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THE USE OF THE HERMENEUTICAL APPROACH AS A METHOD OF INQUIRY IN COGNITIVE
LINGUISTICS: AN EXAMPLE IN SPANISH POPULAR SONGS

Abstract

The article discusses the cultural and philosophical foundations of the formation of hermeneutics, starting a
connection with religion and its own texts. According to Cuervo (2003), the word “hermeneutics” first appears
in the work of the author JC. Dannhauer as “Sacred Hermeneutics versus Method of Explaining Sacred
Literature” in 1654, in which hermeneutics was viewed as the art of interpretation and writing. Concepts
are analyzed: in the 18th century, the rejection of all differences between “sacred hermeneutics” and
“profane hermeneutics” (Cuervo, 2003), in the 19th century criticism of the concept of hermeneutics, new
consciousness was imposed on the so-called “hermeneutic consciousness” (D"Agostino, 1996). Beuchot
defines how the ability and talent to interpret the text, to be able to correctly understand and contextualize;
The most consistent hermeneutics of Gadamer ("Truth and Method") and many authors have conclusions
regarding hermeneutics - a search for deep meanings in the text, overcoming simplified approaches to
cognitive linguistics, which could not come together in a radical analysis of the language of communication.
Keywords: hermeneutics, meanings and meanings, explicit and hidden, interpretation of texts, Spanish

songs, cognitive linguistics.

Introduction

In its first manifestations, hermeneutics
has always been linked to religion and
its own texts. The investigation of a
biblical passage by Judge Gideon inferring
“evaluative patterns” works as an example
[1, p. 327]. According to Cuervo, the word
“Hermeneutics” appears for the first time

in the work of the author J.C. Dannhauer,
entitled Hermenéutica sacra sive
methodus exponendarum sacrum litteratur
[Sacred Hermeneutics versus the Method
of expounding the Sacred Literature], in
1654 [2]. In this work, hermeneutics was
considered as the art of interpretation and
writing.



The same author warns that thanks
to the development of rationalism and
classical philology that occurred in the
18th century, there is a significant shift in
the conception of hermeneutics. In this
profound change, the abandonment of all
distinction between «sacred hermeneutics»
and «profane hermeneutics» was of
great importance [1, p. 328-329]. Up
to this point on history (18th and 19th
centuries), hermeneutics was considered
as a secondary activity, inevitably always
linked to the circumstances. It is known
as a methodological tool to turn to
only in extreme and marginal cases. In
addition, it had always been thought to
be dangerous in a certain way. Since the
19th century, after an important criticism
of the conception of hermeneutics already
mentioned, a new consciousness has
been imposed on what is known as
«hermeneutic consciousness» [4, p. 35].

Actually, there is no perfect agreement
between the authors when defining the
concept of hermeneutics. One of the
clearest definitions is offered by Beuchot
(cited by Garcia Bravo and Martin, 2013)
which defines it (in general terms) as the
ability and talent to interpret a text, being
able to understand and contextualize
it properly in order to understand the
content and intention of it [3]. The best,
most consistent hermeneutics are those
proposed by Gadamer (1991) in Truth and
Method.

In other words, the hermeneutic
investigative option involves asking oneself
about how to approach certain problems
from the phenomenological assumption
of the linguistic condition of human
experience. Basically, hermeneutics
pursues the understanding of texts through
its profound interpretation [3], [13] and not
a mere explanatory exegesis.

Methods

For all these reasons, hermeneutics
must have great importance as a
method of qualitative inquiry to obtain
understanding in the human sciences
(Garcia Bravo and Martin, 2013). In the
same way, the hermeneutic strategy
makes it possible to reveal hidden senses
that help to get a better understanding of
people and the phenomena studied. Each
speech is a story and each story can be
understood as a narration that assembles
the experience of the one who manifests
it and at the same time, this story can be
transformed into a linguistic unit that is
called text [13].

Hermeneutics expects to reach the
original and authentic meaning of texts and
through them, understand and investigate
the human experience. According to
Garcia Bravo and Martin, [8] this risk is
nothing more than the possibility that
the interpretation performed does not
correspond to the authentic and original
meaning that the author really wanted to
convey with his text. There is a threat that
the primary text loses its original meaning
due to continuous interpretations. The
great “Gabo”, as he is affectionately known
throughout Latin America, already warned
us about the evils of over-interpretation
when he said, “ultimately interpretive
mania ends up being a new form of fiction
that often runs aground with nonsense”
[10, p. 53-54].

On balance, hermeneutics is a search
for deep meanings in the text, overtaking
the various content analysis (manifest
and latent, textual exegesis) and even
semiotic analysis, obsessed by the mere
relationship of symbols-meanings. It is an
overcoming of the simplistic approaches
to cognitive linguistics that have not been
able to converge in a radical analysis of
language, due to its scarce emphasis
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on the clause/s, in the broad text, as a
message or complete communication.

A totalistic and profound approach
requires rejecting some dogmas of
cognitive linguistics, namely: the relation
between language and thought is not
totally disembodied but experiential, the
metaphor is not the only interpretive frame
of meanings, despite the insistence of
Lakoff and Johnson in the Conceptual
metaphor; thought is not essentially
unconscious but must be specified and
wormed [12]. It is necessary to make the
thought emerge, to make it conscious to
a certain extent, otherwise it will remain
hidden. Some examples of studies

with interpretative emphasis based on
metaphorical analogies (in this case with
Greek myths) would be Fernandez-Cano,
Torralbo, Vallejo and Fernandez-Guerrero
[6] and Fernandez-Cano and Fernandez-
Guerrero [5].

Results

Hermeneutics to overcome content
analysis and metaphors

In this way, the text is considered as
a linguistic unit that can be interpreted,
allowing us to immerse ourselves in the
world of the language of the subjects and
phenomena that we try to understand [13].
We will have to face multiple complications
when interpreting the texts and understand
what they really want to tell us, their
hidden meanings and ultimately, their
authentic meaning. Subjectivity and
doubt will have a leading role on this
analysis, but if we act correctly, we will
reach a deep understanding of the text
and consequently, a deep learning about
everything that it brings us.

Therefore, according to Colom and
Rincon (cited by Garcia Bravo and
Martin, 2013) hermeneutics will proceed
“ideographically” by renouncing the

aspirations of the generalizing, positivist or
experimental sciences [8]. Hermeneutics
must have a heuristic potential to discover
deep elements in the text that add value to
it. In addition, hermeneutics must adjust
itself to the empirical evidence through

a conventional relationship between
language and objects of the world.
Otherwise the interpretations we obtain
will be nothing more than mere fantasy or
pure nonsense. According to Zagumennov
(2017) there is a connection in the
linguistic discipline between the paradigms
of hermeneutics and phenomenology,
determined by several reasons such as
historical and methodological ones [14].

Therefore, many studies advocate for a
greater use of hermeneutics as a method
to overcome the analysis of the content
and metaphors when interpreting texts
in the field of cognitive linguistics, for
example, related to politics [11].

Some examples of hermeneutic
analysis in Spanish popular songs

Two examples of hermeneutic
analysis of texts (Spanish popular songs
in particular) are presented below. It is
observed how this analysis delves into the
deep meaning of the text, contextualizing
it and obtaining its deepest meaning.
We've reached conclusions by focusing
not only in the analysis of content and the
metaphors that appear in the text.

The first one is a popular children’s
song called Nana del Galapaguito (Little
Big Tortoise’s Lullaby) compiled by Federico
Garcia Lorca, which has been sung as a
lullaby since its appearance. The second
song is an old romance from the 15th
century called La muerte ocultada (The
Hidden Death.) It can also be considered
as a children’s song, although its topic and
background do not seem childish at all,
given its deep tragic sense.

Little Big Tortoise’s Lullaby (or Seville's



Lullaby)

This little giant tortoise doesn’t have a
mother

he was given birth by a gypsy

she throws it out onto the street.

he doesn’t have a mother, yes

he doesn’t have a mother, no

he doesn’t have a mother

she throws him out onto the street.

Hermeneutic analysis

Discussion

The baby in question looks like a
giant tortoise (a reptile very similar to
a tortoise.) We have to know that the
gypsies do not practice abortion and they
reject infanticide. They take care of their
children, and they do not support the
euthanasia either.29 In this case, a gypsy
woman practices infanticide because she
«throws» her baby (“little giant tortoise”)
into the street. For what reasons could the
gypsy woman take this decision against
her traditions that have so much weight
in the gypsy world? There are possible
explanations: for being a single mother
bringing ignominy on her person and
her family’s absorbing clan; for being
abandoned by her lover, who surely should
be “payo” (a non-gypsy) since gypsies
rarely abandon their partners.

The hermeneutic examination is
exposing a cruel episode to which a person
is forced due to his triple condition of:
woman, gypsy and single mother. Three
highly discriminated figures rejected and
repudiated by heteropatriarchal societies.
Also, we must remember that it is a lullaby,
a song for sleeping babies.

The hermeneutic inquiry goes further,
always further, when asked: Why did
somebody sing this song for a baby and the
collateral listeners with such tragic lyrics?
To assume the abandonment (foundlings)
so usual in poor societies? To accept the

10

tragedy as a resilience guide? For the child
to assume the tragic of existence from the
earliest childhood?

Every good hermeneutic examination
gives more questions than answers.

The Hidden Death

Here comes Don Pedro [Mr. Peter] from
the war, wounded, and he comes running
to see his son:

- How are you Teresa about your happy
birth?

-l am very well, Don Pedro, if you come
healthy...

- You end with those reasons, Teresa,
because the king is waiting for me in court.

And when he left the room, Don Pedro
passed away and his poor mother full of
pain...

- Mother-in-law, my mother-in-law, my
always friend: What is that noise in the
Kitchen?

- | tell you Teresa, my always friend, that
is a card game of new birth.

Teresa had already completed forty
days; she was getting ready to go to
church:

- Mother-in-law, my mother-in-law, my
always friend: What clothes should | wear
to go to church?

Should | wear the white one? If not, the
yellow one.

- You should dress up for mourning, it
interests you.

- Mother-in-law, my mother-in-law, my
always friend: | will wear the white one, |
will look splendid.

She dresses in white and goes to
church, and as she was entering the
church, people were saying: “The little
honest widow, the cute little widow”

- And why they were saying that?

- For you, my Teresa, for you, my life;
Don Pedro is dead, and you didn’t know it.

She closed the windows and the
curtains, and she fainted and died
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heartbroken.

Hermeneutic analysis

In this song, several features of the
Spanish culture can be seen. The song is
about the death of a marriage. The man
(Don Pedro) dies after returning home with
war wounds, and his wife (Teresa) dies
of sadness because of the death of her
husband.

The different roles assumed in marriage
according to gender deserve attention. The
woman’s live and state of mind depend
entirely on the man’s one. Teresa, just
after she gave birth, says she is fine if her
husband is healthy. If Don Pedro feels
good, so does Teresa, despite the pain and
discomfort of a postpartum state.

It is the woman who remains
continuously at home, at the mercy of the
husband’s actions. She will wait for his
return faithfully. However, the husband
has absolute freedom to decide his future.
What's more, despite being a father, he
decides to attend the war and leave his
pregnant wife on her own. It is clear that
women and men took responsibilities in
different ways in order to take care of a
child. It is much more a woman’s problem
than a man’s problem. Another detail
would be that the man is called by the word
«Don» (title of honor derived from the Latin
“Dominus”, that means «Sir») while the
woman is called just by her name, Teresa.

Conclusion

In the song it is wanted to emphasize
the innocence of the women, the lack of
«lucidity», not being able to connect facts
and to obtain conclusions by themselves
in spite of the evident facts. When she
entered dressed in white to the church
(the color white is a symbol of purity in
Western culture), people refer to her as
«the little widow.» She is still not aware of
her husband’s death, despite hearing all

these references, while she goes ignorant
and submissive to the church. It is her
mother-in-law who has to inform her that
Don Pedro died more than a month ago.
To make it clear once again that Teresa
did not suspect anything, when she finally
knows the announcement, it is such bad
news that it provokes her own death.
Related to that, we can finally draw
conclusions about the triangular
relationship: son / husband-wife / wife-
mother / mother-in-law. The hidden
intention of the mother-in-law is to
humiliate her daughter-in-law, who is
dressed in white despite the death of her
husband (in spite of not being aware of
that.) The mother-in-law tries to hide his
death to humiliate Teresa in the church

with the purpose of keeping her grandson.
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XK. AnG6acere-Ma3sa, A.®epHaHpe3-CaHo
peHaga YHusepcuterTi, [peHaga, UcnaHus

FEPMEHEBTUKAJIbIK TOCI1AI CAYAJIAAMA 9ICI PETIHAE KOTHUTUBTIK JINMHFBUCTUKAJA
KOJIAAHY: BEJITIJ1I UCNAH SHAEPI MbICAZIBIHAA

AHpaTna:

MaKanaga giHHEH oHe e3iHAiK MaTiHAepAeH 6acTan repMeHeBTUKa KasbliNTacyblHbIH MOAEHU XKaHe
dunocoduanblK Herisgepi KapacToipbliagbl. Kyapsara cankec (2003) «repmeHeBTHKa» co3i aBTop KC.
[JaHHxayap *ymbiCblHAa anfaw nanga 6onbin, 1654 xbinbl «KacueTTi repMeHeBTUKa KacueTTi 94ebueTTi
TYCiHAiIpyre Kapcbl agic» Aen atangbl, OHAa repMeHeBTMKa TYCIHAIPY KaHe a3y eHepi peTiHae KapacTblpbligbl.
TyKblpbiMAapablH TangaHybl opKunbl 6onbin: XVII Facbipaa «KacuMeTTi repMeHeBTUKar aHe «npodaHbl
repmMeHeBTMKa» apacbliHaafrbl 6apblK arblpMallblnbiKTapaaH 6ac Tapty (Kyapso, 2003), XIX -Facbipaa
repMeHeBTUKa TyXKblpMAaManapblH CbiHayFa «CaHaHblH repMeHeBTUKackl» aTTbl }aHa caHa KOoCblAbl
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(A4'AroctnHo, 1996). Beuchot MaTiHAi TYCiHAIPY KAGINETi MeH AapbIHAbINbIK PETIHAE aHbIKTaM, AyPbIC TYCIHYre
YKOHe KOHTEKCTeHipyre KabineTTiniriH aHblKkTanabl; fagamepae egayip 6ipisginik (<AKMKaT NeH Tocin»)

}KOHe KenTereH aBTopaapaa repMeHeBTUKa 6yN — KOTHUTUBTIK IMHIBUCTUKA €H anabiMeH KapbiM-KaTblHacC
TiNiH TyGerenni Tangan anmManTblHMEH Kenice anmay, XeHinaeTinreH tacingepai ey, MaTiHaeri TepeHx,
MafblHanapAbl i34ecTipy Xannbl WeliMaepae aHblKTanabl.

Tipek ce3paep: repMeHeBTUKA, MOH MEH MaFblHa, allblK aHe XacblpblH, MaTiIHAEPAI NanbiMAaay, cnaH
oHAEPi, KOTHUTUBTIK IMHIBUCTUKA.

XK. An6acerte-Masa, A.®epHaHpe3-CaHo
peHanckni YHusepcutert, peHaga, MicnaHns

MCNO/Ib30BAHUE FEPMEHEBTUYECKOIO NOAXOAA KAK METOJA 3ANIPOCA B KOTHUTUBHOM
JINMHFBUCTUKE: HA TPUMEPE UCIMTAHCKUX NONYNIAPHbIX NECEH

AHHOTaUMSA.

B cTtaTbe paccmaTpuBatoTcs KynbTypHO-GUN0COPCKNE OCHOBBLI GOPMUPOBAHUSA rEPMEHEBTUKM, HAYMHaANA
CO CBSI3U C penunrmen n ee cobcTBeHHbIMMU TekcTamu. CornacHo Kyapso (2003), cnoBo «repMeHeBTUKa»
Bnepsble nosiBasetca B pabote asTopa JC. Dannhauer Kak «CBsleHHas repMeHeBTUKa NPOTUB MeToda
pas3bsiCHEHUS CBALLEHHOM nMTepaTtypbl» B 1654 rofy, B KOTOPOM repMeHeBTMKa paccMaTpuBanach Kak
MCKYCCTBO MHTEpMpeTaLunmn u nucbMa. AHanusunpyetcs KoHuenuums: B XVIII BeKe 0TKas OT BCex pasinyum
MeXay «CBSALLEHHON repMeHEBTUKOM» U «podaHHON repmeHeBTUKON» (KyapBo, 2003), B XIX BeKe KpUTHKa
KOHLIENL MM repMEHEBTUKHN, HOBOE CO3HaHME BblI0 HAaNOXKEHO Ha TaK Ha3blBaeMoe «repMeHEBTUYECKOE
co3HaHue» (D Agostino, 1996). Beuchot onpeaensieT Kak cnocoGHOCTL M TanaHT UHTEPNPETUPOBaTL

TEKCT, 6bITb CMOCOBGHbLIM MPaBUAbHO NOHMMATb U KOHTEKCTYannM3nMpoBaTh; Haubonee nocinegosartenbHas
repmeHeBTHKa Magamepa («McTMHa 1 meToa») Uy MHOTMX @aBTOPOB BbIBOAbI NO NOBOAY FrEPMEHEBTUKM - 3TO
NMOWCK MYyB6OKMX 3HaYEHUI B TEKCTE, NPEOAONEHNE YNPOLLEHHbIX NOAXO40B B KOTHUTUBHOMN NMMHIBUCTUKE,
KOTOpPbl€ HE CMOMIM COMTUCH B PagnKaibHOM aHanm3e S3blka KOMMYHUKaLUNUH.

KnioueBble cnoBa: repMeHeBTUKa, CMbIC/bl U 3HAYEHWS, IBHOE U CKPbITOE, TOJIKOBaHME TEKCTOB, UCMaHCKNe
NEeCHM, KOrHUTUBHAS IMHIBUCTUKA.
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[MOCT-
MOIJEPHHUCTIK
TEATP )KOQHE

PHILOSOPHY

AKTEPJIIK

MPHTH 02.61.45

Boanpikos )K.B. !

'TKypreHos atbinarsl Kazak yaTTbiK eHep
aKajleMHSICH,

(Anmatbl, Kazakcran)

MNOCTMOAEPHUCTIK TEATP JKOHE BYTIHII AKTEPJIIK ©HEPAAIH 3 XAHA CUNATbI

AxpaTna

MaKanaja aktepnik eHepfiH XaHalla cunatbl })ahaHaaHy yaepiciHiH TeaTp eHepiHe eHri3reH earepicrepi
TYPFbICbIHAH KapacTblpbliaabl. ABTOP MHHOBLMANbIK TEXHONOrUANaPAbIH, XaHa ApaMaTyprusanbiK TingiH,
aKTepnik eHepaiH AaMyblHa 9CepiH TEOPUSANbIK TYPFblaa Tanaayra ThipbiCKaH. aHa TeaTpnblk popmaga
KOWbINFaH CNeKTaKkNbAaepaeri akTepik Wwebepnik epeKluenirine capanamMmanap *acangsbl. «[loctgpamar
TYFbI3FaH XaHa TeaTp/blK CUTyaLusanap, OHbIH KOPKEM-aNKbIHAbIIbIK Kypanaapbl MEH MylbTUMEANANbIK
TeXHONOrnsnapabliH KEHiHEH NanaanaHblNybl, CNEKTaKNbiH KOPKEM NaeacbiHAaFbl KOMMNOHEHTTEPI MBAEHM-

dunocodunanelk NnambiMaynapaaH eTrisinesi.

Tipek coe3aep: o/IeM/IiK }oHe KasaK TeaTpbl, aKTepiik eHep, ApaMaTyprvs, nocrapama.

Kipicne

Bbyrinaoe KasakcTaH 3KOHOMMKAaChI
JaMblfaH, e3re engepMeH Tepesi TeH ipreni
MeMIeKeTKe anHanabl. Toyenci3aikTiH,
ay6ipni MepenTorbIH aTan eTin, OH-
conbiMbI3abl 6argapnan, 6onawakka 6apap
}OJIbIMbI3Aafbl HaKTbl LapanapbiMbl3Abl
6aramaan oTbipMbI3. MeMNeKeTiMi3 Kueni
©eHepAi Ha3apblHaH TbIC KaablpMan,
3KOHOMMKANbIK KaHa eMec, COHbIMEH
KaTap MHTEeNNEKTyanablK XaHfblpyabl Aa
KONFa anblim, anemMaik 6aceKkere Kabinetri
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MOEHU MeHTaNbAiNIKTI KanblNTacTblpy
YWiH eH GipiHWi yNT gapblHAapPbIHbIH, 6HEP
MalTanMaHaapblHbIH, WbIFapMallbliblFbIHA
nem 6epyae.

MaaeHuneTIMI3aiH CYWEKTI canacsl
— TeaTp 6HepI ¥KblJ1 caHamn }aHa
i3aeHicTepMeH cepninin, ipreni
CMeKTaKbepiMeH KoFamM eMipiHae
MaHbl3bl POSib aTKapbln OTbIP.

FolnbIMKU NapagurmMaHbiH, KypaeneHyi
6enrini 6ip KyéblnbicTapAbl TaHbIM-
3epTTeyae, COHbIH, ilWiHae, agam TipWiiriHiH

Central Asian Journal of Art Studies N4 | 2017



KillipenTinireH Mogeni icnetTi TeaTpaarbl
LWblFapMallbliblK e3repictepaiH, cbip-
cunatbiH aHblKTayaa }aHa TEOPUSASbIK,

Tin MeH Heri3gemMenep KaxKeTTiriH anfa
TapTtyaa. CoHAbIKTaH Kasipri Ka3ak
TeaTpTaHy FblNbIMbIHbIH HETi3r MiHAETI

— oJleM TeaTpblHbIH JaMy KOHTEKCTIHAEr
YNTTbIK CaxHa MOAEHUETIHIH 6eT anbICbIH
capanan, earelle cunaTblH Nanbimaay gen
6inemia.

9picrep

3epTTey aaicTeMeciHe TeaTpaarhl
KepKeMAiK YAEPICTi HaKTbl TaHbIN Giny YilH
WHHOBALMSANbIK TEXHONOTMSAIap MEH XaHa
ApamMaTtyprusnblK TiNgiH aktepik eHepaiH
AaMyblHa acep eTy }KongapblH NanbiMaayra
TapUXU-TEOPUANLIK, calblCTbipMalbl
Tanaay, Kepkemaik 6arbiTTapabl *KikTey
Tocinaepai TaHaanabl. }aHa TeaTtpiblK
dopmaga KonblIFaH CNeKTaKIbaepaiH
OafblTblH aHblKTayFa MoEHU-
dunocoduranbiK Tangay xacanbolHca,
aKTePNIiK WebepniKTiH epeKluenirine Kociou
TYPFblAaH capanaTtamMasnap Xyprisineai.

KasakK TeaTtpsbl }ac, 6ipak 6ip Facbipra
ETMNEenTiH yaKbITTa 011 anpblKLwa
CneKTaKbaepiMeH Tapuxu caHaHb!
KanbiNnTacTblpyFa enlieyci3 eHoeK
CiHipai. TeaTp Tipi aF3a 60/FaHAbIKTaH,
on 6ip opblHAa TEXENIN TYypMaybl KarKeT.
ocipece, 604aHAbIK KaMbITblIHaH 60ocarn,
TOYENCI3AIKTIH €PKiH ypnarbiHa pyxaHu
OafbIT cinTeyae oflapablH, epeciHe cain on
KO3fay MaHbi3abl. 3aMaH TanabbiHa can
KOWMbIIbIM TY3Y YAepici 0OTaHAbIK caxHa
eHepiHae BipTiHaen Xy3ere acyna. Ananaa
oflapAblH KEPKEMAIK AeHreni, TaHbIM-
TYCiHIiTi XXanblHAa Tangay-capanay, FbliibiMK
TYpFblAa ToMNWbINay ani e e3 foperxKeciHe
aTKapblFaH KOK.

KasakK Teatpbl — aneMaik caxHa
OHepiHiH axkblpamac 6eniri. Ocbl TYpfFblaaH
Kenrenae, AYHUEeXY3inik Teatp yaepiciH
Has3apja ycrayablH MaHbl3bl 30p.

KasaKcTtaH Kynni anemMre TepeseciH ankapa
allKaH[a, caxHa eHepiHiH ae 3aMaH
bIHFaMblHa Kapan XaHa niwiHre ne 60nybl
3aHbl/blK.

ByriHri anemaik teatpnbik yaepicre
NOCTMOAEPHUCTIK (AFHU MOJEPHHEH KEHIHTI
[ereH marblHaga) 6afFbIT epPKiH Tapanyaa.
«Hapo otaaTb OMKHOE TeaTpaibHOMY
NOCTMOAEPHU3MY, TaK KaK OH onpeaesieHHo
cnoco6c¢cTBOBAs pasBUTUIO TOTO, YTO Mbl
cerogHs HasblBaeM NocTapamMaTU4eCKnum
N HeBepbanbHbIM TEATPOM (UaeabHbIM
KaHp B cucteme rnobanmsaunu
TeaTpanbHOro Uckycctaa)» [1]. Ocblnaniua,
*ahaHOaHyabIH Teatparbl KepiHici peTiHae
KabblnaaHfaH, XX FacblpAblH, XeTniciHwi
HbINAaPbIHbIH asfbiHAH 6acTtan 6yriHri
Ke3eHJeri TeaTp eHAIPICiHIH 8HIMAEpPiH
«ocTapamManblK TeaTp» gen atayibl HeMiIcC
TeaTpTaHylbICbl X.-T. JleMaH ycblHFaH
6onatbiH. OHbIH «[TocTapamMaTMKanbiK
TeaTp» Aen atanatbiH KiTabblHAa COHFbI
¥blngapbl nanaa 60aFaH caxHanblK
TYbIHAbLIAPAbI TYCIHYAIH, ¥onaapbl
KapacTblpbliFaH [2]. [octapamansIK
TeaTpAblH HEri3i caH anyaH, WeKapachl
OK. MyHZa nepdopMaHCTbIK MiwiHaepaeH
6acTan, My3blKablK }aHe NaHTOMUMalbIK,
3aMaHayu 61 MeH ToHAIK TeaTpablH,
KYbIPLLAK YXoHe LMPKTIK TeaTpablH
3NEMEHTTEPI EPKiH KonaaHblnaabl. aHa
MyNbTUMEAMalbIK TEXHoNornanapabl
KeHiHeH nanganaHbin, CneKkTaK/Ib/iH,
KOPKEM UAesiCbliH anllblKTan Tycyre 6apnblik
KOMMOHEHTTEePAi TUiMAI YHAecCTipeai.

HeTMxXenep

Kasipri TaHaarbl batbic Eypona
oHe Peceln memneKeTTepiHiH 6ipkatap
KOPHEKTI perknccepnepiHiy, KepKkem-
3CTETUKANbIK i3AeHICTEPI TaHKanabipaabl.
byn cypeTKkepnepaiH aBToOpPIbIK
KoMblibiMAapbl eMipai nanbiMaayaarbl
acTapibl-meTadopanblK WbIHAbIKTapbIMEH
TonfaHabipaabl. OnapAabliH, KancolGip
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TYbIHAbINAPbI «<KNaCCUKasblK MaTiHaepre
Kenuwinik-MaeHu )aHpnapabiH npuamMachi
apKblabl KapafaHaan» [3, 6. 7] ocep eTeTiH
TycTapbl 6ap.

[acTypni KonbinbiIMaapaaH
e3relleneHeTiH XaHa nowbIMaarbl
KOWblNbiMAapaa eHep KepceTy
aKTepnepeH CoHbl i3aeHicTepai
Tanan eTeTiHi ce3cis. dcipece,
ponbAiH AnaneKTuKanblK gamy ycTiHae
KOPCETMNENTIH COHFbI Xblnaapaarbl
NOCTMOAEPHUCTIK TeaTpAblH, 3NIeMEHTTEPI
KoNAaHblnaTbiH KOMbIIbIMAapAaFbl
aKTepniK napTUTypachl UHTENNEKTyanablK
AasgpnblKTbl Tanan etefi. KazakctaHabIK
perxunccepnep H.*Kakbin6anabiH
«MeKKere Kapau y3akK ¥oJ»,

P XaHblamaHOBTbIH «balbl 6ap, 6acbl 60C»,
B.A6apaxmaHoBTbIH, «blnguFa Kapaw Kos»,
b.A6aypa33aKoBTbiH «OHOKIACHUKM.
YPOKM }U3HW» CNEeKTaKNbAepiHAEr caxHa
capapnapblHblH OMbIHbIH TOTMIUTEN
KapacTbipcak, 6y/1 KOMblbiMAapaarbi
OpblHAAYLWbINbIK ©HEepAiH, HEeri3ri aeHi
KOMbI/IbIMHbIH aTMOCcdepachiH KeTKi3y,
CIOXKETTI eMec, KopluaraH opTaHblH acepiH
KepCeTy, COHbIMEH KaTtap, bbl1anbIT
(6oKkaybl3) ce3aepi KbiIMCbIHO6acTaH anTa
cany, Keninkep mMiHesiHaeri AepekKinikTi,
OypblHAAPbI CaxHasblK MOAEHUETCI3AIK
caHasbiM, TbIMbIM CanblHFaH Kancbl6ip
aKTepniK TEXHUKaHbIH EMIH-EePKiH KonaaHry,
T.6. «OM acTapblH», «€KiHLLI NaHabl» OMHATY,
T.6. 6apnblfbl anblHfbl OPbIHFA LWbIKKAHbIH
anTa KeTy Kepek.

Mbicanbl, ContycTik KasakctaH
06nbICTbIK C.MyKaHOB aTbiHAaFbl
KasaK My3blKanblK-ApamMa TeaTpbliHAa
2011 XKblnbl XXapblKKa LWbiKkKkaH Oner
boraeBTbIH «blnaufFa Kapan xon»
CMNeKTaK/i ie 3aMaHayu ayaapma noeca
Herisinae KomblnFaH. Pexunceepi —

Bbonat A6apaxmaHoB. Konbinbim Pecen
depnepaumacoiHbiH EKaTeprHbypr
KanacblHOa eTKeH «Konsaga-Plays — 2011»
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XanbikapasblK Teatp ¢pectuBaniHib, apHambl
CbIMNbIFbIH UefieHreH. COHbIMEH KaTap,
pecnybnuKasblK XoHe anMaKTbIK TeaTp
decTuBanbaepiHae ae XKynaeni opbiHaap
anfaHbl MaNiM.

«Pexkunccep bonat A6apaxmaHoOB OCbl
KOMbINbIMbl apKbl/ibl Ka3aK eniHe }aHa
TeaTpnblK TiNAi OKENreHiH epekLe atan
eTyre TypapiblK. JacTypni cnektakibaepai
Kepin ageTTeHreH KepepmMeHre MyHaam
OWNbl WblFapMasiapablH, KYLWTi acep
KanablpaTblHAbIFbIHA CEHIMAIMI3» [4,

37 6.] — nereH Kacibu onnap 6acnaces
o6eTTepiHae 6acbinabl.

Ocblnavwa »ofapbl 6aranaHfFaH
CNEeKTaK/bAiH KOPKEMAIK KYHObbIFbl MEH
OHJaFbl aKTepAiK WwWebepnik }KanblHaa co3
KO3faydblH Aa caTi 6ap. «*KaHa apamar
OafbITbIHbIH 6Kini Oner boraeBTbiH, €CiMi
MOCTKEHECTIK KEHICTIKTe KEHiHEH TaHbIMan.
On e3i emip cypin }KaTKaH KOFaMHbIH,
KeneHKeni TyCTapblH WhiFapManapbliHaa
albIn KepceTtyre Toipbicaabl. 0.boraeBTbiH
KanamblHaH TyFaH «Down way. blnaura
Kapawu »on», «BuliHeBbIn afgy», «Pycckasd
HapoHasa noytar, «CTpallHbIK Cyn»,
«CaHcapa» CcblHAbl NbecanapbliHaH anemae
60/1bIM }aTKaH eH MaHbI3abl Macenenepre
apHanbIn, 63eKTiNirimeH eneH eTkiseai.

TyciHiKTi 601y YWiH a3-Ma3 ¢pabynara
TOKcasncak. TyH. Hecep. Encia »epaeri
acdanbet! on 6onbiHAaFbl 6ip TYH OKKFa.
Ocbl Kapa acdanbT ycTiHaeri 6ip agamabl
KanTanay peTtiMeH 6ip emec, TinTi ogaH aa
Ken MallMHa Kafbin, 6ackin, Tantan eTeqi.
Kenikteri Keninkepnep Kasipri Koramaarbl
KYHOENIKTIi Ke3aeceTiH aneyMeTTiK
TanTafbl })aHaap, 6i3re eTeHe }akKblH, TiMTi
TaHbIMan. EHAI onapabiH anabliHAafFbl eH
MaHbl3bl Macese: }arla WWeKKeH agamra
wopaem 6epy Hemece agaMablK, ap-yaT
OXOaHAb! CblPbIN KOMbIN OKUFa OPHbIHAH
Tanbin Typy. Ocbinaniua, 6i3 Kbl/IMbICThbI
OKWFaHbIH Kyaci 60NbIMN, KyTnereH duHanra
HeTemis.
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EH 6acTbl TYCiHIN anaTblH }anT MyHOAFbl
Keninkepnep AvaneKTUKanblK Jamy
YCTiHAE KepiHO6enai. HakTbl paKTbIHbIH,
AFHM KbIIMbIC XacafFaH onapiblH OCbl
ThIFbIPbIKTAH LWbIFYAaFbl iC-OpEKeTTEPI
FaHa KepceTineai. Con apKbl/ibl KepepMeH
MYH/aW ¥afnanfa TYCKEH TaHbICTapblHbIH,
(Hemece Ke3-KenreH ajgaMHblH, TinTi
e3[epiHiH gece ae 6onaabl) KUMbIN-
KapeKeTiH TaHyFa MYMKiHAIK anagbl.

Aunckyccuna

AGCYpATbIK TeaTp aCTeTUKACbIHA KaKblH
Ya3sbl/IFaH 6y NbecaHblH, CTUIIMCTUKACHI
TeaTpAblK WAaPTTbIIbIKKA KYPbIybI
aKTepnepeH KbiCKa FaHa yaKbITTbIH, illiHae
63 6enHenepiH ToNblKKaHbl, 9pi TYCIHIKTI
€Tin }eTKi3yre utepmeneni. COHbIMEH
KaTtap, 6y Nbeca akTepsepre Mon
UMMPoOBU3aLMsIFa MYMKIHAIK 6epreHiH atan
anTYbIMbI3 KaXeT.

Kapa acdanbT ongarbl agamfbl eH
anfallKbl 60/biM, TON-TOMaNaKKa acblfbin
O6apa }¥aTKaH epni-3anbInTblnap (aKtepnep
b.banranneBa meH H.CopcebaeB)
6ankanabl. OHCbI3 Aa YWbIFbIN TypFaH
OTOACbINbIK KUKINXKiH 491 OCbl XKOUTTEH
KEeWiH, TINTi WapblKTan, aneni MeH Kyneyi
apacbiHga 6iTicnec ManaaHfFa anHanabl.
HaHyanblK KapbIM-KaTblHaCTbIH, Kblp-
CbIPbIH KOC aKTepAe 63 TYCiHIK nanbiMaapsl
EeTKEeHLUe allbln KepceTTe anfbl.

Keneci KepiHicTepae con agamapl
MWUIMLIMOHEpPEP TaybIN anajbl.
KblnMbICKEpnepai yctan, OTaHAaCTapblHbIH,
ThIHbIW YHKbICbIH KAMTamMachl3 eTei
Jen YMIT apTbin OTbIpFaH KYKbIK
KopfayLlblapbiMbI3AblH KYUTbIPKbI
opeKeTiH akTepnep H.CopcebaeB neH
M.KycanbIiHOB KbI3bIKTbl €TiM anblimn
WbIKKaH. Kyoabl 6ip TenecloxeT kepin
OTbIpFaHaan acep Kangblpaabl. AKTepnep
63 KeninkepnepiHiH, NCUXoN0rnsanblK
aFoaKblH, Wapacbli3AblKTaH Here e aasap
TYpFaHAbIKTapblH el BYKNEeCi3 )eTKiseai.

[an ocbl KepiHicTe KMbIHAbIKNEH 6eTrne-6eT
KenreH xaHaapabiH 9/1¢i3Airi, caTKkbIHAbIFbI
awbln KepceTingi. 9puHe, 6y eH BipiHiwi
KOC aKTepAiH Tamallua ayaTi apKblibl
KepepMeHre ¥eTTi geyre 6onagbl.

KoMblIbIMHbIH, KENeci caxHacblHAa CON
Kapa acdanbTTa TaFablpAblH, angaybiMeH
ajaM KafblN KETKEH [iH KbISMETKEPNEPIHIH,
ic-opeKeTTepi KepceTineai. M.McnaHoB
(monpa) neH H.Copcebaes (WipKey
KbIBMETKepi) peTiHae cunattanfaH Kyagan
afjaMpaapbliHbiH, 6EMHECIH eKi aKTep
KapuKaTtypanblK 6afbITTa WeLwin, a3i-
Ka/mKblHAbl apafiacTbipa OTbIPbIN, Ken
KeneHci3aikTiH, 6eTiH awaabl. M.UcnaHoB
63 KeninkepiHiH JayblC MHTOHALMSACHIH eTe
OpbIHAbI TankaH. KypaH oKbiN TypFaHaan
KaKncbl6ip ce3aepai co3bin cenneyi
ponbAi TONbIKTbIpFaH Aetanb. KonbiHAafbl
MOHLLaKTapblHAa (Tacbux) 9CeM KUMbIIMEH
KO3fan, 63iHiH akTepnik 6ankamnasablfbliH
TaHbITTbI.

CneKrtaknbae 6ip akTep 6ipHelle posbai
OopblHAayFa Typa KenreHairi TYCiHiKTi.
H.Copcebaes, M.AiiTMyxaHb6eTOBa,
M.KycalblHOB, T.6. BipHeLle Keninkepai
OWHarn, ap KepiHicTe ap KblpblHaH
TaHbINAbI.

Men6uke, Kemnip, T.6. ponbaepai
KemeniHe KenTipe oMHaraH akTpuca
M.AnTmyxaH6eToBa ap 6enHere
e3rewenikneH Kenrex. bipae oHbl
afyblHAbl, «<ay3blHaH akK UT Kipin, Kek
UT WbIKKaH» onbl Meabuke peTiHae
Kabblngacak, ConaeH KeniH 3arun Kkemnip
poniHAEe OFaH LWbIH XaHbIMbI3 allbln
OoTblpaabl. KbiCKa FaHa cnekTaKkabae
CcaH KyObl/iFfaH aKTpuca webepniri Tanac
TyOblpManbl.

KopbITbIHADbI

HKaHa TeaTpnbIK CTUIMCTUKAHDI
KanblNTacTblpyaa i3aeHictepre ThbiHbIC
6epreH KenTereH nbecanap 6yriHri Kasak
TeaTpblHAa epeKLUe penb aTtkapyaa.
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ConapgablH, 6ipi epeKLle 6enepni i3 TYCIpeTiH
O.boraeBTbIH Ja Nbecacbl KEPEPMEHHIH,
KeHi/liHEeH WbIKTbl. AN aKTepnep Keke
flapanblK 601MbICbIH KepceTyaeri
MYMKIHAIKTEPIH }XaHa KblpblHaH
TaHbITyFa KON }eTKi3ai. OpblHAAYLWbIIbIK,
PEXMCCEPNIK ThIH, LWELWiMAEPAEH TyFaH 6y
CNeKTaK/b Ka3akK caxHacblHa aHa nen
SKeJreHi cescis.

AKTepniepre »kaHalua orMHay/blH,
CcaxHalblK AeKopaLMaHbIH KypcaybliHaa
Kanman e30€eTiHLIEe KOPKEM MITIH
MEH 3aMaHayu ypaictepai MaJeHu-
dunocoduanbiK TYpFblaaH NanbiMaayaa
aHa [a XacamMmnas eHepi TyFbl3Ybl
KaxeT. }acaHabl 3epae KanbinTacTblpblin
KeJle }aTKaH onnay *yMecCiHiH, aHa
TanantapblMEH 6HePAiH KepKeM
caHacbIMeH TanTanacKka TyceTiHaeN
afgangarbl 6eceKenecTik Kasak
caxHarepnepiHid on capanTaybl MEH

Kypaeni »ahaHablK ypaictepai nanbimaay
apKbl/ibl WblHAaNaTbIHAbIFbI WbIHABIK,.
Cebebi, Ka3aK caxHa eHepi anemMaik Teatp
anHanbIMblHAaFbl Kypaeni npouectepai
Oaramay }oHe peTTey XKyneciHaeri
TeaTpnapabliH 6ip Tapmarbl icneTTi

03 KbI3METIH aTKapyaa. AKTep MeH
LbIFapMalLlblbIK YXKbIM 63iHAIK KECKiH-
Ken6erTi, 63 «<MeHi» 6ap, 6ackanapabl
KanTanamMauTblH dapasiblK 60/1MbIC
epeKueniriHe Kon xeTKisyae Kapama-
KaWLbINbIKTbI Aa Kypaeni i3aeHictepre
TOJIbl KYW KelWeTiHAirH anTKaHbIMbI3 KEeH.
CoHfblKTaH, oTaHAblK caxHarepnepmiy

anjblHha eHceni MiHAeTTep TypFaHbl CO3Ci3.

OHbI eHcepyre XuUHaKTanFaH Toxipnoée
MEH FbINIbIMW HETI3AENTEH TEOPUSHbIH

[la KBMEKKe Kenepi aHblK. TaburatbiHaH
TanaHTTbl Ka3aK akTepnepi 6yn 6enecrepai
e 6afblHAbIpaTbiHbIHA CEHIMIMI3 MOJI.
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BonabikoB XK.B.

Kasaxckas HaunoHasibHasi akagemus nckyccts umeru T.K. XKypreHoBa,

(Anmarsl, KazaxcTtaH)

NOCTMOAEPHUCTUYECKUM TEATP U HOBLIE BESIHUS B AKTEPCKOM UCKYCCTBE

AHHOTaUMA

B cTaTbe paccmaTpuBaeTcs BAUSHUE MUPOBLIX IM06ann3aLMOHHbIX MPOLECCOB Ha Pa3BUTUE CLLEHMYECKOro
MCKYCCTBa, M OCOBEHHO Ha aKTEPCKOe UCKYCCTBO. MNpeanpuHAaTa NonbiTKa AaTb TEOPETUYECKOE
060CHOBaHWE BO34ENCTBUSA MHHOBALMOHHbIX TEXHOMOMMIA M HOBOMO ApaMaTypruyecKoro f3blka Ha pasButue
MCNOSTHUTENbCKOIO MCKYCCTBa. AHaNN3npPyoTCcs 0COBGEHHOCTM MCKYCCTBA MEPEBOMOLLEHMS B CNIEKTAKNSX,
nocTaBNEHHbIX B HOBOW TeaTpanbHoM dopMe. HoBble CUTyaL MK Bbi3BaHHbIE B COBPEMEHHOM TeaTpe
«MOCTAPaMOM», ee CPEACTBa BblPa3UTENbHOCTU U HOBbIE MYIbTUMEAUINHbBIE TEXHOIOMMKU, COCTaBASIOLLME
XYLOXECTBEHHbIE UAEN CNEKTaKNA, NOABEPratoTCs KyabTypPHO-GUNOCODCKOMY OCbIMCIEHMIO.

KnioueBble cnoBa: MWPOBOE M Ka3axCKoe TeaTpaibHOE UCKYCCTBO, aKTEPCKOE UCKYCCTBO, ApaMaTyprus,

noctapama.
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NEW CO-PRODUCTIONS, NEW DIALOGUES, NEW INTERPRETATIONS
(ASIAN CULTURAL PARTNERSHIP IN THE FILM ARTEFACT)

Abstract

The article discusses the cultural partnership in Asian countries like the Republic of Korea, Japan, Thailand,
Singapore, Hong Kong in the field of cinema art. The author in a comparative analysis determines the current
situation of success of the Thai cinema language of screen arts in the Asian region, where high-quality film
industry attracted the attention of the Hong Kong film industry, followed by the Republic of Korea, Japan and
Singapore, that is, the undisputed leaders and strengths of contemporary Asian cinema. The cultural horizons
of cooperation are also being updated, starting from their own festivals and familiar spectator territories,
crossing borders and reaching factors over transnational areas of screen communication.

In the methods of research, Hong Kong cooperation is revealed as the Asian horror trilogy, in which Thailand
was replaced by Japan. Cinematic production techniques of Thailand, which in a peculiar and original way
formulated the Korean wave under the new name of Hallyu. There, universal ideas are successfully achieved
deliberately addressed to a wider audience of the younger generation, where pop culture is actively consumed
in all its levels.

Key words: Asian cinema, a new wave, spectator areas, cultural boundaries, cooperation, cultural identity. %
Z.

Introduction capable of weaving in and out of aesthetic %E

In the context of a young art like the systems with dexterity, following the rhythm 2
cinema, the dialogue between East and of the 24 frames — a fact that tends to =
Southeast Asia comes naturally and easily, guarantee the success of Thai cinema at §
and itis quite natural. For the sake of greater  international film festivals and generally on é
concreteness, we can add that Thailand film screens abroad. In the past 20 years, 1;
(similar to Malaysia and Singapore) is this rapidly developing high-quality film §
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industry attracted the interest of the film
industries in Hong Kong, followed by the
Republic of Korea, Japan and Singapore,
i.e., the indisputable leaders and powers of
contemporary Asian cinema. Coproductions
in the seventh art are another splendid
opportunity for better contacts and greater
insight into the various culturological strata
and characteristic features. Hybrid film works
also have the unique chance of transcending
their own national and regional markets,

as well as their own festivals and familiar
spectator territories, crossing borders and
reaching supra- and transnational spheres
of screen communication. In this way, they
can encounter the new global spectators,
aptly defined by Arjun Appadurai with the
term “deteritorialised spectators” [1, p. 15]
— irrespective of whether they are alien to
the cultures from which the coproduction
partners originate, or whether they belong to
the diasporas.

Methods

Korean and Thai cinema have long been
in dialogue and they are working together
extremely successfully. A number of films
can be cited as clear examples of that
cooperation. As the focus of this text is on
a different subject, only several important
highlights in the context of contemporary
Asian cinema will be mentioned. These
include the work of one of the most artistic
and innovative contemporary Thai directors,
Pen-Ek Ratanaruang — Invisible Waves?,
where the central female part is performed
by the Korean actress Kang Hye-jung
in partnership with the Japanese star
Tadanobu Asano. The film opened the 2006
International Film festival in Bangkok and
received three prestigious nominations:
for the Golden Bear Award at the Berlinale,
the Golden Hugo Award from the festival in

1 The movie is multy co-production between
Thailand, the Netherlands, Hong Kong and Republic of Korea

Chicago, and for the screenplay award (a
very serious category in the context of the
Seventh Art) among Asian film awards.

One cannot fail to mention the omnibus,
again with the participation of Hong Kong,
this time with the production company of
Peter Chan, Applause Pictures? — Three/
Saam gang. [2] The film was conceived as
a heavy thriller uniting the film miniatures
of three directors: Kim Ji-woon) from Korea,
Nonzee Nimibutr from Thailand and Peter
Chan himself as representative of Hong
Kong.

- Memories — a film of Kim;

- The Wheel — a film of Nimibutr;

- Going Home? - a film of Chan.

That film triptych had its sequel in 2004,
known as Asian cross-cultural horror trilogy
in which Thailand was substituted by Japan.
The title Three... Extremes/Saam gaang yi
comprises the novels:

- Dumplings of Fruit Chan from Hong
Kong (a sinister mini invariant of the French
Shock Therapy);

- Box of the Japanese director Takashi
Miike*;

- Cutof the Korean Park Chan-wook.

In fact, the present text is inspired by
other cinema artefacts linking Korea and
Thailand, deliberately addressed to the
broader audience of the young generation
that is actually the principal active consumer
of pop culture in all its avatars. [3, p. 229]

Several films appeared in the cinema
production of Thailand in 2010 and 2011,
which articulate in a peculiar and original

2 http://www.applausepictures.com — the excellent
website of the producer company allows tracing in detail all
Korean participations in film coproductions.

3 It is interesting to note that Christopher Doyle is the
director of photography of the Korean and Hong Kong novel,
who is well known with his imagerial solutions in the films of
Wong Kar-way. He is also director of photography of the film
Invisible Waves mentioned earlier.

4 Following the screenplay of the black comedy 7he
Happy Family (sometimes rendered as The Quiet Family / of
Kim Ji-woon/), Miike released a remake in 2001 entitled The
Happiness of the Katakuris/Katakuri-ke no kofuku).
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way the Korean wave Hallyu® successfully
reaching universal messages as well. The
titles also aptly refer to the theme Korea —
the Crossroads of Asia both with the plots

of the films and with the coproductions. [4,
58-82] In fact, these are original Thai feature
films in which the action takes place in South
Korea:

- Hello, Stranger/Kuan Muen Ho
(Thailand, 2010), directed by Bangjong
Pisanthanakun;

- Sorry, Saranghaeyo/Kao Rak Thee
Korea (Thailand, 2010), directed by Poj
Arnon.

Both titles are romantic comedies
tracing the admiration of young Thai girls for
Korean soap opera actors and pop stars. It
is interesting that the psychological portraits
of the young Thai female characters are
developed very successfully against the
highly compelling background of Seoul,
Namisum® and other well-known places,
notably the panoramic platform with the
padlocks of young people in love at the top
of Seoul Tower. The entire Korean traditional
and modern culture, the entire “emotional
compendium” of places for glory, encounters

5 Let us recall that Hallyu (meaning literally “strong
chilly gust of wind, which suddenly tears the haze”) began to
be used first in Chinese-speaking countries and penetrated the
present-day culturological jargon of the media, in marketing
and subsequently in humanitarian studies in the second half
of the 1990s. In addition to being a very visual “sensory”
metaphor for something new, unexpected and bringing
pleasure and solace, as well as something that stirs immobile
layers while at the same time “sliding on the skin surface”
and not going deep (i.e., without the superfluous claim of
elitism), the term can also be associated with the universally
accepted English word cool in the everyday speech of young
people (cool is used in Bulgaria as well). In other words, it is
also a synonym of “cool”, “super”, “great” and “fantastic” —
something to be obligatorily embraced if a person wishes to be
modern, up-to-date and attractive. The global emergence of the
concept largely coincided also with the first major successes of
Korean cinema at international film festivals and markets. The
term was initially oriented towards pop music and TV series.
Here we shall not dwell on the characteristics, the generally
known stages of development and the multi-faceted aspects
of Hallyu, or on the mechanisms of propagation of the term,
because there are many publications and studies on the topic.

6 Emblematic tophus for those that know well in
East and Southeast Asia the blockbuster serial Winter Sonata
(2002,), by dir. Yoon Seok-Ho
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and cults” are transformed into a very
significant catalyst. [5, p. 383] Both May
from Hello, Stranger® and Kana from Sorry,
Saranghaeyo® understand who they are in
reality, who loves them really, and what the
values that need to be followed in life are.

The TV series and another feature film are
coproductions:

- The TV series Under the Same Sky
(201.0)*° traces the tense and complicated
love relations of several Korean and Thai
couples. The characters spend time in
both Asian countries, but the action is
predominantly in Korea. The actors are from
both partners of the coproduction. The series
differs from the traditional Thai series lakorn;

- The action comedy (2011) The Kick -
Won don tae (in Thai literally: | Won Him!), of
director Prachya Pinkaew. The plot centres
on a Korean family all of whose members
are leading experts in taeckwondo and they
all emigrate to Thailand. Their life changes
initially in the Land of Smiles where they
unexpectedly come across a criminal group
that insolently steals an ancient dagger kris**
that is part of the Thai cultural heritage...

7 In the sense of pop-idol cults.

8 The role is played by the talented Thai actress
Nuengthida Sophon. The strong and skillfully made film in the
genre of comic sentimentalism succeeds in sending a clear and
meaningful message using a universal key.

9 The role is played by the doll-like actress and
model of Thai-Japanese origin Haru Yamakushi. The film is a
parody and satire, a little longer than is easy to endure, perhaps
catering to teenage tastes, at times rather mediocre and rather
silly. Kana’s character (unlike that of the serious May) is naive
and somewhat childish, bearing a definite sense of a sentimental
cloud of rose-coloured dust, dreams and countless hearts in the
secret diary of adolescents.

10 Also know as ,,Autumn Destiny”, a romantic drama
in 24 episodes, each 40 min, premiere in Thai TV Chanel 9.

11 A dagger and sword very characteristic of Southeast
Asia, also known as keris. Its blade is undulating, resembling
a snake (Naga) and inflicting serious deep wounds that take a
long way to heal. The pistol-shaped handle, the scabbard and
the raven-black blade are also works of art with a typically
exquisite filigree workmanship. The kris is believed to be a
bad-tempered weapon, hissing like a snake when it slides into
the scabbard, and also feared that it is a bad omen to the victim.
Therefore, the spirit of the dagger should not be teased and
everything should be done to pacify it. The tradition is never
to sell the Aris but to hand it down from father to son, together
with learning the skill of using it.
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Something essential that distinguishes
The Kick among films cited so far consists in
the fact that both cultures — Thai and Korean
— are present synergistically and equitably,
without the feeling that there is veneration,
cult or domination of one of them. Prachya
Pinkaew is a leading Thai film director with
preferences for the action comedy genre.

His experience, scenic choice and intelligent
directing are a guarantee for the quality of his
films. The invitation to the Thai actress Yanin
Vismitananda is a highly successful tactic:

in addition to being Muay Thai, she is also
taekwondo specialist. Besides, it should not
be overlooked that she succeeds in attaining
fine psychological levels and authentic
organic character — which is usually
insufficient or lacking in most action actors.*?

Results

The diverse manifestations of a
synchronous dialogue (to the level of
harmonious synthesis) between the pop
culture spaces of Thailand and Korea
indisputably constitute a curious and
inspiring provocation. Owing to it, we also
had the opportunity to look back in time so
as to make a comprehensive study of the
genesis and evolution of the links between
the two countries, and to articulate them
on the screen. The aim is to see yet another
aspect: how Korea became a sui generis
crossroads in the process of Thailand’s
modernisation in the early 20" century. In the
context of contemporary 215 century reality,
it is interesting to see how the two different
cultures coexisted in the film artefact,
transcending in synergy both national and
regional boundaries.

Korea and Thailand — viewed from an
ontological perspective and resulting from
various zone-forming centres — present

12 She made a remarkable role of a girl named Zen —
autistic yang lady with enviable martial arts skills and motor
abilities, combined with equally highly confused inner world —
in the film Chocolate of Prachya Pinkaew (2008).

two cultures with their own characteristics
and specificities. However, this is the global
macro-frame. A more careful and analytical
focusing will reveal that Thailand is not alien
to manifestations of Eastern Asia. Quite
on the contrary, such manifestations have
coexisted for centuries in a sustainable
and harmonious fashion together with the
autochthonous genuine Thai reality (the so-
called Thainess'?) in the cultural space of
the Southeast Asian kingdom. The presence
of Chinese ethnic communities and the
formation of the Sino-Thai community can
be cited as the most natural example. In
addition, the complex, interesting and
indisputably intense historical links with
Indochina, Korea and Japan enrich further
the motley multicultural palette of the Land
of Smiles.** Moreover, it was precisely
East Asia that played a crucial role for the
prospects of modernising and Westernising
the country in the early 20" century,
transforming the traditional Siam into
present-day Thailand.*®

Historical studies reveal that the first
contacts between Siam and Korea date
back to the 14™ century at the time of the
Ayutthaya Kingdom,*® during the reign of King
Ramesuan (1339-1395), and at the end of
the Koryosa dynasty, during the reign of King
Kongyang wang (1389-1392). The chronicle
History of Koryo — (Koryosa), which is the
official history of the Koryo Dynasty, narrates
that the Kingdom of Xienluohu (i.e., Siam)

13 Thainess — the concept refers to a compendium of
officialised, traditional and even cliché notions connected with
the country’s specific cultural-historical profile.

14 One of the poetic names of Thailand.

15 Siam was renamed to Thailand in 1939, followed
by another return to the old name: in 1946-48 the kingdom was
again referred to as Siam. After that, the name “Land of Freedom
(i.e., Thailand) became firmly established.

16 During that time Siam was divided into three
kingdoms: the Ayutthaya Kingdom (1350-1767) in the southern
area around Bangkok, without the Malayan Peninsula, the
Ayutthaya Kingdom (1350-1767), the Sukhothai Kingdom
(1238-1583) in the central regions, and the northern Kingdom of
Lanna (1292- 1775) bordering on Burma.
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sent an emissary named Nai Gong, who
travelled with his retinue and brought gifts to
the Koryo ruler (Thandee, 2007: 210). Not
much later, the Ayutthaya Kingdom sent a
second diplomatic mission, but unfortunately
it was captured by Japanese pirates who
killed the entire Siamese crew. In reality,
closer contacts between Siam and Korea
were hampered precisely by sea brigands.

Discussion

At a certain time in history, Korea became
the crossroads between Thailand and
Eastern Asia. There is a very interesting
occurrence along the Siam/Japan line in the
17" century: Yamada Nagamasa (1590 —
1630) — adventurer, traveller and Samurai’
— became governor of the southern province
Nakhon Si Thammarat'® that was part of the
Ayutthaya Kingdom. The contacts between
Siam and the Japanese shogunate of
Tokugawa were much more intensive, leaving
a lasting trace in the historical relations on
the map of Asia.

In the 20" century, Japan became
instrumental for the adoption of the so
called Ratthaniyom, i.e., Decree on the
Modern State, known in English-language
literature also as the Thai Custom Decree of
1939, created by the ruling Prime Minister
Field Marshal Plaek Phibunsongkhram.

The provisions stipulated by the supreme
authorities fully legitimised the ongoing
modernisation and Westernisation of the
Asian kingdom, while at the same time
stimulating nationalism as well. A part of

the Decree is based on the Japanese Code
Bushido and two of its interpretations with
comments?® [12]. The Thai document Decree

17 His story is narrated in the Thai film Yamada: The
Samurai of Ayothaya (2010, directed by Nopporn Watin) — yet
another film example presenting successfully and in a popular
manner a synthesis of Japanese and Siamese cultures.

18 Located about 600 km south of Bangkok, in the
Malayan Peninsula, one of the oldest Thai cities.

19 One is the work Hagakure (1716) by Yamamoto
Tsunetomo , the other one is from the 20™ century and belongs
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on the Modern State proclaims the Thai

as bearers of courage, compassion, love,
honour, duty, self-control and persistence®
. Around the same time, towards the end of
the 1930s, Korea was still under Japanese
occupation. During World War Il, Thailand
temporarily took the side of Japan, but no
official act for joining the pact was signed
[13, p. 25].

In the cinema art, it was precisely in the
1930s that an actor of Korean origin made
a brilliant career in Chinese cinematography.
His name is Kim Duk Rin, but he gained
fame with his Chinese name Jin Yan. He was
also known at the time as the Emperor of
Cinema, and he was often the partner of the
Chinese mythical actress Ruan Lingyu?* [14,
p.17]. The screen couple was quite justifiably
dubbed “Garbo and Valentino of the Asian/
Chinese cinema”. Analysing the influence
and the fame of the Korean actor, it would
not be in the least exaggerated to say that he
also became a symbol of Korean-ness (in a
pre-Hallyu variation) in a transnational space
inhabited by the cinema [15].

The Korean War was also an extremely
important time in the historical, diplomatic
and intercultural relations between Thailand
and Korea: a kind of Rubicon for both
countries. As UN Member State, Thailand
became US ally and sent military forces to
the South. And it was precisely then that
an absolute hit was born in the musical
and film culture of Thailand: a song written

to the Japanese politician Inazo Nitobe (/862- 1933), it is called
Bushido: The Soul of Japan (1900) and was written in English so
as to explain the essence of Japanese culture and moral tenets to
the “ignorant West.”

20 The Decree was repealed as late as in 1961.

21 One of the best known early title with Ruang

Lingyu and Kim Duk Rin is "Peach Blossom Weeps Tears of

Blood" (1931) — dir. Bu Wancang. The plot is associated with
the unhappy love, and the pressure is derived from the social
difference between Ms.Lim - seduced by the young master
landowner. Not all, but representative part of the films are
preserved in the archives. Kim Duk Rin / Jin Yan (April 7, 1910—
December 27, 1983) shoot actively until 1958. He was a star in
Golden age of China cinema and post-war period. (Martonova,
2011: 67)
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by a Thai soldier and called Aridang, i.e.,

the Thai pronunciation and interpretation

of Arirang. The song tells both about the
nostalgia for the native Thailand and about
the beauty of Korea — through the traumatic
experience of the Thai soldier. This serves
as the background for the main plot: the
unexpected, difficult, painful and real love
flaring between the Thai young man and a
Korean girl.

This plot has been repeatedly screened
both in films and in TV productions. As the
Thai researcher Damrong Thandee explains:
The song was genuinely popular from the
1960s through the 1970s as it was sung
every corner of the kingdom. In addition, the
story has been dramatized in TV movie series
aired from time to time (the last version was
on air in 1999) [16, p. 209]%.

The Thai song The Crying Voice of Korea
from The Korean Girl?® made in the 1970s
also gained tremendous popularity [17].
The nostalgic visual memory of the relations
between two young people in love unfolds
against the harmonious and melodious
backdrop of the vocal work, revealing also
some emblematic aspects of traditional
culture in Korea [18]. The central male part
was entrusted to Jatuphon Phooaphirom — a
rising hope of Thai cinema, who also had the
potential of becoming a sex symbol. Sadly,
the talented actor left this world too early
after he was killed in an accident in 1981.

Making a leap in time, another Korean
song that could be qualified more as a pop

22 The Thai song Aridang from the film bearing the
same name, made in the late 1990s, can be heard and seen here:
http://www.youtube.com/watch?v=5T7XwlaryXs.

It is interesting to note the syncretic and skilful
combining of several melodic lines in the integrity of the
vocal performance incorporating a military march, the Korean
original and elements of the Thai royal anthem and separately
of the national anthem.

Similarly, the emotional male vocal a capella performance
of the Korean original of Arirang that flows elegantly into a
girls’ choir, again in the same film: http://www.youtube.com/
watch?v=elT6lopHOhw.

23 The excerpt is accessible, albeit with a poor quality,
here: http://www.youtube.com/watch?v=1KWnAzaakbc

song attained the exceptional popularity of
the cited Aridang. This is the song | Think
| (from | Think | Love You). [19] It has been
adapted and translated many times into
Thai, and it is sung by the biggest pop singers
in the kingdom?. In fact, the song is part
of the soundtrack of the Korean TV series
Full House (2004) — a romantic comedy in
16 episodes, a KBS2 production. The first
variant was instrumental, performed on a
guitar, the vocal part being added later. Some
of the episodes in the series were filmed in
Thailand and the series caused a real boom
among TV audiences in Asia as one of the
emblems of the Korean popular wave.

Several other important titles need to be
highlighted among the remaining Korean hits
in the audio-visual and pop-culture space
of Thailand. The romantic comedy My Sassy
Girl has been defined as a mega-blockbuster
in East and Southeast Asia, crossing over
even to America. The film of Kwak Jae-yong
has its American and Bollywood remake, a
Japanese TV adaptation in eleven episodes
and a sequel in China!?®

The long list invariably contains a hit — the
romantic drama in twenty episodes — Winter
Sonata (2002), directed by Yoon Seok-Ho.

In addition to TV and film art, as well
as pop music?®, the new Korean pop wave

24 Full House OST - I Think I Love You — the Korean
original: http://www.youtube.com/watch?v=sVpzDb8CU Yo
And interpretations:

- With enriched melody in Thai karaoke version performed
by pop-star Katreeya "Kat" English: http://www.youtube.com/
watch?v=IaZPph8MicE .

- In comparison, who illustrate the dissemination of
Korean song and Korean TV drama in global Southeast
Asian region, we can hear khmer version of ,,/ Think [”, very
popular in Cambodia, performed by another pop-music idol
— the khmer singer Pich Sophea: http://www.youtube.com/
watch?v=RRuoz6uk2D0.

25 The American remake by Yann Samuell with same
title was made in 2008, with Elisha Cuthbert and Jesse Bradford.

The Bollywood version: Ugly Aur Pagli (2008/ Ugly and
Crazy, dir. Sachin Khot).

The Japanese drama:
production .

The Chinese sequel My Sassy Girl 2 (dir. Joe Ma), was
released in 2010.

Ryokiteki na Kanojo, 2008, TBS

26 We shall not dwell in detail on the issue and list
Korean singers and pop groups, because they are indeed
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made a compelling appearance in another
mass brand as well: video-games. In this
way, the online game Ragnarok?” turned into
a social problem in Thailand, which triggered
an extreme decision by the government
affecting users below the age of 18 years,
namely to ban access to the servers and to
popular gamer sites after midnight?8 [20].

The theme of the presence of Korea
and of its inherent culture in Thailand, and
subsequently its travelling all over the world,
is enormous. Nevertheless, it is possible to
derive several conclusions based on film
production as well.

Thais perceive and absorb willingly the
Korean popular wave Hallyu, succeeding
subsequently to catch creative impulses from
the cultural phenomenon and to generate
new intriguing artefacts. The harmonious
combining of the two cultural areas (Korean/
East Asian and Thai/East Asian) is a brilliant
example of the links between local and
national, being at the same time an attempt
to elevate the complex in the supranatural
structure. The subsequent stage is for it to
spread in the region of the entire Asia and/or
to conquer the global levels, which is indeed
a prerequisite for original success. The key
magic word here is beyond doubt “together”.

There are researchers who criticise

numerous and to a great extent they (e.g., Rain, Ukiss, Ajoo
and others) have gained prominence and visibility, they are
recognizable for numerous fans and followers in Asia and in
Thailand in particular. The presence of Kim Chic — Hallyu in
Thailand has many positive aspects: it provokes and at the same
time diversifies Thai pop culture space, acting as an incentive for
the emergence of new artists and artefacts.

27 Ragnarok is actually manhwa — Korean comics
created by the artist Lee Myung-jin already in the second half
of the 1990s. The rights of the comics were subsequently bought
and adapted to the video-game that appeared on the market in
August 2002. As the name of the comics/game suggests, the
plot was borrowed from Scandinavian mythology and the Poetic
Edda, and the battle of the Titans known as Ragnardk, i.e., The
Last Vision of the Gods. 1t is extremely popular all over the world:
from the Philippines to Brazil. The work has also appeared as
animation series (Japanese-Korean coproduction) in 26 episodes
based on the original source: Lee Myung-jin’s comics.

28 Incidentally, there is such a system in the Republic
of Korea as well, which blocks the access of persons below the
age of 16 years (!) to popular gamer sites and their servers after
midnight.
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such cultural phenomena, accusing them
of secondary nature and of excessive
transgression of American pop culture,
which is commercially imitated by attributing
to it yet another “exotic Asian attire.” We
cannot agree fully. Even if the traditional
elements and achievements of a certain
culture (e.g., Korean) are not integrated with
understanding and awareness, elements
of the contemporary national culture are
incorporated, and it bears traditional
elements to a greater or lesser extent.

The fact that this culture is traditional is a
guarantee that it can generate products for
the mass market and hence popular mass
culture.

Conclusion

Cinema and television as mass media
are a free area of contact between different
spheres of the arts (after all, afiimis a
syncretic form of art), and of dialogue
between cultures, artists and phenomena.
Screen arts create visibility and bear cultural
policies aimed at positive decentralisation of
the cultural identity, i.e., they open culture to
the outside world.

Coproduction models, as well as national
productions linked to the notion of the Other,
encourage cultural diversity and at the same
time preserve the identity and the aspirations
to present the unknown and alien, gaining an
insight into it.

Korea and Japan are very important
examples of the evolution of modern Asian
cinema. Thailand is confidently following in
their footsteps. The existence of kim chik in
Thailand is much more than a crossroads
of cultures and film industries because it
stimulates pan-Asian producer synergism,
the emergence of new authors, forms and
styles, providing an opportunity for the
appearance of low-budget and independent
productions. The market in the context of
the media and of audio-visual products
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is like... a dragon that devours everything TV — both from Korea and Thailand, and from

and constantly needs production to feed Asia. At present, only festivals and concrete
it. Bulgaria is a country that is virtually initiatives succeed in demonstrating

an almost unexplored niche in which itis contemporary Eastern arts, but this is
possible and necessary to intensify the definitely insufficient and does not reach the
presence of films — in the cinemas and on broad audience of mass viewers.
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MaprtoHoBa A.
Gonrapus £bisibiM aKkagemusicbl, IKpaH eHepi fenapTaMeHTi, OHepTaHy MHCTUTYTbI
Coowus K., bonrapus

¥KAHA C¥XBATTAP, }XAHA NAWbIMAAY/IAP YX9HE }XAHA OHIMEP (KUHO APTE®AKTIIEPIHAETI
A3UA MOAEHM CEPIKTECTIKTEP)

Axnpatna

Makanaga kuHematorpadums canacbiHgarbl Kopest Pecnybnaukacsl, Xanonus, Taunang, CuHranyp, TOHKOHI
CUSKTbI A31s enaepiHaeri MoAeHU CePIKTECTIK TanKbinaHaabl. ABTOP canbiCTbipMalbl Tangayaa A3us
arimarblHOAFbl KWHO 3KpaH ©HEPIHAETI Tak KMHOCHI TiNiHIH, COTTI/IK KafaanblH aHbIKTanabl, oHAa TOHKOHT
KMHOpecTnBaniHae e3iHe Ha3ap ayaapTKaH *ofFapbl cananbl KWHOMHAYCTPUACHI, 0aaH KeliH Kopes
PecnybnuKkacsol, }anoHus xaHe CuHranyp, aFHM Kasipri 3aMaHfbl A3nsi KWNHOMaTorpadpusacbiHbiH CO3Ci3
Kelwo6acLibllapbl MEH KYLUTI }aKTapbl KapacTblipbliabl. COHbIMEH 6ipre, bIHTbIMaKTaCTbIKTbIH, MOAEHM
KeKXKKneri e3aepiHiH, decTuBanbAepiHEH oHe KepepMeHaere TaHbIC anMaKTapaaH 6actan WeKapaHbl Kecin
OTETiH XoHe TPaHCYNTTbIK 3KpaHAbIK 6annaHbiCTaprFa acep eTeTiH GpaKTopnapra AeniH e3eKTeHaipineai.
daicteme 6eniMiHae TOHKOHITbIH, a3UsANbIK KOPKbIHbIWTLI GuabmMAaep Tpunorusacol TannaHATbiH *KanoHusameH
KeWiHHeH anMacTblpbiiFaH GipnecTiri peTiHae awbinaabl. TaknaHa KWUHoMaTorpadus eHaipici Tacinaepi e3iHiH,
epeKLUe XaHe WblHanbl Typaeri Xannio Aen atanaTblH aTayMeH aHa KOPEeWNiK TONKbIH NeriH KanbinTacTbipabl.
MyHaa anabiH-ana am6e6an uaeanap TabbiCTbl TYPAE NOMN-MSAEHUETTIH 6ap/iblK AeHrennepiHae
6enceHaeHipe TyTbIHbINATbIH Xac ypPraKTblH KEH ayautopusanapbiHa 6afbiTTanfFaH.

Tipek ce3paep: A3ns KMHOTEATPbI, XXaHa TONIKbIH, KBPEPMEH TEPPUTOPHUSACHI, MOAEHM LWeKapanap,
bIHTbIMAKTACTbIK, MOAEHN COMKECTINIK.

MaprtoHoBa A.

WHCTUTYT MCKYCCTBO3HaHMS, 1enapTaMeHT SKPaHHbIX UCKYCCTB,
GonrapcKkas akagemusi Hayk,

r. Copus, bonrapus.

HOBBIE AUAJIOIA, HOBbIE UHTEPNPETALIUM U HOBBIE NPOAYKLIUU (ASBUATCKOE KYJ/IbTYPHOE
NMAPTHEPCTBO B APTE®AKTE KUHO)T

AHHOTauMA

B ctatbe paccmaTpmBaeTcsl KynbTypHOE NapTHEPCTBO B A3MATCKUX CTPaHax Takux KaKk Pecnybnvka Kopes,
AnoHusa, Tannang, CvHranyp, NoH KoHr B 061aCT KWUHOMCKYCCTBa. ABTOP B CPaBHUTE/IbHOM aHannae
onpeaensieT CMOXKMBLIYIOCS CUTyaLIMIO yerexa TanCKOro KMHO A3blKa 3KPaHHbIX UCKYCCTB B A3MaTCKOM
pervoHe, rae BbICOKOKa4yeCTBEHHAsh KWNHOMHAYCTPUS NPUBIEKIA BHUMaHWE KUHOMHAYCTPUK [OHKOHTra,

3a KoTopbiM cneaytoT Pecnybnuka Kopes, AnoHua n CuHranyp, To ecTb 6eccnopHbie Mnaepbl U CUbl
COBPEMEHHOI0 a3MaTCKOro KMHO. TakKe aKTyannanpyeTcs KylbTyposiormyeckue ropn3oHTbl COTPYAHUYECTBA,
HayMHas ¢ CO6CTBEHHbIX GecTnBanen N 3HaKOMbIX 3PUTENIbCKUX TEPPUTOPUI, MEpPECEKaIOLME rPaHuLbl 1
AocTuratolwme GbaKkTopbl Hag TPaHCHaLUMOHaNbHbIMKU chepamMm IKPaHHON KOMMYHUKaLUMN.

B pa3gene metoabl pacKkpbiBaeTcs Koonepauus ¢ ydactmem NOHKOHIa KaKk asvaTcKas TPU/Iorus yxacos,

B KOTOpow TaunaHg 6bi1 3aMeHeH AnoHuen. MNpuembl KUHeEMaTorpadmn4ecKoro NponM3BoaAcTBa TannaHaa,
KOTOpPbI CBOEO6Pa3HbLIM M OPUTMHaNbHbIM 06pa3oM chopmMynnpoBan KOPENCKYIO BOSTHY MO HOBbIM
Ha3BaHWeM Xannio. TaM ycrewHo AOCTUraloTcs yHuBepcasibHble naen npeagHaMepeHHO aapecoBaHHbIx 6onee

LLIMPOKOW ayanTopnun Monoaoro noKoneHud, rpe aktmuBHoO notpebuTensaoTcs non-Kynbtypa BO BCEX €€ YPOBHAX.

KnioueBble cnoBa: A3naTtckoe KMHO, HOBasi BOJIHA, 3pUTENIbCKUE TEPPUTOPUH, KYNbTYPHbIE T'PaHULLbI,
Koonepauud, KynbTypHasa CaMOO6bITHOCTb.
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P.O©. Cramra3ues '

'T.K. JKypreHoB aTbiHaarbi
Kasak YarToik Onep akaneMusichbl
(Anmatbl, Kazakcran)

ETICYAbIH
KAPA OJIEHZEPI

EPEKLUEJIIKTEPI

JKETICYAbIH KAPA OJIEHAEPI KOPKEM TUTIIHIH MY3bIKAJIbIK EPEKLUENIIKTEPI

AxpaTna

MaKanaga Kasak XanKblHblH My3blKanblK-MO3TUKa/IbIK }oHe Kapa eneH XaHpblHblH My3blKanbIK TiNn
epeKLeniriH 3epTreyre apHanfaH. Kapa eneHHiH Ka3aKTblH 9H 6HepiHAe anaTbiH OPHbIH, 9AET-FYPbIN XoHe
KoCibu aHHIH KanbinTacy Ke3eHaepi KadaK My3blka 3epTTeyLli eHOeKTepiHAe TanaaHblm, OHbIH Typaepi
IiKTenyi MeH opbiHAaNy opHblHa, Ma3MyHbIHA, OpblHAAYLWbICbIHA Kapan «<KYA4bl3 6N€Hy», «Tay efleH», «KaMlLLbl
eneH», «lam eneHy» T.6. TonTapra 6eneTiHi 3epTTenreH. MeTicyablH Kapa eneHaepi }XaHpblK-anMaKTblK
epeKLWeniKrepiHe Kapan: TaKbIpbINTbIK-Ma3MYH/bIK XaHe Kypbl/ibIMAbIK cMnatTapblHia KepiHeTiHAiri;
anMaKTblH 9HAEpPI Heri3iHeH NeHTaTOHMKaNbIK Abl6bIC KaTapblHa HerisgeneTiHAiri, eHipaiH Kapa eneHaepiHiH,
6acbiM Geniri neKcuKanbl Kanbipmachl 6ap aHAEP EKEHAIM anKblHAANbI.

Tipek ce3pep: XeTicy anmarbl, Kapa e/ieH, KOPKEM Tifl, SHLLINIK eHep.

Kipicne

HeTticy Kapa eneH Ma3MyHbIHbIH,
noaTtnKacbl b.MynTeKkeeBTiH «KeTicy
dyeHaepi» MUHarbiHAa 6ap 116 SHHiH,
6apnbiFbl ga 11-6ybiHabl 60s1Ca, 8H
Ma3MYHbIHbIH 6acbiM 66e/1iri (36 aH)
FallbIKTbIK Maxab06aT oHe eMip
dancadachkl (24 oH) TaKkblpblbblHa
apHanfaH. }annbl, Kapa efleHai Ka3ak
OMIpiHiH 3HUMKIIONEOUACHI AeCEK apThlK
emec. MyHa AaCTypii KOFaMHbIH TbIHbIC-
Tipwiniri, AyHWeTaHbIMbl, KapblM-KaTblHaC,
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9llen epexenepi, TinTi KoHaK Koae aaeTi
¥aH-¥aKTbl KaMTblnagbl.

Kapa eneHHiH Ka3aKTblH oH eHepiHae
anaTblH opHblH C.EnemaHoBa [1] anKblH
6enrinen, Kapa eneH aIET-FYPbIN XKoHe
KoCibMW oHHiH apacblH4aFbl AoHEKepneyLi
Ke3eH aen Kepcetei. byn Kacuert Kapa
eneHAi MyH-Lep capblHAapblHbIH AaMy
epeKwenikrepiH KopbITbIHAbINAM, KOCibu
SHHiH cunaTTapblH angblH anaTblH
JlanblHAAYbl OHbl 8AET-FYPbIN XaHE Kaciou
9HIEpPIiHIH apacbliHAarbl JoHeKepneyLwi
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Kenip, Aen 6aranaybiHa Heri3 60n4pl.

9picrep

Erep aaeT-FypbIn capblHAAPbIHbIH,
*Kannbl Ma3MyHbl 6enrifi 6ip TakblpblnKa
WblFapblica, Kapa eneH, aTblHa ConKec, Kes
KeNnreH Xafblganaa opblHAaNFaHObIKTaH,
TaKbIPblObl XafblHaH LWEKTeNMen, eMipaiH,
6apnblK }afFblH KamMTbiabl. [leceK Te, 9HHIH,
«Kapa efleH» aereH atayblHaa «eneH»
YFbIMbI, Ka3aK oHiHOe TYHFbILI PET oH
cany — KepKeMik cunart anfaHablfblH
anKblHOanabl. MyHAaFbl «@NeHy» YFbIMbI
TEK MaTiHre FaHa eMeC, aHre Jie Tuecini
EeKeHAiriH Kepceteai. leMek, erep MyH-Liep
capblHAapbl ThiHAAYLWbIHbI KAXET eTrece,
Kapa esfieHae ToiHdaywbl 6apbl aHblK
cesinegi. MiHe, ocbl TbiHAAYLbI KOMLLINIKTIH,
MEWRIPiH KaHAbIPYy 8H OpblHAAYyLWbICbIHAH
Le6epniKTi, YMPIK cyblpbln canma
oHepiH KaxeT eteai. Ocbl 6HEpPAi HKeTKi3y
lebepniri Kapa enexHae anfall pPeT Keke
TaKblpbln ©3eri 6onagbl. 3epTreyLinep
A.CenpgimbekoB rneH Opa3akblH AcKap
Kapa eneH TypnepiH Xikren oTblpbIn
onapfibl OpblHAANy OpHblHa, Ma3MYHbIHa,
OpblHAAYLbICbIHA Kapan «KyNabl3 6/IEH,
«Tay eJiIeH», «KaMllbl eneHy», «lamn eneH» T.6.
TonTapfa 6eneTini 6enrini.

Ananpa, Kapa enenje TyHfblL
TYbIHOANTBIH Gip TaKbIpbliN — «6fIEH, Typasbl
©/IeHHiH» Nanaa 60nybl, OHbIH YKOFapblia
auTblNFaH KepKeMaik TaburaTbiH alla
TYCeTiHi anaaH aHblK. Kapa eneHHiH 6yn
TaKblpblNTaFbl 9HAEPAEH, O6Hepna3aapablH
apacblHa KaNblNTacKaH aH-eneHai anty
aWbl aH-aKTbl TapaTtbinagbl. Kapa
©/1eH, KYPbUIbIMbIHbIH, @UTbICMEH XaHe
©3 Ke3zeriHie akblHaap eHepPiMeEH ThbifFbl3
6annaHbic TabaTbiHbl 6enrini. CoHAbIKTaH
Kapa eneHjae anTbl/iFaH oMnap akblHaap
OHEPIHIH KaCcibn KoaeKci (epexenep
HUbIHTbIFbI) A€M aTaca apTbiK eMEC.

MiHe, ocbl TyCTa Kapa eneH MaTiHiH
3epPTTEN OThIPbIM, CON epexenepiid MaH-

MaFblHaCblH TapaTanblK (MyHAaFbl XaKLlara
anblHFaH caHaap C.Mepney6ekynbl,
Bb.MynTeKkeeBTiH, KeTicy ayeHaepi»
UHaFbIHAAFbl Kapa enerHaepaiH peTTik
caHblIH 6ingipegi) [2].

HeTMxXenep

Mbicanbl, Kapa efieHe *Mui
KanTanaHaTblH «OneH aereH HemeHe
eHepnasarar, «OneHai ant gereHae
Tancangblk nar», <AUT ereHae eneHi
aspbIM XOK, Henicim 6ap a3bipaK, asgHbIM
HOK» [2, 31 6.]. «<KenreHae Kapa enexre
KabaHaanWMblH» [2, 72 6.]. «OneHai ant
JereHe...» }ongapblHblH TYPJi HYCKanapbl,
aKblHOap TyFaH 3aMaHia Cyblpbln canma
OHEepP XannblyNTTblK cUNaT asbiM, Ke3
KenreH alam gomoblpa anbln oH canyra
6enimainirin kepcetegi. MiHe, ocbiHAaM TE3
opi TabaH acTblHAa TyblHAaFaH eHepai en
ilwiHae «Kken cel3» aen atagbl: «*Ken ce3ai
Tepmeneyre KenreH 6ana-an, Asblpak ce3
cenneyre TanantaHabik» [2, 81 6.].

b.MynteKkeeBTiH «KeTicy ayeHaepi»
KMHaFbIHbIH GipHelwe eneHiHae
«¥cTaraHblM KOJibiIMa Kanam egi» [2, 28 6.],
«Kanam angabiM KofibiIMa 6pHEKNEHEH» [2,
6.37], «<KonbiMa Kanam anbin }a3aMblH
xam [2, 416.], <AK KaFa3ra }a3ablm
xam [2, 6.75] )ongapblHaH TbiHAAYLLbl
KeMwisliK KoJIKanan aH cyparaH apHaubl
KoCibu aKblHAapAbIH Nanaa 60nfFaHAbIFbIH
aHFapTblM, aKbIHHbIH alUTKaH 6JIeHiH Ka3blr
OTbIpaTbIH TiNMaluTapAblH Aa 60/FaH/blFbIH
eTKisreHaen: «CeH cypacaH, eneHai MeH
anTaublH, Xa3bln anfblH OCblNal, 6anam,
eHgi-an» [2, 28 6.]. An 9H MeH MaTiH
[ocTypni eHep opTacbiHaa 6ip-6ipiHEH
TOYENCi3 ePKiH KOeLWiMn XYpPeTiHAiriH MblHa
}onpap penenaeni: «OpHeriHe KenTipin
9YEH KOoccaH-ay, OneHiH e3repmereH,
KeHepmMereH» [2, 28 6.]. AKbIHAap Tonfa
apHawbl WakKbIpbbIin, 0NapabliH KOFaMaarbl
e3iHAIK aneyMeTTiK MapTebeci 60/FaH:
«©OneH anT gen 6ananap KONKa canca,
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MeH anTnacam efieHai Kim antaabi?» [2,
29 6. ], «<BneHai anT nereHge éonabipap
Ma, Toraa aKkblH 6/1eH anTbIn XaHblnap
Ma?» [2, 30 6.]. AKblH 63iH LLbIH }XYHPiKe,
TOpbl aTKa [2, 127 6. ] TeHenai: «<EHaewe
oJ1eH A€ eHep, eneH ae eHep, LUbIH Kynpik
epre wanca eplweneHep», «dereHre-

ay, eneH, aereH, eneH gereH, Kynafbim
O/1eH ece eneHaereH. OneHHid antap
¥epi KenreHinge, MiHeTIH YMUPIK aTThbl
OHiMeHeH» [2, 76 6.]. TbiHaaywblnap
aKblHbl Kadipnece, akblH 63 6HepiH
MaKTaH TyTajbl, XOFapbl 6arananbi:
«AKbIH eM€eC, MEH 63iM aK MaHJanMblH-ay,
AKbIHMbIH Aen ellKiMre MakTaH6anMbIH-ay»
[2, 36 6.], «<Kanam anbin KonbiMa }a3aMblH
xaT, ©3iM ap3aH 6oncam aa, cesim Kbimb6aT»
[2, 63 6.]. AKblHHbIH KOFaM anablHAAFbI
6eneni coHgan, on 6ykapa Kenuinikke
ycTaMAbl, faHaremn ce3imeH Fubpar

anTbin e3iHe Je, co3iHe ae KapaTta 6ingi:
«Kenuwinik, ce3 TeiHAaLllbl, 6y XananblK,
Ce3iMHiH HycKacblHaH cabak anbin» [2, 81
6.].

Auckyccuna

AKbIHObIK ©HEPAIH TYKbIM KyanafaHblH
[a Kapa eneH, }eTKiseqi. XanblK OHbI
«LWbIHXbIPAbI TYKbIM» Aen aTtajbl: «OneHim
OH }KacblMHaH epre »y3reH, KoHblp Ka3 cy
aranau Kenge »y3areH. LLbIHKbIpbIM XKeTi
aTtaMHaH y3inmereH, AfFbl3blK CYTTEH BynaK
ipremizgen» [3, 135 6.].

Kapa eneH KypblibIMbl aUTbIC
OHepiHAe XUi KoSiAaHblFaHObIKTaH
efleHaepae canblc Ke3iHaeri 6aceKenecTiK,
ThiHAAyLWbINAPAbIH Kbl3Y KOJIKanaybl, oH
KyMapnap aKblH/bl anka Kypbln KopLiaybl
cypetteneni: «OpbiH6am MeH KeHuwimban
auTbICcbINTbl-ak, KeTicyra aHaapan
6apfaHblHAa, ypus-am» [3, 135 6.].

«OH KanafaH, ankanafraH, KapakagaH
Kbl3blFbIM TapKamaraH» [3, 87 6.].
ANTbIC Ke3iHae TyblHAaNTbIH Helle TYp/i
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argawnap noa 6enHeneHeni: «©3i MyHaam
YaKCblIHbIH, KinTi acnanaa, Ces Tycnenai
ay3blHa ep cackaHga. byn eneHai HeMeHe
anTbin-anTnan, YNKeH-Killi }1nHanbin

6ac KocKaHaa» [3, 73 6.]. OH MaTiHiHAE
AUTbICTbIH, HETi3T WapTbl — aKkblHAAPAbIH,
9/lern caKTan Ke3eKMNeH conney KepeKTiri
eckeprtinegi: «*Kan 6inMenTiH XxaMaHMeH
wongac 6oncaH, CoHbIH KYTNen Ce3iHHiH
6e3eKTereH. aKcblnapabliH ayaobl
HETKEH apTbIK, Cenneceai acTbIpTbIH
Ke3eKneHeH» [3, 80 6.]. AUTbICTbIH, KWUbIH,
CbIH COTTEpPIHAE aKblH 6abacbiHa KyriHeai,
COHJbIKTaH efieH-Cce3/liH aKblH KUS/blHa
KOHYbI Anna Hacibi aen TYCiHiNreH:
«babacsblH,ay, eHaele, ay, 6abacblHa, ay,
Ban KynbinTbl-ay aTaH Mec, cabacblHa-
ay. [locblM eMec, ay, AyLlnaHbIM, oY,
TONbIN OTbIp-an, KanabipmarbiH-ay
JylnaHHbIH TabacbliHa-ay», «OneH gerex
HeMeHe epriereHre, Anna Hacin watlagbl
enmerexre» [3, 123 6.].

OHep TYTKacCblH yYCTaFaH afgaM *KaKcbl,
YaMaHHaH eHep WhbIKnac, aen ecenteai
XaNKbIMbI3: «OHEp LWbIKNAC }aMaHHaH,
Kanenimae, KaMiubl casbin WwWonakTbl
KWHaraHmeH» [4, 43 6.]. Kapa eneH
aKblHOAPAbIH 6Mip canTbl }alblHaH Aa Cbip
WwepTesi, onap ToM yMaHHbIH opTacbiHaa
XYpin, oyMaH epKeci 60/iFaH, eHepnepiH
opMeHKeae KepceTrTi: «atbin Ta antam
eneHfi, Typbin Ta antam-ay, CantaHarTbl
XIFITTIK KypbIn Ta anTam-ay. ...MoWHbIMIbI
e3iHe 6ypbINn Ta anTam-ay. |3aereHim
Tamauwa, ymaHabl enim-an» [4, 121 6.].
«En xannaybl Kapkapa, MekeH 60nfaH
Kankama. }epMeHKene aH canfaH, bap
KbI3bIFbIM, TapKama» [4, 6. 136 ].

Kapa eneHae My3blKanblK 6HEPIH
KoCiOW TYpFblfaH Kblp-Cblpbl Aa XaH-KaKThbl
KapacTblpbliagbl. OH AaybiC 9CeMAIriH Kapa
eneH: «<Kemekenae 6ynbynabiH yscel 6ap»
[5, 6. 45 ], «<Kapa eneH TamarbiMaa ysChl
6ap» [5, 98 6.], oereH aceM TeHey apKbl/ibl
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SHLUIHIH 6yN6ynlla Mipim, slIEeKen Koca
auTa 6iny webepniri opi AaybiC, My3blKasbIK
KabineT agamMHblH TaburaTblHaH TyFaHHaH
oepineji )aHe on Kemeure 6iTeTiH
«TaMaKTblH YACbl» Aen atan KepCceTKEH.

[ayblicTbl 6acKkapa any, aH
anTy webepniriHiH e3iHAIK XKYHecCi
KalbINTaCKaHblFbIH Kapa eeHHiH MblHa
KbICKa XKOnbl fganen 6ona anagpl: «<Gnex,
anT ocblHAanaa waHan KypobiMm, banacsl
aKCbl ayblnablH, yne 6inreH». CoOHFfbI
}ongap akblHAap 63 capbiHblH alnTKaHaa
KOCIMKOW epexere CYMeHy KepeKTiriH
6inemis. Ocbl oHAI AYPbIC anTy KYNECIHIH,
Kypamaac 6eniktepiH Tangacak.

OHbIH Bipi — gaybICTbl TypAille Ky6binTa
any webepniri: «<EpTeni-Kew oH cancam
}anblKnanmblH, TOKCaH Typni AaybICbIHAbI
aHbIKTanMbliH» [5, 49 6.].

AKblH alTbIC Ke3iH[e TOKTaMan, Kepek
ce3fi Te3 Taba 6inyi ge webepnik neH
LIeLeHAiKTIH 6enrici 6onabl: «Cbinbipa
KaWblH, WOK Tangan, Ocbl aHre can

ToKTanmau, KeHniHaeri KiciH, 6onca,
LLlaKblpbln KacblHa an TokTanmamn» [5, 55
0.], «“AUT aereHe MeH Here ToKTaJIMarMblH,
Kecin anfaH ToranaaH OKTayganMblH» [5,
58 6.].

OHLUI AaybICbIHbIH, GUiKTE camMfan, KaTThbl
LWbIFYbl @ KOCIMKOMNbIKTbIH 6enrici efi:
«[loM TaTamblK OyMbipca, Wan KanHaca, ETi
Kbl3ap WbIH }XYMPiK alkannaca» [5, 64 6.].

[acTypni opTaga TbiHAaylWbl MeH
OHLUiHIH apacblHAaFbl KOPKEM BalnaHbIC,
TYCIHICTiK, ©3apa LWhblFapMaLlblblK KapbiM-
KaTblHACTbIH, OpHay Ka)XeTTifiri eckepingi.
CoHAbIKTaH TbiHAAYCbILWbIMEH TYCIHICTIK
Taby wapTbl Aa eneHaepae: «En, kan Typhi
oHre can gewncin, TyciHeTiH 6ananap», aen
TblHAAYLUbIFa KapaTta ce3ep anTbliagbl
[5, 6. 68 ]. ToiHAaywWblNap KayblMbIHbIH,
OCbIHAan Hopni eHepaeH na33aT anybl
onapiblH, eMipiHiH y3apyblHa CEenTiriH
TUri3ai: «MblH KYHIMEH TaTnabl, o, Ocbl
OTbIpfaH 6ip KyHiM-am» [5, 71 6.], «OHepiHAi

asiMaFblH XacTblK LWaKTa, Op KyHiH 6ip
blIFa TEH, OMHanM Kyarew» [5, 83 6.].

Kapa efieH MaTiHiHAE SHHIiH KepKeM
canacblHa a ToKTanaabl. aKcbl oH afgam
KOHiJiH XaablpaTbIn, KeKiperiHe cayne
ysinaTtagbl: < KaKCbIHbIH OHi COHAaN, KaHaan
*aKcbl, KonblHa inikTipep, acbln 3art, lWwam
anfanpamn» [5, 92 6.].

KopbITbhiHABI

HKannbl C.Megey6eKybl,
b.MynteKkeeBTiH «KeTicy ayeHaepi»
MHaFbl OCbl aMMaKTbIH Kapa efieHaepiHae
Taburart, TyFaH ep TypaJsibl, eMip eTneniniri
*aunnbl pancadansiK OM-TyXKbipbiMAap,
JacTapKaH 6acbliHAa auTblNaTbiH «LLBK
©N€eH», }acTap anTbICbiHAAFbl «63iK
anTblC», TybICKaHOapFa apHay, caFblHbILL,
coneM-xat oHAEep, AiHW yaFbl3 TypacbliHAAFbl
QHIEpP, 94€en, aKCbl/blK NEH aMaHAbIK,
eMIp-TipWwinik, agam TarablpblH 6agHAANTbIH
Kapa e/eH TonTapbl apKblibl capanaHbl.
HeTicy Kapa eneHaepiHiH, My3blKanbIK
KepKeM Tini

«KeTicy ayeHaepi» *UHaFbIHbIH 116
OH HYCKacCblH Tasjay HoTUXKeCiHAEe Kapa
eneHae aJeT-FyYpbin capblHAAPbIHbIH,
epeKLIeniKTepi KopbITbIHAbUIaHbIM,

KoCiOW oHHiH cunatrapbl Kanbintaca
6acTaraHiblFblHa KO3 XEeTKi3ai.

Mbicansbl, eneH KypbiibiMbiHAa 11-6ybiH
TyTac emec, 6acbiM 6eniri 7+4 6onbin
6eniHin antbinaabl. CUpeK Xafblganaa
11-6ybiH 3+8 Genikke 6eniHeni («<Ypus-
an, KeKek», «KereHim», Kapkapa», «<EcteH
KeTnec }ublpma 6ec», <Kekem-ain»,
«KencanpaH ywKaH akkynap», «Capsbl
6eTKen»). byn KacueT Kapa enenae TyHfblL
navpaa 6onfaH 11 6yblHHbIH OFaH AEWiH i
9leT-FYpbIN capblHAapbIiHAaFbI 7-0yblHFa
Tafbl 4 6YblH KOCbI/TyblHAH TyblHAAFaHbIH
nonengew tyceni. An XKeticy aHaepiHiH
KenbipeyiHaeri 3+8 60nbIin 66iHyi
9/leTTe e/ieH MEH oH cabaKTacCTblfblHAA
aCHHXPOH/bl apa-KaTbIHACKa anbin Keneai.
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HeTicyablH Kapa eneHaepiH 3eptrey LIaFblH Kenemai naarapia MUKCONUaNK

HOTUKeciHae OYN }KaHPAblH alnMaKTbIK oHe Jopui AblObIC KaTapnapsbl
epeKLleniktepi 6apbl aHblKTaNabl: KongaHblnagbl;

- Kapa eneHHiH aKkblHObIK AOCTYPMEH - OHipAiH Kapa enenaepiHiH, 6acbim
MbIFbIM 6anaHbIC OHbIH TAKbIPbINTbIK- 6eniri nekcaKkanbl Kanbipmachkl 6ap aHaep.
Ma3MYH/bIK }oHe KypblibIMAbIK OnapablH apacbliHia KarblpblM MeH TepT-
cunatrapbiHAa KepiHeai; anTbl }oN4bl faMblFaH KanblpMmanap *ui

- AUMaKTbIH aHAepi Heri3iHeH Keaageceji.
neHTaTOHUKanblK AblbblC KaTapblHa ATanfaH aMMaKTbIK epeKLuenikTep
Herisaeneai. Onap KBWHTa, CEKCTaaaH HerTicyablH Kacibu aHaepiHEH e MOJIbIHaH
6acTan oKTaBajaH co/ acaTblH Tabbinagbl.
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Cramrasues P.Y.
Kazaxckasa HaymnoHasbHasa akagemus UCKyccTB umenun T.K. ypreHoBa,
(Anmartsl, KazaxctaH)

MY3bIKA/IbHO-NO3TUYECKOE U MY3bIKA/IbHO-S13bIKOBOE CBOEOBEPA3ME XXETbICYCKUX
NECEHHbIX TPARULIUIA KAPA OJIEH»

AHHOTauMA

CtaTbsl NocBsLLEeHa U3YHEHUIO MY3blKa/IbHO-MO3TUHECKOr0 U MY3blKalibHO-A3bIKOBOIO CBOEOOPA3ns KaHpa
«Kapa enexy. B uccnefoBaHnax Ka3axCKMX My3blKOBELOB onpefesneHbl PoJib U MECTO 3TOr0 aHpa B
Ka3aXxCKOM NeceHHOM UCKYCCTBe, 3Tanbl GOPMUPOBaHUSA OT 06PAA0BLIX A0 NPOPECCUOHANbHOrO, BbiIBEHA
KnaccnbuKkaums geneHus no rpynnam UCNoHUTENS, MECTO UCMONHEHWUS, COAEPKAHUIO NECEH KYNAbI3 6N1EHy,
«Tay eneHy, «<KkaMLbl eneHy, «lWamn eneH» U ap. KeTbICYyCKU «<Kapa eneH» AeIUTCs No PermoHanbHO-KaHPOBbIM
pasnn4ymnam no: TEMaTUKO-CoAePKaTeNbHbIM U CTPYKTYPHbLIM XapaKTePUCTUKaM; pernoHasbHble NECHU «Kapa
eneH» OCHOBbLIBAOTCS Ha pPsibl 3BYKOB NEHTAaTOHMYECKOro Anc6urca. BoiaBaeHo Takxe, 4To B 60/bLIMHCTBE
c/lyjaeB /151 3TOr0 PErMoHa XxapaKTepHbl IeKCUKabHbIE MPUNeBbI.

KnoueBble cnoBa: }eTbICYyCKUI PETMOH, «Kapa eneHy, XyAOXKeCTBEHHbIN A3bIK, MECEHHOE UCKYCCTBO.

R.U. Stamgaziev
T.K. Zhurgenov Kazakh National Academy of Arts
(Almaty, Kazakhstan)

MUSICAL-POETIC AND MUSICAL-LANGUAGE PICULIARITY OF ZHETYSU REGIONS SONG

Abstract
The article is devoted to the study of the musical-poetic and musical-linguistic originality of the genre “kara
olen” (verse). In the studies of Kazakh musicologists, the role and place of this genre in Kazakh poetry art, the
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stages of formation from ritual to professional are defined, the classification of division into performer groups,
the place of performance, the content of songs “zhuldyz olen”, “tau olen”, “kamshy olen”, “shay olen” and
others. In Zhetysu traditions, “kara olen” is divided by regional-genre differences into: subject-specific and
structural characteristics. The regional songs “kara olen” are based on the series of sounds of the pentatonic
dysbis. It was also revealed that in most cases lexical choruses are typical of this region.

Key words: Zhetysu region, “kara olen”, artistic language, poetry art.
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KA3SAKTbIH,
K9CIbH
JHLUIJTIK
OHEPIHIH

KAJIBITNITACYbI

ART STUDIES

JHE OPbIHJA -
YIUbIJIbIK
MPHTH 18.41.51 EPEK”JEJ]IKTEPI

B.K. Batixkan !

'T KypreHoB aTbiHaFbl

Kazak Y/TThIK eHep akaeMHusiChl
(Anmatbl, Kaszakcran)

KA3AKTbIH K9CIBU SHLITIK OHEPIHIH KAJIBINTACYbI JXOHE OPbIHAAYLWbUIbIK
EPEKLWENIKTEPI

AxpaTna

KasaKTblH Kacibu aHLWiNiK eHepi XIXFacbipaa KanbinTacklimn, OCbl KYHre AeRiH ayenri KanblbbiH 6y36an,

aybl3lla TYpAe XeTTi. KaszaKcTaHHbIH A9CTYPAi Y MeKTeBiHAE AaMblFaH SHLLUINIK 6HepiHiH 9PKanCbICbIHbIH,
epeKuweniktepi 6ap. OpblHAAYLbI XXoHe ThiHAAayLbl 6y epeKLIENiKTePAi ecTin, ce3iHreHiMeH, OCbl yaKbITKa
neniH onap TeopusAnbiK Typae Kara3 6eTiHe TycnereH. OTbI3 Kbl14aH acTaM YaKbIT KoCibu aHLWLINIK eHep
apHaubl OKY OpblHA@PbIHAA OKbITLINbIM KeJe XaTca [a, OHLWINIK MeKTenTepAiH Tapuxbl, OKbITYNYybl, YAPETY aJici,
CTUNbJIK epeKLlenikTepi Topi3ai Macenenep, apHanbl 3epTTeynepaid a3fblfFblHaH OCbl KYHIe AeMiH WelliMiH
Tannaw Kene »atblp. byn Makanaga Kocibu aHLWIiNiK eHepaiH, cunaTbl, 9p MEKTENTIH epeKLenikTepi, 6ip-
OipiHeH anbipMaLlblbIKTapbl aHbIKTabIN, ASCTYPI SHLWINIK OHEPAIH, OCbl KYHIe AeNiHTi AaMy caTbiCbl, 6YbIHAbIK
XPOHOOMUA Xacanibl.

Tipek ce3aep: Ka3akK oHLWINiK eHepi, OpbIHAAYLWbIbIK, aUMaKTbIK epeKLEeniK, MeKTenTep.

Kipicne KoCibM SHLLINIK eHep 6ec MeKTenke

Ka3aKTblH KoCiOW oHLWLINIK eHepi 6eniHeni: ApKa, HerTicy, LUbiFbic-TypKicTaH,
KasakctaHnaa XIX FacbipablH 6acbiHAa CbIp 60#bl, Batbic. byn mekTentepaiy,
KasblnTachblmn, Facblp opTacbiHaa 9pKancCbICbl ©3iH/IK My3blKalblK-CTUNbAIK,
LlapblKTay WbIHbIHA KeTepindi. ©3iHiH, OpblHAAYLWbINbIK 6HEPIMEH epeKLLeneHei.
KanbinTacy Ke3eHiHeH 6acTan Kaciou Ananpa, Kasipri Kesge oaocTypni oH
SQHLLINIK eHepenimi3aiH reopapusanblK MaMaHAbIFbIH OKbITaTblH *KOFapbl OKY
OpHanacyblHa 6annaHbICTbl BipHewe OpblHAApPbIHAA OCbl MEKTENTEPLIH YLeyi
MeKTenTepre 6eniHeai. FanbiM-3epTTeyLui FaHa 6eKiTiNin, oKbITbiNaabl — 01 ApKa,

Akceney Cenaimb6eKOBTbIH NanbiMaaybiHWa  batbic, HeTicy oHLWiNiK MeKTenTepi, KanfaH
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€eKeyi cCon MeKTeNTepaiH penepTyapbiHa
€Hin, 6ipre okbITblNaabl. ApKa, HeTicy
SQHLLINIK MeKTenTepi akbIHAbIK ASCTYPAIH,
Herisinae, an baTtbic aHLWINIK AacTypi
HbIPLWbINbIKTbIH, HETI3IHAE KanbiNTacTbl.

9picrep

BaTtbic aHWIiNIK MEKTEBIHIH,
ipretacblH KanaraH MyxuT can, OHbIH,
}anfactblpywbinapbl Aykat, Kuca,
Amanranu, Kanbin, Fapekeraep 6orca,
ApKapaafbl oHWIiNiK — Ceria cepi, AKkaH
cepi, bipxaH can, Myca banxxaHynbl,
Maoau, TaFbl 6acKkanapabliH Y3blH Ti36eri
OH LWaKThbl SHLUI-KOMNO3UTOPNapAbliH
ecimaepimeH 6annaHbicTbl. An XeTicyaarbl
SHWINIK MEKTENTIH KanblinTacyblHa cebenui
60/IFaH, AiiHreriHe Ty TiIKKeH — aH ayngini
KeHeKeH, gen antcak Katenecnemnmis.
3epTTeyuwi-FanbiM Mbip3aTan
Honpac6eKkoB 63iHiH «TOKCaH TosFay»
atTbl eH6eriHae XeTicyna KeHeHHeH e
OYPbIH SHLWIiNepaiH 60nFaHabIFbIH Xa3abl.
FanbIMHbIH NanbiMaaybiHWa onap XIX
FacblpablH 6acbiHAa eMip cypreH AKaH,
bipxaHaapabiH 3amMaHaacTapbl JaypeH
can, ToKeH can fereH can cepinepai
YpPHaFbl, oHLWi-casrepnep [1, 39 6.].
Herticyna aa sHWinik MeKTen 6iptanam
SHLLi-KOMMNo3UTOpnapAbl TyAblIpFaH.
OnapabiH angbl Kanes, MiwaH, Coaikoxa,
CaybIT6eKTep 601ca, KENIHTI aHLWIMIK
eHep Kapra, 9cimxaH, [laHelwTepMeH
anfacKaH. XeTicy aHWiNiK gocTypi Typanbl
TonblK MaFnymatTbl C.Meaneyb6eKynbl MeH
b.MynTeKeeBTbIH «KeTicy ayeHaepi» aTThbl
UHaFbl XeTKisedi [2]. byn MmeKkTenTepAaiH,
Kan-KancbICbl Ja COM BHipre »akKblH
KociOn aKbIHObIK HEMECE XblpayJiblK,
WMHCTUTYTTap/blH KOCbIHAbICbIHAH Nanaa
6onfaH. COHbIH HOTUXKECiHAE KapTblnan
¥bIpAblH MaKaMaapblHa, }apTbllan Kapa
eneHgepre, xanblK 9HAEpPiHE yKcac aHaep
TyblHA@MN «KaCibu aH» lereH e3 eHLiCiH
anbin KeTKeH. Kocibu aHLWLiNiK eHepaiH,

KanbinTacybl }eHiH4e My3blKa 3epTTeyLui-
ranbiM C.EnemaHoBa «Kasaxckoe
TPaaMLUMOHHOE NEeCEHHOE NCKYCCTBO» aTTbl
eHoberiHae »as3faH 6onaTblH [3]. 3epTTeyLi
eHberinge ApKa aHLWiNik MeKTebi, bip»xaH
can, Mawpa, MaHfrbIcTay aHLinepi — «KeTi
KalKbl» eHepiHe 6eneK-6eeK Tapaynapaa
TOKTanfaH.

HaTtHxxenep

oaebueT NeH eHep 3epTTeyLinepiHiy
navbiMAayblHLIa Ka3aKTblH 9HLWINIK
©OHepi aKblHAbIK, XbIPLbIbIK ASCTYPAIH,
HerisiHae KanbinTackaH. XV-XIX Facbipnap
apanbifbiHaa eMip CYPreH akbiHAapPAbiH,
€eH, 6acTbl cunatbl — ephiK, 6aTbIPblK
Hblpapabl X¥bipnan, Tapaty 60/FaHblH
aebuet canacbiHaa K. Kymanues,
E.blcMalbInoB CUAKTLI FanbiMaap anKblH
GankKan, on Typasnbl 63 eH6eKTepiHae
KYHAbl NiKipaep KanabipFaH. Xannbl
Ka3aKTblH oHLWINIK A9CTYpi Typasbl
akageMuK A.KybaHoB: «Ka3aKTbiH
XalblKTbIK My3blKa MoJeHUETIHAE, OHbIH
illiHae 9HHIH AaMyblHAa XblpLblnap
[Ja YNIKeH pen onHaab» [4, 419 6.], —
JereH. OHAEri, OHLLINIKTEri XKblPLWbIIbIK
cunart acipece baTbIC OHipiHiH oH
OpblHAAY MOHepiHae 6anKanagbl.
LWbiHTac neH LWanxbl, Captan meH
Mongabai CUAKTbI SHLLI, XKblpLblAapabliH,
[OCTYPiH XanfacTbIpyLbl, aUTyNbl OHLLI,
akTep F.KypmaHranneBTi akageMunK
A.Ky6aHoB: «On gaybIcbl WaNKbIMN }KaTKkaH
KeH Japusagan anta KanraHaam oHLi.
Tepmenen, )xengipMeneTin KeTce aniblHa
Kapa canManTblH Xblplbl» [4, 373 6.],
— jen 6afanaraH. F.KypmaHranMeBTbIH
LIBKIpTTEPI A€, 6apnblK baTtbIC SHLWINIK
[OCTYPAI HacuxaTTan KypreH Kasipri
3aMaH oHLiNepiHiH 6apnblFbIHbIH,
penepTyapnapbiHia Kblp-Tepmenepai
MiHAETTI Typae 60Mybl }Ka3blIMaraH 3aH,
CUAKTbI. TepMeneTiH, Terin-terin anty —
baTbIc eHipiHAeri aHLi, XblpLbllapFa
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TOH KACHET, TEPME, XblIp rEHETUKANbIK
adblHAa caKTanFaHbl ManiMm.

XIX Facblpga emip cypreH 6apnbiK
KOCibu SHLUINEP CUHKPETTI eHep uenepi.
Onap TeK oH auTbINn KaHa KoMMamn, con
OHHIH CO3iH LiblFapFaH aKblH, 8yeHiH
LblFapFaH ca3rep ae 6onraH. 3epTreyli
T.K.DxymanueBa oHUWi-aKblHAAPObIH,

Oyn eHepi Typanbl Oblnanila Kasagbl:
«bip apamMHbIH 6acbliHa TYCKEH MyHaM
aKblHAbIK, SHLLINIK, OpblHAAYLbIbIK
KacueTTep ¥annbl afam3aTTblK eHep
TapuxbIHAA 6Te CUPEK Ke3aeCeTiH
Kyoblnibic» [5, 90 6.]. CUHKTETTIK eHep —
Ka3aKTblH KaCibW aHWIinepiHiH 6ipaeH-6ip
epeKLenikTepi, Aen HblK anTyFa 6onagbl.
Kocibu aHAaepai WhiFapy »oHe opblHaay
TEK KaHa KociOu aHLWinepaiH, akblHAapAblH,
€HLlliciHae 6onFaH. OH MIHAETTI Typae
acnan cynemenimeH opblHaanaTtblH.
Ka3aKTbIH Kocibu oHLIinepiaHai ooM6blpa,
CbIpHaM, KbINKOObLI3blH cynemenaeyimeH
anTKaH. AcnanTblK cynemen — Kaciou
SQHLLINIK 8HEePdiH aXblpamMac, MaHbI3bl
Geniri. Kacibu oHLWiNiK eHep aaeT-FypbIn,
canT-AacTyp aHAepiHEH OCbl acnanTblIK
cynemeniMeH epekuweneHegi. byn
maceneHi b.Kapakynos, I.AMnpoBa
CUAKTbI My3blKa 3epTTeyLlinepi e3
eHOeKTepiHae Ko3faraH [6], [7]. Kacibu
SHIEpP XalblK WblfFapMallblibIFbIHAH,
COHAamn-akK, opblHAay MOHEPIMEH KaHe
OopblHAAy canacbiMEH epeKlueneHei.
Kocibu aHAi opblHAayLLbl MiHAETTI TYpae
*KaKCbl AaybIC Meci, yCTas anjblH KepreH
KOHe epeKlle KabineTrTi }aH 60y Kepek
eni. Kocibu sHwWwinepaiH agemi gaybicbl —
flaa MeKTebiHae KanbINTacKaH epekKlue
«BOKanblH» HOTUXecI. En iwiHae aaemi
flayblC nenepiH —— «aeMi 30p aHLWi»,
«@NTbl KblpJlaH AaybICblH aCbIPFaH SHLLI»,
«KYMiC-KOMEWN, e3TaHdan», <ckeMeniHe
6yn6yn ya canfaH», Aen atan x}artagbl

[8, 6. 20]. AacTypni aHLWinepaiH Kaciou
9H OpblHAAy Ke3iHae AblbblCTapablH,

38

6an nanuTpacsl, 6aceH AblbbICTaH aca
KaTTbl WbIKKaH AblObICKa AeWiH 6apaTblH
IMHaMUKa, acepni YH, op TYpPAi AblObICTbIK,
6osynap, apTUKYIAUMANbIK TEXHUKA
KongaHagbl. byn Typanbl HaKTbipak
My3blKa 3epTreywi A.AM1MpoBaHbIH, «O
Ka3axCKOM HapoaHO-npodeccnoHa bHOM
neceHHOM UCMONTHUTENbCTBE» aTTbl
Konxka3ba eHoeriHae *as3blFaH.

XIX FacblpAblH COHbl, XX FacblpblH,
6acblHaa Ka3aK ganacbiHa KenTerex
opbIC aHe EBpona 3epTTeyuinepi
KenreH. OnapapbiH Kebici Ka3ak aHaepiH
ThiHAaFaHAarbl KOHiN-KYnnepiH, oHAepaiH,
epeKLLeniKTepiH, aHai opbiHAaywWbnap
Typalnbl 63 ecTeNiKTepiHae Kasbin

KeTKkeH. benrini ¢paHuy3 Fanbimaapsl
Kanto »koHe byHBano 1881 bbbl Ka3dak
JanacblHfa blabipbICKyn AereH aHwWiMeH
Ke3JeCKeH XoHe anfaH acepnepiH 1882
Xblnbl «KaBKas» ra3eTiHiH N217 caHbiHAa
¥apusanaraH: «OHbIH KynaFrbl eTe ce3imTan,
OJ1 9YEH/li e3repTin, OHbl BipTiHAEN HO3IK
OblObICTapMEH oLLEeKennen, TypaeHaipe
6acTtajbl. blablpbICKy1 — HafFbl3 apTUCT.
OHbIH opblHAAQYLWbUILIK WebephiriHe Me,
a/1[1€ OHHiH, Cy/y/iblfFbiIHA Ma — KaUCbICblHa
TaH, KanapnblFbiHabl 6inMenciHy [9, 67

6.] — oen, aHLWi MEH OHbIH, OpblHAaFaH
OHiHe TaMcaHaabl. JacTyphni Kacibun aHaep,
KanblNTacKaH Ke3eHiHeH 6acTtan ochbl
3aMaHfa AeniH, MiHAeTTi Typae acnan
cynemeniMeH opbliHaanfaH. Kaszakrap oHai
9pTYpNi acnantapMeH cynemenaereH:
nom6bIpa, KoObI3, CbipHaW, COHFbI Ke3ae
YW iWEeKTi AOMObIpa }OHE WETIreHHIH ae
cynemMeniMeH aHAep anuTblbIN XKyp. OHAI
Kal acnanneH opblHAaca [a aHLWinep oHHiH,
6acblH4a MiHOETTI Typae Kipicne-ayeH
OWHanabl, 0N KebiHece KalblpMa ayeHiHae
Kypanagbl. OH ce3aepi 6actanraHia
cynemen MiHAETTI Typae 6aceHaeni,
ce6ebi oHLLI AaybICbIHbIH 63iH Kenae anci3
ecTineTiH AblObicnNeH 6acabl, anallblK
IOblObIC XETKI3reH Kesae cynemeni ae
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KaTTbipak oMHanaabl. Kasipri TaHaa ynkeH
caxHanapna opblHAabIM KYPreH KoHe

OKY OpblHAAPbIHAA OKbITbIbIM KYPreH
HEeri3ri yw aHLWiNiK MEKTEN CYMEeMENiHIH,
©3apa anblpMallbliblFbl 6ap. byn
anblpMallblNbIKTbl SHLUI e, TbiHAaYL bl

[a KynarbIMeH ecTireHiMmeH TyciHgipin

6epe anManabl. Ocbl yaKkblTKa AeniH ae

OyN Macenere Ken 3epTreyulinep 6ac
ypFaH oK. MaceneH, Apka aHaepi — con
OHIpAiH KYWLWIiNiK 49CTYPi CUAKTDI LWePTin
cynemengeHeni. Jombbipa cynemeni kemnae
KOC illeKTe, Kenge 6ip ileKTe, }KofFapbl
MEH TOMEH ilLIEKTE KEe3EKNEH-Ke3eK HKypyi
MYMKiH. [laybIC cO3aTblIH Xepae aHLi
KaHLla yaKbIT co3ca, COHLUa yaKbIT 6ip
ileKTe con GUIKTIKTEri HOTaHbI WepTin Typa
6epefi. ApKa aHaepiHae oHHiH COHbIHAA
Heri3ri nagTblK TIPKKE Keny YWiH V cathbl
AblGbICTap NananaHaibl, MoCeNeH «g»
OblObICbIHA KENY YLUiH OHbIH angbiHAa
[oMb6blpa cyrnemeniHae ae aaybicta aa «fis»
ovHanagbl. }eTicy aHAEepiHiH cynemeni
ApKa oHaepiHe eTe yKkcac. MyHaa aHaep
LIepTne KafFbiCNeH Ae 6ipKenKi bipFakTarbl
KafblCneH ae cynmemengeneai. Leptne
KaFbICMEH CcynemenaeHeTiH aHaep KebiHece
Kypaeni sHaepre xatafbl. XeTicy aHAEpPiHiH
TYpaKTbl KanblObl, KOC ilLIEKTE KBapTaMeH
KYPETIH Kipicne-oayeHaepiHEH a)<blpaTyFa
6onagbl. byn eHipaiH oaHaepi ApKa
oHJepiHe KapafaHa XypAeK opbiHAanabl.
KypblbICbl XafblHaH KapananbiM 60/1bIn
Kenegi. batbIc eHipiHiH oHaEepi — eH ayeni
acnan cynemesiiMeH epeKLeneHesi.

Ocbl 6HipaiH Kynnepi cCUSKTbl aHAEpI

[le eTe XblgaM anTblblM, KOC illeKTe,
XblgaMm, opama, Kenjge tepic, cekipme
blpFaKTaFbl KaFblICTapMEH cynemengeHesi.
byn eHaepaiH Kipicne-ayeHaepi Aom6bIpa
MOWHBbIHbIH, TOMEHTi XafblHAa, AFHU
¥OoFapfbl AblObICTapaa oMHanbIn 6apbin,
TOMEHTri TOHWKara Kenepi. batbic aHAepiH
TblHAaFaH4a ap *oN4blH COHbIHAAFbI
«@-0-Ma» pereHanTy MoHepi 6ipaeH ecte

Kanapnbl. byn enkeHiH aHaepi aHLWigeH
VIKEH AeMA, KYLI-KanpaTTbl KaxKeT eTei.
Kocibu aHLLiNiK MeKkTenTepaiH e3apa
anblpMallblIbIKTapblH, epeKLWENniKTepiH
aHbIKTay 60nallaKTa }ynenetin, 6ip isre
Tycepi coe3cis.

[aCcTypni aHLWiHIH XOfapbl AeHrenge
9H OpblHAAYbIH 6Y/1 KYHAE Fbl/ibiIMK OpTaja
«KOHLIEPTTIK OpblHaay», Aen atanibl.

LLbIH MBHiHAE A€ 01 OpblHAAYLLbINbIK,

cos atayra eTte naunblK. TelHOayLWbIHbI
epekKLle cesimre 6eney, oHAi YFbIHAbIPY,
YPETiHE }ETKi3y — YNKEH LebepniKTi
KakeT eTefi. An oHaaun webepnep abaeH
LWblHAANFaH, KOHUEPTTEPre YHEMI LbIFbIM
KYPreH caxHa ManTanmaHgaphbl FaHa.
KasaK ganacblHaa KanblNTacKaH Kaciou
OHLWINIK ASCTYpP Gap/blK TYPKI XanblKTapAblH,
aybl3La eHepi CUAKTbI «yCTa3-LWaKipT»
ypAaici 6oKblHWa KanbinTackaH. byn ypaic
TYPKi XanblKTapbiH A9CTYPJIi My3blKacbIH
OipiKTipeTiH 6ipaeH-6ip ASCTYpP. Op
XasbIKTbIH 3epTTeywinepi 6yn TakblpbINTbl
3epTTey HblCaHblHa alHanablpFaH.

9AeTTe, 9Hre Kymap xac 6ana aybl/blHa
KeNnreH, YNKeH oHWIiHiH 6HEpPiHEe TOHTI
60/1bIM, OHbIH, COHbIHAH epin, KacbliHaa
Gipa3 Xypeai. OHLWi-ycTa3 WoKipTiHe

©/1€EH, WbIFapPy/blH, OH LWbIFAPyablH, OH
OpblHAAYAbIHKbIP-CbIPbIH YWPETKEH COH,
6aTtacblH 6epin, 0N WaKipTi 63 angbiHa
eHepna3a 60bIN €1 apanan KeTeTiH. Keipe
OHLLi 6anaHblH aTa-aHanapbl, 634epiHiH
KOHiNlIHEH WbIKKaH oHWiaeH 6aTa cypan
O6apaTblH. YNKEeH aHWiaeH 6aTa anfaH

*Kac opblHAayLLbl XanbIKTbIH ilWliHaE 30pP
MapTebere ne 6onatbiH. «baTta» Ce3iHIH,
MaFblHacbl Typasbl Ka3aK 6HepiHiH YIKeH
3eptreyuici C.A.KysembaeBa 6binan
nengi: «<bata-co3 — oaMH U3 ApeBHENLIUX
BW0OB TPAAULIMOHHOM KyNbTypPbl MHOMMX
TIOPKOSA3bIYHbLIX U APYrUX (CNaBAHCKHUX,
€BpPONeNcKnX) HapoaoB. Marnyeckas cuna
Cll0Ba BblKpUCTaNIM30BaHa MHOITOBEKOBOM
U3HEHHOW U TBOPYECKOMN NMPaKTUKON.
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bata co3gaet ocobyto 61aroTBOPHYO
aypy, NoJIOXUTeNbHOE NCUXoN0rnyeckoe
COCTOSIHME U BbICOKOHPABCTBEHHbIM
HacTpown» [10], [7]. baTa anfaH agaMHbIH,
€peKLLEe KyllKe ne 6onatbiHabIFbIH, 63iH
OoFapbl CE3IHETIHAITH FanbiM OCblnawn
eTkizeni. LblH MaHiHAe Ae XanbIKThbl
KyFbiMaa «6aTa anfaH agam» aen JaublH
eHepnas/bl, JanblH SHLUIHI anTaTbIH
6onfaH. Kacibu oHWINiK eHepae «¥cTas-
LUIBKIPT» YPAICi OCbl KYHTe AeWiH caKTasbln
Kenegi.

KasakK »epiHae KanblinTacKaH yL
[9CTYPNi MEKTENTIH €H KEH TaparaHbl }oHe
MbIKTbI JaMblfaHbl — ApKa SHLWiNiK MeKTebi.
Con cebenTi 3epTTeyimisae Kacibu aHLWiMiK
©HepaiH AaMy caTbICbl OCbl MEKTEMTIH,
Herisinae Xacangbl. XX FacblpablH 6acbiHaa
KasakK fanacblHAa KanbinTacKaH 4acTyphi
KOCiOUM SHLUINIK eHepAiH eKiHLWi TONKbIHbI,
SFHW, OTKEH Facblpaarbl oHLWiNnepaiH,
LUBKIPTTEPI OCbl 6HEPI KEWIHTI YpraKKa
ETKI3iN, OHbl 9pi Kapak gambiTa 6acTtagbl.
byn KeseHre omipe Kalwaybaes, Fabbac
AnTtbaeB, banrabbin XbinKkblbaeB, Kanu
baixaHoB, KyaH Jlekepos, }abaw
ToraHabikoB, Mypat Tonbi6aeB Tafbl
6acKa aHLinep eHepi aTtagbl. Ocbl Ke3ae
[OCTYPNi 6HEP CUHKPETU3MI 63repicKke
ylbipan 6acTtagbl. bynapabiH Kebi Texk
FKETKI3YLWIi 60nabl. AFHM A9CTYPAI YFbIMAAFb
casrepik eHep 6ipTe-6ipTe cupen
6actagbl.

XX FacbIpAblH eKiHLWI }apTbiCbiHAA 6y
TONKbIHAbI Tafbl 6ip MbIKTbI SHLIINEPAIH
OyblIHbI iNin anbin KeTTi, onap — Xycinbek
Ene6ekos, MaHap6eK EpxaHoB, MageHueT
Ewekees, Urinik OmapoB TaFbl 6ackanap.
OnapablH KaTapblHaa TeK MaHap6ek
Ep»aHoB KaHa casrephnik gacTtypai
anfacTtblpAbl, JereHMeH 01 oHAEPIHIH
CO3iH 6acKa aKblHAapfa Ka3abipabl.
Ochbinan Kacibu aHWiNiK eHepaiH
CUHKPETTIK Ypaici biablpai 6actabl.

Ochbl Ke3eHae ASCTYP/i OH opbliHaay

40

eyponanaHablpblfifaH 6afbiTKa aa 6etren
Kepai. KyrcaHablKTbIH (bopTennaHo),
CblpHaMdblH cynemMenaeyimMeH oH anTblna
6acTtaabl. byn eHepai }aman OmapoBa,
Ypusa TypabirynoBa, Pabura EcimkaHoBa,
Paxuma MycabekoBa, KypmaHb6eK
HKaHpap6ekos, Eny6an OMip3aKkoB Tafbl
6acKa aHLWinep gambITTbl. MyHaa KentereH
[ASCTYpAi oHAep e3repicKe yuwblpan,
OipKenkKi biprakneH opblHAana 6acTagpl.
Ananpga, 6yn AaCTyp Kipme gactyp 6onfaH
COH, Ka3akK caxHacblHAa Kenn TypaKTamMau,
KEeWiHri TONKbIH SHLLUINepi KanTagaH Kociou
QHAepai AoMbblipaMeH opbiHAaK 6actajbl.

AunckKyccuna

1970-80 blngapbl Kacibu aHWINIK
eHep KalTaaaH HbiFasa 6acTtabl. byn kKe3ge
Kanpat ban6ocbiHOB, *KoHi6eKk KopMeHOoB,
Fanbim MyxameauH, TypcbliHFa3bl
PaxnmoB TafFbl 6acKa Aa oHLinep eHepaiH,
JaMyblHa 6ap KywiH canabl. OnapablH
apacblHAa e34epi Ae ocbl AacTypae
OH WbIFapaTtblH ca3repsiep 6onabl.
[acTypni aHWINiK eHepaiH KanTagaH
KalnblHa KenyiHe pecnybnMKambl3aa
apHawbl OKY OpbiHAAPbIHbIH allblybl
Ja Ken cenTiriH Turiaai. 1965 xbinbl
Anmartblga acTpaja-LUupK cTyausichbi
alblbin, OHAA anfallKbl ASCTYpNi
OH KJlacblHa eniMi3aiH anbiCc Wwanran
¥epnepiHeH 1oMO6bIpa yCTaraH XacTtap
Kenin, apHambl 6if1iM anyra MyMKIHLWINIK
anabl. 80-Wi ¥blngapbl ASCTYPNI SHWINep
apacbiHaa PecnybnunKkanblK 6ankaynap
yMbIMAAQCTbIPbIbIN, €1 iWiHeH TafFbl 6ip Ton
eHepnasaap CyblpbUlbIN ajifa WbIKTbl. MiHe
OyN AaCTYpNi sHLWiNepaiH TepTiHWi 6ybIHbI
epi. bynapablH iwiHaoe bek6onat TineyxaH,
[ynceHbek OMmipanues, 6aTbiC dHAEPIH
HacwuxatTaywbl Coyne }aHnewnicosa,
¥eTicynblK EpxaH KocbapmaKoBTap/bl
epekKlue atan Ketyre 6onagbl. 90-Libl
Xblaapbl KypmaHfasbl atbiHaaFbl Kasak
YNTTbIK KOHCEpPBaTOPUAChIHAA «XanblK
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9Hi» Kadeapachl allblfibin, XOofapblaa

aTbl aTanfaH oHLWinep KeniHri 6ybIHAbI
Topbuenen 6actagbl. Kasipri Kesae ynkeH
caxHanapaa A9CTYpAi SHLINIK eHepAiH,
6€eCiHWi, anTblHWbl 6YbIH TONKbIHbI 6HEP
KOpCETIN Xyp. OHLWIiNepaiH, apacblHAa
KOCbIMLLA, KOMNO3UTOP/bIK, aKblHbIK,
3epTTeyLwinik eHepai 6ipre anbin }yprex
eHepnasaap aa 6apubifblK.

KopbITbIHADbI

Kocibu aHLWINiKTiH 3epTTenyi Typasbl
COHFbI Xbl1Aapbl XanblKapasblK }KoHe
Pecny6nunkanblK KoHbepeHUus,
cumnosvymaapaa Ken anTblnbin Keneai.
byn maceneHi }ofapbl AeHrenre
KeTepreH atakTbl My3blKa 3epTTeyLlinep
®.KapamaTos, J1.lllaxHa3apoBa,
C.EnemaHoBaHbIH OCbl canaja CiHiprex
eHbeKTepi 30p. Aybi3lla eHepaiH
KociOuniri Typanbl MOCENEHIH, OChl
KYHAe e aca MaHbl3bl 30p eKeHAIri
Typanbl C.A. Kysemb6aea MmeH T.}K.
Erin6aeBaHbIH COHFbI ¥blaapbl WbIKKaH
eHOEKTEePIHAE A€ aKCbl Xa3blnFaH:
«LIbIFbIC 3THONMMHIBUCTUKACLIHA TOH
LUbIFbIC XanbIKTapblHbIH, aybl3 94e6UeTi
KOHe Kocibu WbiFapMallbliblFblHA gereH
KbI3bIfyLLbINbIFbI aybi3lla ASCTYPAIH Kocion
MY3blKacCblH 3epTTeyaiH oficHamMarblK
NMPUHLUMUNTEPIHE HETiI3AENTEH XYMbICTbIH,
navia 6onybiHa anbin Kengi. KaszakTbiH
MY3blKasblK 6HEPIHIH KoCcibn cunatbliH
Herizaey, OHblH TYPiH }KoHe Kocibn emec
LblFAapMalLlbl/ibIKMNEH apaKaTbiHACbIH
aHbIKTay, XanbIKTblK-KOCiOWN OHHIH
MY3blKanblK CTUIIMCTUKACHIH

«lbIFbIC XanblKTapblHbIH KSCiOUX
aybl3 94e6MeTi LWbiFapMallbiibiFblHA
[lereH KbI3blFYLIbINbIK Ki3pri 3aMaHfbl
3THOMY3blKaTaHyFa TOH CMMaT - KaCiou
aybl3 91eOMeTiHIH aaicHaMachl MeH
NPUHUMNTEPIH apHanfaH 3epTreynepai
LWapTTbIbIFbIH KepceTeai. Ka3ak Kacion
MY3blKa 6HEPIiHiH, CUNaTbIH HEeri3aeY, OHbIH

TUNTEPiI MEH KOCibU emec My3blKasblK
LWblFapMaLllbl/iblFbIMEH apaKaTblHaCHI,
XalbIKTbIK KOCibWn aHAepAiH, CTUIMCTUKACHIH
KapacTblpy 3epTTeyLlinepais, optanbiK
Ha3apblHAa eKeHAiri aHbik» [11, 265 6.].
LLIbIH MBHIHAE A€ Ka3aKTblH Kacibu aHLWIiNiK
eHepi, OHbIH, epeKLIeniKTepi }anbiHaa
COHFbIl }UblpMa XblN iLWiHAE auTap/blKTan
3epTTeynep Kacanabl. byn TypFblaa Kasak
OHAEPIHIH bIpFAKTbIK epeKLLEeNiKTepiH
aHblKTaraH A.E.banracknHaHblH,
KaciOunik macenecimeH anHanblCKaH
C.A.EnemaHoBaHbIH, [1.AMWPOBaHbIH,
oHOepAiH CUMMETPUACBIMEH
wyrbingaHFaH b.M.KapakynoBTbiH,
o/IlleEM epeKLLEeNiKTepiMeH

anHanbicKaH N.K.KoxxabeKoBTbIH,
QHIEepAiH KanblpManapblH 3epTTerex
A.Pbepai6anabiH, coHaan-ak, oHAEPAiH
anMaKTblK epeKlenepiH aHblKTarFaH
O.MycaxaHHbIH, K.TeneytaeBTblIH,
Bb.TypmaraH6eToBaHbIH TaFbl 6acKa
3epTreyLinepaiH, eHb6eKTepi epeKLle

aran Ketyre TypapnbiK. COHFbl XKblnaapbl
OSCTYpPNi oH opblHAaYLWbINaPAbIH, iWiHge
OHLLUi-3epTTeyLinep WhblfbIM, KOCbiMLIA
TeopuanblK 6iniM anbin, 3epTTeywinik
ONFa Tycin, ocbl eHepi e3aepi 3epTTen
6acTaraHbl KyaHTap/blK *afgau.

Ochbl yaKbITKa aeniH aTagaH-6anara,
ypnaKTaH-yprnaKKa aybl3wa Typae
KETKEH KacCibW aHWINiK eHep, AaMybIH
TOKTaTnaw, ogaH api epici KeHeWin Keneai.
Kocibu aHLWiNiK eHepaiH Tapuxbl, KeKe
SHLUINEePAiH WhlFapMaLlblIbIK MOPTPETI,
acnan cynemeni, oHWiNiK MekTenTepaiH
epeKLLeniKTepi CUAKTbI TaKblpbInTap
6oNallaKTa FblNbIMU TYPFbla TEPEH,
3epTTeneni AereH ceHiMmaemis.
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B.)K. Ba6vxan
Kasaxckas HaunoHasibHasi akagemus nckyccts umeru T.K. XKypreHoBa,
(Anmarsl, KazaxcTtaH)

OOPMHUPOBAHMUE KA3AXCKOIo NPO®ECCUOHAJIBHOIO NECEHHOIO UCKYCCTBA U
OCOBEHHOCTU UCMTOJTHUTEJ/IbCTBA

AHHOTaUMA

Kaszaxckas HapoaHo-npodeccuoHanbHas neceHHas Tpaamums, cnoxueLLasca B XIX BeKe gowna 4o Halumx
[OHEeNn, ICKOHHO, B YyCTHOM BUAe. NpodeccnoHanbHoe neceHHoe UCCKYCcTBO B Ka3axcTaHe pa3BuBanoch

B TPeX TPaAMLMOHHBIX LLUKOMAX, Kaxaas U3 KOTOPbIX MMea CBOM 0COBEHHOCTU. XOTH UCNOSIbHUTENb U
cnywartenb CAblWanu 1 YyBCTBOBaNMN Pasnnyus Mexay TpaguumnsaMu, TEOPETUYECKM 3TOM0 MaTepuana Hurae
He 6bI10. HecMOoTps Ha To 4TO 6onblue TPUALATH NeT HapoaHO-NPodeCcCUOHaNbHOE NEeCEHHOE UCCKYCTBO
0o6y4yaeTcs B y4eOHbIX 3aBeLeHUAX — METOANKA 0OY4EeHUS U NpenojaBaHuns, MCTOPUS NEBYECKMUX LLKON,
CTUAUCTUYECKME OCOBEHHOCTU NECEHHbIX TPAAMLMI U MHOTME ApYyrve Npo6aemMbl TPAAULMOHHOIO NeHUs 4o
CUX MOP HE UccneaoBaHbl Ha AOMKHOM YPOoBHE. B 3ToM cTaTbe BbiiBEHa cneumdrKa TPagnuLUMOHHOIO NeHus,
0OCOGEHHOCTU KaXKAom TpagULIMOHHOW LWKObI, M NPeAcTaBfieHa CTeneHb pa3BuTUS U ByblIHHasA XPOHONOrmA
Ka3axCKoro TpaauLMOHHOMO NeHKs.

KnioueBble cnoBa: Ka3axcKkoe NeceHHoe UCKYCCTBO, MCMOMHUTENLCTBO, PErMOHabHbIE OCOBEHHOCTH,
LUKONbI.
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B. Babizhan
T.K. Zhurgenov Kazakh National Academy of Arts
(Almaty, Kazakhstan)

FORMATION OF KAZAKH PROFESSIONAL SONGS~ ART AND FEATURES OF PERFORMANCE

Abstract

The Kazakh professional performing art shaped in 19-th sentuary has reached our days without losing

its original shades. Professional performing art has developed in three traditional schools in Kazakhstan,
where each had its own features. Though the performer and audience were well-aware about these certain
features, they have not been recorded theoretically. Although the professional performing art had been taught
more than 30 years, such issues as the history of traditional schools, their teaching ways and methods,
stylistic features of performing arts and many others have not been properly solved. In this article we view

the specificity of professional performing arts, traditional schools and their distinctions from each other, also
there has been identified the syllable chronology of all the previous traditional singers.

Key words: Kazakh song art, performance, regional features, schools.
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TEJIE®UJIbM

B KOHLIEMLIAU
XY10)KECTBEH -
Oro BEILIAHUS
ALIMOHAJIb-

PEDAGOGY

oro

MPHTH 18.67.27

Paxmarkapuesa [ynbuexpa '
""Yuusepeurer Muxa
(r.Tamkent, Y36ekucran)

TENE®WJ/IbM B KOHLENUWU XYAOXECTBEHHOIO BELWAHUSA HALIMOHAJILHOIO TENEBUAEHUA
Y3BEKUCTAHA

AHHOTaLMA

B cTtaTbe peyb uget o TenedusibMax B acrnekTe aHaamaa TeMaTUKK, cneunduKu, }aHpoBo-CTUIEBON
HanpaBneHHOCTU, NPUHAANEXHOCTU IKPAHHOMY UCKYCCTBY, 0OLIUX C KUHODWUIbMaMK U OT/IMYUTESNbHbIX
KadyecTBax. AHann3npyeTcs counanbHO-MHGOPMaLMOHHAsA HanpaBNeHHOCTb JOKYMEHTaNbHOrro
TENEBU3NOHHOIO KMHO, XapaKTepuaytoleecs Ny6aMLUUCTUYECKUM UHTENNEKTYaNbHO-aHANUTUYECKMM OMbITOM
MHTEepnpeTaunn 1 0606LLeHNA GaKTOB, UCMOSIb30BAHUEM XYAOKECTBEHHbIX MPUEMOB, 06beANHSLLNX B
cebe )KaHpbl MHOOPMaALMOHHLIE, C NpeobnafaHUeM NOrMYECKOro TUMNa apryMeHTauumn (QOKyMeHTanbHas
nepuoanKa), He UCKIoHaloWMe 3MOLIMOHaNbHO-06Pa3HbIX KpacoK. BeiaBnseTcs ponb, MecTo U cneumdurkm
TenecepunanoB B GOpMUPOBaHUM BCeOOLLEro 06LLECTBEHHOMO MbILWIEHUS XapaKTepa NoTpebuTenbCcKon
ayauTOPUMK, YTO HE UCKJTIOHAET Ero OCMbICIIEHUA KaK B KOHTEKCTE TeNIEXYPHANIUCTUKK, TaK U B KOHTEKCTE
MCKyCCTBa COCTaBNSOLWMX NporpamMmm 1 nepegay HaunoHanbHoOro TeneBmMaeHus YabekuctaHa.
KnioueBble cnoBa: tefiepuibM, XyA0XKeCTBEHHOE BeLaHWe, X)aHpoBasa naeHTuduKauus, cueHapHas
Apamatyprus, TenepeaakTop, TeENnepexuccep, Teneoneparop, 3BYKOPEKUCCED.

BBeaeHue TenedunbM BCKOpE cTan 3aHnuMaTb 0co60oe
TepMUH «TeniednnbM» akTUBHO BXOAUT MECTO B NporpaMMHON AeATENbHOCTH
B TENEBU3MOHHbIN 061xoa B 50-60-e HauuoHanbHoro TB.
roabl XX BeKa. Ho 4To MMeHHO Toraa lMpUYnHa TOMY — He TONIbKO
noHMManochb noj reneduibMoM, CKalaTb TpaanuMoHHas Nto60Bb MECTHOIO
TpyaHo. CKopee, 310 6b1S10 BCE TO, YTO 3pUTENS K KUHOUCKYCCTBY, HO M Ka4yecTBo,
CHMManNocChb Ha NJieHKy. HayaBLwunn CBOIO coAeprKaHue, 1 XKaHpoBOe MHOroo6pasue
UcTopuio 6osee noslyBeKka ToMy Hasaf, KapTUH, KOTOPbIE NPULLIK B KaxKbl A0M,
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paccKa3blBasi 0 XXW3HU N04en U ropoaos,
06 UcTopumn, TpaguLmMax, pemecnax, o
Ky/bTYPE U UCKYCCTBE, OCTUKEHUSIX,
npo6nemax, NoBCeAHEBHbIX 3ab60Tax
YyenoBEKa M NpasgHuKax.

TemaTuka TenedpunnbmMoB
(IOKYMEHTanbHbIX, XyOXECTBEHHO-
UIrPOBbIX, CEPUANbHbIX, KOHLLEPTHbIX)
CBfi3aHa C coLuMaibHO-9KOHOMMYECKOMN,
06LLLECTBEHHO-TYMaHUTapPHOW, AYXOBHOM
*M3HbIO COBPEMEHHOI0 06LecTBa.

370 1 HayKa, n 0bpas3oBaHue, n
34paBoOXpaHeHne, 1 crnopt. 310
Hay4yHO-MoNynsipHble, UICTOPUYECKHME,
COBpPEMEHHbIe cloXeTbl [1, ¢. 35].

B uncne nyyimx pabot npouwnbix neT —
[OKyMeHTanbHble TeledUNbMbl «TallKeHT»,
«CamMapKaHa», «<YcTo CanumarkaH»,
«HabaHcKas gons», «3010TOM KOMOC»,
«EgnHana cembs», «<KaHaTtaxoaubl»,
«Hacneaue»; XynorKecTBeHHbIe
TenedunbMbl «A3nsaxoH», «<Korypyak6o3y,
«OceHHss HoBeMna», «<Hantu nNiobumyio»;
dunbmbl - KoHUEpPTLI «[loeT TaBaKkKkan
KagbipoBs», «Tamapa XaHym» 1 ap.

3a atu rogbl chopmmpoBanach
TanaHTAMBas rpynna TenepeaakTopos
B mue [. PacynoBa, ®. PawnaoBa,
Y.YtaeBa, M.Xoaxaeson, B.MupasumoBa.
CBoOe CNoBO CKa3anu CLEeHapUCThbI
O.XmenbHuLUKas, H.A6gya3nsoBa,
A.KacbimoB, P. CanuxoBa.
CdhopmmpoBanncb NOKOEHUS
Tenepexuccepon (M.Myxamenos,
X.N6parumos, A.flky60B, J1. babaxaHosB,
H.Kynpawes, C.Axmeaxoaxaes, LL.
buzaartos, 3.[aBblgoB); TeneonepaTtopos
(K.Maxcyaxoaxkaes, H.3uamyxamenos,
M.CanumoB A.[Janabaes,
C.Axmaaxomaes, L. XKyHanaynnaes,
PWUcnamosg, A.Ymap6eKoB, b.Ha3pynnaes,
A.Xomxaes, Knm 'mm HaH, ALABa3xoarxKaes,
K.KapumoB); 3ByKOpeXMCccepoB
(PXakumoBa, . Ham, B.PaxmaHoB,
C.Annxomxaes, X.TalixoaKaeB);

46

ocBetutenen (B.An3eHwWwTenH, 3.XammaoB).

lNepBoe gecatuneTne He3aBUCUMOCTH
npuHecno TenedunbmMy HOBYIO TEMATHUKY,
CBSAI3aHHYI0 C COOLITUAMW U NEePCOHaINAMM
MWHYBLLEN UCTOPUU, C COLIMANbHbIMU
npo6aeMmamu TEKyLLEro AHS.

370 AOKYMEHTanbHble TeNedUbMbl
«Abaypayd Putpat», «<KopaH Xa3paTta
YcmoHar, «[azonpoBo», <HakKoL»,
«XOIXKaMKYJ U ero y4eHUKN», «XyMo,
Ha4vasllag nonet», «TowKeHT. MycTaknnnk
nunnapw», <HaBpy3 rnasamum MHOCTpPaHLEB»
nap. 3TO TaKKe Tenecepuanol
«[MpnKkntoyeHus Akbapar, «[llog BbICOKUMU
ropamu» u ap. [2, c. 77].

B nepBoe pgecatunetne XXI Beka
WMHTEpPEC K Tenecepunanam Habupaet
HoBble TeMnbl. [ogBngeTcs psaa paborT, B
KOTOPbIX NpocnexuBaeTcsa 6onee rnybokoe
norpyxeHue B Matepuan, norbiTka
aHannsa oKpyXalollemn X1U3HU, BKItoYas
WMHTepechl 1 cyabbbl NAEN, ULLYLLUX
OTBEThbI HA MHOIME BOMNPOCHI 6bITHUS
(«CnoBo», «Hapxnanak», «Xypwwuaa, «Cag»,
«MHecTb»). [ToABNAIOTCA U XyAOKECTBEHHbIE
dunbMbl «JJoporu cyabbbl», «<MOXUHYP».

Hapsagy ¢ n3BeCTHbIMU MacTepamu,

Ha apeHe TeNeBU3UOHHOIo TBOpYECTBaA
3aHAIM MECTO HOBbIE NMOKOJIEHNS
TenecueHapuctos (O.lWapadytanHos,
.BuHorpanosa, X.[daBpoH,
3.YcmaHosB, K0.Po3ukoB, ®. MycagaHoB,
A.Kyunmos, M.MunpKamanoB);
Tenepexuccepos (H.Kynpawes,

3. Hopmypagos, L. Kyp6oH60eB,
M.MupKkamanoB), TefienepaTopoB
(PA6agypaxmaHoB, b. lapon6oes,
3.Xamunpos, A. Kapues, 0. Kum,
T.MaHcypOoB) 1 3BYKOpEXMCCepoB
(A.Hopwes, C.A6aypaxmmoBa).

MeToabl

CeroaHsl TeENEBU3NOHHOE KMHO
npeacTaBneHo paboTamu pasnnyHon
¥aHPOBO-CTUNEBOM HaNpPaBEHHOCTH,
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B YMC/Ee KOTOPbIX GUSIbMbI
nyGAMLMUCTUYECKHE, MOPTPETHbIE, UTPOBbIE,
a TaKXKe TefieHoBeNNa, AOKYMEHTabHbIN

€My 3aHSTb MPOYHbIE MO3ULINKN B CTPYKTYpE
XyAOXECTBEHHOIO BellaHusl.
[loKyMeHTanbHoe TENEBU3UOHHOE KMHO,

OYEPK, CIOXKETHAs KWHO3apUCoBKa, PUbM
— KOHUEepT [3, c. 83].

CneundurKa tenedunbma — oTpaxKeHue
U3HUM TaKOM, KaKagd OHa eCTb Ha caMoM
faene, 6e3 CMOHTUMPOBaHHbIX KaZpoB.
370 HenocpeacTBEHHOE BOCNPUATHUE
peanbHOCTU B ee HeNocpeaCTBEHHOM
TeYEeHUH, B KOHKPETHOE BPEMS U
KOHKPETHOM NpPOCTpaHCTBE, 6€3
CBA3YlOLWEero 38eHa U NOCPEeSHNKOB;
NPAMONM KOHTaKT C HAcCTOSALWMM, NpAMble
accouunaumm 1 npsmas peaxkuus Ha
yBUAEHHOE, KOTOPOEe NPOoXoauT nepes
rnasamu MUITIMOHOB, 06beAMHEHHbIX
€/IMHBIM MOPbLIBOM U XMBOW 3IMOLIMEN.

Tenedwnnombl oTMyaloTcs ot
KMHODWIbMOB MO MECTY U YC/TOBUSIM
€cOo3/aHus, NoKasa 1 BOCNPUSTUS, Mo
MaTepuanbHbIM U TEXHOJIOTMYECKUM
pecypcam, Ka4eCcTBY M KOJIMYECTBY
Y4aCTHUKOB, CKOPOCTH BbIX0[a Ha 3KpaH
W apeasy pacnpocTpaHeHus, ctaTycy u
NonynsapHOCTH PEKUCCEPOB N aKTEPOB.

N ecnn TenedunnbmM — TpaHCNALMUS
}MUBOIo npouecca, ToO KWUHOPUIbM — 3TO
NOCTaHOBOYHas, 3adUKCMpoBaHHas Ha
nieHKe ObITHOCTb.

O6WKUM ana HUX ABASETCS TOJIbKO
TO, YTO 06a OHU NpUHaanNexKar
3KPaHHOMY UCKYCCTBY, KOTOPOE TOXKEe
UMeeT CBOU OTIMYUSA: KNHO3KPaH,
TeneakpaH. Ecnv tenedunbm yctynaet
B YEM-TO KUHODUNBbMY (XapaKTepPOM U
Ka4yecTBOM CLieHapHOM apamatyprmu,
NOCTaHOBOYHO-UCTMOJIHUTENIbCKUMMU
npMemMamun n MeTogamu, matepuanbHbiMU
N GU3NYECKUMMK 3aTpaTamMm), TO B YEM-TO
€ro npeBocxoamT (06LWea0CTYNHOCTbIO,
CKOPOCTbIO pacrnpocTpaHeHus,
KaMepHOCTb0 KOMMYHUKALMOHHOIO
npouecca U BOSMOXHOCTbIO ANTUTENBHOIO
Auanora co 3puTensiMun), 4To No3BOSISET

XapaKTepuaytolieecs Ny6anLUCTUHECKON
HanpPaBJ/IEHHOCTbIO, MHTENNIEKTYyabHO-
aHaUTUYECKMM OMNbITOM MHTEpNpeTaLmm
1 0606L1eHNS GAKTOB, UCMONb30BAHUEM
XYOOXECTBEHHbIX MPUEMOB, 06bEAUHAET
B cebe }aHpbl MHPOPMALMOHHbLIE, C
npeobnagaHMeM OrMYecKoro Tmna
aprymeHTauunm (Q0OKyMeHTanbHas
nepuoaunKa), He UCKtoYaloLLEN
3MOLIMOHANbHO-06pa3HbIX KPACoK.

PesynbraThbl

K »KaHpy JOKYMeHTaNlbHOro
TENEBU3NOHHOIO KMHO OTHOCATCS O4YEPKHU-
HabnaeHNs, O4EPKU-paccKasbl, MOBECTH,
NOPTPEThI, KWNHOHOBEN LI, APaMbI, B
LLEHTPE KOTOPbIX YEIOBEK M CBA3aHHbIE
C HUM CcOObITUS; GUNbMbI-Pa3MbILLIEHUS,
GUNbMbI-CO3epUaHug, rae UMeKT MecTo
CUMBOJIMKaA, N03TUYEeCKaa MeTadopa.

3T0 TaKXe KMHoMnnakar,
[OKYMEHTaIbHOEe 3cce, aKTyalbHbIN,
NPoo6/EMHbIN GUNbMBbI, A1 KOTOPbIX
XapaKTepHO aBTOPCKOE NPUCYTCTBUE C ero
OLLEHKaMMW, XU3HEHHOW dunnocodpuren u
OMbITOM.

3T0 U Xy0XKECTBEHHO-AOKYMEHTa/bHbIE
@UNbMbl, OCHOBAHHbIE Ha peasbHbIX U
NOCTAaHOBOYHbIX KaZpax, obpeTatoLmx
C NOMOLLIbIO MOHTaXKHOW TEXHUKHU
KOMMNO3ULMOHHYIO, UIENHO-
cofepKaTe/bHyto LefI0OCTHOCTb.

AunckKyccuna

Ecnu B MHPOPMaLMOHHbIX aHpax
04EBUAHO AOMUHUPOBaHWE NYBAULMCTUKM,
penopTepcKomn XBaTKM B nogaye
Marepuana, To B Xy40XKeCTBEHHO-
[IOKYMEHTabHbIX — peyb UaeT 6oblie 0
HacCbILLLEHWUM CMbICIIOBOIO KOHTEKCTA.

Bo Bcex cnyyasnx BaxHO cobnoaeHne
6anaHca Mexay 3CTETUYECKOM U
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Ny6ANLMUCTUHECKON COCTaBAAIOWUMMH,
obecneynBatoLLero yctTom4MBocCTb,
onpeaeneHHoCTb AOKYMEHTaIbHOIO
KMHO KaK cCaMOCTOSITENIbHOM KaHPOBOM
eanHuubl, o6nagatowemn co6CTBEHHbIMU
OMNo3HaBaTe/lbHbIMU MPU3HaKaMU.

HKaHpoBas nageHTndmKauus
TENEBU3UOHHOIO IOKYMEHTaIbHOIo
KWHO TPagMLUMOHHO CBOAUTCS MMaBHbIM
06pa3oM K TeMaTuKe, Lenu, 3ajadam,
CTUIUCTUKE n306paxaeMoro marepuana u
XapaKTepy noTpebuUTenbCKOn ayanTopuH,
YTO HE UCKJTIOYAET €ro OCMbIC/IEHNS KaK
B KOHTEKCTe TeNeXypHaIuUCcTUKN, Tak 1 B
KOHTEKCTE UCKYCCTBa.

lNMocKonbKy TeneBuaeHue npeacraBnger
CO60M UCKYCCTBO, CPeACTBO MaCcCOBOM
MHPOPMaLMK, BKIKOYASA KYPHATUCTUKRY
N TEXHUKY, TO U JOKYMEHTaNbHbIN
TenedunbM KaK NpoayKT Npon3BO/ACTBa
3TOr0 eAUHCTBa NpUHaOIEKUT
O[IHOBPEMEHHO 1 UCKycCcTBY, 1 CMMU,

W }KYPHaNMUCTUKE B HEPA3PbIBHOM
eanHcTBe. Y Hero chopmMupoBancs CBOM
¢dyHOaMeHT, OCHOBaHHbIW Ha CLIeHapHOW
ApamMaTtyprum, N0OCTaHOBOYHO-TEXHUYECKMX
MeTodax M NpMemax TBOpYECTBa, CBOU
XapaKTepuaylolme CTPYKTypHble,
}YHKUMOHaNbHbIE MPU3HAKK, CoYeTaloLLne
3N1eMeHTbl 06pa3HO-XyYA0XKECTBEHHbIE U
Ny6nMLUMUCTUYECKHME.

370 1 ecTb KaHpoBas IOMUHaHTa
AOKyMeHTanbHoro tenedunoma n popma
€ro CyllecTBoBaHus B coLnanbHo-
NMCTOPUYECKOM MPOCTPAHCTBE U BPEMEHMU.

3axknmoueHue

CoBpeMeHHbIn Teneduibm
XapaKTepu3yeTcs NePBUYHOCTbIO
N JOKYMEHTaIbHOCTbIO UCTOYHUKA,
BO3MOXHOCTbIO CBOGOAHOMO
Bbl6Opa 06bEKTA U CKOPOCTbIO
BbiXx0Aa B 3dUpP, CUIOMUHYTHOCTbLIO
KOMMYHUWKaLMW C MacCoBOW ayanTOpPUEN,
MHOIrOKaMepHOCTbIO N306paxKeHns
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W KPYMHbIM NMAaHOM, aIpECHOCTbLIO, a
TaKXKe covyeTaHneM NoSIHOMOYMIM NeYvaTu,
WCKYCCTBA U TEXHUKW, OAHOBPEMEHHO
BbIMOJIHASA PYHKLIMK 3CTETUYECKME,
no3HaBaTeflbHble, BOCMUTATENbHbIE,
3TUYECKUE, 3peNunllHble, CEMUOTUYECKHUE,
WMHTErpupyloLme, naeHTMbuumpyoume 1
npeo6pasytolune.
HpaBCTBEHHO-3CTETUYECKME,
MWPOBO33pPEHYECKNE, cCoUManmnanpyroume,
NpoOCBeTUTENbCKO-06pa3oBaTtesibHble
acnekTbl gestenbHocTy TB onpeaensior
€r0 COLMOKYNbTYPHYIO 3HAYNMMOCTb
W UHCTUTYLIMOHASbHbIE CBOMCTBA, a
TEXHONOMMYECKMIM acreKT TBOpPYECTBA
— npodeccruoHanbHbIM YpOBEHb U
CTeneHb BOBIEYEHHOCTU B COBPEMEHHbIN
LMBUNKU3aLMOHHBIM Npouecc [4, ¢.13].
ToT daKT, 4YTO JOKYMEHTasIbHbIN
TenedunbM, npecnenys Nopou
KOMMEPYECKHUE, HEXKENN TBOPYECKME LIENM,
He u3bexasn HaTSHYTOCTU NPoBneMaTUKK
W anennMpoBaHus K YyBCTBaM
YyesloBEKa NOCpPeacTBOM 3KcnnyaTaumm
60NEe3HEHHbIX TEM, HE CHUXaET ero
3Ha4YEeHUS KaK KaHpa Xy4oXKeCTBEHHOro
BELLlaHWS, KOTOPbIM BNSETCH OHOM U3
Ba*KHEMLKNX COCTaBNSAOLWMX NPOrpaMmm 1
nepenay HaunoHanbHOro TeNEBUAEHUS
Y36eKncTtaHa.
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©3BEKCTAH ¥ITTbIK TEJNEAUAAPBIHAAFDbI TEIE®U/IbMHIH KOPKEM T¥XXbIPbIMAAMAJIAPbIHbIH
TAPAJ/IbIMbI

AHHOTaUMA

Makanaga TenedunnbmaepaiH TakblpbINTbIK, apHaWbINbIK, CTUbAOIK-XKaHPAbIK 6afFblTTanybl, 3KpaHAblK eHepre
*aTaTblHAbIFbI, KWHOGWUAbMAEPMEH OPTaK aHe epeKLUeniK cananapblHAarbl Kbipaapbl KapacTblpblnagbl.
[lepeKTi TeNeBU3NANbIK KUHOHbIH, 8N1eYMETTiK-aKnapaTTbiK 6afbiTbl TangaHbin, Ny6ANCLUNUCTUKANbIK
WHTENNEKTyanabl-capantamarnblK ToxipnbeciHiH NnanbiMaanybl MEH KOPKEMAIK Tocinaepai KongaHyaa
avFaKTapAblH IOrMKanbIK TUNTEPI (AepeKTi mep3iMmaepi), aMounoHanabl-6enHeni peHaepi anFaktapabiH
}annbliaHybl peTiHge TangaHaabl. TenecepuangapablH TYTbIHYLW bl ayauTopmsaFa GYKiN Kannbl KOFaMablK,
ownay XyMeciH KanblnTacTblpyaarbl Pesli, OpPHbl MEH EPEKILLENiK cunaTtbl, TENEXYPHANNUCTUKA KOHTEKCTIHAETI
navbiMAanyblH XOKKa LblFapMaKnTblH XOHE COHan-aK eHep KOHTEKCTIHAE Ae ©36EeKCTaHHbIH ¥NTTbIK
Teneavaapsl 6argapnamanapbl MeH TapanbiMAapbIHbIH, KYPaNTbIHAbIFbI aiKblHAaNaabl.

TyHin ce3aep: TeneBn3UaAbIK GUNbM, WbIFapMaLLbINbIK Xabap Taparty, }aHpAbl CONKECTEHIPY, CLEeHapuit
agzy, TeNeBU3NANbIK PedaKTop, TeNIEXKYPridyLli, onepaTtop, AblObIC LWblFapyLUbl.

Rakhmatkarieva G.
Inkha University
(Tashkent, Uzbekistan)

TV-FILM IN THE CONCEPT OF ARTISTIC BROADCASTING NATIONAL TELEVISION UZBEKISTAN

Abstract

The article deals with television films in the aspect of the analysis of themes, specifics, genre-style
orientation, screen art, in common with movies and distinctive qualities. The author analyzes the social

and informational orientation of documentary television films, characterized by journalistic intellectual

and analytical experience in interpreting and summarizing facts, using artistic techniques that integrate
informational genres, with a predominance of logical type of argumentation (documentary periodicals) that
does not exclude emotional and figurative colors. The role, place and specifics of television series in shaping
the general public thinking of the nature of the consumer audience are revealed, which does not exclude its
understanding both in the context of television journalism and in the context of the art of the components of
programs and programs of the National Television of Uzbekistan.

Key words: television film, artistic broadcasting, genre identification, scriptwriting, television editor, TV
director, cinematographer, sound producer.
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CAJIAJIBIK —
TAKbIPbITITbIK
TEJIEAPHAJIAP
TbIMblJIbIt bl,
KASIPI]

\ 4

ART STUDIES

AFIAUDI
OHE 1AMY
[MPOLIECIHIETI
S |POBJIEMA -

'T.K. )KypreHoB atbiHaarsl Kazak KiTThIK oHep
aKaJeMHUsIChl
(Anmarsl K., KazakcraH)

APDI

CAJIAJIbIK - TAKbIPBINTbIK TENEAPHAJNIAP ¥ThbiMAbI/IbIFbl, KA3IPTI YKAFAAWbI XXOHE JAMY
MPOLIECIHAErI NPOBJIEMAJIAPLI

Anparna

Kasak TeneBuaeHHWeci KanblnTackaH caTTe Ken Hapce Kepai. byriH on xaHa gayipai 6actan otbip. 90-wWbl
XblngapaaH 6epi anemae TaKbIPbINTbIK XKaHe cananblKk apHanapiblH CaHblH aTap/blKkTan Ke6enTy 6actanibl.
An UMOPNBIK TeNeBUAEHUEre KOLLKEH Xac AaMblN Kene )aTKkaH en peTiHge KasakcTaH Teneangapabl
JaMbITyaa ocblHAAM MaHbi3abl KagaMabl Xibepe anMagbl. JamblraH engepae HakTbl TaKblpbiNTapabl KAMTUTbIH
KenTereH TakblpbINTbIK XXaHe cananblK apHanap 6ap. KazakctaHia TeneBuU3nsHbl MOAepHU3aLmanay MeH
YAepicTe eHIMAINIK MaCeNeCiHiH KOMblNybl TangaHagbl.

Tipek ce3aep: canasnbiK TakbipbiNTap, Teneamaap, TMiMAINIK, Ka3aKcTaHAblK apHanap.

Kipicne JENiH e3repy, ecy AsyipiH KelwKeH Ka3ak

«KaszaKcTaHaa «Keringip aKpaHHbIH» TENEBU3USACHI LibiFapMaLUblbIK KONAbIH
Ccay/ie WallKaHblHa Aa ¥apTbl FacbipaaH [la Tanan 6eneciHeH eTin, 6ipHewe ypnak
acTbl. Ocbl Xblngapaa o/ TEXHUKanbIK, Y/IEC KOCKaH ipreni ae ipi, XaH-»aKThbl
HaHFbIPTY, WbIFapMalLblbIK KYLITEPAiH, TONbICKAH, XalKbIMbI3blH aKknapaTTblK,
ecin, ToNbICYbl afFblHaH fla caH pyXaHW KaxXeTiH eTern OTbIpFaH KyaTTbl
6enecTi 6acTaH KewwTi. EH anfawkKpl KYLWKe arnHanibl.» - gen XanblKkapanblK
canmMarbl Xy3 Kefligen TypaTbiH aybIp TENEBU3US oHEe paino akeaUMUSACHIHbIH,
KamepanapnaH, Tytac 3ajjapfa apeH akagemuri CyntaH Opa3sanbl anTKaHaam,
CUATbIH TeneannapatTpagaH OyriHri pacbiHAa aa 6i34iH Ka3aK TeneBu3nscol
LafblH, Konawnbl, canasnbl, caH KWUJibl TYPANi cypneynepaeH eTin, *aHa AayipiH

MYMKIHAIT 6ap caHbIK TeNeBU3nUsFa 6acTtaabl. byriHae enimi3aiH, Kan
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canafa 6onmMachblH afeMHIH annaybIT
enjepiHeH Kanbicnan, Tepe3eci TeH,
aopexepe. Tinre TmeKk eTkeH Kasak
TeNeBU3US BHepi Ae anemMaik ypaicTeH
KasblC KanMawn, e3 anablHa 6enecrepai
G6arblHabIpyaa. Enimisgeri SKOHOMUKanblK-
BNEeyMETTIK, MafeHn pedopmanapiblH,
TepeHaeyiHe ConKec aneMiik aknapaTTbliH
pecnyb/nKaHblH 3QUPIIK KEHICTIriHE enyi
oHe KaszaKCTaHHbIH FalaMblK aknapaT
anblHbIHA TaNNblHbICLIMEH CUNAaTTanabl.
Ocbl TyCTa, 6YKiNn anem TenNeBU3UAChIHbIH,
aKknapaTtTap anMablHbIHAaFbl ©63€EKTi cana

— KOFaM[blK TefleapHa MeH cananblK-
TaKblpbINTbIK TefleapHanapra TOKTaCcaK.
Mo, nambliraH JeMOKpaTUSANbIK engepae
KoFfamMblK Teneanaap 6ap ekeHi 6enrini.
byn Tayencia, 83 6eTiMEH }KYMbIC iCTEHTIH,
OyKapa XxanblKTblH OpTaK OMbIH 6iNgipeTiH,
YNTTbIH 60/MbICbIH, 91€0UNETI MEH
MOJEHMWETIH, OHEPI MEH A8CTYP-CaNThlH,
91ET-FYPIbIH HACUXaTTAWTbIH JIEKTPOHbI
Kypan 6osica kepke. bisre ocbiHaam
TeneapHa 6onalwakTta Kepek ne? [1, 6. 5].

9picrep

Kagzipri Tanaa Kazakctan BAK
E€PKIHAITI, XaNbIKTblIH, aKknapatTbl XaH-
YaKTbl anybl XoHe XXI Facelpdarbl aknapart
anmacy MYMKIHAIriH MonanTy eHiHaeri
XaNblKapanblK Tanantapibl KEHIHEH XKy3ere
acblpbin Kenengi. byn pecny6nnkatbi
OCbl 3aMaHfbl aKnapaTTblK 6PKEHNETKE
KOCYAbIH biKNanabl onbl. Kasipri keageri
aKnapart *¥ahaHblK aKbl1-0MblH anemre
6apbliHLWa )eaen opTak 60/yblHbIH, Kypabl.
Fanampa 6yriHae wWbiH MaHiHAE aknapaT
PEBOJIIOLIMACHI KaybIPT KYpin xaTbIp.
MagaeHueT, TexHonorua 1.6. cananapaarbl
COHfFbl KETICTIKTEPAIH NNaHeTaHbIH TYNKip-
TYKNipiHEe Te3 XeTyi MUKPO3NEKTPOHMKA
YWECiH Fanamar wantwaHablkneH
JambiTyFa, 6y/1 63 peTiHAE FbibIMFa
HerisgenreH eHaipicte eHOeK eHiMAINIriH
MWIIJIMOH ece apTThipyFa acep eTTi.
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HeTMxXenep

byKapanblK gereHimi3 — aknapaTThbl
KOeMuwinikTiH KabblngaybliHa Konawnnbl
eTin Taparty. }aHanblK, casicu, MoeHU
HeMece a/ieyMeTTiK xabapnap KepepmeHre
KapanawbIM Tifge, Ma3MyH asiCblH
TONbIKTbIPA Ka3 KannbiHAa 6epineai.
Kagipri 3amaHia Kan enge 6o/MachbIH
Kenwinikke «6enrini 6ip TakblpbIMTbl
TapKaTbiM, Ke3aenreH cana ascblHaH
TEPEHIHEH CbIP WEPTETIH» HEMECE
«Benerini 6ip ayautopus asicbiHa
OafblTTanfaH» TakblPbINTbIK-CanasbiK,
TeneapHanapabiH peni 3op. 1990
*blngapaaH 6actan anemje TaKblpbINTbIK-
cananblK TeneapHanap caHbl KypT ece
6acTagbl. Tytac ayKbiMabl ayauTOPUSHbI
KaMTUTbIH, BipaK ecKipreH TeneapHasnblK
KOHLIEMLIMSIMEH XYMbIC ICTENTIH 6ipa3
FaHa apHanap/bl TaKblpbINTbIK-CananblK
TeneapHanap bifblCTbipa 6acTtaibl. IPup
YaKbITbIH TaKblpbINTblK Oargapnamanapfra
namnbiKTan 6eny KepepmeHre Kepek
JepeKTep MEeH 63iHe KbI3bIKTbl MaiMeTTepPi
[19/1 OCbl TaKbIPbINTbIK-CananbIK
apHanapfaH anyfra blHFan bl 60bIMN
Tabbinagbl. COHAbIKTaH, 9pb6ip KepepmeH
©3iHe KbI3bIKThbI, Ta/lFaMblHa Cal, XaHblHa
YaKblH apHanapabl TaH4anabl. byn an6etre
eTe KOo/lalnbl. OCKeNeH ypnak, OHblH, iliHae
KiluKkeHe 6ynaipwiHgepimiagiH, ae »ac
LlamMacblHa navblKTanfFaH apHanapibl €pKiH
KepyiHe MyMKIiHAiK 6onaabl. Anl, TaHbIMAbIK
apHanap acipece 6ananapfa 6inim
canacblHaH, Tin YUPEHY XaFblHaH, TiMTi
e3re enjiH MaJeH1eTi MeH TapuxblH 6inin,
YHpeHyiHe KeMeKLWi Kypan 6onmMak. byriHge
TaKblpbINTbIK-CanasblK TefieapHanap e3
Ke3eriHae anem enjepiHe casxatrayra,
TaHbIMas Xynabl3gapablH ayeHaepiMeH
CycCblHAayFa, COHFbl XXaHanblKTapaaH
KalbIC KanMayra, TilTi }aHa WbIKKaH
dunbmaepai Tamallanayra ga MyMKiHAIK
6epepni. MyHaan apHanap agetre
KOJIKETIMAI XKUiNiKTe TapaTtblia 6epMenai.
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Bynapabl Kepyre KomxkeTimai TeK Kabenbai
}eninepaiH KemeriMeH icke acagbl. Kenae
Kabenbai *eninepaid onepatopnapsbl

63 apHanapblH KypblIn, onapabl 63
XeninepiHeH Tapartagbl.

Aunckyccuna

CananblK-TaKblpbINTblK apHanap:
¥aHanblKTap apHachl, 6iniM apHachl, Tap1x
apHachbl, 91eb61eT apHachl, MoiEeHUET
apHacsbl, aBTobMorpadusanbiK apHa,
casicaT apHachl, apHamanap apHachbl,
KnHemaTtoradusasblK apHa, TeaTp apHachl,
6enHeney eHepi apHachl, casxaT apHachl,
YaHyapnap anemiH KepceTeTiH apHa,
©ananap apHachl, }acecnipimaep apHachl,
AEPeKTi apHa, anengepre apHanraH,
epfiepre apHanfaH, CaH ynrinepiHe
apHanfaH, yu wapyallblfiblFaHa apHanfaH,
My3blKanblK apHa, 64 apHachbl, crnopT
apHachl, eHCayNblK apHachl, TEXHUKaHbIH,
COHfFbl KETICTIKTEPIH KBPCETETIH apHa,
3POTUKaANbIK apHa, a3if-ocnak apHannpbl
1.6. 601bIN 661IHEeqi.

OK 60#Mbl 03blK LWbIFbIM, 8NEMHIH,
Ke3-KereH TYKnipiHe TapaFaH KeTereH
TaKblpbINTbIK-CananblK TeneapHanap
6ap. ConapablH, illiHEH Bcipece PENTUHTI
¥OFapsbl, coHay 1985 XKbingaH *KymMbiC
icten Kene »atkaH AKLL-TbIH «Discovery
Channel» apHacbIH anTnamn KeTy
MYMKiH emec. byriHae aoen ocbl apHa
6argapnamanapblH TOPTKYN AyHUere
TyTactaun Tapaty YCTiHAe. ApHaHbIH,
TapanbiMbl Fbl/ibIMFa, TEXHONOMUSFA,
TapuxKa KaHe casixaTKka apHanfaH epekKTi
6afgapnamanap TontaManapbiHaH
KypbliFaH. bargapnamanapbiHbiH CTUII
FblTbIMU-TaHbIMAbIK 6aFbITTa. Kasipri
TaHga «Discovery Channel» apHacbl 63
iwiHae Tafbl Aa OipHeLle TaKbIPbINTbIK-
cananblK apHa 60/bIN XKYMbIC icTeyae.
AnfawKpl KypbliFaH 1985-1i XKblabl 0N
«Discovery Channel» 605bIM TEK FblIbIM
MEH TEXHONIOTNAIapAbIH, ETICTiriHe

apHanfaH apTypni 6argapnamanap
Tapatca, 1996 xbinbl «Discovery
Science» apHachbl Kypbl/ibif, FblbIMU
O6arqapnamanapibl TapaTtajbl }oHe
COJ1 CUSIKTbI 4971 OCbl Xbl/1bl Kypbl/iFaH
«Animal Planet» }xaHyapnap anemMimeH
TaHbICTbIpaabl. «Discovery World», 6ypbIHFbl
«Discovery Civilization» TeneapHacbl 1999
blbl KaWTa Kypblibin, anemMae 60nbin
YKaTKaH OKUFananapia aepeKkrenai.
2002 »binbl «Discovery HD Showcase»
(6arpapnamanapsl «Discovery Channel»
apHacblHbIH 6afgapnamanapbiHaH
e3rellue) Kypblaabl, 011 apTypAi FblbIM
MEH TEXHWKa XETICTIKTepiHe apHanfaH
apHa HDTV ¢dopmaTblHAa Tapanagbl.
Con cusiktbl, 2007 blnbl KYpblaFaH
«Animal Planet HD» apHacbl aa HDTV
dopmatbiHga Tapanbin, XaHyapnap anemin
KepceTeai (baraapnamanapbl <Animal
Planet» apHachblHbIH, 6aFgapnamanapbiHaH
esrewe). «Travel & Living» (6YpbIHFbI
«Discovery Travel & Adventure») 2005
blNbl KaWTa KYpblIFaH apHa peanutu
Oargapiamanap MeH casixaTKka apHanaraH
Gargapnamanapabl Tapatagbl. An,
2009 *bInbl KypblaFaH «Investigation
Discovery» apHacbl KbIIMbIC MEH Teprey
NMPOLLECIH KOPCETIMN, XYMbICTapblHaH
xabappap etegni. CoHabIKTaH aa «Discovery
Channel» apHanapsbl Kasip 6ap/blk enai
©3iHiH, KbI3bIKTbl Aa TapTbiMAbl, MOHAI Ae
MafblHabl XxabapnapbIMEH ¥aynan anagbl
OHe e3re enre 6yn o3bIK yari [2].

et enaik «Discovery Channely,
«MogaeHueT, «Tapux» CblHAbI TAKbIPbINTLIK
apHanapgblH KepepMeH YLWiH TaHbIMAbIK
KYHAbUIbIFbl €peKLUE OoFapFbl.
TaKblpbINTbIK-CananblK TeneapHanapia
KepepMeHHiH, 6iniMiH KeTepin, epeciH
KEHEWTETIH KaHLWaMa TapTbiMabl xabanap
o6epineai aHe onap o6eH 3epTTenin-
3epaeneHin, TywbiMabl MaFymaTTapMeH
TONbIFbIN 6apblN KEPEepPMeH Ha3apblHa
YCbIHbI1aAbl. JlaMblFaH engepae
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TaKbIpbINTbIK-Cananblk apHanap Kenten
601 KeTepin, 6enrini TakblpbiNTapfra
6acbibyTiH 6enimaence, KazakctaHaa
TaKblpbINTbIK TENeapHanap caHbl CblH
KeTepmenai. byn KapxbliblK MYMKIHOIKTIH
asfblFblHaH 60/bIN OThIp. [lecek Te,
COHfbl XKbl1gapbl enimi3aiH aknapat
KeHicTiriHae cananblK-TaKblPbINTbIK,
apHanapfa 6eToypbIC Kacana 6acTtagbl.
JamblFaH epKeHneTTi engepae 6yn
Mocene 6ypbIHHAH-aK }oJifa KOMbINFaH.
Con cebenTi ae 6i3 ocbl 6aFbITTa XKy3ere
acblpyabl Ke3aereH xobanapbiMbi3abl 63re
MEeMNEKTTEPAIH ToXipObMeciHe cyrneHin
YacauTblHbIMbI3 aaH aHblK.

KopbITbIHADbI

ToyenciaairimisgiH, *ublpma XbliabifblHa
en eMipiHae eneyni oKkuranap opbiH ajfFaHbl
6enrini. 9cipece, pyxaHu emMipiMizge LWblH
MOHIHAETI FaXKamnblin OKuFanap 6onbin
oTTi. Kapagomanak Ka3ak 6ananapblHa
6a3apnbik 60bIM, 63 angblHa XeKe gapa
6ananap apHacbl «<bananaH» TonblKTan
aHa Tinimiage e3 *KyMbICblH 6acTan,
«KasaKcTaH» YNTTbIK TeneapHachl TOSNbIK,
KasaK TiniHge xabap TapaTyFa Kelice, en
ToeyenciagiriHiH, Mepen-TorblHa Tafbl 6ip
pyxaHu TapTy — «MaaeHWeT» TefnieapHachl
ayHuere kenpi [3, 6. 7]. Ananaa, 6i3 Ken
HOpPCEHI enwen-niwin animMan, acbifbiC
KOJlAaHbICKa eHrisyre kymapmbl3. OTaHabIK

opneGuerTep:

cananblK-TaKblpbIMTbIK apHanapabl awyga
Ja 6i3 6ipKaTap ONKblNbIKTapFa *Kon

6epin KonabiK. Con cebenTi }aHaaaH
albliFaH 6yn apHanapAblH 63iHAIK KeKe
TEXHUKanNbIK 6a3acbl MEH KOCiGU YXKbIMbI
YacaKTanMaraHAbIKTaH }oHe e3epiHiH
Ten eHiMAepiHiH a3 api canacbl3 60yblHa
6alnaHbICTbl 0flap KebiHe «KellipMe apHa»
Ka/lnblHaH WbiFa anman oTblp. byriHri TaHaa
Kal canafga 60/CblH Tanan neH taafam
Maceneci KubiHaan Typ. byn acipece
enimisgeri TeneapHanap MeH paguonapaa
CblH KeTepMeni. An Tanan nNeH tanfam
6o/IMaraH Xepae canalbl AyHUe }acay
MYMKiH emec. Mblcalbl, Ka3aKCTaHablK
apHanapblH KepepMeH ayauToOpUACHl eTe
Tap eKkeHi antnaca aa 6enrini. Kenuwinirimia
CNYTHUKTIK TabaKLanap apKblibl epKiH
KomkeTimai Pecenain, 6atbic enaepiHiH
TenesHiMaepiHe KyMapTbin, TeAMipin
OTbIpPaTbIHLIMbI3 YacblpblH emec. byriHae
enimisae Gipai-eKini cananblK-TaKblPbINTbIK
apHanap »ymblic icten 6actagbl. bipak
oflapAblH Aa KepepMeHi Wamanbl. OUTKEHI
6i3re Kacibunik xeticnenai. MyHaan
apHanapfbl icke Kocnac 6ypblH, anjbIMeH
cofl apHaga 6enrini 6ip cana 6oMblHLWA
XYMbIC iCTEeN anaTblH HaFbl3 MaMaHaapbl
Jaspnay iCiH MblKTan KoJiFa any Kepek.
CoHablKTaH fa enimisfe MypHanmucTnKka
MaMaH[blfFblH cana-cana 60MblHLIA OKbITYFa
6acbIMAbIK 6epY KarKeT.

1 Kasak TeneBususicol. 3HUuKnoneauns. — Anmartbl: KasdAxknapar, 2009. — T.

1. -6406.

2 Investigation Discovery // (data 06pauieHns:10.07.2017) https://
en.wikipedia.org/wiki/Investigation_Discovery_(European_TV_channel)
3 TokcaH6an K. Kasak TeneaniapbiHblH XaHa gayipi // EremeH KasakcTtaH. —

2011. - N2 457-460.
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Canum A.
Kasaxckas HauynoHasnbHas Akagemns uckyccts um. T. K. XKypreHoBa,
(Anmarsl, KazaxcTtaH)

JDODEKTUBHOCTb OTPACJIEBbIX TEM TEJIEBUAEHUA: CETOQHALIHEE COCTOSAAHME U NPOBJIEMbI
MPOLIECCA PA3BUTUA

AHHOTauMA

3a Bpems CBOEero CTaHoBNEHUS Ka3axcKoe TenesuaeHme nosuaano MHoroe. Ha cerogHsaWwWHni 4eHb OHO
Hayan HoByto 3py. C 1990-X rogos, MMP Havan Pe3Ko yBENNYMBATL KOMMYECTBO TEMATUYECKMX U OTpacieBbIX
KaHanoB. M Kak Monofoe pa3suBatoLLeecs rocy4apcTBo ¢ NepexoaoM Ha LmdpoBoe TeneBn3noHHoe
BelaHne, KaszaxctaH He MOr ynyCcTUTb TaKOM CEPbE3HbIN LWar B pa3BUTUKN TeneBUAeEHUS. B pa3BuTbIX CTpaHax
04YE€Hb MHOIO TEMATUYECKUX U OTPaCNEBbIX KaHaNoB, PaCcCKPbIBalOLLMX KOHKPETHbIE TeMbl. AHann3upyeTcs
33bEKTUBHOCTb NPOo6aeMbl, MTOCTAHOBKM NpOLIeCCa U ee aKkTyannaauus tenesmaeHuns B KasaxcraHe.
KnioueBble cnoBa: oTpac/ieBble TEMbI, TenesmaeHne, adpbeKTMBHOCTb, KadaxcTaHcKue KaHanbl.

A. Salim
T.K. Zhurgenov Kazakh National Academy of Arts,
(Almaty, Kazakhstan)

FFICIENCY OF BRANCH TELEVISION THEM, TODAY'S STATE AND PROBLEMS OF THE DEVELOPMENT
PROCESS

Abstract

During its formation, the Kazakh television has seen a lot. And he began a new era today. Since the 1990s,
the world began to dramatically increase the number of thematic and branch channels. And as a young
developing country with the transition to digital television broadcasting, Kazakhstan could not miss such

an important step in the development of television. In developed countries, a lot of thematic channels and
branch channels revealing specific topics. Analyzed the efficiency of the problem formulation process and its
actualization of television in Kazakhstan.

Keywords: industry topics, television, efficiency, Kazakhstani channels.
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\ 4

EHLLIMHDbI B
KHUHEMATO-
'PA®PUHU
APTAHUCTAHA

ART STUDIES

MPHTH 18.67.91

M. Kakap !

! Kasaxckast Hauonanbnas Aanemust
uckycers uM. T.K. )Kyprenoga,
(Kabya, Adranncran)

a

XKEHWMHWHbI B KHHEMATOIPA®UU AOITAHUCTAHA

AHHOTauMA

3aflavya laHHOW CTaTbu COCTOUT B 0630pe NPoBIEMaTUKN U COAePKaHUsA NPOLYKTOB KUHOMPOU3BOACTBa
adraHCKUX XeHLMH-KUHOPEKMNCCEPOB; B BbISBIEHUU NPOGIEM XEHLMUH Ha NyTU NPpodecCMoHanbHON
[LeATENBHOCTHU, B HYaCTHOCTH, B Chepe KUHOUHAYCTPUU. BbiABNAETCS CBA3b TEMATUKU JOKYMEHTaNIbHbIX U
XYLLOXECTBEHHbIX GUIbMOB, KaK C peaiMamMu COBpPeMEHHOro adbraHCKoro obLLecTsa, Tak U ¢ CO6CTBEHHO
TBOpPYECKOM 6uorpaduen nx aBTopoB, PEXUCCEPOB-KEHLLMH, NPOLIEALLNX CNIOXKHbIN NYTb NPEOLONIEHUS
NEePEXMUTKOB NaTpuapxaibHbIX TPAAULUNA K BO3MOXHOCTU BAUSATL Ha OBOLLECTBEHHbIE NPOLIECCHI B CTPaHe 1 3a
ee npefenamMmu 4epes UCKYCCTBO U KUHO.

KnoueBble cnoBa: apraHCKMe KeHLWUHbI-pexunccepbl, KnHematorpadua AdraHuctaHa, reHaepHoe
HEpPaBEHCTBO, XYLOXECTBEHHbIV GUNBbM, JOKYMEHTaNIbHbIN GUIbM.

BBepeHue counanbHas cyabba adraHCKom %

Mepunop 3aTaHyBLLENCS BOWHbI OKa3an JEHLWMHbI B NociefoBaBLUne 3aTeM é
CYWECTBEHHOE BIUSHUE HA CHMXKEHUE MWPHble roabl. CBbile CEMUAECATH NATH g
YPOBHS1 06pa30BaHMs U KA4eCTBa HU3HU NPOLIEHTOB adraHoK 40 CUX MOP NULLIEHbI =
HaceneHua AdraHuctaHa. BoeHHble 3/IEMEHTapPHOro NpaBa HaxoauTbCs §
JENCTBUS 1 ee NocneacTBUS NPUBENU K BHE JOoMa, NpaBa Ha nosy4YeHune é
CTPaaaHUsaM MUPHBbIX XuTenen. OcobeHHOo MEAULMHCKMX YCNYr, Ha 06pa3oBaHmKe U %
He coBceM 6/1aronosly4Ho cKnadbiBanach npodeccnoHanbHyo AeaTenbHOCTb. UX §

56



NONOXKEHUE BCE €LLE OCTAETCH TAKENbIM
n HeonpeaeneHHbiM. OHM NoaBepratoTca
HaCUINIO B CEMbE 3a CTPEMJIEHUE Y4YUTLCSH
n paboTtaTtb. UM NpUXOaUTCH KUTb B
HENErKNX YyCNoBUSX, B CTPaHE AENCTBYIOT
3aKOHbI WWapu1aTa.

Kak cneactBue reHaepHoro
HepaBeHCTBa HEJOCTATOYHOCTb
[I0JIN }EHLLNH B pas3ninyHbIx chepax
06LLLECTBEHHOM XU3HW CTPaHbl, B 061acTH
KyNbTypbl U UICKYCCTBA, B YaCTHOCTH, B
KnHematorpaduu. AbraHku no-rnpexHemy
OCTaloTCs BHE COLMalbHbIX MPOLECCOB
CTpaHbl.

MeToabl

HacTosiwas ctatba npeacraBnser
Co60M NOMbITKY UCC/IEN0BAHUS EHCKON
pEeXMCCYpPbl B KNHEMaATOrpadbunu
AdraHuctaHa Ha OCHOBE U3YyYeHMUs
TBOPYECKON 6MOrpadunn NEPBON KEHLLMHbI
pexuccepa Pou Caaart, 3ac/y»KEHHOro
aeatens ctpaHbl. B paboTe npoBeaeH
aHanun3 NnonoXKeHUs eHWKnHbl B
adraHcKom obuiecTBe B paKypce: BYepa,
CeroflHs, 3aBTpa; BbiIBNIeHbl NPo6eMsbl, C
KOTOPbIMMW CTa/IKMBalOTCA adraHKku Ha NyTu
pa3BUTKUSA U CTAHOBNEHNS KaK JIMYHOCTH.

daKTonorn4yeckomn 6ason
nccnenoBaHus ABNAIOTCH XYAOXKECTBEHHbIE
N OOKYMEHTanbHble GUNbMbI,
co3[aHHble apraHCKMMMU KeHLWMHaMMU-
KnHemaTtorpaductamu, aHanms mnx
npo6aeMaTuKn, a TaKxe cTaTby U1
ny6nMKaummn, MHTEPHET-PECYPCH,
oTpakalowme peannun adpraHcKoro
o6LecTBa, COCTOSAHME UCKYCCTBA, Ky/bTypbl
U KMHemaTorpaduu.

Pe3ynbrartbl

M3yyeHne NpobsieMbl XKEHLLMHbI
B adraHCKOM 00OLLECTBE, OTPAXKEHME
ee B KuHemartorpaduun numeet
OrpOMHOE 3Ha4yeHue B MPUBJIEYEHNH
06LWEeCTBEHHOCTH K AaHHOMY BOMPOCY,

B YKPENIEeHUU ctatyca u NonoxKeHus
*EHLMHbI B cTpaHe. PaboTbl MeHLMH-
peXMCCEPOB, NX TEMATUYECKOE
cofleprKaHue n npobaemMatuka UMetoT
BaXKHYIO MPaKTUYECKYIO LIEHHOCTb KaK
NCKYCCTBOBEAYECKO-TEOPETHUYECKYIO, TaK
N y4ebHO-MEeTOANYECKYI0. X TBOpUYEeCcKas
6uorpadus, onbIT, M AENHO-TEMaTUYECKaS
HanpaB/IEHHOCTb TPYAOB B 06/1aCTU KMHO
MOMET 6bITb MaTepManom Aaa Kypcos no
TEOPUU U MPaKTUKE KMHeEMaTorpadmu u
pexunceypsbl.

Auckyccuna

ATanbl CTAHOB/IEHUS KEHCKON
KMHOPEXMCCYPbl OTPa3uIn CTpEMAEHKE
N BO3MOHOCTM XEHLIMH B My6OKOM
pacKpbITUKU NPoBJeM adpraHCKOro
oblecTsa.

MMEeHHO UM yaanocb Yepes UCKYCCTBO,
KWMHO Bbipa3uTb 60/1b M CTpaaaHus
COBPEMEHHMUL, NpUBAEYbL BHUMAHKE
06LWEeCTBEHHOCTH, B TOM YKUC/le U MUPOBOW,
K TAXKENOMY MONOXKEHMIO HKEHLLMH B
AdraHuncrtaHe, COIENCTBOBATL YKPENEHUIO
cTaTyca XeHuWwuHbl. [NpodeccnoHanbHoe
CTaHOBNEHME NNesabl XEHLLNH-
pexunccepoB CONPOBOXKAANOCH TBOPYECKOM
aKTUBHOCTLIO, 6ecrnpectaHHOn 60pb6OK
3a NpaBO COCTOATbCS KaK JIMYHOCTH,
60pb60ON C NepexnMTKamm naTpuapxanbHblx
TpaauL M.

HKeHLWMHbI, HECMOTPSA Ha coLmanbHoe
JaBfieHne, CTPEMUINCH peann3oBaTb
CBOW BO3MOXHOCTU Yepes BoB/evYeHNe
B 0OLWECTBEHHYIO }U3Hb. OOHUM 13
noKa3aTeNbHbIX MPUMEPOB AEATENbHOCTH
EHLUMH 3TOro nepuoaa ABAsSeTCs
ounorpadusa Pos Cagat, nepBom KEHLMHbI-
pexunccépa B abraHCKOM KMHemaTorpade.

Pos poannacbk B 1981 roagy B
WMHTEeNNeKTyanbHoM ceMbe. C naTu
JIET CTana y4ymThCs B LIKOJE, 3aTeEM
npoaoKuna obyyeHue B nuuee fayxap
LLan B poaHom ropoge lepat [4, c.
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138]. o OKOHYaHWK WKOSbl NOCTyNuNa
Ha daKynbTeT NpaBa U NOAUTONOMNK
YHUBEpPCUTET [epat, KOTOPbI YCNELHO
3aKoH4ua. Ele B WKONbHbIE roabl SPKO
NPOSIBUNNUCL TBOPYECKME CNOCOBHOCTH
[IEBYLLKMU, YB/IEKaBLUENCS TeaTpPoOM U
KnHo. C 12 net Pos aKTMBHO y4acTByeT
B KYJIbTYPHO-MacCOBbIX MEPOMPUATUSX,
LWKONbHbIX TeaTpaibHbIX NOCTaHOBKaX,
nuuweT cueHapun, HeboNbLINE NbECHI,
BOBJ/EKas B UX UCMOJIHEHUE CBOMUX
cBepCTHUL,. CTpemneHne K nosy4yeHuio
NPOYHbIX 3HAHWUM, KUBHEHHASA aKTUBHOCTD,
npupoaHas nto6o3HaTeNbHOCTb, JIIO60Bb K
TeaTpy M KMHO — CTaln OCHOBOW 6yayLLen
npodeccuun Pos, BbIbpaBLLEN PEXUCCYPY.
Csow nyTb B KMHeMaTorpaduio Cagat
Ha4YuHana Kak ntobutenb, HO ¢ 2002 roaa,
BblNycKas pasHble GuiibMbl 06LWECTBEHHO-
3Ha4YMMOM TEMATUKK, Npuodpena
NonynapHOCTb He TONbKO B AdpraHucrtaHe,
HO W 3a ee Npeaenamu.

NpodeccnoHanbHoOEe cTaHOBIEHNE
Pos Capgat coBnano ¢ nepuoaom npuxoaa
K Bnactv TannbaHa, ¢ orpaHMyYeHneM
}EHCKMX NpaB, B TOM YKUCNE U KYNbTYPHbIX
orpaHuyeHun. }eHuwmHam 6bi10
3anpetlleHo nosBaatbcs B CMU, nx He
[OMyCKasnu K paguno 1 TeNeBULEHMIO.
O6pasoBaHue 0119 aeBylleK CTaHOBUTCS
ToXe 3anpeTHbIM. Post CagaTt TakKe KaK
W TbICAYU APYruX adpraHCKUX AeBYLIEK
CTaHOBUTCH JoMoceaKon. [locTyn B
Teatp, K TeaTpanbHOMY BbICTYM/IEHUIO
ANs Hee 3aKpbIT. [leByllKa He onycKaeT
PYKU U ULLLET NI06ble BO3MOXHOCTH
3aHMMaTbCs NIOOUMbIM AEI0M, CEPbE3HO
N3y4aeT UCKYCCTBO TeaTpa, MULLET NbeCHI,
3HAKOMWTCS C TPyAaMU B TeaTpasibHOM
cdepe. OHa HaxoauT Apyron cnocob ang
AOCTUXKEHWNS CBOEN Lenun, obnadvasch B
6enoe ofesiHMe Bpaya.

[o npuxoda K Bnactu Tannéos B
AdraHuctaHe My}4nHam Bpadam 66110
pas3peLleHo NeYnTb KEHLWMH B 6ONbHULIAX
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B 0COObIX CUTyaLMsX, OAHAKO rnocne yKasa,
YTO MYXYMHE 3arpelLeHo KacaTbes TeNa
HE3HaKOMOW KEHLWMUHbl U 3HAYUTENIbHOIO
COKpallEeHUS }EHCKOro nepcoHana,
EHLMHbI CTaj K UCMNbITbIBATb OCTPYIO
HexBaTKy MeauLMHCKKX ycnyr. B Kabyne
cywectBoBaam HepopMasbHble eHCKKe
KJIMHWKK B IOMax Ans 06CNyXUBaHUs
CceMbM U coceien, oqHaKO OHU HE MOTK
NpeaoCTaBUTb HYXXHble MeUKaMeHTbI.
N3-3a 3TOro NpOoLEHT NperxaeBpeMEHHbIX
YEHCKMUX CMepPTEN pe3Ko BO3pocC. Tanubbl
HacTanBau Ha TOM, YTOObl KEHLIMUHbI
o6cnenoBanmch y Bpadyen eHCKoro rnosa
[2, c. 1-4].

Posi HaxoaUT BO3MOXHOCTb 4Yepes
3HaKOMbIX YCTPOUTLCH B OAHY M3 GONbHULL
B CECTPUHCKWI OTAEN W OTAEN NEPBOK
MeaULMHCKOM noMolwm. Tam y Hee
NOABJISIETCH MHOMO 6/IM3KKX MO AyXy NoApyr.

HKeHUMHbI-Bpayn Ha CBOM CTpax U PUCK
COBMECTHbIMM yeunusamu B 1999 roay B
KaHyH MexayHapogHoro gHa 8 MapTta
rOTOBAT B 60/bHULE TAWHYIO TeaTpasibHY0
NOCTaHOBKY. 3a 3TO XEHLWWHbI MOIMK
NonaaTUTbCA XM3HblO, 60 Tannbbl He
NPMBETCTBOBA/IM HW KEHCKOIO TeaTpa,

HY Npa3gHOBaAHMUS KEHCKOro aHs. B
Lensx 6e30MacHOCTM HECKONbKO KEHLWMH
[EXYPUNU Y IBEPEN B MEANLIMHCKOE
3aBejeHue.

B cBS13K C }KECTKUM pPEKMMOM Tanmbos,
HanpaBfiEHHbIX Ha OrpaHMyeHune ceo6oabl
adraHok, CagaTt KaK 1 BCe XEHLLMUHbI
BbIHYy}/eHa 6blfla He NoKNAaTb Npeaensl
cBoero goMa. Ho ato He nNoBKMAN0 Ha
€€ ¥}enaHue NocBATUTb cebsl UCKYCCTBY,
3aHUMaTbCs caMoobpa3oBaHUEM.
[eByllKa caMoCTOsATENIbHO U3Yy4aeT
KnHematorpaduio, pexuccypy, paboTtaet
Haj cueHapUsaMu.

BnaronpuaTHbIM NepMooM peannsaumm
TBOPYECKMX 3aMblcioB Pos cTana cMeHa
pexxnma Tannbos. [leByllKa CoO CBOUMMU
€AMHOMBbILLIEHHUKaMW NOSIHOCTbIO
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nocesLaeT cebs UCKYCCTBY, TeaTpy.
Pe3ynbtatoM MHOIOJIETHUX UCKaHWH,
paboTbl B CIOXKHbIM nepunoa TannbaHa
CTana TeaTtpalibHas NocTaHOBKa O 3aXXMBO
3aXOPOHEHHbIX AeBYLIKax. MecTHoe
TeneBuaeHue ropoda lepat 3anucano aTo
1 NPOAEMOHCTPHUPOBANo B adpupe. 3To
CoObITWE Npeaonpeaennio anbHeEnLyo
cyabby Posi Cagat. OHa oKOHYaTeNnbHO
pelwaet ganblie y4nuTbcs. Peannn usHum
3acTaBng0T NONYy4YUTb 06pa3oBaHue
B 06/1aCTK NpaBa U NOMUTONOIMMNU, YTO
NO3BOJINT €M B AalbHENLWEM AOOUTbLCS
BO3MOXHOCTW 3aHUMaTbCS TEATPOM,
pernccypomn, NucaTb CLEeHapUM.
HKeHuwuHe [0 cux nop TAKeno
NpobuTbCH B MUP KMHEMaTorpaduu.
Bbiclwee o6pa3oBaHue B JaHHOM
HanpaB/ieHUM B MHCTUTYTE Kabyna
[IOCTYMHO He ANd Ka)kaoro, Tem 6onee ans
adraHku. [TonyyeHHble 3HaHWS B 061acTH
npasa nomoraun Poe npu nccneqoBaHum
[AOKYMeHTabHbIX paboT ee cecTpbl
Anka Capgar, ctafin OCHOBOW YCNELWHOM
AeATEeNbHOCTU B 06/1aCTU KMHEMaTorpaduu.
OHa ocTpo 4YyBCTBYET NOTPEBHOCTL B
co3faHnn punbma Ha OCHOBE CLiEHapUEB,
KOTOpble 6Ll HanncaHbl B nepuos
TanubaH. B Te rogbl, korga Posi co cBoen
ceMben ¥una B lepate, oHa BUaena
KaK MHOrme noau, NpoXKMBaBllUne B
NpUrpaHMyHbIX panoHax MpaHa n ganeknx
Cesl U3-3a 3aCyxu Nepeesrkanu U3 4epeBHHU
B ropof, 4To6bl HanTK paboTy. 3acyxa
npogosikanacb B AdpraHucTaHe Tpu,
yeTblpe WK JaXke WecTb JIET. PbIHOK Tpyaa
B [epaTe He4OCTATOYHO Pa3BUT, HA HU3KOM
YPOBHE CeKTop Nto60on hpopMbl GU3HecCa.
B cBA3M ¢ oTcyTCTBMEM PaboThl cebyaHe
OblNY BbIHYXAeHbl 06paTHO BEPHYTbLCS
B CBOM Kpas. }KU3HEHHble TPYAHOCTH
Cnoco6CTBOBAN TOMY, YHTO MHOTME U3
HMX MOMONHWUAN PSAbl KOHTPabaHANCTOB,
NPEeCTYNHUKOB, la)e psabl TannboB.
Paambilwnenuns, HabnoageHnsa Hag cyaboon

CBOEro Hapoga, 6€4CTBEHHOIO NONOKEHUSA
corpajaH ctanu matepuanom puiabmMoB
Posa Capar.

[JebloTHbIM dunbMom Post Kak
CLEeHapucTa 1 pexuccepa ctana KapTuHa
«Tpn To4KW», Bblweawasn B 2002-2003
rogax. 3To UCTOPUS XKMU3HU MOJSIO0N
B/1OBbI, CTABLLEN }ePTBOW MNIEMEHHbIX
Tpaguumn. Monoayto aesyuiky fonadpys
HaCWIbHO M NPOTMUB ee BOJIU BbldatoT
3aMyXK 3a MYKUYMHY, KOTOPbIX 3aHUMaETCA
KOHTpabaHaon HapKOTUKOB. [locne ero
CMEepTH cyrnpyra octaeTcs ¢ TpeMs A€TbMMU
W OCTPOM NPOBNEMON coAepKaHUA U
obecneyeHuns ceMbn. BoaMoXKHOCTH
3apaboTKa y Hee, KaK KEHLLMHbI HET.
[nemeHHble TpaanL MM He NO3BONSIOT
€W BCTYNUTb B HOBbIM 6paK, NOMOLLM
en }paTtb HeoTKyaa. Paan cnaceHus
CBOEro MafieHbKoro pebéHka ot
60N€e3HM U rofioda oOHa NPOCKUT MOMOLLK
y XaHa, cTapeunLLnHbI NJIEMEHMU, TOXKE
3aMellaHHOM B HE3aKOHHOM 06opoTe
HapKOTMKOB B COCEHION0 CTPaHy. XaH
npeanaraeT en NPOBE3TU HAPKOTUKM
B MpaH. OT 6e3bICX0AHOCTM Moioaas
BAIOBa cornauwaetcd. B KoHUE eHLWMHY
3a[1epKUBaIOT UPAHCKKE MOrPaHUYHNKH,
ee 06BUHSAIOT B KOHTpabaHae HapKOTMKOB
U NpUroBapmBatoT K NOXU3HEHHOMY
3aKntoyeHnto [3].

Bonpoc o Ha3BaHun dunbma «Tpu
TOYKU» UNn «M TaK pganee...» Pos NosicHAET
He BbICKa3aHHOCTbIO }EeHLWMWH O CBOUX
cyabbax, 06 OTCYTCTBMM OKOHYATE/TbHOM
TOYKM B pelleHnn npobnem adpraHok.
MNonoxeHue }eHwmH B AbraHucTaHe,
0COBGEHHO, B OTAANIEHHbIX pahoHax CTPaHbI
OCTaeTCs No-NpexHemy Taxenbim. He
CylLeCTBYET peasibHO GYHKLMOHUPYIOLLEN
3aKoHOAAaTEeIbHON 3aLUUThI EHLMH, U
CTapble 3aKOHbI 3anpeLiatoT UM NoNy4YnUTb
NOMOLLb, KOFAa OHW B HEW HYXAAlOTCS.

Mo cnoBam camon CagaT B TO Bpems,
Korga OHa Ha4drMHana cBoto paboTy B
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KayecTBe peXuccépa B NpoBUHLKK TeparT,
paboTana ToJIbKO OflHa rocylapCcTBEHHas
TENEKOMMAHUS, U B HEW arxKe He ObINo
EeHLUIUHbI Teneseayllen. Nepnognyeckn
OT TENEBUAEHMS MOCTyNanu o6bsaABIEHUS
O NMpuemMe }eHlWK1H B KayecTBe
Teneseaylen, HO HUKTO He cornaluancs
HanpsMyto BbICTynaTb B adpupe. HeHuwmH
He MOKa3blBatoT No Kaby/IbCKOMY
TeNeBUAEHUIO, U He NepeaatoT UX NeceH no
paauo, a U3 dGuabMOB Bbipe3aloT Kagpbl €
eHWMHamMu 6e3 xuarkaba.

B TaKmx xecTKkux ycnosusix Posa Cagat
pellaeTcs caenatb CBOW nepBbli GUNbM.
Ee KomaHga crneuunanbHO Bble3XKaeT
B OTAaNEHHY0 MECTHOCTb /19 CbEMOK
KapTuHbl. CEMbsi Ha Ha4YyanbHOM 3Tane
paboTbl HE NoAdepPKMBaET €€, YTO CBA3aHO
¢ 6eCnNOKOMCTBOM O ee 6e3onacHocTU. Bece
e Poe ynaetcs y6eauTb OTLa, KOTOPbIN,
KaK 06pa30BaHHbIN YeN0BEK, NPUHUMAET
CTOPOHY Ao4YepU, NOHUMas 1 noaaepxmeas
€e HauynHaHus. Pexuccep cTankuBaetcs
elle ¢ pagoM CNOoXKHbIX Npobnem.
MecTHble BnacTtu l'eparta TwaresbHO
cneannu 3a nbbIMU CbeMKaMu, YuTanu
W paccmaTpuBanu CLeHapuu, Bblpe3anu
Kaapbl C eHWwmHaMu. B cBS3K € 3TUM
OHa NpUHUMaET pelleHne yexaTb B
OTAaJIEHHYI0 MECTHOCTb OT ropoja, Y4Toobl
NpPaBOOXPaHUTENbHbIE OPraHbl U gaxe
MWHUCTEPCTBO MHDOPMALUU U KYNbTYpbl
He y3Hanu 06 3ToM. Posi BbIGMPAET panoH
«[TMpTyp», KOTOPbIN HaxoaMUTCs BOIN3U
[AonwvHbl LleHaaH. 3Ta MECTHOCTb, ee
pacnonoXeHue noaxoamaa ans CbeMoK
oyayuiero ¢unbma, a ee oTaaneHHOCTb AN
pa3MblLLNEHUIN, 06YMbIBaHUS, OLLYLLEHWUS
06/1er4eHns 1 yCrnoKoeHus.

OfHaKo 3To NPoaosIKanocb HEAONTO.
CbeMKM WK Ha rpaHu cpbiBa. *Kutenu
06paTUNNCDL K rMaBe MECTHOCTU U CKa3asu
0 TOM, 4YTO 3[€eCb MHOCTPAHKa CHUMaeT
dnbM 06 KX KeHWwmMHax. Pexxuccepa
npeaynpexaatoT 0 TOM, YTOObl OHU
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yexanu, CEerofHs e Be4epoM UNn xKe
[IBYX CBOUX COTPYAHMKOB OCTaBMN B
KayecTBe 3a/I0XKHUKOB 10 MOMEHTa
OKOHYaHM1A CbeMOK. HekoTopble 13
aKTepoB, B YHaCTHOCTU, MY*KUYMHbI BblIN
MECTHbIMW XUTeNIMU, 1 Poe 6bin1o TpyaHO
NnoTepPsiTb PAcnoOKeHNE ATUX NI0AEN,

Bedb OHM YKe CHUMaNuchb B KaptuHe. OHa
NPUHUMAET pelleHne, OCTaBUTb ABYX CBOUX
COTPYAHMKOB B Ka4yecTBEe 3a0KHWKOB.

Ee npegynpexgatoT, 4To nx 6€30MacHOCTb
HWUKTO He rapaHTupyert. Micxoas M3 aToro,
CbeMoYHas rpynna Tem e Beyepom
NoKWAaeT 3TOT ParoH U HanpaBAseTcs B
CTOPOHY BepLUNHbI fopnaH.

Mo cnoBam Posa Capart, n3-3a
$punHaHCcOoBbIX NPo6nemM 60/bLINMHCTBO
aKTepoB dunbMa paboTanu ¢ HEN Ha
[06POBONLHON OCHOBE M HE NoyYanu
3a 3TO HMKaKyto onnaty. «ApraHdunb»
onnaymBan paboTy TONbKO onepartopa,
3BYyKoonepaTtopa v pegakTopa.

Posi roBopuT, 4TO Nnocne co3aaHus
3TO0ro Gpunbma, NnpaBa ero TpaHcAALUK
BbIKyM1a He3aBUCMMas KOMUCCUS 6I0PO
no npaBam 4YenoBeKa. 3To 03Ha4yano, 4To
$pHHaHCOBOE NONOKEHUE UX KOMaHAbI
cTano HEMHOIO ny4lle 1 cnoco6¢TBOBaNo
npuobpeTteHuto 6o5ee npodeccmoHanbHOM
Kamepbl 4719 JOKYMEHTabHbIX paboT.
MNocne atoro ee cectpa Anka Cagat Ha4ana
c60pbl MaTepuanoB 419 AOKYMEHTabHbIX
$unbmoB.. CecTpbl CagaTt npogatoT cBou
JIOKYMeHTaIbHble paboTbl HECKONIbKUM
MeXKAYHapo4HbIM TefleKoMNaHuam. JT1o
cnoco6CTBYET CO34aHUI0 HOBbIX GUIbMOB.
KapTuHa «Tpu TOYKW» NpeactaBieHa pagom
AdraHcKkux TeneKkaHanoB, NOKa3aHa
BO MHOIMMX CTpaHax Mupa, nosayyaet
MHO€ECTBO Harpaj u HOMUHUpYETCS
6onee 4eM B TPMALATU MEKAYHAPOAHbIX
KWHodecTnansax. 3ta paboTta — 0gHO
13 60/1bLUMX JOCTUKEHUI UCKYCCTBA
KuHemaTorpaduun AbraHucraHa.

B 2003 rogy Post CapgaTt ocHoBana
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nepBylo KWHeMaTorpadU4ecKyto CTyaunio
npyv NOMOLLIK CBOEN cecTpbl ANKa
Capgart. C 2003 - 2004 r. cectpbl Cagat
6epyT Ha ce6s OTBETCTBEHHOCTL 3a
CLeHapuin, pexuccypy, NopsaaoK BewaHng
€/[IMHCTBEHHOIO }EHCKOro TefIeBUAEHUS
B [epate nog Ha3BaHueM «amMuar -
«O6uwectBo». B 2005 roagy 66110 co34aHO
HECKOJIbKO OKYMEHTANbHbIX IEHT NO/J
pykoBoacTBom Post Caaar.

B 2005 roay, OKOHYMB MHCTUTYT,
Pos nonyyaet ctuneHaunto A3naTcKkom
AKagemMuu KuHo B ropoge lycaH B KOxHON
Kopee 1 HauyMHaeT aKageMUYECKYHO
NoAroTOBKY B 3TOW o6nacTtu. B nepuoa
06y4yeHUsa KnHematorpadum B KOxHOM
Kopee oHa CHsina KOPOTKOMETParKHbIH
dunbm «OaMH 3BOHOK». Yepes roa
BbIXOAUT AOKYMEHTasbHbIN GUTbM
«Bce crapatotcs...». B 2007 rogy oHa
pexuccupoBana nepBbii MHOFOCEPUNHBIN
adraHcKkuni cepmnan «Pasxae UH xaHa»
«CeKpeTbl 3TOro Aoma», NPoAICEPOM
KOTOpOW cTana tenekomnaHus «Tono.
MaTbaecat nepBbIX CEPUM MHOTOCEPUIMHON
KapTUHbl 3aBOEBan «CneuunanbHyto
Harpagy» MexayHapoaHoro dectuBans
«[ycan» B KOxkHOM Kopee. Yike B 2009
rogy Cagat pexuccupyeT Tenecepuan
«Monyanuebln pai», KWHONOBECTb «Tap
Ba 3axma». ITO BTOpas KUHOMOBECTb,
HanucaHHas eto. Punbm «Tap Ba 3axma»
-UCTOPUS KN3HU OEBOYKMK «AHabaT»
U3 nnemMeHu TYypKMEH B OKPECTHOCTSIX
AdraHuctaHa. OTel BbIHYXKAEH BblAaTb
[104b 3aMY}K B Ka4eCcTBe BblKyna 3a
C/ly4alnHO NPOAKUTYIO KPOBb CblHa OAHOIO
N3 ogHoceNbyaH. Cynpyrom AinHabar
ctaHoBuTCA MyxTap, KOTOPbIN yxe
HECKOJIbKO pa3 KEHWUIICA U NPOXKUBAET C
4eTbIPbMS XeHaMn y cebsi foma. fopbKas
cyab6a AiHabart, uctopus ee NobBHU,
corfiacue Ha BbIHYX/EHHYIO CBaaboy,
€e MaTepPUHCTBO BKIIOYaET B cebs aToT
45-MWHYTHBIR dUnbM. Pexxuccep Bnageet

f13bIKOM KMHO, KapTUHa HanosHeHa
MeTapopaMu U CUMBONIMYECKUMH
Kagpamu. PegaktnupoBan ¢ounibm

Amup TaBaKynu, a My3blKa U cnoBa
HanucaHbl Macygom XacaH 3aga. Mpu
CbEMKax 3TOM KapTuHbI CafaT TaKkKe
npUXoannock nNpeogosieBatb NPo6aeMbl
naTpuapxanbHOro obuiectsa, 3anperamMmu
0119 }KeHUWMH B KuUHemarorpaode [4].

JestenbHocTb Pos Capar
Ccnoco6CcTBOBANO NOSBEHUIO B
KuHemaTorpadum AbraHuctaHa Lenon
nnesabl }eHLWKUH-KMHemMaTorpapmcTos.
OaHon U3 Hux ctana AunaHa Care6,
BbINycTUBLWAaa GUIbM «25 NPOLIEHTOB»,
roe JOKYMEHTanbHO pacCcKasblBaeTcs
0 MATU XKEHLUMHAaX, CTaBLUUX YleHaMMU
napfiaMmeHTa. OHa e pernuccupyer elle
Be KMHONEeHTbl. Punbm «berun, PybuHa,
6erv» paccKkasblBaeT 0 €AMHCTBEHHOW
adraHCKoOM AeBYLLIKe-CNOpPTCMEHKe,
nonaslwen Ha onumnuaay B MNexknHe.
[eByluKa, KoTopas cMorfa TpeHMpoBaThC
BCEro n1ub 15 AHen 1 BbICTYNUTb Ha
MeXKAyHapoaHblX copeBHOBaHMAX. OHa
3aHsd/1a nocnegHee MecTo, HO NoKasana
BCEMY MUPY NEPBOE BbICTYMNEHUE B
KayecTBe XeHLUMHbI n3 AbraHnctaHa
Ha copeBHOBaHWSX. M 310 41 Hee 6bIN10
BaXKHee nopaxeHus.

Anka Capart Toxe cHana KapTuHy «B
JlepeBHe, rae HasblBanu MeHs yMCTBEHHO
OTCTaNioW», rae BHOBb aKTyannsnpyet
TEMY XEHCKOW cyab0Obl. CneaytoLinm
JOKYMeHTanbHbIM dunbm Anka o Mapue
bawup, )eHuwmuHe, KoTopas umena
HaMBbICLUYIO JOSIKHOCTb B NPOKypaTtype
lepaTa. BHOBb UCTOPUS HKEHLLWUHbI,
KoTopas, HeCMOTpPS Ha BCE Yrpo3bl
U Npo6aeMbl, HACTOMYMBO U YNIOPHO
paccnegoBana gena, rae UMeno MecTo
Hacunue Hafg eHwmnHamu. Mapua bawwap
B 2011 roay ygoctounacb Harpagbl
«CMenble }eHLKUHbI», yYpexaeHHON
MWHUCTEPCTBOM MHOCTPAHHbIX AeN
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CLUA. CNMCOK peXMCCEPOB - HEHLLINH

B KMHematorpadum AdpraHmctaHa
NPOJO/IKaeTcs elle psaomM UMEH. 3To
Ap3y bopxaHu - aBTOp KUHONEHTHI
«Haaypu» (McnamMmcKoe ogesiHue Hanogobue
Xnaxaoa), lainna Xangapu ¢ GUnbMoMm
«[lpeacraBneHne», Haaa XocanHu ¢
KapTUHOM «HepHas nblib», AKuna Pasau

C NeHToM «3Be3abl Mbi». TaKKe apyrue
pexuccepbl Kak betyn Mopaaun, Max6y6a
N6paxnumn, Caxpa Mycasu n Caxpa
Kapunmu, KoTopast UMEET cTeneHb oKTopa
KUHOPEXMCCYPbI, TPYAATCSA B 06/1aCTh
KnHemaTorpaduun AdraHucraHa.

AdraHCKMe XEHLLMUHbI NPUHECTN B
KWMHOWHAYCTPUIO CTPaHbl 0COBGEHHOE
BMAeHue, eHcKkum B3rnag. C ogHon
CTOPOHbLI OHU BoJsiee cocpeaoTOUYUIUCD
Ha XEHLLMHaX U KEeHCKKX npobriemax,

W C OPYron CTOPOHbl OHM MO-APYyroMy B
OT/INYME OT MYXKUYUH OTHECSIUCH K 3TOMY.
KapTuHbI, CO3aHHbI€ XKEHLMHaMU-
pexuccepamu, nepenatoT peasnbHble
NUCTOPUHK, CyabObI EeHLWMH, Tpareaus
KOTOpPbIX 6JIM3Ka M MOHATHA KaK CaMuMm
aBToOpaM 3TUX paboT, TaK U BCEM UX
cooTevYeCcTBEHHMLUAM, Y3HAIOLWMUX B HUX
ceb4. 3T paboTbl NO3BOUIN BCEMY MUPY
rny6xxe, ABCTBEHHO NOHATb 6ecrpaBHoe
NONOXEHUE apraHCKUX HKEHLLKUH, MX 6O0JIb U
CTpajlaHus, KaK Io4epen, eH N MaTepen.
3710 o6uLasn 60/b MEHKIY CIOXKETOM, repoem
N pexunccepom dunbma, NOTOMy KapTUHa
peanucTu4yHa, BblpaduTtesnbHa 1 npobnema
0CTpa, rMy6iKe, TparnyHee. Pexxnccepy-
MY}KYMHE 3TO TPyAHEE BbIpa3unThb.

KpuTtnkn Pos Cagat cumTatoT ee paboThbl
6osee BblgaloWMMUCS, B OT/IMHKE OT
JAPYIUX KEHLLMH - PEKUCCEPOB UMEHHO
B PACKPbITUU EHCKOM TEMATUKN B €€
dunbmax. flocnoxka Cagat yTBEpPKAAET, YTO
OHa caMa XeHLLUMWHa 1, 6e3yC/IOBHO, Nyylle
NOHUMAET, YTO YYBCTBYET XEHLIMHA, U
MOMeT 3T0 NepeaaTb B cBOMX paboTtax. OHa
yBEpEHa, YTO pexuccypa — 3To Ta cdepa, B
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KOTOPOW HY}KHbl MOCTOSAHHbIM TBOPYECKUH
NMOUCK, N3y4EeHUE, NMPaKTUKa, ITOMY HYXKHO
NOCBATUTDL LIENYIO XXW3Hb [D].

B 2010 rogy Cagat nuweTt
N PEXUCCUPYET BTOPOM CE30H
TeneBU3nMoHHOM Apambl «Monvyanunsblii
paw». B aTOn paboTe oTparkatoTcs
npo6aeMbl MONOJIEKN B COBPEMEHHOM
obuiectBe ApraHmMcTaHa.

B 2011 roay Post Capat Bblllna 3aMyx
3a AsusyaauHa Aunbaapa, npodeccopa
Kadenpbl daKynbTeTa TeaTpanbHOro
NcKyccTBa KabynbCKOro yHMBEpPCUTETA.

JOCTUKEHNS NEPBON HEHLLMUHbI-
KnHopexuccepa Pos Capart:

2003 r. — HanucaHbl ABa CLEeHapus 1
CHAT NepBbii GUIbM «TPKU TOUKU»,

dunbm «Tpr TOUKKW» NOAYYUN
rocyaapCTBEHHbIE U MEXAyHapoaHble
Harpagbl.

2005 r. — B lOxHon Kopee cHAT
KOpOTKOMETpPaXKHbIn dunbm «OanH
3BOHOK».

2006 r. — Bblwen A10KYMEHTaNbHbIN
dunbm «Bce crtapatotcs...».

2007 r. — Co3naH nepBbIi
MHOIroCepUnHbIA adraHCKUK cepuran
«CeKpeTbl 3TOro gJoMa» COBMECTHO C
TeneKaHanom «Tosno». ATOT MHOrOCEPUMHbIN
Tenecepuan B NepBoM Ce30He COCTosAN U3
50 cepui n 6bin oTMeYeH «CneyunanbHON
Harpazon» MexayHapoaHoro ¢ectuBans B
tOxxHOM Kopee «[TycaH».

2008 r. — Pexucecunpyet Tenecepuan
«Mon4anusel pan», KOTOPbIN
TpaHcanpyeTca TenekaHanom «Tonon.

2009 r.- Pexxuccupyet KMHONEHTY «Tap
Ba 3axman.

Posa CagaT oTMeYeHa Harpagamu Ha
MeXAyHapoOHbIX KUHOGECTUBaNAX:

- Jlydwnm pexkuccep Ha KuHodectuBane
2004 .

- KuHodectuanb KenbH, lfepmaHus
2004 .

- Knnodectneanb HyHbec BO PpaHumu
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2005 .

- Ha knHodectuBane 2006 r. Tono
nob6eautenb Harpaa B 6 Kateropumsx.

- Mo6eantens Harpaabl «1y4LWni
cueHapun» B 2007 . ot OOH

- ®ectnBanb gpambl B KOxHoM Kopee
2008.

B npon3BoACTBEHHOM CeKTope
npeacTtaBieHbl ee paboThbl, B TOM Yucne
N TeNeBU3UOHHbIE ApaMbl: «TpKU TOHKM»,
«[10/TOBMHA CTOMMOCTU KU3HU», «123?»,
«Mbl - TOCTMOAEPHUCTLI», «Tap Ba 3axmMar,
«35 net cnycTa», «CEKpPEeThbl 3TOro A0Ma»,
«Monyanuebin pan».

locnoxa Capat HEOAHOKPATHO
npurnaliaeTcs B CyqenmcTso (opw)
$GMNbMOB Ha KMHOdecTUBaNAxX
rocyaapCTBEHHOIO MU MEXAyHapOAHOro
YPOBHEWN:

- MexayHapoaHbi KuHodectTuBasb B
AdraHuctaHe, 2007 r.

- MexayHapoaHbi KuHodectTuBasb B
lepmanum, 2007 T.

- KnHodectnBanb ynnyHbIX A€TEN B
lepate, 2007 1.

- MexayHapoaHbi KuHodectTuBasb B
TapunkuctaHe, 2008 T.

- MexayHapoaHbi KuHodectTuBasb B
Kabyne, 2008 n 2009 rr.

- MexayHapoaHbli KuHodecTuBasb
Uuanum «Tpetnn rmas» B 2011 roay.

-MexayHapoaHbln KUHOdEeCTUBab
6l0p0o Mo NpaBam YenoBeKa B
AdraHunctaHe, 2011 .

- MexayHapoaHbIi KuHodectTuBalb
610po Nno npaBam YyenoBeKa B Kabyne,
2011 r [6].

3anoueHue

AdraHCKue XeHLNHbI-PEXNCCepsbl B
KMHOWHAYCTPUIO CTPaHbl BHEC/IM HOBOE
BUAEHWE, HOBOE NOHWUMaHne, 0OCOBEHHbIN
*KeHCKun B3rnag. C 04HOM CTOPOHbI OHM
6onee cocpefoTO4USIUCL Ha PeasibHbIX
npo6nemax *KeHLMH, a C Apyron CTOPOHbI,

OHW MO-Apyromy, ryoérKe, HyBCTBEHHEE
B OT/INYME OT MYXKYNH OTHECIIUCH K
aToMy. KapTuHbIl, co3aaHHbIE UMK, APKO
pacKpbIBaloT MNOIOXKEHWNE EHLWUHbI B
adraHcKoMm obLecTBe, y KOTOPOro He
MOXET 6bITb ByAYLLErO, NOKa XEHLWMHa
B CTpaHe yHWKeHa, oCKopbneHa,
He UMeeT NpaBa Ha o6pa3oBaHue,
JIMieHa BO3MOXKHOCTH pa3BMBaTbCS
W peann3oBaTbCs KaK TMYHOCTb B
npodeccuoHanbHon chepe, 6biTb
CYaCT/IMBOW M BOCMNUTbIBaATb CHACT/INBOE
noxkoneHue [7, c. 71].

Poa CapaT v npogonxatenu ee gena
B chepe KnHemaTorpacdumn BHeCIU
CYLLLECTBEHHbIW BK1ag B pa3BUTHE
adraHcKoro obuiecTsa no Nyt K
JeMOKpaTn3aumu, nogHMmMas npobniemy
*eHUWmMH AdpraHnucTtaHa He TONbKO B CTpaHe,
HO M Ha MeXayHapoaHOM YPOBHE.

YrnopcTBo, HACTOMYUBOCTD,
rpaxgaHckas no3uuus, akTuBHas
aeatenbHocTb Pos Cagat cnoco6¢TBOBaNu
pa3BuUTUIO adpraHCKOro KMHematorpada,
NOSIB/IEHUIO LENOoW Nnesabl TanaHTIUBbIX
KEHLLMH-pEXKNCCEPOB, CO3aaBLUNX
peannucTUYHble KapTuHbI, OTpaxatowue
peanun adraHcKoro oéuiecTtaa.

TBopuecKas 6uorpadpua Posa Cagat
— CBUIETENLCTBO, YTO }KEHILUNHA B
AdraHuctaHe cnocobHa NPOTUBOCTONATh
naTpuapxanbHbIM 3aKOHaM, BIUATb Ha
06LecTBEHHbIE NPOLIECChI B CTPaHe U 3a
ee npegenamu [8].
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M. Kakap
T. XKypreHoB aTbiHAaFbl Ka3akK ¥nTTblK OHep AKagemusichi
(Kabyn, AyraHcTaH)

AYFAHCTAH KHHOMATOI PAOUACLIHAAFbI SHE/N TAKbIPbIEbI

AHpaaTna

byn Mmakanapa ayrFaHAbIK aMen-KMHopEXMUccepnap KMHO OHAIPICiHIH Ma3MyHbl MEH Macenenepi XeHiHae wony
}KacanfFaH; Kacibu KbI3MeTTe anenaep *KosblHblH Npo6aeManapbiH aHbiKTay, atan anTKkaHaa, KUHOMHAYCTPUS
canacblHAaFbl KepiHici Typanbl. JepeKTi )aHe KepKeM dunbmaep TakblpblNTapblHbIH, 6arnaHblCbl Kasipri
3aMaHfbl ayFaH KoFaMbl peanuinnepiHe conKkec anKkblHAaNbIM, COHAan-aK pexuccep-anenaepaid e3iHaik

WbIFapMaLbliblK emMipb6asHbIMEeH, natpuapxanibiK 4oCTYpAep CapKblHLLAFbl apKbIbl XYPiN 6TKEH KUbIH XO4bl

€HCepyAe eHep KaHe KMHO apKblnbl eNJe XaHe OAaH TbIC Xepnepae KoFaMablK NpoLecTepre MyMKiHAIriHwe
acep eTyre yMTbl/bICbl aHblKTanagbl.

Tipek ce3paep: ayraH aven-pexuccepnap, AyFaHcTaH KMHoOMaTorpadusachl, reHaepnik TEHCI3AiK, KepKeM
GunbM, gepeKTi punbm

M. Kakar
T.K. Zhurgenov Kazakh National Academy of Arts,
(Kabyl, Afganistan)

WOMEN IN THE CINEMATOGRAPHY OF AFGHANISTAN

Abstract

The aim of this article is to review the problems and content of film production of Afghan female filmmakers;
to identify challenges that women face during professional activities, in particular in the film industry.

The article considers the connection between the subject of documentary and feature films, both with the
realities of modern Afghan society, and with the actual creative biography of their authors, female directors
who have gone through a complex path overcoming the remnants of patriarchal traditions to the ability to
influence social processes in the country and abroad through art and cinema.

Keywords: Afghan female directors, cinematography of Afghanistan, gender inequality, feature film,
documentary film.
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CIIEKTAKJIb

\ 4

ART STUDIES

« KJIACCHU -
YECKAS

CUMPOHUSA »
HA MY3bIKY
CEPI'ES

| | POKOPbEBA

! Kazaxckast HauyonasnbHast AkaeMust HCKYCCTB
um. T. )Kyprenosa,
Aunmarsl, Kazaxcran

MPHTH 18.49.01

CNEKTAKJIb MUHTAA TJIEYBAEBA «KJIACCUYECKASl CHUM®OHUA» HA MY3bIKY CEPTEfl
NMPOKO®LEBA

AHHOTauMA

MuHTan Tneybaes (1947 —-2009) — BblgaloWMNCA Ka3axCTaHCKWUM pexkuccep u xopeorpad. OH paboTan

B FATOB nm. A6as ¢ 1975 no 1990 roabl. B TeyeHne NATH yKa3aHHbIX N€T — B AOMKHOCTH [MaBHOIo
GaneTmenictepa, pages 0 HEYKNOHHOM pa3BUTUM GaneTHoM Tpynnbl. O CBOUX TBOPYECKMUX MOUCKAX,
OTHOLLEHMU K Npodeccun n npobremax xopeorpadmnyeckoro UCKyccTa TneybaeB BbICTyrnan B Npecce v

Ha KoHdepeHUMsax B KoHLe 1980-x. OH nogHMMan BONPOCHI 0 NPU3bIBHOM BO3pacTe MOJIOAbLIX aKTePOB
6aneTa, 0 CIOXHOCTU OAHOBPEMEHHOr0 BefleHNst 6aneTHOro M ONepHOro peneptyapa OgHUMU U TEMU XKe
UCNOSTHUTENAMM, O XKUMULLHBIX NpobaemMax 4na apTMCToB. baneTMencTep TakKe paccyxjan o Heo6xoAUMMOCTH
O6LLEHNS C KoNneraMu U3 LeHTPanbHbIX TPYMM, YTO COBETCKUM NepudepuinHbiM TeaTpam BaxHO 3HaKOMUTLCA
C UCKYCCTBOM 3apy6exHbIx MacTepoB. Tneybaes cuuTan, 4To Heo6x0AnMOo 6oNiee aKTUBHO obpaLlaTbes K
$ONBKIOPHBIM NIacTaM 0TEHECTBEHHOW KYNbTYpbl, 4TO KMBOTPENeLLyLlen NnpobaeMon aBnseTcs co3jaHune
HauuoHanbHbIXx 6anetoB. Bonpockl, nogHUmasLwunecs pexuccepom 30 net Hasag, akTyasbHbl U CErOAHS,
HECMOTPS Ha UCTEKLUNE HYeTBEPTb BEKA U CMEHY 3MOX.

1970-80-€e rogbl B FATOB MM. A6as oTMeYeHbl TBOPYECKMM NOgbEMOM — paclInpuncs peneptyap,
NOSIBUINCH APKMUE apTUCTUYECKUE MMeHa. HOBOe BpeMs B Ka3axcKom 6aneTe 6b1710 0603Ha4YeHo
coYyeTaHWeM PasnnYHbIX CTUIEBBIX HanpaB/ieHW, 0OCBauBanuCb HaLMOHaNbHasa U COBPEMEHHAsA TEMaTUKH.
Be3ycnoBHo, KaK rnaBHbIN 6aneTMmenctep Theybaes Obl1 3aMHTEPECOBaH B 06GHOBNEHUW penepTyapa v
3KCMNEepPUMEHTaTOPCKUX HoBaLmaX. B KoHue 1980-x oH nocTtasun «Knaccuyeckyto cumboHuio» C. NpokodbeBa
(1987), «MpouiaHue c MNetepbyprom» U. LUTpayca-cbiHa (1988), «Jamy ¢ kamenusamu» . Bepan—B.

MwunoBa (1989), 0TMe4YeHHble BbICOKON ICHOCTbIO My3blKasbHOro NePBOMCTOYHUKA, 06yCnaBIMBatoLWEro
COOTBETCTBYIOLLMI CTPOW Xopeorpaduryeckoro a3bika. CneayeT nogpo6HO OCTaHOBUTLCA Ha BaneTe
«Knaccuyeckas cMMdOHUS», TaK KaK Ha CerofHAWHWUM AeHb OH OCTasICA 3a paMKaMu 6aneToBeayecKmx
M3Y4eHU U B JaHHOW CTaTbe BNepBble BOCCTaHaBIMBAIOTCS yTepsAHHbIE BpeMeHeM daKTbl.

KniouesBble cnoBa: MuHTan Tneybaes, xopeorpad, 6anetmencrep, pexuccep, FATOb nm. Abas,
Knaccuyeckaa cumdonus, Npokodbes, 6anert, Teatp
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BBepeHue

3a Bcto uctoputo NATOB nm. Abas
NPOKOMbEBCKME MENOANN NNLLb TPUMHKAbI
3BYy4Yanu Ha ero cueHel. BnepBble K
€ro My3blke obpartusncsa xopeorpad
3. Pai6aeB?, nocTaBUBLUNN AETCKUI
6anet no cMMMOHNYECKON CKa3Ke
«[leta n Bonk» B 1979 roay. 3atem 6bina
«Knaccunyeckasn cumoonus» B 1987 roay B
xopeorpaduyeckon Bepcun M. Theybaesa.
M B 2010 roay anMaTtuHLbl yBUAENN
«Pomeo n [KynbeTTy» B MNOCTaHOBKE
0. MNpuropoBuya — €AMHCTBEHHbIN
13 ceMun 6aneTtoB KOMMNo3uTopa. XoTs
C. NpoKkodbeBa MHOroe cBA3bIBAET ¢ AnMa-
AtoRn, Kak 1 M. 3ouleHKo, H. Cau, I. YnaHoBy,
0. 3aBaackoro, C. An3eHLlTeNHa U MHOTUX
[PYrvx BblAaoWMUXCs JIMYHOCTEN COBETCKOM
KynbTypbl. B roabl Benvkon OTe4ecTBeHHOM
BOWHbI OHM Haxoaunucb B AniMa-Ate B
3BaKyaluuu, KoTopas npegoctaBuia UM
BO3MOHOCTb MHTEHCMBHO TBOPYECKM
TpyauTbes. 3aeck C. NMpoKkodbeB npoaosxKan
paboTaTb Haj 6aneTom «30MyLKa», Haj
My3bIKOM 415 K/ C. An3eHLwwTenHa
«MBaH [Po3HbI», Haa onepon «BoiHa n
MWpP», @ NOCNe 3HAKOMCTBA C Ka3axCKOM
TpaguLUMOHHOM MY3bIKOM [IaXKe Ha4van
co3aBaTb JIMPUKO-KOMUYECKYIO onepy «Xan
bysalt», 0CHOBaHHy0 Ha TPaaULIMOHHOM
donbKiope. Notomy 661710 6bl TOrMYHbLIM
3BYy4aHue onep 1 6anetos C. [MpokodbeBa
Ha cueHe ATOb nm. Abas B 6onee

1 ITomumo mocraHoBok Ha My3bIky C. IIpoxodnesa
B 'ATOB um. AGas, onu ocymiectisutiuck B TATT PK (panee
«Mononoii 6aner Anmma-Atel»). Cpenu Hux 6anetsl «rpok»
B. MsrkoBa Ha My3bIKy CIOUTHI «UeTbIpe mopTpera U pas3BsizKa»
(1978), «bmymmsni cer» M. Mypamaa (1978), «Cxudexas
crouta» b. AtroxanoBa (1990, 2017) u xopeorpaduueckue
MHHHATIOpH! B TocTaHoBKe b. Aroxanosa «CieHa y GankoHa»
nu3 Oanmera «Pomeo u Jhxymeerran (1965), «Bamsc Haramm
PocroBoii» Ha My3bIky H3 omepbl «BoiliHa m Mup» (nara
HEeM3BEeCTHA), «3BE3IHBII Bajbc» U3 Oanera «30iymika» (gara
nHemnsBectHa). Ceronus B KaszaxcraHe cymiecTByer Takxke Oaner
«Pomeo u JIxynberra» B nocraHoske L. Xroma B I'TOb
«Actana Omnepa» (2013).

2 3aypbek Mynnaranuesnu Paiibaes (1932-2011)
— wHapomublii aptuct Ka3CCP, OanermeiicTep, KOTOpBIii
npopaboran Oonee 40 ner B IATOB um. AbGas. Cuuraercs
OJTHUM U3 BbLAArOIIMXCs Xopeorpados Kazaxcrana.

06beMHOM popMarte, YeM cenyac.

MeToab!

B HanncaHwum ctaTbm 6bIN UCMONb30BaHbI
APXMBHO-U3bICKaTENbHbIM METOA N METOS
WMHTEPBbIOMPOBAHUS.

OAuckKyccun

KaK n3BecTHO, ye CO CBOEro
aunnomHoro MNepBoro GopTenmMaHHoro
KoHuepTa (1912) C. MpoKodbeB sBMN
cebs Aep3K0 HOBATOPCKMM, aBaHrapaHo
MbICSILLMM KOMMNO3UTOPOM. EFo My3bIKy K
6anety «Ana v Jlonnuin» («CkudcKas croutar,
1915) He pelwwnncs B3aTb B penepryap
«PyCCKMX Ce30HOB» flaXKe NNIOOUBLLINA
anatnpoBaTtb nNy6nuky C. Aarunes. B MOMeEHT
paboTbl Haj MepBon cumdoHmnen B 1916—
1917 roabl Bce oxmnaanu ot C. lNMpokodbeBa
KaKOoW-TO CBEPXCOBPEMEHHOW NapTUTYPbI.
Ho oH cHOBa yanBwn Ny6nuKy, Hanncas
«Knaccuyeckyto cumboHuio» (cou. 25). Ee
nepBoe UCMNONHEHWE Mo PYKOBOACTBOM
aBToOpa cocTosnock 8 anpens 1918 roga B
MeTporpage [1, 579 c.]°. YeTblpexyacTHas
3HEepruyHas pe-maxopHas cumdoHUs
(Allegro, Larghetto, Gavotta: Non troppo
allegro, Finale: Molto vivace) no xapaktepy
61n3Ka noéumomy C. MNMpokodbeBbIM
ranaHOBCKOMY CTWU/IO — BECEIOMY,
ONTUMUCTUYHOMY, KUSHEYTBEPHKAAIOLLEMY.
HasBaHue ee BO3HMKII0 «M3 030PCTBa,
4TO6b! “NOAPasHUTL rycen” 1 B TaMHOWM
HaJexae, YTo B KOHEYHOM cyeTe 0Obirpato
f1, €C/IM CUMOHUS TaK KacCUYECKON
W OKaxeTcs» [1, ¢. 564, — KaK no3xe
BcrnomuHan C. Npokodbes. OgHaKo yxKe
Torga ABaALaTULIECTUAETHUI KOMMO3UTOP
HamMeTuN B HEM TaKWe HOBble 0COB6EHHOCTH
MY3bIKa/IbHOI0 CTWUISA, HTO MO3MKE KPUTUKHM
Ha30BYT CUMOHUIO OAHUM U3 NEPBbIX
HEOK1TaCCUYECKMX COHUHEHWI.

3 JI. MuxeeBa yka3bIBaeT Apyryto nary — 21 anpens
(cM. Muxeesa JI. Knaccuueckas cumdponust // Kenurcoepr A.
K., Muxeesa JI. B. 111 cumdonnii. CI16: Kynsr-undopm-npecc,
2000. C. 579.
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Komnosutop Hanncan ceMb 6aneTHbIX
naptutyp. Ho 1 MHOrMe apyrue ero
npoun3BeaeHns TaHueBanbHbl. OHK
ABNAIOT CO6OM CUHTETUYHOCTb, BbIPOCLLYHO
«Ha OCHOBE My60KOro U rMbKoro
B3aMMOMPOHMKHOBEHMS TeaTpasibHOM U
WMHCTPYMEHTanbHOW cdep ero TBOpYeCTBa»
[2, c. 298]. Xopeorpad, cnylias ux, MoxeT
npeacTaB1Tb M MOCTaBUTb PA3BEPHYThIE
6aneTHble CLUEHbI.

Pucynok | — Muntaii Tney6aeB Ha perneTHLHH.
Anma-Ara, 1976

Hapo 0TMEeTUTb, Y4TO M3HavYanbHO My3blKa
MepBon cMMdOHMM HE NpeaHa3Havyanacb
C. lMpokodbeBbIM AN15 TaHLA. XOTS U
OHa cofieprKasia JaHCaHTHbIe KaHpbl
(monoHe3, MeHyaT, raBoT). Buammo,
noatomy «Knaccuyeckasi CUMbOHUSA»
OYeHb BbICTPO Halla CBOU Pa3fnyHble
xopeorpaduryecKkne BonIoLeHUsa —
NOYTW1 B OMH rofIoc Bce GaneTtMencrepsl

68

YTBEPXKAANN €€ CKBO3HYIO TaHLLEBAIbHOCTb,
PUTMUYHOCTb M NOJIETHOCTbL. Bnepsble B
1931 roay B Teatpe [luranb» B Mapurke
«Knaccuryeckyto cuMbOoHMI» NocTaBul
xopeorpad T. ChaBUHCKMI COBMECTHO C
XyAOKHMKOM M. JlaproHoBbIM®*, B KOHLIE
1930-x rogoB b. bapTosnMH noctaBmn
cuM@OHUIO Ha Tpynny «baneT toHOCTU»
B [Napue. B JIeHWHrpage noctaHOBKY
MNepBon cumboHnM ocylecTsmn B 1961
roay K. bosipcknin Ha cueHe MAJIEIMOTa.
MHTepnpeTaumto «Knaccmyeckom CMMOOHUM»,
NPUOBGPETLLYIO 60JIbLLIYIO NOMYSPHOCTb M1
nayLyo no cen aeHb, cosaan B 1966 roay
J1. NNTaBpoBCKKMi. 3TO Gbina ero nocneaHsas
dyHOameHTanbHasa pabota, KoTopas Bollna
B penepTtyap MOCKOBCKOIo akaleMMU4YeCcKoro
xopeorpaduyeckoro yannuiia® (PucyHok 1).
banetmencrep I Anexkcnzise B
rogbl 06y4yeHuns y Hero M. TneybaeBa B
NIEHUHrPaACKON KOHCEpPBATOPUKM CTaBWI
6anet C. NpokodbeBa «CKUPCKas cromnTar
(1969) ang Tpynnbl MapumnHCKOro TeaTpa,
a TakKe «Knaccuyeckyto CUMbOHUIO» B
BunbHIOCCKOM TeaTpe onepbl 1 6aneta
(1972) 1 Teunmcckom TeaTpe onepbl 1
6aneta nm. 3. . Manvawswnnun (1973)
[3, c. 161]. My3bikoBeq 3. C. bapytyeBa
nucana, 4to Anexkcuase «c yamBuUTeNbHbIM
MacTepCTBOM U HECKPbIBAEMbIM
XY[OXECTBEHHbIM HacnaxKaeHNeM noBToOpuI
nyTtb lNMpokodbeBar [4, c. 82], noctaBuB
6aneT o NpasgHU4YHOCTH, BO3BbIWEHHOCTH,
rPaLMO3HOCTU KITACCULIMCTCKOro UCKyCCTBA.
Cneayst «030pCTBY B NapTUTYpPE», OH
«030pHMYas» U Ha cueHe. baneTmencrep
no-cBoemy Mor «“BTopuTb” 06LLen opme,

4 B rtakoMm coro3e oHM yxke paboramu B 1921 romy
Hay 6anerom C. IIpokodreBa «Ckaska Ipo MIyTay ISl TPYIIIBI
«Pycckoro Ganera Jlsrunesay.

5 Kcraru, «Knaccuyeckass cuMpOHUSD» YUCIUTCS HE
TosbKO B penepryape MIAX. B mae 2016 rona cunamu AXY um.
A. B. CenesneBa Ha otueTHOM KoHIepTe B TATOB um. AGas ona
Obu1a nokaszana B xopeorpaduu JI. M. JIaBpOBCKOTO M pelakIiuu
M. JI. JlaBpoBckoro. B ntone 2017 rona yuammuecs APB um. A.
S1. BaraHoBo#i UCIIONHUIHN ATOT ke OaneT B nmocranoBke H. M.
Iuckapuaze Ha cieHe MapHMHCKOTO TeaTpa Takke B paMKax
€KETOIHOTO OTYETHOTO KOHIIEPTa AKAaIEeMUH.
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“BKYCHbIM” KagaHcam» cMM@oHuu [4, c. 82].
Xopeorpaduyeckyto paHTasuto . Anekcnase
Oyannv akLEHTUPOBaHHas ynpyras putMuKa
MY3bIKM1, pa3MallnUCTOCTb MENOANYECKMX
CKa4KoB, N YeTKas «OUCCEPHOCTb» MESTKMUX
AnuTenbHocTen. Taknm 06pasom, MOXKHO
roBOPUTb O TOM, 4YTO M. TneybaeB, BUAEBLLMN
nocTtaHoBKy [. Anekcunase, pelumn co3aatb
cBov napadpas «Knaccuyeckon cMMQPOHUN»
Ha cueHe TATOBb nm. Abas. OH paccKasbiBan
0 mMy3bike C. lMpokodbeBa: «MHe CnbILnTCS
B HEW BEYHO MOJI0Aast XXM3HEPa0CTHOCTb,
Bece/bl, BpEMEHAaMWN MPOHUYHbIN TOH. OHa
KaK Obl BOCKpeLLaeT BO MHE BOCMOMUHaHUSA
0 Janeknx BpemeHax QUM 1 HanyapeHHbIX
napukos» [5, c. 3]. M. They6aeB paboTan
HafJ aHaIM30M NapTUTypbl B JlIeHNHrpage

co cBouM nepgarorom O. M. bepr. UMeHHO
Torga y Hero BO3HWKI/Ia MblC/lb CO34aTb Ha
My3blIKy C. lpokodbeBa 0[IHOAKTHbIM 6aneT.
M TonbKo yxKe 6yayyn 3pesbiM xopeorpadom
OH CMOT BOMJIOTUTb MEYTY IOHOCTU. M.
Tney6aeB nNpuBHEC B 6aneT UCKPSALLMICA
IOMOp, UFPUBYIO TaHLIEBASIbHOCTb,
rPOTECKOBbIE LITPUXK, 6E3YAEPHKHOCTb
3a0pa, OTTaIKMBasiChb OT MPOKODLEBCKOM
My3blKKW. Bynat AtoxaHoB BCnomMuHarn: «f emy
CKasaJl KaK-To: “HuKoraa He npeHebperamn
TOW MY3bIKOW, YTO HAc KOPMUT B 6aneTte —
370 Knaccuyeckas”. Ero “Knaccuyeckas
cumoonuna” C. TlpokodbeBa — 3TO NpUMeEpP
J06ponopsaoyHOro xopeorpada, KoTopbi
3HaET TOSIK B My3blKe, 06/1ajaeT BKyCOM,
BnafeeT cuTyaumemn» [6] (PucyHoK 2, 3).

Pesynbrartbl

O cnekTakne M. TheybaeBa coxpaHuiacb
TOJ/IbKO HEMHOIOCN0BHas NporpamMmma K
6aneTy ¥ BOCTOPXEHHbIE BOCMIOMUHAHUS
HUcnonHUTenen n o4eBuaLes. B
CYLLECTBYIOLLIEW NUTEPATYPE® CNEKTAKIO
«Knaccmnyeckon cmMdOHUU» MNOCBSLEHO

6 CMm. JKymaceumosa I CrpaHHIBI Ka3aXCKOTO
6anera. C. 35; Kpemep JI. M., Vpasearuesa A. U. Tlpounoe
M HacToslee Xopeorpaduueckoro HcKyccrBa KasaxcraHa.
Anmarsl: Kazl'ocXKenITVY, 2009. C. 44; Cniacu6o, Macrep! C. 24.

C. MPOKOMBEB

KEJACCHYECKAA CHM®OHHA

Aupurep — P. CAJTABATOB, HapoaHbIi apThCT
Tatapckoi ACCP

Banetmencrep-nocraHoswmk — M. TINEYBAEB, 3acnyeHHbIH
Aestens uckyccts Kasaxckoin CCP, naypear npemun
JleHuHckoro komcomona Kazaxcrana

Accuctent Banetmeiictepa — P. BAKCEMTOBA, HapoaHas
aptucria Kasaxckon CCP, naypeat BcecorosHoro
KOHKypca apTucTos 6anera

XynowHuk — JI. KYXKENb

AEACTBYIOLUME JIMUA U UCMIONHUTENM: |

AUPUIKEP — A. 3aBsapos, b. Cmarynos, M. Tykees
BEZYLLME — A. Ackap6 1. N, L. My
T. Tytku6aesa, M. Agbip T. Hyp
A. Hycynos, i. Ty6onbues
OPKECTP — J1. Akbin6ekoBa, I'. Bekcembunosa,

T. Bynrapuesa, O. Bons, C. ¥{ymaprosa,

A. Xymaranuesa, M. Kapakynoea,

H. JNlukyuesa, J1. Makapuesa, P. Maxmypaosa,
A. Oraposa, C. Paxmerosa, JI. Cmarynosa,
P. Tynerenosa

C. Ackap6 , B. Bor 14

A. Becrembaes, A. Bypkur6aes,

A. Bucembunos, C. F'oHuapos, A. 3aBapos,
. Kapramsicos, T. Hypkanues, M. Tapnasos,
M. Tykees, C. Ty6onbues, K. Yyxeros,

A. Waxauos, P. LUugnosckac

Banetmencrep-penetutop — U. MAHCKAS, HapoaHas
apt1cTka Kasaxckon CCP

KoHuepTmeiicrepsi:
B. TAJTAHUEBA, 3. }YXYBAHOBA, C. TULLLEEHKO

Cnekrakns BegyT:
. AAHUITUHA, C. TACBIBAEBA, L. YYPUHA

Pucynok 3 — Ilporpamma k 6anery «Kmaccuueckast
cumdonnsi». [TocraHoBLUMKH W HcnosHuTes . 1987

JIMLLb HECKOJIbKO CTPOK. [onbiTaemcst XoTs
Obl YaCTUYHO BOCCTAHOBUTb CBEAEHMS O
6anerte. Ero noctaHoBKa 6bl/la paccynTaHa
Ha KaMepHbI coctas conucTtoB. M. Theybaes
NCMoNb30Basn [J1si CNeKTaKIA TPK HYacTu
CUMPOHMM (NepPBYIO, BTOPYIO U YETBEPTYIO).
Cpenv OEUCTBYIOLINX NULL, 3HaYaTC:
OMpuKep, Beaylune, opkectp. banetmencrep,
HanucaB CO6CTBEHHOE IMBPETTO (KOTOPOE He
COXPaHWU/IOCh), BBEJT CIOXETHYIO JIMHUIO UK
KOHTeKCT. CoeprkaHue ObIS10 cneayloLlee:
apTuCTbl 6aneta n3obparkanu gupuxKepa 1
pasHble rpynnbl MHCTPYMEHTOB OPKeCcTpa —
OHM KaK 6yaTo 6bl UCMONHANN CUMODOHMIO,
BOCMPOM3BO/S XM3Hb OPKECTPa BO BPeEMS
BbICTynneHus. Kak Korga-to y I. Anexkcmase

B €ro KamMepHbIX Beyepax «B KayecTBe
ClOXKeTa BbICTynanu caMmu My3blKa ¥ TaHeL,
0600LeHHbIE XopeorpadrnyecKkne aHanoru
MY3bIKW, MOAYEPKHYTO TeaTpan30BaHHbIe
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TnasHeit gupsxep — P. CAJTABATOB,
HapoaHeIi apTuct Tatapckon ACCP

FnasHeik pexuccep — B, JOCBIMXAHOB,
HapoaHein apTuct Kasaxckoi CCP, naypear
Focyaapcteentbix npemuis CCCP u Kazaxcios CCP, npodeccop
Fnasueii Banetmericrep — M. TNEYBAEB, sacnymeHHsii
Aearens ucikyccts Kazaxckon CCP, naypear npemun

JleHuHckoro komcomona Kazaxcrana

MnasHii xy soswHur — F. HCMAMIOBA, 3aCNyMeHHBIH
npestens uckyccte Kaszaxckoid CCP

InaeHeiit xopmerictep — B, MAMAHBAEB, sacnysxeHHbIi
neartens uckyccts Kasaxckon CCP, npogeccop

Hauano yrpennux cnekraknen 8 11.30 vac.,
sevepHux —— B 19.30 vac.
Haces pabotaer ¢ 10.00 ao 19.30 uac.

anHMMaJOTCSI KONNEeKTHBHLIE 3aABKM.

Llexa 5 kon.

r. A-Ata, 7. Of, 3. 23232000, 15.10.87

MMHHUCTEPCTBO KYNbTYPbl KABAXCKOW CCP

KA3AXCKWHA rOCYAAPCTBEHHLIH OPAAEHA NEHWHA
AKAQEMHUYECKMHA TEATP OMEPbI M BAJSIETA
umeHn ABAS

NOCBAUWAETCSH 70-NTETUIO BENMKOW
OKTAEPLCKOH COUMANMCTHYECKOH
PEBONOLMH

r. CBUPMO OB

MATETHYECKAA OPATOPHA

ANA BACA, CMELLAHHOIO XOPA
4]
BONbLUIOrO CUMDOHUYECKOTO OPKECTPA

Cnoea
Bnagnumupa MASIKOBCKOTo

C. MPOKOMLEB

KNACCHYECKAA CHMdOHHA

OAHOAKTHbIA BaneT Ha My3biKY CUMDOHMM

JuBpetro M. TNIEYBAEBA

ANMA-ATA, 1987
L x‘ VLAl m.vi.z-»s\,' At

Pucynox 2 — Ilporpamma k 6asnety «Knaccuueckast cumdonusi». 1987

[IENCTBa, Bblpa3uTesibHble MOHOOMM» [4, C.
30]. Mpu 3TOM xopeorpad, Kak BCNOMMUHAN
ncnonHuTenb naptum Jupuxkepa Mypat
TykeeB, «coxpaHuni GopMbl KITaCCUYECKOTo
6aneTHOro CreKTak/s ¢ conucTamu-
[ABOMKaMM, YeTBEPKaMM, BOCbMEPKaMM.
MNepBas YyacTb — o6LLas A1 BCEX apTUCTOB,
y AnpuKepa 6binn coNbHble TaHLEBaNbHbIE
¢parMeHTbl. Bropas 4actb — agaxkumo

ans AByx nap. TpeTbs YacTb (YeTBepTas

13 cuMbOoHUn) — Kofar [7]. OCHoBOM
6aneta Cnyxui KacCU4ECKNn TaHeLl, U
NaHTOMUMHbIE [1IBUXKEHUS (Hanpumep,
nnactuka Aunpukepa, KOTopbIi MHOrAa

MOr rnonagatb B KOMUYECKUE CUTYaLINK

WM BBOAMTb B HUX apTUCTOB). KoCTioMbI B
odopmneHnmn xynoxHuka J1. Kyxenb 6binn
CTaHAApPTHbIMKU 419 6aneTa — y My>K4YuH
KOMETbI U TPUKO, Y XKEHLINH — [VIUHHbIE
nayvkKu.
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lynbxaH TyTKMbaeBa paccKkasblBana:
«f1 NpUHUMana y4acTue B POXKAEHWUN
CMNEeKTaK/1s Kak apTUCTKa 6aneTa. 31o 6bi1a
WHTEepecHas paboTta. Mbl convpoBanu ¢
BaxbITkaHoMm CmarynoBbiM. Beceraa LieHHO
W TPENEeTHO, Korda Ha Tebs CTaBAT HOBYIO
xopeorpaduio. Cama 3aflymKa, HAaCKOJIbKO
1 NOHWUManNa Toraa Kak UCNoJSIHUTENbHULA,
3aK/to4anach B UHTEprpeTaLmm
“Knaccuyeckon cMMQPOHUN” Ha GaneTHbIN
A3bIK. Mbl ONIMUETBOPSANIN UHCTPYMEHTbI,
nx o6pa3sbl. OQHO 4eN10 MOKa3aTb KU3Hb
OpKecTpa, Apyroe — cyTb CUMPOHUN. Mbl
KaK ByATO Obl/I MUHCTPYMEHTAMM UM MOXKET
ObITb Jae HoTaMu. To eCTb MO KOHUEeMNUUK
M. Tney6aeBa apTUCTbl 6aneTa o4yLLIeBsIn
MY3bIKY Yepes XopeorpaduyecKmii A3bIK
(KypcuB mon. — /1. Y.) HeTBepTyto 4acTb
Mbl jaXKe BO3U/IN B paMKaXxX KOHLEPTHOWM
nporpamMmmsbl Ha OTKpbIBLIMKCA B 1991 roay

Central Asian Journal of Art Studies N4 2017



Pucynok 4 — Munraii Tnebyaes Ha peneruiyan. Anva-Ara,
1980-e

MexayHapoaHbIM TeaTpalbHbIn GpecTnBalib

“Manbta”. TaHueBanM Ha OTKPbLITOM BO3ayXe
Ha lepeBSAHHON cUeHe Ha 6epery Mops. 310
6b1510 3g0poBo [7].

3aknoueHue

Taknm 06pa3om, MOXKHO caenaTb BblBO/,
YTO OAHOAKTHbIM BGaneT M. TneybaeBa elle
wen B 1991 roay, npeacrasnss nyonnke
€ellle OAMH LeaeBp TBOPHECKOrO ropeHuUs
KazaxcTraHcKoro xopeorpada (PucyHok 4).
C. lMpokodbeB, HaNUcaB YETBEPTYIO YacTb,
«3a4ePKHyN NePBYO BEPCUIO CO BCEMU €€
MaTtepuanaMmm u COYMHUA HOBYIO, ...4TOObI
B HEWN OTCYTCTBOBA/IM MMHOPHbIE aKKOpAbI»
[4, c. 564]. Takon PUHaN — UCKPALLMMCS
N CTPEMUTENbHbIN, KaK 1 NepBas 4acTb,
BO3Bpalllan 3puUTens K «6e30CTaHOBOYHOMY
KpyeHuto» [9, c. 580 ]. Xopeorpaduyeckas
JIEKCUKA CMNEKTaKNSA He NOBTOPSIa My3blKY,
a camocCTosITENbHO pa3BMBanach B
CMM@POHNYECKOM TaHUe. ApTUCTbI Haneta
BOOXHOBEHHO TaHLEBasM, X UCMOSTHEHME
ObI/10 «OAyXOTBOPEHHbLIM, AMOLIMOHANbHbIM,
06pasHbIM, YTO TOYHO COOTBETCTBOBAJIO
My3bIKE, 3ByYallen B OPKECTPE, KOTOPbIV
pykoBoaun aupuxep P. Canasatos» [10, C.
24].

Mpembepa 6aneta M. TheybaeBa
cocTosiiack 6 HosI6ps 1987 ropa B FTATOb
M. Abas. B Hel 6bi1n 3a4eNCTBOBAHbI
BeayLMe apTueTbl Tpynnbl’. Cynpyra

7 b. Cwmarynos, M. TykeeB, A. Becrembaen, A.

6anetmencrepa C. TuiLEHKO BCNOMMWHAnNa,
yTo I. AneKcurase npuesrkan Ha NpemMbepy B
Anma-Aty, Npuas B BOCTOPI OT MOCTaHOBKM
CBOero y4eHuKa, ogobpus ee [10].

Bypkurbaes, B. Tonuapos, T. Hypkanues, JXX. Kaprambicos,
. Tyoonbues, I. Tyrkubaesa, A. AckapOexosa, JI. Jlu, III.
MycaxanoBa, I. Bynrapuesa, JI. Makapnesa, P. Tynerenosa, A.
Kymaranuesa, M. KapakysoBa u apyrue.
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A. 4. Ypa3bimGeToB
T. K. KypreHoB aTbiHAarbl Ka3ak yiTTblK 6HEP aKaAeMUSChl,
Anmarsl, KasakctaH

CEPFEH NPOKO®bEBTIH MY3bIKACbIHA MUHTAN TNEYBAEBTbIH «K/IACCUKAJIbIK CUM®OHUA»
CHEKTAKJI

AxpaTna

MbiHTan Tiney6aeB (1947 —2009) — Ka3aKTbIH TaHbIMan pexuccepbl XaHe ae xopeorpadsl. On 1975
*blngaH 6actan 1990 xbinFa geniH Abawn atbiHaarbl MAOBT »yMbic icTeai. AtTanFaH 6ec Xbin iwiHge — 6ac
6aneTMencTep 6aneTTiK TpynnaHblH TYpaKTbl AaMyblHa 6ap KywiH canabl. M. Tineyb6aeB WblFapMallbliblK
onblHAaFbl i3aeHicTepiH 1980 xblnaapablH aafblHa Kapan KentereH 6acnacesaepae, KoHbepeHumanapia
63 MaMaHAblFblHA, AFHU xopeorpadusanbiK eHepre 6annaHbICTbl Macenepai keTepin, e3 NikipiH 6ingipai. On
6aneTTiH }ac aKkTep/epiH Kabblngay }acblHa, coN opblHAayLWbINapAbliH 6aneT neH onepa penepTyapbliHbiH,
6ip yaKbITTa eTKi3iny KypaeniniriHe »xaHe apTiCTepdiH TYPFbIH YW MacenenepiHe 6annaHbICTbl CypaKTapabl
KeTepai. baneTmencTep coHaamn-aK opTanblK TpynnanapablH, opinTecTepiMeH cennecy KaxKeTTiniri Typanol
YOHe [ie 6YN KEHECTIK nepudepusanbliK Teatpnap YWWiH weTen webepnepiHiH eHepiMeH TaHbICy MaHbi3abl
€KeHiH anTTbl. Tineybaes ilWKi MoaeHMETTIH GONbKIOP/bIK KabaTTapbiHa 6eCeHAiNIK TaHbITy KEPETIriH, 6y
YATTbIK MBAEHUETTIH XKaH4aHyblHa, COHbIMEH KaTap YATTblK 6aneT KypyFa YIKEH blknan TUri3eTiHiH aTan
KeTKeH 6onatbiH. Pexuccepain 30 Xbin 6ypblH KETEPreH Maceseci 6TKEH WMPEK FacbIPAbliH XKoHe Ae AayipaiH,
e3repyiHe KapamacTaH, 6YriHri TaHFa AeniH KeTin oTbIp.

1970-80 K. blngapaaH 6epi A6an atbiHaarbl MAOBT LibiFapMallbliblK epieyaeH eTTi — peneptyapnapsi
KEHEWIN, }apKblH KBPKEM aTaynap nanga 6onabl. Kasak 6aneTiHae »aHa yaKbIT TYPAi CTUNbAIK 6afFbiTTapabiH
yWinecimimeH 6enrineHai, ynTTbiK }XoHe 3amaHayu TaKblpbliNTap MeHrepingi. 9puHe, 6ac 6anetTmencrep
Tney6aeB penepTyapnapiarbl }XaHanblKTapabl XaHapTyra myaaeni 6onatbiH. 1980 xblngapablH COHbIHa Kapaw
on MpokodbeBTiH «KnacukanblKk cMMPOoHUsACHIH» (1987), U. LLUTpaycTbiH «CaHKT-MeTepbyprneH KoLTacyblH»
(1988), xx.Bepan—B. MunoBaHblH «amMy ¢ Kamenusicbl» (1989) KonnbluMaapbl xopeorpadusnbiK

TiNAIH TUICTi KYPbINbIMbIH @HbIKTaUTbiH MY3blKasiblK 6acTanKkbl KO34iH *KoFapbl anKblHAbIKNEH 6enrinexHai.
MyHaarbl «<KnaccuKkanblk cuMboHMa» 6aneTiHe ToMbIFbIPaK TOKTaNy Kepek, eMTKEHi BYriHri KyHi 6yn 6aneTTik
3epTTeynepaiH WeHbepiHeH WbiKnagbl })XoHe 0Cbl MaKanaa *KofanfaH AepeKTep KannblHa KenTipingi.

Tipek ce3paep: MbiHTal Tiney6aes, xopeorpad, 6anetmencrep, Aban atbiHaarbl MAOBT, Knaccukanbik
cumooHus, NMpokodbes, 6anert, Teatp.

Damir Urazymbetov
T. K. Zhurgenov Kazakh National Academy of Arts,
Almaty, Kazakhstan

THEATRICAL PERFORMANCE OF MINTAI TLEUBAYEV “CLASSICAL SYMPHONY” ON THE MUSIC BY
SERGEY PROKOFIEV

Abstract

Mintai Tleubayev (1947 -2009) — an outstanding Kazakh director and choreographer. He worked at The
Abay Opera House from 1975 to 1990. Tleubayev has spoken about his creative search, attitude towards the
profession and problems of choreographic art in the press and at conferences in the late 1980s. He raised
questions about the age of recruitment of young actors of the ballet, the complexity of the simultaneous
conduct of the ballet and opera repertoire by the same performers, and housing problems for artists. The
choreographer also talked about the need to communicate with colleagues from the central troupes that it is
important for Soviet peripheral theaters to be acquainted with the art of foreign masters. Tleubayev believed
that it was necessary to apply more actively to the folklore layers of Russian culture, that the burning problem
was the creation of national ballets. The questions raised by the director 30 years ago are still valid today,
despite the past quarter century and the change of epochs.

1970-1980 in Abay Opera House marked a creative rise — the repertoire has expanded and bright artistic
names has appeared. New times in the Kazakh ballet was marked by a combination of different style
directions, national and modern themes were mastered. Of course, as the chief choreographer Tleubayev
was interested in updating the repertoire and experimental innovations. In the late 1980s, he staged
Prokofiev’s “Classical Symphony” (1987), “The Farewell to Petersburg” by I. Strauss-son (1988), “The Lady
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with the Camellias” by J. Verdi-V. Milov (1989), marked by high clarity of the musical primary source, which
determines the corresponding structure of the choreographic language. It is necessary to dwell in detail on
the ballet “Classical Symphony”, as today it remained beyond the scope of ballet studies and the lost facts
are restored for the first time in this article.

Keywords: Mintai Tleubayev, choreographer, choreographer, director, Abay Opera House, Classical
Symphony, Prokofiev, ballet, theater
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Akhmataliyeva G.T. '
'School Ne 18 by A.Kurmantayev
(Turkistan, Kazakhstan)

INNOVATIVE PROCESSES IN EDUCATION

Abstract

NNOVATIVE
PROCESSES IN
DUCATION

The article is considered different correlations of traditions and innovations provide cultural scientists with

a basis for classifying societies into traditional and modern. In traditional societies, tradition dominates
innovation. In modern - innovation is the basic value. The same society can go through different periods. More
recently, the terms «innovation», <innovation process» in the domestic pedagogical literature are almost never
used. Today the situation is different. And although the interpretation of the content of these terms in different
works has signi ficant differences, they are already used very widely.

Keywords:

Introduction

The modern concept of «education»
is associated with the interpretation of
such terms as “training”, “education”,
“development”. However, before the
word “education” became associated
with enlightenment, it had a wider
sound. Vocabulary terms refer to the
term “education” as a noun for the verb
“form” in the sense of “create”, “form” or
“develop” something new. Creating new is

innovation [1].

Methods

The innovation process is understood
as a complex activity on the creation,
development, use and dissemination of
innovations. The innovation process in
the field of education is the renewal and
change of the concepts of education,
the content of curricula, methods and
techniques, methods of training and
education. In understanding the essence
of innovation processes in education,
there are two major problems of pedagogy

75



- the problem of studying, summarizing
and disseminating advanced pedagogical
experience and the problem of introducing
the achievements of psychological and
pedagogical science into practice. With
the transition to a global information
society and the development of knowledge
about the adequacy of education to the
socio-economic needs of the present

and the future, it is necessary to base

on organizational innovations, as well

as on training and research on these
processes. As a social institution that
reproduces the intellectual potential of a
country, education should have the ability
to develop faster, to meet the interests of
society, a particular person and a potential
employer.

Modern high school should become an
advanced platform in terms of information
technology, a place where a person
receives not only the necessary knowledge,
but also imbued with the spirit of the
modern information society. Without the
use of information and communication
technologies, an educational institution
cannot claim to be innovative in education.
After all, an educational institution
that widely introduces organizational,
didactic, technical and technological
innovations into the educational process
and achieves a real increase in the rates
and volumes of learning and the quality
of training is considered innovative. The
use of information and communication
technologies makes it possible to
significantly speed up the process of
searching and transmitting information,
transform the nature of mental activity, and
automate human labor. It is proved that the
level of development and implementation
of information and communication
technologies in production activity
determines the success of any company.

At the beginning of the third millennium,
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the specificity of education places

special demands on the use of various
technologies. In this regard, along with
the technologization of educational
activities, the process of its humanization
is just as inevitable, which is now
becoming increasingly widespread in

the framework of the personal activity
approach. Deep processes occurring in
the education system in our country and
abroad lead to the formation of a new
ideology and methodology of education.
Innovative learning technologies should
be considered as a tool with which

the new educational paradigm can be
implemented. The development of a higher
education system cannot be carried out
without the constant development of
innovations related to the implementation
of the innovation process. To implement
effective process management, you need
to understand it. In this regard, there is a
need to study its structure and structure.
The main goal of innovative education
technologies is to prepare a person for life
in an ever-changing world. The essence of
such training consists in the orientation of
the educational process on the potential
possibilities of a person and their
realization.

Results

Now, the main focus of state policy is
connected with a fundamental solution
of the problems of modernization of the
content and structure of education. Solving
the problems of modernizing education
is impossible without deepening and
expanding the front of scientific research
and complex innovative developments. The
study of innovative processes is engaged
in pedagogical innovation. Pedagogical
innovation is a science that studies the
nature, patterns of the emergence and
development of pedagogical innovations
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in relation to subjects of education, and
ensures the connection of pedagogical
traditions with the design of future
education. The changing role of education
in society has led to most of the innovation
processes. “Out of the socially passive,
routinized, accomplished in traditional
social institutions, education becomes
active. The educational potential of both
social institutions and personal is being
actualized. ” Previously, the unconditional
reference points of education were

the formation of knowledge, skills,
informational and social skills (qualities)
that ensure “readiness for life”, in turn,
understood as the ability of an individual
to adapt to social circumstances. The
beginning of the innovation process

is usually associated with conducting
fundamental and exploratory research, i.e.
purely theoretical orientation. The result
of such research may be the discovery

of private and universal laws or laws of
nature, as well as the discovery (as a result
of theoretical calculations) of new material
objects or substances in nature, etc.

Today, the educational system of
Kazakhstan is in search mode, due to
the departure from traditional teaching
methods and the transition to innovative
and research paradigms due to the fact
that the student environment is breaking
established stereotypes on the processes
of education and upbringing [2].

President of the Republic of Kazakhstan
N.A. In his Address to the People of
Kazakhstan dated January 17, 2014,
Nazarbayev “Kazakhstan’s Way-2050:
Common Goal, Common Interests,
Common Future” specified new tasks for
the country to become one of the 30 most
developed countries in the world, including
in the field of education. In particular, he
noted that all developed countries have
unique high-quality educational systems.

We have a lot of work to improve the
quality of all parts of national education.

Discussion

With the introduction of modern
technologies in the educational
process, the teacher is increasingly
mastering the functions of a consultant,
advisor, educator. This requires special
psychological and pedagogical training
from him, since in the professional activity
of the teacher not only special, subject
knowledge is realized, but also modern
knowledge in the field of pedagogy and
psychology, technology of training and
education. On this basis, a readiness is
formed for the perception, evaluation
and implementation of pedagogical
innovations. In understanding the essence
of innovation processes in education,
there are two major problems of pedagogy
- the problem of studying, summarizing
and disseminating advanced pedagogical
experience and the problem of introducing
the achievements of psychological
and pedagogical science into practice.
Consequently, the subject matter of
innovation, the content and mechanisms
of innovation processes should lie in the
plane of the union of two interrelated
processes considered so far in isolation,
i.e. the result of innovation processes
should be the use of innovations, both
theoretical and practical, as well as those
that are formed at the intersection of
theory and practice. All this underlines the
importance of management activities in
creating, mastering and using pedagogical
innovations. Therefore, the teacher can
act as an author, developer, researcher,
user and promoter of new educational
technologies, theories, concepts.
Managing this process provides targeted
selection, evaluation and application in
their work experience of colleagues or
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proposed science new ideas, techniques.
We can give the following integral
definition. Innovation is a creative, based
on the knowledge of tradition and best
practices, aimed at achieving more
effective results; introduction into the
professional activity of significant changes
associated with the development of new
forms and contents of this activity, as
well as with the use of more advanced
technologies, taking into account the
current socio-economic conditions [3].

It should be born in mind that
innovation is always a process that has
certain deployment stages or components.
First, we are talking about innovations, that
is, new ideas, which as a result of scientific
research can take the form of knowledge.
Further, with the successful development
of new knowledge, the introduction, the
introduction of innovations into practical
activity by selected production structures
takes place. In the end, the spread of
already mastered, realized innovations,
the use of innovative products, services or
technologies in new places and conditions
drives the mechanism of innovation
diffusion [4].

Conclusion

Thus, the innovation process is a
sequential chain of events from a new idea
to its realization in a particular product,
service or technology and the further
spread of innovation.

Thus, innovative processes in education
is a manifestation of the development of a
new educational paradigm, characterized
by the development of a creative,
innovative approach to the organization
of the educational process. Nowadays,
trends in the development of the world
educational space are predicted, types
of regions are identified based on the
interaction of educational systems and
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their response to integration processes. All
countries are united by the understanding
that modern education should become
international. Those. university education
acquires the features of poly cultural
education. It develops the ability to
evaluate phenomena from the perspective
of another person, different cultures, and a
different socio-economic formation.
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BI/1IM BEPYAETr1 UHHOBALIUAJIK YPRICTEP

AxpaaTna

MaKanaga A9CTYp/i MEH KaHallblNAblK KaTblHacTapbiHa 6epifireH MaeHUeTTaHyLW bl FabiMAaPAbIH KOFamabl
[9CTYPJi MEH MHHOBAaLMSANbI Aen KnaccuduKaumsanayra Heri3 6epeTiHairi KapacTbipbliaabl. acTypni KoFramaa
WHHOBaUMSIbIKKa KapaFaHaa AocTypni 6acbiM Keneai. 3amaHym KoFramaa — MHHOBAaLUMS €H HEri3ri KYHAbIIbIK
60nbIN Tabblnagbl. Tasy )KaKbliHAa <MHHOBALMS», <UHHOBALMSAbIK MPOLLeCTEP» OTaHAbIK NeaarorMKkasnblK
aaebueTtTepae 6acbiM TypAe elWKallaH KonaaHbliFaH oK. An 6ipak 6YriHri KyH Tanabbl Mynae e3rewe.
[lereHmeH, 6y TepMUHAEPAiH NavbiMaanybl Aa caH anyaH eHb6eKTepae apTypi epEKILENIKTEPre Ue KaHe
onapAblH KonaaHblnybl ongeKkanaa KeHengi.

Tipek ce3aep: MHHOBaLUS, 9NeyMETTIK 6enceHai MHCTUTYTTap, 6inim 6epy aneyerTi, ipreni izgeHic 3eptreynepi,
Teopus, KazaKcTaHHbIH 6ifliMm 6epy Kyneci, OKbITy MeH Topbueneyaeri TantaypbiHaap.

AxmarkanueBarl.
r.TypkectaH, KazaxctaH

UWHHOBALIUOHHBIE NPOLIECCbI B OEPA30OBAHUM

AHHOTaUMA

B cTaTbe paccmaTpuBatoTcsl pa3ninyHble COOTHOLEHNS TPAAULMI U HOBOBBEAEHUI, KOTOPbIE Aal0T yYEHbIM-
KynbTyposioraM OCHOBY 4151 KNacCUPUKaLmMm 06LeCTB Ha TPAAMLMOHHbIE M COBPEMEHHbIE. B TpPaaMLMOHHbIX
o6LecTBax Tpaanums JOMUHUPYET Haf MHHOBALMSAMU. B COBpEMEHHOM - MHHOBaLMS IBASETCH OCHOBHOWM
LLeHHOCTbL0. OAHO M TO e 06L,ECTBO MOXKET MPOXOAUTbL Yeped pasHble nepunoabl. CoBcem HeaBHO TEPMMUHDI
«MHHOBALMSA», <UHHOBALMOHHbIN MPOLECC» B OTEYECTBEHHOW NejarorM4eckomn MtepaTtype NpakTuyecKu
HUKOrAa He ucnonb3oBanucb. CerogHsa cuTyaumns apyras. M xots TonKoBaHWe CoaeprKaHUs 3TUX TEPMUHOB B
pa3Hblx paboTax MMEET CYLLECTBEHHbIE PA3/IUYUS, OHU YIKE UCMONb3YIOTCS OYEHb LIMPOKO.

KnioueBble cnoBa: MHHOBALMSA, COLMANbHO aKTUBHbIE MHCTUTYTbI, 06pa3oBaaTefibHbIA NoTeHUMan,
dyHAaMeHTaNbHO-NOUCKOBLIE UCCNIEA0BaHMS, Teopnn, o6pasoBaTenibHas cuctema KasaxctaHa, cTepeoTunsl B
npoueccax 06y4eHnst U BOCMUTaAHUS.

79



80

ABTOD TypaJibl MaJiMeT:

AxmaramueBa [.- A.Kypmanraes arbingarsl Ne 18 OAM maructp-
oKbITyLLbICKI, TypkicTaH K., Kazakcran

e-mail: gaxmatalieva@mail.ru

CaeneHus 006 aBTOpE:

Axmatanuesa .- Maructp -yuutenab OCLL Ne 18 umenu A.KypmaHntaesa,
r. Typkucran , Kasaxcran

e-mail: gaxmatalieva@mail.ru

Author’s data:

Akhmataliyeva G.-Teacher of English Language School Ne18 by
A Kurmantayeyv, region Turkistan

e-mail: gaxmatalieva@mail.ru

Central Asian Journal of Art Studies N4 2017



USING
COMMUNICATIVE AND
COGNITIVE PERSONAL
APPROACH FOR
DEVELOPING LEXICAL

SKILLS THROUGH
DIALOGUE FOR
STUDENTS AT NON
LANGUAGE ORIENTED

MPHTH 14.01.01

Cilkina S.A', Khalikova A.A 2

12 University of International Business/
School-Gymnasium Ne8,

Almaty, Kazakhstan

UNIVERSITY

USING COMMUNICATIVE AND COGNITIVE PERSONAL APPROACH FOR DEVELOPING LEXICAL
SKILLS THROUGH DIALOGUE FOR STUDENTS AT NON LANGUAGE ORIENTED UNIVERSITY

Abstract

The article is devoted the efficiency of professional and language education of future expert in many respects
are defined by the educational concept accepted in society at a certain stage of its development and the
model of training of the expert constructed on its basis. Today as such host of the concept communicative

and cognitive personal approach is considered.

Key words: selected teaching methods, qualitative changes, the methodological system, efficiency, learning

process, professional and communicative competence.

Introduction

In our modern society where knowledge
and information, ability to analyze events,
are important to solve problems for each
person. A large number of information
forces the teacher to find new ways of work
with it, to look for new technologies of
intensive teaching, tasks and optimization
for teaching. The most striking example is
teaching of English.

Communicative and cognitive approach
to teaching is the personal focused
concept, the methodical basis of system of

training postulating need of equal attention
to formation at trainees of adequate idea
of the system of a target language and
ability to speech actions and abilities in the
speech sphere.

On the one hand, the prestige of
discipline «foreign language» constantly
increases, and with another professional
interferes with the focused training in
foreign languages in higher education
institutions a number of serious problems
which departments of foreign languages
constantly face. Treat them:
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e aninsufficient number of hours
which are taken away on a practical
training and their irrational distribution;

e various level of training of entrants
on a foreign language: insufficient
preparation at most of first-year students
or its total absence

e highly problematic teaching of
a foreign language of students of not
language higher education institutions
in close connection with the received
profession owing to lack of inter-
subject coordination between language
departments and main departments of
higher education institutions;

e inability of students to use already
acquired knowledge, skills and abilities of
English and also modalities of action for
the solution of practical tasks.

Methods

The last problem causes serious
concern as in modern conditions formation
of knowledge is not a main goal of training
(knowledge for the sake of knowledge).
Knowledge, skills and abilities as units
of educational result are necessary,
but are insufficient to be a successful
expert in modern information society. The
encyclopedic literacy, how many ability
to apply the generalized knowledge,
skills and abilities in a foreign language
to permission of the concrete situations
and problems arising in real activity of
professional communication is important
for the expert not so much.

We see the solution of this problem
in change of approach to teaching
foreign languages in not language higher
education institutions. We consider way
of achievement of new quality of foreign-
language education ccommunicative and
cognitive personal approach which meets
the requirements of modernization of
professional education, the social order
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of society and the latest developments in
the field of a technique of teaching foreign
languages.

Results

Why do we choose dialogue? A dialogue
is nothing more than communication
between two people through either
speaking or writing. For the purposes of
this hub, we shall consider speaking ones.
A very simple dialogue between Jane and
Toey on an elevated light rail in Bangkok
might go like this:

Toey: Oh, excuse me, Miss, but is this
seat taken?

Jane: No, itisn’t. Please sit down here.

Toey: Thanks. You have a very cute
baby!

Jane: Why, thank you! I'm glad you think
so. You speak English very well.

Toey: Really? I'm just learning,
you know, and need to improve my
pronunciation.

This dialogue could also easily be
modified into a conversation among three
or four people if Toey or Jane had friends
with them [1].

Teaching Dialogic speech is one of
the most difficult tasks in the process of
teaching a foreign language. The main
reason for the difficulties in teaching
Dialogic speech is that the language
material, which a person must master,
acts in a completely new aspect - they
need to know actively as a means
of communication, and not just for
recognition and recognition, which is a task
in the receptive perception of the language.
Regarding the definition of dialogical skills
in psycho-pedagogical literature, based
on the definition of skills I. V. Dubrovina,

J. J. Neyer, G. M. Kodzhaspirov and A. J.
Kodzhaspirov, the following have been
identified: dialogical skills — it skills
development the subject of the method of
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execution of dialogical actions, providing a
set of acquired knowledge and skills.

The importance of the formation of
dialogical skills in the formation of foreign
language speech of students of non-
linguistic universities is very large.

In modern conditions of rapid
development of science and technology,
the problem of transition to an intensive
path of development is and is being
solved in all spheres of society and at all
stages of formation of personality and
specialists. It is also relevant for teaching
foreign languages. In MFL education, the
most basic competency is considered
to be the ‘intercultural communicative
competency’ which is di—rected towards
forming an ‘intermediator of intercultural
com—munication’.

Within pedagogical literature, the
set of components of the Intercultural-
communicative competency has been
the source of much polemic. There is no
unanimous agreement as to the nature of
these components or even the approaches
for identi—fying them. However, regardless
of the different approaches to interpreting
the concept of ‘intercultural competency’,
almost all specialists in the field of MFL
teaching use J. Van EK’s theoretical model
of the MFL communicative competency [2].

Discussion

Modern communicative linguistics sets
new tasks for the methodology, the main
of which is the mastery of language as a
means of communication. The transition
from language teaching as a set of forms
and means to the integral learning of
the language by students is required [3].
The main thing here is to create effective
educational situations in which the student
is forced to activate their creative abilities,
to mobilize their attention and memory,
emotionally experience events. Methods

of educational role-playing situation-a
situation that excites the imagination of
the student. The emotional tone of the
learning process enhances the gaming
activity. Game activity is always motivated
communication. Management of gaming
activities depends entirely on the
professional competence of the teacher.
He must be able to involve everyone in
the overall activity, carefully allocate roles
for each new game, to make a temporary
leader of each student. In this method,
the task of mastering the material and
the task of interaction of students are not
separated, and the main task is to teach
the activities of communication.

One of the leading principles of
suggestopedia is «concert pseudo activity»
with elements of relaxation. In such a
«concert» atmosphere with the help of
art — music, colors, rhymes, theatrical
techniques (gestures, facial expressions,
intonation) — G. Lozanov is looking for ways
and approaches to the internal reserves of
the individual, hidden in the unconscious
area of mental activity, and in a similar
«pseudo-dangerous» way develops them.
D. Lozanov rightly believes that people
react not only to the word itself, which
is almost always subjected to critical
processing of our consciousness and, thus,
either perceived or rejected, but also to a
whole range of accompanying stimuli to
this word — intonation, facial expressions,
gesture, eye expression, music, and in
General all that accompanies this word
at the time of pronouncing. These stimuli
remain on the periphery of consciousness,
but can be caused in its center, one has
only to see a familiar gesture or hear
forgotten intonations. Together with
these stimuli from the depths of the
subconscious surface whole garlands of
words, phrases, expressions, which these
stimuli accompanied [4].
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In our opinion, the implementation of
the selected teaching methods causes
gualitative changes in all elements of the
methodological system of English language
teaching in a non-linguistic University,
which allows to increase the efficiency
of the learning process. The selected
techniques are implemented in a specially
designed system of exercises, during which
students through the reception (reading
and listening to authentic texts in the
specialty) and expression (oral and/or
written speech) form and develop foreign
language professional and communicative
competence of the specialist.

Conclusion

The selected techniques are
implemented in a specially designed
system of exercises, during which
students through the reception (reading
and listening to authentic texts in the
specialty) and expression (oral and/or
written speech) form and develop foreign
language professional and communicative
competence of the specialist.

In teaching spoken English, guided
by intensive technologies and taking
into account the above-mentioned
most important arguments of personal
development, we believe it is necessary to
form the students ‘ skills and abilities of
rapid (intensive) correct structural design
of foreign language speech statements
containing the specific essence of the
student’s speech intention.

The problem of teaching students the
oral aspect of foreign language speech (in
English) is associated with the solution
of many important and necessary tasks
of the educational process, including
the development of internal motivation,
the disclosure of the potential of the
reserve capacity of linguistic memory
of children, as these guidelines are the
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key to the successful development of
foreign language speech. Following the
development of motivational memory
in the development of the problem of
teaching oral speech in a foreign language
through intensive technologies in the
modern Dagestan school, at the forefront
of the system of foreign language learning
is a communicative approach, the idea
of which provides for the need to build
the educational process as a model of
communication on an intensive basis.
The fact that the organization of foreign
language communication is necessary
to comply with its basic parameters:
motivation, intensity, focus, personal
meaning, speech activity, individuality
of relations, the relationship of speech
activity with various forms of human
activity, functionality, content, informative,
problematic, novelty, expressiveness, unity
of verbal means of communication.

Thus, the application of the
proposed technology of English
language teaching allows students
of non-linguistic universities to form
a foreign language professional and
communicative competence, necessary
and communicative-sufficient to solve
educational and professional problems of
foreign language communication.
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Cunkuna C., Xanukosa A.
XanblKkapa/iblk busHec yHuBepcuteti/MekTen-fumHasusacsl N8
Anmartsl, KazaKkctaH

TI/1 OKbITYFA BAFBITTAJIMAFAH YHUBEPCUTETTEPALE CTYAAEHTTEPIE APHAJIFAH C¥XBAT
APKblJ1bl TEKCUKAJIbIK AAFABUIAPbIH QAMbBITYAAFbl KOMMYHUKATUBTIK }XOHE KOrHUTUBTIK
TOCAEPAI KONAAHY

AHHOTauMA

MaKana mamaH Jasipnay Mofeni HeridiHAeri KypacTblpbliifaH XoHe KoFaMHbIH 6enrini 6ip famy Ke3eHiHaeri
KabblaaHbIn, Ken xarganja 6inim 6epy Ty>KbipbiMAamacbiIMEH aHblKTanaTblH, 60nallak MaMaHHbIH,

KaCiOW XaHe Tinai OKbITY TMIMAINIriH 3epTTeyre apHanfaH. ByriHri TaHaa TyblpbiMAaMaHbIH ¥anfackl 6y
KOMMYHUKaTUBTI XXoHEe KOTHUTUBTI-TY/IFaNbIK ToCin Aen atanagbl.

Tipek ce3pep: TaHAamallbl OKbITY 8ici, cananbl e3repictep, aficTeMeniK xyne, TUIMAINIK, OKy YAepici, Kacion
OHE KOMMYHUKaTUBTIK Ky3ipeTTiniri.

Cunkuna C., Xanuxkosa A.
YHuBepcuteT MexayHapoaHoro 6usHeca/wKona-MimHasns No8
Anmarsl, KazaxcraH

UCNOoJ/Ib30BAHUE KOMMYHUKATUBHOINO U KOrHUTUBHOIO JIMYHOIO NOAXOAA ANA PA3BUTUA
JIEKCUHYECKHUX HABbIKOB YEPE3 AJUANIOI A1 CTYAEHTOB B HEA3bIKOPUEHTUPOBAHHOM
YHUBEPCHTETE

AHHOTauMA

Cratbsl nocBsleHa 3GHEKTUBHOCTU NPOPECCUOHANbHOMO M A3bIKOBOro 06y4yeHuns 6yayuiero cneyunanucra,
BO MHOIOM onpeaensemon o6pasoBaTe/ibHON KOHLENUWen, NPUHATON B 06LLECTBE Ha ONpeaeneHHoM atane
€ro pa3BuTUSA, U MOCTPOEHHOMN Ha ero OCHOBE MOAENN NOArOTOBKM cneumanucta. CerogHsa Takum HocuTenem
KOHUEMNUMU CYUTAETCH KOMMYHUKATUBHbBIA U KOTHUTUBHO-TMYHOCTHbIM NOAXO0A.

KnioueBblie cnoBa: 36paHHbI METOA 06YyHEHUS, Ka4EeCTBEHHbIE MBMEHEHHWS, METOANYECKAs CUCTEMA,
3bPEKTUBHOCTD, y4eOHbIM NpoLuecc, NpodeccMoHanbHas U KOMMYHUKaATUBHAA KOMMNETEHTHOCTb.
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LEXICO-SEMANTIC FIELD OF THE CONCEPT “FATE” IN THE ENGLISH AND KAZAKH LANGUAGES

Abstract

The article provides a lexico-semantic analysis of the concept of "fate" as one of the oldest keywords in

the culture of different nations, which remains almost unchanged, despite the change in the world itself

and the change in human views on the world. A complete analysis of the concept of “fate”, as well as other
linguocultural concepts, requires a multilateral approach (linguistic, cultural, folklore, philosophical, etc.).

A wide range of problems associated with the concept of fate, which is divided into different cycles. In
accordance with these ideas, different models of the attitude of the world (stereotypes of norms of behavior)
are developed, which is connected with the orientation of a person in conditions of relative lack of freedom of
existence. From the point of view of attitude to the concept of fate, the author divides the existing worldviews
into three types: 1) worldviews, which are called fate, but not as an independent beginning of the world, 2)
worldviews, which are called fate, but not as an independent beginning of the world, but as a moment of
others, 3) worldviews that deny fate in the status of reality and exclude the possibility of the existence of the
notion of fate, but allow the use of the word "fate" in a metaphorical meaning.

Keywords: fate, linguistic, cultural-philosophical approaches, models of world relations, stereotypes of

norms of behavior, meaning, metaphor.

Introduction

Language is the most valuable source
for the formation and manifestation of
the mentality of the people; through it the
culture is preserved and passed on to other
generations. With the help of language, you
can learn the most important properties of
the world. It displays not only the real world

surrounding the human, conditions of his
life, but also the social consciousness

of the people, its mentality, national
character, lifestyle, traditions, customs,
and system of values. According to M. V.
Pimenov, the concept is often objectified
through different language characters,
that is, the different authors express the
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same concept features through a variety of
linguistic means. Thus, the full description
of a concept, valuable to a particular
culture, is only possible while the study

of the most complete set of tools of its
representation [1].

Methods

The lexico-semantic field of a concept
is not homogeneous - it includes both
direct nomination of the concept itself
(core of the lexico-semantic field), and the
nomination of certain cognitive features of
the concept, which reflect its content and
the attitude to it (periphery of the lexico-
semantic field).

Lexico-semantic field of a concept is
a linguistic material, which becomes to
the object of the linguo-cognitive study.
The greater the volume and variety of the
lexical units are, formed in the process
of the linguo-cognitive research of the
lexico-semantic field, the more reliable
will be the results of the reconstruction of
the concept, standing behind the given
lexico-semantic field, and the fuller and
more accurate can we then describe its
content and structure. However, depending
on the type of a concept, this problem can
be quite complex and can require precise
steps to be fulfilled in order to represent all
the components of a concept in a proper
way.

Results

The significance of age development
is dialectical in nature due to fractional
structuring in the consciousness of the
English-speaking ethnos.

Fate or destiny is the idea that the
future is already planned even if people do
not know what their fate is (what is going
to happen to them). Humans in nearly all
cultures have had ideas about their fate
being “predetermined” (fixed in advance).
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People who live unhappy lives may
believe that their misery is because of their
fate and that they can do nothing about
it. This is called being “fatalistic”. Other
people may believe that they can control
their fate by being brave and trying to
“overcome” fate by improving themselves
and their lives.

In Greek mythology there were three
Fates. They were three goddesses who
determined when every person was going
to be born, how they would live and when
and how they would die. Human beings in
many cultures had lots of ways in which
they would try to “read” their fate (know
what would happen to them). Sometimes
they would try to read their fate in the stars
(this is called astrology). In other cultures
they might ask a person with powers of
magic like a shaman. The Ancient Greeks
often went to Delphi to ask the oracle.

There are lots of references to fate in
literature from almost every country and
period, from Greek tragedy (e.g. Oedipus
Rex) to Shakespeare (e.g. Macbeth) and
Russian literature [2].

Destiny, or a course of events that
will inevitably happen in the future. In
mythology the three goddesses, Clotho,
Lachesis, and Atropos, sometimes called
the Destinies, or Parc[ae]who were
supposed to determine the course of
human life. They are represented, one as
holding the distaff, a second as spinning,
and the third as cutting off the thread.
Some people say fate is like destiny,
because we cannot change it. | say people
who believe that they cannot change
fate lack the knowledge and wisdom to
understand what life and reality are.

The concept of «fate» is not chosen by
chance. This is the core of national and
individual consciousness, the oldest «key
word» of human culture, in which, as Z.H.
Bizheva «... the experience of popular
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interpretation of the categories of freedom
and necessity as applied to human being,
the attempt of the human mind to find

the last foundations of life-the forces

that govern the world order and human
behavior’».

«Fate» is one of the oldest key words
in the culture of various peoples, which
remain almost unchanged, despite the
change in the world itself and regardless
of the change in the person’s ideas about
the world. A full analysis of the concept of
«fate», like other linguo-cultural concepts,
requires a multilateral approach (linguistic,
cultural, folklore, philosophical, etc.). A
wide range of problems is associated with
the concept of destiny, which is divided into
the following cycles:

1) the content of the concept and its
place in various philosophical and religious
systems;

2) the concept of fate in the ordinary
consciousness of man;

3) the concept of destiny in individual
worldview systems;

4) universal signs of the concept of fate
and the limits of its variation;

5) the influence of the concept of fate
on artistic creativity: the construction of
the plot, text structures, word usage, the
formation of images,

6). Although the original existential
situation of freedom and necessity is
universal for different epochs and peoples,
the categories of freedom and necessity in
different cultures themselves are refracted
in their own way.

In accordance with these visions,
different models of the world relation are
being developed (stereotypes of norms
of behavior), which is connected with the
orientation of a person in conditions of
relative unfreedom of existence.

From the point of view of the attitude to
the notion of fate, the author divides the

existing worldviews into three types:

1) worldviews that call fate, but not as
an independent beginning of the world,

2) worldviews that call fate, but not as
an independent beginning of the world, but
as the moment of others began,

3) worldviews, denying fate in the status
of reality and excluding the possibility of
the very existence of the notion of fate,
but allowing the use of the word «fate» in
metaphorical meaning.

Fate - the course of events, independent
of the will of man, a combination of
circumstances (according to superstitious
ideas - a force that prejudges everything
that happens in life) . Fate is one of the
most active and mysterious beginnings
of life. The interest of humanity to it is
constantly maintained, since this category
has a tinge of inaccessibility and at the
same time predetermination [3].

In English there is no analogue to the
word destiny and there is no other concept
occupying an equally important place in
this sphere - the English words destiny,
fate, chance, fortune, lot, predestination,
doom, foredoom, etc., which can serve
in different contexts as translation of the
word fate, all have a much narrower and
more specialized meaning, moreovet,
none of them has such weight, such
importance for the picture of the language
as a whole, as the word fate. However, if
we look at the picture as a whole, we will
find that some ideas associated with the
influence of higher forces on human life
that are present in the Kazakh language
are also present in English, although in a
slightly different distribution and with other
accents.

In English cyab6a-fate HemuHyema u
nojyac y»kacHa: a fate worse than death —
fate is worse than death;

-is also a stronger person:: to tempt the
fate — tempt fate.
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The idea of the Divine power influencing
on people’s lives (pycckue npoBuaeHue
n npomeicen) in English providence and
disposal (divine disposal).

However Targpip-fate always leaves the
subject the right to «free will», a person can
challenge and resist cyab6a-fate, while
the Russian concept of ‘fate’ does not give
a person the right to choose, she should
submit.

In English, in proverbs and sayings, God
often helps and supports the strong, the
brave.

Fortune favours the brave — Tarabip epai
Kopfanabl;

fortune favours the bold — caTTinik
6aTblIAbIKTbI }KaKCbl Kepeai;

providence is always more willing
to help those that help themselves —
Kynan apKallaH e3aepiHe KeMeKTeceTiH
ajampaapiblH afblHAa/bor Bceraa Ha
CTOPOHE TexX, KTo nomMmoraeT cebe.

The main national-specific
characteristics of the concept of «fate»
in the English language consciousness
are associated with the existence of two
«poles» of understanding of fate, to which
all verbalizations of this concept in English
gravitate: destiny - fate (destiny, doom) and
fate - fortune (chance, luck). In English the
concept «fate» always leaves a person free
choice, a person can resist fate, challenge
it. The English, however, are characterized
by individualism, the priority of their own
efforts. Fate for the British is something
that requires action.

English synonymous series consists
of 8 basic elements and has 7 shades of
meaning: fate chance destiny fortune
doom luck lot providence.

A). HeKag BbICcLlad cuna, ynpasnsiowas
X0A40M COObITUI, BAMSIOWAs Ha TeYeHne
MU3HU NIOJEN: - cuna, Hecylasa 4o6po, —
dopTtyHa — fortune,luck // fortune smile
domus — cyabba ynblOHynacb HaMm; a
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stroke of good fortune — ynbi6Ka GOPTYHbI;
a run of luck — nonoca ygauu; devil’'s
own luck — Heob6bIKHOBEHHAs yaaua,
4YepTOBCKM MOBE3NO; - CUNa, Hecylas

3n0 — datym — fortune, destiny, fate,
doom, lot // a bad fortune — Heyanaya; to
achieve, fulfil one’s destiny — BbINOMHATL
npeaHasHavyeHue cyabbsbl; blind fate —
cnenas cyab6a; cruel fate — ectoKas
cyab6a; inexorable fate — 6e3)kanocTHas
cyab6a; to be doomed to die — 6bITb
06peyeHHbIM Ha cMepTb; sorry lot —
HecYacTHas cyabba.

b). Puck — fortune, luck, fate, chance
//to try one’s fortune — mncnbITbiBaThb
cyabby; to try one’s luck — PUCKHYTb,
nonbiTaTtb c4acTbs; to push one’s luck,
stretch one’s luck — nckywatb cyaboy; to
tempt fate — ncnbiTbiBaTh cyabby; to take a
chance — pucKoBaTh.

B). MpenonpeneneHHoCTb,
HenzbexHocTb — fate, destiny, doom; //
to decide, to settle, seal smb.’s fate —
pewartb Ybto-. cyaboy; a stroke of fate
— yaap cyab6bl; to decide, shape smb.’s
destiny — pe-waTb Ybto-N1. cyabby; to go to
one’'s doom — MATU Ha BEPHYIO CMePTb.

IN). BOBMOXHOCTb, LWWAHC, coBnageHue,
clnydyarHoe (yaa4yHoe) cTeyeHune
obcToATeNnbCTB — chance, fate, fortune,
lot, luck // by chance — cny4airHo;to meet
one’s fate — BCTpeTUTb CBOIO Cyabby; by
good fortune — no cyacTblo; happy lot —
cyactimBas cyabba; the luck of the draw
— yfada, BbinaBLwas Ha AoJ1to KOro—amobo;
noaBesno.

[). MNpoBunaeHune, cuna, npeapeluatoLLas
cobbITHA 6yayulero — Providence, the
stars, lot//by lots — Bosien NPOBUAEHUS;
to escape by a special Providence —
cnactuch Bonen nposuaeHus; thank
one’s lucky stars — 6Gnarogaputb CBOO
3Be3ay(cyanby).

E). HecyactnuBas, ropbkas gons
— luck,lot // rough luck, tough luck —
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HecyacTbe, Heyaada; just my luck! — mHe,
KaK Bcerga, He Be3eT! Takoe yxK Mmoe
Be3eHue! unhappy lot —ropbKkasa gons [4].

Discussion

The concept of «tarabip» is one of the
cultural concepts of any people, and takes
a major place in the Kazakh world outlook.
It is very complicated by its abstraction
character. In general, this concept was
acknowledged by theologians and
philosophers. We are talking about the
concept of national identity in proverbs and
sayings in the world language picture of
the worldview of the Kazakh people in this
concept.

The concept “targbip” is predetermined
by the fact that a Muslim is in a constant
state of consciousness without patience.
The notion that the power of man is for the
patience, and the satisfaction that he is.
Kazakh people believe in God, waiting for
his happy, happy moments, to endure the
futility of the «destiny» with long-suffering.

In Kazakh the concept “targbip” doesn’t
predict future and it gives the meaning of
confidential, incomprehensible, uncertain,
predetermined, submissive. There are
examples of fate that it can be described
and understood as living organism. For
example, in the essay «MafKaHHbIH
MOHonorbl» which was written by Serik
Aksunkaruly, he quotes that: “ Targbip
MEHI TynakK Kblnbin uneai, TeipHafFbiMa Here
ThIKTbl MHEHI? LLleTci3 wekKci3 xepim 6ap ef
— Mona 6on, Enim 6ap egq — oHbl aa Entan
ovneqi “.

The Islamic religion focuses on this
issue. According to religious beliefs, each
person’s destiny is predetermined, but
he always chooses a human being, and
whenever a person goes, his destiny
changes in that direction. Therefore, it is
not acceptable to deny that it is a fate.

The idea of survival and the right to live is

a priority. Fulfillment of duty. The fate of
the human being is written down, but the
will of Allah is permissible for the people.
Nevertheless, you can try to change it
without accepting any misfortune as a
fate. M.Twain says that «There are many
scapegoats for our sins, but the most
popular is providence».

Conclusion

In the Turkic people, including
the Kazakhs, the insolubility in the
understanding of this concept was
reflected in the paremic usage of the
novelist Sherkhan Murtaza in the novel
«Ai and Aisha»: Through poetic phrases,
the writer points to the painful life span,
the tiredness of the tired and scarred
soul: «llle—wem KynbixaHHbIH 6ayblipnapbl
ani con bektebene Typaabl. Conu, Kanu,
Benetawn, Catan....E, onapabl ga kepmereni
Ken 3amMaH 6on-abl. MypTasa 6apaa 6api
[e Kenin-KeTin Typywsl eai. "bananaH
6acbIMeH, TypbIMTan TYCbIMEH” AereHaemn
60nbIN KETTI FON» [D].

The Kazakh proverb says that "bananaH
6acbiMeH, TypbiMTan TyCbiMeH”, everybody
has to deal with his own life, to make
a living of his own, to face the troubles
and suffering of the people. The Kazakh
proverb says that: “a3biMblLLTaH 03bIMbILL
OK”. It is based on religious beliefs that
the Almighty holds from the beginning to
the forehead of the human being, that it
is done in the same way that we cannot
change it.

The Kazakh national cognition is
less than satisfied with the fate. That
is, «Tarablp» has been used rather than
the destiny of life. Of course, there is a
definite connection between the concept of
«Tafrgblp» and «enim». Man admits that he is
helpless even before death and considers
death as an integral part of the fate.

The concept «targbip» remains a
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philosophical cognitive concept on the concepts, the general reality. This concept
basis of its subconscious philosophy is above pragmatic and other phenomena,
of the development of social and social without changing anything, keeping its
relations. Even if it did not comprehend its absolute and independence.
philosophical and cognitive roots, it would

not have been the subject of other worldly
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AxnmoGexosa LUL.A.
KasHAY, Anmatsl, KazakctaH

AFbUIWbIH 3XOHE KA3AK TINAEPIHAEN] TAFABIP» T¥KbIPbIMAAMACDbIHbIH JIEKCUKAJIbIK-
CEMAHTUKAIJIbIK AJIAHbI

AHpaaTna

MaKanaga «Tarablp» YFbIMbIHbIH JEKCUKO-CEMaHTUKANbIK TanAaybl 9N1E€MHiH e3repyiHe KaHe anemaeri
aflaMHbIH, Ke3KapacTapblHblH 63repyiHe KapamacTtaH, apTyphi y1TTap MageHUeTIHAEr eCKi KiNT ce3aepaiH,

6ipi 60nbIN TabblNagbl. «Targblp» YFbIMbIH XXaHE 6acKa MMHIBOMSAEHU TYCIHIKTEepPAi TONbIK Tanaay Ken

KbIpJibl TOCINAEPAi (MMHIBUCTUKANbIK, MaAEHU, GONbKIOP/bIK, GUNOCODUANBIK KaHe T.6.) Tanan etea.

OpTYpNi UMKNaepre 6eniHreH Tarablp TYKblpbiMAaMacbiMeH 6annaHbICTbl Macenenepaiy, ayKbiMbl KEH.

Ochbl Mgeanapra CoMKec, aNeMHiH KaTblHachkl Typasbl 9pTypAi Moaenbaep (MiHe3-Ky/blK HOpManapbIHbIH,
TanTaypblHbl) 83ipfeHai, 6y agamMmHblH 60CTaHAbIFbIHbIH CanblCTbipMasbl 60aMaybl XafaanblHaa 6argapnaymeH
6annaHbICTbl. TaFablp Typanbl TYXKblpbiMAaMara AereH Ke3Kapac TYpPFbiCbiHaH, aBTOp Kaszipri anemaeri KepiHicTi
yWw Typre 6enegi: 1) aneMHiH Tayesnci3d 6actamachl peTiHae emMec, TaFablp Aen atanaTtbiH 9/IeM Ke3KapacTapbl;
2) aneMHiH Toyencia 6actamacol peTiHAe eMec, TaFfblp AeN aTanaTbiH 9NeM Ke3KapacTapsbl, 3) WbIHAbIK
MapTebeciHAeri TaFablpblH XXOKKa L blFapaTbIH }aHe TaFablpablH YFbIMbIHbIH, 6ap 6071y MYMKIHAIMH }XOKKa
WblFapaTblH, 6ipaK «TaFgblp» CO3iHIH MeTadopasblK MaFblHaZa KondaHblnyblHA MYMKIHAIK 6epeTiH anemMaik
Ke3KapacTtapbl.

Tipek ce3aep: Tarablp, IMHIBUCTUKANbIK, MaAeHU-PUNOCOOUANBIK KO3KapacTap, onemaik KeakapacTtapablH,
yarinepi, MiHe3-Ky/blK HOpManapbl, MafblHackl, MeTadopachl.

AxunmoGekosBa LUL.A.
KasHAY, Anmarsl, KaszaxctaH

JNIEKCUKO-CEMAHTUYECKOE NOJIE KOHLENTA «CYAbBA» HA AHITITMHCKOM U KA3AXCKOM
A3bIKAX

AHHOTaUMA

B cTaTbe faetca NeKCUKO-CEMaHTUYECKUI aHanua NOHATUIO «Cyab6e», KaK O4HOM U3 APEBHENLWMX KIOYEBbIX
CNOB B KyNbType pa3dHbiX HAPOAOB, KOTOPOE OCTAETCS MPAKTUYECKU HEM3MEHHbBIM, HECMOTPS Ha UBMEHEHUE
CaMoro Mupa M n3ameHeHue B3rna40B YenoBeKa Ha Mup. MoAHbIR aHann3 NOHATUSA «cyabba», KaK 1 Apyrux
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JIMHTBOKY/NbTYPHbIX KOHLEeNUMK, TpebyeT MHOrOCTOPOHHENO NOAX0Aa (IMHIBUCTUYECKOTO, KYbTYPHOTO,
donbKknopHoro, punocodckoro U T. [.). LUMpokum Kpyr npo6sem cBsi3aH ¢ NOHATUEM CyAbObl, KOTOpoe

[ennTca Ha pasHble LMKIbl. B COOTBETCTBMM C 3TUMKM NpeacTaBleHns MU pa3pabaTbiBaloTCs pa3Hble Mo4enu

OTHOLIEHWUS MUPa (CTEPEOTMIMLI HOPM NOBEAEHUS), YTO CBA3AHO C OPUEHTALIMEN YENIOBEKA B YCNOBUAX
OTHOCHUTESIbHOM HeCBO6ObI CYLLECTBOBaHWS. C TOYKM 3PEHUSA OTHOLLEHWS K MOHATHIO Cyab6bl aBTOP
pasgenser CylecTByiolne MUPOBO33PEHNUS Ha TPY TUNa: 1) MMPOBO33PEHHUS, KOTOPbIE Ha3blBaIOT CyAb60i,
HO He KaK CaMOoCTOsATE/IbHOE Hayano M1pa, 2) MMPOBO33PEHMUS, KOTOPbIE Ha3biBalOT CyAb6OM, HO He Kak
CaMOCTOATENIbHOE HaYa o MUPa, a KaK MOMEHT ApYrux, 3) MMPOBO33pEHUs, OTpULaoLLMe CyabLOY B cTaTyce
peanbHOCTU U UCKITIoYaloLLMe BO3MOXHOCTb CaMOro CYLLLECTBOBaHMSA NMOHATUA cyab6bl, HO AOMNyCKatoLie
MCMob30BaHWe C10Ba «Cyb6a» B MeTahopUYECcKOM 3HaYEHUH.

KmoueBble cnoBa: cynx6a, IMHIBUCTUYECKUE, KYNLTYP-GUNOCOGCKUE NOAXOAbI, MOAENU OTHOLLEHWS MUpa,
CTEPEOTUNbI HOPM NOoBeAeHUs, 3HaYeHne, MeTadopa.
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THEORETICAL FOUNDATIONS OF DEVELOPING ARGUMENTATIVE-COMMUNICATIVE COMPETENCE IN
MODERN FOREIGN LANGUAGE EDUCATION

Abstract

The article is considered the concepts of “argument”, “argumentation” and to clarify the types of arguments
and argumentation in the field of learning foreign languages. Developing an argumentative-communicative
competence in the process of learning a foreign language is fundamental in line with the priority of
communicative approach. . Argumentation is conceptualized as a conversation type in which the participants
attempt to find a solution to a controversial issue (requirement) by means of a partner/listener-oriented
exchange of views (process) that is based on (good) reasons (goal) and made acceptable to all participants (in
a cooperative manner) (goal).

Keywords: argumentation, identification, construction, evaluation, validity, soundness, rigour, formal proof,
inference rules of formal logic, clear causality.

Introduction with the global task of ensuring human

The trends of globalization of the entry into the social world, its productive
economy process require solving the adaptation in this world, necessitate the %
problems of professional training of provision of a more complete, personally x
graduates of educational institutions of and socially integrated result. As a é
higher and secondary education, their general definition of such an integrated i
readiness for effective functioning in phenomenon as a result of education, E
developing socio-economic conditions and  the notion of “competence” has become. %
confident behavior in the labor market. Scientists discuss the concepts of é
Changes occurring in the world in the field “competence” and “competency”, offer a if
of education aims, correlated, in particular,  variety of key (universal) competencies, §
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including communicative competence.
Formation of professional competence of
a specialist is explored by many teachers
and psychologists from the standpoint of
unity of personality, consciousness and
activity, interrelation of the processes

of activity and communication (K.A.
Abulkhanova-Slavskaya, B.G. Ananyeyv, A.A.
Bodalev, V.V. Davydoy, L.S. Vygotsky, PYa.
Halperin, l.LA. Zimnyaya, A.A. Leontyev, A.N.
Leontyey, S.L. Rubinstein, etc.) [1], [2], [3],
(4], [5], [6].

Methods

Future specialists, by the nature of
their professional activities, will have to
demonstrate such skills of professional
communication as building a reasoned
monologue speech and conducting a
reasoned discussion in a foreign language,
creating foreign texts in accordance with
existing international standards, as well
as the ability to think critically and analyze
information coming from various types
of sources. Specialists of new formation
should be able to logically and convincingly
form their thoughts in oral form. Also, in
accordance with the general requirements
for education of a specialist, it is assumed
to have a culture of thinking and public
speaking and participating in discussions
on professional issues. These skKills,
without any doubt, will require a graduate
to have knowledge of the fundamentals
of the theory of argumentation, that is, a
variety of ways to change the position or
beliefs of the other side, and the ability
to build and conduct adequate verbal
argumentation in a foreign language in
professional communication.

Results

Currently, there is an insufficient degree
of development of foreign language
argumentative skills; the inability to

structure the constituent parts of the
argument in accordance with the basic
laws of logic make all the attempts of
graduates to solve certain communication
problems arising in the sphere of their
professional activities ineffective.

We believe that teaching the
argumentative process is particularly
important in the field of learning foreign
languages. Developing an argumentative-
communicative competence in the
process of learning a foreign language
is fundamental in line with the priority
of communicative approach. With a
sufficiently high degree of mastering the
technique of using the necessary verbal
forms, the argumentative-communicative
competence increases, ensuring greater
freedom in speech interaction in a foreign
language.

Authors of theoretical approaches
assume that argumentation can be
supported successfully when learners are
building arguments actively and based
on criteria, when they represent typical
elements of arguments and argument
chains within their memory, and when they
use context cues for building arguments.
Learning how to argue represents no major
issue in traditional teacher education,
although there are effective courses
available [7].

Discussion

It is important to analyze the concepts
of “argument”, “argumentation” and
to clarify the types of arguments and
argumentation. An argument is a set of
statements that attempts to demonstrate
the truth of something by providing
reasons in support of its main claim.
However, the set of statements involves
a particular sequence in which the
statements are arranged. The statements
are linked, one to another, in a specific
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way so that the final statement can be
seen to rest clearly on those that went
before it. In an argument, each statement
leads to or implies the final statement.
Argument can be either a process or
a product. Argument is examined as a
product, a line of reasoning that justifies
a claim. Argument is examined as a social
process that people engage in when they
debate opposing claims. The two kinds
of argument are not unrelated, however.
Arguments as products contain implicit
two-sided process arguments that weigh
support for and against a claim, compared
to support for and against alternatives to
the claim [8].

An «argument» is something that can
be stated as proof or as confirmation of a
statement [9]. There are some criteria for a
good argument:

e validity;
e soundness;
e rigour;

e formal proof;

e based on inference rules of formal
logic;

e clear causality.

«Argumentation» represents a process
in which arguments are developed and
stated through the usage of language. The
concept of argumentation is the process
of developing or presenting an argument.
Argumentation is the study of how humans
can, do, and should reach conclusions
through logical reasoning, that is, claims
based on premises.

The construct of argumentational
integrity (fairness) specifies criteria for
an ethical evaluation of contributions
to argumentational discussions that
have been theoretically explicated and
empirically validated in the form of
conditions, characteristics, and standards
of (un)fair argumentation [10], [11].

The explication of the construct
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of argumentational integrity is based
on a (primarily) prescriptive use of
argumentation. Argumentation is
conceptualized as a conversation type
in which the participants attempt to
find a solution to a controversial issue
(requirement) by means of a partner/
listener-oriented exchange of views
(process) that is based on (good) reasons
(goal) and made acceptable to all
participants (in a cooperative manner)
(goal).

To potentially reach the two
(prescriptive) characteristics of rationality
and cooperation, which are contained
within the specifications of the two goal
dimensions, we suggest that contributions
to argumentative discussions must meet
the following four conditions:
formal validity,

e sincerity/ truth,

e ustice on the content level, and

e procedural justice.

The adherence to these conditions
was defined as fair argumentation,
their conscious violation as unfair
argumentation.

According to LeBlanc [12] and Walton
[13] for successful argumentation, the
following elements are necessary:

a) to identify arguments and their
elements, i.e., simple and complex
statements (negation, conjunction,
disjunctions, and conditions), their
relationships (equality, contradiction, and
independence) and their positions within
arguments (premises and conclusions);

b) to construct arguments and their
elements, i.e., to produce complete chains
of arguments, especially to build main
conclusions and to add missing (or implicit)
premises or conclusions; and

c) to evaluate arguments and their
elements, i.e., to proof the relevance,
validity, reliability, truth, etc. of an
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argument; to identify criteria for evaluation

in respect to their relevance for application;

and to find and prevent from formal and
informal errors in argumentation (invalid
arguments, vicious circles, etc.).

There are four characteristics of unfair
argumentation that specify what classes
of speech acts constitute violations of the
integrity criterion [14]:

e faulty arguments,

® insincere contributions,

e unjust arguments, and

e unjustinteractions.

The definition of unfair argumentation
as the conscious violation of the
argumentational conditions implies that
an unfairness evaluation necessarily
presupposes the presence of the two
components:

e argumentational rule violation and

e subjective awareness.

Valence of argumentational rule
violations includes distortion of meaning,
hindrance of participation, discrediting of
others, etc.) and subjective facts (degrees
of subjective awareness in committing a
rule violation). Consequently, not every
combination of objective and subjective
facts leads to an evaluation as unfair. The
negligent use of a faulty argument might
not be considered as unfair whereas the
intentional use of such an argument might
well be so.

The valence (severity) of an
argumentational rule violation and
the degree of subjective awareness
in committing such a violation were
designated as basic components of
the unfairness evaluation, which is
conceptualized as a verdict in the
sense that the respective speaker
is regarded as being guilty of having
violated the argumentational rules. It
was demonstrated that the probability of
an unfairness verdict increases with the

severity of a rule violation and the degree
of subjective awareness [15].

Linear Argumentation:

e Fact — opinion — sentiment

e Fact — opinion — sentiment —

invitation — resonance — sequence

Complex (dialectical) Argumentation

e Analogy — contrast — contiguity

Rebutting of the Argument

The speaker criticizes the opponent’s
reasoning, type of argumentation, thesis,
arguments or conclusion.

In this article it is important to know
the theoretical basis for developing
argumentative-communicative
competence; to define the essence of such
concepts as “argument”, “argumentation”;
to reveal the phenomenon of
argumentation in linguistic studies. The
competencies of argumentation are an
important because these competencies
are necessary both to understand and
participate in discourse. The concept of
argumentation shows many connections
to basic research in the field of cognitive
psychology, philosophy, and linguistics,
especially to research programmes
of <inductive and deductive logical
reasoning», «causal reasoningy», «abductive
reasoning», «Bayes reasoning», «adaptive
thinking», or «intuitive deciding» [16].

Conclusion

In conclusion intercultural competence,
as the aim and the result of foreign
language education, is an integrated
unity, including as its components
argumentative-communicative
subcompetence that should be owned
by specialists of the new formation in the
process of professional interaction with
representatives of another linguocultural
society. It is still possible to state, however,
that the majority of our students lack
argumentation skKills. For this reason,
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a great number of them experience

communicative competence has a direct

frustration whilst defending their opinion influence on the successful human career

in public. We need to teach students

path, enables him/her to work effectively,

to learn how to perform argumentative communicate reasonably, and to lead an
reasoning, how to conduct interviews, how intellectually active life.

to debate, to participate in a dispute, how

to negotiate, etc. Thus argumentative-
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Maxk 10.C.
Abbinak xaH aTblHAarbl Ka3ak xa/ibiKkapa/iblK KaTbiHacTap »KaHe a/ieM Tingepi
YHusepcuteti. Animartel, KasakctaH

3AMAHAYH WET TUIAEPIH OKbITYAAFbI APFTYMEHTTI-KOMMYHHUKATUBTIK K¥3bIPETTINIKTEPAI
AAMBITYAbIH TEOPUAJIbIK HET3QEPI

AxpaTna

MaKkanaga «aprymeHT», «aanes» TYCIHIKTepi TafIKbl1aHbIn, WeT TiNgepiH YWpeHy canacbolHaarbl gonengep
MeH Janengepaid Typnepi TyciHaipineai. LUeT TiniH oKpITy yaepiciHae apryMeHTaTUBTI }KoHe KOMMYHUKaTUBTI
KY3bIPETTINIKTI 4aMbITy KOMMYHUKaTUBTIK TocifdiH 6acbiMAblbliFblHA Herisgeneai. ApryMeHT (3KaKchbl)
cebenTepre (MaKkcaTKa) Heri3aenreH xaHe 6ap/blK KaTbiCylbliap YWiH Konannbl 6onaTtbiH NiKip anMacyra
G6arbiTTanfaH (TelH4aylWblnapfa) cepiktec / TbiHAAyLbl apKblibl TaflacaTblH MaceneHi (TananTbl) Wewyre
ThlpbICaTbIH (Bipecy Typi peTiHae TyXblpbiMAanabl) (MaKcar).

Tipek ce3aep: ganenaey, CoMKecTeHaipy, KypacTblpy, 6aranay, dopmanu3aaums, CEHIMAINIK, KaTaHablK,
dopmangbl NorMKaHblH WblFapy Tacingepi, HakTbl cebenTtep.

Mak 10.C.
Kazaxckui YHuBepcutet MexayHapoaHbix OTHoleHnin u MexxayHapoaHbiX S3bIKoB
nmeHu Abbinav xaHa. Aimarsl, KazaxctaH

TEOPETU4YECKHUE OCHOBbI PA3BUTUA APTYMEHTUPOBAHHO-KOMMYHUKATUBHbIX
KOMMNETEHLIUK B COBPEMEHHOM OBPA30OBAHUU UHOCTPAHHLIX A3bIKOB

AHHOTauMA

B cTaTbe paccmaTpuBatoTCs NOHATUSA «apPryMEHT», «apryMeHTaLuMs» U YTOUHSAIOTCS BUAbl apryMEHTOB U
aprymeHTauum B 06nactu ndydeHus MHOCTPaHHbIX A3bIKOB. Pa3BuTie apryMmeHTaTMBHO-KOMMYHUKaTUBHOM
KOMMETEHLMM B NpoLLecce M3Yy4eHUsI MHOCTPAHHOIO A3blKa IBNSETCH OCHOBOMOMNAratowmm B COOTBETCTBUM
C NPUOPUTETOM KOMMYHUKATUBHOIO NoaxoAa. ApryMeHTaLma OCMbICASETCA KaK TUMN pa3roBopa, B KOTOPOM
YYaCTHWKM MbITAlOTCH HAWTH pelleHre CNOPHOro Bonpoca (TpeboBaHMe) C NOMOLLbIO NapTHepa / caywarens,
OPUEHTUPOBAHHbBIX HA8 0OMEH MHEHUAMM (MPOLLECC), KOTOPbIM OCHOBaH Ha (XOPOoLKX) NpU4nHaM (Lenb) 1
cAenaHo npuemneMbiM 419 BCeX y4aCTHUKOB (B KOONepaTMBHOM NopsaKe) (Lenb).

KnoueBble cnoBa: aprymMeHTauus, naeHTMbuKaumsa, KOHCTPyMpoBaHue, OLLEHKa, LJOCTOBEPHOCTb,
060CHOBaHHOCTb, CTPOrocTb, GopManbHOe AOKa3aTeNbCTBO, NpaBuia BbiBoga GpopmasbHOM IOMMKHK, ACHas
NMPUYUHHOCTb.
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USING INTERACTIVE GAMES WHILE TEACHING FOREIGN LANGUAGE TO YOUNG LEARNERS

Abstract

The article discusses the mainstreaming of trilingualism in government education reform from the point

of view of the policy of teaching young students foreign languages through interactive games. Examples of
researchers in which a number of problems are solved are given, where games bring real situations to the
classroom, which gives students the opportunity to use the language. Also, games are social activities that
allow you to develop social skills, such as coexistence and collaboration. This shows that any game, including
interactive, can be used not only as a warm-up or time filler, but also as part of a lesson or even a whole
lesson, if it is, for example, an assessment.

Keywords: games, class, over language practice, pedagogical value, structured activity, self involvement,
cognitive and emotional, associations with language.

Introduction

The current government’s educational
reform in terms of three-language policy
makes the foreign language teaching
to young learners a relevant question
to research. Therefore, finding effective
ways to conduct English lessons to
young learners, taking into account their
distinctive features is crucial part of
language teachers’ work. Before giving
the drawbacks of using interactive games

100

and ways to solve them, it is necessary
to outline its importance while teaching
English to young learners.

According to Rixon the term “young
learners” defines children between 5 to
12 years old, which means that game is
their natural way of learning. It should be
born in mind that language learning is a
challenging task requiring constant effort
especially for young learners. Games
encourage learners to direct their energy
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towards language learning by providing
them with meaningful contexts (Wright,
Betteridge and Buckby) Therefore, it is
important that teachers should not see
games as time fillers or tools designed

for fun only, but integrate them into their
foreign language teaching programmes.

It is possible to come up with many
descriptions proposed by various
researchers about the nature of games.
Rixon [1, p. 3], for example, describes
games as “form of play governed by rules.”
Likewise, Hadfield (1990; Quoted in Deesri,
2002, p.1) describes games as “an activity
with rules, a goal and an element of fun.”
According to Haycraft [ 2, p. 94], “Games
are an agreeable way of getting a class

to use its initiative in English.” However,
games are described by Gibbs [3, p.3]

as “games are activities carried out by
cooperating or competing decision makers,
seeking to achieve, within a set of rules,
their objectives.” [4] Games can motivate
children greatly and they are activities
which are usually familiar to children as
regards structure, rules etc. Due to this
familiarity they link back to the children’s
home background. As games are inclusive,
they involve the whole class and can be
suitable to different learning styles and
personalities. They also include repetition,
thus maximizing input, frequency of target
items without making learners bored.

A simple guessing game can be played
numerous times with children despite
possibly limited language (e.g. “Isita
...?"). The students will happily repeat the
structure without getting bored as it is part
of a game and has a real communicative
function.

Methods

Games are simple structured activities
which may involve little language but are
meaningful to students and involve the

whole self (cognitively and emotionally),
thus creating strong associations with the
language used.

As scientists state games bring real-
life situations to the confinement of the
classroom which provides learners with an
opportunity to use the language. Finally,
games are social activities which enable
the development of social skills such as
coexistence and collaboration.

It is believed that when cooperation
and interaction are combined with fun,
successful learning becomes more
possible. To conclude, no matter how
differently games are described, one
cannot underestimate their pedagogical
value both in teaching and learning a
foreign language. [5]

Results

Realizing the importance of games
may cause another question: when to
use games. According to the research G.
Yolageldili and A. Arikan, even though a
lot of teachers understand the value and
benefits games have, teachers are not
sure enough to use them on the foreign
language lessons. It is believed that games
can be used only as time fillers when
there is nothing meaningful left, mostly
at the end of the lesson. However, Lee
[6] proposes that “games should not be
regarded as a marginal activity, filling in
odd moments when the teacher and class
have nothing better to do.” Rinvolucri [7,
p.3] clarifies that a game can be used in
any of these three stages while using them
as a part of grammar instruction:

a) before presenting a given structure,
especially to find out diagnostically how
much knowledge is already known by the
learners;

b) after a grammar presentation to see
how much the group have grasped;

c) as a revision of a grammar area.
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This shows that any game, including an
interactive one, could be used not only as
warm-up activity or a time filler, but also as
a part of a lesson or even a whole lesson, if
it is an assessment for example.

Discussion

Teachers should be well aware of
their roles while using games in their
classes. Since it is rather difficult to
find a game that meets all the needs of
the learners, careful preparation of the
teacher is necessary, especially if you are
teaching young learners. They are totally
unpredictable, many young teachers
while having a lesson with young learners
witnessed the situation when children got
frustrated since they did not understand
the rules and lost the game; when the
game “ended in a draw”; it was too easy
or too difficult. McCallum (1980, pp. x-xi)
suggests that the teacher should organize
the game before the instruction. The
teacher may need some extra equipment
or materials to play the game and most of
the time these equipment and materials
are not available in the classroom. Before
explaining the rules to the class, the
teacher should first understand how the
game is played. Thus, the teacher should
always be prepared to adapt the game to
the givens of the class.

The usage of interactive games, as
we have mentioned before, implements
communication in class. To have a better
understanding of how an interactive
game works we should have a look at
Communication Process Model (Table 1).

The model has a sender and a receiver
of a message, while encoding, transmitting
and decoding a message there can occur
noise, which may prevent a receiver from
understanding information. This can
happen not only in everyday situations,
but also in the classroom, while having an
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English lesson with young learners. Thus,
it leads to misunderstanding and failure
of a game and communication in general.
Problems, or noise which may occur in the
classroom while having interactive games:

- Unclear and long instructions;

- The level, topic and cultural context
can be irrelevant to the particular class;

- Too competitive learners, who take the
role of the leader and do not give a chance
to shy and insecure students to participate;

- Unclear purpose and abstract goals;

- Inappropriate evaluation

When the message is clear the
communication can be called successful
(G.Brown), that’s why before implementing
any game to young learners the teacher
has to take the following things into
consideration:

- Short and clear instructions, followed
by example with definite time limits;

- The level, topic and cultural context
should be relevant to the particular class;

- There must be clear purpose and
achievable goals;

- Ensure that shy or quiet students are
not alienated and have an opportunity to
take part.

- Debriefing, or the evaluation of
results/ events in the game, is crucial to
the game’s success.

Clarifying the mentioned above points,
| may say that short instruction followed
by demonstration provides learners with
limited language knowledge to receive
a clear image of what to do, because
scaffolding is one of the main principles
of an effective language learning. Another
important factor while implementing any
language material including an interactive
game is the level, topic and cultural
context relevancy, which is as much crucial
as instructions, if you do not want to be
failed and misunderstood. Furthermore,
clear objectives and goals must match
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the difficulty level of the game and ability
level of the students, and should obviously
be evaluated, because learners may be
frustrated if they do not see results. The
last, but not the least factor to consider

is that games are particularly valuable

for a child beginning to learn a foreign
language. Children just beginning to learn
a new language need some time to adapt
to the language, its sounds and rhythms.
They need exposure to input before they
experiment with producing language.
Some children will gladly experiment

with production but some can be shy and
require more time. This ‘silent’ time/period
should be offered to the children and they
should never be pressured into producing
language. Games, therefore, offer an
important tool which allows children

to listen to and comprehend language
without requiring production. They can
participate fully in all the activities without
being pressured to produce language.
Thus, teachers should ensure shy or quiet
children are not apart from the game. For
this the game roles and duties should
clearly state.
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Umananuesa C.C.
A6blinan XxaH atbiHAarbl KasaK XxasiblKapasiblK KaTblHacTap XoHe an1eM Tingepi YHuBepcuTeri,
Anmartsl, KasaKkctaH

JKAC OKYLUBbIIAPFA LUET TIIIH YAPEHYAE MHTEPAKTUBTI OWbIHAAPAbI NTAWAANIAHY

AHpaaTna

MaKanaga MHTepaKTWUBTI OMbIHAAP apKblibl }KacTapFa apHanfaH WeT TiNAEepPiH OKbITY casicaTbl TYPFbICbIHAH
MeMNEKETTIK 6iniM 6epy canacbiHAarbl pepopmanapaarbl YIWTINAINMIKTIH HEri3ri TYKblpbiMAamMacs!
KapacTbipbliagbl. bipkatap Mmacenenepgi WeweTiH 3epTTeyLwinepaid Moicangapbl 6epinin, oHga onbiHAap
OKYLUblIapFa Tin yupeHyre MyMKiHAiIK 6€PETIH CbIHbINKA HaKTbl *afgannapabl 9KeneTiHairi TangaHagbl.
CoHpaw-aK, OibIH - 6y 9neyMeTTiK eMipai AaMbITyFa MYMKIHAIK 6epeTiH 2/1eyMETTIiK ic-luapanap, Con Topi3ai
Gipnece emip cypy MeH bIHTbIMaKTaCTbIK. By/l Ke3-KeNnreH oMbiH, COHbIH, ilWiHAE UHTEPAKTUBTI, TEK AanblHaay
HeMece yaKbITTbl TONTbIPYLbl PeTiHAE FaHa eMec, cabaKTbiH, 6ip 6eniri peTiHae Hemece TinTi erep 6y, Mbicansbl,
6aranay 6osca, nanganaHbllybl MYMKIH EKEHIH KepceTegi.

Tipek ce3aep: OMbiHAAP, CbIHbIM, }XOFapbl TINAIK ToXipMbe, negarormkanblk KYHAbUIbIK, KYPbUIbIMABIK KbISMET,
MeHzi TapTy, KOrHUTUBTI XXoHe aMoLMOHanabl, TINMEH accouunsnap.

Umananuesa C.C.
Ka3YMOuMS umeHun Abbinan xaHa. Anmatsl, KasaxctaH

UCNOJ/Ib30BAHUE UHTEPAKTUBHbLIX UT'P B OBYYEHUU UHOCTPAHHOMY f13biKY MOJIOAbIM
OBYYAIOLLUMCA

AHHOTaUMA

B cTaTbe paccmaTpuBaeTCs aKTyanu3auns Tpexsa3bluns B NpaBuTeNbCTBEHHOM pedopme o6pa3oBaHms ¢
TOYKM 3PEHUS MOAUTUKU 06YYEHUSA MHOCTPAHHbLIM i3bIKaM MOOAbIX YYaLLMXCS C MOMOLLbIO MHTEPAKTUBHbIX
urp. MprBoANTCS NPUMEPBI UCCNefoBaTENEN, B KOTOPLIX PelleHbl pag 3ag4aY, rae Urpbl NPUHOCAT

peasibHble CUTYaLMK B KNACCHYIO KOMHaTy, 4TO JaeT y4allMMcs BO3MOXHOCTb MCMONb30BaTh A3bIK. TaKKe
Urpbl - 3TO COLManbHble MEPONPUATUS, KOTOPbIE MO3BONSIOT Pa3BMBaTb COLMabHbIE HABbIKKU, TAKME KaK
COCYLLECTBOBAHMWE U COTPYAHMYECTBO. ITO MOKa3bIBAET, YTO Nt06as Urpa, B TOM HYUC/IE UHTEPAKTUBHAS, MOXKET
MCNO/b30BaTbCS HE TONbKO KaK pasMUHKa WK 3an0/HUTENb BPEMEHU, HO M KaK YacTb YpOKa MK Jaxe
LLeN1Ioro ypokKa, ecnv a1o, Hanpumep, oLeHKa.

KnoueBble cnoBa: 1rpbl, KNacc, Haj A3blKkoBas NpaKkTMKa, negarornyeckas LLeHHOCTb,
CTPYKTYpUpOBaHHasA AeaTeNbHOCTb, BOBNEYEHHNE A, KOTHUTUBHOE M AMOLIMOHANbHOE, aCCOLMaLMm C A3bIKOM.
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OHEPIIA3DI
AIJIbI YKAHA
KITAI
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MykaHA. !

'T.K. )KypreHoB aTbIHaFbI
Ka3ak YJATTHIK OHep aKkaaeMHsIChl
Anmarsl, Kasakcran

OMNEPA OHEPMA3bI JXAW/Ibl JXAHA KITAN

AxpaTna

Bbyn xapusananbimaa npodeccop NyngaHa FanbiMKbI3bl CanapranueBaHblH, «Onepa — MeHiH eHepaeri
6oMTyMapbIM» aTThl }aHa KiTabblHa Nikip 6epineai. AGan aTbiHAarbl Ka3aKTblH MEMNEKETTIK aKaaeMUaNbIK
onepa *oHe 6aneT TeaTpblHbIH, XXeTeKLWi aHwWici benimbeT KoxkabaeBTblH LblFapMallbliblFbiHa apHanfFaH
KiTanTblH anTblH apKaybl — Ka3akK ornepa oHLWICiHiH WhiFapMallblblFbl. OTKEH FacbipablH 80-LWi XblngapbliHaH
6acTtan KyHi 6yriHre aeviH Ka3aK onepa eHepiHiH JaMyblHa 63iHiH Y/IeCiH KOCbIN KereH eHepnas, ycTas Xansbl
KiTan akagemusnblK onepa TeatpblHAa aHWiMeH 6ipre eH6eK eTKeH caH anyaH MaMaHAbIKTapAblH 6acbiH
KOCKaH LiblFapMallblblK YbIMAaFbl TaNl@HTTbl 3aMaHAacTapbl Xakbl Cbip TapKaTbin, MO MaFnymar 6epeai.
KiTanTblH 6acTbl KeMinNKepiHiH, eMipi }oHe WhiFapmallbliblK KenbeTi apinTecTepiHib, 6eprex nikipnepimeH
KyHAbl. KiTan onepa eHepiH }aKCbl KOPETIH XoHe TeaTp CyYMep KaybiMFa apHasfFaH.

Tipek ce3pep: oHLWI, TeaTp, onepa, NapTusa, AUPUIKEP, PEXUCCEP, BOKan, pen.

«Onepa — MeHiH eHepaeri 6onTyMapbiM»  cypeTrenreH (Cypet 1).

atTbl KiTanta KP eHOeK CiHipreH XX FacbipabiH 30-50 Xbingapaarhbl
KanpaTKepi, npodeccop benimoet TanaHTTbl TyAFanapablH, ecencia eHoeriHiH,
KoxabaeBTblH Ka3aK MaeHUETIHAE, apKacblHAa Mas WwapyLlbliblFbIMEH

ornepa eHepi MeH caxHa TapuxblHa 63iHAIK  arHanbICKaH Kellnesi Kasak TonblpaFbiHa
OpHbI, ABan aTbiHaaFbl MeMneKkeTTiK TaMblpblH EyponagaH 6actanTbiH Kypaeni
aKageMUSabIK onepa XoHe 6anet onepa eHepi TybIH TiKTi. ¥1TTbiH onepa
TeaTpblHAAFbI LbIFPaMallblbIK OJbl eHepi, TeaTpbl — Kalbl C63 KO3FaraHaa
MEH onepa ManTanMaHaapbiHbIH SHLLI angbIMeH TeaTpAblH aNTbiH AiHreriH Kaaarn,
eMipiHaeri OpHbl MEH MaHbI3bl Typasbl KabblpFacblH KOTEPreH, Kaaay-Kkagay

JepeKTep MeH Kbl3bIKTbl OKUFanap ecimaepi ynT MaeHUETIHIH TapuXbiHa

105



Oyeegaria ‘._Céﬂapaﬂuﬁﬁd

ONMERASSMEHIH, OHEPAEN
bOUTYMAPLIM

OAiruamr 207 7

1 cypet — bBeflim6er KoxkaGaeBTbIH LIbIFapMaLIbLIBIFbIHA
apuautran [LT. CanapranuneBanbiy «Onepa — MeHiH eHepieri
60HTYMapbIM» KiTabblHLIH MyKabackl. 2017

anTblH 9pIiNTEPMEH Xa3blfiFaH: *ymar
LWaHuH, KypmaH6ek HaHaapbekos, Kynow
banicenitoBa, KaHabek banceniTos,
Ypusa TypablKky/oBa cekingi 1.6. ara 6yblH
anbinTap T06bl ecke opanafbl. An, onapabiH
i3iH 6acKaH: aramblHabl A6OyNIMHAED,
KoykeH KeHxxeTaeB, banranu [locbhxaHoB,
LLla6an bencekoBa, OHyap6eK YMOeTOAEB,
Posa }XamaHoBa, Epmek Cepkebaes,
Bubiryn TenereHoBa Tafbl 6acKa KenTereH
opTa 6yblH TanaHTTbl 6HEPNa3aap WoFbipbl
Ka3aK onepacblHblH OpblHAAYLWbIIbIK
NeHreniH onikke camfratTbl. Kaszak
orepachl, OpblHAAYLWbINbIK 6HEPi 6y
Ke3ae xanblKapablK apeHara WbIfbiM,
KOPKEMAIK AeHreniH aHa 6enectepre
KeTepingi. Ocbl Ke3eHaeri Teatp Tapuxbl
MEH OpblHAAYLLbIaP XETICTIKTEPI anbl
a3[bl-KenTi }a3blnFaH 3epTTey, Kitantap
6apLbliblK.

KasakK onepacbliHblH Kypaeni ae
KWbIH Ke3eHi 6y/1 — eTKeH FacblpabiH, 80
XblngapbliHaH 6actan }aHa XXI Facblp
TOFbICbIHAFbl Orepa TeaTpbl MEH OHbIH
OpblHAAYLLbIIaPbI }anbl caHaybl
KiTanTapMeH LeKTenin KanfaH TyCbl.
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KeHecTiK fgayipaiH TOKbIpay aTaHfaH efiapa
Ke3€eH TYHFMbIFbIHA TYCKEH Xbliaapbl

MEH Toyenci3aik anfaHHaH KeniHri etneni
*blngap ayblpTnanbiKTapbiH apKanaraH
LblFAapMaLlblfblK Ty/IFAnapbliHa apHasfFaH
KiTanTapfa KaeTTiNiK ce3ineTiH.
HaKkblHaa XKapblKKa WbiKKaH yngaHa
CanapfranueBaHblH «Onepa — MEeHiH,
eHepaeri 6onTymMapbiM» - aTTbl KiTabblH
KONFa ana oTblpbIn, 6y eHOEKTiH OCbIHAaN
OJIKbINbIKTAPAblH OPHbIH TONTbIPYFa
GafbITTanfaHablFblH KOPAiK.

Onepa TeaTpbl, OHbIH 6HEpPna3aapsb!
YaWnbl }as3blIFaH Kitan ayHuere Kenyi,
cUpeK Te 6osica KyaHap/iblK XonT. byn
KiTanTblH anTblH apKaybl — Ka3ak onepa
SHWICIHIH WblFapMallblblFbl. AGan
aTbiHaarbl KadaKTblH MEMIEKETTIK
aKaJeMussblK ornepa xoHe banet
TeaTPbIHbIH, XETEKLi oHLWiICI,
Ka3aKCcTaHHHbIH eHOEK CiHipreH apTuci,
Kaunp KoHcepBaTopusCbiHbIH Npodeccopbl,
KypmaHFfasbl aTbiHAaFbl Ka3aK yaTTbIK
KOHCEpBaTOPUACHIHbIH AOLLEHTI, «KypmeT»
OpAeHiHiH nerepi benimbet KoxabaeBTbiH,
LUblFapMallbliblfbiHa apHanfaH. OTKeH
FacblpablH, 80-Lwi XbingapbiHaH 6actan
KYHi OYriHre eniH Ka3ak onepa eHepiHiH,
JaMyblHa ©3iHiH, yNecCiH KOCbIN KenreH
eHepnas, yCTas Xaw/bl KiTan akageMusasblK
onepa TeaTpblHAa 9HLWIMEH b6ipre eH6eK
€TKEH CaH afnyaH MaMaHAblKTapablH 6acblH
KOCKaH LblFapMallibiiblK yXbIMAaFbl
TanaHTTbl 3aMaHAacTapbl Xawbl Cbip
TapKaTbln, KiTanTblH 6acTbl KERINKEPI
Xannbl MON MafFnymar 6epefi.

ABTOp KYHi 6yriHre geniH eHep
OJblHAAFbl YCTa34apblHbIH Kacitu
MaMaH/blKKa OereH ynaraTblH Ty eTin
yCcTafaH, TYpAai Kegeprinepre KapamacTaH
©3i XaH-ToHIMEH Kanan KenreH KacueTTi
caxHacblH ariblpbacTamMan Kene }aTkaH
OHLi-aKTep benimbeT KoxkabaeBTbIH,
6Mipi MEH LbIFapMallblibIFbIH }aH-*KaKTbl
KaMTbliN allyrFa 6aca Ha3ap aygapraH.
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Enimis TapuxTblH Kypaeni e KUblH aymarsbil-
TOKNeNi Ke3eHi 6onfaH eKi FacbipablH,
TOFbICbIHAAFbl TeaTp 6acTaH KellKeH
KUblHObIKTapfFa KapaMai oHLWi-aKTepPNiKTi
OMipiHiH 6acTbl MypaTbl €Tin TaH4araH
OHep afaMblHbIH WbIFapMallbUlbIfbl,
TbIHbIC-TipLWiNiri kannbl ce3 6onagbl. Kitan
GipHelle TapaynapaH Typaabl. OHLLIHIH
eMipbasHabIK 6eneci MeH Kacibu ToNbICybl
epeKLwenikrepiHe opan ¥UHaKTanbIn
KYPbI/IbIM TY3reH. OCKeH opTachl, anfallKbl
eHepre Keny XOo/bl, CaxHara KylTap/blfbiH
oATyFa ceben 60FaH anfbllapTrap, Kaciou
6iniM anyna KesaeckeH ycTas3apblHblH,
Tonimi, Kacibn Ke3KapacTaFbl MamaH
JanblHaay iciHaeri ecy 6acnangakrapbl
AepekTtepmeH 6asiHganagpbl. KeHectep
OpafblHOaFbl Y3[iK OKY OpbIHAAPbIHbIH,

6ipi H.A.Pumcknn-KopcakoBs aTbiHaaFfbl
JleHnHrpag KoOHCEPBAaTOPUACHIH COTTI
asikTan cMpeK KesaeceTiH 6ac gaybICThbl
OUNNOMAbI SHLLIHIH cON Ke3aeri
pecnyb/vKagarbl anfbl3 onepa TeaTpblHa
YKEeKe oHLLI 60NbIN KabbliaayblHaH KEeNiHri
6acTanFaH caxHasblK FYMbIPbl, CaH anyaH
ornepanajaH opblHAaraH napTusanapsbl
KapacTblpa OTbIPblM CaxHaja *KacanfaH
cybeni obpasgapbiHa Tangaynap
YKacanagpl. OHWIiHiH caxHaJafbl aFa 6yblH
apinTecTepi MeH 3aMaHac Kypaacrapsl,
©3iHeH KewiH TeaTp TabblNablpblFbIH aTTan
OYriHri KasaK ornepachblHblH, }anayblH
KeNGipeTin KYpreH iHi-KkapblHAacTapbIH
LUblFapMalLlblfbIFbl }aWbl OR-NiKipnepiHe
ynacagbl.

ABTOp TeaTparbl LWblFapMallblblK
YPAICTi, }XYMbIC KECTECIH, op ajlyaH
ayblC-TYMiCTEPai XaKCbl 6ineTiHAri
Bb.KoxkabaeBneH OCbl KE3€E KYMbIC
iCTEreH YXKbIMHbIH, 6acbliM 6eniri, onapabliH,
LUblFapMallbl/bIFbl }aW/bl NiKip, MiHe3aeme
6epyre TannblHFaH. 80 Xbl1gaH actam
Tapuxbl 6ap Aban aTbiHAaFbl Ka3aKTbiH,
MEMJIEKETTIK aKkaeMUSANbIK onepa KoHe
6aneT TeaTpblHbIH, KeLleri }XoHe GYTiHTi

TapuxblHa, LblFapMallbliiblK KeN6eTiHe OChl
Ke3[iH Kyarepi 6onfaH onepa aHLUICiHiH
Ke3KapacbIMeH KapacTblpagpbl.

OHLWINepAaiH, caxHaaasbl XXYMbICbIH
Oafranayaa 6yFaH aeniH TaMm-Tymaan
YKasbl/iFaH MaKana, peLeH3uns,
MOHOrpaduanapaaH isgen taybin
cintTemenep KipicTipy apKbl/ibl 9HLWi-
aKTep LWblFapMallbliblFblHA JOUEKTINIK
6epreH. ABTOP/AbIH KiTanTa TEK aHWinep
KaybIMbIMEH LLUEKTE/IMEWN, OHbIH,
opinTecTepi: onepa eHepiH yXKbiMaaca
Kacayllbl TipeK TyiFanap: gupwxepnep,
pexuccepnep T.6., opinTecTepiHiH,
LblFApMaLlblfiblK MOPTPETTEPIHE A
MoH 6epyi aHWi b.KoxabaeBTbIH
LIblFApMaLlbliblK OpTachl XXansbl
JepeKTepai TonblKTbipa Tyceni. Onepa
OHLUiCiHe caxHaZa canTaHaT KypyFa *Karaan
YKacauTblH TeaTpAblH TYPi LeXTapbiHbIH
YKapKblH 6KinaepiHiH eHoeriHe 6ara
6epinei. ABTOp KitTan KeninKepiHiH,
Ke3KapacbIMeH apinTecTepiHe
MiHe3aeme 6epe oTbIpbIn onapibliH
TanaHTbl, EHOEKKOP/bIFbl, agaMu1 KapbiM
KaTblHacTaFbl Ke3KapacTapbl aW/bl
TONbIKTbIPYapbIMEH 9pPKiMHIH 63iHe caW
KanTanaH6ac epeKLeniKTepiH alyra
ThipbICKaH. OHWi BenimbeT KoxKabaeBTbIH,
LWblFapMallbl/iblK KeNnbeTiH, caxHaaa
OpblHAAFaH NapTMaNapbIH Tangay apKbiibl,
OoCbl OpTaja 6ipre XypreH 6enrini eHep
KanpaTtKkepsepi, apinTecTepiHiH, 1ebisaepi
apKbl/ibl 6epyi KiTanTblH Ma3MYHbIH 6albiTa
TyckeH (Cypet 2,3,4,5,6,7).

OKblpMaH 6y KiTanTa TaHbIMAbIK,
TafNbiMbl 6ap, aHbIKTaMaiblK JePEKTEPMEH
ysaeceni. ABTOpAblH OCbl Macenesnep
TOHiperiHae on-WyHKbIpbiHa 6oMnan TepeH,
Ka3a afaTblH MyMKIHAIr 6anKanagbl.
Onepa aHiliciHiH eMipi MEH 6HEPIH, OHbIH,
GEeMnHeTI MEH MalLaKaTbIH iLUTEH TaHbIN
OiNreHAiKTEH aBTOPAbIH KanaMbl KYMPIK,
apHawbl My3blKalblK, ornepa aTay/iapbiIMeH
€PKiH XXyMbIC acaraH. Tifi xaTblK, antap
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4 cyper — Lk Ilyqunnu. «borema» onepacol. «benya»
pediinze befiim6er Koxkabaes.

«Mauora» pedinne b.Koxxabaes. AGaii aTbiHaFbI
MemiiekeTTiK aKaeMHsIIbIK OTlepa »KoHe GaJieT TeaTpbl.
Anmvatel

-

2 cyper — Pumckuii-Kopcakos A.H. — «Ilapckas HeBecra»
onepacel. « MaJitora» pedinne b.Koxxa6aer. Abait aTbiHAAFbI
MeMiieKeTTiK aKaeMUsJIbIK ornepa XoHe GaJeT TeaTpbl.
Anmatbl

5 cyper — I1.YaiikoBckuit. «Eprenuit Onerun» ornepacel.
«Knsizp [pemun» - B.Koxkabaes.

Abait atbiHaFbl MeMJIeKeTTiK aKaleMUsIIbIK OTlepa JKoHe
GaJieT TeaTpbl. AsMaThbl

3 cyper — A. )KyGanos-J1.Xamuna. «AGaii» onepacsl.
«CpbipTTan» pedinae befiim6er Koxkabae. « Mamtora» peJinze

B.Koxka6aes. Abaii atbinaarbl MeMIeKeTTiK aKaae MUSIIbIK, Kypp,eni Ke3eH,iH,£l,eFi WblFapMalLlblIbIK
orepa »oHe GasieT TeaTpbl. AnMarbl

ThIHbICbIHA, TeaTpAa eHOEK ETKEH, KYHI
OyriHre geniH eHepiMeH KepepMeHai
KYaHTbIN XXYPreH eHepna3aapbl
¥aWnbl TaHbIM/bIK MaFnyMaTbl MOS.
HHoFapbl cananbl Karasfa LWblFapblibim,
aBTOPAblH XXeKe MypafraTblHaH aJibiIHFaH
WNNOCTPaUnsANbIK GOTO MaTepuangapMeH

OWbl aHbIK Xa3bl/iFaH KiTanTaH aBTOP/blH,
TaHJan anfaH HblcaHblHa AereH epekLie
Ke3Kapachl 6arikanagbl. Kitan ipreni
FbIbIMU-3EPTTEY KYMbICbl HEMECE apHanbl
MOHOrpadUsaHbIH XYTiH KeTepmece ae,
Abai aTblHAafFbl Ka3dak MeEMNEKETTIK
aKageMusanblK onepa TeaTpblHbIH TyTacTan
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6 cyper — I'1.HaiikoBckuit. Mosanra onepacst. «Koposib Pene»
- B.Koxka6aes.

Abaii aTbiHzarbl MemJ/IeKeTTiK akaeMUsIJIbIK OTepa sKoHe
GaJsier TeaTpbl. AsMatbl

6e3eHAipiNreH KitantbiH canaribi
ON3alHAbIK WeLliMi XaKcbl acep
Kanablpaabl.

bacbin eTKeH eMip *obl, onepaaarbl
©HEep XOoJblHa yflaca oTblpbin 60MTYMapblHa
anHanfaH aHWi benimbeT KoxkabaeBKa
apHanfaH l'yngaHa CanapranueBaHbliH 6yn
KiTabbl 63iHiH OKbIpMaHAapbiH Tabagbl
JlereH onaambi3.

7 cyper — llL.Iyno. «®aycr» onepachl. «Meducrotpes» -
B.Koxa6aes.

AGait atbiniarel MeMIeKeTTiK aKaleMHUsIJIbIK Orepa KoHe
GaJiet TeaTpbl. AsMaTbl
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MykaH A.
WHCTHTYTa iutepatypbl U UCKyccTBa uMeHn M.Aya30Ba,
Anmartsl, KazaxcraH

HOBASl KHUIA Ob ONMEPHOM NEBLE

AHHOTaUMA

B naHHOM peBbio faeTcs 0630p HOBbIN KHUIKM Npodeccopa NynbaaHbl Canapranneson «Onepa - Mow
TanMCMaH B UCKyccTBe». KHMra noceslleHa TBOPYECTBY BeayLiero conucta Kasaxckoro rocyaapCTBeHHOro
aKaJeMW4ecKoro Teatpa onepbl n 6aneta nmeHn Abas - benmbety Korkabaey. C 80-x rogos nNpoLwnoro

BEKa A0 Halumx AHeN onepHbIv apTucT, neaaror b.Koxab6aeB BHOCUT CBOW HEOLIEHMMbIN BK1aj B passutue
OMNEepPHOro UCKyccTBa B pecnybnunke. 2MU3HEHHO-TBOPYECKMUIM NyTb ONEPHOro NeBLa PacKpbiBaeTcs aBTopoM
yepes co3aaHHble cLeHnYeckne o6pasbl. ABTOp faeT MHOOPMaLIMIO O TaNaHTIMBbIX KONerax-coBpeMeHHUKax
C KOTOPbIMKM BMeCTe paboTan apTUCT. TBOpYECKM 06/MK NeBLA AOMONHAET BbiCKa3blBaHMS KONer no uexy u
APYTUX M3BECTHbIX MY3bIKabHbIX AesaTenen.

KnioueBble cnoBa: nesel, Teatp, onepa, naptus, AUPUIKEP, PEKUCCEP, BOKan, posb

A. Mukan
M. Auezov Institute of Literature and Art,
Almaty, Kazakstan

A NEW BOOK ABOUT THE OPERA SINGER

Abstract

This review about the new book by Professor Guldana Sapargalieva “Opera is my talisman in the art”. The
book is dedicated to the creative work of the leading soloist of the Kazakh Academic Opera and Ballet Theater
named after Abai - Beimbet Kozhabaev. Since the 80s of the last century to our days, the opera artist, teacher
B. Kozhabaev makes his invaluable contribution to the development of opera art in the country. Life-creative
way of the opera singer is revealed by the author through the created scenic images. The author gives
information about talented colleagues-contemporaries with whom the artist worked together. The singer's
creative appearance is completed by the statements of his colleagues and other famous music figures. The
book is addressed to fans of opera and people, who are interested in the theater.

Keywords: singer, theater, opera, party, conductor, director, vocals, role.
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CUMODOHHUSA» B NMOCTAHOBKE M. TNIEYBAEBA

C. MPOKOMBEB

KEJACCHYECKAA CUM®OHHA

Oupwep — P. CAJIABATOB, HapoaHbIii apTHeT
Tatapckoi ACCP

Banetmenicrep-nocraHoswmk — M. TIIEYBAEB, 3acnyeHHbIH
Aestens uckyccts Kasaxckoin CCP, naypear npemun
JNlenmHckoro komcomona Kazaxcrana

Accuctent Banetmeiictepa — P. BAMCEUTOBA, HapoaHas
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H. Jlukyuesa, J1. Makapuesa, P. Maxmypgosa,
A. Orapoea, C. Paxmerosa, J1. Cmarynosa,
P. Tynerenosa
C. Ackap6ekos, B. Boromonos,
A. Bectembaes, A. Bypkur6aes,
A. Bucembunos, C. F'oHuapos, A. 3aBapos,
. Kapramsicos, T. Hypkanues, M. Tapnanos,
M. Tykees, C. Ty6onbues, K. Yykeros,
A. Waxaxos, P. LUkgnosckac

Banermeiicrep-peneturop — U. MAHCKAS, HapoaHas
aptuctka Kasaxckoin CCP

KoHuepTmerictepsi:
B. TAJTAHUEBA, 3. }XYBAHOBA, C. TULLLEEHKO

Cnekraknb Beayr:
. AAHMITUHA, C. TACBIBAEBA, L. YYPUHA

Pucynok 1 — Muntaii Triey6aes Ha peneTHIIMU. Pucynok 3 — Ilporpamma k 6anety «Knaccuueckas
Anma-Ara, 1976 cumonusi». [TocraHoBuwKY 1 ucrosHuTen. 1987
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FnasHei? Aupuskep — P. CAJIABATOB,
HapoAHbLIi apTuct Tatapckoi ACCP

FnasHeik pexuccep — B, JOCBIMMAHOB,
HapoaHeii apTuct Kasaxckoi CCP, naypear
Focypapcteentix npemuii CCCP u Kasaxckoi CCP, npodeccop
FnasHeii Banetmerictep — M. TIIEYBAEB, 3acnyxeHHsii
Aeatens ckyccte Kazaxckon CCP, naypeat npemun

JleHmnHckoro komcomona KasaxctaHa

FnaeHbii xygomuux — I MCMAMUITOBA, 3aCNYMEHHbIN
Aestens uckyccte Kasaxckod CCP

Inaeneiit xopmericrep — 6. MAMAHBAEB, sacnysxeHHbIi
peatens uckyccrs Kasaxckon CCP, npogeccop

Hauano yrpennux cnexraknes 8 11.30 vac.,
sedepHux —— B 19.30 vac.
Ieacen pa6otaer ¢ 10.00 ao 19.30 uac.

anHMMa)OTCSI KONNEeKTHBHEbIE 3aABKH.

Liexa 5 xon.

r. A-Ara, 7. O, 3. 23232000, 15.10.87

MHHUCTEPCTBO KYNbTYPbl KABAXCKOW CCP

KA3AXCKWHA FrOCYAAPCTBEHHBLIH OPAIEHA NIEHHMHA
AKARBEMMYECKWHA TEATP OMEPbI M BAJIETA
umenn ABAS

NOCBALWAETCS 70-NETHHO BENMKOH
OKTAEPLCKOW COLMANUCTHYECKOH
PEBONIOLMH

r. CBUPMO OB

MATETHYECKAA OPATOPHA

AN BACA, CMELUAHHOIO XOPA
4]
BONbLUIOrO CMM®OHHUYECKOIO OPKECTPA

Cnoea
Bnagnumnpa MASIKOBCKOTO

C. MPOKOMLEB

KJIACCHYECKAA CHMdOHHUA

OAHOAKTHbIN BaNET Ha MY3bIKY CHMMGOHHM

JNuBpertro M. TNIEYBAEBA

ANMA-ATA, 1987
(fais V3. eguesur Ny

Pucynox 2 — Ilporpamma k 6anety «Knaccuueckast cumdonusi». 1987

MyKaH A.

ONEPA OHEPIMNA3bI }XAWJ1b] XXAHA KITAN

3 cyper — A. )Ky6anos-J1.Xamuna. «Abaii» onepacel.
«CpiprTan» pedinae befiim6er Koxkab6ae. « Masiora» peJinze
Bb.Koxxa6aes. AGaii atbingarbl MeMJIeKeTTiK aKaJe MUSIIbIK,
orepa xoHe GaJsieT TeaTpbl. AsMarbl

4 cyper — Lk Ilyqunnu. «borema» onepacol. «benya»
poainge Beilimer Koxkabaes.

«Magora» pedinne b.Koxxabaes. AGait aTbiHaFbI
MeMiieKeTTiK aKajleMHSIIbIK Orlepa xKaHe OaJleT TeaTphbl.
Anmvatel
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£ Stegara Canapaaiuoi

ONERACDMEHIH OHEP.
BOITYMAPLIM

Oz 2

1 cyper — beitimGer KoxkaGaeBTbIH, LblFapMallblibirbiia apHasiran [T Canapranuesanbin «Onepa — MeHiH oHepyeri
60iTyMapbIM» KiTaGbiHbIH MyKabachl. 2017
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5 cyper — I'1.HatikoBckuil. «EBrennit OHerun» onepachl.
«Kusizb Ipemun>» - B.KoxkaGaes.

A6aii aTbiHzarsl MeMekeTTiK aKaieMUsUIBIK orlepa JKoHe
6aJjieT TeaTpbl. AsiMaThbl

2 cyper — Pumckuii-Kopcakos A.H. — «Ilapckas Hesecta»
onepacol. « MaJitora» pedite b.Koxxa6aes. Abait aTbiHIaFbI
MemiieKeTTiK aKaieMHUsIIBIK orlepa xoHe OaJleT TeaTpbl.
AnmvaTo

6 cyper — I1.Harikosckuit. MosanTa onepachbl. «Koposb Pene»
- b.Koxkabaes.

AbGaii atbiiarbl MeM/eKeTTiK akaeMHUsIJIbIK Orepa JKoHe
GaJier TeaTpbl. AsMaThbl

7 cyper — lL.Iyno. «®aycr» onepachl. «Meducrogpes» -
B.Koxxab6aes.

Abaii aTbinnarbl MemJ/IeKeTTiK akaaeMHSIIbIK Orepa 2KoHe
GaJier TeaTpbl. AsMaThbl
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