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© T. )KypreHoB arbinarbl Kasak y/iTThiK 6Hep akajeMusiChl
© Asropaap

OAB 6acTanKpl 3eppTeynepre HerisgenreH Makananapabl, TEOPUANbIK MaKananapabl,
¥oHe *eHep (TeaTp, KMHO, My3blKa, 6eiHeney XaHe KongaHbanbl eHep, CoyeT,
3amMaHayv eHep), *eHepTaHy (Tapux, TeOpUS, CbiH),*KoFapfFbl 6HEeP MeKTebi (negarorvka,
WHHOBaUMS), ¥oneyMeTTiK-ryMaHUTap/bIK XaHe GUnocoduanblK FolibIMbIHAAFbI OHED
TaKblpbiNTapblHAAFbl Ma3MYHAbI WOAYNapabl Xapusananasl.

HKypHan xbinblHa 4 peT }apblK Kepeai. Pegakuuns mepsimai caHbiHa KocbiMLa
TaKbIPbINTLIK CaHAapabl apusanayabl fa Ke3aeni. ypHaniblH ap caHbl: FblibIMKU

MaKananap, 3epTreynep HoTUXeCi, COHAal-aK, KTianTapfa, Kepmenepre, cneKkTaxkabaepre,

dunbmaepre wonynapapl (PEBIO) KAMTUABI.

OAB MaKcaTbl 6aca Ha3ap ayaapyabl KaxKeT eTETiH aHa TeHAeHuMNap Typanbl
naesnapMeH ol anMacyra MyMKiHAIK 6epy 60nbin Tabblnagbl. ypHan yKbiMbl, MaKcaTblH
HbIFaWTyFa 6epinreH yCbiHbICTapAbl KapacTbipagbl.
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LAWK ny6nunKyeTt ctaTbh OpUrMHanbHbIX UCCNENOBaHUM, TEOPETUHECKUE CTaTb, U
cofepKaTenbHble 0630pbl MO TeMaM UCKYCCTBa (TeaTp, KMHO, My3biKa, M306pa3uTesibHoe
W NPUKIALHOE UCKYCCTBO, apXUTEKTypa, COBPEMEHHOE UCKYCCTBO), UCKYCCTBO3HAHUS
(ncTopwms, TeOpPUS, KPUTUKA), BbICLLIEN LIKOJbl UCKYCCTBa (Nefjaroruka, MHHoBauum),
MCKYCCTBa B COLMaNbHO-FyMaHUTapHbIX U GUIOCOPCKUX HayKaX.

HypHan BbixoguT 4 pa3a B roa. Pegakuus npegnonaraeTt BblNyCcKaTb Kak perynspHole
TaK U TeMaTuyeckue Homepa. Kaxkablil HoMep BKIIIOYaEeT: Hay4yHble CTaTbu, pe3ybraThl
nccnefoBaHUn, a TakxKe 0630pbl (PEBIO) KHUT, BbICTABOK, CNEKTaKnen, GunbMoB.

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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CAJAS publishes papers of original research, theoretical articles, and substantive reviews
of topics central to Arts (theater, cinema, music, visual and decorative arts, architecture,
contemporary art), Art Studies (history, theory, art criticism), Higher Education in Art studies
(art pedagogics and innovations), Art in Socio-humanitarian and Philosophy Sciences.

The journal is published quarterly and is peer-reviewed. The editors plan to publish
both regular and thematic/special issues. Each issue includes: research articles, results of
research/studies and reviews for books, exhibitions, performances, films etc.

CAJAS’s aim is to provide a platform to exchange ideas on new emerging trends that
need more focus and boost and will consider proposals that strengthen our goals.
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KypmertTi apintecrep!

OpTanblK-A31s eHepTaHy XypHasblHbIH YXbIMbl AMaTbl KanacblHblH MblHXbUTAbIK
MepenTorbliHa opan «AnMaTbl: Facblp MEH MbIHXXbINAbIK apackl» atTbl [aHapanbiK
FbIIbIMU CUMMO3MYM OTKI3Y apKblibl 63 YECIH KOCYAbl }X6H Kepai. KanTa
Tabbl/iFaH apxeonoruanblk apTedaKTinep KanaHblH KypbliFaHblHA MblH Xbl/
6onfaHbiHa aanen 6onbin oTbip. OcbiFaH 6annanbicTel KHHECKO KanaHbiH,
mMepenTorbiH 2016 *KblablH akTynbl OKUFanap Ti3iMiHe KOCTbl. byn KanaHbiH
GipPTEKTINITiHIH 8PTYP/i KANbINTacy acneKTiNepiH TYPFbIHAAPbIHbIH M3AEHU
IKTenyi peTiHae TanKbllayabl KaXXeT eTeai.

C1MMNO3nyMHbIH MaTepuangapbl OpTanbiK-A31a eHepTaHy KypHablHbIH
YLLiHLWI, SFHM Ci3 OKbIMN OTbIpFaH CaHblHAA KapuanaHabl. T. }KypreHoB aTbiHAafbI
Ka3¥OA wblrapaTblH XypHanablH 6acTbl MiHAETTEPIHIH 6ipi — OTaHAbIK
eHepTaHyablH FblIbIMW dN1EYETIH AaMbITy, cON ce6enTi KanaHblH 6ipTeKTiNiK
GEeHOMEHIH YFbIHY 6i3 YLWiH MaHbI3/bl.

bi3 ciMno3nymHbIH 6afgapiamachkliH OHblH anaHblHAa BiNiMHIH 8P canacblHblH,
FanblMAapbl KaTbiCyFa KoNlawnbl €TiN XacayFa TbiPbICTbIK, atan anTkaHia —
eHepTaHylWblap, cayneTwinep, Tapuxwbinap, cypeTwinep, KWHemaTorpaducrtep,
MyparaTTayuwblnap, yp6aH1CcTTep, enketaHywbinap, KasaxkctaH, AKLL, BeHrpus,
Bonrapus, ApMeHus enfepiHii MeHegKepnepi.

CUMMNO3UYyMHbIH, 6ap/iblK KaTbiCyllbllapbliHa, YCbiHFAH MaTtepuangapbl YLiH
anFblC anTambl3.

AlTa KeTeTiH epeKlue 6ip HbllaH, CUMMNO3MYM apXUTEKTEKTOPbI Moucen
[MH36Ypr 60/1FaH, TapuX NEH apXMTEKTYPaHblH eCKEPTKILi 60/1biN TabblnaTbliH
Ka3ak KCP KeHxankoMbiHbIH 6YpPbIHFbI FUMapaTtbiHAa eTTi. byn araawn 6i3aiH,
OKUFaMbI3fa epeKlLle KYHAbINbIK 6epesi aen ymiTTeHeMis!

OAGX pepaKuuscbl



YBaxkaemblie Konneru!

KonnekTtus LleHTpanbHO-A3MaTCKOro MCKYCCTBOBEAYECKOrO XKypHana

pewunn BHeCTH nenty B npasgHosaHne 1000-netus Anmartbl B BUAe
MexXancumnaMHapHOro Hay4yHoro cumMmno3unyma «Anmartbl: MeXAy BEKOM
Tbica4yenetTmem». BHOBb HanOEHHbIE apXxeonornyeckue apredaKktbl JOKA3bIBALOT,
4TO BO3pacT ropoja coctaBnsieT He meHee 1000 neT. B cBa3u ¢ atum OHECKO
BK/IOYMIIO JaTy obunes roposa B CNUCOK COObITU 2016r0. 3TO XOpOoLUKMi NOBOS
06CyanTb pa3Hoo6pasHblie acnekTbl GOPMUPOBAHNUS MAEHTUHHOCTU FOpoaa Kak
HOCUTENS KYNbTYPHbIX KOAOB €0 XUTenew.

Martepuanbl cumnosnyma ony6nMKOBaHbl B cneLmanbHOM TPETbEM HOMEpe
LleHTpanbHO-A3MaTCKOro MCKYCCTBOBEAYECKOTrO XypHana, KOTOpbI Bbl cenyac
yutaete. KasHAU um. T. XKypreHoBa, usgatoLLas xypHaJs, CTaBuT O4HON U3
Ba)KHEMLUNX 3a7a4 pa3BUTUE HAYYHOIO MOTEHLMANa UCKYCCTBOBEAEHUS, MO3TOMY
oCMbIcieHne peHoOMeHa MAEHTUYHOCTU Hallero ropoja Af1a Hac Heob6Xxo4uMMO.

Mbl BbICTPOMAK NPOrpamMmmMy CUMNO3UyMa TaKMM 06pa3oMm, YTo6bl Ha ero
NAoLWaAKe BbICTYMWAN YYeHble U3 pa3Hblx 06nacTten 3HaHWUS — UCKYCCTBOBEADI,
apPXUTEKTOPbI, UCTOPUKM, XYAOKHUKW, KUHEMATOrPaPUCTbI, apPXMBUCTHI,
yp6aHuUCTbI, KpaeBeabl, MeHeaepbl M3 KasaxctaHa, CLUA, Benrpun, bonrapum,
ApMeEHUH.

Mbl 6narogapum BCex yHacTHMKOB CUMNO3MyMa 3a NpeLocTaBfieHHbIe
matepuanbl.

0c060 CUMBOIMYHO, YTO CUMMO3UYM NPOXOAM/ B CTEHAX 3aaHus, KoTopoe
TaKXe ABNSeTCS NaMATHUKOM UCTOPUM U apXMTEKTYPbl — B GbiBLIEM KOpMyce
CoBHapkoma Kagzaxckon CCP, nocTpoeHHOM No NPOeKTy apxmuTekTopa Mouces
MH36ypra. Hageemcs, aToT GaKT NnpuaacT AOMOMHUTENbHYIO LLEHHOCTb HaleMy
co6bITHIO!

Pepakunsa UAMK
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Dear colleagues!

The CAJAS team decided to contribute to the celebration of 1000th anniversary
of Almaty city with the crossdisciplinary scientific workshop “Almaty: between
century and millenium.” Newly found archeological artifacts prove that the

city dates back not less than 1000 years. In that regard the UNESCO included
the jubilee of the city to the list of important events in 2016. This is a good
opportunity to discuss the various aspects of city’s identity establishment as a
carrier of cultural codes of its residents.

The materials of the workshop have been published in the 3rd issue of
the CAJAS which you are reading now. One of the most important objectives
set by the T.Zhurgenov Kazakh National Academy of Arts, which publishes
the magazine, is the development of scientific potential of art studies, so the
understanding of the phenomenon of our city's identity is necessary for us.

We have built a program of the workshop so that this would be a platform
for the scientists from variousareas of study - art critics, architects, historians,
artists, filmmakers, archivists, urbanists, regional ethnographers, managers from
Kazakhstan, the USA, Hungary, Bulgaria, and Armenia.

We thank all the participants of the workshop for the submitted materials.

There is a special symbolism in the fact that the workshop took place in the
building, which is also a historical and architectural monument - the former site
of People's Commissars of the Kazakh SSR, designed by the architect Moisei
Ginzburg. We hope that this fact provides additional value to our event!

Editors of the CAJAS
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PHILOSOPHY

MPHTH 02.31.21

K. MoJapa6ekos !
''9u1-Dapabu atbinaarsl Kazak yjaTThiK yHUBEPCUTETI,
Anwmatel, Kasakcrann

IJIEYMETTIK-

FTYMAHUTAPJIbIK

QNIEYMETTIK-TYMAHMTAP/IbIK BUTIMAI JKAHFBIPTY XXYHECI-- KOCIEM ¥CTAHbIMFA,
XANbIKAPAJIbIK TOXIPUBETE, CAACU KOJIAAYFA M¥KTAX

AnpaTna

KasaKcTaHgarbl oneymeTTiK-rymaH1TapblK 6inimaep )yMeciHiH AYHUeTaHbIMAbIK, d4icTemMeni Ma3MyHbl,
KYPbINbIMAbIK bIKNanAacTblFbl }KaHa KOFaMAbIK KaXKeTTiNiK NeH 6inim 6epy yMeCiHiH CypaHbICbiHAH KEHXe
Kanyaa. byn neHaepaiH 6ip-6ipiHe biIknanaacTblFbl MEH TaFbIMAbIK MaHbl3bl 6ipTiHAEN a/cipen biabipayaa.
KofamablK neHaepai pecnybnunKanblK XoHe canasnblK AeHrenae XeTinaipyaiH ctpateruanbiK YCTaHbIMbl
OYNbIHFbIP, NOHapanblK 6annaHbICTbl XETINAIPYAiH TETIKTEPI MEH casicaTbiH alKblHAAYAbIH KaXKeTi apTyaa.
MakKkanaga pyxaHu *aHfblpy 6araapiamachl asicbiHaa ocbl NpobaemManapabl XeTiNaipyaiH, KaXkeTTiniri,
Ke3eHepi, KUbIHWbIIbIKTapbl apHalbl KapacTblpblnagbl.

Tipek ce3pep: o/eyMeTTiK-ryMaHUTapblK 6iniM, MHTENNeKTyanabl cabaKTacTblK, TOPOUEHIH YATTbIK KOAbI

Kipicne

HKaHa gayipae KazaKCcTaHHbIH UriniriH
apTTbipaTblH, MOpTEBECIH KeTepeTiH
YTbIMAbl 9pi 60/1allaKKa o1 allaTblH
*Kobanap »ysere acblpblnyga. ¥nbl
MaKcaTTapfa HeTKi3€eTiH cepninai
*ob6anapabl YWiHLWi XaHFbIPy, OHEPKCINTIK
PEBOJIIOLNSA, KOFaMAbIK pyXaHU KaHFbIpy,
WUHTENNeKTyanabl YITTbl KanblNTacTbIpy,
aneyMmeTTiK 6acTaManapbl XeTinaipy gen
aTayaambl3 En6acbiMbl3 YCbIHFaH 6y
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oneyetTi 6actamanap KasakcTaHablK
JaMylblH MOAENiH TONbIKTbIpa TYCETIH
KagbiMaap, KapKblHaap.
KasaKcTaHablK JaMy/blH,
SNAEHYI, 8NIeyMETTEHYI ChIPTKbI
3KOHOMMWKabIK, cayaa-caTTblK, MOEHMU
YOHe aKnapaTTblK KaTblHacTapAblH,
ayKbIMblHa, MYH/lafbl CEPIKTECTIK
neH 6aceKenecTiKTiH KapKblHblHa Aa
KaTbICTbl. KapKblH TaHbIMAbIK }oHe
ONeyMeTTiK 69CEKNECTIKTEH HOp anyaa,

CASICH KOJIILAYF A
MYKTAK
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bIKMasblH apTTbipyaa. MyHaa 6anblpfbl
JYHWETaHbIMAbIK 6aFbITTap, pyxaHu
enwemaep aHay antapiblK MasMyHAbIK,
KYPbUIbIMIbIK ©3repictepre yuibipayaa;
O3blK ngesnap MeH «eHIipin-TyTbiHYy»
TEOPUACHIHbIH ©3apa cabaKTacTblfbl
apacblHaga afwaKTbIK aHfapbliyaa;
aKnapaTTblK anaybl34blK NeH afleyMeTTiK-
ryMaHuTap/blK 6inimaep xyneciHaeri
anwakKTblK KOFaM/blK CaHaHblH YTTbIK,
YPNaKTbIK CMNaTblH aHbIKTayFa KeaepriHi
opKanan KengeHeH TapTyaa [1].

KasaKcTaHablK AaMydblH XaHa
Moaenbaepi aereHae 6inimMai, FolnbiMabl,
aflaMHblH 63iHe lereH ceHimai *ac
YPNaKTbl Topbueneyni ynrinepid yroiMmabl
Kypasfa, an KoFamaarbl OH e3repictepi
VNTTbIK-MaAeHW famMyablH 6acanKbl
daKTopnapbliHa anHanabipy [2, 129 6.].
ONneyMeTTiK-ryMaHuUTap/blK 6inimaep
KYWMECIHIH, YNTTbIK 60/IMbIC NEH MOAEHNETKE
TUri3ep bIKNasbl KAXKETTIMIKTEH KEHXKE
Kanyaa. OgaH enimisgeri MoeHHu, FblfibiMU,
pyXxaHu MypanapbIiMbl3[bl Urepy ic-
lWapanapbl Keare 6asy Tycin, onapablH,
Ma3MYH/bIK 3BOSIIOLMACHI XKahaHaaHy
KYObINbICbIHbIH, LLXENIEHICIHE, an KoOWFaHAa,
YpnaKTbl Topbueneyaeri biknaibl
anci3fikke ywblpayga. Ce6e6i TaHbIMHbIH,
aNeyMeTTiK-r'yMaHuUTap/blK, MOJEHUET
canacblHOarbl oicTemeni Herisaepi,
OonapiblH ¥eKe TynfFaFa biknasnbl 3epaeni
3epTTeyaeH Kanbin Kotaa.

Onan oenTiHiMi3 aneymeTTik-
ryMaHuTapsblK 6inimM xyneciHae 6acekere
KabineTTinik NpUHLKNI, cayaTTblNblIKTafbl
03bIK YITTbIK A9CTYpAEe Hacuxatray
[afablCbl 63 apHacbiH Taba anmMayaa;
Kenbip 6actamanap - nparMmaTtuKanblK
MiHE3-KY/bIK YNTiCi, YITTbIH YTbIMAbI OMNay
yHeci, ata-6aba A9CTYPiHIH Tapuxm
¥aHFbIpy ToXKipnobeci e3apa KUCbIHAbI
KaMbITblIMayaa; MaJeHueTiMi3aeri yNTTbiK
Koa cabaKTacTblfblH A9WEKTI, Aanenai,
ITIK KepceTe anMayLblbIK OPbIH anyaa;

OiniM KynbTi — YNT XKETICTIir gecekre,
OCbl YCTaHbIMHbIH pyXaHW Kofbl HaKTbl
na xyneni kepcetinmeyae. OcbiHAaM
KeNeHCIi3iK NeH KUbIHLWbIIbIKTa MOEHU
OipirennikTi caktay *ymMblCTapbl 9pyaKbITTa
HaTUXKENI Xyprisinyae aev aiManmMbl3;
ONEeYMETTIK-F'yMaHUTap/blK FbinbiMaap gen
artacak Ta, ocbl 6iniMaep XKyneciHe FblbIMU
Heri3 }KoHe Ke3Kapac XerTicneyae, cogaH
QNeyMETTIK-ryMaHUTap/blK 6iniM XKyneciHe
[ereH TannblHbIC YaKbIT eTe ancipen 6apa
}aTKaHbIH ce3iHeMi3 [2, 190 6.].

¥YNTTblK KOoA Aen 6i3aiH, Tinimis,
21ebu1eTiMi3, MOAEHMETIMI3,
TapuxblMbI3, AiHIMI3 Aen agypbIC anTbin,
ypaHaTbIN XaTcaK Ta, 6y 6afbITTa
Kocibu cayaTTbliblK, AYHUETAHbIMAbIK
bIKNanAacTblK, NAaTPUOTTbIK biKbl1ac
eTicneyae, eHXapnblk NeH 6entapanTbIK
KYL anyaa, Ke3eHre namvblK 6atbliablK
}eTicrneyae. MyHbIMbI3 acblpa CinTereHaik
emec. biniMHiH 6yNn canacbliHa aT
YCTi Kapayllbl/iblK KaH4an Kayinke
ylblpaTtaTblHbIH 3epTTer, 60/Kan XaTKkaH
apHawbl OpTanbiKTap *XoKTbiH Kacbl. On
JlereHimis ykac ypnakTtbl Topoueneyae,
pyXaHu MypambI3[bl Urepy LapacbiHAa
Ke34EeMNCOK KbICbIMFa XMW i yLIblpan
6epeTiHiMi3 B6ip KanbinTa TOKbIpan, emipre,
eHepre, UHTENNEKTyanabl eHiMre aereH
TYMbIK TYCIHIKTEP MEH Ke3KapacTtap
MaMaHaapablH 63aepiH ae 6ipTiHaen
MaTtan anatbiHAblFbIHA KYMaHAaHaTbiHAAP
wamanbl. Kana 6epce, eH 6acTbIChbl,
WMHTENNEKTYanabl TYMbIK MEH TYHFUbIKTA
«En6acsol YCbIHFaH KOFaM/blK cCaHaHbl
HaHFbIPTYAbIH 6aCTbl ePEKILENiTi — YATTbIK
KoJKa 6eniMainikTi, ©3 MageHUeTIMI3Al,
YNTTbIK «MeH[i» caKTay» apeKeTTepi
asKCbI3, IoHEKEPCi3 Kana 6epMeK» aereH
ecKepTneci gep Kesinge antoiaraH [3, 37
6.].

dpicrep
ApampaapablH MiHE3-KY/TKbl,
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NCUXONOTMUSACHI, AYHUETAHbIMAbIK
YCTaHbIMbl, KeWbaclbl/iblK KacneTrepi
6iniMimMi3fiH TYRiHI MeH ToXipnbemisaiH
KepceTKilliHe aHanmaca, oHaa 6ipoeTKen
KenTe TYCiHikTep eTek anmak. Ory
YWeciHOeri KeMLWIiNiKTeH apblnyablH,
rymMaHuUTpanblK TOpOUEHI XKeTinaipyaiH,
KalblNTackaH ajicTepi, }aHa amarn-
opeKeTTepi 6ap. OnapabiH caHaTbiHAA
6inimMAai canbicTblpa, TYKblpblMAaMarbl,
afictemMeni, KypblbiMAbIK-QYHKLMOHaNAbI,
ToOXipuobeni TYypFblaaH XKyneni TangayabliH,
MaHbI3bl epeKlue. EKi Mbicanfa »yriHenik.
¥NTbl XanoH aMepuKaHabIK 6U3HECMEH
Po6epTt Knunocaku (4) MblHaHAan onbIMeH
6eniceni: «<bannap — capaH KapakLubliap»,
«Kepewnnep — Xasnaxay ypoliap» EKi »akka
Ja 6iniMai akbln KeTice 6epmenai ae,
onappaa ypen MeH e3iHe ceHbeyLifiK
YHeMi 6acbiM 60naabl. <Ajam 3aMaHfa
can aFbIMMEH XYpy Tuic. Kasipri TaHaa
MOAEPHM3aLIMA aaaM emipiHae eTe
MaHbI3abl pen aTkapaabl. aHalwbl1 agam
dpKalaH KaxeTTi agaMm. CoHAbIKTaH
ajlamaapfa e3i YUPEHTreH Xannbl 30HaaaH
LWbIFbIM, }aHa/blIKTapfa epyi Kepek, OHbl
OKbIN yrpeHyi kepek. Omip Cisre 6onmaraH
MYMKIHWIiNIKTEPAi anablHbl3Fa TapTabl. byn
KYH calblH 60nyaa,. bipak 6i3 kebiHece
onapabl 6arKkaManMbl3. An onap KalaH ga
6aplwblabliK». YMIT NeH MyAAEHi canbICTbipa
OTbIPbIN, «aKLWa Taby YLWiH eMec, Taxipube
YLWWiH» XXYMbIC YKacay KepPeKTIriH eCKe XMui
canafbl. Toxipnbe yLiH, con canaHsbl
YHUPEHY YLLIH XYMbIC XacaFaHaap COHblHA
V/IKEH TabblCcTapfa, WETICTIKKE ETKEHIH
anfa TapTtagbl. OMipAiK Toxipnbe KamaH
B/1ETTEH, }KaNKay/blKTaH, MEHMEHIKTEH
apblTaTbiHbIH ECKE canagbl.

AfaMHbIH 60/IMbICbIH MOEHUET NeH
9/IeyMETTIK eMip[iH anracbl peTiHae
KapacTblpy OHbIH 8/1eyMETTiK-MaaeHH
3BOJIOLMACKIH KaMTYy, AFHU «aaam
TaburaTblH caKTaydbl Kasipri 3aMaHHbIH
*ahaHablK npobremacol peTiHae
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KapacTblpy» gereH ces [3, 38 6.]. Anam
eMIpiH XaHa canara KeTepy, Co YLiH
WMHTENNEKTyanabl canara Ken KeHin 6eny
— KaXKeTTiJliKTeH TyblHAayaa. Tek agamu
WMHTENNEKT NEH KacaHObl MHTENNEKT
apacblHOaFbl Toyenainikti Tycingipyae 6ip
capblHabl aHfFapyFa 6onaabl. acaHabl
MHTENNEKTIH, KOMKETIMAI KONAaHbICbI
yllaH-TeHi3 KeHeloae. [leceKTe, }acaHbl
MHTENNEKT afaM UHTENNEKTICIHIH,
MOAEHUETIHIH Kypabl, Kypamaac
6eniri, isHeKepi, KOCbIMLLA pPecypcb!
E€KEeHJIriH 6YpKeMENenTiH XanaH,
OipXKaKTbl TYCIHIKTEP eTeK anyaa. OUTKeHi
FbIIbIMW }aHasblK AEereHae, OHbIH TeK
nparmMaTuKanblK HaKTbl Nangasnbl *Kafbl
FaHa ecKepinin, XaHa/blKTblH 9N1I€YMETTIK,
MO[EHU, AYHUETAHbIMbIK Ma3MyHbI
canbICTbipa KapacTbipbliManabl. Kbi3mer,
KbIBMETTIH aHanblfbl «aKlla Taby YLUiH,
6alo yliH» JereH allblK KaFrMaanbl ypaHia
ac ypnakTbl Topbueney maceneci,
aflaM 60/MbICbIH XeTingipy Taxipubeci
«KeneHKene», HasapaaH TbiC Kana 6epMeK.
«Apamabl XeTingipy — Tynki 6actol MakcaT»
Jen Kenae ecKke casicak Ta, OHblH 6MipAiK
MaHbl3bl YMbITbIbIN 6apa }aTkaHaan.
Macene eMipaeri }eTiCTiK NeH FblbIMU
¥aHalbIKTbIH 9N1€YMETTIK, MOAEHU HOHe
nparMaTuKasnblK MaHbl3blH 6ip-6ipiHe
Kapchbl KOO Hemece 6esie-xapa Kapayada
eMec, KepiciHwe, onapablH, cabaKTacTbIfbIH
HaKTbl KaXXeTTiNiK neH myaaere opau
Kepcetyae. MHTennekTyanabl cabaKktacTblK
KafFuaacblH cayaTTbl 6acliblfibiKkKa anyaa.
OHbIH, 6aCTbl TYXbIPbIMbl — FblIbIMAAFbI
6acasnKbl ycTaHbIMAAP MEH KYHbINbIKTap —
ajlaM MeH Ka3blHa pecypcTapblH YTbIMb
nanganaHyra TMeCiNi MHBECTULUSAHDI
KebenTy; enimiaae aNieyMeTTiK
YaHFbIPTYObIH cepniHai Ae ayKbiMAbl
bIKNaNAacTbIfblH; 8/IEYMETTIK MeMJIEKET
NEeH YNTTbIK 91-ayKaTTblH Ka3aKCTaHAbIK
YATiCiH HbIFaMTY, CON HblCaHaapabl
LapTTapMeH AypbIC yiacTbipy, COHAaK
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3aHAblIbIKMEH ecenTecy.

IpikTeyni MmyHOan ipreni MiHaeTTep
3aMaHyu KaXeTTiNliriHeH TybiHaayaa. An
aHa apeKeTTep TYFbIpbl 'yMaHUTapIbIK-
aneyMeTTiK 6acTamanapAblH, Herisgepi MeH
TYCTapbIH HbIFaUTYFa, OflapAblH XKYUENiNiri
MeH TUIMAINITH e3apa YWIecTipyre, icKe
YMbl/1AblPaTblH HYCKaYy MEeH TETIKTepi
peTTeyLi XeTeKWinepaiH ayankepLwisirid
aWllblKTayFa apHanaMak.

HoTtMxenep

byn 6acankpl 6argapnapga mygae
opTaK, MYMKIHAIK yKcac, MiHaeTTepre
yWnec Heris amKblH. lpreni X}eTicTiKTepaiH,
YWNecTi, gapexeni enwemaepi, SFHU
HoTUXKenepi 6ap. Hotuxkenep -
KaszaKcTaHablK TypaKTbl JaMy MeH e3apa
CEPIKTECTIK KEHICTIiri: YyNTTbIK Toyencisaik
neH Kenicimai, enaeri TypakTblIbIK NEH
TEHAIKTI KaMTamMachbl3 eTETIH cascu-
KYKbIKTbIK eHrenae; xanblKTblH TYPMbIC-
CanTblH XaKcapTaTblH, 8HAIpiC eHIMAepiH
apTTbipaTblH, 3KOHOMUWKaNbIK AaMyabl
neMeunTiH dpaKTopnap KyneciHae; agam
MEH YPNaKTblH aHa 6eMHECIH KacanTblH,
TYJIFAHbIH a3aTTblFbl MEH €PKIiHAIrIH
KEHEWTETIH a3aMaTTbIK KOFaMHbIH,
[OCTYPiHAE; Xac BybIHHbIH, eMipaeri
63 OPHbIH Tannak, MaJIEHN Mypa MeH
VATTbIK KYHAbINbIKTapAbl KyaTTaTKbl3aThbiH,
VIKEHAEepaiH, canTblH cabaKTanTbIH
SNeyMeTTIK-r'yMaHuUTapblK 6araapbiHAE;
aZlaMHbIH 63 KYLU-KyaTblH KepceTe
anatblH, OHbl MYALENI KaXeTTiNiKKe
MYMbIAbIPAaTbIH ©3iHAIK XKETiNy oHepiH
6eTKe ycTayaa 6iniH6ek, Kanbintacnak [5].
ArbiMAafrbl OCbl 6acTbl 6€C KarFaannapabl
€CKEepETIiH, eCenTECETIH KanmeH beTne-
6€eT Ky3aecyneMia. ICKepIiKKe KeHicTiK
alwbingbl, 6ipak KenicTiK KeTicneyae; CeHim
MYKTENAi, TEK cayaTTbl/iblK 9pKanam KepiHic
anyna. Anaybl3iblIKKa Kapcbl AanblHbIK
NeH opeKeT KaHaan?

AunckKyccuna

Ipreni 6actamanap oTblpFaHbIMbI3
TaHbIMAbIK GiNIKTINIKTI, icTeri 6inripnikTi,
KapbIM-KaTblHacTafbl BiTIMrepniKTi,
KOCIMKep CePIKTECTIKTI, 9NeyMeTTiK
OipniKTi, 6ipaen KonganTbiH, Myaaeni
iCKe 0N awaTblH KenicTi e KeweHai
ic-lwlapanapiaH, ocbl 6afbITTaFbl anTbIC-
TapTbiCTapAblH OPTaK TOKTaM-TYHiHAEepPiHEH
KypanaTblHbIH MOMbIHAaMAbI. Binim
canacblHga, aneymeTTiK 6acTamanapaa
nikiptanactbl - KadaKcTaH XxanKblHbIH,
TYPMbIC-TIPLWINIriH ¥XaKcapTybliHa ayKbiMAbl
KafaM aHe BipniriH HolFanTyFa Keningix
60naTblH YWIECTIK NEH YUKACTbIK, Kanaybl
ipreni ic-opeKeTtrep yaeTyae.

bipaK Kasipri FblIbIMHbIH,
JYHMETaHbIMAbIK, TYXblpblMAaMasibl XaHe
KYHOblbIKTAp YWUeECI, FblIbIMU UHOUBUATIH
2NneyMeTTEeHYi MeH aneyeTi, onnaHy
NPOLLECIH }aHFbIPTYAbIH aNfbllLlapTTapsbl,
FbIIbIMW KbI3METTi Kacibu aeHrenre Ketepy
MYMKIHAIKTepi, MB4eHUeETTEri ic-apeKeT
dunocoduacol, onapablH IBPUCTUKANBIK
epexenepi apHanbl KelweHai, )yneni
3epTTeyaeH WweT Kanyaa.

OneymeTTiH aNeyeTi, agamM Kanuranbl,
MOEHUET pecypchbl, TiMTi YATTbIK
KO, PyXaHu KOA XYMECi a/ieyMeTTiK-
rymaHutapsblK 6inimre, FolibiIMFa
TYCETiH, OFaH }KYKTEeNeTiH MiHaeTTepai
eceneTtyae. 9OneyMeTTiK-ryMaHUTapbiK
6iniM — AyHMETaHbIM Mypachbl, cayaTTbl/blK
cabaKTacTblfbl, TANIM Ka3blHachI,
afjamrepuinikke 6argap, ipreni isgeHic nex
yMTblSIbICKa aicTeMeni Kypan. OHaa KyHbl
KeMiMec efilleM, epici TapbliMac KeHICTIK,
alaMblKTbl apAaKTayablH KEMEHrepniri
6ip-6ipimeH KabaTTacbin ynacyaa.

CopaH pa 6onap 6apblK OKY
OpblHAApPbIHAA S/IEYMETTIK-ryMaHUTapbIK
naHaep 610rbl 60MbIHILA — TapUX,

Tin, ogebuet, unocodus, KyKbIKTaHy,
aneymeTTaHy, MeileHNeTTaHy, casicaTraHy
KoHe T1.6. 6inimaep canacblHaa
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AapicTep oKblnagpl, 6ipak ap Kenemae
cabaKkTap etefi. byn noHaep KesKenrex
MamaHZapAblH a3aMaTTblK-KOFaMablK
OpPECiH KanblNTacTblpaTbliH aicTeMeni
Kypasfa, KelleHai TacingiH, XymneciH
KafblnTacTblpaibl ereH ycTaHbIM
anKblH. OHbIH YCTiHe, XX1 f. 6inimainep
CaHbl, MaMaHbIK TYpPNepi Ke6ENMEK,
AFHW ypnaKTap aJmMacybl MEH FblllbIMU
napagurmanap TypJeHyi }uinemek;
FblIbIM/A KaHa HOTUXKEre KO KETKI3y
— 6acaliKbl fa TYpaKTbl YCTaHbIMFa
arHanmak. TabblC Ta, *KapbIC Ta HaKTbI
HOTUXEMEH Ae, 6aFaapbl YCTaHbIMHbIH
pyXxaHu ynafaTbIMeH A€ enweH6€eK. TbiHbIC
KeHewnreH calblH TaffaMbl CypaHbICTa
cypbinTanyaa.

PyxaHW »aHfblpyablH KanHapblHaa
GiniMHIH, agaMrepLuinikTi acnetreyre,
ac ypnakrap KaTblHaCblHblH MBEHUETIH
KanbiNTacTblpyFa, agamaapibiH
apakaTblHacblH peTTeyre, TiNTi KoFamfa
Kocap yneci apta TycnekK. Ocbl bIHTasNbl
6eToypbicTa 1) 6YriHri 60aMbICNEH
eTeHe apanacTtblpaTblH, 60naWaKkKa yMiT
Y3AipTKI3OENTIH yNacTbl Kipic Ke3iHiH,
MiHAETTEPi HaKTbINaHbIN; 2) onapabiH,
KOMaKTaHybl YNTTbIK cunaT anyaa. OcbliHAamn
SNEYMETTIK-TyMaHUTap/blK XaHFblpyablH
Kyaci 60onygamMbl3.

Enimizge KoFamablk pedopma 6inim
pedopmacbiHbIH TOKOMOTKBI 6onyaa.
Bipak 6inimMre gereH, CoHbIH, ilWiHae
aneyMeTTiK-r'yMaHuUTapnblK 6inimre
JlereH cypaHbIC KaHaan? MyHaafbl
KopAanaHfaH Macenenep aypbic WelLliMiH
Tabyaa ma? CanmakTbl cayangapiblH
}ayarcbl3, WeLliMi asKCbI3 Kanbir
aTKaH }aKTapbl )eTepnik. Onaarsbl
KYAiK OpeKeTTeri Keaeprini yaetnece
6acnanabl. byn 6afbiTTa ycTaHbiMAbI
ypaH peTiHae Kabblnaay, TancblpbiCThl
Hecue gen e3iMi3ai Kybaty KayinTi
KylwenTneK. biMblipallbinablK }eHingikke
HeTeneni, euTKeHi Kacibu azamatThbl
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Topbueneyaeri MyYMKiHAIK neH 6afaapabl
HaKTbl ECKEPTKI30ENIi, en-ypTneH
KeficiM-LlapTTa Y/IKEH HaTUXKere Kon
WeTKizoeni. LWewywi KeseHae Tipnirimia
6asy 6osca, oHaa 6ipAnirimMiagiH, HollaHbl
KaHAawn 60onFaHbl JereH cayan epikcia Tinre
opanagbl.

EnbacbiMbI3aiblH 6acTaynapblHaaFbl
SNEYMETTIK Bip/iK NeH pyxaHu XKaHfFblpy
YCTaHblbIMbIHbIH MaHbI3blH TOJSIbIFbIPaK
TYCiHY, TYCIHAIPY YLWiH 8NneyMeTTiK-
rymaHutapiblK 6inimaep ymeciHe gereH
OanblpFbl KB3KAPaCTbl 63repTyadiH, OHbIH,
OYriHri XXaFgalblH KanTa KapacTblpy/blH,
iLIKi 9BOMIIOLUMACBIHAH TybIHAANTbIH
KaFuaanbl TYXKblpbIMAAPbIH TONbLIKTbIPYAbIH
KaykeTi aHaFypibiM apTyaa. Kociou
MaMaHHbIH, a3aMaTTblK 6PECiH, Kocion
KbIBMETTIH, YTTbIK CUMaTblH JONEKTEY,
JleMey YLiH ochbl YlW6ipaen yctaHbIMAbI
KaTap 6eTKe ycTay, COHAan-aK aneymMeTTiK-
ryMaHUTapsiblK Mypa MEH MeXere ¥yriHy
- OPKEHUETTINIK anFarbl, eCep yprnaKTbiH
anpapsbl, iWTen 6ipniKTiH KaHapbl EKEHiH
ecKepenik.

AFbIMbI31aH }apbl/icaK, ilKi KapKblH
YXOHe KellleHAi e3repictep, CbIPTKbI
MHOOPMaLUMANbIK KbiCbiIMAAp aNeyMeTTiK-
rymaHuTapnblK canagarbl MamaHgapabl
eceHripetyae. On-nikipaeri ocangblk
OyblpKaHFaH eMipAiH, 6YriHri WbIHTYanTbI
MEH KbICbIMbIHaH TyblHAayaa; 8pinTeCTiK
aKcaraHaa 6iniMHiH( XaHa aeHrengeri
epeciH aHblKTal anMaygamMbl3; XaHa
MaKcaT-MiHAEeTTi TyciHbereHaep emec,
TYCIHTiCi KENMEWTIHAEP 63iHiH aneyMeTTiK-
MO/[EHM OpTacbliHaH LWEeTTeN KanaTtblHbIH
yfFa 6epmengi. OraH eTKip oK, gonenai
yoK, 6aTbin 6acTay, }Kyneni konaay,
MHHOBAaLMANbIK KO3FanblC XeTicnenai
nenmis. Pac. OpKiM e3iH Ty3eTeTiH Ke3
KeNreHiH, coJ1 COTMEH ecenTecy KePEKTIriH
yFa aJiMay }aTKaHblH }acblpa anManmbl3.
KofaMablK-rymaHuUTap/blK 6inimae
KeMICTIKTi KbIMKbIpaTbIH, YAJIECTIKKE
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YMTbIJIMaWTbIH }XOUTTEpAEH KeMTap
emecnis.

ONTKeHI 6iniMHIH 6yN canacbiHaa
TeopUANbIK damy 6asy, KontaHo6asbl
Yarbl WalllblpaHabl, agicTemeni
6acankblnblK }aHa aayip TanabbliHa opan
anKblHAANbIHOAFaH, CEPIKTECTIK TYPaKTbl
eMec, OHbIH, pedopmarnblK 6argapbl
aHblKTanblH6araH. KaHaraTcbl3 Kynnep
GipTiHaen KocaKTanyna. KblicKachl,
arapTyLLbINbIK XXYMbICTbI }aHa Tanan
NneH epexe TYPFbICbIHaH e3repry,

CON YLWiH XYWeHi, agictemMeni Heriaai,
naesnblK 6arnapbl XETiNAipy KarKeTTiniri
aHarypnbiM apTyaa.

KopaanaHfaH 6yn npobnemanap
6ip MaMaHablK, 6ip opTanbiK, 6ip
BEIOMCTBO/IbIK KYPbl/IbIM asicblHa TOSbIK
lwewimiH Taba Kornmanapl. LawbipaHabl
apekeT anci3. OngaH fgapa 6actamMaHblH,
TUIMAINIr MEeH YTbIMAbINbIFbI 6iniH6Eni,
MoMblHAanManabl [4, 63 6.].

©Mip HeHi KepceTyae?
AnaHaaywbiblKTbl, acblKMayLlWbUbIKThI,
[aHfa3alblKTbl, TypacblH aWTcak, autapsbl
OK 9PEKETCI3AIKTI, YITTbIKKA Y
60NManTbIH XaNTTepAi TyMbiKTayaa. An
KeneHci3aikrep onaarbl iprenecTikTi,
9NeyMETTIK KipicTi Ty6ipiHeH 6anKaycbi3ia
nenmia 6e, anteyip, wanyna. ConaH
MamaHZapablH ©3apa }aKblHaacybl
TOKbIpan, LWblFapMallblfiblK CEPIKTECTIKTIH,
HOTUXKeNepi KaHaraTTaHAblpa 6epmMenai.

AnaybI3[iblKTa pyXxaHu KY/1LWbIHbIC MEeH
KYLWTapAbIKTbIH ©pici 6ipTyTac, an enwemi
TYPANi, AFHU OHbIH, TyTac XaHapybl 6ipaen
60nManTbiHbl Ke3re ypbin Typ. TynFanblkK
QPEKET NEH TOpOMENiK ic TOKbIparaH
Ke3ae alaMHblH XXeKe KacueTi MeH
LWblFapMallblfblK Kabinetrepi apacbiHaarbl
6annaHbIC y3inin, Kicinik KacueTTepaix,
bIPbIC K63i, bIHTbIMaK KyLWi peTiHae
6aranaH6aybl, eHAiri TaHKanablpManTbIH
KYHre XXeTKkeHaen.

ByriHimi3 6eH 6onallaFbiMbI3/IblH,

aKMKaTbIH AYPbIC aHblKTaMakn

XalblKTbIH 6Mip-caNiTbl MEH YNTTbIK
epeKLIeniriH, ypnak toniMm-topbuneci MeH
bIHTbIMAKTACTbIFblH, MAMaHHbIH, 6iiMiH,
KabineT-KacueTiH, Kacibun AeHremiH
€neyci3, ecKepyci3 KanaTblHbl YAPEHLWiKTi
KyOblINbICKa anHanfFaH xawnaa, pyxaHu
aHFbIpy 6aFdapnamMachl ypaHabiK
TYWbIKTaH LWbIKNanabl.

byn macenenep Kepui engepae
KaHaaw welwimin Tabyaa, yTeiMabl KaHaam
yCTaHbIMAap Xy3ere acbipbiiyga?
MNpaKTuKanblK Ta, AYHUWETaHbIMbIK Ta
MaHbI3bl 6acblM, OpTaK Kannap. OaaH 6i3
6enmoanimb6i3. KeHiHeH Tankbinan, esapa
ToXipube anmacaTtblH Ke3 Kengi.

ONEeyMETTIK A9CTYP - TyMaHUTapbIK
KaHFbIpyOblH 6eT-6eMHECH fecekK,
ONeyMETTIK-TyMaHuUTapblK GiNiMHIH,
TYPaKTbIbIFbl PyXaHW NPOrpecTiH, Kblp-
CbIPbIH YKTbIpadbl, MHTENIEKTyanabl
WHHOBaLMSHbIH aniblHFbl WebiHe TapTaibl.
Ty6iHAE, KYMENINIK MNEH KeTeKWinik 6aramsbl
Typasbl BiNreHimMi3, YKKaHbIMbI3, icTer
aTKaHbIMbI3 TapTbiMAbl, TUIMAI 601MaR,
OHJa blHTanNbl i34€HICTEP KOFaMAbIK
KaXeTTiNiK neH 60nallakKka KbIBMET eTy
ic-lapacbliHAafFbl KEMICTIK asiKkTaH TapTa
6epMeK. }anaHablK AITTEreH Mexere
HeTKizbenai. OHblIH yCTiHe, 6y NoHaep
MEH YNTTbIK M3EHWNET apaKaTbliHaChl
aHa 3aMaH TanabblHa opaun JoWNEKTi,
yMbIMAAcKaH Typae TanKbinaHbayaa.
OraH, wamachbl, KoFaM/blK-ryMmaHUTapsbIK
naHAepaiH, KanblinTacKaH Kymneci MeH
YCTaHbIMbI }eTicnereHi, onapablH,
OYHKUMOHaNAbl KbI3METIH TOJIbIFbIPaK Ti3in
6epyaiH peTi KenMereHi e Tepic biknasblH
TUrisyae.

IneyMeTTiK-ryMaHuUTapnblK 6ifim
YFbIMbIH 6ipTyTac KypblibiM peTiHae
KongaHambl3. bipak ocbl canagafbl
6inim 6epyae cananblK XiKteny 6acbiv;
}actapablH 6iniMi MEH caHacCbIHbIH,
3BOJIIOLMACKIHA TOH TyTacC TYCIiHIK NeH
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KelleHi Ke3Kapac xeTicneyi aHfapbliyaa.
OHbIH cebenTepi )ankbl emec. Hikreny
axyasbl Kasipri aneyMeTTiK 6enceHainikke,
aJaMHblH, a3aMaTTblK }KaHe Kaciou
CypaHbICbliHa can Kene 6epmenai,
naHaepaiH dyHaameHTanabl-agictemMeni
3epTTeynepiHae ayKbiMabl, HOTUXKENI
}yMbICTap 6asy )yprisinyge. byn 6afbiTTa
CaHAblK KepceTKiwTep 6acbiM. AN xannbl
CaHAblK MaJliMeTTEeP Ka3aKCTaHOblIK

KOHE N'YMaHUCTIK cypaHbIcTapabl

oTen 6epMenTiHi aHblK. KoramablK-
ryMaHUTap/blK Fbl/ibiIMAaFbl TEOPUS MEH
KOFaM/blK-KoCiOn anblHABIKTbIH KaHFbIpy
cepniHi »ac ecnipimaepain, caHacbiHAa
KWNbl-KW/bl, TapaM-Tapam ep6in KaTKaHbIH
HeciHe »KacblpaMbl3.

KofFamablK-rymaHuTap/blK 6inimae,
FblIbIMAa MHHOBALMSASbI, 6oCEKENi KapKbIH
6asy; TeopUASIbIK 3epPTTEY XKYMbICTapbIH
ap AeHrenae, ipreni TyblipbiMaamarnsl
Heri3ci3, 6araapcbl3 XKYpPrisy bIpKbl
Kanbintacyga. Teopusanolk, agictemeni
}KOHe AyHUEeTaHbIMAbIK capanTamManap
3aMaH, ToyesiCi3 MeMJIEKET, YNT TanabblHa
6enimaenmen, ahanablk 6ipKaKThbl
CTaHAapT TYPFbICbIHAH XEeKe, Aapa NyHKT
60MbIHLIA «KbICbIMMEH» XKY3ere acblpy
JafFabiChbl TYPAI TYWTKIAre yuwbipayaa. op
NOHHIH iWKi KYPbINbIMbl asiK acTbl, KyTrnereH
KYPbIbIMIbIK, TaKblPbINTbIK TYPFblAaH
«TOSIbIKTbIPbINyAa».

KypbinbIMAbIK TONbIKTbIpYFa ycTas-
FanbiMAapblH pecypcbl MeH Kaciou
ToXipnbenepi HaKTbl eCKepinmeyae.

OfaH ycTtazgapablH, Kacibu-aaictemeni
AEHIeniH KeTepeTiH apHaKbl opTanbiKTap
MEH MHCTUTYLIMOHAN bl KYPbINbIMHbIH
601Maybl, }KYMbICTAPbIHbIH, UAEANbIK
LalWbIpaHKbIbIFbl TEPIC biIKNan eTyae.
ONeM MEeH KoFamTaHyaarbl, Ty/iFa MeH
YITTaHyaafbl, Tin MEH eHepTaHyaafbl
arapTyLWbIIbIK XoHE Ka3aKTaHy
i3aeHicTepaiH, ipKinyi, Tanim-tepouenik
HYMbICTapAbIH YITTbIK }K06acbl MEH
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Ka3aKCTaHAbIK KOMbIH KanblNTacTblpa
anMaylblblK KYTNereH, yctemeni TyMblKKa
yliblpaTtyaa. He KepeK, Ke31eMCOKTbIKTbIH,
ceben-cangapblH AYPbIC ECKEPMEYLLINIK,
Ka3aKCTaHAbIK AaMyablH KOFaMablK-
rymaHuTapsiblK }06acblH }acay
¥YMbICTapPbIH TOKbIpaTyaa, KMblHAATyAA.
CopaH cepninicke namnbIKTbl cayaTTbl/blK,
CEepIKTECTIKKE CypaHbIC apTyaa.

XanbIKTblH TeN AYHUETaAHbIMbIHA,
pyxaHu 6annblfblHa, MamaHdapablH Kociou
pecypcbliHa aficTemMeni KesKkapac ywoipaen
eperni epicTep KaxKeTiHEeH - MHTeNeKTyanabl
[IEHren, apHanbl aKbl-napacarTblK
JavblHAbIK, PyXbl BUiK MaKcaT-MypaTKa
YMTbU1Y }KYHeCiHeH TyblHaayaa. MamaH
TOJIbIKKaHbl TOKTaM-TYHiHIe TEOPUSANBIK,
TaHbIM AeHreniHge, Con KbI3MeTTi caHanbl
urepreHe xeteai, KUCbIHCbI3AbIKTaH 63iH
caKTaHAblpajbl.

Kocibn mamaHaaHy - agaMHblH 6enceHi
ic-opeKeTiHe, eHiMAi eHberiHe, KoFaMablK
KaTblHACTbIH, XXETINreHAairiHe, MEMNEKETTIK
6acLbINbIKTbIH 6TiMAiNIriHE, MaeHHU
MYpaHblH eMiplleHairiHe KaTtbICTbl.
ONEeYMETTIK-r'yMaHUCTIK cabaKTacTbIK
Kenicimai, YWNecTiKTi, cayanTbllblKThbl,
bIKNaNAacTblKTbl YATTbIK PyxneH
ynnecTipeai; agamMHblH a3aMaTTblK
KanayblHaH TybIHAAWTbIH YMTbINbICTapAbl
- TYCIHICTIKTI, TO3IMAINIKTI, YUNEeCTiKTi,
YHAECTIKTI ynaraTttanabl. OcbiHaaK
KYPblbIMAbIK MOAENbAEP CANT-ASCTYPAETI
Kuneni yreiMaapAabl, KYHAbIbIKTapAbl
HacuxaTTayablH OMEKTINIriH XeTinaipeai.
Ten icimisai apTTbipaTblH MYMKIHAIK, HAKTbl
argannap aptyga. Toktam-TyriHaep
KaHpan 6onmak?

KopbITbiHABI

[ymMaHuUTap/blK gacTypae
WHHOBaLMUSNbIK MAEAHbI OPHbLIKTBIPY YLLiH
KOC apHaHbl - XaHa TyXblpblMaamarbl
Heri3 6eH TYXKblpblMamMa 3HepPreTUKachbIH
*aHaaHablpy wapt. Conan gecekre, 6inim
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canacblHAa y3ere acaTtblH Ka3aKCTaHObIK
avanor rneH AemMeyLwinikTiH, ynnecti
yAriciH 6avKamannbl3. 93ipre yTbiMAbl

9pEKeTTEPAEH repi ypaH »aHe yaae 6acbiMm.

OcblHOan KaHaFaTCbl3 Kynae aneymMeTTiK-
rymaHuTapiblK, YATTbIK NegarornkanblK
FblIbIMAAPAbIH pecnybiMKambi3aarbl
6onalwafrbl KaHaan 6oaMaK? gereH

cayan ¥ayancbl3 Kanyaa. MamaHgapablH,
KOCiOW IeHTreni MeH XYWeECiH XKeTinaipyai
}ongapbl MEH }obackl KaHaan? aerex
OTKip e opTaK cayaliHaMaHblH OiFa opana
6epyi ae coaaH.

Hynecisgikte 6argapnbl yCTaHbIMAbI
cayaTTbl TYPAe }y3€ere acblpy, TaHbIMAbIK-
ToNiMAiK i3IeHICTepPAiH CTaHAaPThIH Xacay
KOHEe Ma3MyYHAbIK canacblH KeTepy
MiHAETTEepPI HaKTb! WeLiMiH Tannau,
KYM3HJI Kynae Kanybl TeriH emec. ben-
YannbIKTa K8Cibn MaMaHablKKa gereH
60opbllWTa a3amaTTblK, MaMaH4blKKa
[ereH ajanblk KaFnaacbl cakTanbiHa
6epmenai. OKy yHneciH xeTingipyae
ycTa3-fajibiMaap/blH KaCibu TarXKipnobeci
MEH eMipJliK ycTaHbIMAapbl KEHIPEK,
TONbIK NanaanaHbanabl. ¥YcTtasgapabiH
GiNiKTINIri MeH BiNripniriH apTTbipaTbIH
YMbICTap XYyMeni Herisre cyneHyaeH
aNlwakrayga. HaTtuKeciHge eprey, ecy,
eHereni TannblHbICTapfFa Kocibu Hasap,
Xirepni ae yneni KoiaaHblC, MEMIEKETTIK
eTiMai Kongay 6abbIMEH XYPri3inMenTiHiH
6anKanmbi3.

Ochbl 6afbITTa LWeLiIMereH, WweLlyi
TannafraH macenenep KopaanaHfaH canblH
KOFaM/blK-r'yMaHUTap/blK FblibiMaap
canacblHa *XaHa cypaHbIC apTTbl. OHbIH,
acTapbl MblHaAa: i3rifiKTiH opTalla MoHi
aHbIKTanblHOAN, KEM-KETIKTIH, OpTakK, Ynaec
canjapbl aHblKTanblIHOaKabl; ic-opeKeT NeH
KYMapnblKTbiH 9pPKaNCbICbl MOPasbAblK
opTalla MoHre ue 6ona anmManabl. An
onparbl OYNbIHFbIPAbIK KallaHaa epTeni-
Kell agacyfFa, 60caHiblKKa, 036bIp/bIKKa
YPbIHAbIPAbI.

KeneHcis »arganaa 6acTbl KaxeTTinike
- 6inim 6epyaiH rymaHuTapbIK 49CTypi
MeH d/liCTEMECIH OMNaHy XKymneci
HeriziHae ynnecTipy, MamaHgapAbliH
ajlaMu KanuTanblH, KaCiby pecypeblH
TONbIKTbIPY MAcCeNeNiepiH KaHa AeHrenre
KeTepyge. Ocbl 6afbiTTarbl 6iiM MeH
Topouere )ymeninik, on MeH apeKeTTiH,
blKManaacTblfbl, YCTAHbIM MEH TETIKTIH
cabaKTacCTblfbl 3aMaHHbIH aHa TanabbiHa
opaMu NbICKTanybl KaxeT. bip»arbl caHanbl,
Hyneni isgeHictepaiH MaHbI3abICblH
ipiKTEN, onapabl aH-XaKTbl Tajajarn,

OKY XYMECiH KapKblHaaTyFa KONAaaHy -
CYPaHbICTbIH MHHOBALUMANBIK MIHAETIH
KYpauTbIHbIH ja ecKepenik [5].

OneyMeTTiK 6arbITTaFbl MHHOBALMAbIK,
TananTap aaictemMeni Kypan faHa.
NnHoBaumsiHbl KasaKkcTaHablK AaMyFa ToH
NPUHLAN, yCTaHbIM, 6afaap peTiHae TyTac
capanTtafaHa faHa, OHblH TaHbIMAbIK-
ToNiMAiK MaHbI3ablNblFbl, MOAEHU AEHreni
aptnak. OHCbI3 ypnaK TopbueneyaiH, oKy
YYHeciH 6acKapy YMECiHiH THiMAainiri
Typasnbl HEHIi, KaHAaW TyWiHAI NankbIMMEH
6achbIn anTyra 6onagbl?

MaLeHM XeTICTIKTEep — OWlacTbIpblIFaH
PyXaHW }aHFbIPYyOblH XaHe MiHe3aeri
YCTaMAblNbIKTbIH enwwemai epeci. On
[lereHimis - xanblKTapAblH 6Mip CYPYiHiH,
ToCiNi MeH TaxipubenepiHiy, anrarbl,
OPKEHUETTIH, }KeTiNy anmarbl, KapblM-
KaTblHacTapAblH 6annambl; agaMHblH 63i
TipWIiNiK *acanTblH, 6Mip CYPETIH OpTaHbI
UrepyadiH AeHreni MeH ayKbIMbl; ypnaKTapfra
e3apa TifN TabblCy/lblH 6PHEKTEPIH
KanbInTacTblpy; Kasipri 3amaHra gerex
«@Kbl/1-napacaTtTblK Ke3Kapac» [6].
MynbTUKYNbTYpanu3m «KofaMHblIH JOrMa
peTiHae apTYypAiNiNiriH KapacTbipaabl,
OipaK 6yn aereHimis a3uwblbIKNeH
LIEKTeNYi KepeK KaybiMAacTbIK.
CasicaTTaHy aBTOpAapsbl cinteme
*Kacan OTbIpbIN MYNLTUKYNbTYPaNnU3Mai
WHCTUTYTTaHabIpyFa yMTbINybl, 6ap/biK
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SPTYPAINIKTEri 6eNrini aTHUKaNbIK oHe navbiMan KaHa KoMmam, OHbIH, e3repy

MOJIEHN KOoFaMaCTbIKTaAblH» 9NeyMeTTiK- cebenTepiH TyciHAaipep KoHe 63 opTacbIH
ryMaHWTap/blK 6iniMaepiH )aHfFblpTyabl e3repTep bIKblNacTbl 9PEKETTE; 63iH
KonblHa anfbicbl Kenegi [7, 15 6]. TaHy apKbl/ibl TabUFaTKa KaKblHAAWTbIH

byn pakTtopnap, 6eT6ypbICTap YATTbIK TannblHbICTa aHbIKTaNbiHOAK, yUnecnex.
KO MeH pyXaHW KOATbIH, AFHU KOFaMAbIK KaybiMaac eMipae ceHiM MeH epKiHAiKTi
YaHFbIPYAbIH TYTac HEri3iH Kypanabl. KabaTTacTblpaTblH, CEPIKTECTIKKE Kyl
baaHabl 6acTay - YNKeH MaKcaTKa 6epeTiH 6acTaybl KelWeHAi Herizae 3epTrey
EeTKi3eTiH MaKcaT-MiHAeTTepae; AYHUEHI — anjafbl MiHOET.
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Monpga6ekoB X.)K.
KazaxcKui HalnMoHa lbHbIN YHUBEPCUTET UM. aslb-Papabu
Anmartsbl, KasaxctaH

MOAEPHU3ALIUAA CUCTEMbI COLIMONYMAHUTAPHOIO OGPA30BAHUA HYXKAAETCH B
NMPO®ECCUOHA/IbHOM MHTEPECE, MEXXAYHAPOHbIM ONbITE, FOCYAAPCTBEHHOM
NOAREPXKE»

AHHOTaUMA

B cTaTbe aHanM3npytoTC MMPOBO33PEHYECKUE, HPABCTBEHHbIE, METO0/IONMYECKME U BOCMUTATENbHbIE
acneKTbl COLMOryMaHMTapHOro o6pa3oBaHus, ero CTPYKTYPHO-GYHKLMOHANbHOE NpeaHa3HavyeHne B
JlyXOBHOM OGHOBJ/IEHMM Ka3aXxCTaHCKOM Monoaexn. BaanmHoe BIMSHWE COLMOTYyMaHUTapHbIX AUCLMNANH
HblHE YTPa4yMBaET CUCTEMHbIE OCHOBAHMS, CTPATErNMYECKME YCTAHOBKM M OMbIT MEXANCLMIIMHAPHbIX
cBA3ei. B T0 e BpeMsi Bo3pacTaeT NoTpe6HOCTb B AYXOBHOM MOJAEPHU3ALMN MEKNPEAMETHOIO
Ananora v BO3POXAEHUU PONY N'YMaHUTAPHOM TPAaULMK, B YCUIIEHUU NPEEMCTBEHHOCTU MEXAY MAENHO-
BOCMUTaTeIbHOM PaboToM M NOTEHLMANOM HaLMOHaNbHON KyNbTypbl.

ABTOp U3naraet CBOe BMAEHWE MO NOBO/Y TOro, KaK NOAHATL CTAaTyC U NEPCMNEKTUBY Pa3BUTHS
coLmMorymaHuTapHoro o6pasoBaHusl B 6yayLLeM.

KnioueBble cnoBa: coluanbHO-TyMaHWTapHoe 06pa3oBaHne, MHTENNEKTYallbHAsA MPEEMCTBEHHOCTb,
HaLUMOHaNbHbIA KO BOCMUTaHMS
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Abstract.

The article analyzes the worldview-moral, methodological and educational aspects of the socio-humanitarian
education, its structural and functional purpose in the spiritual renewal of the Kazakh youth. The mutual
influence of socio-humanitarian disciplines now loses the systemic foundations, strategic attitudes,

and experience of interdisciplinary connections. At the same time, there is a growing need for spiritual
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CHILDREN’S OPERA STAGING PRACTICE IN KHARKIV

Abstract

In the article, features of performances of children’s operas (with participation of children) in Kharkov are
considered. The importance of such forms of work is determined in the light of the problems of interpersonal
communication and Internet addiction. In the performance “Switch on the Night” by S. Banevich, directed
by I. lvchenko in the School of Modern Theatrical and Stage Directions, references to the works of K.
Stanislavski-director are traced. This production refers to created according to the repertory theatre rules

of the work - the collective of the school worked on it during the year with the involvement of the forces of
the musical, theatrical, choreographic and artistic departments. Another form of staging was used in the
performances of the projects “Holidays at the University” and “Children’s Philharmonic” at the Kharkov
National I. P. Kotlyarevsky University of Arts. The performances were accomplished in a short time (2 weeks
for J. Dubravin’s “Shoo!”, 2 months for M. Lysenko’s “Winter and Spring”). As practice has shown, this form of
work puts forward to creative directors certain requirements: 1) detailed director’s plan; 2) the most accurate
instructions to children regarding the interaction of heroes among themselves, special actor reactions to the
actions of partners; 3) mise-en-scenes should be frequently repeated and stay the same every rehearsal.
Key words: children’s opera in Kharkov (Ukraine), children’s psychology, J. Dubravin’s musical, S.
Banevich’s opera, “express production”, musical and theatrical compositions for children by M. Lysenko.

Introduction Methods

The children’s opera is now a genre with The study used the method of
a rich stage practice on various stages of comparative analysis of the children’s
Ukraine and Kharkov in particular. This operas, staged at the School of Modern
article deals with the Kharkiv productions Theatrical Stage Directions, and within the
of recent years in which participated the projects “Holidays at the University” and
children only. “Children’s Philharmonic” at the Kharkov
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National I. P. Kotlyarevsky University of Arts.

The choice of performances is conditioned
by their importance for the stage practice,
and because the author of the article was
a direct participant of two of them (as a
teacher).

Results

Children’s opera, combining singing
with its theatrical and playful embodiment,
gives the opportunity to work in the team,
which is especially important in our time.
Despite the illusion of communicating
with the world through the Internet, in fact,
children have difficulties with overcoming
the invisible virtual curtain: the subtle
“painted veil” of the computer screen
firmly separates youngsters of the same
age from each other. The “singularity
of the Internet world” attracts them
but often this leads to the formation of
Internet-addiction. As N. Oskina writes,
one of the reasons provoking it was
that in this network “reality becomes
changeable, compliant, obedient”,
and a child has the opportunity to look
better, cooler [8, p. 152] — “to seem, not
to be” paraphrasing the expression of
Stanislavski. Children’s opera in this case,
besides the tasks of aesthetic education
and the formation of ideals, can become a
kind of psychological therapy for children
experiencing difficulties in communication.
On the one hand, it makes it possible to
“try on” various behavior and character
types too, in other words, to try to create
another version of one’s self, on the
other hand, it requires skills of interaction
with partners, tolerance to the opinion
different from one’s own; moreover, there
appear conditions for imitation of each
other, which psychologists consider “as a
condition for the transfer of children from
physical object relations to each other to

social, truly human relationships” [6, p.80].

Discussion

Regular performances of children’s
operas in the School of Modern Theatrical
Stage Directions (SMTSD, Kharkiv) indicate
that teachers take into account the
beneficial influence of collective creative
work on their students. The performances
are prepared during the year with the
involvement of all creative forces (students
and teachers of the musical, theatrical,
choreographic, art departments), as in
the adult repertoire theater. Since 2008
to nowadays there were prepared S.
Banevich’s “Opera about The Kashka, The
Cat and The Milk” (libretto by T. Kalinina
after D. Mamin-Sibiryak’s fairy tale), Zh.
Metallidi’s “The Great Cockroach” (libretto
by the composer after K. Chukovsky), V.
Rubashevsky’s “The Green Pharmacy”
(libretto by the composer after P. Sinevsky),
S. Gorkovenko’s “The Fire Steel” (libretto
by A. Amirova-Gorskovenko after H. K.
Andersen’s tale of the same name), N.
Karsh’s “Cockadoodledoo” (libretto by I.
Tokmakova) and S. Banevich’s “Switch
on the Night” (libretto after R. Bradbury’s
story). The last composition (staged in
2015) is the most complex work performed
to date. It is unusual for a children’s work:
it has “a complicated interval of vocal
parts”, there is no division into complete
solo and ensemble numbers, which
was noted shortly after the appearance
of the opera in 1971 by the critic M.
Goldenstein [3, p. 183]. At first, it seemed
an insuperable obstacle, but children open
to everything new successfully mastered
the language of the modern composer.
The possibilities of the music department
of the SMTSD did not allow the orchestra
to be involved, so its ""shaky, mysteriously
flickering sound” was pictured by the
phonogram. Costume design emphasized
the difference of the world in which the
Boy, afraid of the dark, lives and the Night's
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world: the clothes of “night indwellers” are
created from shimmering dark fabrics, and
the Boy wears classic light pajamas; when
he became the friend of Darkness, his
costume is supplemented by elements of
black color.

The director I. lvchenko faced with a
difficult task: to make the audience feel a
mysterious atmosphere in a small space
of the SMTSD stage, in the absence of any
mechanical stage equipment and with
minimal material costs. However, we note
that the director approached the solution
of this problem with all earnestness, taking
advantage of the experience of the famous
director K. Stanislavski, and this seems
to be natural. Over time, a tendency has
developed to take a serious approach
to the production of children’s operas
without going into false primitiveness
with allowance for the "childishness" of
works. Only this style of work provides
a high level of performance and its
aesthetic value for young spectators.
When working with the opera “Switch on
the Night”, I. Ivchenko turned to limelight
solutions and stage decor which cause
associations with K. Stanislavski’s
fantastic productions — Hannele by G.
Hauptmann and The Blue Bird (French
L’Oiseau bleu) by M. Maeterlinck. But if
in Hannele the atmosphere was created
by a single ray of bluish light, in which the
bodies of the actors “seemed silhouettes,
and their shadows were running, gathering,
dispersing ... <...> and the actors lost
themselves among them and seemed
like shadows” [10, p. 191-192], for the
performance of the SMTSD I. lvchenko
created a whole “light score” with the
help of several expressive techniques.
Among them are the following: 1) the use
of ultraviolet light qualities in the “Dance
of the Clock” — white elements of dancers’
costumes (sleeves to the elbow and
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tights) glow in it, black elements are lost
on the black background, and dancers’
movements give birth to associations
with the hands of the clock movement; 2)
the knock of the Darkness is duplicated
by rhythmic flashes of light; 3) shadow
theater, designed to show children playing
in the window at the house across the
street — there is a strong light source
behind the actors who are hidden by

the white screen, and the stage is into
darkness; 4) visualization of the starry
sky when the night comes — a placer of
garlands imitating the constellations,

on a black velvet backdrop; 5) fireflies-
flashlights glowing with greenish light, in
the hands of Darkness’s companions. To
make such a palette of light effects play
with all colors, the director completely
“dresses” the scene in total black velvet
clothes — a method discovered by K.
Stanislavski when working on The Blue
Bird. Black velvet allows you to “hide the
depth of the stage and create in its portal
a one-colour black plane of not three, but
two dimensions” [10, p. 359] and paint
on this canvas. As a result, a minimalistic
and at the same time bright performance,
interesting both for the spectators and
for the young artists themselves, was
produced.

There is also another way to introduce
opera compositions written for children
to children in Kharkov — in the format of
short-term productions involving, however,
great artistic forces. Before proceeding
to the analysis of these performances, it
seems to us necessary to briefly outline
the cultural context in which such actions
became possible. More than a quarter
of the century The International Festival
of Classical Music “Kharkiv Assemblies”
exists. It was created in 1991 on the

initiative of the rector of Kharkov National I.

P. Kotlyarevsky University of Arts, People’s
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Artist of Ukraine, PhD in musicology,
professor Tetyana Vyerkina. The motto
“Resistance to Evil with Art” reflects

the long-term program that formed the
basis of the festival — popularization

and propaganda of classical music of
various genres in live performance. In
2013 under the aegis of the festival, the
Charitable Fund of the same name was
created, primarily to support the young
gifted musicians of Kharkiv. Conquering
new admirers of classical music among
the children’s audience became one of its
main tasks. For this purpose the cycles

of the concerts “Musical Dynasties”,
“Conversations on Music”, the musical
and theatrical salon “l Want To Know ...”,
the projects “Holidays at the University”
and “Children's Philharmonic” were
created on the basis of the Kharkov
National I. P. Kotlyarevsky University of
Arts (the organizers are PhD in musicology,
associate professors of the university Irina
Sukhlenko and Yulia Nikolaevskaia). The
latter project aims not only to introduce
good music to children, but to awaken

the taste for performance and creation on
stage in them. This educational program
continues traditions that have developed
in our city: for several decades the Kharkiv
Philharmonic Society organizes concerts
for the children’s audience, both in its halls
and away of them. Since 2005, 5 annual
concerts are held on the “Children’s
Philharmonic” season ticket.

After 2 years the organizers of the
university Children’s Philharmonic decided
to master theatrical-musical space
along with the purely musical projects
(children’s concerts). This decision does
not seem random; the leaders relied on
the experience of child psychology. The
theatrical action combined with music
stimulates a deeper perception of the
surrounding reality relying on natural

properties which, according to the
researchers, are laid in the child from birth.
The first of them is a dramatic instinct,
a “special form of motor existence”
according to P. Chubb. The researcher
notes that “this dramatic expression is
complex. Its basis is an imitative or mimic
instinct for which instruments are used:
sound or vocalization, facial expressions
and gestures, and generally movement
in a broad sense” [2, p. 11]. The second
property we name as “Muses-origin core
of the child” (according to E. Nikolaeva). It
shows itself at all phases of small person
development. At first (8-10 months) this is
a “speech-singing” (T. N. Ushakov) when a
child “can intone, rhythmically reproduce
the mother’s phrase and simultaneously
move the whole body, making by this time
not chaotic but rather smooth movements”
[5, p. 151]. Then the song obtains more
familiar outlines accompanying the
children’s life in different situations: as a
spontaneous song arising in the moments
of activity; as a fluid (amorphous) song that
is born from crowing and exists only for
the child as a certain sound background
of the game (for example, sounds of
transport); as song-formulas — teasers,
agreed signals gathering for a game etc.;
children also use adult songs transforming
them (primarily text) in accordance with the
game requirements [5, p. 151-153]..

The children’s opera, invariably
combining the theatrical element (to
which the dramatic instinct responds)
with singing (consonant with the “Muses-
origin core” of the child), becomes
a natural expression of children’s
inner nature. From this point of view,
I. Sukhlenko and Yu. Nikolaevskaia’s
choice for the production in summer of
2016 seems persuasive. They decided on
the musical of St. Petersburg composer
Jakov Dubravin “Shoo! or The History
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of Filofey the Cat” after Valery Zimin’s
fairy tale of the same name for children
and adults with verses by Victor Gin. It
is unlikely that the organizers thought
about that, chronologically arranged,
programs of “Holidays at the University”
in miniature reflect the development of
the children’s theater, in particular, the
musical one: passive perception of art —
theatrical experience — theatrical-musical
experience. We remind thatin 1776 the
countess de Genlis founded in her estate
an educational theater for children. She
“believed that

through the wise cultivation of the
dramatic instinct children could be taught
not only such lessons of language and
history as education demanded, but the
‘elementary lessons of life,” — things of
the heart and spirit not contained in text-
books” [11, p. 12]. Stephanie de Genlis
wrote plays for her children herself. This
practice has spread throughout Europe,
cultivated by the tradition of Hausmusik,
which became popular in the XIX century.
Under its influence, dramatic plays were
enriched with musical numbers, and thus
a new genre — the children’s opera — was
formed in the last third of the XIX century.
Such performances were popular in the
houses of noblemen and educated people
of that era. For example, F. Shalyapin three
times a year held balls and staged musical
performances for children in his mansion.
Liubov Orlova, well-known Soviet actress
in the future (and noblewoman by birth),
at the age of seven performed the part
of Redka in the A. Buchner’s children’s
opera “Mushroom Tumult”. Work on the
musical part was conducted by the teacher
of music of the Shaliapins older children
who also took part in the production.
Although it was a home children’s play,
they approached very seriously to design
the production: the costumes were
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ordered from the professional designer N.
Lamanova, the backdrop was painted by B.
Kustodiev, the playbill was developed by L.
Bakst [9, p. 11].

In view of the aforesaid the production
of a children's musical performance, which
took place within the “Holidays at the
University of Arts” framework, appears not
only as an educational beginning, but also
as an action that revives the traditions of
the past. Despite its apparent simplicity,

J. Dubravin’s work has a number of
features that allow to refer it to a children’s
opera. These are solo and ensemble forms
of utterances, musical characteristics of
the personages, instrumental episodes.
Conversational dialogues — a distinctive
feature of a significant number of such
works — are a specific trait of the children’s
opera. It originates in two different genre-
style models of the comic opera — French
opéra-comique and German Siengspiel.
However, the composer gives a clear
genre definition — “the musical”. The very
nature of musical numbers, their genre
prototypes (a song, including a pop one,
chastooshkas), harmony colors show

the direct influence of modern popular
musical culture. This is not surprising if
you recall the origin of “the musical” genre,
because it absorbed and synthesized
several directions of different genres and
styles. T. Kudinova points at the dominated
role of jazz music in the final forming of
the musical: “It was jazz in the artistic
synthesis of the musical that became an
effective catalyst for the interaction of
elements of various genres — ballad opera,
minstrel theater, burlesque, vaudeville,
revue, operetta” [quatation on: 7]. In the XX
century, the boundaries of the opera were
so expanded that the works of the most
varied types turned out to be included in

its composition and dramatic field. This
applies equally to the children’s opera,
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which is living and continually developing
genre and not only follows the steps of
the development of the opera, but makes
the matrix from all its latest achievements
overworking them in its own way.

We remind that musicals usually are
performed either with sound recording
or with an orchestra (instrumental
ensemble) accompaniment, so the piano
partin J. Dubravin’s composition they
decided to arrange for an instrumental
ensemble. The instruments were chosen
in accordance with the heroes of V.
Zimin’s play, in which homeless Cats have
their own temper, behavior, the ability to
communicate with others, and this often
causes associations with human character.
An unusual combination of timbres was
chosen: accordion, flute, clarinet and
acoustic guitar added bright details to
the sound of the string quintet and piano.
The children became the members of the
ensemble; piano part was performed by an
experienced accompanist Nina lvanova.
She took the role of the leader who could
help young orchestra players not to be
confused in all the difficult situations that
arise at the stage. The work on the musical
lasted eight working days, but in fact the
preparation had begun long before the
holidays: instrumentalists, choir members
and vocalists received their parts at the
beginning of the spring semester. In other
words, a new composition was mastered
on the model widespread nowadays, when
all the material is learned in advance, and
the production itself is conducted in a
short time, in the “express mode”.

When the direct realization of the
“Holidays at the University” project
began, it was time for the rehearsals
in groups under the guidance of the
teachers-curators. Each rehearsal day
was scheduled accurately: lessons with
the teachers, a workshop on the stage

movement, combined rehearsals. As a
recreation classes in the English language
were conducted. There children in a playful
form got to know the English “cat’s” poetry
(let’s not forget that the musical came

to us from English-speaking countries).
But another pleasant surprise waited

for the participants of the play: they

were given the opportunity not only to
perform in it, but to become the artists-
decorators. This method could be used
(at least in part) by the chiefs of other
productions, because through drawing
the creative abilities inherent in children
become apparent. Psychologists say that
the drawing of the child “generalizes the
understanding of the world order made

by the child’s mind” [5, p. 96]. In addition,
if we consider a children’s musical
performance as a subsidiary therapy

for Internet addiction problems, making
painted scenery can also help to get rid

of the accumulated emotional tension,
because “drawing is a kind of emotional
relief: the accumulated impressions are
thrown out of the reservoir of memory, and
first of all what overflows this reservoir
and especially disturbs the inner feeling”
[5, p. 96]. In the musical “Shoo!” 4 sheets
of paper (format AQ) with stylized cats
images were used as symbolic scenery.
The children painted them at the hour

of rest between classes, and during the
performance, they became a picturesque
background of action (symbolically, as
they hung on balustrades of the balcony
above the stage). The costumes were
arranged in a democratic style and made
up of the participants’ everyday clothes:
blue jeans and a T-shirt or a checked
shirt. Some particular elements stand out
against these costumes and emphasized
the hero's belonging to the world of
people — a Grandmother’s patterned
shawl or an elegant dress of a Girl, cat’s
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owner. The makeup of the entire “cat”
group — mustache and a dark nose —
supplemented hero’s images.

The first musical and theatrical
experience within the walls of the
University of Arts, which gained
considerable success with the public,
revealed “bad reefs” for the creative group.
In particular, in spite of the fact that the
young director A. Volostnoy tempted the
children with work at the acting trainings,
the children experience was not enough
to project the received knowledge into a
stage image, especially for a small number
of rehearsals. As history shows, children,
due to the psychological characteristics
of their age, require the most accurate
and detailed instructions on the nature
of movements, the heroes’ interaction
among themselves, special actor reactions
to the partner’s actions. In this case, the
director’s plan of the teacher should be
similar to the orchestral score, in which the
actions of each participant, from the main
party performer to the actors of the mime
ensemble and the choir, are described
in detail. Another key to success is the
mise-en-scene perfecting by repeating
them many times. This method, as we
know, is used at rehearsals by adult actors,
especially it is necessary for children. The
actor’s organics and the improvisation
freedom are given to a few people; the
others can achieve freedom within the
given framework by the accumulation of
skills.

This experience the organizers realized
during the preparation of the next
performance — the fantastic opera by M.
Lysenko “The Winter and The Spring, or
The Snow Beauty” (1892). Of the operatic
triad for children, this opera is the most
difficult one in form and in music. This is
two-act composition with solo entrances,
duet, choral numbers written on the basis
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of Ukrainian folk ritual songs, which, as N.
Andrievskaya says, Lysenko had already
collected and arranged for children’s
musical performance [1, p. 40]. The

plot shows the change of the seasons

in accordance with the folk calendar.

The fifth-year theatrical department
student of the University of Arts Sofia
Melnikova was invited to be the director
of the performance (this work was her
diploma project), and she also acted as

a scenographer and a designer. By the
beginning of the rehearsals, the director
already had a detailed plan of the mise-
en-scene, and that, taking into account
the experience of the previous production,
helped the children to get used quickly to
the scenic space. Sofia approached the
material of the opera creatively and put
into action a group of mimic characters —
The Summer and The Forest Spirits. The
Summer performed a mime sketch with
The Autumn on the music of the overture
visualizing the images embodied in the
music. The Forest spirits — the composite
image of the heroes of Ukrainian folklore
(mavkas, chugaysters, lisovyks) —
performed plastic bridges between the
episodes, on the one hand; on the other
hand, they became the assistants of the
director on stage and kept young actors
focused on the order of numbers. When
thinking over scenery, S. Melnikova took
into account the space of the hall and

the material base of the “Children’s
Philharmonic” and the large-scale set was
replaced by a simple but multifunctional
construction that was easily changed.
There were several cubes of different sizes,
and The Winter’s throne, the platform on
which the “winter” characters (The lcy-
Roads, The Snowstorm, The Old Snowman,
The Breeze) were placed, or the pedestal
for The Spring were built from these cubes.
In addition, the change of traceries on
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different sides of these figures marked the
changing seasons. The costumes were
designed in an interesting way: the director
decided to emphasize the opposition of
different groups of characters, contrasting
ocher tones in the costume of The Autumn
to white clothes of The Winter and her
retinue and to floral motives in The Spring’s
dress.

Like the musical, it was decided to
perform M. Lysenko’s opera with an
instrumental ensemble. Its players were
again the children — the students of
Kharkiv Secondary Specialized Music
School, children music schools N2 1, N®
14; the cello and double bass parts were
assisted by the students of the University’s
orchestra faculty. For “The Winter and
The Spring” performance, the choir of the
School of Teaching Practice was joined
with the choir ensemble of the children
music school N2 10 (the pupils of the
conductor E. Yastrub). Among the singers-
soloists, this time there were also adult
participants, which did not contradict the
composer's intention: during the first home
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Conclusion
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surrounding us.
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A. Kyabmuna
WN.M.KotnsapoBcKui atbiHAarbl XapbKOB YTTbIK OHED YHUBEPCUTETI

XAPbKOBTA BAJIAJIAP ONEPACbIHbIH KOHbUILIMABIK TOXKIPUBECI

AxpaaTrna

Makanaga XapbKkoBTe 6ananap onepanapbiHblH (6ananapAblH KaTbiCybIMEH) CNEKTAKIbAEPIHIH epeKLlenikrepi
Kapangbl. MyHaan *ymbic dopManapblHbIH MaHbI3AblblFbl agamaap apacbliHaarbl KapbiM-KaTblHacC Nex
MHTEepHET-HalaKopPbIKTbIH Npo6siemanapbl adcbiHAa aHblKTanabl. U.MIBYEHKOHbIH, Ka3ipri 3aMaHfbl
TeaTpblK XoHe aTanTblK 6aFbiTTap MekTebiHae pexunccep C.C.baHeBUUTIH «TyHAI Kanam Kocy Kepek»
noecacblHaa CTaHUCNaBCKUMAIH OAUPEKTOPIbIK XYMbICTapbiHa cinTemMe »acanibl. by WwWeiFapma Xymbic
epexenepiHe CorKec KypbliFaH penepTyapsbl TeaTpra xartalbl - My3blKablK, TeaTpsblK, Xopeorpadusanbix
KoHe KepKeM 6eniMaepain KyWwTepiH TapTy apKblibl bl 60MbI YMbIC iCTErEH MEKTEN YXKbIMbl. OHAIPICTIH,
Tafbl 6ip Typi N.M.KoTnsapoBCcKui aTbiHAafFbl XapbKOB YITTbIK 6HEP YHUBEPCUTETIHAE «YHUBEPCUTETTETI
aemaneblc» XaHe «bananap dunapmoHuacel» )obanapblHAarbl KepiHicTepae nanganaHbingsl.Konbinsivaap
KbICKa Mep3iM iliHae acangbl (2 antaga — «bpbick!» 4. [ly6paBuHa, 2 anaa — «Kbic neH }as» H. JibiceHKo).
Toxipnbe KepceTKeHiHAEN WbiFapMallblIbIK XeTeKLWinep anabiHaa MyHaan ¢opma GipHelle Tanantapabl anfa
TapTagbl: 1) ToNblKKaHAbl PEXMCCEPNIK XocnapabliH 6ap 60nybl; 2) Keninkepnepain KapbiM-KaTblHACbIHbIH,
CEPIKTEPIHIH iC-KMMbIblHa aKTEP/bIK peakuusanapabiH 6ananapra HakTbl HYCKaynblK peTiHae; 3)
MW3aHCLieHaHbl KanTanay apKblibl YTbIMAbl KOO,

Tipek ce3pep: XapbKOB KanacbiHAafbl (YKpanuHa) 6ananap onepacsl, 6ananap ncuxonoruscel, 4. JyépaBuH
MIo3uKNi, C. BaHeBMY onepachl, «3KCNPecc-KomblabiM», H.JIbICEHKOHbIH, 6ananap YWiH My3blKanblK-TeaTpanibl
WblFapmanap.

A. Kyabmuna
XapbKOBCKMUI HaLMOHa IbHbINA YHUBEPCUTET UCKYCCTB uMeHU U. 1. KoTnsapeBCKoro

MPAKTUKA NOCTAHOBOK AAETCKUX OMEP B XAPbKOBE

AHHOTaUMA

B ctatbe paccmatpuBaloTcs 0CO6EHHOCTU NOCTAHOBOK AETCKMX ornep (C ydacTueM feTen) B I. XapbKoBe.
OnpegenseTtcsa 3Ha4YMMOCTb Takux GOpM paboThl B CBETE NPOBIEM MEKIMYHOCTHOMO 06LLEHUS U
MHTEPHET-3aBMCUMMOCTH. B cnekTakne «Kak BKtoYanu Hoyb» C. baHeBMYa, NOCTaBNEHHOM perKUccEpom M.
MBYeHKo B LLIKONe coBpeMeHHbIX TeaTpaabHO-CLEHUYECKUX HanpaBneHn, MPOCIEKMBAIOTCH OTChITKU K
pexunccépckmum pabotam K. C. CtaHncnaBcKoro. [laHHaa NnocTaHOBKa OTHOCUTCA K CO3aHHOM Mo npaBunam
paboTbl penepTyapHOro TeaTpa — KOMNIEKTUB LWKOSbI TPYAUICS HaJ HEN B TEYEHUU rofa C NpUBIEYEHUEM

CWN MY3blKanbHOro, TeaTpanbHOro, xopeorpadrUyecKoro U XyLoXecTBEHHOro oTaeneHuin. MHaa dopma
NOCTaHOBKM UCMONb30BaHa B CNEKTaKIAX MPOEKTOB «KaHUKyNbl B yHUBepcUTeTe» U «[leTckas GpunapMoHus»
B XapbKOBCKOM HaLMOHanbHOM yHUBepcuTeTe UCKyccTB nMenu W. Tl. KotnapeBKoro. MNoctaHOBKU
OCYLLECTBAANUCH B KOPOTKME CPOKM (2 Hegenu — «bpbick!» A. ly6paBuHa, 2 Mecaua — «3uma 1 BecHa» H.
JlbiceHKo). KaK noka3ana npakTuka, Takas ¢opma paboTbl BbIABUIaeT nepes TBOPHECKUMU PYKOBOAUTENSIMHU
onpegenéHHole TpeboBaHUs: 1) Hanuyine NogPO6HOro PEXUCCEPCKOro NnaHa; 2) MaKCUManbHO TOYHbIE
WMHCTPYKLMK SETAM OTHOCUTENbHO B3aUMOAENCTBUSA repoeB Mexay CO60M, 0COBbIX aKTEPCKUX peaKkLMi Ha
[eNCTBUA NapTHEPOB; 3) OTTa4ynBaHWE MU3aHCLLEH MHOFOKPaTHbIM X MOBTOPEHUEM.

KnioueBble cnoBa: [eTcKas onepa B . XapbkoBe (YKpauHa), AeTcKkasa ncmuxonorus, Mo3aukn A. [lybpasuHa,
onepa C. baHeBuya, «<aKkcnpecc-nocTaHoBKa», My3blKanbHO-TeaTpasbHble COYMHEHNUS Ang feTen H. JIbiceHKo.
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YCTAJIBIK
OHEP - OHEPIIH
BACTAIIKbI
®EHOMEHI
PETIHIE

ART STUDIES

MPHTH 11.25.41

JK. Bepicren ', P. Basap6aesa ' K. Epnasapos ',
'T.K. )KypreHoB aTbiniarsl Kasak yaTThIK eHep
aKaJIeMHsIChI

(Anmatbl, Kazakcran)

¥CTAJIbIK OHEP - OHEP[1IH BACTANKbI ®EHOMEHI PETIHAE

AxpaTna

MakKana ycTanblK eHep/liH KepKeM oinay epeKlueniridH Tangayra apHanfaH. ¥YcTanblK eHep - KasaKcTaH
KOPKEMOHEP AaMybl TapUXbIHbIH €H a3 3epTTenreH Tycbl. OHbl TYCIHYAIH epeKLeniri MeH KMblHAbIFbI OCbI
Tapuxu MaeHu KabatrapablH e3rewe 6actaynapbl peTiHAe, YATTbIK MOAEHN MYPaHbIH, €XeNri Ka3blHaCbIH
aypbic TaHyaa. byaaH 6i3 xanblK LWbiFapMallblbIFbIHbIH KaHAan Typi 60ca Aa webepnepMeH XKuHaKTanFaH
KOPKEM ToXKipUBEHiH, XasnblK eMipiMeH TbiFbi3 6ainaHbiCbiHAa KepeMi3. MaKanaaa yctanblK eHepAiH,
epeKLeniri MeH KenkabaTTblblFbiH TAaHYFa COMKEC Onnay XYMECiH anKblHAAyFa KaaM }acanagbl. onemae
MeTannyprus anfaw Eypasuna ganacblHia AaMblFaHbliHbIH ECKEPCEK YCTallblK 6HEPAiH TapUXbIHbIH ThiM TEPEH
eKeHHrHMeH aHblKTanaabl. KeHe 3aMaHarbl Kewneni xanblKkTap Kapy-KapaKTapblHblH Xacany, Kepemaeny
OeHrewi eTe }orFapbl 60nabl. 3epTTeynep Exxenri kewwneni xanbliKTapaa Kapy-Kapak *acay iciHiH 6enrini 6ip
neHrenae namblFaH XeKe AacTypi 6onFaHbiH KepceTei. COHAbIKTaH, «¥CTanblK eHep» — KasaKcTaH eHepiHiH
Tapuxn-MaeHU Ke3eH4epiH KaMTyl bl KongaHb6anbl eHep Typi, anpblKwa eHepaiH anfalwKkbl GeHOMeHi peTiHae
OHbl 3epTTeyaiH epeKLle TaciniH Tabyabl Tanan eTea,.

Tyhin ce3fep: YcTa, ycTaxaHalWbUbIK,, YITTbIK 6HEP, TapUX, MeTannyprus, Eypasus, KoneHep, 3eprep.

Kipicne Kypanabl. benHeney eHepiHiH, eH narnaans

¥YcTanblK eHep eHePTaHbIMAbIK aFblHaH TYpi, epeKue deHomeHi. CoHaan aK
anfaHaa KasaKcTaH KepKkeMeHep aamybl KasaKcTaH agaMapbiHbIH KEPKEM oinnay
TapUXblHbIH €H, a3 3epTTenreH Tychl. OHbI 6enceHainiriHiH epekLle KepiHictepi 6ona
TYCiHYIH epeKLUEeNiri MeH KUbIHAbIFbI Typa, onap 6amnblprbl AYHUETAHbIMbIK *KoHEe
OCbl TAPUXM MBJIEHM KabaTTapabiH, KepKeM[iK MaKcaTTap/blH epeKLLeniriH
e3relle 6acTaynapbl 60/bIM, YITTbIK Tanaay yuwiH Heri3 60/1bin Tabblnaabl. 9nemMaie
MOAEHWN MYPaHbIH, €XKENTi Ka3blHACbIH MeTannyprus anraw Eypa3us ganaceiHga
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fAaMblfaHblHbIH ECKEPCEK YCTasblK OHepdiH,
TapWXblHbIH TbIM TEPEH EKEHIH eCcKepyre
6onagabl [1].

LLbIH MBHIHAE KON 6HEp TYPNEPIHIH
9PKANCKICLIHbIH, Tanamn FacblpsiblK TapUXbl
6ap. byaaH 6i3 xanbIK TBOPYECTBOCHIHbIH,
KaHaam Typi 6onca aa, XasnblK eMipiMeH,

COJ1 XaNbIKTblH, KOFaM/IblK TapUXbIMEH,

KYH KepiCiMeH, KacibimeH 6annaHbICTbl
€KeHiH KepeMi3. Ka3ak xalKblHbl 63iHiH, KYH
Kepic TipLwiniriHe KaxKeTTi YW-Kau canyapl,
KMiM-KeLleK Tiryai, asblK-TyniK eHaipyai
©3iHiH TYPMbICTbIK KaCiOI eTin, onapasbl

KYHOE —KYHTi Tipwinik 6apbiCbiHAa OPbIHAbI
nanganaHca,ocem bynbiMaap Xacan, emipae
COH-caNnTaHarT Ta Kypa 6inai.

XanblKTbIH KONOHepiHe aaeT-FypbiIr
abblKTapbIMEH KaTap,aH aynayra,man
OCipyre »aHe eriHLWiNiKKe KaeTTi Kypa-
¥ababIKTap Aa Kipeai. Kuis yinain, cymeri,
aralll KepyeT, Keberke, caHAblK Xacan, Kinem,
CblpMak, anatua, LWwu, Typni 6ay-6ackypnap
TOKbIMN, apKaH, Xin ecin, KOHHEH XaHe uneyi
TepifaeH Kamblc,Tacna inin, epimM epin KonaaH
ap anyaH blaplc-asK, aganbaxkaH, acagan,
6€eCiK, }oHe T.0. KenTereH 3atrapabl XanblK
Lebepnepi, eHepnasaap, 63 KoagapbiMeH
acan, TYp/i HaKpblWTapbIMEH SLLIEKEMNENTIH
6onabl. byHbIH 60pi YCTanblk eHepaiH, Tikenewn
*}ewmici [2].

KaszaK XanKpblHbIH, KON eHepi aen
XanblK TYPMbICbIHAA Wi KOnAaHbINaTbiH
6acTblpy, KanblnTay, KypacTbipy, Kallay, epy,
Tiry, TOKy, 6enHeney, TYpneHaipy CUSKTbI
LLbIFAPMaLLbI/bIK 6HEP HUbIHTbIFbIH anTagbl.
XanblKTbIK KON 6HepPi 6yrbiMAapPbIHbIH 6ip
TOObI YHi-illi MyNiK *abablKTapbl 601ca,
€KiHWi To6bI- Kapy-rKapakK KabablKTapbl,
arall 1o, CYMEK 010, MYMi3 6aKbITy, MOTiHAI
OH/IEN, 6PHEKTEY CUSKTbI ayblp KacinneH ae
wyFbinaaHagbl. COHAbIKTAH KON ©HEPIiHIH
anfallKpl TYpiMEH arnenaep anHanbicca,
KOCINTiH, eKIHLUI TYPi — epKeKTepre TaH ic.
TactaH, 6anlublKTaH, CYUEK NeH MYHI3AEH,
MeTann MeH afaluTaH 6yrMbiMaap *acar,

OHbl CemMAeyai epKeKTep atkapagbl.

ArHn ycTanap. An, Kecrte Tiry,0pMeK TOKY,

LUKX Opay, KKi3 6acTbIpy, CbipMak Cblpy,
otonay(TypneHaipy), Wintep wany, Tepi KUim
TiFy CUAKTBI XKYMbICTapAbl, HETi3iHEH avenaep
}acanabl.

Kon eHepi 6yrbiMaapbiHbIH, iWiHAe
epeKLle KepKeM,CaHiNIKNeH 6annaHbICTbl
eHepaiH Typi — 3eprepnik eHep. OHOan
OyMbIMIapAbl }XacayMeH LIyFblngaHaTbIH
agamipl «yCTar, «dapxaH», «webep» gen
atagbl [3,14]. Kasak xanKbl o/liMcaKkTaH
6epi yCcTanblK 6HEpPAi aca *orFapbl 6aranan,
TeMip COFYLLbI YCTaHbl "AgapxaH" aereH acbin
aTayMeH aTaFaH Hemece Kapa 6aKcbl aenai
(1-cyperT).

1 cyper. «[lapxan» Hemece ycra eGepxaHachblHa
acrnantapbIMeH XKyMbIC YCTiHE.

CoHay ToHjpi aiHiHe 6anNaHbICTbl bIPbIM-
canTTapbl OCbl YyaKbITKa AeWiH caKTanbin,
MYCbIIMaH fiHiMeH ae 6annaHbica 6i3re
YETKeHepiH aTtayFa 6onaapl. Onap:

¥YcTanblK eHepae A9PEeTCi3 KOpiK Kaknay;

TecTi, canMaHgapabl Marnnay;,

CyT, aK waluy;

AngblpacnaH, aplwiamMeH anacray;,

¥cTa AyKeHiHae OblnanbIT Ce3 antnay;

¥cTaxaHaHbl Ta3a ycray;,

Tin-ke3aeH, 6one-kanagaH KOpPFanTbiH
TyMap, }ayblpblH, eridfiH, 6abl, afblpacnaH,
apLia, Kepi Xinik iny gacTypi;

HKyMblIcTbl 6acTap anabiHaa: "MeHiH,
KOJblM emMec, [layiT nanFambapbiMHbIH,
KOJbl", - ien CUbIHbIN any;

¥CTa AyKEHIHE KipreH afjamMHbIH TocKe
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MaHaaWblH TUri3in, Tayen eTyi;

¥CcTaHblH, KOMbl *KEHiNAEHCIH Aen Kon aKpl
6epy AaCTypi;

AyblpFaH 6ananap/bl KepiKTiH YCTIHEH
atTaty. OTneH anacray;

KbI3bIN TypFaH TeMipre cy GypkKin,
YLIbIKTaY;

LLowbliFaH 6anaHbl emaepae cyra
KOPFaCbIH KyMblIM, HEEH LLUOLLIbIFAHbIH Taby
[4].

Ocbl CbIHABI XOJ1-}0pasiFbl, bipbiMaap
Ken-akK }oHe 6ynapablH, Kenwwiniri, Heriai
TOHIPI AiHIMEH Tikenen 6annaHbICThbI
€KeHiH aHfFapaMbl3. ¥CTaHbIH TaHblIMaFbl
KepiriHeH fereHaen. ¥cta AyKEHiHiH neci
60nybl, YCTaHbIH, Myparepik *onbIH
yCTaMaraHbl YLLiH ypnafbiH KbICbIM, aybIPTybl
CUSIKTbI TaHbIMAAp aMi e XanblK apacbiHAa
CaKTasnfaH.

opicrep

¥YcTanblK eHep/iH TapyuxblHa TOKTasICaK,
Kaszipri KasaKcTaH ayMarblH XXoHe OfaH
LLeKapanac aiMMaKTap/bl 9p KeleHaepae
MEKEH ETKEH KeLneni xanblKktapabiH
J9CTYpAi 6ip KOMaKTbl 6eniri 6onfaH
aybIHrepiK Kapy-KapafblHblH AaMy Tapuxbl
BGipHeLle MbIHXbINAIKTbI KAaMTUAbI. OP
fayipaeri Kelneni xanblKTapAblH aCKepu
iCiHe apHasnFaH apXeonorussblK KaHe
KapyTaHy 6afbITbiHAArbl 3epTeynepae
onapablH ASCTYPANi Kapy-*apaFblHbIH,
TYpnepi MeH TUNTEPI TangaHbIn, Kacany
dAicTepi KapacTbIPblbIM HKETKINIKTI
3epTTenin Kenegi aeyre 6onaapl. bipak
OCbl yaKbITKa AeniH Kelunesi XxanblKTapblH,
Kapy-*apakK xacay ici Jxexke eHep Typi
peTiHae elKallaH KapacTblpbliFaH eMec
»KoHe onapaa KonagaHbliFaH Kapy-
apakK »acay eHepiHiH TeXxHMKanapbl MeH
TEXHONIOrnsNapsbl, 6yn eHepaeri Facobipnap
60Wbl caKTa/lbIN Kee }aTKaH AacTyp
anFacTbIFbl YKXEKE 3epTTey HbIiCaHbl Aa
60nFaH oK. byn KyHae UHaKTanFaH 3aTTblK
€eCKepTKilWTep, TYPNi AepeK Ke3aepiHiH,
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MoaJTIMETTEPI, apXeoJior, Kapy 3epTTeyLui
YOHe eHep 3epTTeyLli FanbiMaapablH, OChbl
OarbITTarbl 3epTTeY/EPIHIH HOTUKENEPI
6yn Macenenepai 6yriHae KyH TopTibiHe
KOtOFa TONbIK HEeri3 6epeqi aen onnanmbl3.
CoHbIMeH Bipre »ayblHrep/lik Kapy-apak
»Kacay iciH eHep Tapmxbl TYPFbICbIHAH
KapacTblpy OHbl 8p 3aMaHarbl Keluneni
XanblKTapAblH 6HEPI *YUECIHIH, KypaMblHa
Kiprizin, matepuaniblK MOAEHUETTIH 6yN
epekKiue 66iriHiH MAeonornanblK KbiI3METIH,
asnbl MOAEHUETTIK MaHbI3blH allyFa
MYMKIiHZiIK 6epep efi. CoHAbIKTaH MaKanaga
3epTTey HblcaHackl peTiHae KasaKcTaH
MEH OFaH LWeKapanac anMaKTapibl MEKEH
E€TKEH GanbIpFbl KeLneni XxanbIKTapablH, op
Ke3eHeri Kapy-rKapafblH COFbIC Kypasibl
TYPFbICbIHAH EMEC, OHEP TYPFbICbIHAH,
Kapy-Xapa ¥acayaa KongaHbliaTblH
TeXHonorusnap, mateprangap MeH
LUMKi3aTTap oHe KepKemaey Tacingepi
TYPFbICbIHAH KapacTbIpy/blH MaHi 30p.

HoTuxxenep

Keluneni KoFamaa ocKepw icTiH eMipniK
MaHbI3bIHbIH, KeTEPINYi Kapy-*apak wacay
iCiH e emipae epeKLle MaHi 6ap eHepre
aviHanaplpabl. OpUHE, Kapy-)Kapak Kacay
©Hepi con 3amMaHaarbl Kon eHepaiH, 6ip
canacsbl 6onabl. bipaK oOHbIH MaHbI3Abl
casiacbl yCTasblK 6HEp AopereciHe KeTepingi
feyre 6onagpl. bipak MaaeHWeTi CUHKPETTI
60nFaH 6anbIpFbl KeLLNeNi XxanblKTapaa
OyN Ke3eH[e TEK Kapy-Kapak KacaymeH
arHanblcaTbIH XeKe Kacin Typi 6onabl Ma
[lereH 3aH/bl cypak Tyybl MYMKIH.

KeHe 3amaHgarbl Keluneni xanbIKTap
Kapy-*apaKTapblHblH }acasy, kepemaeny
JeHreniHiH eTe KoFapbl 601ybl, KapynapabiH,
TYpaKTbl, aM6e6an nilliHAEPiHIH, KanbinTacybl
oHe onapAplH Eypasus ganacbiHblH, 6aTbiChbl
MEH LWbIFbICbIHAA Gipaen KongaHblicTa 60ybl
6ariblpfbl KOLWWNeNi XanblKTapaa Kapy-*apak
Yacay iCiHiH, 6enrini 6ip aeHrenae gambiFaH
eKe OoCTypi 60nFaHbIH KepceTteqi.
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CoHbIMeH 6ipre KeluneninepaiH, Kapy-
apaKTblH 3aTTbIK epeKLeniriH, OHbIH,
aTKapaTblH KbI3METIH, KongaHy epeKLueniriy
YKaKCbl BINETiH, COHAbIKTAH CON KaXETTiNIKKe
Cal XaKCbl COFbIC KypanaapblH xacayra
KocinTeHreH webepnep 60nfFaHbIH
anFakTangbl (2-CyperT.).

2-cypet. Kasak 1ie6epJiepi »kacaraH Heriri 6ec Kapy/iblH
TypJiepi.

Con Keaperi KoFaMblK eHOeK 6enicy
KYObINbICbIHbIH, Tanantapbl Aa, XeTiireH
YKOHE }Oofapbl eHrenae xacanraH CofbiC
KypangapblHa AereH cypaHbIC Ta, eHepiH,
[amy 3aHblblFbl Ja KoSIeHep webepnepiHiH
iLiHEH KeNBipeynepiH Kapy-rKapak }acayMeH
TYpPaKTbl aiHanbICyFa MaMaHAaHyblIH
KarKeT eTTi. TeK 6ip 6afrbiTTa MaMaHaaHy
apKblibl FaHa ap icTe OUIK AeHrenre ety
MYMKiH 60M1aTblHbl, TEK KOCiOBM MaMaHaaHy
apKblbl ASCTYP XKanFachln, eHep inrepi
JaMK anaTblHbl 6eNrini. OpuHe, Kapy-xKapak
YKacay eHepi KeHe 3amMaHHbIH, KongaH6anbl
©HEePIHiH 6ip canacbkl 60nFaHabIKTaH, 6y
OHep TypiHAe KewneninepaiH, *annbl Ko
OHepiHe opTaK TeXHOIorusanap MeH afic-
Tacingep, matepuaniap KongaHbliFaHbl
TYCiHiKTI. Bipak opblHAanaTbiH 3aTTapablH,
epeKuenirine 6annaHbICTbl onapabl
KOnaaHyaa, OHbIH KYHAENIKTI ToxipubeciHae
O63iHAiK anblpMalLblIbIKTapbl 60bl.

Tankbinay

Typik KaFaHaTbl 63 KesiHae aniemre aurini
anbblHAbI MEMSIEKET anfFaHbl MaJTiM. TypiK
KaFaHaTbIHbIH, 6ipirin, HbiFaloblHa yCTanbIK,

eHep apKblbl TYPIK KaFaHaTbl My34aK
KapynaHblin, Y/IKEH KYLLKe, Ke3aeri eH,
TaHAayNbl Kapy-KapakKka ne 6ongbl. CoHaan-
akK, TYPKi oneMiHiH agamsaTt MSMHUETIHE,
anemMaiK epKeHUETKE KOCKaH yneci ae
ycTasblK eHepAiH MaHbI3bl 6Te 30p. KeHeneH
YETKeH oafirepnik - ECik KopFaHblHaH
TabblnFaH "AnTbiH agaM" con Kesaeri ycTa,
3eprepnep eHEpPIHiH KaHLanblKTbl 6UiKTe
OO0NFaHbIH AaNenaenTiH KantanaHo6ac TyblHAb!
[5].

Bepini 6anpaKTbl KOK TYPIKTIH 6ip
OyTaFbl - Ka3aK xa/lKbl KanblNTacKaHHaH 6epi
6i3e ae TeMip yCTasnblK 6HEp aca *ofapbl
6aranaHapbl. OpacaH KeH, 6anTaK e/KeHi
KoJaa yctan Typy, ne 601y YLUiH yCTanbIK
eHepiH MaHbI3bl 30P, acipece, Kapy-rKapaK
lebepnep 6mik 6eaenre ne efi. OHbIH
YCTiHe, Ka3akK yCTanaphbl TemipaiH, 60natTbiH,
KynusinapblH Ja eTe XeTiK 6inreHi. An, atakThbl
Op YCTaHbIH TEK 63iHE TOH Kynusnapsl,
KanTanaH6ac afic-tacinaepi 6onfaH. Temip,
KYpbILU, LLOMbIH, Kapa TabaH, Kapana xy3
ceKingi Temip Typnepi Kkasak yctanapsbl
eHOeriHiH, y3aK *bligap 60MFbl KYpridinreH
i3aeHicTepiHiH HOTMXKEeCiHAEe Nanaa 60sFaH.

KaszaK ycranapbl COKKaH Kapynap caH
Typni. Bip FaHa Kbinbll TYPAEPIHIH 63iHae
KaHLLaMa YFbIM XaTblp: KanKbl, HAP KECKEH,
WY3reH, angacnat, 1.6. CaybITTbIH TYpaepi
[le MO efi: KipeyKe, ToFain Ke3 cayblT, Kebe,
LlaparHanbl caybliT, T.6. OcblFaH KapamacTaH,
6i31e Kasip atanapbiMbl3 6eC Kapy HeEMece
conblnaapMeH-aK oCblHLIaMa aanaHbl
ycTan TypfFaH JereH KaTe yFbiM KasbIinTachbin
OTbIp. AHTaNafraH XayablH opTacbiHAa
TYPFaH Kewneni engdin, Kapy-apak Typnepi
J€ bIKLWaM-bIHFaNNbl, XXEHiN 9Pi MbIKTbI
60nfaHbIH YMblTa 6epeMis. [lananbiKrap
[lyHUere oKenereH Kapy/ablH 03blK YArici -
aK MbUTTLIKTbIH, TEK KEWIHTI Facblipnapaa
faHa Eyponaga ap6anet ataybIMEH KeH,
TapafaHbIH Aa eckepe 6epmenmis. 9p
¥ayblHrep at YCTiHAe 63 KapyblH OMHaTbIM,
KonaaHy afiCiH ¥eTiK MeHrepreHive - at
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YCTIHEH HaM3aMeH LLaHLLY, eKi KoJFa ycTaraH
€Ki KbI/bILWTbI OMHATY, WWeriHin 6apa »aTbir,
*KayFa cafjaKneH xebeHi apTka 6ypblibin
Kayablpy, *apanbliapibl }ay KosblHa
KanablpmaMm, aT YCTIHEH inin oKeTy, Wanva
NTaKTbIPY CUSIKTbI COFbIC OHEPIHIH 6Te KMbIH
opi Kypaeni agic-tacinaepi ganen. Ochbl
apKbUbl Kewneninep Eyponana "KeHtasp"
JereH yFbIM KanbINTacTblpFaH, atrapbl
aHbl3fa arHanfaH.

Typni oepek Ke3aepi, apxeosornanbix
MaTepuaap cak TarnanapbliHAaFbl 9CKepU
iCTiH, AEHrEeNi, XayblHrepnik eHepi 6UiK
Japexene 6onraHblH ganenaenai[2].
OnapaplH, XaybIHrEePAiK Kapy-KapakK KeKe
KelleHiHe Wabybln Kypangapbl — XakK neH
OK, KaH»ap, KblCKa ceMcep aKkMHaK, y3blH
cemcep, Hanaa, KOCXKY3i KayblHrepik
6anTa, WaKaH *KaHe KopFaHbIC XapaFbl
- AynbiFa, Kebe cayblIT, asiKTbl KOPFaNTbIH
*abablKTap KipreH. Cax TannanapbiHbiH
KoneHepLlinepi 6yn wabybln Kypangapbl MeH
KOpFaHbIC KapaKTapblHblH BipHeLle Typnepi
MEH YNrinepiH »kacafraH. CakrapablH Kapy-
*KapaK ¥acayra KongaHraH matepuangapbl
e3[€epiHiH Man WwapyallblblFblHaH
anblHaTbIH 6HIMAEP KOHE 631ePi MEKEH
€TKeH ayMaKTap/la eHipeTiH WuKisaTttap
MEH Tabufn MaTepuaniap: Kapa *oHe TYCTi
MeTangap (antbiH, TEMIpP, MbIC,Xe3, Kona,
KOpFachblH, MbIpbiLl), aCbl/l TacTap, arall,
CYMEK, MYi3,Tepi,Tapambic 60naTbiH. byn

Matepuangap, GusnKanblK Kacuetrepi
eHJIeny TEXHOMOMUSACbIHA COKeC Kapy-
YapaKTblH TYpni GYHKUMOHANAbIK,

KOHCTPYKTUBTIK GONIKTEPI MEH 3/IEMEHTTEPIH

acayra navganaHbingbl. KasakcraH
ayMarblH/[a TabblIFaH KeHe MeTannyprus
OpbIHAAPbI, TYCTI XXoHe Kapa MeTangap
KeHiluTepi 6yn Ke3eHae MeTalyprusiHbiH
YaKCbl JaMblfaHblH Janenaeni.
Kapy-apaKTbl ¥acay ageTre Tytac 6ip
TEXHONOMUSANBIK LIMK PETIHAE - Kapy-*KapaK
TYpnepiH aanblHaay, AanblH 60NFaH Kapyabl
eHAaey, onapabl 6yniHyaeH, 3aKbiMaaHyaaH
CaKTay YLUiH Typ/i agicTepMeH 6epiKTey,
Kapy-*apaKTblH TYPi KbI3BMETIHE COMKEC
epney XaHe KepKemaey CUSKTbI - GipHelle
TEXHONOMUSANbIK NMPOLIECCTEPAI KAMTUIbI.
KeWiH opTaracbipnblK LUbiFbICTa Kapy
eHfipiciHAe KanbinTackaHaaw, ocbl
YeKesereH TexHonornsanapablH apTypiHe
MamaHAaHFaH webepnep 6yn KeseHae,
9puHe, 60/1FaH oK. (3-cypeT.). OHbIH 6apiH
6ip ycTa 6acbiHaH asiFbiHa AEWH 63i Xacafpl.
KeHe webepnep Kapy apTypiHae,
nanganaHaTtblH MaTtepuangap MeH 3aTTbiH,
KOHCTPYKUMSACBIHa 6arnaHbICTbl, HaKTblbl
TEXHONOIUASbIK }oHe KepKeMAiK aic
Tacinaepai KongaHabl. Kapyabl Kepkemaeyre
apHanfaH MyHAaKn slweKennep anTblHHaH
KYI0, Kanblinua »kaHe 6acna afictepimMmeH
*acagbl. KeHe webepnep aaiciH agetre
OipKenKi yKcac Kanblnray alweKennepmi

3-cyper. Opra racelpiarbl Typik »KayblHrepsepi. Kapy xapaxrapbl MeH caybITTbl KHiMziepi GeiiHesieHreH.
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YKacay YLiH kongaHapbl. Mbicanbl, anTbiH
dlIEKeMN Kacay YLLUiH ycTanap anjbiMeH
COFY 3[iCi apKblibl *XYKa anTblH KaHbINTbIP
JanbliHaaFaH. On yuwiH CoFy afici apKblbl
YCTiHe BipHelLLe XKiHiLKe anTblH Tacnanapapl
TacTblH YCTiHe KabaTTan canbin TafFbl COFbIM
XYKapTKaH. MeTann e3iHiH, nnacT1KasblK
KaCWETIH ¥oFanTnac YLliH apacbiHaa

OHbl OTKa KbI3AbIpbIN OTblpFaH. byHaamn
anTblH KaHbINTbIpAbIH KanbiHablFbl 0.05-
0,18 MM aemiH xeTKkeH. OgaH penbedTi
alleKkenai 6eaepnen WblFapy YiLiH apHambl
6enepni KatTbl NiWiHAEp (Kona, MbIC)
KonaaHbinapl. MyKa antblH KaHbUITbIP
6enepni KanbliNTblH, 6ETIHE KOMbIbIM,
YCTiHEH KOpFacblH NacTWUHa canbin ypfblaar
OTbIPYbl @PKbl/ibl,}KYMCaAK KOPFaCbIHHbIH,
KalbINTbIH, illiHe 6aTbIn Kipy HaTUXeciHae
SlIEeKeN KanbinTarbl 6eAepiHiH, NilliHiH
Kabblngaabl. KanbintaH anbiHFaH COH,
olleKkenaiH 6eTi apHaynbl CYMEK HeMece
MEeTa1 KypangapMeH eHaenin,epHeKTeNi.
Ocblnaviwa 6ipHelle aleKennep
JanblHaangbl. Kenae myHaam awexkennep
6anLblK, MbIC MilliHAEPAE anTblHHAH Kyto
TociniMeH ae xacanagbl.

[avblHaanbin, eHaenreH Kapy-x*apak
3aTTapbl KoNAaHblyblHa, KbIBMETIHE, KiMre
apHanfaHblHa Kapau Typiille sleKenneHen;.
KepKeMaiK, CTUNbAIK TYpFblAaH anfania
Kapy-}apaKTap caktap Ko/eHepiHiH, 6acTbl
KOMMOHEHTI 601FaH CKUPTIK-CIBIpNiK aHaap
CTUnbiHAe KepKemaengi. byn ctnnb 6.3.
naeniri VIII-VI Facblipnapaa Kanbintachbin
Ci6ip, KazakctaH, OpTta A3us KoHe
EyponaHbIH OHTYCTIiriHAEr Tannapaa KeH,
TaparaH 6onaTbiH. Byn cTUnbaiH KepKeMAiK
HbICaHbl aHAap MeH XaHyapnapblH TOTEMIIK
6enHenepi, MMGONOrmnsbIK CIOXKETTEP
6ongbl. Kapy-*KapaKTa KongaHblnaTbiH
TYpni alweKen 6enHenep GipHelle MaHbI3abl
dyHKUMSINapapl atkapabl. Anamsar
KOoFamMblHAa eHepAiH narnaa 601ybl MarusmMeH
Tikenen 6anaHbICTbl 60AFaHAbIKTAH, *Kannbl
anfaHaa KaHgam aa 6oncbiH 6ip 3aTKa

6elHe, Ol0-epHEK Cany OHbl MarusnayabiH,
MarusnbIK FYPbINTbIH 6ip 3N1eMeHTi
6onatbiH. COHAbIKTaH caKkTapablH KapyblHaa
ca/lblHFaH XxalyaHatTap MeH »aHyapnapibiH
TOTEMAIK cMnaTTarbl 6enHenepi ocobl
MarusiiibliK GYHKLUSHbI aTKapabl. XanyaHat
6erHenepiHeH 6acka Kapy-rkapakrapra
KOpfay MarusiCblHa XataTblH apTypi
Ol0-6pHEKTEP MEH bipbIMAbIK 6enrinep
Je canblHaTbIH 60/1FaH. byn 6enHe
6enrinep KapyablH, KyLWiH apTTbipbIm,
YKayFa acep eTin, XayblHrepi Kopranapl
Aen TyciHingi. Kapy-kapaKkTtafbl aleKen
6erHenepiH Tarbl 6ip 6acTbl GYHKLMSACHI
OHbIH CMMBONAbIK 6eNrinik, TaburaTtbiHa
GaiinaHbICTbl. Kapy-*KapaKTafbl 0l0-6pHEK
YKayblHrepaiH, oneyMeTTiK MopTeOeCiHiH,
aublpy 6enrici aTHoambIpy 6enri peTiHae
KonaaHbliFaH. XayblHrepaiH, MopTebeci
*KOFapbl 60/1FaH caiblH OHbIH, KapybIHbIH,
SLUEKENi ie aca KypLeni *aHe KopKeM
6onbl. Cak TannanapblHblH KECEMAEPIHIH,
ob6anapbiHaH TabblnFaH Kapy-xKapak
3aTTapblHbIH, SlUEKEWNEHYIHAE anTblHHbIH,
Ken mesnwepae KonaaHblybl - }KepeHreH
a/laMHbIH, aN1eyYMETTIK MepTebeCiHiH
KOFapbl 60NFaHabIFbIHbIH, 6enrici. Kasak
CcaJlaKLLblIblK 6HEPIH 3epTTen, aiemMre
aFblWbIH TiNIHAE apusanan KypreH
[.bangapanuH Topi3ai aBTopnap e3
3eptreynepiHae «Con yakbITTaH 6epi
Ka3aK ganacblHaa 6ipTtanan at cagakLubl
KeluneHainep ToNKbIHAaPbI: caka-CKudTep,
XyHOap, KeHe TypKinep, Kbinwakrap,
MOHFON4ap, oHe aKblpblHAa XOHFapaapmeH
COfbICaTbIH Ka3aK Tannanapbl Xypin eTTi...
anemperi 3amaHayu aT cagaKLubliapbiHa,
Ka3akK caflafblHblH, LUbIFY TApUXbIHA, EKi
Heri3ri cagak TypnepiHe, KypblUibiMbl MEH at
CcaJlaKTapblHbIH KONAaHy aicTepiHe» MaH
6epreH [5, 42-52 66.].

9puHe, 6HEP TybIHbICLI 60NFaHAbLIKTaH,
KapyFa canblHaTbIH Ol0-OPHEKTIH, KOPKEM
6enHenepaiH, aCTeTUKaNbIK, KOPKEMAIK
$yHKUMSACHI Aa ecKkepinin oTbipabl. Kapy-
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*apaKTblH 6ETIHE CalblHaTbIH BPHEK
6enHenepaiH, Kenemi, OHbIH, KOMMO3ULUSCHI
Kypaeniniri, CTUNbAiK epeKLleniri Kopkemaik
3aHAblNbIFbl 60MbIHLWA 9P 3aTThIH, NilliHIHE,
KenemiHe, KaHaan matepuanabiH 6eTiHe
calblHaTbIHbIHA, KaHdan Kypan canMaHMeH
OopblHAanaTblHbIHA COMKEeCTeHAipin XKacanapl.
KaHxap, cemcepnepgiH cantapbliHa,
6angaKTapblHa, KbiHAAPbIHA CablHFaH
aHJap MeH XaHyapnap 6ernHenepiH cak
Lebepnepi con Kapy 3NEMEHTIHIH, NilliHiHe
KepeMeT WwebepnikneH ConKkecTeHaipin,
KMbICTbIpa 6inyi - of1lapablH, KOMNO3ULUSbIK
JapblHbIHbIH anfFafbl [6, 208 6.].

Ananga, peBostoUnsaH KeniH,
*MblIPMaChbIHLLbI Kbl1AapAbIH COHbIHIA
yCTanap, acipece Kapy cofaTblH, MbIITbIK
YKacaMTblH Webepsiep KyFblHFa TYCIr,
XanKbIMbI3 Facbipfiap 60Mbl AaMbITKaH
oeHep yMbITbl1a 6actabl. ATTapbl aHbl3fFa
anHanfFaH aTaKTbl YcTanapAplH i36acapnapbl
Tafa CofyalaH, TPaKTop, COKa 6e/eKTEPIH
»KacayaH acnav Kanbln, atagaH 6anara
KanFachbln Kene XaTKaH [aCTyp, Facblipnap
O0Wbl }WHaKTanfaH 6an ic-Toxipmbe
anfacTbIfbl Y3inai.

KopbITbiHADbI

¥YcTanblK 6Hepai e3re eHep TYp/epiHEH
6enin, eKe-aapa Kapayra acte 6on1manapl.
KeTeyi KETKEH Kagipri KeseHe fe aTa-
6ab6aMbI3/1blH, KACUETTI XOJbIH KyFaH,
TeMipAeH TyriH TYWreH yctanap pecnybnuka
KenemiHge 6apubinbiK. "MageHu mypa,
ata-6abamMbl3aH MUpac peTiHae
YKETKEH ASCTYpi eHep - Kagipri 3amaH
MOAEHMETI YLLIH KarHap Ke3, Kaycop
Oynak" -nen MaAeHueTTaHyllbl bonat
BaxiritoB antkaHaam yctanblK eHepai
KeH HacuxaTtayga KankamaH TineyxaHoB,
[apKkemb6an LLoknapybl (4 cypeT) CUSKTbI
Lwebepnep KeHec 3aMaHblHaa HacuxaTTayabl
KofiFa angpl [3, 36.].

Enimi3 eremeHfik anfasnbl aFanblHAbI
KyMeHTerinepaiH, ictepiH epekule atan
6TyMi3 KaxeT. OnapabliH eH 6acTbl icTEPi Kapy
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4-cyper. KazaxroiH 6esrini yera-e6epi Jopkembat
[oknapyubl.

5 cyper. AraiibiHibl KysimenTerisiep Kasak ycrasbiK oHepiH
JKaJIFaCThIPyLLIbl LebepJep.

—)KapakK COfy iCiH eTe OUiK JaperKere KeTepyi
6onabl (5,6,7-cypetrep).

Ananaa, MeMJIEKET TapanblHaH
KaMKOP/bIKTbIH 60/IMayblHa, LebepXxaHa
eTiMmci3airi, 6acnaHaHblH XOKTbIFbIHA,
apHaynbl AyKeHaepaiH 6onmayblHa
GarnaHbICTbl YCTanapAblH TYPMbIChI, Xas-
afaanbl Ka3ip eTe Hawap. Jengangapabiy,
9CepiHeH ycTanap COKKaH Gyrbimaap
MY/NeM cy TeriHre catbinyaa. Epreni-kelu
Oyn fa WweLliMiH Tabap aereH onaambl3. Jan
Kasip Tayesncia enimizae 1e3 apaja wewimiH
Tabyra TWICTi, Ke3eK KYTTipMec macene 6ap.
On — Kapy-»apaK nanartacblH allibif, apfbl-
6epri TapuxbiMbl3a KacanfaH Kapy-rKapak,
ycTasblK 6HEp TybIHbl1apPbIH Gip LWaHbIpaK
aCTbIH/A YXMHaKTay, engirimiaaid, 6enriciH
TaHbITy. Byn 6apnbIK epKeHUETTI engepae 6ap
eXengeH KanblntackaH aacTyp.
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6,7 cyper. Kynmenterinepiin Kazak 6aTblpJiapbl KHIeH Kapy-»Kapak, cayblT, TOPFAybIT, JyJIblFa TOPi3li KHiMIepiMeH KaHFbIPTHIIL,
LIbIFApMALLIbIIBIKKA afiHAJBIPFaH.
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IN

BepicreH X., Bazap6aesa P., Epuasapos K.
Kaszaxckasi HalnoHanbHas akagemus uckyccts umenn T.K. XKypreHoBa

UCKYCCTBO KOBKH KAK NEPBOHAYAJIbHbIH ®EHOMEH UCKYCCTBA

AHHOTauMA

CraTbsl NOCBSALLEHA aHaNM3y YHUKabHbIX NPOSBNEHUIN XYAOKECTBEHHOIO MbILWIEHMS JaHHOro pemecna.
XyaoyKeCTBEHHOMY acneKTy UCKYCCTBa KOBKM, U3y4eHUE ee UCTOPUK U pa3BUTHUS B Ka3axcTaHe NOCBALWEHO
Mano HayyHbIX TPyAoB. O4eHb MHTEPECHA B3aMMOCBA3b Pa3HbIX BUAOB HAPOAHOIO TBOPYECTBA C XU3HbIO
N XYyOOKECTBEHHON MPaKTUKOM HAKOMIEHHOIo TBOPYECKMM OMbITOM MacTepoB. B cTaTbe caenaHa nonbiTka
BbISIBUTb OCOGEHHOCTU U MHOIOrPaHHOCTb MOHUMAHMS MbILIEHUS NCKYCCTBA KOBKM 3a ANUTENbHbIE Nepnoabl
B UCTOPUKO-KY/IbTYPHOM pa3BuTUM, co3fatoline Ha 6a3e ApeBHUX COKPOBMLL, HaLMOHaNbHOE KyNbTypHOe
Hacneaue. YunTbiBasi APEBHIO UCTOPUIO Pa3BUTUSA MeTanyprn EBpasnMincKmx ctenem — MCKYCCTBO KOBKM
yXoaaT KOPHSAMM B Aanekoe npouwnoe. Cyaa no nccneaoBaHUsaM, NOCBSALLEHHbIM U3YYEHNIO BOEHHOIO
WUCKyCcCTBa, APEBHUE KOYEBbIE HAPOAbI AOCTUIaNM Pa3BUTUSA NOATOTOBKN BOEHHbIX 4OCNEXOB BbICOKOIO
YPOBHS Ka4eCcTBa W COXpaHWIu oTaeNbHble Tpaauunn. C 3TOM TOYKKU 3PEHUS, UCKYCCTBO KOBKM «¥CTanblK
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©OHep» — UMEEeT MHOIOrpaHHbIA UCTOPUKO-KYNBTYPHbIV NAacT, TPEBGYIOWMI OTAENBHOIO NOAX0Aa K M3YHEHWUIO U
COCTaBNAOWMMA 0COBLIN NepBOHaYvasbHblM GEHOMEH.

KnioueBble cnoBa: MacTep, Ky3HEeYeCcTBO, HalMOHaNnbHOEe UCKYCCTBO, MCTOPUS, METaNNTYPrusl, eBpasus,
pemecno, oBenup.

Zh.Beristen, R.Bazarbayeva, K. Yernazarov
T.K. Zhurgenov Kazakh National Academy of Arts Almaty, Kazakhstan

THE BLACKSMITH ART AS THE ORIGINAL PHENOMENON OF ART

Abstract

The article is devoted to the analysis of unique manifestations of artistic thinking of this craft. The artistic
aspect of the Art Blacksmith and its study of history and development in Kazakhstan are not devoted
enaugh to researches. Very interesting interrelation of different types of folk art with life and artistic practice,
accumulated by creative experience of masters. The article attempts to reveal the features and versatility of
the understanding of the art of forging for long periods in the historical and cultural stage, creating ancient
treasures of the national cultural heritage. Given the ancient history of the development of metallurgy of the
Eurasian steppes - the art of blacksmith is rooted in the distant past. Judge on studies devoted to military
affairs, Ancient nomadic peoples achieved the development of training military armor of a high level of
quality and preserved the different traditions. From this point of view, the art of blacksmith “Ustalyk oner”
has a multifaceted historical and cultural layer requiring a separate approach to study and as a special initial
phenomenon.

Key words: master, blacksmith, national art, history, metallurgy, Eurasia, craft, jeweler.
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CODE OF THE NATIONAL IDENTITY ON TELEVISION

Abstract

Today, Kazakhstanis are witnessing the birth of a new stage in the history of Kazakhstan. Its uniqueness lies
in the fact that the modernization process announced by the President is implemented simultaneously in
three directions: modernization of the economy, constitutional reform, laying the foundations for large-scale
political modernization and modernization of public consciousness. The third direction is the most ambitious
and complex among two others, as Kazakhstanis never before encountered such task as the modernization
of the public consciousness. It is the core of all possible transformations in the country. That is why new tasks
are being set before domestic television.

Keywords: self-identity, nation, television, Kazakh

Introduction

Since the days of the Soviet Union,
Kazakhstan was proudly called the
“Laboratory of the nations’ Friendship”.
In addition, the beginning of the creation
of this “laboratory” was attributed to
the period of virgin lands development.
However, its origins are much deeper in
time. Even in the time before Kazakhs,
the Turks were very close to many ethnic
groups in the Eurasian space. “There are
two main ways of comprehending the

“Others” culture. This, firstly, is to eat their
cuisine with them, and, secondly, to speak
their language.” [1, p.175] “Moreover,
language means not only the phenomenon
of linguistics, not only communication
through conversation, but also the whole
set of ways to communicate” ours ”,
people of a given culture with each other
and with others (intonation, gestures,
gestures, treatment of older, younget,
men, women, ordinary people and bosses,
etc.).” [2, p.10] This is understandable:

39



the northern branch of the Great Silk Road
passed through the territory of present
Kazakhstan. AImost every steppe man
could speak, at least in two languages -

in his Turkic (Kypchak) and, for example,
Sogdian or some Chinese dialect. Later, it
could be Slavic, Arabic, and Persian. And
in the early Middle Ages the Kumansky
(Kypchak) language was spoken by most
of Eurasia, including Europe. This is proved
by Codex Cumanicus, which is currently
located in the library of St. Mark in Venice
(Cod. Mar. Lat. DXLIX) [3].

In the recent history, the origins of the
creation of the “laboratory” should be
attributed to both the “Stolypin reform” and
the “Stalin’s resettlement of peoples.” And
only then the time of “Khrushchev” virgin
soil came. All this led to the fact that the
population of the titular nation in quantity
in Kazakhstan has become less than non-
titular one. Although the latterall taken
together. The reasons should include the
“Goloshchekin’s genocide” and the losses
in the Great Patriotic War. The next causes
are evacuation of enterprises and entities
to Kazakhstan and the transportation of
disloyal citizens of the USSR.

Now, with gaining independence,
Kazakhstan faced the question of its
own national identity. “The first condition
for the new type of modernization is the
preservation of our own culture, own
national code. Without this, modernization
will turn into an empty sound.” [4]

Discussion

So, finding your own national code...
Where do we start? Of course, with the
definition of “Who am I” or “Who are we.”
It would seem that everything is simple.
However, as it turns out, this is not so.
Part of the population of Kazakhstan
answering the question “Who are we?”
says “Kazakhs.” The other partreplies
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“Kazakhstani people.” Both are right. It
turns out that in Kazakhstan there are two
national identities.

This is an important question. It
becomes the main one when television
forms its audience. At the time of the
Soviet Union on Kazakh television
(essentially “Kazakhstan’s”), the division
into languages was 50 to 50. That is, 50%
is Kazakh, 50% is Russian (or non-Kazakh,
because there was a minor broadcast in
Uighur, German and Korean). Then the
percentage began to increase towards
the Kazakh language - 60 to 40. Now the
National TV channel broadcasts only in
the Kazakh language. | am not saying that
this is bad. But the reality is that "One part
of the citizens of Kazakhstan gives the
answer to this question “We are Kazakhs”,
while the other part of citizens does not
want to recognize themselves as Kazakhs
and offers another answer — “We are
Kazakhstanis. "[4]

The word “Kazakh” refers to the
indigenous population of Kazakhstan and
bear in it, above all, ethno cultural, ethno-
national meaning. The word “Kazakhstani”
still expresses the territorial aspect from
the Soviet time, has an administrative-
political and ideological connotation.

Historically, the right to speak on behalf
of all the nationalities of the country,
from the entire Kazakhstan’s society as a
whole, belongsto the term “Kazakhstani.”
The term “Kazakh” cannot act in this role,
since it relates only to the part, and not to
the entire population of the country. This
opinion is firmly established in the public
consciousness of Kazakhstan.

Even now in Kazakhstan, 26 years
after independence, there is a dividing
line between the indigenous people and
the non-indigenous part of the population.
Even the name of the state does not refer
to the “Kazakh Republic” but sounds as
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“the Republic of Kazakhstan.”

This contradiction - many Kazakhs
define their national identity as Kazakh
(“we are Kazakhs”), whereas other
nationalities do not want to be called
Kazakhs and define their identity as
Kazakhstani (“we are Kazakhstanis”),
acquires special significance today against
the background of political cataclysms in
the world (Ukraine, Georgia, Armenia, the
Balkans, Spain, etc.).

Television today must decide the issue
with the identity of its audience. This
was made clear by the President of the
country N. Nazarbayev in his article “A Look
into the Future: Modernization of Public
consciousness.” It is time to determine
your own national identity. "Without
reliance on national and cultural roots,
modernization will hang in the air.” [4]

One of the most urgent problems
of modern civilization in the era of
globalization is the task of preserving
the national identity. After all, the crisis
of national identity acquires a general
planetary character. Now not every
American will proudly say “l am an
American,” but will seek his national Irish,
Jewish, Italian, Colombian, etc. roots.
Similarly, in Russia — Yeltsin’s "Russians”
(“rossiyane”) no longer suit Dagestan,
Khakass, Yakut, and Tatars ... And the most
interesting thing is that it does not suit,
first, the Russians themselves. In addition,
how did Russian television change in this
regard. There is an increasing frequency
of using the term “Russian.” And terms
“Tatar”, “Chechen”, etc. appeared.

However, the return to the national
identity in Kazakhstan has its own original
form. After many years in the position of
“younger brother”, we only recently (on
a historical scale) started in full - | mean
television - to work in this direction. This

work gradually began to bear fruit. Ethnic
nationalism, ethnic mobilization through
television work contributed to the growth
of the national self-consciousness of the
Kazakh people. The growth of national self-
consciousness, in turn, contributed to the
growth of the self-esteem of the Kazakhs,
thanks to which the Kazakh identity sought
to establish itself in a new capacity and to
withdraw from the subordinate position

in relation to the Kazakhstani identity.
Kazakh identity has more and more began
to gain its own significance and value.

As an example, you can bring television
serials of your humble servant: “Ancient
cities of the great steppe”, “Martial arts

of nomads”, “Turkic world”, “Wisdom of
the ages”, etc. Now we quite clearly see
how “the Kazakh identity has increasingly
been transformed from an ethno cultural
identity into a national, or, more accurately,
ethnonational identity.” [5, p.16-18]

And now Kazakhstan's identity as the
identity of all citizens of Kazakhstan with
its national state is, by its formal legal
status, a national identity.

From the height of the 26-year history
of the new independent Kazakhstan, we
see that between the two identities of
Kazakhstan - Kazakhstani and Kazakh
- there is competition for the status of
the national identity of the country. This
unique competition arose immediately
after Kazakhstan gained sovereignty in
December 1991. The competition between
Kazakh and Kazakhstani identities is
expressed through attempts and claims
by each of them to assert their right to
represent Kazakhstan as a national state
and determine its domestic and foreign
policy. It is referred to the attempts
and claims of each of the identities to
determine, ultimately, the destiny of
Kazakhstan.
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Methods

However, another time has come. This
is what Head of the State says in his article
“A Look into the Future: Modernizing Public
Consciousness.” “The very concept of
spiritual modernization supposes changes
in the national consciousness. There are
two points here. First, this change is within
the framework of national consciousness.
Secondly, it is the preservation of the inner
core of the national identity when some of
its features are changed.”[4]

Today, the Kazakh identity should
prevail. The one becomes the “core of the
national” identity of our state. The titular
nation should become the vanguard of
the movement forward and pull up other
ethnic groups living in Kazakhstan. The
understanding of their identity by the
Kazakh ethnos now becomes that steel
core, on which the spiritual component of
our entire society is attached. Knowledge
of Kazakh culture, literature, history,
customs and traditions, etc. is a part of our
common spiritual culture. This is what the
advocates of the “Kazakhstani” identity
should understand. In principle, examples
of such an understanding already exist:
“Kazakh” Alexander Vinokurov - Olympic
champion, “Kazakh” Alexei Poltoranin
- winner of the World Cups, “Kazakh”
Anatoly Kim - world famous chemist -
they are all part of the same spiritual
culture that defines national identity.

Time itself shows the correctness of this
approach. In addition, television should
be enthusiastic and regularly introduce
us to such iconic figures. Such as:
schoolgirls who won the Technovation
Challenge competition in the Silicon
Valley, Anton Morgunov, who enrolled at
5 prestigious US universities, issues his
scientific journal, DimashTulendinov - the
world chess champion in the category
under 7, Arthur Turaliyev - the creator of
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the skateboard from the recycled paper
who received a grant in the best British
technical university, Ali Turganbekov - a
young soccer playerwithout both legs,
Diego Maradona personally admiringhis
couragemet with the boy. There are many
such examples. And these guys, in spite
of different nationalities in their national
identity, do not doubt. They are “Kazakhs.”
That is the way they are called abroad.
There, the identity of the Kazakh is no
longer distinguished from the national
one. And we are still cautious. Television
in this vein should be more actively involve
the Assembly of People of Kazakhstan. Its
members today are generally rare guests
on TV screens.

The project "100 new names of
Kazakhstan" is a story of 100 specific
people from different regions, different
ages and nationalities who have
succeeded in these fast-moving years.

Results

It should be specific stories of specific
people; this is the face of modern
Kazakhstan. Next to us, there are so many
outstanding contemporaries, born of the
era of Independence. Their story about
life is more convincing than any statistics.
We must make them the heroes of our
television documentary. We must make
them a model for imitation, for a sober and
objective view of life [6, p.16].

This is only a small part of the tasks that
domestic television faces with. Symbols
play a decisive role in the formation of any
human community, including a nation.

But the symbols are not only a flag and an
emblem. This is, primarily, people. What
makes this or that community of people
stable in social time and space? The main
condition here is public consciousness;
these are the symbols, values, traditions
that are shared by all members of the

Central Asian Journal of Art Studies N2|2018



community. This should be decisive in the its symbols become the constituent basis

concept of any TV channel. of Kazakhstan's social life, its political
system. In particular, such a symbol as the
Conclusion ethnonym “Kazakh” would become the
In accordance with the logic of titular name of the entire multi-ethnic national

nationalism, Kazakhs strive to ensure that  community of Kazakhstan.
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(Anmarsl, KazaKctaH)

TENEBU3USAAAFbI ¥TTbIK KOA BIPEFEWITI

Anparna

ByriH KasaKkcTaHAbIKTap KasaKcTaH TapuxblHAAFbl XaHa Ke3eHHiH Kyarepi 60bin oTblip. OHbIH 6iperewnniri
MblHaAa, Mpe3naeHT }ongayblHa KapusanaHbln KepCeTiNreH yil 6arbiT 60MbiHWa 6ip Me3ringe opbiHAanaTbiH
ayKbIMbl TYPAETi CasCu XoHe KoFaMAblK CaHaHblH, MOAePHMU3aLMACbIHA Heri3 60/1FaH KOHCTUTYLIMANbIK
pedopma, 3KOHOMUKaHbIH, MOAEPHU3aLMSNapbl. Janipek anTKkaHaa, YWiHWi 6afFbIT eH Kypaeni Ae KeweHai
6onbin Tabbinagbl, cebebi 6ypblH KasaKcTaHabIKTapablH anjblHa KOFaMAblK CaHaHbIH *aHapybl Topi3ai MiHaeT
ellKallaH KomblnMaraH efi. Engeri MymKiH e3repynepaiH, iwiHaeri on e3eri 6onbin caHanagbl. CoHAbIKTaH aa,
OTaHAbIK TENEBU3USHbIH angblHaa 6ipKaTtap *aHa MiHAEeTTep TapTbliagbl.

Tipek ce3pep: OGiperennik, ynT, TeNeBM3nUs, KadaK, Ka3aKCTaHabIK.

Axkvanos E.E.
Kasaxcko# HaumnoHanbHon akagemun nckyccts um. T. XypreHoBa
(Anmartsl, KasaxctaH)

KO HALIMOHAJIbHOW MAEHTUYHOCTH HA TENIEBUAEHUM

AHHOTaLMA

CeroaHs KasaxcTaHLbl ABASIOTCA CBUAETENAMM 3apPOXKAEHUSA HOBOro 3Tana B nctopum KasaxcrtaHa. Ero
YHUKaNIbHOCTb COCTOMUT B TOM, 4TO NPOLLECC MOAEPHU3AL MU, 06BABNEHHBIN [Tpe3naeHToM peannayeTcs
O[JHOBPEMEHHO B TPEX HarnpaBieHUsAX: MOAEePHU3aLUA IKOHOMUKU, KOHCTUTYLIMOHHAsA pedopma, 3anoxunseLlas
OCHOBbI MaclTabHON NONUTUYECKON MOJIEPHM3ALMU U MOAEPHM3aL M 06LWECTBEHHOIO CO3HaHUS.
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KA3AK
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KYDbIPLLIAK
TEATPbIHbIH,

OPHbI MEH POJII

ART STUDIES

MPHTH 18.45.45

Macanrumosa MA. !

'T.K. )KypreHoB atbinnarsl Kasak yaTThiK eHep
aKajleMHSIChl,

Anmarsl, Kasakcran

KA3AK TEATPbIHAAFbI KYbIPLWWAK TEATPbIHbIH OPHbI MEH POJ1I

Anparna

byn makanaga KasakctaHaarbl Kyblpllak TeaTpaapbiHbiH TapUXbiHa LWONY XacasFaH, COHbIMEH 6ipre GYriHri
penepTyapaarbl KOvblabiMaap TanaaHFaH. AKTe6e o6nbicbiHAafFbl «Anaxkai», MaHFbicTay 06/bICbIHAAFbI YXoHe
Anmatbl KanacblHaarbl MeMNeKeTTiK KyblplaK TeaTpnapbliH 3epTTereH aBTop welwinyre TUicTi Macenenepi
[le Ha3apaaH TbiCc KanabipmaraH. CoHbIMEH Gipre aTanfaH TeaTpAblH KepepMeHAEPiHIH, iliHae Ka3ak
6ananapblHblH a3ablFblHa, CNEKTaK/IbAEPre KapKblHbiH a3 66niHETIHAIrHe, TYPAI KyblplWaKTapAbl XacanTblH
apHalbl MaMaHAapAblH XOKThIFbIHA, KybIpLIAK TeaTpiapblHa apHanfaH noecanapiblH Xasblimaybl MeH
onapfblH CaH XafblHaH a3fblfblHa TOKTanaabl. Makanaja tangayfra anblHFaH KOWblbIMAapAblH PeXUccepik
MHTepnpeTauuanapbiHa, akTepik TpaKToOBKanapblHa, penepTtyapblK casgcaTtblHa 6ara 6epe OTbIpbIN, 63iHiH
Kocibu niKipiH opTara canraH. LLleT engepaeri }xeKeMeHLUiK KyblpllaK TeaTpnapblHblH i3A€HICiH anfFa TapTKaH
MaKasia aBTopbl GYTiHM TEXHONOMMA MEH TEXHUKAHbIH, KOMETi apKbl/ibl KbI3bIKTbl CMEKTaK/IbAep caxHanayra
MYMKIHAIKTIH 6apblHa aanenaep KenTiprex.

Tipek ce3pep: TeaTp, Nbeca, PeXXUcCcypa, UHTEPNpeTauuns, MapuoHeTKa, aKTepnik webepnik, peneptyap.

Kipicne KOFaMHBbIH TYTKaCbIH YCTaWTbIH onapiblH

Kan enge 6onmMachbiH KenelleK yprnakTbl apbl MEH CaHacblIH, ilLIKi MBEHUETI MeH
ajlamM/blKKa, a3aMaTTblKKa Topbueney pyxaHu 6ai 60IMbICbIH KanbinTacTbipyaa,
OHbIH 6ana ¥acblHaH 6actanaTbiHbl 6erini.  OTaHCYMTIWTIK ce3iMiH apTThipyaa KyblpluaK
bana-6akwWwanap MeH MeKTenTepaix XoHe 6ananap TeatpnapbiHbIH anap
OKY YpAiciHaeri pyxaHu Ta3alblKKa opHbl epeKuwe. OcbliFaH opan enimiaaeri
GarbITTanTbiH apHaKrbl 6argapnamanap Gananap TeaTpnapblHblH, 6YriHri axyansl,
OCblIHbIH, 6ip aufafbl. annbl ypnak penepTyapbl, CaxHaFa KOMbIbIMN XaTKaH
Topbueci maceneciHae, 6onallaKta engit, LblFapManapblH, KOPKEMAiK AeHreni
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OHiHae cayan TyblHAAWTbIHbl aHbIK.
Enimisgin, Actana, Anmartsl, LLUbIMKEHT,
HesKkasraH, NeTponasn, KaparaHabl,
AKTeb6e, AKTay, T.0. KananapblHaa e3iHAiK
i3geHicTepimeH, e3relue 6arbITTapbiMeH
OHep KepceTiH Kyblplak TeaTtpnapbl 6ap.
bipaK onapablH AeHrewi, penepTyapnbik
casicaTbl 6ipaen gen anmta anManMbl3.
BynapablH iWiHAe KoMblnbIMAApPbIH Ke6iHae
PeceipeH pexxuccep-mamaHagapabl
LIaKbIPy apKblibl CaxHananTblH AKTebeaeri
«AnaKal» KybIpllaK TeaTpblH epeKLle
anTa anambl3. LLbiFapMallbiiblK i34eHici,
aKTePNiK aHCaMObi }oHe KepKeMaiK
TaHbIM-TYCIHIr *XaFblHaH 6y YXblM ©3re
OHep opJanapblHaH anjgeKkania anaa Typ.
byn TeaTpAblH caxHacbiHa pecenik
perxunccep Cepren banbikoB «CbipTTaHaap»
[en atanaTblH Ka3aK epTerici 60MbIHLLIA
«OTNycTM NOBOALA U NIETU» KOMbISTbIMbIH
KapblKKa WbiFapabl. MyHAa Ka3aKTblH eTe
epTe KeseHJeri WamMaHablK pacimaepiH
KaWTa TipinTe OTbIpbIn, 0N 6ananap
CaHacCblHbIH YNTTbIK TopOuere Herisaeny
KaeTTinirine 6aca Hasap aygapfaH. OTKa,
ToHipre, }KapaTbl/IbICTbIH TbIJICbIM KYLLUiHE
TabblHyAbl CYPETTENTIH CNEKTaKNbae
C.banblKOB KyblpllaKTapFa ¥aH 6itipeai.
YWTIKTiH, AFHWX aaMHbIH, KaCKblp MeH
UTTiH CbipTTaHAapbl apacbliHAaFbl TapTbiC
aflam3aTKa TaH UTi KacueTTepai MeH3enai.
MyHAaa a3ynbl aHAapMeH KaKTbIFbICKa
TYCKEH XKiriTTiH, 6eMHeci apKblibl agam 63
60MbIHAaFbl YPE MEH KOPKbIHbBILITLI }KEHY
Kepek gereH ol antolnFaH. CoHaa FaHa
Oy anfaH TipnikTeri 6ap/fblK a3an nex
KWbIHAbIKTAH apbliyFa 60nabl €KEeH.

9picrep

KbI3y TapTbIC NeH WbITbIPMaH OKUFara,
HaHbIMbl 9PEKETKE KYPbIIFaH ePTETiHIH,
dunocodusacol Tepenae xKatblp. Hep
O€eTiHiH caHanbl neci Agamra Xapatylwbl
ne 6epreH epeKlle KacueT — OHbIH 63
60oMblHAAFbl KyaTTbl KYLUTiH, cCasiMafblH
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TYMCIiHYi, cON apKblibl ©3iHiH Xaynapbl MeH
JylwinaHgapblHa HEMecCe CbIpTTaH Kenep
Kapchbl KywTepre Teten 6epe anaTblHAbIFbIH
KepceTyi 60nbIn Tabbinaabl. LbiFapMaHbiH
«CblpTTaHgap» aereH TakblpblOblHa can Ty3
TafbICbl MEH afjlaMHbIH 0Cbl caHanaTtblH
WTTIH apacbiHaa 6pPOUTIH KaKTbIFbICTaH
TipWinikTe Kesaecin xaTaTblH Keageprinep
MEH ToCKayblAapablH, YHEMI, Y3A4iIKCi3
60naTblHbIH 6aKanMbI3.

An, aKTEep/iK aHcaM6ib LbIHAWbI
OWblHAAPbIMEH KOMLWINiKTiH eciHae
Kanabl. COHbIH, iWiHAE LWeXKipeLli KapTTbliH
poniHaeri aktep E.EpmaraHOeTOBTbIH
©3iH[iK OMbIHbI epeKLle aen antyra
NanbIKTbl. TapuXThbl WEXKipe peTiHae
blpnay AaCTypi — Ka3ak XxaflKblHAa
epTeeH-aK KanbinTacKaH CanTTblH, Gipi.
MyHbIH @p1He BYTiHri ypnaK YWwiH MaHbl3bl
30p. Cebebi, Kasipri 6ybIH )acecnipimM
OTKEHAI Tapux, WeXipe apKblnbl 6inea.
AKTepaiH fe 63 KeninkepiHe ocbl TyYpFblaaH
KenreHgiri 6avikanaabl. CoHbIMeH Bipre
pOnb OpbIHAAYLWbITAPAbIH, WaNT KUMbISbI,
6epep CEKYHTTbIH, iliHAE KMiMaepPiH
Xbl/llaM e3reprTin, 6acKka ob6pasfa Te3 eHyi
KepepMeHfi TaH Kangblpagbl.

KOMbINbIMHBIH, YNTTbIK 60SYbIH aKTepep
MeH KyblplUaKTapablH KniMaepi, caxHaHblH,
6e3eHaipinyiH (cypetwi 9.KypmaHanuHa):
KWi3 YWOiH WaHblpaFbl, Y3iK, 6acKyp apnen,
KasaKTblH YTTbIK acnantapbl: 4OMObIpa,
ypMeni acnantapiblH, YHi KotonaTbin, acepri
e oaeMi KonblnbIM TY3inTi.

Enimisge ekiHwi 6onbin, aFHn 1981
Xblbl ipretacblH KanaraH (1988 »blfbl
Kas3ak Tpynnacbl KypbliraH) MaHfbicTay
06/bICTbIK KyblpLlaK TeaTpbl Aa — Kagsipri
yaKbITTa KeprinikTi TypFolHAAPAbIH,

OHbIH, iWiHAE MeKTenKe AeniHri »kaHe
MEKTenN *KacblHAaFbl 6ananapMeH KyMbiC
acan }aTKaH 6iperen yxbiM. HKac
ETKiHWeKTepre pyxaHu 6anblKTbl
HacuxaTray, onap/bl XaH Ta3asbIfblHa,
ajamrepuinikke 6ayny TeatpAablH,
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6acTbl MUCCUSICbIHA anHanfaH. Con
Herizae penepTyapFra TypAi KaHpaarbl
«ANleHylWKa MeH congat MyJbTPUNbMI,
E.KayblHGaeBTbIH «Anfap Kece XMKaschbl»,
YATTbIK A9CTYPAi A2PIiNTenTiH «Lawy»,
H.Opa3sanuHHiH «<AKKYC Typalibl aHbI3»,
M.BapTeHbeBTiH «ConemeTcis 6el»,
©.TabbingneBTiH «biTnec okufra»,
B.MapmaHoBTbIH «KaabipabliH 6aKbIThl»,
H.Main6oHbIH «<KalTa XaHFblpFaH aHbl3»,
B.OpnoBTbIH «ANTbIH 6GananaH», T.6.
KoWblnbiMaap Ty3reH.

TeaTpaa aKtepnep CbipTTaH KenreH
oHe enimiageri 6enrini pexuccepnepmen
YMbIC }acayFa MYMKIHAIK anfaH.
Mbicansl, C.Makyn6ekos, H.Mai6o0,
b.lMapmaHoB, A.Becenos, B.[lepsruH,
.MoTtopoko, t0.HabokKos., T.6. byn
TYPAi KonTaHBaMeH, TYpPJli pexuccepnik
lwewiMmaepMeH, Kuibl TYXKblpbiIMAaPMEH
CaxHanaHfaH KomnblibiMaapaa eHep
KepceTyaiH, i3AeHyaiH Herisri »}ongapobl
6onmak. byriHri Ka3ak TeaTtpnapbliHaa
oeneH anfaH 6ip YKbIMHbIH 6ip FaHa
perKUCCEPMEH XKYMbIC Kacay ToCiNiHiH
Ken Xafjanaa WbiHAanfFaH isgeHicke
anapManTbiHAbIFbIH TOXKipHMOe KepceTin
OTbIp. A, MaHfbICTay KyblpllaK TeaTpbIHbIH
KOMFa anfaH ajlici KyaHTapnblK-aK
*araan. CoHbIMeH KaTap 6y 9iCTiH, »Kac
KOPEPMEHHIH, 3CTETUKANbIK TaNFfaMblH
apTTbIpyFa cenTiri Mon.

HoTMxenep

«TeaTp Kasipri TaHaa XanblKapasnblK
apeHara WhbiKTbl. KeHec Opafbl TapaFaH
COH, y3i1in KanfaH 6annaHbicTap
KanTa }aHFblpTblabl. ©3 Ka3aHblHAA
63i KalHamaMn, 6acka TeaTpiapMeH
9pINTeCTiK 6annaHbICTap opHaTbIMN,
©3apa TaXipnbe anmacyabl 4acTypre
anHanabipabl. MyHbIH, iWiHAe YKpauHa,
Pecen, YyBaw TeatpiapbiMeH apagarbl
[OCTbIK 6aiNaHbICTbl epeKLLE aTaFaH KeH»
[1, 71 6.], — oen »ka3aabl 6acnacesge

MaHFbICTayNbIK KyblpLlaK TeaTPbIHbIH,
OYriHri TbIHbICHI Typasbl. MyHbl GYFiHTi
*ahaHablK MOAEHMETTIH Tanabbl MeH
CypaHbICblHaH TyblHA@FaH anfbl *bl/IXKYAbIH
Oip 6aFbITbl AENMI3.

An, 1983 xKbinbl WbIMbIAAbIFbIH
awkKaH OHTYCTIK KasaKcTaH 06MbICTbIK,
KyblplLaK TeaTpbIHbIH penepTyapbiHia
C.0OcnaHoBTbIH «MyHbIK — 3apbiK»,
H.lepHeTTiH «“AnaaauHHIH CUKbIPIbI LWaMbl»,
b.MeTanbHUKOBTbIH «¥KblAaFbl apy»,
Tayenciagik olngapobliHaa M.banFyTTbiH
ayaapmacbiHaarbl M.CagoBCcKunaiH «<Matua
MeH ato», «<bu-6n poboTTbIH, 6acbiHaH
KewKeHaepi», M.banfyTTblH «[JOCTbIK
MeKTebi», Y.LLIonb6eKoBTbIH «ApbICTaH
nartwa», M.AXMaHOBTbIH «Angap KeCeHiH
annacbl», M.LLypnHoBaHbIH «OpMaH
KoXamblHbl», IJTaHaayabiH «<KOsH, TYAKiI
oHe aTell», T.6. 6ananapra apHanfaH
KonblibiMaap 6ap.

HerigiHeH Ka3aKcTaHHbIH KyblpLUaK,
TeaTpnapbl 6ip KENiNKEPMEH, AFHK 6ip
FaHa KyblplWaKneH WeKTenin KanMmaraH.
Onappa 6evHenepaid, KentereH Typnepi
6ap: TYPNIi-TYCTi MaTaZaH ¥acanfaH
afjampap, aHgap, Yy »aHyapnaapbl MeH
bIPTKbILWTapP, MapuoHETKanap xaHe
cayCaKTbl OMHaTy apKblibl KOPCETINETIH
ob6pasgap — 6ynapabiH 6apnbiFbl KyblplUaK
TeaTpnapbiHbiH cneumMdbUKacbiHa ToH
KOMbINbIM KOO bIH anfblllapTTapbiHbIH
Oipi. LLbIFbICTbIH @aHFan atackbl KoxaHachip,
Ka3aKTblH aHbl3 KENINKepi, Keaennep MeH
306ip KepreHaepaiH, 4oCbl cCaHanaTblH
Anpap Kece, Topannap, KacKblp/siap, CbiFaH
KbI3bl, LWbIFbIC OUiIH BUNENTIH Kbi3aap,
©30€eKTiH, «Anna» aHcaMOniHiH conuci
dappyx 3aKMpoB, }Kanmaybl3 Kemnipaep,
JlaKTap MeH Ko3blnap, 1.6. Xacay
TEXHUKACbIHbIH, 630 KbI3bIKTbl 8pi Kypaeni
YKOHe onapAbl OMHAaTy YIiH eTe enTinikK,
HbINAaMAbIK KaXeT.

OcblHaan Keninkepnepre 6an
MeMeKeTTiK KyblpLlaK TeaTpblHbIH
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penepTtyapbiHAa Ka3aKTblH «KaHb6aK wan»
eprerici, H.OpasanuHHiH «Tapkamanabl
TOMbIMbI3», 8p6Ip 6cKeneH, 6yblHHbIH CYHRiKTI
WblFapMacblHa anHanfaH C.MuUxanKkoBTblH
«Yw Topan», H.dpuwepqin «KiwkeHTan
KyTaH MEH KapaKLlibl», OPbIC XalblK epTerici
«MOpO3KO», T.6. KeNnTereH wWoiFapmanap
6ap. bynapabiH 6apnbifbl TYPNi OKUFanap
apKblibl 6ananapabl aganablkKa,
MeRripiMainikke, natpnoTnamre 6aynmasbl.

Tankbinay

Heri3diHeH Ka3aKkcTtaHaafbl eH anfallKbl
KyblpllaK TeaTpbl — ocbl MeMNeKeTTiK
KyblpLUaK TeaTpbl. Byn TeaTpablH Tapuxbl
1935 xbingaH 6actay anagbl. Con
yaKbITTaH 6actan 6ananapibiH pyxaHu
aneMiH 6anbITy XaHe apTTbIpy, onapabl
Topbueney }KymbiCTapbiH 6onallak,
KOFaMHbIH TyTKanapbl HErisiHae »yprisy
Konfa anblHFaH 6onatbiH. Con Herisae
enimiafe Kyblpllak KoHe 6ananap
TeaTpnapbl 601 KeTepe 6actajbl.
MyHaan uri icTiH KelwbacbliHAa anfallKbl
pexuccepnep H0.PyTkoBcKkui, MN.MawkKos.,
A.Muxannos, TYHFbIW aKkTepnep b.CnoHos,
b.MapmaHos, C.lykipos, LU.Kaabipos,
T.Maickas, C.KaburoxxuHa, 1.6. Typabl.
Onap penepTyapfra canmakneH Kapar,
6ana nNcuxonoruscbliHa Kepi acepi KoK,
KepicCiHlle Ta3ablKTbl, agamMrepLinikri,
rymaHu3M/[i HacuxaTTauTblH AyHUenepre
6aca Hasap aygapabl.

bacTankbl Ke3aepi KapanambiM TasiK
KyblpLlLaK NanganaHraH aktepnep bipte-
6ipTe Typni 6enHeeri Keninkepnepai,
MapuoHeTKanapabl KogaHbICKa eHrisfi.
MyHaan i3aeHic TeaTpablH, TYPAi XaHpaa
OWbIH KepceTyiHe MYMKIHZIK TYFbI3bl.

Kasipri KyHi Kecibn namyabliH 6MiK
6eneciH 6afblHAbIpFaH TeaTpablH,
penepTtyapblHAarbl «Yl TOpanablH» antap
OWbl 6anaHbiH 6onallafbl YWiH MaHbI3bl.
MyHAafbl Kbl3blKTbl 9pi 6ip afblHaH
KOPKbIHbILWTbI OKUFanap *eniciHaeri
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TapTbIC aKkbinabl, eHO6eKKop Had-Had,
OHbIH, }ankay, oucbl3, OMbIHKYMap
6aybipnapbl Hyd-Hyd neH Hudp-Hud xoHe
MeuipiMCi3 KacKblp apacbiHga epbuai. Tes
Oy3blNaTbiH 3aTTapAaH Y1 canfaH COHFbl
eKeyi YHi KipniwTeH MblKTan casblHFaH
Had-HadTbiH aKblibiH ©34epiHe KacKbIp
LabyblN KacaraHia FaHa TyciHeai. CoHbl
TaTy/blKMEH, TYCIHICTIKNEH asaKTanaTbiH
KOMbINbIM 6ac-asifbl })MHaKbl, MAEACHI
aviKblH, opi 6ananapabl ©3iHe 6aypan
anapsblK AeHrenae caxHanaHraH.

An, «MOpPO3KOo» CNeKTaKNiHiH OKUFachl
6i3re KitTantaH Aa, My/bTUMIMKaALUUAbIK
GUNbMHEH e, COHan-aK, KepKeM
GUNbMHEH Jie TaHbIC «Kyn KbI3, KYH,
Kbl3ablH» («30MyLLKa») CIOXKETIMEH
capblHAac. Oreu WeLleHiH eHOEKKoD,
ajan ¥}eTiM Kbl3aH 3iHiH ¥aJiKay KblI3blH
OWiK KOSITbIH 9aineTci3airi WoiTbipMaH
KepiHicTep Kypanabl. CneKkTaknbae 3y/biM
KeMnip acblpaHabl Kbl3Abl KacTaHAbIKMNeH
OpMaHfa ymcanabl. byn xepge oraH Ag3
aTta Ke3Jecin, YNKeH KiCiHiH, anTKaHbIH
MYNTIKCI3 OpblHAaFaH Kbl3Fa CUKbIP/Ibl aTa
KbIMOAT KUiMAEeP MEH KONTereH CblnnbliKTap
6epin, yniHe KanTtapaabl. CeunTin,
MeUipiMaINiKTi, aganablKTbl HaCUXaTTaraH
OY/1 KOMbINIbIM Aa 94eMi asaKTanaibi.

ATanMmblll TeaTp OCbIHAAM KbI3bIKThbI
KoMblibiIMAapbIMeH ap Xbligapaa Pecen,
KbiTan, Typkusa, anoHus, HexocnoBakus,
T.6. TOpi3Ai anbiC-*KaKblH WET engepre
6apblIn, apHanbl XKyngenepai ueneHyaeH
KeHae emMec. AKTepnik oMblHAapaa aa
anfFa XblKy 6ap, e3iHAiK i3aeHicTepiMeH
Ke3re TYCin XYPreH posb oOpbiHAaYyLbINap
weTepnik. Mbicanbl: Cepik Makyn6eKoB,
TatbsiHa ManopoBa, ®apunaa Atakeesa,
MBaH OctaneHKo, Muxaunn CeneBepcros,
TonkblHan ©OMip3aKkoBa, Hyp»aH
PyctembekoB, EpkebynaH KytTbibaes,
Akb6ene TentaeBa, A3amaT AiMaxaH6€eToB,
EpxxaH berawes, T.6. OnapabiH 6yriHre
[EeWiHri }aHe Kasipri yakbITTarbl aTKapbin
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aTKaH eHOeKTepi opacaH 30p. Cebeobi,
YaHCbI3 KeWinKepre »aH BiTipeTiH onap
ApaMa apTUcTepiHe KaparaHaa Ken
i3aeHeai, Ken Kyl ymcanabl. Kenbip
cneKTaKnbaepae 6ipHelle Keninkepai 6ip
HeMece eKi akTepfiH faHa posib OpblHAaYbI
MYMKiH. Byn apuHe eTe KublH, 6ipaK

Oyn onapAblH WebepniriH 6ankartaabl.
[ecekK Te, WeliMi yaKbIT KYTTIDMENTIH,
KopAanaHfaH Macenefiep oK aen Te amta
aiIManMbI3.

KaszaKcTaH4a KyblpllaK KonblibiMaapbiH
KOSITbIH pexxuccepnep bexkbonar
MapmaHoB, Kypanan EwumypaToBa, TactaH
O©T1ebaeB. Kepin oTbipFaHbiMbI3AaH,
peruccepnepaid caHbl eTe as, TinTi
KOKTbIH, Kacbl aen anTyra 6onagbl.
CoHAbIKTaH yXXbiMAap WeT engepae,
PecengeH Kacibn maMaHaap WaKbIpbin,
CMEeKTaKNb KOlOFa MaOyp. byn enimisae
KYbIPLLAK peXunccepnepiH oKkbiTaTblH OKY
OPHbIHbIH OKTbIFbIHA 6an/IaHbICTbl 60bIN
OTbIp. Angarbl yaKkblTra ACTaHagarbl eHep
YHUBEPCUTETI MeH AniMaTblaaFbl eHep
aKageMusICbl OCbl MOCeeHi KonFa anybl
KepekK JereH ongambil3.

PenepTtyap MeH KepepMeHHiH a3ablfbl
Ja auTap/blKTan npobnemMara anHanbImn
oTbIp. Bananap apamaTyprusicbiHbIH
TOYENCi3AiK ¥bliaapbl KEMLIH
Kanbin }aTKaHblH OCbl YaKbITTa TEK
C.banfabaeBTblH <Y Kambana, MUKO KaHe
KacKblp», K.Opa3beKynblHbIH «Mon —
MOHriNiK arallbl» (bananapfa apHanfaH
WblFapManapblHbIH, XWHaFbl) epTEriNepiHiH,
Ya3sbl/lyblHaH 6anKay KUbIH emec. Kepin
OTbIpFaHbIMbI3[1an, }aHa WbiFapManap
caycaKneH caHap/iblKTan FaHa.

Kagzipri yakbiTta 6ananap
ApaMaTyprusiCbiHbIH, AFHU KyblpLUaK
TeaTpnapbl CaxHananTbiH WbiFapManapabl
3epTTeydiH ae, oHAarbl naesblK
AWKbIHABIKTbI TAHYAbIH A3 KEMLLIH KanbIn
}aTKaHOblFbl OCblHOAW Macenenepre
©OannaHbICTbl Aen onnanmbl3. KEeHEeCTiK

Joyipaeri x)aHe Kasipri KeseHaeri
Oananapfa apHafaH lWblFapManapiblH,
asyblny Tapuxbl, }ongapbl, caxHanaHy
JeHreni eHiHaeri TyXblpbIMAap MEH OKn-
nikipnepai b.blckakos [2], C.Opaanves
[3], A.AKkTaHOBa [4], T.6. eHOEKTEPIHEH
Ke3paecTipemis.

Kyblpluiak TeaTpiapbl 6eHiHae 63iHiH
KocibK NiKipiH yHeMi 6ingipin oTbipaTbiH
TeaTp CblHLWbICbl MaHWYK TowimMoBa: «...
TeaTp penepTyapbiHaa Ka3akK 6anacbiHblH
60MblHaA YNTTbIK 6O/IMbIC NMEH Ka3aKbl
MiHe3/i KanbliNTacTblpaTblH, HAMbICTbI,
Xirepni, Mmenipimai 60nbIn WbIHWbIAbIKKA
TopOuenenTiH KorblnbiMaap 601ybl eTe
Kepek» [5, 26 6.], — aen *ka3aabl. CbiHLLbI
MaKasacblHAa AfiMaTbIHbIH TepiHae
OpHanackaH MeMJIeKETTIK KybIplUaK
TeaTpblHblH 6€NCEHi KOPEPMEHI
Jepnik opbIC YNTbl EKEHAIrH, Ka3aK aTa-
aHanapabiH 6ananapblH TeaTpfFa anapysbl
oTE CUPEK EeKEeHAIriH anfa TapTKaH. byn
— auwbl ga 6onca wWeiHAbIK. Bananapra
apHanfaH KolblnbiMaapabl Tangay apKbiibl
HETKIHLLEKTIH, O1n-caHacblH AaMbITbIM,
6oNallakK emipre cayaTTbl ja canayatTbl
KadaMm acayra 6afblTTayFa Ka3akK Y1TblHbIH
OKiHillKe opan HeMKypanabl KapanTbIHbIH
HaKTbl fanenaepmMeH Kentipeai Mmakana
aBTopbI.

Hannbl KoMblnbiIMaapFa KapXbiHbiH a3
6eniHyi, ocbl 6aFblTTa apHanbl Typae 6inimM
anfaH MaMaHaapablH TanLbibIFbl, TYPAI
6enHeeri KyblplwaKkTapibl *}acanTblH
TEXHUK-MaMaHOapabliH KOKTbIFbl,
penepTyapaa 6ana ncmMxonorusacblHa oH
ocepiH 6epeTiH KOPKEM LbiFapManapibiH,
63 TiniMizge Mynaem xasbliMaysbl, T.C.C.
MeMeKeTTiK KyblpLllaK TeaTpblHbIH
aflaMblH 6acTblpMan TypraHAblFbl *acblpblH
emMec.

Ken ke3aepi enimi3geri ynKeH
Kananapia eTeTiH ¢pecTuBanbre
Eypona, baTtbic, A3us engepiHeH Kenrex
KOMblNbIMAAPAbl OPbIC, aFbiLLbIH
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TinaepiHae CUHXPOHObI ayaapyblH,
}OJIFa KoMblnMaybl, cayaTTbl ayaaparbiH
MaMaHAapAblH OKTblFbl HeMece
MYHAaK icTepre MaH 6epinmMeyi ge 6i3aiH,
MeMneKeTTiK KyblpllaK TeaTpbiHAa
YNKeH Macesie 60/bIN OTblpFaHblfbl
KbIHXbINTabl.

KopbITbIHADbI

HerisiHeH wWweT engepaeri Kyblpluak
TeaTpnapblHbIH, KeNWiiri 4epnik }exke
MeHLWIiK TeaTpnap 6onbin caHanaabl. Onap
9puMHe aKLWa Taby YWiH penepTyapblK
casicaTKka eTe MYKUAT Kapanabl,
Ken isgeHeai, 6ip kafblHaH — 6ana
NCUXONIOTUSACKIHA YKEHIN acep eTeTiH,
eKiHWigeH — onapabl 6aypan anatbiH
JyHuenepre MoH 6epefi. CoOHAblIKTaH
[a MyHJan yxbiMaap peneptyapiblik
aFaanbl XafFblHaH [1a, KapblblK
TYPFbICbIHAH Aa anaa 6onaabl. XKeke
MeHLWIiK 60/FaHabIKTaH 6ynap Kelleae,
6a3apnappaa, casbaKTapaa eHep KepceTe
6epefi. byn apunHe KbI3bIKTbl, 9Pi XablK
Ken XMHaNnfaH }epnepae Kapaxart 1aby
Ja KUblHFa TYCnenTiHi 6enrini. OHbIH, YCTiHE
MaTepuaniblK XarfganaaH repi pyxaHu
KYHAbIIbIKTbI BipiHLWI KOATbIH 63re engepae
MYHAaW KoMblnbiIMAapFra KOPEPMEH YHEMI
KbI3bIFYLLbIIbIK TaHbITbIN OTbipagbl.

KopbiTa anTkaHaa, 3amMaH, Kofam,
OHJafFbl eMip cypy YPAICiHiH Kenbip
GafbITTapbl ©3repreH canbliH 6ana
TOpPOUECIHIH aaicTepi ae e3repin
OTbIpaTbiHbl 6enrini. EHaewe 6yriHri yakbIT
TanabblHa NanblIKTbl, Ka3ipri KEPEPMEHHIH,
CypaHbICblHa Cal ¥aHa, TbiH TaKbIpbINTap
oTe KaXeT. O3iHiH FblbIMU 3epTTeyiHae
6ananap ageobmeTIH XKiK-KiKKe 6enin
KapacTblpfaH AiMaH AKTaHOBa OCblHaaK
Mocenep XKeHinae: «...JlereHmeH, 6ananap
aJebueTiHae, OHbIH, iWiHae 6ananap
ApamMaTtypruscbiHaa ani e 6osca Kasipri
3aMaHHbIH, LWblHaWbl KERiNKepiHiH 601Maybl
YOFapbla anTbiN 6TKEH OSCTYPAiIH acepi
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AemeKnia. bananap »asyLblnapblHbIH,
Kasipri 3amaH 6ananapblHblH Tanan-
TineriH opbIHAAWTLIH, ONlapAblH KeHiNiHeH
LIbIFbIMN, KOKENiIHE KOHAaTbIH TYblH/bl 6epe
anmMaybl, eH anabiMeH 6ananap emipiH,
OonapAblH, TbIHbIC-TiPWINiriH 6inmeyiHeH
WbiFagbl. }KasyliblHbIH anabiHAaFbl 0aaH
KeuniHri 6eret — KoFamaarbl ap TypAi
KaWLblnblKTapabiH GUI0CcoODUANbIK
TYpFblAaH allbliMaybl, 6ananap sagebueTi
TEOPUACHIHbIH, XacanMmaybl, 84e6U1 CbIHHbIH
63 feHreniHge nambiMaybl efli. Kes KenreH
Gananapfa apHasfaH LblFapMaHbl OKbI
OTbIpFaH XeTKiHWeK, 6anablipFaH ogaH
©3 y/TbiHA TOH KAacUeTTepai ana oTbIpybl
Kepek» [4, 173-174 6.6.], — aen xasajbl.
PacbiHaa, Xac 6yngipwinaepre TYCiHiKTI,
KabblngayblHa KeHiN, Kbl3bIKTbl OKUFaFa
KYPbUIFaH LWbiFapManap ayajan Kaxer.
Kasipri yakblTTa agam ncuxosornscel,
eMip cypy Jarabicbl XaHa XXI| Fackipra
Herisgenin Kene »atkaHablfbl pac. OHbIH,
YCTiHE TEXHUKA MEH TEXHOJIOTMS KapKbIHAbI
namy ycTtiHae. Ocbl canaja aHanblKTap
Ken-akK. byaaH wbifaTblH KOPbITbIHAbI,
OCblHAan TEXHONOMMUS apKblibl 63iMi3
eMip Cypin OTblpFaH OpTaHbIH TiPLWIiNiriH
KUCbIHAbI, 8eMi cypeTTenTiH 6ananapra
apHasnfaH TyblHAbINAPAbIH KaXeTTir —
Ke3eK KYTTipMEWTIH Macene.
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MacanumoBa M.A.
Ka3zaxcKasi HalMoHanbHas akagemus uckycctB umenmn T.K. XKypreHoBa

MECTO U POJIb TEATPA KYKOJ1 B KASAXCKOM TEATPE

AHHOTauMA

3OTa cTaTbsl NpeacTaBnseT cobom 0630p UCTOPUN KYKO/bHbIX TeaTpoB B Ka3axcTaHe, a TakKe aHanusnpyet
CerofHsWHWM penepTtyap. ABTOp UccneaoBasna onbiTbl TeaTpoB «Anakamn» AKTIOGMHCKON 06nacTy,
[ocyaapCTBEHHbIX KYKONbHbIX TeaTpoB B ropoae Anmatbl 1 MaHructayckon obnactm u He octaBuna 6e3
BHUMaHUS pellaemble NpobnemMbl. B To e Bpems yKa3biBaeTcs Manoe KONMYEeCTBO Ka3axCKUX AeTeN B
ayauTopuu TeaTpa, CNEeKTaKIM, KOTOpble Noay4aloT MMHUMaNbHOEe GUHAaHCUPOBaHUE, HEAOCTaTOYHOCTb
cneuunanucToB, Nbec Ans AaHHOro Buaa teatpa.

Pexuccepckas nHtepnpeTauus, TPaKTOBKa aKkTepoB, NOIMTUKA penepTyapa aHannu3npoBanach B cTaTbe, rae
aBTOp AENUTbCS NPOPECCUOHANbHBIM MHEHWEM. ABTOP CTaBMUT B NPMMEP YacCTHble 3apyberkHble KyKObHbIE
TeaTpbl M NpeAcTaBASET JOKa3aTeNbCTBa TOr0, KaK C MOMOLLbIO COBPEMEHHbIX TEXHOMOMMI U TEXHUYECKOM
NOMOLLM MOXHO CTaBUTb MHTEPECHbIE CNEKTaKIIN.

KnioueBble cnoBa: TeaTp, CNEKTAK/IW, KMHO, MHTEpPNpeTaLms, KYKONbHbINA, akTEPCKOE MacTepCTBO.
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T.K. Zhurgenov Kazakh National Academy of Arts
(Almaty, Kazakhstan)

THE PLACE AND ROLE OF PUPPET THEATER IN THE KAZAKH THEATRE

Abstract

In this article, the history of puppet theatres in Kazakhstan is discussed as well as the repertoire of today’s
puppet theatre. The author researched the experience of “Alakai” theatre in Aktobe region and State puppet
theatres in Aimaty and Mangystau region. In addition, the lack of Kazakh kids audience, financing, specialists
and plays for such theaters are revised.

Director’s interpretation, actors work, politics of the repertoire is analyzed in the article where the author
shares her professional opinion. The author puts the foreign puppet theatres as an example and proves with
detailed examples that with the help of modern technology and technical support many interesting plays can
be adapted for stage.

Key words: atre, plays, film, interpretation, puppet, acting technique.
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Askarova B.B !
'T.K. Zhurgenov Kazakh National Academy of Arts,
Almaty, Kazakhstan

DIRECTING OF ORGANIZATION THEATRICAL PERFORMANCES

Abstract

The article reveals the peculiarities of mass events and peculiarities of their organization. Discusses the
work of the Director on the organization of very theatrical performances. Reveals the quality of the Director,
necessary for the organization of events. The article pays attention to the consideration of the Director's
thinking, which is necessary for the production and organization of mass theatrical event.

Keywords: theatrical performance, Director, events production, performance, Opera, event Manager,

rehearsal, actor, audience, script.

Introduction

Any celebration seems to us as a bright
exciting event. In addition, we do not
think entirely about how much time and
effort it takes to create it. In fact, many
different specialists are working on the
embodiment of the holiday: scriptwriters,
costume designers, sound and light
camera operators, property-masters,
make-up artists, stage workers, artists,
choreographers, accompanists, actors and
others. We need a competent organizer
to bring all of them together, to infect with
the idea of a holiday, to explain to everyone

“what, when and where”. This is the
Director.

Nowadays, event companies often
recruit such organizers; they are also called
event managers. This profession is similar
to the director, but it requires less creative
skills. And the director is first and foremost
a creator of the idea of celebration. It is
he who exactly comes up with how to
arrange the artists at each moment of the
performance, what and who to wear, what
will be the scenery and lighting, what music
should play, how the artists communicate
with the audience and much, much more
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[1p.52].

The director conducts rehearsals,
corrects and modifies the event. And all
this he builds on the basis of the interests
and needs of his audience. The Director
should be aware of what people want for
whom he creates his own presentation.
And this is the real work of a psychologist.
However, one thing is to identify the needs
of the viewer, and the other is to present
everything beautifully and softly.

To make such an interesting show that
the viewer did not run away after the first
10 minutes, but got involved, became an
active participant and wanted to tell friends
about it. Here the Director is already acting
as a teacher for the audience. After all, the
most important thing in any holiday is to
convey to the public not just an idea, but
a certain pedagogical goal, and motivate
it for some important actions. Especially
remarkable, pedagogy manifests itself in
children’s programs.

We all remember such thematic
holidays from childhood as “Health Day”,
“Lessons of kindness”, “Safety on the
road” and others. What we were not only
taught there ... That is really where all the
actors are really teachers for children (and
usually both literally and figuratively!).

In addition, the main teacher, including
for leading actors, is the director of a
children's holiday. All this | tell to the fact
that the work of the Director is complex
and multifaceted, profession can be
trained, but it is not suitable for everyone.

In my opinion, the work of the Director
determines the manifestation of many
qualities. Each of them is important and
interrelated with the other. But the actual
work of the Opera Director lies in his
“composing”. This is the driving force of his
art, and it depends on the innate ability to
create sensually meaningful stage images.
The basis for them in the opera is the
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musical-dramatic material of the proposed
production, as well as life experience

and personal, human qualities of the
Director - his moral and ideological wealth,
understanding of the essence of social
relations and as a crown of everything -
worldview. The mental need to re-melt all
of the above in a scenic image marked by
the birthright and independence, which is
a kind of discovery - an essential feature of
the artist [2, p. 63].

Methods

Therefore, imagination ... Creating a
new image ... A vision of what is not, but
what could be ... The ability to see even
what cannot be, i.e. the creation of images
related not so much to the field of fantasy
as to fiction.

In our life, we often meet with
unproductive imagination, unorganized
thought and will. Director's creative
imagination is professionally directed and
organized - it is organized by dramatic
material and ideology.

An effective imagination, coupled with
special sensitivity to the identification
of thoughts and feelings in music - the
essential quality to become the Opera
Director. A person whose psyche is
unable to transform a dramatic, verbal-
musical image into a visible, effective
and theatrical image, to discover a new
sensual and semantic essence, cannot
be the Opera Director (if, of course, this
profession means an artist, and not an
artisan-compiler of others images). [3, p.
52].]. A similar phenomenon is described
by the scenography researcher Khalykov
K. and applies the term “intentionality” to
effective imagination, “which for the first
time implementation as an operational tool
for disclosure of psychological perception
of cultural codes. This fact allows us to
understand the process of the state of
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consciousness of the audience where
scenographic elements and the director’'s
design of a play come together as a
powerful phenomenon.” [4, p. 86]

Similar imagination is the main
instrument of the Director's creativity. By
the way, we note that, like all creativity, it
necessarily implies the discovery of the
new thing and that is why it is impossible
the appearance of the new thing without
any imagination. But how often, alas, we
observe opera performances those were
clearly carried out without its participation:
the directorial creativity in them is
completely absent, although the poster’s
name is the name of the director. What do
the authors of such “production” rely on?

Such activity can only be called a formal
organization of the play, because it lacks
the main thing - the creative process, the
crown of which is the director's concept,
which is appeared based on an artistically
convincing comparison of the visual and
sound images of the play.

Result

The search for such a comparison is
perhaps the most important part of the
Director’s work on revealing the essence
of the opera image and establishing
ultrafine interrelation between the
musical and theatrical means of its stage
impersonation. In order to imagine all
the complexity and labor intensity of this
process, let us try to trace it on our own,
solving a rather simple task at first glance.

Let us take, for example, the first bars
of the second performance of “Eugene
Onegin” by P. Tchaikovsky, where Tatiana's
whirl of feelings, rise of her hopes and
delights are replaced by serene, and
restraint - by a new flush. What specific
stage comparison will we find this sound
embodiment of youthful emotions? Let's
dream for a while about the possible

selection of different "combinations".
Imagine, for example, the wide open, not
blinking eyes of a young girl. They delight,
and fear; then hope shines, and then a veil
of tears appears.

Discussion

What is it? Is there any possible
solution? | doubt it. As an initial creative
impulse, these girlish eyes that have arisen
in our imagination may still disturb the
director, but as a stage comparison they
do not stand up to criticism. First, it is
“literature”, and not a dramatic image — a
description of the girl's mental state, and
not a visual manifestation of it in actions
and deeds. Secondly, this is not a theatrical
image: even an inexperienced director
will soon realize that it's difficult, almost
impossible, to cause tears to the actress,
arousing a change of experiences in her
that are adequate to the music.

An experienced director knows that
even if a miracle happened, i.e. such a
state of mind would really be born in an
actress and reflected in her eyes, and then
no one in the hall would have noticed it.
Well, and if someone had noticed, then the
complete coincidence of the stage sense
of the actress with the feelings expressed
by the music would leave an unpleasant
impression of mutually illustrating the
states. That, as we know, does not involve
the viewer's imagination in the orbit of co-
creation during the performance. We note,
by the way, that it is difficult for an artist in
such a state to extract a singing sound. In
short, the option is untenable. [5, p. 25]

Let us give another example - musical
intermissions (i.e. orchestral music
between actions) in “Carmen”: being
an important link in opera’s musical
dramaturgy, they, however, do not relate
to the feelings of these characters, but
represent a kind of lyrical (in other operas
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— dramatic, humorous, etc.) deviation
from the course of the plot. We also

note that this question cannot be solved
depending on a temporary or emotional
factor; for the director, the main thing is
that this music belongs to a specific actor,
its connection with the event, the “through
action” of the opera. [6, p. 6]

Here his imagination should not
be indulgent and hide behind formal
remarks, which, by the way, do not always
belong to the author of the opera. They
are not always independent of concerns
about the technology of the performance
(intermissions for rearrangements of
scenery, dressing up artists, etc.).

We will also share our observation of
the modern democratic public of opera
houses: the orchestral episodes, which
run with the curtain closed, are not always
attentively obeyed by it. Many at this time
allow themselves to talk quietly, to rustle
wrappers from sweets, to turn around,
looking for acquaintances. When such
viewers are pulled back, you hear the
naive: “It hasn’t yet begun.” As soon as the
curtain opens, everything becomes silent,
everyone's attention is paid to the actors
(“It has begun!”).

If we proceed from the wise, centuries-
tested thesis “the public is always right”,
the director should think about what the
modern viewer considers to be the real
asset of the opera performance, and
what he sees as an “illegal concert”,
which enjoys a relatively small group of
his perception of the opera performance
on individual elements (orchestral music,
vocals, scenery, stage settings, etc.).

| believe that professional directorial
imagination should contribute to the
emergence in the audience not only of
direct interest in the play, but the need for
complicity in the dramatic process.

What kind of visual image in
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combination with the music of this episode
will be the most impressive, fascinating,
“directing” the public's imagination? How
to stay on this or that decision? How in
search of a visual image (in comparison
with the given music) to find the necessary
“focus”, which ensures the accuracy of the
hit? Recipes are impossible and harmful.

The decisive role is played by artistic
flair, experience and talent of the director.
| emphasize that this is a delicate and
responsible creative process, since the
corresponding “selection of visual images”
also influences the public perception of
opera music.

The richness and accessibility of artistic
associations, the active connection of
auditory and visual representations - this
is the basis of the creative relationship of
the director with the auditorium during the
opera performance.

Indeed, for directing mass
performances, it is extremely important
that all the details be taken into account
and thought out. If we talk about pitfalls,
then it is an amateurish approach, poor-
quality organization and complete lack of
understanding of the public that becomes
the rubble about which all the plans and
ideas of the director are broken. Even if the
idea in its idea was almost brilliant, it was
distinguished by its creative and unique
approach; an incorrect statement would
destroy all plans.

What pitfalls exist in the direction of
mass performances?

Mass performances include a large
number of artists, a variety of acts and
their ideas. If we talk about theatrical or
circus performances, then for the success
of the spectacle with the public, it is worth
focusing on the dynamics of the action.

Even if we are talking about the theater,
for a professional director it does not
cost anything to interest and intrigue the
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audience, to attract its attention.

Statement

The directing of mass performances is
completely focused on the viewer, which
means that they should be interesting,
understandable. The public is becoming
more fastidious, and therefore needs a
high-quality spectacle that will constantly
keep it in suspense. The monotonous
performance will kill the interest of the
viewer and make him bored. To prevent
this from happening, the numbers and
principles of presentation must constantly
change. Energetic acts or scenes should
be replaced by calm and even pacified. In
this case, there should be no monotony
and constancy even in dynamic acts and
scenes, since the long-lasting heat of
passion loses its sharpness. [4, p. 57]

The pickiness of the public is also
manifested in scaring it, making it
happy and surprising with unexpected
turns of events, spectacular exits and
appearances of characters or participants
of performances. Artists or actors who
constantly leave on the same principle
tire the public. They are not interested in
waiting for the appearance of a new "star".
But if every time, the artist will appear in a
new way, unexpectedly and interestingly,
the audience will freeze in anticipation of a
beautiful and exciting spectacle.

Another reef can be the artists
themselves, their appearance. It is
necessary to consider that the costumes,
age and appearance of the artists must
strictly comply with the idea. If we are
talking about Juliet, then the actress
cannot be 40 years old, but the nurse
should not play a young girl. A similar
principle is maintained in all concert
performances.

Bright costumes and makeup should

be in harmony with the roles that artists
perform. If there is dissonance, only the
viewer will be disappointed, and the mass
production will fail.

Conclusion

High-quality direction of theatrical
performances and festivals is the key
to success during mass events. Many
theorists and practitioners draw an
analogy between the direction of theatrical
performances and the symphony. As for
the symphony, the mental and sensual
depth, life contradictions and complex
problems are characteristic, and the
theatrical mass-scale festival expresses
the most important events and stages in
the life of a huge number of people.

For these types of expressive art is
characterized by scale and ideological
richness. The initial part of the symphony
(exposition) involves the development of
contrast themes. Further, they support the
main composition of the work.

Also, the direction of mass events
involves carrying out the main idea of the
festive action through a number of events.

Such a bright form of music as the
theme with variations echoes with the
direction of the theatrical concert. In
directing the holiday the main theme
also varies in all forms. Of course, this is
due to a certain extent the very specifics
of folk festivals. After all, if, for example,
the viewer can perceive a literary and
musical composition as a whole, then
the feature of directing a mass holiday is
its purposeful division into components.
At the same time, the viewer perceives
the action in parts, choosing the most
interesting moments for himself. For
example, a concert requires focusing the
audience's attention on a particular stage.
A good mass holiday, on the contrary,
is characterized by a large number of
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entertainment centers dispersed in the there are more and more new technical

space. [3, p. 85]

capabilities, which the director must use,

Thus, theatrical performances and revealing his creative idea. The more a new
mass celebrations are a kind of reflection director can use the more new viewers he
of the life of the people, their problems and  can attract.
concerns. Our life is constantly changing;
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Ackaposa b.b.

37.

T.K.>KypreHoB aTeiHAarbl KasaK YATTbIK 6Hep aKaeMUsChl,

Anmartsl, KazaKkctaH

TEATP/IAHAbIPbUIFAH KOPIHICTEPAI ¥bIMAACTbLIPYAIAFbl PEXXMCCEP/IbIK XX¥MbIC

AxpaaTna

MakanacblHaa epeKLenikrepi alwbiiagbl 6yKapasnblK ic-liapanap epeKwenikrepi MeH onapabl YubiMaacTtbIpy.
Kapanagbl }yMbIC pexxuccep yribiMaacTblpy 60MbiHILA ByKapasblK TeaTpablK KoMblbiMaap. Awbinagbl
canacblH pexunccep ynbiIMAAcTbIPy YLLiH KaxeTTi 6yKapanblK ic-lapanap. MakanacbiHaa KeHin 6eniHefi »xaHe
Kapay Typanbl MaCe/IEHI pexnccep omnay, 01 YWiH KaXkeTTi 60bIn Tabbliaabl KOK XaHe YWbIMAACTbIPY annaw

TeaTp ic-lwapanap.

Tyhin ce3fep: TeaTpnaHbIpblIFaH KOMbINbIM, PEXUCCEP, KOMLWINIK ic-luapanap, KOMbINbIM, CNEKTaK/b,
onepa, event-MmeHeXep, JanbIHAbIK 9PTIiCi, KEpepMeHaep Koio.

Ackapoga b.b.

Kasaxckas HaLmoHanbHas akagemusi UCcKyccTB umenmn T.K.XKypreHoBa

Anmartsl, KazaxcraH

PEXXMCCEPCKASl PAGOTA N0 OPFAHU3ALIMM TEATPAJIbHBIX NPEACTABJIEHUMA

AHHOTaUMA

B cTaTtbe pacKpbiBaloTCA 0CO6EHHOCTM MacCoBbIX MEPOMPUATUI U MHCTPYMEHTbI X OpraHu3aLuy.
PaccmatprBaeTca paboTa pexuccepa no opraHM3alun MaccoBbIX TeaTpasbHbIX NPEACTaBAEHUM.
PacKpblBaloTca KayecTBa pexuccepa, Heo6xoanMble NS opraHM3al M MaccoBbIX MEPONPUATHIA. B
cTaTbe yaensieTcs BHYUMaHUe 1 pacCMOTPEHWIO BOMPOCa O PEKUCCEPCKOM MbILLIEHUW, KOTOPOE ABNiAeTCA
Heo6X0AMMbIM NSt MOCTAHOBKM M OpraHn3aLMiM MaccoBOro TeaTpasaibHOro MeponpUSATHS.

KnioueBble c/ioBa: TeaTpasibHOe NpeAcTaBieHne, PEXUCCEP, MAacCOBOE MePONpUsTUE, MOCTAHOBKA,
CMEKTaK/b, onepa, event-MeHemKep, PENETULMS, apTUCT, 3pUTENU, MOCTaHOBKa.
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MAPKETHH -
FOBA4
NEATEJIbHOCTD
B YCJIOBUSIX

\ 4

ART STUDIES

MPHTH 18.15.61

I. Taxxuena '
'"Teatp Tpamuimonnoro Mckycera «Asnatay»,
Anmatel, Kasaxcran

MAPKETUHIOBASl AESITE/IbHOCTb B YC/IOBUSIX TEATPA
TPAAMLIMOHHOIO UCKYCCTBA

AHHOTauMA

B cTatbe paccmaTpuBaeTcs MapKETUHIoBas MoJIMTUKA KYNLTYPHOMO YYPEXKAEHWUS Ha NpUMepe AedTeIbHOCTH
pacnonioxeHHoro B r. AnmaTbl TeaTpa TpaguLMOHHOIO UCKycCcTBa «Anatay». PacKpbITo cofepyKaHue
3Ha4YUMbIX KOHCTPYKTOB MOHATUSA «MAPKETUHM MPUMEHUTENBLHO TBOPYECKOMY KOIIEKTUBY, MPU3BAHHOIO
BHECTM 3HAYUMbIV BKNAA B A€N0 COXPaHEHUSA Ka3axCKoro TpagnuLLIMOHHOIO UCNONHUTENBCTBA, ero BU40B

KaK HapojHble MecHU, NpousBeeHns NPoPEeCCUOHasbHbIX HAPOAHbIX KOMNO3UTOPB, TaHLLEBAIbHOIO,
CKa3MTENbCKOro UCKYCCTB, a TaKKe NO3TUYECKOro CoCTa3aHmsa — anTbic. OnpeneneHsl NyTM BbipaboaKu
HOBOIO B3rNsja KynbTypHOMY MPOAYKTY My3blKalbHOro TeaTpa B YCOBUSAX XKECTKON KOHKYPEHTHOM 60pb6bI,
€ro Ka4yecTBY NPUroTOBAEHUS, UCMONHEHNS U MPOABMUMKEHUS. B 4HaCcTHOCTH, yKa3aHbl 0COGEHHOCT 3aKOHOB
pbIHKa B NPOABUKEHUM TPAAULMOHHOIO MCKYCCTBA M UX Y4ET B NPOBEAEHUM MAPKETUHIOBbIX nccnegosaHmi. C
ONOMWHUPOBAHMEM MaCcCOBOM Ky/bTypbl 06LLEeCTBa NOTPEGNEHNSA KYNbTYPHbIE NOTPEGHOCTH LIMPOKON NYGANKHK
OTHOCUTENbHO TPAAMLMOHHOIO MCKYCCTBA MOTYT HE UMETb YETKON POPMYIMPOBKH, YTO TPEBYET crneunanbHOro
aHanusa. Ba)kHbiM ycnoBMeM B paccMaTpuBaeMon TemMe CTaHOBUTCH NOHMMaHWe He06X0AMMOCTM CO34aHuA
B y4PEXAEHMU cneLmanbHOM CTPYKTYPbI, 3aHUMAaIOLLENCS MAapPKETUHIOM U daHapan3nHroMm. KoHevyHas uenb
[OMIKHA 3aK/1to4aTcs B COXpaHEHUM MCTOPUYECKOTO 3f1IeKTopaTa, CO3aHnn NOCTOSSHHOM NYGAUKK NyTeM
MaKCMMaNbHOro NpUBAEYeHUs B TeaTp 06LLECTBEHHOCTH, B TOM YUCIE MOJIOAEXKM.

KnoueBble cnoBa: MapKeTUHT B chepe TpaauLMOHHOIO UCKYCCTBA, KyNIbTYPHOE YYpexaeHne, MeToabl
MapKeTWHra B TeaTpe, Ky/bTypHble NOTPEBGHOCTH, NabNNK-PUNTENLLHS.

BBeaeHue CB0OE06pPa3HO: C NpeMbepon MIO3MKNa

B KoHLe 2017 roga anMaTuHLbI «[lon, KaK AceT» Ha cLieHe anMaTUHCKOro
otMeTunn 150-netmne BblaatoLLerocd TeaTpa TpaaAULMOHHbIX UCKYCCTB «Anartay»
Ka3axCKOro akblHa, NnesLa n KoMNo3uTopa (aBTOp cueHapusa — 3acnyKeHHbIN AesaTenb
AceTa HanmaHn6anynbl. Mpuyém PK Bazap6ek ATbiraeB, peK1CCEp-
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NocTaHOBLWWK — bepukKaH KacbiMoB).

Cyast N0 MHOrO4YMUCNEHHbIM OT3bIBaM U
OTK/IMKaM 3puUTenen, cpeacts MaccoBOM
nHbopmaLnu, nepsbin 6JMH Obl UCNEeYeH
6€e3 KoMa, TO eCcTb NepBasi oTe4ecTBEHHAs
npo6a NOCTaHOBKM MIO3MK/Ia Mo TeMe
TPaAULMOHHOIO UCNOMHUTENbCTBA B LLENOM
yaanacb.

O6LWen3BECTHO, YTO MIO3UKI —
aHp CMOXHbIA B MOCTAHOBOYHOM
OTHOLWUEHMN 1 NO3TOMY Aoporon. MHorune
6poaBENCKUE MIO3UKJIbI CNTaBATCH CBOUMMU
cneusdpdeKtTamm, HTo0 BO3SMOXKHO TOJSIbKO
B YCNOBUSAX CTaLlMOHAPHOIO MIO3UKNa-
TeaTpa, r4e CrneKkTakIn nayT eXxegHEBHO B
TeYeHne MHOTUX NET, NoKa OHU MOJIb3YHTCS
ycnexom y ny6amku. Cnopaanyeckoe
nosiB/iEHWE MI03MKNa B penepTyape
KnaccuyecKoro My3blKanbHOro TeaTpa,
He roBops o TeaTpe TPpaauLMOHHOIo
NCKYCCTBa, He Bceraa obecnevynsaeT
TaKoro ycnexa. Bropas »e C/IOXHOCTb
MIO3MKNa 3aK/to4aeTcs B TOM, 4TO
370 — BWUJ MY3blKallbHOro TeaTpa, rae
COEMHSAOTCS Ananoru, NecHn, My3blka,
TaHUbl. CNeKTaklb CTaBUTCS MO Nbece
U 4PYrum X}aHpoBbIM UTEPATYPHbIM
npounsseaeHnsamMu. CIoxeT peanuniayercs
PEXMNCCEPOM-NOCTAHOBLIMKOM,
6afieTMencTepom, crneymanmctaMmu no
BOKaJly, NOCTaHOBLMKaMu cneuadhEeRTOB.
Mo dopme MIO3UKN B OCHOBHOM
npeacTtaBnsgeT cobom ABYXaKTHbIM
CneKTaK/b. 34ecb NOCTaHOBKa BoKana
WAW NNACTUKK pa3Hble N0 CPaBHEHMIO C
K/TaCCUYECKUM MY3blKa/IbHbIM XaHpPOM:
rosioca He JOJXKHbl 3By4aTb «MO ONEPHOMY»,
a TaHel, — BbIMMg4eTb «6aneTHbIM». Peyb,
MWMUKa, NacT1Ka, TaHew, — BCE AONKHO
OblTb B OHOM JIMHUU CLEHNYECKOTO
noseaeHus.

MeToabl
B Haluen cTpaHe KaapoB A4 Teatpa-
MIO3UWKa cneLmanbHO roTOBATCS TONbKO

B 04HOM 06pa30BaTelbHOM Y4YpeAEHUN
— KasaxcKkor HauMoHanbHOW akagemMumn
uckycctB uMm. T. K. }KypreHeBa, rae ectb
CneLunanbHOCTb «apPTUCT MIO3UKIar.
Ho oHa npegycmaTtpvBaeT NOArOTOBKY
apTUCTUYECKUX KaZpOB TOJIbKO AN
K/laCCUYeCKOro My3blKalbHOro Teatpa.
Takum 06pa3oM apTUCTbl MIO3UKNA
Ha cLieHe TeaTpa TpaanLMOHHOIO
WCKYCCTBa HUrAe y Hac cneuunanbHo He
roToBATCS. HO UCTOPMYECKM CNOKMNOCH
TakK, 4TO TPaAULMOHHbLIA UCMONTHUTENb,
B OT/IMYME OT ApamMaTU4eCKOro apTmcTa,
MOXET Ha CLIeHe U NEeTb, U CbirpaTb
posfib NEPCOHaXa, TO eCTb BbICTyNaTb
KaK apTUCT TeaTpa B MOJIHOM CMbIC/e
C/l0Ba, 4YTO 1 Aenanu B CBOE BPeMS Hallu
NpocnaBJ/iEHHbIE CaMOYYKH (TOSIbKO UX Hafo
ManocTb NoAy4mTh). Te 6biIn NOAMOCTKHU
KJTaCCUYECKOro My3blKaslbHOIo UK
OMepHOro TeaTpoBs, He Npeanonaratowme
TaHUeBallbHble ¢dparmMeHThl, Toraa Kak
xopeorpadpus — HeoTbemnemas 4acTb
Mio3KMKNa. KazaxcKkune neBubl Bcerga
aKKoMnaHupoBanu cebe u nenu, Ho
HUKOr4a He nenu TaHuys, pa3Be 4YTo
LaMaHbl B CBOMX KaMTaHUSX, HO M OHU B
HanpsX»eHWn U3BNeKanu Hemy3blKanbHble
3BYKW. BO-BTOpPbIX, MIO3MK NO-
Ka3axcku, TeM 6osiee Ha cueHe TeaTpa
TPaaAULIMOHHOIO UCNONMHUTENLCTBA, B
60/iblUeln CTENEHU OOMKEH OTpaXKaTb
3a/I0XeHHble B caMOM NOCTaHOBKe
HauMOHaNbHLIMW aBTOPaMn LEHHOCTU U
CMbIC/bl — B OT/IMYKE OT MHTEPNPETALINI B
COBpPEMEHHbIX NOCTaHOBKax, co3faBaeMblX
Ha poAnHe X aBTOPOB, 0COBEHHO €CNK 3TU
CTpaHbl CEroAHA nopaxeHbl IHTPONMUEN
CBOWX HaLIMOHA/bHbIX KyNbTyp.

BoT Takas ABoMHas Harpy3Ka nerna
Ha nJieyn NocTaHOBLMKaM NepBoro
MIO3MKNa C CIOXKETUKOM N3 KUSHMU
npodeccnoHanbHOro TpagnLMOHHOIo
UcnonHuTens.
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Pe3synbratbl

Moapo6HbIN aHann3 JaHHOM
NOCTaHOBKM BbIXOAWT 3@ paMKM
HacTosLWwen cTatbu. [T03TOMY HE BAaBasiCb
B €€ NoAPOBHOCTH, NINLLb OTMETUM,
4TO B CNEKTaK/e U3 TPEX aKTOoB, rae
pacCcKa3blBaeTCs KIoYeBble aTanbl 4ONroro
M HEMPOCTOro TBOPYECKOro NyTU HApPOAHOIo
nesua Aceta HanmaH6anynbl, apTUCTbI
COrNacHo CLIEeHNYEeCKON pa3paboTKe
6unorpadpuyeckon dpabynbl Urpanu posb,
camu nenu, akkoMnaHupys Ha HapoaHbIX
MY3blKa/lbHbIX MHCTPYMEHTax — Aomope,
¥eTbIreHe, Kobbi3e U cbipHaK. Kak
nucana peLeH3eHT: «JKCMEPUMEHT, KaK
Npo3Basnu CBOE AeTuLIE CaMU aBTOPbI,
npoLweén ycnewHo. bnectawan akTépcKas
urpa, MHCTPYMeHTanbHas My3blka, Xop,
xopeorpadunyecKkas clomta U auTbiChbl

— CUHTE3 BOGpan B cebs Bce. N gaxke
6osble. Mo3nKkn «Ecnu xoyellb NeTb, NowH,
KaK AceT» — 6onbllas NMyHas npemMbepa
ONng caMux aptucTos» [1].

B feHb npeMbepHOM NOCTAaHOBKM
MIO3WKNa KOHLEPTHbIM 3an TeaTpa
TPaAMLMOHHOMO UCKYCCTBA,
pacno/IoKEHHOIr0 B HOBOM MUKpPOpanoHe
«Anrabac — 1» I0}KHOM CTONMLbI OblN
3anosiHeH Ha ABe TpeTu (Bcero 3an
paccyuTaH Ha 724 3putenbCKux mecr). C
YY4ETOM OCHOBHbIX NOKa3aTtenen Teatpa
TPaAULIMOHHOIO UCKYCCTBa NO KySIbTYPHO-
TeaTpasbHO-KOHLIEPTHOMY OXBaTy ropoXaH
JaHHbIV NOKa3aTesb 9BNSETCSH Bbllle
cpeaHero [2]. Ans HarnagHOCTU NPUBEAEM
OCHOBHbIe NoKa3artenu TeaTpa 3a
1-nonyrogne 2017 r.:

1-nonyroave

N2 HanmeHoBaHWe MeponpuaTum En.
2017
1. Bcero knHo3anos en. 3
B T.4. KWNHOKOHLIEPTHbIX 33108 en. 1
2. Bcero nocagoyHbix mecT mMecT 976
B T.4. MOCAA0YHbIX MECT KUHOKOHLIEPTHOM 3ane MecT 724
3. [MpoBeneHo cnekTaknen CNeKTaKu -
4, [MpoBeneHo KOHLUEPTOB KOHLIEPTOB 18
5. Yucno 3puTtenen Ha MeponpuaTUsX, NPOBEeAEHHbIX B 3ane ThbIC. YE/IOBEK 7950
6. Bcero npoBeaeHO KMHO NOKa30B, B T.4. KMHOCEaHCOB 2664
MAaTHbIX 419 HaceneHus ceaHcoB 2509
6ecnnaTHbIX AJ15 CoLManbHbIX C/IOEB HaceneHus ceaHcoB 155
7. O6uwue YNCNo KMHO3pUTENEN NAATHbIX KWHOCEaHCOB ThbIC. YENOBEK 25002
8. [loxoa OT KMHO NMOKa30B TbIC. TEHIE 6462, 0
9. [oxo/ OT KOHLIEPTHbLIX MEPOMNPUATUI ThbIC. TEHIE 10600, 0
Yuncno LenCTBYIOWNX ETCKUX KPYKKOB, CEKLUM, CTYAUN en. 3

KaKk BMAHO 13 TabnuLbl, 3a OTYETHbLIN
nepuoa aenaTenbHOCTb TeaTpa BK/OYana
15 KoHUepTOB, rae obuiee KoNM4YecTBo
06CNyMBaAEMbIX 3pUTENEN COCTaBNAN
8705 yen. (TBOpYECKMNE BEYepa,
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My3blKa/ibHble Be4yepa, Beyep namaTw,
aNTbIC U KOHLIEPTHbIE NPOrpamMMbl,
NPUYPOYEHHbIe NpasaHUKaM U
3HaMeHaTe/bHbIM JaTaMm), a TaKxe
KMHOMOKAa30B B BYX KMHO3aax, BCEro
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06CNyKeHo 0K0No 33 ThIC. 3pUTENEN.

Ho B faHHOM cTaTbe Hac UHTepecyeT
npo6nema NO3NLMUOHNPOBAHNS
KYNBTYPHOIO YYPEXKAEHUS NpeXxae

BCEro Kak TeaTpa B NPSIMOM W MOJTHOM
CMbICne cnoBa. B aToM OTHOWEHUN He
Obln1 NOCTaBfIEH HX O4MH CMNEKTAKIb,
OTCYTCTBYET KaKas-n1Mbo cueHnYecKasn
noctaHoBKa. Mto3ukn npo AceTta ctan
nepBoOKn NacTo4YKOK, onpaB/blBatoLLEN
CcaMO Ha3BaHWe KynbTypHOro 3aBeaeHus. U
3TO NpPU TOM, 4YTO Teatp «Anartay» ABASETCH,
noxanyn, eAMHCTBEHHbIM TEaTPOM
TPaAuLMOHHOIO UCKyCCTBa B LE/IOM B
Mupe 1 nepBbiM B KasaxcTaHe TeaTpoM C
COBCTBEHHbLIMU KMHO3aMaMu, 4YTO Hanaraet
Ha Hero AOMNOJIHUTENbHYIO Harpy3Ky
COOTBETCTBOBAHUA CBOEMY Ha3Ha4YeHMUIO.
CTOuT 11 Nocsie 3Toro yanBAsaTbCS TOMY,
4TO 3a rof, CBOEr0 CyLWEeCTBOBaAHUSA
COOTBETCTBYIOLWUMN NoapasaeneHnaMm
TeaTpa He 6bInM NpoBefeHbl MUHUMYM
paboT, XOTs 6bl MO N3YYEHUIO LIENEBOW
ayauTopuu, eé coumnanbHOM U BO3PacCTHbIX
rpynn, X KynbTYPHbIX NPEANOYTEHUNA,
«B3palleHunto» CBoen Ny6sIMKKU n
MHHoBauun B cdepe (PMCyHOK 1).

Peyb no-60/bLIOMY CHETY UAET O
MapKeTUHre B chepe TeatpaibHOM
LEATENBbHOCTU, B YCIIOBUAX KY/ILTYPHOIO
yypexaeHuns TpagmunoHHOro
MCMONHUTENBbCTBA.

Pucynox 1. TeaTp TpaaHLHOHHbBIX HCKYCCTB «AJlatay» B T.
Anmarer. 2017 1.

Aunckyccuna

B coBpeMeHHOM 3KOHOMWYECKOM
CUTyauuu, B HeJanekom byayliem tTeatpam
caMuM NpUaeTcs YKpennsaTb YCTONYNBOCTb
CBOEro NOMOXEHUS Ha PbIHKE Ky/bTypbl B
YCNOBUSAX }ECTKON KOHKYPEHTHON 60PbLOLI.
To ecTb raBHOWM 3aja4yen TeaTpanbHOro
KONIIEKTUBaA CTaHET pa3pelleHune
Npo6seMbl MOUCKa U NPUBNEYEHUS B TeaTp
CBOEro 3puTenNs, YTo 3aCTaBUT OTHOCUTLCS
K TeaTpanbHOMY NPOAYKTY (CMEKTaK/b) KaK
K TOBapy, KOTOPbIM HEOBXOAMMO BbIFO4HO
npoAaaTtb, a A5 3TOro BaXKHO 3HaTb
3aKOHbI pPblHKa, MOCTOAHHO NPOBOANTL
MapKETMHIOBble UCCNef0BaHuS.

MNoHATHE MapKeTuHra cneunduyHo
B cdhepe TeaTpanbHOro UCKYCCTBa,
NOCKOJIbKY NpodaeTcs NpoayKT
KOJINEKTUBHOIO TBOPYECTBA CNneLmnanmcToB
W 0HOBpPEMEHHO obecrneymBaeTcs
3CTETUYECKOE U IyXOBHOE pa3BuThe
JINYHOCTU. OCOBON Xy10XKECTBEHHOM
«TPOAYKLMM», — CNEKTAKIIO HENb3S
HaWTKU aHanoroB B APYrux oTpacnsax
xo3ancTea. Ecnu Kynbtypa aBagetcsa
rMaBHbIM MHCTPYMEHTOM Nepeaayu
W BOCMPOU3BOACTBA TPaAULMOHHbIX
HPaBCTBEHHbIX LIEHHOCTEN 06LecTBa U
WUCTOYHUKOM HaLMOHaNbHON MOEHTUYHOCTH,
TO B 9TOM fefie TeaTpy NpUHaaNEXUT
O[HO 13 BeyLux MeCT B pelleHnmn
[laHHOW 3aJ1a4n, — 3afauu yTBepPKAEeHUS
B 06LLECTBEHHOM CO3HaHWM BOCNPUATUS
HaKOMJIEHHOro NPOLWILIMU NOKONEHUSAMH
NUCTOPMYECKOIO M KYNbTYPHOro OnbiTa
KaK HeoBX0AMMOro ycnoBua ans
WMHAWBWAYaNbHOIO U O6LLEr0 Pa3BUTHUS.
lMoaToMy 0aHOM U3 3aay rocyqapCTBEHHOM
KYNbTYPHOW NOSIMTUKK ABNSETCS pelleHne
npo6aem pasBUTUS UCNONHUTENbCKUX
MCKYCCTB, 4YTO NOTPeBYET NPUHATUSA
KOMMJieKca Mep U 3Ha4YUTeNbLHOro
BpeMeHU. B TOM 4ncne BbISCHUTD,
KaKoBbl MeXaHW3Mbl COXPaHEHUS
UCTOPUKO-KYNBLTYPHON MOEHTUDUKALUU U
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BbICOKMX 06Ppa3L0B Ky/bTypbl B YCIOBUAX
MHbOPMaLIMOHHOM arpeccmnn CoBPEMEHHON
MacCOBOW Ky/bTypbl 00LLECTBA
notpe6nexus. lNMpun aTomM HAJo MMETL B
BWAY, YTO onpeaenéHHble KynbTypHble
NoTPe6HOCTU MOTYT U HE MMETb YETKOM
GOPMYNMPOBKM, MOITOMY HyKAAOTCH B
crneuuanbHbIX UCCNedoBaHUGX, Npexae
BCEro MapKETUHIOBbIX.

OaHaKo npexae 4em Ucnosb3oBaTh
MapKEeTUHI B TeaTpasbHOM Aene,
Heo6xoAnMO NpoaHann3npoBaTb
COCTOsIHME 06BbEKTa C NOMOLLbIO
pas3fiMyHbIX METOI0B MApPKETUHIOBOIO
nccnegoBaHus.

[Ans pa3paboTKK cTpaTermn MapKeTnHra
TeaTp AOMKEH MOCTOAHHO NPOBOANUTb
CUTYaLIMOHHbIN, KOMMAEKCHbIA aHan1s3
CBOEW BHYTPEHHEN U BHELLHEN cpeapbl.
Takoin aHanM3 NO3BONSAET OLLEHUTb
NPOLWYI0 AEATENBHOCTb, PACCMOTPETb
JOCTMXEHWS U Heyaauu, yCTaHOBUTb UX
NPUYMHbI, NPOBEPUTb KOMMNETEHTHOCTb
n NnpodeccroHann3m CoTpPyaHNKOB,
NnpeaoTBPaTUTb HEXenaTenbHble cO0OU B
paboTe TeaTpa, co3aaTb NPEeANOChIIKN K
61aronpuUaTHbIE YCNOBUS AN HOPMATbHOMO
GYHKUMOHMPOBAHNSA CUCTEMbI MApPKETUHIa
B Teatpe 1 T.M.

[Ans TOro 4To6bl BbIABUTb TEHAEHLUMH,
NepPCNeKTUBbLI Pa3BUTUS U YCIIOBUS,

B KOTOPbIX BO3MOXHO NPpUMEHEHNE
MapKeTuHra B Teatpe, Heo6XxoaMMo
CHa4yana NpoBeCTN MapKETUHIOBbIE
nccnegoBaHumsa No CAeayLmMmM BONpocam:

1. PbIHOK cOblTa TeaTpasiibHOM
NPOAYKLIMK U €ro CErMEHTOB.

2. KoHKypeHuus.

3. LleHoo6pa3oBaHue —
dopmMurpoBaHue LIeH Ha BUMETHI.

4. TlocewaemMocTb U 3pUTENIbCKUN
cnpoc.

5. CneunduKka penepTyapHOro nnaHa.

6. BeaeHne MapKeTUHIOBOW MOIUTUKMU
B Teatpe [3].
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O6bI4YHO AaHHbIE BOMPOCHI HAXOAAT CBOMU
peleHuns Yepe3 MapKeTUHIOBbIE CNYXKObI
TeaTpa, KOTOpble MOCTOSAHHO UCCneayoT
PbIHOK CLUEHNYECKOro UCKYCCTBa, NPOBOAS
€ro CErMeHTaLMio U TeM CaMbiM MblTaloTCS
ob6ecneynTb POCT 3PUTENLCKON ayaNTOPUM
u cnpoca. MHorue uccnegosartenu
CYMTALIOT, 4YTO NPU LUIMPOKOM BHEAPEHNUU
3/1EMEHTOB PbIHKA B OTEYECTBEHHYIO
3KOHOMMKY, JIO/I}KHOCTHK CneLnanmcToB
No MapKETUHIY HEOBXOAMMbI B LUTATHOM
pacnucaHuu opraHmM3auum nboro Tuna.
Hanpumep, N0 MHEHUIO POCCUNCKOM
y4éHon E. MNy4ykoBON, Ha HaYanbHOM 3Tane
MCNOJ/Ib30BaHWUs MapKeTHUHra TeaTpy
cnegyet y4peauTb JOMKHOCTb MapPKETUHT -
AWpPEKTOpa, KOTOPOMY MNOAYNHSAETCH
cny6a MapKeTHHra B COCTaBe: MaBHbIN
aJMUHUCTPaTOp, BuneTHas Kacca.

Cny»6a npexae Bcero 4onxKHa 10BONbLHO
npodeccnoHanbHoO paboTaTb CO 3PUTENEM,
pa3buB ayauMTopuio Ha colualbHble
rpynnel. Hanpumep, COTPYAHUKK CNYHKObI
MapKeTUHra MoryT paboTtatb ¢ HEKOTOPbIMU
3pUTENAMU UHANBUAYANbHO, ONpPEeaenmB
rpaHuuy noaen, onsg KoTopbiX TeatpanbHoe
WMCKYCCTBO — MOTPEBHOCTb, YacCTb UX
NOBCEAHEBHOM XWU3HU U NEPUOANYECKH
paccblinatb UM HOBYIO MHGOPMaLIMIO O
TeaTpe U TEKYLMX COObITUAX B HEM, O
penepTyape, 0 NnpeMbepax, 06 aKTEPCKOM
cocTaBe 3TOro Teatpa no AomMallHemy
aapecy; no tenedoHy NpUHMMaTb 3aKasbl
Ha 6uneTbl. «<Hago BHUMaTeNbHee
NpMCMaTpPMBaTbCS K CBOEMY 3pUTENIO,
UCnonb3ys A1 3TOro pasnmyHble cnocoobl
06LLEHMA — KOHDEPEHLIMKN, BCTPEUM C
apTucTamMu, 06CyKaeHne NoCTaHOBOK
BMeCTe CO 3puTeNIsiMU nocne NpocmoTpa
CcneKTakns, 6eHedUchl U T.4. ITUM MOXKHO
NnoA4YepPKHYTb YBaXKEHWE K NOCTOSTHHOMY
3puTento», — cyuTatoT mapketonoru [3].

Btopoe. CerogHs B MapKeTuHre
cdepbl TeaTpasbHOro UCKYcCTBa, B
CBA3M C pacTyLllen KOHKypeHLuWen Ha
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PbIHKE KyNbTypbl, 60/1bLIOE BHUMAHME
[IOJI}KHO yEeNAaTbCSA B NEPBYIO o4epeb

HEe TOMY, YTOObl HAWTU HOBOIO 3pUTENS,

a ToOMY, 4TO6bl He NoTepsATb cTaporo. He
CEKPET, YTO Ha4YMHasa ¢ TpUaLLaThiX ro40B
NPOLLUIOro CTONeTUs, BMNIOThb 10 TOro
nepuvoja, Korga nan 3aHaBec, TO eCTb 0
[IEBAHOCTbIX I0/10B, COBETCKas KynbTypa
npuobpena HacTos LN HapPOAHbIM 0BJNK,
roe Macca ftogen, otaatollme AaHb
TpaanLMOHHOMY UCKYCCTBY Bblia paBHOM
TEM, KTO OTAaBasn CBOMU NpeanovTeHns
MacCOBOW UK 3CTPaHOM KynbType.
CerogHs TpaAnLIMOHHOE UCKYCCTBO, MOXHO
CKasarTb, IEXUT Ha lonaTKax, HO OHO XMBO,
[bILWKT, HE YTepsIo CBOEero 340poBoro
NPMPOAHOIro Ayxa, COOTBETCTBEHHO U
cBoero 3putensd. Kpome Hero, Ha ToM
300POBOM SAP€E BbIPOCN HECKONIbKO
NMOKONEHWUIN, KOTOPbIE KaK 1 CBOW POOUTENN,
AeaywKn n 6abylikuy, HepaBHOAYLHbI K
TpaanuUMOHHOMY UCTOJSIHUTENBLCTBY. 34eChb
BAXKHO CTPEMMUTbLCA 3aUHTEPECOBATb

3TOT 3PUTENIbCKUI CEMMEHT, MOCTOAHHO
paclIMpsis Kpyr CBOen AesATeNbHOCTH.

B HacTosuee Bpems TeaTp «AnaTay»

HE UMEET MapKeTonora, He roBops o0
MapKeTUHIoBOW cNy06e, cieoBaTesbHO,
NepeBECTU BbILLENPUBEAEHHYIO TUHUIO

Ha NPaKTUYECKYIO NIIOCKOCTb O4EHb
HenpocTto. Hago nepeocmMoTpeTb NOAX04
3TOMY BOMPOCY, CO3AaTb OTAE/bHbIA CEKTOP
MapKeTUHra n cBs3u ¢ 06LLLECTBEHHOCTLIO.
Takum 06pa3oM MOXKHO MPOBOAUT

paboTy Ha CTbiIKE MapKeTUHIra 1 NabnanK-
pPUNENLLH3: BbI30B MHTEPECA CO CTOPOHbI
Ny6/MKM YBA3aTh C Pa3BUTUEM €-KyNbTypbl,
UCnonb30BaHNEM MYNbTUMEAUNHON
CUCTEMbI N KOHBEPIrEHTHOM XYPHATUCTUKM.
A N9 3TOrO B XXW3HU TeaTpa O0/IKHbI
NPOUCXOANTb Pa3INYHbIE COBLITUS:
npembepbl, 6eHedUCHI, Npa3gHOBaHUS
I0OUNENHBIX CNEKTAKNEN, TOPKECTBEHHOE
OTKPbITUE N 3aKPbITUE CE30Ha,
nposeneHne dectnBanen, Nokas LeneBbixX

CNEKTaKIEN N PYrUX MEPOMNPUATUN.
CobbITUHAs XU3Hb TeaTpa
«AnaTay» HacbllleHa 1 MHOroo6pasHa.
ToNIbKO BO 2-M NONYroamMn yCunmem
nepcoHana teatpa Obl/iv NPOBEAEHDI
psg MeEpoOnpUATUR, oTBeYaloLwue ansg
npoBeAeHNS MapPKETUHIOBbIX LWaros
BHYTpUW TeaTpa: 3TO COBMECTHOe
MeponpuaThe Teatpa U Anatayckoro
panoHHOro punnana naptmun «Hyp
OTaH» HakaHyHe [HS NOXWNbIX N0AEN;
61aroTBOPUTENIbHOE MEPONPUATHUE AN
JeTen, NOCBALLEHHOE roA0BLIMHE OTKPbITUSA
TeaTpa «Anartay»; 61aroTBOpPUTENbHbIN
KOHLEPT, NPpOBEAEHHbIN B CBA3U C
80-netnem co3ganma 00 «KazaxcKkoe
06LLECTBO MYXMUX»; MeponpusaTne no
rofl0BLLUMHE OTKPLITUS KMHO3aNa TeaTpa;
NPUYPOYEHHbIM K FrOAOBLUMHE TeaTpa
rana-koHuept «AnaTay anabbiHaa»;
npasgHUYHbI KOHLLEPT, OpraHn30BaHHbI
TeaTpOM HaKaHyHe npa3gHoBaHus [JHs
Hesasucumoctn PK B BUae My3blKanHo-
NO3TUYECKOM NOCTaHOBKMU «Tayencisfikke
TapTy», @ TaKXe NO3TUYECKOro COCTA3aHNS
— alTbiCa MeXay akblHaMK TeaTtpa;
BMepBble cneuManbHO AN AeTen ropoja
OblN0 NPoBEEHO 6N1aroTBOPUTENBLHOE
MepOonpUATUE — HOBOMOAHWE NPUKITIOYEHNS
Ka3aXxCKMX CKa304HbIX repoeB noj
Ha3BaHWeM «AcaH 1 YCEH B HOBOIrOHEM
npasaHuKker». K coxaneHuto, JaHHble
MepOonpUATUS He 6blTN UCNONb30BaHbI
B LLESIIX MapKeTKHra, TaK KaK B
CTPYKTYpe TeaTpa OTCYTCTBOBasO KaKoe-
60 noapasnenieHne, KOHKPETHO
3aHUMaloLeecs 3Ton AedATeNbHOCTbIO.
Ncnonb3oBaHbl A515 peKnamMmpoBaHus
TeaTpa, HO 6e3 ero OCHOBHOIO cermMeHTa —
CLLEHWYECKMNX NOoCTaHOBOK. MapKeTnHroBsas
KOHUeEeNuus, npuMeHsemas B Teatpe,
0653aTeNnbHO BK/IOYaEeT B Ce65 pEKNAMHYIO
JeqaTenbHOCTb. B aTon cBA3K peknamy
CNEKTaK/IeN cneayet paccMaTpmBaTh Kak
$opMy MaccoBOM KOMMYHUKaLMK, TaK Kak
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60/1bLLUMHCTBO NOTEHLNANbHbIX 3putenen

He 3HaloT, 4TO OHU XOTAT yBUAETb Ha CLUEHE,

[0 TeX Nop, NMOKa UM KTO-HUBYAb U3 Kpyra

3HaAKOMbIX He noAcKaxeT. Takum o6pasom,

TeaTpanbHas peKiamMma Heobxoanma ans
NOBbILLIEHNS 3PUTENBCKOro cnpoca M
YMEHbLUEHUS MEpPbl HEONPEAENEHHOCTH
notpebutenbckoro noBeaeHus. Noatomy
B OObEKTUBHO CYLLLECTBYIOLLMX YCIOBUSX
KOHKYPEHLMMK C APYrMMUK TeaTpamu,
NCKYCCTBaMM M 3pennLLLaMn KaxKaomMy
TeaTpy Heo6xoauMo chopMMnpoBaTb CBOK
WHAMBUAYaNbHbINA «06pa3» B CO3HAHWUU
MaccoBOro 3putens, pa3paboTtaTb CBOW
UMUK,

BbiBOAbI

[nsa TeaTpa TpaguLIMOHHOIO UCKYCCTBa
AN co3gaHns «obpasar, UMnaKa
HeT HeoBX0AMMOCTU NPUAYMbIBATb
Benocunesn: o6pas NIeXUT B caMon ero
cneundUuKe KaKk KynbTypHOE yuperkaeHue,
NPM3BaHHOIO COXPaHUTb, pa3BUBaThb U
caenartb 06WeaoCTYMHbIM TPaAULMOHHOE
NCMNONHUTENLCTBO U OH B TAKOM 06MKe
€/IMHCTBEHHbIM He TOJIbKO B Meranonuce,
HO U B MacliTabe cTpaHsbl. [la, cerogHs
HeKOoTopble TeaTpbl (ApamMaTUyecKue,
onepHble, My3blKa/ibHbl€) HEPEAKO CTaBAT
KOHLIePT-CNEKTaK/IN, MOHOCMEKTaKIIMH,
CNEKTaK/IMN-NacTUy40, MIO3UKJIbI, MPU 3TOM
CMeJI0 aKcnepumMeHTmpytoT. U HepeaKo
OHW BbIHYXK/EHbI KOHKYPUPOBATb MEXKY
coboK B coCcTA3aHnK 3a 3putens. Ho
An§ Teatpa TPaaMLMOHHOIO UCKYCCTBA B
3TOM OTHOLUEHHMUU, T.€. B leNe co31aHus
YHUKanbHbIX 06Pa3L0B CLIEHUYECKNX
NOCTaHOBOK M TeaTpaM3npoBaHHbIX
NpeacTaBNeHMUN HET KOHKYPEHLINH,
BECb BOMpPOC B NpaBWU/ibHOM
NO3MLMOHUPOBAHUKN KaK TeaTpa, BCELLENO
OPUEHTUPOBAHHOIO Ha TPaANLIMOHHOE
MCKYCCTBO, LUIMPOKOE pPeEKTaMnpoBaHme
CBOEW 1eATeNIbHOCTH, Ha4yMHasa oT
3dbEKTUBHOM NPOaarKn 6MNeToB
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3aKkaH4ymMBas paboTon ¢ NnapTHEPaMM.
[MpaKTMKa NoKasblBaeT, TeaTp, KOTOPbIH
npuaepxmMBaeTcs NpaBUbHYIO LLEHOBYIO
cTpaTteruio no 6unetam, NpUMeHseT
rmékne andpodepeHUnpoBaHHbIE LIEHDI,
NpPOBOAMT NPOAYMaHHyo paboTy ¢
YNOAHOMOYEHHbIMK, 06PEYEH Ha YCNeX.
EwWwé oanH BapmaHT BbIrOAHOW NPoaarku
OMNEeTOB — OpraHn3aLmsa TOYEK Npogarku
B KPYMHbIX MarasuHax, rocTUHULax,
pecTopaHax W Apyrux mectax obLiero
cKkonneHusa ntoaen. Ana atoro Ha 3anaae
060pyayoT CO6CTBEHHLIE UK 0OLLME
CTauMOHapHbIe Kaccbl C peKIamMon

— aduwamum 1 nnakatamu. Tam xe c
y4yacTneM apTUCTUYECKUX TPYNn TeaTpa
MOHO OpraHM3oBatb ¢pa3W-mMo6bl. Nnu
e noyemMmy He OpraHuU3oBaThb Pa3BO3KY
3puTeNien nocne CneKkTakaa no mectam
NPOXUBAHMA C MOMOLLbIO TPAHCMOPTHON
opraHusauunu — napTHEpa Teatpa?
[MpaKTMKa NoKasblBaET, YTO KaK NpaBwuo,
nocne OKOH4YaHUs CneKTaKknsa o 3putene
3a6bIBaloT. TpaHcnopT paboTaeT Nnoxo,
B ropoje KpuMmnHoreHHasi o6CcTaHOBKa,
W YeI0BEK ellle 0 Havala CneKTaks
Ha4ynHaeT BoHoBaTbcsA. UMeHHO no
3TON NPUYMHE MHOTUE N0AKM NPOCTO
OTKa3blBalOTCH OT NMoceLleHns TeaTpa

B BeyepHee BpemMs. Bbixoa U3 atoro
3aTPYAHUTENBbHOMO NOJIOKEHUSA COCTOUT
B OpraHuM3aLumu nocsie OKOH4YaHus
CMNeKTaKa pencoBbix aBTOOYCOB, 3apaHee
cnevuunanbHO 3aKa3aHHbIX TeaTpoM,
KOTOpble pa3Be3yT 3puTesien No goMmam
pa3sHbiMK MapLpyTaMmu. TpaHCNopTHOMY
areHTCTBY Takoe NapTHePCTBO AOJIKHO
OblTb BbIFOAHO, OCO6EHHO B NO3HKE
BeYepHMe Yacbl. A TeaTtp, B CBOI o4yepeap,
NCMNONb3yst BOBMOXHOCTU, MOXET Yepes
CcpeacTtBa MaccoBou MHoOpMaLmm
pacckasaTb 0 B3aUMOBbLIFOAHOM
COTPYAHUYECTBE C JaHHOM TPaHCMOPTHON
dupmon.

MapKETUHT — NOHATME MHOIOMNNaHOBOE.
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34ecb nagen — Henovatbln Kpan.
PaccMOTpuM HEKOTOpPbIE N3 HUX,
nprvemsemble B yCNoBUsX TeaTpa ¢
TpaguLUMOHHON HaUEeNeHHOCTbIO:

e  aKTMBHas paboTa cauTa TeaTpa,
dopyma, 6/10ra; /IEKTPOHHAA NpoJaxa
6MNeToB, NOAMNUCKA Ha HOBOCTH;

e opraHu3aumsa Knyba NnoKJIOHHUKOB
TeaTtpa (3acefaHugd, YHaenuTtug, BCTpeya ¢
aKTepamu, 60HYCbl, KOHUEPTLI 1 NP.);

®  yyacTue B KOpnopaTUBHbIX
MeponpUATUSAX (Npa3gHUYHbIE NN
[ENOBbIE) C UCNONb30BaHMEM NOTeHUMana
Teartpa;

®  Bble3JHble CNEKTAKN, YINYHbIE
MEPOMpUATUS;

* NpoBeAeHME NPecc-KoOHPEPEHLNN
He peXe pasa B MecsiL (KaxKaas
KOHbEPEHLNS - MallEHbKMUIX CNEKTaK/b);

e MpoBe[eHUe 3pPUTENIbCKUX
06CY}AEHUN — XOTs 6bl NOCE NPeMbEP;

®  BbIMYCK raseTbl TeaTpa, a Takxe
OYKN1eToB, Ka/leH4apuKoB TeaTpa, B T.4. C
dpoTorpaduaMmn aKTeépoB;

e TeaTp MOXET UMeTb COOGCTBEHHbIE
W1 COBMECTHbIE MOCTOSAHHbIE
TeNeBU3MOHHbIE U paguonporpamMmmel, a
TaKXe raseTtHble py6puKK;

e  COBMECTHbIe nNpoeKTbl ¢ CMU, B T.u.

couuanbHble;

* npoBeaeHue «Kpyrnbix CTON0B»
no npo6nemMam TPaanLMOHHOIO
UCMONHUTENbCTBA;

®*  aHKeTMpOBaHWe B Hayasne u

KOHLLE KayX[oro ce3oHa aKTEPCKMX
TPynn; «NOYTOBbLIN ALLMK» 4115 BOMPOCOB U
noxenaHum B agpec pyKoBOACTBa;

e KHWIM OT3bIBOB MO KaxaoMy
CMNeKTaKo, ALWMK 415 NOCNaHUN
OT 3pUTeNen (a Tak e BCE 3TO U B
3MIEKTPOHHOM BUAE — Ha canTe TeaTpa U B
[PYrux ero MHTEpPHeT-NpeacTaBUTENLCTBAX);

e CTUMYNIMPOBAHWE KYPHAUCTOB
W peNaKTopoB, yYperKaeHue
eXXeKBapTa/bHbIX NPeMnUnt (MOXHO OT
CMOHCOPOB) Ha NyYLLyo Ny6nnKauuio, apup
W Np. o0 TeaTtpe;

®  UCNONb30BaTb X0/ TeaTpa And
NpoOBeLEHNS BbICTABOK XYAOXHMKOB,
doTorpados, NpUKIagHOro UCKyccTBa,
MacTepOB HapOAHbLIX Npombicen [4].

3axknouenme

OueHnBas C/OXUBLLYIOCS CUTYaLUIO
B TeaTpalsibHOM cdepe B Lenom, cneayet
OTMETUTb, YTO MMaBHOE B XapaKTEPUCTUKE
AeATeNbHOCTU Ka3axCTaHCKUX TeaTpoB —
OTCYTCTBME B3aUMOCBS3U C HAaceleHUeMm
W YCTAHOBJIEHUS C HUM AManora, o6paTHOM
CBA3K. A OTCYTCTBME TaKUX B3aUMOCBSA3EN,
B CBOIO 04epeab, o6opavymnBaeTcs
HEeA0CTaTOYHbIM UCMOJIb30BaHUEM
UMeloLLLerocs TeaTpasibHOro TBOPYECKOro
noTeHUuWana, a Takxe NpmMBoauT K
$pu1HaHCOBbIM NoTepaM. 37O elle pa3
[IOKa3blBaeT HEU3OEKHOCTb NPUMEHEHNS
MeTo0B MapKeTUHra B chepe
TeaTpanbHOro UCKYCCTBa.

Ucnonb3oBaHHaA AMTepartypa:

1 MecTtpsakoBa M. MoK, Kak AceT: AiMaTUHLbl oTmeTunun 150-netne
BblAaloWwerocs akblHa, nesLua 1 komnosutopa Aceta HanmaH6amnynol //
BeuepHuit Anmatbl. — 2017, Hosi6pb — 21.

2 TeaTp TPaaMLMOHHOIO UCKycCTBa «Anatay» 0 NpPoBeAEHHON paboTe no
TPaAULIMOHHOMY UCKYCCTBY, KWHOOBGCNYKMBaHWIO Ha 1-nonyroane 2017 r.:
oT4yéT KI'KM. — Anamatbl, 2017.

3 MNy4ykoBa E. MapKeTuHr B cepe TeaTpanbHOro Uckycctsa // http://www.
dissercat.com/ (nata noceuweHnus: 10.09.2017).

4 bowakoBa M. baHK ngen no teatpanbHomMy nuapy // http://www.teatrmpr.
livejournal.com/ (aata noceuieHums: 10.09.2017).

67



I'. ToxxueBa
«Anatay» [lacTypni ©OHep Teatpsl,
Anmartsl, KasaKkctaH

ASCTYPJI TEATP OHEPI JXAFAAWbIHAAFbI MAPKETUHITIK KbI3MET

AHpaaTna

¥CblIHbINbIN OTbIpFaH Makanaga AnMaTthl KanacblH4a opHanackaH «Anatay» 49CTYPAi eHep TeaTpbl KbI3METIHIH,
MbICanblHAa MOAEHUET MEKEMECIHIH, MApPKETUHITIK casicaTbl KapacTbipbliFaH. «MapKeTUHM YFbIMbIHbIH eneyii
6a3a’blK TYCIHIKTEPIHIH MOHI }XoHe OHblH Ka3aKTblH A9CTYPi OpblHAAYLWbIbIK OHEPIH, dCipece OHbIH XanbIKTbIK
YKOHEe KaCibu XanblKTblK oHAEP MEH Kynnep, 61, blpay/blK 6HEP, COHAaN-aK anTbIC Tapi3ai TYp/iepiH caKTay
}KOHe AaMbITy iciHe eneyni ynec KocaTblH WbiFapMallblIbIK YXKbIM KaFdanblHAaFbl epeKLWeniKTepi awbliFaH.
KaTtaH 6aceKenecTiK }afaanblHaa MaAEHM BHIMIe, My3blKasblK TeaTp 6G0MbIHLIA OHbl 93ip/ey, OpbiHAAY KaHe
KbIMKbITY CanacbiHa KaTbICTbl XaHa TYCiHiK KanbinTacTblpy Xonagapbl KepceTinreH. CoHbIH, iWwiHae gacTypai
OHepai inrepi XbUHKbITY 60MbIHLLA HapblK 3aHAapbIHbIH epeKLIenikTepi, 6y epeKleniktepai MapKeTUHITIK
3epTTeynepae navganaHy Hasapra anblHFaH. TYTbIHY KOFaMblHbIH, 6yKapanblK MageHWeTi 6acbiMAabIK

TaHbITbIN OTbIPFaH Xarganaa AocTypii eHepdi Ae KaMTUTbIH 6enrini 6ip MaaeHu cypaHbiMaap anuKblH, aHbIK
KepiHe 6epMeyi MyMKIH, MapKETUHITIK 3epTTeynepdiH Ae KepeK xepi ocblHaa. byn arfganga mageHuet
MEKEMECIHIH KypblIbIMbIHAA MAapPKETUHITIEH XoHe daHAPan3uHITEeH apHalbl anHanbicaTblH 66/1iM Hemece
CeKTopAblH 601ybl MaHbI3abl lWapT. MyHAaFbl *annbl TYNKi MakcaTt 6ypblHHaH KanbiNTacKaH KepepMmeHaepai
caKTan Kanyfa, CoHAan-aK XypPTWbUIbIKTbI, COHbIH iWiHAE KacTapAbl TeaTpra Kenten TapTy apKblibl TYpaKTbl
KepepMeHaep KanblintacTblpyFa Kenin Tipeneai.

Ty#iH ce3aep: [oCTYPAi eHePi canacbiHAaFbl MapKETUHT, MOAEHUET MEKEMECI, TeaTpAaFbl MAPKETUHITIK
KbIBMET Tacinaepi, MogeHu cypaHbiMaap, NabanK-punenLiHs.

G. Tajieva
Traditional Art Theatre “Alatau”
Almaty, Kazakhstan.

MARKETING IN THE CONDITIONS OF THE THEATER
TRADITIONAL ART

Abstract

The article considers the marketing policy of a cultural institution on the example of the Alatau Theater of
Traditional Art located in Almaty. The content of the meaningful constructs of the concept “marketing” is
disclosed with reference to the creative team, which is called upon to make a significant contribution to the
preservation of Kazakh traditional performance, its types as folk songs, works of professional folk composers,
dance, story-telling arts, and poetic competition - aitys. The ways of developing a new view of the cultural
product of musical theater in the conditions of tough competition, its quality of preparation, execution and
promotion are defined. In particular, specifics of market laws in the promotion of traditional art and their
accounting in the conduct of marketing research are indicated. With the predominance of mass culture of the
consumer society, the cultural needs of the general public for traditional art may not have a clear formulation,
which requires special analysis. An important condition in this topic is the understanding of the need to
create a special structure in the institution that deals with marketing and fundraising. The ultimate goal
should be to preserve the historical electorate, to create a permanent public by maximizing the involvement
of the public, including young people, in the theater.

Keywords: Marketing in the traditional arts, cultural institution, marketing techniques in theater, cultural
needs, public relations.
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ART FEATURES OF SELF-PORTRAITS BY THE PAINTER TOKKOZHA KOZHAGULOV

Abstract

This article focuses on the artistic features of the portrait genre in the visual arts. The main task is to find a
compositional identity and reveal the content of the self-portrait. The article is devoted to the self-portrait of
the artist T. Kozhagul, who made a special contribution to the Kazakh fine arts. The problem of comparing
self-portraits of the artist with self-portraits of world artists is the spiritual value of culture. In the article, the
specifications and similarities of the self-portrait are considered. The composer's decisions in the artist's
paintings are deeply rooted in philosophical thoughts and studied in terms of their depth and mastery. He
widely used in his work artistic, mythical and tattooing images of the Kazakh people. Determination of the
direct impact of the article on historical value and geographical space in the understanding of artistic value,
artistic value. The compositional structure of the author's portraits of the artist reflects the fact that the basis
of time and space is the basis of visual and decoding tools of different styles.

Key words: portrait, self-portrait, model, gamma, composition, plot

Introduction

Portrait is one of the most promising
genres of fine art. In the artistic space
of the XXI century young artists should
receive rich information from the classical
works of the world and the Kazakh fine
arts. Providing portraits, including scientific
publications about self-portraits, aesthetic
information will certainly contribute to the
formation of imagination of young artists,
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this will also affect their fantasy and the
world of artistic perception. In this article,
for the first time, on the basis of specific
examples, the fact that the writing of three
images in one picture is a serious problem
in the art of painting is considered.

“The peculiarity of this period is
determined not only by social changes,
but also by the internal laws of the
development of art, changes in the
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understanding of its substantive tasks,
poetic structure, stimulated by a change of
generations, which could be observed in
almost every republic.” [1, 142 p].

Portrait is a work of art, depicting the
harmony of the external appearance
of man and his inner world. What is a
portrait? Man's interest in man. Equal talk.
Portrait is the model's trust in the artist,
as well as the artist's ability to see in the
model a person, an individual personality
[2, 10 p]. In ancient times artists used to
paint themselves looking in the mirror.
Such methods, arising out of necessity,
have led to great trends in the visual arts.
This can be called progress in the portrait
genre.

According to art historian Bayan
Barmankulova: if an artist needs to find
a distinctive sign of color, the model is
a means of interpreting the essence of
creativity and art for the artist [3, 53p]. In
this regard, Michelangelo said: “the picture
should not just draw but it should be
conveyed with the help of thought.” Artists
began to think about their inner world
and paint portraits paying attention to the
mood of the person. In the XVII century,
Rembrandt began to produce psychological
portraits in the visual arts delving into
the inner world of man, the depth and
complexity of his spiritual life.

Among the outstanding masters of the
portrait genre is worth noting Leonardo
da Vinci, V. Titian, D. Velasquessa, P.
Rubens, among Russian artists there are
I. E. Repin, O. I. Kiprensky, V. I. Surikov, as
for the Kazakh artists it’s worth to note A.
Kasteev, M. Kenbayey, U. A., G. Ismailov, A.
Galymbayeyv, K. Shayakhmetov, S. Aitbayev
and others. In the Renaissance portrait
genre has another special genre called
self-portrait appeared. The artist raises his
status in society, portraying his portrait.
The concept of self-portrait (consisting

of the Greek word “Avtos” which means
“myself” and “portrait”) is an artistic
composition in which the artist depicts his
own image [4]. Psychological description
of the self-portrait reflects the artist’s
attitude to society and the environment,
and his artistic decision can understand
his assessment of his creative principles.
Humanity’s members are not like each
other, each person has its own unique
features. Therefore, the artist depicts his
own self-portrait through the mood of his
inner world.

The works of Jan Vai Eyck in 1433 and
Albrecht Direr in 1490 are the first self-
portraits in European art. One of the main
representatives of the Renaissance, the
talent of fine arts Albrecht Direr, who lived
in the period 1471-1528 years, was born
in Nuremberg, Germany, in the family of a
goldsmith. (see fig.1)

Durer was one of the first German artists
to depict a naked man. He deeply studied
such sciences as anatomy, perspective,
and mathematics. Durer went to Italy twice.
These trips contributed to the development
of the humanistic aspect in the artist's
work. Like Italian masters, Durer seeks to
know the world and humanity in a scientific
sense. [4, 87-88 pp] Artist Tokkozha
Kozhagulov who was grown up based
on the works of such artists is currently
developed as a person promoting the genre
of the portrait (see fig. 2). In 1979-1984,
he studied at the Kazakh pedagogical
Institute named after Abai at the faculty of
fine arts and graphics.

Methods

We analyze the artistic features of the
paintings by comparing the self-portraits
of the Kazakh artist Tokkozha Kozhagulov
with the works of world artists, as they
are similar in content. The great German
artist Albrecht Durer, who contributed to
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Figure 1. Seli-portrait Albrecht Durer. 1498. Prado Museum
Madrid. Engraving.

the development of the portrait genre,
created many works in the field of graphics
and painting. Initially, the artist wanted

to go to Italy, he was attracted by the
nature of this country. That is why the
nature is reflected on the background of
his Italian self-portrait. The artist portrays
himself in this painting as a trustworthy
person with a thoughtful look. The image
that allows you to evaluate changes in
yourself on the path of self -knowledge is
a self-portrait. This picture has become
one of the most popular paintings.

Durer skillfully presented his image of

a young and handsome man looking at
the audience from the right side. He was
wearing rich clothes, his golden curly

hair falling on his shoulders. Taking into
account the features of contrasting colors
in the painting, he used them properly.
For example, in describing his character,
the artist uses a close color scheme to
express calmness and restraint. In this
context, the landscape on the background
of the self-portrait gives the effect of secret
silence [2]. However, the self-portrait of
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Figure 2. Tokkozha Kozhagulov. Self-portrait. 1987. Water-
color.

Tokkozha Kozhagulov shows that the artist

is currently engaged in the genre of still life.

Judging by the picture in the background of
a self-portrait, a sculpture of a young girl,
the artist's brush and oil paints, you can
see that this is a self-portrait of a young
artist who has just embarked on the path
of art. Artist Tokkozha Kozhagulov skillfully
reflects the mood of using opposite colors
in his work. The artist was able to show in
his work that the contrasting colors can

be both warm and cold. Next to the self-
portrait there is depicted a sculpture of

a young girl and a painting by the painter
Titian called “Danae” and a portrait of

a mother. The images of young girl and
mother seemed to show the stages of life.
For example, a portrait of the grandmother
hanging next to a picture of “Danae”
indicates that after youth old age comes.
Here the artist rationally thought over the
composition [3]. These two artists also
expertly combine the features of colors

in the visual arts. From here, we can see
the similarity of artistic trends, analyzing
the creative experience of these artists. Of
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course, despite the similarity of fate, the
artists have chosen completely different
ways; their color world is also different. The
periods of their existence are also far, but
despite this, we can see similarities in their
works.

Since a person is a mysterious world, it
is difficult for an artist to depict it. Looking
at self-portraits by Dlrer who wrote it in his
26 years and self-portrait of Tokkozha in
21 years it is noticeable that the artists in
their work based on a certain period in life.
This shows that Durer depicted his image
with a thoughtful look, while Tokkozha
Kozhagulov describes the manner of his
youth. A distinctive feature of the paintings
of the two artists is — time. Time in a
broad sense is a historical dimension.

The diversity of our relations to the artistic
space and time is determined by the
diversity of our positions of consideration.
If at first art critics analyze the manner

in which artists depict space and time in
their compositions, then in the second
case they are joined by culturologists and
philosophers to study the spatial and
temporal framework in the content of

the work of art [6,35 p]. Of course, time
plays an important role in determining the
artistic characteristics of the works of our
artists. Only talented artists are capable of
depicting life on canvas with the help of a
brush.

The work of the great master of
painting Rembrandt (1606-1669) is
one of the outstanding masterpieces of
world painting. Dutch painter Rembrandt
Van Rijn Harmenszoon finds his calling
in portraiture. On the way to this
achievement, Rembrandt writes a lot of
his self-portraits and of his close friends.
(Figure 3, 4) In addition, Rembrandt along
with his interest in the genre of landscape
and portrait performs a series of portraits
of lower members of the social class. [7,

125-127 pp.]

Rembrandt’s contribution to art is
known in history as the Golden Age in
Holland. Rembrandt from childhood was
a portraitist, from the images of his self-

portraits made in different age periods
can be seen the flow of life. We will focus
on his self-portrait made in 1639 on the
technique of engraving. In his self-portrait
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in the style of etching Rembrandt with his
self-confident look instantly fascinates

the viewer. The image of the artist leaning
on a stone tablet shows his restraint.
Looking at the costume of the artist of

the XVI century, we learn what were the
costumes of rich people of the past period
[4]. Watching the interest of the artist
Rembrandt to art and self-portraits at

each stage, one can notice the similarity
with the artist Tokkozha Kozhagulov. He
also wrote many portraits. Art historian
Orazkulova K.S. said: “the view of nature of
his native land surrounded by mountains,
has strengthened the desire of Tokkozha to
art. As he said: "when | was a child | used
to draw on the ground.”

Especially distinctive was his desire to
portray the human image. Who knew that
this passion would gradually expand and
lead to such a success [8]. For this reason,
the artist even studying at the University
was determined to engage in the portrait
genre. The artist painted his self-portrait in
graphic style in 2010.

In this regard, we will focus on the
description of a self-portrait of the Kazakh
artist Tokkozha Kozhagulov embellished by
charcoal hatching. The painting reflects the
artist's thoughtful look on the viewer [5].
While the background of Rembrandt's self-
portrait is white, T. Kozhagul's self-portrait
is depicted on a black background. They
practically determine the relationship of
color, tone and hue. Both artists sensually
depict the shape of a person’s face and
skull. It is noticeable that they mastered
plastic anatomy very well. In both pictures,
the light falls from the right side. Both
artists were able to feel and present light
and shadow. In this regard, the rational
is the opinion of the critic B. Baizhigitova
who believes that the most important
thing in the work of Tokkozha is the light,
that is, the contrast of light and shadow [p
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9,14]. When artists present their mood, in
their view, we notice that they are thinking
about something. Looking at these two
paintings, we see that each artist wanted
to convey to us the images of the period
of its existence, while they attach special
importance to the style of clothing. This is
the truth of fine art. Relatively analyzing
the truth, we can draw conclusions. When
depicting a person, artists paid attention to
its shape and proportion.

Results

Artis like a huge sea. Art does not
stand in one place. Moreover, the bird
hovers exactly the same way in the sky on
two wings. For art, there is no limit, and
the reason for this is the development of
self-portrait genre, is not it wonderful?
The image of three portraits in one picture
is a great achievement. The image of a
self-portrait from three sides by the artist
Lorenzo Lotto was a great breakthrough at
the time. Lorenzo Lotto (1480-1556) is a
Venetian painter (see fig. 5).

Painting by Lorenzo Lotto “Three sides
of goldsmith” made in 1500 distinguished
from other portraits by its novelty. Here the
artist painted an image of a man in front,
turning and sideways on one canvas. By
drawing one image from different sides, it
leads them to one common conversation
and creates a new composition. This is
why this painting is valuable; it also forms
a new direction in the portrait trend [5].
Famous Armenian artist Martiros Saryan
(1880-1972) continued this trend in his
self-portrait "Three ages". Saryan wrote
many self-portraits. . (see fig.6)

In the self-portrait “Three ages”, the
artist not only depicts himself, but also
reflects the influence of continuous change
of time on the artist. His whole life is
connected with the brush, so the artist,
it seemed, in search of truth and reality,
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silently addressed his audience through
his images. Depicting portraits of a man
on three sides M. Saryan also painted a
portrait of his wife.

Let us consider the works of these
hardworking, patriotic, creative painters,
who performed tripartite self-portraits
and worked in various areas of portrait
like Lorenzo Lotto, Martiros Saryan and
Tokkozha Kozhagulov. Martiros Saryan
(1880-1972) is an Armenian painter.
Sarian painted many self-portraits. In
them, the artist is interested in the fate of
the artist and special aspects of life. In the
self-portrait “Three ages”, the artist not
only depicts himself, but also reflects the
influence of time changes on the artist.

His whole life is connected with the
brush and the constant search for truth.
Depicting a dreaming young man, a formed
man and an old man, the artist reflects the
slowdown in creative search, the depth of
his eyes at the old age shows the need for
further search and the artist depicts all this
based on saturated bright colors.

Art critic Manan Andronikova gives the
following description of the self-portrait
of Martiros Saryan called "Three ages":
against the background depicting the vast
steppes of Armenia, Saryan shows his
image in three forms: on the right — youth,
palette in his hands, looking into space;
on the left — maturity, looks at the picture
with a brush in his hand, right in the middle
of the picture shows his old age with a

main idea of this picture is to show the
movement of time, the movement of life,
life itself, the complexity of life, intelligent
experience, wisdom.

It is assumed that the artist for a
long time internally prepared to write
this picture. [10, 292 p.] A self-portrait
of Martiros Saryan depicted his creative
path in his life, dividing into periods. In the
self-portrait, we see the biography of the
artist. A handsome young man on the right
holding a small palette in his hands, as if
showing that he has chosen the path of
the artist. Still a little life experience, but
at the discreet nature you can understand
that a person has clearly set a goal. From
the picture on the left side of the picture,
you can see that the artist has creative
experience, self-confidence; even how
he confidently holds a brush in his hand
reflects his joyful mood in the portrait.

The third image of the artist - is old
age, gray hair, white beard, a look aimed
directly at the viewer. From this picture, you
can see that in old age in his eyes, there
was sadness, and he sits like in a deep
thought. Holding a brush, the artist takes
to depict on a white canvas what he sees
and understands, using a peculiar style. It
should be noted that before painting the
artist deeply delves into his inner world.
Evidence of this is the words of art critic
Manan Andronikova who reported the
appeal to his inner world when writing a
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three-sided picture. For the first time he
portrays himself as a formed person who
has found his place in art [6].

The painting “Stages of life”, written
in 1999 by artist Tokkozha Kozhagulov
shows three images. It depicts the
childhood, youth of the artist and the time
when he is full of energy in three different
compositional structures. Depicting three
images of three ages with a difference
of 12 years, the artist managed to find a
very good compositional solution to his
profession. Twelve-year cycle is important
in the tradition of the Kazakh people.
(Figure 7) In the concept of the Kazakh
people, the calculation of age is based on
a twelve-year cycle. The first cycle begins
at 13 years, and then added to 12 years.
It turns out two of this form a cycle of 25
years, three cycles of 37 years, and four
cycles of 49 years and so on.

Previously, older people when they were
63 years old said, “l am five times twelve-
year cycle and two years”, and when 85
years old said “l am seven times twelve-

year cycle.” Twelve years is a significant
period of human life. For example, the first
cycle (13 years) coincides with childhood,
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two cycles (25 years) is a time when a
person is full of energy, in three cycles (37
years) — a person is diversified, four to five
cycles (49-61 years) is a period of maturity,
and then follows old age. [11, p.250] We
see that the artist pays special attention to
age peculiarities, and he not only skillfully
depicts a self-portrait, but also attaches
great importance to the plot idea. Placing
the amulet on the edge of the fabric right
in the center of the picture the artist

brings harmony to it. The triangular amulet
shows an eye. We know that the number
three in the tradition of Kazakh people

is considered to be sacred. For example
three juz, three twelve-year cycle, third
time is a charm etc. People wore amulets
to protect against the evil eye, hex, and put
them on animals as well. They were read
and prepared by the mullahs, believers
and healers. Amulet worn around the neck
or worn in a hat or collar of clothing. In
addition, amulets are made of good-quality
expensive fabrics or leather.

This tradition exists to this day, and the
people should be aware that there is no
harm from it. “In our language there are
the next name, which are based on types of
amulets: the pillow-talisman — this product
from quadrangular non-ferrous metal. Split
talisman — talisman consisting of shiny
parts that are worn as decoration. Ruby
talisman — talisman decorated by ruby
stones. Embossed talisman — talisman
with embossed pattern. Golden talisman
— silver-plated talisman. Tumarsha —
necklace of precious silver, worn mostly
by girls. Talisman-tilla — a kind of amulet
covered with gold” [12, p. 331-332].

In the image of T. Kozhagulov, which
shows his youth, his shirt’s red color
reflects the stage in life when the person
experiences a burning feeling. A white suit
is a symbol of purity in life, and this is the
moment when a person is just beginning
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to understand what is what and turn his
dream into a goal.

Using contrasting colors as white and
red, the artist shows his perception of life,
and thus indicates that life has not only
white but also black stripes. The use of
white represents the pursuit of honesty
and humanity. When writing his own image,
the artist was able to accurately depict
proportional units of measurement [8].
Looking at the youth of Martiros Saryan, we
see a handsome, young man. The costume
on him is an image on its way of formation
as a personality.

The artist used contrasting colors. For
example white and black. Both paintings,
which depict youth, the shadow and
the light directed at the person, are
successfully combined. From self-portraits
can be seen that the artists are primarily
well-mastered human anatomy. It is seen
that the units of human nose, humeral
bones and head are equal. Even faceting
of the maxillofacial bones is taken into
account.

Along with the ability to penetrate into
the human soul, the ability to depict it on
canvas with a brush is a real achievement.
From the works of Martiros Saryan can be
seen that he drew with his left hand, that
is, he was left-handed. From the pictures of
Tokkozha Kozhagulov, you will notice that
he painted with his right hand. No matter
what hand painted, the main thing is clear
that both artists were talented, evidence
of this are their paintings in other genres.
Each of their paintings attracts people's
attention. Martiros Saryan was able not
only to delve into the human soul but also
to convey through the paintings what was
the personality of the 20th century.

Similarly, Tokkozha Kozhagulov became
the portraitist of his time. If we consider
this topic more deeply, we can understand
that in the evaluation of fine art and in the

process of studying the values inherent
in art there is a direct impact of time

and geographical space. The analysis of
the compositional structures of the two
artists' self-portraits reflects the specifics
of space and time as the basis of visual
and decoding methods of different styles.
Nevertheless, we should not forget that the
appearance of the works of our artists is
connected with spirituality along with the
level of their talent.

Discussion

Analyzing this article, we come to
the following conclusion. All of the
abovementioned artists have worked in
various fields and they are personalities
who have their place in the art of painting.
We see that the contribution of artists of
each century to culture, art and science is
precious (see fig.06). It is noteworthy that
the images of the genre of self-portrait are
not only a person, but also the inner world
of man and the temporary space of each
century.

Thus, they took their rightful place
in history. Last year a solo exhibition of
Tokkozha Kozhagulov called “Quiet music”
was held. The exhibition featured more
than 50 paintings of the portrait genre.

Holding such a big exhibition is a great
event. It should also be noted that in 2016
an exhibition of the artist Modigliani of 30
paintings in Moscow was held. Paintings
of such talented and capable artists affect
every viewer.

Many of the paintings of Tokkozha
Kozhagulov written in the genre of the
portrait were sent to museums. These
include portraits of Abay, Zhambyl, M.
Auezov, Mukagali, Tattimbet and others.
Also it is impossible not to mention the
group portrait painting. Picture by T.
Kozhagulov “Face of the great steppe”
refers to the group portrait.
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The painting depicts the head of state
N.A. Nazarbayev, British and Japanese
architects Norman Foster and Kisue
Kurokawa as well as mayors of the city. At
the round table is the layout of the project
EXPO-2017. He successfully portrayed the
moment of discussion of the problem with
the help of gestures. Represented not only
the personalities depicted in the interior of
the Baiterek monument, but also the view
of the city itself. This is a plot picture. The
peculiarity of the picture is that it contains
many elements of the genres of fine art
(see fig. 9).

For example, a portrait inside the
interior, a landscape outside the portrait, a
still life inside the interior. The value of this
picture is different in that the movement

Figure 9. T. Kozhagulov "Face of the great steppe”. 2017.

is clearly described in accordance with

the event. In the background, the tiger is
indistinctly depicted. According to the art
critic Turganbayeva Shahizada: in many

of the artist's works presented in a wide
creative range, the mythical, totemic
images remaining to us from the beliefs of
our ancestors are truly reflected. [13, 10 p.]
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In this context, the artist is working
on explaining his point of view on
different cultural and religious-magical
categories of the great steppe. Looking
at the composition of the picture, it can
be understood that the artist has been in
search for a long time, because it is very
difficult to paint so much on a horizontal
canvas. When depicting personalities on
the front row, he boldly used saturated
colors, and he painted a view in the
background in a blurred manner. The view
of the city from the window of the Baiterek
monument is very impressive, reflecting
the real life.

He skillfully depicted the formation
and prosperity of Astana, the relationship
between man and nature, the relationship
between earth and sky, and the harmony
of the environment. As if, he was passing
on the history of the 21st century. This
indicates the sobriety of his imagination
from which his desire to contribute to
the development of society and provide
common solutions for the whole nation is
evident. [10]

The compositions of the image itself
vary widely because the place of culture
in history is ambiguous. The painting is
a witness to a century, which conveys to
its audience the history of the world. This
picture is similar to the work of Leonardo
da Vinci's “Mysterious evening” (1495-
1498).

Let us briefly dwell on the history of this
picture. Leonardo da Vinci began painting
"The mysterious evening" in 1495 by order
of the Duke of Milan Ludovico Sforza and
his wife Beatrice d’Este. The painting
was completed in 1498. The characters
of the group portraits of the two artists
are arranged on the same plane so that
the faces of the characters are visible to
the viewer. The content of the picture is
contradictory.
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While the painting “The face of the great
steppe” radiates peace and harmony, the
“Mysterious evening” evokes a feeling of
distrust between people with pompous
thoughts on their minds [11].

Let us look at the general categories
of paintings by levels. Plot: the story of
religious and political plot. Plan: 1-Table
2-Personality 3-Landscape. Format:
horizontal — horizontal. Technique: fresco-
oil paints. Events reflected in the pictures
can not be compared. Because each story
is unique in its own way. Our goal - from
the point of view of art to determine the
methods used by the artist in painting, in
what direction they used these methods
and how did they act to convey their vision.

These paintings can be attributed to
the highest category, to the advanced
model. Because they have a plot. In the
portrait genre analysis, a more thorough
consideration of self-portrait and group
portrait complements the concept of
portrait.

The artistic potential of the artist of
each country can be unlimited. Each
artist perceives the phenomena of the
mysterious nature in his own way and tries
to reflect it on the surface of the canvas.
The genre of the portrait was more widely
considered due to a thorough analysis of
self-portraits, portraits and group portraits
of the artist T. Kozhagulov.

Conclusion
Summing up, we note that our goal was
to reveal the peculiarities of the mysteries
of fine art based on comparison of creative
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M.M.Kencinéek
T.K.>KypreHoB aTtbiHfafrbl Ka3akK YITTbiK OHEP aKageMuscbl
(Anmarel, KasaKctaH)

KECKIHAEMELLI TOKKOXA KOXAF¥N1O0BTbIH ABTONOPTPETTEPIHIH (TOJIT¥/IFATTAPbIHbIH)
KOPKEMAIK EPEKLWUENITI

AHpaaTna

byn makanapa 6enHeney eHepiHAeri NOPTPET KaHpPbIHbIH KOPKEMIK epeKLenikTepiHe Ha3ap aygapbliaibl.
bacTbl MiHAET- KepepMeH Ha3apblHa NOPTPET KaHpPblHAAFbI aBTOMOPTPET TYPiHiH, KOMNO3ULUANbIK
KYpblbiIMbl MEH Ma3MYHbIH ally. MaKanara Ka3ak 6enHeney eHepiHe 63 YeCiH KOCbIM KYPreH KecKiHaemelli
T.KoxarynablH aBTonoptpeTTepi apkay 60a4bl. CypeTLliHiH, aBTONOPTTEPIH 8/1EM CypeTLWINepiHiH,
aBTONOPTTEPIMEH CanbICTbipyAa TybIHAANTbIH MaceNie- MOAEHUETTIH pPyxaHW KyHAbINbIFbl. Tanaay apKblibl
KapTuHanapaarbl epeKLlenikrep MeH YKcacTbiKTap axblpatbingbl. KeciHaeMeliHiH, KapTuHanapbliHAaFb
KOMMO3ULMANbIK Wewimaepi TepeH dunocodpusanblK onnapra Kypbiibin, Ma3MyHbIHbIH TEPEHIIrNMeEH,
KepKeMairimeH epekKlueneHeTiHi 3eptrenreH. On Kasak XanKblHAafFbl 94€T-Fypbin, MUPTIK, TOTEMAIK
6enHenepaiH WolHanbl KepiHic Tabybl WbiFapMalbliNblFbiHAA KEHIHEH KodaHFaH. MaKanaHblH TYHMiHi
6eHeney eHepiH 6aranay, eHepre ToH KyHAbINbIKTapabl YFbIHY 6apacbiHAa Tapuxy yaKblT NeH reorpadusnbik
KEeHICTIKTIHAE Tikenen acepiH anKkpiHaay. CypeTwiHiH aBTonopTpeTTepiHAeri KOMNO3ULUMANbIK KypblibiMaapsbl
op TYpAi cTunbaeri 6enHeneyLli xaHe anKblHAAYLW bl Kypan — TOCiNAepiHiH, Heri3i KeHICTiK NeH yaKblTTbl comMaay
epeKLeniriHae eKeHi KapacTblpbliFaH.

Ty#iH ce3aep: MOPTPET, aBTOMOPTPET, MOAENb, FAMMa, KOMMO3ULMS, CIOMKET.

M.M.KencuH6ek
Kasaxckas HaunoHasibHas akagemus cKycTB umeHu T.K. XKypreHosa
(Anmarsl, KazaxcTtaH)

XYAOXECTBEHHBIE OCOBEHHOCTU ABTONMOPTPETOB JKXUBOIMUCLIA TOKKOXXHU KOXKATI¥JIOBA
AHHOTauMA

B 3101 cTaTbe yaeneHo BHUMaHWE Xy10XKEeCTBEHHbIM 0COBEHHOCTAM XaHpa NopTpeTa B M306pa3nTeNbHOM
UCKyccTBe. [NaBHas 3aaya- HanMTM KOMMNO3MLIMOHHOE CBOe0o6pa3mne 1 PacKkpbiTb COAEPIKaHWe aBTOMOPTPETa.

CraTbs NoCBsLLEHa aBTONOPTPETY XyAOoXKHUKa T.KoxKaryna, KOTopbli BHEC 0COOLIM BKN1aJ B Ka3axcKoe
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n306pa3snTebHOe UCKYCCTBO. Npo6iema cpaBHEHUS aBTONOPTPETOB XYAOKHWKA C aBTONOPTPETaMM
MMPOBBIX XYLOMHUKOB- 3TO lyXOBHAs LIEHHOCTb Ky/bTYpbl. B cTaThbe paccMOTPEHbI CrieLiMdUKaLIMKM 1 CXOACTBA
aBTonopTpeTa. KOMNO3ULIMOHHLIE PELIEHUS B KAPTUHAX XYA0XHWKA MMY6GOKO YKOPeHEHb! B GUN0CODCKUX
MOUCKAX W M3y4YeHbl C TOYKM 3PEHUA UX MyGUHbI M MacTepcTBa. OH LIMPOKO UCMOb30Ba B CBOEM
TBOPYECTBE XyAOMKECTBEHHbIE, MUDUYECKME U TaTyMPYIoLLME 06Pa3bl Ka3axcKoro Hapoaa. OnpeaeneHHo
npsiMoe BO3ENCTBUE UCCNEA0BaHMS HA MCTOPUYECKYIO LIEHHOCTL M reorpaduyeckoe NpocTpaHCTBo B
NMOHUMAaHWK XY[0ECTBEHHOW LIEHHOCTH, XYI0MECTBEHHOM LIeHHOCTU. KOMMO3WULMOHHAsA CTPYKTYpa aBTOPCKMUX
NMOPTPETOB XYAOXHMKA OTPaXKaeT TOT GaKT, 4TO OCHOBA BPEMEHU U MPOCTPAHCTBA AB/IAETCA OCHOBOM
BMU3YyalbHbIX U IEKOAMPYIOLLMX MHCTPYMEHTOB Pa3HbIX CTUMEN.
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P.K. Cankaiibaesa '

'T.K. ’KypreHoB aTbiHaaFrb! Ka3aK YJITTbIK OHED
aKajleMUsIChl

Anmarsl, Kasakcran

IKCTPEMU3M
TAKbIPbIbbIH -
[NAFbI
TEATPJIbIK

KOMbIJIBIMIAP

AIHU SKCTPEMM3M TAKbIPbIEbIHAAFbI TEATP/IbIK KOMbIILIMAAP

AxpaTna

MaKanaga ucnamgarbl SKCTpUManbl XXaHe paauKkanibl Tepic aFbiMaap MeH KenTereH AiHu arbiMAapably,
nanaa 6onybiHa 6alnaHbICTbl, KOFaMAa Kepi casick yrbiMAapablH Nanaa 60nybl, agaMHbIH caHa ce3iMiH
YNanTbiH, 9NeMAiK AiHAEPAiH aTblH XXaMblabin Tepic 6aFblT 6EPETiIH AiHW CeKTanapablH 3KCTpemanabl Typae
KanTaybl, XanblKKa 3UsHbIH TUTI3iN aTKaHabliFbl Typanbl. COHbIMEH KaTap Ka3saKcTaHaarbl AiHW pagnKanabiK
YOHe aKTpUManbl TakblpblNTaFbl CNEKTaKNbaep XKenici bagHaanagbl.

Tipek ce3pep: TeaTp, pexuccep, aktep, AgpamaTtypr, 6acTbl KERINKep, KONbINbIM, 6HEP, 4iH, ucnam, Tepic

arblM, pagnKanablK, SKCTPEMMUCTIK.

Kipicne

[iHn cayaTcbI3ablK — AiHK
3KCTPMMMBIiMHIH 6achl. [liH agam3ar
TapuXblHAA I3riNIKTiH Kypanbl 60/FaHbl
aHblK. [diHW 3KCTPEMU3M AereHimis —
casicu KylTepaiH e3 MaKkcaTTapblHa XeTy
YLWiH AiHAi cascaTTblH, Kypasbl eTin anbin,
KaTblres casicm MaKkcaTTapblH Ky3ere
acbIpbIM, AiH aTbiHAH MEMJIEKETKE KapcChbl
*acanfaH Kypeci. Centin, onap 63 6uUniriH
OpHaTyFa, OpbliHAATYFa YMTbIaabl. FbiibiM
MEH TEXHOJIOMMS AaMblFaH Ke3/e AiHu
3KCTPEMMU3M [AErEH YFbIM Wi KOMAaHbIbIMN
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Xyp. JiHimisai 6ypmanan apTyp/i
YaHanblKTapabl eHrisin, AiHiMi3aeH,
TiniMi3geH, MoAeHUETIMI3AEH, Ka3aKThl
Ka3akK €TiNn KepceTeTiH canT-AaCTYPiMi3eH,
YNITThIK KYHAbIbIKTapPbIMbI34aH anbIpbir,
YMbITTbIPFbICHl Keneai. Kasakctanaa aiHu
aFbiMAapAblH €PKiH Tapanybl MEH OflapAblH,
KaTapblHbIH, KYH caHan ecyiHae XalblKTblH,
acipece acTtapablH AiHM cayaTblHbIH,
TOMEHJIri Y/IKEH bIKMNablH TUTi3in OTbIp
Jeyre 6onagasbl. [liHre, UMaHablbIKKa

6eT 6ypfaH KacTtap, enjiH, oTéacbIHbIH,
MYAOJECIH KaTe WelliM KabblngaraH
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afaania Kanaw 3apaan LereTiHAiriH
TYCiHETiHAEeN cayaTTbl/ibIKkKa e 6onfFaHa
FaHa MaceneHiH anablH anyra 6onagpl.
byriHri TaHaa AiHW 3KCTPEMU3M MEH
TEPPOPMU3M ce3aepi 6yKi anemre TaHbIC
Wwhirap. KazakcrtaHaa aa AiHM 3KCTPEMU3M
MEH TEPPOPM3M TaKblpbiNTapbiHa
KaTbICTbl MOAIMETTEP KETEPNIK. byn
atajifaH MaCeNeHiH FanamblK aeHrenae
OpbIH anbln OTbIpFaHAbIFbIHLIH 6eNrici.
KasaKcTaH anem engepiHe Kenterex ynrt
oKinaepiHiH 6en6IiT eMip cypy MEKEHI
peTiHAe TaHbl/IFaHbl pac. [lereHMeH, [iHu
3KCTPEMU3M Maceneci 6i3aiH enimisai
[le avHanbIn 6TKEeH oK. Kasipri yakbiTTa
[BCTYPNi EMEC KaHe paauKanapl AiHaep
OyKapasblk aKnapaT KypangapblH 6enceHai
KongaHaabl. KebiHge actap HerisiHeH
6enceHai KeneTiH cananapabl TaHaangbl.
yKacTap 6yriHri TaHga afa ypnakneH
canbICTbIpFaHaa FanamTop KypanaapblH
Ken nanganaHaabl. COHAbIKTaH }acTtap
TYPANi AiHM aFbiMJap MeH CeKTanapibiH
bIKNangapblHa KebipeK Tyceai. annbl giHn
3KCTEPMUIMHIH TapanybliHa ceben 6onaTbIH
Xargannapabl atan etcek: EH GipiHLWi AiHK
cayaTtcbi3ablK. [liHre 6iniMm MmeH kenmey
— [liHW cayaTCbI3AbIKTbIH 6aCTbl KOpPIHiCi
60nbIn oTbIp. EKiHWICI «@3i eWwTeMeHi
6inMen, el Hapce Typanbl oMnaman, AiH
Typasnbl cennereHaepaiH, CesiHiH 6api
[lypbIC eKeH — Aen epin KetynepiHae.
OcblHAan fiHu cayaTCbI3AbIKTbIH KepiHici
— AiHW paauKangaHyabiH cebebi 60/bIn
oTbIp. XacTtapablH e3renepre enikreyi
— 3KCTpeMU3Mre anapap *osn 60bIn
Tabblblbl, BUTKEHI AKCTPEMMUCTTIK
nambiMAa AiHW YCTaHbIMbl €H, LUbIHAMbI,
aKuKar api Taza gen unaHgsipagsl [1].
FanamTop KeHicTiriHaeri aKCTPEMUCTIK
cauTTapblH epKiH KomKeTiMainiri ae
MaHbI3bl cebenTtepaiH 6ipi 60nbIN
Tabblnagbl. MyHaan cantrapga
MYCbIIMaHapAblH, KbICbIMFa YLbIpayhl,
acipece AKLL, Eypona, N3paunbaeri

MYCblIMaHAap Typaibl aknapatrap,
30pJlaHFaH, KaHFa ManblHFaH agamMaap/blH
cypeTTepiH, 6enHe — }azbanapbiH

alllblK KepCEeTY apKblibl Ky anemai
MYCblIMaHZapFa »Kay peTiHae KepceTyre
yMTblnagbl. CoHpan — aK, cauTTafbl

TYPANi WenxTapAblH, yarbli3gapbl 6enHe —
}a3ba TypiHae TapaTblnagbl. Yarbi3gapaa
3anblpnbl GUNIKTIH MCNaMFa XaT eKeHgairi,
MYHAan memneKkeT 6acKapylublnapsbl, AiH
KbI3METKep/iepi «qiHHEH LWbIKKaHaap»
JereH nikip ganenai antblabin, onapfra
6arblHGayFa WakKblpblnagbl. MyHaan
aKnapatTap cayaTbl TOMEH, 63iH MyCblJIMaH
CaHamTbliH alaM CaHacblHAA KbICbIMAAFbI
MyCbINMMaHaapabl KYTKapy MeH Xxanuoar
cunartbliHAaFbl MEMJIEKET KYPYFa KaTbICy,
KaxeT 6osca, KypbaH 60y Typasbl oM
TyblHAaTaAbl. ©3 OMbIH canTTa 6epineTiH
MUxagKa WblFy, Waxua 6oy Typansl
XaaucTep MeH aaTTap apKbl/bl HblFanTbIM,
e3repMec ycrtaHbIMfFa, eMipJlik MaKkcaTka
anHanabipaabl. Keneci cantrap agamabl
GiplieH Kapy/bl }UxaaKa WblFbIN, 3anbipbl
OWNIKTI KynaTyFa Wwakblpmangbl. Onap
3anblp/ibl BUNIK HEMECe e3re aiHaerinep
Typasbl CblHW MiKipnep 6ingipmengi.
MyHOan cantTapAbliH CblPTKbl 6€3eHaipinyi
[e TeK UCnamfa apHanfaH aknapatTblK
noptan TypiHae 6epinyi MymKiH. Onapaarbl
6acTbl MaKcaT: MeEMJIEKETTE Facblpnap
60Mbl KanbiNTacKaH ASCTYPAi AiHAi
OenweKkTeyaeH 6actanaabl. bepinren
canTTapiblH opTaK ypaHbl «Tayxua —

OyN MaKcar, af Xuxajg — OHbl Xy3ere
acblpy XONbl», ¥KMUXa 9PKIMHIH XKeKe
MIiHAETI» - oereH on. byn on allbIK Hemece
acbIpblH TYPAE MenniHwWe 6enceHi Typae
Tapatbinagbl. Cangapsl peTiHae KoFamaa
apab engepiHiH, YNTTbIK KMiIMiH KUreHaep
MEH MELLITKE KyNnafblHa HaYWHWK TafbIM
GapaTtblHAap Nanaa 6ona 6actajbl. ©3re
ere ¥uxajKka aTraHbin efiM KyllKkaHaap
MEH 63 efliH[le IKCTPEMMUCTIK naeanapasbl
Tapatbin TYypMere KamasnaraHaap caHbl
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Kebenai [2].

CoHfAblKTaH, MyHAan MaceseHi welly
YNTTbIH, KENGETIH caKTayablH Kenini 60aMak.
Bip ynTTbIH AiHM YCTaHbIMAApP HEri3iHae
6eniHyi cangapblHaH TyTac MEMJIEKETTEPAIH,
TYPaKTbINbIFbl WWaWKanFaHAbIFbIH Tapux
KepceTin 6epai. ATanMbill MOCENEHIH,
aniblH any Ke3eK KYTTipMEWTIH Wwapa.
byn 6afbiTTa, 3aHaap KawTta Kapanbin,
TONbIKTbIPbIIAbI, apHay/bl OpTanbIKTap
Kypbinabl. AKnapatTblK TYCIHAIpY
YMbICTapbl KywenTingi. Ananaa, aiHu
IKCTPEMU3MMEH KYPECTE EH MaHbI3Abl
Kagam 6y OiHW cayaTTblNblK eKeHAIri
faycbl3. [liHn cayatTbl 601y YWiH 6enrini
— 6ip AiHK KypcTbl GiTipy WwWapT emec. [iHn
cayaTTblbIK YITTbIK TapuX, 4OCTYPMEH
KaTap, oanemMaik AgeHrenaeri ypaicrepaeH
xabappap 6onyaaH Kypanagbl. ©3 oTaHblH
CYIO MEH ASCTYPIiH YCTaHy, TapuUXbIH
KacTepney fAiHW cayaTTblbiKTbIH 6ip
Kblpbl. ONTKEHI, Ka3aK TapuxblHa YHiIreH
Ke3-KenreH ajaM Kasak xa/ikblHaa e3re
enpi }aynay, esre yaT rneH AiHai Kemcity
CeKingai KepiHictepAiH opblH anMaraHablFbIH
Kepefi. Ucnam aepeKkKke3aepi MEH OHbIH,
CaH FacblpnblK TApUXbIHA YHINTEH Ke3
KeJireH ¥aH ucnam MeH NaHKeCTIKTiH,
3KCTPEMU3MHIH, T.6. agam3aTKa Kapcbl
KacTaHAblKTapablH 6ip — 6ipiHe Myngem
aT eKeHiH kepegi. [3] CoHaamn-akK,
YATTbIK 9CTYPAiH UCnam wapTTapbiHa
Kapcbl KENMEWTIHAIrH, TiNTi yHAecin
TypaTblHAbIFbIH 6anKay YLUiH Ae acKaH
cayaTTblbIKTbIH KaXKeTi XOK.

9picrep

TeaTp — xanbIKTbl 3CTETUKANbIK,
ajlamMrepulinik nex isrinikke tepbueneyaiy
aca MaHbl3abl Kypanbl. COHAbIKTaH
TeaTp Aa acTapfa Tanim — Topbue
6epeTiH eHep opaachl. KasaKCTaHHbIH,
BipHelwe o6blNbICbiHAa UCNaMAarbl Tepic
paAuKaniblK aFblM Typasbl CeKTakbaep
KOMbINbIN Xyp. Cupusigarsl Kapynbl
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KaKTbIFbICTapFa KaTbICbIM }aTKaH
KasaKcTaHAblKTapabl AypbIC XOonfa cany
YLLUiH X9He ajacyaaH CaKkTaHabIpy YLUiH,
eHepae )ypreH 6i3fiH KapybiMbI3 TeaTp
60/IFaHablKTaH, 6HEP apKbl/ibl COHbI anTCaK,
XalblKKa *KeTKidy 60/bIn Tabblnblgbl..
OcblHAaM TaKbIpbINTaFbl KOMbINbIMAAP
CTyAeHTTepre, OKyLbllapFa XoHe a3anay
MeKeMesiepiHae e KOWblbIN OThIpYbl

THic. ac apamatyprrep ocblHAaKn AiHu
TaKblpblNTaFbl Nbecanapabl KebipeK xasca
[en WwakKblpFbiM Kenefi. AKblpbiHaan

Oy TaKbIpbINTafFbl KOMbINbIMAAP Teatp
caxHacblHAa caxHanaHbIn aTblp. COHbIH,
6ipeyi KaparaHabl KanacblHaarbl CoKkeH
CendynnuH aTblHAaFbl 06MLICTLIK TeaTpaa
JiHW 3KCTPUMU3M TaKbIPbIObIHAAFbI
npamatypr KeHec HymMabeKoBTiH,
«ApacKaHgap» Nbecacbl caxHanaraH.
CrneKTaKbJiH KOWOLWbl pexuccepi —
TeaTpAblH PEXUCCepi XKaHe aKTepi
Cnambek XXymaranu. Kasipri kesgeri
aKTyanibl TaKbIPbINTbIH Gipi, TEpPIC
aFbIMHbIH YKETeriHae KeTin, WeT enae

MepT 60/bIN KaTKaH Kac otéacbliap
Typanbl. CneKTaKNb/iH HErisri Makcarbl:
HacTtapabl oypbIC aFbiMFa Topbuenen,
JiHHIH Tepic 6afFbITbiH Kabblaaan

¥YPreH })KacTapbiMbi3fFa AYPbIC XKONAabl
HacuxaTTanTblH KOMblIbIM. Bac Keninkep —
basHranu esre fiHAi yarbisgaywbiiapabiH
opTacblHa Tycin, oTéacbkiCblH CupusiFa
KeTyre KeHAipin, wekKkapa achbin KeTei.
MycblIMaH MEMEKETIH KYPbIN, YypnaFblHbIH,
PYXaHW }oHe MaTepuanblK araanblH
¥aKCapTKbICbl KENTeH aHysa NaHKeCTiK
TONTbIH MYLLECiHE anHaNfFaHblH KENIHHEH
OipakK TyciHeai. bipak 6yn ke3ae 6apnbifbl
TbiM Kell 6onaabl. Pagukangbl Ton
Myllenepi 6ac KeninkepaiH, 6anacbiH
6ocaTkaHMeH, basHFanuai xxyb6anbimeH
Oipre atbin TacTanabl. byn Kanrbinbl OKUFa
LWbIHaMbl eMipaeH anbiHFaH. LLbliFapmMaHbiH,
aBTopbl, ApamMatypr KeHec }ymabeKoB 6y
NbecaHbl }a3bacTaH 6ypblH, Ken i3aeHin
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TaKbIpbINTbl 6apbIHLLA 3€PTTErEHIH anTabl.
KenTereH 6ykapaliblK aknapaTrapra
CyMeHe oTbIpbiMn, 60NFaH WbIH OKUFanapaaH
TyblHAafFaH WblFapma — aenai.

Tankbinay

Ochbl TaKblpbiNTaFbl TaFbl 6ip KOMbIbIM,
TopOUeENiK TaFbl/ibiMbl MOJ1, KEPpEPMEHTe
OW canaTblH, agaMmaapbliHblH 60MbIHAAFbI
9INeTTiNiK, aganblK, WbIHLWbIIAbIKTbIH,
’ac ypnakka 6epep Topbumenik MaHbi3bl
30p EKHiH KepceTin, naeachl Kasipri AiHu
axyanblH aK KapacblH a)<blpaTy YLiH
KeneHKeni )aKTapblH 6enHenen }aTtxkax
KOMbINbIMHbIH, 6ipi. AKTe6eHiH Taxayu
AxTaHOB aTblHAaFbl 06/bICTBIK ApaMa
TeaTpblHAAFbl GUbINFbI }aHa MayCbIMbIH
allKaH AiHM 9KCTPEMU3M TaKblpblOblHa
apHanfaH gpamansiK wWbiFapma. aban
EpfranneBTiH, «Ecirimai KakkaH Kim?»
[ereH nbecacbl caxHanaHgpl. Teatp
anpekTopbl Hypnblbek HybaTKkaH anfalKbl
KOWbl/ibIMFa 06/1bIC, Kana 6aclubliapbiMeH
oipre }eprinikti UMampaap, Teonortrapabl
LIaKblpFaH ekeH. KonblbiMAbl XanblKKa
ycblH6ac 6ypbIH AiHK cayaTbl 6ap
ajampaapiblH CbliHbIHAH OTKI3inTi. iHn
3KCTPUMM3M TaKblpblObIHAAFbI CMEKTaK/Ibre
06/1bICTbIK 9KiMAIK TancbIpbiC 6epreH. OHep
apKbl/ibl XanblKTblH CaHacblHa KenTereH
blngap 60Mbl COBET 6KIMETIHIH, Topbue
OepreHiH 6apimi3 Kepaik. PeBontouus,
COFbIC, KOMYHU3Mre eHy Typanbl 601ca
[la, auTeyip MeMJIEKETTIK MaHbl3bl 6ap
Moacenenepain, 6apnbifbiHa gephik, con
TaKblpblNTafrbl CNEKTaKIbAEP KOMbIbIM
OTbIpAbl. byn cneKkTaknb oCbiFaH AeuiH
ActaHagarbl Kannbek KyaHbll6aes
aTblHAaFbl TeaTPAbIH, penepTyapbiHaH
anblHFaH XaHe KOLIbl peXxuccepiH
Gipre WwakKblpraH. ACTaHanblK pexunccep
HypnaH XymMaHUA30B KOWFaH CeKTaKkbae
6acTbl pengepai AKTebe TeaTpbliHbIH,
}ac aktepnapbl }aHHa OTereH,
Kaaip KytTbibaeB, [laypeH HapmaH,

Manryn Mya6aea comaanabl. Okura
¥enici 6oMbIHLLIA KYHAENIKTI KepiHic.
KapanaibiM Ka3aku ot6achl. YAiH

ilWiHae Kapus HemepenepiH oMHaTbIM
oTbIp. HemMepenepiHe TaknaKTapbIH
aWTKbI3bIMN aTacbl CYUCiHIN Kapayaa. bip
Ke3jae caxHaja HeMepeci }aHap aTtacblHa
aHacCblH CaFbIHbIMN XYPreHiH, Kenin Here
asnbln KETNEWTIHIH anTbIMN *blaFbICbl
Kenepdi. Con yaKbITTa aXKeci aHacCbIHbIH
KeneTiHiH anTbin KyaHTabl. ApTbIHLWIA

Ken KyTTipMen Kbi3bl ['YIHYp Kenegdi, 6eT

— XY3iH aHblKTayFa MyYMKiHAIK 6epMENTIH
HMKab, Yaapa MeH napaHXa ceKingi

Kan — Kapa 60n KWiHin TyMwanaHbin
anfaH, TiNTi KoNblHa AeWiH Konfan Kuin
anfaH. OKe — LWeleciHiH TebenepiHeH
YKal TYCKeHen TaHfFanbIn Ta, KOPKbIM Ta
TYPbIN Kafiagbl. AHacbl 63 Kbl3blH TaHbIMaw
ycTenai anHana Kawapbl. KeHeTTeH yure
cakangbl aK Kewnek, ak gamoan K1reH,
KongapblHia TOCMNUbIK YCTaFaH, ay3blHaH
«Annacbl» TYCNEWTIH eKi KOHaK Kenin Kipeai.
bipeyi [YNHYpAbIH KyWMeyi, 6ipeyi apb6aylLubl
HKymaH. KipreHHeH «ceHep AiHai aypbic
ycTaHGaMncbIHaap, KanipciHaep, OpbICTbIH,
TacacblHAa Kanbln KETKEHCIHAEeP, AOMObIpa
TapTbin, 9H anTbin, 6ata OKblIFaHaa 6eTTi
cunamaHgap» gereH cesaep anTblibin
*aT1Tbl. CenTin pagnkanibl AiHAI yCTaHFaH
ybannap ata-aHacblHbIH, TyFaH — TybIC,
[10C — }apaHHblH aKbl/l1 KEHECIH TbiIHAaMak,
6opiH 6ip Me3eTTe TacTan, KillKeHTaun
Kbl3aapbiMeH 6ipre CupusiFa attaHagbl.
AKblpblHAa 6acTbl Keninkep MynHyp ot
6oparaH KaH/bl COFbICTbIH OpTacbiHAa
Kyneyi ACKap MeH Kbl3bl }KaHapaaH
anblpblbin, enre opanaabl. CneKTakabiH,
COHbl OpaMa/iblH LWeLWin TactaraH
['YNHYPAbIH, 6KiHiWKe TOSIbl MOHOJIOIbIMEH
asikTanagbl. MeganbblH €Ki }afbl CEKiNAi.
[iH — pyxaHu ceHimai YMbICTbIpYLLbI 60NCa,
EeKiHLWi XaFblHaH ipiTywWi Kypan peTiHae

Je nanaananbinagbl eKkeH. [iHae xa3sblK
KOK, alaMHblH CEHiIMiHE e, CeHTici KenreH
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HopCeciHae e alblM }OK, TEK COHbI
63 NangacblHa wWeLwin, apam NUfblblH
y3ere acblpylibliap Kasip oN1eMHiH
ThIHbILWbIH KETiPiN TypFaHblHa Gipluama
HbIAbIH *y3i 6014bl. AKNnapaTTbiK COFbIC
KYPIN aTKaH epKeHNeTTe aKkuKaTTbl,
WbIHABIKTDI, iWTEri KyaanblH i3aeyuinep
CbIPTKbl TYCIHIKTEPMEH COMKEeCcTeHAiIpe
KafaMblH aenTiHaep Ken ani. Kewweri
«eCiriMi3ai KafbIn KipreH» }aT afbiMaapra
onci3aep FaHa epinTi. KonblibimM con
Typanbl 6asgHaaraHgan. TeaTp apTicTepi
KepepMEeHre COHbI YKTbIpabl. Pexuccep
6yN KoMblIbIMMEH 6acKa afbIMFa TYCKEH
HaybIpnapMeH KYpecy YLlIiH eMec, Kanta
oflapfa }apaem 6epin opTambl3fa
OpanTy YLWiH KOMbI/IFaH TyblHAbI- AEM.
AiHai myngem yctanbaHaap agereHae
OV aMTKbIMbI3 KEJIMEWTIHI aHblK, 6ipak
cayaTTblIbIKNEH KeNreHimis aypbIiC eKeHiH
anKbIMbl3 Kenegi. Tepic aiHW aFbIMHbIH
Kyp6aHbl 60/1aTbiHAaPAbIH 6aCbIM KenLWiniri
— AiHuK cayaTtcbI3 acTtap. OcbiHAaK
OKWFanapblH cangapblHaH 6ypbIH 6anachl
AiHre 6eT 6ypca KyaHaTblH aTa — aHa Kasip
KOpKaTblH fapexere eTTi. Ocbl TaKbIpbINTa
93iN — bICKaK «OHEp KblpblHAAPbI»
TeaTpbla KenTtereH AiHn TakblpbliNTapabl
93i/IMEH XEeTKi3in, Topbuenik maHi 6ap
TYbIHABINbIP Xacan Xyp.

LUbiFbic Ka3akctaH o6nbiCbiHAa Aa
[iHW TaKbIPbINTaFbl CaxHablK KONbIIbIM
2014 *blnbl KONbIIFAH eKeH. «LLbipMmaybIK»
KOMbI/IbIMHbIH, CLEHapWbIH 6eNrini
aKTep, TaHbIMan pexuccep, apamaTtypr
- bek PamasaH »*asfaH. KotolLwbl
pexuccepi - OKeneeB CaxaH Jonanybl,
KoloLbl cypeTLli-AngabepreHos byn
CNEeKTaKIbAe LIETENre OKyFa KETKEH
6onbin, Cupuagarbl Kapybl KAKTbIFbICKA
6apfaH Ka3aKCTaHAbIKTbIH, OKiHinM,
KalTadaH OypbIC KOJIFa TYCY Xafaanbl
6asiHaanaabl. «byn - Kasipri kesge agachbin,
Tepic 6afbITTa OHbl MEH COJIbIH TaHbIMaMK
YpPreH }actapabl, 4iHAi, 4oCTypAai
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TepicTen, HamMmas OKbIMaK }ypreHaepAai
«Konip» Aen XypreH KaHaactapbiMbl3bl
KOPreHHeH KeniHri 6i3iH iluTeH WblKKaH

aH alkangan» — aenai TeaTp AMPEKTOPbI.

KasaKkcTaH MycbliMaHaapbiHbIH, [iHK
6acKapmachl }uhap aen }enikkeH,

aT afblM KeTEriHae XypreHaepmeH
caxHa/lblK KOMbINbIM apKblibl Kypecy
TociNiH 6actagbl. ANTynapblHLIA, KONTiH
caHacblHa TeaTpflaHFaH KepiHic apKbl/bl
acep eTy Tnimai ekeH. OkuFa xenici 6ip
0oT6acCbIHbIH 6Mipi apKbl/ibl KOFaMaarbl
AiHu axyanabl cypetrengi. Konbiibimaa
LieTenre My3blKasblK 6iniM anyra KETKeH
Y/IblH 3apblfa KYTKEH aTa-aHa 6ananapsbl
Kene Xatblp AereH xabapbl ecTicimeH
TYFaH-TYbICTApPbIH }WbIMN, AaCTapKaH
¥aunbin, ynagapbiH Kapcbl anaabl. bipak,
aT aFbIMHbIH, XETEriHae KETKEH ynaapbl
»}ongactapblMeH Kenin onapabiH
KyaHbllWbIH Cy cenKkeHaen 6acagpl.
YnKeHaepaiH anTKaH KeEHecTepPiHe KyaK
canMaraH ynaapblHbIH aT afbIMFa

O0M YpFaHblHA K63 XETKI3reH oKe OHbI
NOJIMUMSAHBIH, KONbIHA Tancbipagbl. An ilWKi
icTep canacblHbIH KbIBMETKEPSIEPI apHambl
[iH OKiNiH WaKbIpbIM, }XYPreH *onblHbIH akK
— KapachblH axblpaTbin 6epeai. *Kactapabl
WhblpMayblKTaK WhblpMaraH OCbl KOPiHICTi
TeaTp aKTepnepi e eTe }KaKCbl COMAaraH.

HaTtHxxenep

En6achbiHbiH: «bi3 KoFamaa, acipece,
»acTap apacblHa [liH1 3KCTPEMU3M
NPOoGUNaKTUKACKIH KYLLENTYIMI3
KepekK» - AereH }onaayblHa Tikenen
conKec Kenegi. Ocbl Macene 60MblHLLA
XYMbICTap Kelleyingen KaTKkaH cekingi.
EH GipiHWIi ocbl AiHW Tepic aFbiMaapabl
OI0 YLWiH 6i3 MeKTen TabanablpbifbiHaH
6actan, 6ananapfra aiHM cabakTtap
eTinyi Tvic. MeKkTenTe AiH Aece Wollblm,
JoCTypni AiH HacuxatTanMmangbl. JiHai
TEK KyNbTOPOOruns FblfibiMbl peTiHAE
FaHa KapacTblpaabl. En6acbiMbl3 KE3EKTi
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¥}onpgayblHaa: «bi3 MyCblIMaHObI3, OHbIH
iwiHae 96y XaHuda Ma3habblH ycTaHaTbIH
CYHHUTTEPMI3» Aen Ka3aK XasKblHbIH,
XaHadu eKeHiriH atan Kepcertri. [liH TaHy
cabafblH TapuxLbliap eMec, AiHTaHyLbInap
OTKi3Y KepeK. AFHM MelLliT KbiI3MeTKepepi
OTKi3yi MiHOETTI Aen caHanMblH.
EnbacblHblH Ke3lereH MaKkcaTbiMeH
ylwtacagbl AereH 6arbiTTa xacanybl KarKeT.
bonawakTa 6aKbITTbl, })apKblH, MyCblIMaH
KasakK eni 60naMbl3 gecekK, oHAa con
6onalwakKka 6yriHHeH 6actan 6aTbin
Kadampaap xacaybiMbl3 KepeK. acTtap
ata-6abacblHblH MYCbIIMaH €KeHAiriH
6inegi. bipak KaHaan MycbliMaH 60/FaHbIH
oinmenai. OcbIHbIH cangapblHaH MeKTen
OiTipreH CoH, «iH eKeH» gen ap Typi
afbiMAapAblH XeTeriHae KeTin XypreHi
ManiMm.

KopbITbIHADbI

Ce3 cOoHbIHAa anTnarbiMbI3 XaslblKTbIH,
OOCTYpANi Ucnam KaruaganapbliHaH
xabapcbl3abIFbl acTap apacblHia
ajlacyllbliblK TyAblpbIM, onap kebiHge
e3re [iHW afFbIM XeTeriHe KeTin, KacueTTi
[iHIMi3ai KacipeTKe anHanablpfraHblH
6inMen Katagbl. En6acbiMbI3blH,
«ONEYMETTIK 3KOHOMUKANbIK HaHFbIPTY
— KasaKcTtaH gaMyblHbIH 6acTbl 6aFbITbl»
aTTbl }onjayblHaa 6i3 Ce3 eTKeH
yFbIMAap/blH epeKlle aTanbln eTyi TeriH
emec. [4] CoHabIKTaH 6opimi3re KacTtepni
TayenciaairimisiH Holfatobl YWiH, enimisae
yNTapasblK XoHe AdiHapanbiK TaTyNblKTbIH,
caKTanybl ylWiH 6apwamMbl3 atcasiblcanblK!
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STAGE PRODUCTIONS DEVOTED TO RELIGIOUS EXTREMISM

Abstract

The article describes the extreme and radical negative tendencies in Islam and the emergence of many
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religious movements, the emergence of negative political concepts in society, the extreme involvement
of religious sects in world religions. And they also describe performances on religious radical themes in
Kazakhstan.

Keywords: Theater, director, actor, playwright, hero, performance, art, religion, islam, negative current,
radical, extremism.
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E)XEJITI'T KA3AK
NAJIACbIHOAF bl
OHEP TYPJIEPI
MEH MYPAJIAPDI
CbIHU BEPTTEY]]

\ 4

PEDAGOGY

EPEKLLUEJIIKTEPI

MPHTH 18.71.07

T.Y. Kamaranosa. !

'T.)KypreHoB aTbiHnarbl Kazak y/aTThiK 6Hep
aKajle MUSIChIHbBIH, JIOLEHTI,
Anmarsl, Kasakceran

EXXENI KA3AK AAJIACbIHAAFbI OHEP TYPJIEPI MEH M¥PAJIAPDbIH CblHU 3EPTTEY[IH
EPEKLUENIKTEPI

AxpaTna

MaKanaga MemnekeTTik 6araapnamMa «<MageHn Mypa» ascbiHAaFbl TapPUXbIMbI3aFbl MOAEHUET Kaairepnepin
cana 60MbIHILa 3epTTey KelleHaepi KapacTblipblnagbl. MaaeHU KYHObINbIKTapbIMbI3[blH €/1re KanTa
KanTapblnybl YKEH XETICTIK eKeHAir 6anbinTanbin, TapuxbiMbl3aa Ucnam AiHiHiH TYPKIiNiK MaAeHMETIMI3aiH,
Kenbip KblpnapblH XOMbIM XibepreHgiriHe TOKTanbiHagbl. 3epTTeyre Tapuxm-MaaeHu Tanaay, CUHXPOHAbIK
NeH AMaxpPOoHAbINbIKTbIH 6ipniri, aKCMONOrUANbIK XOHE CanbICTbipMasbl, rePMEHEBTUKANbIK Tanaay aaictepi
KonaaHbingbl. Kazak ponbKnopbiHAafFbl YATTbIK 61epiHe, ovblHAapbiHA, CanT-A4aCTYp/EpiHiH TeaTpnapaa,
COHbIMEH KaTap, KyblpllaK TeaTpblHAaFbl KepiHiCTEpPiHE MBAEHM-OHEPTaHYLWLbIIbIK Tangay Kacasnblin, on TeaTp
OHEPIHIH aKTepnik MeKTebiHae YWPEHETIH eH 6acTbl HETi3ri aNeMeHTTepIHIH, 6ipi eKeHAIr 3epaeneHea,.
Tipek ce3pep: Kasak AaCTyp/i maoaeHuWeTi, Haypbi3, opTeke 6ui, aHWINiK eHep, OMipe Kawaybaes, can-
cepinep, LWawy6an, kasak Teatpbl, Kanbibek KyaHbiwnaes.

6aplwambi3ra asH. byn 6argapnama
Ken Kaynbliap CUSIKTbl KaFas 6eTiHae

Kipicne
ToyenciagiriHe KO eTKi3icimeH-aK

ereMeH MeMJIEKETIMI3 «OTKEHCI3 bonaluak,
OK» IereH KarnaaHbl 6eTKe ycTan OTbIPbIN
ata-6abanap eHepi MEH MBAEHM MypaChIH
KeHe Tapux KoMHayblHaH i3gecTipyre,

OHbI TIPINTIN, XXaHAaHAabIpbIM, yprnakKa
TabblC eTy MaKcaTblHa MeEMJIEKETTIK
peHrenge 2004 xbinbl «MaaeHu

Mypa» 6argapnamachbiH KabblngaraHbl

KanMal KeH ayKbiMabl KO3FaNbICKa,
TabbICKa Me 60bIM,eMipWweHairiH TaHbITbIMN
anfacblH Tabyaga. Ocbl ynaratTbl icKe

TeK 6i3aiH, enimi3giH, FaHa emec, anem
FanbIMAapbIHbIH aTCanbICybl YKEH
MopTebe MeH 30p HaTEXUENEP DKeNyae.
Tanaw xblngap Ko eTKise anman Kenrex
}opirepnepimia 6eH KeHe 3aMaHHbIH,
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Ke3iHe anHalfaH KitTantapbiMbl3, e3re e
pyXaHu cypaHbICTaFbl KYH/bl AYHUENEPiIMI3
Pecen, Typkus, Kbitan, MoHFOMS T.6.
MeMJIeKeTTepaeH KanTapblnyaa. An
pecnybsvMKa KenemiHae KaHwama Tapuxu
MaHbl3bl 6ap KeceHenep MeH YKeH
FUMapaTTap eHaeyaeH eTin aarallKbl
KannblHa Kenyge. KnparaH KeHe Kananap
OpHbIHAA Kas6a XyMblCTapbl }yprisinin
Tanaw JepeKTep MeH KyHbl AyHUenep
Tabblnyaa.

KasaK xanKkblHblH 6enji akblHbl,
GMNONOrus FbiNbIMbIHbIH JOKTOPLI 964inaa
ToxibaeB 63 eHberiHae «Op enfiH MaaeHu
Tapuxbl ap Typai. bip en, coHay KeHe
3aMaHapaa-ak Kym6e3 Ketepin Kana
6o0Jica, con KeTepinreH KkymoéesaepiH
Kasipri uMBmMnM3aums gayipiHe amaH
eTKi3reH. MyHaam xanblKTblH Kannbl
Tapuxbl, OHbIH, iLWiHAE MBAEHU TapuXbl Aa
OYTiH. ByriH oHOan }KypTTbiH Myparepnepi-
©3iHiH 6TKEHIHEe 6onnan Kapan,
al/ibICTaFbllapblH Kepe anaabl-genai»[1,
3496.].

oaictep

byn matepunangapabl 3epTreyre 6i3
Tapuxu-MaeHW Tanaay, CUHXPOHbIK NeH
ONaxpPoOHAbIbIKTbIH, GipAiri, akCMONOrUANbIK
KOHE casbICTbipManbl, repMEHEBTUKANbIK
Tangay afictepi apKbl/ibl MoaeHM
XofhirepnepimisiH YNTTblK eHepaeri OpHbl
MEH peniH aHblKTayfa TbipblCaMbl3. MiHe,
abbl3 aKblH anTnakLWwblgan 6i34iH Kasak
XalIKblHbIH, a CaH MblHJafraH Facblpnap
KOWHayblHa Xajirepnik 6ynbimaap KyniHae
caKTanblr, ypnakTaH-yprnakka amaHaT
peTiHae 6epinin, oaaH api ae KanfacblH
TaybIlN OTbIPFaH Ol0-6pHEK, 6eNHeENeY,
3eprepiik T.c.c. Kon eHepsiepi MeH Bipre
OVTiHri KYHTe eniH Ken e3repictepre
ylwblpamMan, ylwaH Kublpcbl3 ep Aniitan MeH
Kopi Kacnuin apanblfblHaa ¥annblFblHAH
*KaWbliFaH Ka3aKTblH KeH, AaNacblHbIH,
9POIp TYKNIP-TYKMIPIHEH KYPEKTI XaHa
*apbln WblKKaHAam cbiHbl 6y3bliMan
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JIEK-NEriMeH KeTKeH, aTa-6abanap KeHin-
KYWMiHiH ©p COTiHIH *XaHFblpbIFbIHAAN,
KyaHblLIbl MEH KaWFbICbIHA, apMaHbl MEH
CafblHblIlLbIHa TOMbI Ca3bl 8yeHOepi, Ky#,
XbIP, TEPME, TiNTi aybl3 9AEOUETIHIH, HaKbIN,
MaKan-maTen, K1ca, gactaH TypiHaeri ce3
BPHEKTEPI CUAKTLI ©3re OHep TYNEPIHIH ae
eMip CYpPreHiH ap anyaH fblbIMU, TAPUXM
eHbeKTepAeH Ke3aecTipyaemis.
¥naH-6anTak ganambl3blH, KeH TeciHae
OTKEH Y/TIKEHAI-Killini ac, TOW, XXWblH,
MepeKenepae akblH, Xblpay, can-cepinep
©3 OHEPNIEPIH XUbINFAH XaNblK anibiHaa
KepCeTin oTblipFaHbl 6i3aepre MajiMm.
OWTKEHMEH Ae oflapblH 9H anTy, auTbicy
MEH KaTtap CoJ TOW, XublHAApPAa COHbIMEH
KaTap Kbl3 Kyy,6amre, Kypec, TeHre
iNy,>KamMO6bl aTy, }asny ¥apblc,labblC CUAKTHI
YNITTbIK OMbIHAAPALIH A& TYP-TYPAEpI
OTKI3INETIHIH KBpKeEM oebuneT 6eTTepi MeH
KeHe Ke3 KapusanapablH aHrimenepiHeH
aHfFapaTblHObI3. ANl WbIH MOHIHAE, ONlapAblH,
e3re TYpJiepi Ae KeNTipinreHHeH aHarypsibim
Ken 60/iFaH/bIFbIH, P Xbl/ldapaa KenreH
casgxaTlbliapablH, KON asbanapbiHaH
Gankayra 6onagbl. OFaH bekel xaH
opAacblHaa 6TKEH acTbl KO3IMEH KepreH
OpbIC casxaTWbICbIHbIH MblHa KON a3bachl
Kyo: « Mepeke (ac) 6anremeH 6actanagpl...
GonrefleH CoH cayblK NeH AyMaHFfa Ko/
Oepinegi... Kblproizgap (Kasakrap)
TYPAI-TYPAi OMbIHAAPAbI TaMallananibl:
Oip *kepae 6anyaHaap KypPecke LblKca
eKiHWi epae 6ipeynep 6ac CYUeKTepPiHiH,
MbIKTbIbIFbIH 6GaNKaTy YLWiH MaH4anbIMEH,
TebeciMeH BipiH-6ipi COKKbINaKabl, COHaH
COH, 6ULWinep 6ypanbin 6unen, GoKyclbiiap
rMMHaCTUKalbIK eHepNepiH Kepceteni» [2,
205 6.]. bi3 6yn KenTipinreH »xasbaagaH
epTe 3aMaH/la-aK Ka3ak ganacblHaa
(POKYCTbIK HOMEpPNEpP, TMMHaCTUKanbIK
TPIOKTEP, BU 6HEPI BOoNFaHbIH BaNKanMbI3.
Bipak eHepTaHy Fbl/ibiIMbIHbIH, Ka/blNTacybl
MeH faMybl Xblngapbl 6apbiCbiHaa 601
KeTepreH TeMeHaerigen marnymar, 6ip
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Ke3aepi Kaszak 61i eHepiHiH anHanacbliHAa
[laynibl MaCeJIEHIH 60NFaHbIH MeH3eni.
«XIX FacblpablH asik Ke3iHae- XX Facbip/blH,
6acblHAa Ka3aK XanKblHbIH 63iHAIK
YITTbIK 61 eHepi 60/IMajbl AereH anfaH
YFbIM KalblnTackaH 6onatbiH. FblibiMU
3epTTeynep 6y yFbiMFa HaKTbl ManiMeTTep
KenTipin, KepiciHwe 61 eHepiHiH TaMblpbl
TepeHae XaTKkaHblH ganengenai. MoceneH
«OW», «6U BUNey» ereH Kalak cesi MeH
TiKenen 6u bipFafbiHa KypblFaH XanblK
My3blKacblHAafbl «<bu KyRi» fayra Kapcobl
€H Y/IKEeH ganenaepain HakTbl KaTapblH
TOJSIbIKTbIPaTbIHbIHA €LW6ip KYMaH XOoK» [3,
3 6.] -nen, atan eTefi Kalak 6u eHeEpiHiH
TapuXblH 3epPTeYLLI }oHe OHbIH 6ipaeH-6ip
*aHawblpbl O.BceBonoackas- Monywxkesmy
63 FblibIMK eHberinae. Con CUaKTbI
aBtop Ucnanus, MHana, AnoHusa, Kbitan,
Typums, LlemnoH engepiHgerigen Kasak
XaNKbIHbIH YITTbIK 6W ©HEPIiHIH MeKTEDI
60/iMaca aa, OHblH canT-TypMbICblHAA
6un XIX-FacbIpablH OpTa Ke3iHae-akK XKeke
lwebep opblHAAQyLWbLIAP TYrin, 6YKin
KapanamnblM xallblK apacblHblH 63iHAe
KEeHiHeH TapafaHbl Typalbl anta Kenin,
«Ocbl enKkene 60JFaH OpbIC casxaTLbiChbl
[.VicaeBTblH Ka3aKTblH YI1EHY TOMbIHbIH,
6apbICbiH cypeTTeyi, 6i3aiH ONbIMbI3/bl
HaKTbl gonenaen Tyckengen. OHaa
«TonFa ganblHAbIK XYPri3inin »aTtkaH
Ke3AiH e3iHAe-aK, KYHire KewkKe Kbl3
YyHiHe KypOblnapbl XX1UHabIM, }acayblHa
KOeMEKTEeCIN,aH casblin, KebiHece JoMObIpa
MEH KOObI3[blH MYH/bl 9yeHiHE 6unen
TapKacaTblH» [3, 4 6.] - gereH gen, on e3s
OWDbIH LUEerenen Tycesi.

Tankblinay

Horfapblgafrbl 61 eHepi Typanbl XIX
FacbIpAblH asik KesiHge- XX FacbipAblH,
6acbliHa Ka3akK XanKblHblH 63iHAIK YNTTbIK
Oun eHepi 6oIMabl Aen, XKanfaH yrbIMFa
YKYFiHreH Kep TapTna TonTapAblH a6ec
OWbIH KOCTaWTbIHAAPAbIH KaTapbiHAA,
Ka3aK Xa/IKblHblH anfallKbl Kociou

Jpama TeaTpblHbIH, KanbiNTacy Ke3€eHiH
3epTTereHaepaiH 6ipiHe caHanaTtblH 6HEP
3epTTeywi H.J/1bBOB Mbip3a Aa 6ap CUSAKTbI.
On e3iHiH 3epTTey eHberiHae «Ka3ak
XanKblHOa ApamMa eHepiHiH HbllaHbl

Ja, TinTi anfallKbl KYH — FreHETUKabIK
TypiHae ae 6onmaraH. Con CUAKTHI

Kelneni »araanaa emMip CYpreH eare
XanblKTapaa axkenrteyip 6ankanfaH 6u
OHepi, KadaK XanKblHblH TYPMbICbIHAA TiMTi
JaMbiMaraHblH an-aHblK aHFapambi3»[4, 64
6.]-nen atan KepPCeTKEH.

Kasak ganacbliHaa 61 eHepi 6on1majbl
peren 6omxam YII-YIll Facbipaa apab
OacKblHLbINAPbI Xaynan ajafaH COH,

OpTa A3ug }epiHae yeTeMaiK eTin,

©3 casicaTblH OpHaTy 6apbICbl COTIHIH,
GapblHLIa WapblKTaFraH KE3EHi MeH enje
MYCbI/IMaH AiiHi KabblngaFaHHaAH KEWiHTi,
OHbIH, KaTa/l 3aHblHbIH Tanabbl 61re TMbiM
canfaH TyCblHAaFbl YaKbITThl MEH3ECE
KepekK. « bizaiH 3amaHbiMbI3abiH Yl — Yl
FacblpfiapbiHaa MipaH MeMneKeTiMeH,
Kasipri ©36eKcTaH TEPPUTOPUSCHIH,
KasaKCTaHHbIH OHTYCTIK alMarbiH apabTap
Yaynan anafpbl fa, onapabl MycCbliIMaH
[iHiHe eHri3eai. ATa cant, a4eT-FypbInTaH
anbIpbIIFAH XYPT €3rire KeHrill, giHre

[1e KY/1laW CEeHrill 60/aTbIHbIH aKChbl
YKKaH LanKblHLWbINap KO/l acTblHAAFbI
XanblKTapAblH KOHE CanT-A4aCTypPnepiH
YKOFanNTbIM, XOKMbIM XKibepyre, XKep
ataynapbl MEH ajaM aTTapblH e3repTyre,
Mo[EeHU MypasiapblH TanKaHaayFa
6apblHwWa Kyw canagbl» [5, 11 6.]- gen
KenTipiireH ce3 MaTiHAEpPI XKofFapfFblaafbl
OMbIMbI3AbIH KyaciHaen. Onan AenTiHimi3
9 [leTeHHEH-aK eXXesri ofIeT-FYpblIn, eHep
TYPNepiHiH 6apnbifbl agam eHOerimMeH,
KaciBiMeH TbIfbl3 6annaHbICTbl 604bI.
A.OmapoB 63iHiH WafblH «<Haypbi3» gerex
eHberinae KenTipreH eptegeri agamaapabiH,
e34epi KYHAENIKTI TYPMbICbIHAA TYThIHATbIH
€HOEK XaHe aHLbINbIK KypanaapblH, KWiM-
KelleK,yn-*unhasgapblH Kacay, 6acnaHa
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cany, aH aynay con CUAKTbl Kapananbim
Tipwinikke nkemaeHe 6actafaH WafblHAa-
akK, TINTi KENiHIpeK Te eriHWiniK neH man
LlapyallblNbIFbIH KOJIFA alfaH Ke3ae OHbIH
9p6ip CoTiH CUMBONAbIK XopanapAablH TyTac
6ip KyMeciMmeH KonnawTan oTbIpFaHbIH,
OyN }KopanapablH eHOEK CUAKTbI MiHAETTI
Typae KaeT Aen KabblngaraHblH, an

WbIH MBHIHAE Oflap el HaTUXe b6epe
KOMMaraHblH, TEK 6eNrini 6ip gapexene
NCUXONOTMUSANbIK TYPAE CEPriTin, TabblCKa
JIEr€H CEHIMIH KeHinre yanaTtkaHblH anTa
Kenin; «...aHfa WhiFap anibiHaa aHHbIH,
CYPETIH canbin, OHbl HAK3aMeH Tymnpen
HemMece }ebeMeH 3aKbiMaay Kepek
6onabl. MyHaancbI3 o 6onmanbl

Aen }opamangaHgbl. Ocbl MakcaTneH
aHLWblnap XxanyaHHbIH TEPICIH XaMbl/blM,
COHbIH, XYpiCiHe, KUMbI/1 KO3fFanblCblHa
canbin 6unenTiH» [5, 11 6.] - aereHx
TYXKbIpbIMAa@pbliHaH 6i3 6enHeney KoHe
OU eHepSIEPIHIH KanbinNTacy KE3EHiHIH eH
anfalwkKbl caTiH 6anKaybiMbl3Fa 60/1a4bl.
byn epeKeTTeH TypaTbiH XopamMangap
BipTe-6ipTe aH, aynayaafbl oKasbl
CoTTEPAEH KENIH,KapblH TOMbIHFaH
Ke3aephe KeHin cepritep KepiHictepre
anHangbl. An Ka3aK ¥epiHiH op TYKNipiH
3epTTey 6apbiCbiHAA Ke3iHae apxeonortap
allKkaH YHripnep caHbl a3 emec. OnapabiH
KeObiCiHiH KabblpFacblHa aH aynay CoTiH
6enHeNnenTiH TacKa OMbIN canblHFaH
cypeTTep Ke3aecemni. Mbicanbl 636eK
FalblMbl,0HEPTaHY FblNIbIMbIHbIH, JOKTOPbI
M.PaxmaH e3 eHberiHae ©36eKcTaH
¥epiHaeri ipi 3opa cau YHripiHae
Ke3aeCKeH KabblpFajarbl aH aynay
COTTEPIH BENHENENTIH CypeTTepai cunaTTamn
Kene «byn Tac KabbipaafFbl CypeTTep ocChbl
OpTa A3u1sa xanblKTapblHbIH AFHWU 630€K,
KasaK, TOXiK XanbIKTapblHbIH, Mypachbl»
[6]-oen o TyKblpbiMAayblHbIH ©63i Tanan
HopCeHi MeH3enai. ©3imMi3aiH Kepimisaeri
Tamranbl Tac YHripiHaeri cypetrep ae
COHbIH Kyaci 60/1a anagsbl.
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bi3, 0.BceBonoackas-lonywKeBmYTIiH
«[19Tb Ka3axCKMX TaHLEB» aTTbl KiTabblHaH
COHay epTe 3amMaHfapiaH caKTanfaH
Ka3aK XalKblHblH eXefri 61 oMblHAAPbIHbIH,
TypnepiHae yaTTbiK 9AeT-FYPbINTap MEH CaH
aslyaH CUMKbIp/bl 9pEKETTEP, XanyaHaap
MeH KyCTap/blH MiHE3KY/IbIKTapbl, XYypic-
TYPbICTapbl 6ENHENEHTEHI XOHIHAETI
ce3[epiHeH aXenTayip-aK *akKchbl
MaFrnymaTTapfa KaHblK 6011a anambi3.
MaceneH, « Ato 6Ui» atofblH XKYpPiC-TYPbICbIH
enecretce, «Kas Katap» 6ui TanTaHgaraH
Kasnap KatapblH, <KosiH 61i» KOSIHHbIH,
CeKeKTeyiH anHbITnan canagbl» [3]- aen
KepceTteqi.

TepT TYNiK Y1 KaHyapnapblHbIH
9P KamlcCbICblHa epeKLle yHamabl aT
KOWMbIN, cblan-cunan Kactepnaen o6inreH
Ka3akK Xa/lKbl, Kenae 63 nep3eHTTepiH
ne epkenetin «KynblHWaFbIM-

Ky/bIHbIM», «ONCbINT Kapam», «TaHa

Ke3iM», «<KoLWKaHbIM», «AK nafblM»-

Jen, Ky/blHIAaKKa, TaHakeare,
KOlllaKaHfa,aK 6o0Tafa TeHen, conapra
YKCafFaH KblIbIKTapblH Kepin- TaHbIM,
anmanan -Kyla 6inreH. Con cUaKThbI

TOPT TYJIIKKE Ae Mewipi Tycin, XXOpFaHbIH,
YOpFasblfblH NMall eTkeH «bo3s opfa»r,
OHbIH, Mala XypiciHe CYMCiHin «Tenen,
KOK» KYWNepiH,0MHaKLWbIFaH KacueTiHe
KbI3bIFbIMN «Kapa »opfFa» 9H-6U1iH, op
TEKEHIH, opFblfaHblHa pn3a 60bIn «Op
TEKe» OMiH T.C.C. TyblHAbINApP TyFbI3FaH.
CoHbIMeH KaTap «Op TeKke» 6Ui KyblpLuaK
TeaTpblHbIH anfallKbl YArici peTiHae nanaa
60/1FaH,10MO6bIpaLlblHbIH cyrnemenaeyimeH
opblHAaNaTbiH KONWIniK aniblHaa KEHiHEH
TapalifaH YIKeH Tamalla KbI3bIKThbI
KOPIHICTIH, Bipi.

EpTeneri 61 oMblHAAPbIHbIH, TYPiHAE
CUKbIP/bIK NEH 9AET-FYPbIN SPEKETTEPI,
eHOEK NpoLEeCTepiH 6erHeney KepiHicTepi
O6epiK cakTanfaH. Ka3aKTbIH TYypMbICbiHAA
«Kycberi-gayblinas» - KycoeriHiH, ac
OYPKITTi aH aynayra ynpertyi, «KosH
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— OYPKIT»-6YPKITTiH KOSAHAbI aynayblH
CYpeTTENTIH 61 OMbIHAAPbI KEHIHEH
TaparaH. Onap TaburatTarbl aHaap MeH
KyCTapAblH TipWwiniriH, con Kesaeri aiHu
CEHiM MeH TabblHyFa,o0eT-FYPbINKa eHreH
CUMBOJIMKAlbIK HblllaHaap Ma3MYHbIH
6epeTiH. OHbIH anfallKbl HEri3iHAEe anfblp
aylbl KYCTbl OKbITyAafbl aHLbIHbIH, KUSAb
MeH eHOeK eTy AaFAbICbIHbIH, YTICi XaTblp.
bananapablH 60C yaKbITbIHAA KbI3bIKTan
cayblK Kypap «Kapa cublp», <KeK cublp»,
«Tyne-Tymne» yn-aHyapnapblHblH MiHESIH,
MKYPIC-TYPbICbIH canaTtbiH 61 OMbIHbI,
©63iHiH 6acTamMacblH anfallblHAA CEHIM MEH
TabblHyFa GafbllUTanFaH canTt-*xopagaH
afifaHbl KeENBip ManimeTTepaeH 6enrini.

¥NTTblK OMbIHAAP ©3iHiH Tapuxu gamy
YOJbIHbIH 6apbICbiHAa 8eT-FyYpbInTap
CUSIKTbI bIIFM 6HAEYNEP MEH 9P TypAi
earepictepre ywbipan oTbipabl. Kewneni
ManlblnapabliH pUTyanbabl-CUKbIPLbIIABIK
SIET-FYPIbIH KalTa eNeCTeTin XaHFblpTy
HoTUXeciHae «Op TeKe» Ka3aK 6U-OMbIHbI
nanaa 6onabl. On aK CEPKEHIH KMMblbI
MeH AaMbl/ICbl3 CEKeHAeYiH KYMKini Typae
KETKI3eTiH.

OHepre LblH XYPEriMeH ¥*aH allblip
O0/1FaH KBPHEKTI MeEMIEKET KanpaTKepi
©.XKoHi6eKoB ocbl O. BceBonoackas-
lonywKeBKnYTiH «baKcbl OMbIHbI» aTTbl
KiTabblHa }a3faH anfbl ce3iHae «bipage
OCbl €63 ¥0NaapblHblH aBTOPbIHA
LLIbIMKEHTTIK CTYAEHT ¥KacTap apacbliHAa
OTKEeH Ke3sfecy, Nikip anbicy KewiHae
XalblK QONbKIOPbIH XETIK TaHYLW bl Y/1bl
M.0.9ye30BTbIH 63iHEH OpTEKeLinep
OHepi Typasbl oHrIMeCIH eciTy 6aKbITbIHbIH,
COTi TYCKEH efi» [3] - aen Kenin, 3aHfap
*Ka3yLWblHbIH COHAAFbl CTYAEHTTEPMEH
Kesaecy 6apblCbliHAa connereH ce3iHeH
y3iHAai KenTipeai: «OpTeKeLllinep KasaKkTblH,
KyJlapbl CUSIKTbI €1 apasian KblAblpblin
YpeTiH 6uwinep. Onap 6ankaycbi3ga
Opfa TYCKEH Op TEKEHIH 9PEKETIH 63 OUIHIH
Ma3MyHblHAa KepceTeTiH. KeliH 6enricia

Oip *KaFgannapMeH, opbiHAAYLWbIbIK
OHEPIHIH ADCTYPI XofanfaH catre «Op TeKe»
Oui apHanabl KO6AMLLA TEKTEC OPbIHFa
OEKITINreH KillKeHe KyblpllaK CEPKEHIH,
OpPFYybIH, CEKEHAEN CEKipYiH 6eMHEeNenTiH
KbI3bIKTbl KEPiHICKe aHanablpblnabl.
JoMObIpallblHbIH KOMbIHA iTIHFEH iLLIEeK-XKin
apKbl/ibl 6annaHfaH KyblpLbIK-Op TEKE,
KYMAiH opbiHaany 6apbiCbiHAA CEKipin,
ayHan ayeHHiH, bipFafblH Ce3iHeTIHAEN
OWNENTIH CUAKTbI KOPIHETIH efi» [3]
- len, op TeKe 6ui Typasnbl Mafiymar
6epeni. Kobaunwa yctiHe OpHanacKaH
araliTaH Kallanbin }acalblHFaH TeKe
OVbIHWbIKTbIH, «Op TeKe» Ui Ka3aKTbIH,
LIEeKCi3 AanacblHbIH Kan enkeciHae
60nMacblH KEHiHEH TapafFaH eHep
KYObI/IbICbIHbIH, KbIMOAT MypachbIHbIH 6ipi
60nbin Tabbinaabl. On JOMObIpaMeH FaHa
€eMec, COM CUAKTbI CbIpHAMMeEH e TinTi
MaHOIMHHIH cyrnemenaeyiMmeH e e3iHiH
OWiH opblHAaK 6epeTiH.OMHaKbl oyeHMeH
KoJinaluTanblHFaH 6yl KOPiHiC YIKEH MeH
KilliHi 6ipaen Kbi3blKTblipaTblH eai. Con
Ke3jeri KasaK ganacbiHa e3re enfjeH
KenreH KyblpllaKk eHepiHiH KaHfblbac
apTucTepi Ae ayblngapdbl apanan xypin
apHaWbl JanblHOaFaH KepiHicTePIH
KOPCETKEH ae 6onap, ouTKEHMEH ae
©3iMi3re eTeHe ¥aKblH «Op TEKe» OUi,
Ka3aKTblH KyblpLlaK eHepi canacblHAafbl
TYHFbIW TybIHAbICHI 60/1ybl KEPEK. byn
KyblpLUAK TeaTp eHEPIiHiH eH anralKpbl
6acTamMachbl FaHa eMec COHbIMEH KaTtap
YKOFapbla KenTipreH op Tekelwinep To6bl
OWiHIH Ma3MYHbIH KUMbIIMEH eTKi3y
SIFHWU OYTiHI MAHTOMUMAa KaHPbIHbIH, A3
KanbinTacy Ke3eHi KepiHiciHiH 6ipi CUAKTHI.
OWTKEHI Op TEKEHIH KUMbINAapbiH XETKI3Y
apeKeTTepi 61 eHepiHEH repi naHTOMUMa
YKaHpblHa 6ip TabaH 60ca Aa *KaKblHaayma
flereH oM TyblHOanabl.

HaTtuxkenep

Myngem TeaTp Typasibl el HOpce
ecTimereH, 6inmMereH, Kepmerex
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COJ1 Ke3[Eri KasdaK AanacblHbIH, Xac
ovynaipwiHaepi e3aepi ca3gaH ¥acafaH
Tyne-60T1a, 61e-Ky/blH, KOM-KO3bl OPHbIHA
603aan, KiciHen, MeHipen conapabiH
JlaybICTapblH aWHbITMNaKn canbim, CON CUAKTbI
KoNidaH afall NeH MaTtajaH »acan anfaH
KybIpLIaKTapblHbIH, KeuiniHe eHin e34epi
€63 KypacThblpbln,op TYp/i MiHe3aep
MEH JaybIC VAriNepiH KeNTipin KbI3blKTbI
«YHUWIK-YALWIiK» OMbIHAAPbI CUSKTbI OMbIHAAP
OWMHaNTbIH.Onap e34epiHiH XKacan KaTkaH
opeKeTTepiHe 6apbliHLa 6epinin, WhbiH
CeHin oMHanTbIH. byn TeaTp eHepiHIH,
aKTEePNiK MEKTEBIHIE YUPEHETIH eH, 6acTbl
Heri3ri anemMeHTTepiHiH 6ipi.

Hannbl Ka3ak ganacbiHaa 6u
OHEepPIH TapaTylbliap Kynap MeH car,
cepinep 60FaHblH KOMTEreH FblNbIMU
apebueTTepaeH KeagecTipemis. *ofapblga
Mblcan KenTipinreH «bakcbl OMbIHbI» aTTbl
eH6eKTiH aBTOpbl O.BceBonoackasa —
lonywkeBuny «<EpTepeKTe eTKeH [Jeken
onimbaes, Llawy6an Kowkapbaes,
HKYHic6eK HongaHoB CUAKTbI XalKblHa
KeHiHEeH TaHbIMan 601FaH KenTereH aKbiH,
blpay, can-cepisiep 61 eHEPIH YKEH
lwebepnikneH urepreH 6onatbiH»[3]-aen
KepceTyi, ce3iMidre AaneK eH T1iMmai ganen
6ona anagpl.

An eHpi Tafbl Aa 6ip eHep TYPIHIH,
Mypachl, Ka3ak ganacbliHaa TinTi
6o/IMaFaH aHanblK gen ecentenin
KeJIreH-LMPK OHEPI aNeMEHTTEPIHIH, i3iH
KeHe 3aMaHHbIH KOMHayblHaH i3aecTipin
KepeniK. }nHaK 60/1bIN KypacTblpbl/iFaH
«Haypbl3: }aHfblpFaH canTt-gocTypiep»
*UHaFbIHbIH «Can-cepinep cantaHaTbl»
6enimiHae; «<AsiFblHa CbIpblK 6araan
OHEP KOPCETKEHAIKTEH i€ aTaKTbl
cepinep- bepikb6on KeneHynbl MeH Hasap
HKyHai6anynbl xanbiK apacbiHaa «Arall
adK» ataHbin KeTkeH. Cemen enkeciHae
1861-1932 XK. XK. apanbifblHAa 6Mip CypreH
bepikb6on KeneHynbl aTaKTbl OHLWI OMipe
Kalay6aeBTblH OpblHAAYbIMEH 2n1emMre
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TaHblFaH «Afall asiK» 9HiHIH aBTOpbl,
OHAafaH eHepaiH 6acbklH urepin, engi

pu13a Kbina 6inreH. YNKeH tonnapaa 6-7
TYMEHI KaTap KOWMbIM, YCTIHEH CEKipreH.
¥3blH apKaH Kypblin,KONblHAAFbI aFallbiIMEH
OHbIH, YCTIHAE XYTipin eHep KOPCETKEH, eKi
asfFblHa CbIPbIK 6annan }KenreH atka inecin
OTbIPFaH, WankKaH aTTblH YCTiHAE TebeciMeH
TYpbIn 6GUnereH, Wankanan xepaeH

TaKKUs anfaH T.0. LMPKTIK HoMepnepai
webep opblHAaraH. CoHAamn-akK, YPTbIMEH,
KeMeniMeH, MYPHbIMEH CaH TYPJli XaH-
YaHyap, xanyaHaTtrapblH YHiH, e iliHgeri
Hebip afjamMaapablH AaybIiC, KUMbl14apbiH
avHbITNan canfax» [6]-0en KenTipinrex
YOFapblAaFbl CO3 TipKECTEPIHEH HaFbI3
LIMPK HOMEPNEPIHiH, lebep opbliHAaNFaHbI
MEH aKTEPIIiK OHEPI d/IEMEHTTEPIHIH,

[l1e KEHiHEH nanaanaHbiifaHblH 6ipaeH
6anKanmbl3. Con CUSAKTbI OHbIH 61 6unen,
OH Canybl, 9yenereH ayeH LiblFapybl €Xeri
cepinep eHepi 60sca,an KaH-KaHyapiap
MEH XalyaHaTTapAbl, en agamMmaapbliHbliH
JlaybIC, KUMbl/1apblH arlHbITamn canybl
HaFbI3 TeaTp aKTEePiHiH OpbIHAAYLWbIIbIK
©HepiHiH 63i 60/bIN Tabblnaabl. annsbl
KasaK ganacbliHAa emip cypreH TeaTp
aNeMeHTI Typanbl ManiMeTTepdi KenTen
KesgaecTipyimisre 6onaabl. Macene;
«MbICKbl1-9XKyacbl apanac, ManblH
TaMbl3bIN auTaTblH KyN4ipri oaHrimenepit,
op KosiHAaK ceKipin, KblpaH BYpPKITTEN
lWaHKbingaraH 3apyban KyncenitoBTbiH,
CUKbIPbl OMbIHbIH KOpPIM, AYWIM KYypT 6eilHe
Oip TeaTpablH 6HEPIH TaMalluanaraHgan
acep anaTblH» 7 -Aenai e3 eHberiHae
©HepTaHy FblibIMbIHbIH, JOKTOPbLI, TEaTp
CcblHWbIChl B.KyHaaK6aeB. «KynKblKbITa
9H cany MeH Kartap Kyngipri eaHrime

anTyra Tecerne 6actaraH KanblbeK
WaHWapablH, Kyn4ipri KynapblHaH eHere
anbin, KosHAab! XXopMeHKeciHaeri Tamalla
OWbIH-CaYbIKTbIH YMbITKbICLI 601461, On

CON Ke3[iH e3iHAe-aK KepeMeT aKTepsblK
JapblHbIH TaHbITY MEH KaTap, allbl
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MbICKbIJ1, 6TKip 9)Kya TaKknak-eneHaepain,
aBTOpbI, 9pi Webep opbIHAAYLIbICHI
6onatbiH. Kanbi6eKk KyaHbllnaeBThbiH

o3i )acan anfaH peneprtyapblHaaFbl

«KbI3 y3aTy», «<Kon Ky3eTy», «Kapabaw»,
«Capblbai», «Ky Kyaan» T.6.lWafblH
caTtuparnblK oHriMenepiHae TYPMbICTbIH
KWbIHLWbIbIFbIH, 6an-LOHKapnapabiH
OKTEMAIrH,6uNepaiH aaineTci3 ictepiH
allbl MbICKbIIMEH LLEHENTIH» 8 . MiHe

OCbl CO3 KatapnapblHaH aHFapaTblHbIMbI3
KesiHe Xagy ynrici 6o/iMa/ibl JeceKTe
KasaK JanacbiHaa TeaTp eHepiHiH 6acTbl
3NEMEHTI ApaMa — MOHOoApaMa eMmip
CYPreHiHe Ke3imi3 eMiH-epKiH xeTeai. Con
CUSIKTbI KENTipinreH manimetrepaeH 6i3
epTefeH-aK KasaK ganacbliHaa TaMblpbl
TbIM TEPEHAE KaTKaH KOMMNO3UTOP, aKTep,
OWLLI, OHLLI, 8yeH OpbIHAAYLIbI 6HEPNEPI
MEH aKpobaTuKanblK, TMMHaCTUKasbIK
¥annbl LMPKTIK HOMepnep ae xat
60n1MaFaHblH OHan 6anKkanmbl3. HaHa
FaHa Mbican KenipreH «Haypbl3: aHfblpFaH
canT-oacTypsiep» aTTbl EHOEKTE Ka3akK
JanacblHia Ke3 6annay (rMnHo3),
CUKbIPLWbIIbIK (POKyC) T.6. 6HEP TYpAEepiHiH
[le eMip CypreHi Tiire TUEK eTinin, en
apanaraH can-cepinepiH, XopMeH aH
anTKaHOapblHa TOKTaNbin: «MaHfbiCcTay
OHIPIHIH XanKbl «<KeTi KanKbl» gen Kaablp
TYTKaH can-cepinep — lWontamaH,
TacTtewmip, Jocart, TypcbiH, XKbinkenai, 9ain,
O©cKkeHbannapablH, KOCbIbIM XOPMEH 6/1eH,
anTybl BYPbIH YPAICTE }OK COHbIl XaHanblK
eni. Hemece, Opanbik KazakctaHga AkaH
MeH bip»aH MaHblHa ToNTacKaH oHLWi, can-
cepinep Ae KOChblbIN oH anTyabl AafFabiFa
anHangblpraH 6onatbiH»[9]-aen KepceTea,.
MiHe, 6yn »Kon KaTapnapblHaH 6i3 Ka3akK
JanacblHa Xop eHepiHiH e aieMeHTTepi
OMip cypreHiH Kepin oTblpMbl3.0cCbl KiTanTta
KeNnTipinreH MblHay ce3 Katapnapbl 4a Ker
MocefeHiH, 6acblH aHFapPTaTbIH CUSKTbI;
HoFfapblfa atan eTKeH eHep TypsepiMeH
Gipre Tarbla COJ LIMPK BHEPIHIH 6enai eKini

60nbIN TabblNaTblH APECCUPOBLUMK — Y1
YKaHyapiapbl MEH XxalyaHaapabl ap Typi
OpPEKET XKacayfa ynpeTyuwinep Katapbl
6onfaHblH 3THOrpad fanbim ©.[JuBaeB Ta
63 eHoeriHae atan eteai: «CanablH atbl
Helle TYPNi OnblHFa YUPETINreH 6onaabl
«OMbIHbIHAbI KOPCET, aniblHHAH Xay
TasiHAbl, apTblHHAH Kbl3 TasgHbl» -AerexHae,
OHbIH aTbl MOMHbIH TOMEH canbin Wwababl.
HapTbl WaKblpblM Xepre 6apraHia
Kbl3apFfa asfblH 6yrin, 6acblH WiN TaF3biM
Kblnagbl eKeH. Kbl3gap «eHepiHai kepceT»
[lereH ae anablHfbl €Ki asFblH KeTepin,
apTKbl €Ki asgfbIMeH LWaHLWbINbIM TiK TYPbIM,
«llek» pece, Tyrelle Werin »ata KeTeTiH
6onfaH» [10, 217-218 66.].

XIX — FacbIpAblH eKiHLWi }apTbiCblHAA
TOW- XWblHAap MeH 6a3apnapia oH canbirn
ap TYpni eHepnepiH KOPCETKEH Ka3aKTblH
Hebip aTaKTbl XanblK eHepna3gapbl eMip
CYPreHi Typasnbl MaFnymatTap *KeTKIiliKTi-
aK. KasaK acTeTnKa fblibIMbIHbIH, HETi3iH
Kanayuwbl npodeccop K.LI. HypnaHoBa:
«KasaK gacTypii AYHUETaHbIM MOAEHMUETI
Heri3iHAe TYMCiHY a/1iemMre KaTblHacTbl }XaHe
anemMmeH 6annaHbICTbl KanbINTacTbIPYLLb
TETiK eKEHiH TYKblpbiMAaraH. Kasak
TiniHAEeri KaTblHACTbIH, 6€ec Typi onap:

1) KapbIM-KaTblHac, 2) Kenin-Kety, 3)
ci3-6i3gecy, 4) apanacy, 5) iwTecy.

bynap epekiue TynciHy canacbl apKbl/ibl
KapaTbl/bICTbIH, TYTaCcTbIFblHA }aKblHAAY —
OMip MeH 60/MbICKa aereH GunocoPusanblik
KaTblHACTbIH, HEri3iHE aKaH KeH,
YFbIMZap» EKEHiH }aKCbl KepceTKeH [11, 6
6.].

CoHbIH, 6ipi XanblK akblHbl — LLlawy6an.
«OHbIH, AKMOna, KeklueTay, KapKkapansl,
OYKin XeTicy eHipiHae eTKeH 6azapnapja
KaTblHacnaraHbl }OK»-[1eW Kenin, o Typanbl
LLI.XycanbiHOB neH bl.[JynceH6aeB 6binan
artan etefi: «lawy6an con 6asapnapia
aKblHAbIK, 9HLLINIK eHepiMeH KaTap
OHINepnik onblHAAPAb! Aa KepceTei.
XaH 6a3apaa KenTi Kbl3bIKTbIpyMeEH
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acasblHFaH MaKcaTTa ep TOKbIM,albin-
TYPMaHbIH KYMiCcTereH ak6o3 aTTblH,
YCTiHAE OH LWbIpKan TypbiMn, OH-CON
aFblHa aygapbiiagbl. OqaH Te6ecCiHeH TiK
WaHwWblna Typaabl. LIMpKTiH apTUcTepiHwe
OWbIH Xacar, XXYPTTblH, MEHipiH KaHablpap-
KaHAblpMacTaH TOMTbIH OpTaCbIH KaK
¥apbln waba xeHenei. AlHana ynme-
ynme xanblK LWawy6anabl Kybin xKypin
TbiHAanabI»[12]. MiHe, ocbl CoTKe
TEPEHIPEK YHinep 60/1caK KOPEPMEHHIH
03iH ell MaXbipneycis 6enceHi apeKeTKke
€HTi3€eTiH TeaTp 3NIEMEHTTIHIH 6Te YTbiMAbI
d/[IiCiH on OHaMn-aK Kepe anambl3.

KopbITbIHAbI

byn wafblH KENTIpINreH gepeKkTep MeH
6omxamaap 6i3aiH Kasak ganacbiHaa
OMip CYPreH eHep TYPNepiHiH 6aPiHiH
3NEMEHTTEPIH KOriH KeKTen, TYCiH TycTen
Tyrengen xaTkaHbl emec. PonbKNOPUCTUKA
MEH apXxeonorus, aTHorpadusiHbIH ap

MAutepartypa:

¥bligapaarbl KadblHanapbiHa, Fbl/ibIMU
9/1e06M1 MaNiMETTEPIHE YHiNlep 6oNcaK, KeH
ayKbIMAbl JOVEKTI gonengep tabybiMbl3
Ja ab3an. KopblTa Kene, 6YriHri *ac
FanbiMAapablH, TEP TOrin XXYMbIC iCcTeyiHe
Ken HbicaHallbl MYMKIiHAIKTEP 6ap.
«MoaaeHu mypa» 6argapiaMmachiHbIiH,
asgcblHAa eniMisfiiH TapuUxmn KasblHalbl
ToeciHe XYPrizinin }xaTtkaH apxeonorusbliK
Ka30a ¥yMbICTapbl COHbIH, AdNeri icneTTec.
Kasak eniHiH KeHe eHepi MeH aaebueTi,
MOJEHUETI Typasbl AepeKTep enimisaiH,
asblC-}aKblH LET eNaepaid, Mmyparatrapsl
MEH MyparkannapblHa, KiTanxaHanapbiHaa
©3 i3[eyLWiCiH KyTin aTtkaHhan. byn
icTep oni Ae HaKTblpaK HayKaHblK i3aey
HYMbICTaPbIH YMbIMAACTbIPbIM, }Kac
FanbiMAapablH 6apnay ToOblH acaKran
MEMJIEKETTIK KaMKOP/bIKKa anyblH Tanan
eni.
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KawaranoBa T.Y.
Kasaxckas HaunoHanbHas Akagemusi uckycetB um. T. XKypreHoBa,
Anmartsl, KazaxctaH

KPUTUYECKUE OCOBEHHOCTU UCCZIENOBAHUA BUAOB UCKYCCTBA U HACJIEAUSA KYJ/IbTYPbI
APEBHUX KA3AXCKHUX CTENE#

AHHOTauMA

B cTtaTbe paccmaTpuBaeTcs UcCneaoBaHus KyabTypPHO-UCTOPUYECKOMO HAcneamna Ka3axoB B paMKax
nporpammbl «<MageHn mypa». Bo3BpalleHne KynbTyPHbIX LLEHHOCTEN Ha POAMHY MPOaHaNM3MopPoBaHO Kak
6naro 1 o6paleHO BHUMaHUE Ha UCTOPUIO, FAE UCaM YHUYTOXKMA HEKOTOPYIO YacTb TIOPKCKOM KyNbTypbl.

B uccnepoBaHMm NPUMEHSAIUC UCTOPUKO-KYIBTYPHbBIN aHann3, eAUMHCTBO CUHXPOHHOMO U AMAXPOHHOTO,
aKCUONOMMYECKNI U CpaBHUTENbHbIE aHaNn3bl, METOAbI FEPMEHEBTUYECKOIO aHan13a. NpoBeaeH KyabTypHO-
MCKYCCTBOBEAYECKMI aHaNn3 HaLMOHaNbHbIM Urpam, TaHLaM 1 TpaanumMsaM M3 Kasaxckoro dbonbKiopa,
KOTOpPblE HaxoasAT OTpaXKeHne B 0COBEHHOCTH B KYKOSIbHOM TeaTpe. A TaKKe BblSIBIEHO, MMaBHbIM 06pa3oM 4TO
COCTaB/SIET OCHOBHbIE 3/1IEMEHTbLI aKTEPCKON LWKOJbI UrPbl B KA3aXCKOM TeaTpe.

KnoueBble cnoBa: KalaxcKas TpaguunoHHas KynbTypa, Haypbl3, TaHel, OpTeke, MCKYyCcCTBO NeHuns, AMpe
Kaway6aeB, cansl 1 cepi, Lawy6an, kazaxckun Teatp, Kanbibek KyaHbiwnaes.
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CRITICAL FEATURES OF RESEARCH OF TYPES OF ART AND HERITAGE OF THE CULTURE OF ANCIENT
KAZAKH STEPS

Abstract

The article deals with the study of the cultural and historical heritage of the Kazakhs in the framework of the
“Madeni Mura” (‘Cultural Heritage’) program. The return of cultural values to their homeland was analyzed as
a blessing and attention was drawn to history, where Islam destroyed some of the Turkic culture. The study
used historical and cultural analysis, the unity of synchronous and diachronic, axiological and comparative
analyzes, methods of hermeneutical analysis. A cultural-art analysis of national games, dances and traditions
from Kazakh folklore, which are reflected in particular in the puppet theater, was conducted. It also revealed,
mainly, what constitutes the main elements of the acting school of the game in the Kazakh theater.
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'T. Zhurgenov Kazakh National Academy of Arts
Almaty, Kazakhstan

WEEK OF SCIENCE DEDICATED TO THE “120TH ANNIVERSARY OF T.K. ZHURGENOV”

Abstract

The review deals with the “Week of Science”, held from April 9 to 13, 2018 at the Academy of Arts. The
purpose was to discuss the results of research, problems, trends, prospects for the development of science in
different fields of art, increase the effectiveness of scientific activity, positioning the Academy as the leading
research center in the Republic of Kazakhstan. The participants of the “Week of Science” were undergraduate
students, master and doctoral students, young scientists and teaching staff of the Academy. In the framework
of the “Week of Science”, a number of events were covered: a discussion of the professional problems of

six specialties in the light of the State programs for the modernization of public consciousness. These are
scientific seminars, round tables, master classes, lectures of well-known scholars, as well as presentations

of poster reports of undergraduates. At the end of the week, diplomas and certificates were awarded to the
winners of the competition for the best poster reports.

Keywords: Week of Science, “The Zhurgenov reading”, 120th anniversary of T.K. Zhurgenov, problems of
preparing master and doctoral students, lectures, master classes, round tables, the contest “the best poster

reports”.

On April 09-13 of 2018, the Scientific
and Practical Center of Postgraduate
Education held the Week of Science of
Academy on the topic “The Zhurgenov
reading” under the guidance of the Vice-
Rector for Research K.Z. Khalykov Within
the framework of the science week,
plenary sessions, International Student’s
Scientific and Practical Conference, various
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scientific and organizational events (round
tables, master classes, lectures by famous
scientists) were held. The substantive
work has been done throughout the week
including the work of “Kozimnin qarasy”
club, where film experts, representatives
of the young generation of Kazakh
animation took the floor, meetings with
young researchers, student scientific
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and practical conference, as well as
presentations of poster reports of 2nd year
undergraduate students.

The concept of the “Week of Science”
(see fig.1 ) was focused on the main
areas of culture and art that need a
modern appreciation of significance and
positions that correspond to the new
course of development, which in its turn

correspond to the program-article of the
Head of State “Course towards the future:
modernization of Kazakhstan’s identity”.
The key areas of modernization of national
identity in the 21st century, applicable
both on the individual and the social
level, are competitiveness, pragmatism,
preservation of national identity, the cult
of knowledge, evolutionary development
and openness of consciousness. This state
program is designed to give a new impetus
to the modernization of the public, nation,
its history and national traditions and
understanding of its importance from the
standpoint of today, which certainly should
be a “platform connecting the horizons of
the past, present and future of the people”
in the context of the “Fourth Industrial
Revolution”.

In addition, the need to modernize
the new thinking is caused with an
acute lack of understanding of the
theoretical and methodological problems
of young researchers in various types
of art such as “theater studies”, “film
studies”, “art criticism”, “choreography”,
“musical and visual arts”. “Week of
Science” also included methodological

Figure 1. Presentation of the report by Khalykov K.Z. at the plenary session of the “Week of Science.” Almaty April 9, 2018
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Figure 2.3. Bioart / BIO-ART. Arm, exoskeleton and Stelarc ear.

seminars, contests, which include round
tables, master classes, lectures by
famous scholars of 6 faculties, as well
as presentations of poster reports of
undergraduates as scientific support for
the younger generation of researchers.
The first day - April 9, 2018 the opening
of the “Week of Science”. At the “Plenary
meeting”, there were several reports and
congratulatory speeches. This is the first
report of the Vice-Rector for Research, Dr.
Phil.Sc, and Professor K.Z. Khalykov on
the topic: “Horizons and the possibilities of
interaction between art and science at the
turn of the 20-21st centuries” (Figure 2).
Creativity is now the only and most
important competence for leadership
in art. In the era of the so-called
postmodern culture, technological
progress transformed not only society,
but also non-classical science and art.
A number of tendencies lead to their
convergence, changes mutual borders
in the space between the logos and the
myth. Thus, scientific art, having become
the result of the interaction of complex and
diverse phenomena, can be considered
as a phenomenon of the synthesis of
science and art. Summarizing his thought,
the author expressed the interaction
of these two poles, in which only the
characteristic that invariably determined
the substantiality of artistic and scientific
reference - the intentionality of the creative
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effort that simulates artificial reality -
remained unified (Figure 2.3).

Conceptual areas highlighted in the
program article “The Cult of Knowledge
and openness of consciousness” should
become ubiquitous, and a focus on
quality education, taking into account the
technologies of the advanced countries of
the world, is a fundamental priority. He also
focused the attention of the audience on
the function of science and art, in which,
from the point of view of philosophy, he
clarified some similarities between art
and physics. He cited examples from the
Max Planck quantum hypothesis and its
similarity with pointillism, about Einstein,
the special theory of relativity and “New
Art”, about space (half the speed of light).

Report of Associate Professor Sadykova
A.E. “The contribution of Temirbek
Zhurgenov to the development of
professional types of art in Kazakhstan”
was devoted to characterizing T.
Zhurgenov’s activities in the field of various
types of art in the 30s of the twentieth
century. The archival materials reflect
the activities of the People’s Commissar
of Education and at the same time the
Head of the Committee on Arts Affairs,
T.K. Zhurgenov during the development
of theaters in Kazakhstan, described the
embodiment of the idea of rally of folk art
in 1934, shows the decisive leadership
mission of T. Zhurgenov in the preparation
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and conduct of the Decade of Kazakh
literature and art in Moscow in 1936.

The author emphasized that for the first
time a handwritten note by T. Zhurgenov
to Gabbas Togzhanov was published
about the need to write on a grammar
plate of Kazakh akyns (poet, improviser)
to preserve their voices to descendants.
These materials help to study the legacy of
T.Zhurgenov more deeply and understand
his contribution to the formation and
development of professional types of art in
Kazakhstan.

The report by Moldabekov Zh.Zh.,
professor of the “History of Kazakhstan
and social sciences” department on the
topic: “Spiritual revival and measurement
of the problem of Kazakhstan.” The
report of the presentation for young
researchers analyzed the ideological,
moral, methodological and educational
aspects of socio-humanitarian education,
its structural and functional purpose in
the spiritual renewal of the Kazakh youth.
The mutual influence of social sciences
and humanities is now losing systemic
foundations, strategic guidelines and

experience of interdisciplinary connections.

At the same time, there is an increasing
need for spiritual modernization of
interdisciplinary dialogue and the revival
of the role of humanitarian tradition, in
enhancing the continuity between the
ideological and educational work and the
potential of national culture. The author
outlined his vision on how to raise the
status and future development of social
humanitarian education in the future.

The celebration of science at the
academy was accompanied by the work of
the club “Kosimnin garasy” in the cinema
hall, a meeting with young researchers,
for three days with round tables of the
faculties of musical and theatrical art,
cinema, fine art, and choreography and art

Figure 4. During the presentation of the diploma of the 1st
degree Omelchenko Ksenia. On the right is the supervisor
Shklyaeva S.A. and on the left, the head of the Center for
Postgraduate Education Esenbekova G.Zh.

Figure 5. The moment of awarding a diploma of the 2nd
degree, Mamytova Samal. On the right is the supervisor
Orazkulova K.S. and on the left Professor Kodar Z.M.

history.

On the fourth day, a contest “The Best
Poster Report 2018” was held among
2nd year undergraduate students within
the framework of the Science Week. The
poster report is one of the most effective
forms of operational presentation of
scientific data on paper. The purpose
of the Competition: to demonstrate the
innovative achievements of research
activities of undergraduate students. The

4 1 >

P
Figure 6. Diploma of the 3rd degree for Aytzhanov Abylaikhan
during the presentation
of the poster report. 2018.
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competition was open and had one round.

For the “best poster presentations”, the
winning undergraduates were awarded
Diplomas of the first, second and third
degrees at the final plenary session of
the Science Week. Omelchenko Ksenia
was awarded a diploma of 1-degree for
the presentation of the report on the
theme “The Poetics of Nomadic Culture
in Paintings by Nurlan Kilibayev”, Ph.D.
supervisor Shklyaeva S.A. (Figure 4).

Mamytova Samal was awarded a
diploma of 2-degrees for the presentation
of a report on the theme “Trends and
problems of Kazakhstan’s Graphic Art
sincel1960 up until now”, research
supervisor Professor Orazkulova K.S.

Aitzhanov Abylaikhan was awarded with
the diploma of the 3-degree for the report
“Ethics of the relationship of heroes in the
modern Kazakhstani cinema of 2000—-
2017”

The object of the research - Modern
Kazakhstan cinema 2000-2017. The
subject of the study is the analysis of the
ethics of the relationship of the characters
on the examples of films of the modern
Kazakhstani cinema of 2000-2017
Hypothesis - how convincingly, realistically
or conditionally does the cinema reflect
the psychology of the relations of the
characters? What ethical norms / lack of
generally accepted norms are shown? How,
taking into account the ethics of traditions,
national-cultural identity is demonstrated
in modern Kazakhstani films? With what
aesthetic forms, artistic techniques,
directors show the relationship of heroes.
Cinema Aspects: Dramatic Conflict, Artistic
Decision, music. The director’s decision
based on their own understanding of
morality and ethics. Based on theoretical
material, the analysis of films selected for
the study gave an approximate answer to
the hypothesis put in the paper. A large
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part of the sociological research of the

R. Ebert Foundation coincided with the
modern realities of the life of Kazakhstani
society and the cinema reflects this
realistically with the use of cinematic
aspects. National identity including
etiquette of behavior, communication,
fashion, traditions, against the background
of the influence of globalization and
modern values, does not give way to its
place in modern Kazakhstani cinema
(2000-2017).

Analysis of the research work of the
undergraduate student Aytzhanov A.
allowed us to notice the dynamics of
development / decline of the ethical
values of the society of Kazakhstan in
the cinema: the Soviet period, the new
wave and the modernity. The study of this
topic of the master’s thesis began with
the study of its two constituent concepts,
such as ethics and relationships. In the
transactional analysis, an attempt was
made by the undergraduate to reflect on
the parent-adult-child relationship, the
follower-victim-aggressor, which revealed:
family values 94.6%; among the significant
values are defined: honesty, loyalty, higher
education, official marriage, responsibility
6%, “The cult of a successful and rich life”,
which is confirmed by the research of the F.
Ebert Foundation 32.8% and the last and
least important place for the Kazakhstani
youth is the participle and involvement
in the state policy 17.87%. Within the
framework of this research work, “ethics”
will be called science, a field of knowledge,
intellectual and cultural tradition, and
“moral” and “morality”, what is studied by
ethics, its subject matter. Based on the
selected films for analysis, he concluded
that modern films of Kazakhstan, which
fully reflect the individual ethics and
ethics of the relationship of contemporary
Kazakhstani society.
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On April 13, 2018, the closing ceremony
of the “Week of Science” took place at the
T. Zhurgenov KazNAA. The presentations
with the reports of Doctor of Philosophy,
Professor Kodar Z.M. on the topic “Women
in science and art” and the report of
the doctor of art history, the dean of the
“Art history” faculty Nurpeis B.K. “The
Role of an Outstanding Public Figure T.K.
Zhurgenov in the development of Kazakh

K.XanbikoB

theatrical art.”

The science week at the Academy is
of interest to many other universities in
Almaty and Astana. For example, next
year, young researchers from the Kazakh
National Academy of Choreography
(Astana) and the Abai Kazakh National
Pedagogical University (Almaty) expressed
a desire to participate in the contest “Best
poster report”.

Kazaxckas HaynoHabHas akagemusi UCKyccTB um. T. XKypreHoBa

r. Aimartsbl, KasaxctaH

HEAENSA HAYKM K «1OBUJIEIO 120-JIETUfl T.K.2KYPTEHOBA»

AHHOTauMA

B peBbto paccmatpuBaeTcs «Hegens Hayku», npoxogusluee ¢ 9- no 13 anpens 2018 roga B akagemMuu
MCKYCCTB. Llenblo KOTopon SBSN0Ch — 06CYKAEeHME pe3ynbTaToB UccneaoBaHum, Nnpobaem, TeHAEHUMH,
NepcrneKkTUB PasBUTUS HAYKM MO HanpaBieHUAM UCKYCCTBA, NOBbIWeHUEe IPDEKTUBHOCTU HAyHHOWM
LEATeNbHOCTH, MO3ULIMOHMPOBaAHME aKaleM1K KaK BefyLero Hay4Ho-UccneaoBaTeNlbCKoro LeHTpa B
Pecnybnunke KasaxctaH. Y4acTHUKamu «Hegenun Hayku» Obli — CTYAEHTbI, MarMcTpaHTbl, JOKTOPaHThI,
Monoable ydyeHble v MNMNC akagemun. B pamKkax «Hegenn Hayku» ocBeLLeHbl pag MeponpuUsaTUu: aTo obeyKaeHne
npodeccuoHanbHbix Npobaem 6 crnelmanbHOCTeN B CBeTe focyaapCcTBEHHbIX NporpammM MogepHusauuu
06LLEeCTBEHHOM0 CO3HaHUS. ITO: Hay4YHble CEMUHAPbI, KPYr/ble CTOJbl, MacTeP-Kaccehl, 1EKLMN U3BECTHbIX
YY€EHbIX, @ TaKXe Npe3eHTaLn1 1 3alimMTa NOCTEPHbIX AOKNAA0B MarucTpaHToB, B 3aBepLIEHMM KOTOPbIX 3a
Nlydlime nocTepHble AoKNagbl 6blIn BPyYEHbl AUNIOMbI U cepTUdUKATL NOGeAUTENSIM KOHKypCa.

KnioueBblie cnoBa:

Hepens Hayku, KypreHoBcKue YTeHus», obunen 120 net T.K. ypreHosa, npobnembl

NOArOTOBKU MarucTpoB 1 JOKTOpaHToB PhD, nekumun, mactep-Knaccol, Kpyrible CTOMbl, KOHKYPC «iydlline

NOCTEepPHble AOoKNaabl».

K.3. XanbiKoB

T.K. XypreHoB aTbiHAafbl Ka3aK YATTbIK 6Hep akageMUsiChbl

Anmarsl, KasakctaH

«T.K. XXYPFTEHOBTbIH 120 }XbUI1blK MEPEUTOMbIHA> APHAJIFAH Fbl/IbIM AMTAJIbIFbI

AxpaTna

LWonyaa 9-13 cayip apanbifblHia 6Hep akageMUsacbiHAa 6TKeH «FblibiM anTanblfbl» KapacTblpbliaasl. byn
ic-llapaHblH, MaKcaTbl — FbIIbIMU 3ePTTEY/Iep HOTUKENEPIH 8Hep GaFbITTapbiHbIH, JaMy TEHAEHUMANapbI

MEH nepcneKkTMBanapbiHa CONKEC Tankbliay; FblbIMU KbIBMETTIH, TMIMAINITIH apTTbipy apKblibl eHep
aKajgemuscbiHbiH KazaKkcTaH PecnybnnKkacbiHaaFbl eTeKLWi FblNbIMU-3EPTTEY OPTablfbl PETIHAE TaHbITY.
«FbIbIM @anTanblfFbiHa» KaTbICylWblNap — CTYAEHTTEP, MarucTpaHTTap MeH JOKTOPaHTTap, Kac fanbiMap KaHe
aKajeMUSHbIH NPodeCccopbIK-OKbITYLWbINbIK KypaMbl MeMNeKeTTiK «PyxaHu aHFblpy» 6araapnamachiH

iCKe acbIpy XongapbiH HETi3ri 6 MaMaHAbIKTbIH KaCibu GYTiHTi KYHT MacenenepiMeH 6annaHbicTa Tankblnan,
KapacTblpabl. byn: FelnbiMK ceMUHapnap, AeHrenek crongap, webepnik kKnactapbl, 6enrini FansiMgapablH,
neKuuanapbl, COHbIMEH KaTap, MarucTpaHTTapAblH NOCTeP/blK 6asHaamanapbliHblH KOPCETINIMI MEH KOpFaybl.
CoHblHAa, Y34iK NocTepnblK 6asgHaamanap 6ankaybliHblH, }KeHiMnasaapbiHa unaoMaap MeH cepTudurkaTTap

Tancbipbingbl.
Tipek ce3pep:

FbiNbIM anTanbifbl, «KypreHoB okynapbl», T.K. ypreHoBTbiH 120 XblnablK MEPENTONDI,

Maructepnep MeH PhD gokTopnapblH davblHAay, nekuusanap, webepnik-Knactapbl, AeHrenek crongap, «y3aik

noctepnbiKk 6asgHaamanap» 6anKkaybl.
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BepicteH XK., basapb6aeBa P, EpHa3apos K.
¥CTAJIblK OHEP - OHEPAIH BACTANKblI ®EHOMEHI

EP KAPYBI - BEC KAPY

1 cyper. «Jlapxan» Hemece ycTa HieGepxaHachiHa

a 2-cypet. Kazak e6epiiepi kacaraH Heriari 6ec KapyiblH
acranrapblMeH »KYMbIC YCTiHJe.

TypJiepi.

3-cyper. Opta racbipaarsl TypiK »kaybiHrepJiepi. Kapy »kapaxkrapbl MeH caybITTbl KHiMjepi GeliHeseHreH.
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5 cyper. AraiibiHibl KysimeHTerisiep Kasak ycrasbik eHepiH

4-cypet. Kasakrbin Gesrini yera-ebepi Jlapkemoait JKaJIFacTbIPyLLbI LeGepaiep.

[oknapyubl.

i

NS

Aymara s &
" Cenicep yeran, cepr-Segin Typraus Epcepi

e

6,7 cyper. Kyamenterinepiin Kazak GaTblpJiapbl KHIeH Kapy->Kapak, caybIT, TOPFAybIT, JlyJblFa TOPia/ti KHiMIepiMeH KaHFbIPTHII,
LIbIFAPMALLIbIIbIKKA aliHaJ|IbIPFaH.
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KenciH6ek M.M.
ART FEATURES OF SELF-PORTRAITS BY THE PAINTER TOKKOZHA KOZHAGULOV

Figure 1. Seli-portrait Albrecht Durer. 1498. Prado Museum Figure 2. Tokkozha Kozhagulov. Self-portrait. 1987. Water-
Madrid. Engraving. color.
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K.Khalykov

WEEK OF SCIENCE DEDICATED TO THE “120TH ANNIVERSARY OF T.K.
ZHURGENOV”

Figure 1. Presentation of the report by Khalykov K.Z. at the

plenary session of the “Week of Science.” Almaty April 9,

2018 Figure 4. During the presentation of the diploma of the 1st
degree Omelchenko Ksenia. On the right is the supervisor
Shklyaeva S.A. and on the left, the head of the Center for
Postgraduate Education Esenbekova G.Zh.

Figure 6. Diploma of the 3rd degree for Aytzhanov Abylaikhan _ . . .

during the presentation Figure 5. The moment of awarding a diploma of the 2nd

of the poster report. 2018. degree, Mamytova Samal. On the right is the supervisor
Orazkulova K.S. and on the left Professor Kodar Z.M.

Figure 2.3. Bioart / BIO-ART. Arm, exoskeleton and Stelarc ear.
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