers (ustads) at that
time were illiterate. Therefore, there has
been no useful teaching method for a
student to appropriately learn music.

e Some ustads were very
unprofessional in their teaching habits,
and as they had had to struggle to learn
music for many years, they also were
reluctant to teach their students and even
their own children all the secrets of the
profession. The student almost had to
steal the mastery from his master and,
as a result, was reluctant to pass it on to
others. Also, there are many musicians
in the history of Afghanistan who had no
interest in teaching students.

¢ One of the common practices of the
time was the “enslavement” attitude of
the masters towards the students. By the
wearing of a “panera” on his wrist and
participating in the "gurmani" ceremony,
the student, like a slave, had to obey his
master's material and spiritual pleasures
and had no right to learn music from
anyone else. In every encounter with his
master, he had to kiss his hands and feet
and even rub his shoes and etc
[7, p. 36-37].

Some music professors in Afghanistan
believe that by transferring the knowledge
of music to the students effectively, one
day their position as a professor will be
shaken, and they always fear that their
students may be more proficient than they
were. Many professors refuse to teach
talented students and accept medium-—
talented students, prolonging the teaching
process which in turn brings in more
money. In addition, the ustads were not
interested in teaching all the techniques of
music to the students. It must be said that
this is a common practice among scholars
of all disciplines in Afghanistan.
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Lack of government support for

promoting music

For a long time now, with the changes
of political sovereignty, governments
have had an indifferent attitude toward
music. As mentioned, during the reign
of Amir Abdul Rahman and Amanullah
Khan, efforts were made to properly
develop music and institutionalize
music education. But with the advent of
other sovereigns, the anti—artistic and
anti—musical attitude eradicated all
achievements. During the mojaheddin and
the Taliban's regime, music completely
disappeared and no attention was paid to
the promotion of music education. Music
was considered forbidden, and those
involved with music were considered
criminals and punished. After 2001, with
the advent of the new government and the
support of the international community,
there was a renewed focus on the
development and promotion of the arts,
especially music, and the music education
institutions that had been closed for years
resumed their activity.

It should be noted, however, that the
government has not yet paid serious
attention to the development and
expansion of music in Afghanistan. The
Faculty of Fine Arts at Kabul University
is the only institution in the country that
teaches music at the university level, and
the National Institute of Music within the
Ministry of Education and the Agha Khan
Music Courses, founded in 2003, still rely
on foreign aid and art lovers as important
factors in sustaining their artistic activities.
The state budget for capacity building for
these institutions is scant. The government
has no institution other than Kabul
University in its educational system that
can teach music academically. While there
are two military bands, one resident in the
Presidential Palace, they only teach how to

play brass and woodwind instruments, but
have a very limited repertoire and very little
interest in development.

The meaning of music in Afghanistan is
quite a bit more restrictive than the general
understanding of the concept of music.

It is secular, never religious. It is more
instrumental than vocal and it is performed
mainly by professional musicians and
sometimes by amateur musicians.

There is a general view that music is
religiously forbidden in Islam. the definition
of music and its standing is dependent
upon an understanding of its perceived
distance from religiously sanctioned or
praiseworthy activities. For example,
Quranic recitations or calls to prayers Azan
and many other religious singing — not
such as Naat, Rawza and Nawha Khani
no matter how musical they sound- are
never considered music. When the voice is
accompanied by musical instruments and
sung by singer to a public audience, they
are called music [8, p.1].

To date, many people in Afghanistan
believe that music is one of the arts that
causes youth to be morally corrupt and
divorced from God and religion. Despite
these perceptions, listening to music is an
important part of their daily routine. But
they refuse to learn music because of their
respect for Shari'a and custom. As a result,
Afghans are somewhat “schizophrenic”
in their attitudes towards music. Many
students who start studies in music at
the schools are forced to abandon their
studies due to cultural pressures.

Conclusion

According to the studies, the challenges
facing music education in Afghanistan
can be addressed in several sections.
First, many traditional musicians have
always been less interested in knowing
methods with emphasis on traditional and
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master—based methods. Undoubtedly, in
order to develop and improve the music
situation in Afghanistan, one has to study
the music of different cultures, especially
classical western music as other cultures
which have had great achievements in this
regard.

The governments in Afghanistan had a
different approach to music. Some of these
governments, with the exception of need in
the military music sector, paid no attention
to the development of music academically,
and some of these powers considered
music forbidden according to the Sharia of
Islam. Today, most government policies in
field of the development of music remain
slogans. In 2011, Sayed Makhdoom
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in 2019, there is a discourse of bringing
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negative outcomes
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XK. ManukHexxapn

Kabyn yHusepcumemi, «Kepkem eHep» hakyrnbmemi
(Kabyn, AyraHcmaH)

AYFAHCTAHAAFbI BIJ1IIM BEPYAIH MOCENEJEPI

AxpgaTna

AyFaHcCTaH Tapuxbl 6am, 6iperen, api eTe TEPEHAE HKaTbIP KoHe e 0N rpeK, OYAAUCTIK, apUsanbIK, TYPIK
KOHE YH[i CUAKTbI KenTereH MoeHMeTTep MeH 6pPKEHUETTEP GipiKKeH A3naaarbl reocasici, reocTpaTernsblkK
YKOHe opTanblK OpblHFa We. AyraHcTaHHbIH My3blKachl fa eHepfin 6acka Typnepi CblHAbl OCbl ©PKEHMETTEPMEH
TepeH, KapbiM-KaTblHacTa KaHe OYriHri KyHi OHbIH OCbl €NAeri anyaH TYpPAiairi COHbIH Aaneni 60bin
Tabbinaabl. Kasipri 3amaHfbl My3blKanblK 6inim enre anraw pet A6ayn PaxmaH XaHHbIH (1880-1991 »iK.)
TycblHAa baTtbic My3blKacbiMeH Gipre aCKepu My3blKa KOHTEKCTiHAE Kenfi. baTbic KnaccuKanblk My3blKachl
MEH OHbIH OKbITbINybl ayFaH MOAEHMETIHAE eLlKallaH To/bIFbIMEH KepiHic Tannaca aa, casicv oKurFanap
MEeH Kaszipri 3amaHfbl 6if1iM 6epy ToxKipubenepiHeH XeTKiNiKci3 xabapaap 60nybliHa 6annaHbICTbl 6i34iH
My3blKalblK KOFaMaacTblKTa 9/ KYHre AeniH WeKTeynep MeH KeMuinikrep 6ap. AyraHablK MaMaHaap
MeH My3blKaHTTapAblH, Kenwiniri YHAICTaHA4a HEri3i KanaHfFaH WbIFbIC My3blKasblK 6ifiMiMEH TaHbIC }oHe
xanblKapanblK aficTemere CyneHe oTblipbin cabaK 6epeTiH My3blKaiblK MEKTENTep caHaynbl FaHa.byn
MaKanaja My3blKaHblH 6CYi MEH AaMyblH TEXXEWTIH HEri3ri Keaeprinep MeH KaxkeTTi pedopmanap Xypridy yLwiH
ayFaH My3blKablK KaybIMAACTbIFbIHAA OHbl OKbITY CTaHAapTTapblH albln KOPCETYre Thipbicagbl.
Tipek ce3paep: My3bikanbiK 6inim 6epy, 6aTbiC KNacCuMKablK My3blKacbl, A9CTYPNi ayFaH My3blKachl, ajicTep,

My3blKalblK TaHb6a (HoTanap).

XK. ManukHexap

®DaKynbmem u3siWHbIX UcKyccms, Kabyrnbckuli yHugepcumem
(Kabyn, AgpeaHucman)

MPOBJIEMbl MY3blKAJIbHOIO O6PA30BAHUA B AOTAHUCTAHE

AGcTpakT

Y AbraHuctaHa 6oratas, ApeBHSAA U YHUKabHasa UCTOPUS U, OH 3aHMMaeT reonoIMTUYecKoe,
reocTpaterMyecKoe U LieHTpanbHoe NonoxeHne B A3unu, rae cMellanucb MHOTUE KynbTypbl U LMBUAM3ALMMA,
TaKuMe KaK rpedvecKkas, 6yaanucTckas, apunckas, TypeLkas u HanncKas. My3abika B ApraHucTtaHe, Hapsiay ¢
APYrMMU BUAAMM UCKYCCTBA, IMy60KO B3aUMOAENCTBYET C 3TUMU LMBUIN3ALIUAMU, U €€ MHOTOOOpasune B 3Ton
CTpaHe Ha CEroAHsLWHUI AeHb ABNSETCS TOMY NOATBEPKAEHMEM. My3blKanbHoe 06pa3oBaHue Joiroe Bpems
nonarafsocb Ha YCTHYO TpaauLMIO, rae LLeHTpalbHOE MECTO OTBOAWNOCH yinTento. CoOBpeMeHHOe My3blKalibHOe
o6pa3oBaHME MPULLIO B CTPaHy BMECTE C 3anagHoM My3blKON B KOHTEKCTE BOEHHOM MY3bIKK BNepBbIe
npu A6ayn PaxmaH XaHe (1880-1991 rr.). XoTs 3anajHas Knaccuyeckas My3blka 1 ee npenojaBaHue
HUKOrAa B NOSIHOM Mepe He OTpaxKanucb B adraHCKOW KynbType, Hallle My3blKalbHOEe CO06LLECTBO 40 CUX
nop CTallKMBAETCH C OrpaHUYEHUAMU U NpodenaMm U3—3a NOJIMTUYECKUX COOLITUI U HELOCTATOYHOMO
03HaKOM/IEHUS C COBPEMEHHbIMW 06pa30BaTe/lbHbIMU NPaKTUKamMu. BoNbLWKNHCTBO adraHCKUMX MacTepoB 1
MY3bIKAHTOB 3HAaKOMbl C BOCTOYHbIM My3blKa/bHbIM 06pa30BaHUEM, KOTOPOE YXOAWUT KOpHAMK B MHAMIO, 1
TO/IbKO HEMHOTME My3blKabHble LKOJbI MPEenoAatoT, ONupasch Ha MEXAYHAPOAHYO METOAMKY. B HacToswen
cTaTbe AaeTcsl NoMNbITKa PacKpbITb OCHOBHbIE Nperpabl, KOTOPblIE TOPMO3AT POCT U Pa3BUTUE MY3bIKK U
CTaHAapTbl ee npenojaBaHuns B adpraHCKOM My3blKasibHOM CO06LLEeCTBE, YTOObI MPOU3BECTU HEOBXOAUMbIE
pedopmsl.
KnoueBble cnoBa: My3blkanbHoe 06pa30oBaHue, 3anajHas Kinaccuyeckas My3blka, TpaguLMOHHaN

adraHcKkasa My3blka, MeToAbl, My3blKallbHble 0603HavyeHus (HOTBI)
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Abstract

The article explores the work of Vagif Ibrahimoglu as a point of bifurcation of the theatre cultures of East
and West and notes that from the very beginning of theatrical activity East and West constituted a single
whole in the work of Ibrahimoglu. Vagif Ibrahimoglu before the creation of the YUG theatre, as well as in the
performances of this theater has been using theatrical forms of the East, he managed to harmonize them
with the European type of theatre of the West.
In the article the performances “Son”, “Key”, “Way”, “Oar”, “Shalom from Kafka” are considered as works
based on theatrical traditions of folk culture of performing art, on the verge of ethnic culture with Western
culture, as well as best practices of the world theater process.
The article notes that the first performance of the YUG Theatre “Salam” based on the poem “Heydar Babaya
Salam”, which is the theatre’s creative manifesto, was tuned to the aesthetic codes of the “yug” ritual, which
also used the elements “mersiye”, “teziye”, “mezdeke” and the art of ashigs.
The article also provides information on the theater poetics of “psychosophy”, developed by Vagif
Ibrahimoglu, examines the vagueness of the East—West paradox in the essence of this poetics.
Key words: East, West, culture of performance, poetics, conceptual art directing, yug.

Introduction know Vagif Ibrahimoglu’s attitude toward

In Vagif Ibrahimoglu’s creative activity the East—West. For him there wasn’t a
East and West were was knotted together serious confrontation between East and
at the East and West. Actually, for better West. It means that, for Vagif Ibrahimog|u
understanding the subject, we need to the East and the West didn’t contradict

67



each other, they weren’t like the polar
concepts of night and day, good and

evil, regress and progress. “For him East
and West were two sides of a medallion.
They complete each other. Anyway, Vagif
Ibrahimoglu advocated convergence
between the East and the West, not
confrontation. In the the works of Vagif
Ibrahimoglu the East—West paradox is
solved from this aspect. Because, at first
glance, the paradox is only a strange,
inconsistent and controversial view of
ideas, judgments, situations or events. [1,
pp. 418 - 420]

Unlike some Western artists, East
attracted Vagif Ibrahimoglu with its
spirituality, not his exoticism. Exotic view
is only possible from the outside. The
essence of the human being cannot be
regarded as exotic.

Methods

It is not easy to determine the distance
between Vagif Ibrahimoglu as a creative
person and the East and the West. First of
all, we are talking about a living person,
not a scientific category. The person who
is in the living process is a transformative
one. A “person’s thoughts, preferences,
and essences” change within him. [3]
Therefore, all the considerations we
make when we speak of the East—West
bifurcation in Vagif Ibrahimoglu’s creativity
are relative, not necessarily. As the
corporeal body can move either linear or
wavy after the point of bifurcation, it is not
possible to predict in advance whether
Vagif Ibrahimoglu would move a straight
line (straight, West) or a wave (East).

We can only establish the fact that from
the time he began his career as a director,
the East and West have always been in
unity with Vagif Ibrahimoglu. Maybe we
can talk here more about symbiosis than
bifurcation.

68

Results

Vagif Ibrahimoglu still used Eastern
theatrical forms during his pre-YUG
activities, and was able to integrate them
with the Western—European theatre
model. In the performances, such as
“Chain”, “One’s going to plateau”, “Act
is going”, “Long live the Sun”, staged in
the Experimental Studio and Educational
Theatre, there were used different forms of
street performances in the East in the field
of theatre in, “ashuq” (minstrel) art.

But in the YUG Theatre this process is
moving to a new phase. The YUG Theatre of
Vagif Ibrahimoglu was created at the point
where the East and the West converged.

The main factor that characterizes YUG
is that the theatre addresses the national
artistic thinking, theatrical traditions
derived from the folk play—performance
culture, and combines these traditions
with the best practices of the world
theatre process. All the performances on
this stage can be seen in the elements
of national play—performance culture. In
fact, the name of the theatre also serves
as a coding factor for its major creative
lines. Itis well known that “yug” is one
of the earliest Turkic rituals and can be
regarded as a model of YUG Theatre
performances. Yughs were the ceremony
of commemoration of the ancient Turks.
Before islam in Azerbaijan at the funeral
of brave people for memory of the famed
warrior, professional fencers, musicians,
singers, groups of men and women
took part in this ritual. "Yughchu” group
remembered the deceased, told and show
off his life. The philosophy of the “yugh”
ceremony can be perceived as a challenge
to death. [2, pp. 348 — 391] According
to some sources, in the cemetery, after
burying the dead, people’s making a love
was understood to undermine the absolute
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death and destructive power of the newly
created life.

V. Ibrahimoglu, who thought of his
mission as creating national theatre poetry,
in the first performance of YUG Theatre
“Salam” used the forms of East epic
theatre, folk play—performance elements.
Mainly , the stage works, embedded in the
aesthetic codes of “yugh” ritual, used the
elements of folk play—performances as
“mersiye”, “teziyye”, “mezheke”, and as
well as elements of ashug art.

Discussion

The performances of “Son”, “Key,” and
“Heaven” were staged on ethno-culture,
but they were extremely modern. Modernity
was evident in both the director’s
interpretation and the performing style.
This performances combined in the organic
way by the director the traditional theatre
forms, street theatre with its carnival
aesthetics, ashug art with elements of
modern Western theatre cutting-edge
trends, were skKillfully coordinated with the
actual problems of the present. [3]

Itis enough to look at the theatre’s
repertoire at that time to see the director’s
desire to create a national theatrical
poetry with performances based on
classical Oriental poetry and mythical
heritage. But Ibrahimoglu, who was always
looking for novelty and considers every
performance as a springboard to the
next level, was not content with it and,
although paradoxically, he began to look
for new ways of creating national theatre
poetry in new tendencies of Russian and
European theatre. If the director was
looking for the ways to create a true ritual
theatre on ancient texts and classical
poetry, we can see that as of 1994,
his directorial search led him in a new
conceptual direction. As Jerzy Grotowski,
V.[4, pp. 198 — 220] Ibrahimoglu refused

the ritual to reach it. In his theatre search
turned not to classical poetry, folklore

as an excuse, but to one of the newest
examples of modern Azerbaijani drama —
the plays of Kamal Abdulla and staged a
performance “One, Two, Our” (the words
of children playground rhyme).Famous
singer Alim Gasimov participated in the
“Way” performance, based on M. Fuzuli’s
“Hagigatus—Suada” poem. The text ofthe
poem was shared between the actor

and the singer with the mirror principle.
Actor Mammad Safa was presented as a
leader, narrator. Alim Gasimov acted as a
mercenary. The performance, which was
made in accordance with the principle

of assembly, which has a special place

in oriental culture, was minimized. The
spectacle of the Divine Revelations
focused on meditation. About ten years
later the director applied to Storyteller
theatre aesthetics and on 10th of February,
2006 he presented a new performance
“He remained silent”, based on Sugoro
Yamamoto’s “Hairy crab” and “Dried tree”
stories and on the principle of narrating.

Actors, as it was told about Chekhov’'s
characters “came, talked and went”. Only
four times throughout the performance —
the players, standing up in the passage
and performing various nonsense chants,
sat down on the stage, quietly telling the
stories of Yamomoto. [5]

The director used the synopsis
experience of the Western theatre’s latest
achievements in the "Vesl” (“I, Muhammad
Fuzuli...” theatre project), based on the
works of Muhammed Fuzuli, considered
one of the peaks of the Eastern poetry.

[6] He refused drama and prepared a
performative action, a characteristic
feature for western theatre. The play
“Shalom from Kafka”, based on the works
of Franz Kafka, one of the most brilliant
representatives of 20th century European
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literature, solved the shamanic spirit call
and the ritual of “yugh”. This performance
was to a certain extent, the western
“Kafka” of the east.

V. Ibrahimoglu tended to national roots,
but he was very sensitive to Western
theatre experience, as well. He had been
following trends in the world theatre and
trying to introduce exciting innovations
to the national theatre. Since the mid-
1990s, the effects of postmodernism
have been evident in YUG Theatre
performances. It was a time when not only
postmodernism, even modernism weren’t
accepted in the theatre. Everything apart
from classical art regarded as speculation,
antic. At that time, Ibrahimog|u tried to
eliminate the old theatre thinking and to
form a completely different world of art,
with the idea of palimpsest.

YUG Theatre in 1990s is possible
to be considered as a testing area for
new theatre ideas. Interested in the
trends of Western theatre, Ibrahimoglu
applied to the experience of performative
action and installation in the 90s. In
1995 he presented “Stone. Horse.
Woman” performance was based on
the installations of Teymur Daimi. In this
action actresses Mehriban Zaki, Gulzar
Gurbanova, Sonakhanim Mikayilova, Nelya
Sadovskaya, Afet Hajigizi, Yagut Pashazade
and Natavan Geybullayeva took part as
performers.

Vagif Ibrahimoglu's “Psychosof”

References:

theatrical peotry also arose from the
synthesis of Eastern and Western theatre
thinking. The basis of V. Ibrahimoglu’s
method of working with actors is the “fuzzy
set theory” (Lutfi Zade). This framework
defines the time and place, aims,
objectives, and means of the mediator’s
(actor’s) existence in the context of
PSYCHOSOF poetry. [7]

Conclusion

Psychosophical theatre poetry is so
modern and relevant that it is far from
canonization and dogmatism, open to
any development and interpretation. This
poetry is not focused on the actual issues
of the modern era, on the conventional
themes, but on the highest, most universal
understanding of humanity and the
human spirit. But the spirit has no age,
no nationality, no time. In this sense, this
poetry can become a part of the world
cultural universum. This universality gives
psychosophical poetry a longevity and the
potential to spread, understand, and be
recognized in a wider range. Because the
main material of Ibrahimogl|u’s poetry is
the human spirit, and the human spirit is
the masterpiece of the director’s creativity.
According to the director, the main focus of
performing arts is to influence the human
spirit, to enter into a spiritual contact with
the audience, and to let the soul relate to
what it sees. The Spirit neither knows the
East nor the West.
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U cUHepreTuka. MNonbiTka HennHenHocTU. — Knes: Hau. LeHTp TeaTpanbHOro
ncKyccTBa uM. Jleca Kypb6aca, 2010. — 277 c.
3. Axadapos
O3ipbatixaH Pecrniybrniukacbl MadeHuem xXoaHe eHep yHU8epcumemiHiH OKbIMyubIChbl
(Baky, ©3ipbatixaH)

WbIFbIC NEH BATbIC TEATP MBAEHUETIHIH BUDYPKALIUA HYKTECI PETIHAE BATU®
UBPArMMOIY WbIFAPMALLBbUIbIFbIHBIH AJIATbIH OPHbI

AHparna:

Makanaga Barnd M6parnmorny wiFapMauwbinbiFbl LUbiFbIC NeH BaTbICTbIH TeaTp MOAEHMETIHIH,
OudypKaLns HYKTeci peTiHae 3epTrenedi »aHe LbiFbic neH baTbic M6parMMornyHblH TeaTp KbI3BMETIHIH,
6acblHaH 6acTan WhiFapMallblibIFbiHAG 6ipTyTac 60MFaHAbIFLI Aa alTbinagsl. Barnd U6parnmorny MYT
TeaTpblH KypFaHfFa AewiH, COHAan-aK atanmblll TeaTpablH cnektaknbaepinae WbiFbicTblH TeaTp dopmanapbiH
bBatbICc TeaTpbIHbIH, eyponasbiK TUMiHE COMKeCTEHAIpe anfbl.

Makanaga «CbiH», «Kntou», «[yTb», «lLlanom oT Kadbku» cneKktaknbaepi 6atbic MOAEHUETIHIH, biIKNasbl 6ap
3THO-MBAEHMWET WeETriHAe TYPFaH OpbliHAAQYLWbIIbIK OHEPAIH XablK MOAEHWETIHIH, A9CTYpPEpiHe, COHAaN-aK
aNeMAiK TeaTp YPAICiHiH 03blK ToXipnbeciHe Heri3aenreH wWwoiFapmanap peTiHAe KapacTblpbliaibl.

Makanaga «[pusetcTue leitaap6abe» N0aMachIHbIH Heri3iHae caxHanaHFaH «Canam» cnektakni MYT
TeaTPbIHbIH, WbIMbIIAbIFbIH TYPreH anfallKbl }XoHe eHep OLlaFblHbIH, WblFapMallblibliK MaHudecTi 60sFaH
KOMbIIbIM PETIHAE «AYyr» PUTYasbIHbIH, 3CTETUKAbIK KOAblHA HET3[E/INEHIH XaHe OHa «MEPCUNEr, «TE3UNE»,
«ME3XEeKe» MEH allyrTep eHePiHiH aNeMeHTTepI Ae KoNAaHblIFaHbl anTblnagbl.

CoHpavi—ak, Mmakanaga Barnd N6parnmorny agipnereH «ncnxocodus» TeaTpiblK NO3ITUKAChI Typasibl
aknapart 6epinegi, ocbl NO3TUKaHbIH HeridiHae LUbliFbic-baTbic Kapama-KanllblbIFbIHbIH, €KiYWTbINbIFbI Ad
KapacTblpblnagbl.

Tipek ce3pep: LLbiFrbic, BaTbic, oMHay-coMaay MOAEHMETI, MO3TUKA, TYXKbIpbIMAAMalbIK peXunccypa, nyr.

3. AxxkadapoB
lpenodasamens MHcmumyma Kynbmypbl u uckyccmea Pecriybriuku AzepbatixaH
(Baky, AsepbalixaH)

TBOPYECKASAl PABOTA BATU®A UBPAXUMA KAK TOUYKA BUDOYPKALIUU 3ANAAHBIX
U BOCTO4YHbIX TEATPOB

AHHOTauMA

B ctatbe uccneagyetcs TBopyecTBo Baruda Méparnmorny Kak Touka 6udypKaLumn TeatpasibHbIX
KynbTyp BocToKka 1 3anaga v oTMedyaeTcs, 4TO C caMOro Havyana TeatpasbHOM AeaTenbHOCTU BOCTOK M
3anapg cocTtaBnsnu eanHoe Lenoe B TBopyectse Méparumorny. Barnd Méparnmorny 4o co3gaHus Teatpa
MYT, a Tak»Ke CNeKTaKnax aToro TeaTpa UCMoNb30Ban TeaTpasnbHble GopMbl BocToKa, cMor cornacoBatb
X €BPOMENCKMM TUMOM TeaTpa 3anafa. B ctatbe cnektaknu «CbiH», «Kntoy», «[lyTb», «Becn», «Llanom
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oT Kadkun» paccMaTpmBaloTCcsl Kak NPoOM3BeLEeHNS OCHOBaHHbIE Ha TeaTpasibHbIX TPAAULMAX HAPOAHOM
KYNbTypbl MICMOSIHUTENIbCKOIO MCKYCCTBA, CTOSAILLME Ha FPaHM 3THO—KYbTYPbl C 3aMagHOM Ky/bTYPOW, a TaKKe
nepeaoBOro onbiTa MMPOBOIO TeaTpasibHOro NpoLiecca.

B cTaTbe 0TMeyaeTcs, 4To NepBblit cnekTakab Teatpa MYT «Canam» Ha OCHOBE NMo3aMbl «[IpUBETCTBUE
[enpapb6aber, ABNSIOWNNCH TBOPHECKMM MaHUdecToM TeaTtpa, Obll HACTPOE Ha ACTETUYECKME KOAbl pUTyana
«Ayr», rae TakXKe 6bln NCNOJIb30BaHbl 3/1IEMEHTbI «MEPCUIMEe», «TE3UNE», «<ME3XEKE» U UCKYCCTBA alllyroB.
ABTOpPOM B cBOeK paboTe pacCKa3dbliBaeT 0 TeaTpasibHOM MO3TUKE «Mcnxocodus», pasdpaboTaHHas Barndpom
M6parnmorny, paccMmaTpuBaloTCsi pacnibiB4aTOCTb NapafoKkca BocTtok—3anaj B CyTv AaHHOMW MO3TUKM.
KnioueBble cnoBa: BocTok, 3anag, KynbTypa Urpbl—WUCNoIHEHUS, MO3TUKA, KOHLUENTyaNbHas pexuccypa, nyr.
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Y3bEKCKHE
HAPOJHDIE
CE3OHHDIE

ART STUDIES

MPA3JTHUKMH
MPHTH 18.67.28 KAK (l) O PMA

BbIPA)KEHUS
st CBOEOBPA3 l/lﬂ

'TocynapCTBEHHbIN MHCTHTYT HCKYCCTB W KYJIBTYPbl
Y3bekucrana
(r. Taukenr, Y36ekucraH)

Y3BEKCKHUE HAPOAHBIE CE3OHHbLIE MNPA3AHUKU KAK ®OPMA BbIPAXXEHUA
CBOEOBPA3UA

AHHOTaUMA

B cTatbe paccmatpuBaloTCs Ky/bTYPHO—MCTOPUYECKUE OCHOBAHMS Y30EKCKNX HAPOAHbBIX CE30HHbIX
npasgHuMkoB HaBpys, AHrom, MexpxoH, Caga, OnoB — Ux UCTOPUS, coLmanbHoe 3Ha4YeHre, NopPsAoK
npasgHOBaHMA U METObl 3THUYECKOrO BblpaXKeHUn cBoeobpasuns y36eKCKOoro Hapoaa. ccnenytorcs
TpaauLMK OT CE30HHbIX MPa3aHNKOB A0 PENUIMO3HO-06PSAA0BbIX, KOTOPbIE AOLWM A0 HALLWX AHEN.
AHanM3unpyeTcs KaneHgapb CE30HHbIX NPa34HUKOB, NPa3aHUKKM BpeMeH AXeMEeHUNA0B U UX KyJIbTYPHO—
MWPOBO33peHYecKas posib B pOPMUPOBaHNKN HEMATEPHUASIBHOMO KY/IbTYPHOIrO Hacneans Hapoaa, yHMKanbHble
0COBEHHOCTM Npa3aHOBaHuKs, TpaaMLuuim, o06psaaoB U pUTyanoB.
KnioueBble cnoBa: HemaTepuanbHoe KynbTypHoe Hacneane, HaBpys, AHrom, MexpyoH, Caga, npasfHuK,

npeactaBfieHne, 06psbl, HAPOAHOE TBOPYECTBO.

BBepeHue UCTOPUM Hapoaa, OTpaXKatoT ero MeyTbl 1
[lyXOBHbI€ U KyNbTypHbI€ LIEHHOCTH MbIC/IX O BE/IMKOM ByAyLLEM.
Hapofa, ero MmatepuanbHoe CucTeMaTMyecKoe OTHOLIEHUE K
HemaTepuanbHoe Hacneave AYXOBHOCTHW U KyNbType B 06LL1eCTBE
ThICAYUNETUSMM CIYKUIMU NPOYHOWM 6a3npyeTcst Ha CUie ero UCTOPUN K
OCHOBOI yXOBHOCTH, UCTOKaAM# OIHOBPEMEHHO SIBASIETCS rapaHTue
HaLMOHaNbHbIX TPAAWULIMIA, OHU ABNSAIOTCS pPa3BWTHA M POCTa BO BCEX HAMPaB/EHUSIX.

[IOKa3aTeNbCTBOM 60raton u ApeBHEN Kak ytBepxaan nepBbii Npe3naeHT
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Y36ekuctana U. A. Kapumos: “Camble
[APEBHWE HacKabHble HAAMWUCU U

PUCYHKU, OT NPUMEPOB HAPOLHOI0 YCTHOIO
TBOPYECTBA, A0 ThICAYM PYKOMMUCEN,
KOTOpble XpaHATbCS B 6MBIMOTEKAX
CerofHs, ecTb pe3ynbraT TBOPEHMUS
BE/IMKOr0 yMa M FreHus Hallux NpeaKoB.
Copepraujasncs B HUX HHbopmaums

06 UCTOpUK, NUTEpPaType, NCKYCCTBE,
nonnTnKe, dunocodunun, MeanumnHe,
MaTeMaTUKe, MUHEPANOrnn, XMKH,
aCTPOHOMMM, apXMTEKTYPE, CEIbCKOM
XO35IMCTBE U Apyrne — cocTaBiseT Halle
BeNIMKoe ayxoBHoe 6oratctBo. OQ4eHb Mano
HapoAO0B B MUPE KOTOPbIE MMEIOT TaKoe
BennKoe Hacneaue” [1, c. 30-31].

B coumnanbHO—KyNbTYPHON U3HU
KaXk[oro Hapoga Tpaguunun, obpsasbl,
npasaHUKKW 1 NpeacTaBieHns UMET CBOe
0cob60e 3HavYeHne 1 ABNFETCS 0COObIM
BblpaXKEHWEM XU3HeOesaTeIbHOCTH NoAeN.

Haw Hapopa ¢ cambiX APEBHUX BPEMEH
dopmmpoBancsa ¢ 0cobom b0oBbLI0 K
npasaHuKam 1M TBop4YecTBy. B npumepax
YCTHOIO M MUCbMEHHOIO TBOpPYECTBa
npeaKkoB, A0 Hac AOoLNKM 6oratblie cBeAeHUs
O pasHbIX Npas3gHuKax, TpaguLumsx,
obpsaax U NpeacTaBfeHUsIX Halero
Hapoja B CTapoaBHME BPEMEHaA.

Pa3Hble Npa3aHnKn 1 NpeacTaBieHus
Nnosly4nnn cBOe pa3BUTHE Ha OCHOBE
3HaHWM M HaBbIKOB, CBA3aHHbIX C
NPUMPOLON, MEYTaHUIN 1 rpe3 o ByayLeMm
n 0 MUDONIOTMYECKMX NPEeACcCTaBNEHUSAX
Hapoaa. K TakMm npasgHuKam OTHOCATCS
CEe30HHbIe Npa3aHUKK, Npa3gHyemMble B
pa3Hble BpeMeHa roga. 3Ty npasaHuKu
OoTMeYaloTcs B Nepuoj BECEHHEO U

OCEHHEero paBHOAEHCTBUS U B cepeuHe
3UMbl 1 NeTa.

MeToabl

Bnarogaps MHOroONETHUM
nccnegoBaHMAM U MOUCKaAM YYeHbIX,
CEroAHs Mbl MOXeM ropasfo rnyéxe u
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MHOIOCTOPOHHEE N3y4aTb 3TK NPa3aHUKH.
CuctemMatnMsnpoBatb 3TW 3HaHWS U
nepeaavy onblTa NOKOJIEHNAM OCTaETCA
rMaBHbIMW 3aa4aMu cerogHAaAWHero aH4a B
3TOM HanpaB/1IEHNN.

OAucKyccusna

CornacHo yTBepaeHUsAM
nccnepoBatens N. abbopoBa aTHUYECKOE
NPOUCXOXKAEHNE N OCOOEHHOCTH
y36EKCKOro Hapoaa BK/tO4YaeT B cebs
OY€Hb C/TOXHbIN U ONTUA NEPUO.
Halwmn npeakn — obnagaBLUne BbICOKOM
KYNbTYPOM B @HTUYHOCTU, NEPEXMIN
paHHWK PeHeccaHc — PeHeccaHc BocToKa,
B CpefHue BeKa, GpopmMnpoBann CBOK
3THUYECKMIN BUA BO BPEMS NpPaBfiEHNS
TuMypUnaoB U xope3muiLEeB Ha 6ase
OpeBHEN umMBUIn3aumnun. B pesynsrate
TaKoro npotecca chopmmpoBach
cBoeob6pa3Hag AyxoBHas 1 MaTepuanbHas
KynbTypa ¥ A0 HallMX AHEN B OCHOBHOM
COXpaHuna CBOM HalUMOHasbHble
ocobeHHocTH [2, c. 3].

o cBeaeHMs UCTOPUYECKUX MCTOYHMKOB
W uccnepoBatenen, nepBble CE30HHbIE
npasgHUKKU NOSBUAINCHL BO BPEMEHA
Hayana OXOTHUYECKUX Urp. MNpn n3yveHnn
3TOWM 3NOXM UCMONb3YIOTCS cneaytolme
BeLLECTBEHHbIe apTedaKTbl: OpyaMa Tpyaa
N OXOTbl, AEKOPATUBHbIE M MPEAMETbI
OblTa, OCTaHKM }N3HEAEATENbHOCTH
N0JieN, OCTAHKMN TEN KMUBOTHbIX U
nogen, 6apenbedbl U HACKaNbHbIE
PUCYHKM, 3THOrpadU4eCcKne AaHHbIe,
pe3ynbTaTtbl U3Y4EHUS UCTOPUYECKUX HaYK-
aHTPOMONOrunsg, IMHrBUCTUKA, reosnorus,
HapoaHoe YCTHOE TBOPYECTBO, MUDbI U
nereHabl, PU3NKa, XMMUS U T. A.

PesynbraTthbl

Pe3ynbraTbl MbILLAEHWS O NpUpoae
M o6WwecTBe, MUDUYECKME MOHATUS
nepBO6bLITHOrO YenoBeKa NpPUBENK
K MOSIBNEHUIO NEPBbIX NIEreHA U
npeactaBneHunn.
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MepBbIMK 3aHATUSIMK YelOBEKaA
APEBHOCTU GbINO COGUPATENbCTBO U
ero noBceAHeEBHbIE 3aHATUS MO cO6opy
®PYKTOB M 3N1aKOBbIX, 3apOAWAN TPAAULMMK,
KOHKYPCHbIE Urpbl, 3aCTO/bs M 06paabI,

CBA3aHHbIE C 3TUMU BUAAMU AEATENTbHOCTH.

Ha ocHoBe 0x0Tbl POPMMUPOBANUCH UIPHhI,
UMUTUPYIOLLME OBUKEHNS HUBOTHbIX U
npeacTaBneHns O NOAroTOBKE K OXOTe.
Mccnegosatenb M. YMapoB oTMedaeT
cnepywolulee: «...B Te BpemeHa, oxota
ABNSNACb KOMTEKTUBHOW AEATENbHOCTbIO
N BCe BMecTe 60POUCH 3a BblIXKMBAHME.
[Ans 6naronofy4Horo UCxoaa oxXoTbl 0au
MCMNONb30BaM PasHble PENUTMO3HbIE
06psabl, METOAbI U XUTPOCTU. Hanpumep,
NepBoObITHLIE N0AM 061avYanncb B KOXY
(KOCTIOMbI) pa3HbIX }XWUBOTHbIX M MTUL,
TakMm 06Pa30M OHU UMENU BO3MOXKHOCTb
[A06bITb NPONUTaHME NYTEM HE3AMETHOIO

NPUGSINKEHUSA K NPEAMETY OXOTbl.

C nosiBneHnemM CKOTOBOACTBA
NOSIBMIMCb U CBOW OCOGbIE UMPHbI,
y6exaeHuns, Tpaanumm, NeCHN 1 MNASICKKU
KOTOPbIE MOCAYKUIN TONYKOM A1
BO3HWKHOBEHWSA CE30HHbIX MPa3aHUKOB.
Oco6eHHO B6IN3KN TPAAULIMN N MECHM,
CBfI3aHHble C MEPUOAOM PAa3MHOKEHUSA
YMBOTHBbIX, BbIMONEHNSA XO3ANCTBEHHbIX
3aHATUI C NPUBNEYEHNEM AOMALLHErO
CKOTa U T. A.

C noBblLLIEHWEM CO3HAHMUS
NepBOOLITHOIO YE/IOBEK U HA OCHOBE
3TOro NosiBIEHWEM oceanoro obpasa
W3HN BO3HUKAET KPECTAHCTBO
W ero CTpeEMUTENbHOE pa3BuUTUE
CO3/Ja€eT NpasHUKKN — TpaauLum no
3emMeaenbHUYnmM pabotam BECHOM U K
MOMEHTY CO0pY yporKasi oceHbto [D, ¢. 25].

Haepyz — B Havane
npobyxaeHUa NPMPoabI 1
noneBeix pabor, B

Axrom (BaxwaHrom) —
NeToM, B ieHb NeTHero
CONLIECTOAHWA, B Nepuoa
caMbIX XapKkWX OHEeW, Koraa

PHEHEAR T noTpebHOCTL B BOAE BENWKA
a N
KANEHOAPb CE3OHHbIX
NMPA3OHUKOB
< 7
Mexp:oH Capa — MNpa3aHMK orHA

(Ynpwu—pyx, Hum—cappa) —
B OCEHHEE PaBHOAEHCTBME,
Ha4yano BTOPOH NOMNOBWHbI
roga, B nepuog cGopa
ypoxan

(pazBeaeHnA KOCTPOR) —
3MMOMN, B CAMbIA KOPOTKHUIA
AeHk, B caMmbie XxonogHue
OHW 3MMbI W Bo3pacTaeT
noTpebHOCTL B Tenne

Pucynok Nel. Kasnengapb ce30HHbBIX IPa3IHUKOB

BbiBOADbI

B pa3BuTMM CE30HHbIX NPa3aHUKOB
0cob60e 3Ha4YeHne MMEeEeT 30POCTPU3M,
B KOTOPOM Hall0 OTPaXKeHWe 3HaHKe
M 06 3KOHOMMUYECKOM, COLlMaNbHOM
MWU3HW, O TPAAMULSX, O BEPE U KYNbTypbl, O
My3blKe, TaHLaXx 1 0 TeaTpaan30BaHHbIX
obpsaaax HapoaoB 1 HaceneHuns. 06 aTom

cBUaeTenbCTBYET “ABecTa” — CBALIEHHas
KHUWra 30pOCTpUNLIEB. TaK e Ce30HHbIe
npa3gHUKK, CBA3AHHbIE C OCEHHUM U
BECEHHUM PaBHOAEHCTBUEM U 3UMHbIM
N IETHUM CONTHLECTOSIHWMEM CTanu
NonNyasipHbIMW Y Hapoaa MMEHHO B 3TO
BpeMms.
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Hawwu npeaku, onpeaenns YeTbipe
OCHOBHbIX 3/1EMEHTA U3HU (CONHLE,
BO34yX, 3eMJ15l, BOAA), BbIABUIMN HYETbIPE
CBSILLEHHbIX AHS M BBENM 0Obl4al oTMeYyaTb
nx. Uccneposatens Y. Kopaboes oTmevaet
B CBOMX TPyAax KaneHaapb CE30HHbIX
npasgHUKoB, NPeACTaBEHHbIX B PUCYHKE
Ned1 [5, c. 33].

UccnenosaTtens I. CoatoB nayyan
npasaHUKK BpEMEH NpaBaeHusa AMHaCTUK
AxaMaHWHLLEB MO BTOPOMY PUCYHKY
[3, c. 28].

BwmecTe ¢ pacnpocTpaHeHnem Ucnama
B LleHTpanbHOW A3MKU NPULLIK U €ro
npasgHuKn. Kak M3BecTHO, B Ucname
ABa opuLManbHbIX PENUTMO3HbIX
npa3agHuKa: KypbaH 6anpam (4epes 70
[IHEW Nnocne OKOHYaHMe MecsLa BENOKOro
nocta PamagaH) n Py3a 6anpam (B
4eCTb OKOHYaHMUA CBSLLEHHOMO MecsLa
PamagaH). HemMHOro nosxe, Hapog Havan
npasgHoBaTb Npa3gHuK MaBnya.

Ho, HecMOTps Ha 3aBOEBaHUSA apabos.,
NnoTpebHOCTb B Npa3HMKax, CBA3aHHbIX C
NpPMpPOAOK Bblna CUbHa Y Hapoaa U Takune
npas3aHnKK Kak HaBpys, Caga, MexpKoH
COXPaHSINCD.

B X — Xl Beka HaBpy3 npasaHoBarics
KaK rocyfapCTBEHHbIN Npa3aHMK B
XopacaHe, MaBapeyHHaxpe, Xope3me
n depraHckon gonuHe. NMpasaHuKy
HaBpy3 yaensincs 60/blie BHUMaHNUS,
4yeM OCeHHeMY Npa3aHnKy MexpKoH 1
3umHemy Capa. B npasgHukax HaBpy3
n Caga coxpaHunmcbh 60nblle 06psaos,
Urp U NpeacTaBneHni oT 3opocTpmama.
Ocob6eHHo B Npa3agHuKe Caga nereHaa o
Awu Jaxaka UcnofiHaNach CLEHUYECKUMHU
CUMBOJIaMK, pasxuraam KocTpbl,
0CBOOOXKAANNCh ANKNE KMBOTHbIE U FONy6H
13 nneHa 4yenoBeKa [4, c. 27].

B cpeagHne Beka Mexp»oH (B HEKOTOPbIX
MCTOYHMKax MexproH) Toxke npasgHoBasncs
KaK OAWH U3 Ba)KHbIX NPa3aHMUKOB.

B HeKOTOpbIX rocygapcTBax Mmen
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rocyaapCTBEHHbIW CTATyC M BblAENSIUCh
CcpeAcTBa U3 rocyaapCTBEHHOW Ka3Hbl A/is
npasgHoBaHMS, NOAAPKOB M B Ka4ecTBe
Npu3a pasHbIX KOHKYPCOB, KOTOPbIE
nepeTexkanu B MaccoBoe HapoaHoe
rynsiHue u B 6ecnnaTtHyto pasaady niosa
HaceneHuto. Jletonucel, banxakun
paccka3sbliBaeT 0 TOM, 4To AMunp Macwya
6onblue 16un NpasagHUK MexpiKoH.
Hanpumep,B 1031 rogy 20 ceHTa6ps
Mexp»OoH npa3gHoBasncs BO ABOpLE U

B HEM y4acTBOBasu NoC/bl U NpPaBUTENN
Npaka n TypKecTtaHa, BbICTynanu
3HaMEHUTbIE N03Thbl, My3blKaHTbl, NEBLbI,
TaHLOPbl U MacTepa cMexa 1 Becenuau
y4aCTHUKOB [5, c. 46].

NPA3OHMKN BPEMEH
AXAMAHWUALEB

“HaBpy3” BeceHee paBHOAeHCTEMNE

“Mangiavpia” cepeguHa 3MMbI

“Oapea” cozupgartenb

TUpUKaH — YeTBEPTLIA MecsL nocne
Haepysa

“Mutpakan” — “Mutpa”
CeHTADpL — OKTABPBL

lNpa3gHuWK NocBALLEHHBIN Boae
(okTAOPL — HOAGPL)

"Pyx" HosAGpb — Aekabpb

“Capa” — NATbAECATb CYTOK A0
Haepysa
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C npuxogom mcnama B CpegHioto A3uto
npasaHoBaHWeE U NOPS0K NPOBEAEHUS
TaKuX NpasaHNUKOB M3MEHUNOCH He
TONbKO GOPMEHHO, HO U COAEPKATENbHO.
Hanpumep, npa3gHuK MexpoH,

XOTS1 1 BblS1 CBSI3aH C 3eMNEBOACTBOM

N KPECTAHCTBOM, NpeAcTaBUTENN

pennMrum 06bIBUIN ero CB3saHHbIM C
30pOoCTPM3MOM 1 3anpeTnnu npasgHoBaThb.
MoatomMy npasgHMK MexpKoH cTan
npasgHoBaTbCH BCE MEHbLUE U MEHbLLE,
NoTOM M BOBCe nepecTas oTMeYvaTbcs.

Elle oanH ce30HHbIM Npa3gHuK Caga, K
3TOMY BPEMEHMU MOJIHOCTbIO NOTEPSIN CBOKO
coLManbHylo 3Ha4YMMOCTb M NMpa3gHoBalscs
TONbKO B MEJIKUX rocylapcTBax Uin B y3KUX
CeMenHbIX Kpyrax.

MpasaHuK HaBpy3, noTepsBLIWK CBOKO
3Ha4YMMOCTb BO BPEMS MpaB/ieHns apabos,
C NpMxoa0M BO BNacTb AMunpa Tumypa u
€ro AMHacTMM BOCCTaHOBM CBOM MO3ULUK
W Jaxe umen passutue. 3ToT NpasgHuK
npasgHoBalsiCcs Lefbl MecsL, No BCEN
CTpaHe. bnarogps Takomy MacwtabHoMy
npasgHoOBaHMIO NOYYUIN NONYASPHOCTb
W pa3BUTHE HEKOTOPbIE BUAbI CriopTa U
YMYHOIO NPeACcTaBieHUs, TaK1e Kak,
Kypall (6opb6a), KynKapu (KOHHbIM BUS
cnopra), cTpenbba M3 NyKa, CKayKM,
neTywuHble 1 6apHbK 60OM.

Ha a1y TeMmy nccnenoaresib b.

LLloagmnes roBoput cneayouee: lpesHune
npeacTaB/ieHUs NpeTepneny HeKoTopble
U3MEHEHUS U NONYYUSIN aKTyalbHOEe
cofeprkaHue, cMellanncb C Urpamm 1
06psaaamMmm BO3HUKILLMX NOC/e MPUHATUSA
ncnama HaceneHuem LleHTtpanbHon A3nu
N NONYYUNOCh HEYTO CUHTETUYECKOE
LenoctHoe. Ho oHM Yaule Bcero 6biin
yacTblo NpasaHoBaHKA HaBpy3a, KoTopoe
OMNoCb cemMb AHEN. [NepBas YacTb
rynsiHus, o6psabl, Urpbl U NpeacTaBneHus,
CBfi3aHHbIe C OTHEM, BOAOM, 3EMJIEN,
npupoaon 1 usetamu. Bropas 4actb —
Tpaguunun, putyansl 1 ap., CBA3aHHbIE C

NamaTbio YMEPLLMX, MOXKEPTBOBAHUAMMU U
MWNOCTbIHAMMK. TpeTbs YacTb — TPaauLuK,
CBSI3aHHbIE C CBALLEHHBIMU PUTyalbHbIMMU
6ngamu, cnagoCcTsiMU, HEKTapOM U
pacnuTMem HanuTKOB. HYeTBepTas YacTb
CcBfi3aHa C Urpamu, KoHKypcamu u
npeacTaBneHUsa MU, HanpaBaeHHbIMK Ha
XOpoLloe HaCcTPOEHUE 1 BeCerbe.

K anoxe npaBfeHus XaHCTB 3TH
CEe30HHbIE Npa3aHUKK C HEKOTOPbIMHU
U3MEHEHUSAMU BCE KE COXPaHUIN CBOU
NO3uLUMK KaK TpaguLMOHHbIE NPa3aHUKM.
Bce npaButenu — xaHbl XnBbl 1 KoKaHaa
1 amup byxapbl NblTanncb BHEAPUTL CBOIO
NONUTUKY B 3TU NMPa3aHUKMU.

Ce30HHble NpasgHUKN, 06pAabI U
TPaAaMLMK 3TOro Neproaa U3yyeHol
uccneposatenem Y. KapabaeBbiM: BecHow
— Haepys, Cymansk, BbeiBo3 ckoTa, LLlox
Mowiap (o6mMasbiBaHMe pora cKoTa
Macnowm), lMocagKka caxeHues, Kyw owu (B
NpeBbIM AeHb Havyano 3emneenb4ecKux
paboT), lapBullioHa, lNpa3gHMK KpacHOro
LuBeTKa, Mpa3gHuK TionbnaHa, NpasgHnk
annun, NoacHexHuK, MNMpasaHukK
LBeTaHWs anBbl, [ecHsa conoBbs U Ap;
JleTom — npasaHuK BoAbl, Yo MoMo
(Nnpu3biBaHue noxabs); OceHblo — MaTb
poxb, Co0p yporxKasn; 3umon — lNepBbin
cHero (CHexXHble nnucbma), oopsaa AcbioHa,
lan—rawrTakK (KyNbTypHble BEYEPHbIE
MeponpuaTtud), Kypynton (BcTpeya
Kosner), Kynkapu (KOHHbIM BUA UrpP)

U T.4. Kpome 3aToro, 6biaM NOnyaspHbl
HapoAHble npeacTtaBieHuns: “ManeHbKue
npeacraeneHus (B Xapeame “Tyksa”,
depraHcKon gonuHe “CmellHon pacckas”),
“Bonblume npeactaBnerHuns” (B PepraHe
“bonbloe nuuenencteme”, B byxape
“YaBkK”, B Xapeame “OnacHble urpbl”) n
cepus npeacraBneHmnn “Kanangap”.

Ho, 13 BbllenepevyncneHHbIx
npasgHUKoB TONIbKO HaBpy3 goLwen
[10 Hac, COXpaHMB CBOE 3Ha4YeHne n
cofepyKaHue U Hallen CBOWM pacuBeET nocne
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He3aBUCUMOCTU. MMeHHO 6naroaaps
3TOMY UCTOPMYECKOMY COBbLITUIO, HE TONTIbKO
HaBpy3, HO 1 Apyrne NpasgHUKK, TaKMe KaK
MexpoH, BoccTaHaBnnBaeTcs. B yecTb
c60opa ypoxas, npasaHuK NpoBoAMTCS MO
BCEW cTpaHe U Jaxe B 06pa30BaTe/bHbIX
yypeaeHusx.

3axknoueHue

Y36eKCKMe HapoaHble CE30HHbIE
npas3gHUKKN cYMTalOTCa cpeacTBamm
camouaeHTUdUKaLMM U BbiparKeHNs
OCOOEHHOCTEN HaLMK, B LIENSX MyO6OKOro
N3Yy4YEeHUS CE30HHbIX MPa3aHMNKOB,
cucteMaTn3aLnm NoNyYeHHbIX AaHHbIX
M cnocoboB 06pPabOTKN MaTepmnanos, U
NOBbILLIEHNS COLIMANBLHOM 3HAYNMMOCTH
B NpoLiecce BOCNUTAaHUA MOSIOEHKHM
npeanaraem crnegyroume Mmetoanyeckme
peKomMeHaaLunu:

Bo—nepBbix, 10CTUYb HAy4YHOM
onpeaeneHHoCTH B OCBELLEHNHN
NCTOPMKN NPa3aHNKOB U

Jluteparypa:

npeacraBneHun,bopmynnpoBaTtb 6osee
rny6oKoe 0CO3HaHWEe NCTUHHOM LIEHHOCTU U
cofeprKaHusa aTUX NpasaHUKOB, OCBELLaTb
NCTOPUIO BO3HMKOHOBEHMUS HE TOSIbKO
npasgHuka Haepys, HO U MexpoH,
Capa, AHromM 1 NpPoBOANUTL PaboThl NO
nonynsapusaummn 3Tu3 NpasaHnKoB;
Bo—BTOpbIX, BHEAPUTL B y4eOHbIE
npoecc o6pasoBaTe/ibHbIX YHPEKAEHUN
cBedeHuns 06 aTUX NpasgHuKax;
B-TpeTbux, npu opraHmM3aumm 1yxOBHO-
NPOCBETUTENBbCKOMO Havyasna B LWKO/bHOM
W BHEKTaCcCHOM 06pa30BaHMM aKTUBHO
BHEAPSATb 3TU NPa3aAHNKW.
C camoro nosiBNeHUs 4YenoBeKa,
€ro cHacCTIMBbIe IHWM OTpaxKatoTcs
B NpasHUKax U NpeacTaBleHusx,
KOTOpble CTaHOBATbLCSH CUMBOJIOM HaLUK
1 oblLeCcTBa, a TakkKe obecnevymBaet
YCTOMYMBOCTb HEMATEPHaNbHOIo
Ky/IbTYPHOrO Hacneausa Hauuu, Bobpas
B ce651 YyHUKaNbHble 0COBEHHOCTH
npasaHoBaHUs, TpaauLIMK, 06PSa0B U
pUTyanos..

1. Kapumos U. A. Boicokasi iyxoBHOCTb — HernoOemuMast cuia. — TallkeHT:
Marbnasusr, 2008. — 176 c.
2. )Ka66apos M. ¥a6eku. — Tawkent: [apk, 2008. — 240 c.

3.Kapa6oes Y. Haponnbie ya6ekckue npasnannku. — Tamkent: [apk, 2002. — 240 c.

4. Coaros I [Tostnueckue 0co6eHHOCTH (OJILKJIOPHBIX IPOU3BELEHUI B COCTaBE

y30€KCKUX HAPOJHBIX TPAAUIIMOHHBIX NTpa3aHuKkoB. — Tauikent: AHPY3 Mncrurtyr

aurepatypsl um. A.Hasau, 1993. — 144 c.

5. lllanuer B. [Mpasannk Haepys. — Tatikent: ¥Y36ekucron Musiiuii

Duuukiaonenusicu, 2001. — 128 c.

XK. A. MamaTtkocumoB

©36ekcmaH Memnekemmik eHep XoHe MadeHuUem uHcmumymal

(TawkeHm K., ©36ekcmaH)

©3BEK ¥ITbiHbIH ©3IHAIK EPEKLUEJITH TAHBITY ®OPMACbDI PETIHAE ¥/1TTbiK MAYCbIMAbIK

MEPEKEJIEPAIH AJIATbIH OPHbI
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AipaTna

Makanaga e36eK xanKblHbiH HaBpy3, AHrom, Mexp»xoH, Caga, OnoB yNTTbiK MayCbIMAbIK MEPEKENEePiHiH,
M3EHU—Tapux1 KanbiNTacybl, 01apablH TapuXbl, d71€YMETTIK MaHblI3bl, TOMNAy TOPTIOI oHe 636K XanKblHbIH,
3THUKabIK epeKLUeNiriH TaHbITy 9icTepi KapacTbipblnagbl. MaycbiMAbiK MepeKenepaeH 6actan ocbl
KYHIe AeNiH XXeTKeH AiHM—a4eT—FYPbINTbIK MepeKenepre AeviH 3eptrenedi. MaycbiMablK MEPEKeENepAiH,
KYHTi36€eci, AxeMeHUATap yaKblTbIHAAFbl MEPEKENEep XoHe XablKTblH MaTepuanablK eMec MoAEHN MypPacbliH
KanblnTacTblpyaarbl onapiblH MOAEHU —AYHUETaHbIMABIK peni TangaHaabl.
Tipek ce3paep: matepnaniblk emec MageHu mypa, Haspys, AHrom, Mexp»koH, Caga, Mmepeke, KepiHic, aget—

FYPbIM, YNTTbIK 6HEp

J. A. Mamatkhasimov
State Institute of Arts and Culture of Uzbekistan
(Tashkent, Uzbekistan)

UZBEK PEOPLE'S SEASONAL HOLIDAYS AS A FORM OF EXPRESSION OF UNIQUENESS

Abstract

The article discusses the cultural and historical foundations of the Uzbek folk seasonal holidays Navruz,
Angom, Mehrjon, Gardens, Olov — their history, social significance, the order of celebration and their methods
of ethnic expression of the uniqueness of the Uzbek people. The traditions are studied, from seasonal
holidays to religious ceremonies that have survived to this day. It analyzes the calendar of seasonal holidays,
holidays of the time of the Achaemenids and their cultural and philosophical role in the formation of the
intangible cultural heritage of the people, unique features of the celebration, traditions, rites and rituals.
Key words: Intangible cultural heritage, Navruz, Angom, Mehrjon, Sada, holiday, performance, rituals,
folk art.
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M. H. AxmaHoB!

'T. K. )Kyprenos atbiniarbl Kazak YaTThiK
OHEp aKaleMHsIChI
(Anmarsi, Kazakcran)

CIMEKTAKJIbIE
JNAHUBIHOBIK
[MPOLIECCTEPIHE
TEATP AKTEPIHIH,

M.YEXOB
YCbIHFAH
TOCIIAEPII
UIEPYI
MOCEJIECI

CMEKTAK/bLIE AAWbIHAbIK MPOLECCTEPIHAE TEATP AKTEPIHIH M.4YEXOB ¥CbIHFAH

TOCINAEPAI UTEPYI MOCEJIECI

AHpgaTna

byn Makanaga cneKktaksbre gamblHAblK NpoLeccTepiHae Teatp akTepiHiH, M.YexoB ycbiHFaH Tacingepai

Mrepyi maceneci Typalbl Xa3blJIFaH. CaxHa negarorvkacblHAaFbl XKoHe Xannbl TeaTp eHepiHaeri apTucTepai

dasipnayaa M. HexoB ajicTepiHiH ambebanTblFblHa 6aca Ha3ap aygapbliraH. Makanaga M. HexoBTbIH,

LbIFapMaLlblbIK 8iciHiH Heri3aepi 3epTTeneni. CoHbiMeH Katap, CTaHUCNaBCKUM XKYWECIHIH HerisaepiH

YexoBTbIH 6eliHe ¥acay Typasbl NPUHLUMNTEPIMEH CUHTE3AEY MYMKIHAIM AonenaeHeai. CtaHncnaBCcKum

KYMECIHIH, MaHbI3bl 3/IeMEeHTTEpI, cCoHAan—aK M. HYexoB agicTeMeciHeH TypaTbiH akTepai Topbueney YLiH

KaeTTi TPeHUHI KYpy NpoLueci ernken—Terkensni cunatranagpl.

Tipek ce3gep: Teatp, KOWbINbIM, akTep, CTaHUCNaBCKUM KyWneci, HexoB aaicTepi.

Kipicne

PexuccepaiH KepepMeHre acep etyiHe
6acTalTbIH KYLL CNeKTaKkNbAi AarblHaay
Ke3eHiHae, aKkTepnepai 6enHe TyabipyFa
HYMbI1AbIPaTbIH }ONAapAbl anKblHAAWTbIH
TycTa nanga 6onagbl.
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TeaTp pexuccepi — aktepaiH, izgeHiciHe
YOJ1 alliblmn, oFaH o6pas KacayblHa
KeMeKTecyLLi, 6afbIT CinTen, KeHec 6epylli.
CoHAbIKTaH AanblHAbIK 6apbiCbiHAa
aKTepnep KongaHynapbl KaxeT Tocingepai
pexuccepnep YyHeMi opblHAayLblNapablH,
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ecTepiHe casbln oTblpFaHaa FaHa eHiMAi
XYMBbICTbIH, ipretacbl KanaHobak.

CepiKTec TyblHAATKAH «ePiK TONKbIHbI»

[1] M. HexoBTbIH MMNPOBULIMSANBIK,

TOCIiN, «MCUXONOrUANBIK HeCT» Typasibl

OW KO3FayblHa Heri3 605/bl. AKTepPNiK
MEKTENTE OKbITbINATbIH «6eC ce3imre»
M.YexoB aKTepaiH, «anTblHWbI» CE3IMIH —
CepiKTecrneH e3apa apeKeTTECTIK Ce3iMiH,
AFHU «@KTepAiH Ke3—KeNreH coTTe Kes
KeNreH cepikTecTiH acepiH, TinTi, eH Ha3iK
ce3iMiH Kabblngayra lanbiH 60ny» [2]
KabineTiH ae KOCTbl.

M. HexoB cepikTecTepiMeH e3apa
OPEKETTECY YLLUIH }XoHe coNn apeKeTTecyae
allblK 60Ny YLiH akTepnepai iwtewn
EepiK—XKirep TYpFbICbIHAH KYLW canyra
WakKblpabl. Con KywTeH amnaTma TyblHAan,

aKTepnep MeH KepepMeHaepaiH, apacbiHaa

6enek atmocdepa, backanan 6annaHbIC
OpHaMTbIHAbIFbIHAG 6Gaca Ha3ap ayaapTTbl.
K. CtaHucnaBCKUI, 6MIpiH
©Hepre apHau oTbIpbIMN, TeaTpabl
TanTtayblpblHAbIIbIKTAPAAH (aKTepiK
WTamnTapiaH), *)acaHabliblKTapaaH
TalapTy YLiH e3iHiH aHaNnTUKanbIK
onnapbiH KondaHabl. On akTep OMbIHbI
MeH caxHagafbl aKkTePiH 63iHAIK «KaH»
KyWi apacblHAaFbl 6annaHbICTbl MYKUAT
Tangagbl.

odpicrep

3aHabiNbIKTapAbl aHblKTan OTbIpbIM,
oflapabl XXynenenaipin, «TeaTp eHepi
Typanbi» [3] }aHe «AKTepaiH, penMeH
XYMbICbI» [4] KiTanTapblHAa KUCbIHAbI
Typae 6asHaanbl. OHbIH XXYMECIHIH nanga
60/1ybl TEATP/a HaFbl3 PEBOIOLMA BONAbI,
K. CTaHMCNaBCKUI: «MEHIH MeKTeBIM —
TEK TaNnaHTTbl1ap yWiH!» gen ypaHganbl.
Pedopmatop «aKktep 63i coMaanTbIH
KeninkepiHiH KOPKbIHbILbIH, YPENNEHYIH,
YMTbI/IbICbIH, YMITi MEH MaKCaTbIH CaHasbl
TYPAE TYCIHIM }acauTblHAbIFbIH» TEPEH,
YFbIHAbI.

AKTepgaiH «<Erepae MmeH» [5] yCTaHbIMbI
apKblnbl cesimaepai Taba oTbIpbIM,
oflapbl OATaTbIHAbIFbIH, KYLLENTETIHAIMH
KOHEe Keninkep eMipiHiH yCbIHbUIFaH
MOH—>KannapblH ep6iTe OTbIPbIN 6HEpP
TyOblpaTbIHObIFbIH anfall auTKkaH aa
ocbl K. CtaHncnaBckui. Muxamn Yexos
K. CtaHucnaBCKUUAIH, WWOKIPTI peTiHae
«pedopmMaTop MEKTEBIHIH» XKETICTIKTEPIH
YKETIK Urepe oTblpblM, aKTepAiH AeHe
KO3FasiblCbl MEH OCbl KO3fablCTapablH,
acepiHeH cesimaepai oaTy apacblHAaFfbl
opTaK Ncuxodur3nKasblK 3aHablNbIKTapabl
aHbIKTabl.

K. CTaHncnaBCKMM KyrneciHe
aKTepaiH «enecteTy» [4] KabineTi e
Kipai. M. HexoBTblH, KMAN Typanbl
onbl K. CTaHMCNaBCKUIIH «enecTeTy
KWHONEHTacbl» [D] AereH yrbiMbIMEH
eri3. M.KHebenb 6yn TyKblpbiMAapAbliH,
YKCaCTbIfblH KepceTe[i: «enecrety»
TaHFaXKambIn KyLLKe 1e, 0N 9peKEeTNEH
OEKiTiNin KaHa KonMMaMn, COHbIMEH KaTtap,
CYPETLUiHIH oMbl 6y Macenere KanTbin
Kenin oTblpFaH calbiH oJaH 6eTep 6anbin
YKOHe ayKbIMbl O[laH [1a KEHW TYCETIHAIri
Typanbl K. CtaHncnaBckmngiH, onbl M.
YexoBTblIH «KUsiiay apKblibl 6enHere
JanblHObIK ¥acay» NnanbiMaayblHa eTe
aKblH efi» [6]. M. HYexoB «KusinabiH
YKETINYiH 6enceHai KyTy Kepek» [7, 18
6.] aen TyciHaipai. K. CtaHncnaBcKum
«efIeCTETYMEH» KYMbICTa 6ENHEHI
Kacay/lblH KenTereH »onaapblHblH,
KanTanaHb6ac 6iperemiH TanTbl. Con
ceKingi M.YexoB «Kusangbl XeTingipy»
[7,19 6.] TocingepiHiH iwiHaeri epexwe
NCUXOTEXHUKAIbIK TOCIT — cypakK
KO0 XonjapbliH TanTbl. byn Tacingi
M.YexoB AMepuKaaarbl 6MipiHiH COHFbI

XblngapbiHAa Aa yTeiMabl Nanganadgbl [8].

HKakKcbl JaMblFaH, CypeTKepaiH epik—
XirepiHe 6afblHbIWThI KUK akTep YLLiH eH,
HOTUXKENI CreKTaK/ble 6elHe Kacayra
6acTanTblH TMiIMAI TocinaepiHiH 6ipi 6onybl
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MYMKiH EKEHJIri Typanbl fa ajfall peT ce3
Ko3faraH M. YexoB 60naTblH.

On: «opinTecTepMeH caxHaja TYPaKTbl
XYMbIC 6acTaraHfFa AeliH, akTep 63iHiH,
peniH KUANbIHAA XYWEeNi Typae orMHan Kepyi
Kepek» [1] aen TyXKbipbiMAaabl.

HoTuxxenep

M. HexoBTiH Tocini 60MnbIHLWA
MYHJaWn ganblHAbIKTapAbIH TUIMAINIr
COJ1 aKTEpP AEHECIH HEMECe JaybICbIH
HaKTbl KaTbICTbIPYCbI3, CEPIKTECTEPMEH
KOHe MU3aHcueHanap Tyablpynapra
6ainfiaHbICTbl 60/1aTblH CbIPTKbI
KWUbIHOBbIKTAPCbI3, WblFapMallbl/iblK TYACIri
OyMblpraHan oMblHFa TOJbIK 6epine
anafbl. bipaK KeniHipeK, pexxuccep xaHe
CEepPIKTECTEPMEH XKYMbIC iCTey Ke3iHAe,
aKTep }annbl AanblHAbIK YaepiciHae
Kusingarbl OMbIHbIH XanfacTblpa anagpl.
EHAi on 63 KUsnbiHAaFbl OMbIHbIH
pexuccepaiH, MM3aHcLeHasbIK KeEHec—
HYCKay/lapblMEH ¥aHe CePIKTEeCTEPIHIH,
OMbIHbIMEH cabaKTacTbipaabl. Ocblnaniia
OWHaW OTbIPbIM, aKTep caxHaaa 6enHe
acayla Ker EeTICTIKKe KO XeTKi3ze
anartblHAbIFbl CO3Ci3, 0/1 OCbl/lan ©3iH
caxHafa falblHaan anafpl, 0N Kuanaa
acan anatblH MYMKIHAIKTEPLAEH e
Ken HioaHcTap 6ipTe—6ipTe OHbIH,
ncnMxodU3nKacbiHa XaHe caxHaaafrbl HAKThI
OWbIHbIHaA eTef;.

Kuanfa gavblH 60nFaHaan, akTepain,
yambIMblHaH, ¥aH i3aeHicTepiHeH
LWbIFATbIH XYKa MMNYbCTEP 6TE HO3IK
api TepeH uipimaepre 6apyra Xon
awapbl, JanblHAbIK NpoLlecciHae 6enHe
KusangarblaH KemM eMec MblCbiKTanaibl.
CaxHaparbl JanblHObIK KE3EHiHAEe KMsan
aKTepaiH 6enHeciHe arHanabl, OHbIH,
cunaTbl MEH KMMbI/T MOHEPIH MeHrepineai.
AKTepaiH Knsan 6enceHainiriieH TybiHaaraH
LblFapMallblfblK ce3iMaep OHbIH
ncuxodun3nKacbiHa acep €eTin, TyJiFacbliHa
CiHefi, aKkTepai K1anbl ilTen Konaanabl.
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M. HYexoB aKTepaiH WblFapMallbliblK
TaburaTblHbIH anyaH Typi
KO34blpFblwTapbiH KepceTTi. M. Yexos
cTyauacbiHaa atmocdepa MacesneciHe
YKEH K6Hin 6eniHai. M. HexoBTbiH,
«@TMocdepar [1] YFbIMbIH AaMbITy O0MbIHLLIA
ovnapbl MEH ToXipnbenik Kbl3aMeTi TeaTp
nejgarorMkacbliHa Y/IKEH YKoHe epekKlle
YNec KOCTbl AeceK Te 6onaabl. M. Yexos
atMocdepaHbl CeKTaKkIb/iH TyTac
OeMHeCIH XacayFa biknan eTeTiH Kypan
peTiHaE }KoHe penji }acay TEXHONOMMACHI
peTiHae KapacTbipaabl. CTyaMaaarbinap
atMocdepaHblH He EKEHIH TYCIHY YLUiH
KeNTEereH aTtTbIFynap MeH 3TioaATepPai
opblHAaabl. «<ATMocdepar» ce3iHe Muxaun
YexoB HaKTbl TEPMUHOJOTUANbIK MaFblHa
6epai. HexoB—aKtep aTMochepachiHbIH,
TEOPUACHI, EH anabiMeH, HexoB—
[pamMaTtyprTiH KepKeMAiK KaFuaanapblH
TYCiHY HOTUXKECI peTiHae nanga 6onaabl
Jerexre ceHpi. M.YexoB yLiH atmocdepa
eMipAeH eHepre (XoHe KepiciHwe) Kenip
60nbIn Tabblnabl [9, 294 — 308 66.].

CoHbiMeH KaTap, M.YexoB e3iHiH «AKTEpP
XOnbl» [2] aTTbl eHberiHae AanblHAbIK
6enceHainiriH apTTbipaTbiH 6ipaeH—6ip
Tacin atMocdepa 60na anaTblHAbIFbIH atan
OTKEH.

byn eHOEeKTEH TyMreHimi3ai TbipbICbIn
KepeWnik. [becanap HeMece cneKTaKk/b
atMocdepacbiHia TYpbln, aKTep onapablH,
OapbIK }aHa NCUXONOrUanbIK TEPEHAIriH
allbln, MOHEPNINIKTIH XaHa KypangapblH
Tabaabl. KonblnbiM aTMochepacbiHa eHy
apKblnbl aKTEP 63 BEMHECIHIH Kanan
ynnecimai ecin, cepikrectepimeH apacbliHa
e3apa 6aKaHbIC OpHaTbINAaTbIHbIH
cesiHepi.

ATmMOcdepaHbliH AanblHAbIK
6apbICbiHAA WbIH MOHIHAE aKTepai
WabbITTaHAbIpaTbIHAbIFbIH TeaTp TaburaTbIH
TepeH TYCIHETIH MaMaHHbIH, 6inmeyi
MYMKiH emec. ATMochepa — aKkTep KesiHe
KepiHOEeNnTiH KOs, ce3iMmTarn, AaHa, WblHaWbI
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«pexuccep» [7, 16 6.].

AKTEp «KepiHBENTIH pexunccepre»
CeHiM apTKaHAa, LblFapMallbl/iblK,
YMbICKa Kefepri KenTipeTiH e3iMWingik,
LLEKTEH ThIC KOGaMKYLWbIbIK, XXUbIPbIY,
acaHAblNbIK, ocipeLingik ceKinai
KernTereH KaxeTci3 AyHuenep e3iHeH—o3i
¥oFanbin Ketedi. AKtep 6ip atmocdepaaaH
€KiHLWi aTMocdepara epKiH aybiCbin, GYKin
NMbeCaHblH, XOJbIH XKYPin 6Ty apKblibl 6erHe
Kacayra WabbiTTaHaabl, 63 6EMHECIH
OanbiTa TYCEA|.

MyHaan napTutypaHbl KypacTblipFaH
Kes[le NbecaHbl CaxHara HEMeCe aKTinepre
fenyre KaxeTTiNiK }XOK — con atmocdepa
Kern caxHaHbl KaMTybl HEMECe COJ caxHaja
OipHelle peT e3repyi MyMKiH.

Ocblania YubIMAACTbIPbINFaH XYMbIC
aKTepsiik aHcaMbnbre etenengi. Aktepre
MYHJal Ke3/e Ke3[ENCOK KeNreH KeHxin—
KYWAi KYTYAiH KaXeTi 601Manabl, 0/1 OHbIH,
Kanaybl 60MblHLLa aTMOocdepa peTiHae
nanga 6onagsbi.

bipaK caxHagafFbl AaWblHAbIKKa
KipiCKeHre LewiH, pesIMEH aHe NbecaMeH
OipiHLWIi TaHbICYy Ke3iHAEe aKTepaiH, *aHblH
LbIFApPMaHbIH, }annbl atmocdepacsl
Gaypan anabl. AKTep o1 atMocdhepaHbl
*annbl 63iHiH 60n1allaK caxHa TyblHAbICbIHA
acep eTylWli peTiHae, 6enHe Kacayra
6acTanTbIH ThIICbIM KYLL PETIHAE anablH—
ana 6osmkarn, yarmbiMaanabl.

Op CcypeTLLi 63iHiH 60onallak,
KalbINTacyblHbIH OCbl GipiHLLI, KyaHbILWThbI
Ke3eHaepiMeH TaHbIc. Xasylbl,
aKblH HEMECE KOMMO3UTOP 63iHiH,
LblFapMaLlbl/blK XXYMbICbIH 6acTaraHAa,
KEeHeTTEH OfaH KenreH atMmocdepaHbl icke
acblpyFa HUETTEHETIHAIrIH Wi aHFapabl.
TyblHAObI 911 AalblH 60/IMaybl a MYMKIH,
o6y atMocdhepanarbl 6enHenepaid, anKbiH
TaKblpblObl [1a, aKblH KepiHici Aa 60nybl
MYMKiH, 6ipaK cypeTLui 6inegi: OHbIH,
CaHacCblHbIH TEPEHiHAE }KYMbIC 6acTanibl.
Tek 6ipTe—06ipTe, 6ipiHeH KeniH 6ipi nanaa

6onanbl; onap *ofanaibl, KantTagaH nanaa
6onajbl, ©3repeni, opeKkeT eteai, izgenai
YKoHe 6ip—06ipiH Tabaabl. UHTpUranapra
GannaHabl, TakblpblObl aHbIKTanaibl,
Kocnap xacanajbl, 3CKM34ep Cbi3blnagbl.
bipTe—6ipTe )oHe ¥annbl aTMmochepanaH
Kypaeni 6yTiH aTmocdepa navaa 6onabl.
AKTep e3i e atmocdepa TyablpyLlbl
*Kacamnasfa anHanagbl.

Erep aKktep ae ocbl 6ipiHLWi
LblFAapMaLlbliblK KE3EHAi — »annbl
atMocdepagarbl emipai 6aranan anMaca
— ©3 periHiH 6enlleKkTepiHe Ha3ap
ay[lapbln KaHa KoKca, Ker Xofantafbl.
[aHHIH 60nalaKkTa YNKeH eCKiHre, rynre
HemMece afallKa anHanaTblHAbIFbI CeKingi,
atMmocdepa fa aKkTep XKYMbICbIHbIH,
6onalwak HerisiH kananabl [7, 14 6.].

bipakK, 1oH cuaKTbl, aTMocdepa aa
Mep3iMiHEH OYPbIH }eMic akene anManapl.
HKannbl atMmochepameH WwabblTTaHy
Ke3eHiH enemMen, aktep anfallKbl KYHHEH
6acTan OHbl XXapbIKTaH, XblayaaH,
biFangaH anblipraHgan 6onasbl.

Benrini 6ip 60yMeH apeKeTTeHy
KUSn MeH aTMochepaMeH KaTap TYMUCIKTI
6ocatafbl, }oHe ci3fiH ce3iMmaepiHi3ai
KYLUTEY KaxKeTTiNniriHeH Kopranabl.
[JanblHObIK KE3iHAE aKTep eH KaxKeTTi
60/1bIMN KepiHeTiH 605y/bl OpHaTa OTbIPbIMN,
TyTac KepiHictepai kamTtu anagbl. bip
HeMece eKi KapanaiblM apeKeT 605Ybl
Kesiemi 60MbIHLLA ayKbIMAbl CaxHanapabl
JanblHAay YWiH Heriz 6ona anajbl.

LbiFapMalubinbiK ce3imaepai Tikeneu
KyliTen TyablpyFa 6onmanabl. Onap
TYMCIKTIH—CaHaHblH TepeHiHeH Keneni
KoHe Maxoypsieyre 6arbiH6anabl. Onapabl
KbI3bIKTbIPY KepeK. benrini 6ip 605y
OepinreH apeKeT aKTepaiH ce3iMaepiH
KbI3bIKTbIpabl, oATagbl. OCblaaH aKkTep ic—
OPEKET (dpKallaH OHbIH, epik—Xirepi), erep
OFaH 6enrini 6ip 605y (cunat) 6epe OTbIpbIn
)Kacaca, OHbl ce3imre XeTenemnTiHAiriH
KaKCbl TyciHen.
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Auckyccuna

bipaK aKkTepae 3aHabl cypaK TyblHAaYbI
MYMKIiH: Kypaeni opekeTTep MeH cesimaep
6osca, 6yN Tocin Ao conav acep eTe ana
Ma? Kypaeni apekeTtrep gereHimia He?
Erep 6yn opb6ip agamfa ToH KapanamnbiMm,
Tabufn opeKeTTep KoOMOUHaUMsChl 6osca,
OHJla aKTep onapibl KaMTanaraHHaH KeniH
(6eKiTin TacTaraHHaH KeniH) KanTanayipblH,
ETKINIKTI Menwepi o apeKeTTepai
KapanahblM apeKeTTepre arHanabipbin
Kibepegai. LbiH MaHIHAE, akTep aKkpobaT
6onManblHLa, Tpaneumsaa canbro—
MopTaJsie Xacawn aiManTblHAbIFbI pac, ic—
OPEKET PETIHAE ON YLWIiH 6yN opeKeT Kypaeni
6onagbl. leMek, akTep YLWiH opbiHAaK
a/IMaKnTbIH ic—apeKeTTep 6ap, bipak
Kypaeni ic—KuMblngap oK.

AKTep Kypaeni 60y KOMOGUHaLUMWACHIH
*acagabl genik. On 6ip yakbITTa CaKTbIKTbI,
KYLIKTINIKTI )<oHEe KOpFaHYLWbUIbIKThI
acanibl. AKTepaiH ic—apeKeTiHae
OCbIHLWAsbIK HEFYPJIbIM Ker «Tyc» 6osca,
COFYP/bIM OFaH KWblH 60n1aabl. bipak, aktep
63 9peKeT 6osaynapblH 6eKITY KepekK, conam
ON KypAeni KosranbICTbl 6eKiTeni. Kantanay
(6eKiTy) apeKeTTeri KypaeninikTi Xoaabl.

AKTep TaHgaraH 6osynapabl anibiMeH
EeKe—JKeKe, COAaH KEeNiH eKi KaHe
yw 6enikTeH KanTanaw anajbl, onap
OPEKETMEH Bipre aKTep YLWiH KapanamnbiMm,
YMPEHLUIKTI }XoHe OHaWl opblHAaNnaTbiH
GipnikKe arHanfaHfa AeniH ganbliHaan
anagpbl [7,116.].

Ocbinaniia HblFbl3anFaH 605y XaHe
OJlapfFa CoMKeC opeKeT aKTepre cesim
KelleHiH WwakKblpabl aHe 6y KelleH
WbIH MBHiHAE Kypaeni 60/ybl MYMKIH.
bipaK OHbIH Kypaeniniri aktepaiH kypaeni
eMec TeXHWKanbIK Tocingepai Kabblngan—
KONAaHYbIHbIH HOTU}KeCi 6onajbl.

PeaKkuus aktepaiH AapblHbIHbIH KYLUiHE
6alnaHbICTbl Kypaeni 601ybl MYMKiH,
BipaK 6yn peaKumMa TyablpFaH *oJfFa
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Toyenni emec. [lereHMeH, ic Xy3siHae
aKTep cesimaepiH oATy YWiH Kypaeni 605y
KOMOWHALMACBIH KYPYAbIH, KaXKeTTiNir *KOK
EKeHJIriHe Ke3 XKeTKi3eMi3, 6ip—eKi opeKeT
6osynapbl akTepae cesdimaepaid Tyrac
raMmmachblH TyAblpyFa KETKIIKTI.

Benrini 6ip apekeT 60s9ynapbiH KongaHy
aKTep caHacCblHbIH Ka3blHaCcblH allagb!
YOHE 01 Ken y3amMan KYTiJIreH HOPCEHi
Gankanabl. Cesimaep akTep onapibl 0ATYy
YWiH KongaHaTblH 60osiynapaaH repi 6an
YOHe Ma3MyH/[bl 60/1MaK.

OpeKeT 6osynapbliH NanganaHy cesim
TyObIpyAbIH KinTi 60/1ca, an apeKeTTeHYIiH
©3i epikKe 6acTanTbIH )on. Kumbingap
TiNeKTepPAEH, ILWKi KaXXeTTiNIKTeH (epiK)
TyblHAaNAbl. Erep Tinek (epik) kaTTbl 60/ca,
OHJa OHbI BINAIPETIH KUMbIN Aa KYLUTI
6onagbl. OHbl M. HYexoB «MCUXONOTrUSANbIK,
¥ecT» en aTtaraH.

Erep HMeT anci3 koHe 6enrici3 6onca,
KMMbI 9/1Ci3 XoHe 6enrici3 6onagbl.
KepiciHwe Kynae adpodeKT 6epinyi
MYMKIiH. Erep akTep KywTi, MaHepi,
YKaKCbl KanbiNTaCKaH KMMblJ Xacaca
(«<NCUXONOTUANBIK EeCT») — OHJla OFaH
TUICTI TineK Te TyblHAaybl MYMKiH. AKTEpiH,
epKi e3iHe barblHOaKabl. bipak akTep
«[MCUXONOMUANBIK }HecT» [2] KUMbI XKacan
anafbl, COHAA OHbIH E€PKi COJT «KECTKE»
Yayan 6epegi.

HaTypanucrTik xaHe onapfaH esrelie
KO3FasblCTap, KUMbL1—XKeCT Typnepi 6ap.
Mblicanbl, }asnbl UTEPY, TapTy, ally, Kaby
opeKeTTepi 6ap. OnapabiH iWiHae aKTepaiH,
©3iHAIK KUSAIbIHAH TYbIHAAUTbIH EKe
uTepmeney, TapTblay, ally, Kaby xKaHe
T.6. KUMblgap nanga 6onaabl. benrini
Oip opeKeTTepai anTKaH Kesae Hemece
ecTireHge, 6i3aiH aH AyHWeMmi3ge KaHaamn
e3repictep 60naTbiHbI Typasibl OMNaHbIN
KepeWiKLWi: KOpbITbIHAbIFa Keny; MaceneHi
KO3Fay; KapblIM—KaTblHaCTbl Y3Y; naesaaH
LabbITTaHy; XayanKepLiniKTeH CbITblbIMN
LUbIFY; TOPbIFYFa TYCY; CYpaK KO0 XoHe T. 6.
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byn eTicTikTepaiH, 6api He aenai?
benrini »xeHe aHblK KMMbI Typasibl
MeH3eni. }oHe 6i3 ocbl CO3 TipKecTepiHae
YKacblPblHFAH }eCT—KuUMbl14apab! ilTen
*acanmbl3. KyHaenikti emipae 6i3 »annobl
ecT—KuUMbIngapabl nanganaHbanmbl3,
6i3 WamagaH TbIC KO3FanfaH Hemece
nadocneH cennecKimia KenreH xarganaa
FaHa onapfbl icke Kocambl3. bipak
Oyn opeKeTTep 6i3AiH opKancbiMbI3aa
GU3MKanbIK, TYPMbICTbIK }ECT—
KUMbINZapbIMbI3ablH 6EUHECT peTiHAE
emip cypeai. ect—Kumbingap 6i3aiH
TYMCIrimi3ae apeKeTTepiMisre MafblHa, KyLl
neH MaHepiniK 6epe anaTbiHAaK Karganaa
caKTanbln Typaabl. byn apeketTrepmeH
6i3AiH XaHbIMbI3 KUMblganabl, 6enrini 6ip
¥ecT }acanabl. OCbIHbl MCUXONOrUANbIK
eCT—KUMbIN AenMmi3.

CneKTtakabre gamblHAbIK
npoueccTepiHae Teatp akTepiHiH M.HexoB
YCbIHFaH Tocinaepai urepyi pexxmccepaiy,
KOMbIIbIM KOMMO3ULIMACHKIH KypacTbipyaa
aKTepnepMeH bipre cneKkTaknbaiH
KOKEeWKeCTi MaKcaTblHa, KOPKeEMIIK
OipTyTacTblIbIFbIHA KON XeTKi3ynepiHae 30p
KbIBMET aTkapagpbl.

M.YexoBTbIH aKTep WbiFapMallblbIKTbIH
Heri3i MEH MaKcaTbl XOJblHAa KUANbIH,
LWblFapMalLlbl/iblK MYMKIHOIKTEPIHE XYTiHY
YLLUIH XeKe 6acbiHa ToH yanbiMaaHyaaH 6ac
TapTy KepekK aen TyCiHAi. AKTep 63iHiH KeKe
6acblHAafbl *afdanabl eMec, Nbecajarbl
Keninkep TarablpblH, MiHESIH Nall eTy
KaXKeTTiniriH anfa taptrol [10, 196 6.].

®daHTa3usa a4iCiH KanbiNTacTbIpy XaHe
6erHeHi umuTauusanayaa M. HYexos K.
CTaHucnaBCKUM «<MeKTebiHeH» 6acTay
anFaHMeEH, 0N ©3iHiH TeaTp eHepPIHIH,
MiHCi3 TabuFaTbl Typasbl TYCIHIriH
KanbintacTbipa 6ingi. M.HexoBTbIH ap6ip
6acnaces3 6eTTepiHaeri cykbatrapbiHaa
«bonallak TeaTp, 6onawak Teatp» gen
ceunneyre Kylwtap 6onfaHablFblH 6alKay
KWbIH eMec. OHbIH, OMbIHLLA, <KEMEN

aKTep» WbIHLbINALIFbIMEH, TYPMbICTbIK
YKOHe NCUX0NOrMnsANbIK HaTypain3mMmeH
«ynaHb6araH» epKiHAiIriMeH epeKLieneHyi
THic 6onaTbiH.

Ce3ci3, Munxaunn YexoBTbIH TeaTp/bIK
Tocinaepi, MEKTEDIHIH, epeKLLeniKTepi
aKTepniKk MamMaHAbIK eKingepi yLwiH
TapTbiMabl. TeaTpabiH 6yn 6araapnapsl,
acipece, 6YriHri opbiHAayLWblIapFa KaTTbl
acep eTefi, CaxHanblK KOCIiNTiH 3aMaHayu
yCTaHbIMAapPbIH YCbIHAAbl. Munxaun
YexoB TeaTpblHbIH $EHOMEHI, ilTEN
perkmnccepnik TeaTpablH 3aH4apbl 60MbIHLIA
acanfaHblfbl 6iperen Toxipmnoeci 6ap
webepaiH )ahaHablK Teatp eHepiHaeri
KOpPKEM YAepICTiH XannblFa opTak
3aHabl/IbIKTapbliH pacTanTbIHAbIFbIMEH
e3ekKTi [10, 195 — 224. 66].

KopbITbiHABI

M. YexoB aaici 60MbIHLIA }KYMbIC
iCTEN OTbIPbIN, aKTEP KOPKEM BENHEHI
KypacTblpManbl, })anaH dopmara
Tayenai eTyre Tolpbicnanabl, peniiy
KYPFaK KOHCTPYKLIMSAICbIMEH alHanbICyFa
YypbIH6aNbl, TanTayblPbIHAbILIKTAH,
YKacaHObl/IbIKTaH aynak e3iHiH KManbiHOaFbl
TaMalla 6eMHEHI KepceTeai KoHe
KeTingipeni. AKtep 6yn TaMalla 6erHeHi
OHBbIH, 6ap/iblK TONbIMAbIIbIFbI MEH
KeMengiriHge ewkallaH icke acblpManbl,
cebebi 63 6enHenepiH M.YHexos Ta
«@bCcontoTTi» TYpAe iCKe acblpMaraH.
bipak aktepnep ywiH M. YexoB Tocinaepi
CMeKTaKnbAeri AanblHAbIK NMpoLeccTepiHae
TamMalla 6aFaap MeH LWabbIT Ke3i 6ona
anagsbl.

LLbIH MaHiHAe, M. HYexoBTbIH
«waeanfblK TeaTpblHbIH ToCiaepi» akTepai
GaFblHAbIPbIM, OHbIH MYMKIHAIKTEPIH
LUEeKTeyre TolpbiCNanabl, KEpiCciHLWe,

OfaH KepeMEeTTEMN LblFapMallibl/blK,
EepKiHaiK 6epeni. Mnxamn HexoBTblH
«aeanblK TeaTpblHbIH TOCIIAEPIH»
UrepyniH, apkacbiHaa 6i3 e3imisiH epKiH
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i34eHICTepiMi3re KeH »oJ awambi3. byn
npouecte apbip KeKe aKTep Hemece
OKbITYLW bl ©3i M. HexoBTbIH TocinaepiH
TEpPEeH MeHrepyre KaHLwasblKTbl JanblH
EKeHJIKTepPiH e3epi WweLlleli )aHe

OCbl 6afbITTa KaHLWanbIKTbl inrepinen
anartblHAbIKTapbIH, 01 Tacinaepai Kanan
TONbIKTBIPbIM, XeTingipe anatblHAblKTapbiH
e3epi 6omKanbl.

Muxann HexoB xyneci ete
MeXaHMKasblK XoHe TEXHONOIMANbIK yAarige
60nbIN Kenedi. CbIpTKbl MiHE3 —KY/bIKTbIH,
OapnbIfbl XXaH—KaKTbl 6HAENTEH BNIOKTapFa
6eniHeni (MMMUKKa, }KeCTTep, Kypy, No3a,
ceunney cunaTraMachl }oHe T.6.) oHe
JanblHAbIKTa HaKTbl eHaenesi [7, 10 6.].

byn wynenepaid NpUHUMATI
epekuweniri con — Munxamnn YexoB »yMWeciH
nanganaHaTbiH aiaM CblpTTa ThbiHbILL
YKOHe a3 opeKeTTe Kanagbl, 6ipak eTe
IMOLMANBIK KYWAE TypFraHaamn KepiHesi.
EKi 6enHe e eTe ceHimai 6onagbl. M.

YexoB yneci apKpliibl 6eMHEHI }acarFaH
aKTep Ker Kyn3enicKe yliblipamanibl,
OipaK OHbIH TaciNAepiH NnanganaHy apKbiibl
©3iHiH TEXWKa/IbIK MYMKIHAIKTEPIHIH, KEH,
ayKbIMAbUIbIFbIH, TEPEHAITNH KeEpeMeT
flapexeae KepceTe anafbl.

Muxann HYexos aBTOpAblH CTUIIH TEPEH,
TYCiHY X@He OHbl CaxHaa »y3ere acblpa
Oiny cTunbaeyaiH ap3aH TaCiNaepiH ae,
COHJlan—akK, TeaTpAarbl KOPKeEM eMecC
HaTypanuMaMmai Aa Kybln TacTauTbIHAbIFbIH
aran eTTi. [lbecaHblH Ma3MyHbIH cesin,
aBTOPAbIH, CTU/IH Ce3reH pexunccep
6o0/1allaK KOoMbl/IbIMHbIH, KOHTYPbIH Kepe
6actanibl. ABTOPAbIH XeKe Ty/IFacblH TYCiHY
KOMbINbIM KOMFaHOa OCbl ApamMaTyprke
FaHa ToH CTUNbAi XKy3ere acblpyfa, XaHa
Teatp dopmachkiH TabyFa XKaHe NbeCaHblH,
CTWIbJIK XOHE XaHpPJblK epeKLUeniKTepiH
aKTepnep onblHbIHAA, COHAaN—aKk,
CNEKTaK/bAiH CbIPTKbl 6€3eHaipyiHae
ecKepyre Heri3 601Mak.
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M. H. AxmaHoB
Kasaxckasi HauuoHarnbHasi akademusi uckyccme um. T. XKypeeHosa
(Anmamei, Kazaxcma)

BOMPOCbLI OCBOEHUA AKTEPOM TEATPA NPUEMOB, NPEAJIOKEHHbIX
M. YHEXOBbIM B MPOLIECCE MNOArOTOBKHU K CMEKTAKJIIO

AHHOTaUMA

B gaHHOM cTaTbe M3noxeHa npobnemMa 0CBOEHUS aKTEPOM TeaTpa NPUEMOB, NPeaSOKEHHbIX
M. YexoBbIM B npoLiecce NOArOTOBKM K cneKTaknto. Oco6oe BHUMaHWE yaenseTcs yHMBepcanbHOCTM MEeTOL0B
M. YexoBa B TeaTpanbHOM NegarorMke 1 NoAroToOBKE apTUCTOB B LLE/IOM TeaTpasibHOro UCKyccTBa. B ctatbe
paccmaTpMBatoTcs OCHOBbI TBOpYECKOro Metoda M. YexoBa. Kpome Toro, JoKa3biBaeTCsi BOSMOXHOCTb
CUHTE3a cUCTEMHbIX OCHOB K. CTaHMcnaBCcKoro ¢ npuHuunamm M. Hexosa 06 o6pase. MogpobHo onucbiBaeTcs
npoLecc co34aHns He06X0AMMOr0 A1 BOCMUTaHUS aKTepa TPEHUHIa, BKIOYaloOWeEro B ce6s KaK BaxHenwmne
anemMeHTbl cuctembl K. CTaHncnaBcKoro, Tak u MetoanKky M. Yexosa.
KnoueBble cnoBa: TeaTp, CNeKTak/b, aktep, cuctema CTaHCcMNaBCKoro, Metoabl Yexosa.

M. Akhmanov
T. K. Zhurgenov Kazakh National Academy of Arts
(Almaty, Kazakhstan)

ISSUES OF MASTERING BY THE ACTOR OF THE THEATER TECNICS PROPOSED
BY M. CHEKHOV ON THE PREPARATION FOR THE PERFORMANCES

Abstact

This article presents the problem of mastering by the theater actor techniques proposed by M. Chekhov
in preparation for the play. Special attention is paid to the universality of Chekhov's methods in theater
pedagogy and training of artists in the whole theater art. The article discusses the basics of the creative
method of M. Chekhov. Besides, the possibility of synthesis of Stanislavski system bases with Chekhov's
principles about a character is proved. The article describes in detail the process of creating the necessary
training for the education of an actor, which includes both the most important elements of the Stanislavski
system and the method of M. Chekhov.
Keywords: theater, performance, actor, Stanislavski system, methods of Chekhov.
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TAUIMJLJTIK
TEOPUSICbIHbBIH

CLIEHOTPA®USIIAFBI
MOHI MEH
MPHTH 18.41.07 MAHbl 3 bl

K. Tyctuk6aes'

'T. K. )Kyprenos atbinnarbl Kazak yaTThiK eHep
aKaJIeMHUSIChI
(Anmarsl, Kazakcran)

TUIMANIK TEOPUACDBIHbIH CLEHOTPA®UAAAFDI
M9HI MEH MAHbI3bI

AqpaTna

MaKkanaga cueHorpadus caxHasblkK 6HEPAiH axblpaMmac 6eniri peTiHge KepKeM TUIMAIINIK,
3KOHOMMKasbIK, MHHOBALMANbIK TYPFblAaH KOMbIbIMAAPAbIH, CanaacblH XaHa AeHrenre KetTepyLli TeTiK
peTiHAe TYHFbIW KapacTblpblibin OTblp. TeaTp KOWblbIMbIH Tangayaa TiiMAINIK TEOPUACHI aKTEePIiK OMblH
MEH ApamaTtypruanblK OKUFaMeH Katap, CneKkTaKknbae cLueHorpadusanbiK KOMbIbIMHbIH aTMOCcdepachIH,
KEHICTiK NeH yaKbIT elleMAepiH acanTblH MaTepuania, ofaH *ymcanatblH WbIFbIHAAPAbIH KepeMaiK-
3KOHOMMKaNbIK PEHTabUNbAINITT apKblbl TangayFa KagaMm Kacanbin oTblp. Kasipri keseHae TeatpablH 63€eKTi
Kypamaapbl: KOMblIbIMHbIH 94€6M HEri3iH TaHAay, KePKEMAIK LWblFapMallbliblK, TeaTpaarbl })obanayabiH
MHHOBaLMANBIK 84icTepi, cueHorpaduagarbl KOMNbIOTEPNIK Meana TEXHONOornanap atanraH Macenenepae
CblHAAP/bl TafnfgayfaaH eTKi3inin, KoOMbINbIMHbIH OHIMAINITT MEH KepKeMAiniri capanaHagbl. ABTOp 3epTreynepiH
cueHorpadUsaHbIH WewiMmaepi MeH TUIMIINIK TEOPUACHIH KOSIAaHy apKblibl AnMatbl Kanachkl TeaTpiaapbiHblH,
ETICTIKTEPI HEMECE LWbIFbIHAAPbI HETI3iHAE KYPri3[i.
Ty#iH ce3aep: TMiIMAINIK TeopHsChl, TeaTp/blK KOMbUTIbIMAAP, CNEeKTaKbaep, cueHorpadus, penepTtyapnap,

OHIMAINIK, TEXHONOrnsaNap, MHHoBauusanap, ColHgapbl Tanaay.
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Kipicne

Tuimainik (nart. effectus — opbiHaany,
BPEKET) — XYMbICTbI OpbIHAAM any
KabineTi xaHe eTe a3 TaNblHbIC NeH
YaKbITTbl LWbIFbIHAAY apPKblibl KanaraH
KOHE KaXKeTTi HOTUXKEre XeTe any.
TriMAINIK yFeIMbl @pKblbl HAKTbI 3QdEKT
TyablpaTblH cebenTepai TYCiHyre ¥on
awbinagbl. KabineTTinik yFbiMblHa KeneTiH
60ncakK BiprefiKi TYCiHIK XOK, COHbIKTaH
HaKTbl WbIHaWbI ceben neH 6ap AYHUEHIH
apacblHa nikip-Tanac opblH anybl 3aHbl.

TuiMainik Teopmachl FblIbIM MEH
OHepAiH XKaHe [ie aneyMeTTiK cananap/blH
6apsiblFblHa TiKeNen KaTbiCbl 6ap.
byringe En6acbiMbl3 HypcyaTaH 906ilybl
Hazap6aeBTblH «100 HaKTbl Kagam»

YIT }ocnapbl asicblHAa aTKapyLUbl

OUNIK XKYMECIH KaHaPTY XKOHiHae HaKThbl
MiHAeTTepAi anKkbiHaan 6epai. MyHaafbl
Heri3ri MaKcaTbl — MEMJIEKETTIK
annapatTbiH, TUIMAINITH, allbIKTbIFbIH
oHe ecen 6epyiH apTTbipy [1].
banKaraHbIMbI3aan TUIMAINIKTIH TEK KaHa
}apaTblbICTaHy-MaTeMaTUKanblK 6aFbiTTa
JaMblFaHbl MEH BYTiHI 3aMaH TanabblHa
can 6apnblK KOFAMHbIH aMyblHa ceben
6onapnblK icTepae KaxeTTiniri 3o0p. AfHu,
TUIMAINIK - ambeban yFbiM. COHAbIKTaH,
«TUIMAINIK» TEPMUHIHIH MafFblHACbIH
KEeHiHEeH allblyblH }X6eH caHanMbI3.

CueHorpadusa — Teatp eHepiHae
anpblKlla MaHbl3abl. Anl, TeaTp eHepiH
acay TeK KaHa pexuccep MeH aKTepaiH,
FaHa eHberiHe 6annaHbICTbl emec. TeaTp —
VbIM/bIK 6HEp.

KepepMeHre yCbIHbIIFaH caxHanblK
KOMbIbIMHbIH, CbIPTbIHAa KenTerex
eHOeKTeHreH agamaap *atblp. EHaewe
YVXbIMHbIH TUiIMAi eHberi JereH TYCiHiKKe
Tan 6onambl3. EH angbIMeH yKbIMAbIK
TUIMAINIK NeH 6acKapy TMiMAiniri Typansl
anTambl3.
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dpicrep

byn Mmakanaga KepceTinreH Heriari
HblCaHAap THIMAINIK TEOPUACHI KaHe
cueHorpaduaaarbl MOHI MEH MaHbI3bl
60/1MaK. ¥nbiMabl 6acKkapy/biH,

TUIMAINITT eH anabiMeH YUbIMHbIH, iLLKi
cunatramMachbiHa }oHe onapiblH HapbIKNeH
¥OHEe MHCTUTYLMOHaNAbIK WhIfblHAapPMEH
©3apa KapblM-KaTblHacblHa KaTbICThbl.
OnapablH iWiHae-yrunecTipy, 6epy Kyneci
KoHe 6acKapy welwiMmaepiH kabblngay
MexaHu3Mmi 6ap.

¥MbIMHbIH apTbIKLLbI/IbIKTAPbIH
aHbIKTay YLWiH YbIMAapabl 63apa XaHe
HapbIKMEeH CasiblCTblpy KPUTEPUNNEPIHIH
MaHbI3ablNbIFbl 30p. OCbl KpUTEPUMNEpPII
3epPTTey YLWIiH CbIPTKbI OpTaja YUbIMHbIH,
KanbinTacybl MEH ©3repyiHe acep eTeTiH
9[IiCTi ecKepy KaxeT. ¥biMaapabiH e3aepi
apacblHOaFbl, COHAan-akK yMbiMaap MeH
PbIHOK apacbiHAafbl LWEeKapanapabliH
e3repy dakrtopnapabl 6enrinenyi
MYMKiH: onap YMbIMHbIH 63iHAE fe,
ynbIMOap apacbliHAarbl KaTblHacTapaa
Ja (atan anTkaHga, 6ipiHLLII Ke3eKTe
HapblKTapAarbl, COHlan-aK MeMIeKeTTEr|
yWbliMapasblK KenicimaepaiH, pacimaepiHiH,
e3repictepiHae) Kypbliagbl.

CueHorpadus eHepi 6ip FaHa aBTOPAbIH,
6enHeney KusnbliHaH TyFaHbl MEH KeNTereH
KON KYLWIiHIH KemMeriMeH Kypbliagbl.
KoMbINTbIMHbIH 9PEKETI MEH pexuccep
HYMbICTaPbIH YMbIMAACTbIPYAAH HEKe
cueHorpadusaHblH 63iH e YMbIMAacCTbIpy
KaXKeT.

¥MbIMHbIH TUiIM WapyalwblblK
KbIBMETI YLUiH TEXHONOrnsanap, »abablKTap
MEH MaTtepuangap faHa eMec, onap/bl
KongaHy npoLieci, coHaan-aK agaMmaapblH,
KbIBMETIH 6acKapy dunocodudcel aa
MaHbI3Abl.

¥nbiMAabl 6acKapy TUiMAiniri
npo6nemacbiH 3epTTeyiH MaHbI3ablbIfbl
€H aniblMeH WapyalblblK KYPrisyLui
CyOBbEKTINEPAIH eH a3 WbIFbIHAAP
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Ke3iHae 6apblHLLA XOFapbl HOTUXKE

anyra }oHe JaMbITyFa YMTbIYbIMEH;
3KOHOMMWKaASbIK pecypcTapiblH,
LUEKTeYNIriMeH; MEHEeIXKMEHT KYNECIHIH,
YKaHa XXaFgannapblHa 6enimaenymeH
OannaHbICTbl. Ke3 KenreH ynbiMm 6enrini 6ip
MaKcaTtTap MeH MiHAETTEPAi iICKe acbIpy
YWiH 6ap 60sFaHAbIKTaH, OHbIH KbI3BMETIHIH,
COHFbl HOTUXKECI eTe MaHbI3abl [2].

HeTuxxenep

ONEYMETTIK HOTUXE — XalbIKTbIH
OMip cypy canacblHa KaHaraTTaHy
JEeHremniH cunaTranTblH KepceTKi. An
9/IeyMETTIK TUIMAINiK, 3 Ke3eriHae,

OY/1 €N XanKbIHbIH 6Mip CYpy AEHTreniH
apTTblpyAbl aMKbIHAANTLIH KOPCETKILW. 9p
TYPNi 3KOHOMUKanbIK AepeKTepae 6y
TEPMUH WKEKe TyNFaHblH YWIECIMAI aMybl»,
«@flaMHbIH, pPyXaHW KaHafaTTaHybl», COHaK-
akK «COLIMYMHBbIH, YXOHE XasblKTbIH 9pPTYpP/Ii
TONTapbIHbIH, UTiNIr» aHblKTaManapbiMeH
KesaecTipyre 6onagbl.

Erep TMiMAiNiKTi MEMNEKETTIK
JleHrenae KapawTbiH 60/CakK, 0N enfiH
3KOHOMMKaAIbIK YKoHe 8/IeyMEeTTIK canachblH
anKblHOAWTbLIH 8/IeyMETTIK cascaTneH
YCbIHbINFaH. Erep aneymeTTik cana »KaKchl
JaMuTbiH 60J1Ca, OHJa XasblKTbIH 6Mip CYPY
JeHreni »ofapbl AeHrenre wblragbl, COHbIH,
cangapblHaH 3KOHOMUWKaIbIK CEKTOP Aa
JamMuibl.

TeaTp eHepiHiH 63i eMip cypreH
OpTaHblH TaMblpblHaH 6achkin, Kerinkep
MEH OKUFa apKblbl 6apnbiK cebenTepin
aHblKTal anaTtblH JopMeHi 6ap. TeaTp
OHepiHAEeri AeKopaLunsa MeH Keninkep
KOCTbIOMi OKUFaHbl Kal KeHiCTIKTeH
KapayFa MYMKiHAiK cbitnangbl. Ochl
TYPFblAaH KeNreHae aneyMeTTiK
TUIMAINIKTI OHTaWbl NanganaHa anambl3.
JeKopaLuuns KeninkepaiH emipi MEH OKufFa
atMocdepachbiHblH, MOHIH alla anybl
YLWWiH opi 63iHAIK TeaTp oNeMiHiH KaHbl
6ap GeniriHe anHany YLWiH o/IeyMeTTiK

TUIMAINIKTIH, A€ KaTbICbl 6ap EKEHIH
KepceTe anyblMbl3 6T€ MaHbI3/bl.

OKOHOMMKaNbIK TUIMAINIK (6HAIPICTIH
THiIMAINIri) — 6yn eHAaipicTiK npoLecc
daKTopnapbiHblH Nanaanbl HOTUXECI MeH
LWbIFbIHAAPbIHbIH, apaKaTbiHachl [1].

OKOHOMMKabIK TUIMAINIKTI CaHAbIK,
aHbIKTay YLWiH TUIMAINIK KepceTKiLui
navpanaHbinagbl, COHaan-ax 6yn-
YMCanfaH pecypcrapra OHbIH KYMbIC
iCTeyiHiH Nanganbl COHFbl HOTUXENEPIHE
KaTbICTbl KOPIHETIH 9KOHOMMUKaJbIK
KYMEHIH HOTUKENIniri. 9KOHOMMKanbIK
YMEHIH apTYypni AeHrennepingeri
TUIMIINIKTIH UHTErpanablK KePCeTKiLli
peTiHAe KasblnTacaibl }oHe YNTTbIK
3KOHOMMWKAHbIH YKYMbIC iCTEYiHIH
KOPbITbIHABI CUMaTTaMachl XaHe Konja
6ap pecypcrapaaH biIKTUMan Urinikrepait
MaKCUMYMbIH any 60/bIn Tabblnaabl.

On ywin nanga (urinikrep) mex
WbIFbIHAAPALI YHEMI 6GaiIaHbICTbIPY,
HemMece 6acKalla anTkaHaa, e3iH yTbiMabl
yCcTay KaxKeT. ¥TbIMbl MiHE3-KY/IbIK — Oy
OHIIPYLWi MEH TYTbIHYLW bl UTINIKTIH eH
OFapbl TMIMAINIrIHE YMTbINaabl XXoHe on
YWiH NangaHbl 6apblHLLA apTTbipaibl KoHe
WhbIFbIHAAPAbI @3anTagbl.

MWKPO3KOHOMMKANbIK AeHrenae - 6y
OHJIPINreH eHIMHIH (KOMMNaHUAHbIH caTy
KesieMmi) WolfblHAapFa (eHOEK, WKKi3aT,
Kanuran) KaTblHachbl.

OAuckKyccusn

TeaTp eHepiH KeKenereH
TYpnepiHe cyheHe OTbIPbIM, KBPKEM
LblFApPMaLLbIIbIKTbIH, KOMNTEreH TypnepiH
}acanabl. byn metadopa emec, MyHaa
6i3 KecKiHgeMe My3blKanblnbIfbl,
APXUTEKTYpPaHbIH My3blKanbl/blfbl,
24ebu Keninkepnepaid kemainiri
Typanbl anTambl3. My3blKanblK acnanTbiH,
AblObICbl MEH KECKiHAEMe MaTanapja
TycCipinreH abl6bIC apacbliHAafbl
avblpMallbinbIK KaHaan? On ywiH 6i3
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KOPKEM LiblFapMaHbl 6i34iH eMipimi3giH,
MOHI peTiHae (KoHe MyHaa on 6acka
3aTTapMeH, 01 JavblHhanfaH matepuan
60MblHLWA 3aTTapMeH, e/illeMaepMeH
»KoHe T.6. canbICTblipyFa 60najbl) *oHe
oHep daKTici, KepKeM MdaeHneT

daKTiCi peTiHAe aXKblpaTybIMbI3 KaXKeT.
OHep TYbIHAbICbLIH BipiHLWI MafbiHa4a
KapacTbipa OTblpbin, 6i3 OHbl 06bEKTUBTI
WbIHABIK 9NeMiMeH TEHAECTIPEMI3 KoHe
KecKiHaeMe TyblHAbICbl HEMece 6acKa aa
LWblFapMaLllbiblK TYpi 6i34iH angbiMbi3aa
6i34i KopluaFaH 3aTTblK 9NIEMHEH 63relle
eMecC TYPMbICTbIK 3aT peTiHae KepiHea,.
byn kepae 3atrapablH 3aH4apbl 6ap:
[OblObICTbl OOBEKTUBTI AEPEKTEP apPKbl/bl
ecTyre 6onaTblH. OHepaiH epeKile
3aHapbl 60MbIHLLA 6MIP CYPETIH KBPKEM
LblFApMaHbl KapacTbipa OTbIPbIN,

6i3 My3blKasblK LUblFapMaHblH 8y€eHi
«COJIKbl1laFaH aya» FaHa eMec, COHbIMEH
KaTap cypeTTep/ie OKblNaTblH My3blKa
Typasbl avTa anambl3, KEPKEM MNONIOTHOHbIH,
609yblH, My3blKaHbl, AblOblCTaNFaH
My3blKaHbl HaKbllLbIHA KENTiIPE anambi3, 0N
GipiHWI CUSKTBI WbIHaWbI, Bipak, «ecTinemi»,
anTnece, eHep[iH 63i MynaemM MYMKIH eMec
KOHe MaFblHachl3. Anara, My3blKalblK
LblFapMaHbl ThiHAay Ke3iHae, AblObIC
0OBEKTUBTI 9N1EMHIH 3aHaapbl 60MbIHLIA
Kanbintacafbl, 6ip afblHAH 3CTETUKANbIK
aMoumsanapabiH KaTapblH ce3iHe anatbiH
«MYy3bIKalblK KylaK» Topi3fi yMbIC
icTenai, eKiHLWi }afFblHAH — 3CTETUKAaNbIK
MYMKiHAIKTepAiH 6ap/blK agaM XUbIHTbIFbI
KOocCblnazbl, AblObIC MNacTUKalbIK KoHe
KOIOPUCTUKANbIK TONbl 60Nafbl, }oHe
TaKblpbln Gabynb/i — CIOKETTIK KaHBaaa
Jamuibl.

TeaTpAblH KarHap Ke3i 6apfblK eHep
Tapuxbl CUAKTbI Facblpsiap TEPEHiHE KeTesi.
Ken »afganaa AiHW cunaTTbl, PSXEHb
KOHe eNiKTey aNeMeHTTepPiH, Mblcallbl, aH,
aynay MeH T. 6. aHaap/blH noBaKanapsbl
KOPKEM LiblFapMallblfiblKTbIH 6acTanKbl
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dopmanapbiHbiH 6ipi 60MbIN Tabblnaabl.
bBelHenik oMnayabiH 6y3blMaraHablFbiHA
6annaHbICTbl 6HEPAIH AaMYbIHbIH,
6acTanKbl dopMacbIHbIH OCblHAaM
¥aFaanbl CUHKPETM3M Aen atanafbl.
LbiFapMallbliblK MYMKIHAIKTEPAI
oingipyaiH 6yn Typi eHepaiH KeniHipeK
KanbINTacKaH ajayaH TYpiniriH aneyetri
KaMTUTbIH 63iHAIK 3MOPUOH 601bIN
Tabbinagbl. B. ®. LLepcTtobumTtoB «Y
WMCTOKOB MCKYCCTBa» KiTabblHAa Gbinan
asafbl: «... KUMblJl, MUMUKa, 8yeHi
WHTOHauusanap, rpadpemanap e3iHAiK eHep
WYMeci KypblFaHfFa AeniH 6ip CUHKPETTIK
TiNAIH 3NeMeHTTepi peTiHae anFalKbl
KaybIMIblK agamaap nanganaHabh» [4]. byn
CUHKPETMKaNbIKTbI 6inaipyaiH KypanbiHaa
TeaTp eHepiHiH KOHTYPbIH, cueHorpadus
KOHTYPbIH Kepyre 6onajbl.

CueHorpadus WbIHAbIKTbI KO36EH
3CTETUKaNbIK Kabblngay 3aHaapsbl
OOMbIHLLA canblHbIN XaTKaH CNEeKTaKIbAiH,
KEeHICTIKTIK wellimi 60nbin Tabbinaabl. Teatp
6enHeci KypblnbiMblHAaFbl CLeHorpadus
OHbIH, KBPHEKI MaHbI3blbIFbIH
aHblKkTanabl. CueHorpadUsHbiH 6enHeni
KYPbIbICbl KEBPEPMEHAI KabblingayFa
Herizgeneai, HakTbl WblFapmaga on
KEHICTIK NapameTpnepiHe ne 6enrini 6ip
MaTepuan apKblbl KepiHeai. Kepkem
LblFapMagafFbl 06bEKTUBTI 60/IMbICTbIH,
OCbl MaTepuanblHblH 3aHbl/IbIKTapbl
OHbIH KOMMO3ULMUANBIK AEHTENNEPIH
aHbIKTanbl, onap TyblHObIHbIH 8p6ip
GenLeriH KanbiNTacTbipa OTbIPbIM,
KOppenauusanbiK e3apa apeKeTTeCTIKTe
6onaabl [5]. CueHorpadus — 6yn
[leKopauusnap, KocTiomaep, rpum,
¥apblK — KOWLWbI CypPeTLLi, SFHM OpTaHbIH,
KEHICTIKTIK aKblHAbIFbl. CLeHorpadusa-
OY/1 aKTEPNIK KYPaAMHbIH MacTUKanbIK
MYMKIHJIKTepi, OHCbI3 TeaTp TybIHAbICbIHbIH
KEHICTIKTIK KOMMO3ULMAChl MYMKIH eMeC.
(AKTep ocCbl KEHICTIKTIH, Moayni 6ap, on
OHbl KepceTei XoHe aHbIKTanabl, erep
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aKTep Kasipri yakblTTa caxHaga 6onmaca
[la, KepepMeH ocCbl opTajia KaHaan 60nybl
KepeKTIriH 6ineai). «CueHorpadpua — 6yn
BU3yal/bl pexxuccepa, MU3aHCLIEHaNbIK
KepiHicTepai Taby. byn caxHaHbIH,
TEXHUKaNbIK MYMKIHIIKTEPI XoHEe
KEHICTIKTIH, CoyneTTiK KepiHici» [6].
TeaTpaa, KaHaaw fa 6ip eHep TypiHae,
ajlaM [ieHecCiHiH AMHaMUKacblHa xayarn
6epeTiH TEXHWUKa, CaXHaHbIH, TEXHUKaNbIK
MYMKIHAIKTEepPi MaHbI3abl pe/ aTkapabl.
CoHpan-aK, TeaTp FUMapaTblHbIH COYNETTIK
AHbIKTbIFbIHbIH, P6Jli MaHbI3bl, GipiHLLi
Ke3eKTe caxHa Tonorpaduschl *KoHe ilWKi
YKOHe CbIpTKbl AepeKkTep. CueHorpadus
TeaTp eHEPiHiH CUHKPETU3MIH KaMTUAbI,
COHbIH, HOTUXKECIH/E OHbIH HEri3iHae
LWblFapMaLlblbIKTbIH, KEHICTIKTIK
dopmanapbiH CUHTE3AEY MYMKIiH. On
BU3yan/bl 3CTETUKaASIbIK Kabblnaay
3aHblNblKTapblHA Heri3aenreH KeHICTIKTIK
OHep TYPNEPIHiIH, MaTepunanblHbIH 6ap/blK
MUbIHTbIFbIH NanganaHyaa Agamubi.
CoHbIMeEH KaTap cueHorpadusnblK
OENHENINIK KEKE KEHICTIKTIK eHepaiH
ETICTIKTepiMeH, Jamy AeHrenimeH
Kypblnaabl }oHe Ken }arganaa
aHblKkTanagbl. MatepuanblH, KEHICTIKTIK
TYPiHiH XeKe Typi 6acbiM «KapananbiM»
OHep TypnepiH gambITy cueHorpadus yuliu
©3iHAIK 3epTXxaHanblK 3KCNePUMEHT 60/bIn
Tabbllafbl, OHbIH HOTUXECIHAE OHbIH
LLUEKTepiHiH Bipi Tekcepineai. CoHAbIKTaH
TeaTtp cypeTuwinepi, pexuccepnep
©3[lepiHiH i3AeHicTepiHae KeCKiHaeMe,
rpacduKka, coyneT KoHe T. 6. TocingepiH
KongaHafbl, 63 LWblFapMallbl/iblFbiHAA
LblFapMaLllblbIKTbIH, KEHICTIKTEr
TYPSIEPIHAE KON XeTKi3reH TabbicTapbiHa
6argapnaHagbl. Mbicansl, leopr

®dyKe, myciH 6apenbediHiH 6ernHeney
KypblibICblHaH UTepin, MIOHXeH KepKeMm
TeaTpblHAa "penbedTiK caxHa" NPUHLUMMIH
acanibl, OHOa MU3aHcLEeHanap Tex
TEPEHAIKTI NnanganaHbacTaH anfallKbl eKi

Kocnapnapaa Typrbi3agbl. «CueHorpadus,
©3 HeriziHae eHepaiH 6apblK anyaH
TYPNINIriH CUHTE3OENTIH TeaTp CUAKTDI
Kypaeni KepKeM aF3aHblH aHblKTayLlbl
COTTEPIHIH 6ipi 60na OTbIPbIM, OHEPAIH
Gap/iblK KEHICTIKTIK TYPNEPiHiH TONbIK
60nybIH KamTuabl» [7, 256 6.]. On ywiH
epeKuwe dopmMmaMeH bipre KanbintacaTbiH
©3iHiH, Ma3MyHbIH ally YLWiH cueHorpadusd
KecKiHaeMe 605YblHbIH TONbIKTbIFbIH,
rpaduKa MaHEpPJIIriH, MYCIHHIH
nnacTuKasblK asKTayblH, apXUTEKTYPaHbIH,
reoOMEeTPUSASbIK aWKbIHAbIbIFbIH
nanganaHagbl. TeaTp eHepiHiH,

aHblKTayLbl COTTEPIHIH, 6ipi 60/1@ OTbIPbIM,
cueHorpadua dopMaHblH asgKTanyblH XaHe
Ma3MYHHbIH 63iHAiK epeKLUEeNiriH e3iHe
anbin Kenegi.

TeaTp CUHTE3I MEH XKaHalblKTapbIH
*UHaKTayLbl anemMpik lMparanbik
KBagpueHHane «PQ — cueHorpadus MeH
TeaTp CoYyNeT OHEPIHIH XalblKapanblK
OalKay KepMmeci. 9nem 60MbIHLLA EH, ipi
KepmenepaiH KaTapblHa KipeTiH ic-wapa.
«[Tpara KBagpeHHWane» KepMeci Teatp
MOAEHUETI MEH DNEMHIH 6ap/blK TeaTp
CypeTLinepiHiH Kesaecin, Toxipnbe anmacy
MaKcaTblHAa YMbIMAACTbIPbl/IFaH CUPEK
Ke3aeceTiH MYMKIHAIK. Kepme CoHbIMEH
KaTtap, cueHorpadTtap YLiH }aHa TeaTtp
YPAICTEPIH allyFa, aHa TeXHUKablK
MYMKIHIIKTEePAI KapacTblpyFa, ceMuHapnap
6apbICbiHAA }aHa TecinaepiH KonaaHyabliH
YKaHa KeKXueriH TyFbi3abl» [8, c. 114].

OcblHay cueHorpadusiFa KaTbICTbl
anTbINFaH aknapaTtTapabl XiTi Kapan,

OH KbIpblHaH 6argapnanTbiH 60sicak,

9pOIp TUIMAI TYyCTapblH K63iMi3 Wwanagbl.
Cebebi, apXMTEKTYPaHbIH reOMeTPUSANbIK,
anKbIHAbIbIFBI, FpadrKa MoHepNIiNiri,
MYCiHHIiH, NnacTuKanblfbl 69pi Ae TUIMAINIKTI
Tanan etefi. KepepMeHHiH a/1eyMeTTIK,
MCUXONOTUSANBIK, 3CTETUKANbIK TiNTi
OUBNONOTUANDBIK TYPFbIAa KarKeTTiNniKTepiH
anKblHOaW any YWwiH TUiIMAINIKTIH MaHbl3bl
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30p. CueHorpadmanblK AEKOPaLUSAHDI
*Kacay 6apbicblHAa TUIMAIIK TEOPUACHI
OYriHri KoOFaMHbIH, cycan OoTblpfFaH
MWUHUMaTIM3Mi MEH KapXKblblK-
3KOHOMMKanbIK 6aFbITTapbliH aHbIKTaM, api
HaKTbl ecenTeyre o3 cenTiriH Turiseai.

KopbITbhiHABI

Teatp KowMblbIMAAPbLI 8P TYPAI
TaKbIpbIMThI, }aHp/apabl KaMTUAbI.
Mbicanfa, Tapuxm OKUFanapfFa KypblaraH
KOWbINbIMAapAbIH AeKopaLusachl
OKMFa aTMocdepacbiHa 6annaHbICTbI
onnacTblpblnagbl. TMiIMAINIKTIH,
cLieHorpadusaaarbl MoHi OCbl caTTepae
V/IKEH pesl onHanabl. Cebebi, Tapuxm
Ke3eHaepaeri UHTepbep MeH aana,
OpMaH, Tay cekingi caxHanapabl
KYPY YLWiH api onapAblH OKWUFa Xenici
60MblHLWa aybICbIN OTbIPYbI YIKEH EHOEKTI
KaeT eTeai. KepepmeH TeK KaHa
KeuninkepnepaiH apeKeTiHe 6aca Ha3ap
aygapbin OTblpFaHaa, cueHorpadus
OHepi KepepMeHai TUIMAI Kypbly KyHeci
apKbl/ibl KOMbINMFa OYTiHAEN eHri3in
ynrepegi. Ocbl opanaa Kap»xaybaeBa
CoaHryn KamankbI3blHbIH CO3iH KENTipe
KEeTKEeH/i eH KepeMis: «Ka3ak
TeaTpblHbIH 63€KTi 6ip Nnpo6nemMachl
— cLueHorpad@usaHbIH CeKTaKIbIiH,

KypamablK 6eniri 6on1a Typa eHepaiH, 6enekx
Oip Typi ecebiHe KapanMaraHblHAa,
MYKUSAT 3epTTE/IMEreHiHAEe, OHbIH Aamy

Ke3eHAepiHiH HaKTbllaHbaraHblIHAA XaTblp.

KasaKcTaHHbIH OYKiN TeaTp MOAEHUETIHIH,
MOTIHIHAE cLEeHOorpadUsaHbIH YATTbIK
epeLLenikTepi OHTONOMMSA TYPFbICLIHbIH
3epTTe/ireH XOoK. An MoeHUeTTeri YITTbIK
6enep TeK TYPAEH FaHa TYypMaKnabl, COHOaN-
aK OHblH MOHiI MEH Ma3MyHbl a 60/bIN
Tabblnagpbl. OUTKEHi TapuxTa a/li KyHre
JeniH YNTTbIK 6eaepci3 MaJeHMeT 60oNFaH
emec» [9]. CueHorpadusiHbiH TUIMAINITT e
YNTTbIK MOEHUETTIH 6eAepiH biKWam api
eTe blHFan/bl KanblMTa caxHaja KepceTe
6inyne *artblp.

KopbiTa KenreHae, cueHorpadpuagarbl
TUIMAINIK YFbIMbIHbIH, aTKapaTblH peni
[le MaHbl3bl MEH MaHI e 30p AereH
Teopusara kenemis. CueHorpadusiHbl Kypy
6apbICbiHAA 3KOHOMUKaNbIK TYPFblAaH api
3CTETUKaNbIK TananTtapblH Aa Ke3aeH Taca
Xibepmen, eH TMiMAi TyCTapblH NanjanaHa
OTbIPbIM, caxHaZafrbl KONbIUIbIMHbIH,
TOJIbIKTAM TUIMAINITIH KepceTe any/blH e3i
CypeTLi YLWWiH ayblp XYK. Ocbl TypFblaaH
KenreHae TMiMainik TeopuscbiHbiH caxHa
cueHorpaduacbiHa TUIri3eTiH Nnanaacsl
MOJIbIHaH 9pi 6HEP TybIHAbIChIHbIH,
MopPTEBECIH KOTEPETIHI A€ aHbIK.
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K. TyctukG6aeB
Kazaxckasi HayuoHanbHas akademusi uckyccme umeHu T. K. )KypeeHosa
(Annmamei, KazaxcmaH)

TEOPUA IOOEKTUBHOCTHU U EE POJIb U BHAYEHHUE B CLLEHOTPA®UH

AHHOTaLMA

B cTtaTbe npeameTHas obnacTb cLeHorpadumm paccMaTpnBaeTcs BNePBbIE KaK HeOTbeMieMas 4acTb
CLEHMYECKOro nNpouecca U Kak MexaHu3Mm ynyyleHns KadectBa U 3QHEKTUBHOCTU XYAOKECTBEHHbIX
NoCTaHOBOK B TeaTpe. Teopnsa adEKTUBHOCTU NOMOraeT aHaNM3npPoBaTb HapsAAy C aKTePCKON Urpom
W ApaMaTU4yeCcKMM CoObITUEM — cLieHOorpadu1io 1 UM NPUMEHSEMblE MaTepuasibl, KOTOPble ABSIOTCA
KMOYOM K OTKPbITUIO TeaTpaibHOM cLeHbl. CaenaHa nonbiTka onpeaenvTs NPUYNHHO-CNELCTBEHHbIE CBA3M,
ABNSOWMECS IMABHON MPUYMHON yCnexa CNeKTakNa U peHTabelbHOCTM PAacxodyeMblX MaTepUanoB K nx
COOTHOLUEHMIO XYAOXKECTBEHHOM LLENOCTHOCTHU peLleHns cnekTaknsa. CerogHs akTyanbHble CocTaBnsowme
TeaTpa Kak BbI6Op OCHOBbI IMTEPATYPHOro NPOU3BEAEHUS, XyA0XKECTBEHHOE TBOPYECTBO, UHHOBALIMOHHbIE
MeToAbl NaHUPOBaHMUS B TeaTpe, KOMMbIOTEPHbIE MEANATEXHONOMMU NPUMEHSAEMble B clueHorpadum —
aHaNU3MPYIOTCH € TOYKM 3PEHUS KPUTUHECKOTO aHanm3a KaKk NPoM3BOANUTENIbHOCTU U XYAOKECTBEHHbIE
KayecTBa NpoAyKLMK. 3a OCHOBY NPOBEAEHHbIX UCCNef0BaHWM aBTOPOM B3ATbl penepTyapbl ATMaTUHCKMUX
TeaTpoB M UX YCMNELLHbIe U HEeyAaBLUMECS NOCTaHOBKM.
KnoueBblie cnoBa: Teopun abOEKTUBHOCTU, TeaTpasibHble NOCTAHOBKM, CMEKTaKK, cueHorpadus,

penepTyapbl, Pe3yNbTatTMBHOCTb, TEXHONTOIMU, UHHOBaALIUK, KPUTUYECKMI aHann3.
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EFFICIENCY THEORY AND ITS ROLE AND SIGNIFICANCE IN SCENOGRAPHY

Abstract:

In the article, the subject area of scenography is considered for the first time as an integral part of a
stage process and as a mechanism for improving the quality and effectiveness of artistic productions in
the theater. Efficiency theory helps to analyze, along with acting and drama event, the scenography and
materials used by it, which is the key to opening the theater stage. An attempt is made to determine the
cause-effect relationships that are the main reason for the success of the performance and the profitability of
the expendable materials to their ratio of the artistic integrity of the performance solution. Today, the actual
components of the theater as a choice of the basis of a literary work, artistic creation, innovative planning
methods in the theater, computer media technologies used in scenography are analyzed in terms of a critical
analysis of both productivity and artistic quality of products. The author studied the repertoires of Aimaty
theaters and their successful and failed productions.
Keywords: performance theories, theatrical productions, performances, scenography, repertoires,

performance, technology, innovation, critical analysis.
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PROFESSIONAL USE OF ENGLISH IN SCIENTIFIC SPHERE

Abstract

The article under review discusses some problems relating to teaching young investigators to use foreign
language in their professional area. It provides information on main points of teaching foreign language for
post graduates and emphasizes that they should develop the knowledge they gained before and improve
further their abilities and master the new ones. A great deal of attention is given to studying different
aspects of the language, such as phonetics, grammar, vocabulary. One of the most important things in
teaching master students is considered to be further development of their communicative abilities. Another
ability student should master is the ability to write summaries and annotations. In teaching this discipline
for master students it is also significant to work on developing their skills of reading original literature in
specialty using various types of reading; using text material when communicating on professional topics, as
well as a basis for annotating, abstracting, composing various kinds of written messages; translating texts
from English into Russian (as a method of developing communicative competence in reading).

The article stresses out that teaching English for master students has specific features in terms of
vocabulary, grammar and developed skills. The purpose of this paper is to outline the stages of teaching

English to university post graduate students. As the curriculum presupposes studying English for both

97



general and specific purposes, as well as mastering skills essential for corresponding professional

communication sphere, it influences the content of the studied material and the structure of the academic

process. The description of the highlighted stages enables specialists to apply the results for experimental

purposes.

Key words: interdisciplinary relations, communicative character, communicative competence, annotation,

multilingual environment.

Introduction

One of the principles of modern
education is the principle of development
interdisciplinary ties. This helps to prepare
young researchers for professional use
of foreign language in various fields
of scientific activity. Interdisciplinary
communications are implemented in the
use of:

e Foreign language as a means of
obtaining professional information from
foreign sources;

e Scientific and practical professional
knowledge as a situational basis for
modeling the organization of professional
communication in the classroom;

e Foreign language in order to improve
the general humanitarian training of
undergraduates.

Teaching foreign language in MA course
of a non-linguistic university is based on
the following provisions:

1. Proficiency in a foreign language is
a mandatory component of professional
training of a modern specialist;

2. University foreign language
course is communicatively oriented
and professionally oriented. Its tasks
are determined by communicative and
cognitive needs of specialists of the
corresponding profile;

3. Along with practical goal, training
in professional communication, foreign
language course in MA course pursues
educational goals. Their achievement
contributes to broadening students’
horizons, raising their cultural and
education level.
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Methods

The main aim of teaching English for
professional use is to create conditions
to develop foreign language professional
communicative competence and a
number of individual qualities which help
to advance educational and scientific
process. It provides psychologically
appropriate interaction in professional
scientific communication in a foreign
language as well as improvement of
skills to use this competence in scientific
research.

Theoretical and empirical methods.

To achieve the goal a series of mutually
reinforcing methods was used:

- Theoretical methods — surveying
publications on research problem; studying
and summarizing innovative pedagogical
experience;

- Empirical methods — observation,
testing, questioning, studying the results of
learning activity of post graduate students.

Results

In the process of teaching a foreign
language to post graduate students special
program was developed and implemented
in the education process. The main task
of the program was to improve basic
professionally significant knowledge of a
foreign language and motivatet master
students to acquire such knowledge. The
syllabus of the course is close to practice
and implements principle of professional
foreign language motivation.

The following competence technologies
were used in the process of foreign
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language teaching: project-based learning;
development of critical thinking by
reading specialty literature and writing,
method of debate. The competence
approach requires from the learner not

to acquire knowledge but to be able to
solve problems, so technologies used

in development of the foreign language
professional communicative competence
were practice-based which made it
possible to train the learner’s ability to act
and solve professional tasks.

English language course for
postgraduates includes further deepening
their knowledge in various aspects of
the language. So, in phonetics, it is
supposed to continue work on improving
pronunciation skills when reading aloud
and in the process of speaking. The skill
of intonation design of speech has to be
improved using verbal, phrasal and logical
stress.

By the end of the course, postgraduate
vocabulary should be at least 3,000 lexical
units (including about 300 terms of a
majoring specialty), taking into account
university minimum (2,500 units) and a
potential dictionary, approximately 2000
lexical units of these to develop students’
oral speech skKills [1].

Work on improving lexical skills of
students goes on. There is a development
of linguistic and contextual conjecture in
receptive types of speech activity (reading
and listening). Work is underway to
compile a glossary and use terminological
vocabulary in speech, as well as its
understanding in the process of reading
and listening.).

For professional communication, the
course also involves the training:

e means of filling in narrative,
description, reasoning, clarification,
correction of what was heard or read,
identification of the message subject,

report, etc .;

e Means of expressing approval /
disapproval, surprise, exclamation,
preference, etc.;

e Means of consent / disagreement,
ability / inability to do something, finding
out the possibility (impossibility) of doing
something, fidelity / uncertainty in the
reported facts;

e Tools that allow you to enter into
communication and develop the topic,
summarize the message, initiate and end
the conversation.

Grammar is one of the important
language aspects. The master's program
suggests further work on more complex
grammatical phenomena, such as the rules
of tenses coordination, transforming direct
speech into indirect, non-personal forms
of the verb: Infinitive, Present Participle,
Past Participle, Perfect participle, Gerund;
infinitive and participial constructions,
subjunctive mood, modal verbs [2].When
deepening and systematizing knowledge
of grammatical material necessary for
reading and translating scientific literature
in specialty, main attention is paid to
the syntactic division of sentences;
complex syntactic constructions typical
of the style of scientific speech: turns
based on non-personal verb forms,
passive constructions, multi-element
definitions (attributive complexes),
truncated grammatical constructions (non-
conjunctive clauses, etc.); emphatic and
inversion structures; means of expressing
semantic (logical) center of the sentence
and modality. Of primary importance is
the mastery of phenomena translation
features and methods.

In teaching this discipline so, reading
instruction includes developing skills of
reading original literature in specialty
using various types of reading; using
text material when communicating on
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professional topics, as well as a basis for
annotating, abstracting, composing various
kinds of written messages; translating
texts from English into Russian (as a
method of developing communicative
competence in reading).

One of the central tasks in learning
a language at any stage is teaching oral
speech (speaking). By the end of the
course, postgraduate must master all
types of monologic speech (informing,
explaining, clarifying, illustrating);
dialogical speech (the ability to conduct
a conversation on professional topics,
to reasonably express one’s opinion and
attitude to the problem under discussion,
to express communicative intention
(advice, regret, surprise, perplexity, etc.).

Listening is one of the activities
students must master; developing listening
skills allows postgraduates to understand
what they have heard, express their
opinion, and also extract necessary details
from the contents of an authentic text in
specialty [3].

One of another important task in
teaching English to postgraduate students
is to contribute to the development of
writing essays, abstracts (summaries),
and reports on the topic of research.
Experience in this area shows that by the
end of the course, postgraduates have
some skKills in writing scientific articles,
abstracts, etc. in English, but objectively,
the number of credits does not allow them
to master these skills to the full.

The purpose of the essay is to replace
the original source so that the reader
has the opportunity to save time when
familiarizing the object of description,
as well as a summary of some scientific
information contained in several books,
articles, website publications, for the
student to acquire professional training
and develop professionally significant
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scientific search skills. In the process

of work on the abstract, postgraduate,
improving his knowledge of a foreign
language, at the same time, more deeply
comprehends the questions of the studied
subject, since he analyzes various points
of view, phenomena, facts and events.
These skKills are extremely essential for
postgraduates, since a specialist with a
master's degree should be widely erudite,
master methodology of scientific creativity,
modern information technologies,
methods of obtaining, processing and
fixing scientific information. At present
stage of world science development, all
skills of processing scientific information
without fail include the ability to work with
literature in various languages [4].

Discussions

The necessity to develop foreign
language professional competence is
one of the most significant objectives
in teaching English for researchers. In
any sphere of professional activity one
may have a compelling need to establish
professional contacts with colleagues
from other countries. This will allow
them to get to a new professional level,
develop their ideas in accordance with
the world experience, as well as to
present their ideas on a foreign market.
Analysis of different points of view on the
professional communicative competence
has shown that it is defined as "the ability
and willingness to implement foreign
language communication according to the
requirements of the program, which, in
their turn, depend on a set of language-
specific knowledge and skills such as
linguistic means and processes of speech
production and recognition; grammar skills
and knowledge; lexical knowledge and
skills (taking into account socio-cultural
vocabulary minimum); orthographic

Central Asian Journal of Art Studies N3 2019



knowledge and skills; pronunciation skills
and listening comprehension skKills.

Relevant translation of professionally-
oriented articles for preparing graduate
students to write their dissertations is
also relevant for this level of education.
An abstract translation is an abbreviated
translation of texts, built on the semantic
compression of the material presented.
Proper collapse of factual information
while maintaining the most significant
substantive aspects is the main goal of this
type of translation, which has now become
very common. Since the training of non-
core postgraduates in full-text translation,
unfortunately, is not possible due to lack
of time, it is the abstract translation,
which is less time-consuming, but no less
useful for students, it is most advisable
to practice in groups of postgraduates.
Such translations, in particular, | practice
in my master groups, because the number
of hours does not allow me to make full
complete translations.

Cliches needed to write an abstract:
The object (purpose) of the text (paper) is

- to discuss

- to describe

- to show

- to determine

The present paper discusses some
problems relating to ...

... deals with some aspects of ...

... provides information on ...

...isdevoted to ...

... is concerned with ...
Introduction: The paper begins with a short
discussion ...
To begin with, the author ...
The body of a summary: Then follows a
discussion on ...
Next the author tries to ...
It must be noted that ...
Then comes the problem of ...
Conclusion: The conclusion is that ...

Tosumup ...
Finally the author admits ...
The final paragraph states ...

An abstract cannot replace the text
of the original, it only enables the reader
to form an opinion on the advisability of
a more detailed acquaintance with the
material. The size of the annotation can be
from 50 to 60 words. [5].

Additional cliches:
In my opinion ...
To my mind ...
It is possible to understand that ...
This tells us almost for certain ...
In spite of all these differences ...
In conclusion | would like to state the main
problem ...

The study of the discipline ends with an
exam.

Sample exam structure:

1. Read and translate a special text in
writing with a dictionary (45 minutes)

2. Viewing reading of the text on a
specialty

3. Make a message on the topics:

- About myself and my scientific work
Autobiography

- Study in a magistracy: pluses and
minuses

- The book | read (in the original by
profession)

-Scientific Conference

-Scientific Library.

-United Kingdom.

- Kazakhstan.

Criteria for evaluating translation.

e 5 points - 100% translation completed.

¢ 4 points - 90% of the translation is
completed, 1-2 lexical or grammatical
errors are made, 1 ambiguity.

e 3 points - completed from 60%
to 90% of the translation, 2-3 lexical
or grammatical errors were made, 1
inaccuracy.

e 2 points - less than 60% of the
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translation completed. There are lexical
and grammatical errors.

e Sentences that are distorted are
considered untranslated.

e Atransfer is not credited if less than
60% is completed [6].

Criteria for evaluating an oral response.

Mark “excellent” is given to
postgraduate if he is able to conduct
a conversation, giving both factual
information and his comments on this
issue, knows the technique of conducting
a conversation (he can start and end
a conversation, ask questions, give
information, draw conclusions, etc.).
Moreover, if student makes a mistake,
but can correct it immediately. Uses the
correct intonation design of questions
and answers, requests and exclamations.
Uses a wide range of vocabulary. There are
phonetic errors, but they do not interfere
with communication in a foreign language.

The rating is “good” if postgraduate

shows a good understanding of the
tasks, but sometimes you have to repeat
the question. Confidently conducts a
conversation, expounding not only the
facts, but also his attitude to them, but he
does not always spontaneously react to a
change in the partner's speech behavior.
There are grammatical errors, but this
does not interfere with communication.
Sufficient fluency is observed. Uses variety
of vocabulary. There are phonetic errors
that do not interfere with communicative
tasks.

Rating of "satisfactory” is given
if postgraduate shows a general
understanding of the issues, but he
needs explanations and clarifications
of some issues; his answers are simple
and he is indecisive. Sometimes there is
no logic in the statements. The student
easily stumbles on a memorized text.
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The mistakes made in speech make
conversation difficult. Extremely simplified
grammatical structures and elementary
vocabulary are used. The pronunciation

is noticeable interference of the native
language.

Evaluation of "unsatisfactory” is
given if postgraduate answered several
questions or gave some information on
very simple topics, often asks again and
asks to rephrase or translate the questions
into Russian. Uses memorized pieces of
topics in answer. He does not know how to
adequately respond to initiative replicas of
the interlocutor. There are a large number
of grammatical errors (including syntax).
Errors are found in almost every utterance.
A student cannot conduct a conversation
in a foreign language with an examiner.
The student’s pronouncing mistakes
greatly complicate the understanding of his
statements.

Current control of knowledge is carried
out at each class lesson in the course of
work on the assimilation of educational
material, as well as by checking the
completion of individual tasks of
postgraduate students. The intermediate
control of knowledge is carried out during
the control tests, as well as during the
midterm control (after 7.14 weeks). The
final control of knowledge is implemented
during the final certification (exam) after 15
weeks.

At the midterm control, postgraduates
have to:

1) Translate in writing an original text
in the specialty using a dictionary (1800
printed signs in 45 minutes);

2) Discuss proposed problem of
professional orientation.

At the exam, undergraduates have to:

1) Translate in writing an original text
in the specialty using a dictionary (1800
printed characters in 35 minutes);
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2) Read a text on a specialty of 2000
printed signs in 10 minutes and transmit
in English its main provisions in the form of
an annotation;

3) Take part in discussion of
professionally oriented problem

Conclusion:

Radical changes in our society in the
last decade, namely, opening the state
borders, increased mobility, development
of modern information technologies are
reflected in the system of higher education
and, in particular, in foreign language
training of master students. Foreign
language training not only equips the
learners with knowledge and develops
skills and abilities, but also contributes
to the formation of a new type of the
language identity, the qualities of which
are determined by the requirements of
the society, these qualities are a priority
objective of the educational process and
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3. L. MakaxaHoBa
T. K. KypeeHoe ambiHOarbl Ka3ak yimmblK eHep akademusicbi

(Anmamel, KazakcmaH,)

FbIZIbIMU CAJIAZJA AFbUILbIH TI/TIH K3CIBU NAHRAANAHY

BepinreH makanaga aBTop *ac i3AeHYLWiNepai Kacibu aFbliWbIH TiNliH 9PTYPAI FbibIMM cananapaa

KonfaHy fa aamblHAay MacenenepiH KapacTtbipraH. MaructpaTtypaga weTten TifliH OKbITyaafFbl Heriari

GaFbITTapbl KBPCETINrEH, OHbIMEH KOCa, 6acTbl Macene peTiHae 6aKkanaBpuatra anfaH 6iniHMAepiH apbl

104
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Kapan fjambITy, KaHe 6acKa 6inimaepai MEHrepy Typasbl aWTbI/IFaH.Makanaga cTygeHTTepaiH 6inimiH
JamblTyaarbl MaHbl3bl 60/1bIN caHanaTblH Tifl acfeKTinepiHe Ken KeHin ayaapblnfaH, OHbIH ilWiHAe Tif
cananapbiHa (PpoHeTMKa, rpamMaTUKa,IeKCUKara) aBTOp epeKLLe ToKTalFaH. ABTOpPAbIH OMbl 60MbIHLLA
MaHbl3bl 30p KaGNETTINIKTIH 6ipi on pedepaT Ka3a 6iny }KoHe aHHOoTaLus Kacay 60/bin Tabbliagbl.
MarucTtpaHTTapfra 6yn NoHAI OKbITyAa ap TYPAi OKY TYPSIEPIH KoN4aHa OTbIpblin, MaMaHblK 60MbIHLIA TYMHYCKa
9Ae0WeTTi 0Ky AarabliapblH 4aMbITy 60MbIHLLIA KYMbIC XacayAblH, MaHbl3bl 30p; KSCIOW TaKblpbliNTapaa cennecy
KesiHae MaTiHAIK MaTepuangapabl, COHbIMEH KaTap ap Typ/i Ka3balla xabapnamanapbl aHHOTaLuMsnay,
pedepaTTay, *Kaagy YLiH Heri3; MaTiHAepAi aFbl/iWbIH TiNiHEH opbIc TiNiHe ayaapy (OKyAaFbl KOMMYHUKATUBTIK
Ky3ipeTTiNiKTi AamblTy aici peTiHae).

Tipek ce3paep: noHapasblkK 6annaHbIiC, KOMMYHUKATUBTI TYP, KOMMYHUKATUBTI KY3bIPETTiNiK, pedepaT TypiHae

6epinreH aygapma, aHHOTaLMS.

3. lll. MakaxxaHoBa
Kazaxckasi HayuoHanbHasi akademusi uckyccms um. T.K. XKypeeHosa

(Annmamei, KazaxcmaH)

NPO®ECCHOHAJILHOE UCNOJIb30OBAHUE AHIJIMHCKOIO fi3bIKA B HAYYHOW COEPE

AHHOTaUMA

B HacTosilen cTaTbe 06CyKaatoTcs HEKOTOPbIE MPO6AEMbI, CBA3aHHbIE C 06Y4EHNEM MONOALIX
ncenepoBarenen UCnonb3o0BaHUIO MHOCTPAHHOIO A3blKa B CBOEN npodeccroHanbHom chepe. ABTop
npegocrasnseT MHGopMaLMio 06 OCHOBHbIX MeTOAax NpenojaBaHUs MHOCTPAHHOMO A3bIKa 4151 MarMcTpaHToB,
noaYyepKnBaeT HEO6X0AMMOCTb Aa/ibHENLIErO COBEPLIEHCTBOBAHNS 3HAHWUM, MPUOBPETEHHbIX paHee
Ha ypoBHe 6aKkanaBpuarta 1 0CBOEHWE HOBbIX. bonbLioe BHUMaHWe yaensaetcs M3y4eHUo pasinyHbix
aCMNeKTOB A3blKa, TaKMX Kak GOHEeTMKa, rpamMmaTtuiKa, NonosHeHe cnoBapHoro 3anaca. OaHom U3 Hanbonee
BaXKHbIX 3agay B 06y4eHMM MarucTpaHTOB MHOCTPAHHOMY A3bIKY ABASETCA faNibHENLLee pa3BUTHE KX
KOMMYHMKaTUBHbIX CNOCOGHOCTEWN, @ TaKKe HaBblKOB HaNMMCaHUA Hay4HbIX CTaTeN, aHHOTALMI U pe3tloMe.
Mpu 06y4eHnn JaHHOW AUCLMMIMHE MAarMCTPaHTOB TaKXe Ba)KHO pa3BMBaTb HaBbIKM YTEHUS OPUrMHANbHOM
NuTepatypbl Mo cneuuanbHOCTH C UCMONb30BaHMEM Pa3/IMYHbIX TUMOB YTEHWS; MCNOIb30BaTb ayTEHTUYHbIE
TEKCTOBble MaTepuanbl Ha NpodeccMoHanbHble TEMbI C NOCNEAYIOWUM aHHOTUPOBAHWEM, COCTaBNEHNE
pasMYHbIX BUAOB MUCbMEHHbIX COOBLEHNI; MEPEBOA TEKCTOB C aHIMIMMCKOro Ha PYCCKMM (Kak meToq
pPa3BUTUA KOMMYHUKATMBHOM KOMMETEHLMU B YTEHUMN).
KnioueBble cnoBa: MeXxancumniMHapHas cBi3b, KOMMYHUKATUBHbIE HAaBblKW, KOMMETEHLNS, NOIUA3blYHAsA

cpefa, Hay4yHada CTaTb4, pe3toMe, aHHOTauundA

105



106

Author’s bio:

Zakura Sh. Makazhanova — Associate Professor of the Department of
Foreign Languages and KPA at T. Zhurgenov Kazakh National Academy of
Arts, Candidate of Historical sciences, Associate Professor.

e-mail: zakura.makazhanova@mail.com

ABTOD TypaJibl MaJiMeT:

3akypa [llanuesna Maxaxanoa — T. K. JKyprenos atbinyarst Kaszak
VATTBIK OHEP aKaJeMUSICBIHBIH, 1T Tijepi >koHe KazakcTaH XabIKTapblHbIH
Accambiiesichbl KadepachbIHbIH JOIEHTI, TAPUX FHIILIMAAPBIHbIH KAHIUAATHL.
e-mail: zakura.makazhanova@mail.com

CgeneHus 06 aBTope:

3akypa [llanueBna MakaxkanoBa — J011eHT Kae/ipbl HHOCTPAHHBIX SI3bIKOB
1 AHK Kasaxckoii HatimoHa ibHOH akafemuu uekyeets M. T.K. )KypreHoBa,
KaHJUJIAT UCTOPUYECKHX HaYK.

e-mail: zakura.makazhanova@mail.com

Central Asian Journal of Art Studies N3 2019



OHEP,

TEATP

JKOHE
OJAEBUETTEI

ATTUJIA
BEWHECI

MPHTH 18.45.17

I". B. Tomckuii', B. )K. Kokbim6aesa 2

' Kazaxckast KOHKOPII XanbikapaJsibiK akaaeMHsIChl
(IMapwxk, Opanuus)

2[laBJiofap MeMJIEKETTIK MEJArornKasbiK YHUBEPCUTET
(ITaBnopmap x. Kaszakcran)

OHEP, TEATP YXOHE 9[1EBMETTEI ATTU/IA BEMHECI

AHpaTna

KypambiHaa PpaHumnsa Xasywbinap OgasbiHbiH Myweci (SGDL), xanbikapanblik KOHKOP/, akageMuacbiHbIH,
npe3ungeHTi (AIC), npodeccop Mpuropm Tomckm (Grigori Tomski) »kaHe MyxTap dye30B aTbiHAarbl Kasak
MEeMJIEKETTIK akaAeMUSNbIK ipama TeaTpblHbIH, WbliFapMallbliblK TOGbI 6€Nrifi }Ka3yLlbl, FanbIMHbIH,
Tapuxu apamachl 60MbIHLWA Ka3blaFaH «ATTUNa KaHe AaLmMi» CNEKTaK/iH KepepMeH Ha3apbiHa YCbIHAbI.
FyHpap Tapuxbl MeH onapAblH AiHiH 3epTTeyaeH Eyponaaa TaHbiMan 6onFaH MamaH Fpuropn ToMCKu
cueHapun xasbac 6ypblH Ker Xbl1 60Mbl Kbipyap yMbIC aTKapabl. Kasipri 3amaHHbIH, aTTUA0TaHyLWblnapb!
MEH ToHIpTaHyLWbINaPAbIH iWiHAETT eH XeMICTi HOTUXE KepPCeTIiN XKypreH aszylbl npodeccop ToOMCKM
KepepMeHaepai 63iHiH 3epTTey eHOEKTEPIHIH canacbiMeH XaHe caHbIMeH FaHa eMec, COHbIMEH KaTtap
63 eHIMIEPIHIH 8pPTYPAi CTUNbAEPIMEH A€, XaHp/apbIMEH Ae TaH Kanabipaabl. byn cybatTbiH MakcaThbl
— AYHUENY3INIK TapuXxTafFbl aTbl aHbl3Fa avHanfaH TynfanapabliH 6ipi ATTruna Typanbl Tapuxu gpama MeH
6eNHeMOHTaXKFa TOHIPLWINAIK AiH MEH 6Hep TYPFbICbIHAH OHEPTaHYLWbLUIbIK Tanaay »Kacay.

Tipek ce3paep: [pnropn ToMCKH, ATUNNA, KOMbINbIM, TAHTPU3M (TEHTPU3M, TOHIPLLINAIK)

KoxkbimGaeBa B. (opi kapall — K. B.).: nbecaHbl, ATTuAa Typanbl GuabmMaep Typasbl
CizgiH ATTina Typansbl WblfapMallbillblK ThIHFbIIbIKTbI MaKanaHbl XaHe BipHelle
NOpTHONMOHbBI3 aca KoMaKTbl. Of1 Tapuxm Tingepaeri 6acka da WbliFrapManapbl
poMaHbl, «<ATTUNa» cUEeHapui MeH KaMTuabl. FYHAAp KeCEMIHIH TynFacbiHa
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AereH myHaam 6ipisai xyriny Cisain
JYHUEXKY3iNiK Tapux NeH MOJEHUETTIH,
aHbl3gapfa Tobl NapaKkTapbliHa Aerex
TONACChI3 KbI3bIFYLLbIbIFbIHbI3AbI
6anKartagbl.

COHbIMEH KaTap, FYHAap KeCceMiHiH,
TafFablpPblH WbIFaMaLlbIIbIKTYPFbIAa
TyciHAaipyre biHTa 6ingipreH Cis »anfbi3
[la anfallKbl emeccis. byn antbliFaHra
opan MblHaan cypak: 6yn TaKblpbInNneH
anHanblCcyFa He TYPTKi 60nabl? ATTuna
6enHeciHiH Ci3fiH aBTOP/bIK TYCIHAIPYiHI3
6acKa KepKeM LbliFapManapgaH HeciMeH
epeKuweneHeni?

Fpuropm B.Tomcku (opi kapal — T. I.):
ATTuna TyNFacblHa XyriHy meH *aH—-Knoga
boaomeH Kesaecy Koca XKypai, on 6yaaH
con 6ypblHbIpaK Kybanbl akTpuca Kopa
JdenbbocneH 6ipre LLlaHC NpoAOKCLOH
KMHOMaTorpaduanbiK accolmaLmnachbliH
WbiFapFaH 6onatbiH. *KaH—Knog
Bboao ®paHumsaga 6enrini caaxaTiubl,
KONNEKLMOHEpP, KenTereH mypaxamnnap
MEH KepMenepai ynbiMaacTbIpyLibl,
*ypHanuct 6onabl. On MafaH gana
XallblIKTapblHbIH TapWUXbl TaKblPblObl dneMaiK
KMHO YLWIiH eTe KbI3bIKThl, ananga Attnna
Typasnbl ani ge 6osca 6ip ge 6ip NamblKTbI
GnbM KoK aeni. MeHiH «ATTuna Typanbl
dbunbmaep» Makanamaa, 6yn pacbiIMeH e
CoJlan eKeHiH ganengeHred. Attuna Typansl
OCbl YaKbITKa eNiH LWblFapbliFaH KepKeM
dunbmaepre wony yibl Tapuxu KampaTkep
Typasibl 60NallaKTa Kbl3blKTbl GuUibMaep
WbIFapy yWiH 6yn ¢uabmaepaiH, asTopaapsl
CUSIKTbl TAPUXKU aKUKaTTbl BypManayablH el
KaXKeTTIri KoK eKeHiH KepceTepi [1-18].

MeH 63iMHiH Tapuxmu poMaHbIMAbI
O©CKeJIeH YpnaKTblH OM—6piCiH
KEHEWNTY }aHe onapabl EypasusHblH
fana xanblKTapblHblH TapPUXbIH KaTTbl
6ypManaHfaH Typae KepceTeTiH AaCTYpi
KWLWenepaeH apbinTy YWiH nangans
6onaTblHblHA HAKTbl CEHIeHAiIKTEH
KosiFa angbim [19]. byn Kagsipri 6aTbiC
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aBTOpnapbiHbIH Aafa XasblKTapblHbIH,
YOFapbl MOJEHUETIHIH aFarbl 60MbIM
TabblNaTbiH Vbl aPXEONOrUANbIK
OoNXKanappbl XoHe 6acka aa genengepai
OinmMereHaikTeH 6onabl, an FyHaap MeH
ATTUNAHbIH, MEHTANTIUTETIH TYCIHY YLLIH
TYPKi—MOHFOJbIK XanblK 3MN0Cbl MEH Aana
XalblKTapbl MEH onap/biH YpnaKTapbiHbIH
ABCTYPNI TOHIPINiK (TaHrpUaHAbIK)
JiHaepiH 6iny eTe MaHbI3abl. Ocblnaniua,
MeHiH, ATTW/1a Typasnbl WhblFapManapbim
TOHiPIJIiK pyXTa XasblnFaH, 6yn Eypasus
KelneHainepiHiH WblHamnbl TapUXbl MEH
M3JEeHUETIHE COMKeC Kenegai.

MeH KeHe 4aCTYpaep XaKCbl cakTanFaH
AryTnsaga Tybin, ecTtiM. TarablpablH,
*azybiMeH 30 XbliFa XyblK PpaHunsgta
TypaMbliH, y3aK yakblT OHECKO—HbIH
¥OFapbl caHaTTbl capaniubiCbl 60MbIN
XYMbIC aTKapabiM, an Kasip 452 *bibl
ATtTNa MeH ASLUMWHIH 9CKepnepiHiH KoHe
ONapiblH XaKTacTapblHblH apacblHAa
y/ibl TAPUXM XasblK LWanKactapbl 60FaH
KatanyHblK eriCTiKTepiHiH TOHiperiHae
LWamnaHaa opHbIKTbIM [20].

ToHIPINIKTIH YCTaHbIMbIHA KaTbICThbl
antap 6oncam, OHbl KbiCKalla Oblianiua
6enHeneyre 6onagbl: «TeK 6ip FaHa Kyaan
6ap. On agamra Ken caycaKkTap/bl XaHe
Oip faHa Kynawfa anapaTblH KenTerex
}ongapabl 6epai» gen TybipbiMaanaTtbiH
TOSIEPaHTTbINbIK naescol. annan
6enbiTwinik naescol: «<MaHrinik acnaH
epKiMeH BYKin anem, LWbIfFbiCTaH 6acTtan
6aTbICKa AeWiH, KyaHblll NeH 6enOBITLINiKTe
OipiKTipineni» pereH ce3gepmeH
6enHeneHeni. 9nemMaik YKimMeT naesacsol
OblNanLla TyYXKblpbiMAanfFaH: <AcnaHaa Tek
Oip FaHa Kynan 6ap »KoHe epjae ae Tek 6ip
FaHa KOoXKanblH 00J1ybl KEPEKD.

EyponanbIK GipniKTi Ky3ere acbipyfa
ThipbICKaH anfallKbl 6aclubl gen
ecenTereH akageMmunk Mapcen bpuoH
Eypona TapuxbiHAaFbl ATTUNAHbIH, PeniH
YaKcbl TyCiHAi [21, 162 6.].ATTnnaHbl
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UtannanaH Ketyre KeHaipreH pumMaix
nana JIeoHHbIH, ANNAIOMATUANBIK KEH,iCi
KaTONMKTIK LWipKeyaiH 6eaeniH HblFantyga
LewyLli pen atkapabl. ONemaik cayna
KoHe MaJeHU anmacynapibl AamMblTyaarbl
Jana umnepusinapbiHbIH, peni opacaH
30p. Ocblnaniia, KnacCcuKasblK TOHIpiNiK
AYHWEXY3iNiK TapuxTa MaHbl3abl pen
aTKapabl. EH ayKbIMAbl UMNepusnapably,
naesnblk Herizgepi 6onraH 2300 KbingaH
acTtam OypbIH TyblHAAFaH AiHAi Yibl Aen
atamayfra 6o1Manabl.

Bi3 OHbIH, HETI3iIHAE FbITbIMK
AYHWETaHbIMMEH YIECETIH 3aMaHaym
TOHIPNIKTI AaMblITbIM }aTblPMbI3, OHbIH
YCTiHE TOHIPINiK KpeaoCblH OHbIH
KnaCCUKanblK TYKblpbiIMAAMaCbIHbIH,
MafblHaCblHa COMKeC 3aMaHayu
TEPMUHAEPMEH MblHA CUSIKTbI
KasbINTacTblPbIM XaTblPMbI3:

«bip Kydalira anapamsiH Kerl
Jxondap bap xoHe backanapra 3UsiH
KkenmipmelmiHOeUl ceHy KepekK. byn
ceHim abam3am Kenicimdi emip cypir,
rnatida 6ornraH 6apribik MiHOemmep MeH
moacesnenepdi wewy yuiH epKiH epikmi

adamOapdblIH XKYMbITybIHaA bIKramn emciH!»

[12-16, 22, 23].

K. B.: ®paHuy3s, opbIC, TYPIK, MOHFON
YOHe AKyT TingepiHaeri KoMaKTbl
WblFapMaLlbliblK XyMbICTap Ti3iMi Ka3ak
TiniHAEri cneKTakNbMeH TONbIKTbl. AnMaThbl
KanacbiHblH M.O. ©Oye30B aTbiHAaFfbI
KasaK akageMusnblK Apama TeaTpblHbIH,
caxHacblHAafbl«ATTMNA MEH A3LUIN»
KoWblibIMbIHaH anfaH Ci3fiiH acepiHi3?
LUbiFapMallbinblK TON KaHwWwanblikTbl Ci3aiH,
naesiHbI3abl Xy3ere acblpabl?

T. I.: Attuna MeH LUbIHFbIC XaH Typansl
eyponasnblK, aMepuKaHOblK oHe pecennik
Kaszylbliap MEH KMHOCLEHapUcTepi
LblFapFaH KenTereH aebu LWblFapmanap

MeH KepkeM punbmaep 6ap. ABTopnapabiy,

OyN TapuUxm KanpaTkepnepaiy aiHaepi
Typanbl Myfgem 6inmeyi onapablH HEri3ri

KeMLWIiNiKTepiHiH 6ipi 601biN Tabblnaabl.
KasaKkcTtaH PecnybnmkacbiHbiH M.9ye30B
aTblHAaFbl TeaTpabiH ATTnna Typarnbi
CNEeKTaKJi TOHiPiNiK pyXTa Kacangbl,
OUTKEHI 01 MEHIH NAEANBIK HUETIME
HerisgenreH. MeTi KoMblbIMHAH TypaTbiH
Oip caFaTTblK CNEKTAK/bAiH CIOXETi eKi
y/ibl TApUXK CbIPpAbl TanfayFa apHanfaH:
ATtTnna meH Aaumsan apacbiHAaFbl
KapblM—KaTblHACTbIH MaHi; ATTUa MeH
JleoH nanameH UTtanunaga Ke3gecy chipbl.
EKi KovblibIM Ja cabblp/ibl capbiHaa
LIELWiITEeH ¥oHe COHbIMEH KaTap, agamu
HblbIbIKKa ToNbl. TYWiHAI KONbIAbIM —
XPUCTUAHAbIK 8/1eM TapuxblHaa Aa, ¥/bl
Jlana xalblKTapblHblH TapUXblHOaFbl Aa
Y/1bl TAPUXKU OKUFa ATTUNA MeH JIEOHHbIH,
Kesfecyi, KopKeMiK ¥aFblHaH aHbIK
YKaHadaH XacanfaH.

K. B.: Ci3fiH Kagzipri ToHipinik
Typasbl KiTabblHbi3aa J1.J1l06MMOBTbIH,
ce3iMeH anTKaHaa Kapa TeHisaeH
6actan bantukara gewiH, ¥nbl Kbitan
KabblpfacblHaH 6acTtan ATlaHT1Ka
MYXUTbIHbIH XafanayblHa AeniH, TinTi 6i34iH
KOHTUHEHTTEH ThbIC allbll aiMaKKa TapaFraH
[iH MeH «a@Hy» CTWUJ1i eHepi apacbiHaaFbl
e3apa Tbifbl3 6annaHbIC 6arKanabl.
ToHIpINiK pyxaHW—M3EeHN SNEMHIH,
[oCTypnepi anTblH 6anKbITbIM, *KOFapbl
KepKem ByrbiMaap *acar, Kananap cana
anaTblH Keringip Ke3ai, y3blH O0W/bl XXoHe
capbl WALLTbl FyHAAp eNiHae MaHbI3/bl
OpblHFa ne 6onabl.

«AH» CTUNIHIH 6eNHEeNIK canachkl 6yn —
Kahap, anbblH, bl3a, KyaTTblbIK, OKTEMAIK
YKoHe T.6. 6enHenereH aHgapabl, Kyctapbl
YKOHe oMAaH WblfapbliFaH MaKy/bIKTapbl
KaMTUTbIH aHuManapbl anem. On
KonnapablH, KabaHHbIH, eNiKTEPAIH,

Tay ellKinepai, }onbéapbiCTapiblH,
6apcTtap/blH, Aana MbICbIKTapAblH,
KosiHAAPAbIH, Ka3aapAblH, akKynapabiH,
OYpPKITTEPAIH, OipKadaHaapabiH, Kypnap
MeH KUK aHaapablH niwiHaoepiMeH
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SlIEKENNEHIeH MeTanaaH acanraH
3aTTap/bl TO/bIKTbIPATbIH KWi3, afall NneH
Tepi OynbiMaapbIiHAa KanTa XaHFblpabl.
KeHe KellneHAinepaiH eHepiHe ToH
HbIPTKbILWTAPAbIH, KYPEeci Hemece
bIPTKbIWTaPAblH TYSKTblTapFa wabyblngay
KepiHici 6enHeneHreH ynbimaap ga 6ap.
3aTTblH Op LWbIFbIHKbI XEPiHAE, 6anTaHblH,
LyMOeciHae, NbllaKTbliH cabbiHAaa,
Ka3aHHbIH Ky/lafblHa — 6apbIK }epae
lwebepaiH KanayblIMeH Ke3 KereH cotre
apblKKa LWblFyFa gasap 300MopOThIK
6acTama acblpblHFaHaaw.

byn TeriH emec. benrinik—cumBoNabIK
}YMe — MblHa TypAe MblHAAFaH Xblngap
60Mbl KaNnbINTaCKaH KeHenepaiH
LblFapMallbl/iblK 3epPTXaHacbl: pyxaHu—
NpaKTUKablK TYTacTblK — 6HEpP anjbl (eHep
aNblHAA) — KeHe eHep — O9CTypIi eHep
— 3aMaHayu eHep. AnlyaH TyphinirimeH
E€PEKLUENEHETIH TOHIPIIK a4eT—FypbInTap
— COHbIH YXapKblH Mblcanbl. backanapaaH
6eneK onapablH KatapbiHa, Ci3 gon atan
OTKEHIHi3AeN, JanaHblH KeHEe eHepi
MEH TaHipiNliK cMMBoOgapFa KypMeTneH
Kapaydbl [a }aTKbl3yFa 6onaabl.

Kacnetti—meantaunsanbik
TOHIpINiK eHepai 6inaipeTiH
CizfiH WhiFapMallblabIFbIHbI3bIH,
UNNCTpaLmsaapbl epeKlle Kbl3bIFYLWbIbIK
Tyabipaabl. Ci3 cLueHapUCT KaHe
CypeTLli peTiHae Kanan onnancos,

Ka3aK CMeKTaK/iH4e aNeMHiH TaHIpiniK
GEeNHECIHIH 6enHeniK—6enrinik Xymneci
KaHLWaNbIKTbl WblHaWbl NanganaHblFaH?
ATTuNna OoyipiHiH pyxbIH 6epyae KaHaamn
6enri—cumBongap Kkemekrecemi?

T. I.: agam3at TapuxblHbIH 6acbiHaH
6actan agam MaHbl3abl 6enri—
CUMBOJIJapMeH ThincbiM yHWeaeri agam
OMIipiHiH MBHIH peTTeyre XaHe TYCiHyre
Tbipbicyaa. MyHaan 6enri—cumBongapra
KapananblM reoMeTpuUanbIK NiliHaep
— [I6HrenekK, ywoypsbiL, WapLbl, KPecT,
POMO, TIKTOPTOYPBILL, TY3Y XKOHE TONKbIHAbI
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CbI3bIKTap aTtafbl, onapAabl TYCiHY eHep
MeH MOJEHMETTI TyTac AaMbITy YLLiH
MaHbI3Abl.

leorpad®usanblK aHe MCUXONOrUANbIK
KYLUiH caKTam oTblpbIn, 6yn 6enri—
CUMBOJIIap 6HEeP/iH WhblFapMallbllblK
cananapblHblH KEH Anana30oHbIHAA AaMbl/bl
— YKapTacTafbl }a3ynap, 6enHeney,
My3blKanblK, 90e6u, TeaTp/blK KoHe T.0.
MiwiHi 60MbIHWa 63aepiHe 6anaHbICTbI
3aTTblH HEMECe TipLWIiNiK NeCiHiH MiliHiH
6enHenenTiH KapananblM 6enHenep
60/1bIN KENETIH, 6y reOMETPUSNbIK 6enri—
CUMBOJIIap MafFblHaChl ¥afFblHaH MaHbI3/bl
YoHe Kypaeni 6enHeni ma3MyHFra une.
Onappa OyHWEHI ce3iHyaiH aTUKAalbIK KepPKi
MEH ayKbIMbl, 3UATKEPNIK NeH Kabbingay
OTKipniri cakTanfraH.

Mbicarnbl, anKacTblpMa TOPTKY/ AYHUEHI
6enHenenai xoHe Kanaga 6apcax, aa
¥OJbIH GOJICbIH — JEreH TinekTi 6inaipea.
Ywoypbllw eMipAiH, o/1eM TayblHbIH,
epneyiH, aMaHabIKTbIH, PYXaHUNbIKTbIH
CMMBObl 60/bIN Tabblnagbl. OHbIH,
CeMaHTUKachl Oblaniia «OKbliaabl»:
acnaHbIMblI3, Xepimi3 6eH cyblMbI3 Ta3a
60nbIN, agam eMipi y3aK 60/1CblIH.

O3iMHIiH AEKOPATUBTIK Kabblpfa
MO3anKamjaa navbiMaay MeH
MeauTauus YWiH KeHe 60MTyMapnapbly,
NMCUXONOTUANBIK 8CEP €Ty MYMKIHAIMH
nanganaHabiM. byFaH KeHe anTamnnblk,
Kinemzeri KpecT Topi3fi 00 MeH
caxa—sKyTTapblHblH KpecT Tapi3ai
6ec Ke3ai 60MTyMapblHbIH, 60Mallbl
MoAMbUKaLUMSACHI apKblbl KON XETKi3ineai.

MyHpaan KpecTi 6i3 puMAiK nanaHbiH,
JIUTYPrUANbIK KWiM—Kelleri akceccyapnapbl
apacblHaH Taba anaTblHbIMbI3/bl
artan eTKiMi3 Kenegai. Kenbip 6enrini
WKOHanapga 9ynue JleoH nanacsol
TeH Kabblpfasibl KpecTepi 6ap Knimae
oHe 6ecKe3ai KpecTi 6ap Kitan ycran
TYPFaH KyniHae 6enHeneHren [22].

TeH KabblpFanbl KpecTepaiH iwiHae
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KYNAbl3gap 6enHeneHreHi KepiHin Typ.
bi3aiH oMbIMbI3LLIA, JIEOH NanaHbiH MYHAaM
6enHeci ATTnnara Tapuxiwbliap yprnaxkrapbl
6ac KaTblpfaH onapiblH Tapuxu Kesgecyi
KegiHJe yHaMaybl MYMKiH eMec.

ToHipinik cumBonaapfra coHgam—
aK Kenpge «LbIHFbIC XaH *yNabl3bl»

[en atanaTblH Eypasusnbik KeHec
TYbIHbIH, YCbIHbIbIM XaTaTblH KOATEreH
HyCKanapblHa CUMBOJ peTiHAE
YCbIHbINATbIH CEri3 KyNai Xynabi3 ga
»artafbl.

Kasak cnekTakniHe KeneTiH 6oncam,
MYHAa TOHipifiK pyX Wwebep icke
acblpbingpbl, 6y 6YKi WbiFapMallbliblK
YVbIMHbIH, X8HE €H aNblMEH pexuccep
Anma ApfFblHHbIH, cypeTwi Kabbin
XanbIKOBTbIH, KOMNO3uTopnap AKTOTbI
PanmKkynoBa, CaTaH LLlameHoB neH 9cen
OmapoBanap/blH, COHlan—akK aKtepnep
KypaMblHblH eHberi. On ToHipiniK pyxka
KaHbIKKaH, OHblH KEPKEM/IK KEHICTITi
KeHJiK, epKiHAiIK ce3iMiH cbinnanabl.

TyWblKTanMaraHOblK, KopllaraH opTamMeH
Y3iIMENTIH TONbIKKaHAbl 6annaHbIChl
KEHICTIKTi YFbIHYbl OHbIH, KapKbIHAbI
WMHTEepNpeTaLnsacbl apKblibl 6epingi.

K. B.: CneKTaKknbaiH 6acbliHa TOKTaNfFbiM
Keneai:on KWHeTUKasblK KanenaocKkonTa
Ceri3 KyNAai ynabl3 CUAKTbl MOH/I CUMBON
aHaFypbIM WbIFbIHKbI }XOHE anKbIH
OepinreH «aHy» CTUNIHIH 6enrinepiHe Tonbl.
KelwneHainep anemi KaHatTbl apFbiMakTap
3bIMblpan eTiMn }aTKaH, «aH» CTUNIHIH,
OynbiMaapbl KE3AECETIH AMHAMUKA dNeEMi
peTiHAE KalTa aHFblpraH. KewwneHainep
ONEMIHIH KOCMOCbLIH OENMHENENTIH TYMEHIH
MaHfFa3 niwiHi 6anKkanaasbl.

CneKTaKNb/iH KOMMO3ULMACHI alliblK.
On ATTunaHbl XxaH fbin }apusanayaaH
6acTanagbl (aK Kui3re canbin Ketepy
cantbl). FyHOap KeceMmiHiH apyaKktap
nyHueciHe Kek MaHri ToHipiHe Fnbaaart ety
}epney pacimiMeH afKTanaabl. ToHipinik
pyXaHu OKyaa 8 caHbl OCbl ONIEMHIH, 4

YKaFblHbIH, OCbl — Xepaeri »oHe 6acka
2/leM — acnaHjarbl, axkblpamac 6ipniri
Typasbl opanfaH TypiHAeri pyxaHu 6inim
CEri3 Kynai Xy1abl3 TYPiHAEr CUMBONbIK
O6enHeneHreH. byn geHrenekK KexicTikre
FyHOap AepxaBacbl MEH PUM 6pKEHUETIHIH,
©3apa KapbIM—KaTbIHACbIHbIH, Xepaeri
Tapuxbl allblnagbl.

MeHiH onbiMLLA, enwinepi 6ap, atan
anTKaHaa, ATtunaHblH Kahapbl Kek 6epi
6erHeci apKblnbl 6epinreH, H. Atonos
KYLLUTIH, €PKiH pyXTblH, TaGWFaT KaTanablfbl
MeH diNeTTiriHiH CMMBOJIbl peTiHae
WHTEpnpeTaunsinaraH KepiHic KepkemMaik
LapbIKTay wWeri 6onbin Tabbliagbl.
CoHbIMeH ATTUa 6y KepiHicTe TOHIPNIKTIH,
6acTbl TOTEMIEPIHIH GipiHe TeHEeCTIpineai.

CofbIC HeEMeCe TparegusanblK
KepiHicTep, NMpuKanblK ann3oarap 60/CbIH
3MOLUMOHaNAbIK ApamMaTyprusiHbl TUiMAI
KOPCETKEH CMeKTaKb/iH My3blKachl
[l1a KOMbI/IbIMHbIH, @lKbIHAbIbIFbIHA
KOMEKTECTI.

Naesanbik pyxTaHablpyLlbl aHe
cueHapucT peTiHae Cisre KaHaam
KepiHicTep epeKle acep eTTi?

T. I.: CnekTaknbae 6u Ken, TinTi
ATTMNA MEH OHBbIH CYMIKTi »apbl Kepe—Ko
(rpeKkusanblK keaaep 6omnbiHIWa KepKa)
OUNENTIH KepiHic 6ap, 6Y1 MEHIH KOPKEM
eHepre XeTik dpaHLuy3ablK JocTapbiMabl
TOHTI eTTi. [lacTypni AeKkopauuanapaaH repi
3aMaHayu TeEXHUKablK MYMKIHAIKTEPI
navganaHy crneKktakib/i KWHO eHepiMeH
YKaKblHAACTblipaabl. byFaH akTepnep
OWbIHbIHbIH, }XOFapbl AeHreni MeH
pexunccypa LwebepniriH KocamblK.

Erep Kasak cneKkTtakiH anemaik
npemMbepanap asicblHa TanganTblH 60/caK,
ynbl KopHenb meH Bepau Attuna 6emHeciH
KaHLWanbIKTbl XYMbIHbI TYCIHOIPreHiH ecke
Tycipe KeTyre 6onajbl. ATTMNa onepacbIHbIH,
COHFbl KOWbIIbIMbI MUNAHAbIK «J1a
Ckanapga» enfiH 6ipiHWi 6acwbliapbiHbIH,
KaTblCybIMeH 60nabl. AWTa KeTETIiHI, ATTnna
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MeH FyHaap dawuncTtrep 6enHeciHae
ycbiHbUFan!!! Typik A6apasakoB 6acThbl
penge!!! CoHablKTaH Oye30B aTblHAAFbI
TeaTpaa anemMiik TeaTp eHepiHae 60MaFaH
}aHa Tapuxu OKuFa 60bl.

K. B.: [puropun, Cisre »ofapbl 6araHbl3
YWiH Ken paxmeT! ©3 Ke3serimae MeH
CneKTaK/bAiH MyHAan TabblCTbl 60/1Ybl
FYHAAPObIH yprafFbl Ka3ak LblFapMallblfiblK,
TOGbIHA COHLLASbIKTbI }aKblH TaKblPbIAThI
YCbIHFaH cueHapucT peTiHae CisgiH
eHoeriHi3 gerim Kenegi. CisaiH Tapuxm
[paMaHbl3 KOPKEMAIK afblHaH CeHimi,
TYTaCTbIFbIMEH, COHbIMEH KaTap apeKeTTep
cepniHimeH epekuweneHeai. CueHapum ekxi
6anamMa MoeHNU—Tapuxu anemai: cepniHai
Kelneni—TaHIpiNiKTep oHe TypaKThl
XPUCTUAHAbIK—ETiHLWINIK 6pKEHUETTI
KOPKEMAIK KanTa XaHFbIPTy YLWIiH YTbIMAbI.

ByHbIH anablHAa XKYpPrisiireH KbicKalla
Lwony ATTuna KepKeM iCKe acbIpy YLUiH
o/1leyci3 TaKblpbIN eKeHiH KepceTTi. Atan
anTKaHda KasaK Tpynnachbl TOHIpiniK
epeKuwenikTi TonTilwTereH oK. CoHbIMeH
KaTtap, Ci3fiH cLeHapuiHi3ae 6onaluak,
WblFapManapfa KanTanaHb6acTbIK NeH
Biperennik cbii1anTbiH KENBIP MOAEHU —
Tapuxu Kbipnap 6ap. MeH 6yn xepae
FYHAapOblH 6arpaKkTapbl (AyHannbIK,
KapaTeHi3aiK aHe TabralTblK) Typanbl
€CKepTneHi anTbin oTblpMblH. Bip anta
KeTeTiHi, op TannaHblH, 63iHiH 6anpafFblHbIH,
6o0nybl KazaK xaHabIFbl Ke3iHae, atan
anTKaHa, 6ipblHFal opTaNblKTaHAbIPbIIFaH
MEMJIEKET KYPY YLLUiH KaKTbIFbICTap
KesiHaene cakTanbl.

Kasak webepnepi CizaiH OMbIHbI3ObI
}Ky3ere acblpya KpeaTuBTINiK TaHbITKaH
eKkeH. CueHapwuinre e3repictep eHrisinreH:
OyN cneKkTaKNbAiH 6ackl MEH asfbliHAAFbl
TOHIpINiK aaeT—fypbinTap. bacbiHaa —
FYHA@p KOCEMIHIH XaH FbIn }XapusanayaaH
(aK Kui3re canbin KeTepy cantbl).
CrnieKTaK/b/fliH COHbIHAA epney paciMiH
Kocy (ATTuNa pyxaHu OTaHbl acnaH anemiHe
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aKblpblH KeTepinesi). MoHFongapha myHaau
Kesae «On ToHipi 6onabl» Aen antanbl,
KadaKTapha 63 Xa/IKblHblH apacbliHia KanTa
Tyyabl Tinenai.

T. I.: gypbic anTtackl3. MeHiH gpamamia
pexuccepnepre apHanfaH KentereH
Martepuangap 6ap, onap e3aepiHiH
LWblFapMallbliiblK Kabbligaynapbl YiiH
iLliHEH coMKec ToNTaMaHbl TaH4an ana
anagbl. MeHiH nbecam (cLeHapui)
HerisiHae ATTUna onepachblH Xacan LWblFapy
aHafFypNbIM XeHi gereH ongamblH. Ken
OV NanpanaHbiNFaH Ka3aK CNeKTaKiHiH,
OeNHEMOHTaXblH KOPreHHeH KeniH ATTnna
Typanbl 6aneT }acay MYMKIHAIri Typanbl
onnanMmblH. bip ce36eH anTkaHaa ATtuna
OeNHeCI WbiFapMallbliibliK OMNanTbIH
aflamap YLiH WbIHbIMEH 1€ CapKblaMac
TaKblpbIN Aen oMlanmblH. bisai angarbl
yaKbITTa OCbl TaKblpbINTa o/l e KenTereH
WblFapMaLlblblK aHanbIKTap KYTETiHiHE
CEHIMAIMIH.

K. B.: Tamawa onnap! Kazak
KOMMNO3MTOpNapblH, atan anTkaHaa
KOMbINbIM MY3bIKaCbIHbIH,
aBTopnapbl AKTOTbl PauMKyoBaHbl,
CamaH LLlameHOBThI XoHe 9cen
OmapoBaHbl Ci3fiiH yYCbIHbICTapPbIHbI3
KbI3bIKTblpaTblHbIHA CeHiMAIMIH. bacKa aa
JapblHAbl KOMNO3WTopaap 6ap Mblcansl,
Baxtnap AmaHxon. AiTa KeTeTiHi, baxtuap
— TOHIpIiNiK My3blKallblK MOAEHUETTI TEPEH,
3epTTeyLli FanbiM, 6HEPTaHY KaHAMAATbI.
VI xanblKapanblK Fbl1bIMU—TPaKTUKabIK
KOHMEPEHLMACLIHbIH MaTepuanaapbiHaa
apusanaHrFaH Ka3aK My3blKasblK
[OCTYPAIH TOHIPIMiK AYHUETaHbIMAbIK
Heri3i Typasbl MaKanacblHAa TOHIpiNiK
M9EeHM BOSIMbICTbIH, TapaTblly apryMeHTi
peTiHae apTypi XasblKTapAblH My3blKasblK
acnanrapbl Typasbl epexe Herisgenei
[24]. CoHbIMEH KaTap CUMOOHUSANBIK
OPKECTP MeH opraHfa apHanfaH «ToHipre
Kyp6aH wWwany» CUMbOHUACBIHbIH aBTOPbI
9Ain becTbibaeBThI }oHe KenTereH 6acKa
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aBTopnapabl Aa antyra 6onagbl. O3iHiH NAesblIK—KOPKeMAiIK KYHAbINbIFb

AsiKTan Kene 6yn Makanagarbl afFblHAH AnMaThbl KanacbiHbiH, M.O.
TeaTp/bIKKOMbIbIMFa XYPri3inrex 9ye30B aTbiHAafrbl Kasak MEMIEKETTIK
OHepTaHyLWbINbIK Tangay KazakctaH aKageMusANblK ApamMa TeaTpbIHbIH
¥nbl anaHblH 6TKEHAEr epnik Tapuxbl CMEeKTaK/iHEH KeM 60NMaNTbiH ATTUNa
OoMbIHLIA XallblKapanblK bIHTbIMAKTaCTbIFbl  Typasbl onepa MeH 6aneTTiH Kyarepi
YWiH 6apnblK MyMKIHAIKTEP 6ap eKeHiH 60onaTblHbIMbI3Fa YMITTEHEMIH.

atan anTKblM Kenegi. YakbIT eTe Kene
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Mex0yHapodHas akademuss KOHKOPL

(Mapux, ®paHuusi)

lMaenodapckuli 2ocydapcmeeHHsbil nedazoasudeckul yHusepcumem
(MNaenodap, KazaxcmaH)

OBPA3 ATTUJ1bI B JIMTEPATYPE, TEATPE U UCKYCCTBE

AHHOTaUMA

TBopyecKom rpynnon B coctase YneHa Coto3a nucatenen dpaHummn (SGDL), npe3naeHta MexayHapoaHou
akagemun KOHKOP/, (AIC), npodeccopa Mpuropu Tomcku (Grigori Tomski) n MacTepoB UCKyccTBa Ka3axckoro
rocyfapCTBEHHOro akaeMMU4eCcKoro Teatpa gpambel MeHn Myxtapa Aya3oBa 6bli NpefcTaB/eH CNeKTaKkb
«ATTMNa 1 Aaumi», NOArOTOBAEHHbIM NO MOTUBAM UCTOPUYECKOW ApaMbl MBBECTHOIO NUCATENS U Y4EHOIO.
Hanucanuio cueHapwsa npewecTBoBana MHOIONIETHAS KponoTtaneas paboTa lpuropu TOMCKKU, MPU3HAHHOMO
B EBpone cneumanncta no UCTOPUM F'YHHOB M UX pennrnn. OanH U3 camblX MNI0OLOBUTLIX aTTUOBELOB U
TEHrpuaHoBea0B COBPEMEHHOCTM Npodeccop TOMCKY yAUBNAET MEAUMHYIO ayAUTOPUIO HE TOJIbKO Ka4eCTBOM
M KOJINYECTBOM CBOEr0 UCCefoBaTelbCKoro Tpyaa. Ho n pasHoo6pa3vem CTUIEN U KaHPOB CBOEW
npoayKumu. Llenb HacToswen 6ecelibl — UCKYCCTBOBELYECKUIA aHaNIN3 UCTOPUYECKON ipamMbl U BUAEOMOHTaxa
NpOo OAHOr0 U3 fiereHAapHbIX IMYHOCTEN B MUPOBOW UCTOPUKN ATTUSIbI B KOHTEKCTE TEHTPUAHCKOWN PENUrUn 1
MCKYCCTBa.

KnouesBble cnoBa: [pruropn Tomcku, ATtnna, TaHrpuam (TEHFPU3M, TEHTPUAHCTBO, TAHTPUAHCTBO).

G. V. Tomski, B. Zh. Kokymbaeva

CONCORD International Academy

(Paris, France)

Pavlodar state pedagogical university (Pavlodar, Kazakhstan)

THE IMAGE OF ATTILA IN LITERATURE, THEATRE AND ART

Abstract
The creative team consisting of a member of the Writers' Union of France (SGDL),
President of the International Academy of Concord (AIC), Professor Grigori Tomski and
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artists from the Mukhtar Auezov Kazakh State Academic Drama Theater presented

the performance “Attila and Aetius” to the audience based on the historical drama of a
famous writer and scholar. The script was preceded by many years of painstaking work of
Grigori Tomski, a recognized European expert on the history of the Huns and their religion.
One of the most prolific Attila and Tengri scholars of our time, Professor Tomski surprises
the media audience not only with the quality and quantity of his research work, but also
with the variety of styles and genres of his products. The purpose of this discussion is

the art history analysis of historical drama and video footage about one of the legendary
figures in the world history Attila in the context of Tengrian religion and art.

Key words: Grigori Tomski, Attila, Tengri, Tangrism (Tengrism)
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¢ YKUTb TAK,
YTOBbI
OMNPABJATb
YKEJIAHUSL.

REVIEW

UHTEPBbIO
C HATAJIBEW
FOHYAPOBOM

MPHTH 18.49.09 + 14.35

. . Ypa3bimOeroB !

! Kazaxckast HallHoHaJIbHAsT aKaeMHst UCKyccTB uM. T.
K. JKyprenosa

(Anmarsl, Kazaxcran)

}KUTb TAK, YTOEbI ONPAB/ATb JXXE/IAHUS.
WHTEPBbIO C HATAJIbEW FTOHYAPOBOM

AHHoTaymsA: B 6ecefie ¢ 3acnyxeHHon apTnctkon Ka3aCCP, novyeTHbIM paboTHUMKOM 06pa3oBaHus PK,
npodeccopom Kadeapbl negarornkm xopeorpadmm Kazaxckon HaLMoHalbHON akagemMmnmn UCKyccTB UM. T. K.
HypreHosa H. J1. ToH4apoBOW aBTOp 3aTparMBaeT BOMPOChl O TBOPYECKOW XU3HU U3BECTHOM Ka3axCTaHCKOM
6anepuHbl M Negarora xopeorpadun. leponHsa MHTEPBbLIO BCMOMUHAET O CBOEM MyTW B 6aneTe, o ponu b.

[. AloxaHOBa B €€ }XM3HWU 1 pacCKa3bliBaeT 0 xopeorpaduryeckoMm obpasoBaHunn. B 6ecene yepes cyaboy
6GanepuHbl PacKpbIBAETCA UCTOPKUS Ka3axCKoro 6aneTa, OCBELLAETCS €e COBPEMEHHAS UCTOPUS.
KnmoueBble cnoBa: Hatanbs [oH4YapoBa, Ka3axckuit 6aneT, bynat AioxaHOB, akaleMu1sl UCKYCCTB, TeaTp
onepbl 1 6aneta UMeHn Abas, monogon 6anet Anma-ATbl, GaKkynbTeT xopeorpadun, CTyaeHTbl-xopeorpadsl,

nejarornka 6aneta
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BBepeHue

OaHaxabl, He TaK gaBHO, yBuaeB H. J1.
[OH4YapoBY B O[IHOM YYpEKIAEHUU, OAUH
yenoBekK en ckazan: «A g4 Bac 3Hato! [ToMmHI0
Bce Balum naptuum Ha cueHe». Hatanbs
JIbBOBHa pacTtepsanacb 0T HEOXMAAHHOCTU:
TakK JaneKo yXe aTa CLLeHMYeCKas }U3Hb,
OBaLnK, BOCXULLEHHbIE B3NS Abl 3pUTENEN.
OHa gaBHO 3aHMMaEeTcs neaarormkon.
Ho, KaxkeTcs, U He ObISIo 3TUX 1IET —
CBE}M BOCNOMMHAHUS 0 KaXA04HEBHOM
paboTte B 6aneTHOM 3aJie, O TAKeNbIX,
HO BOOAYLUEBJIEHHbIX BbICTYM/IEHUSX, O
LBETax 1 annognMcMeHTax oT 61arogapHbIx
noyunTarenemn xopeorpaduyeckoro
MCKyCcCTBa.

Mbl 6ecefoBanu o pa3HblXx BpeMeHax,
TO OKYHasiCb B NPOLWSIOE, TO B CEMOAHALWHWN
[eHb. HaTtanbs JIbBOBHa paccKasbiBana
0 CBOEN TBOPYECKOM }U3HU U MOCTOSAHHO
BO3Bpallanacbh K TeMe CTy[eHTOB. 370,
{1 nonarato, UICTUHHOE nejarornyeckoe
npu3BaHne — aymaTtb O JII0JsX, KOTOPbIX
MOX€ELIb Hay4MTb, KOTOPbIM MOXELb
noAcKasarb.

OcHoBHaf YacTtb. UHTEpBbLIO.

— Bbl 3a ¢8010 XU3Hb 6bIniu U ecmb
8 pa3sHbIx urocmacsix — O04epuU, KeHbl,
mamepu, 6abywku. B kakoli Bam
UHMepecHee?

— Bbl 3HaeTe, BCe 3TU Mnoctacu
HEeo6X0ANMbl YENTOBEKY, K HUM MHOTMe
cTpeMsaTcs. B TO e Bpems B HUX
CyLLEeCTBOBATb HE TaK-TO NPOCTO: ObiTb
MaTtepbto Unun govepsio. Hanpumep,
€C/IM TOBOPUTb O MOEM JETCTBE, TO
1 )XMNa 0gHa B UHTEPHATE B rofbl
y4ebbl B Xopeorpapryeckom yunnuiie,
POACTBEHHMKOB PAAOM He 6bino. Poantenu
XWUNuW ganexko B YenabuHcKe. Buagenucb
Mbl O4eHb PEAKO, TOJIbKO Ha NETHUX
KaHWKynax. MHorne, KTo nonagaet B TaKyto
CUTyaLMIo, HE BbIAEPHKUBAIOT 1 6pocatoT

y4eby. Ho y MeH$ 6blla KOHKpPETHas

LleNlb — TaHueBaTb, O6biTb 6anepuHoON,
6narofaps KOTOPOW 9 BbICTOsINA NPU BCEX
BO3HMKaOLWMX TPYAHOCTAX. ATO 6bII0

MOE€ SIMYHOE KenaHue. XoTd nana 6bin
NpOTUB, MOTOMY YTO 1 HaXoAMnack Aanexko
OT ceMbM. Mbl y4MAUCb Ha NPOCMEKTE
CrannHa-KoMMYyHUCTUYECKOM, YCITOBUM
ANg KOMGOPTHOM HMU3HN NMPaKTUYECKU He
6b1/10. Hanpumep, He 6bIS10 ropsiyen Bojbl.
Hac Boavnu B cTapoe 3aaHue ropofcKom
6aHu (rae cenyac apacaHckue 6aHu CTOAT)
nocne AecsTv Beyepa, Korga yxe gng
noceTuTenemn 3aBefeHune 3axkpbiBanock. Ho
Mbl, ETU, BOCMPUHMUMAIN }KU3Hb IEFKO U
NPOCTO, KaK AaHHOCTb, MO3TOMY 6bITOBbIE
TPYAHOCTHU Hac Mano 3aboTuUu.

— BbI OKOHYUU WKOs1y U Apuwinu
8 meamp. Ha mom momeHm Bbl yxe
pabomarnu e TATObe, Ho kK Bynamy
AroxaHo8y riepewsiu rnoymu 4mo cpasy
Xe...

— AloXxaHOB BblnycKas Hall Knacc.
Torga ele 661710 AEBATUNETHEE 0BYYEHMUE.
[o aToro Ham npenogasana BepoHuka
BuktopoBHa Ky3HeL,oBa — npekpacHas
6anepuHa, OKOHYMBLUAsA NepPMCKoe
xopeorpaduyeckoe yymnuiule. OHa
obnafjana TakMMU JaHHbIMU, KOTOPbIX
Mbl HUKOrAa He Buaenu. OHa O6blna o4eHb
KpacuBa B TaHLe. XOTs Ha4o OTMETUTD,
4TO el HeloCTaBasio TEXHUYECKOM
OCHalleHHocTu. Ee myxxa Onera
AradoHoBa, ornepHoro 6aca, npurnacunm
paboTaTb B Hall TeaTp, OHa npuexana c
HMM. OH BenukonenHo nen Meoucrtodens
B «daycte» LL. I'yHo. BepoHurKa
BuKTopoBHa TaHLieBana Bce Beaylime
naptun — Aspopy, Kuzenb 1 gpyrue.

Mbl 6bI1M Y HEE MEPBLIMU YHEHUKAMMU.
lMoTOM OHa yuwna, a Hac HUKTO He XoTen
6paTtb. bynaT AtoxaHoB B 1965 roay ctan
XYAPYKOM y4umLLa 1 B3N Knacc peosrT,
rae yumnmncb Muntam TneybaeB, Anexkcen
CembsiHOB, bayprkaH Elumyxam6eToB,
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Anekcangp TaryHoBs, PycnaH ®eoKTUCTOB.
Hac eMy Toxe NpuLLINOChb B34Tb, A0/
pyKoBOAUTENS «3acTaBW/». Mbl BCE NOLLK
3a HUM — Jliogmunna XmeneBcKas, Jlnnma
Kyapssuea, PavHa A6apallnToBa,
Hapnexxna lonybesa (AnekcaHapoBa),
lnbaa Kum (LWakup6aesa), LonnaH
bantyneHryroBa (HypuHa), CtaHucnas
KonecHuK u a. J1. KyapsiBueBa, KCTaTy,
BbIMAA 3aMy>X 3a TaHLLopa 6asibHbIX
TaHUEB, Nepeluna «tygar, rae goéunacb
XOpPOLLINX pesysibTaToB. [ToTOM OHa Aarke
npenojaBasa Cc My>em 6anbHble TaHLbl B
YYUIULLE KaKoe-TO BpeMs.

Mbl paboTanu ¢ yTpa Ao Ho4yu. B
[IEBATOM KJlaccCe yXKe He HYXHO yaenstb
MHOIO BPEMEHU METOAMKE, — HYXKHO
6o/blle Bpallatbcs, npblrath, TaHUEBATb,
TO ecTb paboTaTb «B MOJIHYIO HOry». bynat
[@a31M30BKY NocTaBuU/ BCE HOMEpPa A1
BbINMYCKHOrO. A y}Ke Havyana CtaxKMpoBaTbCs
n pabotaTb B [ATOBe. MoTtom, Koraa
AIOXaHOBY HYXKEH Obl1 KOCTAK AN
CO3[aHusi CBOEro KOJIEKTUBA, 51 Oblna Tam
B YnCne nepBbiX, 6€3yc/oBHO. { paboTtana
B TeaTpe v napasnienibHO B TOM Xe 34aHnn
Mbl 3aHMManuce ¢ bynatom lasn3oBuyem,
KaK TO/IbKO ocBob6oXXgancd 3an. B 1967
rofly OH BbIMyCTW/T1 CBOW MYXCKOWM KJlaccC U
cozpgan «Monogon 6anet Anma-ATbli».

— To ecTb Bam 6bIno MHTEPECHO, YTO YenoBeK
aenaet HoBoe? Bbl He Me4dTanu o Knaccuyeckom
peneptyape?

— 4 c ynoBonbCcTBMEM paboTana B
ornepHom Teatpe. TaHueBana HEBECT B
«JlebeanHOM», NOAPYIKEK B «HKU3enn»,
TPONKY HUM® B «BanbnyprneBomn HoUM»,
naHeHKy B «baxyncapanckom doHTaHe» U
Apyrve naptmn. Ho Bce 310 Bpems 4 eLle
paboTana 1 ¢ AloXaHOBbIM (PUCYHOK 1).
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PucyHok 1— H. lonuaposa u b. Emimyxam6eros.

Cuena u3 6anera «Kapmen-cionra»
JK. Buse — P. lllenpuna B nocranoske b. AoxaHosa

Mbl rotoBUIK NporpamMmy. XoTs NoTom
MeHs npurniawanu daypeH A61pos,
3aypbek Panbaes, gaxke Bnagumup
bypues. lMprnyem nocneaHnin ckasan

TaK: «KaK TO/IbKO Thl MPUHMMAaELLb
npurnawexHune, 9 TyT e BbINUCbIBaO
penetuumio “JiebeanHoro”». A a1 cebs yxe
He npeacTaBnana 6e3 «Monogoro 6anetar.
Ho Hao OTMETUTb, YTO B penepTtyape
aHcambng 6blinn Bapualmm Unn na-ae-ae
N3 MMPOBOW KJTACCUKK U Mbl UCMIOSTHANTN UX
Ha CBOMX KOHLIEPTax U Ha racTponsX.

— Bbisano nu makoe, ymo Bbi
npednaeanu b. . AtoxaHosy Opyayto
porsib, YemM my, Ha Komopyto oH Bac
Ha3Haqun?

— 4 Bcerga wna 3a AloxaHOBbIM
KaK 3a pyrkoBoauTenem. bbiBanu Takue
MOMEHTbI, KOrAa s XoTena oHy napTuio, a
OH npeanaran MHe Apyryto B 04HOM 1 TOM
e 6aneTe. XOTd MHe Ka3anocb, 4TO MHe
60nblle NoAXOAWT Apyrasg napTus, YTo 1

CMOry 3TO UCMNOJIHUTb, HO OH TaK He CHUTasl.
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. 1 o4eHb XopoLlo nNoHKMMana AloxaHoBa,
KaK Xy[IOXXHWKa, KaK TBOpLa, ero B3rajpl;
BMAENa MbIC/IX, KOTOPbIE OH XOTE
BOMNAOTUTb. MHe 6b110 KOMPOPTHO. TakK
NpoLIo BOCEMHaALAThb JIET. A B NpuHLUMNe
MbIC/TMNa TakK, Y4TO NOTOM OCTaHyCb 1 Byay
paboTaTb NefaroroM-peneTuTopom B
TeaTpe. A eMy Takas MbIC/lb B FOJIOBY He
npuwna. B aToM Mbl C HUM He COLLIUCH
[cmeeTcq].

— Kak nosnusn Ha Bauy U3Hb
Bynam lasuzoeuy AroxaHo8?

— Ero ponb B CTaHOBJIEHMM HAC
KaK IM4yHOCTEN OrpomMHa. Mbl 6biun
MHTEPHATCKMMK AETbMW, KOTOPblE 0CO60
HWUKOMY He BblIN HYXKHbI B NJaHe pa3BUTUS
Hallero BHyTpeHHero mupa. Korga mbl
Hayanu ¢ HUM paboTaTb, OH CTaj Hac
06pa30BbiBaTb, OTKPbIBAN HAM MUP,
pacLnpsin Kpyro3op, 3acTtaB/isa MbICAUTb,
CNylWwaTb My3blKy, aXKe B KAKOW-TO CTeNeHn

BHWKaTb B penepTyapHyto NOJIUTUKY TeaTpa.

(pucyHok 1).

PucyHok 2. H. Tonuaposa u b. Aioxanos. Cuena u3
6anera «Kapmen-cionra». 1969—70

Korna mbl npuesKasnu B HOBble

ropofa, OH BeJl Hac B XyAOXECTBEHHbIE

N KpaeBeaYeCKNE My3eMn, Ha

KOHLLEPTbl CUMDOHMYECKON MY3bIKM,

B ApamaTU4yeCcKUe 1 onepHble TeaTpbl.
Bcemu crunamu ctapancsi, 4To6bl Mbl
MOT/IM NO3aHUMaTbCS B ONEPHOM TeaTpe ¢
APYrMMuK apTUcTaMu. He 3Halo, Kak y

[IPYruX, HO Y MEH$ rnasa OTKpPbIBaauChb.
Mo3TomMy Mbl 3@ HUM ¥ WNK. CymTato,

YTO 3TOT €ro BKIa/ B Halle pa3BuUtne
HeoLeHMM. A 6bl HUKOra He 3Hana
CTOJIbKO MY3blKW, KOMIMO3UTOPOB,
nucaTenen, ecnu 6bl He OH. Cenyac 4
TOXEe C YOOBOJIbCTBMEM Yy3Halo BCE HOBOE,
KaK rybka, Bce BnuTbiBato. MHe Bcerga
WHTEPECHO Y3HaTb YTO-TO CBEPX TOr0, YTO £
3Halo 1 yMelo.

Ecnu cenyac cnpocuTb y Hallmx
CTYAEHTOB YTO-HMOBYAb NPO MYy3blKY, MO,
KOTOPYIO OHM TaHLYIOT UK N0 KaKyto
CTaB{T, OHM He Bcera OTBETAT, MOTOMY YTO
He MHTepeCyTCs aTUM coBceM. [lenatoT B
CBOMX MOCTAHOBKaX KaKMe-TO HEMOHATHbIE
KOMMNUASALMK U3 COBPEMEHHON UK
KJTaCCUYECKOM MY3bIKKW, HE BCEraa
rPaMoOTHO CMOHTUPOBAHHLIE.

lNomHlIo, Koraa padotas B «<Monogom
6anete», Mbl pa3BieKanncb TeM, YTO
BCMOMMWHaNM B CBOOGOAHOE BPEMS MU HA
nepepbiBax KnaccuyecKkue Bapuaumu.
(pucyHok 3).

H. Tonuaposa u b. Emmyxam6etos. Pas-de-

deux u3 6anera «Kopcap» JI. Munyca. Konerr
1970-x

N3 «J1lebeanHoro», «Criguien KpacaBuLbl»,
«baxyncapancKkoro poHTaHa» —
TaHLUeBanu Bce noapsa. Apyron sonpoc,
KOHEYHO, KaK Mbl 3T0 Aenanu [cmeeTcs]. A
cenyac BOT eC/IM TOBOPUTb O CTYAEHTaX —
Yy HUX €CTb NpeameT «Xopeorpaduyeckoe
Hacneaue». To, 4YTO UM AaltoT, OHM ene-

ene yyart. A NOTOM yXKe HE NOMHSAT
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yepes nonrojaa BoobLLE HUYETO. Y HUX
xopeorpaduryeckoe Hacneane aeT paHo,
Hafo Ha TPeTbeM-4eTBEPTOM Kypcax.
lMoTomy 4TO Te, YTO NPULWAM Ha daKynbTeT
HE U3 YYUnLLA, ELLE HE BHUKIIN B y4EOHbIN
npoLLecc, OHM HE COBCEM MOHUMALIOT,
Haxo4sTCA B KAKOM-TO NPOCTPaLuu.
3anomMunHaloT xopeorpadmnyecKkum TEKCT,
He ocMblcnssa ero, ndyyas «[1oH Knxota»
nnu «Cnsuyto Kpacasuuy». Ho 310 UM HH
O YeM He roBOpPMUT. A Te, KTO U3 y4nnuluia,
OHW BPOJE AOMKHbI MOHUMATb, HO UM
KaK-TO BCe paBHo... Takoe 4acTo 6bliBaerT.
YBepeHa, 4To B npodeccuto negarora Unm
xopeorpada Hago NpPUXoanTb OCMbIC/IEHHO,
C onbiToM paboThl, a He cpady nocne
yYunuua.

Y MeH$ BCe CNOXMUI0Ch TaK, YTo
91 3aHMManacb Bcerga Tem, 4Yem s
X0oTeNa Uy MeHs Bcerga ctosna Lenb
— cAenatb CBO pPaboTy KaK MOXHO
Jiydule, 4To6bl MHE camMOon 6bI110 NPUSATHO
W MHTEPECHO. A cenyvac CTyaeHTam
MbITalOCh YTO-TO AOHECTH. [TovyBCTBOBaATb
TAry, CTPEM/IEHME K 3TOMY NpeamMeTy
[« Teopusi u memoOuka rpenodasaHusi
Knaccu4yeckoa2o maHua». — npum. L.
Y.], noHMMaTb 3TO, KaKoe ABUMKEHME U3
KaKOoro BbIXOAWUT M MOYEMY UMEHHO TaK
npoucxoaut. Bot aToT anropuTtm, Korga ero
NOCTUTHELb — 3TO TaKoe yA0BONbCTBUE,
MHE CamMOW CTaHOBMWTCS MHTepecHO. TaK
XO4ETCS, YTOObI OHW 3TO NMOHAIN, YTOObI
OHM MOYYBCTBOBASN, YTO K YEMY U Y HUX
y camux Bce nony4mtcs. Ham gasanu
TONIbKO MaTtepuan, 4To B y4ebHUKe eCTb.
Mbl NMCany KOHCMEKTbI, Mbl NOMyYanu
MHdOPMaLMIO — BOT 3TO AOIKHO TaK
NCMNONMHATLCS M HUKAK He NO-APYyromy.
Koraa s Havyana yxke npenogaBaTb, y
MEH$ LlenoYKa Havyana BbicTpamnBaTtbhCs,
OTKyAa 1 MOYEMY 3TO UMEHHO BbIXOAMT.
foBoOpto cTyaeHTaMm: «Bbl He 3y6puTe, Bbl
noctapamnTecb MNOHATb, U 3TOT aNrOPUTM
OyaET BbICTPaAnBaTbLCS U3 IOTUKM».
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NHTepecHO TO, 4YTO 5 40 CUX MNOP eLle BO
MHOIMX BeLLax He YBEpPEHA, MHE KarKeTcs,
YTO MOXHO HAWTW HOBbIE BapuaHThbI
NCMNOJIHEHNSA ABUMKEHUS. A OTKpbITa
HOBOMY.

— Kmo ewe noenusin Ha Bac e
npogbeccuu?

— 9 noMH10, KaK K Ham B «Monogon
6anem npuesxana Hatanbsa JyanHcKas.
Y MeHs yxe Oblniv CO3HaTeIbHbIM BO3pacT
W JOCTATO4HbIM OMbIT. A COBCEM MNO-
Jpyromy BHMKana B eTajav UCNONHEHUS
ABWMXEHMUS, O KOTOPbIX OHa pacCKa3biBana.
BcnywunBanachk B ee cnoBa 0 HtoaHCcax.
Mpuesxanu bopuc Markos, Oner Cokonos,
Anna Ocunenko, xoH MapKOBCKUMN.

[MomMHI0, KaK y Hac cTaBun AnekcaHap
MNony6eHuEeB, KOTOPOro ABa)abl
npurnawan u Haw darynsteT [PaKynbTeT
xopeorpadumn KasHAU nm. T. K. *KypreHoBa
— npum. [. ¥.] ¢ macTep-knaccamu. OH,
MONOJON U APKNIA, CTaBWUN Xopeorpaduto,
KoTopas He 6blila YACTO KI1aCCUYECKOM
B ee TpaguLIMOHHOM MOHUMaHUK. Y
Hero 6blJ10 KaKoe-To CBOE BUAEHME.
BblNo UCKNIOYNTENBHO MHTEPECHO C HUM
paboTtatb. Koraa Mbl HeaBHO BCTPETUIIUC,
1 Ha HEro Kak Ha 6aneTMencTepa 0 CUx
nop cMOTpesa ¢ BOCTOPXKEHHbIMU rNa3amMu.

Elle Ha MeHs nponaBen 60blloe
BMNeyvaTneHne PamasaH banos, Korga oH
Tpyamnca B yunnuule (PucyHok 4).
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Pucynok 4. H. Tonuaposa u b.

Eumyxam6eton. Pas-de-deux us 6asera
«Kopcap» J1. Munyca. Koner 1970-x

A npuwna Tyaa pa6otatb B 1987 roay:

B TO BPEMS OH KaK pa3s cTaBui 6anet
«TWweTHasd NpefoCTOPOXHOCTb». A MHOIO
X0AMna Ha ero penetuumnu, Habnogana,
KaK OH NnoKasbiBa/it NapTuun. Y Hero
KaXk[blM TaKT U pa3Hble, Kasanoch 6bl,

3/1IeMEHTapHble KNaCCUYECKMNE ABUKEHNS,

Hanpumep, glissade, pas de chat, 6bl11
OCMbICNEHHbI U coaepKaTenbHbl. Bce
NOCTaHOBNEHO NpeaenbHO My3blKaslbHO
N UCMOMHANOCH TaK e, @ MU3aHCLEHbI
[OJIKHbI 6bI/IM COOTHOCUTbLCS MO
ABVXKEHUSAM C CIOXETOM crekTakns. OH
OY€eHb CKpynynesHo paboTta. [ns MeHs
370 ObIJI0 LenbiM OTKpbITHeM! BOT KaK
Hajo paboTtaTb Hag NapTUaAMK. UX He
Hado «WnapuUTb» U KPYTUTb NO BOCEMb,
[IBeHauaTb NMPyaToB Uan dyaTe; He
Hado Npbirath Bbille 1 cunbHee. Hago
npuaaBaTb BCEMY OCMbICIEHHOCTb U
3HAYUMOCTb.

PamazaH CannkoBu4y ocTaHaBMBan
YY4EHMKOB, OOBSACHS UM, YTO OH XO4YET
BMAETb. [lenan aTo 04eHb UHTENSIMTEHTHO
— TaK e, YeM OH noparkan Ha CLieHe
— apUCTOKpaTUYHOM Nojadyen ponu.

OH npenoaHocuKn ceba HeEHaBA34YMBO,
KYNbTYPHO, O4EeHb €CTECTBEHHO Y OYEHb
cepKaHHo.

TaK OH paboTan U ¢ y4eHUKaMK, 1 C
apTucTamu. Ha penetuumsax oH HMKoraa
He noBblIlan rosioca. OH 06bACHAN, KaK
Hago caenatb. [1pocrn NOBTOPUTbL KaKom-
TO HEO6XOAUMbIV dparmMeHT, FOBOPUI, YTO
XOPOLLUO UCMONTHEHO, YTO Noxo. Ero noaxoa
3aKJ/1to4ascs B TOM, YTO Jly4lle OCTaHOBUTb
M NOroBOpUTh: «BOT yuTH, Thbl 30€Cb HE
[loXKan, 3ecb nepesepTencs» n npoyee. Y
HEero Ha yaMBfieHWe XxBaTasno TepneHns B
OT/INYME OT apTUCTOB, KOTOPbIM NKLLb Obl
NMOCKOpEe CTaHLeBaTb M MOWTU OTAbIXaTb.

— 3aKoH4YMNCa cneKkTakib. Kakune
y Bac olwwyuieHna?

— WMHorpa 66110 4yBCTBO
yaoBneTsopeHus. Tbl BbITOXKKUIACh
NOSIHOCTbIO, JOHECA, YTO XoTena, Ao
3puTens. bbiBanu 1 Takne CNeKTaKkIu,
nocne KOTOPbIX XOTESI0Cb «MOBECUTLCS»
[cmMmeemcs]. 3To He caenana, To He
caenana, TaM Jisdn» 1 npoyee. Beeraa
Oblla K cebe 04eHb TpeboBaTesbHa.

7 vyawe Haxoamna B cebe 60osiblle

MJ0X0 UCMOMHEHHOr0, YeM MPEKPACHO
CTaHLoOBaHHOro. «[lpeKkpacHo» — NoKanyw,
HU4yero [cmeemcs].

MHe [0 CUX MOp CHUTCH, YTO 9 cenyac
JIOMKHA UCMNONHUTb creKTakb «<KapmeH.
CTol0 ye B KOCTIOME 3a KyIucaMun U He
MOry 3aBsi3aTb TeCEMKU. My3blka Urpaer,
ocTaeTcs ABa TaKTa, Hajo BblberaTtb Ha
CLIEHY, @ 91 He ycneBalo.

Mnu BOT elle HefaBHO 6blN COH. TaHLyto
KaKylo-TO MNapTUIO U XO4y, 4TOObI 3TO BUAEN
AtoxaHoB. YToObl OH OLEHWN, YTOObI OH
yBWUAEN, 4TO 1 MOTY, Y4TO 51 BCE eLle MOrY.
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— Hamarnbs JIbeosHa, Bbl 0080/1bHbI
ceoel «barnepuHckol» cyobbou?

— MHe o4eHb NOBE3S0 B XXU3HU. Toraa
apyrve 6bi1M BPEMEHA, APYrve aTaNoHbl B
xopeorpaduun. BoT cenyac, Koraa s CBou
3an1cu CMOTPIO, KOTOPbIX BCEro-To pas-
ABa-Tpwu, 5 cpasdy roBopto: <HMKomMy 3To He
nokasbiBanTe!l» O4yeHb HEJOBOIbHA COOOMN.
Ho B Lenom cumtato, 4TO BCE CIOXKMUIOCh,
KaK CNOXMNOCb, HO CNIOXWOCh YAa4HO.
MHe KOMPOPTHO 6bIN0, A HUKOTAA He
lna n He gobmBanach Toro, Y4To 9 He Mory
coenatb: «[Jante MHe, 9 xo4y!» 4 cumtana,
YTO CBOW XeNnaHua [0/XKHa onpasaaThb.
Ecnu Kakune-To mapTum MHe He fgaBanu, 1
C 3TUM MMpunacb. Cyntana, 4To 3T0 MOS
HegopabOoTKa, YTO 4 ellle He COOTBETCTBYIO,
W oTnyckana 3To. [la, KoOHe4YHO, MHE MHOroe
XOTENOoCh CTaHueBaTb. Kak 6e3 XenaHun
MOXHO XWTb Ha cBeTe? [cMeeTcs] Beceraa
yero-to xo4yetcs! (PucyHok 5)

Pucynok 5. H. Tonuaposa u b.

Euvyxam6etoB. Pas-de-deux u3 6asera
«Kopcap» JI. Munyca. Konerr 1970-x
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— Kakue ka4yecmea Bbi UeHUme 8
noosix?

— YMeHue xopolo paboTtatb. Jltogen,
KOTOpble MMest NPUPOHbIE CKIIOHHOCTH
K YeMy-To, onpaBaanu ux. A He nobto
OUneTaHToB. ELle YenoBeK AOMKEH ObiTb
nopsaoYHbIM. BoT cenyac o nopsigo4HOCTH
rOBOPST 0O4EeHb Mano ctyaeHTam. OHu
MOHATUA HE UMELOT 06 aTOM. [To-Mmoemy,
3TO cCaMoe rMaBHOE: eC/IU YENOBEK
nopsAoYHbIN, OH HUKOrA4a He caenaet
Mnoas0CTb, HE OOMAHET, He «NonaeT
no Tpynam». 9 roBoOpto 0 HacToALLEWN
NOPSAI0MHOCTU, HE «MOKa3yLHOW». A Belb
3a4acTyto NI0AM TOXKE pa3HbiMK cnocobamu
[J06KBaOTCA CBOUX LlEeNen.

— Hamarbs JlbeosHa, pacckaxume,
rnoxarnytcma, o ceoeM orisime pabomsi 8
lNapuxe.

— MHe Tyaa npeanoXunm noexarb
JaTb MacTep-Knaccbl Ppuaepuk
OnaroH u NackanuHa Hoanb, KOTOpble
pa6oTtanu B cepeanHe 1990-x y Hac B
xopeorpapuyeckom yumnuiie. A notom

MeHs npuriacuna K cebe magam Crannosa.

Ee 6onblas wKona 6a3mvpoBanach B
3HameHuToM Salle Pleyel, y Hee 6bin1 LienbIn
3Tax. 4 Tyaa noexana B ceHTa6pe 1999
rofa v paboTtana oKoso nonyroga. *vna
Ha ocTpoBe CWT3, floe3ana [0 WKOMbI Ha
MeTpo. Magam CtaHfioBa ana MHe JeTen
NATOrO-LECTOro roga oéy4yeHus. Jetn 6biau
0YeHb NOCAYLWHbLIMW, UCAONHUTENBHbLIMU

W KpanHe AUCUMNIMHUPOBAHHbIMMU.
OTnn4anach 3Ta WKoNa TeM, H4TO Y HUX
MPUHSATO «MPOrOHATb» YPOKM, @ HE KaK Y
Hac — OCTaHaB/IMBaTbCH Ha OTPabOoTKe
onpeaeneHHoro ABUXeHNs, 10BOANTb €ro
40 GUANTPaHHOro UCMONHEHUN. MHTepecHOo
BCMOMHUTb 3TO BpeMS.

Ewe y meHs Tam Gbina rpynna Tex, <koMy
3a...» Cpeaun HMX 3aHMManach 6biBLIas
apTUCcTKa 6aneTa, TaHUeBaBLWas Korga-

TO GONbKIOPHbIE TaHLbl — el 6bl1o 82
roga. OHa o60Kana BpaLLleHus, XOTS 5 C
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yXKacom Ha 3To CMOTpena: Majam TaK JIuXo
M MHOTO Bpallanacb — 6bl/10 CTPaLLHO,
YTO OHa cenyac y MeHs Kyaa-H1byab
«3aBepTUTCS». ..

— Y10 Bbl AiYMaEeTe 0 cocTosHUKM BGaneTa
B KazaxcraHe?

— 06 3TOM 9 MOry CyanTb NO racTPonsm
[1IByx TeaTpoB 13 AcTaHbl. B peBpane 2018
roga TeaTp «ActaHa Onepa» NnpuBe3 ABa
cnekTaknsa «MaHoH» KeHHeTa MakMunnaHa
n «Cobop NapmKcKomn 6oromarepm»
Ponana lNeTtn. 3Tn 6aneTbl HE HOBLIE,

NX yXKe MHOTMe TaHUuEeBanu u BUAENN.

Mbl cMOTpEn“ MHOXeCTBO ¢pparmMeHToB

B NMPEeKpacHOM UcnonHeHnn. N 1yt —
HallW TaHLYIOT. Y MeHs Bblla onackKa:
npuaellb U yBUAWLb NPOBUHLMANBHbIN
6asnet. Ho Korga s noceTuna creKkrakib,
nony4una 60nblLlIOe YA0BONLCTBUE U

Oblna o4eHb BreYyatneHa. Bce 4eTKo
0TpaboTaHO, COIUCTbI UCMOJTHANN

napTum NpeKkpacHo. 3TO BEIMKONENHbIN
ypoBeHb ansa KasaxctaHa. OHU cenvac
yacTo ractponupytot. B ActaHe s Bugena
«baspepKy», Korga esguna pykoBoautenem
Ha npeamMeTHyo onnmnuagy B KaszHAX.
Mbl TO/IbKO OCTaBUAK BELLM B OTENE nocne
camorseTa 1 cpaly Ha CreKTaK/b (MHe MOoun
YY4EHWULLbI, HbIHE aPTUCTKKN BaneTa Kynuau
ouner). {1 Bce yBuaena, BCeEM 10BOJIbHA:
NPeKpacHO NoKasaHbl Oblv U IMOLINH,

N TEXHWKa. YPOBEHb Yy TeaTpa O4eHb
BbICOKHWH.

YT10 KacaeTca Teatpa «AcTaHa banet,
MOMHIO, YTO OHU MPUESKaNU Yepes
Tpu Mecsila nocne «ActaHa Onepar. A
CMOTpesia HECKOMbKO cneKTaknen. Bo-
nepBbIX, MHE OYE€Hb MOHPAaBUICH YPOBEHb
ncnonHeHuns «CepeHaabl» . banaHuyunHa,
BCe TOYHO BbICTPOEHO, OTPaboTaHo.

OyeHb MHTEPECHbIN cneKTakb «Canomes»
Mykapam Aby6axpueBon. Tam MHe
noHpasunacb AixxaH MyKaTtoBa, eLe
XopoLo TaHUeBann Kazbek Axmeabsapos,
®dapxag bypues. UcnonHutenu 6biam

BE/IMKONEMHbIMU M BaneT XopoLlo caenaH.

— A Kak Bam Yunbsam dopcamnt?

— @opcawt! Korga s yBuaena, 4to
caenanu B «ActaHa 6anete» ¢ 3TUM
6aneTom, MeHs aTO BCe 3ax/IECTHYJO,
3a4eno. Tak BaXHO OTHOLEHWE apTUCTOB
K TOMY, YTO OHM AenatoT Ha cueHe. OHU
BblKNaAblBaMCb MOMHOCTbIO, HA HUX
CMOTpPEThb 6bIS10 OAHO YA0BOJIbCTBUE.

— To ecTb Bbl npuBeTCTBYETE TaHEL,
[la)ke ecnv OH He KNaCCUYEeCKUI, rMaBHoe,
4TOObI 3TO 6bISIO KPAacMBO?

— [da!

— KaK HacueT ypoBHs 6aneTta B
Anmartbl?

— XOpoWwwnK ypoBeHb TaHLa Yy Hac 6bi
BO BpeMeHa M. Kaabiposo#n, b. CmarynoBa,
M. TapnaHoBa, I. TyTkubaeBon, I. AnneBomn
W HEMHOTIO paHblue. Tenepb COBPEMEHHas
MOJIOAEXb padbexanacb, MHOrne B ACtaHy
nepeexanun. Ytobbl 6bi1a xopollas Tpynna,
Hago paboTaTth. Bce, KTO NEHUTCH — OHMU
TAHYT TPyNny BHM3. Pa3 Tbl Npuwen B TeaTp
— paboTan, He OT/IbiIHMBaW, Kakas Obl HK
Oblna y Tebs 3apnnaTta — Tbl }e caM 3To
BbliOpan, Tbl Cam MPULLES Ha 3TN YCIIOBUS.
Y Hac B TeaTpe [B «Monogom banete». —
npvm. . ¥.] HUKOrga Takoro OTHOLEHUSA He
Oblno.

— Haranbs JIbBoBHa, Balu
paccy*KaeHUs 1 MbIC/IM, KOHEYHO, nonyyaT
onpeneneHHyto pepneKkcuto y Yntatesnen.
Ho Bce-Taku ecTb I y Bac Kakoe-To
noxkenaHue ans éyayuimMx apTucToB,
Oyayunx negaroros?

— §1 BOT TaKoOM peLenT gaxke no60oCh
BblCKa3aTb, BblgaTb. [TOTOMY 4TO BEeb Y
Nofen BCAKOe ObIBaET, Y KaX4oro cBos
cyab6a. OHM JOXOAAT 10 KAKOro-TO YPOBHS.
MHoroe 3aB1CHUT OT 06pa3oBaHus, OT
*M3HEHHOro onblita. [oaToMy cCKasaTtb
«aenav BOT TaK M BCE MOJyYUTCS»,
HEBO3MOXHO. {1 cHMTalO, YTO KarKabln
4yesIoBEK AOMKEH AenaTb TO, YTO OH 1I06MUT,
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TO, YTO EMY MHTEPECHO M CTapaeTcs B 3TOM
106uUTbCA 6oee BbICOKOIO YPOBHS, YEM
MMeEET. 4 NblTatoCb 3TOMY Hay4YUTb CBOMX
CTYAEHTOB, YTOObI OHW UCKaNKU 3TO 3epPHO,
4TOObI AyMasin, KaK OHO npopacTaeT U
YTO IONKHO M3 3TOro NoayyYnTbes. U elle
— NoYeMy CNy4ymsoCh, YTO U3 HEFO YiKe
BbIpPOCNO «Takoe»? Korga negarory He
HpaBWTCs cBOS paboTa, TO U CTyAEHTaM
He 6yaeT HpaBUTbCHA. COBpeEMEHHYIO
MONOAEXb TPYAHO NpMBEYb, HO MOXHO
3apa3unTb U yBNieYb CBOEN NI0BOBbLIO K
npodeccuu.

He Hago ocTaHaBNMBaTbCA Ha
[AOCTUIHYTOM, CHUTATb, YTO YKe Bce
3aKOHYEHO, YTO MOXKHO «MO4YMBaTh Ha
naBpax», «aante MHe ntboro, mory
Hay4uTb». Bce paBHO CyLLIECTBYET Y4TO-TO
60/bllee, YeM Tbl 3HaelWb. BoT K aTomy
Hafo CTPEMUTbLCS (PUCYHOK 6,7).

3aknoueHue.

Hatanbs JibBoBHa [oOH4YapoBa Nt06UT
CBOt0 paboTy. OHa 04eHb 3MOLIMOHANbHO
pearnpyeTt Ha ntobble TEMbI, CBA3aHHbIE
CO cTyaeHTaMu. BKnagbiBas BClO ayLly

PucyHok 6. Hatanbs u Bayecnas loH4YapoBbl. Pas-
de-deux lnaHbl u AKTEOHa U3 6aneTa n3 6aneta
«Qcmepanbgar L. MyHn. 1979-80
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B MOJSIOAbIX PEBAT, OHA AEUTCHA C HUMMU
CBOWM 60raTbiM OMbITOM, AAapUT UM TO,
4YTO e goporo. [pn 3TOM OHa HUKOoraa He
OCTaHaB/IMBAETCS Ha JJOCTUTHYTOM, BCE
BPEMS Haxo4sCb B MOMCKE OPUIrMHANBbHOIO
M Heobbl4YHOro B negarormke. H. J1.
[OH4YapoBa OTKpbITa HOBbIM MbICASM,
HOBbIM MeTOAMKaM, KOTopble MHOTAa
co3fjaeT cama.

B 6ecepne ¢ H. J1. loH4YapoBoH
pacKpbIiBaeTCs ee TBOPYECKas XU3Hb
B Konnektuse «Monogon 6anet Anma-
ATbl», OHa paccKa3biBaeT 0 ponu b. I
AloxaHOBa B €€ }W3HU, 0 CBOMX B3rnajax
Ha xopeorpaduyeckoe o6pazoBaHue u
COBpPEMEHHbIX CTYAEHTOB. YnTtatenu yepes
cyabby 6anepuHbl MOrYT MO3HAKOMUTBLCS
C UCTOPUEN Ka3axcKoro 6aneta n ee
COBpeMeHHOoe coctosHue. UHTepBbLIo
OyaeT MHTEPECHO HaYMHaoWMM
negaroram xopeorpaduu 1 ctyaeHTam
xopeorpaduyeckunx darynbtetoB. CtaTbs
BKJ/IOYaET doTorpadmnm U3 NTM4YHOro apxmea
H. J1. ToH4yapoBoOM.

PucyHok 7. H. ToHuyapoBa 1 b. Elumyxam6beToB.
Pas-de-deux u3 6aneta «Kopcap» A. MuHyca. KoHel,
1970-x
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APMAHBbIH AKTAY YLUIH ©MIP CYPY. HATAJIbSl TOHYAPOBAMEH C¥XBAT

AxpaTna

ABTop Kasak KCP-HiH eHbeK ciHipreH apTici, KazakctaH PecnybnunKkachbiHbIH 6iliMm 6€epy iCiHiH KypMeTTi
KbidameTkepi, T. K. }ypreHoB aTtbiHaafFbl Kasak yITTbiK 6HEP aKaAeMUSACIHbIH XopeorpadusnbIiK 6inim
KadenpacblHblH npodeccopsl H. J1. foH4apoBameH 60/1FaH aHriMeae ataKTbl Ka3aKcTaHablK 6anepuHa MeH
Xxopeorpadus NaHiHiH MyFaniMiHiH WbiFapMallbliblK 6MipiHE KaTbICTbl CypaKTapFa TOKTanabl.
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negarornKkachl

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

TO LIVE UP TO YOUR DESIRES.
INTERVIEW WITH NATALIA GONCHAROVA

Abstract

In a conversation with Natalya L. Goncharova — the honored artist of the Kazakh SSR, honorary worker
of education of the Republic of Kazakhstan, professor of the Department of Choreography Education of the
T. K. Zhurgenov Kazakh National Academy of Arts, the author raises questions about the creative life of the
famous Kazakh ballerina and teacher of choreography. The heroine of the interview recalls her path in ballet,
the role of Bulat Ayukhanov in her life and talks about modern choreographic education. In the conversation,
through the fate of the ballerina, the history of the Kazakh ballet is revealed and its modern history is
highlighted.
Keywords: Natalya Goncharova, Kazakh ballet, Bulat Ayukhanov, Academy of Arts, Abai Opera and Ballet
Theater, young ballet of Alma-Ata, faculty of choreography, student-choreographers, pedagogy of ballet
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Pucynok — 46, 47, 48. [Tossizka [osbsinar, kotopyio Jxkaxanrup—xan pasJsydaet [tosbsinar u [Tosian nokasbiBaiot
JI>kaxaHrup —xaHy.

Pucynok —52. ITonan y6usaer Pucynok —53. liosibsinar co
JlkaxaHrup —xaHa. CKOPObIO Ha JIHLLe

Pucynok — 54. I[Tonan npu:kumaer
K ry6am wapd losbsinar

132

Central Asian Journal of Art Studies N3 2019



M. ®. MykaHosB, b. C. TypreiHb6ai, b. T. AocxaHoB

CAKPA/IbHO-MU®OJIOFMYECKMUE ACNEKTbI XYAOXKECTBEHHOIO OBPA3A
BCAAHUKA HA KOHE B UCKYCCTBE COBPEMEHHOI'O KA3AXCKOI0O rosEJIEHA

Pucynok 2. A. u C.bananossl. Boun. 2000 r
(B anb6ome—karagiore: Cayse & Ann6aii bananossl. Asnmatsl, 1999. C. 32)
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Pucynok 3, — A. u C.Bananosbl. Crpesert. 2007 r. 205
x 295 cm

(B karasnore: Anu6aii, CayJse, Arbi, Asi BanaHoBbl. —
Anmarer, 2010, — ¢. 28 — 29.)

Pucynok 4. — A. u C.bananosol. Crpesert. 2007 r. 205
x 295 cm

(B karasore: Ann6aii, Cayne, Arbit, Ast bananosbl. —
Anmaterl, 2010, — ¢. 28 — 29.)

Pucynok 5. A 31. B. lockanos. Boun Berpa. 2013 .
125 x 125 cm (B karajiore K BbICTaBKe XyJI0’KHHKOB 110
ro6esieny: Tiopkcekne o6pasbl EBpasun. Anmatsl. 2016.
C.47)

N. Mohammadi
THE ROLE OF WOMEN IN MODERN THEATER OF AFGHANISTAN

T =y

: r F
Figure — 1. Performances of (Rights are Not Given; Figure — 2. Performances of (Rights are Not Given;
They Are Taken) in fall 2011. They A
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Figure — 3. (Afghan Girls group Theater)

A. A. YpasbimbetoB

XXMUTb TAK, YTOEbI ONPABAATD JXEJIAHUS.
MHTEPBbIO C HATAJILEH FOHYAPOBOM

PucyHok 1— H. Tonuaposa u b. Enimyxam6eToB.
Cuena us 6anera «Kapmen-cionra»
JK. Buse — P. llleapuna B nocranoske b. AtoxaHosa
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PucyHok 2. H. Tonuaposa u b. Atoxanos. Cuena PucyHok 3. H. Tonuaposa u b. Euimyxam6eToB.
u3 Oanera «Kapmen-cionra». 1969—70 Pas-de-deux u3 6anera «Kopcap» JI. Munyca.
Konern 1970-x

-
Pucynok 4. H. Tonuapoa u b. Pucynok 5. H. Tonuaposa u b.
EwmyxamGeros. Pas-de-deux us 6asnera Eumyxam6eros. Pas-de-deux u3 6asera
«Kopcap» JI. Munyca. Konerr 1970-x «Kopcap» JI. Munyca. Konerr 1970-x
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PucyHok 6. Hatanbst n Bayecnas loH4apoBbl. Pas-
de-deux InaHbl n AKTeoHa 13 6aneta U3 6aneta
«dcmepanbgar U. MyHn. 1979-80

PucyHok 7. H. ToHuapoBa u b. ElumyxambetoB. Pas-de-
deux 13 6aneta «<Kopcap» A. MuHyca. KoHew, 1970-x
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MoanucaHo B nevatb 19.09.2019. 1.
dopmat 60 x 84 1/8

Bymara 80 rp. Svetocopy.

Mevatb Lindposass HP CM 6040

FapHutypa FranklinGothicITC, Literaturnaya
O6bem 13,75 m. 1.

Tupaxk 300 3ka.
3akas3 Nelb

Ornevarato B tunorpagpun KasHAU um. T. K. )Kyprernosa
r. Anmarsl, yi. Kabsykosa, 133
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