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HypHan BbixoguT 4 pa3a B roa. Pegakuus npegnonaraeTt BblNyCcKaTb Kak perynspHole
TaK U TeMaTuyeckue Homepa. Kaxkablil HoMep BKIIIOYaEeT: Hay4yHble CTaTbu, pe3ybraThl
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Llenbto LAV aBnsieTca npegoctaBneHme nnowanky ansa obMeHa naessmm o
HOBbIX TEHAEHLMSX, KOTOPbLIM HYXHO YAeNsATb 60/blue BHUMaHus. *KypHan paccMoTpuT
NPeaoXXeHUs AN YKpenneHus Hawux Lenen.
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PHILOSOPHY

3AUMO-
OHUMAHHUIO
YJIbTYP

MPHTH 02.31.21

U.Pay'

"Hayuwbiii popym Mo MexKayHapoaHoi 6e30MacHOCTH
npu AkazneMuu TaGHbIX oduliepoB ByHiecBepa

1 AKazieMuH 3alUThl OTE€UeCTBa,

Ascrpust, Bena

AUANOr - NYTb K B3BAUMONMOHUMAHMIO KYJIbTYP

AHHOTaLMA

Mpo6nema ananora KynsTyp OCMbICIMBAETCA B pyclie AyXOBHOIo €MHCTBA YenoBeyecTBa, KOTOPOoE U
CNY)XWUT OCHOBaHMEM A1 B3aMMOMOHUMaHKS M B3aUMHOI0 06LLEHUS NI0AEV PA3/IMYHbIX HALMOHANbHOCTEN,
KyNbTYP U LUMBUIU3aLNIK. ABTOP B CTaTbe NOAYEPKUBAET POJb U 3HAYEHUE HMBOI0, OTKPOBEHHOIO Ananora,
Avanora «rnasa B rfnasa», B NpoLecce KOTOPOro rmaBHOE COCTOUT He B JoKa3aTe/IbCTBE CBOEN NpaBoThl, a

B BbIAB/E€HWUM CYTU NO3ULMK APYTrOro, YTO NOMOXKET HE TONbKO MOHATbL €ro, HO U COBEPLLEHCTBOBATL CBOIO
No3nLMIo, YTOObI HaWTU 0BLLME TOYKM COMPUKOCHOBEHMS, BeayLMe K B3aUMHOMY CONMMKEHMIO. ABTOP
pasnun4yaet crnop v guanor, UCTUHY 1 NpaBay XU3HU, U BbICKa3blBaeTCA B M0Jb3Yy NPeACTaBNEHUS O TOM, YTO
HET YYXXMUX KYIbTYP U Kaxkaas U3 HUX MO-CBOEMY YeNloBeYHa, a NOTOMY HE XYXKe U He fiydlue apyrux. MHTepecHb!
€ro cy)feHus o rnobanusaumm n aHTUrno6anmM3ame HaluMoHanbHbIX KynbTyp, O AMacnopusaLnmn Kak ocobom
TEHAEHUMN BO B3aMMOAENCTBUMN KyNbTYP U LMBUAN3aLMA. ABTOPOM 0603HaYEHa TaKKe BbliCOKas posib BO
B3aUMOMOHUMaHWKN U Ananore KynbTyp, B yCUEHHbIX TEHAEHLUMW K KyNbTypasn3my UCKyccTBa BoOOLIE 1
XYOOXECTBEHHON NMTEpaTypbl B YaCTHOCTY.

KnioueBble cnoBa: Ky/bTypa, YeN0BEK, ANanor KynbTyp, UICTUHA, NPaBAa XU3HW, rnobanvaaums,
avacnopusaums, MynsTUKYNBETYPau3Mm.

BBepeHue apyroro o6pasa MbIC/IEN U ApYroro TmMna

Ana ¢munocodum n KynsTyponorum noBefeHust UK, No-KpamHen mepe, 6biTb
nepBOCTENEHHOW CTaHOBMUTCA NpobiemMa ToNIepaHTHbIMM MO OTHOLWEHUIO K HUM.
B3aMMOMNOHMMaHKWA N0AEN Pas3INYHbIX Y 60NbLIMHCTBA NIOJEN ellLe HET ACHOMo
KynbTyp. [N MHOMMX OHa CTaBUTCA TakK: OCO3HaHWA TOro, YTO KaXKAblM YENoBEK,
KaK, COXpaHsAs CBOK HaLMOHaIbHYIO U KaK JIMYHOCTb, UMEET BbICLUYIO LIEHHOCTb
KYNbTYPHYIO MOAEHTUYHOCTb, MCKPEHHE W BbICLUYIO OTBETCTBEHHOCTb M 4YTO B 3TOM

yBa)<aTb JII0/1eM PYroi KynbTypbl, nnaHe Bce KynbTypbl, NOPOXAaoLmne



JIMYHOCTb, PaBHbI M JOCTOMHbI MPU3HAHKS.

MeToabl

Bce BaxHee ctaHOBUTCA guanor
pennrnim, KOHGeCccnim 1 MMPOBO33PEHUN,
nepepacralolLnim B NOHUMaHKE H
[106poXKenaTenbHy MHTEPMNPETaLIUIO,
NCXOASLLYIO U3 TOro, Y4TO, HECMOTPS
Ha BCe pa3nnyuns, Mbl Bce obnajaemM
BbICLUEN LIEHHOCTbIO — BbITh YETOBEKOM,
yeloBEYECKOW NIMYHOCTbIO. OCO6EHHO
BAXKEH B HbIHELWHMWX YC/IOBUSAX PE3KOI0
BO3pacTaHUs PENUrMO3HOro aKCTpeEMMU3Ma
N UCNONb30BaHUA PENUTUN B NOTUTUYECKNX
U TEPPOPUCTUYECKUX LIENSX Ananor
pennrnm mMexay cobom n ananor penuruim
C HEPENUTMO3HBIMU MUPOBO33PEHUAMM.
M3 TaKoro ycnewHoro aManora BblpactaeT
[lyXOBHOE €[IMHCTBO YenoBeYecTBa.
bes aToro eaguMHCTBa YenoBevYecKoe
CO00LECTBO Ha 3emMie, HeCMOTPS Ha

yyallatoumecs HayyHble, TEXHUKO-
TEXHOJIOTMYECKME, IKOHOMUKO-TOProBbIE
CBS13U, HEMOJIHOLLEHHO, HE BMNOJHE
ABNSETCS YenoBevyecKuM. bes ayxoBHOro
€[IMHCTBa 3TO NULLb KOHrnomepar
KYNbTyp, UMBUIN3ALMA, HALIUA,
CBSAI3aHHbIX MPENMYLLECTBEHHO BHELLHE-
MaTepuanbHbIMU, KOPbICTHbIMMU, T. €.
NOCTPOEHHbIMU Ha COOBParKEHUAX BbIrobl,
OTHOLWIEHUSIMMW.

Pe3ynbrartbl

[dnanor BO3MOXEH 1 Ha
NPOCTPaHCTBEHHOM W/IN BPEMEHHOM
pPacCToOsAHMK, HO AP PEKTUBHEE BCENO
JWanor XmnBoMK, «rnasa B rnas3a». [locnegHuin
[aeT y4aCTHUKaM MHOroKpaTHo 6osblie
nHPopMaLmn, 4em obLLEHNE NMUCbMEHHOE,
WHTEPHETHOE, TENEBU3NOHHOE MU NO
paauo, XoTs U «TeEXHU3UPOBaHHbIE» GOPMbI
00OLWEHNS BaXKHbI.

M 6e3 yKa3aHHOM TEXHUKK MEXK Y
4e/I0BEKOM U peasibHOCTbIO, YENOBEKOM
N 4E/T0OBEKOM «BTUCKMBAETCH» MHOXECTBO
NOCPEAHMKOB: A3blK, BOCMUTAHME,
WAEeonorus, CBom co6CTBEHHbIN BCeraa

OrpaHWyeHHbIN ONbIT, CTepeoTUnbl U Ap. Bee
3TO MelaeT BO3HUKHOBEHMIO MPaBUIbHOIO
npeacraBneHus o cobecefHuKke,
Cnoco6CTBYET NEPEHOCY aKLeHTa C
rMaBHOrO B AManore Ha BTOPOCTENEeHHoe
(BMECTO MbICNen cobecelHMKa, CKaXKeM,

0 MYNbTUKYNbTYpann3mMe, obpallatoTt
BHUMaHWe Ha ¢opMy ero Hocal). 31o —
adpdeKT «cmeleHus» (K. JlakaH), cuibHO
Mellatowmim apPeKTMBHOCTH ananora.

[wvanor «rnasa B rnasa» Cnoco6eTByeT
TOMY, 4TOObI AMUasior He NpeBpaTUiCcH
B MOHO/IOr, Yepeaylowune apyr apyra
MOHONOMN UK AUCKYCCUIO, B KOTOPOK
Ka)K[bl JOKa3blBaET CBOIO NPaBOTY U
OTPULAET TAKOBYIO Y Apyroro. Hacroswnm
Junanor Hanpas/eH Ha BbIIBNIEHUE CYTH
no3uuuMn Apyroro, a He Ha J0Ka3aTeNbCTBO
TONbKO cBOEM NpaBoThl. CyTb MO3ULINK
[Ipyroro pasymMHoro cylecrsa Ham Ba*KHO
3HaTb C TOYKWN 3PEHUS CPaBHEHMUS ee CO
CBOEN N BOBMOXHON KOPPEKTUPOBKMU
nocnefiHen B CTOPOHY e€ YCUNEHMUS,
ocnabneHus n, MOXeT OblTb, laXe
nepecmoTpa. B aToM nnaHe Kaxabln
pa3yMHbIM Yel0BEK 06 bEKTUBHO
3aMHTepecoBaH B ananore.

Mbl He cobupaeMcs HaBsA3blBaTb
cobeceHMKY CBOE MHEHMWE, HO NOAENNUTbCS
UM roToBbl. [TpaKThKa NoKa3bIBaeT,

YTO OTKPOBEHHbIV AMASIOr HE TOJIbKO
B3amMMoo6oraliaeT ero yHacTHUKOB, HO U
BbISIB/ISET HEKOTOPbIE 06LWME MO3ULUH,
KOTOpble [10 3TOr0 HE 0CO3HaBaIUCb
y4yaCTHMKaMu amanora. Tem caMblM guanor
conuxKaet noaen. BaxKHo ToONbKO UCXOANUTb
M3 TOro, 4TO Nepej HaMu He MPOTUBHUK

W HEe Bpar, a *XMBOe pa3yMHOE CYLLLECTBO,
yesloBeK, JIMYHOCTb. M Mbl C HUM He
BOOEM, a BeleM pas3roBop. lpexae, yem
BO€EBaTb, HY»KHO NoMbITaTbCq rOBOPUTL
JOPYyr C APYrOM: OPYKHNE MOMXKET U He
NnoHagobuTbCS.

Yxe lnatoH oTnn4an cnop v ananor,
nonaras, 4To NocnegHW HanpaBJ/ieH Ha
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NMOMUCK UCTUHBI 1 oBpa, a NepBbIi — Ha
yTBEpXKAeHME cBOen NpaBoTbl. OaHaKo

e npu3HaHue abCoNtoTHOM UCTUHBI 3a
O[IHUM YENOBEKOM — 3TO NOTEHUMabHas
BO3MOXHOCTb HACUINS Hag OPYrMMU: eCn
UCTUHa ecTb 6J1aro, To pacrnpocTpaHsoLW i
370 61aro BCeMn METOAaMu NpU3HaeTcs
MOJ104LOM. M TONbKO NpU3HaHKe NpaBoThI
COMHEHMNS B 11060 UCTUHE U N6
npasae nomoraet naberaTb yKazaHHOM
BblllE TOTaJIMTAapPHOM OnacHoOCTU. Beab

KaK paccyXaaeT YenoBeK, yBEPEHHbIN

B abCOJ/IOTHOM CBOEN NpaBOTE U B
o6nagaHnu abCconoTHOM UCTUHOMN? He
NoHMMaEeT APYron YenoBeK — aypak.
MoHuMmaeT, HO

Nnp13HaBaTb HE XOYET — MPOTUBHMUK.
BbiaBuraeT npsiMo NpOTUBOMNONOMKHYIO
WCTUHY WK NpaBay — Bpar.

Cpean opmnocodoB NOCTCOBETCKOMO
NPOCTPaHCTBa 6blNIM U APKO BblparKEHHbIE
«ropopsimer» punocodbl — A.

Maturopcknn 1 M. Mamapaawsunun. OHu
OblNv BEIMKONENHbI B 6eceax 1 B
BbICTYMNEHUAX B KPYrY (4OCTAaTO4YHO Y3KOM)
«TOHUMatoLWmMx». Bce aTo OHU Ha3bIBaNM
«Pa3roBOPOM» U BbICOKO LIEHUIN CUTYaLIMIO
«BO3MOXHOCTHK pa3roBopar. 310, nonaraniu
OHW, ANS MbICIIUTENS YYTb JIM HE BhICLUAs
LLEHHOCTb — «<MMETb BO3MOXHOCTb
pasroBopa», 6ecefibl, CBOOGOAHOrO,

HWUYEM He OrpaHU4YEeHHOro pasrosopa ¢
TEeM, KTO Te651 Crnoco6eH NOHATb, TBOUM
c/ioBaM AOBEPSIET, T. €. OTHOCUTCH K HUM
cepbe3Ho. CobeceHNK MOXKET nonaratb,
YTO Thbl 3a6NyXKAaellbCs, HO MOHMMAaET, 4TO
KaXbl1, KaK 1 OH caM, UMeeT NpaBo Ha
3abnyxaeHue, N BaXXHO, YTO OH UCKPEHEH B
CBOEM 3abNyKAEHNUMN.

[Mo3BonM cebe 1 elle 0HO MOFCHEHME.
Moa MCTUHOM Mbl MOHMMaeM COOTBETCTBME
Halwen MbICNK (TEOPUN) NPEAMETY
(06bEKTY), @ NoA NpaBaon — COOTBETCTBUE
HalLMX CNOB HAaLWWM e MbICNSaM (4yBCTBaM,
nepeXmMBaHUAM, HACTPOEHUSM U T.

4.). Mo3Tomy-To HapoaHasa MyapoCTb U
rOBOPMT, HYTO Y KaXKA0ro YesoBeKa CBOs
npasaa. CKOMbKO NtoJieN, CTOSIbKO U
npaBa. 3To 06CTOATENBCTBO U ABASETCS
HanMbOMbLLIMM NPENATCTBUEM ANS
yCMewHoro ananora: CBO npasay nto060m
nepecmaTpuBaceT ¢ TPYAOM, eCNK BOOOLLE
nenaet 3710. CBosl NpaBaa cBA3aHa co
BCEM XW3HEHHbIM OMbITOM YENOBEKA, a
He TOJIbKO C ero 06pa30BaHHOCTbIO UK
MHPOPMHUPOBAHHOCTbLIO. BOT 1 nony4yaetcs,
YTO B pe3yNbTaTUBHOM Ananore cnegyet
OPUEHTUPOBATLCS HE TONIbKO Ha UCTUHY, HO
W Ha NpaBAay cobeceaHMKa.
MpumeyaTenbHO 1 TO, YTO YENoBEK
MOET 061LaTbCs C APYrMM YESTOBEKOM
1 6e3 NPeanonoXeHUs 0 TOM, Y4TO Y TOrO
MMeEeTCs UCTUHHOE 3HaHuKe. Pelwaowmnm
SIBNSETCS Halle NpeanonoXKeHne, YTo y
cobeceHMKa ecTb CBOSl NpaBAa, COBECTb
W BONS CTOATb Ha cBoeM. Kak nucan
HeMeLKuit dunocod MaHe MoHac: «...
Gewisheit...daR Menschen miteinander
umgehen kdnnen, ohne einander
zum Mittel fUr je einzeln vorgefasste
Zwecke zu machen, ohne sich dem
impliziten oder expliziten Anspruch des
Mitmenschen auf wahre Erkenntnis,
richtiges Verhalten und authentische
Selbstdarstellung zu verschleiRen». («...
YBEPEHHOCTD... YTO 04N MOTYT APYr C
Jpyrom obuaTbcs 6e3 Toro, 4To6bl AeNaTb
[ApYyroro cpeacTBoM A5l AOCTUKEHUS
3a/lyMaHHbIX Lenen, 6e3 Toro, 4Toobl
HEsIBHO MW IBHO OTpULAaTbh CMNOCOBGHOCTb
Halmnx cobeceaHUKOB K UCTUHHOMY
3HaHWI0, MPaBUIbLHOMY MNOBEAEHMIO,
K BEPHOW caMopenpe3eHTaumm»
[1.c. 174]. 9Ta khura I. MoHaca —
3amMeYaTeNibHbI NPUMEP TOro, KaK
dpunocodus, coxpaHasa CTPOroCTb U HACTOTY
OTBJ/IEYEHHOr0 aHan3a, MOXET BECTH
NPOAYKTUBHBIV AManor ¢ 06LeCcTBEHHbIMM
W rocyaapcTBEHHbIMU UHCTUTYTaMK O
[IOCTOMHCTBE YeloBeKa M OTBETCTBEHHOCTU



3a Hero. [pnyem roBopuTb HE Ha A3bIKE
NyGAULMUCTUKHK, a Ha A3blKe YOeanTeNbHbIX
aprymeHToB.

Ho BHMMaHWe K cobeceiHUKY,
NpeacTaBUTENIO APYIrOM KyNnbTypbl HE
[I0JI}KHO GbITb BHUMaHWEM 3HTOMONOra K
JAVMKOBMHHOMY HACEKOMOMY, @ BHUMAHUEM
— pasroBopoM. NocnegHun npeanonaraeT
OPUrMHaNbHbIN, HE UMEIOLLIMICS Y
cobeceHMKa }KU3HEHHbIW ONbIT, A3bIK UK
MHOE BOCMpUATHE MUPA U

3aMHTEPECOBaHHOCTbL, CKOpee
HemaTepuanbHylo, Apyr B apyre. B
3aMHTEPECOBaAHHOM pas3roBope Hajo
n3beratb UCKyLLEHUS }enaTb OT
cobeceiHMKa, 4TO 6bl OH BblS «<KaK BCe».
TaKoe »enaHue o3Ha4vyaeT GaKTUYECKU:
«ObITb KaK OfIUH, oNpeaenmBLINK, KaKUMU
JOMKHbI 6bITb 3TH «BCe». beadyaepKHoe
HaCTyM/IeHUe 3TOro rMo6anu3npPoBaHHOIo
«OHOr0-BCE» Pa3pyLINTENbHO KakK ans
OTAE/bHOM IMYHOCTU, TaK U ANS OTAENbHbIX
(HauMOHaNbHbIX) KYNLTYP: U NEPBYIO,

W BTOPbIX OHO NnLIaeT CO6CTBEHHON
MOEHTUYHOCTU M NOACOBLIBAET UHYIO.

370 e KacaeTcs M OTHOLIEHMUS
K «ApyroMy» KaK K KynbTypHO 605ee
WM MeHee NPOrpeccnBHOMY, KakK K
OTCTaBLUEMY BTOPOIrOAHUKY U No6eanTento
B 60pb6e 3a MaTepuasbHble 6ara
*U3HU. KaKon HaM MOXeT 6bITb MHTEPEC K
«OTCTanbIM», «PETPOrpagHbIM» KyNbTypam,
KpoMe 3HTOMONOrMyeckoro? Bot aTo
M eCTb CaMoe onacHoe BOoCnpuaTne
WHbIX KYSIbTYpP, Cpeaun KOTOPbIX HET HK
OTCTanbIX, HXU PETPOrpagHbIX, a €CTb TONIbKO
yesloBEYECKUE: Kaxaasa U3 aTUX KynbTyp
(4yKoTCKas, utanbsHCcKas, AnoHCKas,
Kasaxckas, azepbanKaHcKasa 1 ap.)
pOXKAaEeT CYLLECTBO MO UMEHU «HeNnoBeK».

YT06bl NPOTUBOCTONATb
«3HTOMOJIOTMYECKOMY» OTHOLLIEHMIO,
Heo6xoanMo BbipaboTaTb B cebe
CNOCOBHOCTb BOCMPUHUMATb APYrnX
NII0QEeN KaK YenoBekKa, a He KaK GyHKU MK
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COBCTBEHHbIX BO33PEHUN, }KeNaHUn
HamepeHui. BaxKHa B «pa3roBope» KyNbTyp
M CNOCOBHOCTb NPeoaoNneTb XenaHue
CBOEM UCK/II0UYUTENBbHON NPaBOThbl BO BCEM.

OAuckKyccuna

MoyeTHbIN Npodeccop YHMBepPCUTETa
JInoH-2 ®dpaHcya JTannaHTUH yTBEpPKOaeT:
«ECTb ABa OCHOBHbIX cNOco6a NOCTUKEHNS
KynbTypbl «Apyrux». 310, BO-NEPBbLIX,
€CTb BMECTE C HUMMU, NPUHATb UX KYXHIO,

W, BO-BTOPbIX, FTOBOPUTb Ha WX A3bIKE»

[2]. MpryeM Noj A3bIKOM MOHUMaETCS

He TOJIbKO iBJIEHNE IUHIBUCTUKU, HE
TONbKO 06LEHNE Yepes pa3roBop, HO U
BCS COBOKYMHOCTb CNOCO60B 06LIEHMS
«CBOUX», NOJEN NaHHOW KYNbLTYpbl APYr C
APYrom U ¢ ApYyruMu (MHTOHALMK, KEeCTbI,
TENOABUKEHUS, 06pallleHUe CO CTaplMMU,
MNAALWKNMU, MYKYUHAMU, KEHLLMHaAMM,
NPOCTbIMU NOAbMU U HA4a/IbCTBOM U

T. 4.). NNpaBaa, CKOPO BO BCEX MeCTax
NNaHETbI «APYrux» yKe He byaerT:
HaLMOHaNbHOe 06e31MYeHne HapacTaer,
KYXHSl CTaHOapTU3UpyeTcs, NOBCEMECTHO
yCTaHaBMBaeTCs OAMH A3blK,
COBPEMEHHbIN «HOBOSI3» (@HITMUCKUI). U,
KaK oTMeyaloT cneumasnmcTbl, <HOBOSA3»
YyNPOLWEHHbIN N 06EIHEHHbIN, PaBHO KakK U
MblLIIEHNE Ha TaKOM SI3bIKE.

JIN4HbIE KOHTaKThbI, IMYHbIE
3HAKOMCTBaA, JIMYHOE 0OLEHNE UMEIOT
OrpPOMHOE 3HaYeHue A5 NOCTUKEHMUS
«Apyrmx». Xopowo, KOHEYHO, eC/IN 3TO
JINYHOE 3HAKOMCTBO «*KMBbEM», HO
MOET MOMOYb M UCKYCCTBO B LIE/IOM, U
nuTepartypa B HaCTHOCTU. XyQoXKeCTBEHHas
nuTepaTypa 3HAaKOMWT Hac C OTAENbHbIMM
N0AbMK — MEepPCcoHaXamu NPoM3BeaeHUN.
Mbl MX NepexnBaeM KaK «apyrux»-
«CBOUX», KaK OIM3KMUX NtoaeN: TaNaHTOM
nucaTesis OHU pacKpbIBAOTCH HaM, KaK
Apy3bsi pacKpblBaloTCs Apyr apyry. Bot
noyemy BesIMKKUE nucatenu u noaTol
(apeBHerpeyeckan Cado Mnun pycckum
JOCTOEBCKNI U Ap.) HAKOrAa, NOKa
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CYLLECTBYIOT Ye/I0OBEeYECKNE TUYHOCTH,

He ycTapeBaloT: 104N y3HatoT cebs,
$parmMeHTbl COGCTBEHHON AYXOBHOM KU3HU
B reposix ux npovsBeneHuun.

B aKkpaHu3aumm anoHuem Kypocasa
«pnota» [JOCTOEBCKOro ata UCTopus,
ocTaBasicb abCoJIIOTHO PYCCKOM, CTana B
TO XK€ BPeMS U AMNOHCKOW, T. €. MOHATHOM
N 6IM3KON Kaxaomy AnoHuy. B Takux
Npon3BeaEeHUSAX — COObITUSAX OHa Ky/bTypa
He nornowaeTcs Apyron, a NnpoaomKaeTcs
B HEW, BOCMNPUHUMAsACh BO MHOIOM KaK
«CBOSI». 30€Cb BbIPAXKAETCSH «POACTBO»

Ha YPOBHE JIMYHbIX cyaeb M XapaKTepoB
nogen. Takme npouecchbl «<MeTUucu3aLmnm»
BbICOKUX KY/IbTYP — OAWH U3 Ba)KHEMLLMUX
aCneKToB MYNbTUKYNbTYpann3ma.

CyliecTBYeT U ellle 0[HO, HA30BEM
€ro «<MeHTaNbHbIM», CXOACTBO HApPOA0B
W KyNbTyp, COBEPLUEHHO, Ka3anoch Obl,
HecXoXux. TaK, B ANOHMUKN TeopeTnyecKkas
MbIC/Ib HE MOXET chOPMMUPOBaTLCSH U
CyLLLeCTBOBATh OTAE/ILHO OT NUTEpaTyphI
W UcKyccTBa. Ho Beab TO e camoe
HabnogaeTca U B Poccumn B Te4eHUU BEKOB,
roe ¢unocodcKasd MbiCnb HeoTaeMMa
OT INTEPaTYPHO-XY0KECTBEHHOM
(doctoeBckun, Jles Toncton u ap.). 3ta
CXOXEeCTb HECXOXecTeln TeM 6osee ecTb
TalHa, 4YTo cornacHo runoTtese Cenupa-
Yopda 4enoBeK MOXKET gyMathb, T. €.
TBOPUTb MbIC/TU, TONbKO Ha POAHOM A3bIKE.
MbIcnb poXaaeTcs Ha POAHOM A3bIKE, a
NMOTOM YyKe MOXET ObITb NepemMelleHa,
XOTSl U B UBMEHEHHOM BU/[lE, Ha ApPYron
A3bIK. MeXay «MbICNIUTb HAa Ka3axCKoM
A3bIKE» U «MbIC/IUTb HA @aHITIMMCKOM S13blKe»
CylLLeCcTBYeT «3a30p», KOTOPbLIK BCe, Y
KOro ecTb YyTbe K f3blKaM, 3aMeyaloT.

M 3TOT «3a30p» TEM 60JIEE 3HAYNUM, YEM
60/iee Mbl FOBOPUM O BeLL@ax HEHaYYHbIX,
KY/IbTYPHbIX U AYXOBHbIX. B HayKe, TEXHMKe
U TEXHOJSIOTMKU BCE NEPEBOANUMO TOYHO,
6e3 «3a3opa». Ho Tam, rae HayMHaeTcs
¥W3Hb YenoBeKa, B 0COGEHHOCTHU €ro

JyXOBHasi XXM3Hb, TaM Ha4YMHaETCH U
JINHTBUCTUYECKU-NOHATUNHBIN «3a30p». N B
«3UAHUMN» ATOFO HENPEOAOIUMOTO «3a30pa»
yyallatolleecs B3aMMONOHUMaHue
KYNbTyp BOCNPUHUMAETCS KaK vyao.
JIMHrBUCTbI 3Ty 3aragKky pa3rajgaTb He
MOTYT, @ aHTPONoJiorn Bce 6onee ycnewHo
nbiTatloTCA.

Bce 310 03HavaerT, B 4aCTHOCTH, YTO
€ro cJioBa «Hauusa» U «<HaLMOHaJIbHbIN
AA3blK» NO-MPEXHEeMY aKTyasbHbl. Ha
dOHe nonuTuyecKon, GUHaHCOBOM,
3KOHOMWYECKON N TEXHUKO-
TEXHOIOTMYECKOM rMobanm3aLnmn OHK
HanoMHAOTCA HOBbIM COEPKAHUEM.
Mmob6ann3aunsa NpoM3BoauT ABa
B3aMMOUCKIIOYatoLWNX addPeKTa: ¢ O4HOM
CTOPOHbI — pacTyuas WwabloHHOCTb,
06e3nMynBaHne KynbTypbl, HapacTaloLlee
6e3pasfinyne K «CBOEMY», a C ApPYron —
aHTMrNo6annu3m, UHTErPUCTCKUI B TOM
niaHe, 4To BCe HaLMOHalbHblE KYNbTYPbl, B
TOM YMCNE U aHITMICKAas, 1 amepUKaHCKas,
rno6annamy cornpoTMBAIOTCS.
Crnoco6ceTBYyIOT XKe r1o6annsmy
MOryLecTBeHHble HagHalUNOHa bHble
CUJIbl, MCOJIb3YIOLLME AJ151 ITOrO
AOCTMXKEHMUS CBOM Haunu.

NHTepecHeNLINM ABJIEHUEM Ha doHe
YKa3aHHbIX ABYX NPOTUBOMOJIOKHOCTEWM
(rno6annsaumnm 1 CONpPOTUBIIEHUS
HaLMOHaNbHbIX KyNbTyp) SBAAIOTCA
npoLecchbl gnacnopusanmm. YneHol
avacnopbl BnagetoT, Kak poAHbIMHU,
MWHUMYM OBYMS 93blKaMW U CHUTAIOT
POAHLIMU MUHUMYM ABE KYNbTYpbl: CTPaHbI
NMPOUCXOXKAEHNUS U CTPaHbI «NPebbIBaHNUSY.
CnoBo «npebbiBaHWE» NOCTAB/IEHO B
KaBbl4KM NMOTOMY, YTO YJieHbI AUACMOopbI
nocne AecATUNETHErO UK JaXKe CTOJIETHErO
npeobblBaHUA B CTpaHe cyMTatoT cebs co
BCEM NPaBOM He «NpebblBatoWmMm», a
HacCToAWMMU rpaxkgaHamu. B 1o e Bpems
Ka3ax, PyCCKUI, PYMbIH, @ HEPEKO 1
POCCUNCKMI HEMELL, CTaBLLIWE rpaxaaHamu
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[epmMaHuK, HeYacTo CTaHOBUTCHA MO CBOEN
KynbType

W OyXOBHOCTU HemLeM. [locnegHee
MOMET CNyYUTbCS, MOXKET BbITb, HEpPES
TpeTbe NoKoneHune npeboiBaHnd. MHorue,
npasaa, NPUKNObIBAOTCH, HA OCHOBE
XOPOLLEro 3HAaHUA HEMELLKOIO 13blKa
N BHELWIHEN MUMUKPUUK, HEMLIAMM.
Bnpoyem, 1 MHOTME KOPEHHbIE HEMLLbI
Cero/lHg HasblBaloT cebsl He HeMLUaMmu,
a eBponenuamu. Takme HeMLibl
CTECHSAIOTCH HEelaBHEr0 UCTOPUYECKOTO
NPOLLUIOro CBOEN HaLMu, T. €. NPUHUMAIOT
GaKTUYECKNIM NOMKHbIN TE3NUC O
KOJIJIEKTUBHOM OTBETCTBEHHOCTH, KaK 6yaTo
KaXabllM U3 HWUX JIMYHO BUHOBAT B TOM,
YTO MPOU30LLJIO, KOrda UX U Ha CBETE He
6bl/10. Takas ycTaHOBKa — UKW Maeonorus,
B KOTOpPOM 3aMHTEpecoBaHa HeKas
TPETbS cUNa, Unu nuuemepue. AnoHubl,
YHUUYTOXMBLLME COTHU ThICHY KUTaNLIEB U
KopenueB, B 3TOM OTHOLIEHWK NpAMee,

He TaK «CTECHUTENbHbI»: MPOLOMKAIOT
Ha3blBaTb Ce6A ANOHLAMM, @ He, CKaXKeM,
asnatamu. la 1 aMepuKaHLbl NPOAOIKAKOT
Ha3blBaTb ce69 aMepuKaHLamMm, HeCMOTPS
Ha TOo, YTO NMPEeBPATWU/IM B MNblib XUPOCHUMY,
Haracaku, pe3neH v noryéunu B Upake
oonblue noaen, yem gukratop Cagaam
XyCcewH.

3axnouenme

[Ounacnopbl — NpeKkpacHbI 06bEKT
nccnefoBaHus 4 aHTPOMoaoros, HO HblHE
UMW 3aHMMALOTCS, rMaBHbIM 06pa3omM,
NOSIMTUKK U NONUTONOTU, GUNONOTH,
UCTOPUKU 1 Ap. AHTPONONOTNS Ke
BO3BpaLlaeT Hac K U3y4eHMIO rMaBHOro:
U3MEHEHWUIN U COXPAHEHUS KYNTbTYPHOM
CYLHOCTHK YeNoBEKa Anacnopsl.
AHTPOMOSIOrMS CTaHOBUTCA MHTETPUPYIOLLEN
AUCLUMMIIMHON B N3YYEHUU ITHUHECKOM
onpeaeneHHoCTH YenoBeKa guacnopsbl. A
TaKUX NIOJEN CerofHsa Hac4YMTbIBaeTCs Mo
BCEMY MUPY MHOTME COTHMU MUSITMOHOB.

CNHUCOK UCNOAb30BAHHBIX UICTOUYHHKOB:

1. Monac T. MpUHLMN OTBETCTBEHHOCTU: OMbIT 3TUKM 419 TEXHONOrMYECKON
umMBunm3saumun. — Mocksa: Apuc-npecc, 2004. — 480 c.

2.  Xyaskos tO. C., bopuceHko A. H0., Opo36eKkoBa XK. CuMBONNKa KONuu,
6GYHUYYKOB M 3HAMEH B TPaAULMOHHON KyNnbType Kblprbi3oB (TaHb-LUaHsa 1 Anas)
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3. JTHOrpaduyeckoe o6o3peHme. — 2012. — N2 3. - C. 175.
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Scientific Forum on International Security at the Academy staff officers of the Bundeswehr and the Academy

of defending the Homeland
(Vienna, Austria)

DIALOGUE - THE WAY TO UNDERSTANDING CULTURE

Abstract

The problem of dialogue of cultures is comprehended in the channel of spiritual unity of humankind, which is
the basis for mutual understanding and mutual communication of people of different nationalities, cultures
and civilizations. The author underlines the role and significance of a live, frank dialogue, the “eye to eye”
dialogue, in which the main thing is not to prove one’s rightness, but to reveal the essence of another’s

position, which will help not only

to understand it, but also improve its position in order to find common points of contact leading to mutual
rendezvous. The author distinguishes the dispute from the dialogue, the truth from the truth of life, and
speaks in favor of the notion that there are no other cultures and each of them is human in its own way, and
therefore not worse and no better than others. His judgments about the globalization and antiglobalism of
national cultures, about diasporization as a special tendency in the interaction of cultures and civilizations
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are interesting. The author also identifies the great role of art in general, of fiction in particular, of mutual
understanding and dialogue of cultures, and of an intensified tendency towards culturalism.

Keywords: culture, human, dialogue of cultures, truth, truth of life, globalization, diasporization,
multiculturalism.

U. Pay

ByHaecBep WTabTblK opulepnep AKaaeMUAChI oHe OTaHAbl Kopray AKadeMUSIChl aHbIHAarbl Xa/iblIKkapasiblK
Kayinciagik £elibiMu Gopym
ABcTpus, BeHa

AUANOT - MOAEHUETTEPAAIIH ©3APA TYCIHICY KOJIbl

AxpaTna

MapgeHueTTep cyxbaThl (AManorbiHbiH) Ke3iHAE afamM3aTTbiH, pPyXxaHu Gipniri X)aTKaHbl, TEK COHbIH, apKacbliHAa
FaHa apTypni yATTap, MeAeHUeTTEP MEeH epKeHHeTTepre KapacTbl ajaMap apacbiHia e3apa TYCIHICTIK NeH
e3apa KapbIM-KaTblHaCTbIH OPHbIFaTbIHbI KepceTineai. Makanaaa aBTop allblK Ta XaHbl AManorTbiH, «<Ke36e-
K6e3» IManorTbliH, MaHbl3bl MEH peJiiH 6aca anTbin, MyHAa 6acTbiCbl AYPLICTLIFbIHALI A9Nenaeyae eMec, Kanta
©3reHiH MO3ULUACBIHBIH, MOHIH ally apKblibl OHbI TYCIHIM KaHa KoMMaK, e3apa }aKblHAacTblpaTbiH OpTakK,
HYKTenep 1aby YWiH 63 No3nLMAaHIbl Aa XKETingipe TyCy KepeK eKkeHi fanengeHeni. ABTop Tanacy MeH AuanorThl,
aKWKaT NeH eMip WbIHAbIFbIH aiblp Tangan, apTra KanFaH MaAeHHUETTiIH 60/IManTbiHbIH, 9P MOAEHUETTIH 63iHWwe
agaMuNbIFbIH, AEMEK onapablH 6ip-6ipiHEH apTbiK-KEMi 601MaNTbIHbIH XeTKi3eai. ABTOpAbIH XahaHaaHy
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Abstract

The article describes the basic concepts and views on the policy of multiculturalism, using the example of
European countries (the United Kingdom, Germany and France). The research is focused on three main
objectives: analyzing the concept of multiculturalism in the context of postmodernism, identifying its
strengths and weaknesses and giving a detailed analysis of the consequences of multiculturalism in different
European countries. The author also discusses the perspectives of the policy of multiculturalism as well as
the cultural and social policy in relation to different cultures in Europe. The research is based on a set of
systemic and dialectical methods that consider the research question as a complex emerging phenomenon
including a number of interacting and interrelated levels: theoretical, socio-economic, cultural and political.
The author assumes that the policy of multiculturalism can contribute to the further democratization of the
international community but a positive result is possible only through a thorough study and analysis of the

specific features of each society.

Keywords: multiculturalism; social cohesion; national identity, postmodernism.

Introduction

The doctrine of multiculturalism,
existing for decades in Canada, the United
Kingdom and the European Union, has
repeatedly failed. Member countries of the
European Union have made tremendous
efforts to preserve their cultural identity
based primarily on European values.

Europe has expanded and simplified
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the process of immigration, without
requiring an adequate integration. Such

an approach has simply eroded social
cohesion, degraded public trust and
undermined national identities from the
inside. At the same time, multiculturalism’s
proponents argue that the problem lies

not in the wide ethnic diversity but in racial
discrimination.
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Multiculturalism is viewed from two
aspects: political and philosophical.

Multiculturalism, as a political tool,
was used not only as a response to
ethnic diversity but also as a means of
constraining it. However, such an approach
is fraught with a paradox.

Multiculturalism considers the diversity
of society as a dogma, but implies that
it should be confined to the minority
community. The authors of the policy of
multiculturalism sought to institutionalize
the existing diversity by referring people to
certain ethnic and cultural communities.
And in accordance with this division, their
rights and needs were defined. In other
words, such a policy has helped to draw
the disruption lines which were supposed
to be erased.

The rapidly aging Europe, regularly
suffering from many economic, political
and demographic factors, has faced an
acute ethno-cultural problem today. And
the reason for this problem is migrants
actively populating the EU, leaving the
Middle East region. Designed as a tool to
control and create conditions of mutual
existence, the policy of multiculturalism
leads not to mutual understanding and
enrichment but to inciting ethnic and
religious hatred.

Multiculturalism in the philosophical
sense is a broad term which means the
“rethinking of “monoculturalism” of the
Western intellectual tradition”. In this
context, multiculturalism is a theoretical
principle that asserts the equivalence of
different cultures fundamentally refuses to
build a hierarchy between them and blurs
the line between “high” and “low” cultures.
It has received theoretical justification
due to the works of postmodernist and
post-structuralist philosophers, such as
Foucault, Lyotard, Deleuze, Derrida and
others.

The present paper reveals the essence
of multiculturalism as a new socio-cultural
paradigm that reflects the transformation
of monocultural nation states into
multicultural. The objectives are to study
the basic concepts and views on the policy
of multiculturalism; to analyze the negative
impacts of the policy of multiculturalism
(based on the example of Europe); to
explore the ways of addressing the issues
caused by the policy of multiculturalism.

Literature review

Various aspects of multiculturalism
were studies by a large number of
foreign researchers including J.-L.Am-
Cell, K.O.Apel, R.Bernstayn, M.Veryovka,
N.Gleyzer, T.Geran, E.Giddens,
M.Doycheva, R.Kastel, E.Moren, Ch.Teylor,
W.Kymlicka, Y.Habermas and others. In
the post-Soviet space, one of the first
scientific works in this field was a book
written by A.l.Kuropyatnik. Later, various
articles, books and dissertations devoted
to various aspects of multiculturalism were
written. These are the works by A.A.Borisov,
T.RVolkov, S.N.Gavrov, V.V.Malakhoy,
V.A.Mamonova, S.Chukin and others.

V.A. Mamonova in the article
“Multiculturalism: Diversity and
multiplicity” points out that as a model of
culture, multiculturalism shares common
aesthetic and philosophical concepts of
postmodernism [1].

W. Mignolo in the article “Towards a
decolonial horizon of pluversality” [2],

S. Benkhabib in the book “The claims of
culture. Equality and diversity in the global
era” [3], H. Bhabha in his work “A respond
to ‘Is Multiculturalism Bad for

Women'?” [4], providing a theoretical
defense of multiculturalism, pay attention
to the poor validity of claims of Western
culture on universality.

W. Kymlicka in the book “Contemporary
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political philosophy: An introduction”

[5] and C. Kukathas in the book “The
liberal archipelago. A theory of freedom
and diversity” [6] offer specific models of
social multiculturalization, justifying them
theoretically.

J. Gray in his book “Enlightenment’s
wake” [7] considers the problems of
multiculturalism in connection with the
problems of political pluralism. Since
cultural differences could be seen
throughout the entire human history, they
are an important feature of most modern
societies.

S. Huntington in his book “Who
are we? The challenges to America’s
national identity” [8] and PJ. Buchanan
in his book “State of emergency: The
third world invasion and conquest of
America” [9] consider multiculturalism as
a major threat to the national identity and
cohesion of a nation state. They believe
that multiculturalization of society will
diminish the values of national culture,
which ensure national unity and are the
foundation of national identity.

A. Giddens in his work “Sociology”

[10] notes that there is a threat that
multicultural project could lapse into
cultural relativism. If you need to disregard
your own beliefs and historical values in
order to understand another person, then
what to do with the fact that in this case
you will have to accept the most barbarous
customs and traditions?

The position of R. Rorty on this issue
in the book “Postmodernist bourgeois
liberalism” [11] can be described as
pragmatic. He agrees with the proponents
of multiculturalism that it is impossible to
justify theoretically the dominance of some
cultural values over others. However, there
is still a need to search for the forms of
national solidarity.

Ch. Taylor shares a similar view in
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his work “Cross-purposes: The liberal-
communitarian debate” [12] where he
emphasizes the importance of ethnic
cultural traditions for the full development
of the individual.

V.A. Tishkov in his “On cultural diversity”
[13] defines multiculturalism as “theory,
practice and policy of non-conflictual
coexistence” of different ethnic groups.

I. Wallerstein [14] describes the
contradictory trends of multiculturalism.
On the one hand, there has been the
internationalization of the culture of
everyday life (forms of nutrition, clothing
style), but on the other hand, a steady
increase in the attention to every particular
culture.

K. Gharibyan in her “Reflections on
the prospects of the political project of
multiculturalism in the post-Soviet space:
Yes or no?” [15] notes the potential danger
of multiculturalism to the existing social
order.

Methods

The methodological basis of the paper is
a set of systemic and dialectical methods
that consider the research question as a
complex emerging phenomenon including
a number of interacting and interrelated
levels: theoretical, socio-economic, cultural
and political. An interdisciplinary approach
to the problem of

multiculturalism allowed using heuristic
techniques of sociology, political science
and cultural studies. The study also used
a hermeneutical method, explicating
the main ideas of the theoretical work of
philosophers who laid the philosophical
foundations of multiculturalism.

Postmodernism: Basic concepts
and views on the policy of
multiculturalism

The end of XX - beginning of XXI century
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was a period of great change in the history
of human civilization. Numerous technical
and technological innovations have been
developed in almost all spheres of human
existence. There has been a transition

to a postmodern culture. The society has
entered an era of total globalization. It has
all been generated by multiculturalism.

Multiculturalism is a particular
phenomenon of social life encouraging the
peaceful coexistence of different cultures
and ethnic groups within a single society. It
has become an inescapable contemporary
experience since it is reflected both in
cultural and political life.

This question has been discussed for
over thirty years, and it has always been
highly controversial. The issues related to
multicultural pluralism and multicultural
society, the dialogue of cultures and
the manifestation of multiculturalism in
political, social and economic spheres,
which are combined under a common
phenomenon of inclusive globalization, are
becoming increasingly important.

In fact, multiculturalism is a
multifaceted phenomenon that is why
it is necessary to pay attention to its
cultural aspect. For example, V. Malakhov
highlighted two basic definitions of
multiculturalism. On the one hand, this
phenomenon is identified with cultural
diversity, and on the other hand, it is
related to the practical reality in politics
and governance: a certain system of steps
taken by the state to maintain cultural
diversity. Multiculturalism as a fact of
cultural diversity has been known for a
long time, though it was not recognized
as a phenomenon, and its definition was
formulated much later [16].

Multiculturalism is a policy aimed at the
preservation and development of cultural
differences in a particular country and
in the world in general, and a theory or

an ideology that justifies this policy and
requires the coexistence of cultures for
their interpenetration, enrichment and
development in the mainstream of popular
culture [17].

The concept of multiculturalism
appeared in Canada in the late 1960s, and
twenty years later, it became widespread
in Europe. In the 1980s, the principles
of multiculturalism entered the political
practice of most European countries. The
rejection of the assimilationist model of the
immigrants’ integration, used here during
the nineteenth and twentieth centuries,
and the transition to a multicultural
model was due to serious problems
faced by European countries. Numerous
immigrants, mostly from the third world
countries, who flooded Europe, showed no
willingness to assimilate. Moreover, they
were united in various ethnic communities
that helped them not only to survive in
these new conditions, but also to actively
defend their rights, including the right to
preserve their culture,

traditions and customs. It is in these
circumstances that multiculturalism has
become to be considered as a tool to
promote cultural enrichment and to build
a harmonious society. Unlike traditional
liberal ideology or political liberalism, it
is mainly focused not on the protection
of the individual rights of citizens, but on
the protection of the collective rights of
individuals through various ethnic and
religious communities.

Multicultural policy (in any form — “light”
or “hard”) has been implemented in almost
all European countries over the past three
decades. Today, all the countries of the
European Union suffer to some extent
from immigrants. The indigenous people
of European countries are increasingly
calling for a policy of multiculturalism to be
cancelled and urging the government to
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return to the idea of supporting the titular
nation state and restricting the rights of
immigrants. Critics of multiculturalism
argue that the result can be a complete
destruction of the centuries-old cultural
attitudes and developed cultural traditions
because such mingling always leads to
homogenization. In their view, if the low
level of immigrants’ cultural development
is undoubtedly increasing, the high

level of culture of the target country of
multiculturalism is consistently dropping
[a7].

The collapse of ideas: When theory
comes face to face with reality

Thirty years ago, many Europeans
viewed multiculturalism as a response
to their social problems, as the embrace
of an inclusive and diverse society.
Today, a growing number of researchers
believe that multiculturalism is the main
cause of them. Such stance has led
some prominent politicians, including
British Prime Minister David Cameron
and German Chancellor Angela Merkel,
to publicly condemn multiculturalism
and oppose its dangers. This policy has
contributed to the success of far-right
parties and populist politicians across
Europe - from the “Party for Freedom” in
the Netherlands to the National Front in
France. In the most extreme cases, it has
come to the horrifying acts of violence:
in July 2011, Anders Behring Breivik
committed a terrible massacre on the
Norwegian island of Utoya [18].

Critics of multiculturalism believe that
Europe has allowed excessive immigration
without demanding enough integration,
which has led to the destruction of social
cohesion, a general undermining of
national identity and a sharp decline in
public trust. At the same time, advocates
of multiculturalism argue that the problem
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is not in the wide ethnic diversity but in
evident racial discrimination.

However, the truth about
multiculturalism is much more complex
than both sides imagine. Multiculturalism
has become a cause of other social and
political issues: immigration, identity,
political frustration, working-class decline.
Different countries have chosen their
own ways of their solution. The United
Kingdom has sought to provide different
ethnic communities with an equal right to
participate in the political system of the
country. Germany has allowed immigrants
to lead a separate life, instead of granting
them citizenship. France has preferred
an assimilation policy to multiculturalism.
The results have also been different: in the
UK, communal violence has appeared, in
Germany, the Turkish community has

become even more estranged from the
mainstream society and in France, and
the relationship between the authorities
and the North African communities have
become very strained. However, the key
conseguences have been the same
everywhere: the fragmentation of society,
the alienation of minorities and the
discontent of citizens.

Multiculturalism as a political
instrument has served not only as a
response to diversity but also as a
means to constrain it. The policy of
multiculturalism takes the diversity of
society as a given, but assumes that
it ends at the edges of the minority
community. Attempts are being made to
institutionalize diversity by putting people
in the ethnic and cultural framework and to
define their needs and rights accordingly.
In other words, this policy has contributed
to the divided society which it was meant
to manage. And this reveals a paradox
[18].

The UK was one of the first European
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countries that have adopted the ideology
of multiculturalism. Unlike Canada or
Australia, Britain has never proclaimed
multiculturalism as the official doctrine
defining the state policy towards ethnic
minorities. However, the government was
actively implementing the ideology of
multiculturalism in practice. British policy
on the integration of immigrants of other
cultures and confessions into society has
been considered so successful for a long
time that other countries in the European
Union have taken it for a model.

Britain is a prime example of the
realization of “hard” multiculturalism:
the country has not only developed and
actively implemented a broad system of
measures to support national minorities
with the purpose to preserve their identity,
culture, traditions and customs, but also
adopted a number of laws to prevent all
forms of discrimination based on ethnic
or racial grounds. Tolerance has been
essentially transformed into a dogma,
requiring the British to respect it.

There can be many cultures living
side by side in a country. This is due to
open public policies, flight cheapening,
simplification of bureaucratic procedures
for obtaining visas, etc. For example,
the UK has seen migrants of all social
classes from all over the world: students,
doctors, engineers, information technology
specialists, nurses and many others who
have come to the UK to live and work.

This has allowed multi-different cultures
and ethnic groups to live together in a
country like Britain. Waves of migrants
have come to the UK from all over the
world: Africa, India and other European
countries. There are two aspects of this
development. Firstly, a multi-ethnic country
can be a good country. This allows cultural
diversity; people from different countries
can contribute in their own way. For

example, the UK has a large percentage of
the Indian population, and many of them
have received medical specialties. These
Indian doctors have made a significant
contribution to the health of the country.
Many of them work as consultants, general
practitioners, researchers, all contributing
to the health and wellbeing of the UK.
Another example is Indian migrants from
Africa who have contributed to business
development.

Consequently, the positive aspects
of different cultures in the country can
contribute to its social and economic
development. However, if large groups of
different cultures accumulate, it can lead
to social friction. The native population

can see immigrants as their
competitors. In addition, if some of these
immigrants refuse to integrate, it can
cause further social tension and civil
unrest.

Britain is really a multicultural
country. Although social unrest due to
multiculturalism is rarely seen in Britain,
it does not mean that this tension cannot
be created. Many immigrants are coming
to the UK from Eastern Europe, and
people are now complaining about the
government’s ability to accommodate
them all. They believe that British
politicians should take stringent measures
and make the process of immigration more
difficult [19].

It is widely believed in Western
countries that multiculturalism, defined
as a program for giving recognition to
ethno-religious groups and their cultures,
has failed, and is instead leading to the
“entrenchment of separate communities
with corrosive consequences for trust and
solidarity”

(http://www.tandfonline.com/doi/full/
10.1080/01419870.2013.808754).

Under the influence of multiculturalism,
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Britain can lose its cultural identity by
adopting others. The new generation
would be more attracted to other cultures
and forget their own. There are so many
people from different countries, they bring
their culture and the young people are
losing their own culture in order to adapt to
others, so it is a risk to future generations.

Multiculturalism is a policy aimed at
encouraging the separate development
of several cultures within a nation state.
Multiculturalism is not about diversity,
it is a political movement with a clear
and focused policy of the deconstruction
of national cultures in favor of many
separate cultures. It is a sad reality
that the majority of those who say they
support multiculturalism are actually
“anti-racist” and “pro-diversity”. They
do not realize that when they say they
support “multiculturalism”, they are
supporting “a subversive political and
philosophical movement within Western
countries”. (http://pol-check.blogspot.
com/2011/02/multiculturalism.html)

The main examples of the adverse
effects of the policy of multiculturalism are:

e failure of individuals to identify
themselves with society as a whole;

e communicating solely in the native
language and with co-religionists, which
complicates and minimizes contacts with
the local population, as well as social
adaptation of immigrants;

e supporting the caste system and
class relations that impede career and
social growth, as well as the welfare of the
family and the individual;

e imposing cultural and religious
traditions (such as the hijab for women)
which can serve as an obstacle to
socialization (for instance, schoolgirls
cannot fully adapt to the environment of
adolescents).

e forced marriage;
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e supporting foreign powers against
one’s own country, threatening the overall
security.

All of these effects of multiculturalism
and many others can be seen in British
life. The socialist elite argues that
separate cultures within the UK should be
encouraged to carry out these “freedoms”.
However, each freedom that is encouraged
within a separate culture deprives the
whole British society of other

freedoms. As a rule, those who support
multiculturalism simply deny the possibility
of these adverse effects, but some of
them, such as the effects of restrictive
clothing for young girls and the effects of
the caste system, are inevitable because
they are in the nature of these “freedoms”.

The collapse of multiculturalism in
Germany has been discussed for a long
time. In October 2010, the German
Chancellor Angela Merkel speaking to
a meeting of members of her Christian
Democratic Union (CDU) party declared
that the country’s attempts to build a
multicultural society have “utterly failed”.
Merkel said the idea of people from
different cultural backgrounds living
happily “side by side” did not work. She
also said that immigrants should integrate
into German society, accept its culture and
values. This statement was a reflection
of the general sentiment in the European
Union in crisis. But of exceptional
importance is the fact that this statement
was made by the leader of a country
whose politicians have always (especially
during the second half of the twentieth
century) avoided sharp criticism against
representatives of other nations. This
statement has triggered a fierce debate on
immigration in Germany and intensified the
conflict in this area.

In fact, the official refusal of the ideas
of multiculturalism, which make up the
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value basis for the concept of “Common
European Home”, has led to increased
collisions in the immigration policy in
Germany and strengthened the position
of ardent nationalists and supporters

of compulsory assimilation. From this
point of view, subsequent restrictions on
the construction of religious buildings
(mosques) and prohibitions on various
types of clothing (hijab) were the
manifestations of the assimilation policy.
The purpose of this policy is not to protect
freedoms and fight against certain types
of religious or ethnic freedoms. According
to many experts, this policy is aimed at the
forced assimilation and transformation

of labor migrants and refugees into
respectable burghers with national traits,
typical for the German society. http://
thedecline.info/en/partl

Multicultural policy in Germany has
encouraged Turks to treat the German
society with indifference, and has led
Germans to view the Turkish culture with
increasing antagonism. The notion of what
it means to be German is largely defined by
the opposition of the traditions and values
of the excluded immigrant community.

A survey conducted in 2011 by the
French firm Ifop showed that 40% of
Germans perceive Islamic communities
as a “threat” to their national identity.
According to a survey conducted by the
University of Bielefeld in 2005, three-
quarters of Germans believe that the
Muslim culture is not embedded well in
the Western world. There is a rise in anti-
Muslim groups, such as PEGIDA (“Patriotic
Europeans against the Islamization of
the West”), and the protests against
immigration that swept across Germany
in January 2015 were the largest in recent
years. Many German politicians, including
Merkel, have taken a tough stance against
the anti-Muslim movements but the

damage has been already done [18].

France is one of the most “Islamized”
state in Europe. About 5 million of Muslims
have been officially registered in France,
which is nearly 10% of the population.
Moreover, Muslims are the second largest
religious group after Catholics.

Immigrants from more than 127
countries of the world live in France,
but there are more immigrants from the
Maghreb countries (Morocco, Algeria and
Tunisia), “Black Africa”, Turkey, the Middle
East and other countries. For obvious
reasons, the largest number of immigrants
have moved from former French colonies
in the Maghreb: Algeria — about 1 million
people, Morocco — 800 thousand,
Tunisia — 600 thousand. The Turkish
diaspora is also numerous, and by the
most conservative estimates, its number
reaches 400 thousand people. Muslims
also predominate among immigrants from
the states of “Black Africa””.

Muslims living in France is not a new
phenomenon but in recent decades,
the image of a Muslim has changed in
the minds of Europeans because of the
wars in the Arab world, acts of terrorism
involving Muslims, anti-Islam propaganda
from the media, etc. However, France has
unwittingly faced a dilemma regarding the
status of Islam in the country, where the
state is separated from religion.

In France, about 50 thousand natives
have converted to Islam. Many of them
are the subject of interest for terrorist and
extremist organizations, as far as French
nationality makes it easy to cross borders,
rent housing, create front organizations,
etc.

The policy of multiculturalism has
its positive sides. For instance, states
that appealed to the principles of
multiculturalism have made great strides
in the democratization of their own
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societies. The ideal of the coexistence

of different cultural styles has greatly
helped to change the social climate, to
promote a spirit of tolerance towards the
“other,” to realize the ontological and
legal equivalence of different lifestyles.
The policy of multiculturalism is opposed
to discrimination, oppression, and
emphasizes personal dignity, common to
all people.

Discussion:

What is next? A short forecast for
the future

Contemporary postmodernists seek
to explain the impact of multiculturalism
on the basis of various feelings, including
religious, scientific, environmental,
liberationist, economic and aesthetic.
They pursue an aim to create a large and
adequate story to cover all aspects of the
theory of multiculturalism, both positive
and negative. This story encourages and
appreciates diversity and difference.

The “other” is not confined to the self.
Discerning tolerance is a moral imperative,
and wisdom with regard to difference is
crucial [20].

Contemporary postmodernists argue
that language is not the only or even the
most important problem. Most likely,
experience is much more important than
language. The majority of experience is
not related to the language. However, it
is believed that in the modern world it is
very important to be able to overcome the
language barrier to understand people of
different nationalities, their culture and
lifestyle and to share experiences.

Postmodernists agree that community is
essential. According to the postmodernist
worldview, all beings - both human and
nonhuman - are interrelated. We live in a
relational world, and who we are is largely
determined by our relationships with other
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people.

Although the policy of multiculturalism
contains creative purposes, it complicates
the process of migrants’ assimilation
and has a number of negative effects,
such as a threat to national cohesion
and civil harmony. By promoting the
institutionalization of cultural diversity,
multiculturalism creates preconditions
for strengthening interethnic and
interracial distrust and enhancing society’s
“encapsulation”. Multiculturalism is
actually seen as the promotion of the
diversity of cultures.

Currently, the main challenge for
European countries is the search for an
optimal model of integration and the ways
to attract migrants to the socio-cultural
environment of the host country. Methods
of integration, practiced in the countries
of the “old immigration” (the UK, France,
the Netherlands, the US, Germany), have
not always turned out to be productive.

As a tool of integration, multiculturalism
has proved to be insufficiently effective
especially in relation to citizens of Muslim
origin. For instance, a heated debate on
the integration of immigrants into the
German society has sparked in Germany
after the publication of the book “Germany
abolishes itself” by Thilo Sarrazin (originally
“Deutschland schafft sich ab”). The author
denounced the failure of the country’s
post-war immigration policy and stated
that the growth of immigrants who do not
accept German culture and does not seek
to integrate into the German society leads
to a decline in Germany. He also assumed
that the continuation of the current policy
in relation to immigrants would result in
the Islamization of the country and the
collapse of its economic system. Sarrazin
made a demand to restrict immigration

to Germany for immigrants from Turkey
and the Middle East. After many German
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politicians accused him of xenophobia, it
became clear that the majority of citizens
shared his views.

Based on this, it can be argued that
the problem of tolerance has become
extremely acute in the second half of the
XX-XXI century in connection with the
problem of consolidation in multi-ethnic
societies. In this context, tolerance is
a unity in diversity, respect, perception
and understanding of the vast number
of cultures, forms of expression and
self-assertion of the human personality.
Currently, cultural unification has acquired
a global dimension. The processes
of globalization have caused such
cultural phenomena as ethno-cultural
integration, assimilation, mobility and, as a
consequence, the growing multi-ethnicity
of national communities.

The phenomenon of multi-ethnicity
has both an empirical and aesthetic
dimension. The first is the existence of
ancestors of many ethnic communities in a
certain society (apart from natives, modern
ethnic groups are of particular importance
as a result of contemporary migration
processes), and the second includes the
promotion of tolerance, which in the policy
of multiculturalism is often reduced to the
position of relativism. Relativity declares
the right of everyone to develop one’s own
culture, according to one’s own principles,
beliefs and worldview. However, relativity is
the form of individualism neutralizing the
estimated position of one subject of culture
with respect to another. The position of
neutrality in a multicultural society leads,
on the one hand, to extreme individualism
and, as a consequence, to a loss of the
subject’s capacity to perceive

problems that go beyond his or her
personal interests, and on the other hand -
to the formation of a new automated “we”
[28, p. 69-70].

The researchers, who deny or do not
recognize the concept of multiculturalism
as a philosophical notion and who do
not see it as a factor of society cohesion
and democratization, popularize the
idea that today not a single society is
multicultural in the full sense of this word.
However, from this point of view, it is also
difficult to name a democratic society that
would fully comply with all the principles
and requirements of democracy as a
philosophical discourse. Therefore, as
an idea that combines the multicultural
society and makes it democratic due to the
fact that it is based on universal values,
multiculturalism can be regarded as a
theoretical model to which a multi-ethnic,
multi-confessional and multi-lingual
society can aspire [29].

We can confidently assert that the
phenomenon of tolerance is based on the
idea of recognition and perception of the
“other” not as a stranger or an enemy but
as something or someone having the right
to reject the rule of the whole over the
individual and the equality of all cultural
forms. Therefore, more promising is the
extension of multicultural orientation on
the proximity and coexistence of different
ethnic groups and cultures, promotion
of their interaction, mutual influence
and enrichment. This approach, in its
turn, not only requires the interests and
rights of new national minorities to be
acknowledged but also presupposes the
equality of different ethnic groups with
the native population in all spheres of life
and the unrestricted right to cultural and
religious choice, ensuring their integration
into a single political nation.

Thus, given the historical experience
and new social phenomena, brought by
globalization, there is a need to make
“an inventory” of scientific developments
in this field and to offer a new, balanced
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vision of relations between ethnic
communities that could form the basis of
the modern cultural policy both within the
existing states and in their relations.

At present, according to Malakhov, the
political class of every single European
country is laying particular emphasis on
the priority of “civic integration” instead of
supporting cultural diversity [30]. However,
he does not exclude that in the future;
there could be another shift in public
discourse, resulting in replacing the values
of national cohesion with the values of
cultural dialogue and mutual tolerance.

This confirms the pronounced
turn towards “assimilation”, while
in terms of foreign policy; the more
productive approach was and remains
the demonstration of the authorities’
willingness and ability to ensure the right
of citizens to choose cultural identity.

It is no coincidence that international

legal instruments (such as the European
Framework Convention for the Protection
of National Minorities) state the prohibition
of forced assimilation. However, according
to Malakhov and some other researchers
of multiculturalism in Europe, this principle
does not address the fundamental
problem - the incorporation of migrants
into social institutions of the host state.
Because of its complexity and diversity, this
issue cannot be addressed in a uniform
manner, for all multicultural countries.

The best way out of this situation is
the application of either the principle
of integration or the principle of
multiculturalism, based on the national
interests of citizens. To maintain the
cultural identity of a nation or to assimilate
with other cultures is an internal decision
of the sovereign states of the world,
which are aimed at peaceful coexistence
universal human values.

24

Results

Based on the conducted research, one
can talk about the following functioning
levels of the concept of “multiculturalism”:

- Multiculturalism as an idea that
reflects the philosophical position and not
just a particular political course, highlights
the need to promote and not to suppress
cultural diversity, based on the concept of
an open society;

- Multiculturalism as a definition of
cultural diversity itself and the multi-
ethnicity of a particular society;

- Multiculturalism as an ideology or
methodology that is the basis of social
(particularly education) policy;

- Multiculturalism as a public policy [21].

The model of multiculturalism is based
on three principles:

- state’s acknowledgement of cultural
pluralism as an important characteristic of
civil society;

- removal of obstacles that prevent
the socialization of marginalized cultural
groups;

- support for the development and
interaction of different cultures [22].

According to Bondaruk, the main
features of multiculturalism include the
following;:

1) language and ethno-cultural
pluralism as a public norm in society;

2) openness of society’s culture to
perceive influences of other cultures and
exchange with other cultures, societies and
nations;

3) collapse of monolithic socio-cultural
(including ethnic and religious) structures
and elimination of isolation and self-
isolation barriers in the context of the
globalization of culture, mainly under
the influence of new technologies and
telecommunications;

4) presence of the constantly floating
population (nomadic, etc.) which forms
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a separate community with its own
household, ideological, linguistic and
cultural identity;

5) divisibility of the state into separate
regions, conceived as geographical,
historical, cultural, economic or political
safety (so-called territorial pluralism);

7) formation of different “layers” in a
traditional component of cultures and
civilizations as a result of spontaneous
and forced actions of other cultures and
civilizations (they can be associated with
language, customs, management ways,
history, philosophy, household, military
affairs, etc.);

8) consequences of the interaction
with other people in the course of history,
fixed in the public mind. It can be the
phenomenon of empathy, behavioral
patterns, attitudes, value judgments,
various forms of prejudice, xenophobia or
revenge complexes;

9) ideological pluralism, including
religious pluralism, tolerance, etc. [23, p.
25-29].

Today, multiculturalism stands as an
ideology, policy and discourse that confirm
the validity and value of cultural pluralism
and the relevance and importance of the
diversity of cultural forms. In the context of
multiculturalism, otherness and difference
are no longer regarded as “alien”,
becoming simply “other” [24, p. 156].

It is undeniable that the concept
of multiculturalism has often been
considered as an object of violent
confrontation since its inception to the
present day. Researchers distinguish
both positive and negative features of
multiculturalism in modern multicultural
states. The advantages of multicultural
policy are, above all, the preservation of
cultural pluralism, the recognition and
protection of minorities (not just racial,
ethnical and regional but also gender and

sexual) and the rejection of xenophobia,
chauvinism and racial prejudice. In
addition, in the Central Asian society,
where women aspire to participate in
business processes, the above-mentioned
advantages of multicultural policy can be
indispensable.

At the same time, such a policy
causes a number of issues, manifested
in the ethnicization of social relations,
enhancement of interethnic and interracial
distrust, disregard of the liberal principle
of the priority of individual rights and
weakening of the political unity of the
nation.

According to Deryabin, the
most dangerous consequences
of multiculturalism are an ethnic
fragmentation of society, conscientious
rejection of the slightest assimilation of
the main dominant culture (even among
new immigrants), and, as a result, an
increase of tension in inter-ethnic and
inter-confessional relations. Opponents of
multiculturalism emphasize that it leads to
the marginalization of ethnic communities
as far as it creates a “folk” image of the
representatives of different ethnic cultures,
contributing not to a “dialogue of cultures”
but to their conflict. [25]

Thus, taking into account all the positive
and negative aspects of multiculturalism
and the ambiguity of its content in
scientific thought, one can note that there
has not yet been found an alternative
model of cross-cultural interaction, based
on the principle of mutual respect and
tolerance, regardless of ethnic and cultural
background. Accordingly, this subject
requires further comprehensive study with
due consideration of the peculiarities of
each country and contemporary realities.

An ambiguous understanding and
the existence of many discourses of
multiculturalism is a reflection of its
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versatility and coverage of various spheres
of society.

Today, the concept of multiculturalism
resembles a groundwork of rules and
norms of the peaceful coexistence of
different cultures and their representatives
on the principles of equality, mutual
respect and tolerance.

Overall, it can be assumed that the
policy of multiculturalism can contribute
to the further democratization of the
international community, but a positive
result

is possible only through a thorough
study and analysis of the specific features
of each society.

Conclusions

Social development at the beginning of
the XXI century faced some contradictory
processes: the pursuit of unification
and standardization due to globalization
erasing the boundaries between
continents and countries, on the one
hand, and the pursuit to preserve a unique
culture and ethnic identity, on the other.
The problem of interaction and dialogue
among cultures is currently extremely
urgent; therefore, it has been actively
debated in scientific and public circles.

One of the most common concepts of
cultural interaction in the globalization
space is the concept of multiculturalism
that provides for “integration without
assimilation”. The main cause of its
occurrence was the need for theoretical
understanding and the desire to adapt to
the growth of cultural differences within a
single multinational space.

Today, multiculturalism has officially
been recognized by Canada, the US,
Australia, the UK, Germany, France, the
Netherlands, Sweden, Finland and other
countries. The spatial dimension of
multiculturalism expands its boundaries

26

because in today’s world it is already
difficult to find a monocultural society. A
characteristic feature of the current state
of multiculturalism is that it covers not
only immigrant countries, as it was in

the late twentieth century. The specificity
of modern multiculturalism is that it
becomes possible to embody the ideology
and policy of multiculturalism in practice
of multicultural countries which are not
considered immigrant.

The policy of multiculturalism accepts
the diversity of society as a given, but
assumes that it ends at the edges of
minority communities. Attempts are being
made to institutionalize diversity by putting
people into ethnic and cultural boxes — for
example, into a singular, uniform Muslim
community — and to identify their needs
and rights accordingly. In other words,
such policy has contributed to the divided
society which it was meant to manage.

In the context of globalization, not
only the concept is changing, but also
the methods of the political settlement
of migration issues. One of the possible
political solutions to the problems of
national identity is a communicative
discourse in the form of an open dialogue
between the parties at the level of ethnic
and communal communities that has
not been previously used because of
the so-called “one-way” democracy. The
political modernization of national identity
consists in the idea that Europeanization
should prevail not only among the native
population, but also among immigrants,
turning them into new, not only socially but
also politically oriented Europeans. Only
a political dialogue, which should replace
confrontation, will contribute to the stability
of nation states and the solution of the
underlying problem — the preservation and
promotion of democracy.
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I. HypblweBa
on-Papabu atbiHaarbl Kasak ¥1TTbiK YHUBEPCHUTETI,
Anmartsl, KazaKkctaH

XK. KewwepGaes
T. XXypreHoB aTbiHaarbl Ka3aK ¥aTTelK 6Hep AKageMusichbl,
Anmartsl, KazaKkctaH

NOCTMOAEPHU3M: EYPONAAAFbI MYJIbTUKYJIbTYPAJIU3MHIH TEOPUACbI MEH NPAKTUKACHI

AHpgaTna

MakKanaga Eyponaaafbl MylbTUKYNbTYPann3m casicaTblHa Ke3Kapac *aHe Heri3ri TyKblpbiMaamanap
KapacTblpbliFaH. COHFbI Xblngapbl MyAbTUKYNbTYPaNN3M KYHHEH-KYHIE Ken CbiHFa ylublpan Xyp, 6ipak 6y
KYObINbICTbl 3ePTTTEY AEHIENiHE bIKNan eTin }aTKaH XOK.

Byaax 30 xbin 6ypbiH Eypona ocbl MyNbTUKYNLTYPaNM3M MAESCHl HETi3iHAE TYPAi YATTapAblH AEMOKPATUSNbIK,
allblK KOFaM asiCbiHAa emip CypyiH, Tini, Aini }oHe AiHi 6acKa ynTTapabl 6aTbICTbIK KYHAbIbIKTapFa Herisgenrex
nnbepangblk opTaFa KipiKTipy )ongapbiH KapacTelipa 6acTtagbl. Kasip Eypona engepi MMMuUrpaumsiHbl WeKTeyre
opekKeT eTin 6aryaa. byn ekiywtbl npo6nema. bip afblHaH — UMMUIPaHTTapAblH, €1re KenyiH WwekTeyai

Tanan eTin }aTKaH acipe CoWbIN NapTUaNapablH, biIKkNaabl apTbin Kenegdi, eKiHwi )afblHaH — Eyponagafbl
aemMorpadusanblK Kargan — XanblKTblH ©CYiHiIH TOKTaybl MEH €HOEK pecypcTapbiHa ereH cypaHbiC apacbiHAaFbl
CconKecci3fik 6yn npobaeMaHbiH WelLlinyiH KUbIHAATbIN OTbIpP.

Tipek ce3apep: My/bTUKYNbTYPaNn3M; 8N1eYMETTIK KallbIKTbIK; YITTbIK Gipereinnik, NoCTMOAEPHU3M.

I. HypbiweBa
Ka3zaxcKkui HauynoHabHbIA YHUBEPCUTET M. asib-Dapaby,
Anmartsl, KasaxctaH

XK. KowmepGaes

Kasaxckas HaunoHanbHas Akagemus uckyccts um. T. XKypreHoBa
Anmartsl, KasaxctaH
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MOCTMOAEPHU3M: TEOPUU U NPAKTUKHU MY/IbTUKYJIBTYPAJIU3MA B EBPOIE

AHHOTauMA

B cTaTbe paccMOTPEHbl OCHOBHbIE KOHLEMNLUMKU U B3rNAAbl HA MONUTUKY MYNbTUKYAbTYpanu3ma. B nocnegHue
rofibl MyNbTUKYNbTYPann3m Bce 60nblie NoOABEPraeTcs KPUTUKE, HO 3TO CYLLECTBEHHO He BAMSET Ha

YypOBEHb UCCNefoBaHUs BOMNPOCOB, Kacatowuxca atoro deHomeHa. CeroaHsa Bce 60nbLue N0AeN nonaratot,
YTO rNaBHas NPUYMHA HeypaauL, 3aKNlo4eHa B MyNbTUKYIbTYpu3me. EBpona npuHana CAmKoM MHOro
UMMWIPaHTOB, He TPeBYS OT HUX MHTErpaLLmMm, YTO MPUBENO K Pa3pyLLEHNIO COLMaNbHOro e4MHCTBA, NOAPbLIBY
HaUMOHaNbHON MAEHTUYHOCTU U PE3KOMY CHUMEHMIO 06LLECTBEHHOIO fOoBEPUS. B cTpaHe MOXeT 6bITb

MHOTO KyNbTyp, XUBYLLMX 60K 0 60K. MyNbTUKYNLTYpannM3Mm ABASETCH NOJUTUKOM NOOLLPEHUS OTAENbHOIO
pPa3BUTUSA HECKOMbKMX KY/IbTYP B HaLMOHaNbHOe rocyaapctso. MynbTUKyIbTypanu3m He 0 pa3Hoo6pa3unu, aTo
NOAIMTUYECKOE ABUMKEHME C YETKON M LieneHanpaBieHHON NONUTUKON AEKOHCTPYKLMM HaLlMOHANbHbIX KYNbTyp
B M0/1b3Y MHOXECTBA OTAENbHbIX KYNbTYyp.

KnoueBble cnoBa: My/bTUKYIBTYpanu3Mm, coumanbHas AUCTaHLmMs, HaunoHanbHas ageHTUYHOCTb,
NOCTMOAEPHMU3M.
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E. Ycypxanos

! Kypmanrassl atsiagars! Kazak Y aTTeiK
KOHCEpPBaTOPUSICHI,

Anmatsl, Kazakcran

¥PMAJIbI ACTIANTAPABIH IAMY KE3EHAEPI

AxpaaTna

MaKanaga My3biKasblK ypManbl acnantapiblH (4aHfFbipa, nabbin, T6) KanblnTacy Ke3eHaepi KapacTbipblUiFaH.
¥pMaJ’IbI acnantapabl Kacion opTaja KonaaHbINybl KepCGTiJ’IFeH. ¥pMaJ’IbI acnantap/blH epeKwe AaMblfaH

Ke3eHi peTiHae XX FacbipFa MaH 6epineai.

Tipek ce3aep: ypManbl acnan, opbiHAAYLIbUIbIK, AaHFbIPa, AayblNas, bipFakK, OPKeCTp.

Kipicne

XX Facblp — My3blKa ©HEpPIHIH, epeKLe
JaMblfaH Ke3i. KasaH TeHKepiciHeH
KeWiH, enimi3 Toyenciaaik anfaHra geuiH
KoCiOn My3blKa eHEepiHiH JaMybl, XanblK
apachbiHaH LWbIKKAH TybIHAbINAPAbIH HOTafa
Tycipinyi, acnantap/blH *aHapTblnybl
MEH OpKecTpnepae KonaaHblybl ypMarbl
acnananTtapAblH KacibuneHe TycyiHe anbin
Kengai. Ce6ebi xanblK apacbliHaH WbIKKaH
TanaHTTap MeH ypMarsbl acnantapia
Kocibu aeHrenae opbiHaayFa KyLlTap/blK
ocTi. EKiHWIiaeH, yNTTbIK My3blKalblK
acnantapAbl }XoHe opbiHAAYLWbIapAabl
}annan KocibuneHaipy *ypin xaTkaHaa
ypManbl acnantap Aa oAaH TbiC Kanmayra
THic epi.

¥pmanbl acnantap 6ip faHa

30

XaNblKTiKi eMec, onap Kenterex

XanblKTap M3JeHUETIHAE Ke3aeceq,.
KasaKkcTaHaa ypmManbl acnantapia Kaciou
OpblHAAYLWbINbLIKTbIH 6pKeHaeyi 6y
GaFbITTbl FblNIbIMU TYPFbIAAH 3EPTTEYTE XOoN
awThbl.

oaicTep

b. CapbibaeB Tangan KOPCeTKeHAEN:
«JlaHFblpaHblH, MeTa Cbl14blpMaKChbl3
Giperen Typi 1930 XbingapabiH
e3iHae pecnybMKaMbl3blH OHTYCTIK
ayjaHfapblHAa FaHa KesfeceTiH. byn kyHae
KasaKcTaHHbIH MEMJIEKETTIK OpTalblK
My3emniHae }oHe [MWHKa aTbiHaaFfbl
MYy3blKa MBJEHUETIHIH MEMJIEKETTIK
opTanblK My3emniHae AaHFbipaHbiH 6ipaeH-
6ip FaHa gaHachbl caKTay/bl, onap 1936
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*blbl LLIbIMKEHT 06/bICbIHAH TabblnFaH
6onatbiH»[1, 145 6.], — Aen *Kasabl.

OpbIC xanblK My3blKacblHAaFbl YpMasbl
acnanTtap TabufaTbl 1a OCbIfaH XYblK.
OHbIH Tynymbac, HabaT, HaKkpa, 6ybeH
CUSAIKTbI YNrinepiH Kesinge K. BepTkoB
aKcbl 3epTTeai [2, 97-99 66.]. EHai 6ip
JepeKTtepre KaparaHaa 1948 xbinfa
AeniH 6ypbiHFbl KCPO xanbIKTapbIHbIH,
My3blKaiblK acnantapbl My3eniHae
CaKTasblM KenreH KeHe WbiHAaybin
6onfaH. KCPO fbinbiM aKageMUACbIHbIH,
AHTPOMOJIOrnS aHe aTHorpadusg
My3eMiHiH aca 6ai KonneKkuusinapbiHaa
LlaFblH FaHa KeHe aayblinas 6onFaH.
CaHkKTt-leTepbyprreri TeaTp, My3biKa
}OHEe KuHemaTorpadus MHCTUTYTI
ynbIMAacTbIpFaH My3blKanblK acnanTapibiH,
TYPAKTbl KOPMECIHIH 3KCNO3ULINACBIHAA
Kenempaepi ap TYpJi eKi KeHe LbiHaayblN
6onfaH [1, 146-147 66.]. bipkaTtap ypmansbl
acnantapabiH cypeTi b. Capbl6aeBTbiH,
My3blKanblK acnanTtap anb60MbiHAa
KamTbinabl [3, 112-117 66.].

HeTHxenep

yKannbl ypManbel acnantapaasbl Kociou
opblHAayLWbinbIK 1930 XbingapaaH
6acTay anagbl. Con Kesae aayblnnasgbl
KeTinaipin, 6ypayblH Kentipe 6acTtaraH,
oeTiHe BGipHele BUHT OpHaTKaH. byriHae
fJayblnnas 6ipHelle HoTa BUIKTIKTepiHe
KenTipineni »xaHe e3reptyre 6onagbl.

Teyencisgik anfaHfa geniH ypmarbl
acnantapiafbl opblHAQYLWbUIbIK
webepnik 6asay gamblabl. 1970-
1980 »xbingapsbl blkblnac atblHAaFbI
XalblK acnantap My3eni awblnraH
Kes/le KenTereH PEKOHCTPYKLUMSANBIK,
pectaBpaLUANbIK }KyMbICTap Xyprisinin,
ypMasbl acnantapAblH, Kenwiniri Kanta
*aHFbIpTblAabl. OHbIH 62pi 6enrini
oHepTaHylbl-FanbiM bonaTt Capbi6aeBTbIH,
eHberi 6onatblH.

bizaiH My3bIKanbIK acnantap

My3eniHaeri ypMmanbl acnantap Kenrterex
3epTTeynep HoTUKECIHAE aHFbIPTbIbIM,
¥aHafaH }acanfaH. byn acnantap
TYMHYCKa KannblHAa XxaKac, antan, TbiBa,
KbIpFbl3 enaepiHae 6ap. KesiHge bonart
Capbi6aeB ocbl acnanTapabl *aHFblpTbim,
YIKEH KONNEKLIUS Kacan, OPKeCcTpre KocTbl.
byriHae 6yn acnantap Ka3aKTblH 6HEPiH
TaHbITyFa YNeCc KOCbIM KYp.

KasaKTbIH XablK My3blKacblHaa
¥eKe opbiHaaylWbliap 6onca aa,
OpKecTp 6oMaraHbl 6enrini. AHcamb/b,
OPKECTP KeHec asyipiHae nanaa 6onfaH
WblFapMalWbliblK YXbiMaap. OnapabiH,
KypamblHaa ypManbl acnantap aa
KongaHbingsl. Ocblnarila ypmasibl
My3blKablK acrnanTtap e3iHiH anfalKbl
KbIBMETIH ©e3repTin, My3blKaJblK
cynemengeylli, biprak 6epywi acnan
peTiHae KonaaHbicka eHai. Onap opkecTpre
6enimgenin, e3iHiH KeHe KonTaH6acblH
¥aHapTTbl. ¥pMarbl acnantap YHi MeH
[OblObIC AUMA30HbI }afFblHaH fa Kauta
XaHFbIpTbiNabl. OCbIHbIH 60pi onapablH,
My3blKablK OpasibiMFa TYCYiHe TYPTKI
60nabl.

XX Facbipga ypmansl acnantap
OPKECTP KypaMmblH/a }KoHe My3blKanblK-
3THOrpaduanblK aHcambbaep KypambliHaa
nangananbingbl. OcbiFaH opan YATTbIK
acnanTapMeH XanblKTbIK ca3fapblH
OpbIHAANTbLIH My3blKasiblK TONTapP KYPbI/b.
LbiFapMalubibIK yKbiMAapFa ypManbl
acnantapibl €Hrisyre ymTblaraHaap
caHbl apTa TycTi. CoHbIH 6apiHe
My3blKasblK acnantap Mypa*KanblHblH
awblnybl ceben 6onfaH-gbl. On Typanol
eHepTaHyLlbl HapKbliH LLokepim: «CasreH»
GONbKNOPNbLIK-3THOrPadUAsblK aHCamoi
PecnybnnKanblK Xanblk My3blKa acnantapbi
Myparkanbl WaHbIpaK KeTepreHae,
MyparKan KbIBMETKepNEpPiHiH KyLlwiMeH
yMbiMaacKaH 6onaTbiH. 1980 XblnablH,
1 TambI3 KyHi Kasak KCP MuHucTpnep
KeHeciHiH Mypaxanibl yubiIMaacTbIpy
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weHiHaeri N2 358 xaphbifbl WbIKTb», — Aen
€eCcKe anafpl.

MyparkangblH awblnybl 1980-
1981 xblngapsbl xy3ere ackaH. OHbIH,
*aHblHaH b. Capbli6aeB ybiMaacTblpFaH
3THOrpaduUanbIK yarigeri aHcamosb
OYKin pecnybnunKka KenemiHge KaHat
as 6actaraH. «KeTireH», <ANryn»,
«Facblpfiap nepHeci» CUAKTLI aHcamMbnbaep
$bonbKNoPNLIK, YypManbl acrnantapibl
KeHiHeH nangananabl. 1974 binbl
Toprainaa 6acwbliblK KbI3MeTTe ©36eKani
HHoHibekoB «llepTtep» aHcambiH
YMbIMAACTbIPyFa MYPbIHAbIK 60/IFaH.

AuckKyccuna

¥pmanbl acnantap KentereH
aHcamb6/1b KypaMblHa eHin, My3blKasblK,
MO/IEHMETIMI3AEH 63 OpHbIH anabl. Onap
TYPNI GONLKIOPNLIK-3THOrPaPUAnbIK,
aHcambOnbaep KypambiHaa LLBenuapus,
AmepuKa Kypama LLTatTapsl, Typkus,

lepmanusa, anoHus, Kopes,
HuaoepnaHabl, Utanua, Ucnanus, Kbitan,
®paHuns engepide manim 6onabl. byn
acnanrtapia opblHAay webepniri e apTa
TYCTI.

byn KeseHae GoNbKNOPAbIK-
3THorpaduanbiKk aHcaMbnbaep FaHa eMec,
XanblK acnanTtap OPKeCTpPi e KaHaT xas
6acTtagbl. OnapAbiH KypaMblHAa a ypMarnsl
acnanrtap KOnAaaHblfbiN, OPKECTPAIH YTTbIK
cUnaTblH apTTblpyFa CENTiriH TUri3ai.
Mbicanbl, con ¥bliaapbl KypbinfFaH «OTbipap
casbl» GONbKIOPNbLIK-3THOrPadUANbIK
OPKEeCTpi ypMasibl acnantapiblH KOPKEMAIK
MYMKIHAIKTEpPiH apTTbipa TycTi. Jon
OCbIHAAM KbI3METTi «<AfblpHa» aHcamofi
(1986) atkapabl. ©. }KoHIO6EeKOBTIH,
KongaybIMEH KypbinFaH 6yn aHcambibiH
epeKLeniri — ynTTblK OpKecTpnepae
YKOK agblpHa acnabblH KongaHblybliHAA.
COHbIMEH KaTap, XeTireH, KblNKoobI3,
LaHKOObI3, AOMOLIpa, Ca3CblipHaMH,
CbIObI3FbI, LLEPTEP, YPMEN KaHEe ypMaibl
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acnantapibl a OCbl aHCaMbibe
KongaHbingbl. AHCaMb6bAiH My3blKanbIK
peneTtyapbl Aa epekule efi.

Onan 6onca, XX Facbipaafbl ypmasbl
My3blKasblK acnanTapbiMbl3/iblH KaCiGu
cunartka me 60JyblH, KeTiNyiH 6blanlia
¥UHaKTan Kkepcetyre 6onap eni. Atan
anTap 6oncak;

— ypmMansl acnantap KeHec yKimeTi
TYCblH[a TapuXxu TypFblaaH 3epTTenin,
XalnblK PyxaHUATbl MEH BHEpPI peTiHae
MOWbIHAANbIM, ONapabl *aHFbIPTYAbIH
KaXKeTTiriHe Ha3ap ayaapblnjbl;

— ypMalbl acnantap KentereH Tapuxu
[JepeKTep MeH MyparaTTap 60MbIHILA KalTa
Yacanyra Tuic 6onapl;

— YATTbIK 3THOrpadUsnblK
aHcamMb6nbaepaiH, Kypblybl MEH onapiblH,
Tasa XalblKTbIK WblFapManapibl opbliHAAY
KaeTTiri TycblHa ypMasbl acnantap aa
con aHcamMbnbaep KypambiHa eHrisingi;

— ypMalbl acnantap HoTanaHbIn, Keciou
JeHrenre o6enimaenai;

— ypMalbl acnantapfa opbiHAayL bl
Kocibn mamaHaapabiH nanaa 60/bin, OChbl
VATiHI 9pi Kapawn apTTbipa TyCipinai;

— ypMarbl XaHe 6acKa aa YITTblK
acnanTtapia oMHanTbiH aHcamMbnbaep MeH
OPKECTPAiIH MYLlenepiHe apHanbIn YNTTbIK
HaKblLWTaFbl KWiMaep Tirinai.

CoHbIMEH KaTap ypMarsbl acnantap
Typanbl TEOPUSNBIK 3epTTeynep ae Kosra
anblHa 6acTtagbl. On My3blkaTaHy canachbl
FaHa eMec, Tapuxu, GUIOCOPUANbIK
3epTTeynepMeH ae ywTtachin XKatrbl [3].

KopbITbIHADI

¥pMarnbl acnantapiblH KOHe TYPNepiHiH
Tabblnybl, apXeonornasblK 3epTreynepMeH
YasnFaca Tycyi onapabl MaAeHU-My3blKaslbIK
eMipiMi3re eHrisyre eneysi biknasn eTri.
MyHzan 3epTTeynep ypMasbl acnantapia
opblHAay WebepniriH ogaH api JambITyFa
[a eneyni acepiH Turiaai. Typni opKectp,
aHcaMb6ibep KypamblHa eHrisinyi ypmarnbl
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acnanrtapiblH KepKeMIiK MyMKIHAIKTEPIH 6ap. Ocbl Ke3eHae onap Tapux KoMHayblHaH

apTTbipa TYCKEHi e ewo6ip aay TyabipManbl. apLUbbIN, XETiNAipinin, AamMmbITbibIM,

HKannbl KasaK XaNKblHbIH YpMarbl My3blKanblK Toxipubemiare eHrizingi. Onap
MYy3blKasblK acnantapbliHblH JaMblFaH Ke3i anfarbl Keaae ae faMuTbiH 6onaabl AereH
peTtiHae XX Facblpbl atayFa TOJblK Heri3 CeHiMaeMmis.

ManpanaubiiFaH ageo6uertrep Tisimi:
1. Capbi6aeB b. Kazak xanKblHblH My3blKablK acnantapbl. — AnmaTtbl: OHep,

1981. — 208 6.
2. BepTkoB K. Pycckue HapoaHble My3blKaibHble MHCTPYMEHTbI. — J1.: My3bIK
1975. - 280 c.

3. Capbi6aeB b. KazaKTblH My3blKanblK acnantapbl. Anb60oM. — Anmarbl:
HanbiH, 1978. — 136 6.
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JTANbI PASBUTUA YAAPHBIX UHCTPYMEHTOB

AHHOTauMA

B cTtaTbe paccmaTpuBaloTcs aTanbl CTAaHOBAEHWUS yAapPHbIX My3blKa/lbHbIX MHCTPYMEHTOB (AaHrblpa, Aabbin
W Ap.) Ka3axCcKoro Hapojaa. YKasbiBaeTca UCMNob30BaHWe YKa3aHHbIX MHCTPYMEHTOB B NpodeccMoHanbHOM
cpege. NMpuaaeTcs 3HadeHne XX BEKY KaK Nepmnoay HaumBbICLLEro pacLBeTa yaapHbIX MHCTPYMEHTOB.
KnoueBble cnoBa: yiapHblii UHCTPYMEHT, UCMIONHUTENLCTBO, AaHrbipa, Aayblanas, pUTM, OpPKecTp.

E. Usurkhanov
Kurmangazy Kazakh National Conservatory,
Almaty, Kazakhstan

PERCUSSION INSTRUMENTS’ DEVELOPMENT STAGES
Abstract

a,

The stages of establishment of the Kazakh nation’s percussion musical instruments (dangyra, dabyl, etc.) are

considered in this article. Use of the mentioned instruments in the professional environment is given. 20th
century is giving a significant meaning as it is considered as a golden age of percussion instruments.
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K. OpaskysioBa !

!'T. )Kyprenos arsianarel Kasak ¥JITTBIK OHEp
AxageMusicel

Anmatsl, Kazakcran

IIIBIFAPMA-
bIJIBIKTAT'bI

WbIFAPMALIBIILIKTAFbI KOPKEM KMSI/1 MEH BEHHE

AHpgaTna

MaKanaHblH aBTOPbI CYpeTLiNepaiH, WhiFapmallbliblFbiHAaFbl GaHTa3Ma MaCeNECiH KapacTbipaabl.
daHTa3MsAHbIH, aKblH KOHE acblpblH, 6e/CeHi }oHe cencoK GaHTa3uanap cypeTwi WolFapmallbliblFbIH
TYCiHyAe MaHbl3abl pen onHanapl. LbiFapMalbiibiK NPOLIECTE «<KOPKEM KUAAbIH» MaHbI3bl MEH
NCUXONOrUANbIK, GUNOCODUANBIK KaKTapblH KOPKEM LUblFapManapra Taaaay *acay apKblibl alKbliHAaNaabl.
3. ®peina, K.T. FOHITiH NncMxoHanun3aaik Tanaaynapbl apKblibl KapacTbipbinagbl. COHAbIKTaH CcypeTLi
LblFapMallbifiblFblHA 6HEPTAHYLLbIbIK, MCUXONOMUSANbIK, GUnocodpuanbiK Tanaaynap Kaxet. Tek onapablH,
Gipire )ypri3reH 3epTTeynepi, CypeTwWinepaiH WheiFapMallbliblK KYNUACHIH awyra 6ip kagam 6osca ga

YaKblHAaTa Tycepi aHblK.

Tipek ce3paep: WhbiFapMallbliblK, caHa, 6ercaHa, GaHTasus, K1s, CypeTi, KepkeM o6pas.

Kipicne

LLbiFapMallblbIKTbIH, KYMUACHI 911
KYHre AemiH alblna KoMMaraH npodénema,
COHAbIKTaH [1a OHbl OCbl KYHAE A€ aH-
aKTbl KapacTbIPbIN, OFaH 6HepPTaHYLWbIbIK
Tangaynap MeH dunocodusnbik,
NCUXONOTNANbIK aHannsaep ne
}acanyaa. OHepaiH, nanga 60nybl KeKe
LblFapMalLlbliiblK TY/IFaHblH 9CepiHeH
6onaTtbiHAbIKTaH CYpeTLWi 6enHEHI Kanaw
TYAbIPAaTbIHbIH }dHE OHbIH KOFaMAarbl }eKe
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TY/IFfa peTiHae anaTblH OPHbIH 6eMHenepi
apKblbl Tangan KepceTyre YMTblYbIMbI3
KaXerT.

lMnatoHHaH ®oma AKBUHCKUIre,
3. dpengke, K.I. FOHrKe, OpTera-u-
[acceTKe, }oHe T.6 AERiHTi AYHUEKY3IiNiK
of1lebuetrep 6annbifblH KYPaWTbIH FbllbIMU
eHbeKTepae, *eKe CypeTLLi TyFacbl MEH
OHbIH, LbIFapMalLlbl/iblK KEPKEM KUSbIHA
Ken KeHin 6enMereHiriH antoin kenemqi.
LWbIHAbIFbIHAA, CYPETLLUI LWblFapMallbl/blFbIH
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3epTTeyLliNiep OHbIH LWblFapMallbibIK

aKT Ke3iHaeri — agapblHAbIbIK, Webepnik
oHe T.6. npobnemManapbiMeEH LIEKTeNnea.
CypeTLliHi XXeKe agaM peTiHAe OHbIH, iLLKi

KOPKEM KUS/bIHAH TybIHAAWTbIH TybIHAbLIIAP

KaHaaun aa 6ip 6afbITTbiH HEMECE CTUMb/IH,
KasblNTacyblHa 9CepiHiH, MO eKeHi 6i3re
oHep TapuxblHaH 6enrini. CoHabIKTaH
CypeTLi WhiFapMallbliblFbIHAAFbl KEPKEM
KUANObl TEK }EKE CypeTLLire FaHa ToH

[len, OHbIH, WbIFapMallblNblK aKT Ke3iHaeri
KOPKEM TyblH/blNapblHbIH Nanaa 601ybIH
TYWbIKTaNbIN KopLlanbin KOWFaH npouecc
peTiHae eMec, OHbl CYPETLLIHIH 6MipiH
¥annbl 6ipTyTac KYpamnTblH NPoLLece, AFHK

CypeTLlire FaHa TaH CypeTLli «<KOPKEM KUs»

KyMnuscbl en Kapay.

KepkeMeHep LbliFapMallblfiblK
TabuFaTblH 3epTTeyre apHanfFaH, epte
Kesaeri TpaKktatTapia, ovwbingap 6yn
NoLIeCCTiH MeXaHM3MIH allbliN KepceTte
aMauTblH, UpPaLMOHaNablbiKTbIH 6ap
€KEeHiH }XoHe oCblfaH conKec

LblFapMalLlbl/iblK aKTTbIH 6Mip
CYPETIHAIriH anTKaH 6onaTbiH. [1naToH,
CypEeTLIi WblFapMallblfblK COTTE
TYbIHAICbIH Kaflail TyablpaTbIHAbIFbI
Typanbl 63iHe-63i }ayan 6epMmenai nereH
oWfa Kenepi. «CypeTLi KaxeTTiniri MeH
6eniMainiri WeiFapMallbinblK akT KesiHae
63 WeHOEepPiHEH WbIFbIN KeTeai — 6yn
OHbIH 63iHiH KYpFaH anemiHaeri Hafbl3
LWbIH eMipi. CypeTLWiHiH, WhbliFapMaLllbl/blK
TanantapblHa WEKCi3 6epinyi OHbIH,
epeKLe NCUxXoornsinbik 6enHeciH
KanbiNTacTbipafbl }XoHE OHbIH 63reLlie
Tafblpbl MEH BMIP ¥O0JbIH anfblH ana
aHblKTanabl», — aengi O.A. KpmsuyH [1].

CypeTili MHTEHUMACBIHbIH 9PEKETIHEH
TYbIHAAWTbIH WbIFApMaLlblblK MOTUBI
Kanan 6onraHia aa 6akblnayra Keimenai.
MoTUBTI 6y }KaFdanaa KaxeTTinik,

OsIHY, 6eRiMIINIK, KylWTapblK, YMTbIbIC
oHe T.6 TYCIHIKTep apKblibl cypeTTen
KepceTtyre 6onabl. OcbllaH LWbIFaTbIHbI,

CypeTLli caHalbl MaKcaTneH apeKkeT
€TKeHe fe, WblFapMallbliblK NPOLECTIH,
MOTMBI 60najbl. Ke3-KenreH cypeTLliHiH
WHTEHLMACHI OHbIH, 63iHiH, illKi }afFblHaH
KaHaawn fa 6ip TaKbIPbINKa, KEPKEM
aVKblHAAYLL bl }XOHE KOMMNO3ULIMANbIK
d/liCKe, COHbIMEH KaTap e3iHe ToH

TiniHe 6enimainiriHeH KepiHic Tabagpbl.
NHTEHLMS caHaHbIH 3aTTbl Kepyre
epeKuwe 6afrblTTanFaH MYMKIHAIM, SFHU
cypeTilife KyHi 6ypblH 6enrineHin KomraH
HapCeHiH eMip cypyi, OHOa CypeTLi
OepinreH WeiFapma atMocdepacbiHia
Oy TYbIHAbIHBIH, Nanaa 60nybiHaH 6ypblH
cesiHefi.

CaHaHblH MHTEHLMACHI MEH 3aTTblH,
©3iHiH TabuFaTblHbIH 6/LLIEMI apacbIHAAFbI
Ha3iK 6annaHbIC — CypeTLLiHiH ap6ip
COTTE CaHaHblH KeMeriMeH, coHjan-akK,
KeHeTTeH nanga 6onatbiH 6enceHainiriHiy,
ilWKi 6annaHbICbiH TYCIHAIPETIH
MeXxaHU3M. MHTEHUMS WbiFapMallbUlbIKTh
6acTayLlbICbl PETIHAE, TYbIHAbIHbIH,
navga 6ony KapcaHbliHaa eMmip cypeai, on
6acKa KepKeMeHep TyblHAbl HOTUXKECiHE
KaparaH[a YHEMi 6al KoHe XaH-XKaKTbl
6onajbl.

«QPOIp WblFapMalLbl/IbIKNEH XYMbIC
iICTENTIH YKEKe Ty/IFa Ayanabl Hemece
Oip-6ipiHe KapamMa-Kapchbl cananapibly,
CUHTEe3iHeH TypaAbl. bip »afblHaH, on
©3iHiH XeKe eMipi 6ap agam 60/ca,
EKiHLLUi YXafblHaH, }XeKere ToH emec
LWblFapMallbliiblK npouecc. Anam peTiHae,
OyHIal XeKe agaM KeHingi Hemece
KeHINCci3, alwynbl 60/ybl MYMKiH }XOHE OHbIH,
NMCUXONOTUSACHI }EKE KaTeropnsnapmer
TYCiHAIpiNYyi MyMKIH (TiNTi KaxeT Te). bipak
OHbI, CypeTLLi peTiHAe TYCiHY YLWiH, TeK
LblFapMalLlblfiblK XETICTIKTEPIHEH FaHa
KapacTblpybIMblI3 KaXeT.

dpicrep
3epTTeyLwinep CypeTwWiHiH, iWKi aH-
JyHWeciHae 6ip-6ipiH XXOKKa LbIFapbIn



TypaTblH €Ki Kyl 6ap eKeHiH anTaabl:
6ip }afblHaH, WhiFapMallblfblK aKTiae
LUMeNeHiCKeH afaanabl a51cipeTy Hemece
}yMcapTyFa TannbiHbIC 601ca (6yn
paKaTTtaHy cesiMmi, an COHaH KEeMiH ilTeH
LWbIFaTbIH KaXKETTINIKTIH COHYiHe aKenepn|),
€KiHLLi XafblHaH, lWMeNeHiCKeH KyLWUTi,
6ip oMFa WOoFbIp/iaHyabl, }XaHa opTaHbl
6enceHai MeEHrepyiH AambiTa Tycy KywTepi
apekerT eTeqi. 3. PpenarTiH cybnnumauus
TEOPUSChIHAA OCbl XOFapblAa anTbibIN
KETKEeH OipiHLWI KYLWTiH XWUbIHTbIFbl KEH,
ayKbiMa TaJIKbllaHbIN, eHOeKTepiHae
KepiHic TankaH. bipak erep »an agam
YLWWiH iWKi WKUeneHicTi ancipeTy aH
ThIHbIWTbIFbIHA anbIMN Kence, cypeTLli YiliH
KepicCiHLlIe iCKe acKaH HOTUKe 63iHiH
COHbIHAH XaHa KYLLTiH KeTepinyiH XaHe
YKaHa LWMEeneHicTi KaxkeT eTeai. EKiHLWi
KYLUTEP XMUbIHTbIFbIFbI

Typasnbl orniap A. beptanaHdu, L.
Bionep eHOeKTEpPiHAE KOPIHIC TanKaH.
OcblfaH yKcac onnapabl I. Tecce ge anTrbl:
«CypeTLLiHiH }0oNbl — Y34iKCi3 63iHEH-03i
KoHe 6ac nanjacblHaH 6ac TapTy 6oca,
TOFbIWapnap YyWiH — e3iH-63i caktan Kany».

HoTuxxenep

bi3 6yn epae caHa }aHe caHaHblH
ap XarblHJa XaTKaH HopcenepaiH 6ap
€KEHiH Aie eCcTeH WbiFapManblK. CaHa
91ETTE — TYMCIHY MEH CbIPTKbI KOpLUaFaH
JAyHWere 6enimaenyiH KeTicTiri. «...
CbIPTKbI TOXipubere elwKaHaam Conkec
KenMewnTiH 6erHe, caHaHblH, apfbl XafblHaa
OpHanacKaH «ilWKi }aKTaH» WbiFagbl, TiOTi
01 6ec ce3iM MyLleciHe peTTerill KbI3MeT
aTKapaTblH CaHaHbIH, apfbl XafblHaa
opHanacshIn, ilKe Kapan 6afblTTanfaH.
CaHaHblH apfbl *afbl abCcoNtoTTbl 60C
aTKaH OpPbIH eMec, erep caHara CbIpTKbl
OpTa ilTeH Kanawn acep eTce, coslan
CbIPTKbl AYHWE A€ OFaH anablHaH aa,
CbIpTbIHAH Aa acep eTeai. [lemek, 6i3
«CbIPTKbl» COMKECTIri Tabbla 6€pMeunTiH
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KOPKEMBHEP 3NEMEHTTEPIHIH «ilKi» KO3i
6ap....» [2].

O61BbeKTICI3 6HEP 63 Ma3MYHbIH «iLKi
YaKTaH» anaabl. byn «ilWkKi }XaK» caHafa TeH,
KenMmewnai, euTKeHi caHaga oO6beKTinepaiH,
o6pa3sbl 6i3 onapabl Kanam Kepcek
€O KaNnblHAa caKTanabl, }aHe on
ob6pa3napablH 6enHeci 6i3iH KYTKeHimi3re
conKec 60nbIn WbiFaabl.

K.I. FOHTTiH anTybIHILA, KEPKEMBHEpPre
TOH MCUXONOMUS WEKENIKTEH repi, YKbIMAbIK
nikipre ne. OHep KekKke agamabl e3iHe
OafblHblpFaH }XoHE OHbl B63iHiH KypanbiHa
anangbipraH Tya OiTKEH yire 60/bin
Tabblnagbl. CypeTili 63 MaKcaTblH Ke3aereH
«€PIKTi» XXeKe Ty/Fa 6ona anmangbl,
6ipaK 0N eHepre 63 MaKcaTTapbIH XKy3ere
acblpyra MYMKIHAIK 6epeTiH Tynfa. Agam
peTiHAeri TipWiniK MecCiHiH epKi MeH XeKe
MaKcaTtTapbl 60/1ybl MYMKIH, an cypeTLli
peTiHae, 071 6Te }OoFapbl MarbiHaAafbl
«@flaM» — 0N «Y\)KbIMIbIK alaM», agam3aaT
©MipiHiH 6encaHanblK NCUXMKAChIH
}acayllblCbl MEH KO3FayllbICbl. Byn OHbIH
KOFam/blK 6eT-nepaeci, 9pnHE OHbl anbiM
WYPY Kenge eTe KUblHFa Tycefi, CypeTLiHiH,
KopiMri Xal alaMHblH, @MipiHiH MOHIH
KypauTblH, KapananbiM HapcenepaiH
GopiHeH 6ac TapThiM, TiNTi 63 6aKbITbIH Aa
Kyp6aH eTyiHe fie Typa Keneai.

K.I'. KOHr anTKaHaam ybiMAbIK
6eilcaHa Ma3MyHbI elliKallaH caHaja
6onMaraHbIMEH KaTap, «oflap elKallaH
¥eKe aflaMHbIH, MHaAnBUayanibl
ETICTiriHeH TyblHAaManabl, 6ipak onapablH,
navaa 6onybiHa TYKbIM Kyanaylibl/iblK KaHa
acep eteqi». KOHITIH NiKipiHLWeE, 6ip YKbIM
ajlamapblHa opTak NCUXUKaHbIH TEPEH
6eniri 6ap, oOHbIH YXKbIMAbIK, oM6e6an KoHe
¥eKere ToH eMec (6e3/IMYHbIN) Taburathl
6ap. McnxmKaHblH, 6y 66N1ir MHCTUHKTINEH
TbIFbI3 GanNaHbICTbl. ¥}KbIMAbIK 6eMcaHa
eKe UHOMBUATTIH pyXaHW eMipiHiH, Heri3i
6onaTtblH py (Tanna) emipiHiH, HOTUKECI.
HOHT V)KbIMAbIK 6eicaHaHbl MaTpULLIAMEH,
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CaHblpayKyNaKTblH YPbIK TYKbIMbIMEH
(caHblpayKkynak — MUHOMBUATIH XKaHbl),
TayablH Xep AeHreniHeH TOMEH cy
acTblHAafFbl 6eniriMeH Hemece ancoeprmnenx
canblICTblpajbl. ToeMeHaereH canbliH

OHbIH Heri3i KeHene Tyceai. annblgaH

— oT6achl, py, Tanna, yiT, HaCin, AFHK

OYKiN agam3aTTaH-agamfa AeniHri apfbl
ata-6abanap MypacbiHa Tycemis. bisaiH
TOHIMI3 CUAKTbI MCUXMKA [1a 3BOSIIOLIUSAHbIH
HaTUKeci. [lcuxmKana emMipaiH, KantanaHbin
OTbIpaTbIH }arjannapbiHa TUNTIK

peaKkuusanap 6eKiTiNin cakTanbin KaafaH.

MHCTUHKT aBTOMaTTbl peaKkuunsnapibliH
peniH aTkapabl.

AunckKyccuna

Ocbinapabl ecKepeTiH 6oscaK, cypeTLli
©3iHe ToH KYHAENKTI eMip Tipwiniri MmeH
MiHE3 KYJIKbl }XoHE epeKLlIe KOPKEM KUSSbl
Ka/blMTaCKaH eKe TyJiFa, COHAbIKTaH
cypeTili GeHOMEHIH 3epTTen KapacTbipy
ncuxonor, GpuIocod XKaHe eHepTaHyLW bl
YLWWIiH epeKLe NUXoNorusifbIK TUM peTiHae
aKTyangpl.

OHep agamaapblH 3epTTey TeK
WblFapMallbl/iblIKKa FaHa KYLTi MMMYJbC
6epin KoMMaKnabl, COHbIMEH KaTap O/
6encaHanbIKTaH ofapbl TepeHHEH
KeTepinreH eHep agamjapbiHa TOH MiHe3ai
Wwhirapaabl. CypeTii NCUXMKacblHAAFbI
TyblIMaraH WwolfapMa — 6yn TabuFKn Kyll,
ON ajaMm TafblpblHa TINTEH CENIKOCTbIK
KepcCeTin, TMpaHablK KYLTiiIKNeH, coHaan-
aK TaburaTTblH epeKLlle KemMainiriHeH
LWbIFaabl *XoHe 0N YLWiH ajam Tek
aic—Tocin 6onbin caHanaabl. Erep ae
6i3 WhiFapMallblnblK NPOLECCTi agam
NcUXUKacblHAAFbl UMMNIAHTTaNFaH Tipi *aH
peTiHAe KapacTblpCcaK Katenecrnenmisa gen
OMNlanMbI3. AHaNUTUKabIK NCUXONOruUs
TiniHAe 6y TipWinik aBTOHOMAblI KOMIMIEKC
60bIN Tabblnagbl. byn 6enexkTeHrex
NCUXMKaHbIH 6eniri, caHa nepapxmsicblHaH
TbiC ©3 TipLWiniriMmeH emip cypeai.

HepaiH ceniMeH KOpeKTeHIN ofapblfa
YMTbI/IFaH afallKka yKcac CypeTLli 601biHAa
acayra, TyAblpyFa AereH KaxeTTinik
eMip cypeai *oHe AaMblin oTbipabl. An
OCbl KaXeTTiNiK K1uan, enec, apmaHgay
CUSIKTbI MpoLeccTepiH, KeMerimeH
LblFapMallbl/iblK aKTiae XKy3ere acajbl.

MNcuxonorusira apHanfaH eHbeKTepae
KUsiNFa MblHaZlan aHbiKTama 6epineai:
«Kuan (paHTtasus) — 3atrap MeH
KyOblnblCTap/blH CyObEKTUBTI 06pa3aapbiH
KanTagaH XaHFblpTbIM, eHAen
OenHeneyne KepiHeTiH TEK ajaMFa FaHa
TOH MCUXONOrUANbIK npouecc. bypbiH
KabblngaHfaH Hopcenepai KantagaH eHaen,
06pa3 ¥acayaa KepiHeTiH NCUXUKanbiK
npouecc kuan gen atanagol» [3].

An KasaK TifliHiH, TyciHaipme ce3airiHae
«Kmnsan — e3iHAiK *xaHa obpasaap, XKaHa
TYbIHAbLNAP Xacayaarbl TepEHHEH
TOMLWbITANTLIH OW Ke3i; daHTa3ns» aen
6epineqi [4].

Kepkem O6pasgap KepKkem KusanabliH
enecrteyiHeH TybIHAaWTbIH 3aTTapblH
«anfallKbl 6ENHECI», AFHU CYObEKTUBTI
EPIKTIH HerisiHae «wKacanfaH» aen
KapacTblpcaK, COHAa OHAa 3aTTblH 63iHe
elKaHan 1a KaTbICbl XOK «arnpuop/ibl»
3aTTap, 6i3re He 6epei? JlereHMeH ochl
COHfFbICbI 6i3[iH ce3iM MyLleMi3re acep
eTefli }oHe eMip Cypy YLWiH, oflapAblH,
OpeKeTiHe afleKBaTThI }ayan 6epyi
KepekK. Epik-enectetyain, MyMKiHZIri, 6ip
KapafaH/a On «3aTTblH 63iHe» ellKaHaam
ajeKBaTTbl eMec, 6ipak eTe daHTacTUKabl
6enHeneHyi MyMKiH. byn TeKk-6ip
KapafaHga. KepKem Kusin MeH enecTin,
LWblFapMaLlblbIKTbl TyAbIpyFa 6enimainiri
KepKem obpasaapabl Tyablpaabl. bByHaarbl
Kepkem obpasfap agam KusinbliHAa nanaa
6onfaH dopmanap Hemece benHenep
Jecek, 6yHaaFbl KEpKeM B6enHe KopluaraH
opTa WbIHABIKTLIH HEMECE LWbIHAbIK
60/IMbIC KeLlipMecCi eMec, 01 — «anfallKbl
o6pa3s». TaburK, epiKTi CUHTE3 HEri3iHae
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nanaa 6onfaH 3aTTap 6enHeci, 6y «3aTTbiH
o3iHe-e3i» afeKBaTTbl Kenmenai. byaaH
WbIFaTbIHbl, KBPKEM KNS apKblibl Nanaa
6onfaH 6enHenep naeanbbl 60ybl
MYMKiH, 6ipaK 0/1 WblHalbl 6enHe 60/1bIMN
eMip cype anManabl. JeMek «Kanmnbl MoHAi»
6yn naeanabl 6enHe

IMMNUPUKaNbIK TiN 9aiC-TOCINIMEH OHbIH
«CUMBOJbl» OENHENEHYI HOTUXECIHAE
6ekKiTinemi [5].

Kuan eneci, agam ¢paHTasuaChI
onnay MeH efnecTeTy Ke3iHie elKalaH
Ja WbIHAbIKTbI, 60/IMbICTbI, BYTIHAEH
KabblngaMamnTbliH MCUXMKaSbIK 9PEKET.
Kuan WwbiHAbIK 601MbIC MOAENIHIH,
KepiHiciHe, o6pa3sFa yKaHe cesimre
Heri3genreH, JereHMeH OHbl OlnaymeH
OipiKTipeTiH, XaHama Typaeri epeKLluenik
NneH ¥annbl TaHbIMAbIKKa ne. LUbIHABIKTbIH
6enHeciH 6acKalla e3repTtyre 6enimainik
NnpoLeci KusinFa ToH. KnanabiH Heriari
dyHKUMACHl — ani Nanga 6onmaraH
LblFapMaHbl X8HE OHbI LbIH MOHIHAE
Kanawu iCKe acblpbln, KON XETKI3ETiHIH aan
Ke3 afiblHa enecteTe any. }aHanblktap
auly, XaHa »xongap Taby, agamfra Ke3iKKeH
KUbIHAbIKTapAaH X0 Taybln WblFyFa
JereH 6eniMmainik ocbiIMeH 6annaHbICTbI.
HaHanblK allyFa XKeTKi3€eTiH 60/1KaM MeH
MHTYULNSA KUSA €NeCCi3 MYMKIH eMec.

L biFapMallblnblKTaFbl KUSN eneci,
cypeTTey MeH 6enHeneyiHae 6ypbiH COHAbI
KabblngaHbaraH o6pasaap 6eMHECiH )acay
60nbIN Tabbinaabl. LLbiFapMallbinbliK KUK
TEXHUKA MEH FblNlbIMa }oHE KepKMeHepae
€pekKLLEe XeKe XaHa obpasfap wacayaaH
Typaabl. LUbiFapmallbiiblK KUSA4bIH
epekKLle Typi-6onalwaKTblH 06pa3blH XKacay,
FHM apmaH [6].

FOHITiH TYCIHITiHAE KWan eKi Typni
KYObINbICTbl KAMTW/bI: GipiHLiaEH,
¢aHTa3Ma, eKiHligeH, enecrety
(enec, KusN) apeKeTi (BoobpaxatoLas
nedatenibHocCTb). FOHITIH, TYCIHIriHAE Kuan
(paHTazma MarbiHacbiH4a) K63 angbliHa
enecrtety (npeacrtaB/ieHUE) KOMIMJIEKCI
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60nbIn Tabblnagbl. OHbIH, 6acKa ocbiHAaN
KOMMJIEKCTEH alblpMallblnblFbl OFaH
elKaHaan CbipTKbl OObEKTUBTI LLbIHAbIK,
CoMKec Kenmena,.

KyHaenikTi ncuxonorus ToxipnoeciHage
KUSIN KenTereH Xargannapa «cak,
Kblpafbl» MHTYULMS HYCKAYbIHbIH,
canpapblHaH, HeMece 6elcaHa
Ma3MyHAapAblH caHara KywneH 6acbin
KipyiHeH TyblHAanabl. 3epTTeyLlinep
6enceHai (aKTUBHbIN) XoHe 6enceHai
emec (NaccuBHbIM) KU TypnepiH 6enin
KepceTeai. benceHai KMAN angbiH-ana ¥oHe
KOCaKTanfaH UHTYUTUBTIK HYCKaynapchl3
6ercaHa Ma3MyHAbl TYUCiIHYre 6aFbiTTanfaH
cinTeMe-HycKaynapaaH TyblHAAWAbI.

benceHai emec Kusn caHara Kapama-
Kapcbl 6encaHaaa 60bIn }aTKaH
KaHOanaa 6ip npoueccTiH Heri3iHae
nanga 6onagbl. KebiHece 6enceHpi emec
Knsin 6enHopmMarn, Kanblifcbl3 PyXTbiH,
KepiHici 6osica, an 6encexai kuan agamsart
PYXbIHbIH €H, }OFapfbl KOpPiHiCiHe aTagbl.
ONTKEHI OHAa CyObEKTIHIH caHasbl XoHe
6encaHanbl Xafbl 6ipirin opTak 6ip
LblFapMaaa KepiHic Tabagbl.

Kuanga fa Tyc Kepy CUAKTbl alKblH XKaHe
¥acblpblH MafblHaHbl 661iN KapacTblipy
KaxeT. byn »eppae «yMKblaarbl» KUA1 MeH
«Ceprek» KUanablH acepi ae 6ap. OUTKEHI
«YMKblAaFbl» KUSIFa YAKblAaFbl CaHaHbIH
O/1Ci3 KapcblinacyblHa Kapchbl TYPY YLUiH
€epeKLle IHepPruaHblH KaxkeTi oK 60Jica,
«Ceprek» KUan caHanbl HyCKaynapabiH,
TEXENTIH KapcblnacynapbiH XeHin WbIFybl
YWiH egayip aHeprua Kaxert. bencaHa
Kapama-KaWllblbIK cCaHaFa AeniH XKeTy
YLLUiH, 0N 6Te MaHbI3abl 60/ybl KEPEK. An on
erep MaHbI3abl 601Maca, AFHU TYCIHIKCI3
OHe acTapnbl TycnaameH 6epince on
elKallaHaa ecTi }aynan anyra, aFHu
CaHasbl Ma3MYHHbIH 6ainaHbICbiH 6y3bIn
LWbIFyFa Kywwi 6onmac efi. CoHAbIKTaH
6encaHa Ma3MyH alKblH MaFblHaa
KepiHic TabaTbliH 6€pIK iWKi 6annaHbICKa
OaFbIHbIWTHI.
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AMKbIH MaFblHa KOPHEKI }XaHe HaKThl
npoLecTe KepiHic Tabaabl, 6ipak COHFbICHI
©3iHiH, OObEKTUBTI LbIHAWbl EMECTITIHIH,
cangapblHaH, caHaHbl KaHaraTTaHablpa
anmangbl. COHAbIKTAH KWSAN TYCIHIriHiH
6acKa MaHi, IFHM, }acblpblH MafFblHaChI
i3gecTipineni. bipak Kenbip 3epTreyuwinep
KUSANObIH *acblpblH MaFblHACbIHbIH,
6apnblfblHa KYMOH KenTipeai.

K.T. FOHr niKipiHwwe apb6ip nanaa 6onfaH
ipi WblFapMallbl/blK TYbIHAbI, KallaHaa
VXbIM/IbIK 6elcaHafa KaTKaH XaHe
©3i }KeKe CypeTUi WblFapMallblbIfbl
apKbl/ibl KOPIHETIH KyaTTbl KYLUTIH,
acepimeH 6annaHbiCcTbl. COHAbIKTAH
KOPKEM LiblFapMallbliblK TYbIHAbI
EKe nepcoHanabl e3rellenikke Kyl
TycipyaeH TypManbl, AFHU cneumbuKanblk
KOPKEMBHEP CMUXONOrMSChl YKbIMIbIK
60/bIn Keneai. LWbiFapMallbiibiK KYHAUbIK
OHbIH iLLKi TEPEH, }annblFa opTakK PyxblH
6enHenen Kepcerty.

KaW 3amaHga 60ca Ja CypeTLUiHiH
TanaHTblH 3aMaHaacTapbl 6arananibl,
HeMece YaKbIT 6TKEHHEH KeliH FaHa
©3iHiH 6aFacbiHa 1e 6onabl. Mo 6onmaca
CbIHLWbINAp cypeTwinepaiH 6enHeciHe 6ara
6epyae o3 TYHCiHyNepiHeH Tangay xacan,

¥annbl KoFamaarbl NiKipAi KanbIiNTacTbipAbl.

Kasipri ke3geri KazaxkctaHaarbl
KepKeMeHepre aereH KeskapacTbl b.
N6paeBTiH MblHa ce3aepiMeH TyniHaeyre
oonagbl: «...6i3i ToNFaHAbIpaTbiH HOpPCE —
KaHgaun aa 6ip anablHFbl Katapsbl, CEHIMAI
OHE KUSANU UaesHbI LWblFapy, AFHU 01
AYHUEXY3iNIK KEHICTIKTe ewwbip aHanorbl
OK, elllHapcere TeH, Ke/IMEWTIH, MaHbl3bl
KOHe TeK KaHa Ka3aKkcTtaH 6enrici peTiHae
TaHbINybl KaXeT. byn MiHaeTTi Typae

6i3AiH oMnan TankaHbIMbI3, AFHW OJ1 OCbl
Ke3eHJeri anemaik MaogeHueTKe 6i3aiH,
KOCKaH KOMaKTbl y/iecimi3 6os1aTbiHaamn
KOHE OCblfaH YUPEHY YLLUiH 9NEMHIH TYKNip-
TYKNipiHEH cypeTwifiep 6i3re KeneTiHaen
60/1ybl Kepek» [7].

Ka3saKCTaHHbIH, XanblK CypeTLUiCi
['yndanpys MicmawnioBaHbIH, MblHa CO3epi
CYPETLUIHIH XYMOaK }aH eKeHiH ganengen
TYCETIHAEN: «Op afaMHbIH, 6Mipi —
asbliMaraH 6ip-6ip gacTaH. Op HKYPEKTIH,
Ty6iHAe 6ip-6ip CcbipcaHAblK Ky/binTay/ibl
atagabl. KinTiH TannacaH awwa anMancblH,
An cypeTLli agamFa KYPEeKTiH KinTiH
Taba 6iy aca TanTblpManTbliH KbiIMGAT
KacueT. OHCbI3 KblJIKanaMmblH, XXypMenai.
KeninKkepiHHiH *aH AYHWEeCiHE TepEH,
60oK1nan anmMacaH, ToNblIKKaHabl 06pa3
acan anmMancblH. KapTuHaHbIH 6eTiHEH
aJlaMHbIH MiHE3-KY/IKbI, Kac-KabafFblHAaFfbl
9p6ip KaTnapbl KepiHic Taybin TypMaca
OHbIH Heci cypeT?» [8] bipaK KecKiHaemelui
['yndanpys e3 onnapbliHAa KapTUHAHbIH,
KepepMeHre acepi Kanaw 6onaabl Aerex
TypFbldaH KapacTtbipca, 6i3 cypeTuwiHi cypeT
caly npoueciHie KaHan onnap KMHanabl,
KaHOaun Kuangap MeH enecrep acep eteai
[lereH Macesefiepre KeHin aynapfbiMbl3
Keneqi.

OKiHilWKe opan KasakctaH
CYpPETLiNepiHiH WhiFapMalbUibIFblHAAFbI
KOPKEM KUAN MaceneciHe ani Ken KeHin
6eniHe KonblIMaraH TaKblpbiNTapAblH Oipi.
[eceK Te, cypeTuwinepiH 6enHenepiHe
OepinireH Tasgaynap apKblibl CypeTLLiHiH
*YMbIC 6apbICbIHAAFbI }an-KyWiH aHFapyFa
TbIPbICbIN Kepenik. Mbicanbl, Ceprasbl
BalKaHyblHbIH, KblTKanamMblHaH TyFaH
KepKeM AyHuenepaiH, «<KeHinai cent eTkisep,
Ke3ai apban anap 6ip cuKblpbl 6ap» [9].
Ocbl cypeTLiHiH «CafFblHbIL» 6eMHeciHe
6epreH TangaybiHaa T. AXMeTKaH 6binan
aewnpi: «CypeTwwi capfblw 60ayabl wWebep
navpanaHyiblH apKbICbiHAA SMENaiH,
capraifaH cafblHbIWbIH 6T€ HO3IK KecTenen
OinreH. ...0Men anbicKa y3aire Kapanabi.
Kimai

KYTin Typ ekeH? CofbICTaH KanTnam
KalFaH aH-}apblH a/1i KYTYMEH }ypreH
MYH/JIbIK Na? 9/4e anblCTa KaJiFaH aTta-
YPTbIH 6ip Kepyre 3ap 60n Kyprex
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wepmeHge me? KapTMHaHbIH eH
60MblHaH CafbIHbIWTbLIH MYHJ1bl BYEHi
ecKeHfen acepre 6eneHecia». bis 6yn
CaFfblHbILL CYPETLUiHIH, CaFblHbILLIbl, OHbIH,
COJ COTTE XaH-AyHUeciHae 60nbin
aTKaH anfbl3ablK NeH eKiHiLWTiH (eTin
6apa ¥aTkaH emipre), 60nalaKkTbiH,
ANKbIHCbI3AblFblH, COHbIMEH KaTap YMITTiH,
6ap eKeHiH, 6ip coT 60/1Ca Aa TaOUFATTbIH,
TbIICbIM ThIHbILITbIFbl MEH ¥aH AYHUECIHIH

OpTaHbIH 8CEPIHEH XOHE EPKiH KOPKEM
KusinaaH navaa 60/bin TybllaTbiH 63iHe FaHa
TOH TYbIHAbI 60/IFAHAbIKTAH, OH/1a CYPETLLIHIH,
63 KU1 8/IEMIHEH MHTEHLIMACKI apKblSbl
nanga 6onfaH KontaH6ach! KasnblnTacabl.
KasaKkcTaHablK cypeTuwinepaiy,
LUbIFAPMaLLbIbIFbIH Tanaay 6apbiCbiHAA
KebiHece onap/bl YITTbIK-MO/IEHMU,
CaHa-ce3siMm, TypMbIC-canT paciMmaepi,
XanbIKTbIH, AYHUETAHbIMbI apPKblSbl

ynneciMm TanKaHablFblH KOPCETYi aen 1e
anTa anapmbi3.

TYCiHAIpYy 6acbiMAblIbIK anFaH. OcblFaH

KOCa CYPETLUIHIH, }eKe Ty/1Fa EKEHIH,
LUblFapMalUbINbIK aKT Ke3iHaeri Knanbi,
NCcUXMKanblK KYHiH eCKepy Ae CbIpT KanmMaca
€KeH Jenmia.
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K. OpaskynoBa
Kasaxckas HaunoHanbHas Akagemus nckyccts um. T. XypreHoBa,
Anmartsl, KasaxctaH

XYAOXXECTBEHHASl ®AHTA3UA U OBPA3 B TBOPYECTB

AHHOTaUMA

ABTOp cTaTbM paccMaTtpusaeT Nnpobremy daHTa3num B TBOPYECTBE XYAOKHUKOB. ABHbIM U CKPbITbIA CMbIC
daHTa3nu, KaK M aKkTMBHas 1 NaccMBHas GaHTa3usl, UrpatoT BaXKHyO pPofb B

NMOHWMaHWM TBOPYECTBA XYAOXHWKA. AHaNM3 TBOPYECKOIrO NPOM3BEAEHNS XYA0XKHUKOB-aBTOPOB PacCKpbiBaeT
NCUXOJSIOMMYECKYIO U GUNOCODCKYIO CyTb «TBOPYECKOM paHTa3mm» B TBOPYECKOM npoLecce. «TBopyecKas
daHTa3nsa» Kak XyfoXecTBeHHbIE 06pa3bl B XyA0XKECTBEHHbIX MPOU3BEAEHMAX aHaNN3MUPYETCS Yepes
ncuxoaHanutuyeckme metoabl 3. dpenaa, K.-I. FOHra. Moatomy BaxHO o6paliaTb BHUMaHUE UCKYCCTBOBEOB,
ncuxosoros, dGrna0codoB Ha aHaNn3 Xy4oXXeCcTBEHHOro NponseeaeHus. TonbKo COBMECTHas nx paboTa,
BO3MOXHO, NO3BOJIUT CAENaTb ELLE OAMH LAl K PaCKPbITUIO TalHbl TBOpYECTBA.

KnoueBble cnoBa: TBOpYECTBO, CO3HaHUe, 6ecco3HaTtenbHoe, paHTa3ns, BOOGpaXKeHUe, XyAOKHHUK,
XYAOXECTBEHHbIN 06pas.
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FANTASY ART AND IMAGE IN THE CREATIVE WORK

Abstract

The author considers the problem of imagination in the work of the artists. Explicit and latent senses of
fantasy, as well as active and passive imagination play an important role in the knowledge of the artist’s
work. Analysis of the creative works of artists reveal the psychological and philosophical essence of the
“creative imagination” in the creative process. “Creative imagination” as the artistic images in the works of
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SADAQSHILIQ - THE ART OF MAKING AND SHOOTING THE KAZAKH HORSEBOW

The article is written after the book of the same name by the same author. This work has been supported by
the Kazakh National Academy of Arts, particularly the Art History Department.

Abstract

The art of archery existed from the prehistoric times in Kazakhstan, when the first areas of Andronov culture
started appearing at the territory of the republic. Since then the tides of horsebow nomadic nations passed
here: the Sakis, Skythians, Huns, Ancient Turks, Kipshaks, Mongols, and finally the Kazakh tribes that fought
the Dzhungars with their horsebows.

This article consists of a review of the contemporary horse archery movement in the world, describes the
history of the Kazakh horsebow origin, distinguishes two main types of horsebows, analyses the literature,
and tells about anatomy and construction of the Kazakh horsebow, as well as its performances and usage
methods.

Keywords: Kazakh art, traditions, sports, crafts, weaponry, martial arts, archery, horsebow, mounted archers.

I. Introduction

The name of the art is The Sadagshiliq.
Itis an ancient art of shooting the
horsebow by the Kazakh homads (sadaq —
bow, sadaqgshiliq — archery). Unfortunately,
today it is practically lost. Even though
Sadaqgshiliq was especially important in
Kazakhstan’s region, where the horsebow
archery was just as important art for
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nomads, as was riding a horse.

In many other countries the situation
with archery is very different. Traditional
archery plays a significant role in various
international events: there are archery
festivals, with leagues, organizational
committees, boards, federations,
championships, honoring ceremonies, and
such. Among the modern countries that
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Image 1. The KazakhArcheress. Painting by author
celebrate historical archery are Western
European nations and the USA, Canada,
Japan, South Korea, China, Turkey, Iran,
Hungary, and Turkey.

In some of these nations, the tradition
of horseback archery and bowmaking
never interrupted and survived in its
initial form, passed by generations.
Unfortunately, Kazakhstan has not yet fully
joined this global movement. Nevertheless,
there aren’t any objective reasons that
could prevent the resurrection of the
Sadagshilig art in Kazakhstan.

Il. Methods

The main two methods used in
this research were the working with
literature and other sources and the
historical reconstruction (or experimental
reconstruction). The former consisted of
meticulously studying the Kazakhstani
and foreign literature, documentary films,
websites, and magazines devoted to the
horseback archery. The later required the
author to learn some handyman skills,
including building the replicas of the
Kazakh bows, arrows, and special horse
archery thumbrings and testing them.

Foreign literature. In general, there
is a clear picture about the construction
of the composite horsebows and the art
of their use among the world’s specialists.
There are enough books, articles, and even

films produced on how to make such bows.

Adam Karpowicz's, articles and his book
named The Ottoman Turkish Bow [1]. The
author has a great experience in building
the replicas of Turkish bows, perfect
understanding of the physical principles of
their work.

Thomas Duvernay’s book called The
Korean Traditional Archery [2], and also
he made a DVD film, and runs a website,
devoted to the Korean art of Gungdo. The
uniqueness of Duvernay’s work is that
he works directly with traditional Gungdo
bowmakers and archers, the true carriers
of this Korean tradition..

Stephen Shelby, the book called
The Archery Traditions of Asia [3]. Itis a
brief review of history and prevalence,
production technologies, usage, and
comparative analysis of various Asiatic
horsebows. He also made a film about
basics of horsebow archery.

Kay Koppedrayer wrote the Kay's
Thumbring Book [4]. The book is about the
thumbrings, special rings that were used
by all Asiatic nations that had horsebows.

Kazakhstani literature. In Soviet
times there weren’'t enough researches
made in the area of the historical Kazakh
weaponry and traditional Kazakh martial
arts. Fortunately, lately there are some new
works on the subject in Kazakhstan.

Kushkumbayev A.K., the book called
The Warcraft of Kazakhs in 17-18th
centuries [5]. Brief and very useful review
of the military of the nomads in Central
Asia and Kazakhstan. Specifically, the
author writes about the history of birth
of the nomadic warcraft from hunting.

For example, the common to all nomadic
nations of Central Asia division of the army
to the center, and the left and right wings is
the direct reflection of the ancient function
of the collective hunters: elite hunters
(Steppe aristocracy), the chasers, and the
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ambushers.

Kaliollah Akhmedzhan Samatuly’s
Zharaghan Temir Kigender (1996) [6] and
The Ethnography of the Kazakh Weaponry
(2007) [7]. This author’s research is
probably the most important work to
date on traditional Kazakh weaponry. His
work should be considered the first in
history attempt to fundamentally describe,
classify, and understand the Kazakh
historical weapons. In his work, the author
for first time studies all aspects of the
Kazakh defensive and offensive weaponry,
including the bows. Especially valuable in
Mr. Akhmedzhanov’s work is the fact that
he is himself makes the weapon replicas,
including some armory.

Historical Reconstruction. The true
understanding of any subject, especially
if it is a craft or an art, cannot be reached
by simply studying the sources. One has to
get his or her hands dirty in order to truly
understand the nature of it. Hence the sub-
discipline of the historical research called
the historical reconstruction. By building
the replicas of the studied objects using
the authentic materials, methods, and
tools, one can re-live the experience and
gain much deeper understanding.

In the case with the Kazakh horsebow,
the author took effort in building the
working replicas of the bows and arrows
and special thumbrings, and shot
countless amounts of shots in order to
understand the intricate design and the
mechanics of the horsebow. Thanks to this
hands-on approach, the research received
the amount of depth and understanding
that otherwise would not be achievable.

lil. Research results

Large and lesser horsebows. There
were two major types of the horsebow
known in Kazakhstan: large and lesser
horsebows. The difference between
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these two types is in size, as well as their
construction. At this, both types operate on
very similar principles and are two versions
of the same horsebow design.

Type of bow Bow size, cm
Lesser horsebow 70-120
Large horsebow 140-165
Batyr’'s horsebow 165-185

Image 2. Table of Kazakh horsebow sizes per type!

Image 3. The large horsebow: drawn, strung, unstrung
(author’s drawing)
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Image 4. Large Kazakh horsebow (Batyr’s bow) in the Central
State Museum of the Republic of Kazakhstan, Almaty.
Drawing by author

Large Kazakh horsebow.The classical
large horsebow was common in the
“nomadic zone” of the horsebow areal,
and also in ChinaZ. . This type of bow was

1 Kaliollah Akhmetzhan, Aibolat Kushkumbayev.

2 Stephen Shelby. Archery Traditions of Asia. Hong Kong
Museum of Coastal Defense, 2003.
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Image 5. Lesser horsebow. Drawing by author

Image 6. Lesser Kazakh horsebow in the Central State
Museum of the Republic of Kazakhstan, Almaty. Drawing by
author

employed by Huns, Mongols, Manchu,
Dzhungars, and Kazakhs.

The large horsebow is characterized
by pronounces large shoulders, and
their lack of the second curvature, which
distinguishes them from the lesser
horsebows that have two curvatures on
each limb. Most likely, they were more
common in Steppe areals and employed by
the nomadic tribes.

Lesser Kazakh horsebow. This is a
smaller and more sophisticated version
of a horsebow. They differ from large
horsebows by deeper recurving, shorter
bow body, shorter siyahs, as well as the
shape of the shoulders that has two
curvatures per limb instead of one. When
drawing such a bow, its body bends back
and stretches intensively, thus creating

e,

Image 7. Kazakh asymmetric horsebow

powerful resistance accumulating
immense energy storage.

Asymmetrical horsebows. One
of the subtypes of the Kazakh large
horsebow was the asymmetrical bow. In
literature it's often mentioned that this
type of bow design was first introduced
by the Huns, therefore it is known as
the Hun bow design. Construction-wise,
the asymmetrical horse is a typical
representative of its family, except for one
detail: its upper limb is longer than its
lower limb.

The Kazakh large asymmetric
horsebows are closer to the Hun bow
type. As we can see, the Hun bow design
outlived millennia, and became one of the
Kazakh bow types.

The physics of the Kazakh
horsebow. Just like a human body, a bow
has the central core part (handle), to which
the other bow parts are connected. It kind
of plays the role of the human spinebone,
hence sometimes used the name “neck”.
Just like a human, a bow has limbs that
do all the work. These limbs are not
simply straight, like in self-bows, but have
curvatures. And these curvatures match
the curves of human hand: an elbow and a
wrist, and the play the same role.

In self-bow (i.e. English longbow), the
work is done as if with straightened “arms”
[8], while in composite horsebows the
“arms” are bent in elbows and wrists (only
the lesser horsebows). These horsebows’
bents allows for storing more energy,
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Image 8. Human-bow in the shape of the English longbow
(author’s drawing)

hence allowing for smaller overall size
of the bow, without compromising the
strength and the speed of the bows.

The Asiatic composite horsebow
anatormy. The significant feature of the
horsebow is its distinctive anatomy. As
it's stated in its name, this type of bow is
composite, i.e. made of a few parts from
different materials. The main materials
of Kazakh horsebows were wood, horns,
glue, and sinew [7].The main goal of the
horsebow maker is to build a strong and
light bow body. The composite bow’s body
was made of four layers, which | will write
about in detail below [1].

First layer - wooden base. A base
(spine, backbone) of the Kazakh horsebow
is made of wood. The handle and siyahs
are made entirely from wood; wood also
is part of shoulders’ construction. The
handle’s purpose is hot only to be held by
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Image 11. Horsebow in exploded view

an archer, but also as a connector bridge
between two limbs, and also as an arrow
shelf. It's made of hard woods and is a stiff
fixed part of the bow.

Second layer - the horn muscle
of the bow. Shoulders are the most
important parts of the bow, and have two
hard layers in structure. The horn plate
is attached to the wooden part from the
archer’s side (facing the archer). This
feature is the most important element of
the composite horsebow, because it gives
the maximum ability to the horn plate to
resist the bending forces.

Third layer - horsebow’s sinew. The
sinew bands are attached over the wooden
part on the side opposite to the archer.
Their function is to pull the bow in its initial
recurved position every time the archer
pulls the string, thus giving the arrow a
strong impulse at a shot. At this, there is an
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Image 12. The anatomy of large horsebow’s limb

ingenious use of the sinew’s natural ability
to stretch and contract (similar to rubber).

Therefore, both elements, horn plates
and sinew layer, serve the purpose of
holding the bow in a position opposite to
the draw direction, thus increasing its draw
power. The wooden parts form a base, the
horn plates work in compression, while the
sinew bands work in tension. Altogether,
these elements give the composite bow its
unique shooting qualities.

Forth layer - glue -The glue used in
the horsebow not only as an adhesive
for other details, but also as a separate
element of its construction (forth layer).
The jellied glue has self-consistent
qualities, such as flexibility and durability,
which makes the bow structure safer
during the shooting. The main glues in
history were the animal and fish glues. The
first one was made from various animals
parts (sinew, hides), the latter one from fish
bladder.

Tobyrshaqs - the notable feature of
most of the Kazakh horsebows is the two
tobyrshags (string bridges) at the elbow
bends of the bow limbs [7]. The stiff and
protruding tobyrshaqgs serve as string
limiters, not allowing it to slip out of the
elbow bend between the siyah and the
shoulder. This danger always haunts the
recurved bow shooters; because the string
in this design is intentionally putin an
awkward position and is always trying to
slip away. It is exactly the tobyrshaq’s job

Image 13. Various shapes of tobyrshaqs: Kazakh, Korean,
Mongol, and Turkish (author’s drawings)

to prevent such a hazardous behavior.

Decoration of horsebows. The
wrapping of the bow with birch bark or
leather jacket, and covering it with lacquer
was necessary not only to protect the bow
from the moist, but also to protect it from
mechanical damages [7]. This is the final
touch, after which the bow is considered
finished. Besides the radial wrapping
with birch bark, there were other options
of gluing the bark bands along the bow
body on the side opposite from the archer
(similar to gluing the sinew). The last
finish is protective lacquer layer, which
is applied over the birch bark wrapping
or the leather jacket. This layer is also
purposed to protect the bow from moist
and mechanical damages [1].

Kazakh arrows. The Kazakh arrows
were made of wooden shaft; metal, horn,
bone, or wooden arrowhead; as well
as two-three of four fin fletching. The
arrowheads usually had stem connectors.
For stability of the arrow’s flight it was given
the bulging in the middle, which made it
more rigid. All details were put together
with a glue, and the most critical points
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Image 14. Kazakh arrows. Drawing by author

were wrapped with sinew or leather bands.
The arrow shaft sometimes was saturated
with fat or covered with treebark for moist
protection. The arrow knock was cut out in
the hill of the arrow [7].

Thumbrings. Thumbring is a trademark
of the Asiatic archers, one without
which they are impossible to imagine.
Thumbring serves not only aesthetical and
social purposes distinguishing the noble
archers; it also carries a practical role. The
thumbring is protecting the thumb from the
string cutting its flesh. Also, the thumbring
provides for the smooth slip of the string
from the ring, without touching the thumb
skin [4].

The main idea of using a thumbrings
is that the draw of the horsebow string is
done by a thumb finger; therefore, when
using powerful warbows, there is a need
to protect it against possible injuries.
To compare, in traditional European
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Image 15. Horn thumbring (photograph by author)

draw two or three fingers are used. The
Asiatic thumbrings were made of various
materials; most common are metal, bone,
and jade stone. There are also mentionings
of leather thumbrings in literature.

The Kazakh Draw. An important
feature of the Kazakh horsebow arrows
(and all horsebow arrows) is their
increased length: from 30" (76.2cm) to
36”7 (91.5¢cm), and in certain rare cases
perhaps even 39” (99cm).The string in
Asiatic method is drawn to the archer’s
ear or shoulder. The arrow rests on top
of a thumb of the bow-holding hand, and
on the right of the bow (for a right-hander
shooter).

This method of shooting (arrow on the
right of the bow body for right-hander) is
ideal for horse archery. Usually the quiver
is being hung on the same side as the
string-pulling hand (right-handed person
would have it on the right), therefore
the hand with arrow has to perform the
minimal movements in order to put the
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Image 17. On the left: European method (arrow to the left of the bow). On the right: Asiatic method (arrow to the right of the

bow).

Image 18. On the leit: the Kazakh Draw using a thumb On the right: European method “three under”

arrow into the shooting-ready position on
the grip.

Another quality of Asiatic school is the
method of drawing the string with the
thumb (to compare, all other methods use
different combinations of index, middle
and ring finger). In Asiatic method, the
thumb grabs the string under the arrow
nock, and the index or middle finger
squeezes the thumb, thus effectively fixing
it in place, from which it cannot slip. This
method is known as the Mongol Draw, but
we refer to it as the Kazakh Draw, since the
Kazakhs also used it.

The major advantage of the Kazakh
Draw is that it utilizes the stronger finger
of the hand, the thumb. In addition, during
the “long” draw (to the ear or shoulder)
the holding of the string with thumb is
the most natural position for a wrist,
because the archer doesn’t have to bend it

awkwardly.

Shooting from a horseback. The
combination of the archer+bow+warhorse
is what made the nomads such dangerous
and effective warriors. The units of these
highly-trained and well-equipped mounted
archers could carry on many missions;
therefore, the horseback archer was a
universal combat complex, which could
replace many other types of army forces, if
used correctly.

As it’s well known, the nomads didn’t
have the distinctive full-time warrior class
(except for the Batyrs (Kazakh - hero,
warlord)). Most of nomads were all-times
shepherds-hunters-warriors, and became
the horseback archer armies, when they
went on raids or conquests [5]

The mounted archer must be able
to shoot in almost any direction, while
staying in a saddle. Mr. Kassai names 19
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basic positions that each horse archer
must master [9].The right-handed horse
archer’s “blind spot” is only the front-right
and back-right (approximately 1-4 hours),
because a person can’t turn his torso more
than that due to the human’s anatomy.

It’'s no wonder that the nations that
used this type of forces (Turkey, Korea,
China, Japan, Iran, India, and the nomads
of Central Asia and Eastern Europe) were
famous for their masterful horseback
archers.

Action in formations. Besides the
individual training, the horse archers
must have been able to act in formations.
After all, only the massive use of archers
could bring the results and help gaining
the victory on the battlefield. Therefore,
the archers must have been trained to
act in coordination within their units.

The achievement of necessary level of
coordination required countless hours of
training.

Kazakh shot (a.k.a Mongol or
Parthian shot). Another trademark
feature of the mounted archery is the
famous and legendary “Parthian shot”.

In reality it was used by all the nomads of
Central Asia from the times of Scythians
(or even earlier), as well as many settled
nations (Mogols (Mughals), Turks, and
Iranians). This kind of shot could’ve been
called Scythian, Mongol, Tartar, Kalmyk,
Kazakh shot, and etc. In this article we will
refer to it as the Kazakh shot.

What is the Kazakh shot? It's a shot
from a horsebow, made by a mounted
archer in a direction that is opposite to that
of the horse’s movement, i.e. rearwards.
Practically all sources mention that the
nomads used this tactics during the false
retreat, when the tricked enemies followed
them in a chase.

It is said that while chasing, the
enemies would break their formation and
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open up (the shield shifts sideways while
charging), which allowed the retreating
horse archers to shoot their pursuers with
the Parthian shots.

IV. Conclusion

The horsebow and arrows played a
leading role in Kazakh war equipment, as
a distance combat weaponry complex. In
this light, the understanding of the art of
making and shooting the Kazakh horsebow
is becoming a very important subject for
the cultural identification of Kazakhstan.

Unfortunately, per objective and
subjective historical circumstances, the
knowledge of this once widespread Kazakh
tradition is practically lost. Fortunately,
today there are no objective reasons
preventing the resurrection of this art,
and this article was written to support this
cause. We can summarize the essence of
Sadagshiliq in the following statements:

Most Kazakh horsebows known to
us belong to two types: lesser and large
horsebows, with later one also having
asymmetrical variation. Both types are
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Image 19. Kazakh warrior makes a Parthian shot.
(Author’s drawing)

composite recurved horsebows.

Just like all other composite bows,
the Kazakh horsebows were made of
wooden base, enforced with sinew, working
in tension, on the side opposite to the
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shooter; and the horn plates on the side

facing the shooter, working in compression.

The shooting from Kazakh horsebows
was done using so-called Kazakh Draw
(Mongol Draw). With this draw the string is
held and drawn by a right hand’s thumb,
and the arrow is placed on the bow grip
from the right side.

For protection of thumb the Kazakh
archers wore special rings - thumbrings.
This allowed the warriors to draw the
powerful warbows many times, without
injuring their thumbs.

As it follows from the name, the
Kazakh bows were horsebows, i.e. they
were designed and made specifically for
shooting from a horseback.

The use of horsebows in horseback
formations required highest level of
training and coordination of the warriors,
which was noted by all coeval sources.

The origin of this nomadic martial
art was in the collective hunting, the
true school of martial arts and army
cooperation, which all the men were
introduced to from the early age.

Just like all other Central Asian nomads,
the Kazakhs used the Kazakh Shot
(known as Parthian Shot). This is when
the mounted archer shoots rearwards
on the move, with the twist of his torso.
This technique existed from the times of
Scythians and Saka people (hence the
name “Parthian”) and was used by all
nomadic armies of Central Asia in all ages.
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1. BapapanuH
T. XKypreHoB aTbiHfarbl Ka3aK ¥1TTblK 6Hep AKageMUsChbl,
Anmarsl, KasakctaH

CAAAKUbINbIK - KA3AK AT CABAKTAPDIH ATY JXOHE JAbIH/IAY OHEPI

AxpaTna

KasakcTaHaa cafak aTy A4aCTypi KeHe 3amMaHHaH, AHAPOHOB ©PKEHUETIHIH anfFallKbl OWwaKTapsbl
pecnybnunkambl3ga nanga 6onFaHHaH 6epi KonaaHbinbin Keneai. Con yakbiTtaH 6epi Ka3ak aganacbiHaa
GipTanan aT cajaKLbl KewWneHAinep ToNKbIHAAPbI: caka-CKUMTEP, XyHAap, KeHe TYPKINep, Kpinwakxrap,
MOHFONIAAP, }aHe aKblpblHAA XOHFapAapMeH COFbICaTbiH KadaK Tannanapbl Xypin eTTi.

Byn 3epTTey XyMbiCblHAA dNeMAeri 3aMaHaym aT cajaKLbliapbliHa, KadaK cafarblHbIH WbIFY TapUXblHa,
€Ki Heriari cagak TypnepiHe cunatrama, FblfibiIMU 94ebUeTKe aHanus, CoHAamn-aK, KypblibiMbl MEH aT
cajaKTapblHbIH KOngaHy agicTepiHe Wwony acanagbl.

Tipek ce3paep: Ka3ak eHepi, 49CTYP, CMOPT, COHAIK-KonAaH6anbl eHep, Kapy-)Kapak, }ayblHrepiik eHep,
cajiakneH aty, aT cajaKkrtap, aT cagakLblnap.

1. BagapanuH
Kaszaxckas HauynoHasnbHas Akagemusi uckycctB um. T. XKypreHoBa,
Anmartsl, KazaxctaH

CAAAKLWbUIbIK - UCKYCCTBO U3rOTOBJIEHUA U CTPEJIbEbl U3 KABAXCKOIo KOHHOI 0 JIYKA

AHHOTauMA
B KasaxcTaHe Tpaaunuma cTpenbObl N3 lyKa cyllecTBOBasa C APEBHENLLMX BPEMEH, KOra nepsBble o4aru

aHOPOHOBCKOM LMBUAN3ALIMM BO3HUKIIN HA TEPPUTOPUN HaLlen pecnybankun. C Tex nop Yepes Ka3axCTaHCKue

CTENM NPOLWIN Lesble NNacTbl KOHHO-NYYHbIX KOYEBbIX HAPOAOB: CKUDbI-CaKU, XYHHY, APEBHUE TIOPKK,
KbIMWaKW, MOHIoNbl, U, HAKOHEL,, Ka3axCKUe nnemMeHa, BoeBaBllne C TIyKaMu NPOTUB IXKYHIapoB.

B naHHOM nccnefoBaHuu NpeacTaBneHbl: 0630p COBPEMEHHOI0 ABUXEHUA KOHHbIX TYHHUKOB B MUpe,
UCTOPUSA NMPOUCXOKAEHNA KA3aXCKOro JiyKa, OnucaHue [IBYX OCHOBHbIX TUMOB JIYKOB, aHanu3 Hay4Hou
nuTepartypbl, CnpaBKa O CTPOEHUN N aHaTOMUU, a TaKKe O pa60Te M MeToaax UCNoJsIb30BaHUA Ka3axCKOro
KOHHOIO nyKa.

KnioueBble cnoBa: Kasaxckoe MCKYCCTBO, TPpaauuuun, cCnopTt, 4EKOPaTUBHO-NPUKNagHOE UCKYCCTBO,
BOOpPYyXeHHUe, 6oeBble MCKYCCTBa, CTpeJ'Ibﬁa N3 NIYKa, KOHHbI€ NNYKN, KOHHbI€ NYYHUKW.
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ARTISTIC PECULARITY OF CREATIVITY OF THE PAINTER AMAN MUKAZHANOV

Abstract

The author considers works made of leather in the creativity of Aman Mukazhanov. Images in the work are
analyzed, painter’s creativity is studied. At the same time, the level of development of modern leather working
arts is determined based on creativity of D. Shokparov, who contributed to the development of decorative
and applied arts. In the article, trends in the development of leather working art are examined in the works of
other modern artists through the art of Mukazhanov. Author also considers new trends of leather working art
and master painters in this field. By carrying out comparative and stylistic analysis, the author opens artistic
peculiarity of the work. Historical and comparative methods make an effort to define the connection of aims
of art history theory and artistic process. From the article, we can learn the history, level of development and
current state of the leather working art, which is one of the fields of the Applied and Decorative Arts.
Keywords: creativity, painter, stitchcraft, leather working art, image.

Introduction leather. The first works in their art were

It is all known that professional and male and female belts, packsaddle, horse
creative sprouts began to blossom in the harnesses, leather bottle for kumis, and
field of Kazakh people’s art stitchcraft. other attributes of nomadic culture. By
There is a good saying among the Kazakh analyzing historical worldview in own works
people like “Unity is the strength”. The and looking from modern perspective,
thing done by the master gives a specific they could not only save national
spiritual pleasure, elates and gladdens peculiarities but also did not forget about
not one, but all. D. Shokparov and Z. the meaning of field of use and graceful
Umbetov were the first among artists of entireness. Nowadays artists always
Kazakh decorative arts, who worked with look for new forms of ornaments and
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patterns, new composition structure and
own methodology. Making one product,
they added various materials to it, thus
worked with mixed technique. As a result,
the formation of versatile and capable
artists who remade the simple things used
in everyday life in a contemporary style,
making them more beautiful, is a pleasing
event. Speaking of the leather working art
the name of Darkembay Shokparov first
comes to mind. Indeed, hearing about
Darkembay, all Kazakh people remember
skilled craftsmen and jewelers and keep
their ears open. Darkembay Shokparuly
was an esteemed man, because he had
collected ancient relics, kept them as the
apple of an eye, brought to the present day
and revived the Kazakh national crafts.

Shokparuly dealt with writing a set of
scientific and informative articles as well
as books and educational and methodical
manuals in periodical publications

about folk decorative and applied art, its
origin and the names and ethnography. He
left behind not only crafts products, data
on their production and features, as well
as records of his observations of life, and
we know that this is his contribution to the
development of applied and decorative art
and a great legacy for the Kazakh people.

Kudaibergen Bolatbayev wrote: “In this
regard, there is no exaggeration in saying
that having reached the age of maturity,
Darkembay Shokparuly found a way into
the hearts of their audience. A true master
is always unfading luminary, which leads
to blessings, honor and reputation of
his people. The biography of Darkembay
Shokparov like the work done by his
masterful hands and his very influential life
is a historical phenomenon.

Although the master lived only a
quarter of a century, it is definite that
every conscious citizen giving a report
to the people abuts the best ideas. |

decided to start with the vitality of the art
of Darkembay Shokparuly. In this regard,
every human life is measured not only by
his time but his moral life too. The legacy
left over from our ancestors wears down
whereas the art gets better. As a result,
Darkembay Shokparuly, who has explored
and learned Kazakh handicrafts from

its roots, did not extinguish the flame

of national art. The whole secret lies in
his industriousness. Indeed, the work
inevitably pushes and pulls. The master
rushed instantly and came to update
some types of our crafts which slowly
began to fade.” Of course, it is obvious
that people do not live forever. However,
not everyone is able to leave behind an art
that will never be forgotten. Of course, the
art of Darkembay Shokparuly serves as
an example for the young generation and
attracts them to work.

Nowadays, there are many masters,
who continue the path of the great master
and known with the features of form
structure in the field of art. As an example
to this, we can name the products of Aman
Mukazhanov, who works in different genres
and stands out with a peculiar signature.
Any material caught in his hand-whether
it is metal, wood or leather will retain its
natural beauty and will carry the meaning
of the tradition in his own understanding.

Methods

The methodology of the study predicts
a comprehensive set of conceptual
coordination of theory and practice art. The
methodology of structural and hermeneutic
coordination, historical and comparative
analysis and analysis of art are used during
the study. The requirement of objective and
volume study examines the compatibility
from the point of view of aesthetics,
philosophy and art.

Historical and comparative methods
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make an effort to define the connection
of aims of art history theory and artistic
process. In studying the technology
systematic, logical, characteristic,
chronological, typical studies and art
studies are used, as well as stylistic and
comparative analyzes are carried out.

Aman Mukazhanov, who is the member
of the Union of Artists of the Republic of
Kazakhstan and Union of Designers was
born in 1953 in the city of Semey, the artist
had graduated with a degree in art metal
from the faculty of

decorative and applied art of Aimaty
State Institute of Theatre and Arts. We
see that the master, deeply mastered the
history and traditions, finds harmony in
everything - ornaments, signs, displays
and color composition — and displays each
world in its own place. By following the
traditions of Kazakh art, he proved to be
quite fruitful in creating new plastic molds.
In his works, there is a clear reflection of
inherent author’s signature. We can pay
special attention to the round, twisted,
rectangular and zigzag shapes that are
found in the works of the author. We see
that Mukazhanov skillfully combines bulk
forms, made by decision of the plane,
and pays great attention to textures. All
works, which are combined from a variety
of materials, look harmoniously with each
other. For realization of his mind, the
author uses a multi-colored enamel, gold
plating, leather, wood, bones and stones to
give his work expressiveness and integrity.

His works are not only decorative,
abstractly interpretive, most of them
formed a network composition, completely
mastered the totem signs of animals and
birds.This is not a rare event that a person
becomes a hero of a small world, but
occurs as part of a holistic phenomenon,
and not as the protagonist. In some
places, it harmonizes with the lines of rock
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engravings and simple lines in complex
patterns give the meaning and generosity
to his works and improves their quality.

In the artist’s collection, there are many
women jewelry made very nice. The author
uses colored enamel and fine carved bone
and surrounds them with semiprecious
stones. In his works, he uses the ancient
traditional methods and technigues as
granulation and lace embossing.

Mukazhanov's works are modern, but
at the same time there is a hidden motive
with a deep ideological component of
archaic reflected images. Allowing the
audience as if to open the secret value,
the author managed to harmonize the
structural complexity of the forms of
symbols and multifaceted characters.
Artist’'s work is a synthesis of sculpture,
jewelry art and applied art.

Results

Kazakh applied art and its artistic
features are studied at national schools
of art since the day of its establishment
in stages of formation and development
of local art. This will further allow an
active use of analytical description,
referring to the general theoretical data.
Nowadays, the traditional handcraft
itself feels a rebirth, experiencing a
different interpretation of the fine arts
and decorative and applied arts. In this
regard, the decorative and applied arts
are reflected in the new version; including
the contemporary application of leather
working art will be studied in depth.
Considering the traditional continuity and
innovative features, a number of tests were
carried out on the work of artists working in
this direction.

Despite the fact that he worked on
different materials, the artist was able
to show the specific features of each
product. In particular, leather products
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Illustration 1. A. Mukazhanov «Kelin». Installation, leather,
metal, (2011).

such as “Makhambet” (silver, leather,
1999), “Bird” (leather, copper, 2001),
“Kelin” (installation, leather, metal, 1998),
“Soldier” (silver, leather , 2001), Tamgaly
“(brass, red brass, leather, 2001),” The
Legend of the Steppe “(copper, leather,
acrylic, 2001) and other works made of
different leather reflect color specificity and
delicate harmony between skin and metal.
In addition, he could develop a theme,
iconic feature and integrity in the work.
The author works in the field of fine arts
of drawing and painting, but retains a thin
bond and the uniqueness of each genre.
You may notice the freedom of expressing
his thoughts and that he has mastered
every material in depth. The author
portrayed the national values, traditions,
Kazakh culture and history in any genre
he worked at and any material he dealt
with. We can see the tradition and history
of our country in the works of the artist,
made of leather. In general, brown color
has a special place also in leather works
of other authors. Dim gentle warm brown

skin on leather shows the natural reality.
Thus, silver and copper used in works find
harmony. For example, in his work “Kelin”
(Figure 1) the image of a girl with saukele,
Kazakh national headdress, on her head
and vast steppe displayed behind are
drawn by pressing down on the leather.

In the background mountain ranges and
the image of the sun god symbol are also
visible. The Kazakh steppe and the beauty
and tenderness of Kazakh girls are shown.
The bride and her friends dress saukele
on her head. The author has shown one
of the ceremonies and traditional rites of
the Kazakh people of great importance like
marriage of daughter and son through his
work. An example of a national headdress
saukele is illustrated in a special way.

On its upper part it has a semi-circular
tuft, which is called the “Crown”. It was
decorated with precious stones, gold,
silver, pearls and was inlaid with gold
thread. The author has depicted saukele
on girl’s head with silver. In other words,
silver was sticked to the image depicted
by pressing down on the leather. The work,
which is full of harmony, shows a single
image.

«Considering the human with its
average being surrounding traditional way
of life, he has subjected to his own laws.
Repeating in the space peculiar shape of a
philosophical explanation, relating the past
and future of the people, domestic rituals,
superstitions and symbolic signs are
determined in accordance with the rhythm
of time» [1. p. 88.].

The artist wanted to convey the image
of the mother. The image of the bride or
a girl, a mother, a beauty - is an image
of Umay Ana, which was in the belief of
ancient Turkic peoples of the Great Steppe
a continuer of generation, symbol of
prosperity and well-being. Along with the
Kazakhs in Umay Ana believed such people
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Picture 2. A. Mukazhanov «Tamgaly tas». Leather, copper,
halocnemum, (2012).

as Khakas, Kyrgyz, Altai, Tuva, Shores and
Turkish. Data on this is preserved in the
folklore samples on the monuments of
Orkhon-Yenisey. After the entry of Islam

in the Kazakh steppe, name ofKokTengri
was widely used along with the name
goddess Umaiana, who is guardian of the
mother and the child. Although today this
character has lost its significance, it had
a great importance in the understanding
of our ancestors. In general, Turkic beliefs
are closely connected with the symbols

of art and ornaments. This was noted in
study of Toktabaev SZ “The characters in
the ornamentation of the Kazakhs and the
Turkic peoples.” [2. p. 9].

In the work of the author “Tamgaly Tas”
written in 2001 (Figure 2), we see a clear
picture of the stone complex of Tamgaly.
The author in his work also painted one
of the oldest monuments of the Zhetisu,

a gallery of rock paintings Tamgaly -
another cultural heritage of our country.
Petroglyphs depicted in the work are one
of the most important monuments and
diverse landscapes of Tamgaly. Rock art
gallery was created by our ancestors in the
Middle Bronze Age, Late Bronze Age, in the
transitional period (early Saks), in the early
Iron Age (Saks and Uisuns), medieval (early
Turkic) and modern age (Dzhungars and
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Kazakhs) and in other historical periods.
Petroglyphs, which include series of the
most impressive ancient rock paintings
of Tamgaly, have aesthetic and cultural
values of the Middle Bronze Age. Masters
of Fine Arts at that time differed broad
ideas, as a recurring image of solar signs
(solar-deity), clowns, soldiers with stone
clubs, archers in wolf masks, fighters with
weapons, scenes of sacrificing animals
and humans, erotic scenes, the young
women while childbirth, as well as trucks,
signs, symbols, bulls, horses, camels,
wild boars, wolves and deers. Monument
“Tamgalytas” is an integral part of the story,
with deep content depicting important
historical events.

Discussions

The author placed copper in the middle
of the painting, comparing the leather
with an image of the Kazakh steppe,
and copper - is Tamgaly tas, part of
that huge steppe. Lined up rectangular
copper parts bring to mind various types
of broad steppes. The color and texture
of the leather is very favorable for the
display of nature, so the steppe is very
clearly expressed. In ancient times, the
petroglyphs in the culture were used as
a tool to exchange messages. We can
say that this is an indicator of people’s
achievement in self-development.
Petroglyphs always reflect archaic,
mythological scenes and movements of
ancient people during some rituals. All of
them remain in the history as semantic
signs, the first traditional forms, the
development of art [3, p. 60.].

Today, the author’s work attracts many
art lovers, and there are also young people
who want to know about the artist’s work.
He shares his talent with young people,
and wants to teach the creativity to them.

Currently, a lot of products are made
of leather: paintings, dishes, bags and
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sacks, as well as jewelry and decoration.
As an example of such work, we can
mention artist N. Vshivtseva, who makes
souvenirs, pendants and bracelets. She
carries out her work by combining different
stones with leather. In addition, there are
other artists who work with the leather,
including K.Ayypkaliyev who makes dishes
out of the leather, B. Beysbekov and S.
Bultrikovamake different panels of leather,
M. Asanbayev makestrunks from leather,
T. Beginbet combines leather, wood and
bone. Finally, N.E. Kaliyev makes leather
shoes, and Zh.Naushabayev also left a
contribution to the number of leather
products.

Umbetov Zhangir and IThanova Amankul
invented technology “kushkon”, which left
an unchanged mark in the art of leather
processing

Each of the artists in their
works displayed their high level of
professionalism, foresight and a wide
range of interests. Basically, there should
not be the verge between life and work
of artists, as productive work is the key
to life. For all of the artist things around
the world, people and the nature are the
phenomenon of the highest level, through
them, they study all the elements of our
world and its laws of unity and harmony.

Today, we see a wide range of new
ideas of the artist, and the continuation
of the big work. Each author has collected
specificpeculiarities and unique aspects
of the art. Impressing realism, skill
and, above all, a big bright light of the
artists’soul interested all researchers ofart.
During the development of technology and
time of independence, artists are engaged
in restoring forgotten antiques, and raising
the level of art. We can say with confidence
that this is a great contribution to the
resumption of a new form of leather art
and the development of culture and art of

the country [4].

Conclusion

It is known that the Kazakh folk crafts
has a long history. Unlike other countries
that in the Kazakh national culture has a
particular and deep philosophical meaning
in tastes and Arts.

The history of traditional arts and crafts
of the Kazakh people, appreciating sacred
material and spiritual needs, is very deep.
While investigation, we looked at

historical monuments and saved crafts
of the past, ancient drawings, writings
and valuable materials of scientists
and researchers, and thus investigated
the development of national art crafts,
including leather art.

Art of processing the leather takes
an important placein the history of our
national culture. Many masters have
worked hard, completing national
traditional art, so that everyone understood
this art. Many national products of the
Kazakh people made by craftsmen at any
time need to be studied in terms of art [5].

Each of the artists in their
works displayed their high level of
professionalism, foresight and a wide
range of interests. Basically, there should
not be the verge between life and work
of artists, as productive work is the key
to life. For all of the artist things around
the world, people and the nature are the
phenomenon of the highest level, through
them, they study all the elements of our
world and its laws of unity and harmony.
At present time, not all types of decorative
art develop apace. Some of them have
wide acceptance among artists and also
are popular among the audience. These
include tapestries, jewelry and batik.
There is a growing interest in the Kazakh
equipment and devices. Such types of
arts and crafts are placed in a prominent
place on the shelves of exhibitions, and
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has a high demand in the market. This
will normalize the state of the art industry.
Since the ceramic or glass industry types
require special process and production, it
faced with the problem of development.
However, it should be noted that there
are masters who overcome the obstacles
and even partially achieved good results.
And though during this period the level of
leather art hasincreased, but connection
with the traditional art of our ancestors
and their techniques for leather carewas
wiped. Nowadays a lot of artists workwith
ready-treated leather. Of course, there are
generations who inheritedtechnologies
from their ancestors, but the rest of people
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A. EcneHoBa

T. XKypreHoB aTbiHfafbl Kasak ¥n1TbIK oHep AKafeMuschbl JOKTOPAHTbI

Anmartsl, KazaKkctaH

CYPETLUI AMAH M¥KAXAHOB WbIFAPMALLBUIbIFbIHbIH KOPKEMAIK EPEKLLUENITI

Axpaarna

MakKanaHblH aBTOpbl AMaH MyKaXkaHoB LiblFapMallblibIFbIHAAFbI TEPIAEH XacanFaH TyblHAbINapabl
KapacTblpagbl. LLbiFapmagarbl Kepkem o6pasfap Tangayra anbliHbin, CyPETLi WhliFapMallbliblFbl 3epTTenesi.
CoHbIMEH KaTap CoHAiK-KonaaHb6anbl eHepaiH, JamMybliHa ynec KockaH [l. LloKknapoBs whiFapmallbiiblifbl
HeriziHae Kasipri Tepi enaey eHepiHiH gaMy aeHreni avkoblHaanagbl. Makanaga MyKarkaHoB LWbliFapmallblibl
apKblibl Kazipri TaH4arbl 6acka Aa CypeTwinep WholFapMallbliblFbiHAaFbl TEPi OHAEY 6HEepiHiH Aamy
TeHAeHuusanapbl KapacTtbipbinagbl. Tepi eHAey eHepiHiH, XaHa 6aFbiTTapbl MEH OCbl canagafbl CypeTLli
webepnepre e ToKkTanbin etedi. CanbiCTolpManbl, CTUAUCTUKaNbIK Tangaynap Xypridy apKblibl TybIHAbIHbIH
KepKeMJiK epeKLeniKTepiH awa Tycegi. Tapuxu-canbiCTbipMasbl 84iCTEP KOPKEMOHEPNIK YAEPIC NEH eHePTaHY
TEOPUACHIHbIH, MiHAETTEPIHIH 6ainaHbICbiH aiKblHAayFa Ky canaabl. MakanagaH coHAiK-konaaH6ansl
eHepfiH 6ip cana Tepi eHAey OHepPIHIH TapuXblH, JaMy AeHreniH, Kasipri KyniH 6inyre 6onajsbl.

KinT ce3pep: WhiFapmallbliblK, CYPETLi, KON OHEP, TEPI OHAEY 6HEPi, KOPKEM
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A. EcneHoBa
Kasaxckas HaynoHasnbHas Akagemuns uckyccts um. T. K. XKypreHoBa,
Anmartsl, KazaxctaH

XYAOXXECTBEHHbIE OCOGEHHOCTU TBOPYECTBA XYA0XHUKA AMAHA MYKAJKAHOBA

AGcTpakr

B cTaTbe paccmaTpuBaloTcs U3aenus U3 Koxn AMaHa MyKaxkaHoBa. lNpoaHann3npoBaHbl XyA0XKECTBEHHbIE
06pasbl B U3AeNMAX, TaKKe yaeNneHo BHUMaH1e UCCnefoBaHnio TBOPYECTBa XyA0XHNKa. Ha ocHoBe
TBOpYecTBa [. LLloknapoBa BHecCLero BK1aj B pa3BuTHe AEKOPATUBHO-NPUKIAAHOMO UCKYCCTBA,
onpegenseTcs ypoBeHb pa3BUTUS COBPEMEHHOIO UCKyCcCTBa 06pabOoTKM KOXMK. B cTaTbe Yepes uccnegosaHme
TBOpYecTBa MyKarkaHoBa paccMaTpuBaloTCa TEHAEHLMM Pa3BUTUS UCKYCCTBA 06PabOTKU KOXK B
TBOPYECTBE COBPEMEHHbIX XYLOXHWKOB. PacKpbiBaloTCA HOBbIE HanpaB/ieHUS B UCKYCCTBE 06PaBOTKM KOXM
M 0TMeYatoTcs TBOPYECTBO MacTEPOB paboTaloLLmx B 3TOM oTpaciu. HYepes nposeeHne CPpaBHUTENLHOTO,
CTUAUCTUYECKOMO aHan13a pacKpbiBalOTCA XyLOXeCTBEHHbIE 0CO6EHHOCTU Npou3BeaeHnit. CpaBHUTENLHO-
MCTOPUYECKME aHann3bl ONPeaensieT CBA3b MEXAY XyAOKECTBEHHbIM NMPOLLECCOM M 3ajayaMun TEOPUU
WCKYCCTBOBEAEHMS. M3 CTaTbU MOXHO Y3HaTb UCTOPUIO, YPOBEHb Pa3BUTUSA, COBPEMEHHOE COCTOSIHUE O4HOW
U3 oTpacnen AeKpaTMBHO-NPUKIAAHOrO UCKYCCTBA — UCKYCCTBA 06PabOTKU KOXKMW.
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TRACING THE “ORIENT” IN SYNAGOGUE ARCHITECTURE IN BULGARIA

Abstract

The report is focused on the synagogues in Bulgarian territory, built in the last decades of 19th and the

first years of 20th century. (Bulgaria is a part of the Ottoman Empire from the end of 14th century to the
completion of the Russo-Turkish Liberation War in 1878. However, the country is officially recognized as
independent in 1908.) Sacred Jewish architecture in Bulgaria has been more actively investigated in the end
of 20th and in the beginning of 21th century. Usually its studies were conducted in three directions: findings
of new data; updates of old records; publications on famous and preserved monuments.

As there are only a few attempts on typological, architectural or stylistic analysis of the synagogues in the
chosen period, our article is focused on defining and “placing” the Jewish religious buildings both within

the local and regional (cultural) context of Bulgaria, and inside the wider borders of the Ottoman empire. It
explores their appearance, architectural styles and characteristics, and their spatial solutions and decorative
profiles. Thus, Bulgarian synagogue design is found to reflect mostly on: general archaic models of temple
architecture applied in its simple, vernacular form; traces of representative Ottoman architecture and its
evolution; influences of European architecture from the 18th and 19th century. The study results are in the
areas of history of arts and architecture, and reveal new research perspectives over the diverse cultural
heritage from the chosen period.

Keywords: temple architecture, synagogues, Bulgarian architecture, Ottoman Empire, Orient art

1. Introduction: and Byzantine Empires, medieval First and

1.1. The Jewish community in Second Bulgarian States, Ottoman rule.
Bulgaria In the Balkans, the descendants of

Jews were part of the population Jews, who had lived in ancient Roman
dwelling in Bulgarian lands during the Empire, are called Romagnoti. At various
entire period of its state history: Roman times later on, new groups of Jewish
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settlers were coming to the region, leaving
their homes in Central and Western
Europe. The largest compact community
of this population were the so-called
Sephardic - Jews who had been expelled
from Catholic Spain at the end of the 15th
century (1492). Another notable group of
settlers was the Ashkenazi Jews.

At the end of the 1940s, when the
State of Israel was formed, most Bulgarian
Jews (45000-50000 people) left the
country. Currently in Bulgaria live only a few
thousand Jews.

1.2. Synagogues in Bulgaria
Material traces of Jewish population
were found even in ancient archaeological

sites as Ulpia Eskus and Philippopolis
(Plovdiv), or in later medieval villages like
Tarnovo (Veliko Tarnovo) and Mesembria
(Nesebar).

Now in the Plovdiv Archaeological
museum are exposed some elements
and mosaics of an ancient synagogue [1],
which had been built in the city probably
at the end of the 3rd century AC (when
Bulgarian lands were part of the Roman
Empire). The findings on site include: main
foundation walls; a mosaic image of one of
the major Jewish symbols - the menorah;
and a votive inscription in Greek placed in
side panels of the floor in the prayer hall.
[2] It says: “Thanks to the sources and
due to the Cosmian’s prudence, so-called
Joseph decorated (the synagogue), bless
them all” [3].

1.3. Methodology

The report is focused on synagogues
built in Bulgarian lands during the last
decades of the 19th and early years of
20th century. These buildings are elements
of the state historical and artistic heritage
(which is now partly preserved), as religious
buildings of all the ethno-confessional

communities within the Ottoman Empire
are included in it.

A special feature of the chosen time
period is the role of the temple and
temple institution (be it a synagogue,
church or mosque) as an urban and social
structure. During that time, religious
edifices and ensembles truly consolidated
their respective ethnic communities in
the Balkans, as common places of faith,
traditions and rituals. Still in addition, they
also performed wide register of social
activities - like archival, communicational,
and educational and so on. Later those
social functions have been (partially)
transferred and even limited to another,
usually secular, institutions, following the
modernist concept for differentiating aims,
spaces and zones.

Our study explores appearance,
architectural styles and characteristics of
Jewish religious buildings and their links
with regional and oriental art traditions,

understood the most widely: as temple
spatial solutions and decorative profile
(motifs, ornaments, texts, signs, symbols).

According to Bulgarian researchers
[4], during XIX century and in the first
decade of the XX century there were
synagogues in 34 Bulgarian cities (which
included one, two or more Jewish religious
buildings in a settlement). Ten of them
(built until 1909) are preserved today, but
not all still function as Jewish temples.
Following this data, a schematic territorial
distribution of Bulgarian cities with
functioning synagogues in the studied
historical period (1850-1909) is created on
figure 1. Thus, itis possible to notice the
concentration of religious buildings in the
main state settlements, same as the lack
of synagogues in the southern parts of the
country. Buildings, that still exist today, are
located in cities, colored with green on the
Figure 1 map.
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Figure. 1. Territorial distribution of Bulgarian cities with

functioning synagogues in the studied historical period (1850-

1909).
2. Case studies research

The relatively small number of
preserved synagogues in the selected
period allows their further investigation in
chronological order.

One of the first notable buildings
of Jewish temple typology is the Great
Synagogue in Pazardzhik, built in 1850 [4,
p. 57-68]. (Today, the building is used as
an art gallery.) It is an edifice with simple
rectangular plan and single-storey volume,
and its sloped roof planes do not outline
the main, centrally located space of the
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prayer hall. Near the entrance, a small
covered gallery (arcade) is located.

This type of one-volume rectangular
planning was a common practice for
the built in the middle of the XIX century
religious buildings, including churches and
mosques (fortunately many of them are
still preserved today). They usually had the
same rectangular plan composition and
similar sloped roofs covering the central
prayer halls. In most of them, like in the
case of Pazardzhik, entrance arcade and
galleries were used - incorporated in the
main silhouette.

The synagogue in Pazardzhik was
created by Stavri Temelkov [5], a member
of Bratsigovo building “clans” (these were
groups of traveling builders, decorators

and architects, famous at the time
[6]). Builders of these clans built not only
synagogues but also a lot of churches and
mosques in other regions of Bulgaria.

The openings along the facades of the
Pazardzhik synagogue are framed by rows

Figure 2. Case 1: Great Synagogue in Pazardzhik in exterior, gallery, entrance, ceiling, 2016.
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of semicircular niches. The prayer hall

has no dome and the ceiling fields are set
on four central columns. The decoration

of its space include geometrized carved
ceiling panels. Various stylized floral motifs
and ornaments cover niches borders and
decorate beams, lintels and capitals. In
the symmetric motifs above the arches are
visible traces of some typical European
XVIII centuries decoration - ie. “dessus de
porte”, widely used in the era of French
Rococo. This decorative fashion spread all
over Europe and even entered into Istanbul
buildings (for example in some of the

halls of the Topkapi Palace). However, in
Bulgaria we have widespread evidences of
it, mainly from the XIX century.

Our second case - the next, still existing,
synagogue - was built during the years
1854-1860, in the town of Samokov
(Figure 3). The local Jewish community
and the regional bankers Arie funded its
construction [7. p. 4019]. The building has
a similar one storey-volume architecture
(with no dome). It was created with the
common rectangular plan design, which
also included an embedded entrance
gallery. Again, its silhouette is solved with
a sloped roof. A marble piece with carved
inscription on it, was placed above the
door of the synagogue, saying: “This is the
door of the Lord ... That's synagogue in
which people will be blessed in the name
of the Lord, and the city of Arieh, Gabriel

Figure 3. Case 2. The Synagogue in Samokov, exterior and
interior, 2016.

and Yehuda will flourish.” [8]

Although the building is classified as a
monument of Bulgarian culture heritage,
its current situation is sad. There are
still traces of its elegant architectural
executions and decorations. The interior
of the prayer hall is again created with
four supporting columns supporting
carved ceilings with geometric decoration.
Their fields are connected with painted
ornamental friezes. The appearance of
capitals and the decoration of openings
and niches are also similar to those
already found in the Pazardzhik synagogue.

It is also possible to some find stylistic
or element similarities with some
religious buildings of other communities
of the same period and region. A well
known parallel example in this context
is the Bayrakli Mosque in Samokov,
reconstructed in the middle of the XIX
century by local builders, and later on
painted around 1845 by local painters.

The mosque is equipped with a
prominent central dome. Still the entrance

Figure 4. The Bayrakli Mosque, Samokov, 2016.

area - the gallery - is designed with arcades
and similar wooden ceilings. (Figure 4).
From an architectural perspective, the
links between the Mosque building and
Pazardjik and Samokov synagogues can be
found in:

e the geometry of their plans

e the scale of the buildings,
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Figure 5. The Chu-rch "John the Baptist" in Bra.tsigovo, 2016
e the distribution of their structural
elements
e the entrance spaces with arcade
galleries.

There are also obvious similarities in
architectural and plastic solutions, in the
used materials, in the organic forms of
structural and decorative elements in all
the three explored in the text buildings.
Compliance is also found in the nature
and the locations of the decorations, in the
chosen colors and their combinations.

Spaces, structures, plastic and mural
interior decorations, used in these
cases, of course could be stylistically
compared even with some, built in the
period, christian temples of Bulgaria,
and especially with those created by
Bratsigovo builders. A possible example
is even the earlier church “John the
Baptist” [9] erected in the very Bratsigovo
in 1833. Despite its small scale and its
clear orthodoxal plan scheme, we can see
parallels within its overall design planning
and spatial solutions, the selection of
materials applied in its structures, and
partly - in its mural decoration.

Such parallels (within the used
architectural design, ornaments and
style: the shapes of the openings and
arches, the silhouettes of columns with
capitals, the carved ornamentation of
the ceilings, the chosen colors and the
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color correspondence itself, and so on)
are visible in the much more bigger and
representative cases, like the church of
“St. Peter and Paul” in Sopot (again done
by Bratsigovo clans in 1846 [10]).

In 1872 Sephardic community built the
synagogue “Grande” in the Danube town
of Ruse (our third case). At the time of its
creation its huge two-storey silhouette
was a noticeable accent in between the
surrounding blocks and neighbourhoods.
Today the building exterior has completely
lost its authenticity, and it is no longer
property of the Jewish community.

Its interior decorative solution
incorporated an ancient visual stereotype -
the symbol of the Sun disk, mounted in the
center of the dome. Similar solar creations
and ornaments could be seen even in
stone tombs from the Roman Palmyra
region. (In the Balkans, the Sun motif,
located centrally in main ceiling field, is
widely distributed in the interior of the cult
and residential architecture of the 18th
and 19th century, but most often it had
been executed with carved wood.)

Inside the Ruse synagogue, there were
also plastic decoration approaches, that
followed major European styles of the 18th
and 19th centuries, as for example in the
stone relief decoration of the ark. [4 p. 93-
99]

Our fourth case is the Jewish temple
preserved in the town of Dobrich (in
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northeastern Bulgaria), which was built in
1887 [4. p.18-19]. Its exterior composition
(Figure 6) and its modest scale and outlook
is resemblant to some examples of Jewish
religious buildings, located in present-
day Romania - as the one in Orastie, from
1867 [11], or the Great synagogue in Viseu
de Sus, Maramures, built in 1890 [12].
These similarities could be easily
explained by the territorial, cultural, ethnic
and religious parallels between the two
neighboring countries of Romania and
Bulgaria. In fact, even at the beginning
of the XX century, the town of Dobrich
itself was placed within the boundaries of
Romania for about 30 years - the period
between 1912-1940.
The Black Sea port city of Varna is
located near Dobrich. In 1890 a Sephardic

Figure 6. Case 4. Dobrich synagogue, 2011 [13]

synagogue was built there [5. The Sephardi
Synagogue in Varna], and it is the fifth case
in our study. Under its current decaying
image, we are still able to see its design
originality and brightness. Its exquisite
oriental plastic in the entrance area, same
as the forms of its decorative friezes

could be easily related with a much older
iconic models: Islamic (eg, mausoleum
Samanids in Bukhara), Romanesque,
Gothic (such as Notre Dame Cathedral

in Paris). At the same time, deep plastic
designs of entrance spaces were used in
Mediterranean representative buildings
even from the distant past, reflecting on

the climate and cultural feature of the
region.

The architect of the synagogue in
Varna is not known for sure. But we can
see how expertly he handled the artistic
and architectural plastic register of cult
buildings’ elements (used in temples
from the Antiquity to the later periods of
European eclecticism). The elegant mix
of old and new styles and decorations
include prominent baroque cornices and
“scenographic” facade sculpture. Today
the building is in reconstruction [14].

Our sixth case is the synagogue in
Plovdiv, which was built in 1892. The
temple was created in a relatively small
scale, and had a modest exterior, but at
the same time it was equipped with a
remarkable (well preserved) interior space,
enriched with painted wooden surfaces
and various ornamentations in murals.
The simple building plan features a single
storey volume of the prayer hall flanked
by arcade windows, and there are four
central supporting columns. But unlike the
ceilings in the synagogues of Pazardzhik
and Samokov, under the roof of Plovdiv
synagogue, a small central dome is hidden.

The interior decoration of Plovdiv
synagogue incorporated both common
features from the Oriental heritage of
the Balkan region, same as elements in
close relations with the style of European
Orientalism developed in second half of
the XIX century. Thus, a parallel with the
interior decoration of the Great Synagogue
in Florence from 1882 is even possible,
despite the substantial differences in the
overall architectural design, and in the
social, ethno-confessional and cultural
context. The stylistic links between
their ornament motifs and interior logic
are obvious, even regardless of the
applied type, quality and processing of
the materials: in Plovdiv - there were
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mainly mural ornaments and in Florence
- embossed ornaments, mosaics and
frescoes.

Two years later (1894) the Jews from
northwestern Danube city of Vidin also
completed the construction of their
synagogue - our seventh case study. [15]
Its appearance was radically different than
the already discussed five synagogues.

A postcard from the end of 19th
century reveals the authentic entrance

Figure 7. Vidin synagogue postcard.[16]

facade of Vidin Synagogue (Figure 7). Here
the building design followed the model

of a three-nave basilica church (as an
architectural shape for synagogues and
churches, basilica building models are
widespread in Europe until the beginning
of 20th century). Except the common

brick walls, arches and vaults, bronzed
columns of cast iron were used in the
interior, following 19th century tendencies
of incorporating metal structures. Its
interior space was richly decorated with
and polychrome ornaments, but now all of
these are long gone (Figure 8).

Figure 8. Case 7. The synagogue in Vidin. Pictures: courtesy
of Ventzislav Petrov, 2016
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Probably in 1896, a synagogue was
re-built in the town of Yambol (located in
the southeastern part of the country). It
repeated the already familiar pattern of
one-storey volume building with centrally
located four columns in the prayer hall.
Today the building is completely renovated
and functions as an art gallery, so the
nature of its ceiling or coverage are
probably changed. Only its facade walls
and some elements of their decoration are
preserved close to their originals. [4, p.
178-179]

In 1909 the construction of the central
Sofia synagogue was completed. It was
designed by the famous Austrian architect
Friedrich Grinanger [17, p. 57], who had
also been an author of a number of notable
architectural examples in the capital city of
Bulgaria.

Located in the old center of the town,
within the narrow, densely built urban
space, the synagogues captivates
its observers with its compact size,
harmonious proportions and magnificent
decorations. It is now considered not
only the most representative preserved
religious building of the Jewish community
in Bulgaria, but also one of the best
examples of these buildings in Europe.

It is composed with a simple rectangular
plan, still in bigger scale: there is a central
prayer hall, flanked by blind apses, internal
galleries on two levels and narthex. There
are no free-standing columns. The building
form is cubic and the main hall is covered
with a huge dome (the diameter of the
domeis 27, 50 m). Its prayer space and
the adjacent galleries could gather about
1,200 people [4, p. 139] (Figure 9).

The Sofia synagogue fully features
its own author’s artistry and knowledge,
as Grinanger was well acquainted with
building traditions of Europe, same as with
the popular then quests of architectural

Central Asian Journal of Art Studies N1|2017



Figure 9. Case 9. Sofia Synagogue, 2016.

historicism and eclecticism, incl. Neo -
Byzantine style. Still Bulgarian researchers
often define the artistic style of the Sofia
synagogue (and of some other Grlinanger’s
buildings), as secession influence, or

even as the so-called style of “national-
romanticism” (which was typical of regional
architecture during the establishment of
all “nation states” in the late XIX century).
In our view, the synagogue design is an
organic, highly successful mix of diverse
stylistic trends, concepts and plastics, and
therefore is again a subject of numerous
analyzes and interpretations.

At the same time - in 1909 - a local
synagogue was also consecrated in the
South Black Sea port city of Burgas (our
last tenth case study). The authorship
of the project is attributed to the Italian
professional Ricardo Toscani [4, p.10],
who designed in parallel other buildings
in this area. Its plan is a bit smaller and
again rectangular; the building consists of
a single volume prayer hall with narthex
and higher galleries on two levels.The hall
coverage is completed with a spherical
central dome. Some elegant exterior
decoration and parts of interior ornaments:
mural fragments in the timpani and on
arches’ sides, carved ceilings and more
are still preserved, although nowadays the
building functions as an art gallery.

The heterogeneous - eclectic - design
details in Burgas exterior decoration

(cornices, pilasters, arches) has a
European origin. However, there are also
some oriental features (for example, the
horseshoe shaped facade arches) which
again brings us to possible connections
and prototypes associated with traditional
- Indian (Islamic) architecture. On the other
hand, its cupola interior space and scale
reminds many earlier examples of Ottoman
religious buildings, like the interiors of
preserved today Cuma mosque in Plovdiv
(1436) or Buyuk mosque in Sofia (1494),
although their various planning schemes
and impressive scale.

3. Conclusions

Regardless of the rather small number
of currently preserved Jewish religious
buildings in Bulgaria, built in the chosen
period, we can still make some conclusions
about their typological development and
stylistic and plastic outlook. We believe,
that the found synagogue designs reflect
mostly on:

e archaic models of temple
architecture applied in its simple,
vernacular form;

e traces of representative Ottoman
architecture and its evolution;

e influences of European architecture
from the 18th and 19th century.

As a rule, in each particular synagogue
those style-plastic tendencies are
somehow merged. Some synagogues (eg
in Pazardzhik and Samokov, cases 1 and
2) were executed with elements of the so-
called National Revival style in Bulgaria
- using a Balkan mixture of regional and
vernacular architectural features. Traces
of some western styles from the 17th
century onwards, like Baroque, Rococo,
Empire and others also penetrate the
former Ottoman Empire lands, and are
found in synagogues. (Like cases 3,4
and 7 - in Ruse, Vidin, Dobrich). However,
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another (secondary in its development)
oriental touch is also present in Jewish
temples in Bulgaria (like the synagogues in
Varna, Sofia and Burgas - cases 5, 9,10).
Here, the Orient is in the form of links to
the European Orientalism, as part of the
development of Eclecticism (Historicism)
styles of the 19th and early 20th century.

Thus, at least three “Orient” vectors in
the architecture of synagogues were used
in the chosen period:

e regional mix - (influenced by local
and vernacular traditions);

e historical evolution - adapting to
the development of the Ottoman Empire
and the East;

e and European - following the
western orientalism.

At the same time, the synagogues in
the chosen period and region (though

Figure 10. Yeni Camii / New Mosque in Thessaloniki, 2016
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less in number compared to churches
and mosques) were truly comparable in
their typologies and significance in the
respective townscapes.

These observations and conclusions
can be extended, enriched or even
corrected if other monuments of the era
are included, following the trends all
over the Balkans (in Romania, Serbia,
Macedonia, Greece and Turkey). It is
also possible to explore the buildings
of some regional mixes of the religious
communities - like “The Donmeh” people
in Solun and their Yeni Camii (Figure
14). This will be however, a subject of a
separate investigation.
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JNlosaHoBa C.
JlecotexHnuecku# yumepcutet, Copus, bonrapms

Tawesa C.
UHCTUTYT AKageMumn UCKyccTB, bonrapckasi AKagemusi Hayk,
Copus, bonrapms

BbIAAIBJIEHME BOCTOUYHbIX YEPT B APXUTEKTYPE CUHAIOr(4) B BOJIFAPUHA

AHHOTaUMA

Pa6ota cocpefioToyeHa Ha cMHarorax Ha Tepputopun Bonrapuu, NOCTPOEHHbIX B NOCNEfHWE LecATUNeTUS
XIX 1 B nepBble rogbl XX BeKoB. (bonrapus aensnacb 4actbto OcMaHCKOM Mnepun ¢ KoHua XIV Beka o
3aBepLUEHUs PYCCKO-TYPELIKOM BOMHbI B 1878. TeM He MeHee, cTpaHa odpuLManbHO NPU3HaHa He3aBUCUMBbIM
B 1908 roay) CBslleHHble EBPENCKUE apXUTEKTYPLI B Bonrapuun 6binn 60/1ee akTMBHO UCCeA0BaHbl B KOHLE
XX u B Havane XXI BekoB. O6bI4HO UcCnefoBaHMs OblM NPOBEAEHbI B TPEX HanpaBeHUsX: BbIBOAbI HOBbIX
JaHHbIX; 0GHOBNEHMWA CTapblX 3anucen; nybnKaLmMm 0 U3BECTHLIX U COXPaHMUBLUMXCHA NAaMATHUKaX.
[OCKOSbKY CYLLECTBYET NINLLb HECKOSIBKO MOMBITOK MO TUMONIOrMYECKOMY, aPXUTEKTYPHOMY UK
CTUAUCTUYECKOMY aHan13y CMHaror B BolbpaHHbIM Nepunoa, Hawa cTaTbsi HanpaBieHa Ha onpeaeneHve

N «pa3MeLLEHNS» EBPENCKUX PESTUTMO3HBIX 34aHWIA KaK B MECTHOM, TaK U PErMOHanbHOM (KY/IbTYPHOM)
KOHTeKcTe bonrapuu, 1 B 6onee WKMPOoKKX rpaHmuax OcMaHCKon nMmnepuun. Ctatbs UccnemyeT UX BHELWHUH
BWA, apPXMTEKTYPHbIE CTUIU U XaPaKTEPUCTUKM, U UX NPOCTPAHCTBEHHbIE PELLEHUS U AeKOPaTUBHbIE MPOGUIN.
Takum 06pa3om, BbIIBNEHO, YTO 6ONrapCKUIM AM3aMH CMHArorM oTpaxaeT B OCHOBHOM: 06Lwue

apxauvyecKkue MOAEeNN XpaMoBOWM apXUTEKTYPbI, NPUMEHAEMON B €ro NPOCToM, o6LLeynoTpebuTensHON
dopMme; cneabl penpe3eHTaTMBHON OCMaHCKOM apXUTEKTYPbI U ee 3BOMIOLLMK; BAUSHUS €BPONENCKOM
apxuteKkTypbl XVIII n XIX BeKoB. Pe3ynbtaThl nccnefoBaHua B 061aCTU UCTOPUM UCKYCCTBA U apXMTEKTYPLI, a
TaKXe OTKpbIBaIOT HOBbIE MEPCMNEKTUBLI A1 UCCeoBaHUM 6oee pa3Ho06Pa3HOro KybTYpPHOIo Hacneans
Bbl6paHHOro nepuoaa.

KnioueBble cnoBa: xpaMoBas apxMTeKTypa, CMHaroru, 6onrapckas apxutektypa, OcmMaHcKaa uMnepus,
MCKYCCTBO BOCTOKa

JNlo3aHoBa C.
OpmaH wapyalbiibiFbl yHuBepcuteTi, Copus, bonrapus

Tawesa C.
OHep UHCTUTYTbI AKagemusichbl, bonrapms FoiibiM AKageMusiChbl,
Coous, bonrapus

BOJITAPUAAAAFDI COYJIET FUBAAATXAHACDBIHbIH WbIFbICTbIK CUNATbIH AHBIKTAY

AqpaTna

Hymbic XIX FacbipablH, COHFbI OHXbINAbIFbI XoHe XX FacbipAblH, anfallKbl XblngapbiHaarsl bonrapmsa
TeppuTOpUACbIHAa canblHFaH FMbafaTxaHanapfra 6arbiTranfFaH. (bonrapus XIV racbipfblH COHbIHaH 6acTan
1878 XblINFbl OPbIC-TYPIK COFbICHI agKTanfaHra aeviH OcMaH UMNepUusachbiHbiH, 6ip 6eniri 6onabl. CoraH
KapamacTaH, 1908 xbinbl pecMu Typae Toyesnci3 en 60nbin TaHbinFaH). bonrapuaaa KacuetTi eBpen cayneti XX
f. COHbl MeH XXI f. 6acbiHa 6enceHfii 3epTrenreH. 3epTTey Yl 6afFbiTTa: XaHa AepeKTep KOPbITbIHALICHI; ECKi
Yasbanapbl }aHapTy; TaHbIMan aHe CcaKTanFaH eCKepTKIWTepPAi apuanay; 601bin 3epTTengi.

ATanmbllw Ke3eHae FubaaaTxaHaHblH TeK GipHelle MYMKiHAIKTePi 6014bl: TUMONOTUANBIK, COYNET HEMeCe
CTUNUCTUKanNbIK. MaKkana bonrapus KOHTEKCTIHAET XePriNiKTi XoHe aMaKTbIK (MaeHN) eBpennepaiH AiHu
FUMapaTTapblH «OpHanacTblpyFar» aHblKTayra 6arbiTTanagbl. CoHan-akK, ofapablH, ChIPTKbl KePiHICiH, cayneT
CTUNI MEH epEKLLENIKTEPIH XOHE KEHICTIK Wellimaepi MeH coHAiK npobunibaepiH 3eptrendi. Ocbinanwa,
6onrap FMbagaTxaHacblHbIH AN3alHbl HETi3iHEH: FUGajaTxaHa CoyneTiHiH Xannbl KeHepreH Moaeni; OHbIH,
KapananbiM TypiHAE KONAaHbIYbl, OCMaH CoyneTi }aHe OHbIH 3BONIOLMS eKiNiHiH, i3imeH; XVIII-XIX Facbipgafbl
eypona cayneTiHiH acep eTyi; aHblKTanagbl. 3epTrey HOTUKECIHAE, COYNET NEH eHEeP Tapuxbl WeHOepiHae
aTa/iIMblLL Ke3EHHIH apTYP/i MBAEHM MYPaCbIH 3epTTey YLiH aHa nepcnexkTMBanap Kosfa afiblHibl.

Tipek ce3aep: WipKey cayneTi, FnbagatxaHa, 6onrap coyneti, OCMaH UMNEPUSACHI, WbIFbIC OHEPI
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BOMPOCY
PE)XKMCCEPCKOM
HTEPIPETALMH
TPATEJIMH
LLUEKCIUPA HA

\ 4

ART STUDIES

CUEHE TEATPA

MPHTH 18.45.07

M. Tyasixomkaesa !

! TocynapcTBeHHbBI HHCTHTYT HCKYCCTB
KyJbTypbl Y36eKucTaHa,

Tauikenr, Y3b6ekucrtaH

K BOMPOCY PEXXUCCEPCKOW MHTEPMPETALIMM TPATE[IUMA LWWEKCMUPA HA CLIEHE TEATPA

AHHOTauMA

B naHHOM cTaTbe 3aTparMBaloTCs BOMPOCHI PEXUCCEPCKUX MPOYTEHUM KITAaCCUYECKUX MPOU3BEAEHUN.
O6palleHo BHMMaHMe Ha NOCTaHOBKM LLEKCMMPOBCKUX Tpareamn. PaccmaTpuBaloTcs CNeKTakIu, Co3A4aHHble
pexuccepamm eBpONenCKOro U BOCTOMHOIo TeaTpoB BTOPOWM MONOBUHLI XX BeKa 1 Hadana XXI Beka.
OnpeaenatoTcs OCHOBHbIE HAaNPaBAeHUs ABUKEHUA COBPEMEHHOIO PEXMCCEPCKOro UCKyCCTBa.

KnioueBble cnoBa: nLeca, pexunccypa, CnekTak/lb, MHTEpPNpeTaums, aktep, Teatp, cueHorpadus, KoHuenuus,

CTUNnN3auuna.

BBepeHusn C K/laCCUYECKUM MaTepuasnom,

HauynHas ¢ wectngecaTbix rogos XX MOAEPHU3NPYS TEKCTbI KTAaCCUKOB,
BeKa, TeaTp B CBOEM pa3BUTUU ABUrasICH pexunccypa eBponencKoro TeaTpa
OT TeaTpa YexoBa [0 TeaTpa abcypaa, oT cocpefoTayMBana BHUMaHWe Ha NOUCKax
cuctembl CTaHUCNABCKOro K BMomMexaHnKe pa3Hoo6pa3nd CPeaCcTB XyYA0XKECTBEHHOM
Mewnepxonbaa, 3QpPeKTy OTHYKAEHUA BblIpa3UTENbHOCTHN, TEXHUYECKOIO
Bpexta, 6egHomy TeaTpy Exxu [pOTOBCKOr0.  COBEPLUEHCTBA CLLIEHUYECKNX 3P PEKTOB.
TBopyeckne nageun 1960-x pexuccypa BmecTe ¢ TeM oHa ob6pallanach n K
yCcnewHo pa3pabatbiBana, 06palasch K MHOCKa3aTeIbHOMY OCMbIC/IEHUIO
npounsseaeHnsam LLlekcnupa, u aTo cTano BOMPOCOB AYXOBHOW XM3HM 06LLECTBA,
OAHUM W13 MPOAYKTUBHbIX HanpaBaeHUn MCN0/Ib30BaHMO0 06Pa3HO-CMbICIOBbIX
COBPEMEHHOIO CLEHUYECKOI0 UCKYCCTBa. CUMBOJIOB. TaKMe 3HaMeHUTble

MeToabl pexuccepsbl Kak Mutep bpyk, A opaxo

AKTMBHO 3KCNEepPUMEHTUPYS Crpenep, MHrmap BeprmaH nbitanmcb
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MHTEpPNpPeTUpoBaTb 3T BOMPOCHI B
pycne TpaguLUUOHHbIX F'YMaHUCTUYECKUX
LleHHOCTEeN. M XOTS Y HUX BblnK pasHble
3cTeTUYecKue nporpaMmmol, GuUnocodcKme u
NoSINTUYECKME BO33PEHUSA, X TBOPYECTBO
dopmupoBanoch Noj BO3AeNCTBUEM OJHUX
N TEX e COLMOKYNbTYPHbIX MPOLLECCOB.

LleHTpanbHOM TEMOW TBOpPYECTBA
pexuccepoB OKasblBanacb noteps
HPaBCTBEHHbIX LIEHHOCTEN, yTpaTa
4e/I0BEKOM 4EeN0BEYHOCTU. BO3MOMKHO
No3aToOMy OHM K 06paLlaloTCs K
LeKkecnupoBcKkomy «Koponto Jinpy». Hu
B oqHOW apyrou nbece LWekcnupa He
BOCIMPOU3BOANTCH C TaKOM CUSION TEMA
HpPaBCTBEHHOWM erpaaumm obuiectsa. Bece
TPV CNEKTaKNS, NOCTaBfIEHHbIE B pa3Hoe
Bpems: bpyk

B 1962-m, Ctpenep B 1972-m, a
beprmaH B 1984-Mm, npeacraBnsoT
Cco60M OpUrMHalbHbIE PEXUCCEPCKME
nHTepnpetaumm «Kopons Jinpa» n moryt
OblTb paCCMOTPEHbBI KaK Tpu BapuaHTa
O[JHOrO U TOr0 Xe TeKcTa. KaxKabin u3
pexunccepoB No-cBOeMY Nog4yepKuBaet
aKTyanbHOCTb CloXeTa Tpareaunu.

BpyK BHOCUT cBOEO6pa3Hbii MOTUB B
TPaKTOBKY ctoxeTa Tpareaunu Lekcnupa,
NoKa3sblBas, YTO BbIOOP MYTH 3/1a UK
AOGpa o0ycnaBAMBaeTCA CaMUM
yenoBeKoM. «B cympayHon atmocoepe
MECTOKOro 1 6e3anocTHoro Mmpa
NpPecTyn/ieHMa coBepLlatoTCs NPOCTOo U
€CTeCTBEHHO, a 3/10[eMCTBa CTaHOBSATCS
06bIEHHbIMW», MTUCAN UCTOPUK TeaTpa
. Mapkos [1, c. 376]. Pexuccep
NepeocMbIC/IMBAET ¥aHPOBYIO NpUpoay
LUEKCMMPOBCKOM Mbechkl, 06paLlaeTcs K
TpaauLUMOHHBIM MacKamM 6anaraHHoro
3penuwa: besymedl, (Jlup), Cnenow
(MocTtep), Opnepxumbln (3arap) u LLyT.

B cnekTtakne cueHa Oblsia NoYTH
NIVLLIEHa JeKopaLui U pEKBU3UTA,
pPOBHO ocBelleHa. BHMMaHue
KOHLIEHTPMPOBAsOCh Ha daKType

CLIEHWMYECKOro 3ajHMKa, A5 KOTOPOro
Obl/IN UCMONb30BaHbI IUCTbI PKaBOro
wenesa. Ux Bubpaums cosgasana
oulyleH1e oTAaNeEHHOrO WyMa, 4aneKon,
HO HensbexHon 6ypu. Ucnonb3oBaHue
B dMHane Tpareamm «KenesHoro wyma»
COENCTBOBASIO YCUNEHMIO aTMOChEphI
6e3HagexHocTn. Bmecte ¢ Tem
pacKpbiBaaach MbiC/lb 06 OTCYTCTBUM
nepcrnexkTuUBbl B 6yaylem, Bepbl B
cnpaBeanMBoOCTb, BO3ME3ANE.

Cnekrtaknb [xopaxo Ctpenepa
CTPOMJICSI HA NPOTUBONOCTAB/ICHHUH
MUpa AeTed U MHpa POAUTENEeHN.
Pexkuccep BUOUT KOHGAUKT Nbechl
Lekcnupa, npexae BCero, Kak «<KOHPINKT
NOKONEHUN». «CTapuUKKU» B MHTEPNPETALIUK
Ctpenepa n3Ha4vasibHO 06peY€eHbl Ha
CMepTb CaMWM BPEMEHEM, OHU He
CNOCOOGHbI 10 KOHLA NOHATb Tparmam
npoucxoasuiero. OgHaKo 1 «<Monoable»
ABNAOTCH KepTBaMU, OHU YOUBAIOT APYruX,
HO 1 NX TOXKe yOMBaloT.

B cnektakne Crtpenepa Jlnp 13
KPenKoro cTapmKa CKOpo npespaLliaercs
B ApeBHEro crapua. PelwunTenbHbIN
nepeBopoT B HEM MPOUCXOAUT Nnocne
3HaMEHUTON cueHbl 6ypH, Koraa oH
Ha4YMHaEeT NOHUMaTb UCTUHY. TONbKO TYT
W cnydaeTcs NoAIMHHoe y3HaBaHue: Jnp
NMOHUMAET, YTO €ro BEPHbLIN CNYTHUK LLyT
— 370 Nnepeoaetas Kopaenus (obe ponau
urpaeT ofHa aKtpuca). llo Bepcuu, B
LLEKCNUPOBCKOM «[NloByce» aTU PONK TaKKe
urpan oguH akrtep. «Ctpenep ycunueaet
TPaAULIMOHHbIM 415 CTaporo TeaTpa
npueMm «nepeogeBaHuns» U «y3HaBaHUS»,
MCNonb30BaHHbIN LLiekcnupom B «<Kopone
Ivpe» [2, c. 13].

«JTnp» B noctaHoBKe BeprmaHa 6bin
WHbIM — 3TO KpoBaBasi UCTOPUS Ha HOHe
BCEOO6LLEro NpasgHUYHOro Becesbs.
JenctBue Tpareanu nepeHocuTcs
BO BpeMeHa BospoxaeHus. 3aecb
TOPMKECTBYET «MUP TeaTpa» U BOMJIOLLEH
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OH caMbIM MpsiMbIM 06pa3om. UcTopuK
TeaTtpa B. CunioHac NULLET O CreKTaKe:
«YONBUTENBHO NNAacTU4YHbIE GUrYphI
PUTMUYHO ABUranncb nofg TUXyto,
BO3BbILLIEHHYIO MY3bIKY, })XEHCKUI rofoc
nen noj akKoMnaHeMeHT CTapUHHbIX
WMHCTPYMEHTOB, a CMIMHOM K HaMm

CTOSAN, NS48 Ha 3TO 3pefnLLEe, KOPOJSib

B pacLlM1TOM YyaeCHbIMMK y30pamu

MaHTWUK CO CBEPKaIoLWEN KOPOHOM Ha
ceabix Bonocax. My3blka cTaHOBMNACh
030pHOK, 6paBYypPHOU, CLLEHNUYECKHKE CNYMH
npoAenbiBanu NpbiKKK, Kynb6uTbl. Bce
YY4aCTHUKK 3TOrO «CMeKTaKNs», TBEPIO
3HatoLme CBO poJib, C YA0BObCTBUEM
OXMAaloT «BbIX0Aa» U 6€3 3aMnHKK
NPOM3HOCSHT CBOM peninku. Ho
HOpPMaJsibHbIM X0/ 3TOrO «CMEKTaKNsa» NyTaeT
Kopaenus. Bce noparkeHbl, U 0CO6GEHHO
JInp, KOTOpbIM He cpa3y NOHUMAET CYTb
npouclueaLlero, ero Benn4mio 6poLleH
BbI30B 1 OH pacTepsiH. JIup B TpaAKTOBKe
BeprmaHa «cTapbid WYT» U «<KOPOJib
wyToB» [3,c. 174].

Pexkuccep ncnonb3yet MOLHYIO
meTadopy. B 60pbbe 3a KOPONEBCKYIO
BNacTb MeXAay NnepcoHa*kamu
3aBA3blBaeTcy HacTosWas 6uTea, B
pesynbrate KOTOPOW pyllaTcs AeKopaLnu,
N 06HaXKaeTcs M3HaHKa CLEeHbl. 3pUTenu
BWUIAT rofible CTEHbI, BCE CTanNo NyCTblHHbIM
n 6ecnpuioTHbIM. B. CuntoHac 3akntoyaert:
«[lyratowas HenpUrMaaHOCTb KOHUa —
pacnnaTa 3a 3aroMcTn4ecKkoe noboBaHue
Co60M Ha NOAMOCTKaXx UCTOPUH,
npeaynpexaeHue o Tom, 4To 3/10 He apKoe
3penuule, a cuia, rpossauas o6pyLnTLCA
Ha Bce xuBoe» [3, c. 177].

B 1987 roay U3BECTHbIN rPY3UHCKKUH
pexunccep Pobept Ctypya B Teatpe L.
PyctaBenu B Téunucu ctaBut «Kopons
Jlnpar. Ha cueHe 06HarKeHHble coOdUThI
cnesa. CnpaBa npoaomKeHne 3puTesibHOro
3ana, NOXKu 1 9pycCbl, OCTaTKM 1ECOB
OT peMoHTa. [lByxaTaxHas NoBo3Ka B
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rny6uHe CLEHbl CTaHET TO TIOPbMOM, TO
lWanawom ana 6e340MHbIX, @ TO MOBO3KOM
CTPaHCTBYIOLINX aKTepoB. Bce ycnoBHO,
BCe QYHKLUMOHAsbHO, JIEFKO MEHSAET CBOE
Ha3HayeHue. A Koponb nuuepen: oH
OyAeT HaApPO4YMTO UrpaTh PoJib U flaxKe
B OypIo B 6€3yMHUM CBOEM NPOAOC/IKMUT
onacHyo urpy. /1o Toro, Kak paspasuTcs
Katactpoda, 3puUTefb YCiblLWKUT TO
NOA3EMHbIN TySl, TO FPOM He6GeCHbIN. B
duHane, Korga 310 AOCTUIHET Npeaena,
[POTHET U pacnageTcs 3T0T TeaTpalibHbIN
MHUDP.

B KoHue 1997 roaa B TallKkeHTe, B
[ocypapcTBEHHOM ApaMaTUyecKoM TeaTpe
(6bIBLLINK TeaTp UMEHU A. XMO0STOBA)
cocTosinacb npemMbepa Tparegmm «Koposnb
Ivp». TeaTp urpaet LLiekcnupa Ha NoyTH
NycToM CLUEHEe, N1Llb B My6UHE BUCUT
3aHaBeC U3 WenecTALWMUX NonoTeH, Aa non
YyCTNaH NOKPbIBaAOM. Huyero He mellaet
aKTepam, KoTopble U NPUHMUMALOT Ha cebs
BECb CNEKTaAK/b.

CtpemMneHune ocBO60AMTLCS
OT TPAAULIMOHHBIX PAMOK SIBHO
npocneXxunBaeTcs B NOCTaHOBKE,
OCYLECTBNEHHON aMepPUKaHCKUM
pexuccepom laBugom KannaHom.
[MocTaHOBLMK, OH U OPOPMUTENb
CNEKTaK/s, NEPEHOCUT AencTBUE C 6eperos
TyMaHHoro AnbbuoHa Ha BocToK. MOTHBHI
OpUEHTaNIbHOIO CTUNA MPOYUTLIBAIOTCH B
CLIEHWYECKOW aTpUBYTUKE U KOCTIOMaX.

Ho ctnnusauma noa BocTok — He
rMaBHOE B PEXMCCEPCKOM peLLIEHUN.
Hdasuna KannaH, yBfie4eHHbIN
naesamu cyduama, nolTaeTcd HanmTu
KJTIOY K pa3peLLeHunto Bonpoca o6
OTBETCTBEHHOCTU YeNl0BEKa, MOTUBUPYET
CO3HaTeNIbHbIM OTKA3 OT XXU3HEHHbIX 6nar,
caMooTpeUYeHHe OT BCero 3eMHoro
KaK cTpeM/ieHMe K NO3HaHMIO BbICILUeH
MCTHHbI. BO3MOXHOCTb TaKOro nNoaxoaa
Henb34 oTpuuaTb. B ncnonHeHun A.
PadurkoBa Jlup nocteneHHO Npo3peBaET,
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OH nepecTaeT 6blTb KOPOSIEM M CTAHOBUTCA
4yesI0BEKOM.

Tpareaunto LWekcnupa «Koponb Jnp»
noctaeun B 2006 roay B MockBe B Teatpe
«CatnpuKoH» 0. byTycoB. JTOT pexuccep
paboTaeT B CTUNE abCypAUCTCKOM
KJioyHagbl. Bce gencreme oH noMecTun
B cpefy apeHbl LMpKa. BeIayT akTephl,
oaeTble B yHUDOPMY paboumx, 1
pacKaTtaloT KpaCHbI KOBEP MaHexXa.
XyAOXKHUK A. LLIMWKKUH OTKPbIN BCIO CLEHY,
OCTaBWN TONbKO ABEPb B HUKYyAA U TPU
APSIX/IbIX MMAHMHO, HA KOTOPbIX, BUAUMO,
[1eBOYKM Jlnpa yunnncb urpatb. B 6ypio,
0603HaY€eHHYI0 JIy4oM coduTa, NOrMbHeT
LUyT. JIp CAULWKOM CU/IbHO OBGHUMET €ro.
Pexknccep BbicBeYMBaN TeMy CNEKTaKSA O
TOM, KaK JIerko u

HEe3aMETHO MOHO YOUTb TEX, KOro
NoOULLb, U O TOM, KaK OTLbI U AETU HE
MOFYT HANTU B3aMMOMOHUMaHMKS.

A B duHane Jinp K. PainkuHa

6€eCMNOKOMHO noo4vyepeaHo cTaHeT
ycaxKmBaTb 3a NMMaHMHO MEPTBbIX
aoyepen. OHM ByayT nagaTb, HO OH
ynpsiMO NPOAOKNUT CBOM AENCTBUS, KaK
Obl NblTasgiCb BO3BPaTUTLCH B NPOLLSIOE,
B UX AeTcTBO. OH OyAeT OUTbLCH € UX
CMepTblo, NOKa B rnasax ero He
NoOMEepKHeT CBeT.

B 1970-e B MOCKBe B TeaTpe Ha

TaraHKe U3BEeCTHbIM POCCUNCKUI peXunccep

0. llo6umoB noctaBun «flamneta» B
nepesone b. [NactepHaKa ¢ aKTepom
B. BbICOLIKMM, CbIrPaBLUNM B 3TOM
NOCTaHOBKE CBOIO CaMyto 3HAMEHUTYIO
ponb. Pexxuccep BbipabaTbiBan
COBCTBEHHbIV Bblpa3nTebHbIN U
N1acTUY4ECKUM A3bIK KaK Mo JIMHUK
cueHorpadU4ecKoro peLleHus, Tak 1 no
JIMHUN UCMOSTHUTENIbCKOM MaHepbl Urpbl
aKTepoB.

Ha cueHy Bbixoaun lamnet BblCOLIKOrO.
OH 6bIn 04€ET B YEPHbIE BENbBETOBbLIE
[I}KUHCbI, YEPHbIN BA3aHbIM LIEPCTAHOM

CcBUTEP, B pyKax 6bl1a rutapa. M Mamner,
aKKoMnaHupysa camomy cebe, nen necHto
Ha cTuxu b. NactepHaka «famnet».
Ncnonb3yd B CreKTaKk/ie MOHTaxX
TEKCTa, HECKOJIbKO pa3 BKJItoYas B
JencterMe MoHonor «bbITb MK HE ObITb»,
NOCTAHOBLUIMK onpefensiyl CKBO3HYIO
JIMVHMIO CMEeKTaKNA — TEMY XKU3HU M
CMepTH. [aMNeTy He YUTK OT POKOBOIO
KoHLa. OH AICHO NOHUMAET, YTO MPOUCXOaU
W 4YTO NPOU3ONAET C HUM.

Ha cueHe genctsoBan BO BCIO
LUMPUHY ee NPOCTPaHCTBa ABMKYLLMICA
3aHaBeC, COTKaHHbIN N3 TAXeNbIX
rPy6bIX WEPCTAHbIX HUTEN. «3HAMEHUTbIN
3aHaBecC — [paroueHHas HaxoaKa
pexunccepa 1 xyooxHuka [l. boposcKoro
— TauT ry6o4annim BHYTPEHHUN CMbICH.
OH BO34ENCTBYET SMOLIMOHANBHO,
3axBaTtblBas 3putens», nucan . Mapkos
[1, c. 576]. To OH Ka3ancs CTEHON, FPO3HO
HagBuWratowemncs Ha nogemn, cMeTaBLLEeN
UX HacMepTb, TO HANOMWHaI FTMIaHTCKYLO
nayTuHy, B KOTOpOoW 6eCrnoMOLLHO
6unuco noaun. EmMy 6binun 4OCTYMHbI
BCE Yro/fIKu NpoCcTpaHCTBa CLUEHbI, ero
OEeCKOHEeYHbIE ABUKEHUS, BEPUYEHUS
3axBaTtblBanu 3putens. «OH odbopmnser
W OpraHmM3yeT pUTM CNEKTaKNS, AENUT ero
Ha aNM30/bl, YJIEHUT €ro, IENCTBUE Ero
MHOIOCMbICNIEHHO M BOCNPUHUMAETCA
KaK peanbHOCTb, ECTECTBEHHO KaK
NnoaTMyecKas, ycIoBHas peasbHOCTb, HO
OTHIO[b HE KaK He4To 6ecnpeameTHoe» [1,
c. 577]. 3aHaBec npeBpaLancsa B HEKNI
CUMBOJ1 CyabObl, CUMBOJ cMepTH. amneTy
He 0[10N1eTb ero, U OH 370 3Han. lamnet
6pocancsa B 601, BOMPEKU 3apaBOMY
CMbICAY.

Pe3ynbrartbl

CueHunyecKkasn nHTepnpeTaums
M3BECTHOIO NPON3BEAEHNSA MOXKET
OKas3aTbCs C/ULIKOM NPOCTON, NULlb
UNNIOCTPUPYIOLLEN Pa3BUTUE CIOXKETa

T
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N XapaKTepoB, a MOXKET 06epHYTbCH
CO3[aHUEM CJIOXHOW CUCTEMBI
HEOPANHAPHbIX YENOBEYECKMX
B3aMMOOTHOLLEHUI. CTpeMsieHne
OTOWTU OT MPUBbLIYHOIO TOJIKOBAHMS
LLIEKCMMPOBCKOWN Nbechbl, pacCCMOTPETb
NOAJ/IMHHbBIE NMPUYMHBI, BbI3BaBLLME
pa3BuUTUE Tpareamu, UCTOJIKOBaTb
XapaKTepbl B UX CNOKHbIX BHYTPEHHMUX
npoTMBopeymnax nobyanno s 1997
roay pexwuccepa bapsy A6aypa3aKkoBa
«MPoYUTaTb» TEKCT Tpareanun «0Tenno»
COBEPLIEHHO MO-HOBOMY Ha CLiEHE
[ocynapcTBEHHOMo ApaMaTUYeCcKOoro TeaTpa
B TawKkeHTe. Ero 3aHnMmMano He CToNbKO
pa3BUTHE TEMbl 06MaHYTOro 40BEPHS,
CKONbKO 060CHOBaHWe coLnanbHOm
CYLLHOCTU 3/1a, €ro pa3pyLnTe/ibHOro
BO3/1ENCTBMS Ha YenoBeKa. M oH cTaBuT
CNeKTaK/b, OCHOBHbIM repoem KoToporo
cTaHoBuTCs Aro. Ero noctynku asnstotes
NepBONPUYNHON ABUKEHUS CLLEHUYECKOTO
AENCTBUSA, UMEHHO OH BEJET UHTPUTY,
pa3BMBAET €€, a IOCTUTHYB KyJibMUHALIMK
M 0CcO3HaB NarybHOCTb COOGCTBEHHbIX
JEeSHUI, NblITAeTCs MX OCTaHOBUTb. HO 3TO
y*Ke HEBO3MOXHO. Aro nuuaeTcs cambix
B/IN3KNX eMY NIOJEN, OCTAETCHA B MOSTHOM
O[IMHOYeCTBE, MOpalibHO pa3aaB/iEHHbIM,
pacKasiHMe MePENOTHAET ero ayLuy.
Tpareausa pacKkanBlierocs 3na —
TaK MOXXHO onpeaeuTb Beyllylo
TeMmy cneKTaKAs, TaK onpefensercs
PEUCCEPCKUIM 3aMblICeNl, MONYYUBLLNK
JI06POTHYIO CLIEHWYECKYIO peann3aLumio.
B ueHTpe cnektakna Aro — yMHbIN
opraHusatop UHTpUru. B ero o6nnke
€CTb 4YTO-TO AbABONbCKOE. brneaHoe,
NU3MOXAEHHOE /INLLO, ropsiLne rnasa,
rMajKo 3a4yecaHHble Ha3a BONOCHI,
CTpOMHasa noataHyTas eurypa, Markas
niacTuKa ABUMKEHWN, MPYHKUHUCTDBIN,
CTPEMUTENBHbIV War. 3a BHELWHUMMU
yepTamMu pasnunyaellb HanpsiXeHne yma,
NPOMNUTaHHOIO CKENCUCOM, LUMHU3MOM.

78

3HaToK 4e/I0BEYECKOM NCUXONIOTUH,

OH YMENO0 MaHUnynupyet ntogbMu. Aro

B McnonHeHuu A. PadbnKkoBa 3HaerT,

yto OTenno Ype3Bbl4anHO AOBEPUUB,
NpoCTOAYyLIEH, NErTKOPaAHUM U MOBEPUT €ro
KneseTe. Ho 3a4eM emy a10? Aro TamHo
yBne4yeH [leageMoHon. UMeHHO aToT daKT,
Mo PEXMCCEPCKOMY 3aMbICITY, CTYXKUT
NPUYNHOM BCEX €0 AEAHWN. Aro oulyulaet
MOJHYIO BlacTb HaJ 06CTOATENIbCTBAMMU.
Jlvwb Korga Je3aemoHa, nnavya,
NPOTArMBaET K HEMY PYKU, ULLa
NnoadepPKKKU, EMY Ha KaKoe-TO MTHOBEHUE
CTaHOBUTCS He Mo cebe. EMy Xanb
6e33allMTHYI0, HXU B YEM HE MOBUHHYIO
HEHLUHY.

B ¢uHane Aro, nobusnmncs, Kak
oyaTo, cBoen uenu — rméenu Otenno,
O6GHapyXMBaET, YTO NOTEPSST BMECTE C HUM
n JeanemoHy. Youtol Pogapuro, dmunums.
fAro octanca oauH. N camoobnagaHue
nokuaaet ero. O6eccufieHHbIN, Lenya
YTO-TO HEBHATHOE, OH CKJIOHSETCS Haj
Amunuen, npndaunxKaetcs K JesgemoHe u
MOJl4a uenyeT ee, NOTOM OMyCKaeTcs Ha
KoneHnu nepen OTenno, npuUnoaH«aB ero
Teno, NPUXMUMaeT K cebe. N, 3anpoKnHyB
ronoBY, KPUYUT 6€33BY4HO, MOJIst HEGEeca O
NPOLLEHUMN.

3HamMeHuTas noctaHoBKa «OTenno»,
OCYLECTBIEHHANA IMTOBCKUM PEXMCCEPOM
3. HakpoluocoMm, He nepecTtaeT BOT
y}Ke Ha npoTsxKeHun 6onee 10 net
BOJIHOBATb 3putenen. Kakasa n3 TanH
Tpareaunu yBfeKaeT pexunccepa? Henb3s
CKasartb, 4To Hakpolutoc nepepabaTtbiBaeT
KaCCUYECKMI TEKCT, enaeT MOHTaX CLEH,
dpas. [MponcxoanT HEYTO MHOE M KaK ByaTo
npocToe.

TanaHTNMBbIN U ONbITHbIM NOCTAHOBLUMK,
a MHOIMe KpUTUKK Ha3blBaloT HAKpolutoca
reHUanbHbIM PEXUCCEPOM, UAET KaK
OYATO MO NYTU BHELWIHErO PeLLeHus,
CTUNM3aLMN. ITO CNEKTaK/Ib NIACTUYECKUX
MeTadop, KOTopble nepenaroT CMbICH
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Tpareamu B coaep»aTefbHbiX,
roBOPSALINX MU3aHCLEHaX, B KOTOPbIX
O6Hapy¥MBaeTcs Takasa NnonHoTa
BHYTPEHHUX AYLIEBHbIX ABUKEHWUN
repoes, YTO He nepecTaellb YanBAATbLCS,
KaK 3TO MOKHO 6bln10 npuaymatb. Kak
O6yaTo NpocToe GU3MYECKOE IENCTBME,

a 3a HUM oBOHapyKunBaeTcs rnybuHa
YesIOBEYECKUX NepPerKnBaHui. B CIOXKHOM
napTuType cnektakns «0Tensio» YeTKo
BbIPUCOBbIBAETCH YAUBUTENIbHO CU/bHAS,
MY}KeCTBEHHas, BoneBas IMYHOCTb
rnaBHoro repos. lNepen saputenem
JOCTOMHbIXM BOUH B UCNONHEHWU B.
bargoHaca. HnKakmnx npnsHaKkoB
napagHoCTH, MbILHOCTN BHELLHErO
Benn4ums. B uenom ang cnexkTakns BaxHo
He TO, YTO repon — MaBp, reHepan, a To,
yto OTenno noobut 1e3a4eMOHy CTPACTHO,
HEeXHo, 6ypHo. B repoe npucytcteyet
COCPEeAoTOYEHHOCTb U BMECTE C TEM
[I0BEPYMBOCTb U NPOCTOTA.

Pexkuccep v aktep 4eTKo
NPOCNEXMBAIOT BHYTPEHHIOK AYXOBHYIO
¥U3Hb OTENN0, KOTOPbIX NOMOOUN,
BO3MOXHO, BMepBbl€ TaK CUIbHO U
TporaTesibHO, YTO He CMOr OBNafEeTb COO0M,
Obl/1 OMNbSAHEH YYBCTBOM, KOTOPOE 3aTMUIIO
€ro co3HaHKue. IAT0 YeNoBeK, NonaBLLXM
B HEOObIYHbIE 1711 HEr0 06CTOATENBLCTBA,
N 9TK 06CTOATENLCTBA BbI3bIBAOT B HEM
CUNbHbIE OYyLLIEBHbIE BOMHEHUS, TPEBOTY,
nepexuBaHusa. OH 6eccuneH, HaaloMNeH
nepen nMMUEMeEpPHON CUI0M KOBapCTBa.
OH onycTolleH U pa3aaBfieH NOTOMY, YTO
BRepBble TePNUT NopaXxeHue He oT
Bpara, a ot camoro ce6. OTtennoc
OT4assHUEM U OCO3HAHMEM COBCTBEHHOM
BWHbI HAHOCUT cebe cMepTeibHbIN yaap.

Kak cerogHs ctaBuTb Tparegmm
LLlekcnupa, Kak cTaBUTb «famseTan,
«MakbeTta»? 3TMMM BonpocamMmm 3aaeTcs,
NoXKasyn, KaxKabl ULLYLLKMIA pexuccep
Ha NPOTSKEHMUN BOT yXKe 60siee YeTbipex
cToneTuin. Bo3aMOXHO, BCe €10 B TOM,

YTO 3T Nbechkl TasaT B cebe MHOMo TakH
W 3arafok, 1 pexuccepbl obpaliatoTcs
K 3TUM BENIMKUM Tpareamam B Hagexae
pasragaTtb elle Hepa3ragaHHoe?

[dymaeTcs, cerogHa Kno4YeBble
npo6nemMbl TeaTpa 06YyC/OB/EHbI
OTHOLLIEHWEeM K Tpaauumam. OgHa ns
HUX 3aK/1loHaeTcst B TOM, YTOObLI 060MUTH
pudbl TPAAULIMOHHOCTH, 3acTaBASAOLLINE
TPaKTOBaTb CNEKTaK/b B YK€ N3BECTHON
N YCTOSIBLLENCS KaHPOBO-CTUNEBOM
HanpaBfeHHOCTU. [lpyras — B TOM,
YTOObl CIOMUTb 3PUTENLCKUN CHOBU3M,
BblpaboTaHHble rogamMn CTEPEOTUNbI
BOCMNPUATMS OAHHOIO KJTaCCUYECKOIo
npov3BeaeHus.

OAucKyccuna

ApPKMM TOMY NOATBEPKAEHNEM
euwe B 2000 roagy ctana noctaHoBKa
LwekKcnupoBcKoro «famnetar» lMutepom
bpykom B Teatpe «bydd Ao Hop»

B [Mapurke. OgHa U3 peLieH3un,
NOCBSALLEHHbIX 3TOMY CMEKTaKIIo,

OblNla Ha3BaHa «[1luTep bpyK yctan ot
pexuceypbl n noctaBun «famnetar. 3By4uT
napajoKcanbHO, HO BCE e OTPaXKaeT CyTb
NOCTaHOBKMU.

[ns pexuccepa npuHUMNnanbHo
Ba*KHbIM OblS10, YTOObI 3PUTENN HE
yBNeKalucb ApamMaTtu4eCcKon UCTOPUEN, He
orngabliBannCh Ha NpexHue CLeHUYecKne
TPaKTOBKM «[amneTa». OH CTaBUT
He Nbecy MMPOBOIro penepryapa,

a NPocTo CeMeHHYyI0 UCTOPHIO, B
KoTtopou u FamneTa, u Knaeaus,

u MonoHuA UrparoT YepHoOKOoXKHe
aKrepbl. bpyK paccKasblBaeT nNpo
06bIYHbIX NIOEN, C KOTOPbIMUW NPOK30LLINa
HeOobbl4YHas UCTOPKUS.

CneKTaK/b pa3birpbiBaeTCcs Ha
KoBpuKe. Ha Hem pa3bpocaHbl HECKONbKO
NoAYLWEK, U3 KOTOPLIX MOXHO C/TOXUTb
noaobue KoposieBCKOro TPOHa, UK MOruny
anga Odenun. U, elle, BaKHbIM MOMEHT,
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CMNeKTaK/lb 0OCBOGOXAEH OT NPUBbLIYHOM
TeaTpasbHON 6yTadopumn, B HEM OYEHDb
NPOCTON CBET, YTO NO3BONSET UrPaTb €ro
rge yrogHo — B 3aKpbITOM U OTKPbITOM
NOMELLEHMM, B IOOON CTPaHe, Ha No6bIX
TeaTpasibHbIX NOJAMOCTKaXx.

B KoHUe npownoro roga
LLIEKCNMUPOBCKUM TeaTp «[Nobyc» NpmuBes
B TalLKEHT CBOIO NOCTaHOBKY «[amneTa»,
NPUYPoYEHHYo K 450-neTuto co aHS
poxaeHus Llekcnunpa. K atom e gate
NPUYpPoYEHbI GbISIM U MUPOBbLIE racTPoOsN
KonneKktuBa. B pamKax 4aHHOro MMpoBOro
TYpHE NpU noaaepKKe

npeacraButTenscTBa bputaHcKoro
CoBerta B Y36€eKuCTaHe U 6bl1 NoKa3aH
CMNeKTaK/b Ha cueHe HaumoHanbHoro
aKaJleMU4ecKoro TeaTpa apambl.

Co6bITHe 3HaYMMoe, HeopanHapHoe,
XOTS1 6bl MOTOMY, YTO 3PUTENU BOOUUIO
CMOIM YBMAETb aKTEPOB MPOoCciaBieHHOro
aHIMMMACKOro TeaTpa, KOTOPbIE Chirpanu
Tpareguto «famnet» B CTUIIMCTUKE «CTaporo
Teatpar. Xy[OKECTBEHHbIN PYKOBOAUTESb
M OOWH U3 NOCTAaHOBLIMKOB CMEKTaKs
JoMUHUK [JpomMryn B nporpaMmmKe
cneKTakna 6pocaet ¢ppa3sy: «Cnacnbo 3a
TO, YTO NPUCOEANHUITUCH K HaLLEW BECENION
3aTee». TaK OH HeJBYCMbIC/IEHHO 3asBNgeT
0 TOM, 4YTO 3TOT CNEeKTaK/b vlb 3a6aBa
M 3PUTENIO HAl0 HACTPOUTDb Ce06f Ha
pasBneYyeHue, Ha Urpy.

MOHO NPeanonoXuTb, YTO pexunccep
cnegyet ctunuctuke MNutepa bpyka,
3aaBJieHHom ewe B 2000 roay, HO UAET Nno
nyTK ganbHeNLWero ynpouweHns CMbICI0BbIX
aKLEHTOB, CK/IOHSASICb B CTOPOHY
NoBEeCTBOBaHMUSA, HAMBHOW MMMPOBMU3aALIMN,
a rnopou 1 NPUMUTUBHOIO NMLEeaeNCTBa.

CneKTtaKk/b Ha4YMHaeTcs
UMMNPOBU3ALMOHHBLIMU «BblMagaMmn»
aKkTepoB. NonoHun (aktep Kut baptnetr)
TWwaTe/IbHO NPOBeEPSIET PEKBU3MUT,
nepecraBnger pa3Hon GOpMbl JOPOXKHbIE
CYMKMW, CYHAYKN, NepebupaeTt HEMOHATHO
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N3 KaKOM 3MOXMN OAEeXAay, YTO BUCUT

Ha neperopojKax CLEHbI, , @ 3aTeM
CMNyCKaeTcs B 3pUTENbHbIN 3a1 U Ha4YnHaeT
6ecenoBaTtb CO 3pUTENSAMU, 3adaBaTb

MM BOMPOChHI, HaNnaxXMBaTb KOHTAKTbI C
ny6aMKon. OH Becen, KOMMYHUKabeneH,
obuwmTeneH. Ha cueHmnyeckyto nnoLaaxky
BbIXOAST aKTEpPbI, Kaxkabli noabupaeT cede
MY3blKaslbHbI MHCTPYMEHT: aKKOPAEOH,
GNenTy, CKpUNKy, TaMOYypuUH, My3blKabHble
Tapenku, 6aHaKo. HaunHaloT urpatb
BECENYIO MY3bIKY, MPUTAHLIOBbIBaTb U NETh.
3aTem, HakuaplBas Ha cebs onpeaeneHHyto
[eTanb onpeaeneHHOro KoCcTioma, akTtepbl
npeobpaxaloTcs B TOT UIN MHOM NEePCOHax
nbechbl. [10 xo4y cneKkTakns Kamabiv

U3 aKTepoB, a Ux 12, urpaet pasHbix
nepcoHaMen.

MpocTo, 6€3 HaTyrK, 6e3
npeysennyeHnn, nadoCHbIX MHTOHALINI
npenogHocuT Mamnet Jlagn dmepysBa
MOHOJIOM CaMOro 3HaMeHUTOro
LUEKCMMPOBCKOro repos. Ha npuHua
OH COBCEM He MOXOX — HU CTAaTHOCTbIO,

HW BHELWHOCTbIO. Ha HEM 3aTacKaHHble
OpPIOKU, U BECb €ro 06/IMK Janek oT
NPMBbLIYHOrO, COXKMBLLErOCs CTEPEOTUNa.
370 NPOCTOM NapeHb, y HEFO OTKPbITOE
fo6poe N1Lo, HEMHOIO NeYanbHbIM B3rNsa.
OH 6ecrnomolLHO ONYCTUT FONIOBY, YC/blLLIAB
OT OTU@a npaBay O TOM, KaK NPOM30LLN0
ybuincTBo. Bece caepxaHHO M NPoCTo B
BblpaxX€HMM 3IMOLMOHA/IbHbIX BCMECKOB: B
ecTax, B MUMUKE, B ClIOBaX.

O6pauwaeT Ha cebs BHUMaHKe
K/TIO4EBOW 3NM30/ NbEChl «<MbllLENIOBKA»,
pelLEHHbIV B CNEKTaKIE AOCTAaTO4HO
opurMHanbHo. Pasbirpator cueHy
ybuicTBa oTua [amneTa, nepeoeTble
B KOCTIOMbI aKTepOoB 6poasyen Tpynnbl
Knasawn n leptpyna. 3akpoeTcs
3aHaBecKa. M 3puTenb Ha Kakoe-To
MrHOBEHWE He NMorMeT, Kak KnaBaun u
lepTpyna HeoXnaaHHO B6EryT UMEHHO
N3 3pUTENIbHOrO 3aa Ha CLLEHUYECKYO
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naowaaKy ¢ TpeboBaHueM NpexkpaTUTb
NnoKas npeacraBneHus. B aTom pelieHumn
€CTb OnpeaeneHHbl CMbICN — pexuccep
noayepKMBaeT coydacTue 3puTtenen

B «MblLLENOBKE», AeNa€eT aKLEHT, 4TO
UMEHHO OHU ABNSAIOTCH CBUAETENAMMU
NPOMCXOAALLErO HAa NOAMOCTKax CLIEHbI.

M, KOHeYHo, BnevaTnaeT dbmHan, Korga
BCE YMEPLUME OXUBYT, BCTAHYT U HAYHYT
TaHUeBaTb, UrpaTb Ha MHCTPYMEHTaX U
neTb 3a0PHYIO NECEHKY, Becens nyonumKy.
Kpyr 3amMKHeTcs. Takoe pelleHue elle pas
NOATBEPXKAAET PEXKUCCEPCKMI NOCHIN —
aKTepbl 6poasyero TeaTpa pasbirpbiBaloT B
BOJ/IbHOM CLlEHMYECKOM NepecKase cyaboy
npuHua famnera.

Mo nHMUMaTUBE XYy4OKECTBEHHOIO
pyKoBoautena MosiogexHoro teatpa
Y36ekuctaHa Habun A6aypaxmaHoBa, Npu
noaaepke MoconbctBa PecnybinKku
Kopes B Y36eKknctaHe, 3putenu TallKeHTa
NO3HaKOMMNCH C TPYNMON KOPENCKON
TeaTpanbHOM KOMMNaHUK «Xaboman,
KoTOopas NoKa3ana cneKkraknb «<Mak6eT» no
MOTMBaM LLUEKCMUPOBCKOM Tpareanu.

3Ty Tpynny MOXHO NPUYUCIUTL K
3KcnepumMeHTanbHOMY TeaTtpy. HasBaHue
«X36oMa» NEPEBOAUTCH C KOPENCKOIO Kak
«ConHue, 3arnagbiBatollee B ayly» U B
TOXE BPEMS KaK Npu3blB, 03Havalowmm
«Jepsauntel». U, nencTBUTENLHO,
MOJ10Z10M, MOJIHbIA }KU3HEHHOM U
TBOPYECKOW 3HEPr1un KONNEeKTUB ep3aeT.
MNocTtaHOBOYHas rpynna, cocTosuwas n3
XY[OXKECTBEHHOIO pyKoBoauTens MyHr
'y XaHa, pexuccepoB [oH CuK Knuma
n [)KyH XyHr XBaHra cmeno paboTaet
C Knaccu4eckum martepuanom. Ectb
YyCTaHOBKa Ha «yuBfIeHUE», 6€e3rpaHUYHYIo
n3o6peTaTeNlbHOCTb B UCMONb30BaHWUK
cLeHn4YecKnx adpdeKToB. ECTb M MONbITKKU
obpallleHNs K MHOCKa3aHuIo, aneropuu,
NCMNoNb30BaHUIO CUMBOJIOB, y3HaBaeMbIX
NPYMET.

lcuxonornyecku cnoxHas,

MWUCTUYECKN MpaYvHas Tpareams
LLlekcnnpa HeoXKWaaHHO obpeTaeT HOBYIO
WUHTPUTYIOLLYIO BEPCUIO CLEHNYECKOTO
npoyTeHns. Pexxnccepbl MAYT NO NyTH
ynpoLweHns apamMaTypruyeckoro TeKCTa,
ajanTtauumu cloxeTa, HO COXpaHsoT
K/toueBble coObITUSA. B cnekTakne
OTCYTCTBYET IMHUSA Nnean MaK6eT, KaK HeT
1 BOPOXEW, BeabM. HET NOTYCTOPOHHMX
CUN, KOTOpble BN Gbl Ha BOJIIO JIOAEN.
3pecb caMmu fitoan BbIGUpPaOT CBOM

nyTb, BEpLLAT CBOWU CyAbObl, 6OPIOTCA C
COBCTBEHHbBIMU UCKYLLEHUSIMU, C CAMUMMU
co6on.

CueHa cB0O6OHa OT AEeKOopaLIni,

HUYTO He [I0/I}KHO MeLlaTb X0y Pa3BUTUS
CUEHUYECKOro aencTBms. ECTb 3agHuK,
KOTOPbIN COCTOUT U3 NONOTHULL,
HaCblLLEHHOr0 YEPHOro M KpPacHOro LBeTa,
CUMBOJIU3UPYIOLLMX, BOBMOXHO, TaKne
NOHATUS KaK «BOMHa» U «BNlacTb». CpaBa
Ha cueHe pa3MellaTcs ABOe My3blKaHTOB
C UHCTPYMEHTaMW. HaLOHabHbIN
KOJIOPUT CMEKTaKIA cnaraetcs He TONbKO
NPUBHECEHWEM KOPENCKMX MY3bIKaslbHbIX
WHCTPYMEHTOB, HO U ofeXa0M. [lepCcoHaxu
Nbecbl 04ETbl B CTApUHHbIE NPa3gHUYHbIE
KpacCo4Hble IPKUE KOCTIOMbI, 1€ OCHOBHbIE
uBeTa — 6€enbi U KpacHbIN.

CneKTaK/lb Ha4YMHaeTcs ¢ anuM3oaa
«ATtaKa». Ha cueHy 6yKBa/lbHO «BOPBYTCS»
6apabaHbl, UX ¢ HEOObIYAMHOW NErKOCTbIO
BKaTblBaOT aKTepbl, OHW CTPACTHO,
SIPOCTHO, IMHAMUYHO OTOMBAIOT
GapabaHHyto Apo6b pPas3nnyHbIX
PUTMOB M OTTEHKOB, CO3/laBas 3ByKaMMu
atMocoepy HeBUAMMOro 605. AKTephl
CNa¥eHHo, 1EP3KO B3Max1BaloT Haj
ronosamu 6apabaHHbIMU NMasio4Kkammu
W CTPEMUTENBHO yaaPSIOT UMK NO
KoXaHon memMbpaHe. 3ByKn 6apabaHoB
OyayT conpoBOXKaaTb 60U, BOEHHbIE
wecTua. MMEHHO OHM CTaHyYT OTAENbHbIM
nepcoHaxeM CrneKTaKk/s, BCTynaloLwmnm
B IEMCTBUE B €ro caMble HanpsKeHHble
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MOMEHTbI, pa3pyLlas U YHUYTOXKas 3/10 U
yTBEpaas TOPKECTBO pa3yma.

Mak6eT B UCNoNHEHUN HYUH
XaH Byna npegacraet ourypon
3rOMCTUYHOM, 4eCTOIIOOUBOMN,

BN1AaCTHOW, CaMO40BOJIbHON, HO BMECTe

C Tem 06anTe/lbHOW. 3TO 06aATENbHbIN
3/10[1eW, OH LIeNeyCTPEM/IEHHO UIET K
NOCTaBfIEHHON UM CaMWM Xe Lefn, B HEM
HET U TEHU COMHEHWS B NPaBUIbHOCTH
BblGpaHHOro nytu. B ounHane, Korga
MaK6eT OKOHYaTeNbHO OCO3HaEeT
6ecnosie3HOCTb CBOUX MOMBbIC/IOB,

e THUI, OH X1alHOKPOBHO YOMBaeT cebs,
[l0Ka3blBas NoHOe Beccunme YenoBeKa,
BCTYNUBLUErO Ha NyTb 31a.

®durHan cnexkTakns BnevyatiseTr CBoMM
no3nMTMBoM. BHoOBb GapabaHHas Apo6b,
HO TOSIbKO TEMEpPb OHa He BO3BellaeT
BOEHHOIO CpaxeHus. AKTepbl TpyNbl
aTaKyloT 3puTeNbHbIN 3a1 CBOMM
BOJILLEOHBLIM MACTEPCTBOM UIPbl, 3TO
NpopbIB B Ky/bTYPHOE NPOCTPaHCTBO, rae
3pUTENbHbIN 3a U CLIEHA CTAHOBSATCSH
€AMHbIM LiefbiM.

370 yaMBuTENbHANA MO CBOEN
3HEepreTuKe, aKCNpeccmm NocTaHOBKa.
Ob6asiHue MOoNoAbIX aKTepoB TPYbI,
nX TeMNepamMeHTHas, AMHaMU4Has
urpa, ¥umBasi My3blka — 6apabaHHas
Ap06b, 3By4aHWe KOPENCKNX HapOaHbIX
MY3blKanbHbIX MTHCTPYMEHTOB,
NCcrnosb30BaHWe MacoK, MaHTOMMUMbI,
TaHuUa, KyKOJl, OpUrMHanbHas TpaKToBKa
€BPOMNENCKOM KNacCuKn npueMamm u
cpeacTtBaMmn BOCTOMHOIO YC/TOBHOMO
TeaTpa [ana HeoXMaaHHbIA pe3y/bTart.
lMpon3owno cnuaHue Tpaguumm
BOCTOYHOrO TeaTpa C MMMPOBU3aLIMOHHON
CTUXMEN eBPONEeNCKoro TeaTpa, a Tema
M MAef WEeKCNMPOBCKOM Tpareaum
oGepHynacb punocoPpckumm
HasuaaTeNlbHbIMU CEHTEHLIMAMMU
THNa «CcnpaBep/IMBoe eCTb
HecnpaBepuBoOe, a HecnpaBepIuBoe
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ecTb CnpaBef/IuBoe».
[TapaaoKcanbHOCTb 3TOM CEHTEHLINMK
BCKpPbIBAeT MHOMO3Ha4YHOCTb
LUEKCMMPOBCKOro 3ambicna. A
camoybunincteso MakbeTta nokasano
6€CCMbICNIEHHOCTb, TWETHOCTb
camMoHafesiHHOM ropAblHX YenoBeKa B
CTPEMJIEHUU K BNAaCTH.

3axknouenue

Pexxuccypa, obpaliasicb K BEIMKOMY
aHMMYaHWHyY, O6HapyX1BaeT B €ro
NPOU3BELEHUAX TO, YTO AAET NPOCTOP
XYOOXEeCTBEHHOW paHTa3nn npum
COMPUKOCHOBEHUW C BHYTPEHHEW
HEeN36bIBHOM CUJION €ro ApamaTypruu.
CerogHa TeaTp CTpEMUTENILHO OGHOBNISETCA
TEXHUYECKU M He NepecTaeT yaMBATb Hac.
OH cTaHOBUTCY ApYe, YeM NoBCeaHeBHas
*W3Hb, NbITAETCH NO-HOBOMY pellaTb
BeYHble NpobsiemMbl, KOTOpble 3aTparmsarl
LLekcnup B cBOMX Nbecax. CoBpeMEHHbIM
TeaTp 3IKCMNEPUMEHTUPYET, BHEAPAA
npuMembl KnHemaTorpada, Ucrnonb3ys
Bblpa3uTenbHble cpeacTBa, npuwealme
N3 KOMMNbIOTEPHbIX TEXHONOrMIK. CneKTaKu
CTPOATCA Ha BU3YyanbHbIX 06pasax, ang
CO3[aHns KOTOPbIX, HAaNnpMmep, U3BECTHbIN
KaHaACKWIM TeaTpanbHbIi pexunccep Pobep
Jlenax Ucnonb3yeT CMOXHYIO CBETOBYIO
TEXHUKY U MyNibTUMeana. YHUKaNbHOCTb ero
paboT He B crneLyManbHOM TEXHUYECKOM
OCHallleHNH, a B TOM, KaK OH UCMOJIb3yeT
o6pas, B1aeo 1 cnoBa, co3gaBas TeM
caMbIM HOBYIO popmy TeaTpa XXI BeKa.
besrpaHnyHble BO3MOXHOCTU CLIEHbI C €€
HEeBEPOSTHbIM COBPEMEHHbIM OCHaLLEHUEM
[aloT pe3ynbTar, rae HaxoauT opraHnu4yHoe
co4yeTaHue ryboKasi MbIC/ib ApamMarypra u
napswas daHTa3ns nocTaHoOBLLMKA.
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TBOPYECKUMU
MOPTPET
KOMITO3UTOPA

\ 4

ART STUDIES

MPHTH 18.45.45

A. HypxaHosa '
'TKKIT «JleTckast My3blKaJibHast IIKOJIa>,
Kocranaii, Kazaxcran

TBOPYECKHW#A NOPTPET KOMNO3UTOPA AJIMBEM MAMBETOBA-)KYEAHOBA

AHHOTaUMA

CraTbsl NocBsLLEHa MHOIOrPaHHON AEATENbHOCTU HalLero CoOBpeMeHHWKa — KOMNo3uTopa, UccnegoBatens,
WCMONHUTENS, MY3blKa/ibHO-06LLECTBEHHOIO AeaTens, negarora Anmén MambeTtoBa-XKyb6aHoBa. B gaHHOM
paboTe NnpeanpuHaTa NonbITKa He TONIbKO NO3HAKOMUTL YuTaTenen ¢ 6uorpadpuyeckuMm ceeaeHnIMm
KOMMO3KUTOpPa, HO 1 NPOCNeAnTb 3BOJIOLMIO TBOPHECKOIO CTAHOBIEHUS XYAOXKHUKA, PacKpblTb BCe 60raTtcTBO
W ry6UHY MUPOBO33PEHYECKUX, MOAENHO-XYAOKECTBEHHbIX, MY3blKalbHO-3CTETUHECKUX YCTAHOBOK ANMGU
AzepbaikaHoBrya MambeToBa-KybaHoBa. B LeHTpe Hallero BHUMaH1sa BOCNOMMWHAHMUA KOMNO31Topa

0 APKMKX CTPaHULLax U3 CBOEro AeTCTBA, O TBOPYECKON aTMocdhepe B CEMbE, O BENIUKUX POAUTENAX: OTLE
AzepbaikaHe MambeToBe 1 maTepu [a3nae HybaHoBOW, O BCTpeYax ¢ 3amMmeyaTebHbIMW 1t0AbMW COBETCKOM
3MOXM, O My3blKaNbHO-3CTETUHECKNX NPEANOHTEHUAX B BbIOOPE MAENHO-ApaMaTypru4ecKomn KOHLEeNLUK
COYUHEHWUH, UX MHCTPYMEHTaNbHOro BonaoweHns. Ocob60oro BHUMaHWA 3acnyxmnBaeT opkecTposas «[loama

o KowyTte», nponadseneHne 3HaKOBOE A1 CaMOro KOMMNO3uTopa, Ha NpMMepe KOTOPOro 1 AaeTca aHanus
CTUAUCTUYECKUX OCOBEHHOCTEN KOMMNO3UTOPCKOro NUCbMA.

B cTaTbe npocnexunBaeTca npocseTuTenbckas Muceusa Anmbu MambetoBa-Kyb6aHoBa B OTHOLUEHUKU CBOEN
popocnoBHon — AxmeTa KyaHoBu4a ybaHoBa, [a3n3bl AxmeToBHbI }Kyb6aHoBown, A3epbaikaHa Magnesmnya
Mam6eToBa.

KmoueBble cnoBa: Anv6um Mamb6eToB-Ky6aHoB, AMHacTua Hyb6aHoBbIX, poaocnioBHas, AnMa-ATUHCKas
HauMoHanbHasa KoHcepBaTopusa UM. KypmaHraabl, KOMMO3WUTOP, KyNbTYPHOE Hacneaue.

BeeaeHue «opTan». bonee Toro, BCs YenoBeyeckas

Ha coBpeMeHHOM aTane pa3BuUTHUS LUMBUNU3aLMS YeprnaeT 3HaHUs Yepes
Hallero oblecTBa 04EBUAHBIM CTAHOBUTCA  €AUHbIK MHOOPMALIMOHHbIA MCTOYHMUK.
B3anUMOJENCTBUE Ntoaen yepes 311 peanun moryt cbopmMupoBaTb U
MHPOPMaLMOHHO-KOMMYHUKaLMOHHbIM yry6uTb Y rpsaaymx NOKOJIEHUM pa3MblTble
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npeacTtaBiieHns 06 3THOKYNLTYPHOM
Hacneanun, o6 UCTOPUKO-KYSIbTYPHON
namsaTy HauMM U HaLMOHaNbHON
MOEHTUYHOCTH.

CBoero pofa npm3biBOM K COXpPaHEHUIO
HaLMWOHaIbHOIO Ky/NLTYPHOMO AOCTOAHMUS
ABMNAChb AeATENbHOCTb NpeAcTaBuUTenen
XY[OKECTBEHHOM UHTENTUIEHLIUU, CTaBLLUMX
NOAJIMHHBIMWU HOCUTENSIMW BaXKHOM
colManbHO-KybTYpHOW HHDOpMaumn. B
nepapxmm coLManbHOro paHra gaHHas
KaTeropus nojen Bceraa 3aHumana
0co60e MNoNoXKeHHUe.

B cTatbe peyb NONAET 0 YEeNOBEKE
TBOPYECKOro Tpyada, O NpeactaBuTene
TPETbEro NOKONEHUS KOMMO3UTOPCKOro
KnaHa yb6aHoBbIx — Ann1bu
AsepbankaHoBn4ye MambeToBe, ChiHE
BESIMYanLLEro KOMNo3nTopa MMPOBOIO
3HayeHus la3n3bl AXMeTOBHbI KybaHOBOM
W BHYKa nereHaapHoro My3blKaHta XX
ctonetusa Axmeta KyaHoBuya *ybaHoBa.
OaHa ns mucerin Anbu — nponaraHja
JYYLKUX XYOKECTBEHHO-3CTETUHECKMX
Tpagauunm Hapoja.

B coBpeMeHHOM UCKYCCTBOBEAYECKON
HayKe MHororpaHHas TBop4YecKas
gedarenbHocTb Annbun MambetoBa-
HKybaHoBa, K coXKaneHuto, He nony4una
elle JOMKHOro ocBeleHus. EQUHCTBEHHbIM
MYy3blKOBEA4YECKUM UCCNefoBaHUEM

ABNAETCH 04YePK «TBOPYECKUE UCKaHNS
Annéun MambeTtoBa» K. UCK. M. 1.
lamapHuK [1]. UMes MCKIoUYUTENbHENLLYIO
BO3MOHOCTb 06L1aTbCH C CaMUM
KOMMO3MUTOPOM, Y4EHbIV BCE e HE B
NOSTHOM Mepe pacKpbl/ia CTPaHULbl }U3HU
M 0COBEHHOCTM TBOPYECKON NabopaTopum
KOMMNo3KuTopa.

B HacToswen paboTe gaHa nonbiTKa
nccnenoBatb MMPOBO33PEHYECKYIO
NO3ULMIO, XyOOKECTBEHHO-3CTETUYECKHNE
npeanoYTeHUs, KOMMO3UTOPCKOE
TBOpYecTBO Annbn MambetoBa-KybaHoBa
Ha OCHOBE aHanM3a COYNMHEHUN,

MHOTOYUCNEHHbIX UHTEPBbIO U Geces ¢
KOMMO3UTOPOM.

MeToabl

B naHHoOM paboTe 6blv UCNONb30BaHbI
MEeTOoAbl, cocTaBnsowmne GyHaaMeHT
KyNbTYpPOJIOrMY4ECKOM HayKu: 6ecefbl
C CaMWM PECrnoHAEHTOM, ONUCaHue,
HabnaeHne, cpaBHEHUE, aHaIN3 My3bIKH,
NMTepaTypHbIX UCTOYHUKOB, 06bACHEHME,
06006LLeHue.

B M1p Ka3axCTaHCKOW My3blKanbHOM
KynbTypbl AMM6U-KOMNO3UTOP BOLLEN
B Ha4ane 80-x rogoB XX CcTONETHS.

Byay4u ctyneHTOM Anma-ATUHCKOM
rocylapCTBEHHOM KOHCEPBATOPUN UM.
KypmaHrasbl No Knaccy KOMNo3uuuu,
Annéu nopa YyTKMM PyKOBOACTBOM
Martepw, [a3ansbl AXMETOBHbI, BeJeT
NOUCKK MHTEPECHbIX GOPM MYy3blKa/lbHOIO
Avanora co cnywarenem. Tak NosiBUINCH
npounsseaeHus, obnayeHHble B
€BPOMNencKne 1 HaunoHanbHble
¥aHpPOoBble CTPYKTYPbI, pacKkpbiBatoLlme
NO3TUYECKHME U UCTOPUYECKUE 06Pa3bl
OKpyXatolen 06bEKTUBHOM peasibHOCTH.
Cpeau mMy3blKanbHbIX OMYCOB 3TUX NeT
BbIAENSAIOTCS YETbIPe MUHUATIOPbI AN
$nentbl n poptenbsaHo (1982), aBa
IOMBPOBLIX Kiofl: «DdyKeme» U <AKMamMar
(1983), CTpyHHbIN KBapTET «HOFamnnbl»
(1983), Tpuo ansa v-no, cello & piano
(1983), lNoama An151 BUONOHYENN U
KamMepHoro opkectpa (1983). 3Tv nepBble
ycneuwHble warxk Ainér B KOMMNO3UTOPCKOM
TBOPYECTBE YTBEPAWIIN €O KenaHune
COYMHSATb MYy3bIKY.

YKe B CTyleHYeCKMKeE rofbl GOpMUPYIOTCH
dMUNocodpCKo-acTETUYECKME B3MNAAbI
Annoéu: Bepa B pa3yMHbIW, raPMOHUYECKNI
MWPOMNOPAAOK, CTPEMIIEHNE K eAUHCTBY
3BYKOUHTOHALMOHHOIO Y UENHOIO CMbICNa
B Npon3BeaeHUAX. AT YCTAHOBKHU ObIN
He CnyYarHbl, OHU ABUNUCH OTPAXKEHNEM
WHTEpPECOB, HPaBCTBEHHO-3CTETUYECKNX
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naeanoB, LEHHOCTHbIX OpUEHTaLMM
KoMMNo3uTopa, cbOpMUPOBaHHLIX B

KPYry CEMbMU, rAe Llapuna BOCTOPKEHHAS
BNOGNEHHOCTb B MUP BbICOKOIO UCKYCCTBA
— MYy3bIKalbHOTO M TeaTpanbHOro.

Poauncsa Anmbu 3 pepana 1961 roaga B
ropoae Anma-Ate B UHTENTUTEHTHOM CEMbE:
otey, AzepbankaH Magnesny MambeToB
— U3BECTHbIN PEXKUCCEP, HAPOAHbIA apTUCT
CCCP, XanblK KahapmaHsbl, matb [@3u13a
AxmeToBHa XKyb6aHOBa — reHnasnbHbIM
KOMMO3UTOP MUPOBOIo 3Ha4YEHUS,
neaaror, BUAHbIN OBLLLECTBEHHbIN AeATEND,
HapogHas aptuctka CCCP Moa Kpbllien
pOANTENBCKOro A0Ma B aTMocdepe
BbICOKOUHTENNEKTYa/IbHOIrO OKPYXKEHUS OH
ncnblTbiBaeT NO33MI0 CHACTIMBOIO AETCTBA,
CEMENHOro Tensia u APYecKoro y4acTus.

OrpoMHbIN MHTEpPEC A8 Hac
npeacTaBnsatoT BOCNOMUHAHKUS
KOMMO3UTopa o cBoen cembe: «MHe, [InHe,
Anne n Aparo 1 Bbinana cHactminBas cybba
ObITb AETbMU [IBYX SipYanlunx 38e34... Mou
poauTenu 6ulin 06pa3LoBON CEMENHOMN
rnapo#. 31o sspKui NpUMepP BOMIOLEHUS
eIMHCTBa ABYX pa3HOornaaHoBbIX
«9HEPreTUYECKUX NoJek»; oTel — reHepartop
XXU3HEHHOW 3HEPIrun, NCTOYaKOLLMIA OrOHb,
O/IMLIETBOPSAIOLLINI BEJINKOSIENUE «BEYHOIO
JBMKEHNSI», MaMa — caMo YMUPOTBOPEHME,
HO C @aKTUBHOM BHYTPEHHEN MU3HbIO,
BHOCMBLLAS B CEMbIO KPacoTy U rapMOHMIO.
o HaType o6a 6biIu ngepamMm: OHa —
peKTop Anma-ATUHCKOM rocy4apCTBEHHOM
KoHcepBaTopun uM. KypmaHrassi,

OH — [M1aBHbIN pexunccep Kazaxckoro
rocynapcTBEHHOIro aKkajleMN4eCcKoro
Teatpa Apambl M. AyazoBa. Ux
06beIMHANa, NPEXe BCEro, BemKas
J11060Bb M, KOHEYHO }KEe, COBMECTHas
TBOpYecKasi pabota — MNocTaHOBKU
crieKkTakaen, ornep, KWUHoOGMIbMOB. 1og
BJIMSIHUEM POAMNTENIEN A CIIOXKNIICS KaK
JApamMaTndeckmin KomnosnTop. My3biKy K
nanuHbIM CrEKTaKIsM S Hadan nicatb
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BMecTe ¢ MaMoi. NepBbIM OrnbITOM 6bls1a
3/1EKTPOHHAas KOMIMO3ULNS B CLIEHE
MaHKypTOB M JOMOPOBbIN 3rN30/ B
crneKTake «M gosblue BeKa AANTCS AEHb» ...

lpocToToi cBOEro Be/MYUs, 5
rnonarato, NpUTArMBas K cebe BHUMaHne
OKpYKaloLnx ceMerHbii cot3 XKybaHoBoOMH
— Mamb6eToBa... YBeKoBeYEeHbI B MOEN
namsiTu BOCNOMMUHaHMUs 0 BCTpeyax B
Haluem ceMenHOM KpPyry AyXOBHO BJIN3KMX
MOMWM POAUTENIAM JIYHLLINX PpeACcTaBUTENEN
apTUCTUYECKOM Cpefbl, CTaBLLINX IereHaon
COBETCKOro ncKycctBa: YmHrn3 AUTMaTos,
MctucnaB PoctpornoBu4, Apam XadyaTypsiH,
Mauwns lNnuceukas, PoanoH LLeapuH,
Mycanum MaromaeB, Copbs y6aiaynninHa,
AnekcaHgpa lNMaxmyToBa, AHagpen MupoHos,
Muxaun YnbsiHoB, Oner TabakoB, Mocng
Ko630H...».

Annbu NpoaoIKaeT CBOU
BOCMOMWHaHWA: «5 61arogapeH
CBOUM POAUTESISIM, OHU C BO/IbLLIOM
OTBETCTBEHHOCTbIO NOAXOANIN K
BOCMUTaHUIO CBOUX IETEH, NpuaBas
3Ha4YeHue Hallemy yXOBHOMY PasBUTUIO;
OXOTHO 6ece/loBasM ¢ HaMun 0 caMbiX
pPa3HbIX cepax KU3HM, BOCMNUTbLIBaIN
JII060Bb K XKU3HW, K TBOPYECTBY,
CTPEMJ/IEHME K CaAMOCTOSATE/IbHOCTH. .. Y Hac
B JoMe Bcerja 3Bydasia My3blKa, KoTopas
obBo/s1aKkuBasa v corpeBana Halluu AyLum,
ocBelana HeEBUAUMbBIMU HUTSIMM Halll
nyTe...

[lo HaType s AMpUK, ¢ AETCTBA MHOIO
4ynTalo, MHOIro Pa3MbllLISIO, U KOr4a
r1opov MHe 6bIBaJio rPyCTHO, KOrAga MeHs
0401eBaan MyYnUTe/bHbIE BOMNPOCHI,
Ha KOTopbIe TPYAHO 6bl10 OTBETUTB, S
CTaBuJ1 NNIACTUHKN C JIyHLIMMM 06pa3Lamm
KaCcCcUYeCKOM U HapOAHOM MY3bIKH,
cayLas My3biKy MO€ero Jto6uMoro eaa,
Moen He3abBEHHOM MaMbl, 1 CJIOBHO
rpuKacascs K rny60KUM BEYHbIM CMbiC/1aM,
rnosy4asi 60)KeCTBEHHOE HacnaxjeHue... N
ceiqac B aTUX COYUHEHUSX S CbILLY rO/10C
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Moero AeTcTBa.. .».
EcTtecTBeHHbIM crieicTBMEM AN
Annbu ctaHoBUTCS BbI6OP Npodeccuu
My3blKaHTa. C 1968 no 1979 rog oH
oby4vaetcs B PecnybinKaHCKON cpeHen
cneunanmManpoBaHHOM My3blKaibHOM
wrone um. K. bancentoBom no Knaccy
CKpunku (neparor H. M. MNaTpywiesa) 1
Teopuu My3blku (neparor J1. C. beikoBa).
OpgHaKko y Annéu nosiBNsieTcsl orpoMHoe
enaHue Bblpa3nTb CBOE 0yXOTBOPEHHO-
No3TU4YECKOE MUPOBOCMNPUATHE Yepes
OKeaH 3BYKOB: OH pa3MbILWASET O
CYLLIHOCTU UCKYCCTBAa, 0 ee cneunduke, ob
acCMMUNSALMM 3BYKA KaK aKyCTUYECKOro
deHoMeHa B My3blKa/ilbHOM KOMMNO3ULIWK, O
npoLiecce My3blKalbHOro TBOpYECTBa.
[Mop Bo3aencTBMEM 3arago4HON «BON
BceneHHoM» Ha4YnMHaeTcs HoBas nosnoca
TBOPYECKOro CTAHOBMIEHUS: MOCTYMN/IEHME
n 6nectauiee 3aBeplieHne B 1984
roay Anma-ATMHCKOM rocyapCTBEHHOM
KOHcepBaTopuun UM. KypmaHrasbl rno
[BYM cneuunanbHocTam: «<KomMnoauums
W TeopUs My3blKK», KNnacc npodeccopa
I. A. }y6aHoBoW 1 «[lom6pa», Knacc
npodeccopa T. MepranueBa, y4eHUKa U
copaTHunKa AxmeTa ybaHoBa. Y Annbu
BO3HWKaeT OrpomMHast noTpebHOCTb
NOCTMYb TAMHCTBA AOMOBPOBOro
MCMNONHUTENLCTBA, U OH 3aHUMaETCA
yB/Ie4eHHO, caM03abBEHHO, C
HenoaaenbHbIM MHTEPECOM U TIOBOBLIO K
HapOAHbIM UCTOKaM.
06y4yasich Mo Kiaccy KoMMo3uLun?,
OH Bceleno nocesauaeT cebs
OCBOEHUIO TEXHUKN KOMMNO3UTOPCKOro
nMcbMa: co3gaHmo MHOMOYUCNEHHbIX
pas3HonIaHOBbIX MENOAMK, MOUCKaM
WMHTEpPECHbIX METO0B TEMaTUYECKUX
npeobpa3oBaHWi, rAPMOHUYECKOM
YUCTOTbI U NOFUKK TOHANBLHOIO

1 B ceMbe [a3u3bl yGaHoBoW 1 AsepbaxaHa MambeToBa
6b110 NATEPO AeTen: ABe Aoyepu — [iuHa 1 Anus U Tpu CbiHa
— Ann6bu, Agai 1 AxaH, TparM4yeckun norubLini B TpexieTHeM
BO3pacTe OT BOCMNaNEHUS NErKuX.

pa3BuUTKUSA, SICHOCTU FONI0COBEAEHUSA U UX
KOHTpanyHKTUPOBaHUSA, MHOroobpasus
GaKTypbl U NOCTPOEHUS CUMMETPUYHOMN,
CTPOro NponopLUMOHanbHOW KOHCTPYKLINK.

ByayuwimMn KoMno3nTop cobupaeT BecbMa
YBECUCTbIN «Barax» U3 Co3[1aHHbIX UM
npou3BeaeHnin. YMeHHe pacno3HaBaTb
SIBJIEHUS }KU3HECTOMKNE N OBPEYEHHbIE
Ha 3abBeHne, cbopMMUpOBaHHOE NoAa
BO34encTBMEM GUNOCOPCKO-ICTETUHECKUX
B3[/1910B CBOEK cpefibl, yTBEPAUSIO B
HEM enaHue pa3BuBaTbCs B pycrne
HapoaHoro TBop4yecTBa. OH 0CO3HaeET,
4YTO BO3MOXHOCTU QOJbKIOpa 1 ero
MCMNONb30BaHUE B COBPEMEHHOM
WUCKYCCTBE HEUCCAKAEMbl U UMEHHO
3TOT GAKTOP MOXKET C/TYKUTb OCHOBOW
HeyBs/atolLero ycnexa y TBOpLoB
My3blKanbHbIX KOMNO3WULIWIK. [ToTOMY
y}e B CTy[IEHYECKME rojibl, B Nepuoj
bopMMpoBaHUS ero NAENHO-PUIOCODCKUX
BO33pPEHWUI, OH HaChbILaET CBOU
COYMHEHUS HaLMOHaIbHbIM KOJTOPUTOM.
TaK nosBNSIOTCS Kiou Ans AoM6pbl
«@dyKkeme», <AKMama», CTPyHHbI KBapTeT
«HoFannbl». CMbIC/bl B 3TUX COYMHEHUAX
MHOroo6pasHbl U HEMOBTOPUMBI.

Cyab6a co3aaHHbIX B CTyAeHYeCcKue
rofbl NPON3BEAEHUIN CKNablBaeTcs
onaronpusaTHo. Kaxabi y4ebHbIN rog,
npoBeAeHHbIM B cTeHax AlMa-ATUHCKOM
rocyfapCTBEHHOW KOHCEPBATOPUH,

CTan cBOero poga HOBOW CTYNEHbKOW B
BOCXOXAEHWN Ha My3blKasbHbI Onumn.

Ha nepBoMm Kypce 6bl/1 co3aH UMK «4
MWHUATIOPLI ANna GJIENTb U GOPTENUAHO,

C YCNEexXoM UCMNOSHEHHbIM Ha Bcecoto3HOM
decTnBane Monoabix KOMNoO3UTOPOB B
EpeBaHe, Boweawnm B «3010TON GOHA»
KasaxcKoro pagvMo, HEOAHOKPATHO
nepensgaBaBlIMKCS B Ka4ecTBe y4ebHOoro
2 B roabl 06y4eHusi B AnMa-ATMHCKOM rocyaapCTBEHHOM
KoHcepBaTopuu (1979-1984) Anvbu 3aHUMancs y Beaylimx
negaroros BbllleHa3BaHHOIo yqeGHoro 3aBefeHuns:
coBpeMeHHas rapmoHus — J1. C. beikoBa, nonndorusa — B. A.
Knonos, WHCTpyMeHTOBeAeHUE — M. CaI’aTOB, cneuuanbHoe
doptennaHo — E. B. HKoraH, ¢onbknop wu wuctopus
Ka3axckon mysblkn — C. A. EnemaHoBa, cuMdoHUYecKoe

anpuxunpoBaHue — B. PytTep.
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MaTtepuana ans obpasoBaTesibHbIX
MY3blKanbHbIX 3aBeeHUI. Ha TpeTbeM
Kypce NosiBASIETCS CTPYHHbIM KBapTeT
«Horannbl», B KOTOPOM MpeTBOpeEHa naes
CUHTE3a MY3blKa/lbHOIO AA3blKa APEBHMX
}bIP C COBPEMEHHbBIM MY3blKallbHbIM
A3bIKOM. 3TO Npomn3BeaeHne 6b110 ABaXK bl
3anncaHo pa3HbiMU UCTIONHUTENAMMU U
Bowno B «3onoTon doHa» Kasaxckoro
paauo.

O6y4yasicb Ha YETBEPTOM KypcCe,
ANMBUN-KOMMO3NUTOP C YCNEXOM
AebtoTMpoBan B TeaTpe OHOro 3putens
(THO3) ¢ My3blKanbHbIM 0bOPMSIEHMEM
NMOCTAHOBKMW ApaMaTU4EeCKOro CrexkTakis
«3Be3bl Hallero goma» no noece C.
ApambekoBa. 3anoBeb Ha4MHaloLWEero
My3blKaHTa-Teatpana — OblTb 6/IU3KUM
K COBPEMEHHOMY 3PUTENIO U NMONYYUTb
«0BpaTHYIO CBA3b» — BOCTOPXKECTBOBAnNa:
CMeKTaK/lb UMEN ycrnex y caylartenen u
NONYy4YKnN BbICOKYIO OLIEHKY Y pexunccepa-
NocTaHOBLIMKa M aBTOpa MNbeChI.

B a1 e rogbl noasnaetcs «[lloama
AN BUOJIOHYEIM U KaMEPHOIro OpKecTpa»,
MCMNONIHEHHAs Ha OTYETHOM KoHLEepTe
AnmMa-ATUHCKOWM rocyaapCTBEHHON
KOHcepBaTtopun B MOCKBe, Ha NieHyme
Coto3a komno3utopos CCCP B MockBse 1
Ha KoHUepTe KoMNo3nTopos KasaxctaHa B
Buiikeke (PpyH3e).

AnnnomMHon paboTon No OKOHYaHWUK
AnMa-ATUHCKOWM KOHCepBaTOpMK cTan
«KoHuUepT ana dbnenTbl C OPKECTPOM», B
KOTOPOM COBMELLEHbI IBa MY3bIKallbHbIX
HanpaBfieHUs — «cefas» apxaunKa u
YCTPEMJIEHHbIN B «BEYHOCTb» KNaCCUYECKUI
CTW/b. ATO COYMHEHME BbINO OTMEYEHO
AMNIOMOM Ha nepBoM Pecnyb6/inKaHCKOM
dectuBane <Kurep» n CTaHOBUTCSH
O[IHUM U3 penepTyapHbIX B KOHLEpTax
CUMDOHUYECKON MY3bIKW.

3B aHHbIN UICTOPUYECKWIA NepPUOA B TBOPYECTBE pPsiaa
Ka3axCTaHCKMX KOMMO3WUTOPOB Hab/loaaeTcst 060CTPEHHbIN
MHTEPEC K Ka3axCKOM UCTOPHMU, OTEHECTBEHHOWM
My3blKanbHOM KynbType.
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BoopaylueBneHHbIn ycrnexom, Anméu
NpOoAoKaeT CBOU TBOPYECKME MOUCKH:
NO3TUYECKMUE CTPOKU CTUXOTBOPEHMUS
«KowTtacapga» noatecchbl . OHrapcbiHOBOM
HaxoaaT CBOE My3blKallbHO-3CTETUYECKOE
BOM/OLIEHNE B OAHOMMEHHON NecHe
Mam6eToBa, a 3HaHWe 3aKOHOB
MHCTPYMEHTOBKM MNOMOTI/I0 B CO3AaHNU
3NEKTPOHHbIX KOMMO3ULIMHN, TAKKX
KaK: «<KapaBaH», «[lepexoa». Bce atn
TBOPYECKME PabOoThl GblIM NO JOCTOUHCTBY
OUEHEHbI 06LLEeCTBEHHOCTbIO: 3aMncaHbl
pecnybMKaHCKUM TenepaamoKoOMUTETOM
Kaszaxckon CCP u B Te4eHUe OByX
JIET TPAHC/NPOBANUCH B adupe
HaUMOHaNbHOro TeNeBUaEHUS U
paguoBeLlaHus.

lNocne OKOHYaHWs KoHcepBaTopun
OH MPOJOMKAET IKCNEPUMEHTUPOBATD
B pyc/ie HaUMOHaNbHOro «NoNoBoAbSA»3
W, Kazanocb 6bl, HEMNPUEMNEMOTO
«KpanHero natopann3mar» B crocobax
MHCTPYMEHTaNIbHOIO BOM/OLLEHUS.

TakK, B nbece «Cabax» HaLMOHabHbIN

[lyX BOCCO3/aH Yyepes3 cBoeobpasHbIi
aHcaMb6/1b CKPUIKK 1 aKYCTUHECKOM
ruTapbl, My3blKa/bHbIX MHCTPYMEHTOB
NPOTUBONMOJIOXKHbIX NO NPUPOJE CBOErO
3By4aHusi. OQHAKO 3Ta HEO6LIYHAS
«fecTpoTar» TeMOPOB, HE BOCMPUHUMaeMas
HallMM Pa3ymMOM W CYXOM, 3BYYUT BCeE

e Xy[OXKEeCTBEHHO y6eauTeNbHO. B aTu
e rofbl nosiBunach nbeca ans Koobbli3a

n noM6pbl «<Kyc CaMypbiK»,B KOTOPOK
LLEHHOCTHO-PaBHOMpPaBHbIE My3blKa/lbHble
WMHCTPYMEHTbI KaK 6bl BEAYT Auanor o
C/laBHOM MCTOPMYECKOM MPOLLSIOM Hapoaa,
0 XMBOTpEneLlyLen COBPEMEHHOCTH.

Cneaylowmm atan }XU3HEHHOro
nyTn* — aTO acCUCTEHTYpa-CTaXKMpPOBKa
npn MocKkoBcKon [ocyaapcTBeHHOM
41985 r. Cny6a B psiaax CoBeTckon ApMuu. bbin
pacnpeneneH B AHcam6nb CpeiHeasnaTckoro BoeHHoro
Oprra, B COCTaB€ KOTOPOro BbICTynan Kak UCNONIHUTENb
Ha 3N1EKTpoopraHe 1 No 3akasy Xy4oXXeCTBEHHOIo

PYKOBOAWTENS fieNan NepesioXKeHns u 06paboTKU BOEHHO-
naTPMOTMYECKOro pernepTyapa /i cocTaBa 3TOro OpKecTpa.
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KKOHcepBatopuu um. . . HankoscKoro
Nno Klaccy KoMMNo3uuuun y npodeccopa

A. C. JlemaHa (1986-1989 rr.). B atn
roabl AnMbu obpallaeTcs K KaHpy
OIHOYaCTHON CUMDOHUYECKOM NO3MBbI.
Pucysa npo3pavyHbiMK «aKBapebHbIMW»
KpacKaMu CefibCKMUe Nemnsaxu B
«ManeHbKoW nactopanu» Ans KaMepHoro
OpKecTpa (1986), BocxulLLasCb BENMYMEM
W MOLLLbO 06pa3a Hapoja B rnoame
«3amMaHa»5 01 cMMdOHMYECKOro OpKecTpa
(1988), oH npogomKaeT NOUCKU CBOETO
KOMMO3UTOPCKOro «fA». B psiae COMMHEHUH
Annéu co3HaTeNbHO UCNONb3yeT
CBOOOHYIO aTOHA/IbHOCTb, CEPUNHOCTb,
MO3anyHocTb. O6pa3L,oM TaKoro poja
COYMHEHUI 9BUNacb CoO34aHHas B CTUNE
aBaHrapg «Menoausi» AN CKPUMNKKU U
dopTtennaHo (1988).

YKe B rofibl y4eobl NonNynspHOCTb
ANMOU-KOMMNO3UTOPA HEYKITOHHO
pacTteT. OH nosiy4aeT npurnalleHus
B 9KCMepUMeHTalIbHble NOCTaHOBKM
Ka3aXCKUX, HEMELKMX, PYCCKMX apTUCTOB
(cnekTaknb «[lo3HaHWer» no Baicy,
pexuccep K. Kapumbaes, 1989).
KoHLepTHas }M3HECTOMKOCTbL psAaa
COYMHEHUIN CTaHOBMUTCS AOBOJIbHO YAa4HOW.
TaK, BbINycKHas paboTa «<ManeHbKas
nacrtopasnb» 4Jis KaMEpPHOro opKecTpa
HeOHOKpaTHO UCMOJHANAcCh Ha MjieHyme
Cotoza komnosutopoB CCCP B [ylwaHbe
(1990) 1 Ha NnepBOM MeXAyHapoaHOM
dectnuBane Komnosutopos «BBC —
Masterprize» nop naTpoHaxkem M.
PocTtponosuya (JToHaoH, 1999), K Tomy
e Bolljla B penepTtyap TBOPYECKOro
KonnektuBa «HoTa beHe» h KaMmepHOoro
OpKecTpa noja ynpasneHnem b.
Mycaxoaxaeson (1999).

Mocne NPOXoXKAEHUA aCCUCTEHTYPbI
Annéu npenogaet B Aiima-ATMHCKOM
rocylapCTBEHHOM KOHCEPBATOPUN UM.
KypmaHrasbl Ha Kadeape «<UcTopus
Ka3axcKoi My3blKK U ponbKIopa»® 1

PYKOBOAUT PONLKIIOPHOMN 3KCNeanumnen
rno AKTIOOUMHCKOM 06nacTtu. ATMOU HaxoauT
PYKOMUCHblE, MarHMTOGOHHbIE, NOJIEBLIE
3anuncu, NnpuvHagnexaslme AXmety
HKy6aHoBy. A Kio1, 3anncaHHble AXMETOM
HKy6aHoBbIM, 3acnyKUBaloT AalbHENLIEro
nccnegoBaHus.

TeopeTnyeckune HabnoaeHUA Haa
NCcUXonornemn My3blKajibHOro TBOP4YeCTBa,
npoBoAMMblE UM B 06/1acTh doNbKIopa,
Halwn BOMJIOWEHNE B UCCNENOBAHUSX,
NOCBSALWEHHbIX OCOBEHHOCTAM
KapMaK4YMHCKOro ropsioBoro
neHus, Bornpocam B3anMOB/TUSHUS
COCE[LCTBYIOLWMX KyNbTYp Ka3axoB
W TYpKMeH MaHrbllinaKka n ropoja
KpacHoBogcKa, naenHo-cogepaTtenbHON
CTOPOHE 3NUYECKUX NPON3BEAEHNN
HOramNMHCKOWN 3MNOXM.

B 1991-1995 roabl Annéu, pabotas
apTMcToM opKecTpa Kasaxckoro
aKaJeMMU4ecKoro apaMmaTm4yeckoro
TeaTtpa UM. M. AyazoBa, OTKpbliBaeT
HOBYIO chepy B CBOEN TBOPYECKOM
[eATeNbHOCTH, CBA3aHHYI0 C OCBOEHUEM
TEXHUKWN NPOrpamMmMmnpoBaHus
LundpoBoro cuHTtesatopa «Casio-5000
Z» U HAHOTEXHOJIOMMI B OPKECTPOBKE,
apaHXMpPOBKeE NPOM3BEAEHUN. 3TN
OTKPbITUS 61aroTBOPHO NOBAUSNM Ha
TBOPYECTBO My3blKaHTa, 0CBO6GOAMB €ro oT
HanMcaHus OPKECTPOBbLIX NaPTUTYP.

HoBO 1 Heo6bl4aMHO CBEXO NPO3BYy4ano
W [eP3HOBEHHO Heco4YyeTaeMoe
coyeTaHue TeMBPOB CKPUMKKU U 1OMOBPbI
B npon3BeeHnn «[1Be noechbl AN
CKPUMNKKU 1 1oM6pbI» (1989), ncrnonHeHne
KOTOPbIX Bbl3Bas0 6ypo HEAOBO/IbCTBA
WU KPUTUKK CO CTOPOHbI NpeacTaBuTenen
5 CuMmdoHMYeckan nosma «3amaHa» (1988) 6bina
npeacrtaBieHa Ha nieHyme Coloza KOMMNO3UTOPOB
KaszaxctaHa u ¢ ycnexom “UcnosiHanacb Ha MonoAexXHoOM
dopyme Coto3a komnoautopos CCCP B Anmarthl.
©1986-1991 roabl — B AnMa-ATUHCKOW rocy1apcTBEHHOM
KoHcepBaTopumn um. KypmaHrasbl HayMHaeT paboTy
BHayasie Kak cTaxkep-uccnegosarenb (pyK. npod. b.

M. KapaKynoB), ofHOBpeMeHHO npenogaet «Mctopuio
Ka3axCKON My3blKK», paboTaeT MeTOAMCTOM GONbKIOPHOIO

KabuHeTa; 1988-1989 rogbl — pyKOBOAUTENb
GONbKIOPHOM 3KCNeanLMM No AKTIOGUHCKOW 061acTu.
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KOHCEPBATUBHO-HACTPOEHHbIX MY3bIKAHTOB
1, Ha060POT, HEONMUCYEMbIA BOCTOPT OT ero
apy3en.

3a rogbl negarornyeckomn padoTbl
B Ka3axCKon HaLMOoHanbHOM
aKaaemun nckyccts um. T. K.
HKypreHoBa7 Annbu AzepbanKaHoBKUY
nposiBun ce6s rpamMoTHbIM U
BbICOKOKBATMOULIMPOBAHHbLIM
cneuunanmctom. OH — B cocTaBe Paboyen
rpynnbl No pa3paboTKe o6pa3oBaTeNbHbIX
nporpamm no npeagmetam: «OCHOBbI
3BYKOMU3BIEYEHUS MY3blKa/bHbIX U
3NEKTPOHHO-MY3bIKallbHbIX MUHCTPYMEHTOB»,
«AcTtopug 3ByKO3anucu», «MyabikanbHoe
pelleHne XyqoKeCTBEHHON KUHOKapPTUHbI»,
«My3blKa 1 3BYK aHUMaLUun», «4TeHne
NapTUTyp» 419 TOJIbKO OTKPbIBLUENCS
crneumanbHOCTH «3BYKOPEKUCCYpar.

B 2007 rogy AnnMbu co3naet
3N1EKTPOHHbIM Y4eOHUK no paboTe co
3BYKOBOM nporpammon «Sound Forge
7»,aB 2010 roay ycnewHo 3awuuaer
avccepTaLmio Ha COMCKaHUE yHeHoM
CTeneHu KaHanaarta UCKYCCTBOBEAEHUS
no Teme «TBOPYECKOE MUCMOJIb30BaHKE
LUMDPOBbIX TEXHONOMUI B MY3bIKE»
noj Hay4HbIM PyKOBOACTBOM [JOKTOpa
nckycctsosegeHus A. 1. Myxam6eToBOMN.
370 6bI1 HAyYHbIN NPOEKT, HE UMEIOLL NI
aHanoroBs B UCTOPUU OTEYECTBEHHOTO
MY3blKO3HaHMUS.

Cpeau WnpoKoro cnekrpa
TBOPYECKON AeaTenbHOCTU Annbun
Mam6eToBa BblAensercs elle
O[HO yBJieYeHUE, NO3BOSIFI0LLEE
Ha3blBaTb €ro pUIOPOHUCTOM — 3TO
KONJIEKLUMOHUPOBAHNE BUHUIOBbIX
rpamMnnacTMHoK. NpekpacHo oco3HaBas
71998-2000, 2002-2015 roasl — Annéu MambeTtoB
— CTapluui npenogasaTenb, JOLEHT Ka3axcKon
HauWoHanbHOM akagemMun nckyccts M. T. K. XypreHosa
Kadenp «3ByKopexunccypar, «<Xxopeorpadus». Npenogasan
«TexXHONOruio 3ByKo3anucu», «[ipamatypruto KWUHOMY3bIKU»,
«YTeHune napTuTyp», <MICTOPUIO COBPEMEHHOM MY3bIKW». B
2008 rogy YueHbit CoBeT KazHAU um. T. K. }ypreHoBa
npuceoun emy cteneHb AoLUEeHTa 3a BbINYCK NepBOro B

Pecny6nuke KasaxctaH yye6Horo nocobus no umbposomy
pefaKTMPOBaHUIO 3BYKa.
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NUCTOPUYECKYIO 06YCNOB/IEHHOCTb CBOMX
ybexxaeHnn, Annbu noitaeTcs yBUaeTb
0co6bI cNoco6 3BYKOBbIPaArKEHUS
KaK 6bl «<U3HYTPU», C TOYKM 3PEHUS
npodeccnoHasbHO HACTPOEHHOIO CyXa.
B ¢B13M C 3TUM Ha CBOUX 3aHATUSAX ANTMOU-
negaror BOCNUTbIBAET B CTy[IEHTax 0coboe
OTHOLLEHWE, @ BO3MOXHO, U MPEKTOHEHNE
nepen eCTeCTBEHHbIM AbIXaHUEM
¥MBOW MY3bIKW, BOCMPON3BOANMON
BMHUNOBbLIMM NfIacTUHKaMK. N Bce 3To
yepes CpaBHUTENbHbIA 3MOLMOHANbHO-
Bblpa3nUTe/bHbIA, KOHCTPYKTUBHO-
JIOTUY4ECKUIM aHalln3 Ka4eCTBEHHOIo
HanoMIHEHMS «KMBOIO 3BYyKa» U
«HEXWBOro», BOCMPOU3BOANMOTO C
NOMOLLIbIO HOBENLLINX TEXHONIOTUI. 10
MHeHuo AnNMbU, BUHUNOBASA N1acTUHKa
06/1alaeT Ka4eCTBOM, HE JOCTUKMMbIM
LMD pPOBbIMU TEXHONOTMAMMU. OH C
BOCTOProm oT3biBaeTcs 06 3TUX
HOCUTENSIX 3BYKOBOM MHbOPMaLUK: «3TO
«HaTypasibHbl€ XMBbl€ 3BYKM... OLLyllEeHNS
HenepenaBaeMblel».

3a yMeHue BEPHYTb K *XU3HK 3anncu
NnonyBeKoOBOW faBHOCTU Annbn MambeTtoBa
MOHO Ha3BaTb MacTepPOM 3KCTpa-
KJlacca, 3ByKoornepaTopoM BbiCLIEN
KBanuouKaumn. PectaBpupoBartb
NPOU3BEAEHUS C rPaMMIaCcTUHOK,
MarHMTOMOHHbIX NIEHT M 3anncaThb Ha
coBpeMeHHble undpoHocutenu (CD, DVD)
ang Annbu — yBrieKaTenbHenlee aeno.

...TBOpYECKME NONEThI MbICNK B
pasnnyHbIX UHTEPECYIOWMX ANnbK
chepax aesTenbHOCTU NOMOIU elle
sip4ye BbICBETUTb €r0 KOMMNO3UTOPCKNUM
TanaHT. CeroaHs, pacnonaras 6oraTbiMu
npeacTaBfEHUMMN O KOMMO3UTOPCKOM
Hacneanu Annébn MambeTtoBa, HEOOXOANMO
OTMETUTb, YTO OH HaKOoMW 60/bLIOK
OMNbIT B CO3/1aHMM KPYMHbIX OPKECTPOBbLIX
NoNOTEH, KAMEPHO-UHCTPYMEHTASbHbIX,
BOKaJ/ibHbIX MUHMATIOP, NPON3BEAEHNN
Ana GONbKNOPHO-3THOrpadU4eCKoro
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opKecTpa «OTpap Casbl», NPOCNaBNEHHOIO
OpPKEeCTpa Ka3axCKMX HapOaHbIX
MY3blKabHbIX UHCTPYMEHTOB
M. KypMaHrasbl, My3blKasibHbIX
0bOPMIEHUA K MHOTOYUCTIEHHBIM
TeaTpasibHbIM CNEKTaKNAM, MIO3UKIIaM,
XYOOXECTBEHHbIM, JOKYMEHTaIbHbIM 1
MYNbTUMJIMKALIMOHHBIM KUHOKapTUHaM.

Kak Komno3uTtopa Annbu oTIn4YaeT 1o,
YTO OH, NPETBOPSAS CBON Xy10XKECTBEHHO-
3CTETUYECKUM Uean, KaxKabln pas,
B KaX[10M HOBOM Npon3BeaeHnun
AEMOHCTPUPYET pa3HOpPOHbIE, NOPOW
anameTpanbHO NPOTUBONMOJIOXKHbIE
APYr ApYry TEXHUKM KOMMNO3UTOPCKOMO
nMcbMa, B COBOKYMNMHOCTU U
ob6pa3oBaBllUne ero cBoeobpasHo-
HENoOBTOPUMbIN CTU/b. HO BCe e Kak
KOMMO3MTOP OH LIMPOKO M3BECTEH MO
paboTtam B chepe KUHOUHAYCTPUM.
HanuncaHHble UM reHepasnbHas 3acTaBKa
TeneareHTcTBa «Xabap», 3anycK u
3aKpbITWe Teneadpupa «Anatayr», TeMa-
3acTaBKa K nepepgaye «AKLam» —
BeYepHUe HOBOCTHU Ha TefleKaHarne
«KazaxcTtaH-1»; cuMbOHUYeCKas My3blKa
K Xy4OXeCTBEHHbIM KUHOKapTUHaM
(«Kyknbl KonagyHa», «<Mey nobeabl»,
cepuan «KymblpLUiK»), LOKYMEHTabHbIM
KMHOXPOHMKaMm («Mon KazaxcTtaH»
(o b. Awnmose, A. Kynnbaese),
«bekeTt-ata», «[JJopora K npeakam»,
«[IpUKaCMUMCKNIN pernoH», «TypKecTaH» u
Ap.), MyNbTUMTIMKALMOHHbIM KUHOJIEHTAM
(«Cyactbe Kaablpa», «CTpaHa My3blKaHUsI»,
«KbiMbana, Muko »oHe KacKkblp», «EKi
KolWKap oHe Kapfa», «[1pukntoveHns
Maww B newepax baxpamar, «Kak
noytanboH *amaHKyn iyHy 060rHan»),
noKasblBaloT ANMOU KaK TanaHTAMBOro
KOMMNO3MTOpa C olenomasioen
$paHTa3MMHOCTbLIO NOJIETOB MY3blKa/lbHOW
MbICN.

B ero mysbike npuyyannMeo
COBMELLAKTCH BCE €0 }UIHEHHbIE

YCTaHOBKMW U UHTENNEKTYalIbHbIE
CKNOHHOCTW. K npumepy, B My3blKe K
cnekTako «M gonbliue BeKa anuTes

JeHb» (1992) HeTPYAHO OOHAPYHKNUTb
KOHTPaCTHbIE «HECOBMECTUMOCTM»: }UBOE
3BYy4YaHWe JoMO6pbl Ha POHE INEKTPOHHbIX
ronocoB U PUTM-BOKCa.

My3biKa Ana Teatpa, HanMcaHHas
Annoéu, BKKOYaAET CBbILLE TPUALATH
HaMMeHOBaHWI pa3HOMIaHOBLIX U MO
¥aHpy, 1 Mo CcTUI KoMmnosunuuin. Cpeam
HUX MPOU3BENEHUSA Ha CIOXETbI U3 PYCCKOM
W OTeYECTBEHHOM NIMTEPATYPHOM KNTaCCUKMK,
a TaKXe TBopYyecTBa COBPEMEHHbIX
Apamatypros: «Jaas BaHa» n «Hanka»

A. T. YexoBa, «[loc 6egen goc» M.
Aya3zoBa, <M gonblle BeKa ANTCA AeHb»
Y. ATmaTtoBa, «M ganble TMwmnHa» @.-K.
Oenwnyca, «[lpepBaHHasn KonblbenbHas» E.
AMaHlWaeBa, «[lo3HaHue» 1. Balca.

CospgaBast My3blKy B TpaguLMsX YACTO
aMepUKaHCKOro aHpa MIo3uKia, Annéu
rny6oKo Npo4vyBCTBOBAs €ro Npupoay:
KpacuBble 3arnoMuHatolLLmecs Mmenoanu
OTTEHSIOT HE3aMbICNOBATbIN CIOXKET,
KOHKPETHbIE U 3pUMble

My3blKaJibHble 06pa3bl MomMoratoT
pPacKpbITb XapaKTep rMaBHbIX FEPoeB U
JIErKO BOBJMIEKAIOT NEBLIOB U TAHLLOPOB
B cLUEeHU4YecKoe aencTBo. My3bika
Annbu-KomMno3unTopa, ABASACh OAHOW U3
BaXKHbIX COCTaBNSAOLINX ApaMaTypruu
OTEYECTBEHHbIX TeaTpasbHbIX MOCTAHOBOK
nbec «YKpolweHne CTPonTUBON», «<AiMaH-
Lonnan», «MnytHn CKaneHa», Kak Obl
KOMMEHTUPYET ENCTBUS, NpeacKa3biBaeT
nepuneTnum cobbITUiA, MOMOraeT B
pacKpbITUK cyned repoes.

XyfnoxectBeHHoe Kpeao MambeTtoBa-
XY[AOXHWUKA — HAKOrAa He NOBTOPSATHLCA.
lNMoTomMy ans TBOpYecTBa Annou
CBOWCTBEHHbI NbITIMBOE BHUKaAHWE
W }arka CONPUKOCHOBEHMUS C
0COBEHHOCTAMM KYNbTYPbl U UCKYCCTBa
APYrux HapoaoB, NpPUYeM camblX
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pa3HbIX BPeEMEHHbIX M3MepeHui. B ero
COYUHEHUAX MOXHO «yBUAETb» U YC/blLLIATb
CTUANCTMYECKUE OCOBEHHOCTN MaHepb!
nMcbMa eBPONENCKNX XyaoKHUKoB XVIII—
XIX ctonetnn («Allegro» gns solo CKpUnKu

M CTPYHHOIO OpKecTpa), GppaHLy3CKOro
cpepHeBeKoBbA («<Ho4yHoM nonet (Vol de
Nuit) no moTMBamM poMaHa AHTyaHa fe
CeHT-OK3lonepwu), N03aHEro poMaHTM3Ma
(«MNoama ans BUONOHYENN U OPKECTPa»),
MY3blKanbHOIMo 3blKa AMOHCKMUX MacTepoB
(«Tpmo B dopMe BapHuaLni Ha AMOHCKYIO
TeMy»), MOJIbCKOIro HapOAHOIro TBOPYECTBa
(«Monyppu Ha NoSIbCKNE TEMbI» OIS
LLUKONbLHOIO OPKEeCTpa), «aKyCcTUYecKne
3NEeKTPOHHbIE TeM6pbI» [1. ¢. 338].

B cBS131 C My3bIKaNbHO-3CTETUHECKUMMU
npeanoYTeEHUAMN KOMNO3UTOpa U
KOHKPETHbLIM 3aMbIC/IOM TOIO U1K MHOTO
Npo13BeAeHUS MOXKHO rOBOPUTL 06
MCNonb30BaHUKM TaKoro GeHoMeHa,
NOPOXKAEHHOIO0 HEOKNACCUMLIM3MOM,

KaK NosmMcTunncTuka. MaHepa

paboTbl Annbu CO CTUNEBBLIMU
«MepPBOUCTOYHUKaMM» pa3HoobpasHa.
Cpeau NoNUCTUIINCTUYECKMX NMPUEMOB
KOMMO3UTOP HEPEOKO UCMOJSIb3yeT
«paAMYyto», BepHee aAnddy3Hyto,

umtaTty («Kowyt noamacskl» — TO4HOE
BOCMPOU3BELEHNE OPUTUHASIBHLIX TEM
pacTBOPSAETCA B aBTOPCKOM TEMOPOBOM
NMPOYTEHUM B HALLMOHANIbHOM CTUNIE),
anmosnun®, keasuuutatsl («Allegro» ans solo
CKPWMKKW K CTPYHHOIO OPKECTpa, B KOTOPOM
nepBbIN 3/IEMEHT BCTYMUTENIbHOIO pa3aena
BbI3blBaeT accoLmaunm co CKPUMUYHBIMK
KOHLepTamu BuBanbau, a BTOpon —
HanoOMWHaET 3By4aHMEe HaLlMOHabHbIX
AOMOGpOBbIX KioeB) [1, ¢. 338].

Cpeam counHeHur nocnegHero nepuoga
8Mo MHeHuIo A. LLUHWTKE: «...anno3ua npossnseTca B
TOHYaMNLIMX HAMEKaX U HEBbINOHEHHbIX 06eLLaHUAX
Ha rpaHu uuTaThl, HO He nepecTynas ee». LUHuUTKe A.
MonuctunucTnyeckme TeHaeHunn B COBpeMeHHOVI MYy3blKe
(TekcT coobLieHus], caenaHHoro Ha KoHrpecce MMC 8
OKTA6ps 1971 roga).

9 BnepBble Noama 6bina ucnonHeHa GonbKIOpPHO-

3THOrpad14ecKUM OPKeCTPOM 061acTHON drUnapMoHUm
ropofa ActaHbl noj ynpasneHvem AinTkanu Xavmosa.
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TBOPYECTBA BblAeNAeTCs 04HOYaCTHOE
nporpamMmmHoe npounsseaeHne «Kowyt
nosamacshi»9 (apyroe Ha3BaHue —
«BeHrepckasa dbaHTasus») An1s opkecTpa
Ka3axCKMX HapoaHbIX My3blKabHbIX
MHCTpyMeHToB (2011). B atom
npousseaeHnn Mamb6eToB npeacraet
KaK KOMMO3UTOP-MUHUATIOPUCT C APKO
BblpaXeHHOW IMPUYECKOW NPUPOAOH
JapoBaHus. B TAroTeHNM K oHOYaCTHOMY
nporpaMMHOMY aHpy NposiBUIach
CBS13b KOMMO3UTOPA C OTEYECTBEHHBLIMMU
HapOAHbLIMWU TPAANLINSMMU.

MponsseaeHne NocesLLLEHO
UCTOPUYECKOM JIMHHOCTH, BblAaloWweMycs
BEHMEPCKOMY roCy1apCTBEHHOMY AEATENIO,
UHULMATOPY CO34aHUs BEHIE€PCKOM
HaUWOHaNbHOM apMWUKN, aKTUBHOMY
y4aCTHUKY BeHrepcKon peBoioLnm
1848-1849 rogos Jlanowy Kowyty
(1802-1894), octaBlIEMYCS Ha MHOTMe
BEKa B NaMsiTU BEHIepCcKoro Hapoaa.

B My3blKe N03Mbl KOMMO3UTOP Yepes
HapoAHble NecHM BOCNPOU3BOAUT
POMaHTUYECKUIM KONOPUT NpeaaHui o
npocnaBfieHHOM HapoaHoMm repoe KoluyTe.
B ocHoBy Komno3auuuu (A B C A Kopa)

C NATHaALAaTUTAKTOBbLIM BCTYMN/IEHNEM

W pa3BEepPHYTON KOOOW TMMHUYECKOro
XapaKTepa NosoXeHbl TP OPUTrUHaNbHbIE
BEHrepcKkue HapoaHble Menoauu: «flecHs o
KowwyTte», «B cepaue 60nb OT pacctaBaHus»
(3anucb menoann n ob6paboTKa benbl
bapTok, nepesoa b. ly6poBuHa),
«BeceHHssa necHs». Cpean HUX NecHU
JIMPUYECKOI0 M TaHLEBabHOroO CKNaja ¢
YEeTKUM PUTMOM C yaapeEHUEM Ha NepBOM
cnore.

KanenaocKon TemM LIMTATHOMO xapakTtepa
HaNnOMWHAET «CIOUTHbIE OAHOYACTHbIE
GOpMbl, CKpeNeHHbIE PENPU30OMN»

[2. c. 170], UHbIMK CIOBaMK — 3TO
LLleMNb 3KCMNO3ULIMOHHbIX MOCTPOEHUH,
3aMblKaeMbIX PENPU30M NEPBbLIX ABYX
TeMm. JTormka nocTPOEHUs COYMHEHMUS
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HanOMWHAaET NPUHLMMNbI POMAHTUYECKMX
KOMMO3ULMOHHbIX CTPYKTYP.

B MaHepe BOKanbHOro MHTOHUPOBAHUS
rNIaBEHCTBYIOT OCHOBHbIE TEMbI MO3MbI
NPeNMyLLECTBEHHO B 3By4aHUU GpnenTol n
cas-cblpHas.

B nepsom pa3sgene (g-moll)
NCMNONb3yeTCA MENOAUSA HapOLHOIo HaneBa
«[Moama o Kowyte», rae Tembl npunesa
(A) n 3aneBa (B) necHu 060co6neHbI
N HECKOJSIbKO UX NPOBEAEHUI AaHbl B
conocTasfieHnun. Tak o6pasoBanach
TpexnaTndactHaa komno3muna (ABABA) B
camMOM NnepBOM pasgaene.

Bce npou3BeaeHue BblaepKaHo B
€4MHOM JINPUKO-NOBECTBOBATE/IbHOM
nnaHe: 6yab TO BOCMPOU3BEAEHHbIN
HapoAHoM NamMaTbio nopTpeT KolwyTa,
60 NO3TUYECKUE KapTHUHbI BECEHHETO
nensaxa («BeceHHas»), N NtO60BHbIE
nepexunBaHua repos («B cepaue 6onb o1
paccTaBaHus»).

[My6oKoe NPOHUKHOBEHKE B
MHCTPYMEHTaNIbHYIO MY3blKY BOKa/lbHOro
YaHpa NpUBENO K OTCYTCTBUIO
pas3aenoB pa3paboToYHOro xapakrepa,
npeBanMpoBaHUI0 3KCMO3MLIMOHHOIO TUNa
N3NOXKEHNS.

BecTynuTtenbHbIM pa3aen u Kaxaoe
nocnegytoliee NpoBeaeHe NepBon u
BTOpOM TeM nepBoro pasaena (B «[loame
o Kowyte» nepsas Tema (A) BbINOAHAET
$yHKUMIO Npunesa, a BTopas (B) —
3aneBa) BOCMPOn3BeaeHO TOHaNbHOCTbIO
opuruHana — g-moll (pnenTa n cas-
cbipHan): (Mpumep 1).

[JOMWHUPOBAHWE NIMPUYECKOTO
BbICKa3blBaHMS, Pa30MKHYTOCTb
TOHaNIbHOM ApamaTtypruu (Ha4ano
npounseeneHnd B g-moll, 3aBeplueHune
B e-moll), BBeJeHME KOHTPACTHbIX
3NM3040B B ceEpeamHe COYUHEHNS
OoTpaKaeT NPU3HaKN POMaHTMYECKON
My3blKanbHOM 6annagbl. OCTUHATHOCTb

— P

PUTMUYECKUX DUTYP - <= - =] B CBASYIOLLMX

pasgenax NoaMbl Bbi3blBaeT accoLMaLunm ¢
HaUMOHaNbHLIMWU UCTOKaMU, CO 3By4aHUEM
[OMOPOBbLIX KIoeB. Tak MPOUCXOANT
e/IMHOBpPeMeHHOEe B3aMMOMNPOHUKHOBEHMWE
B O4HOM COYMHEHWUU Pa3HbIX XKaHPOB —
NECHU U1 Kios.

Uccnenys ©onbKNop BEHIrepCcKoro
Hapopaa, AnnMou rnyboKo NPOHUKCSH
t060BbIO K YANBUTENBHOW NO KpacoTe,
pa3Hoo6pa3HOM Mo xapaKrepy u
06pa3HOMY CTPOIO BEHIEPCKOM HAapOaHOM
necHe. A unTaTtHbIM MeToA PaboThl C
MaTepuranom CTaHOBUTCH MPOBOAHUKOM
camou uaeu npousBeneHus. He cnydyanHo

Annbu CTOSIb OCO3HAHHO YCTPEMNAETCSH
K BEHrepCcKoMY QONbKIIOPY, NCNONb3YS
3TUYECKUMN N 3CTETUYECKUIW HAPOOHbIN
naean BEHrepcKoro MCTOPMUYECKOro
Hacneauns. KomMnosuTop cymen owyTuTb
HE0603pPMMO rMyBOKUE reHeanornyeckme
KOPHMW BEHIEPCKOro M Ka3axCKoro
HapoJoB.

O6pauleHne Komnosutopa K 06pa3Ho-
accoumaTMBHbIM, PUTMOCUHTAKCUYECKUM
0COB6EHHOCTAM MY3blKa/IbHOTO UCKYCCTBa
pa3HbIX BPEMEHHbIX U MPOCTPAHCTBEHHbIX
cy6cTaHumMm noMmorno Mam6eToBY OTKPbLITb
«OKHO» B 60/bLWON MUP. ELLe co BpeMeHU
BCTYnaeHus Anméu B Coro3 KOMNO3UTOPOB
CCCP (1985) B ero *M3HW Ha4MHaeTcs u
Nno Cen IeHb NpoaoNKatoLLascs nonoca,
HacblLEeHHasa Yepeaon MHTePECHbIX
TBOPYECKUX BCTPEY, MHOTOYUCNEHHbIX
3apyberKHbIX TYpHE, LleNbio KOTOPbIX 6bI10
Hana*KMBaHWe KyNbTypPHOro MOCTa MeXay
pasHbIMW Hapodamu.

Annoéun aBnsaeTcs yHaCTHUKOM
arutnoesaa «KasaxctaH-bonrapusa» (1984)
KaK UCMOJSIHUTENb Ka3axCKoW My3blKK Ha
aomépe, «My3blKaibHOM TPUBYHbI CTPaH
A3uun n Abpukun» (CamapkaHg, 1986),
MexayHapoaHoro npoekTta BBC

«My3blKanbHbl pecTnBab
COBpPEMEHHOM MYy3blKW B BenukobputaHumn»
Masterprize nog natpoHaxkem M.
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KowuyT noamacbt
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[Tpumep 1. «ITosma o Kouryre», BeTynutenbHbIil paszies M NpoBe/leHHe HAYaIbHOTO (hparMeHTa 1epBoi TeMbl

PocTtponosuya (JToHaoH, 1999),
MeXayHapoaHoro npoekta BMW-
kompositionpreis Musica Viva nog
naTpoHaem M3BECTHOr0 KOMNO3uTopa
Yno Unmmepmana B lfepmanmn (2002 -
2003), roe ero npon3BeaeHne «<Ho4yHoM
nosieT» No MOTMBaM OJHOMMEHHOW MOBECTU
JK3lonepu ykpacmno puHanbHylo 4acTb
dectuBansl, MexayHapoaHoro ¢pectmBans
COBpPEMEHHOM MY3bIKU (3arpe6, XopBaTtus,
2011), Ha koTopoM xtopn ICSM oTo6pano
TaKKe K UCMOSTHEHMIO «3 XEHCKUX XOpa»
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a capella Anm6un MambetoBa. B 2013

rofly ero xopoBble Npou3BeaeHns 6bin
0406pEHDbI MEXAYHAPOAHbIM XIOpH
accoumaumm KOMMNo3nToOPOB COBPEMEHHOWM
My3blkn SCMI (TonnaHaus) Ha ncnonHeHue
B Music Buenale B 3arpe6e (oH 6bl/1
€AMHCTBEHHbIM KOMMO3UTOPOM M3
KazaxcrtaHa).

Annbun NnpUHUMaET yyacTue B
MOCKOBCKUX KOHLIEpTax MOM0AbIX
KomnoauTtopoB KasaxcTaHa, B ceMmMHapax
B [lome TBOpYecTBa B MiBaHoBe (1987), B
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«Tay-TypreHb» (1989, 1991), bectnuBansx
KOMMNO3UTOPCKOro TBopyecTBa B EpeBaHe
(1985), KaparaHae (1987), AywaHbe
(1988), NaBnopape, CemmnanaTMHCKe
(1988), dpyH3e (1989), Knese (2011),
Mockse (2012), Kazanun (2012).

Annéun Mam6eToB aKTMBHO 3aHMMaETCs
pa3paboTKOW U peanu3aumen HaydHbIX
N TBOPYECKMX NPOEKTOB MO Pa3BUTUIO
MEXAYHapPOHbIX KYNbTYPHbIX CBA3EN
«BeHrpua — KasaxctaH — Poccus» (2013—
2014 roabl — [AebpeueH, BeHrpusa; 2014 —
2015 roabl — MockBa, Poccus).

B 2015 roay ¢ ycnexom npouien
KoHuepT Annbn MambeToBa U MOCKOBCKUX
KomMmno3uTtopoB C. HEMUPOBCKOro U
M. Ky3HeuoBa B [eHKoHcynbcTBE PK B
MockBe.

Ero no npaBy MOXXHO Ha3BaTb «[1ocfiom
My3blkK Pecnybnunku KazaxctaH».

...KaK n3BecTHo, Kaxkaoe noKosieHne
WLLET M HAXOAMUT OTBETbI HA BOMPOCHI,
nocTaBJfieEHHblE Nnepen HUM CaMOWM USHbIO.
Myt ANn6U, NnpeaHadYepTaHHbIM CyabO0H,
nopa<aeT Hac WNPOKMM OXBaTOM CaMblX
pasHbIx chep TBOPYECKON AeATEIbHOCTH:
KOMMO3UTOPCKas, My3blKaJlbHO-
nernonHutesbekas (1991-1995 rogbl
— apTUCT opKecTpa B Kasaxckom
rocygapctBeHHoM Teatpe apambl M. M. O.

AyazoBa (r1utapa, KnaBULLHbIE,
yAapHble UHCTPYMEHThI)), Tesle-
pPaanoOKOMMYHUKaLMOHHas (aBTop U
BeAyLHNIM paguonporpamMmmbl «MICKyccTBO
MY3blKW» Ha paguoCTaHLMSaX «ToTeM»

n «Pagno-cutm» — 1994-1996);
3BYKOpPEXMUCCEP Ha TENEBU3UOHHbIX
KaHanax (TPK «KasaxctaH-1 — 1995-
1998, «<HTK» — 1998-1999, areHTcTBa
«Xabap» — 2001), opraHn3aLmnoHHas
(rnaBHbIM 3BYyKOpexuccep TPK «fOxHas
ctonuua» — 2006), 3aBeayoLLni
MY3blKanbHO-MNOCTaHOBOYHOW YacTbio
Ka3axcKoro rocygapCTBEHHOIO
aKajJemun4yecKkoro TeaTpa um. K.

KyaHbllw6aeBa, pyKoBoauTenb «LleHTpa
no M3y4yeHuto Hacneamsa Axmeta U lazuabl
HKy6aHoBbIX» (MEMOpPHANbHbIN My3en) Npu
UM PK — ¢ 2007 roga no HacTosLee
Bpems), nejarornyeckas (pabota B
AnmMa-ATUHCKOW rocyaapCTBEHHOM
KoHcepBaTtopuu M. KypmaHrassl, B
Kasaxckoin HauMoHanbHOM akagemMuu
nckycctB um. T. K, XKypreHoBa),
Hay4HO-MeTonYEeCKas U Hay4yHo-
ncciiefoBaTeIbCKasl.

B ueHTpe BHMMaHUA Annbu-
uccnegoBartens — 6eperKHo CoOXpaHeHHbIN
HaUMOHabHbIN KONOPUT MYy3blKabHbIX
OTKpoBeHun AxmeTta HybaHoBa u Hyprucol
TneHgneBa, aTUYECKOE cofeprKaHue
6eccMepTHbIX TBOPEHUM [a3u3bl
HKyb6aHoBOM, MOryyas aHeprus, ucxoasiias
OT TeaTpaibHO-XYA0XECTBEHHbIX
noctaHoBOK A3epbanaHa MambeToBa,
MHOrOrpaHHbIN TanaHT XyAOKHUKa-
¥UBOMKUCLLA, aKTepa 1 BUPTYO3a-KIOMLLIN
Ay6akupa Mcmawnnosa, punocodckme
BO33peHus bonata banxurutoBa,
BOMPOCHI UCNONb30BaHUSA LMPPOBbIX
TEXHOJIOTMN B COBPEMEHHOMN My3blKe-
MOJEPH U T. 4.

Bca npocBeTutensckas aedaTeNlbHOCTb
Annéu — ato Benukasa Namats o
Benukux Jlioasx. Mpu akTMUBHOM y4acTUK
Annomu K 80-netuto I'. A. }KybaHoBowM
(2007) B AnmaTbl 6bl/M MPOBEAEHDI:
dectnBanb «<Mnp MO — My3biKa»,
Hay4YHO-NMpaKTuyecKas KoHbepeHLMs
«[a3n3a HKybaHoBa U My3blKa XX
BEKa», OpraHn3oBaHHaa KazaxcKon
HaLMOHaNbHON KOHCepBaToOpUen
uM. KypmaHrasbel. Annbu nepenaet B
BefeHne Komuteta KynbTypbl JIMYHbIN
apxuB HKybaHoBbix-MaM6eToBbIX U1

10 B 3TOM KBApPTUpPE NpoXKMBanu: B 1967 -1968 roaax —
BUW/HbIN Y4EHbIX, KOMNO3UTOP, ANPUIKED, aKaaeMUK AXMeT
Hy6aHos;

B 1968-1993 rogax — ero Ao4b, Bblaalowmmcs
KOMMO3UTOP COBPEMEHHOCTHU Ma3n3a yb6aHoBa;

B 1968-1999 rogax — cynpyr lasusbl }y6aHoBOM
M3BECTHbIN pexkmccep AsepbankaH MamMbeToB € AETbMU U
BHYKaMW.
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CBOIO NATUKOMHATHYIO KBapTUPY©

noa MemMopuasbHbli My3en AxmeTa

n rasnabl ybaHosbix. B 2011 roay

no npeanoxexHuto Annébu MambeTtoBa
LleHTpaNbHbIM rocyAapCTBEHHLIM MYy3€eHn
PK aononHMn aKkenosuuuio martepuanamu
0 HenocpeacTBEHHOM co3aaTesie 3Toro
My3es, AzepbaikaHe Magunesunye
MambeToBe.

Mpas3aHUYHbLIM COBbLITUEM B
KYNbTYPHOM XW3HW HalLEen CTpaHbl cTana
npuypodeHHas K 85-netuio Ma3nssbl
AxmeToBHbI }yb6aHOBOM Npe3eHTaLuns
nepBoro oduLManbHOro U3aHus cepuu
MY3blKa/lbHbIX KOMNAKT-AUCKOB Mpw
noaaepKKe KomnaHum «MenomaH»

C Npon3BeaeHNIMM BblaaloLLEerocs
KomMmno3auTopa (26 anpena 2012 roaa,
Anmartbl). BnepBble 3a 26 neT 6bin
ocylLecTBNEH NPoeKT Annbu MambeToBa
Mo BOCCTAHOBJ/IEHMIO paHee He N3aaHHbIX
paboT KoMnosutopa.

MoarotoBuTenbHasa paboTa no
UMbpPOBOMY pEMACTEPUHTY (YUCTKA,
pectaBpalus, nepesanncb ¢ apxXnBHbIX
606MHHbIX AUCKOB, C KaTyLEYHbIX
JIEHT, C rpaMniacTUHOK, B3ATbIX U3 €r0
JINYHOIO apxmMBa) U NOAroTOBKa M3aaHus
npoxoansia Ha NPOTAXEHUN HECKOJIbKUX
JIET €0 MHOIOJIETHEr0 U KPOMOT/UBOIO
TBOPYECKOro U TEXHNUYECKOIo TpyAa.

Mo numnumnatuee Annémn MambeToBa
[laHHbIM NPOEKT OblN peasn30BaH:
KomnaHus «MenomaH» BbinycTuaa Tpu
UCKa ¢ CUMbOHUYECKUMU, BOKaJIbHO-
CUMPOHUYECKMMU U KaMeEpPHO-
WMHCTPYMEHTaNbHbIMU NPOU3BEAEHUAMMU I,
A. XKy6aHoBow: «[Tpa3gHnyHan yBepTiopa»
Ans 60/bLIOro cMMbOHMYECKOro OpKecTpa
(1968), «<KoHLLEPT ANs CKPUMNKKU U
CUMbOHMYECKOIo OpKeCTpar» B 3-X YacTax
(1958), «CTpyHHbIM KBapTeT N2 1» ans
[IBYX CKPUMOK, a/ibTa U BUOJIOHYENN B

3-x yacTtax (1952), opatopus «Bozntobu,
4yesloBEK YyeNloBeKar B 9-Tn YacTtsax (1987),
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cumboHma N2 1 Kurep» («QHeprus»)
B 5-Tn yacTax (1971), cumdoHmnsa N2 2
«OCTpoB *KeHLMH» («Isla de las Mujeres») B
3-x yacTtax (1983), opaTopus «ApanbcKas
Oblnb» B 5-TW YacTax (1978).

AnnoOM BLICTYNAaET Ha CTpaHULax
raset U XXypHasoB, y4acTByeT B Hay4YHO-

NpaKTUYECKMX KOHPEPEHLUSAX, CEMUHapaX,

[laeT MHOrO4YMCNEHHbIE MHTEPBbLIO. MpH
BCEM CBOEM MHOIOrPaHHOM TaNaHTE U
AKTUBHOM OOLLLECTBEHHOM AEATENBHOCTHU

Annbu ocTaeTcss CKPOMHENLLNM, NPOCTbIM U

MCKPEHHNM HE/10BEKOM.

OAucKyccuna

B HacTosllLen paboTe npeanpuHaTa
NonbiTKa NO3HAaKOMWUTb YUTaTENEN
¢ 6uorpadpmnyecKMMm cBeAEHNIMHU
KOMMo3uTopa, NpocneanTb 3BOJIIOLMIO
TBOPYECKOro CTaHOB/IEHUS XYOOXHUKA,
pacKpbITb BCe 60raTCTBO U rMyoUHY
MWPOBO33PEHYECKNX, NOENHO-
XY[AOKECTBEHHbIX, My3blKabHO-
3CTETUYECKMX YCTAHOBOK, AatoTcs
TeopeTUYECKUE paccyKaeHus
MY3blKanbHOMo CofiepKaHns u
CTUANCTUYECKMX OCOBEHHOCTEN
KOMMNO3MTOPCKOro nNucbMa Ha npumMepe
LLenoro psiga *KaHpoBO Pa3HOMNaHOBbIX
COYMHEHUI, NOJYEPKMBAETCH 3HAYEHNE
Pa3HOCTOPOHHUX BWUOB AEATENbHOCTH
Annén MambeTtoBa-KybaHoBa ans
COBpPEMEHHOM OTEYECTBEHHOW KYJbTYPbI.

CpaBHMBas coaepxaHue JaHHOM
CcTaTbyM C U3JaHHON paHee paboTon M.
9. [aMapHMK, HEOBXOAMMO OTMETUTD,
YTO OYEPKBbILIEHA3BaAHHOro aBTopa,
6e3yCcNI0BHO, UMEET ornpeaeNeHHyo
MUCTOPUYECKYIO LIEHHOCTb [1],
NOCKOJIbKY B HEM NOAPOGHO
OCBellleHbl Pa3HOCTOPOHHWE UHTEPECHI
N 3aCNyXKEHHbIE JOCTUKEHMUS
AnHacTumn ybaHoBbIx. OgHaKo
NS HAY4HOW YECTHOCTU U BOoSbLIEN
[I0OCTOBEPHOCTU aBTOpP He YKa3bliBaeT
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CCbI/IKWM Ha AOKYMEHTasbHbIE U
onénnorpadryeckme NCTOHHUKMK.
B onpeneneHnm xyqoxeCcTBEHHOIO
cofeprKaHna COYUHEHUN «MeHyaT»,
«Ha o3epe», «Perata» uccnegosartern,
BO3MOXHO, NpeHaMepPeHHO UCMONb3yeT
TOM/ECTBO ABYX BbIPaXXEHUN «CBEXKECTb
W OPUIMHANbHOCTb», HO HE pacKpbiBaeT
CYTb 3TUX KATErOPMN OTHOCUTENTbHO CaMMX
co4nHeHunn. Bee e uccnegosatenn M. 4.
[aMapHUK aKLLEHTUPYET Hallle BHUMAHUE
Ha TOM, YTO ee «04YEePK HU B KOEN Mepe
HE MOXET nepeaaTb BCIO MOMHOTY U
MHOIOrpaHHOCTb TBOPYECKOTO 06/IMKa
Annbus MambeToBa».

3aknoueHue

Pe3yneratbl HACTOSALLENO
neccsiejoBaHus No3BOJININ HaM
rnpeacTaBUTb My3blKaJlbHOMY MUPY JNLLb
HEe3HauYnTeIbHYI0 YacTb MHOIrorpaHHoMm

XKN3HEeNesTe/IbHOCTH Albun
Mamb6etoBa-KybaHoBa. Tem
He MeHee aBTop HaJeeTcs, 4To
npeanaraemMbiv BapnaHT MOXKET
[OC/Y»KNUTb OTIPaBHON TOYKOM AN
Ja/ibHeullero n3y4eHus TBOpPYEeCKoM
aestenbHoctu A. MambeTtoBa-XKybaHoBa.
lpeactaBuTesib TPETLEIO MNOKOAEHUS
B Mory4em fipeBe »un3Hn XybaHOoBbIX
B Tpex urnoctacax — KOMno3uTOPCKOM,
Hay4HOM u nejarorn4eckon — Aiméu
Mam6eToB, OTKpbIBasi HaM COKPOBEHHbIE
TalHbl BbICOKON HPaBCTBEHHOCTU U
Mopanu, NOAIMHHON OC/IENNUTENBLHO-
6e3YKOPU3HEHHON KpacoTbl BHYTPEHHEIO
MUpa BbIAAIOLUNXCA IMYHOCTEMN, CTAHOBUTCS
HalllMM rMpoBOAHNKOM B NPEKPacHbIi MUp
BbICOKOM YXOBHOCTH.

paHANO3HbIM Cy1bOOHOCHbIN 3aMbICes
Anunbun nocnenoBatesibHO NPeTBopseTcs
B Hallly COBPEMEHHOCTb M CBSI3aH OH C
BbINO/IHEHMEM 6J1aropoJHON MUCCHN B
OTHOLLIEHNW CBOEN [p0A0CI0BHOM. [10J06HO
ApeBHen netonucu Aninbm BocKpellaet
CTPaHMLbI NPOLLIOro, rapMOHUYHO

coyeTast pasHbIe MU3HU U Cy1bObl CBOUX
BeJIMKUX NpeKoB AxmeTa u [a3usbl
XybaHoBbix, A3epbaixaHa MambeToBa,
YIKE yBEKOBEYEHHbIX BCEMObEKAAIOLNM
BpemeHem.

bnaropaps gesitesisHoCcTM Ainou
TBOpYECTBO AXMmeTa u [a3u3bl XKyb6aHoBbIX,
A3epbaitkaHa MambeToBa CTaHOBUTCS
HallnM HallMOHalbHbIM JOCTOSTHUEM,
COKPOBMULLHULIEN XY[OXXECTBEHHOM
Ky/1IbTypbl COBPEMEHHOIO KazaxcraHa.
CBonMM MOCTynKamu oH yTBepxKaaeT
MPOHECEHHbIE Yepes Thica4yeneTus
[103TUYECKME CTPOKM BblAalollerocs
MukenaHaxeno:

«...IBOPEHBE MOXKET NEepeXuTb TBOPLA:
TBOpeL yraeT, Npupoaor NnobeKaeHHbIH,
OfHaKo obpas, UM 3arnedat/ieHHbIH,

Bekamu 6ynet corpeBaTtb cepaual...».

...BceneHckui Pasym u MNoKow,
HeymMonMmas NocTynb BpeMeHu n
r'yNKuMi Habat 0T3BYKOB BeyHocCTu... ATn
GunocodpcKune pasmbllLneHnd 0 GPEHHOCTH
Hawero 6bITMs elle B aanekom 2004 roay
Annbu n3noXnn B ceoen nputye «Jepeso
cyab6bl». 3nemMeHToM pedpeHHOCTH B
JaHHOM Npou3BeaeHnun, a, BO3BMOXHO, Idee
fixe BCEro *}M3HEHHOro NyTM KOMNo3uTopa
SIBNSETCS TEMa BOMNOLLEHUS YETOBEKOM
cBoen Cyabbbl, KOTOpas, N0 MHEHUIO
Annbu, n ecTb eUHCTBEHHAs NOAJIMHHAS
06513aHHOCTb KaxK/0ro 4efoBekKa...
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A. Hyp>xaHoBa
Gananap my3bika meKkTebi MKKK, KoctaHai, KasaKctaH

KOMMO3UTOP 3/1IBU MAMBETOB->K¥BAHOBTbIH WbIFAPMALIbIJIbIK NOPTPETI

AnpaTna

MakKana, 6i34iH 3amaHayn KOMNO3MTOPAbIH, 3EPTTEYLI, OpbIHAAYLIbI, My3blKa KOFaM KanpaTKkepi, negaror
onién Mamb6eToB-Ky6aHOBTbIH, CaH KbIp/ibl KbIBMETiHE apHanabl. byn makanaga oniéu Asepb6anxaHybl
Mam6eToB-KybaHoB Typasnbl, OKbiIpMaHaap YWiH KOMMNO3UTOPAbLIH, eMip6asHAbIK MaNiIMETTEPIMEH TaHbICTbIPY
faHa eMec, COHZlan-aK CYPETLUiHIH WhbiFapMaLlblibIK JaMy 3BOIOLMACHIH Kagaranay, UaeanblK-KepKeMaiK,
My3blKa-3CTeTUKablK, GUN0oCOoPUANbIK GanbiFbl MEH AYHUETAHbLIMAbIK TEPEHAIrNH aHbIKTay, Xy3€ere acTbl.
KomnoswuTop: ata-aHachl, 6ananbiK WaFblHAAFbI }XapKblH eCTenikTepi, oTéacbiHAaFb! WblFapMallbliblK,
aTmocoepa, aKeci AsepbarixkaH MaMb6eTOB aHe aHackl Fa3nsa Myb6aHoBaHbIH KEHEC AdYipi Ke3iHae
Tamalla ajaMapMeH Kesaecynepi, My3blKa-aCTeTUKanbIK, ApaMaTyprusbliK-uaessbl WhiFapManap
TYXbIpbIMAAMaCbIHbIH, Ky3ere acybl Typasbl, ecTenikrepi 6i34iH 6acTbl Ha3apbiMbi3ga. KoMNo3uTop yLliH
6enrini opkecTpnik noamMa «KoLwyT noaMachl» KOMNO3UTOPbIK XaTTbIH, Mblcalibl PETiHAE, CTUIMCTUKANbIK
HerisiHe Ty)KblpblM 6EpPETIH epeKlle Ha3ap ayaapyabl KaxeT eteni. Makanaaa oni6n Mam6eToB-Ky6aHOBTbIH,
03 LWexipeciHe KaTblCTbl — AXMeT KyaHy/biHbIH, }KybaHoB, Fa3nsa AXMeTKbI3blHbIH ybaHoBa, 93ip6aikaH
Magunynbl MaM6eTOBTbIH, aFrapTyLUbliblK MUCCUACHI BanKanaibl.

Tipek ce3pep: 01i6v MombeToB-KybaHoB, XKyb6aHoBTap ot6acTapsl, Wexipe, Anmatsl KypmaHfasbl
aTblHAaFbl YNTTbIK KOHCEPBATOPUS, KOMNO3UTOP, MBAEHU Mypa.

A. Nurzhanova
SMMO «Children's music school» (Kostanay, Kazakhstan)

CREATIVE PROFILE OF ALIBI MAMBETOV-ZHUBANOV, A MUSICIAN (COMPOSER)

Abstract

The article is dedicated to many-sided activity of our fellow man, musician, researcher, musical-social
agent (actor), educator Alibi Mambetov-Zhubanov. It will try to not only get the reader acquainted with
biographical data of the musician, but also to trace the evolution of artist’s creative work path, to unfold all
the richness and depth of his worldview, ideological-artistic, musical-esthetic attitudes. In the spotlight, there
are composer’'s memories about bright moments of his childhood, creative atmosphere in the family, great
parents: father Azerbaizhan Mambetov and mother Gaziza Zhubanova, about meetings with remarkable
people of soviet era, musical-esthetical preferences in choice of ideological-dramaturgic concepts of
compositions, their instrumental embodiment. Special attention is needed for the orchestral poem called
“0 koshute”, the work, which is important for the musician himself, on the example of which the analysis of
composer’s stylistic features in writing is done.

The article shows outreach mission of Alibi Mambetov-Zhubanov in relation to his ansectry — Akhmet
Kuanovich Zhubanov, Gaziza Akhmetovna Zhubanova, Azerbaizhan Madievich Mambetov.

Keywords: Alibi Mambetov-Zhubanov, Zhubanov dynasty, ancestry, Aimaty national conservatory of
Kurmangazy, composer, cultural legacy.
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PA3BUTHE
[MPUHLIUITOB
«JIEUCTBEHHOM
CUEHOI'PA®UU »
B KABAXCKOM

\ 4

ART STUDIES

TEATPE B 1960-
1970 TOJAX

MPHTH 18.45.45

K. Cyzeesa'

'Kasaxckast HaionanbHast AkaeMust HCKYCCTB UM.
T. K. )Kyprenoga,

Anmvartsl, Kazaxcran

PA3BUTUE NPUHLUMUNOB AEUCTBEHHONW CLLEHOFPA®HH» B KABAXCKOM TEATPE B 1960-1970
rogAx

AHHOTauMA

B naHHOM cTaTbe paccMOoTpeHbl NpobaeMbl GOpMOo6pa3oBaHus U Npeobpa3oBaHUs CLLEHUYECKON cpeabl
B TeaTpax KazaxcraHa KoHua 1960-1970 rogos. [osaBneHne HOBOro NpUHLMNa obopMIEHUSA CNEKTaKNS,
BBeJEeHWe HOBOIro TePMUHA «CLieHorpadus», KOTopoe Haubonee NosHee oTpaxKasno Posib U cneunduxy
AEATENbHOCTU XYLOXHWKa B TeaTpe. PaccMoTpeHbl Npo6aembl, C KOTOPbIMU CTONKHYIOCb HOBOE NMOKONIEHUe
npodeccUoHanbHbIX PEXUCCEPOB U XYAOKHUKOB Ka3axcKoro Teatpa. OnpegeneHune noHATUs «cLueHorpapus»
YCNOXHSANOCh C 3aa4YaMu, NoCTaBNEHHbIMU Nepes TeaTpanbHbiM UCKycCTBOM. CLeHorpadus —cdhepa
XYLOXEeCTBEHHOMN AeATENbHOCTH, B PaBHON Mepe OTHOCALLAACS U K MU306pa3nUTENbHOMY UCKYCCTBY, U K
Teatpy. lNpeacraBnas co6oin 0AUH N3 KOMMNOHEHTOB, O4HY M3 CTOPOH CMHTETMYECKOro UCKYCCTBa TeaTpa,
rae paboTa XyLoXHWKa NoAYMHEHA CNEKTAKIIIO, CLLEHNYECKOMY AEeNCTBMIO, CLieHorpadus BMeCTe C TeM
HeceT B cebe XyAoXKeCTBEeHHble 06pasbl, BO3AENCTBYIOLLME Ha 3pUTeNs n306pasnTebHbIMU CPEACTBaAMM.
M306pa3nTtensHbiv pajg cueHorpada UCXOANT U3 Maeun cnekTakas. B cueHorpadumn coxpaHaoTes He TONbKO
NPUHLMMBI, HO U KOHKPETHbIE MPUEMbI CO34aHUS CLLEHNYECKON KOMMNO3ULIMK, OAHAKO B COOTBETCTBUU C
HacyLHbIMK 3a4a4aMu OHWM NPUOBPETaIOT MHOM MacwTab M 3By4aHue. B cTaTbe NnpoaHannM3vpoBaHbl NyTu
JanbHeNLero pa3B1UTUa Ka3axcKoro cueHorpaduyecKoro UCKyccTBea.

KnoueBble cnoBa: cLeHorpadus, TeatpanbHOe UCKYCCTBO, MNacTMYecKas cpeja, AeNCcTBeHHas

cueHorpaowms.
BBeaeHue cueHorpada Kak uHTepnpeTaTopa
N3y4yeHne COBPEMEHHOIO COCTOSIHUS NPOCTPAHCTBEHHOIO PELIEHNS UAEN
TeaTpoB pecnyb/IMKM HEBO3MOXHO CNeKTaKa onpegensnach U AMKToBanachb
6€e3 uccnenoBaHus aTanoB pas3BUTUS CcoLManbHO-UCTOPUYECKON N KyNbTYpHOWM
cueHorpadum KasaxcrtaHa. Ponb cuUTyaumen. B naHHOM cTaTbe pacCMOTPEHbI
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npo6nemMmbl popMoobpa3oBaHUa U
npeo6pa3oBaHus CLLIEHMYECKON cpelbl B
1960-1970-€e rogbl, KOraa B UCKycCTBE
0hOpPMJIEHUSA CrEKTaKNa 0603Ha4usICs
HOBbIW 3Tan, CNOXMnacb o6pasHas
cuctema, BO MHOIOM OT/IMYHas oT
CyLEeCTBOBABLLUMX paHee AeKOPaLMOHHbIX
dopm.

MeToabl

B cTatbe ncnonb3oBaHbl aHHbIE O
CMNeKTaKIax Beaylwmx TeaTpos pecnybnKu:
KasaxcKoro rocygapCTBeHHOMo
aKageMun4yecKoro TeaTpa gpambl nm. M. O.
AyazoBa, KazaxcKoro akaieMmm4eckoro
TeaTtpa onepsbl n 6aneta nm. Abas, Pycckoro
aKaJemMun4yecKoro TeaTpa gpambl UM. M. 0.
JlepmoHTOBa, [OCYyaapCTBEHHOrO TeaTpa
anga neten u oHowecTtBa KasaxctaHa um. I.
MycpenoBa, TaK Kak UMEHHO B TBOpYEeCTBe
3TUX KOJITEKTUBOB MPOLIECChI Pa3BUTUSA
cueHorpadumn nonyyatot Hanbonee NosHoe,
3aBeplleHHoe BonnouweHune. Beibop
CNeKTaKnen onpeaeneH ux 3Ha4MmMocCTbO
AN pa3BUTUSA Ka3axCcKou cueHorpadum 1
TeaTpasibHOro UCKYCCTBa B LLEIOM.

B nccnegoBaHuax, NOCBALLEHHbIX
TeaTpasibHOMY UCKYCCTBY, MEHEE BCETO
ocBelatoTcs Npob6aemMsbl, CBA3aHHbIE
C NPOCTPaHCTBEHHOW 06PA3HOCTLIO
CNeKTaK/s, ero cueHorpapmyeckum
peweHnem. ObbI4HO cueHorpadus
CMNeKTaKa paccMaTpuBanacb Kak
HEeYTO NMPUBHECEHHOE, MO3TOMY O HER
rOBOPU/M C MO3ULIMK APYTMX BUAOB
WCKYCCTB, Hanpumep *Xnsonucu. MyeuHon
M NaHOPaMHOCTbIO UCCNIeA0BaHNS
oT/In4aloTcs MoHorpadun, NpobreMHble
ctatbu B. bepeskunHa, M. lNoxapcKown,
®. CbIpKMHOW, rae NPUHLUMMbI
cueHorpaduyeckoro odbopmneHus
CNEKTaK/Is NPOCNEXKeHbl KaK OCHOBa
pPa3BUTUS TeaTpanbHOW KyNbTypbl.

«B notoke cBoeo6pa3sHbIX NPUHLIUIMOB
cueHnYecKoro opopMIeH#Us. .. NosiBAseTCs
TN JEKOpaLUK, He YKNaAblBatoLWMNCS

B PaMKMW MPMBbIYHbIX NPeACTaBNEHUN,
KOTOPOMY TPYAHO OTbICKaTb NpsiMble
aHanoruu B cueHorpadum npoLubIx
anox» 1, c.152 . Te 0cOGEHHOCTH,

YTO CTaNIM XapaKTEPHbIMU ANS HOBOIO
MeToAa, BO3HWKaNM U HapabaTbiBainCb
nocteneHHo. Nccnepnosatens B. bepe3kuH
onpeaensieT «AeENCTBEHHYIO cLeHorpadmio»
KaK «BOM/OLLEHNE CPEeACTBAMM NNACTUKM
CaMOro cylecTBa gpaMaTuyeckoro
KOH®NKUKTar. «Camomn obLLen YepTon
NEeNCTBEHHOM cueHorpaduun, — nUeT
OH, — SIBNIeTCH TO, YTO CO34aBaEMbIN
XYAOXKHUKOM MnjiacTM4eCKnin obpas
pacKpbliBAETCA UCKIOYNTENBHO B
npoLiecce CLEHNYECKOro AENCTBUS» 2,
c. 73 . Bsanmogencreme pexxmccypbl u
cueHorpadumn obpeTano KayeCTBEHHO
HOBbl€ YepTbl, BXOAMIO0 B HOBYIO dasy,
onupasicb Ha nyylne JOCTUHKEHNS
npeaplayllero XyaqoxecTBEHHOro onbliTa.

Pesynbratbl

Ha4yano 1960-x — n1oA0TBOPHENLLNI
nepuoa Ans Ka3axckoro Teatpa, B TOM
yucne u ans cueHorpaduun. Co6CcTBEHHO
MMEHHO TOrJa M BO3HUKIIO Camo
NOHATUE «CLLeHOorpaduUs» — HOBbIN
NPUHLMN ODOPMNEHNSA, KAYECTBEHHO
OT/IMYHbIN OT NpPEXHEN AeKOopPaLMOHHOM
cuctembl. UMEHHO B 3TOM CMbICNE
CNOBO «cLeHorpadus» BXOANT B
o6uxoa. CnoBom «cueHorpadus» 6bian
3aMeHEHbI CBA3KM «AeKOpPaLIMOHHOE
WUCKYCCTBO», «[IeKOPaLIMOHHbIN 13bIK»,
OHM MOYTU UCHE3NU U3 NEKCMKOHA
Teatpa 60—70-x rooB NPOLLIOro BEKa.
XynoXHWK TeaTpa cTan Ha3blBaTbC
cueHorpadom. CueHorpadus otgennnach
OT APYrMX NNacTUYECKUX UCKYCCTB, cTana
MCKYCCTBOM BMOJIHE CYBEPEHHbBIM, BECbMa
BNUATENbHbIM COMHTEPNPETATOPOM
ApamaTypruu.

1960-1970-e — Bpems NOUCKOB
aKTMBHbIX cLeHorpadpuryecknx o6pa3os,
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BneyvyaTnaoumx NpoCTPaHCTBEHHbIX
naen. CueHorpaduyeckme peleHns Bce
60/1ee OpMEHTUPYIOTCS Ha BOcco3aaHune
MHOX€ECTBEHHOCTU XMU3HEHHbIX CBA3EN:
BO3HMWKaeT CNOXKHOe B3auMmoaencrame
pexuccepa, cueHorpada, aktepa.
MMeHHO Torga CNnoXuUnmMcb MHOroneTHUe
peXxunccepcKo-cLeHorpadpuyeckme
coapyKecTtBaa.

Ana npUHUMNMaNbHO HOBbIX
naen B pexxunccype noHagoobunuco
NPUHLMNMUANBHO HOBbIE MacTUYecKue
BblparKeHMus.

Kazaxckas cueHorpadpus B Te
rofbl MCKana cBOM HOBbIN A3bIK U
BblpaboTana ero. Te 0cO6€HHOCTH,
4TO CTaNIM XapaKTepHbIMU AnS HOBOrO
f13blKa, BO3HMKaNIN N HapabaTblBaanCb
nocTeneHHo. B HUX OTKpUcTan1M3oBasncs
ONbIT NpeablAyLINX AECATUNETUIN, OHU
oTBeYanu ee 3anpocam U NoTPebHOCTAM.

Auckyccua

B Havane 1960-x TeaTpanbHas XU3Hb
B KazaxctaHe OXXuBunacbh, MCKYCCTBO
CTPEMMIOCH HallynaTb peasbHble
KOHGNKTLI. [peagMeToM BHUMaHUSA
cTana 0O6bl4YHAsA N3Hb OObIYHbIX NtOAEN.
MCKycCTBO AO/IKHO OblTb }KM3HEHHBIM —
TpeboBaHMe NpaBabl ABNANOCH A1 TOM
nopbl NporpaMMHbIM. M BAOXHOBIEH
MOUCK HauYuHalLero pexuccepa A.
Mam6eToBa. MMEHHO B 3TH rofibl aBTOPUTET
peXMUCcCypbl B COBETCKOM TeaTpasibHOM
NCKYCCTBE OKOHYaTeIbHO YTBePKAaeTCs,
W Ha 3TOT Nepuog npuxoamtcs Hambonee
aKTUBHas TBopYecKas AesaTeNIbHOCTb
A. Mamb6eToBa. Hapsiay ¢ Takumu
NOCTAaHOBLMKAMMU, Kak B. MNaHco, M.
Tymanuwsunu, T. KA3umoB 1 apyrue,
A. MambeToB BO MHOIOM onpeaenun
JINL0 COBETCKOro MHOMOHaLMOHa nbHOro
CLLEHWYECKOro UCKyccTBa TeaTpa 1960—
1970 rogoB. Botos ¢ Mnno30pHO-ObITOBLIM
O0POPMJIEHUEM, C JTIOKHOPOMAHTUYECKUM
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NnapoCcoM B aKTEPCKOM UCKYCCTBE,

A. MamM6eTOB haKTUHECKN HE TONbKO
NPUBHOCKU/T Ha Ka3axCKyto CLEHY
HOBATOPCTBO MMPOBOrO TeaTpa, HO U
BO3Bpallan el UICKOHHO HaLMOHaNbHble
yepTbl. CBEXEE NPOYTEHUE CTAPOro
penepTtyapa 1 cBob6oa B UCNOIb30BaHNK
Bblpa3UTENbHbIX CPEACTB MOMOIK
Mam6eToBYy co3aaTb CNEKTAK/N, CTaBlUNE
ans TeatpoB KazaxctaHa CTUMY/NIOM,
OyasLIMM COOBCTBEHHYIO TBOPYECKYIO
daHTasuto.

CnekTaknm Kasaxckoro
rocylapCTBEHHOro akageMnyecKoro
TeaTpa Apambl M. M. O. AyazoBa gatot
BO3MOXHOCTb NpocneanTb TEHAEHLINH,
TUMWYHbIE A4N19 cLeHorpadmuyeckoro
UCKYyCCTBa 3TuX JieT. MNpouecc 06HOBMEHUS,
NMOMWCK HOBbIX CPEACTB XyAOKECTBEHHOM
Bblpa3nUTENbHOCTU 3[1€Cb Havascsa paHblue
W Wen MHTEHCUBHEE, YeM B TeaTpe onepb!
n 6aneta, THO3e, o6nacTHbIX TeaTpax, B
0COBEHHOCTHM Mocse Toro, Kak Bo rfaBe
ero ctan pexuccep A. MambeToB. Ero
cneKtaknm «MatepuHCcKoe nosne», <AiMaH-
LLlonnan», «<AGan» Npo4epPTUIN OCHOBHbIE
HanpaBfiEHNUS, MO KOTOPbIM B Aa/ibHENLLEM
CyXaeHo 6yaeT pa3BMBaTbC Ka3axCKoMy
TeaTpabHO-AEKOPaLMOHHOMY UCKYCCTBY.

B 3TK roabl cTaBMI0Cb MHOTO
crneKTaknen. Ha cueHe npogonxanu
¥UTb KlacCUYECKNe Npon3BeaeHus,
OCYLWECTBNSAINCb HOBbIE MOCTAHOBKM
Kasaxckux gpamarypros (K.
MyxamenrkaHoBa, A. Taxknbaesa, K.
LLlaHrnt6aeBa), BO30OOHOBNANNCH CTapble
NOCTaHOBKMW, HO NnpeobnagatoLwen 6bina
CoBpeMeHHas TeMaTuKa. Teatp xoTen
rOBOPUTb CO 3pUTENIEM O COBPEMEHHOCTH
NOHATHbIM eMy A3bIKOM. COBpeMeHHas
Nnbeca CTaHOBW/IaCb HaCyLLHOW
NOTPEOHOCTLIO AHS.

3Ha4YnTENbHYIO POSb B 06PETEHNN
HOBbIX MPUHLMMNOB, CO3/1aHNUN 3PUTENLHOIO
o6pa3sa cbirpano obpalleHue Teatpa K
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KomeaunHow apamaTtyprin. Komeguu
«BolYoHOK nop wankon» (1959),

«CBaxa npuexana» (1961) MHTEPECHDI
TEM, YTO 3TO rnepsble PpaboTbl MOJIOAbIX
MacTepOB Ka3axCKOM CLEeHbl: ApamaTtypra
K. MyxamemkaHoBa, pexuccepa A.
Mam6eToBa, xyaoxHnKa M. Ep»kxaHoBa,

KomMmnosauTopa I }y6aHoBOH. ITH
CMNEeKTaK/IM MPOoLWIn C YCNexom BO BCEX
TeaTpax KazaxcrtaHa.

Teatp 1960-x pasBunBancs
cBoeobpasHo, BUAeHWe Mbechl
CTaHOBW/IOCb BCe 60/1e€ YTOHUYEHHbIM,
BCce 60nee YCNoXHEeHHbIM. PasinyHble
OTpacnu UCKyCCTBa Bcerga pa3BMBaloTCs
HepaBHOMEpPHO. Pexuccypa Tex roqos
B36ygopaxuna XyqosHMKOB, U HWU OOWH
pexuccep yxKe He cornawascs npocro
npounnocTpupoBaTth Nbecy. O6pa3
XYOOXHMKa AOSIKEH OTHOCUTBLCH K 06pasy
pexuccepa TaK e, Kak obpas pexxkuccepa
K 06pa3dy apamaTtypra. Pexuccep B 060mx
c/lydasdx ocTaeTcd LLleHTPOM 3ambicna, HO
3aMblces1 OT 3TOro CMELLEHUS CTaHOBUTCS
TO/IbKO BhINyKJiee. TeM OTBETCTBEHHEe
BbIGOP PEXMCCEPOM XYAOKHUKA U TEM
4yeTye JOMKHA ObITb MOCTaB/IEHHAsA UM
nepej xyaoxxH1MKoM 3agada. lMpurnawas
XYOOXHMKA, PEXMUCCeP yrKe YETKO JOMKEH
npeacTaBfsaTb HanpaBieHUe CBOUX
MOMCKOB M JOHECTHU UX O cueHorpada.

MocTeneHHO HaYMHaeTCs MEHATLCS
camMo NOHWMaHWe YCIOBHOCTU. 3TO yxKe
He TONIbKO MOAHbIM NPUEM, a MOHATHUE,
CBfAA3aHHOE KakK C NOCTUXeHMeM bonee
rMy60oKNX YPOBHEN AENCTBUTENBHOCTH,
TaK ¥ C LLeSIbIM KPYrom crneundu4ecKmx,
NPUCYLWUX NIULb UCKYCCTBY CPEACTB
BO3AENCTBUSA HA BHYTPEHHUN MUP
yenoseka. Onupasch Ha onbIT 20—30-x
rogos XX BeKa, TeaTpalibHble XyA0XHUKU
BCTYNWAKW B NOPY CO3AaHNSA NOAJIMHHO
HOBOrO noaxoaa K oopMIIEHUIO
CMNeKTaK/s, KOTopbIK 6b11 Ha3BaH
«1eNCTBEHHOM cueHorpadunemn» (B.

BepeskuH). Cnoxuncs NpuHLUKUN «€AMHON
nnactnyeckom cpegbl». CUMBONMKaA,
MeTaPpOPUYHOCTb NPOCTPAHCTBEHHbIX
KOMMO3UL MM BblNTN NPU3BaHbI

Bblpa)aTb BaXHEWLLIMUE acneKThbl
NMAENHO-XYA0XKECTBEHHOIO COAEPKAHUS
cnekTakng. CMbicnoBast MHOrO3Ha4YHOCTb
W aKTuBHas GyHKLUMOHaNbHas posb
cueHorpaduryecKon getanu, CBETOBOM
NapTUTYpbl, MOLLLHOE 3MOLMOHaNbHOE
BO34ENCTBUE HaTypanbHbIX GpaKTyp — BCe
3TO NOMOTano yTBepKAaTbCsi BHEOLITOBOMY
CLEHMYECKOMY MbILLIEHUIO PEXUCCEPOB
u cueHorpadoB. OTKpbIBaOTCS
BO3MOXHOCTHK pa3BUHYTb rPaHuLbl
XY[IOKECTBEHHOI0 NO3HaHUA MUpa,
OCMbIC/IUTb €r0 CYLHOCTHbIE CTOPOHbI C
No3uLUMKU BCECTOPOHHETO, LIETIOCTHOIO
oxBaTa SBJIEHUN KN3HU. CTpemneHne

K BbICOKOW CTENeHn 0606LWEeHHOCTH,
crneunduryecku «mogenupyouen» B3rnaa
Ha NeNCTBUTENIbHOCTb, 06YC/TI0BUNO
BaXHeWLWmne rpaHn B3auMoOAeNCTBUSA
perunceypbl U cLieHorpadumm JaHHOro
nepuoga.

Ha cueHe ytBepxaatoTcs pasinyHble
TUMbl €4UHOM MeTahOpPUYECKON
ycTaHoBKK. O6pas3Ho npeobparKeHHoe
NPOCTPAHCTBO ONpeaenmno oCoO6eHHOCTH
aKTepPCKOM NNacTUKKU, UBMEHUIO caM
XapaKTep CLLEHNYECKOro NoOBeAEHMUS
WUCMNOMHUTENS, MPUHLMMBI CO3AaHUSA UM
o6pa3sa, YTo NpuaaBano 6onee eMKUN
CMbIC/T MU3aHCLEHNYECKOMY psiay, BCEMY
CMEKTaK/IIo B LIESIOM.

B aTOT Nnepunop B Ka3axckom Teatpe
NMPOUCXOANT UHTEHCUBHbIN MPUTOK HOBbIX
TBOPYECKMX CUI, APKNX TMHHOCTEMN:
pexxunccepa MeH-[oH-YKa, XyqoXHWKOB I
Ucmannoson, [. Cyneesa, B. Cemn3oposa,
N. KoporoauHa, 3. lenaebpexta. B
cueHorpadum psLom co cTaplimm
NOKONEHNEM XY[OXKHMUKOB HauYuHaeT
paboTaTtb cMNbHaa naesaa cueHorpados,
OKOHYMBLIWX BY3bl MOCKBbI U JlIeHUHrpaja.
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XYAOXHMKK B pa3HbIx TeaTpax
NPEeANOKUIN PeLleHUs, B KOTOPbIX B 0BLMX
yepTax yxKe 6bln chopMmnpoBaHbl HOBbIE
NPUHUMMBI 0POopMAEeHUs: B KazaxcKkom

ApamaTtnyeckom Teatpe num. M. O.
AyazoBa — «MaTtepuHcKoe noner» (1964)

A. HeHaleBa, «CakeH CendyninH»
(1967) E. MaHKe, «KpoBb 1 not» (1973)
A. KpnBolenHa; B Ka3TiO3e — «CepTKe
Cep1» (1966), «Anb-Papabu» (1974),
«[TepBble ncKpbl» (1967) [. CyneeBa;

B PYCCKOM ApaMaTuU4yecKoM TeaTpe —
«llectoe niona» (1965) B. CemnzopoBa.
HasBaHHble Bbllle NpoM3BeaeHus
cueHorpadoB, BbINMOSHEHHbIE HA BbICOKOM
npodeccruoHanbLHOM YPOBHE, OTNMYaNUCh
WHAUBWAYaNbHOCTbIO, COOTBETCTBOBA/U
AyXy BpEMEHU. TN paboTbl MOXKHO
CYMTaTb HA4YanOM HOBOIO HanpaB/eHUs B
NCKycCcTBe AeKopalmn KasaxcTaHa.

Cnekrtaknto «<MaTepuHcKoe none»
(pexuccep A. MamM6eTOB, XyAOKHUK A.
HeHalwes, komno3uTop I. }yb6aHoBa, 1964
roa) NpUHaaNEXUT ocobas posib B UCTOPUM
Ka3axCKoro TeaTpa KaKk nepBoMy NOAIMHHO
HOBAaTOPCKOMY CMeKTaK/0. B cTatbsx u
peLeH3nax CoBPEMEHHUKOB HEM3MEHHO
aKLEeHTMpoBanocb BHUMaHWE Ha ero
NMaenHOM 3Ha4YMMOCTU U HOBATOPCKMX
OTKPbITUSAX B 06/1aCTU CLLEHUYECKOM
dopmbl. [leKopalnu K CNeKTaKto
cTanu SpKor BEXOM o6Lero passuTng
Ka3axckow cueHorpadun. OnmcaHHble
B AeCsTKax peueH3unn 6naucrtartesibHbole
perunccepckue Haxoakmn A. MambeToBa,
3ddEKTHbIE Y MOAJIMHHO CLLEHUYECKHNE
AeTanu CNyxunv obpasHomMy pacKpbITUIO
MbIC/IM CLEHbI 1 3anu3oaa. OpuUrnHanbHOCTb
XY[IOXKECTBEHHbIX pelleHui A. HeHalleBa
Oblf1a poxaeHa 60raTcTBOM MbIC/IU U
CNOXHbIX acCOLMATUBHbIX CBA3EN, TOTYKOM
K KOTOPbIM 6bl/1 TUTEPATYPHbIN MaTepuan
Y. AnTmaToBa. Coo3 HOBaTOPCKOM MbIC/U
pexuccepa A. Mamb6eToBa M XyOOXKHUKa
A. HeHalueBa umen rnyboKum CMbICi C
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TOYKM 3PEHUS CO3PEBLUNX K JAHHOMY
BPEMEHU CABUIOB B TeATpa/ibHOM
NCKycCTBE. VX xapaKTepusyeT NOBOPOT

OT MNCMXONOrMYECKU-BbITOBOIO

K MHTEpPNpPETaLMOHHOMY TeaTpy,
OTPa3nBLIMNCA B KOPEHHOM U3MEHEHUM
NOHMMaHWS CLLEHWYECKOro NPOCTPaHCTBA U
3ajay TeaTpanbHOro XyJOXKHMKa.

[MaBHOE 3HaYeHMe CNeKTaKs
«MaTepurHCKoe none» BUAMTCS B TOM, 4YTO
MMEHHO B HEM UCKYCCTBO XYAOXHMKa A.
HeHalweBa Hanbonee NOAHO U OPraHUYHO
CoeMHUNOCH C pexxunccypon A. MambetoBa
1 06peno NoAMHHYIO CUY CLEHUYECKOM
BblPa3UTENIbHOCTH.

Ana cnexktaknsa «MaTepuHcKoe
none» HeHawes co3gan equHyio
NS BCeX AENCTBUIN cnpaneBuaHyo
[AEKOPALMOHHYIO YCTaHOBKY, CTOSILLYIO Ha
Kpyre. Jlyun 9pKoro cBeTa BbixBaTbiBau
M3 OrPOMHOI0 NPOCTPaHCTBa (YepHas
ojexaa cLieHbl cnocobcTBOBanNa
co3aHunio Nogo6Horo adpdeKTa) Kpyribiv
CTAHOK — OCHOBHYIO MIPOBYIO NOLLLA/KY.
MecTo encTBusa B JaHHOM ciydae
obpeTano HoBoe 06pa3HO NPETBOPEHHOE
3Ha4YeHUEe — KPyr OT oPTbl, 3EMNS, UX
onopa, cBATbIHA, Be4yHas 3a6oTa. He6o
HajJ MaTEPUHCKUM MONEM, Ha KOTOPOM
Tpyamtcs TonraHam, 661710 BbINOMHEHO
He B BUAe TpaauLIMOHHOIO 3aJHWKa, a B
BUAE CYXKaloLWerocst KHU3y (nepeBepHyTas
Tpaneuus) aKkpaHa — He6o u cTenb. 310
NONOTHULLE — GONbLLION KYCOK HebBa,
BMCSILLIMI HAJ rOJIOBAaMM aKTEPOB,

Pucynok 1. A. HenauieB. Dcku3 gekopaliyi K CeKTaKIo
«Martepunckoe nosie» («Ana — YKep-ana» ), 1964 rox
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Pucynok 2. A. Henale. Maker k criekrakiio « Mareputckoe

noJie», 1964 rox

cosfaBas onpegeneHHbl ahdeKT, Hecno u
CMbIC/TIOBYIO Harpy3Ky «Mbl BCE KMBEM M0A

3TUM OJIHUM HEOOM».

TbMa BApYr B3pbiBaiach
«OCNennTeNbHbIM CBETOM» M Ha4YMHaNach
Lenb ApaMaTU4EeCKUX COBbITUIN, KOTOPbIE
B6upanu B cebs Bce BHUMaHWeE
3puUTENs, yXKe 3apaHee NoAroToBAEHHOIo
BMU3ya/lbHOW OpraH13aLuunen CLUEHbI.
YepHbIX UBET packpbiBas 06l
06pa3Hyo IMHUIO CMEKTAKNA, 00beaNHSAN

MECTO AENCTBMUS, [1e pa3BepTbiBaIUCh
pPEeBONIOLMOHHbIE COBbLITUA Nbechl. ITa
eMKas U MHOTrO3HauuTeNbHas aeTanb
TpaHchopMmnpoBanacb, KOMNOHOBaNachb
B pa3HbIXx pakypcax. Monoable noau,
NPOXoAs CKBO3b CTPOW 3TUX LUTLIKOB,
B/IMBANNCb B MOLLHbIX MOTOK NOAEN,
NOAHSABLLMXCS Ha 60pbOY 3a
ycTtaHoBfieHne COBETCKOM BNacTu B
KasaxcTtaHe. 31a e cueHa NOBTOPSETCS
1 B pMHase CNeKTaKS, HO Ha WTbIKax
pa3BeBaloTCsH yrKe anble ctarn. Gnaru
W 3HaMeHa urpanu BUAHy0 Pofib cpeau
NnaacTUYECKUX CPEACTB B Ka3axCKOM
cueHorpaduu, B CNEKTAKNAX Ha
peBONOUMOHHYI0 TeMy. B «CakeHe
CendynnuHe» npeactaBfieH OanH
13 Hanbonee pacnpoCcTpaHeHHbIX
B Ka3axCKOM TeaTpe crnocoboB
TpaHchopMaLmm NpeamMmeTHOro Mmpa
cneKTaKknsa (rmnep6onusaums ero

durypbl aktepoB, Ha TakoOM ¢OHe 3HaYeHue
Belllen 6bin0 BENMKO, OHWM CTAHOBWUIUCH
cBoeobpas3HbIMK 3HaKaMn — CUMBONAMMU,
KOTOpble BblpayKann NeMTMOTUB CNEKTaKNS.

CueHorpaduyecKkoe pelleHume
«MaTepuHcKoro nons» obnagano
Ka4yecTBOM, KOTOpOe B Ja/ibHENLIEM
elle NpeacTossio 0CBOMTbL MacTepam
Ka3axCKOoro Teatpa — CNoCo6HOCTbIO
yepes B3aMMOAENCTBME C aKTEPOM
06pa3Ho BbIABNATb BaXKHENLLME UIENHO-
CMbICNOBbIE NacTbl NPOU3BEAEHUS.

B noanvMHHO TeaTpalbHbIX AEKOPaLIUSAX
E. MaHKe K nbece C. MykaHoBa «CaKeH
CendynnumH», NnocTaBNEHHOW PEKUCCEPOM
A. YTereHoBbIM (1967), He 6bl10
WNAKOCTPATUBHOCTU, MPOTOKOIbHOIO
nepevyuncieHnsa NnpuMeT MecTa JeNCTBUS,
XYOOXHUWK OTAan NpeanoyTeHne yCaoBHOMY
peleHunto cnektakns. LUTbIKM OT BUHTOBKM,
rMnep6oIn3npoBaHHbIE MO OTHOLLEHUIO K
APYrMM 3fieMeHTam AeKopaLui, BbliCTynatoT
KaK YCTOM4YMBLIN XapaKTePHbIM CUMBON,
C MOMOLLBIO KOTOPOTo 6b110 CO34aHO0

OTAESNbHbIX 3/IEMEHTOB).

Pucynok 3. E. Matke. Dcku3 iekopaliii K criekrakio « CakeH
Ceiidpysinn», 1967 rox

B 1966 roay . CyneeB co3naet
JeKopauunu K «CepTtre-CepT», nbece
L. XycanHoBa perknccepa E. ObaeBa.
lMoHMMmas, 4To naest Nbechkl NPOTUBMUTCA
OblITOBU3MY U TPEBYET YETKMX, OCTPbIX
NPUEMOB U KPACOK, MHbIX MNACTUYECKMX
CPeacTB BblpayKeHUs, XyAOKHUK
OTKa3blBAETCS OT BaXKHbIX Ha B3rNaj
ApamaTypra KabuHeTa napTKoma,
KabuHeTa CeKpeTapsl pankoma, NoOpTPeToB
JleHnHa 1 T. . OH CTPOUT Ha Kpyre CLUeHbI
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Pucynok 4. Jlekopauu K criektakiio « Caken Ceildysin»,
1967 ron

WHYIO «MOJIeNb» U3HW. [lepea 3putensaMmu
— XO39MCTBEHHbIW 4BOP, Kya CBE3EHbI
caHu, Teneru. Bce pelieHo BOKPYr caHen U
Tener, Tak KaK raBHas Tema CneKTaKknsa —
OTNpaBKa KapaBaHa ¢ NPoI0BONLCTBUEM.
lMoBOpPOT Kpyra MeHAN paKypcobl
NOCTOSIHHOIO peKBM3UTa. Ha 3agHnKe —
OypaH, KOTOPbIV KPYTUTCA, ByLLYEeT BOKPYT.
HemHoro4ymcneHHble getanun noMmoranm
BOCMPOW3BECTU TO 3a/ 3acegaHuns (cTon,
cKaTepTb, CTyNbS), TO CKAaf (BeCbl, MELIKH),
TO NAOWaab (NO3YHT, MPUKPENEHHbIN K
3aJpaHHOMY AblLlny Tenerun). A NOCTOSAHHbIE
Tenerpammbl U3 MOCKBbI ObIIN peLLEHbI
NpPOCTO, HO B JIlyxe BCEWN MNOCTAaHOBKMH, B
BU€E ManeHbKOoM 3Be3104KK Kpemns,
KoTopasi Ny/ibCUpPOBana OroHbKOM
paboTatolero tenerpada. NMnnosus
ABWXXEHUS TeNern co3gasanach

C NOMOLLBIO Jy4a NPOoXKeKTopa,
HanpaBJ/IEHHOIO Ha KONeco, noa o6LLnn
LLIYM 1 IBUXKEHUA BErYLLMX PSAOM aKTePOB.
MpoBoabl KapaBaHa ¢ x1ebom ans
ronofatomnx Pocenn peleHbl 3ddeKTHO —
3pUTESb Ha CNEKTaK/e He 3aMETUI, YTO HET
fowaaen. YMeHue XynoxKH1UKa conoctaBuTb
“ BblOpaTb YacTHOE, BEPHO OTpaxkawlee
rnaBHoe, oTBevyalowee UHTOHaLMOHHOMY
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Pucynok 5. J1. CysieeB. DcKU3 leKopaLil K CHIEKTaK/IIo
«Ceptke-Cept», 1966 ron

Pucynok 6. I1. Cynees. [lekopalinn k criekrakiio «Ceprke-
Cept», 1966 ron

CTPOIO ApamaTtyprum nposBuIoCsL B
cueHorpa®ryecKoM NPOYTEHUU NbECHI
«CepTKe-CepT.

MpuHUMN opopMIeHUA Ha3BaHHbIX
CNeKTaK/Ien B Ja/ibHENLIEM MOJTYHMN
HaMMeHOBaHMe «NlacTUYecKas cpeaar.
lMpepnaras aToT TEPMUH, KPUTUK E.
PakuTWHa BKNagbliBana B HEro creaylollee
cofeprkaHue: «XyJOXKHUK CTPOUT Ha cLEeHe
KaKOW-TO COBCTBEHHbIM MUP, MO CBOUM
3aKOoHaM, U KOTopbI He 06583aTeslbHO
Cpasy HarnoMHWUT HaM OKpyxatowee. Ho
KOTOPbIX B CNEKTaK/e Mbl HA4YNMHaeM
oulywaTb KaK HeYTo BMOHE HacToslLLeE,
NOA/IMHHOE, @ He HEKYIO paHTa3uIo.
Hey3HaBaeMoOCTb UCYe3aeT, M OH
CTaHOBUTCS HE TOSIbKO MOHATEH, HO BGIM30K,
4YyBCTBEHHO NOCTUIraeTcs, BOMHyeT. BHe
€ro Mbl Y€ He MOXeM NpeacTaBuTb
repoes, XMU3Hb C/I0Ba Ha cueHe. Beca cueHa
CTaHOBUWTCS €CTECTBEHHON, NNAaCTUYECKON
cpefon cneKkTakns U UMEHHO cpeaou, a
HE YeM-TO MHbIM. 3TO He GOH, Ha KOTOPOM
BEYT CBOIO POJib aKTEPLI, @ 3aMKHYTbIM
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MWP. AKTEPLI BHYTPU €r0, MUP, KOTOPbIN
onpegenseTt Ux HaCTPoeHMUs, YyBCTBa,
CTaHOBUTCS NPOCTPAHCTBOM MX }U3HM...»,
« MnactnyecKada cpefia OKa3blBaeTCH
CNOCOBGHON BbIPa3nTb BHYTPEHHUI MUP
NMbecbl TaK, KaK ero oLlyuatoT aBTopbl
CneKTakns», «[lekopaumsa — cpena, no cymu
cBoOeK nnactnyeckasa metagopar» 3, c. 45,
CaM TepMUH «NiacTuyeckas cpeaar»
yKa3blBas Ha paj BaxHENLWNX NPU3HaKoB
IBNEHUS: BELLECTBEHHOCTb cLeHorpaduu,
€€ LeNIOCTHOCTb KakK Xy40XeCTBEHHOMO
opraHu3ma, No3TUYECKMN NPUHLIUN €ro
co3[aHusa — «cpefa — nnactuyecKas
MeTadopar», bUKCUpoBan ero
06pasHyto MHOIro3Ha4YHOCTb — «cpefa
— BELLECTBEHHOE OKPYXKEHUE» U
B TO Y€ BPeMsi «BHYTPEHHUIA MUP
cneKTaknsa». YKpenieHme B3aMMoCBA3U
1 B3aMMO3aBUCUMOCTHU PEXMCCYPbI U
cueHorpadum onpegenseTcs eAMHCTBOM
NOHMMaHUS 3ajlay CrneKkTaKkns,
CTpeMsieHneM 06pecTH aHPOBOE U
CTUNEBOE €NHCTBO BCEX KOMMOHEHTOB.
BbIxo4 XyAOXHMKOB Teatpa 3a pamMKu
NoBeCTBOBATENbHON, YXMBOMWUCHO-
UNSTIO30PHON CUCTEMBI JEKOPALIMOHHOIO
WCKYCCTBa porKaan pasHoobpasHble
MyTH NOUCKOB B OGHOBNEHUM XapaKTepa
3puTEeNbHOro obpasa, ero GyHKUMM B
CMNeKTaKse.

3aknioueHue

0O603Ha4vYeHHble TEHAEHU MU Pa3BUTUSA
cueHorpadum, eCTeCTBEHHO, He
ncyepnbiBaloT BCEMO MHOroo6pa3sunsa
TeaTpalibHbIX ABJIEHUHN CePeanHbl
1960-1970 rogos, HO B HMX Hanbonee
MOJIHO NPOCNEXMBAIOTCA XapaKTepHble
0COBEHHOCTM pa3BUTUA TeaTpasibHOro
npoLiecca, MMeloLne HenocpeLCcTBEHHOE
OTHOLWLEHWE K OGHOBJIEHMIO 06Pa3HOM
CTPYKTYpPbI CLLEHNYECKOro nponsseaeHuns. B
JaNbHenLWeM npoucxoauT GpopmMmnpoBaHme
6onee eMKon o6pas3Ho-MeTadopUYEeCcKomn
cucteMmbl. Jlydlime cnexkTakiv BTOPOK
NONOBUHbI 1960-X y)Ke 0OTMEYEHbI
06pa3HON MHOIMO3HAYHOCTbIO,
paclmnpeHnem Kpyra XyaoxecTBEeHHbIX
accouunalmn, aatoWwmx BO3MOXKHOCTb
rny6e 1 BCeCTOPOHHE pacKpbIBaTb
SAB/IEHUS JENCTBUTENBHOCTU. B 1960—
1970 roabl 6bina HangeHa He NPocTo
HeKad cuctema nNpmMemoB, a 0GHOBMIICH
Ccnoco6 MblLWIeHNs TeaTpasbHOro
XyooxHuKa. Co3ganacb o6pasHas cuctema,
CnocobHas K BHYTPEHHEMY Pa3BUTUIO B
COOTBETCTBMM C NOTPEOHOCTAMM TeaTpa.
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K. CyneeBa
T. XKypreHoB aTbiHfarbl Ka3aK ¥nTTblK eHep AKkagemusicbl, AimaTtsl, KazaKctaH

KA3AK TEATPbIHAA 1960-70 XblIJIAAPbI <9PEKETTI CLLEHOFPA®UA» NPUHLUNTEPIHIHIH AAMYbI

AHpaaTna

KaszaK TeatpbiHaa 1960-70 xbingapablH, COHbIHAa GopMma Kypy MEH CaxHanblK OpTaHblH, Xacany macenenepi
KapacTtblpblnfFaH. CnekTaknb/i KepKemaeyaiH XaHa NPUHLUMNTEPIHIH Nanga 60nybl, «<cLueHorpadua» TEPMUHIHIH,
€Hyi TeaTp CypeTLICIHIH peni MeH epeKLWeniriHiH KbiI3MEeTiH TONbIK KePiHICiH aHbiKTaabl. Ka3ak TeaTpbiHAafbl
YKaHa ypnak Kacibu pexxuccepnap MeH CypeTLlinepi KakTblFbicKaH Macenenepi kapanagbl. «CueHorpadus»
YFbIMbIH @HbIKTay MiHAETTEPI KOMbINbIMAAFbLI TeaTp eHepiMmeH KypaeneHai. CueHorpadus — 6yn Teatpra,
GelHeney eHepiHe 6ipaen KaTbiHacTaFbl KBPKEM KbIBMETiI eKeHAiriHe ToKTanfaH. KypamaapbliHbiH 6ipi 63iMeH
Gipre TapantapablH 6ipiHe CUHTETUKANbIK 6HEP TeaTpbl, KOMbIIbIMFa 6afFblHbILLTbI CYPETLLiHIH XYMbICbI
CaxHanblK ic-KMMbIN, cLeHorpadus, COHbIMEH BGipre Kepkem 6enHenep xoHe 6enHeney KypanaapbiMeH
KepepMmeHre acep eTeTiHAir KepceTinreH. CueHorpadTbiH, 6erHeniK Katapbl CNeKTaKNbAiH MAesCbiHaH
TyblHAanabl. CueHorpaduaga NPUHLKMATEP FaHa caKTasbin KOMManabl, COHbIMEH KaTap caxHa KOMMO3ULUMSACHIH
Yacaybl HaKTbl Tocigepi Ae kongaHolnagbl, 6ipak KYHAENIKTI MiHAETTepre CoMKec KeH, ayKbIMAbINbIK MeH
Obl6GbicTanyra ne 6onaabl. Makanaga Kasak cueHorpadua eHepiHiH 60nallaKTarbl AaMy Xonaapbl TanaaHagbl.
Tipek ce3pep: cLueHorpadwms, TeaTp eHepi, NnacTUKanblK opTa, 9peKeTTi cLeHorpadus.

K. Suleyeva
T. Zhurgenov Kazakh National Academy of arts

DEVELOPMENT OF “ACTION SCENOGRAPHY” PRINCIPLES IN THE KAZAKH THEATRE IN 1960-70
YEARS

Abstract

The 1960-70s marked a new stage in performance art design of the Kazakh Theatre. A new term —
“scenography” appeared at that time which meant a new principle of a performance. The scenography was
separated from the other plastic arts, has become an independent art, an influential interpreter of drama.
Young directors, artists who offered new solutions to the artistic productions of the play come to the Kazakh
Theatre. The principle of “unified plastic medium” was formed. The definition of the concept of “scenography”
became more complicated with the tasks posed to theatre art. Scenography - the sphere of artistic activity,
equally relevant to the fine arts and to the theatre. Representing one of the components, one of the sides of
the synthetic art of the theatre, where the artist’s work is subordinated to the performance, the stage design,
at the same time, carries the artistic images that affect the viewer with visual means. The pictorial series of
the set designer proceeds from the idea of the play. In the scenography are preserved not only the principles,
but also the specific techniques for

creating a stage composition, but in accordance with the urgent tasks acquire a different scale and sound.
Keywords: scenography, theatrical art, plastic media, effective scenography.
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4

ART STUDIES

5ACBIHJIAFbI
A3AKCTAH
SEMHEJIEY

OHEPIHAET
KITAII
'PA®OUKACDI

MPHTH 18.31.41.

I. b. Kocanosa !

''T. )KyprenoB atbinjarbl Kazak YJaTThIK 6Hep
Akanemusichbl

(Anmarnr K. Kazakcran)

XX FACbIP MEH XXI FACbIP BACbIHAAFbl KABAKCTAH BEMHE/IEY OHEPIHAEN KITAN
TPA®UKACHI

Anparna

KasakcTaH 6enHeney eHepi XIX FacbipAblH, asfbl MeH XX FacbipablH 6acbiHAa KapKblHAbI AaMK TYCTi. XX
Facbipfarbl rpaduKa canacbliHAa Heri3ri anblHFaH TaKbIpbINTapbl XXaHe TaHJanfaH KepKeM MaTepuangapsbl
Kypaeni 60n4bl. ©3eKTi MacenenepiH XeKke agamra XoHe KoFamFa KaTbICTbl XXaKTapbl TYPFbICbIHAH YATTbIK
pyxaHu gamyabl, XanblK eMipiHiH 4CTYPAI ThIHbIC-TiPLWiNiri MEH TapuUXblHaH KepiHic 6epeTiH KepKemcypeT
3HUMKIONeansACbIHa aHanFaHaam acep Kanablpbin, KYHAbl, TEHAEC OK Tapuxu ManiMeT 60iFaHblH
MOMbIHAATaAbl Aa, rpaduKa canackl apKblibl IMHOrpasopa, MTorpadus xaHe odpopT TypiepiHeH 6acTay
anbin, Kitan rpad®uKackl 60MblHWA KOFaM CaHacblHa EHETIHIH epeKLLe ManiMeTTep apKblbl Aanenaenai.
AnabiMeH KapacTblipcak, KasakctaH 6enHeney eHepi 60MblHLWa rpaduKaHblH TYN- Tambipbl ©.KacTteeB
TyblHAbINApbiHaH 6actay anafbl. Keneci petre aybl3 TONTbIPbIN aTaTbliH rpaduKanblK canara epexile
Ke3KapacneH yHinreH ton cypeTwinep: E.CuaopkuH, M.KucameaunHos, N. Ucabaes, A. [ypbeB, A. PaxmaHoB,
K. 3akupos, T. Opgabaes, K. KameToB, A. [ly3enxaHoB }apblin WhIKTbl. CypeTwinepaiH WelrapMallbinbliFbiHAa
OTKip MacenenepaiH e3ekTiniri 6ankanagbl. KebiHece Tapux, GONbKIOP, XKbIp, 94€OMET apKbl/ibl 9P OKUFa
rpaduKanbik NnapakTapablH KeMeriMeH albina Tycegi. Ocbl Kitan rpaduKanapbl apKblibl Xac KeTKIHWEKTep
xanblK KahapMaH 6aTbipfiapblMeH TaHblca anafbl.

Tipek ce3pep: Ka3aKkcTaH, 6eiHeney eHepi, rpaduka, GonbKIop, Kitan rpadurKackl, KEPKEM LWbiFapma,
rpaduKa Typnepi.

KIPICNE 6onfaHAblKTaH, rpaduKanblK 6eTTepaiH,

KasaKcTaHablK rpadurKa canacbiHaa Kenemgi LwblfapmanapblH 09/ OYriHri
apHanbl 3epTTey *KyMbICTapbl 60MbIHLIIA KYHi epeKlle KapacTbIpy TofiFaHAblpaabl.
OYriHri KyYHre AeniH KapacTblpbliFaH [PpadmKanblK TyblHObIIAPALI CaKTay
Manimaemenep a3 emec. KasakcrtaH €pEereCiH KaTaH TopTinneH KamaacTblpblay
6enHeney eHepiHiH Tapuxbl KbiCKa MiHOETKE anblHFaHAbIKTaH 601y KEpPEeK:
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rpaduKanbiK 6eTTepre YAKEH biHTanbl
KYLWITapbIKNeH eTeHe 6epinin }KymbicC
iCTEWTIH CypeTLinep KaybiMbl caycaKneH
caHap/blKTan 6osca aa, ceare TMeK eTepi
€6e3cCi3. [lereHMeH KiTan caHblHbIH KaFa3
6eTTepiHe Kapaun, OHbIH AaHacblHa Kapaun
CaHblH enwenTiH 6oncak, eneyni ynecke ne
605yFa MyMKIHJIK TUEpi XaK. OpuHe Kitan
O€eTiHiH KaTapbliHa OYypbIH COHAbI ON1 KYPAEni
capanTtamapgaH eTin 6apbin, 6ipHewe
Ke3KapacrneH, CbIHMEH alLKepeneHin
afifaHHaH KeuiH KiTanka inirin otbIpAbl.

An GVYTiHri KYHTI cypeTwinepaiH, Kenwiniri
rpadunKanaH Tbic 6enHeneyniH 6acka
cananapbiMeH LWyFblngaHaabl Aa, Kitan
rpaduKacel 6actay anatbliH rpapuKaHbIH,
©3i ThiCKapbl Kanyaa. OHbl allbIn
anTKaHbIMbI3 ab3a. XX Facblipaarbl
KasaKkcTaH 6enHeney eHepiHaeri rpadpurka
60MblHLLIA Oi3AiH ani Ae ahTaTbiHbIMbI3

9./ lcMalnoB oHe OHbIH rpaduKanbliK
TYbIHAbINAPbIH €CKe TYCIipeMI3, CoHaamn-
aK 1960-1980 xbingapaafrbl 6acna
rpaduKkanapbiMeH 6enrini 6onfaH
E.CMOOPKUHHIH «ABal XoJbl» MEH
«Annamsblic 6atblipbl», N.UcabaeBTbIH
«baTblpnap ¥bipbl», M. KucamMeanHOoBTbIH
«MaxamberTi», A.PaxmaHOB xaHe b.lNakK
ecimaepi atanagbl [1, 4-566.].

XX Facblpgarbl rpadmKa canacbiHaa
Heri3ri anblHFaH aca MaHbI3bl TaKblpbINTap
MEH TaHJanfaH matepuangapbiMeH
KypAaeni, 63eKTi MaocenenepaiH, xexke
ajlaMfa ¥oHe KofaMfa KaTbICTbl }XaKTapbl
TYPFbICbIHAH YATTbIK PyXaHW famybl, XanblK
OMIpiHiH ABCTYPNI ThIHbIC-TIpWIiNiri MeH
TapuUxbIHaH KepiHic 6epeTiH KepKkemcypeT
3HUMKNONeAMACbIHa anHanFaHgan acep
Kanablpbin, KYHAbl, TEHOECH YKOK TapuXxu
ManiMeT 60nFaHblH MOMbIHAATaAb! Aa,
rpaduKa canacbl apKblibl IMHOrpaBopa,
nutorpadus KaHe odopT TYpPJIEPiHEH
6acTay anblin, Kitan rpadunKacel 60MbIHLIA
KOFaM caHacblHa eHETIHIH epeKlle
MoaJliIMETTEpP apKbl/ibl ganenaenai.
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Conaw gecek Te, rpaduKanslik 6eTrepre
TaKbIpbIn 60NFaH Kypaeni mocenenepi
ally MyMKIiHAIKTepi, cypeT webephnikTtepi
MeH aJlicTepi Kitan rpaduKacblHbIH 63iHe
FaHa ToH epeKLWenikTepiHiH TopTibiHeH
6anKanfaHabIFbIH @ MOMWbIHAAY KEPEK.
XX Facblpaafbl HaKTbl rpaduKa canacblHa
Ma3MYH 60J1FaH TaKblPbIN MYMKIHAIKTEPI
anyaH Typhi. OHbIH 6ip OKLIay HemMece
WweKTeyniniri 6oamMaabl. CoHAbIKTaH OHbI
YKaH->KaKTbl KapacTblpaMbl3.

9AICTEP

XX Facbipaafbl aHe XXI| FacbIp/blH,
6acbliHaarbl KazakctaH 6elHeney
eHepiHaeri rpaduKanblK 6eTTepaiH
TaKblpblNTapbIHbIH, 8PTYpPAiNiriHe
KapamacTaH KiTan rpaduKacol cypeTLi
OWblHa, KOFaM caHacblHa Ka3aKTblH
TapUXn HUMKIONEAUACBIHbIH TEK alKbIH,
OTKIip 9/IeYMETTIK OKUFacbIMeH eHAi, OHbIH,
6epeTiH Topbueci MeH nangachl Ken.

AnabiMeH KapacTblipcaK, rpaduKaHblH,
Tyn-taMblpbl KazaKctaH 6enHeney eHepi
6ovbiHWa 9.KacTeeB TyblHAbINApPbIHAH
6acTay anagbl.CoHAbIKTaH 63
WhblFapMaLlbliblFbIHAA rpadurKara YHiNIMeN
CbIPT alHanbIN 6TKEH CYPETLLI XKOKTbIH,
Kacbl. OcblFaH opav rpaduKaHbl Ty6eremnni
¥OKKa LWblFrapyFa 601Manabl. Al OHbIH,
iwiHaeri Kitan rpaduKackiH aTan eckepy
Oip 66/1eK MaceneHi Ke3agenai.

BipiHwigeH 9.KacteeB Katapnbl
cypeTuinep 9.McmannoBTbliH, 1920-1wbl
XbINAblH COHbl MeH 1930-1Wbl KblNablH
6acblHAafbl anfalKbl TybIHAbINAPbIHbIH,
6ipi «KaparaHabl, WaxTtaga» (1932:K.) aen
atanagpl [2, 6.152-155].

OTe YNKEH WelliMMEH LWbIKKaH
HYMbICTbIH epeKLIeNiri ofeTre Keare
KOHbIMAbI FpaBlopa AereH atayMeH xaHe
MaTepuanMeH conkecten 60MKanTbIH

JIMHOrpaBiopa HEMECE COHbIH B6ip Typi
EeMecC, KecKiHgeMe Tapi3aec Tyllb apKbibl
Kbl/IKa/laM YWbIMEH alblHFaH rpadmKaga

Central Asian Journal of Art Studies N1 2017



webepnikneH nanganaHbiNaTbiH XapblK
neH KeneHKesi Kapa TycneH apJieHreH
WbiFapma 60bin OTbIp. COHAbIKTaH 6y
WblFapMa a1 e anfacblH TabaTblH 60Nca,
KiTan rpaduKacbiHa anHanaTtblHbl CO3CI3
efli, pgereHMeH MyHaafbl aK Kafas Herisfi
6epce, OHbIH YCTIHE TYCKEH MaFblHa/bl
CypeT Tyllb KypanbIMeH aKblHAaNbIMN
KenewekTeri onabl WeKTen LWeLlimiH
Taybin Typ. OcblfFaH opan 6y CypeTLiHIH,
rpacduKa iwiHgeri Kitan rpadpuKacbiHa
YHinMereHi kepiHeai. CoHabIKTaH KenTerex
LWblFapManapbl KblIKanaMHbIH YLWbIHAH
Heri3 anbin, TYPNI-TYCTi akBapenbre
anmMacrTbl.

Keneci peTTe aybl3 TONTbIPbIN aUTaTbiH
rpaduKanbiK canara epeKlle Ke3KapacneH
YHiNreH Ton cypetuwinep: E.CMAOPKKUH,
M.KnucameguHoB, N. Nicabaes, A.
lypbeB, A. PaxmaHoB, K. 3akunpos, T.
Oppabaes, K. KameTtos, A. [ly3enxaHoB
¥apbin WbIKTbI [2, 6.187]. XX Facblp MeH
XXI FacblpablH 6acbiHaarbl KasakctaH
6enHeney eHepiHe eneyni yaec Kochbim,
rpadmKaMmeH anHanbICbIn, YThIMAbI LWELLiM
KepceTin, WwebepiKTepiH TaHbITTbl. 9P
TYPANi CTUAbAETT, 9p TYPANIi KaHpaafFbl
SPKUIbI KiTan KepiHiCiIHEH ©3€eKTi
MocCeNeHiH apKaybl 60NaTblH HYKTEHI TaybIn
OenHeNereH, 63eKTi MoCesneHi KeTepy,
KepKeMAiK naesiHblH, TeperAiriH rpadpuka
AapKbl/ibl TaHbIThIM, KiTan rpapuKacbiHbIH,
CTUNIUCTUKACHIHbIH, 63iHAiK MOHEPIH
KepceTyre TMiMAi *KongapbiH 6enrinerexi
YTbiMAbl 6011bI.

padurKa canacbl 60MbIHLLIA epeKLLe
atanatblH eciMm E. CUAOPKKH - e3re yNT
Weci IereH cayasnfa *ui ypblHambI3.
JereHMeH e3iHAi Ka3aKnblH Aen TaHbIfblH,
Kence M. 9ye30BTblH «AGaK *o/bl»
POMaHbIH TYGEeremnni OKbIN LWbIK AErex, en
apacblHAafFbl C63 OCbIfaH ¥Xayan 6onapbl
€63Ci3. ©3re yNT Meci 6ona Typa Kasak
€NiHiH TapuXblH, HEPIH, CanT-4aCTYPIH,
OWbIH-CaybIfbIH }aH AYHUECIMEH XYyperiMeH

Kabblngan cesiHe 6inreH rpaduk E.
CuaopKKUH 60nbIn OTbIp. Byn cypeTuliHi
KiTan rpaduKacbiHaa atan eTyimi3 «Aban
OJIbl» POMaHbIHbIH, OKWUFACbIHa apHan
UncTpaumnsanapabl *¥acaraHol. OcblHAaM
¥NbINbIKTbl TAHbITATbIH TAPUXHU-84e6MU
OKWFaHbIH MOHIH, Ma3MYHbIH CypeT
apKblibl awy 6YriHri KiTan rpaduKacbiHaa
KOKenTecTi MaceneHiH 6ipi 6o1MakK.
CyperTui ywiH KasaKcTaH MeMJIEKETI
YIKEH KYMUS Cbip MEH Liebepnepre
TO/IFaHbl aHbl3Fa aHanabl, OCblFaH CaKeC
rpadmKaHblH Aa aK NeH KapagaH Typan,
TYCCi3aeHin KeTyiHiH 63i, OHblH KaTaH/blfbl,
KOHTYP/bIK 6TKiP ChI3bIKTapbl TEPEH,
OW, KYNu$, TYHbIN TYPFaH caHara CiHipe
anmac geHrenek tepTryn. M.Oye30BTblIH,
KY/Ni Ka3aK efliHe TaHbIMan WbiFapMachl
«ABaW }oJibl» pOMaHbl anones 60bin
KypAeni KeKeNTECTINIKKe iNireTiH TaKbIpbIn
peTiHAe KO3Fasibln, OHbIH, iliHAEri
rpaduKanblik Wwewimaep E.CnaoopKuH
KOJIbIHaH WbIFbIN MTOrpadusara anHanca,
OHbI atan eTyiMi3 KepeK ayHue. MyHaa
Kas3aK 9HUMKIoNeaMsAChl aTblp, aybin
KepiHici apKblNbl Ka3akK efiHiH TabufFaThl,
GannbiFbl 6GanKanagbl, enfiH Ka3aku MiHesi,
KOHaK*annblfblfbl, COHbIMEH KaTap COHbIH,
apKacblHOa TanKaH caTKblHAbIK Lebep
6enHeneHreH, ayblin MiHe3i ap rpaduKanbliK
6eTTepae KepceTinreH Keninkepnepai
0€eT XYy3iHeH KepiHeai. CanT-0ocTyp KoHe
acTapablH aybliabl KETepyre yMTbljiFaH
bIHTa-A9PMEHI, Ka3akK XanKblHblH KONblHaH
KeTnereH AoMOblpachl, can cepinepai
KacblHaH TabblnaTblH KYMan Ta3bIChbl
MeEH XYMPIiK atTapbl 6enHeneHeni. byn
rpaduKanbik 6eTTepai Xaay, anblHFaH
TaKblPbIM Ma3MyHbIHbIH, JopeXeciMeH
napa-nap. OcbifFaH conKec 6yn CypeTLLiHiH
CantblkoB-LLleapuHHIH «bip KanaMHbIH,
Tapuxbl» aTTbl KiTanTapbliHAa a3bl/iFaH
XYMbICTapbl OpbiH anafbl, «CoKeH
CendynnuHai okbiFaHgar, <AKcakangap»,
«Ka3aKTblH YNTTbIK OMblHAAPbI» aTTbl
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aBTonutorpadusaiapbl CblpT KO3KaAPAaCTbIH,
GipeH TYCIHIN KeTyiHe KapaK XeHin
TiIIMEH Ka3binfFaHaan acep 6epeai, on
CYPETLIiHiH WebepniriH TaHbITabl. AFHMU,
KapanalblM XalblKTbl rpaduKara TapTybl
XallblKKa *KaKblH TaKblPbIMTbl KO3eYi XaHe
CypeTTi 04ebM WbiFapMaMeH YLWTacTbIPbIn
KiTan rpaduKacbiHa anHanablpbin esre
engepMeH TiIAecyiHiH 6ip 6enrici 60nbIn
oTbIp. PackiHaa, aaebu weirapMmaia

»agzy 6osca, rpadpmKkanga maHep 6ap

[en ynrapbin, 6eMHENEHIeH CypeTTi
CYPETLWIHIH YXa3y MoHepi feyre ynnecepn,.
E.CMOOPKUHHIH anfaH TaKblpbinTapbl
YIKEH MacefieHi KamTbiabl. On xanbiK,
eMipiMeH, coflapablH, Ke3KapacbIMeH
eMip cypyre TblpbICTbl, COIAP KanaraH
TaKblpbliNTapabl rpadUKaMeH KepceTin
6epyre TannbiHAbI. «bYPKIT ycTaraH aHWbl»
(1963) aTThl rpaduKanbIK TybIHAbICHI
HaKTbl KiTan rpadpuKackl 60/1MaFraHMeH,
91e6u canaja ocblFaH CoMKec eneHaep
oTe Ken 6onabl. CoOHAbIKTaH 6yn 6enHe
Ke3-KenreH bypkiTwi atTbl OKufFara
colKec aeyre 6onagbl. MyHOa Ka3aK
XaJIKbIHbIH, ©XETTINIriH Kepyre 6onaasbl,
«OXKETTiINIK» IereH MaFblHaHbl rpadumKa
6eTiHaeri KoMNO3nLUMUAHbIH AMaraHanblIMeH
ylTackaH GpopMaTTblH KapamMa-Kapchl
OypblWbIHbIH, 6€Tre-6€eT KenyiMeH
wewinepi. ArHn, 6enrici3 XblIpTKbILL

aH MeH 6YPKITTiH 601YbIH Tyablpagbl.

An GYriHri KoFamaarbl MoceneMeH
canblCTbipcaK 6arparbiMbl34blFbl BYPKITTIH
€ CbIPTbIH KopLuan TypfaH LWeKapanac
aTKaH enaepaiH, *¥blPTKbIWTbIFbIH
HaKbllaybIMEH CoMKec aeyre 6onafbl.
CoHAbIKTaH MyHbl BYTiHTi 3Usbl KaybiM
aNi inTMnatneH Kabbinganabl, XanblK
¥bl/bl N€6i3 TaHbITagbl. «Kasak anocbi»
cepusichl YiliH 1959 »blnbl Kona
MeZaniMeH MapanaTranfaH CypeTLWiHiH,
Tafbl 6ip TybIHAbICHI 6ap AereHMeH 6yn
TYbIHAbINAP KiTanTblH }XEKe 6eTTepiHe
avHanMaraH, 6ipaK OHbIH a OPHbI
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oenek, enTKeHi «<Kasak anocbl» enfiH
GONbKAOPbI 60NFaHAbIKTAH EPTEHI KYHI
KOKenTecTi MaceneHiH BipiHe anHanbinm,
KiTan 6eTTepiHe eHyi Faxkan emec. «CoKeH
CendynuHai oKkblFaHaa» aTTbl eH6Er|

ywiH 1965xKblabl anTblH MeablbMeH
MapanaTtTangbl. Kasak epiHgeri ynKeHgi-
Kiwini azamat CokeH CendynuHai 6ineai,
TaHWAbl, OHbIH, 6N1EeHAEPIMEH TaHbIC, al eH/i
€Hbl OKblFaHAa AereH atayMeH cypeTui
C.CeldynmHHIH anfaH TaKbITbINTapblH,
XallblKKa JereH yHAeyiH eckepefi, on aa 6ip
rpaduka Topisgec yHaey 60nmak, oUTKeHi
KYFbIH-CYPTiHre yliblpar, aTy }a3acblHa
iniHreH CoKeH *acTta 60nca, KasaK efniHe
6acTay 60nbIn KeTTi. CoHAbIKTaH apasbl
aflaM, azamaTTblH pyXaHU - OPKEHUETTINIK
Moceneci TepeHiHeH KeH ayKbiMaa Konapa
awblnbIn KapanfaH. On rpaduKanblK eTKip
oeTTepaeH opbiH anafbl. byn okura XX
FacblpAblH, *annbl 6HEP KO3FaNbICbIHbIH
asacbiHaa KasaKkcTtaHablK rpaduKTepait
lebepnik AeHreniHiH, y3aik ymbITblIMac
coTi 60/1bIN Kana 6epefi. 91eyMeTTiK
MoaceneHi KapacTbipydarbl i3AEHICTi cypeTLi
KiTan rpaduKachkl apKblbl WeLliMiH Tabybl
©3€eKTi [3, 6. 64-68].

XX Facblp MeH XXI FacbipablH,
6acblHAafFbl rpaduKa canacbl KapKblHAbI
JaMblbl Aen anuTy KMbIHABIK Tyablpabl.
[ereHmeH, Kitan rpadpuKachl KewTeH
KanfaH emec. OUTKeHi KoFamaa aaebu
cana KapKblHAan TypraHablKkTaH, 6acna
KalbIC KanMaMn, Kapan TypMagbl. [paduka
O0MbIHILIA KoNgaHaTbIH ajic-Tacingep e3
OPHbIH XofFantnagbl. TakblpbiNTapablH,
Ma3MyHbl KOFamfFa 6alnaHbICTbl EMEC,
6enrini anedu WeiFapMaHblH Ma3MyHbIHa,
KiTanTblH, KYHAbIbIFbIHAG COMKeC 6011bl.

lpadmKanblK 6eTTEPAIH KYPbINbIMbI, OR-
epici, 6acTbl KahapMaHaapbl 63repmMei.
JereHmeH cypeTwinepaiH, cTunbaepi
¥aHanblKTapfa ue 6ona 6actagbl. Kitan
Ma3MYHbIHa Kapan 6acTbl KEMINKePOEH,
casicn eMip Kap6anacbin }aTKaH KoFamMHaH
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Typabl. KebiHece o TymiHi 6ip KahapmaH
YKOHe OHbIH anHanacbiHAa 60/bIN }KaTKaH
KyOblnbicneH cabakTac eai. CoHabIKTaH aa
rpaduKaHblH 9p 6eniringe 6actbl Ha3apfa
iNniKKkeH 06beKT 6onabl. Con apKbibl
cinTemMe anbin OTblpFaH KepepMeH on-
epiciH 6aKblnayFa MYMKiHAIK Tyabl [4, 6.11].
OcblfaH canKec, rpaduKaHblH,
epekuweniri 6acTbl Heri3 peTiHae
KopllaFaH opTajlaFbl afjaM }oHe KoFram
apanblfblHAaFbl WbIHAWbIIbIKTbI KO3AENTIH
HaK eMipAiH WbIHAbIFbI PETIHAE cepusanap
acapgbl. }KoHe oHbl 8p TaKbIpbIn
TOHiperiHae HaTUKeni opbiHAan 6inai.

HOTUXXENEP

M. KncameamHoBTbIH €CiMmi
rpaBlopanblk cepusinap apKblibl akbiH,
6atblp Ty/IFanapablH 60MblHAAFbI OTaH
CYMTiLL XYPEKTI, Xirepni, anbbiHAbI
KahapMmaHaapblH KepceTyiMeH TaHbl1abl.
DineTcisflikke KapcCbl KYPECKEH, €3inreH
XanblKTbl KOpFayFa YMTbI/IFaH, MO33MANbIK
JapblHbIMEH TapuxTa KanfaH Maxamo6eT
OTeMicy/bIHbIH KaWfblbl TaFdblpblHa HEri3
KOWMbIM, 63EKTi MOCE/IEHI KeTepreHaen
6onabl. byn MyHbIMEH KanbIC KanMan
KahapMaH KanfblCbIMEH OpTaK KynpereH
TabUFaTTbIH, }apaJsibl XaHbl Typasbl OM-
ToNnfayblH 6epefi. AFHn, rpadunKaga
6acTbl KEMiNKep aKblH, 6aTbip 60/1Ca,
TaburatTblH 6ip YLWKbIHbI PETIHAE anbicTa
eneHaen TypFaH Xalfbl3 TYN Taj }oHe XaH
ariKanblMeH LWayblin 6apa )aTKaH XYMpiK aT
KanTanama acepi KepiHicke ne 60/faHbIH
lwebep 6enHenereH. NpadmKagarbl ax neH
Kapa TycTep, eMip allbICbl MEH TYLbICbIH
anblpca, WiNreH Mpek Cbi3blKTapAblH,
©3iHeH 036bIp allly-bi3a 6arKanagbl.
[ereHmeH, 6enHeney eHepiHae Ker
Ke3aeceTiH op canaHblH, 6acTbl KENiNKepI
Maxam6eT epeKLie 6aTbIp/iblFbIMEH
TaHblNbIMN OTbipFaHbiIMeH, M.KucameanHos
Oyn 6enHene 63iHiH Ka3aKkn MiHe3iH
TaHbITbIN, OX-GUNOCOPUACHIH KOCa anblin

KepepMeHi TYHFUbIKKa TEPEH, YHinyre
wetvenenai. byn rpaBlopara Kes-Kenrex
allam B6ipaK-aK Hasap ayaapbin KapaFaHbl
ETKINIKTI. OUTKeHi cypeT e3i cennen
TYpFaHaan Ma3myHbl TONbIK TYCiHAIpin
6epefni. MaxambeT 6enHeci akblH

¥oHe 6atblp Aece, rpaBlopa 60MbliHLLIA
¥a3sblnFaH 6eTTepiHae 6ipi JoMObIpaMeH,
€KiHWici KbiNbIWMNEH KepceTinreH. Tafbl
Oip epeKLlle Keare inireTiH WeliFapmachl
Y/IKEH CE3IMMEH anTyFa TypapiblK
NnHorpaslopacskl «MaxambeT» 6eniMiHeH
anblHFaH «lHreH» (197 3).) AereH ataymMeH
6enrini. Kanrblgarbl }aHyapblH, ilWKi
Ce3iMiH KO3FasbICTbl CUY3T apKbl/ibl
aWKblHOaraH. AK KaFa3fa 6erHenereH
KeJIeHKeNi Kapa CblHbIK Cbl3blIKTapMeH
6ene KapacTtblpFaH 6y 9fjiCiHEH aKblIHHbIH,
iLIKi ON-ce3iMi MeH KyLU-Xirepi 6apbiHLWa
acepnikneH »eTKisreH. CoHabIKTaH

Oyn rpaduK-cypeTLWiHiH ipi TynFanol
6enHenepiHeH Kelneni XxanblKTbiH
KOHaKXaWnnbl MiHE3iH TaHbITCa, eKiHLWi
KblpbIHAH OH-XblP ASCTYPiHIH MOHEpPiHE
COMKeCTIriH nonengenai. MyHaam rpastopa
KiTan rpaduKacbiHa anHanap MyMKiHAIri
Tyca, OKY/blK Ma3MyHbIHAAFbl }KYPEK
}apabl MOTIHAI *XoHE WbIHaNbIbIK

JEeMiH ce3iHeMi3. AFHM aKUKaTTbl CE3iHY
apKbl/ibl KiTan MafblHacblH 6aKblnan
KepepMEHTe XKEeTKi3y rpadpurKagarbl Kitan
rpaduKacbliHblH 6Hepre TUriareH 6ipaeH-
6ip yneci 6onbin ecentenemi.

Erep awwbin Kapacak, CypeTLiHiH e3relie
Ke3Kapachl, OMblH €pKiH }eTKi3yi aeyre
Typanbl. EpeKiie KybbibiC rpaBlopaja
KONnJaHblnFaH aapa iHreHHiH, 6enHeci
apKbl/ibl OYKIiN OKKFa XeniciH akuKaTThbl
Kynae awybl 601bIN OTbIP.

EKi rpadumK Typanb! allbin antyabliH 63i
oflap/blH, WblFapMaLllbUlbIFbIHbIH, 6ip-6ipiHe
COMKECTITi XaHe epKiHaikTepi. OKUFaHbl aan
COJ Ka/inblHAa Kabblngan rpastopa apKblibl
ETKi3y epeKuweniri M.KncamegnHos
neH E.CMOOPKWH WbiFapManapbiHbIH
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TaKblpblNTapbIHbIH, YKCACTbIFbI 3M0C

neH donbKaopaa xatolp. OcbinapblH,
KaTapblHAaFbl epeKlle aTakKa ne 6onraH
cypeTui WwhiFapMallbinbiFbl N.MicabaeBTblH
KiTan rpad®uKacbIMeH LWyFblIAaHFaHbI.

AUCKYCCHA

N.UcabaeB cbiHabl Wedep rpaduk
«baTtblpnap *blpbl» aTTbl EHOEKTIH,
apHambl cyperTulici ataHfaH. Kitan
rpacduKacol ocbl WebepniH, TybiHAbLIapbI
apKblabl 3eTTeNin, 3epAeNeHeTIHI akuKaT
6onmak. byn rpadumK rpastopa KaHe
odopT 6eTTEPiIH GONBKNOPMEH, aybl3
oaebueTneH TEHEN OTbIPbIN, HafFbI3
HblCaHacblH 6enrinen 6inreH. MyHaa esre
cypeTuwinep Topi3ai e3iHAiK aBTOPIbIK,
}EeKeNleHreH KoNiTaHb6anapbIMeH
anpbiKlwa. CanbiCTbipMarbl TYpAe
rpaduKa TyblHAbINAPbIH TI36EKTEN
KapacTblpcaK, CblHHbIH, LbIHbIHA iNIHETIHI:
E.CMOOPKUHHBIH «ABai xonbl», <Ka3ak
anockl», M.KncameanHoBTbIH «MaxamobeT»
cepuscol oHe U.UcabaeBTbIH «baTbipnap
bIPbl», IFHU MYHbIH, 6ap/blFbiHAA Aa Tapux
Kesaenepi ce3cis.

OpOip rpadUKTiH WblFapMall bbbl
HaKTbl rpadmKa canacbl EMEC, OHbIH
iwiHaeri Kitan rpaduKackl 60nFaHabIKTaH,
TaKbIpbINTbl KAl TYPFblaa allyFa
6enimaenreHairiv 6akbinayra 6onagbl.
0aebu WbliFapMagarbl K63 KepmereH
OKWFaHbl cypeTrneH 6enHeneyai xaHe
Ke3aecrereH XXontrepai Hak Kepe 6inyai
Tanan eTce, eKiHWi KblpblHaH TEPEH,
cesiHe 6inyai KaykeT eTefi Ae, OHbl 63
lwebepnirimeH KepceTyai MiHAET Kbllabl.
CoHabIKTaH 6yn eTe Kypaeni MiHAeTKe
aWHanaTbIH }ayanThbl ic 601bIN Tabbliagbl.
[ereHmeH, Tapux neH GonbKiopaars
OKWFa BYriHri KepiHicTe ae caKkagamn
KepiHin Typ-aK. Tapuxtarbl Maxambet
o6yrinae Kepineai. Kitan rpaduKacbiHaa
*acaHAablblK 6ap Aen ataybiMbl3
oeTe Kypaeni Katenik 6onagbl, an eHai
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CYPETKEPIiK HEMECEe MOHepI aFblHaH
LUMKINIKTI TaHbIN awyfFa 6onafpbl, OHbIH 63i
eTe a3 Jeyre Kenefi. OUTKeHi HaKTbl/bl
daKTinep WhlHAbIKKa ¥aHacaTblHbl
nepekrtinik. MaceneH, N.McabaeBTblH,
«KazaK ponbKnopbl» 66/1iMiHEH anbliHFaH
«TOW» AereH TyblHAbICbl 63 KeMTiriH

Keare enecretemia, an eHai welFapmMa
KOMMNO3ULMUACBIHbIH, KypaeninirimeH
aviKkblHAanabl. PonbKaopaaH TOM Tyybl

[1a MYMKIH, 8UTKeHi opbip ToMaa oMbliHaA
Oip TUNTI, TEK TapuUXTaFbl TON GONLKIOP
KebipeK 60Mybl 6acbiMAbIbIKTbI TaHbITaAbI,
€CKi AYHUeHiH Ke3iH KepceTegi. CypeTui

©3 rpaBlopacbiHAa Aapa CTUbAi

MeH3€enai, e3re rpadpuKTepre KaparaHia
N.NcabaeBTblH rpaBlopasnblK 6eTTepi
KendurypanbiibliFbIMEH KO3re Tycea,i.
Kenge rpadvKaHbiH TanabblHaH WeKTeneai-
ay fereH KyMoH Tyablpajbl, AereHMeH
YMbICbl 6apbIK TanantaH MYATIKCI3 eTyiHe
KapafaHJa webepniriH aHbIKTarFaH, 63iHiH,
eKe KblpblH 6anKaTKaH 6yn rpaduKTi
atamacka 6onmanabl. CoHaan-aK 6yriuri
KYHi TOM Typanbl }a3blnfaH ogebunetrep eTe
Ker, 6Y/1 XKYMbIC OCbIMEH TOKTan Kanmau,
OYriHri eMipAaiH TONbIHbIH 6enrici peTiHae
KiTan rpaduKacbIHbIH yarici 601ybl Aa
MYMKIiH geyre 6onagbl [5, 6.21-22].

Ocbl caTTe TanaaHFaH rpastopanap/bl
6argapnan Kapacak, 6y/1 KepepMeHre
€PKiH XKEeTKi3y Xy3ere ackaH rpaduka
Typi 60nbIn oTbip. CypeTwinepain,
LWblFapMallbliblFbIHAA 6TKIPp Macenenepaiy,
TaKblpbINTapfa AereH 6eToypbiChbl
6alkanaabl. ©Te Kypaeni macenenep
KOo3Fanafbl, Tapux, GONbKIOP,KbIP,
o/1e6UET apKblfibl 9P OKWUFa 63 }anfachlH
Taybln TypFaHaan. Ocbl KiTan rpadpukanapbl
apKbl/ibl Xac eTKiHWEKTep xanblK
KahapMaH 6aTtbipnapblMeH TaHblCa anagbl.
ocipece, Tapuxu TaFbl/ibiIMAapabl TaHbIM,
GONbKIOP MEH XKbIpAarbl Onabl TYCIHAIpYAiH
HOTUXKECIHAE agaMaapablH TaHbIM-
TYCiHIiTiHiH apTybl 6ankanaabl. MyHOaFbl
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cyperTwinep Kitan rpad®uKacbliHbIH HETi3ri
MOCeNECiH TYCiHAI *XoHe Xa/ibIKKa XaKblH
60nyFa TblpbICTbl. BYriHM Ka3ak KiM? MyHbl
TaHy YWiH Keleri Ka3aKTbl 6iny WwapT.
Tamblipbl }KOK afalll, TapuXbl XOK XanblK
601MaKnTbIHbIH YFbiHAbI. E. CUAOPKKH, M.
KucameaunHos, N. Ncabaes rpaduKTEPiHIH
KaTapblHAaFbl opblHAapb! Tonmac A. I'ypbeB
*oHe A. PaxmaHoBTa 6ap. XX Facblp eHepiH
OPICTETKEH, 63iHAIK XeKe webepnirimeH
TaHblIFaH, 6ipHelle rpaBlopa 6eTTepPiHiH
aBTopnapsbl K. 3akupos, T. Opgabekos,

K. KameTos, A. [1y3enxaHoB CbIH/bI
rpadukrep [6, 6.33].

Kanbip6an 3aKnMpoB 63iHiH,
nutorpadusanbik cepuanapbliHaa KebiHe
HaKTbl 3aTTapfa, TOH AONAIKTI Ke3aen,
€pekKLLe ecenneH aK rNeH KapaHbl
awKepenen 6enHenei. On HyKTe KoHe
[laK apKbl/ibl OKUFaHbl 6asgHOayFa
ThIPbICTbl. AFHW «AaK» 6enrici rpaduKana
anblHFaH 6acTbl KEWINKEPAiH Kanfblbl
COTiHAETI, KeHIN-KyrhiHaeri ymbITbliMac
i3 60/1ybl MYMKIH geyre Keneai. byn aca
KWbIH agbiM. COHAObIKTaH CcypeTLli Onbl
KypAaeni NcuxonorusameH 6annaHbiChbin,

XX FacbIpAblH XaHa e3repy MaHepiHe
ylwblpan oTblpFaHgan. MyHaa rpadpuKaHblH,
canacblHblH YTbIMAbLbIFLI 6ap. OHAa
HaFfbl3 BYriHri KepiHicTeri isgeHictepre
*on 6epinreH. CoHAbIKTaH OYriHr KyHri
afFaanablH ocepiHeH Kitan rpaduKacsl
YTbiMbl WeWwiM Tabapbl C63Ci3, 0N KiTan
SpJieHipyre conKec KeneTiH AyHue 60nyhl
KyaHTafbl. AFHW GYriHri KYH TancelpbIC
OOoVblHLIA 9PEKET ETY KEPEK AEreHre

anbin Kenegi. aHa Kofam earepiciHgeri
Macesenepre Kapamn cypeTwinepaid, ae
CTUNbAEPI ©3repicKe ylliblpak 6acTaybl
JereHpi kesgenai. Keniuri kitan
rpadpmKanapbiHaH XaHalla ajic-tacingepai
6argapnayra 6onagbl. MyHaanm maHepai
Heriare anbin, 6acTbl OPblHFa KOWFaH
CYPETLIiHIH 6aTbiNAbIFbl }XoHE agamMaapably,
TaHbIM-TYCIHITiHIH e angexkanaa

¥OoFapblian, WeT eNfliK TyblHAblNapblHbIH,
TYCiHiriHe Kapan 6enimaenreHairi
cesinegi. bankim coHabIKTaHaa WhbiFap weTt
engiktepre K. 3aKMpOBTbIH, YMbICTapbl
epekKLle KepiHreH. Onap KebiHece AaKneH
a3ydblH MOHEpPIHE XKeKe aTay 6epreH en
emec ne?!

[ereHmeH, okuraHblH 6acTaybl
Ka3aKCTaHMEH LeKTeNreHaikTex
a3y MaHepiHaeri XeTKi3y Maceneci
TaKblPbIMNTbIH TYM-TaMblpPbIH 63repTin
WOWbIN XibepMenai, KepiciHle ofaH
Hop 6epin aHa TacCiNMeH apaeHaipin
K.3aKWpoBTbIH NanganaHfaH
KofiTaHOacblHa ToH epeKLuenik 60bin Kana
6epMekK.

XX FacblpablH, aHe XXI FacblpablH,
6acblHafFbl HAKTbI KiTan rpaduKacbiMeH
LLYFbI1AAHBIN KEeNreH rpaduK CypeTLLicCi
ArbiMcans! y3enxaHoB. On rpaduKaHbl
TepeHiHEH MeHrepreHaiKTeH, CbipT
Ke3KapacTblH CbIHbIHAH CYPiHOEN eTin,
AmepuKagarbl 150-enaiH, iwinae 6yKin
KblIKanam webepnepiHiH, apacbiHaH
CybIPbIIbIN WhIFLIM YKEH ipiKTeyae engin
MaKTaHblllblHa anHanfaH cypeTili. byriHae
«JlyHueE Xy3i cypeTLici» gereH maprebeni
atakKka ue 605bin

oTbip. OHbIH, KiTan rapduKacbiHa Ha3ap
ayaapcak aninneneH 6actanaabl. Harbi3
KiTan rpaduKacsl KepeK KoFamaarbl KaybiM
OynaiplwiHaep MEH MEKTEN OKYLLblnapsbl
6onfaHHaH 6a KebiHece epTerinepre,
OTipiK enexHaepre, }blpnapra apHan
unnctaumnanap *xasgbl. On Tycke 6acTbl
Ha3ap ayaapfaHblHbIH 6enrici Typhi-
TycTinirinae. byn rpaduka, rpaBlopa KoHe
HafbI3 KiTan rpadmKacbiHbIH apacbiHAaFbI
anblpMallblbIK biIKNanbl [2, 6.157].

Ka3aKcTaHHbIH 6enHeney eHepiHaeri
KiTan rpaduKacblHbIH Ka3ipri
TaKblpbINTapbl, GYFiHTI WbIKKaH 91€6WEeTTiH
Ke3fereH HbiCaHacblH 63 MaKcaTtblHa
ycTaHfaH A.[ly3zenxaHoB «TOMUPUC»,
«CaKTtap», «OfbI3 XaH», «<ABblnan xaH» atThbl
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rpaduKanblK WblFapmanapabl AyHuere
akenai. MyHa Ka3akK »acTapblHblH
60MblHaH NaTPUOTTbIK ce3iMai OaTY,
TepeHaen KeTKeH aTta-6aba MUpachlH
MyparepnepiHe XeTKidy, rpaduKa apKblibl
}eTKi3y 6onca, «Ta3wa 6ana», <Angap»
Typanbl TaKblpblNTapbl WeELEHAIKTi, OMLLbIS
OVALIPLWIH, WbIHWbLIT a3amaT 60/bIn
oCyiHe bIKnanbIiH TUri3y edi. MyHaarbl Ken
Ke3ireTiH TakblpbinTap ¢onbKiop 60Mak,
AFHU, <KbIP», Kblpay», Ka3aK KeHiniHe
*aKbIHAbIKTbI TaHbITagbl. CaHacblHa
KOMaKTbl O/ TacTan, }YPeKTi oaTajbl.

KepKkeM eHepaiH KyadipeTi YWiH aHblH
nuaa eTeTiH Kypec-eHep Tapuxbl. byn
canappia Tanau KyaHblll Ta, Tanan Kymseric
Te 60nFaH. Ocbl COTTEr TAPUXU OKUFaHbI
METKI3Y KoHe OHbI }ac bynaipwiHgepre
KETKI3y eH Kypaeni ic.

PyxaHu anemi e3repreH GyriHri
aJaMHbIH 3CTETUKANbIK Tanabbl Aa
e3repai. LLleKci3 KybblbIC TACKbIHbI, KbI3Y
OMip TbIHbICbI, BUIK O/ CaHa e3repTrnen
KonManabl. COHAbIKTaH GYriHri Kitan
rpadpuKacblHbIH Tanabbl 6MipaiH 63
ThIHbICbIHAAW OPLLIN, alyaH XoHe apKasbl.
BbacTbl cMnaT-KeHICTiK NeH TePEHAIK,
TipPNiKTiH 6@p/blK ThIHbICBIH 6HEPre 83€eK
eTyiHae rpadmKaHbl 6ip KaparaHia
anblHFaH TaKblPbIObl TAPUXKU, KEPKEMAIK
Lewimi caH-cananbl 60NFaHMeEH, opTak
epeKLweniri — KepKeMaik Tacingi MaHepi
apneHaipin, rpapuKanbiK yTbiMAb! LWeLLiMAI
KeTKi3y. CUMBOJI, OM aFbiMbl YaKbIT NeH
OKWFaHblH anaHblH EMiH-ePKiH aybICTbIPbIN
OTbIpbIN, anMacTblpa 6epreHae TYMiHiHIH,
6ip 60Nybl }OHEe TapTbIC-KYPEC apKblibl ON-
cesiMfi WapbIKTaTy, COHan-aK CypeTTey,
6enHeney TociniH KypaeneHaipy, Kyobinty
KepeK eKeHairi KepiHeai. Kuan apKbinbl
KOMMNO3ULUANBIK 6PHEKTI KYObINTY Kasipri
ajlaM AyHWeTaHblIMbl MEH OW epiciHe caun
Kenepi[7, 6.25-29 1.

MiHe, ocbl cMnaTTbl KacueTTepai
«A6blnamn xaH», «ToMnpurc»
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LblFapManapblHaa aypbIic, Konawnbl
nNanaanaHa 6ireH cypeTLli KoFaMHblIH, eH
KiluKeHe 6eNiriHiH XYpPEeriHeH WbIfbiM OTbIP.
On TaKbIpbIObIHA KEPEKTI 1€ KbI3bIKThI
MacerneHi Taba 6ingai.

BYriHHIH Ke3-KenreH cypeTLLiCiHiH
LblFapMalLlblfiblFbIHA YHiNE Kancak
«Kagsipri» gereH mafblHa 6anKanagbl.

An rpadmKa canacbl 60MbiHLLIA
6aKblNaHOaNTbIHbI, BUTKEHI OHbIH,

apHawnbl KOHAbIPFbl apKblbl, KE3EKTI
TYCTEPAiH 9PEKETTECYi apKblbl XKy3ere
acyblHa 6annaHbICTbl 601ap. JereHMeH
rpaduKaHblH KOMEriMeH KepKem cypeT
eHepiHaeri 6apnbIK Ko3fFanbiC, KOMNO3MLMS
KYPbIbIMbl HaK alKblHAaNaTbIHbl aHbIK.
CoHpan-aK KebiHe anblHFaH TaKblPbINTbiH
TOPKIiHi XXanaH emec, eTe Kypaeni maceneni
6onagbl.

K. KameToBTbIH «ABal eneHaepi»
OOMbIHLIA }acaFaH «OTKEHLWEKTepP» AereH
6eTi KopepMeH KOHTIHEH LbIKKaH TyblHAbI.

MBaHriniKKe anHanfaH Kitantap Tapuxbl
[1a, OHbIH, KahapMaHbIHbIH 6Mip X1MKasnapbl
[1a KbI3bIFYLWbIbIKTbI TaHbITaAbl, OCblAaH
Kefe KiTanTbl Xa3faH aBTop KiTarnka,
aln KiTan e3 aBTOpblHa anHasbIn KeTeq,.
CoHAbIKTaH 6i3iH ecimi3ge Aban eneHaepi
ecTe caKTanTblHAan Mupac.

«ABGan eneHaepi» 6orMblHLWA
UNNIOCTPaLMSaap KacaraHgapabiH, iwiHe K.
KOXbIKOB Ta eHej,.

bakbinan Kapacak, K.KameTtoBTbiH AGawn
eneHaepiHeH anfaHbl OMbIH YATICiHIH 6ip
6eniri 6onca, K.KoxbikoB Abait 6eMHECIHIH
©3iH allyfFa ThipblCKaH. EKeyi e AGanapblH,
Y/IbIIbIFbIH KEPCETEi. «OTKEHLLIEKTEP»
Y/IKEH KOTEPINiCrneH CoOMKECTIKTI TaHbITabl,
ayaapbliblN-TOHKEPININ 8TKEHLEK O3iHiH
acTap/bl KACMETIH KOCbIMLLIA anKbliHAANbI.
OHbIMeH oMHaFaH XacTapfa cak 60/yabl
MeH3enai. Komnosunuusicbl aga eTte Kypaeni,
LallblpaHKbl aNblHbIMN, acTaH-KeCcTeHaiKTi,
SIFHW COJN Ke3eHJeri lneneHicti 6anKayra
6onajbl. 94e0UeTTi eHepiMi3aeri KoHe

Central Asian Journal of Art Studies N1 2017



6enHeney eHep canacblH4arbl anfalKbl
O€eT en TaHbIM, CoOFaH XYriHeTiH 6oncak,
OHbIH, OKWFa XeNiCiH anaTtblH opTachl

On aybl1. YaKbIT aFbIMbIHbIH KOTEPreH
mMacenenepi, 6apnblfbl aybli TaKblPblOblHbIH
asicbliHAa KipicTipinreH. *KoHe ne ap
Ke3eHJeri XapblK KepreH TyblHAblnapaaH
ayblnablH 6eT-6eMHECIHIH yaKbIT eTe

Kene e3repin oTblpFaHblH OFaH KOca Con
ayblNablH iLWKi NCUXONOTrMSASbIK 63repiciH
KepeMis. fFHW, 9TKEHLWEKTEP YNTTbIK
OWbIHHbIH BipiHe ae }KaTnanabl, an eHai
Aban enieHaepiHEH anblHFaHObIKTaH
ajlamapfa YNTTblK AereH oM TacTayblHblH,
e3i actapnbl 60nmak. On oMbliH 60MybIHA
6annaHbICTbl OHbIH, WaMnWaHablFbl MEH
Y/IKEH KO3FanbICbl EpeKLUIEe aTtanabl

}oHe rpaduKa apKblibl KOpCeTinyi

[le e3reLlenirii ankbliHaanabl. Abamn
eneHaepiHe xasbinFaH K. KOXbIKOBTbIH
UNACTaUMSICbIHAA HaHaNbIKTbIH 6apbIH
cesgipei. OHbIH anfaH KOMMNO3ULIUSACHI,
CTWAIi, opblHAay Tocini, 6ip CbI3bIKMNEH
nKkemaen cbi3bin 6yKin Aban 6enHeciH
awybl webepnik. MyHaa aa aybll KepiHiciHe
CblpTTam yYHinemis, Tytactan 6akbliayra
AbGaw KesiH 6epepai. lereHMeH, Aban 6ony
op agamMfa Tuecini emec-ay. Aban 605ybl
YLWWiH eneH KepeK, cypeTLli opHanacTblpFaH
KOMMNO3ULUANbIK KYPblIbIMbIHA apHamnbl
oJ1eH Xa3blFaHgan acep 6epefi. byn
unacTpaumara YHinreH ap6ip ausnbi
KaybiMa TYPJli TaKblpbINTblH 6acTaybl
Kenepi ce3cis.

Kitan rpaduKacbliHbIH YTbIMAbIbIFbI
apHaWbl 6J1eH, Ce3[iH HeMece SHIMEHIH,
TOPKIiHIH aHbIKTan 6apbin }a3bliybl. TeK
COH/Ja FaHa KOMMO3MLKA TyMbIKTanagbl,
KapTUHaHbIH, CbIPTbl paMKaMeH

LeKTenreHaen HakTblnaHaabl. OMipain,
LWbIHaMbI WbIHABIFbI, XaNbIKTbIH, TYPMbIChI
MeH 60/IMbICbIHa TH MiHE3-KYJIKbI

ew 6o0amMacbI3 cosl KannblHaa 6epinyi
rpaduKaHbIH YTbiMAbI 6epinyiHe
GannaHbicTbl. OCbiFaH cakagam camn
KeneTiH 6aTtbipnap Typasnbl XbIpbl, ocipece
T. OpaabeKoBTbIH, «[JocnamOeT Xbipay»
TYbIHAbIAPbIHbIH TaKblpbINTapbl. 9p6ip
TYbIHAbIAAH KYpecKe 6eKiM KipiCKeH
¥acTapfa epKiH 6aTbIpfbIK pyx 6epreHaen
JapblHAbIIbLIK KepiHea,.

KOPbITbIHAbI

Kitan rpadpukacbiHaafbI
LWblFapMaLlbliblK TancblpbiCNEeH KaTap
WYPreHMeH, TaKblpbINTblH MOH-Ma3MyHb!
cakKTaJica, canachbl YXofanmam Heriari
rpaduKanbik 6enrici caktanca faHa Kitan
rpaduKacbiHa anHanbImn, apaanbiM 6ip
KanbINTbl OMAbl yananabl. [lereHMeH,
padurKa canacbkl Ke3sre epekule ifiHin,
OpbIH anblin, 63 OPHbIH HAKTbl canfiaraH
cana 6ona anafbl, 0N Typasbl WET eNgikTep,
Pecen eniHin, 3epTTeywinepi Tyn-TyKUAHbIHa
JeniH 3epTTei aen anta anambi3.

Kitan rpadpukacbiHa conkec
YTbIMAbI }a3bl/iFaH rpadpuKanblK
UNNCTpaumsnapabl ToNbIFbIMEH
KapacTblpbIn OTbIPbIM, 8p aliblHFaH
TaKblpbINTapbliHAaFbl KETEPreH
MacenenepiH ankblHAANTbIH
UNNIOCTPaUManapabl WhiHaWbl Tangay
apKblabl awbin, CTUAbAEPIHIH 63iHAIK
epekuieniriH 6ip-6ipiHeH avblipa, Kitan
rpaduKacblHa eH THiIMICIH TaHaayabl
Ke3aey Kitan KyHAbIbIFbIH apTThipagbl.
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I. KocaHoBa
Kasaxckas HaunoHanbHas Akagemusi uckyccts um. T. XKypreHoBa, Animatsbl, KasaxctaH

KHUXXHAS! TPAOUKA B UBOBPA3SUTE/IbHOM UCKYCCTBE KA3AXCTAHA XX U HAYANO XXI BEKA

AHHOTaumA

MN306pasuntensHoe NCKyccTBO KadaxcTaHa B KOHLE XIX M B Havyane XX BeKa A4OCTUI1a BbICOKOIro pa3BuTuS.

B XX Beke B 061acTu rpadurKu Xya0oXKEeCTBEHHbIE TEMbI U MaTepuanbl Oblin CNOXHbIMU. NHAMBUAOYaNbHbIE

W crneLmanbHble acneKTbl 3TOro Bonpoca ABASOTCSH TEM, YTO 3TO — HaLMOHaNbHOoe, AyXOBHOE pa3BuTHE,
pa3BuTME TPAAULMOHHOM }KU3HWU HaceneHus, KOTopoe NPoCieXnBaETCS B UCTOPUU, KaK SHLMKNONEANYECKUIN
cnoBapb UCKycCcTBa, 6ecnpeLeieHTHOM U 3Ha4YMMOM UCTOPUKN MHbOPMaLMK C YHETOM TOrO, YTO Yepes
rpadmn4eCcKomn MHOYCTPUK, @ 3HAUYNUT, HAYNHAS OT TUMOB JIMHOrpaBlopbl, TnTorpadun 1 TpaBneHus odopTa,
COrNacHO No KHUXHOW rpaduKn, BXOAWUT B CO3HaAHME 0OWECTBEHHOCTU U CBUAETENLCTBYET

cneumdunyeckme nHdopmaunun. Ha nepsbirt B3rnsg KopHu rpaduKn B n306pasunTebHOM UCKYCCTBE
KasaxcTaHa Ha4ymnHaeTcs ¢ paHHUX paboT A.KacTeeBa. B cneayowme psabl rpadmn4ecKon MHAYCTPUN BXOAAT
rpynnbl Xy4OXXHUKOB € 0CO6eHHbIMKW B3rNsaaMu, Kak E.CuaopkuH, M.KucameanHos, U.Ncabaes, A.lypbeB.,
A.PaxmaHoB, K.3akupos, T.Opaa6bekos, K.KameToB, A.[ly3enbxaHoB. B TBopyecTBe XyA0XKHUKOB HabntogaeTcs
aKTyallbHOCTb C/I0}KHbIX BOMPOCOB, OCOEHHO KaxKaoe cobbiTue UCTopUK, GONbKNopa, No33uun, NuTepaTypbl
OTKPbIBAETCH C MOMOLLbIO rpaduyeckmx nMcTos. brnarogapsa KHUKHON rpaduKe, MONOAEXKb U A4EeTU MOTYT
y3HaTb O HapOAHbIX reposiX.

KnoueBble cnoBa: KasaxctaH, M306pasnTtenbHOe UCKYCCTBO, rpadmKa, GoNbKIop, KHMXHaa rpaduka,
XyLOXeCTBEHHOE NponseeaeHune, Buabl rpaduku.

G. Kosanova
T. Zhurgenov Kazakh National Academy of Arts

THE BOOK GRAPHICS IN FINE ARTS OF KAZAKHSTAN IN XX AND BEGINNING OF XXI CENTURIES
Abstract

Fine arts of Kazakhstan developed greatly at the end of XIX and the beginning of XX centuries. In XX century,
artictic topics and art materials of graphs were difficult. Individual and social aspects of this question - itis
the national, spiritual development, depelopment of traditional life of the population, which can be traced in
history as encyclopedic dictionary of art, unprecedented and significant history of information considering
that through graphics industry, which means beginning from linocut types, lithography and etching according
to book graphics, is in public consciousness and shows specific information. At first glance, the roots of
graphics in fine arts of Kazakhstan begin with early works of A.Kasteev. The following ranks of graphic
industry includes a group of artists with special views such as E.Sidorkin, M.Kisamedinoy, |.Isabayev, A.Gurey,
Rakhmanov, K.Zakirov, T.Ordabekov, K.Kametov, A.Duzelkhanov. Relevance of complex issues, especially,
different events of history, folklore, poetry, and literature opens due to the graphic sheets in the works of
these artists. With the book graphics, the youth and children can learn about national heroes.

Key words: Kazakhstan, fine arts, graphic arts, folklore, book graphics, piece of art, kind of the graphic.
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Abstract

The article reveals questions of psychological readiness of students of art universities to build a creative
career. Various management variants of creative workers and their features are considered in the context of

teaching in higher education institutions of art.

Key words: career building, art-management, career environment, psychological readiness for action,

facilitator

Introduction

There is a widespread opinion in
the artistic and creative environment
about the incompatibility and even the
opposite of art and the business world.
Art is often associated with selflessness
and spirituality, and business aspirations
are directed at specific pragmatic goals,
making profit. People of art often consider
it impossible to create themselves in
any kind of framework that limits the
creative process. Some consider the
idea of management of art to be absurd,

”oou

and concepts such as “career”, “career
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building”, unsuitable for the artistic
environment, defining their professional
self-realization rather as “pure inspiration”,
service, and mission.

However, the relations between the
artistic environment and the world of
business are already actively discussed
and implemented in the modern world.
This process has a two-way character of
rapprochement and contagion. Throughout
the history, art and business have always
been in certain relationships and, upon
closer inspection, were not alien to each
other, but perhaps never before these
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relationships were articulated as clearly
and aggressively as in recent decades.

This trend is primarily caused by various
economic crises, one of which is the
crisis of overproduction. The latter led to
the transition of modern society from the
consumption economy to the experience
economy [6]. We are withessing how the
aesthetic concept is actively promoted in
business. Aesthetic concept means design,
ergonomics of the environment, business
ethics, advertising and many others.

There is also the practice of borrowing
business methods and techniques that are
of art, which have arisen long ago and have
firmly established themselves. Lately, many
works have appeared that offer analogies
between “organization and theatre”

(Best &Kellner, 1997), “leader and artist”
(O’Malley & Baker, 2012), management as
jazz improvisation (Barrett, 1998) [7].

At the same time, counter processes
occur in art when art practices become
impossible without the use of business
tools, including planning, design and
marketing approach, strategic, investment,
financial management, etc.

The proclamation of art as a new sector
of the economy, namely the “creative
economy,” was the crowning of the process
of bringing these seemingly opposing
areas of human activity closer [11]. The
tendencies of such interventions cause
different reactions, however we consider it
undeniable that they can be stated as a fait
accompli.

This process of rapprochement and
contagion of two spheres of human activity,
which are opposite in terms of goals and
functions, can be compared with the
process of synthesis of academic music
and jazz, which began in the middle of
the 1920s in the works of G. Gershwin, A.
Dvorak, I. Stravinsky, M. Ravel and other
composers, when “spicy” and “fresh” jazz

intonations were heard in classical works.
Later, in the period of “modern jazz” in the
50s of the XX century, when jazz music
began to acquire a clear classical look

in the works of S. Kenton, D. Brubeck, J.
Lewis, etc. This phenomenon in the history
of jazz even became known as “third
current.”

Art has ceased (or ceases) to be the
result of only “pure inspiration.” The
modern level of knowledge in the field of
human sciences allows us to understand
and realize the deep mechanisms,
including creative processes. This gives
an opportunity and brings the artists to
the need to plan both the creative process
and their own creative path. In this regard,
the concept of “career building” does not
seem so alien, formal and not applicable to
artists. Issues of conscious management
and building are especially relevant in the
current economic conditions.

Art university as a career
environment?

Theories that study the phenomenon
of career, the process of building a career,
throughout its history have undergone
a significant evolution. The study of the
phenomenon of career occurred initially
in the framework of management studies,
but later representatives of behavioral
sciences actively joined the research. Early
theories saw the career as a progression
in the office stairs in the organization;
later theories see the career as “self-
realization,” the development of a person
throughout the life journey [13]. Career
in the work of researchers goes beyond
the organization and covers a broader
time range from school desks to the life in
retirement. Career is seen as a “sequence
of roles,”“life scenario,” highlight the
concept of “poly-variable career,” the
success or failure of which is determined

121



solely by subjective assessment. This
semantic content of the term career
was called “acmeological definition of
a career”: career - not only (and not so
much) advancement on career ladder,
but also the process of realization of
the person himself, his opportunities in
the professional activity conditions [4].
The concept “career” in this kind of its
evolution, its modern form becomes quite
adequate to the artistic environment.
Moreover, it is as if “written off” from the
professional path of artists and in the
modern theory can be fully defined as the
theory of “artistic career.” Consequently,
regardless of the sphere of activity,
every person in the modern world builds
his career following the example of an
artist, a creative personality. It is all the
more strange that these theories are not
applied and are not used in the system
of vocational training for students of art
universities. Higher education institutions
are becoming increasingly participants of
market relations

and the professional success of
graduates is not only a manifestation of
social responsibility, but also one of the
main criteria for the quality of the provided
educational services.

According to modern theories,
professional realization and building
a career begins with the choice of the
specialty and university, where the
professions are to be trained [5]. The
period of study at the university is called
the early stage of building a career. For
some specialties of art, building a career
at an early stage is vitally important.
This applies to a greater degree to
representatives of the performing arts -
dancers, artists, actors, since the peak of a
stage career is most often associated with
physiological “youth.”

For students of art universities, building
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a career is not an easy task for a number
of reasons. The key problem now is the
lack of attention to career management as
such in the universities of art. In the higher
educational institutions of other fields -
pedagogical, technical, business, services,
etc. - the problem of career management
is fairly well documented. Technologies

of career creation is successfully used
more or less - career tutoring and career
coaching, there are centers for career
development, and in other words, career
management occupies a completely
legitimate position. At the same time,
there is no systematic effort in this
direction in the educational space of the
art universities. Being a sphere of spiritual
production and an ideological tool, art

and artistic creativity were fully subsidized
by the state and enjoyed a “privileged”
position, “a special status” for a long time.
This situation led to inertia, stereotyped
thinking and a serious backwardness in
the field of management, including career
management. The young generation
continues to inherit this lag: along with
“strong” professional training, high level
of mastering the craft, issues of career
development, self-realization in the new
conditions remain a game of luck.

Reasons for the difficulties in building
a career, some of which will be typical
for students of all universities, and
part of it specific to the students of art
universitiescan be identified below. We list
the following objective reasons:

e conditions for non-guaranteed
employment;

* remoteness of the result of creative
work in time, and the related difficulty in
evaluating the artistic product;

e criteria subjectivity for evaluating the
products of artistic creativity;

e dependence of incomes on
consumers’ tastes or market conditions;
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¢ “closeness» of the professional
environment;

¢ a small number of creative
organizations and vacancies there;

¢ the slow succession of generations;

¢ protective tendencies of the older
generation;

¢ [ow level of remuneration of labor in
the state sector;
e lack of social and legal protection in
non-governmental creative organizations;
¢ unfavorable social and economic
factors caused by underdevelopment of
mechanisms as well as adequate market
system;

¢ |lack of systematic training in career
building in the early stages, etc.

Subjective factors can include:

¢ psychological unpreparedness of
graduates to active professional self-
realization;

¢ Dependent attitude as a result of
education by the masters of the older
generation;

¢ |ack of the skills necessary to
realize the creative potential in a market
economy conditions: project thinking,
mastering project technologies, basic
legal literacy, personal effectiveness and
self-organization skills, foreign language
skills, communicative psychological
and regulatory techniques necessary in
addition to narrow professional skills,
knowing their own profession inside out

¢ [ow awareness of current trends in the
art and business world;

¢ lack of awareness of the need for
purposeful career formation, mastering
the necessary techniques for it, awareness
of oneself as a subject of creative activity,
capable and eager for self-realization in
the profession.

Awareness that the conditions of a
market economy, despite the severity,
give significantly more opportunities for

successful realization in the creative
profession. Intervention of art in business
in the context of building an artistic
career opens new horizons for forms of
self-expression and interaction with the
consumer.

Psychological readiness to build a
career

Before we proceed to a detailed
consideration of the phenomenon of
psychological readiness for building a
career, we consider that it is necessary
to make concretization and clarification
of the concepts of career preparedness
and psychological readiness. Career
preparedness is a broad definition that
includes the formation of professional
tools, a sufficient level of abilities,
skills, mastery, and proficiency in the
profession, i.e. operational component or
more “objective” factors. Psychological
readiness is part of career preparedness,
it is also difficult and even impossible
without an operational component, but
it more implies psychological structures,
such as installation and expectations,
motivation, self-esteem and expressed in
the intention of conscious career building
or “subjective” factors.

Psychological readiness at the same
time is a general psychological concept
and is considered in various aspects:
psychological readiness for studying, for
work activity, for family life, for performing
work tasks, etc. There is a wide variety of
approaches to the interpretation of the
concept of “psychological readiness” and
its sufficient elaboration both in works
of domestic and foreign scientists. The
problem of psychological readiness at
different times was investigated by B.G.
Ananiev, S.L. Rubinshtein, V.A. Slastenin,
V.I. Pogrebensky, A.G. Maslou, K.R. Rogers,
K.G. Jung and others [9]. In some works,
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psychological readiness is seen as an
installation [10]. Installation is also a
general psychology theory and implies
a holistic, undifferentiated state of the
subject, preceding activity. The installation
is interpreted as the boundary between
“subjective” and “objective” and occurs
when the needs of the subject collide and
the objective situation of its satisfaction.
The theory of installation, just like the
psychological readiness, is considered in
relation to many aspects and branches
of human activity, including creative.
In particular, the notion of installation
for success formulated by the Russian
psychologist D.K. Kirnarskaya as applied to
her study of musical abilities and talent is
known. As the scholar says, if talent,
giftedness, abilities are a product of
genetic heredity and weakly succumb to
external influences, then the setting is
completely manufactured, it is entirely
in the power of man. It is this properly
formed state that allows you to achieve the
maximum potential realization [2]. This is
also true of psychological readiness.

The concept of psychological readiness
is considered most holistically in the
context of “psychological readiness
for action». It is treated as a state of
mobilization of all psychophysical systems
of a person, ensuring the effective
performance of certain actions. Quite
authoritative in this approach was the
work of Ya. L. Kolomensky. He interpreted
psychological readiness as a level of
personality development, which assumes
the formation of a coherent system of
value-orientation, cognitive, emotionally-
volitional, operational-behavioral
properties, as a set of skills, skills and
personal qualities adequate to the
requirements, content and conditions of
activity [3].

According to B.G. Ananiev, readiness
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for work activity can not be limited to the
characteristics of skill, labor productivity.
He believes the definition of the internal
strength of the individual, its potential
and the reserve, necessary to improve the
effectiveness of professional activities in
the future is important in the assessment
of readiness. [1]

L.TS. Puni’s thesis “Development of
students’ psychological readiness for
professional work» is devoted to even more
substantive consideration of psychological
readiness [3]. The author has focused
on studying the applied aspect of
development of psychological readiness
for professional activity by means of self-
regulation.

In this article, we consider the
student’s psychological readiness for
building a career as a personal education
characterized by an awareness of his
needs and setting himself to maximize his
own abilities in the conditions of the artistic
environment, the intention of conscious
career building.

Integrating the two above-mentioned
structures of psychological readiness, as
well as the acmeological definition of a
career, taking into account the peculiarities
of the art sphere as a career environment,
we form our own structure of psychological
readiness for building a career of art
students with the following components:

e emotional and motivational (value
attitude to creative activity, love for the
profession which directs strong-willed
efforts, inner success motivations, value
orientations, motivation to consciously
building a career);

e appraisal and operational (adequate
self-esteem, self-confidence, confidence in
his own choice, independence in assessing
his own creative activity and products, level
of craftsmanship, ability, skills, mastery);

e creative (search activity, including new
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forms of interaction between art and the
surrounding reality; the ability to create,
not only to create something new in the
outer plan, but also the formation of new
formations, the development of one’s
own personality, the ability to combine
incompatible, expanding horizons).

For the successful formation of the
listed components of psychological
readiness, the purposeful efforts of
the subject of creative activity with
professional psychological support at the
early stages of career development are
needed.

Training - an effective way of
forming a psychological readiness

Psychological support for building a
career in the early stages (during the period
of study at a university) implies an integral
system of interrelated and purposeful
activities. Among them:

e designing curricula and content of
educational disciplines taking into account
the recommendations of employers;

e drawing up the subject of course and
diploma papers, projects in accordance
with the career environment requirements;

e organization of professional and
systematic consultancy on a wide range
of issues from employment to practical
recommendations on career management;

¢ organization of mentorship in the
university, when senior students interact
with younger students, helping them to
Overcome career crises;

e organization of communication of
different generation graduates - talks
with successful graduates working on a
specialty, creation of an alumni club.

e active inclusion of students in project
activities.

The tasks relating directly to the
formation of a psychological readiness
for building a career are most effectively

addressed through psychological and
educational trainings. The tasks of
psychological training include:

e work on the adaptation of students in
the university at different stages;

e formation of motivation to build a
career;

e studying of the demotivation causes
and overcoming it;

e formation of skills to overcome career
and creative crises;

e formation of career expectations and
attitudes;

e monitoring the change in the
personality of the student, etc.

The objectives of the educational
training include:

e acquaint students with modern
concepts in the field of art and business,
creative industries;

e study of contemporary forms of
interaction between the artist and the
public;

e training in project management tools;

¢ |dea generating methods and
decision-making technologies, etc.

Training technologies in this case
fully comply with the principles and rules
widely described in the literature. Common
methods are used during the training:

e work in small groups;

e work in pairs;

e work in a circle;

e exercises to develop teamwork skKills;

e communicative exercises, training of
partner communication;

e Exercises for the development of
creativity, sensitivity, and dynamics of
thinking.

® business games;

¢ brainstorming;

e group discussion, etc.

A special attention should be paid to
one of the types of training or the style
of work that is used in the training -
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facilitation.

Facilitation is a professional
organization of group work aimed at group
achievement of the set goals. In other
words, in the process of facilitation, the
group actively participates in the solution
of the tasks set, using and actualizing its
internal potential.

“The facilitator - a professional who
offers support in the context of operational
management, provides a method and
means to help find the answer in difficult
situations related to the business
operations” [12].

In other words, the group solves
problems independently, using the
experience, knowledge, creativity of its
members. The facilitator creates the
atmosphere necessary for the release of
the creative energies of the group, for the
best disclosure of the creative potential
of the group. Facilitator creates space
for effective information exchange, in the
process of which he is the most involved
and everyone will be heard.

Again, in order to better explain
the essence of the facilitator’'s work,

s difference from the other coaches,
scholars go to analogies with the art world.
Here is how the work of the facilitator is
described by Prokofieva N.I. in her book
“Business training: where to start and

how to succeed. Guides for managers and
coaches.”

What is the difference between the
facilitator’s style and everyone else’s? In
order to understand this better, let us turn
to the method of group analysis.

In the group analysis, the facilitator is
called with more meaningful, accurate
and euphonious word “conductor”.

The conductor should not be a virtuoso
composer or tuner, trombone player

or violinist - performing functions in
the orchestra are done by musicians.
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However, conductor is able to organize a
harmonious sound. The main instrument
of the conductor is the “magic wand.”
This person stands with his back to the
audience and manages dozens of musical
themes and sounds, people and their
instruments with mere mimicry, gestures,
and gaze. With a slight movement of his
fingers or even a trembling eyebrow, this
person is able to cause or extinguish the
soloist’s activity, make the hall sob or
applaud in ecstatic delight. This person is
at the forefront of the stage, but it seems
to be not: the listener’s eyes are directed
to the orchestra; they listen to the sound
and catch the echoes of their inner world,
excited by the music. A good concert can
be compared with a magical ritual that
transforms all participants: both listeners
and musicians are changed after it.

“Something similar happens in
psychological training, which is conducted
by using a facilitative style” [8].

Recognized expert in the field of
facilitation Tony Mann has requirements to
the facilitator:

1. Facilitators are not connected with
subject knowledge, in other words, they
should not be experts in the topic of
discussion, brainstorming, meeting, etc.
The effectiveness of the facilitator depends
on its ownership of the format in which the
meeting takes place, from its ownership of
the process. Good facilitators understand
how to manage groups, and what models,
tools and techniques to use in order to
get the desired result. A format is a way of
structuring and organizing a

group to perform a specific task. A
process is a combination of different
models and techniques that are used to
achieve a solution.

2. Facilitator should be a creative
person and be able to take risks. He should
be ready to step outside the comfort zone
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to create a new technique or adapt a tool
that would suit the situation.

3. A good facilitator is able to react
quickly. The group may go astray in the
search for a solution to a difficult issue;
the facilitator is also needed to start the
process of finding a solution in the group.

4. The facilitator should remain open to
changes and stress-resistant.

5. Do not rely on highly specialized
knowledge; the broad outlook will be much
more effective. You need to accumulate a
lot of analogies and metaphors that will
help in managing the discussion.

Facilitator style, in our opinion, is most
effective when conducting trainings in
the artistic and creative environment.
Since creative people do not accept the
directive style of communication, many
have a high level of resistance, self-
esteem is too high. Creative people have
to solve difficult tasks, ready answers to
which to be found neither in the textbooks
nor on the Internet. Creative people are
fundamentally creative at their core, but
they are often inert, constrained, they need
activation and then they literally begin to
gush ideas. People from different areas of
art gather at the training sessions, which
is often a challenge for the coach, since it
is impossible to be an expert in all areas
at once. Nevertheless, it is necessary
to lead everyone to a common solution
of problems and understanding of the
situation, and in this case, the techniques
of facilitation are irreplaceable.

Facilitation is extremely suitable for
forming preparedness for building a career
in the early stages, because it involves a
long process, which is quite feasible in
the process of studying at a university.
Effective facilitation leads to increased
motivation, opening up the potential,
shaping attitudes and expectations,
realizing unconscious earlier motives,

needs and aspirations, effective action, in
a word to the full psychological readiness
necessary for creative people to build a
career.

Conclusions

Thus, at the present stage of the society
development, it becomes necessary to
prepare the art university students as
subjects of the creative economy, creative
industries. Preparation in many respects
consists in formation of psychological
readiness for career building and
professional activity in the conditions
of market relations. For the successful
formation of psychological readiness, the
purposeful efforts of the subject of creative
activity with professional psychological
support at the early stages of building a
career are needed. Studying at a university
is an important initial step in the process
of building a career. It will be good, if during
this period not only professional skills of
mastering craft are formed, but also skills
on career management.

One of the ways of psychological
support can be the use of training in
the work of the organization as a way of
forming and developing a psychological
readiness for building a career. Trainings
can be both educational and

psychological. The most appropriate
for students of art schools is the use of
a variety of training - facilitation, or the
inclusion of facilitation techniques in
ordinary training. Facilitator style is most
suitable for artists, because it implies a
non-directive style of communication,
creating an atmosphere of trust, building a
communication environment that activates
the internal potential of the audience,
and ensures the involvement of each
member of the group. Facilitator style is
the most effective in the early stages of
building a career, because it involves a
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long process. The result of an effective of adequate expectations and career plans

facilitation can be increase of motivation, and other components of the complex of
the disclosure of creative potential, psychological readiness to build a career
overcoming creative crises, the formation necessary for future artists.
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Kasaxckas HaunoHanbHas Akagemumsi uckycets um. T. XypreHoBa, Anmarbl, KazaxctaH

BOMNPOCHI MCUX0J/IOrMYECKOW FOTOBHOCTU K NOCTPOEHHUIO KAPLEPbI CTYAEHTOB BY3A

HUCKYCCTB

AHHOTaUuA

Cratbs PacKpbIBaeT BOMPOChHI NCUXONOrM4YECKON rOTOBHOCTH CTYAEHTOB XyAOXXECTBEHHbLIX BY30B K MOCTPOEHUIO
TBOp‘-IeCKOVI Kapbepbl, paccMaTpnBaloTCA Pa3/InyHble BapUaHTbl MEHEAXKMEHTA TBOPYECKUX paﬁOTHMKOB n nx
OCOGEHHOCTU B KOHTEKCTE npenojaBaHWAa B By3aX UCKYCCTBa.

KnioueBble cnoBa: NOCTPOEHME Kapbephl, apT-MEeHENKMEHT, KapbepHaa cpeaa, Ncnxonorn4eckaa
rOTOBHOCTb K AENCTBMIO, (bacvmwTaTop.
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KA3AKCTAHAAFbI AYANAbI BI/IIM BEPY XXYMECIHIH © 3EKTIITI

AxpaTna

MaKanaga enimisgeri )aHe gamblFraH engepaeri agyaniplK 6inim 6epy »yneci MeH gamybl, TEOPUS MeEH
NpaKTUKaHbIH, 6aMnaHbICbl, COHbIMEH Gipre OHbIH eNiMi3[iH 9KOHOMMUKAaCbIHA TUTi3reH acepi Kapanajbl.
Bbonawak MaMaHgapablH *KYMbIC OpHbIHAA ToXKipnbeaeH eTy apKblibl 6if1iMiH TONbIKTbIPbIM, OKY YAepIci
6apbICbiHAA OHAIPIC AaFablnapblH Urepyi XaHe OFaH OKY YAEPICiHIH ToXxipnbenik 6eniriH ynranTy KaHe eHaipic
opblHAapbIHAa cabak eTKi3y apKblibl KON KeTKi3yre 6onatbiHAbIFbI KapacTblpblnagbl. COHbIMeH 6ipre, ayangbl
6inim 6epy KyMeCiHiH aneMHiH JaMbifaH engepiHze 1abblCTbl TYPAE KoNAaHblNybl anTblnagbl, 6i34iH enimisge ae
Ayanapl 6inim 6epyaiH ongarblifan JamybliHa 6apnblK KafFaan KacayFa 60naTblHAbIFbl AoNI€NAEHTEH.

Tipek ce3aep: KOFaMAblK-9KOHOMUKabIK GopMaL s, XeKe MEHLUIK NeH )annaw xocnapnay,

HapbIKTbIK 9KOHOMMWKA, KeaenaeTinreH MHaycTpuanbl-MHHOBaLMANbIK JaMy, 6HepPTanKbIWTbIK,
LWblFapMallblblK,6aCeKenecTik opTa,KpeaTuBTi Ke3Kapac.

Kipicne
JOCTbIM, TEOPUS KENKEH aFallTamn, an emMip rya-ryn amHanabl.
leTe.

ATaKTbl HEMiC aKblHbIHbIH OCbl HaKblJ1
cesaepi ayanabl 6iniMm 6epyaiH, MaHIH
anKbIH allbin Kepceteai. Erep Teopus
TOXipNOGEMEH TONbIKTbIPbIIMaNTbIH 60/1Ca,
OJ1 XaHCbI3 Hapcere anHanaibl. COHbIMEH
Gipre ynbl OnLbINAAPAbIH NiKiPiHLLE, XaKCbl
TeopusiiaH apTblK eLHOPCE HKOK.
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Kasipri TaHga KocinTik 6inim 6epyaiH,
Heri3ri MmaxkcaTbl — eH6eK HapblFbiHAA
6oceKere KabineTTi, Ky3bIpeTTi, 63
MYMBbICbIH XaKCbl GiNeTiH, XaH-KafblHa
OafbIT-6argapMeH KapanTbiH, aeMaiK
CTaHAapT AeHreniHae HOTUMKENI KYMbICKa,
Kocibu ecyre, aNeyMeTTIK-CasaCH arianfra
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e3repictepre Te3 6enimaenyre Kabinetri
OINiKTi TIriHWI, WaliTapas, acnas }oHe

T.0. KOFaMFfa KaxeTTi XXyMblcKepnepai,
KbIBMETLWiNnepai naspnayra 6arbiTranFaH.
KeHectep Opafbl Ke3iHAe KaHaaaH
XyMblcKa KenreH KOO Hemece apHalbl
opTa 6iniM 6epeTiH MEKEMEHIH, TYNIEKTEPIHE
OCblfaH JeniH OKblFaHbIHAbl YMbIT, €HJi
KanTagaH OKUTbIH 601acbiH AENTIH.
Ananpaa 6yHaan Toxxipube 6apnblK Kepae
OpblH a/iMaFaH 6onaTblH. Mbican peTiHAe
KOCINTIK-TEXHUKaNbIK YYUSTULLLEHIH, TYNEri
60/FaH 6i3aiH NPe3naEeHTIMI3iH TaFabIPbIH
KapacTblpyFa 60nafbl. On XYMbIC KYHiH
MeTan KopbITYyMEH 6acTan, OHbIH, eKiHLLi
}apTbICblH METaNNyprusa Herizgepi Mex
MaTtepuanaap KapcblbIFblH, }OFapbl
MaTeMaTuKa Heri3aepiH OKYMeEH asiKTanTbIH,
OacKalla anTcak, Toxipnoe 6apbiCbiHAa
KongaHaTblH 6iNiMiH }KUHAKTaNTbIH.
HoTumxeci agam TaHFanapnbikTan 6onapl.
On eHpipicTi ce3 XKy3iHae eMec, ic Ky3iHae
Oingi XoHe XnHafaH 6iniMiH ToxKipnbe
6apbiCbiHAa KoNgaHa angbl. byn KeHecTiK
6iniMm 6epy MYMECIHIH, YIKEH XeTICTiri efi.
Con Kespgeri KeHecTik MTY »oHe AMTY-
nap TeK eHipicKe KaxeTTi MaMaHaapblH
FaHa eMec, aybin LWapyallblnblifbl
MaMaHAapblH Ja AanblHOANTbIH OPbIH
6onapbl. CoHbIMeH 6ipre opta MEKTENTIH,
YKOFapbIl CbIHbIMN TyneKTepiHiH « J0CCA®D»
KOHE YI WapyallblfiblFbl KypcTapbiHAa
6iniM any MyMKiHgiri 6ap eai. binim 6epy
MEH eHAIpPICTiH apacbiHAa HaKTbl 6annaHbIC
OpPHbIKKaH 6onatbiH. bipak, 6i3 051 Ke3ae
0acKa Koramaa, 6acKa KoFaMablK-
3KOHOMMKasbIK popmaLms KesiHae

eMmip cypaik. On KoFamaa MEMNEKETTIK
EeKe MEHLLIK NeH Xannaw }ocnapnay
YCTEMAIK eTTi. XaNblK WwapyalbblFblHbIH
KaKeTTiNniKTepiHe cornKkec 6apiblK cananap
OonbIHWA MaMaHAap AanbiHaay *}Kocnapnay
OO0MbIHLLIA KY3€ere acblpbliaTtbiH, 6HAIpiC
neH 6inim 6epy KynenepiHid, apacbiHaa
ynnecimainik cakranatbiH. bapnbiK MEHLLIK

MEMJIEKETTIK 60NFaHAbIKTaH WapyallbilblK
XanbIKTbIK 60/1bIN ecenTeniHii, BUTKEHI

ON Ke3eH/Je MeMJIEKET XasblK YFbIMbIHbIH
CUHOHWUMI 60nbIN Tabbinabl. byriHri TaHaa
*ocnapbl 3KOHOMUKaHbIH OPHbIH CypaHbIC
YCbIHbICTbl aWKbIHAANTbIH HAPbIKTbIK
3KOHOMMWKa 6acThbl.

9picrep

An Kasipri KYHHiH, WbIHAbIFbI MblIHAHAAWM
— 6i3 MaMaHZap AanbiHAay canacbiHAa
3KOHOMMUCTEP MEH KYKbIKTaHyLbINapabl
anmnan eHAipyMeH KaTap,

OHJIpIC NeH KypblnbIC canacbiHaa
MaMaH XyMbICLIbLIapAblH KeTicneyLwiniriH
6ankanmbl3. KazakctaH Pecny6aMKachbiHbIH
CTaTUCTMKa OpraHapbiHbIH aKnapaTsl
6ombliHWa, 2010-2014 K. 9KOHOMUKAHbIH,
MaMaHaapfa JereH *}annbl KaxeTTiiri
287 MblH agambl KypafraH, OHbIH, illiHae
HKUUL (HKepengetinreH nHaycTpuanibl-
MHHOBaLMANbIK AaMy) Kobanapsbl YLWiH
— 106 mbIH [1]. BacekenecTik neH
WHHOBaUMsnapAbl eHrisyaiH Kasipri keageri
TanantapblHa COMKEC COHfbl YaKbITTa
OpbIH anfaH KP eHaipiciHiH TEXHUKanbIK,
}OHe TEXHONOIMUANbIK MapKiH XXaHanay
vOepiciHeHKaapnap AanblHAAY KYHUECiH
HETINAipy KaxkeTTiniri TybiHaanabl. Ocbl
opanaa ayanabl 6inim 6epy KYMECiHIH,
MaHbI3bl apTa Tycegqi. -KyMbIC OpHbIHAA
ToXipubeaeH eTy apKbl/ibl 6onallak
MaMaHaap OKy yaepici 6apbicbiHaa eHAipic
AafFabliapbiH urepepi. byFaH oKy yaoepiciHiH,
TOXipUBenik 6enirid ynrFanTy aHe eHaipic
opblHAapbliHAa cabakK eTKi3y apKblibl KO
HeTKi3yre 6onaabl. Erep 6yn fblibiIMU-
TEXHUKaNbIK canafra KaTbiCTbl 60/ca,
3epTxaHanap »arganbiHaa 63 naesicbiH
ToOXipunbe XKy3iHae TeKcepy MYMKIHAITIH icKe
acblpa anajbl.

Lyanpabl 6inim 6epy Kyneci anemHiH
KenTereH (AKLL, l'epmaHus, PpaHuus,
KblTal koHe T.6.) engepiHae TabbICTbl TYpAe
KongaHbinyna. bisaiH enimisge gyanabl
6inim 6epyaniH onaarbiaan gamybiHa 6apiblK
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*Kargan 6ap. Ayangbl 6inim 6epy KyneciH
KOJ1AaHy HOTUKECIHE YNKEH XKETICTiKTepre
eTKeH en — lepmanua. lfepmanHuaga
KenTereH KoJIeHep aHe TeEXHUKalbIK
yyunuenep ipi KomnaHuaaapMeH TblFbl3
6aifiaHbICTa XXYMbIC icTenai. Yannuwenep
KoOMMaHusnapablH Kagpnapfra gerex
KakeTTiNniriH anablH ana 6inin oTbipabl
}KOHE CypaHbIC NEH YCbIHbICKa CaMKeC 63
TYIEKTEPIHIH CaHbIH Xocnapaan anagpl.
bizge MmyHaan Kyne aziplie oK. Ananaa
OfFaH KaxKeT 6ap/iblK anfblllapTTap 6ap.
OKOHOMMKAHbIH, Kbl3Y }OHE KapKblHAbI
JlaMblN Kene XaTKaH MyHan MeH ras eHjey
CEKTOpbI, ©3iHAIK KYPbIIbIC UHOYCTPUACHI
OHE TayeNCi3fliK Xbliaapbl 63 aNeyeTiH
YKOFanTnaraH, bla cCanblH MUINMOHAAFAH
TOHHa acTblK }XoHe 6ackKa Aa ayblin
LapyallbliblK 6HIMOEPiH 9KCNOPTKa
}ibepin oTblpaTblH arpapsbiK CEKTOP.

TeK xocnapnay »oHe eHfipic rneH 6inim
6epyaiH ThiFbl3 6ainaHbICbiHa HEri3aenrex
YMbICLIbITap MEH FbiIbIMU Kagpnapabl
JanblHAANTbIH OYPbIHFbl KEHECTIK KYHNEHI
KalnblHa KenTipy Ka*keT. }yMbIC OpHbIHAA
6inim 6epy KyneciH KannblHa KenTipy
KepekK. An yNTTbIK KOMNaHuanapabliH
6ap/iblFblHAa Kagpnap AavblHAaWTbIH

63 6iniMm 6epy Mmekemenepi 60nybl THIC.

Byn FbINBIMHbBIH, JaMybl MEH YOfapbl
TEXHONornsanapabl KaxeT eTeTiH eHaipic
cananapblHia Kagpfiap ganbiHhay XyneciHe
Je KaTtbICTbl. Mbicanbl, «Kastenekom» AK
KapacTbipaniblK. On aKLMOHEPSIK KOFaMm
peTiHae 63 KypaMblHa SHepreTuKa KoHe
6annaHbIC MHCTUTYTTbIH EHri3e anagbl, an
VATTbIK arpap/iblK YHUBEPCUTET eNiMi3fliH
ipi arpowapyallblibIKTapblMEH CEPIKTECTIK
KaTblHacTap opHaTta anaabl. MeHLwiK
dpopmacbiHa Tayesnci3, MEMNEKETTIK HeEMece
}EeKe MEeHLLIK 601yblHa KapaMacTaH,
6i3aiH, enimizgid, 100-geH aca KOO,
OGipHeLlle }Ky3 Konnegxaep meH 9000 —pan
opTa MEKTenTep ocbiHAan 6annaHbIicTap
OpHaTybl KEpPEK.
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MeKTenTtep MeH Konniemxaep
neHreninae 6apnblK XYMbICLLbI,
KYPbI/bIC XaHE aybln Wapyallbl/iblK
MaMaH[blKTapblHa, iCKEPNiK NeH
hafablnapfa, COHbIMEH Bipre FblnbIMU
}KOHEe eHePTANKbIWTHIK WblFapMallblibIK
HerizaepiHe ynpeTy KaxeT. *KoFapbl OKy
OPHbI MEH }OFapbl OKY OPHbIHAH KEWiHri
Hyneaeri oKy yaepiciH HaKTbl eHaipic
NneH KbIBMET KepceTy cananapblHaarbl
MoCceNenepmMeH, FbiibiIMK i3AeHIicTeEpMEH
yliITacTblpy KepeK. Ocbl MakanaHblH,
aBTopnapsbl 6i3aiH enimiagid KOO
OKbITyWWb1apbl MeH CTaHadopa
yHmnBepcuteTi (AKLL) npodeccopbiHblH
KesfecyiHe KaTblCKaH 6os1atbiH. On
Kesaecyne AKLL-pa kanan npodeccop
6onaabl JereH cypak KonbinraH eai. On
OHbIH 6HEPTaObIChIHbIH NATEHTIH anbin,
OHJipiCKe eHri3reH KoMnaHusg MUIIUOH
nonnapiaH aca nanga tankaHHaH KeuniH
npodeccop 601abIM en Kayan 6epreH
6onatbiH. An AKLL yHMBepcuTeTTEpiHaE
KaHaaw 6inim 6epy ctaHaapTTapbl 6ap
JlereH cypakka: «<HakTbl 6ip ctaHgapTTap
OK, 9p6ip yHUBEpPCUTET 63 TananTtapblH
KajblNTacTblpadbl», — Aen ayan
6epreH efi. YHUBepcUTeTTep YLiH 6inim
6epy cTaHAapTTapbl }OK OCbl eNfiH,
UMbpNbIK TEXHONOMUANAp canacbliHaa
aNeMaiK aeHrenae kewbaclbl 60nysbl,
dyHAaMeHTanabl FbiibiMaap 60MbIHLLA
Hob6enb ChinnbIFbl NaypeatTapbl CaHbIHbIH,
KOeNTiri, COHbIMEH KaTap anemMae *annbl
iLUKi ®HiM GOMbIHLLIA, AFHW BipiHLLiI
KaTeropusnbl BastoTaMeH 6aranaHraH
OHAIPINreH eHiM MEH KOPCETINNeH KbI3MET
©6oMblHLWa GipiHLWI OpbIHAbI MENEHYI
TaHfFanapiblK }afaan. An 6ipHelue
Facblp/blK Tapuxbl 6ap ayanabl 6inim 6epy
OYKin 6inim 6epy *KyYMECiHiH ipretachl
605bIn TabblnatblH fepmaHus Eypona
3KOHOMMKAChIH Kellb6aclbIChbl.

Erep eH gambiFaH engepaeH TypaTblH
HETINIKTIH KypaMblHa KipeTiH XanoHus
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Kelbacuibl 60bIN TabbinaTtblH OHTYCTIK-
WhIFblC A3MSHbI KapacTblpaTblH 60caK,
anoH XasKblHbIH «Erep TannbiHbIN
KepceH, 60ybl a MYMKiH, 60/iMaybl Aa
MYMKiH, ananga TanneiHb6acaH, elTeHe
60/IManTblHbl pac» AereH MakKasibl eCKe
Tyceni. byn HaKbl1 ce3 OCbl aca YKeH
METICTIKTepre XeTKeHAiriH, poboT XKacay,
3/IEKTPOHMKA, aBTOMOOUIb LLbIFAPY KoHe
Tafbl Aa 6acKa cananapaa Kasipri 3amMaHfbl
TEXHONornsanapabl KosaaHaTblH enjeri
nparMaTn3m JeHremniHi, Xofapbl eKeHiH
KepceTteai. Onap ewTeHere TEKTEH TEK
ceHb6enai, 6apnblfblH ToXXipnbe apKbliabl
TeKcepyaeH eTKi3eli. ATbl atanfaH
engep anemiiK 3KOHOMMKaHbIH, XaHa
TeXHONornsanapabl KojiaaHaTblH 6HAIpic
NeH KbIBMET KepceTy cananapbiHblH,
Kewbacwbinapbl. COHAbIKTAH 9JIEMHIH,
¥eTeKLWi engepiHiH ToxipnbeciH KonaaHa
OTbIpbIN 6i3AiH enimisae ayanabl 6inim
6epy HKYNECIH eHri3y, Kenbip }KaKTapblH
KalTadaH KannblHa KeNTipy KarKkeT.
Ayanapbl 6i1im 6€py KYNECIH EHri3y
6apbicbiHAa 6i3AiH AiNiMi3, 6i3MiH,
XaNIKbIMbI3blH, MOAEHU-3THUKANbIK
epeKLLEeNiKTepi ecKepinyi Kepek.
AybiN WapyalwblbiFbIH MbICan peTiHae
KapacTblpcaK, MiHAEeTTI Typae 6i3aiH,
enimi3fiH, TabUFn-KIMMAaTTbIK XKafganbl,
len gananap opMaHAabl Aananapra,
onap e3 Ke3eriHae KblJIKaH *KanblpaKThbl
OpMaHaapfa ynacartblH anyaH Typ/ii
NnaHpwadT eckepinyi Tvic. An arpapiblK
OHAIpIC KeLLEHI YIiH apaanbIM
TOXipNOE KarKeT eKeHi coe3ci3. On yuliH
aybln WapyallbliblFbl MGMaHAapbIH
AanblHAaWTbIH 6iniMm 6epy Mekemenepi
CoN canajafbl KacinopblHAapMeH
TypaKTbl 6annaHbIiC OpHaTylapbl KaXeT.
Bbyn 6annaHbic KacinopbiHAap 6inim
6epy yaepiciHe Tikenen Katbica anatblH
JleHrenae }ysere acblpblfiatblH 60/1a4bl.
KecinopblHaap Toxipnbe Herisinae
6inim 6epy YLLiH XKarFaan xacan, 6apiblK

LWbIFbIHABI KOTEPYI XoHEe MYMKIHAIK 60sca
6iniM anywbinapra annbiK Teneyai Konra
anynapbl Kepek. CoHbIMEH KaTap, 6ifim
6epy mekemenepi eHaipic 6alanapbiHia
OHJIpICTIK HEMEeCe

ToXipubenik 6inim 6epy xylere
acbIpblybl MYMKIH KoCinopbIHAaPMEH TEH
KYKbIKTbI HETi31€ YMbIC iCTeynepi KaxeT
[2].

HoTuxxenep

Oyangabl 6iniM 6epy *KYWECiIH eHrisyain,
Tafbl 6ip WapTbl —KocinopblHAaP apacbkiHaa
B6oceKeNecTiK opTa KanbInTacTblpy,

AFHW BiniM 6epy MeEKEMENEPIHIH Y3aiK
TYNeKTepi ywiH 6aceKkere Tycy. An on
TY/IEKTEP 6HipicTe 63€epPiHiH Kacion
KoHe ToXipubenik garablnapbliH XeTingipe
OTbIpbIN, 63 60NalaKTapblH akKblHAAN
anagpl.

LOyanpabl 6inim 6iniMm 6epy KyrneciH
€Hri3y HOTUKeCiHAe eHOEK HapbIFbIHbIH
KaXeTTiNiKTepiHe ConKec eHAipic NeH aybin
LIapyaLllblbIFbIHbIH, KbISBMET KOPCETYAIH,
6apnblK cananapbliHia MaMaHzap
JanblHaayabl *ocnapnay MyMKiHZIri
navaa 6onaaebl. binim 6epy mekemenepi
MEH KacinopblHAap apacbliHia Tbifbl3
6alnaHbICTbIH OpHaybl HOTUMKECIHAE OKY
YXoHe 6inim 6epy 6argapnamanapbiHa
Kocibu ynbIMaapablH MaKkcatTapbl MEH
MiHOETTEepPi, COHbIMEH KaTap onapfa ToH
Macenenep eHrisinetiH 6onaabl. OKylbinap
MEH CTyAEHTTEp 63aepiHe KaTbICThl
cananapja He 60/bIN XaTKaHbIHaH
xabapaap 6onblin, 6inim 6epy Mmekemenepi
KabblpFacblHAa CON MaKcatTapFra
eTyre, Mmacenenepain WwewimMiH Tabyra
6arnapnaHagbl.

Hyneninik HeriziHae gyanapl 6inim
6epyai eHrisy gavblHAaNbIHATLIH
KaapnapAblH YTKbIPAbIFbl MEH KaCiGU
GiniKTiNiriH KamTamMachbl3 eTeTiH 6inim
6epy 6argapnamanapbiH ToXipubenik
neH MHHOBaUMANbIK 6aFbITTa e3repTyre
bIKNasn }acanabl. ByHblH 6apnblfbl 6inim
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6epy MeKemenepi 3epTxaHanapbiH
Kasipri 3aMmaHfbl Kypan-»abablKTapMeH
KamMTamacbI3 eTyre, Kagpnapabl
fJanblHaayablH, KarTa JanblHAayAbIH
FbIbIMU-3ICTEMENIK HETi3iH apaanbIM
eTiNnAipin oTblpy YWiH KaFaan xacayra
MYMKIiHAIK 6epegi.

Kagpnap ganbiHAayOblH aTaiMblL
ywneci 6inim 6epy, FblibiIM MEH OHAIPICTIH,
©3apa cabaKTacTbIfblH XKY3€ere acblpyra
blKNan etefi, HoTUXeciHAe MaMaHaapAblH,
GiNiKTINIri apTagbl, XXaHa TexHonoruanap
JaMu/ibl XXoHe 6inim 6epy MeH eHAipic
canacblHaa Macenenepai wewyae
KpeaTuBTi Ke3KapacTblH OPHbIFYbIHA
MYMKIHJIK Tyajbl.

binim 6epy KyneciHiH ayanablk
¥aFblHa Kapaw e3repyi agam KanuTasnblHa
MHBECTULUSA KacayablH TapTbIMAbIbIFbIH
apTTbipaabl. KentereH KacinopbiHaap
KepeK KapaxaT neH pecypcrapabl 6ene
OTbIpbIN, 6iniM 6epy MeKemMenepiHae e3aepi
YLWIiH KaXeTTi MaMaHaapabl ganbiHOayabl
KONlfa anafbl.

CoHbIMEH KaTap, Oy }Kyhe ecKeneH,
YPNaKTbIH T€3 9NE€YMETTEHYI MEH epeceK
emipre 6erimaenyiHe fie blknasa }acanibl.

[Jyanabl }yHeHi eHrigdy ylWiH 3aHHamara
YL XaKTblH — 6ifliMm 6epy MeKkeMeci, 6inimM
anylbl XXoHe ayanabl 6inim 6epy xysere
acblpbliaTblH YUbIMHbBIH, KYKbIKTapbl
MeH MiHAEeTTepi HaKTbl KepceTieTiHaen
e3repictep eHrisy KaxkeT. byn yu »aKThbl
WapT 6iniM anylblHbIH KYKbIKTAPbIH
Kopfanabl, OHbl MamMaH fanbiHaay
YAEPICIHIH, ayanKepwiniriH xxete
TYCIHETIH TONbIKKaHAbl KaTbICYyLLbICbIHA
anvHanabipagbi[3].

binim anywbinapabl OKbITY Yaepici 6ip
Me3ringi eKki »xepge — 6is1im 6epy MeKeMeCi
MEH eHAipicTe }y3ere acblipbliabl, OKYLbI
YLWWiH TEOPUA MEH TaXKipnBEHI canbICTbIpyFa,
6onalllaK KacCibiH e3 6eTIMEH Urepyre oHe
6onalak

MaMaHAbIFbl Typasbl 63 MiKipiH
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KanbINTacTblpyFa MyMKIHJIK TyblHAaWAabI.
OpuHe, eHipicTe 6inim 6epy
6araapnamachl XyMbic 6epylLUiHiH MyaaeciH
ecKepyi Tuic. Erep ce3 OO Typanbl
6osca, 6iniMm anywbliapablH, FblbIMU
mMacenenepai, 63 MamaHablKTapbiHa
KaTbICTbl cananapabl *aKcbl 6inynepi
KOHEe FbINbIMU 3epTxaHanap MeH
WMHCTUTYTTap/blH, }yMbICbIHa 6eficeHe
KaTblcyapbl KaxeT. Onap fFblnbIMU-3epTTeyY
YAEPICiHiH, 6ip 6eniri, FolnbiMK obanapfa
KaTblCylblnapablH, TiNTi onapabl Xysere
acblpywblnapiblH, 6ipi 60/ynapbl KEpPeEK.
Ocbl opanga MamMaHAbIKKa OKbITY
emec, 6acKa a Kacintep ayKbiMblHAA
KOJAaHbl1ybl MYMKIH iCKepnikrep
MEH Jafabliapabl KanbiNTacTblpy 6TE
MaHbI3bl. KypCTbIK XaHe AMNIoMabIK
HYMbICTapAblH TaKblPbINTAPbIH }KYMbIC
6epyluinepmeH Gipnece oTbIPbIN aHblKTay
KepekK. Toxipnbenik cabaktap 6apbicbiHaa
OKyLWbllapAblH aniblHa e3aepi wewimiH
YCbIHa anaTtblH HaKTbl 6HIpiC MacenenepiH
KOWFaH aypbic.

AunckKyccuna

OHpipic neH 6inim 6epy MeKeMeciHae
OKMTbIHAAPAbIH apa KaTblHackl 50 ae
50 60ny KepekK. Onap - negarorMkarnbiK
JanblHAbIKTAH 6TKEH MAMaH }KoHe
OHJIPICTIK AanblHAbIKTaH (6iniM 6eHrenin
KeTepy/[eH) 6TKEH OKbITYLWbINap. MamaH
NanblHaay 6apbicbiHaa 6inim 6epyaiH 60%-
HaH Kebi ToXipubere apHanybl KaxkeT.

OHAipic MaMaHaapblHbIH MaMaH/[blK,
OOMbIHLIA OKbITbINATBIH MOHAEPre KaTbICThl
6iniMm 6epy cTaHAapTTapbiH AanblHaayFa
KoHe aMnnaomMablK obanapabl Koprayra
6alnaHbICTbl KOMUCCHUS KYpaMblHAa 60Nyl
[a MaHbI3abl 60/bIN Tabblnagbl.

KopbITbiHADI

En6acbiMbi3 H.©.Ha3ap6aeB 63iHiH,
}onpayblHaa:”MeH ce3imai, acipece,
}acTapbIMbl3Fa apHafFbIM Keneai. byrin
MEH XapusinaraH aHa casiCy oHe
3KOHOMMUKaNbIK 6aFbIT ci3epre }akKchbl
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6inim 6epyai, aFHK 6yaaH aa NanblIKTbipak
6onallak colnnayabl keaagenai. MeH
cizgepre — »aHa 6yblH Ka3aKCTaH4blKTapfa
ceHiM apTtamblH. Cisaep aHa 6afbITTbIH,
KO3fayLbl KyWiHe alHanyrFa Tuiccisgep..
CeHpepain, a3aT oMnapbliH MEH KEMEN
6inimaepin, — enimisai Kasip 6i3re Kes3
eTnec anbICTa, KOJ KeTnec KnaHaa
KepiHEeTIH TbiH MaKcaTTapfa anapaTblH
KYAipeTTi Kyw”, — Aen }actapfa 30p YMIT
apTbin oTbip. COHAbIKTAH aa, 6CKeNnex
YPNaKTbIH 63 efliHiH Hafbl3 NaTpUoThI,

MaMaHblFbl 60MbIHLIA XaNKblHA afan
KbIBMET aTKapaTblH, YpnaKTaH-yprnakKa
¥anfracbIn Kene »aTKkaH MaJeHUeTIMI3 i,
Tinimiaai, AiHiMi3Ai, Xepimiaai cakTamnTblH,
enimisgi 6aceKkere KabineTti MeMIeKeT
60/1bIN Ka/ibiNTacyblHa CENTIriH TUTi3€eTiH
TEXHUKANbIK XoHe KacCinTiK 6inimM

6epyaiH MHHOBaLUANbIK XYHECIH Kypyabl
MEHrepreH, KoFamra ajan KbI3MeT eTeTiH
TyNFa 60bIN KanbiNTacaTblHbIHA CEHIMIMI3
MOJ1.
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AKTYAJIbHOCTb CUCTEMbI AAYAJZIbHOIO OBPA30BAHUA B KA3BAXCTAHE

AHHOTauMa

B naHHOM cTaTbe NoKasaHa B3aMMOCBSA3b TEOPUM M NMPaAKTUKK B CUCTEME 06pa30BaHWs Hallel CTPpaHbI

W PasBUTbIX CTPaH, JOBUBLLMXCS BNEYaTNAIOWMX PE3YNLTAaTOB B IKOHOMUKE. 3HAYUMOCTb AyanbHOro
o6pasoBaHua GyneT Bo3pacTaThb, TaK KaK Gyayline creLuanucTbl, noayyas TEOPETUYECKYIO NOArOTOBKY,
MUMEIOT BO3MOMHOCTb TYT K€ UCMO0Nb30BaTh 3HaHUA Ha NpaKTnke. CoNuKeHne 06pas3oBaHna M NPOU3BOACTBA
— NOTPEB6HOCTb CErofHALIHEro AxHA. 119 3Toro He06X04MMO UCMONb30BaTh OMbIT BEAYLIMX CTPaH MUpa, a
TaKe OnbIT GbIBLLIEro COBETCKOro rocyaapcTaa, rae npodeccMoHanbHo-TexHuYeckoe o6pasoBaHmue 6bio
TECHO CBA3aHO C NPOM3BO/CTBOM. ITO HEOGXOAMMOE YCIIOBUE Pa3BUTHS HALLIEro HOBOMO HE3aBUCHUMOTO
CyBepeHHOro rocyfapcTaa. Kaxkas 6b1 dopma COGCTBEHHOCTH HU Bbina y NpeanpuaTis, ata cuctema
o6pa3oBaHu1s, TO eCTb TEOPUS, OCHOBAHHAA Ha MpaKTUKe, I0MIKHA CTaTb MPUOPUTETHOR, @ UMEHHO OCHOBHOM
W rnaBHOM. Beflb UCTUHHAA TeopUa BCEraa NOATBEPHKAAETCH NPaAKTUKON.

KnioueBble cnoBa: 061eCTBEHHO-3KOHOMMUYEecKan GopMaLus, YacTHasa CO6CTBEHHOCTb U NnaHoBas
3KOHOMMKA, PbIHOYHAs 3KOHOMMKA, pedopmMa ANa MHAYCTPUANbHO-MHHOBALIMOHHOIO PasBUTUS,
NPOU3BO/CTBO N306PETEHNI, KOHKYPEHTHAsA cpefa, KpeaTuBHOe MUPOBO33pEHHE.
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THE IMPORTANCE OF DUAL EDUCATION SYSTEM IN KAZAKHSTAN

Abstract

This article examines the system and the development of dual education in developing countries, the
relationship between theory and practice, as well as its impact on the economy. The significance of

dual education will increase, since future specialists getting theoretical training have the opportunity to
immediately use them in practice. And this is the need of today, the rapprochement of education and
production. And for this it is necessary to use the experience of the leading countries of the world, as well

as the experience of the former Soviet states , where vocational education was closely associated with
production. And this is a necessary condition for the development of our new independent sovereign state.
Whatever form of ownership the enterprise has, this system of education, that is, a theory based on practice,
should become a priority, namely, the main and the main one. After all, the true theory is always confirmed by
practice.

Keywords: Social and economic formation, private property and planned economy, market economy, reform
for industrial-innovative development, production of inventions, competitive environment, creative worldview.
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N.N. BERKOVA'S
TEXT BOOK
“KAZAKHSTANI
NON-FICTION
FILM ON THE

INTERACTION
OF NATURE AND
SOCIETY" IS
PUBLISHED

MPHTH 18.67.27

A. Baygozhina !
'T.K. Zhurgenov KazNAA,
Almaty, Kazakhstan

N.N. BERKOVA'S TEXT BOOK

“KAZAKHSTANI NON-FICTION FILM ON THE INTERACTION OF NATURE AND SOCIETY” IS PUBLISHED

Abstract

The author of the review for the textbook “Kazakhstani non-fiction film on the interaction of nature and
society” by the film critic N.N. Berkova talks about the depth of the issues of “non-fiction film on the
interaction of nature and society,” about the attempt to systematically describe the republican films on this
topical theme. The author of the review draws attention to evolution and the dynamics of the process as a
whole in the broad context of world cinema highlighted by Berkova, points to the reasoning of periodization
with the characteristic of each period and the indication of all significant works, the identification of the
specifics and features of different genres, including the popular science film genre. One of the conclusions
of the textbook for teaching students is significant - environmental film in the broadest sense, is a film that

shapes the worldview of the audience.

Keywords: textbook, popular science film genre, environmental films, archive film material.

This textbook is the result of many
years of research by the film scholar N.N.
Berkova, aimed at popularizing non-fiction
films related to nature one way or another.
The author has done a thorough and
meticulous work on the analysis of large
stream of Kazakhstani documentary films
on this topic. Moreover, for the first time in
domestic cinematography, an attempt was

made to systematically describe local films
on the interaction of nature and human -
and this was done strictly scientifically, with
the involvement of Kazakhstani material
into the broad context of the world cinema
process.

N.N. Berkova introduces the history
of the issue, tells about the genesis and
establishment of the popular science film
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genre - in Europe, the USA, the USSR,
assesses the evolution and dynamics of
this process: from individual films and
authors to studios, TV channels and
festivals, differentiating them by type
and direction. The author focuses on the
development of films on the interaction of
nature and human in Kazakhstan: by year,
by filmmakers, by themes and by filming
sites.

The author outlined the range of
topics and problems that were raised
in these films; their periodization was
also given - from the mid-1920s to the
present - with a characteristic of each
period, givenpractically all significant
works in this genre, and the identification
of their specifics and features. The
textbookthrough the example of specific
films shows how the world outlook of
society has changed: from the notorious
conquest of nature to the need for
protection as well as awareness of itself as
a part of it. The genre at first has developed
as a type, then as a poetic, then as a purely
popular scientificone, later there appeared
journalism, and now - authoremphasizes:
- this is ecological film in the broadest
sense that shapes the worldview of the
audience. The textbookis distinguished
by information saturation, correctness,
objectivity, accuracy in formulations.

Examining the state of this type of films
in present-day Kazakhstan, the author
comes to a grim conclusion: at this time
the genre in the country is

undergoing a crisis, caused, firstly,
by the fact that television programs and
films on the ecological theme are taboo
and, as a consequence, practically not
financed; Secondly, today country lacks
professionals that able to make a quality
product - such as L. Mukhamedgalieva and
V. Belyalov, who successfully worked here
in the Soviet era (a separate chapter in the
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manual is devoted to their work).

Another strong point is in the fact that
NadezhdaNikolaevnaBerkova is not only
a film scholar but also an active advocate
of nature (she is one of the co-founders
and active members of the Ecological
Society “Green salvation”, which has been
operating in Almaty for many years), which
means, the author knows excellently not
only local films about nature and human,
but also how this interaction actually takes
place in the country - at the level of the
individual, society, state.

The value and relevance of this work
is also in the fact that the textbook is
provided with links to specific films that
are stored in the Central Archive of the
Republic of Kazakhstan - a student
can watch the film in the archive or the
film room of the T. ZhurgenovKazNAA.

The textbook is intended, first of all, for
students, but it will also interest specialists
- film scholars, filmmakers working in this
genre of cinema.

You can find N.N. Berkova’'s
«Kazakhstani non-fiction film on the
interaction of nature and society» in the
library of T. Zhurgenov KazNAA.
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A. Ba#FoXXHHa
T. XKypreHoB aTbiHfarbl Ka3aK ¥nTTblK eHep AKkagemusicbl, AimaTtsl, KazaKctaH

H.H. BEPKOBAHbIH <KA3AKCTAHAbIK OAbIHCbI3 KWUHO }XOHE KOFAM MEH TABMFATTbIH ©3APA
IC-KUMbIJIbl» ATTbl OKY K¥PAJ1bl WbIKTbI

AxpaTna

KunHoTtaHywbl H.H. BepkoBaHbIH «Ka3aKcTaHAbIK OMbIHCbI3 KUHO KoHEe KOFaM MeH TabuFaTTbiH 63apa ic-
KWMblfbl» aTThl OKY KypasiblHa aBTOP «OMbIHCbI3 KUHOHbIH, KOFaM MeH TabufFaTTbliH ea3apa ic-KUMblbl»
MaceseciH TepiHipeK 3epTTen, OHblH pecnybnunKanblKk GUibMaep *KyMeciH cunatrayaa e3€eKTi TaKblpbin eKEHiHe
nikip antagbl. H.H. BepKoBaHbIH 8n1eMiK KWHO KOHTEKCTIHAEr 9BONMOLUMANbIK AMHAMMKa NpoLeciHe, 6apnblK
MaHbI3/1bl }XYMbICbIHbIH, 8pKanChbICblHa AdYip/ey anFaKTapblHa, TYPAi *aHpaarFbl epeKLlenikTepiHe, COHAan-aK,
KenLwinikke TaHbIMan-fFblibIMU KMHO ¥aHpblHa Ha3ap aygapagbl. CTyAeHTTepAi OKbITY YLWiH TYXKbipbIMAAPAbIH,
Oipi: IKONOrUANbIK KMHOHbIH KEH MaFblHaga KepepMeHAePaiH, aneMaiK Ke3KapacbhliH KanbintacTbipy 60/bin
Tabbinagbl.

Tipek ce3pep: OKy Kypas, TaHbIMan-FblIbIMU KMHO ¥aHpPbl, 3KONOMUSANbIK Gunbmaep, MyparaTtTbiK
KuHoMaTepuangap.

Author’s data: Baigozhina A. — senior teacher at the T.K. Zhurgenov
Kazakh National Academy of Arts.
e-mail: amakgtai @yandex.kz

CgeneHus 06 aBtope: baiiroxxuna A. — crapuiuii npenojgaBatenb Kazaxcko#
HalMoHasbHOH akasemuunckycers M. T.K. JKypreHoga.
e-mail: amakgtai @yandex.kz

Agtop Typasnbl Majimer: baiiroxxuna A — T.K. )Kyprenos atbinnarsl Kazax

YATTBIK 6HEp aKaJeMHsIChl, aFa OKbITYLLIbI.
e-mail: amakgtai @yandex.kz

139



140

MasamyHbl/ OrnaBnenune/ Table of Content:

Pay U. Ananor = nyTb K B3aUMONOHUMaHMIO KyNbTyp

Nurysheva G., Kosherbayev Z. Postmodernism: Theory and
practice of multiculturalism in Europe

YcypxaHnoB E. ¥pManbl acnantapbliH, AaMy Ke3eHaepi
OpaskynoBa K.C. LLibirapMalubinibiIKTaFbl KEPKEM KUSIT MEH 6erHe

Baidaralin D. Sadaqgshiliq - the art of making and shooting the
kazakh horsebow

Yespenova A. Artistic pecularity of creativity of the painter Aman
Mukazhanov

Lozanova S., Tasheva S. Tracing the “Orient” in Synagogue
Architecture in Bulgaria

TynaxomxaeBa M.T. K Bonpocy pexunccepcKon nHtepnpetaumm
Tparegun LLleKkcnnpa Ha cueHe Teatpa

Hyp>kaHoBa A. TBOpPYECKUI NOPTPET KOMMNO3MUTOPa annom
Mam6eToBa-Kyb6aHoBa

CyneeBa K.[1. Pazsutre npmHumMnoB «[JencTBEHHON cLeHorpadumn» B
KasaxcKoM Teatpe B 1960-1970 rogax

KocaHnoga I. XX racblp MmeH XXI Facbip 6acbiHaarbl KazaKkctaH
6enHeney eHepiHgeri Kitan rpadpuxacsl

Zhumadilova Zh. Questions of psychological readiness of art
university students for building a career

YcenoB IA., CkakoBa K.H. KazaKkcraHaarbl gyanabl 6inim 6epy
YYMECIHIH ©3eKTiNiri

Baygozhina A. N.N. Berkova's textbook “Kazakhstaninon-Fiction
Film on the interaction of nature and society” is published

30
34

54

62

74

84

100

109

120

130

137

Central Asian Journal of Art Studies N1 2017



MoanucaHo B neyatb 22:05.2017t.

dopmat 60 x 84 1/8

Bymara 80 rp. Svetocopy.

Meyvatb Ludposas HP CM 6040

lapHutypa FranklinGothicITC, Literaturnaya
O6beMm 18,75 1. J1.

Tupax 300 3k3.

3aKka3s Ne8

Orneuatano B Tunorpadpun KasHAM um. T. K. )Kyprenosa
r. Anmarsl, yi. Katsykosa, 133

141


User1
Выделение
заменить на "01"




