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THE CONCEPT OF “CHOREOGRAPHIC INTEGRITY”
IN THE METHODS OF NATIONAL DANCE STYLIZATION

Abstract. The reproduction of the interpretation of the synthesis of folk dance and choreographic directions is
one of the topical issues of modern directing.

Starting to reveal the concept of «choreographic integrity», the authors refer to the analysis of each term
reflecting the method of deductive research.

The article presents the analysis of vivid examples of manifestation of «choreographic integrity», disclosed in
the lexical and semantic aspect in the interpretation of the synthesis of the Kazakh dance with the directions of
choreography staged by domestic choreographers. Revealing the concept «choreographic integrity» in stylization
techniques, the authors used the method of analysis of dance movements «contour dioramas», developed by
A.A. Melanyin,

The results of the study present the possibility of applying the concept of «choreographic integrity» in the theory
of choreographic art as a method of creating an interpretation of the synthesis of folk dance and other arecas of
choreography, the purpose of which is to provide axiological guidelines for ballet-masters, directors, choreographers
in determining ways to preserve the semiotic code and the basis of the artistic language of national dance.

Key words: interpretation, synthesis, choreography, artistic image, folk dance, Kazakh dance, choreographic
directions, method.

Introduction

During the process of development of choreographic art in general, folk dance as a subject of various
choreographic searches in the XX century, undergoing unprecedented forms of evolution, significantly
developed on the professional stage.

As history reveals, a rich tradition of folk dance in the Russian ballet theatre in the version of the
academic style started developing at the turn of XIX-XX centuries. By1920 of the last century, the search
within this genre was conducted in a variety of directions and styles (stylization, grotesque, accurate
recreation of ethnic material and regional features, etc.). Subsequently, the field of folk dance adaptations
for the stage manifested interest in them. The examples are the works of M. Fokin («Polovtsian Dancesy,
«Scheherazade», «Jota Aragonese»). The creation of the state folk dance ensembles in the first third of the
twenticth century contributed to a more intensive development of this layer of dance culture. In
subsequent years, the old ideals of its stage interpretation were replaced by a rapid development in
synthesis with modem choreography.

The relevance. The new trend in choreography reflected in the Kazakh ballet art showed that the
observed growth of the evolution of means of artistic expression, revealing a number of topical issues, is
reflected in the work of domestic chorecographers. The area of synthesis of national dance with different
directions of choreography, gaining increasing popularity in our time, often represents the picture of
empty art of forms. The handsentwined trivially in a Kazakh style with a palette of lexical material from
other arcas of dance that we observe, often present the lexis of folk dance not as the basis of artistic
language, but as an integrated element, a subordinate unit in a hierarchy of plastic expressive means. This
position being one of the themes of the discourse undertaken among professionals and connoisseurs of
domestic choreographic art determines the relevance of this study.
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The field of creative search cannot be adjusted to any frame of judgment, as every artist,
choreographer, director is free to express his art as he sees it. However, asfortheso-called «individual
vision» or the expression «my vision» frequently used by ballet-masters to justify their poor
interpretations, the routine use of which was noted in the early XX century by F. Lopukhov [1.84], who
emphasized the necessity to disclose the essence of this «vision», today this necessity is still relevant, as
the allowance for such assumption in the aspect of the development of folk dance is a manifestation of
indifference to preservation of its identity, which will indicate a direct path to the loss of its shape or
disappearance.

Hence, the creation of interpretations of folk material in the synthesis of choreographic techniques
from other areas in order to achieve a reasonable and appropriate representation deserves a special
approach, involving a justified choice of decisions not only at the compositional and lexical, but also at the
semantic level, which in general would constitute a harmonic mixture, «a choreographic integrity».

Taking into account the broad interpretation of the concept «choreographic integrity», the authors
consider its application only in the field of synthesis of folk dance with the directions of choreography.

This vector allowed us to highlight a number of works. The following list of research works, directly
related to the aspect studied in the article, considers the development of folk dance in different directions,
no thigh lighting the direction of the theory of choreography.

0. Makarova’s thesis [2], devoted to the development of folk dance in modern ballet performances.
Covering the age-old chronological range, the author analyzes the works of Russian and Western
choreographers using the comparative method.

A L. Vasilyeva’s thesis [3], devoted to the study of the cultural history of characteristic dance as a
form of representation of national images on the ballet stage.

Yu.Yu. Ryazanova’s thesis «Development of new means of expression in the ballet art of the XX
centuryy, particularly considered in national dances, is of particular interest [4].

In search of a solution to the above problem, the authors suggest that the prospects of introducing the
concept of «choreographic integrity» into the theory of choreographic art can serve as an indicator in
creating a synthesis of folk dance with choreographic directions. This goal can be achieved with the
solution of following tasks:

Firstly, to define the concept of «choreographic integrity»;

Secondly, to introduce and give examples revealing the concept «choreographic integrity» using the
example of choreographic works by domestic ballet-masters, directors;

Methods. In the field of disclosure of the concept of «choreographic integrity», the authors relied on
a number of works on the theory of choreography, previously identified by F. Lopukhov [5],
A A. Melanyin [6].

The research insight undertaken by the authors to reveal the concept of «choreographic integrity»
involves the use of the method of deductive analysis, separate treatment of its items, for «general theories
should be built up through a synthesis of the principles of individual areas, well-known and comprehended
in every detail, for «where there is no systematic order, that serves as a model, the general theory rather
consists of uncertainties than well-substantiated generalizations» [7. 188].

Discussion

Studying the nature of dance, S. Lisitsian who made a valuable contribution to the development of a
system for recording dance movements, exploring the emergence of the term «choreography», noted in his
book «Record of movement (kinetography)» [8. 370] that for the first time this term was introduced in
1700by the dancing master R. Feuillet. According to the history of mankind, the time of the emergence of
this term, which dates from the beginning of XVIII century coincides with the beginning of the
development of European culture of the New time (XVII-XIX century), whose guidelines in
understanding the progress were aimed at the development of humanism and anthropocentrism, scientism
and teleologism, which, respectively, in the subsequent dance art determined the emergence of the role of
the creator, director, in consequence of which the term «choreography» was understood as «the art of
composing dances and ballet, and in the late XIX- early XX centuries —dance art as a whole» [9. 451].

At the present stage «choreography» is a term that subsumes such components like dance and all its
types, ballet, training school, etc. This concept has contributed to the emergence of many terms such as
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choreographer, choreoauthor, choreologue, choreocthnography, choreographic school. At the same time,
«choreography» is «a type of art ...in several interrelated and independent styles: from folk choreography
to contemporary choreographic art» [10.11].

Given the time of emergence of the term «choreography» coinciding with the dawn of philosophical
idealistic and ideological notions, asserting the supreme value of self-determination and free will in the
dance world, which put choreographer, ballet master on a pedestal, we can agree withA.A. Melanyin, who
described the term «choreography»as «the object of intellectual property» [6].

Determined by the above definition, we should note that the main task of choreography with its
creator is a creation and transmission of the image, the theoretical interpretations of which originate from
theories of ancient philosophers Plato and Aristotle. Plato's theory of the image emanating from the a
priori existence of ideas, archetypes residing in eternity, is revealed by the use of the terms «drawingy,
«image», which characterize the phenomena outside the soul, defining the image as an external derivative
of the material world, as copies of copies. Aristotle derived his arguments from the field of psychology.
For him the images are psychic mediators between the senses and mind, bridge between the inner world of
consciousness and the outer world of material reality, expressed by the imagination. According to the
above, Aristotle describes sensory data, according to which the image is a reflection, not a source. Thus
both Plato and Aristotle regard the image as the result of copy or repetition.

If we consider the definition of «choreography» as a product of an intellectual nature, that presumes
the presence of a master, assigning the image to the category of simulation or imitation simplify and
understate the status of the choreography as a form of art, since «art... reflects the world not through
concepts, but through the system of artistic images » [11. 242]. Accordingly, the ballet-master’s tasks are
not just to trivially copy, but to create an image in its broadest sense determined by the status of art, which
reflects «a certain stage in the development of dance thinking associated with the processing of the
language of dance into the artistic system» [12], which is often implemented and achieved by creating a
synthesis.

Addressing the Kazakh dance, we see that most of its dance lexis as well as many other folk dances
express universal archetypes, reflecting the imitative character. Elements, movements of the Kazakh dance
often have ancient roots and still retaining original character, reflect literal understanding by the ancient
people, imitation, image.

Therefore, according to the above, the aim of the choreographer in the creation of synthesis is to
achieve an artistic image, permissible through the guidance of the compositional and lexical arsenal,
which in synthesis with the directions of chorecography would be represented in a reasonable creation, with
an internal ordered connection, the degree of «density», «internal cohesion», and «general integrity».

No one disputed the representation of «integrity» as a unity of content and expression planes,
however, different semantic meanings hid under this term» [13, 40]. Reference to the dictionary of
synonyms showed that the term «integrity» has the following close meanings as unity, completeness,
community, synthesis. If we adopt the last definition - «synthesisy, it already provides for the
manifestation of «integrity». Respectively, the main task of creating a synthesis of choreographic
directions is «integrity», which, being implemented in the level of dance, at the same time should
correspond to the content aspect.

Thescarcechoreographicdecisionsinmodermrepresentationofthedanceofshamansmainly enriched with
elements of modern dance and acrobatics (somersaults) bring it closer to circus character, rather than to
the spiritual diviner, which is not always implemented at the level of the dance language. In turn, dance
plasticity should be considered as a paradigm of development of the Kazakh dance as “a national treasure
transmitted from generation to generation through the ages, an indicator of the degree of artistic thinking
of the people™ [14. 106].

On the other hand, without disputing or denying the permissible use of these elements, the authors
would like to draw attention to another important component aspect of folk dance — semantic component,
since «... the world of semantic convergence, analogies, oppositions, which does not coincide with the
semantic grid of natural language, in particular in choreography comes into conflict and struggles with
it»[15. 237]. However, it is not always possible to follow a strict choice of each movement according to its
semantic component. Nevertheless, the need for a choreographer to follow the choice close in meaning,
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figurative component is not just someone's whim, but his direct duty of knowledge and mastery of the
material.

Returning to the issue of interpretation of dance plasticity of shamans, we should pay attention to the
fact that in the Kazakh dance there is a large arsenal of dance lexis (specific positions and movements),
with accurate transcripts of archaeologists. Examples are the images of dancing shamans found in the
Bayanzhurck mountains deciphered by Z. Samashev as a shaman's dance.

In Figure 1, the semantics of the position«korapsr Temen» (top and bottom) expresses the value of the
main and equal notions for a nomad, the dualistic concept, binary oppositions (separation of the upper and
lower world, heaven and earth, birth and death), which are the basic notions information of picture of the
world. This specific position expresses the shaman mediator of the upper and lower world.

The second image represents the position of the hands called «sharshy». It has a semantic meaning of
the four elements of the universe (air, water, fire, earth), and defines the four cardinal directions.

In addition, the existing specific positions of cosmogonic section —the version «criiinbik» (a big gift, a
small gift, scenic form), reflecting a tribute to the Supreme deity Tengri, «Oec caycak» (five elements of
nature), «mapieny (square, four comers of which represent the four cardinal directions), «korapst
tomen», reflecting the upper and lower world, the movement «cak xypic» (creeping movement),
conveying the character of creeping movement performed stealthily, reflected searches of the soul of a
sick man in the world of spirits, could fully reveal and convey the theme of the shamanic dance art.

The correspondence of semantics and compositional-lexical decision will identify the integrity at the
level of «aesthetic category» [16] by Borev Y.B. [17], oppositional disruption, since the lexical expression
will be the embodiment and transmission of semantic array, for «the form is the expression of the content,
and is associated with it so closely that separating it from the content means destroying the content itself)»
[18].

Consequently, one of the main goals in the chorcographers™ orientation in the creation of a
choreographic work is the synthesis (integrity) of the poles of the content and the plan of expression,
which, requiring sufficient detail, must be implemented in a reasonable language of expression.

In order to explain the «choreographic integrity», we provide a number of examples from the works
of ballet-masters, choreographers of domestic choreographic art. One of the striking examples is a
particularly popular dance «Balbyrauyn» staged by D. T. Abirov. The dance «Balbyrauyn», which
requires high technical performance skills, represented a bright example of creation of choreographic
integrity by ballet-master, where movements of the Kazakh folk dance are harmoniously equipped with
classic pas («pas echappe”, «jeteen trelace», «saut de basque», «sissone»), while the folk dance
movements constitute the basics of artistic language. The choice of widely used classic movements with
the colorful movements of the Kazakh male dance, expressing the dzhigits’ bold strength, agility represent
the dance Balbyraun as a bright example of intercomplementing tandem, the presence of the unity of the
intonational system of classical and national movements. In addition, D. T. Abirov, plastically accurately
expressing the dynamics of the rhythms of Kurmangazy’s kui, creates an image in which music and dance
in a voluntary union are wrapped into a visible form of choreographic union. Creation of authentic,
colorful, mannered and traditional character is a distinctive feature of intentionality in the interpretations
of Kazakh dance by D. T. Abirov.

Continuing to talk about the «choreographic integrity», I would like to give an example of another
performance «Shashu» by A.ATati, created for the Astana ballet team. The ballet-master uses such
movements of classical dance, as pas faili, jete entrelace, passing arabesque, which in tandem with the
movements of the Kazakh dance are presented in a reasonable and appropriate use. If we address the
literary sources of ballet theorists, their statement about the first arabesque, about its ability to «evoke the
idea of flight, of enthusiastic detachment, of an inspired high dream» [19. 50], is confirmed in the dance.
In «Shashu» dance that reflects a moment of celebration, a joy from good news, the use of passing
arabesque, performed with the hands holding the hem of the skirt, convey lightness, youth, flight of the
soul, filled with sincere maiden joy that in the context of dance finds a justified embodiment. Use of the
first arabesque, double-throw jetée flowing into a movement of the Kazakh dance, creating harmonic
plastic line, bear a justified value in contextual significance.
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Figurel - Bayanzhurek.’Shaman Figure 2 —The position «Up and down»

Figure 3 - Bayanzhurek.? Shaman Figure 4 - The position« Sharshy»

Figure22 - p. 170. Samashev, 7. Petroglyphs of Kazakhstan. Almaty: «Oner», 2006. p.200.
Figure24 - p. 170.Samashev, Z. Petroglyphs of Kazakhstan. Almaty: «Oner», 2006. p.200
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Another original interpretation of the synthesis of Kazakh and classical dance was presented by the
composition «Balbobek» to the eponymous music of ethno-folk ensemble «Turan» staged by A. Tati,
performed by students of3-4 grades at the anniversary concert of the Kazakh national Academy of
choreography on the stage of Kazakh State Academic Theatre of Opera and Ballet named after Abay. The
composition that is full of various specific hand positions of the Kazakh dance in the synthesis of classical
dance movements, in a mutually justified tandem of existence, conveying the tenderness and fragility of
childhood performed by primary school girls in white and national headdress, generally represented the
embodiment of the image of the little swans, young fans of ballet and its future Odette or Odiles.

If we analyze the above dances in terms of «contour dioramas»[6] (the method of analysis of dance
movements) by Melanyin A A, we see «plastic line» [5], plastic intonation passing in a cord to another,
when «one movement flows into another», which is also an essential aspect in the creation of a
«choreographic integrity».

«The knowledge of the development of the subject as a whole is first of all the knowledge of the
direction of development»[20], - stated the scientist G. A. Yugay. Vivid examples of the interpretation of
the synthesis of the Kazakh dance with choreographic directions presented from the works of domestic
choreographers who genuinely love and care for native folk art are valuable and correct vector of
development of national choreography.

The identification of the concept of «choreographic integrity» in the theory of choreographic art as a
method of creating an interpretation of the synthesis of folk dance and other areas of choreography will
provide a certain axiological guideline determining the ways of preserving the semiotic code, the basis of
the artistic language of national dance.

A.T. Moagaxmerosal, I.JO. Caurosa?

1T, yprenos arsinnarsl Kazak YTtk Onep axagemusacel, AnmMartsl, Kazakcran;
ZKasak¥ nrreikXopeorpadus Axkagemuscs, Hyp-Cynran, Kasakcran

YJITTEHIK BHIIH CTHIBAEYIHIETT
«XOPEOTPA®USIBLIK TYTACTBIK» YFEIMEI

Annotamusa. Maxamaaa OTaHABIK OaTeTMCHCTEPICPAiH, PEKUCCEP-Xopeorpad)TapAablH IIBIFAPMATIBLTBFbIH-
JAFbl KOPKEMIIK MOHEPIITMIK KYPATJAPBIHBIH IBOMIOLIICHIHAAFEI OAWKANATBIH 6CYIHIH CANTAPBIHAH TYbBIHAAFAH
"XopeorpausIIBIK TYTACTHIK" YFBIMBIHBIH AHBIKTAMACHI KAPACTHIPHIIAIbL.

Kazipri 3aMaH KOHTEKCTIHZACTI XaJbIKTBIK OM MEH XOopeorpaisiblK OarbITTapIblH CHHTE3IH TYCIHIIpY Il
SKAHFBIPTY, YKHI TAHBIMAJABIKKA HE OOJFAH MIBIFAPMAIIBIIBIKTHIH (DOPMACHIHBIH O0C KOPIHICI OOJIBI TAOBLIAIBI.

XopeorpadusaubiH 0acka OAarbITTAPBHIHBIH JCKCHKANBIK MATCPHANBIHBIH IAIMTPACBIMEH Ka3aK OWIHIH KOJI
KUMBUTIAPBIHBIH YHJICCIMCI3AIrT KebiHece YITTHIK OWIIH JICKCHKACHI KOPKEM TUIMIH HETi3l eMeC, IIACTHKAIbIK
MOHEPII KypanaapIblH HEPAPXHMSACHIHAAFEI OipITiKKE OAaFbIHATHIH HHTETPALILUIAHFAH 3JICMCHTI PETIHAC KETKI31Ie Il

Byn oxarmait oTaHIBIK Xopeorpamsuiblk 6HEpAiH KOCiOM MamaH#apsl MeEH OaramaymiblLiapbl apachlHAA
TYBIHIAFAH JUCKYPC TAKBIPBHINTAPBIHBIH Oipi 60J1a OTHIPBHIN, OCBI 3¢PTTEYAIH ©3CKTIMITTH AHBIKTAH/IbL.

"XopeorpausIbIK TYTACTHIK" YFBIMBIH TYCIHY TiH KCH IICTiH HA3aPFA aJ1a OTHIPHII, MAKAJIA aBTOPIAPBI OHBI TEK
YITTHIK OWiH XOpeoTpa(rsIblK 6HEp CalachlHIA FAHA KOJIIAHYAbI KapacTeIpanbl. KapacThIpbliaTeIH KOHTEKCTE Oap
FBUIBIMH YKYMBICTAPFA NIOJIY YCHIHBLIFAH.

"XopeorpadusIbIK  TYTACTHIK" YFBIMBIH AaIIyfa Kipice OTHIPHIN, AaBTOPJIAP YFBIMHBIH Opdip KOCBHUIBICHIH
TanAayja JeAyKTUBTI 3ePTTEY dMICIHE XKYTiHE L.

"XopeorpadusIbIK  TYTACTBHIK" YFBIMBIH AHBIKTAY PETIHAC IUIACTHKAJBIK JKOHC CEMAHTHKAIBIK OPHEKTEP
JICHICHiHe KYHABUIBIKTBI-OaFap/Isl ACTEPMHUHAIMSHBIH OOy Bl TYCIHAIPiACAl, OHaa OipiHIN (TJIACTHKAJBIK ACHTCH)
xXopeorpauAIBIK OaFBITTAPABIH OH JICKCHKACH XANBIK OWiHIH KO KUMBLIIAPHIMCH OPIATCH, 0J1 JIOTHKAIBIK, CCHIMIL
JKOHC OpBIHABI ©33apa OPEKET JKACAWTHIH, TYTAC IUIACTHKANBIK "KOHCHUCTCHUIWSHBI' OLTHipeTiH, OW TiMHIH
MOHOJIMT/IJITIH 9HE Oy PETTEC YITTHIK OM KOBFAIBICHIHBIH HMHTCTPAIMIAHFAH 3JEMCHTI KOPKEM TIIIIH HeTisl,
EKiHIII (CEMAaHTHKAJBIK) XOPEOTPAPHIBIK JTEKCHKA KOCHLUIBICTAPBIHBIH MAFBIHATIBIK MOHIHE COHKECTITIH Olaipeni.

"XopeorpadusibIk TYTACTHIK" YFBIMBIHBIH amburybl [l T. A6uposrin, A. A. Taruain KOWBIIBIMIAPBIHAATHI
Ka3aK XopeoTpa(rsACHHBIH MBICATIIAPBIH TANAAY HETI3IHAE YCHIHBUFAH.

"XopeorpadusIbIK  TYTACTBHIK' YFBIMBIH AQHBIKTal OTBHIPHII, asropmap A.A. MeIaHBHHMEH O3IpJICHICH
"KOHTYPIIBI JropamManap” OW KO3FAIBICHIH TANAAy d/iCi KOJIAHBLIAIBL.

3eprTey HoTIKENnepi "XopeorpausuibIK TYTACTHIK' YFBIMBIH XaJBIKTHIK OM MEH XopeorpadmsHbIH Oacka aa
OaFBITTAPBIH CHHTC3ACY OICI PeTiHAC XOPCOoTpa(HAIBIK 6HCP TCOPIACHIHAA KOJIJAHYFa MYMKIHIIK OCpei, OHBIH
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0acTel MaKcaThl OaNCTMCHCTEpIICP, POKHUCCEpP-XopeorpadTapra aKCHOJIOTHAIBIK JKOJITAPBIH OAFbITTAl OTBHIPHI
CEMHOTHKAIIBIK KOJTHI KOHE YITTHIK OHIiH KOPKEM TLIIHIH HETI3AEPIH CAKTay >KOITAPHIH AHBIKTAY AAH TYPA/IbL.

Tyiiin ce3aepi: mHTCpPIpETANUA, CHHTE3, Xopeorpadua, kepkeMik 00pa3, XanblK OHi, Ka3zak Owmi, Xopeorpadus
OarbITHI, IC.

A.T. Moagaxmerosal, I.JO. Cautosa?

'Kazaxckas HauuosamsHas Axkanemus Uckyccts um. T. XKyprenosa Anmvarter, Kazaxcras,
ZKazaxckas Harmonanenas akapemus Xopeorpaduun, Hyp-Cynran, Kasaxcran

HOHATHE «XOPEOI'PAOHYECKAA HEJOCTHOCTb»
B IIPUEMAX CTHJIN3AIIMHN HAITMOHAJBHOT'O TAHIIA

AnHoTammsi. B cratee paccMaTpMBacTCA ONpEACICHHE TOHATHA «XOpeorpamiyeckas LEIOCTHOCTHY,
BBI3BAHHAS CJICICTBHEM HAOIFOIAEMOTO POCTA IBOIFOINHU CPEACTB XYA0KECTBEHHOHN BBIPA3UTCILHOCTH B TBOPUECTBE
OTCUCCTBCHHBIX OAICTMCHCTEPOB, PKUCCEPOB-Xopeorpados.

Bocnpoun3sseieHre HHTEPIPETALIMI CHHTE3A HAPOIHOTO TAHNA M XOPEOTPAPHUCCKIX HATIPABJICHHUN B KOHTCKCTE
COBPEMCHHOCTH, OOpeTIIasi BCE OONBHIVIO MOMYJLIPHOCTh 3a4aCTYIO SIBJIICT TNPEACTABICHHUE KAPTHUHBI ITyCTOTO
(opmoTBOpUCcCTBA. BAHANEHOCTH TCPCIUICTCHHHA IBIDKCHHH PYK KA3aXCKOTO TAHOA C MANHTPOH JICKCHYCCKOTO
Marepuana IpyTUX HANPaBJICHHH Xopeorpaduu, Hame BCETO NPEMOJHOCAT JEKCHKY HANHMOHAILHOTO TAHIA HE
OCHOBOM XyJOJKCCTBCHHOTO A3BIKA, A4 HHTCTPHPOBAHHBIM JJICMCHTOM, NOAYMHEHHOM CIMHHULIEH B HEPAPXHU
IUTACTHYECKUX BBIPA3HTEIBHBIX CPEACTB. JJaHHOE IOIOKEHHUE, SIBJLLICH OJHOH M3 TEM BBI3BIBACMOTO AWCKYPCa CpeIn
Po()eCCHOHANIOB | IICHATEJICH 0TEYECTBEHHOTO XOPEOorpadiecKOro HCKYCCTBA OMPEACIIIO AKTYATbHOCTh TAHHOTO
HCCIICIOBAHMS.

[TpuHNMas BO BHHMAHHE MIMPOKHUE TPAHMIBI MIOHUMAHHS MOHATHI «X0PEOTpaQuIeCKasi HEIOCTHOCTD», aBTOPBI
CTaThH PACCMATPHBAIOT €TO NPHMECHCHHC IHINb B 00NacTH IpUEMOB Xopeorpaduueckoro (HhopmMooOpa3zoBaHUS
HAIIMOHAIBHOTO TaHUA. [IpencTaBieH 0030p HMEIOIMXCS HAYYHBIX padOT B PACCMATPHBACMOM KOHTEKCTE.

[Mpuctymas kK pacKpBITHIO HOHATHS «XOpeorpauueckas HEJOCTHOCTH» AaBTOPHI OOPAINAIOTCS K aHAIM3Y
KaXIO0TO CIIaracMOTo OTPASKAFOIIMI METO JCAY KTHBHOTO UCCIICOBAHHS.

[Nox ompeneneHWeM TOHATHA «XOpeorpaudeckas LEJTOCTHOCTH» MNOAPA3YMEBACTCA HAIMYHC ICHHOCTHO-
OPUCHTAIMOHHBIX JCTEPMUHANMI HA YPOBHE IJACTHYECCKOTO M CEMAHTHUYCCKOTO BBIPDAXKCHHUS, B KOTOPOM IIEPBOC
(MmacTHYCCKWH  VPOBCHB) [JOJDKHO BBIpAXKATh HE MyCcTOC (DOPMOTBOPUCCTBO, TAC TAHICBANBHAS JICKCHKA
XopeorpaMueCKUX HANPABICHUI NEPEIUICTCHA ABIDKCHUSIME PYK HAPOJHOTO TAHIA, 4 CO3JAHHEM JIOTHYCCKOTO,
JOCTOBEPHOTO W OIPABAAHHO YMECTHOTO B3AMMOCYIICCTBOBAHMS, MPEACTABILIOUIYIO LEIOCTHYHO IUIACTHYECKYIO
CKOHCUCTCHIINIO», BBIPAKAOIIYK) MOHOJMTHOCTH TAHLCBAJIBLHOTO A3BIKA, MPH 3TOM ABHIKCHHUA HAITHOHAJIBHOIO
TaHIA HEC MHTCTPHPOBAHHBIN 3JEMEHT, a OCHOBA XYJ0)KECTBEHHOTO SI3bIKA, BTOPOE (CEMAHTHYCCKOE) MPEACTABILICT
COOTBETCTBUE COCTMHCHUH XOpeorpamIeCcKOM JICKCHKH COTTIACHO X CMBICIIOBOMY 3HAYCHHIO.

PackpeiTne  mOHATHS «XOpeorpaduueckas LENOCTHOCTHY» IPEICTABICH HA OCHOBE AHAMM3Aa HPHUMEPOB
Kazaxckoi xopeorpaduu B uaTepnperanun /1. T. Aduposa, A.A. Tarm.

B ompeaencHuu mOHATHA «XOpeorpadudeckas IIETOCTHOCTE» B HHTCPIPETANMIX HANUOHAIBHOTO TAHIA C
XOpeorpapMUCCKUMH  HAMPABICHHAMH ABTOPAaMH OBIT MPUMCHEH MCETOJ AHANH3A TAHICBAJIBHBIX JBHKCHHH
«KOHTYPHBIC JHOPaMbD», pa3padoTanHbiii A.A. MenaHbHHBIM

PesymbraThl HCCIETOBAHWS TPEAOCTABILIIOT BO3MOMKHOCTH IPHMEHCHHSI TOHATHS —«XOopeorpaduieckas
[EJIOCTHOCTDY B TEOPHH XOPEOrpa(hMuecKOTO HCKYCCTBA KAaK MPHEMA CO3AAHMUS HHTCPIPETAIIMH CHHTE3a HAPOIHOTO
TAHIA W JPYTHX HANPABICHHUH Xopeorpauu, IEIM BHUIBJICHHS KOTOPOTO 3aKIMFOYAIOTCS B IPEAOCTABICHUH
AKCHOJIOTHYECKUX OPHEHTHPOB 11 OaNeTMEHCTEPOB, PEXXUCCEPOB-XopeorpaoB B OMPEACICHUH IyTEH COXPAHSHUS
CEMHOTHYECKOTO KOJIA Ml OCHOB XY IOYKECTBCHHOTO SI3bIKA HAI[MOHAJIHLHOTO TAHIIA.

KioueBbie cioBa: WHTEpIIpETamusi, CHHTE3, Xopeorpadus, XyJOXKESCTBCHHBIH 00pa3, HApOTHBIH TaHEL,
Ka3axCKUH TaHel, XopeorpauieCKue HAMPABICHUS, METO.
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