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Creative searches in the genre of national ballet:
“Sultan Baibars” and “The Legend of Turanga”

Abstract. The return to the full-scale format of the ballet performance and the approval of
the prominent names of young choreographers marks the result of creative searches in the national
art of dance over the past 30 years. Composers, set designers, visual artists, and costume designers
turn their attention to such a genre as ballet with renewed interest, which results in the two latest
works by Russian choreographers on the national theme: "Sultan Baibars" (choreography by
Mukaram Avakhri) and "The Legend of Turanga" (choreography by Anvara Sadykova). In the
article, using their example, the authors attempt to consider ballet as a part of art in general and,
in particular, to understand ballet as a repository of the emotional experience of perception
accumulated in society over generations and, in turn, also value-oriented to society itself. This is
the purpose of the study.

To achieve this goal, the authors choose some methods of the system-based and synergetic
approach, which in recent years has been actively introduced into humanities research, including
art history. The approach focuses on phenomena as unstable systems and uses various methods for
a complete and qualitative analysis during research. Its principles of feedback and
intellectualization are implemented in ballet if one takes a holistic approach to art: as an object of
socio-cultural nature.

During the study, it becomes clear that the ballet performance is the product of the co-
creation of choreographers and a lot of other authors who feel the direct connection between art
and the world when a separate object or phenomenon makes sense only as part of the whole. The
changing moral values of modern society, the influence of the new ideologies of national
identification, and the environmental movement, along with new trends in visual perception, are
directly reflected in the performances of young Kazakh choreographers. Through the principles of
the systemic interaction "theater-society" and the consideration of art as a repository of historical
memory, the authors try to understand the mutual influence of the national ballet and the socio-
cultural field.

Thus, on the example of the two latest works by Avakhri and Sadykova, the search for new
themes and plots, their artistic and technical, visual and musical design, the prospects for the
development of the plastic language of national ballet are seen in the understanding of art as an
unstable system that is in continuous development and interconnection not only with internal but
also external factors.

Key words: choreographic art, choreographer, ballet, performance, Mukaram Avakhri,
Anvara Sadykova.
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Introduction. For the Kazakh ballet theater, the period of the pandemic has become creatively
productive. At the end of 2020, three premiere performances were presented to the audience. The
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Astana Ballet Theater presented a large-scale project "Sultan Baibars" which was staged with the
assistance of the National Dance Support Fund and the Samruk-Kazyna company by the
choreographer Mukaram Avakhri. A month before that, Anvara Sadykova presented her new
production "The Legend of Turanga" on the same stage. A new ballet "The Call of the Steppe" by
European choreographer Patrick de Bana was shown at the Astana Opera. However, our interest
extends to two works by Kazakh choreographers.

The year also became, to some extent, a turning point for the development of the national ballet
since the performances were based on national material and are expanded full-scale works that use
the music by Kazakh composers. The difficult times of Perestroika, the closure of the Abay
National Theater and Opera House for long renovations, the opening of the second opera house in
Astana did not facilitate thorough, productive searches in this area. The ballets were staged by both
local and guest specialists, in general, those were small and modest performances in all respects.
Many of them were put on for specific dates and were made to order. Only with the opening of the
Astana Ballet Theater did this search become purposeful. Since 2013, the ballets "Alem" (chor. N.
Dmitrievsky), "Zhusan", "Language of Love" (chor. M. Avakhri) have been staged in this theatre.
Each of them is interesting in its own way, opened up new possibilities in translating the national
theme into choreography, and all these ballets are short works. The next step was the development
of the proposed paths [1]. Our task is to use the example of the last two premieres to understand
the direction in which the national Kazakh ballet is developing, what features are inherent in it,
and what further prospects there are in the performance.

Materials and methods. When determining the methodological framework of the study,
two performances by young choreographers are considered from the perspective of a systemic-
synergetic approach. The method was first developed by I. Prigozhine, a Nobel Prize laureate in
chemistry, and his followers [2, 3]. The approach looks at the ways of systems development in the
conditions of instability. The approach is based on the mechanism of integration, when many
methods can study an object from different perspectives, ensuring its thorough and comprehensive
cognition. Ballet is a curious phenomenon of scientific analysis for this approach, which allows
one to see art as a system consisting of structural elements, influenced by external factors. In recent
decades, the approach has been actively applied in some areas of humanities research, namely in
pedagogy [4] as well as art history [5]. As it will become clear in the study, Avakhri and Sadykova
in their works turn to topics close to modern problems of social and public areas and therefore the
possibility of the method to act as a kind of unifying platform for a constructive dialogue between
art and scientific knowledge becomes relevant for this study.

Results and discussion. M. Avakhri's new ballet "Sultan Baibars" seems, to some extent,
to continue the theme of the roots of man and his connection with his homeland, which the
choreographer developed earlier in the ballet "Zhusan" and several choreographic miniatures.
Unlike most of the recent productions, "Sultan Baibars" seemingly marks a return to a large-scale
story-driven ballet. From the perspective of the feedback principle manifested in the system of
interaction "theater-society", the performance in artistic form captured the ideas of the time,
organically weaving them into the plot and choreographic language. In the period after Kazakhstan
gained independence, there was a transition from Soviet ideology to the desire to build a new
national identity that would meet the needs of the new society. This time was marked by the
formation of an ideologically necessary model of a modern person, who was not only aware of the
memory of the past of the Kazakh people but transmitted the spiritual and value-based ideas of
society and its main features. In the first ballet "Zhusan", the libretto for which was also written
by Bakhyt Kairbekov, Avakhri touched upon this topic in a rather intimate manner. The choice of
the plot for the ballet "Sultan Baibars" allowed the choreographer to expound on it specifically and
completely.

The ballet tells the life story of the great commander al-Zahir Baibars, the legendary Sultan of
Egypt in the 13" century, who went down in history as the fourth Turkic ruler of the Arab
Caliphate. Kidnapped and sold into slavery to the Mamluks in the Middle East as a child, Baibars
became a brave warrior who stopped the crusaders, and then the Mongol invasion, initiating the



famous "yellow crusade". Then, over 17 years, Baibars proved himself as a wise, far-sighted ruler
who did a lot for the protection and prosperity of the country. However, throughout his life Beibars
remained a Kipchak, the son of his people, keeping deep in his soul vivid memories of a childhood
spent in the Cumania steppes (Pic. 1 — "Sultan Baibars")

The music for the ballet was written by composers Khamit Shangaliyev and Alibek Alpiyev
specifically for this production. This fact is exciting and deserves a separate analysis of the musical
material, since for a long time most choreographers have adapted to stage choreographic works
using pre-existing musical material, often by completely different authors, mixing and arranging
it to their liking. The music of the new ballet is modern in sound but at the same time recognizable
in intonation when it is occasionally supplemented by the sound of folk musical instruments saz,
zurna, and kobyz interrupted by percussion. It is the music that sets the mood and intonation for
the whole performance, captivating the viewer with an interesting sound, the contrast of the
musical arrangement, and the use of pauses as dramatic climaxes. Elements of martial arts, circus
acrobatics, and juggling permeate the choreographic language of the performance. Working with
small separate groups, their alternation, canon, and opposition (scenes in a training camp, the battle
between the Mamluks and the Crusaders and Mongols) creates an internal plastique-based drama
that carries an important semantic load. This principle of the synthesis of arts and the search for
the expansion of expressive means was perceived as rather unexpected but justified. The ballet is
interesting in its variety of dancing-plastique-based language palettes. Soft, gliding movements
create a cantilena of continuously pouring plastique, abrupt stops with dancing elements dissecting
the space are associated with a hiding predatory beast before the jump. Avakhri used carefully
selected movements for the ballet, created based on a synthesis of modern choreography and folk
dance, thereby achieving an emotionally rich choreographic language, diverse in its content and
natural for the characters of this ballet.

The national choreography of Kazakhstan quite often turned to folklore images, epic heritage,
fairy tales, and legends. This tradition was continued by Anvara Sadykova and her latest work
"The Legend of Turanga" (Pic. 2 - "The Legend of Turanga"). The significance of the premiere
performance is that the new project of the theater has united talented representatives of national
culture, who are meeting on this stage, not the first time, have experience in ballet art. The
composer, choreographer, author of the libretto, and the artist turned out to be like-minded people
in the birth of a new ballet, in which the national color is harmoniously combined with modern
trends in choreography. The ballet music was written by the famous Kazakh composer Kuat
Shildebayev. Although the material is composed of several works written by the composer at
different times, the music of the ballet is perceived as quite holistic thanks to the careful work of
the composer and choreographer in processing, linking, and assembling the individual parts into a
whole. Shildebayev's music attracts with the bright modernity of the musical implementation of



Kazakh sacred music, expressed through melodic emotional themes. The catchy modernity,
coupled with the well-read national origin of his music, is aimed at a young audience with its
heightened interest in ethnic music in a modern sound.

For the first time, the ballet was staged by Sadykova in the form of a choreographic miniature.
The choreographer liked the deep idea of the legend, giving her confidence that this material could
be interestingly unraveled for a full-fledged choreographic canvas. Sadykova accepted the theater's
proposal to stage an independent ballet based on the plot of this story with joy and bold creative
expectation. Her enthusiasm was also passed on to B. Kairbekov, who already has experience in
creating librettos for national ballets.

From another aspect, we can also consider ballet as a cultural-historical reality in the
retrospective of time, in the context of the principle of "historical memory". This principle was
introduced into scientific circulation by M. Halbwachs, according to whom the term means a set
of spiritual and value-based attitudes of a timeless order, as well as the heritage of the historical
and cultural layer of a particular period, building a spiritual connection between intergenerational
groups. As for the world of art, we understand ballet as a "silent" contemporary of its time and a
keeper of the objective processes of history at the level of meaningful emotions. An example is
the ballets dedicated to understanding what is happening in the world, namely, the sense of duty
to the homeland in the direct and universal sense (the country and mother nature).

The theme of the ballet "Sultan Baibars" is deep, philosophical, raising the national spirit of
pride for our ancestor, who managed to survive in a foreign land and rise to the ruler of a huge
country. On the other hand, the theme reveals the subtle intimate part of the human soul, its
inextricable connection with his native land, childhood memories that always remain with a person
of any age, any position. Based on the libretto of the ballet, Avakhri had a difficult task to show
the most important events and the personality of Baibars, who went from a little boy to a powerful
ruler and an invincible warrior. The basis of the ballet story is not events, but feelings and internal
contradictions that tormented the main character throughout his life. The choreographer focuses
on the mystery of the human psyche, based on the close relationship of a person with memories
that can be associated with a mother's hugs, the smells of home, the sounds of the world around
him, etc. The ballet "Sultan Baibars" turned out to be holistic, dramatically harmonious, and has a
tangible force of psychological impact and energy. The creators of the ballet stick to the well-
known story of Baibars but slightly actualize the well-known plot towards the inextricable
connection of a person with his homeland through memories. The performance is impressive due
to the fact that the choreographer preserves the plot and the events of life that most modern
choreographers amicably depart from. Neither the plot nor the choreography of the premiere



performance contains any features that lead the viewer into the depths of the subconscious. At the
same time, there is a high degree of emotional fulfillment which is achieved by various expressive
means. This fact is very symbolic. Such a sensual revelation sounds especially relevant today when
the issue of immigration has perceptibly arisen before many citizens of the country. Is there a
chance to find personal prosperity and happiness in a foreign land?

Anvara Sadykova asks a similar question but in an apolitical aspect. The choreographer's
characters are people who face a dilemma that is no less urgent. Caring about nature, as a living
and life-giving mother, consoling and sympathetic, is opposed to the idea of thoughtless
momentary profit, the so-called prosperity, and success, which are so important today. The ballet
is based on an ancient legend about a tree called 'zheltorangy', which grows in the steppes of our
land. The tree withstood the fight against sandstorms, withstood human cruelty with their desire
for profit thanks to a brave young man. For Kazakhs, the tree was considered alive and very
valuable, since it was very difficult to grow it in the vast expanses of the steppe, but the tree
provided coolness and protection for all living things, served as a means for building a dwelling
and household utensils for people. Today, this connection is being cut off, leading humanity to
global environmental problems. The conceptual idea of the ballet libretto, created by Bakhyt
Kairbekov, is extremely clear to every viewer, while also being philosophically deep and multi-
layered. The choreographer very subtly and boldly saturates the plot of the ancient legend with
expressive associations, projecting them onto modern environmental problems, thereby turning
the performance into a philosophical meditation on the relationship between nature and man, thirst
for profit, and inescapable sorrow about loss. The choreography proposed by Sadykova is done in
a modern style using classical dance and national plastique. The soft expressive movements of the
hands and body in the Turanga dance are combined with the graphic clarity of poses and an
unexpected change of rhythms in the dance of birds, demonstrating the diverse expressive
possibilities of synthesizing various types of the dance language. The striving for generalization
in the interpretation of the action and the choreographic vision helped the choreographer find a
very successful movement-based solution for the image of the Turanga tree. Throughout almost
the entire action, Turanga is on an elevation, her only actions are the movement of her arms and
body. An expressive costume and an unusually picturesque solution for the crown of the tree
enhance its tenacity and greatness in the audience's eyes. The inner fullness of the tree as a living
being is expressed through the image of Turanga's soul. Itis in her that the feminine principle of
the worldview of the people is embodied, as a light, protective and creative spirit. Her dancing
speech is transparent, woven from a beautiful ligature of classical dance and, like beads, is
decorated with elements of Kazakh dance. The design of the ballet was carried out by the
specialists of the theater and the result is quite impressive. The ballet scenography, created by the
artist Zhandos Omarov, turned out to be truly theatrical, voluminous, and at the same time laconic,
without unnecessary bits and details. As soon as the curtain opened, the audience could not refrain
from applause as a sign of admiration for the presented beautiful scenery. The combination of
color and soft pastel stage design harmoniously combined with the ballet attire of the performers
was developed by costume designer Natalia Protasova. The reserved coloring of the costumes,
close to natural colors, was nevertheless emphasized by a prominent, bright detail. The artist
dressed the lumberjacks in modern costumes —jeans, T-shirts, and boots, as opposition to harmony
in nature and a visible thread to the modern world of destruction and endless self-interest. The
lumberjack dance is based on wide sweeping elements from the arsenal of male folk dance,
presented in a modern, playfully ironic form. Their dance turned out to be expressive, emotional
in terms of movement presentation.

Ballet as a changing system in the modern world continues to form a harmonious synthesis
with a complex kaleidoscope of plastique-related means. In "The Legend of Turanga", this is aided
by the use of cinematic editing techniques in ballet through video graphics and close-ups. For
example, in the scene when a young man dreams of blood on his hands from the felled turanga
branches. In this way, the choreographer highlights the important moment and action in the



awareness of the ballet protagonist, visually laconic and emotional in time and form, thereby
making the performance more dynamic and imaginative.

From a technological standpoint, these two performances undoubtedly open doors for
unknown possibilities in the ballet theater. We believe that the premiere of the ballet "Sultan
Baibars" marks the return of national choreographers to full-scale ballet performances, to
picturesque theatrical form. Connoisseurs of choreographic art were also pleased with the new
creative move of the Astana Ballet Theater, timed to coincide with the premiere of the ballet. This
refers to the preparation of the full theatrical version of the ballet with care for people who, due to
the pandemic, were unable to attend the premiere. A film ballet on digital media could be
purchased at the theater on the days of the premiere, the online presentation took place on the day
of the celebration of independence in Kazakhstan. For Kazakh art, for example, the film ballet
genre has become, on the one hand, a forced measure, due to the impossibility of presenting ballets
to the public during the pandemic. However, it should be noted that such a hybrid of ballet and
film is very interesting today since it allows one to reach the audience as much as possible, which
is because the majority of the population are unable to visit the ballet theater for objective reasons
(the absence of a ballet theater in the city).

Conclusion. To study ballet today in a system of close interaction with society, history, and
cultural trends means recognizing ballet not as an isolated phenomenon but as a living, sensitive
witness of the times. Modern talented Kazakh choreographers embrace this idea and find new
plots, art forms, languages of plasticity that reflect such principles as striving for progress, bringing
ballet theater to a new level of development. As the independence gained by Kazakhstan twenty
years ago requires self-determination through culture, science, and reinterpretation of history,
highly artistic theatrical performances can become a tool to satisfy this need. The creative search
of the choreographers M. Avakhri and A. Sadykova in their latest works revives and captures
names and phenomena that will help one restore and strengthen the national spirit. The
performances "Sultan Beibarys" and "The Legend of Turanga" demonstrated the readiness of the
young generation of choreographers to bring new interesting ideas and solutions into staging
national performances, reveal the imaginative possibilities of national plasticity in synthesis with
classical dance, and find a modern approach to the interpretation of deep philosophical questions
of mankind on the ballet stage.

The value of the study is ensured by the methodological substantiation in considering the
genre of the national ballet performance on the example of the latest significant works of Kazakh
choreographers. For the first time, the problem of finding original choreographic, musical-visual
and thematic languages in Kazakh ballet is expounded from the perspective of understanding art
as a phenomenon that has meaning as part of a whole. The defining feature of the study was an
attempt to build a kind of unifying platform for a constructive dialogue between art and scientific
knowledge.

ITILE. Illomaesa, 2I'.T. Kymaceurona
12KazaxcKoil HalMOHAIBHON aKajaeMuu Xopeorpaduu
Hyp-Cynran, Kazaxcran
E-mail: !Dilara.shomayeva@gmail.com, 'Gulnara ili@mail.ru
TORCID ID 0000-0002-39115126, ORCID ID: 0000-0003-0478-3164

TBop4yeckne NMOMCKU B )KaHPe HAMOHAJIBLHOIO OaJiera:
«Cyuaran Beiidape» u «Jlerenaa o Kearypanre»

AunHoTanusi. Bo3Bpamennem K moigHoMacmrabHoMy (opmary OaJeTHOTO CIHEKTakiIs |
YTBEPXKJICHUEM SPKHX HWMEH MOJOABIX XopeorpadoB O03HAMEHOBAH B HAI[MOHAIBHOM
TaHILIEBAIBHOM HCKYCCTBE HMTOr TBOpYECKMX mouckoB mociennux 30 ner. KommosuTopsi,
crieHorpadbl, BU3yaIbHbIE XYJOXHUKH U JTU3alHEPhl KOCTIOMOB C HOBBIM MHTEPECOM OOpaTHIIH
CBOC BHMMaHUE Ha TaKOH KaHpP Kak OaJieT, 4yTo JaJo pe3ybTaT B BUJIE MOCICIHUX IBYX padboT
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OTEUECTBEHHBIX OajeTMmeiicTepoB Ha HalmoHalbHYIO0 TeMy: «Cynrtan beibapreic» (xopeorpadus
Myxkapam ABaxpm) u «Jlerenna o XKenrypanre» (xopeorpaduss Anpapsl CansikoBoif). B cratbe
Ha UX TpHUMepe JeNaeTcsl IMOMBITKa PacCMOTPETh OaneT Kak 4acTh HMCKYCCTBa BOOOIIE H, B
YaCTHOCTH, B TIOHMMAaHHH €ro Kak XpaHWIWIIA HSMOIMOHAIBFHOTO OMNBITA BOCIPHUATHS,
HAKOIUIGHHOTO B OOIIECTBE MOKOJEHUSMHU U, B CBOIO OUe€pellb, TAK)KE [EHHOCTHO OOpaIeHHOTO
Ha caMo o0miecTBO. B 3TOM 3akitodaeTcs 1eib JaHHOTO HCCIeIOBaHMSI.

B noctmxkeHun menu aBTOp H30pad HEKOTOPbIE METONBl CHCTEMHO-CHHEPTEeTUYECKOT O
MOAX0/1a, B OCIEAHNE I'Obl AKTUBHO BHEJIPSIEMOT0 B T'YMaHUTapHbIE UCCIIEJOBAHUS, B TOM YHCIIE
nuckycctBoBequeckue. [loaxon uzydaer sBIeHUS Kak HECTaOMIIbHBIE CHUCTEMBI, B X0/I€ HAYYHOTO
M3Y4YEeHHS! KOTOPBIX UCIIOIB3YET Pa3IMYHbIE METO/IbI IS TIOJHOTO U Ka4eCTBEHHOT0 aHanu3a. Ero
MPUHIUIIBI OOPATHOM CBSI3M M MHTEIUICKTYaTU3allUH PEATU3YIOTCS B OalieTe, €Cu paccMaTpuBaTh
HCKYCCTBO B KOMILIEKCE: B KQUECTBE O0BEKTA COIMATbHO-KYJIBTYPHON MPUPOIBI.

B xome wuccnemoBaHHMS CTAaHOBUTCS SICHO, YTO OAQJICTHBIN CIICKTAKIb SIBISETCS IMPOJTYKTOM
coTBOpUecTBa XopeorpadoB M OOJIBIIOIO KOJUYECTBA JPYTHMX aBTOPOB, KOTOPHIE YYBCTBYIOT
MPSIMYIO CBSI3b MCKYCCTBA C OKPYXKAIOIIUM MHPOM, KOTJia OTACIbHBIN OOBEKT MM SIBJICHUE UMEET
CMBICT TOJIbKO KaK 4YacTh OOIIHOCTH. MeHsrommecss HpaBCTBEHHBIE LIEHHOCTH COBPEMEHHOTO
oOmiecTBa, BIMSHHE HAa HUX HOBBIX HJCOJOTUM HAIMMOHAIBHONH UWIACHTHOUKALINU U
9KOJOTUYECKOTO JIBUKCHU S, HAPABHE C HOBBIMU TE€HICHIIUSIMU 3PUTEIBHOTO BOCTIPUSATHUS HAXOAST
CBOE MPSMOE OTPAKEHHE B CIIEKTAKIISAX MOJIOJIBIX Ka3aXxCTaHCKUX xopeorpadon. Uepes mpuHITUTIBI
CHUCTEMHOI'0 B3aMMOJIEUCTBUS «TeaTp-oOLIECTBO» U PACCMOTPEHUs] MCKYCCTBA KaK XpaHMIIMILA
HMCTOPUYECKOM MaMsITH aBTOP MbITAETCS MMOHSTh, KAaK HAIIMOHAJIbHBIN 0ajeT UCHBITHIBACT BIUSHUE
COLIMANIBHO-KYJIBTYPHOTO TIOJISI, U CaM B OTBET BO3/IEHCTBYET HA HETO.

TeMm caMbIM, Ha TpEMepe BYX mocienHux padotr ABaxpu u CaapIKOBOM MOMCKH HOBBIX TEM U
CIOXKETOB, UX XYIOXKECTBEHHOE W TEXHUUYECKOE, BU3YAIbHOE M MY3BIKaJIbHOE OQOpMIICHHUE,
MEePCIEKTUBBI PA3BUTHS IIACTUYECKOTO s3bIKA HAIMOHAIBHOI'O Oajera BUIATCS B IMOHUMAaHHUU
UCKYCCTBAa KaK HEYCTOMYMBON CHCTEMBI, KOTOpasi HAaXOIUTCS B HENPEPHIBHOM pPa3BUTHU WU
B3aMMOCBSI3H HE TOJIBKO C BHYTPEHHUMH, HO M BHEIIIHUMHU (DAaKTOpaMH.

KuroueBble cioBa: xopeorpaguueckoe HUCKyCcCTBO, Xopeorpad, Oaner, cnekrakib, Mykapam
ABaxpu, AuBapa CaapIKoBa.
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YJUITTBIK 0aJ1eT ’KaHPbIHAAFbI IIBIFAPMAIIBLIBIK i31eHicTep:
«Cyaran Beiidapbic» koHe «KeaTypaHFbl Typajibl aHbI3»

Tyiiingeme. baner KOWBUIBIMBIHBIH TOJBIK ayKbIMIbI (popMaThiHA KaWTa opajiy »oHE »Kac
xopeorpadrapablH JapbIHABl €CIMICPIH JKapblKKa IIbIFapy, YITTHIK OW eHepiHge CoHFbl 30
JKBUIJIAFbI IBIFAPMAITBIIBIK 13/ICHICTEPIHIH HOTHXKECIH KopceTTi. KoMmosuTopnap, aexoparopiap,
caxHa KMIMIEpIHIH Au3aiiHepiiepi OaneT >KaHpbIHA jKaHAJaH KbI3BIFYIIBUIBIKIICH Ha3ap ayJdaphll,
HOTHIKECIH/IE OTaHJIBIK XopeorpadTapablH YITTHIK TaKbIPBIIITAFbl COHFBI €Ki )KYMBICHL: «CyiITan
Betibapricy (xopeorpadusicel Mykapam ABaxpm) xkoHe «JKenTypaHra aHbI3» (Xopeorpadusichl
AmnBapa CazpikoBa). Makanazna oJiapJiblH MBICAJIBIH Iaii1ajjaHa OThIPBIN, OaJIeTTi KAkl OHEPIIH
O1p Oetiri peTinzie KapacThlpyFa ThIPbICAJIbI, aTal alTKaHa, OHbI KOFaM/a yprakTap >KMHaKTaraH
KaOBLIAAyIbIH  SMOIMOHANJBIK TOKIPUOECIHIH  PEMO3UTOPUAl pETIHAE TYCIHyre JKOHE 63
Ke3erinje, KOFaMHBIH 31He Jie KyHbl. by 3epTreyniH Makcarsbl.

Ochl MakcaTKa KeTyAe aBTOpJap COHFBI XKbUIAAPHl T'YMAHUTAPJBIK 3€pTTEyJiepre, OHbIH
IIiHAEe OHep TapuxblHA OCJICEH[I TYpJAe €HTI3UIN JKaTKaH XYHENiK-CHHEePTreTUKAIBIK TOCUIIIH
KerOip oxicTepin TaHAaIbl. Tocil KyObUIBICTApIbl TYPAKCHI3 KYHesep peTiHae 3epTTei 1i, omapabl
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FBUIBIMU 3€pTTey OapbIChIH/IAa TOJBIK JKOHE camajbl TaJJay YUIH SPTYPJl QMICTEpl KOJIIaHAbI.
OHBIH Kepl OailTaHBIC TEH WHTEUICKTyaJIM3alldsl TPUHIHUITEp] OaneTTe >Ky3ere acajbl, erep
OHEp/Il KEIIeH PETIH/E KAPacThIPCAK: AJIEYMETTIK-MO/ICHNU CHUIIATTaFbl OOBEKT PETIHIE.

3eprTey OapbIchiHA OaeT KOWBUIBIMBI KEKE 3aT HeMece KYOBIJIbIC MarbIHACKI Oap Ke3me
OHEp MEH KOpIIIaFaH oJIeM apachlHIaFbl TIKEJIeH OailIaHbICThI CE3IHETIH XopeorpadTap MeH Oacka
Jla KOINTEereH aBTOPJApbIH OIpJECKEH IIbIFAPMAIIbUIBIK TYBIHABICHI €KEeH1 Oenriii OoJabl, TeK
KaybIMJIaCTBIKTBIH O1p Oediri perinae. Kazipri KoFaMHbBIH €3repMelti MOpajibIbIK KYH/bIIBIKTapHI,
oJlapFa YIITTHIK HICHTH(UKAIMSTHBIH )KOHE KOJIOTUSUTBIK KO3FAIIBICTBIH JKaHa UJICOIOT USUIAPbIHBIH
ocepi KOpHEKI KaObLIAayIOplH KaHAa TEHICHIWsIIApbIMEH Oipre  Ka3aKCTaHIBIK  JKac
xopeorpadrapablH KOWBUIBIMIAPbIHAA TiKenel kepiHic Tabampl. «Tearp-koram» xyleni e3apa
OpeKeTTecy MPUHITUIITEP] KOHE OHEPJI TapUXH JKAIBIHBIH DPEMO3UTOPHUIl PETIHJE KapacThIpy
apKbUIBI aBTOP YJITTBHIK OaJIeTKE OJIEYMETTIK-MOJIEHU CallaHbIH Kalail ocep €TETiHIH TYCiHyre
TBHIPHICAJIBI KOHE OFAH JKayall PETiHJIE OPEKET eTeIl.

Ocpinaitima, ABaxpu MeH CaJlbIKOBaHBIH COHFBI €Ki IIBIFAPMAChIH MbICAJIFa aja OTBIPHII,
JKaHa TaKBIPBINl TEH CIOKETTI I137IECTIpy, OJapAblH KOPKEMIIK-TEXHUKAIBIK, OCHHENIK >KoHE
MY3BIKQIBIK O€3eHAIpUTyl, YITTBHIK OaJIeTTIH IUIACTUKAIBIK TUIIHIH JaMmy IepCleKTHBaIapbl
TYCIHITIHJE KOpiHEe/l, OHep TeK IlIKi FaHa eMecC, CBIPTKBI (JaKTOpIapMeH Jie Y3IIKCI3 JaMy/ia sKoHe
e3apa OailmanpicTa OONATHIH TYPAKCHI3 XKYHe.

Tyiiin ce3mep: xopeorpadusuibK eHep, xopeorpad, Oamer, crekTakiab, Mykapam ABaxpu,

AmnBapa CanpIKoBa.
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