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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 shiftin
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
Rincdn (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.

Itis 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
«Donn (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
«ucidity», 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. An6acere-Masa, A.®epHaHpes-CaHo
peHaga YHusepcuterTi, [peHaga, cnaHus

FEPMEHEBTUKAJIbIK TOCI1AI CAYAJIAAMA 9ICI PETIHAE KOTHUTUBTIK JINMHFBUCTUKAJA
KOJIAAHY: BEJIJ1I UCNAH SHAEPI MbICAZIBIHAA

AHpaTna:

MaKanaga giHHEH »oHe e3iHAiK MaTiHAepAeH 6acTan repMeHeBTUKa KasbliNTacyblHbIH MOAEHM XKaHe
durnocoduanbiK Herizaepi KapacTblipblnagbl. Kyapsara conkec (2003) «<repMmeHeBTUKa» co3i aBTop IxC.
[aHHxayap )KyMbICbliHAA anfall nanaa 6onbin, 1654 xbinbl «<KacneTTi repMeHeBTUKa KacueTTi o4ebueTTi
TYciHAipyre Kapcbl aaic» Aen atangbl, OHAa repMeHEBTUKA TYCIHAIPY KOHE XKa3y eHepi peTiHAe KapacTbipbligbl.
TyKblpbiMAapablH TangaHybl apKunbl 6onbin: XVII Facbipaa «KacuUeTTi repMeHeBTUKar aHe «npodaHbl
repmMeHeBTMKa» apacblHaarbl 6apblK arMblpMallblibiKTapaaH 6ac Tapty (Kyapso, 2003), XIX -Facbipaa
repMeHeBTUKa TyXKblpMAaManapblH CbiHayFa «CaHaHblH repMeHeBTUKackl» aTTbl }aHa caHa KOoCblnAbl
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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»)

YKoHe KenTereH aBTopnapaa repMeHeBTUKa 6YN — KOTHUTUBTIK IMHIBUCTUKA €H anabiMeH KapbiM-KaTblHacC
TiniH TyGerenni Tangan anManTblHMEH Kenice anmay, XeHinaeTireH Tacingepai ey, MaTiHaeri TepeH,
MafblHanapAbl i34ecTipy }annbl WwWewiMaepae aHblKTanabl.

Tipek ce3paep: repMeHeBTUKa, MOH MEH MaFblHa, allblK aHe XacblpblH, MaTiIHAEPAI NanbiMAaay, ucnaH
aHAEPi, KOTHUTUBTIK IMHFBUCTUKA.

XK. An6acere-Masa, A.®epHaHpe3-CaHo
peHanckni YHuBepcutert, peHaga, MicnaHms

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

AHHOTauMSA.

B cTtaTbe paccmaTpuBatoTcs KynbTypHO-GUN0COPCKNE OCHOBLI GOPMUPOBAHUSA rEPMEHEBTUKM, HAYMHas
CO CBSI3U C penunrmen n ee cobcTBeHHbIMMU TekcTamu. CornacHo Kyapso (2003), cnoBo «repMeHeBTUKa»
BnepBble nosBnseTca B pabote asTopa JC. Dannhauer Kak «CBslweHHas repMeHeBTUKa NPOTUB MeToaa
pas3bsACHEHUS CBALLEHHOM nuTepaTtypbl» B 1654 rofy, B KOTOPOWM repMeHeBTMKa paccMaTpuBanach Kak
MCKYCCTBO MHTEpMpeTaLunmn u nucbMa. AHanusunpyetcs KoHuenuus: B XVIII BeKe 0TKas OT BCeX pasfinyum
MeXay «CBSALLEHHON repMeHEBTUKOM» U «MpodaHHON repmeHeBTUKON» (KyapBo, 2003), B XIX BeKe KpUTHKa
KOHLLENL MK repMEHEBTUKH, HOBOE CO3HaHME BblI0 HaNOXEHO Ha TaK Ha3blBaeMoe «repMeHEeBTUYECKOE
co3HaHue» (D Agostino, 1996). Beuchot onpeaensieT Kak cnocoGHOCTb M TanaHT UHTEPNPETUPOBaTL

TEKCT, 6bITb CMNOCOBGHbLIM MPaBWUIbHO MOHMMAaTb U KOHTEKCTYannM3npoBaTh; Hanbonee nocnegoBaTenbHas
repMeHeBTUKa [agamepa («McTMHa 1 MeToa») U Yy MHOTMX aBTOPOB BbIBOAbI MO NOBOAY FrEPMEHEBTUKM - 3TO
NOWUCK FMYBOKNX 3HAYEHUI B TEKCTE, NPE0A0NEHNE YNPOLLEHHbIX MOAXOA0B B KOTHUTUBHOM IMHIBUCTUKE,
KOTOPbl€ HE CMOTN COMTUCH B paanKaibHOM aHanu3e A3blka KOMMYHUKaL MK,

KnioueBble cnoBa: repMeHEBTUKA, CMbIC/bl U 3HAYEHUS, SBHOE M CKPbITOE, TOJIKOBAHWE TEKCTOB, UCMAHCKNE
NECHU, KOTHUTUBHASA IMHIBUCTHKA.
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[MOCT-
MOIJEPHHUCTIK
TEATP )KOHE

PHILOSOPHY

AKTEPJIIK

MPHTH 02.61.45

Boanpikos )K.B. !

'TKypreHos arbinarsl Kazak yaTTbiK eHep
aKajleMHSICH,

(Anmatbl, Kazakcran)

MNOCTMOAEPHUCTIK TEATP JKOHE BYTIHII AKTEPJIIK ©HEPAAIH 3 XAHA CUNATbI

AxpaTna

MaKanaga aKktepnik 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
KOWblNFaH CNeKTaKNbAepaeri akTepik Wwebepnik epeKluenirine capanamMmanap *acanasbl. «[loctgpamar
TYFbI3FaH XaHa TeaTp/blK CUTyaLusanap, OHbIH KOPKEM-alKbIHAbIIbIK Kypanaapbl MEH MylbTUMEANANbIK
TeXHoNornsnapabliH KEHiHEH NanaanaHblNybl, CNEKTaKNbAiH KOPKEM NaeacbiHAaFbl KOMMNOHEHTTEPI MBAEHM-

dunocodusanbik nansiMgaynapgaH eTkizinesi.

Tipek ce3aep: oNeMiK XoHe KasakK TeaTpbl, akTepsik eHep, ApamaTyprus, noctapama.

Kipicne

Bbyrinaoe KasakcTaH 3KOHOMMKAaChI
JaMblfaH, e3re engepMeH Tepesi TeH ipreni
MeMIeKeTKe anHanabl. Toyenci3aikTiH,
Ay6ipni MEPENTOMbIH atan eTin, OH-
conbiMbI3abl 6aFgapnan, 6onallaxkka 6apap
}OJbIMbI3Aafbl HAKTbl LapanapbiMbi3Abl
6arampaan oTbipMbI3. MeMeKeTiMi3 Kueni
OHepAi Ha3apblHaH TbiC KajablpMan,
3KOHOMMKaJbIK KaHa eMecC, COHbIMEH
KaTap MHTENNEKTyanablK XaHfblpyabl Aa
KOJIFa anbin, anemMiik 6aceKkere Kabinetri
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MOEHU MEHTaNbAINIKTI KanblNTacTbIpy
YLWiH eH BGipiHWi YNT AapblHAAPbIHbIH, 6HEP
MalTanMaHAapblHbIH, WbiFapMallbliblFbIHA
nem 6epyge.

MapaeHUeTIMI3iH CYMeKTi canachl
— TeaTp eHepi bl caHan XaHa
i3aeHicTepMeH cepnijin, ipreni
CMeKTaKbaepiMeH KoFam eMipiHae
MaHbl3bl POSib aTKapbin OTbIP.

FbinbiMW NapagmMrMaHblH, KypaeneHyi
6enrini 6ip KybblNbICTapAbl TaHbIMN-
3epTrey/le, COHbIH illiHae, aaam TipWwiiriHiy,
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KillipenTinireH Mogeni icnetTi TeaTpaarbl
LblFapMalLlbliblK e3repicTepaiH, cbip-
cunatbiH aHblKTayaa }aHa TEOPUSASbIK,

Tin MeH Heri3gemMenep KaxKeTTiriH anfa
Taptyaa. CoOHAbIKTaH Kasipri Ka3ak
TeaTpTaHy FblNbIMbIHbIH, HETi3r MiHAETI

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

o9picrep

3epTTey aaicTeMeciHe TeaTpaarbl
KepKeMAiK YAEPICTi HaKTbl TaHbIN 6iny YillH
MHHOBALMSANbIK TEXHONOTMAIAp MEH XaHa
ApamMaTtyprusnblK TiNOiH akTepsik eHepaiH,
JaMyblHa acep €Ty }KonaapbiH NanbiMaayra
TapUXU-TEOPUSANBIK, callblCTbipMabl
Tanaay, KepkemMiik 6afblTrapibl iKrey
Tocinaepai TaHaanabl. XaHa TeaTpibliK
dopMaa KonblNFaH CrneKTaknbaepaiH,
OafblTblH aHblKTayfa MOAEHMU-
dunocoduanbiK Tangay xacasnblHca,
aKTepNiK WebepniKkTiH epeKLleniriHe Kacioun
TYPFblAaH capanatamMmanap }yprisineai.

KasakK Teatpbl Xac, 6ipak 6ip facbipra
EeTMNEenTiH yaKbITTa 01 anpblKLWwa
CNeKTaKIbAepiMeH Tapuxm cCaHaHbI
KalbINTacTblpyFa enuieycis eHoeK
CiHipai. TeaTp Tipi aFr3a 60nFaHabIKTaH,
0N Gip opblHAA TEXKENIN TYypMaybl KaeT.
ocipece, 60aaHablK KaMbITbiIHaH 60car,
TOYENCI3AIKTIH ePKiH YypnaFbiHa pyXxaHu
6afbIT cinTeyae onapabiH 6peciHe can on
KO3fay MaHbl3bl. 3aMaH TanabbiHa caK
KOWbINbLIM TY3Y YAEpPICi OTaHAbIK caxHa
OeHepiHae BipTiHaen Xy3ere acyga. Ananja
oJlap/blH KEPKEMIK AeHreni, TaHbIM-
TYCiHITi XXaWblHAa Tangay-capanay, FblbiMU
TypFblda Tomnwblnay ani e e3 gopexeciHe
aTKapbliFaH ¥OK.

Kasak Teatpbl — anemMaik caxHa
OHEPIHIH aXkblpamac 6eniri. Ocbl TYpFblaaH
KenreHae, OYHUEXY3iiK Teatp yaepiciH
Ha3ap/a ycTay/blH MaHbI3bl 30p.

KasaKcTaH Kynni anemre tepe3eciH anKkapa
alllkaH/Ja, caxHa eHepiHiH ae 3amMaH
blHFalblHa Kapak XaHa niwiHre ne 60nybl
3aHAbl/bIK.

ByriHri anemaik TeatpnbiK yaepicrte
NOCTMOAEPHUCTIK (AFHU MOJEPHHEH KERIHTI
JlereH MarblHaaa) 6afbiT epKiH Tapanyaa.
«Hapgo otaath AONXKHOE TeaTpaibHOMY
NOCTMOZEPHU3MY, TaK KaK OH onpeaeneHHo
cnoco6CcTBOBA Pa3BUTUIO TOTO, YTO Mbl
CerofiHg HasblBaeM NOCTAPaMaTUYECKUM
Unn HeBepbanbHbIM TEATPOM (UAeabHblM
¥aHp B cucteme rnodannsaLnm
TeaTpanbHOro uckycctaa)» [1]. Ocblnaniia,
ahaHOaHyablH TeaTpaarbl KepiHici peTiHae
KabblnaaHfaH, XX FacbIpblH, XeTMiCiHLWi
Xbl1AapbIHbIH asgfbiHaH 6acTtan OyriHri
Ke3eHeri TeaTp OHAIPICIHIH 8HIMAEPiH
«ocTapamManblK TeaTp» gen atayibl HeMic
TeaTpTaHylbICbl X.-T. JlIeMaH yCblHFaH
6onatbiH. OHbIH «[TocTapamMaTMKanbiK
TeaTp» Aen atanatbiH KiTabblHAa COHFbI
Xbl1aapbl Nanga 60nfaH caxHasbiK
TYbIHAbLIAPAbI TYCIHYAIH, ¥onaapbl
KapacTbipbliFaH [2]. [octapamansiK
TeaTpAblH HEri3i caH anyaH, WeKapachl
XOK. MyHZAa nepdopmMaHCTLIK NiWiHAepAEH
6acTan, My3blKasblK }aHe NaHTOMUMabIK,
3aMaHayu 61 MeH ToH[iK TeaTpAblH,
KYbIPLLAK YXoHe LMPKTIK TeaTpablH
3NeMEHTTepPI epKiH KonaaHblnagbl. }aHa
MyNbTUMEAManbIK TeXHoNoruanapabl
KeHiHeH NanjanaHbin, CNeKTaKkNbAiH,
KOPKEM UAEesICbIH anllibiKTan Tycyre 6apnblik
KOMMOHEHTTEePAi TMiMAI YyHAecTipeai.

HoTtMxxenep

Kasipri TaHaafbl batbic Eypona
oHe Pecei meMnekeTTepiHiH 6ipKaTap
KOPHEKTI pexuccepnepiHii, Kepkem-
3CTETUKaNbIK i3aeHicTepi TaHKanablpaabl.
byn cypeTkepnepaiH aBTopbIK
KoMblnbIMAapbl eMipii NnanbiMaayaarhl
acTapnbl-meTadopanbiK LWblHAbIKTApPbIMEH
TonFaHablpaabl. OnapabiH Kancoloip
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TYbIHAbINAPbI «<KNaCCUKasblK MaTiHaepre
Kenuwinik-MaeHu )aHpnapabiH npuamMachi
apKblibl KapafaHaan» [3, 6. 7] ocep eTeTiH
TycTapbl 6ap.

[oacTypni KonbinbiMaapaaH
e3relleneHeTiH XaHa nowbIMaafbl
KOWblNbIMAapaa eHep KepceTy
aKTepnepeH CoHbl i3aeHicTepai
Tanan eTeTiHi ce3cis. dcipece,
ponbAiH AManeKTuKanblK gamy ycTiHae
KOpPCEeTNENTIH COHFbI Xblnaapaarbl
NOCTMOAEPHUCTIK TeaTpAblH, NIEMEHTTEPI
KONAaHblnaTbiH KOMbITbIMAAPAAF bl
aKTepniK napTUTypachkl MHTENNEKTyanablK
JaspNbIKTbl Tanan etefi. KasakctaHabliK
pexuccepnep H.XKakbin6anabiH,
«MeKKere Kapawn y3aK »*oJ»,
PXKaHblamaHoBTbIH «baibl 6ap, 6acbkl 60C»,
b.A6apaxmMaHOBTbIH «blnanra Kapan ¥os»,
Bb.A6aypa33aKkoBTbIH «OAHOKACHUKM.
YPOKU XU3HW» CeKTaKbepiHaeri caxHa
capaapfiapbiHblH OMbIHbIH TOTMILWITEN
KapacTtblpcak, 6y/1 KoWbl/ibiMAapaarbl
OpblHAAYLbINbIK ©HEPAIH, HETI3ri AeHi
KOMbIbIMHbBIH, aTMOCdepachiH XKETKIi3Yy,
CIOXKETTi eMec, KopluaraH opTaHblH acepiH
KepceTy, COHbIMEH KaTtap, 6bl1anbIT
(6oKaybl3) ce3aepi KbiIMCblHOAcTaH anTa
calny, Keminkep MiHe3iHaeri 1epekKiniKTi,
OypbIHAAPbI CaxHasblK MOAEHUETCI3AIK
caHanbliM, TblMbIM CanblHFAH KanucblBip
aKTepNiK TEXHWKaHbIH EMiH-ePKiH KOJiAaHy,
T.6. «OM acTapblH», «eKiHLLi NiaHabl» OMHaTY,
T.6. 6apnbifbl anAblHfbl OPbIHFa LbIKKAHbIH
anTa KeTy Kepek.

Mbicansl, ConTycTik KasakctaH
06nbICcTbIK C.MYKaHOB aTblHAaFbl
KasaK My3blKanblK-ApamMa TeaTpbiHaa
2011 xbInbl XapblkKa WbikKkaH Oner
boraeBTbIH «blnaura Kapan Kon»
CNeKTaK/i Ae 3amaHayu aygapma nbeca
HerisiHae KomblFaH. Pexxunceepi —

Bbonat A6apaxmaHoB. KolblibiM Pecen
depepaumscoliHblH EKaTepmuHbypr
KanacblHaa eTkeH «Konaaa-Plays — 2011»
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XanbikapasblK Teatp ¢ectuBaniHib, 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 epekLle atan
eTyre TypapiblK. JacTypni cnektakibaepai
Kepin ageTTeHreH KepepmMeHre MyHaam
OWnNbl WbiFapManapablH KyLWTi acep
KanablpaTblHAbIFbIHA CEHIMAIMI3» [4,

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

Ocblnaviwa »ofapbl 6aranaHfaH
CNeKTaK/b/iH KePKEMIK KYHAbUIbIFbl MEH
OHJaFbl aKTepiK Webepnik XanblHaa co3
KO3fay/blH fa coTi 6ap. «*KaHa apama»
OarbITbiHbIH 6KiNi Oner boraeBTblH, €CiMi
MOCTKEHECTIK KEHICTIKTe KEeHiHEH TaHbIMar.
On e3i emip cypin }KaTKaH KOFaMHbIH
KeneHKeni TYCTapbIH LWbiFapManapblHaa
albIn KepceTtyre Toipbicagbl. 0.boraeBTbiH,
KanamblHaH TyFaH «Down way. blngura
Kapaw }on», «BuliHeBbIn ag», «PyccKas
HaponHas noytar, «CTpallHbIf Cyn»,
«CaHcapa» CcblHAbl NbecanapbliHaH anemae
60/1bIN }aTKaH eH MaHbl3abl Macenenepre
apHanblIn, 63eKTiniriMeH eneH, eTkizeanis,
20 6.]. TyciHiKTi 60ny YWiH a3-Ma3
¢abynara ToKcancak. TyH. Hecep. Encis
wepgaeri achanbT! Xon 6onbiHAaFbI Gip
TYHri okuFa. Ocbl Kapa acdanbT YCTiHAETI
6ip agamabl KanTanay peTiMeH 6ip emec,
TiNTi 04aH Aa Ken mMallunHa Karbin, 6acbin,
TanTtan etefdi. Kenikreri keninkepnep
Kasipri KoFamaarbl KYHOENiKTi Ke3aeceTiH
QNeyMETTIK TanTaFbl XaHaap, 6i3re eteHe
YaKblH, TiNTi TaHbIMa/. EHAI onapabiH
aniblHaafFbl €H MaHbI3abl Macene: xana
LUEKKEH alaMfa Xapaem bepy HeMece
aflaMfblK, ap-yaT OXAaHAbl CblPbIN KOWbIN
OKMWFa OpHbIHaH Tamblin Typy. Ocblnanwa,
6i3 Kbl/IMbICTbl OKWUFaHbIH Kyaci 60/bIM,
KyTnereH puHanra xxetemis [6, 41 6.].
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EH 6acTbl TYCiHIN anaTblH }anT MyHOAFbl
Keninkepnep AvaneKTUKanblK gamy
YCTiHAE KepiHOenai. HakTbl paKTbIHbIH,
AFHM KbIJIMbIC XacafFaH o/lapAblH, OCbl
ThIFbIPbIKTAH LWbIFYAAFbl iC-OpPEKEeTTEPI
FaHa KepceTineai. Con apKbl/ibl KepepMeH
MYHJaW Xarfanfra TYCKEH TaHbICTapbIHbIH,
(Hemece Ke3-KenreH agaMHblH, TinTi
©3/€epiHiH aece ae 6onagbl) KUMbII-
KapeKeTiH TaHyFa MYMKIHAIK anagbl.

Aunckyccuna

AGCYpATbIK TeaTp aCTETUKACbIHA KaKblH
Yasbl/IFaH 6y NbecaHblH CTUIINCTUKACHI
TeaTpAblK WAPTTbIIbIKKA KYPbIYbI
aKTepnepeH KbiCKa FaHa YaKbITTbIH, illiHAE
63 6erHenepiH ToNblIKKaHObl, Opi TYCIHIKTI
€Tin }eTKisyre utepmeneni. CoHbIMeH
KaTtap, 6yn nbeca akTepnepre Mon
UMNpPOBU3aLMaFa MYMKIHAIK 6epreHiH atan
anTybIMbI3 KaXKeT.

Kapa acdanbT ongarbl agam/bl €H
anfalKbl 60/bIM, TON-TOMANaKKa acblfbin
6apa XaTKaH epni-3anbinTbinap (aKtepnep
b.banranneBa meH H.CopcebaeB)
6ankanabl. OHCbI3 Aa yWbIFbIN TypFaH
oT6acblSIblK KUKITXKIH, 491 OCbl }KOUTTEH
KeWiH, TiNTi WapblKTan, sneni MeH Kyneyi
apacblHa 6iTicnec MmanaaHfa anHanapl.
HKaHyanblK KapbIM-KaTblHACTbIH, KbIp-
CbIPbIH KOC aKTepae 63 TYCIHIK nanbiMaapsbl
KETKEHLLE allbln KepceTTe angbl.

Keneci KepiHicTepae con agambl
MWUIWLIMOHEPNEP TaybiN anajbi.
KblMbICKepnepai yctan, oTaHAacTapblHbIH,
ThiHbILW YMKbICbIH KAMTamMachl3 eTei
[en YMIT apTbin OTbIpFaH KYKbIK
KOopfayLlblapbiMbI3AblH KYNTbIPKbI
apekKeTiH akTepnep H.CopcebaeB neH
M.KycanbIHOB KbI3bIKTbl €TiM aJbiMn
WbIKKaH. Kyaabl 6ip TeNectoxeT Kepin
OTblpFaHaan acep Kanablpaabl. AKTEPNEpP
63 KeNiNKepnepiHiH, NCUX0NOrUANbIK
}afdanblH, Wapacbi3ablKTaH Here ae gasp
TYPFaHAbIKTapbIH ew 6YKNeci3 XKeTKi3eai.

[an ocbl KepiHiCcTe KUbIHAbIKMNEH 6eTne-6€eT
KenreH ¥aHaapabiH 9/1¢i3airi, caTKbIHAbIFbI
allbln KepceTingi. OpuHe, 6yn eH, BipiHiLui
KOC aKTepAiH TaMalla AyaTi apKbiibl
KepepMeHre XKeTTi aeyre 6onaabl.

KOMbINbIMHbIH, KENEeci caxHacblHAA COJ
Kapa acdanbTta TaFablpAblH anaaybIMeH
ajjaM KafbIl KETKEH [liH KbISMETKEPNEPIHIH
ic-opeKkeTTepi KepceTineai. M.McnaHoB
(monpa) neH H.Capcebaes (WipKey
KbIBMETKepi) peTiHae cunatTanfaH Kyanan
afjamMpaapbliHblH, 6EMHECIH eKi aKTep
KapuKaTtypasblk 6afbiTTa LWeLlin, a3in-
Ka/mKblHAbl apafiiacTbipa OTbIPbIN, Ken
KeneHci3aikTiH, 6eTiH awaabl. M.UcnaHoB
63 KeHninkepiHiH JayblC MHTOHALUACHIH eTe
OpblHAbI TankaH. KypaH OKbIn TypraHaan
KaKncbl6ip ce3aepai co3bln conneyi
ponbAi TONbIKTbIpFaH Aetanb. KonbiHAafbl
MOHLaKTapblHAa (Tacbnx) ocemM KUMbIIIMEH
KO3fan, e3iHiH akTepnik 6ankamnasablfbliH
TaHbITThbI.

CneKrtaknbae 6ip akTep 6ipHelle posbai
OopblHAayFa Typa KenreHairi TYCiHiKTi.
H.Copcebaes, M.AiiTmMyxaHb6eTOBa,
M.KycalblHOB, T.6. BipHeLle Keninkepai
OWHarn, ap KepiHicTe ap KbipblHaH
TaHbINAbl.

Men6uke, Kemnip, T.6. ponbaepai
KemeniHe KenTipe oMHarFaH akTpuca
M.AnTmMyxaH6eToBa ap 6enHere
e3rewenikneH Kenrex. bipae oHbl
afyblHbl, «@y3blHaH aK UT Kipin, KeK
UT WbIKKaH» aonbl Meabuke petiHae
Kabblnaacak, ConageH KeniH 3arun Kemnip
PONiHAE OFaH LUbIH XaHbIMbI3 allbln
oTblpagbl. KbiCKa FaHa cneKTaKnbae
caH KyObl/iFaH akTpuca webepniri Tanac
TyablpManabl.

KopbITbiHABI

HKaHa TeaTpsiblK CTUIMCTUKAHDI
KasblNTacTblpyaa i3aeHictepre ThiHbIC
OepreH KenTereH nbecanap 6yriHri Kasak
TeaTpblHAa epeKLLe penb aTKapyaa.
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ConapgablH, 6ipi epeKLle 6enepni i3 TYCIpeTiH
O.boraeBTbIH Aa Nbecacbl KEPEPMEHHIH,
KOHi/liHEeH WbIKTbl. AN aKTepnep Keke
flapanblK 601MbICbIH KepceTyaeri
MYMKIHZIKTEPIH XaHa KblpblHaH
TaHbITyFa KON }eTKi3ai. OpblHAAYLWbIbIK,
PEXMCCEPNIK ThIH, WELWiMAEPAEH TyFaH Oy
CNeKTaK/b Ka3akK caxHacblHa aHa nen
SKeJIreHi ce3cis.

AKTepniepre »aHalla orMHay/blH,
CaxHasblK AeKopaLM1sHbIH KypcayblHAa
Kanman e30€eTiHLIEe KOPKEM MITIH
MeH 3aMaHaywu ypaictepai MoeHu-
dunocoduUanbIK TYpFblAaH NanbiMaayaa
XaHa [a Xacamnas eHepai TyFbI3ybl
KaxeT. }acaHabl 3epae KanbinTacTblpbin
Kene ¥aTKaH onay XYMECiHiH XaHa
TanantapblMEH 6HEPAIH KOPKEM
caHacbIMeH TanUTanacka TyceTiHaen
afrnanaarbl 68ceKenecTiK Kasak
caxHarepnepiHiH, on capanTaybl MeH

Kypaeni }kahaHablK ypaictepai nansimaay
apKbl/ibl WblHAANaTbIHAbIFbI WbIHAbIK.
Cebebi, KasaK caxHa eHepi anemiik teatp
avHanbIMbIHAAFbI KYpAeni npouecrepai
OaFampay XaHe peTTey XKyneciHaeri
TeaTpnapdblH 6ip Tapmarbl icneTTi

63 KbIBMETIH aTKapyaa. AKTep MeH
LWblFapMaLUblIbIK YXbIM 63iHAIK KECKiH-
KenoeTi, 83 «<MeHi» 6ap, 6ackanapabl
KanTanamamnTblH AapasblK 60/IMbIC
epeKLleniriHe Kon eTKidyae Kapama-
KanLWbIbIKTLI a KYpAeni isaeHictepre
TOJIbl KYW KelWeTiHAirH anTKaHbIMbI3 }KeH.
CoHAbIKTaH, OTaHAbIK caxHarepaepait,
anablHAa eHceni MiHaeTTep TYpFaHbl CO3Ci3.
OHbl eHcepyre XUHaKTanFaH Toxipnobe
MEH FbIIbIMU HETI3EeNTEeH TEOPUSAHbIH

[la KeMEeKKe Kesiepi aHblK. TaburaTblHaH
TallaHTTbl Ka3akK akTepnepi 6yn 6enecrepai
Je 6aFbiHAbIpaTbIHbIHA CEHIMIMI3 MO.
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Kasaxckas HaunoHaslbHas akagemust uckycctB umenu T.K. XKypreHoBa,
(Anmartel, KazaxcTtaH)

NOCTMOAEPHUCTUYECKUI TEATP U HOBbIE BEAHUS B AKTEPCKOM UCKYCCTBE

AHHOTauMA

B cTaTtbe paccmaTpmnBaeTcs BAMSAHWME MUPOBbIX FM06aNn3aLMOHHbIX MPOLECCOB Ha Pa3BUTUE CLLEEHNYECKOro
MCKYCCTBA, U 0COGEHHO Ha aKTEPCKOe UCKYCCTBO. MNpeanpunHaTa NonbITKa 4aTb TEOPETUHECKOE
060CHOBaHWe BO3AENCTBMA MHHOBALMOHHbIX TEXHOMOMMI M HOBOIO ApamMaTypruyeckoro a3biKa Ha
pas3BUTME UCMONHUTENBCKOIO MCKYCCTBA. AHANIM3NPYIOTCS OCOGEHHOCTU MCKYCCTBA NEPEBONJIOLLEHUS B
CMNEeKTaKsX, NOCTaBNEHHbIX B HOBOW TeaTpanbHON popme. HoBble CUTyaLInK Bbi3BaHHbIE B COBPEMEHHOM
TeaTpe

«MOCTAPaMOn», ee CpefiCTBa BblPa3uTENbHOCTU U HOBbIE MyNbTUMEAUNHbIE TEXHONOMUK, COCTaBASAOWMNE
XY[0XECTBEHHbIE MAEMN CNIEKTAKNSA, NOABEPratoTCs KYNbTYPHO-GUI0COGCKOMY OCbIMCIEHUIO.

KnioueBble cnoBa: MMPOBOE M Ka3axCKoe TeaTpasibHOe UCKYCCTBO, aKTEPCKOE UCKYCCTBO, ApamMaTyprus,
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 it is 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, i;
(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 gaangyi
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
(2010)*° 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 airin 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
I (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 midnight28 [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 Ragnarok, 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, a filmis 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 it is 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)

AxpaTna

Makanaga knHematorpadums canacbiHgarbl Kopest Pecnybnavkacsl, Xanonus, Taunang, CuHranyp, TOHKOHI
CUSKTbI A31s enaepiHaeri MoaeHu CEPIKTECTIK TanKbinaHaabl. ABTOP canbiCTbipMalbl Tangayaa A3us
anMafblHAaFbl KWHO 9KPaH eHepiHAeri Tan KMHOCI TiNiHiH COTTINIK XafF4anblH aHblKTanabl, OHAA TOHKOHI
KMHOdpecTnBaniHae e3iHe Ha3ap ayaapTKaH *ofFapbl cananbl KWHOMHAYCTPUACHI, 0aaH KeliH Kopes
PecnybnuKkacsol, }anoHus xaHe CuHranyp, aFHM Kasipri 3aMaHfbl A3usi KWNHOMaTorpadpusaCbiHbiH CO3Ci3
Kewo6acLblapbl MEH KYLUTI XaKTapbl KapacTblipbliadbl. COHbIMEH 6ipre, bIHTbIMaKTaCTbIKTbIH MOAEHM
KOKXKKeri e3aepiHiH, decTnBanbAepiHEH oHe KepepMeHaere TaHbIC anmMaKTapaaH 6actan WeKapaHbl Kecin
OTETIH XoHe TPaHCYNTTbIK S9KpaHAbIK 6avnaHbiCTapFa acep eTeTiH daKTopnapra AeniH e3eKTeHaipineai.
oaicteme 6eniMiHae TOHKOHITbIH a3USNbIK KOPKbIHbIWTLI GUIbMAEP TPUNOTMACHl TaunaHAaTbIH *anoHusameH
KeniHHeH anmacTblpbliFaH 6ipnecTiri peTiHae awbinaabl. TaknaHa KWUHoMaTorpadus eHaipici Tacingepi e3iHiH
epeKLUe XKaHe WblHanbl Typaeri Xannio Aen atanaTblH aTayMeH KaHa KOPenniK TONKbIH NeriH KanbinTacTbipabl.
MyHaa anabiH-ana am6e6an naeanap TabbiCTbl TYPAE NOMN-MOAEHUETTIH 6ap/iblK AeHrennepiHae
6enceHaeHaipe TyTbiHbINATbIH Xac YPNaKTbiH KEH ayauTopusinapbiHa 6afbiTTanfaH.

Tipek ce3pep: A31S KWHOTEATPbI, }KaHa TOKbIH, KEPEPMEH TEPPUTOPHUSACHI, MBEHU LLEKapanap,
bIHTbIMAKTACTbIK, M8AEHU COMKECTINIK.

MaproHoBa A.

WHCTUTYT MCKYCCTBO3HaHMS, AenapTaMeHT SKPaHHbIX UCKYCCTB,
bonrapcKas akagemusi Hayk,

r. Copus, bonrapus.

HOBbIE AUANIOIA, HOBbIE UHTEPNPETALIUM U HOBLIE NPOAYKLIUU (ASUATCKOE KYJIbTYPHOE
NMAPTHEPCTBO B APTE®AKTE KUHO)T

AHHOTauuA

B ctaTbe paccmaTpuBaeTcs KynbTypHOE NapTHEPCTBO B A3MATCKUX CTPaHax Takux KaKk Pecnybnvka Kopes,
AnoHua, Tannang, CuHranyp, NoH KoHr B 0671aCT KWUHOMCKYCCTBa. ABTOP B CpaBHUTE/IbHOM aHannse
onpeaensieT CIOKMBILYIOCS CUTYaLIMIO yernexa TalCKOro KMHO A3blKa 3KPaHHbIX MCKYCCTB B A3MaTCKOM
PErnoHe, rae BbICOKOKA4YeCTBEHHAs KWHOUHAYCTPUS NPUBAEKIA BHUMAHUE KMHOWHAYCTPUM TOHKOHIa,

3a KoTopbIM cneaytoT Pecnybnuka Kopes, AnoHus n CuHranyp, To eCcTb 6eccnopHbie nnaepbl U CUbl
COBPEMEHHOI0 a3MaTCKoro KMHO. TaKXe aKTyaM3npyeTcsl KylbTyponorniyeckme ropu3oHTbl COTPYAHMYECTBa,
HaynHasa ¢ cO6CTBEHHbIX GecTMBaNen n 3HAKOMbIX 3PUTENIbCKUX TEPPUTOPUN, MEePECEKAIOLME FPaHULLbI 1
aocturaioume GakTopbl Hag TPaHCHALMOHaNbHBIMM ChepamMmn IKPaHHOM KOMMYHUKaLMW.

B pasaene meToabl pacKkpbiBaeTcs Koonepauus ¢ ydactueM TOHKOHra Kak a3naTtcKas TPUIorus yxacos,

B KoTopow TavnaHg 6bi1 3aMeHeH AnoHnen. MNMpuembl KWHeMaTorpadmnyecKkoro npon3BoacTea TannaHaa,
KOTOpbIM cBOE06pPa3HbIM M OpUTrMHaNbHbIM 06pa3oM chopMynMpoBan KOPENCKYO BOSTHY NO4 HOBbIM
Ha3BaHWeM Xanno. Tam ycnewHo AOCTUraloTCcs yHMBepcasbHble MAeW NpeaHaMepeHHo aapecoBaHHbIX 6onee

LUMPOKOM ayaMTOPUM MOJSIOZIOrO NOKOJIEHHUS, FAe aKTUBHO NOTPEGUTENSAIOTCS NMOM-Ky/bTypa BO BCEX €€ YPOBHSIX.

KnioueBble c/ioBa: A3MaTCKoe KMHO, HOBas BOJIHA, 3PUTENIbCKUE TEPPUTOPUM, KYSIbTYPHbIE FPaHuLbl,
Koonepaums, KynbTypHas caMo6bITHOCTb.
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P.O©. Cramra3ues '

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

ETICYAbIH
KAPA OJIEHZEPI

EPEKLUEJIIKTEPI

JKETICYAbIH KAPA OJIEHAEPI KOPKEM TUTIIHIH MY3bIKAJIbIK EPEKLUEJIIKTEPI

Axpaarna

MaKanaja KasaK XanKblHblH My3blKasblK-MO3TUKANbIK OHE Kapa e/eH, *aHpPblHbIH My3blKasnblK Tifl
epekKlLueniriH 3epTreyre apHanfaH. Kapa eneHHiH Ka3aKTblH, 9H eHepiHAe anaTbiH OPHbIH, 9AET-FYPbIN KaHe
KoCibu aHHiH KanbinTacy Ke3eHaepi KadaK My3blka 3epTTeyLli eHOeKTepiHAe TanaaHbim, OHbIH Typnepi
YKIKTEeNyi MeH opblHAany OpHbIHa, Ma3MyHbIHa, OpPbIHAAYLIbICbIHA Kapan «KYNbl3 6/1eHy», «Tay e/1eHy, «<KaMLUbl
eneHy, «lWak eneHy» T.6. ToNTapfFa 6eneTiHi 3epTTenreH. MeTicyablH Kapa eneHaepi }aHpblK-atMaKTbIK
epeKlLUeniKTepiHe KapaWn: TaKbIPbINTbIK-Ma3MYHAbIK XOHE KyPblNbIMAbIK cunaTTapbiHAa KepiHeTiHAIr;
alMaKTblH 9HAEpPI HEeri3iHEeH NeHTaTOHMKaNbIK AblbbIC KaTapblHa HerisgeneTiHAiri, eHipaiH Kapa eneHaepiHiH,
6acbim 6eniri TeKcuKanbl KavblpMachl 6ap aHAEP EKEHAIr akKbiHAaNabl.

Tipek ce3pep: HKeTicy aimarbl, Kapa eneH, KepKeM Tifl, SHLWINIK eHep.

Kipicne

HKeTticy Kapa eneH Ma3MyHbIHbIH,
noaTtnkacbl b.MynTeKkeeBTiH «KeTicy
dyeHaepi» UHarbiHAa 6ap 116 SHHiH,
6apnbifbl ga 11-6ybiHabl 6051Ca, 8H
Ma3MYHbIHbIH 6acbiM 6efiri (36 oH)
FalWbIKTbIK Maxab06aT oHe eMip
dancadachkl (24 oH) TaKblpblbblHA
apHanfaH. }annbl, Kapa efieHai Ka3ak
OMIpPiHIH 3HUMKIIONEOAUACHI AeCeK apThlK
emec. MyHaa aacTypni KOFaMHbIH TbIHbIC-
Tipwiniri, AyHWeTaHbIMbl, KapblM-KaTblHaC,
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9Jlen epexenepi, TinTi KOHaK Koae aaeTi
aH-aKTbl KaMTblnagbl.

Kapa eneHHiH Ka3aKTblH oH eHepiHae
anaTblH opHblH C.EnemaHoBa [1] anKblH
6enrinen, Kapa eneH, d1IeT-FYPbIN KoHe
KoCibu oHHiH apacblHAafbl JoHEKepneyLi
Ke3eH aen Kepceteai. byn Kacuet Kapa
eneHAi MyH-Lep capblHAapbIHbIH AaMy
epeKLIEeNiKTepiH KOpbITbIHAbINAM, KaCioK
OHHiH cMnaTTapbIH anablH anaTtbiH
NanbliHAaYbl OHbl 9AET-FYPbIN XOHE KaCibu
QHIEpPiHiH apacblHAaFbl JoHeKepneyLi
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Kenip, Aen 6aranaybiHa Heri3 60n4pl.

9picrep

Erep aaeT-Fypbin capbiHAAPbIHbIH,
*Kannbl Ma3MyHbl 6enrifi 6ip TakblpblNKa
WblFapblica, Kapa eneH, aTblHa ConKec, Kes
KeNnreH Xafblganaa opblHAaNfFaHObIKTaH,
TaKbIPblObl XafblHaH LWEKTeNMen, eMipaiH,
6apblK *}afFblH KamMTbiabl. [leceK Te, 9HHIH,
«Kapa efleH» AereH atayblHaa «eneHy
YFbIMbI, Ka3aK oHiHAe TYHFbILI PET OH
cany — KepKem/ik cunat anfaHablfblH
anKblHOanabl. MyHAaFbl «6NeHy» YFbIMbI
TEK MOTiHre FaHa eMecC, oHre e TMecini
€KeHAiriH Kepceteai. leMek, erep MyH-Llep
capblHAapbl ThiHAAYLbIHbI KAXET eTrnece,
Kapa enexje TbiHaaywbl 6apbl aHbIK
cesinegi. MiHe, ocbl ThiHAAYLbI KOMLLINIKTIH,
MEWRipiH KaHAbIPYy 8H OpblHAAYLWbICbIHAH
LebepniKTi, YMPIK Cyblpbin canma
OHepiH KaxeT etegi. Ocbl 6HEPAi HKETKI3Y
lwebepniri Kapa enexHae anfall peT XKeke
TaKblpbln 63eri 6onaabl. 3epTreyllinep
A.Cenpim6ekoB neH OpasaKblH AcKap
Kapa eneH TYpnepiH XikTen oTbipbIn
onapabl OpblHAANy OpHbiHA, Ma3MYHbIHa,
OpblHAAYLWbICLIHA KapaKn «KyNabl3 6JiEeH,
«Tay 6JIEH», «KaMllibl 6N1€Hy», «Llan eneH» T.6.
TonTapfa 6eneTiHi 6enrini.

Ananpa, Kapa efieHae TYHFbILL
TYbIHA@WUTbIH 6ip TaKbIpbIN — «eneH Typabl
©/1eHHiH» nanaa 60nybl, OHbIH XOfapblaa
auTblIFaH KepKeMiK TaburaTblH alla
TYCeTiHi anfaH aHblK. Kapa eneHHiH 6yn
TaKblpblNTafbl 9HAEepAEH, eHepna3aapablH,
apacblHa KanblfTacKaH oH-eneHai anty
albl aH-aKTbl TapaTtblnagbl. Kapa
©J1EH, KYPbI/bIMbIHbIH, aUTbICMEH XoHe
63 Ke3eriH/le aKkblHaap eHepiMeH TbIfbl3
6annaHbiCc TabaTtbiHbl 6enrifi. CoHAbIKTaH
Kapa eneHje anTbliFaH oMnap akblHOap
OHEPIHIH Kacibn KoaeKci (epexenep
MUBIHTBIFBI) AEeN aTaca apTbiK eMec.

MiHe, ocCbl TyCTa Kapa eneH MaTiHiH
3epTTen OTbIPbIM, CON epexenepiH MaH-

MafblHaCblH TapaTanbIK (MyHAAFbl XKaKLlwara
anblHFaH caHgap C.Meaeybekybl,
B.MyntekeeBTiH «KeTicy ayeHaepi»
YUHaFblHAaFbl Kapa e/ieHaepaiH PeTTiK
caHblH 6ingipeai) [2].

HaTHxxenep

Mbicanbl, Kapa efieHe *Mui
KanTanaHaTblH «OneH aereH HemeHe
eHepnasafa», «BneHai anuT gereHae
TancangblK na», <AUT gereHae eneHi
asipbIM XOK, Henicim 6ap asbipaK, asgHbIM
WoK» [2, 31 6.]. «<KenreHge Kapa enexre
KabaHOanWMblH» [2, 72 6.]. «OneHai ant
JereHe...» }¥ongapblHblH TYPJi HYCKanapbl,
aKblHOap TyFaH 3aMaHja Ccyblpbln canma
OHEepP XannblyNTTblK cUNaT abiM, Ke3
KenreH aflam gomoblpa anbln oH canyra
6enimainirin kepcetegi. MiHe, ocbiHAaM Te3
opi TabaH acTblHAa TyblHAaFaH eHepai en
ilWwiHae «Kken cel3» aen atagbl: «*Ken ce3ai
Tepmeneyre KenreH 6ana-an, Asblpak ce3
cenneyre TanantaHabik» [2, 81 6.].

b.MynteKkeeBTiH «KeTicy ayeHaepi»
WHaFblHbIH 6ipHelwe eneHiHae
«¥CcTaFaHbIM KofbIMa Kanam efi» [2, 28 6.],
«Kanam angabiM KofibiIMa 6pHEKMNEHEH» [2,
6.37], «<KonbiMa Kanam asbln }a3aMblH
xam [2, 416.], <AK KaFa3ra }as3ablm
xam [2, 6.75] ongapblHaH TbiHAAYLL bl
KeMuwiliK KoJIKanan aH cypafaH apHanbl
KoCibu aKblHAApPAbIH Nanaa 60aFaHAbIFbIH
aHfFapTbiM, aKbIHHbIH alUTKaH 6JIEHiH Ka3blr
OTbIpaTbIH TiNMaluTapAblH Aa 60/FaH/blFbIH
WeTKisrenaen: «CeH cypacaH eneHji MeH
anTanblH, }a3bln anfblH OCblal, 6anam,
eHgi-an» [2, 28 6.]. A 9H MEH MOTIH
[OCTYpANi eHep opTacbiHAa 6ip-6ipiHeH
TOYeNCi3 epKiH KelLwin XypeTiHAiriH MblHa
}ongap gonengenai: «OpHeriHe Kentipin
9YyeH KoccaH-ay, OneHiH e3repmereH,
KeHepMmereH» [2, 28 6.]. AKblHAap TonFa
apHambl WakKbIpbUbIN, 0NapAbliH KoFaMaarbl
©3iHAIK aneyMeTTiK MapTebeci 60/FaH:
«OneH anT aen 6ananap Konka canca,
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MeH anTnacam efieHai Kim antaabi?» [2,
29 6. ], «OneHai anT pgereHae 6onabipap
Ma, Toraa aKkblH 6/1eH anTbIn XaHblnap
Ma?» [2, 30 6.]. AKblH 63iH LbIH }YHpiKe,
TOpbl aTKa [2, 127 6. ] TeHenai: «<EHaewe
oJ1eH Ae eHep, eneH ae eHep, LUbIH Xynpik
epre wanca epleneHep», «dereHre-

ay, eneH, iereH, eneH, gereH, Kynafbim
©J1eH, iece eneHaereH. OnexHHiH antap
epi KenreHinae, MiHeTiH XYMPIK aTThbl
OHiMeHeH» [2, 76 6.]. TbiHgaywblnap
aKblHbl KaZlipnece, akblH 63 6HEpIH
MaKTaH TyTafbl, }ofapbl 6arananibl:
«AKbIH eM€eC, MEH 63iM aK MaHJanMblH-ay,
AKbIHMbIH Aen ewKiMmre MaktaH6anMbIH-ay»
[2, 36 6.], «Kanam anbin KoJfibiMa a3aMblH
XaT, ©3iM ap3aH 60n1cam aa, cesim KbimbaT»
[2, 63 6.]. AKbIHHbIH KOFaM anablHaafbl
6eneni coHaan, on GyKapa Keruwinikke
yCTaM/[ibl, faHaremn cesiMeH Fubpar

anTbin e3iHe ae, co3iHe ae Kapata 6ingi:
«Kenuwinik, ces ThiHAallbI, 6y Xanambik,
CesiMHiH HYcKacblHaH cabak anbin» [2, 81
6.].

Aunckyccuna

AKbIHAbIK 6HEpdiH TYKbIM KyanafaHblH
[la Kapa eneH, XKeTKidei. XanblK OHbl
«WBIHXbIPAbLI TYKbIM» Aen atajbl: «<OneHim
OH XacblMHaH epre »y3reH, KoHblp Ka3 cy
¥aranan Kkenge xy3areH. LUbIHXbIPbIM XKeTi
aTaMHaH y3inmMereH, Arbi3ablK CYTTEH Oynak
ipremisagen» [3, 135 6.].

Kapa eneH KypblibiMbl aUTbIC
OHepiHAe XUi KongaHbUFaHObIKTaH
eneHaepae cambic KesiHaeri 6aceKkenecTiK,
TbiHAAyLWbNapAblH Kbl3Y KOJIKanaybl, 9H
KyMapnap akblHbl anka Kypbin KOpLlaybl
cypettenepi: «OpbiH6an MeH KeHuwimban
anTbicbiNTbl-an, MeTicyra }KaHaapan
6apraHblHAa, Ypus-ainr» [3, 135 6.].

«OH KanafaH, ankanaraH, KapakagaH
Kbl3blFbIM TapKaMaraH» [3, 87 6.].
ANTbIC Ke3iHAE TybIHAAWTLIH HeLWe TYp/i
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Xafpannap ga 6enHeneHeqi: «03i MyHaan
YaKCbIHbIH, KinTi acnanga, Ces Tycnenai
ay3blHa ep cacKaHaa. byn eneHfi HemeHe
anTbin-anTnamn, YNKeH-Kili *XnuHanbin

6ac KockaHaa» [3, 73 6.]. OH MaTiHiHAEe
AWTbICTbIH, HETi3Ti WapTbl — aKblHAAP/AbIH,
d/len caKTan Ke3€eKMNeH conney KepeKTiri
eckeprtineai: «*Kan 6inMenTiH XxaMaHMeH
wongac 6oncaH, CoHbIH KYTNen Ce3iHHiH
6e3eKTereH. aKcbllapblH ayaobbl
HETKEH apTblK, Cenneceai acTbIpTbIH
Ke3eKneHeH» [3, 80 6.]. AUTbICTbIH, KWbIH,
CbIH COTTEpPIHAE aKblH 6abacbiHa KyriHeai,
COHAbIKTaH e/ieH-Cce3/iH aKblH KUS/blHa
KOHYbI Anna Hacibi aen TYCiHiNreHx:
«babacblH,ay, eHaele, ay, 6abacbiHa, ay,
ban KyhbinTbl-ay ataH Mec, cabacblHa-
ay. [locblM eMec, ay, AyLlnaHbIiM, oY,
TONbIN OTbIp-an, KangbipmarbiH-ay
JylinaHHbIH TabacbliHa-ay», «OneH gereH
HeMeHe epniereHre, Anna Hacin watlagbl
enmereHre» [3, 123 6.].

OHep TyTKaCblH yCTaFaH afaM *KaKcbl,
YaMaHHaH eHep WbIKnac, aen ecenteai
Xa/IKbIMbl3: «OHep LWbIKNAac }XaMaHHaH,
Kanenimae, Kamiubl casbin WwWonakTbl
KWHaraHmeH» [4, 43 6.]. Kapa eneH,
aKblHAAPAbIH 6Mip canTbl }akblHaH Aa Cbip
lepTeai, onap ToM AyMaHHbIH opTacbiHAa
XYpin, oymMaH epKeci 60/iFaH, eHepnepiH
OpMeHKee KepceTrTi: »KaTbin Ta antam
eneHfi, TypbIin Ta aMtam-ay, CantaHarTbl
XIFITTIK KypbIn Ta anTamM-ay. ...MOoWHbIMIbI
e3iHe 6ypbINn Ta anTam-ay. |3aereHim
Tamalla, ymangpl enim-an» [4, 121 6.].
«En xannaybl Kapkapa, MekeH 6onfaH
Kankama. }KopmeHKeqe oH canfaH, bap
KbI3blFbIM, TapKama» [4, 6. 136 ].

Kapa eneHae mMy3blKanblK 6HEPAdiH,
KociOu TypFblfiaH Kblp-Cblpbl Aa XaH-KaKThbl
KapacTblpbl/iagbl. OH JayblC 8CEMAITH Kapa
eneH: «Kemekenae 6ynoynabiH yacbl 6ap»
[5, 6. 45 ], «<Kapa eneH TamafrbiMaa YSCbl
6ap» [5, 98 6.], aereH acem TeHeY apKbl/ibl
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SHLUIHIH 6yN6ynlla Mipim, slIEeKen Koca
auTa 6iny webepniri opi AaybiC, My3blKabIK
KabineT agamMHblH TaburaTblHaH TyFaHHaH
oepineji )aHe on Kemeunre 6iTeTiH
«TaMaKTblH YACbl» Aen atan KepCceTKeH.

[ayblcTbl 6acKkapa any, oH
anTy WebepniriHiH, 63iHiK Kyneci
KalbINTaCKaH/blfbIH Kapa e/eHHIH MblHa
KbICKa »KOnbl ganen 6ona anagpl: «<Gnex
aWnT ocblHAanaa XaHan KypobiMm, banacsbl
KaKCbl ayblNablH, Kyne 6inreH». CoOHfbl
}ongap akblHAap 63 capbiHblH anTKaHaa
KOCIMKOW epexere CYMeHy KepPeKTIriH
6inemis. Ocbl oHAI AYPbIC anUTy HKYNECIHIH,
Kypamaac 6e/iKTepiH Tangacak.

OHbIH, Bipi — gaybICTbl TypAille Ky6biTa
any webepniri: «<EpTeni-kew oH cancam
}anblKnanmblH, TOKCaH TypAni AaybICbIHAbI
aHblKTaWMbIH» [5, 49 6.].

AKbIH alTbIC Ke3iH4e TOKTamMamn, Kepek
ce3[i Te3 Taba 6inyi e webepsik neH
LeWweHAIKTiH 6enrici 6onabl: «Cbinbipa
KaWblH, LWOK Tangaun, Ocbl aHre can

ToKTanman, KeHniHaeri KiciH, 6onca,
LLlaKblpbln KacblHa an TokTanmam» [5, 55
6.], “ANT gereHae MeH Here ToKTaiIMamMbiH,
Kecin anfaH TorangaH OKTayganMblH» [5,
58 6.].

OHLUI JaybICbIHbIH, GUiKTE caMfan, KaTTbl
LWbIFYbl @ KOCIMKOMNbIKTLIH 6enrici eai:
«[JoM TaTanbIK 6ynbipca, Wan KanHaca, ETi
Kbl3ap LWbIH XXYNPiK akannaca» [5, 64 6.].

[acTtypni opTaja TbiHAayLbl MeH
OHLUIHIH apacbliHaaFbl KBPKEM GannaHbIC,
TYCIHICTiK, 63apa LWblFapMallbl/bIK KapbiM-
KaTblHACTbIH, OpHay KaXKeTTifiri eckepingi.
CoHbIKTaH TbiHAaYCblLWbIMEH TYCIHICTIK
Taby WapTbl Aa enexHgepae: «En, kan Typni
9QHre can gewnciH, TyciHeTiH 6ananap», aen
TbiHAAYLWbIFA KapaTa ce3aep anTblnagpl
[5, 6. 68 ]. ThiHAayLIbINap KayblMblHbIH,
OCblHAan Hop/i eHepeH Na33aT anybl
onapiblH eMipiHiH y3apyblHa CEeNnTiriH
TUrisai: «MblH KyHiMeH TaTuabl, on, Ochbl
OTbIpFaH 6ip KyHiM-ai» [5, 71 6.], «OHepiHai

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

Kapa efieH MaTiHiHAE SHHIH KepKeM
canacblHa Aa ToKTanaabl. aKcbl oH afgam
KOHIJiH XaablpaTbIn, KeKiperiHe cayne
ysinaTtafbl: «*KaKCbIHbIH, OHi COHAaN, KaHaan
aKcbl, KonblHa inikTipep, acbln 3aT, lWwam
anfanpam» [5, 92 6.].

KopbiTbiHABI
HKannbl C.Megey6eKybl,
b.MynTekeeBTiH «KeTicy ayeHaepi»
*UHaFbl OCbl aMMaKTbIH Kapa efieHaepiHae
Taburart, TyFaH Xep Typasbl, eMip eTAeNiniri
¥annbl @ancadanbiK OU-TYXKbIpbIMAAP,
JacTapKaH 6acblHAa anTblNaTblH «LIBK
ON€eH», }acTap anTbiCbiHAAFbI «69AiK
anTblC», TybICKaHOapFa apHay, CaFblHbILL,
conemM-xat oHAEep, AiHW yaFbl3 TypacblHOaFbl
SHAEP, 94€en, KaKCbINbIK MEH XXaMaHAbIK,
eMIp-TipWiNiK, agam TafablpbIH
6asiHOaWTbIH Kapa e/eH TonTapbl apKbl/ibl
capanaHgbl. eTicy Kapa eneHaepiHiH
My3blKalblK KepKeM Tini «KeTicy ayeHaepi»
*WHaFbIHbIH OH HYCKACbIH Tangay
HOTUXKECIHAE Kapa eneHae saeT-Fypbin
capblHAapbIHbIH epeKLleniKTepi
KOPbITbIHAbIAHbIM, KOCIOW 9HHIH,
cunaTTapsbl KanblinTaca 6actaraHiblfbiHa
Ke3 }eTKi3gai [6, 7].

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», «KereHnim», Kapkapa», «<EcteH
KeTnec }ublpma 6ec», <Kekem-amn»,
«KencanpaH ywKaH akkynap», «Capsbl
6eTKeln»). byn KacueT Kapa eneHe TYHFbILI
navpaa 6onfaH 11 6yblHHbIH OFaH AEWiHTI
9/1eT-FYPbIN capblHAapbIHAaFbI 7-6yblHFa
Tafbl 4 6yblH KOCbI/TyblHAH TyblHAAFaHbIH
nonengew tyceni. An XKeticy aHAepiHIH
KenbipeyiHaeri 3+8 60bin 66niHyi
9/1eTTe 6JIEH MEH OH cabaKTacTblfblHAa
aCUHXPOHAbI apa-KaTblHaCKa anblin Kenegi.
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HKeTicyablH Kapa eneHgepiH 3eptrey LWaFblH Kenemai nagrapaa MUKCOINaunm

HOTUKeciHae OYN KaHPAblH alnMaKTbIK YXoHe Jopui AblObIC KaTapnapsbl
epeKLeniktepi 6apbl aHblKTanabi: KongaHblnagbl;

- Kapa eneHHiH aKkblHObIK AOCTYPMEH - OHipAaiH Kapa eneHaepiHiH 6acbiM
MbIFbIM 6aMaHbIC OHbIH TAKbIPbINTbIK- 6eniri nekcakasbl KanblpMachkl 6ap aHaep.
Ma3MYH/bIK }oHe KypblibIMAbIK OnapablH apacbliHia KanblpblM MEH TepT-
cunaTTapblHAa KepiHeai; anTbl XX0oNA4bl AaMblFaH KanblpManap *ui

- AUMaKTbIH, aHAepi Heri3iHeH Ke3ageceji.

NeHTaTOHWKaNbIK AblObIC KaTapbiHa ATanfaH aMMaKTbIK epeKLlenikrep
Herisgeneai. Onap KBWHTa, CEKCTagaH HeTicyablH Kocibu aHAEPiIHEH A& MOJIbIHaH
6actan oKkTaBagaH can acaTblH Tabblnaabl.

Kenemaebonaabl. OKTaBagaH acnamnTbiH
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MY3bIKA/IbHO-NO3TUYECKOE U MY3bIKAJIbHO-A3bIKOBOE CBOEOEPA3HE JKETbICYCKUX
NECEHHbIX TPAAULIUIA <KAPA OJIEH>

AHHOTauuA

CraTbs NOCBAWEHA U3YHEHUIO MY3blKalbHO-MNO3TUYECKOr0 U My3blKa/lbHO-A3bIKOBOI0 CBOEO6Pa3usa KaHpa
«Kapa eneH». B nccnenoBaHmax Ka3axCKMx My3blKOBE/IOB onpeaeneHbl pofib U MECTO 3TOrO KaHpa B
Ka3aXxCKOM NeceHHOM UCKYCCTBe, aTanbl OPMUPOBaHUS OT 06PpAA0BbIX 40 NPODECCUOHANbHOMO, BbiiBIEHA
KnaccudbuKaumsa aeneHms no rpynnam UCnosHUTENs!, MECTO UCMOJSTHEHMS, COEPKAHMUIO NECEH WKY/1bI3 BN1EHy,
«Tay e/1eHy, «<KaMLbl 6/IEHy», «Wan enex» 1 ap. HeTblCyCKUIN «Kapa eneHy 4ennTcs No perMoHanbHO-XXaHPOBbIM
pasnMYmnaM no: TeMaTUKO-CoAePKATENbHbBIM U CTPYKTYPHbIM XapaKTepUCTUKaM; PernoHanbHble NecHU «Kkapa
e/1eH» OCHOBbIBAOTCSA Ha PsAabl 3BYKOB MEHTATOHWMYECKOro Ancbuca. BoiaBAeHo Takke, YTo B 60NbLNHCTBE
c/ly4yaeB A/19 3TOro pernoHa xapaKkTepHbl IEKCUKalbHbIe NPUNEBbI.

KnioueBbie cnoBa: KeTbiCyCKMIM PErnOH, «Kapa eeH», Xy0XKEeCTBEHHbIN A3blK, MECEHHOE UCKYCCTBO.
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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
IJHLUIJTIK
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KAJIBIIITACYbI

ART STUDIES

JHE OPbIHIA-
YUIDbIJIbIK
MPHTH 18.41.51 EPEKIJ_IEJ]IKTEPI

B.K. Batixkan !

'T KypreHoB aTbiHaFbl

Kazak Y/TThIK eHep akaieMHusiChl
(Anmatbl, Kazakcran)

KA3AKTbIH K9CIBU SHLITIK OHEPIHIH KAJIBINTACYbI JXOHE OPbIHAAYLWbUIbIK
EPEKLWENIKTEPI

AxpaTna

KasaKTblH Kacibu aHLWLiNiK eHepi XIXFacbipaa KanbinTackln, OCbl KYHre AeRiH ayenri KanblbbiH 6y36an,

aybl3lla TYpAe X*eTTi. KaszaKcTaHHbIH A9CTYPAi Y MEeKTeBiHAE AaMblFaH SHLLUINIK 6HepiHiH 9PKanCbICbIHbIH,
epeKuweniktepi 6ap. OpbiHAAYLbI XXaHe ThiHAAayL bl 6y/1 epeKLEeNiKTePAi ecTin, ce3iHreHiMeH, oCbl yaKbITKa
neniH onap TeopusnbiK Typae Kara3 6eTiHe TycrnereH. OTbI3 Kbl1AaH acTaM yaKbIT KoCibu aHLWLiNiK eHep
apHambl OKY OpblHAAPbIHAA OKbITbINbIM KEMe XaTca [a, 9HLWINIK MeKTenTepaiH Tapuxbl, OKbITYNybl, YAPETY aici,
CTUNbAIK epeKLLEeniKTepi Topisai macenenep, apHamnbl 3epTTeynepain a3ablFblHaH OCbl KYHre AeMiH WweLwiMiH
Tannan Kene xatbip. byn MaKkanaga Kecibu aHWINIK eHepAiH cunatbl, 9p MEKTENTIH epeKLuenikrepi, 6ip-
GipiHEH anblpMallblIbIKTapbl aHbIKTaNbIM, AOCTYPAI SHLLIMIK ©HEPAiH OCbl KYHIe AeNiHri gaMy caTbiCbl, OYbIHAbIK
XPOHOOrUs ¥acangibl.

Tipek ce3aep: Ka3akK daHLWINiK eHepi, OpblHAAYLWbIIbIK, aUMaKTbIK epeKLLENiK, MEeKTenTep.

Kipicne KOCibuM SHLLINIK eHep 6ec MeKTenke

Ka3aKTblH KoCiOW oHLWINIK eHepi 6eniHeni: Apka, *erTicy, LUbiFbic-TypKicTaH,
KasakctaHnaa XIX FacblipablH 6acbiHAa CbIp 60#bl, BaTbic. Byn mekTenTepaiy,
KasnbInTachblmn, Facblp opTacbiHaa 9pKancbICbl 63iH/IK MYy3blKalblK-CTUNbAIK,
LlapbIKTay LWbIHbIHA KeTepini. ©3iHiH, OpblHAAYLbINbIK 6HEPIMEH epeKLLeneHei.
KanbiNTacy Ke3eHiHeH 6acTan Kaciou Ananga, Kasipri keaae AacTyp/i oH
SQHLINIK eHepenimi3aiH reopaPpusanblK MaMaH/blFbIH OKbITaTbIH }OFapbl OKY
OpHanacyblHa 6annaHbICTbl BipHewe OpblHAApbIHAA OCbl MEKTENTEPAIH YLWeyi
MeKTenTepre 6eniHeai. FanbiM-3epTTeyLui FaHa OeKiTinin, okbITblNaabl — 01 ApKa,

Akceney Cenim6eKoBTbIH NanbiMaaybiHWa  batbic, MeTicy aHWinik MekTenTepi, KaaraH
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€eKeyi cCon MeKTeNTepaiH penepTyapbiHa
€Hin, 6ipre oKbITblNaabl. ApKa, HeTicy
OQHLLINIK MeKTenTepi akbIHAbIK ASCTYPAIH,
Herisinae, an baTtbic oHLWINIK AaCTypi
HbIPLbINbIKTbIH, HETI3IHAE KanbiNTacTbl.

9picrep

BaTtbic aHWIiNIK MEKTEBIHIH,
ipretacblH KanaraH MyxuT can, OHblH
}anfactblpywbinapbl Aykat, Kuca,
Amanranu, Kanbin, Fapekenaep 6orca,
ApKapafbl oHWIiNiK — Ceria cepi, AKaH
cepi, bipxaH can, Myca baxxaHynbl,
Maoau, TaFbl 6acKkanapabliH Y3blH Ti36eri
OH LaKThbl SHLUI-KOMNO3UTOpPnapabliH
ecimaepimeH 6annaHbicTbl. An XKeTicyaarbl
OQHLLINIK MEKTENTIH KafbiNTacyblHa cebenui
©0/iFaH, AiiHreriHe Ty TiIKKeH — aH ayngini
KeHeKeH, Aen anTcak Katenecnenmis.
3epTTeyui-FanbiM Mbip3aTtan
HHongacbekoB 63iHiH «ToKcaH TonfFay»
atTbl eH6eriHae HeTticyna KeHeHHeH pe
OYpbIH oHWIiNepaiH 60nFaHabIFbIH a3abl.
fFanbIMHbIH NanbiMaaybiHLWa onap XIX
FacbIpAblH 6acbiHAa eMip cypreH AKaH,
bipxaHaapabiH 3amMaHaacTapbl JaypeH
can, ToKeH can ereH can cepinepaiy,
*KYPHaFbl, oHWIi-casrepnep [1, 39 6.].
Herticyna aa aHWiNiK MeKTen Giptanam
SHLUi-KOMNO3UTOpNapAbl TyAblpFaH.
OnapablH anabl Kanes, MiwaH, Caaikoxa,
CaybIT6eKTep 60/1Ca, KENIHTI SHLWIMIK
oHep Kapfa, ocimxaH, loHewTepMeH
KanrackaH. ¥erTicy aHWinik gocTypi Typansl
ToNbIK MaFnymatTtbl C.Meaey6eKy/bl MeH
b.MynTteKeeBTbIH <KeTicy ayeHaepi» aTThl
MUHaFbI XeTKizeni [2]. byn mekTenTepaiH,
Kan-KancbICbl 1Ja COM eHipre »aKblH
KociOW aKblHAbIK HEMECE XblpayblK
WMHCTUTYTTap/blH, KOCbIHAbICbIHAH Nanaa
6onfaH. CoOHbIH HOTUKECIHAE KapTblnaun
¥bIPAblH, MaKaMaapbiHa, }apTblian Kapa
eneHaepre, xalblK aHAEpPiHE YKcac aHaep
TyblHAAMN «KSCiOW SH» AEereH 63 eHLiCiH
anbin KeTKeH. Kacibn aHWiNiK eHepaiH,

KanbINTacybl }eHiHae My3blKa 3epTTeyLui-
ranbiM C.EnemaHoBa «Ka3axckoe
TPaAULIMOHHOE NECEHHOE UCKYCCTBO» aTThl
eHberinae »xa3faH 6onaTtbiH [3]. 3epTTeyLi
eHberiHae ApKa aHLiNik MeKTebi, bip»aH
can, Mawpa, MaHfbicTay aHLwinepi — «<HKeTi
KalKbl» eHepiHe 6eneK-6e/eK Tapaynapaa
TOKTanfaH.

HoeTtMxxenep

9aebUueT NeH eHep 3epTTeyLlinepiHiH
navbiMAayblHLlIa Ka3aKTblH 9HLWINIK
OHepi aKbIHAbIK, XbIPLUbUIbIK ASCTYPAIH,
HerisiHae KanbinTackaH. XV-XIX Facbipnap
apanbifblHaa eMip CYpreH akbiHAapAblH,
eH, 6acTbl cunatbl — ephiK, 6aTbIPAbIK
¥blpnapabl Xblpnan, TapaTty 601faHbIH
afebuet canacbiHaa K. Kymanues,
E.blcMalbiNnoOB CUAKTLI FanbiMaap anKbliH
GaikKan, on Typalbl 63 eH6eKTepiHae
KyHAbl NiKipaep KanabipfFaH. Xannbl
Ka3aKTblH oHLWINIK A9CTYpi Typasbl
akagemMuK A.KybaHoB: «Ka3aKThbiH
XalblKTbIK My3blKa MOA€HUETIHAE, OHbIH
illiHae 9HHIH AaMyblHAa XblpLblnap
[la YNKeH pen ovHaabl» [4,4196.], —
JereH. OHAEri, OHLLINIKTEri XKblPLWbIbIK
cunart acipece baTbIC 6HipiHiH oH
OpblHAAY MOHepiHae 6anKanabl.
LbiHTac neH LWanxbl, Captan meH
Mongaban CUAKTbI OHLLI, XblpLblnapabiH
[OCTYPiH XanfacTbIpyLibl, aUTyNbl OHLLI,
akTep F.KypmaHranneBTi akagemMuK
A.Ky6aHoB: «On gaybIcbl WaNKbIMN }KaTKkaH
KeH Japusaan anta KanFaHaam oHLi.
Tepmenen, xengipMeneTin KeTce aniblHa
Kapa canMawnTblH Xblplbi» [4, 373 6.],
— Jen 6aranaraH. F.KypMmaHfanueBTblH
LWBKipTTEPI Ae, BapblK baTbiCc aHLWINIK
NOCTYpAi HacuxaTTan XKypreH Kasipri
3aMaH oHLWinepiHiH 6apnbIFbiHbIH,
penepTyapnapbiHia XKblp-TepMenepai
MiHOETTi Typae 60/ybl Xa3blIMaraH 3aH,
CUSIKTbI. TEepMENeTIiH, Terin-Terin anty —
baTbIc eHipiHAeri oHLWi, XblpLblnapfa
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TOH KACHET, TEPME, XblIp rEHETUKANbIK
adblHAa caKTanfFaHbl ManiMm.

XIX Facbipga emip cypreH 6apnbiK
KOCibu SHLUINEP CUHKPETTI eHep uenepi.
Onap TeK oH auTbIN KaHa KoMMamn, con
OHHIH CO3iH LiblFapFaH aKblH, 8yeHiH
WbIFapFaH casrep ae 6onfaH. 3epTreyLi
T.K.DxymanueBa oHLUi-aKblHAAPAbIH,

Oyn eHepi Typasnbl Oblnaniua Kasagbl:
«Bip agamMHbIH 6acbiHa TYCKEH MyHaaM
aKbIHAbIK, SHLLINIK, OpbIHAAYLbIbIK
KacueTTep ¥annbl afjam3aTTblK eHep
TapuxblHAa 6TEe CUPEK Ke3aeceTiH
KyObinbIic» [5, 90 6.]. CUHKTETTIK eHep —
Ka3aKTblH KoCiby aHLWiNnepiHiH 6ipaeH-6ip
epeKLlenikTepi, Aen HblK anTyFa 6onagbl.
Kocibu aHaepai WwhiFapy »oHe opbiHAAY
TEK KaHa Kacibu aHWinepaiH, akbliHAapabiH
eHuiciHae 60/FaH. OH MIHAETTI Typae
acnan cynemeniMmeH opblHaanaTtbliH.
Ka3saKTblH Kacibu oHLWinepiaHai AOMObIpa,
CbIPHaM, KbINKOObLI3bIH CYHemenaeyiMmeH
anTKaH. AcnanTblK cynemen — Kacibu
SHLUINIK eHepAiH aXblpamMac, MaHbl3Abl
6eniri. Kaciou oHWiNiK eHep aaeT-FypbIn,
canT-AacTyp SHAEPIHEH OCbl acnanTbIK
cyrnemenimeH epekuweneHeai. byn
maceneHi b.Kapakynos, [I.AMnpoBa
CUSAKTbI My3blKa 3epTTeyLlinepi e3
eHbeKTepiHae Ko3faraH [6], [7]. Kacibun
aHep xalblK WblfFapMallblibIFbIHaH,
COHJan-aK, opblHAay MOHEpPIMEH XKaHe
OpblHAay canacblMeH epeKLleneHei.
Kocibu aHAi opbiHAayLLbl MiHAETTI TYpae
}KaKCchbl faybIC Meci, ycTas anjblH Keprex
KOHE epeKlle KabineTTi }aH 60y Kepek
efi. Kecibu aHwWwinepaiH agemi gayblicbl —
Jana MeKTebiHae KanbliNTaCcKaH epeKlle
«BOKanblH» HaTUXeci. En iwinae aaemi
JayblC nenepiH —— «aemMi 30p aHLWi»,
«@NTbl Kblp/laH AaybICblH acblpFaH oHLLi»,
«KYMiC-KeMeW, e3TaHdan», <ckeMeniHe
6yn6yn ya canfaH», Aen atan }atafbl

[8, 6. 20]. AacTypni aHWinepaiH Kecion
OH OpblHAAY Ke3iHae AblObliCTapablH,
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6ai nanuTpacsl, 6aceH AblbbICTaH aca
KaTTbl WbIKKaH AblObICKa AeWiH 6apaTbiH
IMHaMUKa, acepni YH, op TYPAi AblObICTbIK,
6osynap, apTUKYIaUMANbIK TEXHUKA
KongaHagabl. byn Typanbl HaKTbipak
My3blKa 3epTTeyuwi A.AMnpoBaHbiH «O
Ka3axXxCKOM HapoaHOo-npodeccuoHabHOM
neceHHOM UCMONTHUTENbCTBE» aTTbl
Ko/mKas3ba eHOeriHae Ka3blifFaH.

XIX FacbIpAblH COHbI, XX FacbIp/blH,
6acblHaa Ka3aK ganacbiHa KenTerex
opbIC aHe EBpona 3epTTeyuwinepi
KenreH. OnapabliH Kebici Ka3ak aHaepiH
ThiHAaFaHAarbl KOHiN-KynnepiH, oHAepaiH,
epeKLLeniKTepiH, aHai opbiHAayLwWblnap
Typalbl 63 ecTeNiKTepiHae Kasbin

KeTKkeH. benrini ¢paHuy3 Fanbimaapsl
Kanto »aHe byHBano 1881 Xblnbl Ka3ak
JanacbiHaa blablpbICKYN AereH aHwiMmeH
Ke3JeCKeH XoHe anfaH acepnepiH 1882
*blbl «<KaBKa3» ra3eTiHid, N217 caHbiHAa
¥apusanaraH: «OHbIH KynaFfbl eTe ce3imTan,
OJ1 YEH/i e3repTin, OHbl BipTiHAEN HO3IK
OblGbICTapMEH aLLEeKennen, TypaeHaipe
6acTafbl. blabIpbICKYN — HaFbI3 apTUCT.
OHbIH OpblHAAYLWbINbIK WebepniriHe me,
9/1[1€ OHHiH, CyNy/ibIfblHA Ma — KaWCbICblHA
TaH, KanapnbIfFblHAbl BinMenciHy [9, 67

6.] — Oen, 9HLUi MEH OHbIH OpblHAaFaH
9HiHe TaMcaHaabl. JacTypni Kacibun aHaep,
KanbINTaCKaH Ke3eHiHeH 6acTan ochl
3aMaHfa feniH, MiHaeTTi Typae acnan
cynemeniMeH opbiHaanfaH. Kasakrap aHai
opTYpNi acnantapMeH cyrnemenaereH:
[oMObIpa, KOB6bI3, CbipHaK, COHFbI Ke3ae
YL ilIEKTi AOMObIpa }oHe KETIreHHIH ae
cynemMeniMeH aHaep anTblbIN Kyp. OHAI
Kal acnanneH opbliHaaca [a aHLinep oHHiH
6acblHda MiHAETTI TypAe Kipicne-ayeH
OWHanabl, 0N KebiHece KanblpMa ayeHiHae
Kypanazbl. OH ce3fepi bactanraHaa
cyrnemen MiHgeTTi Typae 6aceHaenai,
cebebi oHLLUI JaybICbIHbIH 63iH Kene anci3
€cCTiNeTiH ablbbicneH 6acaabl, analblK
[IblObIC ETKI3reH Kesae cynemeni ae
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KaTTbipak oMHanaabl. Kasipri TaHaa ynkeH
caxHanapna opblHAabIM KYPreH KoHe

OKY OpblHAAPbIHAA OKbITbI/bIM KYPreH
HEeri3ri yw aHLWiNiK MEKTEN CYUEMENiHIH,
e3apa anblpMallbiibiFel 6ap. byn
anblpMalllblNbIKTbl SHLLI e, TbiHAAYLbl

[a KynarbIMeH ecTireHiMeH TyciHgipin

6epe anManabl. Ocbl yaKkblTKa EniH ae

Oy/1 Macenere Ken 3epTreyuwinep 6ac
ypraH oK. MaceneH, Apka aHaepi — con
OHIPAIH KYWWINiK A9CTYPI CUSAKTLI WepPTin
cynemengeHeni. Jombbipa cynemeni kemnae
KOC illeKTe, Kenae B6ip ileKTe, }oFapbl
MEH TOMEH ilLIEKTE KE3EKMNEH-KE3EK HKypyi
MYMKiH. [laybIC cO3aTbliH Xepae aHLWi
KaHLla yaKbIT co3ca, COHLLa yaKbIT 6ip
iLleKTe con BUIKTIKTEri HOTaHbI LWePTin Typa
6epefi. ApKa oHAepiHAe SHHIH COHbIHAA
Heri3ri NnaaTblK TipKKe Keny yuWiH V catbl
AblObICTap NanganaHagbl, MoceneH «g»
AblObICbIHA KeNy YLLiH OHbIH angbliHaa
AomM6blpa cynemeniHae ae aaybicta aa «fis»
OWHanagbl. eTicy aHAEepiHIH cyrnemeni
ApKa aHaepiHe eTe yKcac. MyHaa aHaep
LepTne KafblCMeH Ae GipKeNKi bipFaKTarbl
KaFbicneH ae cynemenaeHeai. Leptne
KafbICNEH cyneMenaeHeTiH aHaep KebiHece
Kypaeni saHaepre xatafbl. XeTicy oHAEPiHIH
TYpaKTbl KanblObl, KOC ilIEKTE KBapTaMeH
YYPETIH Kipicne-ayeHaepiHeH ax<bipaTyra
6onazabl. byn eHipaiH oaHAepi ApKa
aHAepiHe KapaFaHia XYypAeK opblHAanagpl.
KypblnbICbl }afblHaH KapananbiM 60bIM
Kenegi. batbIC eHipiHiH oHaepi — eH, ayeni
acnan cynemeniMmeH epekuweneHes.

Ochbl 6HipaiH KyWepi CUAKTbl 9HAEPI

[le eTe ¥blgaM anTblnbIM, KOC ilIEKTE,
XblgaMm, opama, Kenge tepic, cekipme
blpFaKTaFbl KaFbiCTapMeH cynemenaeHei.
byn aHAepaiH Kipicne-ayeHaepi AoMObipa
MOMHbIHbIH TOEMEHTI }aFblHAa, 9FHU
OFapFbl AblObICTapAa OMHaNbIN 6aphbim,
TOMeHri TOHWKafa Kenepi. batbic aHAepiH
TbiHAAFaHAa op *KONAblH COHbIHAAFbI
«a-0-Ma» nereHanTy MoHepi 6ipaeH ecte

Kanagabl. byn enKeHiH aHaepi aHWIaeH
YV/IKEH AeMAi, KYLI-KanpaTTbl KaxKeT eTe/i.
Kocibu aHLLiNiK MeKkTenTepaiH e3apa
anblpMallbl/iblKTapbiH, epeKwenikTepiH
aHbIKTay 6onallaKkTa }ynenetin, 6ip isre
Tycepi coe3cis.

[acTypni SHLLIHIH XOfFapbl AeHrenae
9H OpblHAAaybIH 6Y/1 KYHAE Fbl/ibiMY OpTaja
«KOHLEPTTIK opbliHaay», Aen atanjbl.

LLbIH MBHiIHAE A€ 01 OpblHAAYLWbIbIK,

coJ atayfa eTe namblK. TbiHAAYLUbIHbI
epekKLle cesimre 6eney, oHAi YFbIHAbIPY,
WYPEriHEe WEeTKI3Yy — YNKeH WebepniKTi
KaxkeT eTefi. An oHaan webepnep abaeH
LWblHAANFaH, KOHUEPTTEPre YHEMI LbIFbIN
XYpPreH caxHa ManTanmMaHaapbl FaHa.
KasaK ganacblHaa KanblNTacKkaH Kaciou
OHLWINIK ASCTYpP Gap/blK TYPKI XanblKTapAblH,
aybl3la eHepPi CUAKTbI «yCTa3-LWaKipT»
ypAaici 6oKblHWa KanbinTackaH. byn ypaic
TYPKi XanblKTapblH A9CTYPJIi My3blKacbIH
OipiKTipeTiH 6ipaeH-6ip AaCTYp. Op
XalbIKTbIH 3epTTeyLwinepi 6yn TaKblpbINTbl
3epTTey HblCaHblHa alHanablpFaH.

94eTTe, oHre Kymap xac 6ana aybl/blHa
KeNnreH, YNKeH oHWIiHiH 6HEpPiHEe TOHTI
60/bIM, OHbIH COHbIHAH epin, KacblHAa
Oipa3 Xypeai. OHLWi-ycTa3 WoKipTiHe

©/1EH, WbIFAPY/blH, OH LWbIFAPY/ablH, OH
OpblHAAYAbIHKbIP-CbIPbIH YAPETKEH COH,
6aTacblH 6epin, 0N WoKIipTi 63 anlblHa
eHepnas 60/bIN €51 apanan KeTeTiH. Kenge
OHLWI 6anaHblH aTta-aHanapbl, 630EPiHIH,
KeHiNiHeH WbIKKaH oHLWiaeH 6aTta cypan
6apatblH. YNIKEH oHLWiaeH 6aTa anfaH

¥ac opblHAaYLLbl XanbIKTbIH, ilWiHAE 30P
MopTebere ne 6onatbiH. «<baTa» CO3iHiH,
MaFblHacbl Typasbl Ka3aK 6HEPiHIH YNKeH
3eptreyuwici C.A.KysembaeBa 6binan
newnpi: «bata-co3 — oAuH U3 APEBHENLLINX
BMOB TpaAULIMOHHOM KyNbTypbl MHOMUX
TIOPKOA3bIYHbIX U APYrUX (CTaBSAHCKHUX,
€BpPOMNencKnX) HapoaoB. Marmyeckas cuna
C/ioBa BblKpUCTaNIM30BaHa MHOTOBEKOBOWM
YU3HEHHOW N TBOPYECKON NPaKTUKON.
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bata co3gaet ocobyto 61aroTBOPHYO
aypy, NoIoXUTeNbHOE NCUXonornyeckoe
COCTOSIHWE U BbICOKOHPABCTBEHHbIM
HacTpon» [10], [7]. bata anfaH agaMHbIH
epeKlLLe KyllKe ne 6onatblHObIFbIH, 63iH
OFapbl CE3IHETIHAITH FanbiM OCblnawn
*eTKizefi. LUbIH MaHiHAE Ae XanblKThbl
KyFbiMaa «6aTta anfaH agam» en JanblH
eHepnas/bl, lainblH SHLUIHI anTaTbIH
6onfaH. Kacibu oHWINiK eHepae «¥cTas-
LUBKIPT» YPAICI OCbl KYHTe AeWiH caKTasbln
Kenegi.

Ka3saK xepiHje KanbinTacKaH yLu
JOCTYPNi MEKTENTIH €H KEH TaparaHbl }oHe
MbIKTbl laMblfaHbl — ApPKa SHLLUINIK MEKTEOI.
Con cebenTi 3epTTeyimisae Kacibu aHLWiMiK
eHepiH AaMy caTbICbl OCbl MEKTENTIH
HerizdiHae )acangbl. XX FacblpabiH 6acbiHaa
Ka3aK ganacblHAa KanbiNnTacKaH A4acTyphi
KOCiOW SHLUINIK 6HepAiH eKiHLLi TONKbIHbI,
IFHUW, 6TKEH FacbIpAarbl SHLLINEPAIH,
LLISKIPTTEPI OCbl BHEPAI KENIHTI ypnaKKa
METKi3iMn, OHbl 9pi Kapan AaMbiTa 6acTaibl.
Bbyn KeseHre omipe Kalwlaybaen, Fabbac
Aint6aeB, barrabbin biiKbibaes, Kanu
banxaHoB, KyaH Jlekepos, }aba#n
ToraHablkoB, MypaT Tonbi6aeB Tafbl
6acKa oHLinep eHepi *atagbl. Ocbl Ke3ae
JOCTYPNi eHEP CUHKPETU3MI 63repicke
ylwblpan 6actagbl. bynapablH Kebi Tex
KETKIi3yLWi 6onabl. AFHW A8CTYPANI YFbIMAAFbI
casrepiik eHep 6ipTe-6ipTe cnpen
6acTajbl.

XX FacbIpablH EKiHLI XapTbiCbliHAA OY
TOJIKbIHAbI Tafbl 6ip MbIKTbI OHLWINEPAIH
OYbIHbI iNiN anbin KeTTi, onap — *ycinbek
EnebekoB, MaHapbeKk EpxkaHoB, MaaeHHeT
Ewekees, Urinik OmMapoB TaFbl 6ackanap.
OnapfablH KaTapblHaa Tek MaHapbek
Ep>kaHOB KaHa casrepnik AaCTypAi
*anfacTtblp/bl, AereHMeH 01 OHAEPIHIH
Ce3iH 6acKa aKblHOapfa Kas3ablpabl.
Ocblian Kacibu oHWINIK eHepaiH,
CUHKPETTIK ypaici biabipan 6actajbl.

Ochbl Ke3eHae A9CTYP/li oH opblHaay
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eyponanaHablpbl/ifaH 6afFbiTKa fa 6eTren
Kepai. KyncaHabIKTbIH (bopTennaHo),
CbIpHanablH cynemengeyimeH aH antbina
6actaabl. byn eHepai aman OmapoBa,
Ypusa TypabiFynoBa, Pabura EcimxaHoBa,
Paxnuma MycabekoBa, KypmaHb6eK
HKaHpap6ekos, Eny6an OMip3aKkoB TaFfbl
6acKa aHLWinep gambITTbl. MyHaa KenTereH
[OCTYpANi oHAEP 63repicKe yllbipan,
OipKenkKi biprakneH opblHAana 6acTaipl.
Ananpga, 6yn AaCTyp Kipme AacTyp 60nfaH
COH, Ka3akK caxHacblHAa Ker TypaKTamMau,
KEeRiHri TONIKbIH SHLLINepi KanTagaH Kociou
QHAepai AoMbblIpaMeH opbiHAaK 6actajbl.

AuncKyccuna

1970-80 *blngapbl Kacibu aHWINIK
eHep KalTaaaH HbiFasa 6acTtabl. byn ke3ge
Kawnpat banbocbiHoB, HaHibek KepmeHOB,
Fanbim MyxameauH, TypcbliHFa3bl
PaxnumoB Tafbl 6acKka Aa oHuWinep eHepaiH
JaMyblHa 6ap KywiH canabl. OnapablH
apacblHAa e34epi fe ocbl AacTypae
OH WWbIFapaTtblH ca3repsiep 60nabl.
[acTypni oHLWINiK eHepaiH KanTagaH
KannblHa KenyiHe pecnybnMKkambl3aa
apHanbl OKY OpblHAAPbIHbIH, alblybl
Ja Ken cenTiriH Turidai. 1965 xbinbl
AnmaTblga acTpaja-UnpK CTyaunscol
allblbin, OHAA anfallKbl ASCTYPNi
OH KNlacblHa efiMi3aiH anbic Wwanfan
¥}epnepiHeH 1oMO6blpa yCTaFaH XacTtap
Kenin, apHaubl 6if1iM anyra MyMKiHLWINIK
angbl. 80-wWi Xblngapbl 4SCTYPAI aHWINep
apacbiHaa PecnybnunKkanblk 6anKaynap
YMbIMAACTbIPbUIbIN, €N illiHEeH TaFbl 6ip Ton
eHepnasaap Cyblpbliblii anfa WblKTbl. MiHe
OyN ASCTYPNI SHLWINepAiH TepTiHLWi 6ybIHbI
eqi. bynapabiH iwiHaoe bek6onat TineyxaH,
AyrceHbek OMipanunes, 6aTbiC oHAEPIH
HacuxaTTaywbl Cayne ¥aHnewnicoBa,
¥eTicynblK EpxaH KocbapmaKkoBTap/bl
epekKLle aTan Ketyre 6onagbl. 90-wwbl
*blaapbl KypmaHfasbl atbiHaarbl Kasak
Y/ITTbIK KOHCepBaTopUACbiHAa «XanblK
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9Hi» Kadeapachl allblfibin, XOofapblaa

aTbl aTanfaH oHLWinep KeniHri 6ybIHAbI
Topbuenen 6actagbl. Kasipri Kesge ynkeH
caxHanapaa A9CTYpAi SHLINIK eHepaiH,
6€eCiHWi, anTblHWbl 6YbIH TOMKbIHbI 6HEP
KepCETIN Xyp. OHLWIiNnepaiH, apacblHaa
KOCbIMLLIA, KOMNO3UTOP/bIK, aKblHbIK,
3epTTeyLiNik eHepai 6ipre anbin }yprex
eHepnasaap Aa 6apubifblK.

KopbITbIHADbI

Kocibu aHLWINiKTiH 3epTTenyi Typabl
COHFbI Xbl1Aapbl XanblKapasblK }KoHe
Pecny6nunKkanblK KOHbepeHLUuS,
cumnosuymaapaa Ken anTblnbin Keneai.
Bbyn maceneHi }ofapbl AeHrenre
KeTepreH aTaKTbl My3blKa 3epTTeyllinep
®.Kapamartos, Jl.LLlaxHa3apoBa,
C.EnemaHoBaHbIH OCbl canaja CiHiprex
eHbeKTepi 30p. Aybi3Lla eHepaiH
KocCibuniri Typanbl MOCESIEHIH, OCbl
KYHAE e aca MaHbI3bl 30p EKEHAIri
Typanbl C.A. KysembaeBa meH T. K.
EriH6aeBaHbIH COHFbI XblnAapbl LWbIKKaH
eHOeKTepiHAEe Ae XaKCbl Xa3blnFaH:
«LIbIFbIC 3THONMHIBUCTUKACHIHA TOH
LLbIFbIC XanbIKTapblHbIH, aybl3 84e6UETi
KOHE Kociou LbliFapMallibiibliFbiHA AEreH
KbI3bIFYLLbINbIFbI @ybl3Lla A9CTYPAiIH Kacioun
MY3blKacCblH 3epTTeyaiH oficHamarblK
NPUHUMNTEPIHE HEri3AeNTeH XYMbICTbIH
navaa 6onybiHa anbin Kengi. KaszakTbiH
MY3blKablK 6HEPIHIH Kocion cunatbliH
Herisaey, OHblH TYPiH XaHe Koacibn emec
LWblFapMallbl/iblKMEH apaKaTblHaCbIH
aHbIKTaY, XanbIKTbIK-KOCiOWN OHHIH
MY3blKanblK CTUIIMCTUKACHIH

«LLIbIFbIC XanblKTapbIHbIH KaCi6K
aybl3 91e6MeTi LWblFapMalllbliblfblHA
JIEreH KbI3bIFYLLbINbIK Ki3pri 3aMaHfbl
3THOMY3blKaTaHyfFa ToH CUNar - Kaciou
aybl3 9[1eOMETIHIH alicHamMachl MeH
NPUHUMNTEPIH apHanfaH 3epTreynepai
LAPTTbIbIFbIH KepceTeni. Kasak Koaciou
My3blKa 6HEPIiHIH cUNaTbIH HEeri3aey, OHbIH,

TUNTEPI MEH Kacibn eMec My3blKasiblK
LIblFApPMaLLblbIFbIMEH apaKaTbiHACHI,
XanblKTbIK K8Cibu aHAepaiH CTUTUCTUKACHIH
KapacTblpy 3epTTeyLlinepaid, optanbiK
Ha3apblHAa eKeHAiri aHbik» [11, 265 6.].
LLbIH MOHIHAE [1e Ka3aKTblH KOCiOW oHWINMIK
©eHepi, OHbIH epeKLIeniKTepi }KanblHaa
COHFbI XXUbIpMa XblJ iWiHAE anTapbIKTan
3epTTeynep ¥acanabl. byn TypFblaa Kasak
QHIEPIHIH bIPFaKTbIK epeKLWenikTepiH
aHblKTaraH A.E.BaliracknHaHbIH,
KaciOunik MmacenecimeH anHanbliCKaH
C.A.EnemaHoBaHbIH, [1.AMWPOBaHbIH,
aHOepaiH CUMMETPUACLIMEH
wyrbingaHraH b.M.KapaKkynoBThblH,
o/IlleM epeKLLeNiKTepiMeH

anHanbicKaH N.K.KoxxabeKoBTbIH,
QHIEePAiH KalblpMaiapblH 3epTTerex
A.PbepaibanabiH, coHaan-ak, oHAEPAiIH
anMaKTblK epeKLenepiH aHblKTaFaH
O.MycaxaHHbIH, K.TeneytaeBTblIH,
B.TypmaraH6eToBaHbIH Tafbl 6acKa
3epTreyLinepaiH, eHb6eKTepi epeKLle

artan Ketyre TypapbiK. COHFbl Xblngapbl
A9CTYPNi oH opblHAAYLWbLINAPAbIH, iWiHge
OHLLI-3epTTeyLinep WhblfbIM, KOCbiMLIA
TeopuanblK 6iniM anbin, 3epTTeywinik
YONFa Tycin, ocbl 6HEPAI 634€Epi 3epTTen
6acTaraHbl KyaHTapblK Xafgan [12, 13].
Ocbl yaKbITKa aeniH aTagaH-6anara,
ypnaKTaH-yprnaKkKa aybl3wa Typae
¥ETKEH KaCibu aHLWIiMIK eHep, AaMyblH
TOKTaTnaw, ogaH api epici KEHeNin keneai.
Kocibu sHLWiNiK eHepaiH Tapuxbl, XKeKe
OHLWINepAiH WhiFapMallbliblK NOPTPETI,
acnan cyremeri, aHWiNiKk MeKTenTepaiH
epeKLLENKTePI CUAKTbI TaKblipbINTap
6onallakTa FblNbIMU TYPFbla TEPEH,
3epTTeneni AereH ceHiMaemia.
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IN

B.)XK. Ba6mxan
KasaxcKas HalunoHabHas akademusi uckycctB umern T.K. XKypreHosa,
(Anmartsl, KasaxcraH)

®OPMUPOBAHUE KA3BAXCKOIo NPO®ECCUOHAJIbHOIO NECEHHOIO UICKYCCTBA M
OCOBEHHOCTH UCNONTHUTENIbCTBA

AHHOTaUMA

Kazaxckasi HapogHo-npodeccMoHanbHas neceHHasa Tpaanums, cloxmeluasaca B XIX BeKke goluna Ao Hawmx
[IHEW, UICKOHHO, B YCTHOM BuAe. NpodeccroHanbHOe NneceHHOe UCCKYCTBO B Ka3axcTaHe pa3BuBanoch

B TpeX TPaAMLMOHHbIX WWKONaX, KaJas n3 KOTOPbIX UMeSla CBOM OCOBEHHOCTHU. XOTS MCNONbHUTENb U
crywarens CibllWasm U YyBCTBOBaU Pasnnyng Mexay Tpaguumsamu, TEOPETUYECKU 3TOro Matepuana Hurae
He 6bIn10. HecMOoTps Ha To 4TO 60blle TPUALATU NET HAPOAHO-NPOPECCUOHaNbHOE NECEHHOE NCCKYCTBO
oby4yaeTcsl B y4eOHbIX 3aBelEHMAX — METOANKA 06y4eHUs 1 NpenoaaBaHns, UCTOPUS MEBYECKMX LLKOSI,
CTUIUCTUYECKME OCOBEHHOCTH NECEHHbIX TPAAULMI U MHOTUE ApYyrie Npobaembl TPALULLMOHHOMO NEHUS 40
CWX NOP He UccefoBaHbl Ha JOMKHOM YpoBHE. B aToM cTaTbe BbisiBNeHa cneundunKka TpaguuMoOHHOro NexHuns,
0COBGEHHOCTM KaXKaon TPaAMLIMOHHOW LWKONbI, M NpeAcTaB/ieHa cTeneHb Pa3BuUTUSA U ByblHHAA XPOHOIOMUS
Ka3axCcKoro TpaguuMOHHOIo NeHus.

KnioueBble cnoBa: Ka3axcKoe NeceHHoe UCKYCCTBO, MCMOJIHUTENbCTBO, PErMOHabHble 0COGEHHOCTH,
LIKONbI.
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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 TEJ] EB “ILEH “H
e Y 3 5 EKI1CTAHA

(r.Tamkent, Y36ekucran)

TENE®WUJ/IbM B KOHLENLUWU XYAOXXECTBEHHOIO BELWAHUSA HALIMOHAJILHOIO TENEBUAEHUA
Y3BEKUCTAHA

AHHOTaUMA

B cTatbe peyb MaeT o TenedunbMax B acrekTe aHanmsa TeMaTUKM, CneLndUKK, X)aHpoBO-CTUNEBON
HanpaB/IEHHOCTH, NPUHAANEXHOCTU SKPAHHOMY UCKYCCTBY, 06LLMX C KWHODUIbMaMU U OTAIMYUTENbHbIX
KayecTBax. AHannaupyeTtcs colmanbHO-MHGOPMaLMOHHas HanpaBNeHHOCTb IOKYMEHTaNbHOro
TENEBU3NOHHOIO KMHO, XapaKTepuaytolleecs Ny6aMLUUCTUYECKUM MHTENNEKTYaNbHO-aHANUTUYECKMUM OMbITOM
MHTEepnpeTaunn 1 06061 eHNI GaKTOB, UCMOSIb30BAHUEM XYAOXKECTBEHHbIX MPUEMOB, 06bEeANHSLLNX B
cebe )KaHpbl MHOOPMaALMOHHbIE, C NpeobnafaHUeM NOrMYECKOro TUMna apryMeHTauumn (QOKyMeHTanbHas
nepuoanKa), He MCKIYatoLLIMe 3MOLMOHaNbHO-06pa3HbIX KpacoK. BbiSBnseTcs ponb, MECTO U crneundpuKn
TenecepunanoB B GOpMUPOBaHUM BCeobLLEero o6LeCTBEHHOMO MbILWNEHUS XapaKTepa NoTpebuTenbCKon
ayauTOPMMK, YTO HE UCKJTIOHAET Er0 OCMbIC/IEHUS KaK B KOHTEKCTE TENIEXKYPHANUCTUKK, TaK U B KOHTEKCTE
MCKyCCTBa COCTaBASAOWMX NporpamMmm 1 nepegay HaunoHanbHoOro TeneBmuaeHns YabekuctaHa.
KnioueBble cnoBa: tefiedunibM, Xy10XKECTBEHHOE Bell@aHWe, }aHpoBas aeHTubMKaums, cueHapHas
Apamatyprus, TenepeaakTop, TeENepexuccep, Teneoneparop, 3BYKOPEKUCCED.

BBepeHue TenedunbM BCKOpe cTan 3aHnmaTb ocoboe
TepmuH «Tenedunbm» akTUBHO BXOAWUT MECTO B NPOrpaMMHOM AeSATENbHOCTH
B TENEBU3MOHHbIN 06uxoa B 50-60-e HauuoHanbHoro TB.
roabl XX BeKa. Ho 4To MMeHHO Toraa lMpUYnHa TOMY — He TONIbKO
noHMManochb noj teneduibMoMm, CKalaTb TpaaMLUMOHHAaNA Nto60Bb MECTHOO
TpyaHo. Ckopee, 310 6bI710 BCE TO, YTO 3pUTENS K KWHOUCKYCCTBY, HO M Ka4YecTBO,
CHMMAOCh Ha NeHKy. HayaBwwui CBOIO cofepKaHune, 1 }aHpoBOe MHOroobpasune
UcTopuio Bosiee noslyBeKka ToMy Ha3af, KapTWH, KOTOPbIE NPULLAK B KaxKabli A0M,
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paccKa3blBasi 0 XXW3HU N04en U ropoaos,
06 UcTopumn, TpaguLmMax, pemecnax, o
KY/bTYpPE U UCKYCCTBE, OCTUKEHUSIX,
npobnemax, NoBCeAHEBHbIX 3ab60Tax
4yenoBEKa M NpasgHuKax.

TemaTuka TenedpunbmMoB
(IOKYMEHTanbHbIX, XyIOKECTBEHHO-
UrPOBbIX, CEPUANbHbIX, KOHLLEPTHbIX)
CBfi3aHa C couMaibHO-9KOHOMMYECKOMN,
06LLLECTBEHHO-TYMaHUTapPHOW, YXOBHOM
*M3HbIO COBPEMEHHOIO 06LECTBa.

370 1 HayKa, n 0bpa3oBaHue, n
3pPaBoOOXpaHeHne, U cropt. 310
Hay4yHO-MoNynsipHble, UICTOPUYECKHME,
COBpPEMEHHbIE cloXeTbl [1, ¢. 35].

B uncne nyyimx paboT npoLnbIx neT —
JOKYMEHTaNbHblE TenePubMbl «TalLIKEHT»,
«CamapKaHg», «<YcTo CannumarKaH»,
«H4abaHcKasa fons», «30710TOM KOJTOC»,
«EanHana cembsa», «<KaHaTtaxoaubl»,
«Hacneaue»; xynoxKecTBeHHbIe
TenedunbMbl «A3n3axoH», «<Korypuyak6o3y,
«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.Xogxaeson, B.MupasumoBa.
CBOe€ CNOBO CKa3anu CLLEeHapUCThI
O.XmenbHuLUKas, H.A6aya3n3oBa,
A.KacbimoB, P. CanuxoBa.
CdopmmpoBanuch NOKOIEHUS
Tenepexuccepon (M.Myxamenos,
X.N6parmumos, A.Alky608B, J1. babaxaHoB,
H.Kynpawes, C.Axmeaxoaxaes, LL.
buzaartoB, 3.[JaBblAoB); TENeonepaTtopos
(K.Maxcyaxoaxxaen, H.3usamyxamenos,
M.CanumoB A.[Janabaes,
C.Axmaaxoaxaes, LU.XKyHanaynnaes,
PUcnamoB, A.Ymap6eKkoB, b.Hazpynnaes,
A.XomKaes, Knum 'mm HaH, A.ABa3xoaxKaes,
K.KapunmoB); 3ByKOpexunccepos
(PXaknmoBa, 1. Ham, B.PaxmaHoB,
C.AnuxomxaesB, X.Taluxogxaen);
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ocBeTuTenen (B.An3eHwwTenH, 3.XaMunaoB).

MNepBoe gecatuneTne He3aBUCUMOCTH
npuHecso TenedunbMy HOBYIO TEMATUKY,
CBSI3aHHYI0 C COOLITUSAMU U NEPCOHATUAMM
MWHYBLUEN UCTOPUU, C COLIUANbHbLIMU
npo6aeMmamu TEKYLLErO AHS.

3T0 IOKYMEHTanbHble TeNebUbMbl
«Abaypayd Putpar, «KopaH Xa3para
YcmoHar, «[asonpoBo», <HaKkKoL»,
«XOAXaMKYJT U €ro Y4eHUKN», «XyMo,
HavaBllas nonet», «ToWKeHT. MyCTaKUINnK
nunnapu», <HaBpy3 rmasamum MHOCTpPaHLEB»
nap. 3TO TaKKe Tenecepuanol
«[MpnKkntoyeHus Akbapar, «[llog BbICOKUMU
ropamu» u ap. [2, c. 77].

B nepBoe pgecatunetne XXI Beka
WHTEpPEC K Tenecepuanam Habupaet
HoBble TeMnbl. [osBngeTcs psaa paborT, B
KOTOPbIX NpocnexuBaeTcsa 6onee rnybokoe
norpyxeHue B Matepuan, norbiTka
aHann3a oOKpyXKalollen ¥1U3HW, BKIoYas
WUHTEpeCh! 1 cyabObl NAEN, NULLYLLUX
OTBETbl HA MHOIME BOMPOCHI 6bITUSA
(«CnoBo», «Hapxnanak», «Xypwwuaa, «Cagy,
«MHecTb»). [ToABNAIOTCA U XyAOKECTBEHHbIE
dunbMbl «JJoporu cyabbbl», «<MOXUHYP».

Hapsagy ¢ M3BeCTHbIMW MacTepamu,

Ha apeHe TeNeBU3UOHHOIo TBOPYECTBA
3aHAIM MECTO HOBbIE MOKOSIEHNS
TenecueHapuctoB (O.lLapadytanHos,
.BuHorpanosa, X.[daBpoH,
3.YcmaHosB, K0.Po3ukoB, ®. MycagaHoB,
A.Kyunmos, M.MunpKamanoB);
Tenepexuccepos (H.Kynpawes,

3. Hopmypagos, LU. Kyp6oH60eB,
M.MupKamasnoB), TefienepaTtopos
(PA6aypaxmaHoB, b. lagon6oes,
3.Xamungos, A. Kapues, O. Kum,
T.MaHcypOoB) 1 3BYKOpEXMCCEPOB
(A.Hopwes, C.A6aypaxmmoBa).

MeToabl

CeroaHs TeENEBU3NOHHOE KMHO
npeacTaBfeHo paboTamu pasnnyHon
aHPOBO-CTUIEBOM HANpPaBNEHHOCTH,
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B YMC/Ee KOTOPbIX GUSIbMbI
nyGnMLUCTUYECKHE, MOPTPETHLIE, UTPOBbIE,
a TaKXKe TefieHoBeNNa, AOKYMEHTabHbIN

eMy 3aHATb NPOYHbIE MO3ULIUK B CTPYKTYpE
Xy[AOXECTBEHHOr0O BellaHus.
[loKyMeHTanbHoe TeNleBU3NOHHOE KMHO,

OYEPK, CIOXKETHas KWHO3apuCoBKa, PUbM
— KOHUEepPT [3, c. 83].

CneundurKa tenedunbma — oTpaxeHue
WU3HU TaKOKW, KaKas OHa eCTb Ha CaMOM
nene, 6e3 CMOHTUPOBaHHbIX KaZpoB.
370 HENOCPEACTBEHHOE BOCNPUATHE
peanbHOCTU B €€ HENOCPEACTBEHHOM
TEYEHUUN, B KOHKPETHOE BPEMS U
KOHKPETHOM NpPOCTpaHCTBE, 6€3
CBA3YlOLEero 38eHa U NoCpeaHUKOB;
NPAMONM KOHTaKT C HACTOSLWNM, NPsMble
accouunaumm 1 npsMmas peaxkuus Ha
YBUAEHHOE, KOTOPOE NPOXoanT nepes
rnasamMmu MUIIMOHOB, 06 bEeAMHEHHbIX
€/IMHbIM MOPbLIBOM M XXUBOW 3IMOLIMEN.

Tenedunbmbl OTNIMYaOTCH OT
KMHODWIbMOB N0 MECTY U YC/IOBUSM
CO03/aHus, NoKasa 1 BOCNpUSTUS, Nno
MaTepuanbHbIM U TEXHOJIOTMYECKUM
pecypcaMm, KayecTBY U KONMYeCcTBY
YY4aCTHUKOB, CKOPOCTHM BbIXOa Ha 3KpaH
W apeasy pacrnpocTpaHeHus, ctaTycy u
NONynspHOCTU PEKMCCEPOB N aKTEPOB.

N ecnn Tenedunnbm — TpaHCNALMUS
¥UBOIO npoLecca, TO KWHOPUIbM — 3TO
noctaHoBOYHas, 3adUKcHpoBaHHas Ha
NnieHKe ObITHOCTb.

O6LWKUM ANng HUX ABNFETCA TOSIbKO
TO, YTO 06a OHUM NMpUHaAnNexar
3KpPaHHOMY UCKYCCTBY, KOTOPOE TOXKE
UMEET CBOM OTIMYUS: KWNHO3KPaH,
TeneakpaH. Ecnu tenedunsm yctynaet
B YEM-TO KUHOPUNBbMY (XapaKTEPOM U
Ka4yeCTBOM CLEeHapHOW aApamMaTtypruu,
NOCTAHOBOYHO-UCMOIHUTENBbCKUMMU
npueMamMun n MetTogamu, MaTepuanbHbiMU
N GU3NYECKUMU 3aTpatamu), TO B HEM-TO
€ro NpeBoCcXoanT (06LLENOCTYNHOCTbIO,
CKOPOCTbIO pacnpoCTpaHeHus,
KaMepHOCTbO KOMMYHUKaLIMOHHOTO
npoLiecca 1 BO3MOXHOCTbIO A/IMTENbHOIO
aunanora co 3puTesiiMu), 4To No3BonsieT

XapaKTtepuaytouieecs Ny6anLMCTUHECKON
HanpaBNEHHOCTbIO, MHTENNEKTYaSIbHO-
aHaNUTUYECKMM OMbITOM MHTEPNPETAL MK
N 0606LIeHUS HaKTOB, UCNONb30BAHUEM
XYOOXECTBEHHbIX MPUEMOB, 06bEeAUHAET
B cebe )aHpbl MHHOPMALMOHHbLIE, C
npeobnagaHWeM OrMYecKoro Tnna
apryMeHTaumu (IoOKyMeHTanbHas
nepuoaunKa), He UCKtoYaloLLEN
3MOLMOHASIbHO-06pa3HbIX KPacoK.

Pe3ynbraTtbl

K »KaHpy JOKYMeHTaNlbHOro
TeNeBM3MOHHOMO KMHO OTHOCSITCH OYEPKMU-
HabnaeHns, O4EPKU-paccKasbl, MOBECTH,
NOPTPEThI, KWNHOHOBE LI, APaMbI, B
LLEHTPE KOTOPbIX YEIOBEK M CBA3aHHbIE
C HUM COObITUS; GUNbMbI-Pa3MbILLIEHUS,
GUNbMBbI-CO3epUaHug, rae UMeKT MecTo
CUMBOJIMKaA, N03TUYeCKaa Mmetadopa.

3T0 TaKXe KMHoMNNakar,
[IOKYMEHTa/IbHOE 3CcCce, aKTyalbHbIN,
NPo6/EMHbIN GUNbMBbI, A1 KOTOPbIX
XapaKTepHO aBTOPCKOE NPUCYTCTBMUE C ero
OLLEHKaMMW, XU3HEHHOW dUnocodpren u
OMbITOM.

3T0 U Xy[10KECTBEHHO-AOKYMEHTa/bHblE
PUIbMbl, OCHOBAHHbIE HA PeasbHbIX U
NOCTAaHOBOYHbIX Kajpax, ob6peTatoLmx
C MOMOLLbIO MOHTAaXXHOM TEXHUKHU
KOMMNO3ULMOHHYI, UIENHO-
cofepKaTe/bHyto LefI0OCTHOCTb.

AunckKyccuna

Ecnn B MHPOPMALMOHHbBIX XKaHpax
04eBMAHO AOMUHUPOBAHWE NYBANLNCTUKN,
penopTepcKomn XBaTKkM B nogaye
Martepuana, To B XyJ0XeCTBEHHO-
JIOKYMEHTaNbHbIX — peyb UAeT 60oblie 0
HaCblLLEHWUM CMbIC/IOBOrO KOHTEKCTA.

Bo Bcex cnydasx BaxHO cobnogeHue
GanaHca MeXay 3CTeTUYECKOM U
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Ny6ANLMUCTUHECKON COCTaBAAIOWUMMH,
obecne4ynBatoLLero ycToM4MBocCTb,
onpeaeneHHoCTb AOKYMEHTaIbHOIo
KMHO KaK cCaMOCTOSITENIbHOM KaHPOBOM
eanHuUbl, o6nagatowemn co6CTBEHHbIMA
OMNo3HaBaTe/lbHbIMU MPU3HaKaMU.

HHaHpoBas ngeHTudbunKaums
TENEBU3UOHHOIO IOKYMEHTaIbHOIro
KWMHO TPaAMLMOHHO CBOANTCS MMaBHbIM
06pa3oM K TeMaTuKe, Lenu, 3ajadam,
CTUINCTUKE n306paxKaeMoro marepuana u
XapaKTepy NoTpebuTenbCKOn ayanTopui,
YTO HE UCKJIIOYAET €ro OCMbIC/IEHNS KaK
B KOHTEKCTE TeNEXYPHaNUCTUKN, TaK U B
KOHTEKCTE MCKYCCTBA.

MocKonbKy TeneBuaeHue npeacraBnsaet
Co60M UCKYCCTBO, CPEACTBO MacCOBOM
MHPOPMAaLIMK, BKKOYAS KYPHATUCTUKY
N TEXHUKY, TO U AOKYMEHTA/IbHbIN
TenedunbM KaK NpoayKT Npon3BOo/CTBa
3TOro €AUHCTBA NpUHaOIEKUT
O[IHOBPEMEHHO M UCKycCTBY, 1 CMMU,

N XKYypHaJICTUKE B HEPa3PbLIBHOM
eauHcTBe. Y Hero chopmmpoBancs cBon
$yHAaMEHT, OCHOBaHHbIM Ha CLLeHapHOM
ApamMaTtyprum, NOCTaHOBOYHO-TEXHUYECKMX
MeToAax 1 nNpuemax TBopyecTBa, CBOU
XapaKTepu3yloLLne CTPYKTYpPHbIE,
$YHKLUMOHaNbHbIE NPU3HaKK, coyeTatollne
3/IEMEHTbI 06Pa3HO-XYA0KECTBEHHbIE U
NyenuUUCTUYECKME.

370 1 ecTb KaHpoBas AOMUHaHTa
[IOKyMeHTanbHoro tenedpunoma un dopma
€ro CcylecTBoBaHuUs B coLManbHO-
NUCTOPUYECKOM NPOCTPAHCTBE U BPEMEHMW.

3axkmoueHue

CoBpemeHHbIV Tenedunbm
XapaKTepu3yeTcs NepBUYHOCTbIO
N JOKYMEHTasIbHOCTbIO UCTOYHUKA,
BO3MOXHOCTbO CBOGOAHOIO
Bbl6opa 06beKTa N CKOPOCTbLIO
BbIx0o4a B 3dU1pP, CUIOMUHYTHOCTbLIO
KOMMYHWKaLMW C MacCcoBOW ayanTOpUEN,
MHOIOKaMepHOCTbO U306paKeEHUS
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W KPYMNHbIM NAaHOM, aJIpECHOCTbLIO, a
TaKe coyeTaHMeM MOJTHOMOYMI NeyvaTu,
UCKYCCTBa U TEXHWKW, OJHOBPEMEHHO
BbINOAHASA QYHKLMM SCTETUYECKHE,
no3HaBaTeflbHble, BOCNUTATENbHbIE,
3TUYECKMKE, 3PENNLLHBbIE, CEMUOTUYECKME,
UHTErpupyolime, naeHTnbuumpyoume 1
npeob6pasyouime.
HpaBCTBEHHO-3CTETUYECKME,
MWPOBO33PEHYECKHNE, COLManmM3npytome,
NPOCBETUTENLCKO-06pa3oBaTesibHble
acnekTbl gestenbHocty TB onpeaensior
€ro COUMOKYNbTYPHYI 3HAYNMMOCTb
U UHCTUTYLIMOHAlIbHbIE CBOMCTBA, a
TEXHONOMMYECKNIM acneKT TBopYeCcTBa
— npodeccruoHanbHbIM YpOBEHb U
cTeneHb BOBNEYEHHOCTU B COBPEMEHHbIN
LMBUNMU3aLMOHHBIM Npouecc [4, ¢.13].
TOT daKT, 4TO LOKYMEHTaNbHbIN
TenedunbM, npecnenys Nopou
KOMMepYecKue [5], HeXxenn TBopyecKme
Lenu, He n3bexKan HaTAHYTOCTH
npobnemMaTuKku 1 anennpoBaHng K
4yyBCTBaM YeoBeKa [6] nocpeacTBoMm
3aKcnayaTauum 601e3HEHHbIX TeM [7], He
CHU}KaeT ero 3HayeHus KaK xaHpa
XYAOXECTBEHHOM0 BELLAHNS, KOTOPbIN
ABNAETCA OHOM U3 BaXHENLLUX
COCTaBNSAOLWMX NPOrpaMm 1 nepeaad
HaunoHanbHOro TeneBuaeHus
Y36ekucTaHa.
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Paxmarkapuesa I
WHxa yHuBepcuteTi
(TolLKeHT , ©36€eKcTaH)

©3BEKCTAH ¥ITTbIK TEIEAUAAPbLIHAAFDbI TEJIEGU/IbMHIH KOPKEM T¥XKbIPbIMAAMAJIAPbIHbIH
TAPAJIbIMbI

AHHOTauMA

Makanapa Tenedunbmaepain, TakblPbINTbIK, apHaNbINbIK, CTUNLAIK-XKaHP/bIK 6arblTTanybl, 3KpaHAbIK eHepre
araTtblHAbIFbl, KWNHODUNIBMAEPMEH OPTaK aHE epeKLLesiK cananapbliHiarbl Kblpaapbl KapacTblpbinajbl.
[epeKTi TeneBn3nsAbIK KWHOHbIH, 9/1eyMEeTTiK-aKnapaTtTblK 6afFbiTbl TangaHblimn, Ny6AUCLUUCTUKANbIK
WHTENNEKTyanabl-capantamanblK ToXipMOecCiHiH NarbiMaanybl MEH KePKEMAIK Tacinaepai kongaHyaa
anFaKTapblH IOrMKanblK TUNTEPI (AePEKTI Mep3iMaepi), amounoHanabl-6enHeni peHaepi anFakTapablH,
¥annblnaHybl peTiHae TangaHaibl. Tenecepuangapibln, TYTbIHYLW bl ayaAUTOPUAFa GYKin xanmnbl KoFamablK
onnay XyMeciH KanblintacTbipyaarbl Peni, OPHbl MEH epeKLENiK cunaTthl, TENEXYPHaNUCTUKA KOHTEKCTIHAETI
navibiMAanyblH XXOKKa LUblFapMaWTbIH }KaHe COHLan-aK eHep KOHTEKCTiHAe Ae ©36eKCTaHHbIH, ¥TTbIK
Teneavaapbl 6argapnamanapbl MeH TapanbiMAapbliHblH, KYPaNTbIHABIFbI alKblHAaNaabl.

Ty#in ce3paep: TenesuananbiK GuUnbM, LWbiFapMallbibliK XaGap TaparTy, aHpabl COMKECTEeHAipY, CLieHapuii
asy, TeNeBU3UANbIK PeAaKTop, TENEXYPri3yLli, onepaTop, Abl6bIC WhiFapyLbl.

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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(Anmarsl K., KasakcraH)

CAJIAJIbIK - TAKbIPBINTbIK TENEAPHAJIAP ¥ThbiMAbI/IbIFbl, KA3IPTI YXKAFAANbI XXOHE JAMY
MPOLIECIHAETI NPOBJIEMAJIAPLI

Anparna

Kasak TeneBuaeHHneci KanblnTacKkaH caTTe Ken Hapce Kepai. byriH on x)aHa gayipai 6actan otbip. 90-wbl
XblngapaaH 6epi anemae TaKbIPbINThIK XaHe cananblk apHanapiblH CaHblH anTap/blKkTan Ke6enTy 6actanbl.
An LMOPNBIK TENeBUAEHUETe KOLLKEH Xac AaMblN Kene XaTKkaH en peTiHge KasakcTaH Teneangapabl
JaMbITyaa ocblHAAM MaHbi3abl KagaMibl xidepe anmagbl. JamblraH engepae HakTbl TaKblpbiNTapabl KAMTUTbIH
KenTereH TakblpbINTbIK XXaHEe cananblK apHanap 6ap. KazaKkctaHia TeneBuU3nsHbl MOAepHU3aLmsanay MeH
YAEepicTe eHIMIINIK MaceneciHiH, KoMblybl TanaaHagbl.

Tipek ce3pep: canasnbiK TakbipbiNTap, Teneamaap, TMiIMAINIK, Ka3aKkcTaHblK apHanap.

Kipicne JENiH 63repy, ecy AsyipiH KelwKeH Ka3ak

«KaszaKcTaHaa «Keringip aKpaHHbIH» TENEBU3USCHI LiblIFAapMaLlblblK KOAbIH
Ccay/ie WallKaHblHa Aa ¥apTbl FacbipgaH [a Tanawn 6eneciHeH eTin, 6ipHelle ypnak
acTbl. Ocbl Xblngapaa 0/ TEXHUKabIK, YNeC KOCKaH ipreni ae ipi, *)aH-*aKTbl
aHFbIPTY, WbIFapMalLblbIK KYLITEPAIH, TONbICKAH, XaNKbIMbI3blH, aKMapaTTblK
ecin, ToNbICYbl XafFblHaH fla caH pyXaHW KayKeTiH eTen OTbIPFaH KyaTTbl
o6enecTi 6acTaH KewwTi. EH anFaLKbl KYLWKe anHanibl.» - Aen XanblKkapanblK
canmMarbl Xy3 Kefligen TypaTbiH aybIp TENEBU3US OHE paano akeaUMUSIChIHbIH,
KamepanapnaH, TyTac 3ajapfa apeH akagemuri CyntaH Opasanbl auTKkaHaau,
CUATbIH TeneannapartTpagaH OyriHri pacbiHaa Aa 6i3aiH Kasak TeneBususchl
LWafFblH, KONannbl, canalbl, CaH Kuibl TYpANi cypneynepaeH eTin, }aHa AayipiH

MYMKIiHZIri 6ap caHblK TeneBn3unsra 6acTtajbl. byriHae enimisgiH Kan
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canafa 6onmMachblH afeMHIH annaybIT
enjepiHeH Kanbicnan, Tepeseci TeH,
nopexepe. Tinre TmeKk eTkeH Kasak
TeNeBU3US BHepi Ae anemMaik ypaicTeH
KasblC KanMawn, e3 anablHa 6enecrepai
6arblHabIpyaa. Enimisaeri SKOHOMUKanblK-
BNEeYMETTIK, MafeHn pedopmanapiblH,
TepeHaeyiHe ConKec aneMiik aknapaTTbliH
pecnybnuKaHbIH 3GUPNIK KEHICTIriHE enyi
}oHe KaszaKCTaHHbIH FalaM/blK aknapaT
anablHbIHA TaNMbIHbICLIMEH CUNATTANabl.
Ocbl TyCcTa, 6YKiNn anem TeneBU3UAChIHbIH,
aKknapaTtTap anablHblHAaFbl 63€KTi cana

— KOFaM[blK TefleapHa MeH canasnblK-
TaKblpbINTbIK TefleapHanapra TOKTaacaK.
Uo, naMbiraH AeMOKpaTUsbIK enaepae
KoFaMablK Teneanaap 6ap ekeHi 6enrini.
byn Toyencia, 83 6€TiIMEH }YMbIC iCTEHTIH,
6yKapa XasblKTblH OpPTaK OMbIH OiNAipeTiH,
YATTbIH, 60AMbICbIH, 84€6UUETI MEH
MOJEHMWETIH, 6HEPI MEH ASCTYP-CanTblIH,
SAET-FYPrbIH HACUXATTANUTbIH 3JIEKTPOH/bI
Kypan 60J/ica KepKe. bi3re ocbliHaan
TeneapHa 6onallakTa Kepek ne? [1, 6. 5].

opicrep

Kagsipri Tanga KazakctaH BAK
€PKIiHAIri, XanblKTblH, aKknapaTtTbl *aH-
aKTbl anybl }oHe XXI Facblparbl aknapat
anMacy MYMKIHZIriH MONanTy KeHiHaeri
XaliblKapanblK Tanantapibl KEHIHEH XKy3ere
acblpbln Kenenai. byn pecnybavKkaHbl
OCbl 3aMaHfbl aKnapaTTblK 6pKEHUETKE
KOCYAblH biKnangbl }onbl. Kasipri kesgeri
aKnapar *ahaHblK aKblN-0MAblH anemre
6apbliHLIa )Keaen opTak 60NnybIHbIH, Kyparibl.
Fanampa 6yriHae WbiH MOHIHAE aKknapaT
PEBOMIOLIMSCHI KaybIPT KYpin xaTbIp.
MagaeHueT, TexHonorua 1.6. cananaparbl
COHfFbl KETICTIKTEPAiH NNaHeTaHblH, TYMKip-
TYKNipiHe Te3 XeTyi MUKPO3NEKTPOHMKA
YMECiH Fanamar wantwaHablKneH
flaMblTyFa, 6y/1 63 peTiHAe FblbIMFa
Heri3aenreH eHaipicte eHOEK eHiMAaINIriH
MWIIJTMOH ece apTThipyFa acep eTTi.

52

HaTHxxenep

byKapanblK AereHimi3a — aknapaTThbl
KenuwinikTiH KabblngaybliHa Konawnbl
eTin Taparty. *KaHanblK, casicu, MaEeHU
HEMecCe d8/IeyMETTIK xabapnap KepepMeHre
KapanaubiM Tinge, Ma3mMyH adcCblH
TONbIKTbIPa Kas KannblHga 6epinen,.
Kasipri 3amaHaa Kan enge 60/1MachbIH
Kenuwlinikke «6enrini 6ip TakblpbInThl
TapKarThbin, Ke3aenreH cana ascbiHaH
TEPEHIHEH CbIP LWEPTETIH» HEMECE
«Benerini 6ip ayautopmsa asicbiHa
OafblTTanfaH» TakblPbINTbIK-CananblK
TeneapHanapabiH peni 3op. 1990
¥bliaapaaH 6acTtan anemMae TakbIPbINTbIK-
cananblK TeneapHanap caHbl KYpT ece
6acTtajbl. Tytac ayKbiMAbl ayaAUTOPUSAHDI
KaMTUTbIH, 6ipaK ecKipreH TeneapHasblK
KOHLIEMLIMSIMEH XYMbIC ICTENTIH 6ipa3
FaHa apHanap/bl TaKblpbINTbIK-CananblK
TeneapHanap bifblCTblpa 6acTabl. Idup
YaKbITbIH TaKblpbINTblK OaFgapnamanapfra
NavblKTan 6e/y KepepMeHre Kepek
JepeKTep MeH 63iHe KbI3bIKTbl MaiMeTTep i
[19/1 OCbl TaKbIPbINTbIK-CananbIK
apHanapfaH anyfra biHFan bl 60bIMN
Tabbinaabl. COHAbIKTaH, opbip KepepMeH
©3iHe KbI3bIKThbI, Ta/lFaMblHa Cal, }aHblHa
YaKblH apHanapabl TaHganabl. byn anbéetre
eTe KO/lannbl. OCKeNeH yprnak, OHblH, iliHae
KiluKeHe 6ynaipliHaepimMi3fiH, ae *Kac
LlamMacblHa navblKTanfaH apHanapabl epKiH
KepyiHe MyMKIiHAIK 60o/1agbl. A1, TaHbIMIbIK
apHanap acipece 6ananapra 6inim
canacblHaH, Tinn YAPEHY XaFblHaH, TiMTi
e3re enjliH MoaeHMETIi MEH TapUXblH 6inin,
YHpeHyiHe KeMeKLWi Kypan 6onmak. byringe
TaKblpbINTbIK-Cananblk TeneapHanap e3
Ke3eriHae aneMm efepiHe casxatrayra,
TaHbIMan Xynabl3gapabiH ayeHaepiMeH
CycblHAayFa, COHFbl XaHanblKTapaaH
KalbIC KanmMayfa, TilTi }aHa WbIKKaH
dunbMaepai TaMalanayra ga MyMKiHIiK
6epegi. MyHaan apHanap agetre
KOMKETIMAI MUinikTe TapaTblna 6epmenai.
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Bynapabl Kepyre KomxkeTimai TeK Kabenbai
¥}eninepaid KemerimeH icke acagbl. Kenae
Kabenbai XeninepdiH onepartopnapbl

63 apHanapblH KypbIn, onapabl 63
XeninepiHeH Tapartagbl.

AunckKyccuna

CananblK-TaKblpbINTblK apHanap:
aHanblKTap apHachl, 6i/1iM apHachbl, Tapux
apHachbl, 91e61eT apHachl, MoIEHHET
apHachl, aBTobMorpadusanbiK apHa,
casicaT apHachl, apHamanap apHachbl,
KnHemMatoradusanblk apHa, TeaTp apHachl,
6enHeney eHepi apHachl, casixaT apHachl,
YaHyapnap anemiH KepceTeTiH apHa,
©ananap apHachl, xacecnipimaep apHachl,
[IepeKTi apHa, arnengepre apHasifaH,
epfiepre apHanfaH, CaH yarinepiHe
apHanfaH, yy wapyallbliblFaHa apHanfaH,
My3blKanblK apHa, 61 apHachbl, cnopT
apHachbl, AeHcaysblK apHacbl, TEXHUKaHbIH
COHFbI XETICTIKTEPIH KOPCETETIH apHa,
3POTUKaNbIK apHa, a3if-ocnak apHannpbl
1.6. 60nbIN 66nIHEeni.

OK 60Mbl 03bIK LLbIFbIM, 8IEMHIH,
Ke3-KereH TYKNipiHe TapafaH KeTerex
TaKblpbINTbIK-CananblK TeneapHanap
6ap. ConapablH, ilWiHEH acipece PENUTUHTI
¥OFapbl, coHay 1985 »blngaH *KyMblC
icten Kene xatkaH AKLL-TbiH «Discovery
Channel» apHacbIH anTnam Kety
MYMKiH emec. byriHae gan ocbl apHa
OafrgapnamanapblH TOPTKYN AyHUere
TyTacTtau Taparty ycTiHae. ApHaHbIH
TapalnblMbl Fbl/ibIMFa, TEXHONOMUsFa,
TapuXKa }oHe casixaTKa apHanfaH gepeKTi
6afgapnamanap TontaMmanapbliHaH
KypbliraH. bargapnamManapbiHbiH CTUII
FbIbIMU-TaHbIMAbIK 6afbiTTa. Kasipri
TaHaa «Discovery Channel» apHachkl 63
ilWiHae Tafbl Aa GipHelwe TaKbIPbINTbIK-
cananblk apHa 60bIN XyMbIC icTeyae.
AnfallKbl KypblnFaH 1985-wwi Xblfbl 0N
«Discovery Channel» 60nbIMN TEK FblNbIM
MeH TeXHONOruanapabliH KeTicTiriHe

apHanfaH apTypni 6araapnamanap
TapaTtca, 1996 xbinbl «Discovery
Science» apHachbl KypblblM, FblIbIMU
6arfapnamManap/bl Tapatajbl }oHe
COJ CUSAIKTbI 181 OCbl Xblbl KYPbIIFaH
«Animal Planet» »xaHyapniap anemMimeH
TaHbICTbipaabl. «<Discovery World», 6YpbIHFbI
«Discovery Civilization» TeneapHacbl 1999
¥blJ1bl KaWTa Kypblabin, anemae 60bIn
aTKaH OKWUfananapja aAepexkreni.
2002 »*binbl «Discovery HD Showcase»
(6arpapnamanapsl «Discovery Channel»
apHacbIHbIH 6aFgapnamManapbiHaH
e3relle) Kypblaabl, 01 apTypi FblIbIM
MEH TeXHWKa XETICTIKTepiHe apHanfaH
apHa HDTV dopmaTbiHAa Tapanagbl.
Con cusiktbl, 2007 *blNbl KYpblaFaH
«Animal Planet HD» apHacbl aa HDTV
dopmMatbiHAa Tapanbin, XaHyapnap anemin
Kepceteai (6argapnamanapsl <Animal
Planet» apHachblHbIH, 6aFgapnamManapbiHaH
esrewe). «Travel & Living» (6YpbIHFbI
«Discovery Travel & Adventure») 2005
Xbl/Ibl KaWTa KypblIFaH apHa peanuTu
Oargapiamanap MeH casixaTKa apHanafraH
Gafgapnamanapabl Tapatagbl. An,
2009 *bInbl KypblaFaH «Investigation
Discovery» apHacbl KbIJIMbIC NMEH Teprey
MPOLLECIH KOPCETIMN, XYMbICTapblHaH
xabappap etegi. CoHabIKTaH aa «Discovery
Channel» apHanapsbl Ka3ip 6apnblK enai
©3iHiH, KbI3bIKTbl Aa TapTbiMAbl, MOHAi Ae
MafblHabl XxabapnapbIMEH ¥aynan anaabl
YoHe e3re enre 6yn 03blIK yari [2].

et enaik «Discovery Channel»,
«MoaeHueT», «Tapux» CblHAbI TAKbIPbINTbIK,
apHanapablH KepPEePMEH YLiH TaHbIMAbIK
KYHAbUIbIFbl €pEKLLE }OoFapFbl.
TaKblpbINTbIK-CananblK TeneapHanapaia
KepepMEHHIH 6iniMiH KeTepin, epeciH
KEeHEWTETIH KaHLllaMa TapTbiMAbl xabanap
oepinei xaHe onap abaeH 3epTTenin-
3epaeneHin, TywbIMabl MafnymaTrapMeH
TONbIFbIN 6apbin KepepMeH Ha3apblHa
yCblHbInaabl. JamMblfaH engepae
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TaKbIpbINTbIK-Cananblk apHanap Kenten
601 KeTepin, 6enrini TakbipbiNTapfra
6acbibyTiH 6enimaence, KazakctaHaa
TaKblpbINTbIK TEeNeapHanap caHbl CblH
KeTepmenai. byn KapxbliblK MYMKIHOIKTIH
asblFblHaH 60/1bIN OThIp. [lecek Te,
COHfbl Xbl1gapbl enimi3aiH aknapaTt
KeHicTiriHae cananblK-TaKblPbINTbIK,
apHanapfa 6eToypbIC XKacana 6acTtagbl.
JamblFaH epKeHneTTi engepae 6yn
Moacene BypbIHHAH-aK *oJiFa KOMbINFaH.
Con cebenTi ae 6i3 ocbl 6aFbITTa XKy3ere
acblpyabl Ke3aereH xobanapbiMbi3abl 63re
MEeMNEKTTEPAIH ToxipbmeciHe cyneHin
*acaWTblHbIMbI3 al/laH aHblIK.

KopbITbIHADbI

ToyenciaairimiagiH, *}ublpma XbliablfblHa
en eMipiHae eneysni oKkuranap opblH aJiFaHbl
6enrini. 9cipece, pyxaHu emipiMizge LblH
MOHIHAEri Faxanbln OKuranap 60nbin
oTTi. Kapagomanak Ka3ak 6ananapblHa
6a3apsblk 601bIM, 63 affblHa XeKe agapa
6ananap apHacbl «<bananaH» ToNbIKTan
aHa TiNimi3ge e3 XyMbICblH 6acTarn,
«KaszaKcTaH» yNTTbIK TeneapHachl TONbIK,
KasaK TiniHge xabap TapaTyFa Kelice, en
TayencisgiriHiH, Mepen-TonblHa TaFbl 6ip
pyxaHu TapTy — «MageHueT» TenieapHachl
AyHuere kengi[3, 6. 7]. Ananga, 6i3 ken
HOpPCEHI enwen-niwin anamMan, acbifbiC
KOJlAaHbICKa eHridyre Kymapmbl3. OTaHAbIK

ope6uerTep:

cananblK-TaKbIpbINTLIK apHanapibl awyaa
na 6i3 6ipKaTap OJfIKblAbIKTapFa *}on 6epin
KonablK [4,5]. Con cebenTi »aHaaaH
awblnFaH 6yn apHanapblH 63iHAIK KeKe
TEXHUKaNbIK 6a3acbl MEH KOCiOU YXKbIMbI
YacaKTanMaraHObIKTaH aHe e30epiHiH
Ten eHiMAepiHiH a3 api canacbl3 60/yblHa
6annaHbICTbl 0f1ap KebiHe «KellipMe apHa»
KannblHaH Wblfa anmMan oTblp. byriHri TaHaa
Kan canaga 60/CcblH Tanan rned TanFam
Maceneci KubiHaan Typ. byn acipece
enimisgeri TeneapHanap MeH paguonapia
CblH KeTepMenai [6, 48 6.]. An Tanan neH
TanFam 6onMaraH Xepae cananbl AyHue
¥acay MYMKiH eMmec. Mbicansil,
Ka3aKCTaHAblK apHanapablH KepepmeH
ayauTopusiCbl ©Te Tap EKEHi anTnaca aa
6enrini. Kenuwinirimia cnyTHUKTIK
TabaKLWanap apKblibl €PKiH KOmMKeTiMAI
PecenaiH, 6aTbiC engepiHiH,
TeneeHiMaepiHe KyMapTbIn, TEAMIpin
OTbIPATbIHbIMbI3 }acblpblH emMec. byriHae
enimizge Gipai-eKini cananblK-TaKblPbINTbIK
apHanap }ymbic icten 6actanbl. bipak
onapiblH Aa KepepMeHi LamManbl. ONTKEHI
6i3re Kaciounik xeticnenai. MyHaam
apHanapabl icke Kocnac 6ypbliH, anibIMeH
CON apHaja 6enrini 6ip cana 6oMbIHLWA
¥YMbIC iCTEN anaTblH HafFbl3 MaMaHaapabl
Jasipnay iciH MblKTan KoJsiFa any Kepek.
CoHAbIKTaH Aa eniMisge KypHanucTuka
MaMaHAbIFbIH cana-cajia 601biHLWAa
OKbITyFa 6acbiMblK 6epy KaxeT.

1 Kasak TeneBumauscol. HUMKNIoneaus. — Anmartsl: KasAknapart, 2009. - T.

1.-6406.

2 Investigation Discovery // (daTa o6pauienuns: 10.07.2017) https://
en.wikipedia.org/wiki/Investigation_Discovery_(European_TV_channel)

3 TokcaH6au K. Kasak TeneanaapblHbiH XaHa gayipi // EremeH KasaxcTtaH.

—-2011. - N2 457-460.

4 AbunbanHa I.b. KMHO 1 TeneBuaeHWe: JOKyMeHTabHbIE TEHAEHUUN //
Hayka 1 »u13Hb KasaxctaHa. — N23 (58). — 2018. — C. 85-87.

5 Hypnewic b.K. TenecepangapfblH Ken acnekTini xikrenimi // KP ¥ATTbIK
FbINbIM aKageMuacbiHbiH ABal aTbiHAarbl Kasak YATTbIK negarormkanblk
yHuBepcuteTi Xabapnapsbl. — 2019. — 2 (324). — b. 147 - 153.

6 bakeeBa M.K. Pazsutue oteyectBeHHOro TB KoHTeHTa // Hay4Hbiv
ypHan. — Hayka v xu3Hb KazaxctaH. — N°2 (57). — 2018. - C 48 - 55.
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Canum A.
Kasaxckas HaynoHasnbHas Akagemuns uckyccts um. T. K. XKypreHoBa,
(Anmarsl, KazaxcTtaH)

JDODEKTUBHOCTb OTPACJIEBbIX TEM TEJIEBUAEHUA: CETOQHALIHEE COCTOAAHME U NPOBJIEMbI
MPOLIECCA PA3BUTUA

AHHOTauMA

3a Bpems cBOero cTaHoBNEHUS Ka3axcKkoe TenesuaeHme nosuaano MHoroe. Ha cerogHsaWwWHMi JeHb OHO
Havan HoByto 3py. C 1990-X rogos, MMP Havan Pe3Ko yBENNYMBaTL KOMHYECTBO TEMATUYECKMX U OTpacieBbIX
KaHanoB. N Kak Monogoe pa3suBatoLLeecs rocy4apcTBo C NepexoaoM Ha LmMdpoBoe TeneBn3noHHoe
BellaHue, KasaxctaH He MOr ynyCTUTb TaKOM CEPbE3HbIN LWar B pa3BUTUKN TeneBuaeHUs. B pa3BuTbIX CTpaHax
04eHb MHOIO TEMATUYECKUX U OTPaCNEeBbIX KaHanoB, PaCKPbIBaIOLLMX KOHKPETHbIE TeMbl. AHann3upyeTcs
33bEKTUBHOCTb NPOo6aeEMbI, MTOCTAHOBKM NpoLLecca U ee akTyannsauus tenesmaeHuns B KasaxcraHe.
KnioueBble cnoBa: oTpac/ieBble TEMbI, TenesuaeHne, adpbeKTMBHOCTb, KasaxcTaHcKue 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 Hauponanbnas Aanemus
uckycers uM. T.K. )Kyprenoga,
(Kabya, Adranncran)

a

XEHLWHWHbI B KHHEMATOIPA®UU AOITAHUCTAHA

AHHOTauuA

3apaya JaHHOM CTaTbM COCTOMT B 0630pe NPo6aeMaTUKKN U COAEPIKAHUSA NPOAYKTOB KMHOMPOM3BOACTBA
adraHCKMUX EeHLMH-KMHOPEKMCCEPOB; B BbIIBNEHMU NPOBIEM KEHLWMH Ha NyTU NpodeCccUoHanbHOM
[eATeNbHOCTU, B YaCTHOCTH, B cHepe KMHOUHAYCTPUN. BbiiBNeTcs CBA3b TEMATUKN JOKYMEHTASIbHbIX U
XYOOMECTBEHHbIX GUNbMOB, KaK C peannsiMm COBPEMEHHOr0 adpraHCKoro o6uecTsa, Tak U ¢ CO6CTBEHHO
TBOPYECKOM Brorpadpumen nx aBTopoB, PEXUCCEPOB-KEHLMH, MPOLIEALNX CIOXKHbIM MYTb NPE0A0NEHNUS
NEePEXMNTKOB NaTpmapxanbHbiX TPAAULMN K BO3MOXHOCTU BNIMSATb Ha 0OLLECTBEHHbIE MPOLIECCHI B CTPaHE U 3a
ee npegenamu yepes UCKYCCTBO U KMUHO.

KnioueBble cnoBa: adraHCKMe XeHLMHbI-pexunccepbl, KnHematorpadus AbraHucraHa, reHgepHoe
HepaBEeHCTBO, XyA0XECTBEHHbIN GUIbM, JOKYMEHTabHbIM GUIbM.

BBepeHue counanbHas cyabba adraHCKom %

Mepunop 3aTaHyBLLENCS BOWHbI OKa3an YEHLWMHbI B noc/iefoBaBLUne 3aTeEM é
CYLECTBEHHOE BIUSHUE HA CHMXKEHUE MWPHble roabl. CBbIle CEMUAECATU NATH g
YPOBHSI 06pa30BaHMs U KAYeCcTBa HNU3HU NPOLEHTOB adraHOK A0 CUX MOP INLLEHDI =
HaceneHusa AdraHuctaHa. BoeHHble 3/1EMEHTapPHOro NpaBa HaxoauTbcs §
JIENCTBUS U ee NocneAcTBUSA NPUBENN K BHe J0Ma, NpaBa Ha nony4yeHue é
CTpaaaHUsaM MUPHBbIX XuTenen. OcobeHHOo MEAMLMHCKMX YCNyr, Ha 06pa3oBaHmKe U %
He coBceM 61arono/lydyHo cKiaablBanacb NpodeCCUOHabHYIO AeATENbHOCTb. UX §
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NONOXKEHUE BCE €LLE OCTAETCH TAKENbIM
n HeonpeaeneHHbiM. OHM NoaBepratoTea
HaCUNIO B CEMbE 3a CTPEMJIEHUE YYUTLCSH
n paboTtaTtb. UM NpUXOaUTCH HUTb B
HENETrKNX YCNOBUSX, B CTPaHE AENCTBYIOT
3aKOHbI WWapu1aTa.

Kak cneactBue reHaepHoro
HepaBeHCTBa HEAOCTATOYHOCTb
JIOJIN }EHLLWH B pa3nnyHbIx chepax
06LLLECTBEHHOM XU3HW CTPaHbl, B 061acTu
KyNbTypbl U UCKYCCTBA, B YaCTHOCTH, B
KnHematorpadum. AbraHku no-npexHemy
OCTaloTCS BHE COLMalbHbIX MPOLECCOB
CTpaHbl.

MeToabl

HacTtosiwas ctatbs npeactaBnser
Co60M NOMbITKY UCC/IEN0BAHUS EHCKON
pexunccypbl B KuHemaTorpadum
AdraHuctaHa Ha OCHOBE M3YyYeHMUs
TBOpPYECKOW Buorpadum NepBon KeHLMHbI
pexuccepa Pon Caaart, 3aC/yKEHHOIo
nedarens cTpaHbl. B pabote nposeaeH
aHann3 NonoXEeHUS eHLWKWHbI B
adraHCKOM 06lLLeCTBE B paKypce: BYepa,
CerojiHg, 3aBTpa; BbIIBNEHbI NPO6AEMBI, C
KOTOPbIMU CTallkMBaloTCcd adraHKu Ha nyTu
pPa3BUTUSA U CTAHOBNEHUS KaK JIMYHOCTW.

daKTonornyeckomn 6asomn
nccnefoBaHUs ABNSIOTCA XYAOXKECTBEHHbIE
W OOKYMEHTanbHble GUNbMbI,
CO3/aHHble adraHCKMMU KEHLWNHAMMU-
KnHemaTorpaductamu, aHanmns nx
npobnemMaTuku, a TakKe cTaTbi U
nyénMKaumm, MHTEPHET-PECYPCHI,
oTpaxaiwume peannuu abraHcKoro
o6lLecTBa, COCTOSAHUE UCKYCCTBa, KYNbTypbl
N KMHemaTorpaduu.

Pesynbrathbl

M3yyeHne NpobsieMbl XKEHLLMUHbI
B adraHCKOM 0O6LLECTBE, OTPaXKeHne
ee B KnHemartorpadum nmeet
OrpOMHOE 3Ha4YeHMeE B MPUBIEHEHNU
06LEeCTBEHHOCTH K IaHHOMY BOMPOCY,

B YKPEenneHnu crtatyca u nonoxeHus
¥EHLWMHbI B cTpaHe. PaboTbl XEHLLWNH-
pexunccepoB, Ux TeMaTnyeckoe
copepKaHue n npobnemMaTnka MmMetoT
BarKHYIO NMPaKTUYECKYIO LIEHHOCTb KaK
NCKYCCTBOBEAYECKO-TEOPETUYECKYIO, TaK
N y4ebHO-MeToANYECKYI0. X TBOpYECKas
6uorpadus, onbIT, M AEMHO-TEMaTUYECKaS
HanpaB/IEHHOCTb TPYAOB B 06/1aCTU KMHO
MOXET ObITb MaTepUanom Anst Kypcos Mno
TEOPUU U NMPaKTUKE KMHeMaTorpabuun u
peXxuccypsbl.

AunckKyccuna

ATanbl CTAaHOB/IEHUS }XEHCKON
KMHOPEXMCCYPbl OTPa3uaIn CTpeEMAEHKE
M BO3MOHOCTHU YEHLIUH B rNy60KOM
pacKpbITUKU NPoBJeM adraHCKoro
obulecTsa.

MMEeHHO UM yaanocb Yepes UCKYCCTBO,
KWMHO Bblpa3uTb 60/1b U CTpafaHus
COBPEMEHHMUL, NpUBAEYbL BHUMAHME
06LWeCTBEHHOCTH, B TOM YKUC/le U MUPOBOW,
K TSXKENOMY MOSTOXKEHMIO HKEHLLMH B
AdraHuctaHe, cCOOeNCTBOBATb YKPEMIEHUIO
cTaTyca XeHuWuHbl. [NpodeccnoHanbHoe
CTaHOBNEHME NNesabl KEHLLNH-
pexmnccepoB CONPOBOXKAANOCH TBOPYECKOM
aKTUBHOCTLIO, 6ecnpectaHHOn 60pb6OK
3a NpaBO COCTOATbCS KaK IMYHOCTH,
60pbb0N C NepexnTKamm naTpuapxanbHblX
TpaanL M.

HKEeHLWKWHbI, HECMOTPSA Ha couuManbHOe
JaBfieHne, CTPEMUINCH peann3oBaTb
CBOW BO3MOXHOCTU Yepes3 BOB/IeYEHNE
B 0OLECTBEHHYIO }U3Hb. OOHUM 13
NoKa3aTeNbHbIX MPMMEPOB AEATENTbHOCTH
EHLLUMH 3TOro nepuoaa ABASETCS
o6unorpadusa Posa Cagat, nepBom KEHWMHbI-
pexunccépa B apraHCKOM KMHemartorpaage.

Pos poannacbk B 1981 roay B
UHTENNeKTyanbHoMn cembe. C naTu
JIET CTana y4MTbCH B LIKONE, 3aTeEM
npoaoKuna obyyeHue B nuuee fayxap
LLlaa B poaHom ropoge lepat[1, c.
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138]. o OKOHYaHWK WKOSbl NOCTyNuNa
Ha daKynbTeT NpaBa U NOAUTONOMNK
YHUBEpPCUTET lepat, KOTOPbI YCNELHO
3aKoH4uNa. Elle B WKONbHbIE roabl SPKO
NPOSIBUNMUCb TBOPYECKME CNOCOOBHOCTH
[IEBYLLKU, YB/IEKaBLLENCS TeaTpPoOM U
KnHo. C 12 net Posa akTMBHO y4acTByeT
B KYJIbTYPHO-MacCOBbIX MEPOMPUATUSIX,
LWKONbHbIX TeaTpaNbHbIX MOCTaHOBKaX,
nuweT cueHapun, HeboNbLINE NbECHI,
BOB/EKas B UX UCMOJIHEHUE CBOMUX
cBepCTHUL,. CTpeMneHne K nosy4eHuio
NPOYHbIX 3HAHWUW, KUBHEHHASA aKTUBHOCTD,
npupoaHas ntobo3HaTeNbHOCTb, JIIO60Bb K
TeaTpy U KWHO — cTa/lu OCHOBOW ByayLLen
npodeccun Pos, BbIGpaBLLIEN PEXUCCYPY.
CBoM nyTb B KMHemartorpaduto Cagar
Ha4yuHana Kak nobutenb, Ho ¢ 2002 roaa,
BblNycKas pa3Hble GunibMbl 06WECTBEHHO-
3Ha4YMMOM TeMaTUKK, Npuobpena
NonNynsipHOCTb HE TONbKO B AdpraHucTaHe,
HO U 3a ee Npeaenamu.

MpodeccnoHanbHoEe cTaHOBNEHNE
Pos Capgat coBnano ¢ nepuoaom npuxoaa
K Blactu TanubaHa, ¢ orpaHuyeHnem
}KEHCKUX NpaB, B TOM YUCSIE U KYNbTYPHbIX
orpaHuyeHunn. XKeHuwmHam 6b110
3anpelleHo nosasnatbcs B CMU, nx He
[IONyCKanu K paamo v TeneBnaeHuio.
O6pasoBaHue ANs AeBYLIEK CTaHOBUTCS
TOXe 3anpeTHbIM. Pos Cagat TakKe KaK
N TbiCAYM APYrmMX adpraHCKMUX aeByLIeK
CTaHOBMUTCH AoMoceaKon. locTyn B
TeaTp, K TeaTpasibHOMY BbICTYMAEHUIO
[N Hee 3aKpbIT. [leByllKa He onycKaeT
PYKM U ULLET Nto6ble BO3MOXKHOCTH
3aHUMaTbCs NOO6UMbIM [1€/I0M, CEPLESHO
n3yyaeT UCKYCCTBO TeaTpa, NULET Nbechl,
3HaKOMWUTCS C TpyaaMu B TeaTpasibHOM
chepe. OHa HaxoauT Apyron cnocob ansg
JIOCTUXEHNS CBOEN LUenu, ob1avyasch B
6enoe ogesiHMe Bpaya.

Jo npuxoaa K Bnactu TanvboB B
AdraHuctaHe My}4nHam Bpadam 66110
pa3peLlleHo NeYnTb KEHLLMH B 60NbHULLAX
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B 0COO6bIX CUTyaLuMsaX, OAHAKO rnocrne yKasa,
YTO MYXKUYMHE 3anpeLLeHo KacaTbes Tena
HE3HaKOMOW EHLWUHbI U 3HAaYUTENIbHOIO
COKpallleHMS }EHCKOro nepcoHana,
EHLMHbI CTajin UCNbITbIBATb OCTPYIO
HexBaTKy MeauLUHCKKX yenyr. B Kabyne
cywectBoBasM HepopMasbHble eHCKKe
KJIMHUKW B JOMax Ang 06CnyKnBaHus
CeMbM U cocefien, OHaKO OHW HEe MOT/N
NpPeaocTaBUTb HYXHble MEAUKAMEHTbI.
M3-3a 3TOro NpoLEeHT NpexKaeBpeMeHHbIX
YEHCKMX CMepPTEN pe3Ko BO3pocC. Tanubbl
HacTanBa/u Ha TOM, YTOObl KEHLIUHbI
o6cnefoBannch y Bpaden XeHCKOro nona
[2, c. 1-4].

Pos HaxoauT BO3MOXHOCTb Yepes
3HAKOMbIX YCTPOUTLCH B OAHY M3 GONbHULL
B CECTPUHCKWUIW OTAEN U OTAEN NepBOW
MeaULMHCKOM noMouwm. Tam y Hee
NosIBNAETCHA MHOIO GIM3KMX MO AyXY NOAPYT.

HeHLWKnHbI-Bpayun Ha CBOM CTpax U PUCK
COBMECTHbIMU yeunusmu B 1999 roay B
KaHyH MexayHapogHoro gHa 8 MapTta
rOTOBAT B 60JIbHULE TaKHYIO TeaTpasbHyto
NOCTAHOBKY. 3a 3T0 XEHLWWHbI MOIMK
NonaaTUTbLCA *}U3HblO, 60 Tannbbl He
NPMBETCTBOBA/IM HM KEHCKOIO TeaTpa,

HW Npa3gHOBaHWS XEeHCKOoro aHa. B
Lensx 6e30MnacHOCTU HECKObKO XEHLWMH
AEXYPUNU Y ABEPEN B MEQULIMHCKOE
3aBejeHue.

B cBA3M C KECTKUM PEXMMOM TaNnoboB,
HanpaBfiEHHbIX Ha OrpaHnMyeHne ceob6oabl
adraHok, CagaT KaK 1 BCE XeHLWMWHbI
BbIHY}JeHa 6blia He NoKMAaTb Npeaensl
cBoero gomMa. Ho 310 He noBAKANO Ha
€e }enaHue NocBaTUTb cebs UCKYCCTBY,
3aHMMaTbCs camoobpa3oBaHUEM.
[leByllKa caMOCTOATENIbHO U3y4aeT
KnHematorpaduio, pexuccypy, pabortaet
Haj cueHapUsaMu.

BrnaronpuaTHbIM NEpPMOAOM peanm3aunu
TBOPYECKMX 3aMbIc/ioB Pos ctana cMeHa
pexuma Tannbos. [leBylKa Co CBOMMMU
€4MHOMBbILIEHHUKaMU NMOSIHOCTLIO
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nocesLaeT cebs UCKYCCTBY, TeaTpy.
Pe3ynbtatoM MHOIOJIETHUX UCKaHWH,
paboTbl B CNIOXKHbIM nepunoa TannbaHa
CTana TeaTpalibHas NoCTaHOBKa O 3aXXMBO
3aXOPOHEHHbIX AeBYLLKax. MecTHoe
TeneBuaeHue ropoa lepat 3anucano aTo
1 NPOAEMOHCTPMUPOBANo B adpupe. 3To
Co6bITWE Npenonpeaennio aanbHeEnLLYy
cyab6y Posi Cagat. OHa OKOHYaTeNnbHO
pelwaet ganblie y4nuTbes. Peannn usHu
3acTaBnsa0T NONYy4YUTb 0O6pa3oBaHue
B 06/1aCTK NpaBa U NOAUTONOIMNK, YTO
NO3BOJIUT €M B AanbHeNLWeEM JOOUTLCS
BO3MOXHOCTM 3aHUMaTbCS TEATPOM,
pEeXNCCYypomn, NnucaTb CLEHaPUM.
HKeHuuHe 10 cux nop TAKeNo
Npo6uTLCH B MUP KMHEMaTorpaduu.
Bbiclee o6pa3oBaHMe B JaHHOM
HanpaBfieHnn B MHCTUTYTe Kabyna
[IOCTYMHO He ANs Kaxaoro, Tem 6onee ans
adraHku. lony4yeHHble 3HaHKs B 061acTu
npasa nomornm Poe npu nccneqoBaHmm
[IOKYMEeHTaNbHbIX paboT ee cecTpbl
Anka Capar, cTan OCHOBOW YCMNELIHOM
[AesTeNbHOCTU B 06/1acT KUHemMaTtorpaduu.
OHa oCTpOo 4YyBCTBYET NOTPEBHOCTL B
co3faHun puibMa Ha OCHOBe CLieHapHeB,
KOTopble 6bl/IM HanncaHbl B Neproj
TannbaH. B Te rogbl, koraa Posi co cBoen
cembeln una B [epate, oHa Bugena
KaK MHOrme noau, NpoxKMBasllune B
NpUrpaHMyHbIX panoHax MpaHa n ganekunx
cell 3-3a 3acyxu rnepeesxany U3 epeBHH
B ropof, 4To6bl HanTK paboTy. 3acyxa
npoaonMKanacb B AbraHuUcTaHe Tpu,
yeTblpe WK JaXke WeCTb JIET. PbIHOK Tpyaa
B [epaTte Hel0CTaToOYHO Pa3BUT, Ha HU3KOM
YPOBHE CEKTOP /1t060M GopMbl BU3HECA.
B cBs3u ¢ oTCcyTCTBMEM pPaboThl cefbyaHe
OblIN BbIHYXAEHbl 06PaTHO BEPHYTLCSH
B CBOM Kpas. }{U3HeHHble TPYAHOCTH
CNoco6CTBOBANN TOMY, HTO MHOTUE U3
HUX MNOMNONHWUIN PSA/ibl KOHTPabaHaUCTOB,
NPEeCTYNHMKOB, JaxKe psiabl TannooB.
PasmbllweHuns, HabnoaeHns Hag cyab6on

CBOEro Hapoaa, 6€CTBEHHOIO NONOXKEHUSA
corpaxkaaH ctann matepuanom GuabmMoB
Posa Capart.

[e6loTHbIM duibMoM Pos Kak
CLleHapuCTa U pexuccepa cTana KapTuHa
«Tp¥ TO4YKW», Bbieawasa B 2002-2003
rofgax. 310 UCTOPUS KMU3HU MOJSIOON
B/OBbI, CTaBLLEN }EePTBOW MNIEMEHHbIX
Tpaanumin. Monoayto aesyluky fonagppy3s
HaCWIbLHO M NPOTUB ee BOJIU BbldatoT
3aMyXK 3a MY*KUYMHY, KOTOPbIX 3aHUMaETCs
KOHTpabaHa0on HapKOTUKOB. locne ero
CMEpPTU cynpyra octaeTcsi C TpeMS AETbMU
W OCTPOM NPOBNEMON coepKaHUa U
obecrneyeHuns ceMbn. BoaMOXKHOCTH
3apaboTKa y Hee, KaK KEHLLMHbI HET.
[nemeHHble TpaanLMK HE NO3BONSAIOT
€W BCTYNUTb B HOBbIM 6pakK, NOMOLM
en }paTtb HeoTKyaa. Paan cnaceHus
CBOEro MafieHbKoro pebéHka ot
60N€e3HM U rofioda OHa NPOCKUT MOMOLLK
y XaHa, cTapeuLlnHbl NJIEMEHMU, TOXKE
3aMellaHHOM B HE3aKOHHOM 06opoTe
HapKOTUKOB B COCE/HION CTPaHy. XaH
npeanaraeT em NPoBE3TN HAPKOTUKM
B MpaH. OT 6e3bIcX0aHOCTM Mosioaas
B/IOBa cornawaetcs. B KoHUE KeHLWMHY
3a/1ePKUBaIOT UPAHCKKE MOrPaHUYHUKH,
ee 06BUHSAIOT B KOHTpabaH4e HapKOTUKOB
U NPUroBapmBatloT K NOXMU3HEHHOMY
3aktoyeHnto [3].

Bonpoc o HazBaHuK duibMa «Tpu
TOYKW» UNK «M Tak aanee...» Pos nosicHaeT
He BbICKa3aHHOCTbIO EHLMH O CBOMUX
cyab6ax, 06 OTCYTCTBMM OKOHYaTETbHOM
TOYKU B peLlleHnn NpobsemM apraHok.
MNonoxeHue }eHuwmH B AbraHucTaHe,
0COBGEHHO, B OTAANIEHHbIX panoHax CTPaHbI
OCTaeTcd Mo-npexHemy TaxenbiM. He
CyLLLECTBYET peanbHO GYHKLMOHMPYIOLLEN
3aKoHoAaTe/IbHOM 3alUUThl EHLWMWH, U
CTapble 3aKOHbI 3anpeLLatoT UM NoNy4YnTb
NOMOLLb, KOrla OHW B HEW HYXOalOTCS.

lNo cnosam camon Capgat B TO BpeMS,
Korga oHa Ha4yuMHana cBoto paboTy B

59



KayecTBE perKMccépa B NPOBMHLNK epar,
paboTana ToJIbKO OflHa rocylapCcTBEHHas
TENEKOMMAHUS, U B HEW arXKe He BbINo
EeHLUIUHbI Teneseayllen. Nepnognyeckn
OT TENEBUAEHMS NMOCTyNanu o6bsABIEHUS
O NMpuemMe }eHl K H B KayecTBe
Tenesenyllen, HO HUKTO He cornalancs
HanpsMyto BbICTyNnaTb B adpupe. eHuwmH
HE NOKa3bIBaAIOT MO KabyN1bCKOMY
TeNeBUAEHUIO, U HE NepeatoT UX NeceH Nno
paauo, a u3 GunbMOB BbIpe3atoT Kaapsbl C
}eHWMHamMu 6e3 xuarkaba.

B Takux xecTkumx ycnosusax Posa Capar
pellaeTcs caenartb CBOW nepBbli GUIbM.
Ee KomaHga cneuunanbHO Bble3XKaeT
B OTAA@NEHHYI0 MECTHOCTb /19 CbEMOK
KapTuHbl. CEMbsi Ha Ha4YanbHOM 3Tane
paboTbl HE NOAAEPKMBAET €€, YTO CBA3aHO
¢ 6ecrnoKoncTBoM 0 ee 6e3onacHoCTU. Bece
e Poe ynaetcs y6eauTb oTLa, KOTOPbIN,
KaK 06pa30BaHHbIN YenoBekK, NpUHUMaEeT
CTOPOHY Ao4epU, NOHUMas 1 NoaaepxKmMBas
€e Ha4yMHaHug. Pexunccep ctankmBaeTcs
elle ¢ psaaoM CNOXKHbIX NPoBem.
MecTHble Bnactu [epaTta TwarenbHO
cneaunnu 3a nbbIMU CheEMKaMU, YUTanum
W paccmaTpuBanu cueHapum, Bblpesanu
Kadpbl C eHlWmMHaMu. B cBa3uK ¢ 3TUM
OHa NPUHUMAET pelleHne yexaTb B
OTAaNeHHy0 MECTHOCTb OT ropoa, 4YTo6bl
NnpaBoOXpaHUTENbHbIE OpPraHbl U fJaxe
MWHUCTEPCTBO MHDOPMALIUK U KyNbTYpbl
He y3Hanu 06 3aToM. Posl BbIGUpaET panoH
«[TMpTyp», KOTOPLIN HaxoanTCs B6IN3KU
JonunHbl LUeHaaH. 3ta MecTHOCTb, ee
pacnosioXKeHune noaxoanna ans CbeMoK
oéyayuiero punbma, a ee otaaneHHOCTb A4
pa3MblLLNEHUIN, 064yMbIBAHUS, OLLYLLEHWUS
06/1er4eHmnsl 1 YCNOoKOEHMUS.

OfHaKo 3To NPOA0KAN0Ch HEAOMTO.
CbeMKM WKW Ha rpaHu cpbiBa. utenu
06paTUNNCh K rMaBe MECTHOCTU U CKa3anu
O TOM, YTO 31eCb MHOCTPAHKa CHUMaeT
dunnbM 06 nx KeHuwmHax. Pexxunccepa
npeaynpexaatoT 0 TOM, YTOObl OHU
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yexanu, CErofHsl }e Be4epoM Uu xe
[IBYX CBOUX COTPYAHMKOB OCTaBMMN B
KayecTBe 3a/0XHUKOB 0 MOMEHTa
OKOHYaHM1A CbeMOK. HekoTopble 13
aKTepoB, B HaCTHOCTU, MYXYUHbI OblNn
MECTHbIMMW }XUTENAMU, U Poe 6blno TpyaHO
NOTEPSATb PacrofioKeHUe 3TUX AeEN,

Be/lb OHU YK€ CHUManucb B KapTnHe. OHa
NPUHUMAET PeLIeHne, 0OCTaBUTb ABYX CBOMX
COTPYAHUKOB B Ka4yeCcTBe 3a/I0HUKOB.

Ee npenynpexaatoT, 4TO X 6€30NacHOCTb
HUKTO He rapaHTupyet. Ucxoasa ns atoro,
CbeMoYHas rpynna TemM e Beyepom
NOKWIaEeT 3TOT paloH U HanpasnseTcsa B
CTOPOHY BepLUNHbI fopnaH.

Mo cnoBam Pos Capart, n3-3a
$purHaHCcOoBbIX NPo6aeM 60/bLIMHCTBO
aKTepoB dunbMa paboTanu ¢ HEN Ha
[06POBONLHON OCHOBE M HE NoyYanu
3a 3TO HMKaKyto onnaty. «AdpraHdunb»
onnaymBas paboTy TONbKO onepartopa,
3BYKOOMNeparopa v pegakropa.

Posi roBopuT, 4TO nocne co3aaHus
aToro dGunbMa, npaBa ero TpaHcNALMn
BbIKyNu1ia He3aBUCMMas KOMUcCUs 610po
no npaBam 4yenoBeka. To 03Ha4vano, 4To
$pUHHaAHCOBOE NONOKEHME UX KOMaHAbI
CTano HEMHOIO Nyylle U cnocobcTBOBaNo
npuobpeTteHunto 6onee NpopeccroHanbHoOm
KaMmepbl /15 JOKYMEHTasIbHbIX PaboT.
[Mocne atoro ee cectpa Anka Cagat Ha4ana
c60pbl MaTepmanoB AN AOKYMEHTallbHbIX
¢dunbmoB. Cectpbl CagaTt NpoaatoT CBOU
JNIOKYMEHTaNbHble PaboTbl HECKONbKUM
MEXAYHapoaHbIM TeleKOMMNaHnam. 3T1o
CNOCo6BCTBYET CO34aHUI0 HOBbIX PUIbMOB.
KapTunHa «Tpu ToUKKu» NpeacTaBfeHa psaom
AdraHcKkux TefleKaHanoB, NnokasaHa
BO MHOIMX CTpaHax Mupa, rnosiy4yaet
MHOXECTBO Harpaj 1 HOMUHUPYETCS
6o0Jiee YeM B TpUALLATU MeXAYHapPOaHbIX
KnHodecTnBansx. 3ta pabota — ogHO
U3 60MbLLNX JOCTUNEHUN UCKYCCTBA
KnHematorpaduu AdraHmcraHa.

B 2003 rogy Post CapgaT ocHoBana
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nepBylo KWHeMaTorpadU4ecKyto CTyaunio
npyv NOMOLLIK CBOEN cecTpbl ANKa
Capgat. C 2003 - 2004 r. cectpbl Cagat
6epyT Ha ce6a OTBETCTBEHHOCTL 3a
CLEeHapuin, pexuccypy, NopsaaoK BewaHng
€/IMHCTBEHHOIO }EHCKOro TefIeBUAEHUS
B [epate nog Ha3BaHWeM «amunar -
«O6uectBo». B 2005 roay 66110 co34aHO
HECKOJ/IbKO AOKYMEHTabHbIX NEHT Noj
pyKoBoactBom Posi Caaar.

B 2005 roay, OKOHYMB MHCTUTYT,
Pos nonyyaet ctuneHaunto A3naTtckom
AKagemuu KnMHo B ropoge lNycaH B KOXKHOM
Kopee 1 HauyMHaeT akageMUYECKYHO
NOAroTOBKY B 3TON o6nactu. B nepuoa
06y4yeHUsa KnHematorpadum B KOxHOM
Kopee oHa cHsina KOPOoTKOMETPaXKHbI
dunbm «OaMH 3BOHOK». Hepes roa
BbIXOAWT AOKYMEHTaNbHbIN PUNbM
«Bce ctapatotes...». B 2007 rogy oHa
peruccunpoBasia NepBbii MHOMOCEPUNHbBIN
adraHcKum cepuan «Pasxae UH xaHa»
«CeKpeTbl aTOro Jomar, NPoAKCePOM
KOTOpPOW cTana TenekomnaHus «Tono.
MaTbaecaT NnepBbIX CEPUN MHOTOCEPUNHOM
KapTUHbl 3aBOEBan «CNneLunanbHyto
Harpaay» MexayHapogHoro ¢ectnsalis
«[TycaH» B OxxHOM Kopee. Ye B 2009
roay Cagat pexuccupyert tenecepuan
«Monyanuebli pan», KWNHONOBECTb «Tap
Ba 3axMa». ATO BTOpas KUHOMOBECTD,
HanucaHHas eto. PunbMm «Tap Ba 3axma»
-UCTOPUS KU3HU 1EBOYKN «AMHaBaT»
13 nneMeHun TypKMEH B OKPECTHOCTSX
AdraHuctaHa. OTel BbIHYX/€EH BblAaTb
[04b 3aMy}K B Ka4yecTBe BblKyna 3a
C/ly4arHO NPOJIUTYIO KPOBb CblHa OJIHOIO
n3 ogHocenbyaH. Cynpyrom AnHabar
cTaHoBUTCS MyxTap, KOTOPbIN yXe
HECKOJ/IbKO Pa3 }EHWUICS U MPOXKNBAET C
4yeTblPbM$ KeHaMn y cebs fomMa. lopbKas
cyab6a AnHabart, uctopus ee nioobBHU,
cornacue Ha BblHYXEHHYO cBaaboy,
€e MaTepMHCTBO BK/OYaeT B cebs aTOT
45-MWUHYTHBIR dUnbM. Pexuccep Bnageet

13bIKOM KWHO, KapTUHa HanosHeHa
MeTadopamMn U CUMBOSIMHECKUMU
Kagpamu. PegaktnupoBan ounibm

Amup TaBaKynu, a My3blKa U cnoBa
HanucaHbl Macynom XacaH 3aga. Npu
CbeMKax 3ToM KapTuHbl Cagat Takxe
npuxoannock npeogonesartb NPobiembl
naTpuapxanbHOro obuiectsa, 3anperamm
N9 XEHUWMH B KMHemaTorpade [4].

JdeatenbHocTb Posi Capat
Ccnoco6CcTBOBANO NOSIB/IEHUIO B
KuHemMaTorpadunm AbraHuctaHa Lenon
nnesiabl }eHLWKUH-KMHemMaTorpapmcTos.
OnHom u3 Hux ctana AunaHa Care6,
BbINycTUBLWAaa GUIbM «25 NPOLIEHTOB»,
rae JOKYMEeHTaNbHO pacCcKasblBaeTcs
0 MATU XKEHLMHaX, CTaBLUUX YleHaMMU
napfiiameHTa. OHa e peXxnuccupyer elle
Be KMHONeHThbl. Punbm «beru, PybuHa,
6erv» paccKkasblBaeT 0 €AMHCTBEHHOW
adraHCcKoOM aeBYLLIKe-CNOpPTCMEHKe,
nonaslen Ha onumnuaay B MNexknHe.
[eByluKa, KoTopas cMorfia TPeHMpoBaThC
BCEro n1ub 15 AHen 1 BbICTYNMUTb Ha
MEeXKAYHapoaHblX copeBHOBaHMAX. OHa
3aHsd/1a nocnegHee MecTo, HO NoKasana
BCEMY MUPY NepBOE BbICTYMNEHUE B
KayecTBe XeHLUMHbI n3 AbraHuctaHa
Ha copeBHOBaHUAX. M aTO ans Hee 6bi1o
BaXKHee nopaxeHus.

Anka Capgart ToXe cHana KapTuHy «B
liepeBHe, rae HasblBanu MeHs yMCTBEHHO
OTCTanoW», rie BHOBb aKTyann3npyet
TEMY XEHCKOW cyabObl. CneaytoLnm
[OKYyMeHTanbHbIM GunbM Anka o Mapue
Balunp, )KeHumHe, KoTopas umena
HaMBbICLLYIO JO/IIKHOCTb B MPOKypaTtype
lepaTta. BHOBb MCTOPUS KEHLLMWHBI,
KoTopasi, HeCMOTPS Ha BCe yrpo3bl
M Npo6aeMbl, HACTOMYMBO U YNIOPHO
paccnefoBana gena, rge UMesio Mecto
Hacunne Haj eHuwnHamu. Mapusa bawwap
B 2011 roagy yooctounacb Harpagbl
«CMenble ¥KeHLUIUHbI», yYHPEeXAEHHON
MWUHUCTEPCTBOM MHOCTPaHHbIX Aef
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CLUA. CNMCOK peXMCCEPOB - HEHLLINH

B KMHematorpadum AdpraHmctaHa
NPOAO/IKaeTcs elle psaomM UMEH. 3To
Ap3y bopxaHu - aBTOp KUHONEHTHI
«Hapgypu» (McnaMcKoe ogesiHne Hanogobue
xnmxaba), llana Xangapu ¢ dGunbmMom
«[peacraBneHne», Haaa XocanHu ¢
KapTUHOM «HepHas nblib», AKuna Pasau

C NeHTOoM «3Be3Abl Mbl». TaKKe apyrue
pexuccepbl Kak betyn Mopaaun, Max6y6a
N6paxumn, Caxpa Mycasu u Caxpa
Kapunmu, KoTopast UMEET cTeneHb oKTopa
KUHOPEXMCCYPbI, TPyAATCSA B 06/1acTh
KnHemaTorpadmun AdbraHucraHa.

AdraHCKMe KEHLLMHbI MPUHECTN B
KMHOWHAYCTPUIO CTPaHbl 0OCOBEHHOE
BMAeHue, XeHckumn B3rnag. C ogHon
CTOPOHbI OHU BoJSiee coCpPeaoTOUYUIUCH
Ha EHLLMHAX U KEHCKMX npobremax,

W C APYron CTOPOHbl OHW NO-APYroMy B
OT/IMYME OT MYKUYMH OTHECIIUCH K 3TOMY.
KapTuHbI, CO3aHHbIE XKEHLMHAMMU-
pexuccepamu, nepenatoT peasnbHble
NUCTOPUMK, CyAbObl XKEHLMH, Tpareaus
KOTOpPbIX 6JIM3Ka U NMOHATHA KaK caMuMm
aBTopaMm 3TuX paboT, TaK U BCEM UX
COOTeYeCTBEHHULLAM, Y3HaIOLINX B HUX
cebs. 3Tn paboTbl NO3BONIN BCEMY MUPY
rny6xe, ABCTBEHHO NOHATL 6ecrnpaBHoe
nosioxeHne adpraHCKMUX XKEeHLKUH, nx 60/1b K
CTpajaHus, Kak Jovyepen, eH U maTepen.
370 06Was 60/ib MEMKIY CIOXKETOM, FrEPOEM
n pexunccepom dunbma, NOToMy KapTUHa
peanncTu4yHa, BblpaduTenbHa 1 npobnema
OCTpa, rMy6xe, TparnyHee. Pexxunccepy-
MYKYMHE 3TO TPYAHEE BbIPa3uTh.

Kpntnkun Pos Capgat cunTatoT ee paboTbl
6osee BblgaloWNMKCS, B OT/INYME OT
JPYTUX KEHLLMH - PEXUCCEPOB UMEHHO
B PACKpPbITUMN }KEHCKON TEMATUKKU B ee
dunbmax. flocnoxka Cafar yTBepKaaeT, 4To
OHa cama XeHLUKUHa 1, 6e3yCc/IoBHO, Nydlle
NOHUMaET, YTO YYBCTBYET XEHLIMHA, U
MOMET 3T0 nepenaTb B cBoux pabotax. OHa
yBepeHa, 4To pexuccypa — 3710 Ta cdepa, B
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KOTOPOM HYHbl MOCTOSAHHbIA TBOPYECKUI
MOMUCK, U3y4eHne, NPaKTUKa, ITOMY HYKHO
NOCBATUTb LIENYIO XU3Hb [5].

B 2010 roagy Cagat nuwet
N PEXUCCUPYET BTOPOM CE30H
TeNeBU3UOHHOW ApaMbl «<MonvyanuBbii
paw». B aToM paboTe oTparkatoTcs
npo6seMbl MOJTOJEKN B COBPEMEHHOM
obuectBe ApraHmMcTaHa.

B 2011 rogy Post Capat Bbllwna 3aMyx
3a AsnsyagaunHa Junbgapa, npodeccopa
Kadenpbl daKynbTeTa TeaTpanbHOro
NcKyccTBa KabynbCKOro yHMBEPCUTETA.

JOCTUKEHNS NEPBON HEHLLUHbI-
KnHopexuccepa Pos Capart:

2003 1. — HanucaHbl ABa CLEHapUs 1
CHAT NepBbii GUIbM «TPKU TOUKU».

dunbm «Tpr TOUKKW» NOAYYUN
rocyaapCTBEHHbIE U MEXAyHapoaHble
Harpagbl.

2005 r. — B tOxHon Kopee cHAT
KOpOTKOMETPaXKHbIn dunbm «OanH
3BOHOK».

2006 r. — Bblwen 10KYMEHTaNbHbIN
¢unbm «Bce crtapatotcs...».

2007 r. — Co3naH nepBbIt
MHOIroCepPUNHbIA adraHCKUIM cepuan
«CeKpeTbl 3TOro AoMa» COBMECTHO C
TeneKaHanom «Tono». ATOT MHOroCEPUMHbIN
Tenecepuan B NepBoM CE30HE COCTosN U3
50 cepwui n 661 oTMeYeH «CneyunanbHON
Harpaaon» MexayHapoaHoro ¢pectuBans B
HOxkHoM Kopee «[TycaH».

2008 r. — Pexuccupyet Tenecepuan
«Mon4anuebli pan», KOTOPbIN
TpaHcanpyeTcs TenekaHanom «Tonon.

2009 r.- Pexuccupyet KMHONEHTy «Tap
Ba 3axman.

Pos CapaT oTMe4deHa Harpagamu Ha
MeXAyHapoaHbIX KNHOPECTUBaNAX:

- Jlydwni pexkuccep Ha KuHodectuBane
2004 r.

- KuHodectneanb KenbH, lepmanus
2004 r.

- KuHodectusanb HyHbec Bo PpaHumnm
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2005 .

- Ha knHodectuBane 2006 r. Tono
nobeauTenb Harpag B 6 Kateropumsx.

- Mo6eantens Harpaabl «J1y4LNi
cueHapun» B 2007 r. oT OOH

- ®ectnBanb gpambl B KOxHoM Kopee
2008.

B npon3BoACTBEHHOM CEKTOpPE
npeacTaBfieHbl ee paboTbl, B TOM Yucne
U TENEBU3UOHHbLIE ApaMbl: «TPU TOUKK»,
«[10/TOBMHA CTOMMOCTU XKU3HU», «1237?»,
«Mbl - NOCTMOAEPHUCTLI», «Tap Ba 3axmar,
«35 net cnycTa», «CEKpEeThbl 3TOro A0Ma»,
«Mon4yanuebin pan».

locnorka Cagat HEOHOKPATHO
npurnalwlaeTcs B CyqencTso (Kopw)
$G1NbMOB Ha KMHOdecTUBaNAxX
roCylapCTBEHHOMO U MEXAYHapOAHOIro
YPOBHEWN:

- MexayHapoaHbi KuHodbecTuBasb B
AdraHucrtaHe, 2007 r.

- MexayHapoaHbii KuHodbecTuBasb B
lepmaHuu, 2007 .

- KnHodectnBanb yinyHbIX AETEN B
lepaTte, 2007 T.

- MexayHapoaHbli KWHodecTuBanb B
Tagukunctane, 2008 .

- MexayHapoaHblt KWHodecTuBanb B
Kabyne, 2008 n 2009 rr.

- MexayHapoaHbl KWHodecTuBanb
Uuonun «TpeTtnit rnas» B 2011 roay.

-MexayHapoLHbln KWHOdEeCTUBaNb
610pO Mo npaBam YesloBEKa B
AdraHucrtaHe, 2011 r.

- MexayHapoaHbi KuHodbecTuBalb
610p0o Nno npaBam yenoBeka B Kabyne,
2011 r [6].

3aknoueHue

AdraHCKHME KEHLLMHbI-PEXUCCEPDI B
KWHOWHAYCTPUIO CTPaHbl BHEC/IM HOBOE
BMAEHWE, HOBOE NOHMMaHWe, 0COBEHHbIN
*eHcKkui B3rnaa. C 0HOM CTOPOHbI OHM
60Jiee cocpeaoToOHMINCh Ha peasbHbIX
npo6aemMax eHuMK H, a ¢ PYyron CTOPOHbI,

OHW NO-APYromy, rnyérxe, Y4yBCTBEHHEE
B OT/IN4ME OT MYKYUH OTHECTIUCH K
aTomy. KapTuHbl, cO3aaHHbIE UMW, SSPKO
pacKpbIBaOT NOSOXEHME KEHLLNHbI B
adraHcKoM o6LLecTBe, Y KOTOPOro He
MOXET ObITb OYaAYyLLErO, MOKa XEHLIUHA
B CTpaHe yHUXKeHa, ockopbneHa,
He UMeET NpaBa Ha o6pa30BaHue,
JINLIEHa BO3MOXHOCTU pa3BUBaThCS
W peann3oBaTbCs KaK JIMYHOCTb B
npodeccnoHanbHon chepe, 6bITb
CYaCT/IMBOW M BOCMNUTbIBATb CHACT/INBOE
nokonexwue [7, c. 71].

Posa CapaT v npogonxartenu ee gena
B chepe KnHemaTorpaduun BHeCIU
CYLLLECTBEHHbIW BK1a B pa3BUTHE
adraHcKoro obuiecTsa no Nyt K
JeMOKpaTn3aumu, nogHMmMas npobiemy
¥eHLWMH AdraHucTaHa He TOJIbKO B CTpaHe,
HO M Ha MeXayHapoaHOM YPOBHeE.

YnopcTBO, HACTOMYMUBOCTD,
rpaxagaHckas no3uuuns, akTuBHas
aeatenbHocTb Pos Cagat cnoco6cTBOBaNM
pa3BuUTUIO adpraHCKOro KMHematorpada,
NOSIBJIEHUIO LENOoW Nnesabl TanaHTINBbIX
MEHLUH-peXnccepos, co3aaBLLUMX
peannucTUYHble KapTuHbI, OTpaxatowue
peanun adpraHcKoro oéuiecTaa.

TBopyecKkasa 6uorpadua Posa Cagar
— CBUIETENLCTBO, YTO KEHILMHA B
AdraHunctaHe cnocobHa NPOTUBOCTONATb
naTpuapxanbHbIM 3aKOHaM, BAUATbL Ha
06L1EeCTBEHHbIE NPOLIECCHI B CTPaHE U 3a
ee npegenamu [8].
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M. Kakap
T. XXypreHoB aTbiHAarbl Ka3ak ¥n1TblK OHEep AKagemusichbl
(Kabyn, AyraHcTaH)

AYFAHCTAH KHHOMATOIPA®UACHIHAAFbI 9HE/N TAKbIPbIBbI

AHpaaTna

byn Makanaga ayraHablK aMen-KMHOpPEXMUccepnap KMHO 6HAIPICIHIH Ma3MyHbl MEH Macenenepi XeHiHae wony
KacanfaH; Kacibn Kbl3MeTTe anenaep *oblHblH NpobnemanapbliH aHblKTay, atan aiTKkaHaa, KWHOMHAYCTPMS
canacblHAafFbl KepiHici Typanbl. [lepeKTi aHe KepKem GunbMaep TakblpbliNTapbiHbIH 6annaHbICbl Kasipri
3aMaHfbl ayFaH KoFaMbl peanumnnepiHe comKkec anKblHAaNbIN, COHAAN-aK pexunccep-anenaepain, esiHaik
WbIFapMallblnblK eMip6asiHbIMEH, NaTpMapxanablK A3CTYPAEp CapKblHLLAFbl apKbIbl XKYPin 6TKEH KUbIH
KONAbl EHCEPYAE BHEP KOHE KMHO apKblibl e/1/e KaHe 0faH TbiC Xepnepae KoFaMablk npoLecrepre
MYMKIHAITHWE acep eTyre YMTbUIbICbl aHbIKTanagbl.

TipeK ce3pep: ayraH aven-pexuccepnap, AyFaHcTaH KMHoMaTtorpaduschbl, reHAepiK TEHCI3AIK, KOpKeM
dunbMm, oepekTi 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
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ART STUDIES

« KJIACCHU -
YECKAS

CUMPOHHUSA »
HA MY3bIKY
CEPI'ES

| | POKOPbEBA

! Kazaxckast HaunonasnbHast AkajieMust HCKyCCTB
um. T. )Kyprenosa,
Anmatsl, Kasaxcran

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 yKasaHHbIX 1€T — B AOMKHOCTH IMaBHOIo
GaneTmenctepa, pages 0 HEYKNOHHOM pa3BuUTUM GaneTHoM Tpynnbl. O CBOUX TBOPYECKMUX MOUCKAX,
OTHOLLEHMMU K Npodeccun n npobremax xopeorpadmnyecKoro UCKyccTBa Tneybaes BbICTynan B Npecce u

Ha KoHdepeHUMsAx B KoHLe 1980-x. OH nogHMMan BONPOCHI O NPU3bIBHOM BO3pacTe MOJIOAbLIX aKTePOB
6aneTa, 0 CIOXHOCTU OAHOBPEMEHHOr0 BefleHNsi 6aneTHOro M ONepHOro peneptyapa OgHUMU U TEMU XKe
WCNOSTHUTENAMMU, O XHUIULLHBIX Npobaemax 4na apTMCTOB. baneTMencTep Takke paccyxjan 0 Heo6xoAUMMOCTH
O6LLEHNS C KoNeraMu U3 LeHTPanbHbIX TPYMM, YTO COBETCKUM NepudepUnHbIM TeaTpam BaxHO 3HaKOMUTLCA
C UCKYCCTBOM 3apy6exHbix MacTepoB. Tneybaes cuutan, 4To Heo6x0anMOo 6osiee aKTUBHO o6paLlaTbes K
}ONBKIOPHBIM NSIacTaM 0TEYECTBEHHOW KYNbTYPbl, HTO XUBOTPENeLLyLlen NnpobaeMon aBnsaeTcs co3jaHune
HauuoHanbHbIX 6anetoB. Bonpockl, nogHUmaswunecs pexuccepom 30 net Hasaf, akTyalbHbl U CErOAHS,
HECMOTPS Ha UCTEKLUNE HYETBEPTb BEKA U CMEHY 3MOX.

1970-80-€e rogbl B TATOB MM. AGas oTMeYeHbl TBOPHECKMM NOgbEMOM — pacLIMpUIcs penepTyap,
NOSIBUIINCH APKUE apTUCTUHECKUE UMeHA. HOBOe BpeMs B Ka3axCcKoMm b6aneTe 6b1710 0603Ha4eHO
coYyeTaHWEeM pPasIMYHbIX CTUIEBbIX HanpaBieHWU, 0OCBauBaiuCb HaLlMOHabHas U COBPEMEHHAsA TEMaTUKW.
BesycnoBHO, KaK rnaBHbIn 6aneTmenctep Theybaes Obin 3anHTEPECOBaH B 06HOBIEHMM penepTyapa 1
3KCMNePUMEHTAaTOPCKMX HoBauusx. B KoHue 1980-x oH noctaBun «Knaccuyeckyro cumdoHuio» C. NpokodbeBa
(1987), «MpowwaHue c MNetepbyprom» U. LUTpayca-cbiHa (1988), «[Jamy ¢ kamenusamu» . Bepan—B.

MunoBa (1989), oTMeYeHHbIE BbICOKOW SCHOCTBIO My3blKa/lbHOro NEPBOUCTOYHUKE, 0OYCNaBnuBaloLWero
COOTBETCTBYIOLWMI CTPOM XopeorpaduryecKkoro A3bika. Cnegyet nogpo6bHO OCTaHOBUTLCA Ha 6GaneTe
«Knaccuyeckas cMMdOHUSA», TaK KaK Ha CerofiHAWHWUM JeHb OH OCTaJICa 3a paMKaMu 6aneToBeyeCcKmx
M3y4eHU U B JaHHOW CTaTbe BrepBble BOCCTaHaBIMBAIOTCH yTEPAHHbIE BpeMeHeM aKTbl.

KnioueBble cnoBa: MuHTan Tneybaes, xopeorpad, 6anetmencrep, pexxuccep, FATOb nm. Abas,
Knaccuuyeckasa cumdoHus, NMpokodbes, 6anet, Teatp
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BBepeHue

3a Bcto uctoputo NATOB nm. Abas
NPOKOPLEBCKNE MENTOANN NULLb TPUKAbI
3BYy4Yanu Ha ero cLieHel. BnepBble K
€ro My3blke obpartusncsa xopeorpad
3. PaitGaeB?, nocTaBUBLUNN AETCKUI
6anet no cMMMOHNYECKON CKa3Ke
«[leta n Bonk» B 1979 roay. 3atem 6bina
«Knaccunyeckasn cumdoHus» B 1987 roay B
xopeorpaduyeckon Bepcun M. TheybaeBa.
M B 2010 roay anMaTtuHLbl yBUAENN
«Pomeo n [KynbeTTy» B NOCTaHOBKE
0. puropoBmnya — €ANHCTBEHHbIM
13 cemun 6aneToB KOMMNo3uTopa. XoTs
C. NpoKkodbeBa MHOroe cBA3bIBaeT ¢ AnmMa-
AtoRn, Kak 1 M. 3oueHKo, H. Cau, I. YnaHoBy,
0. 3aBaackoro, C. M3eHLUTeNHa N MHOTUX
JpYruX BblAaloLLMXCS TMYHOCTEN COBETCKOM
KynbTypbl. B roabl Benvkon OTe4yectBeHHOM
BOWHbI OHM Haxoaun1chb B Anma-ATte B
3BaKyaluu, KoTopas npeaoctaBmia UM
BO3MOMXHOCTb MHTEHCMBHO TBOPYECKHM
TpyamTbes. 3aeck C. lMpokodbeB npogomkan
paboTaTb Haj 6aneTom «30nyLiKa», Haf
My3bIKOM A1 K/ C. An3eHLluTenHa
«MBaH [Po3HbIN», Haa onepon «BorHa u
MUp», @ NOC/e 3HaKOMCTBa C Ka3axCKOoM
TPaauULIMOHHOM My3bIKOM aXKe Ha4van
€03[aBaTb JIMPUKO-KOMUYECKYLO onepy «Xamn
Bysalt», 0CHOBaHHyO Ha TPaAULIMOHHOM
donbKope. NotomMy 661710 6bl TOTUYHbLIM
3BYy4aHue onep u 6anetos C. [MpokodbeBa
Ha cueHe FATOB nm. Abas B 6onee

1 ITomumo mocraHoBok Ha My3bIky C. IIpoxodnesa
B 'ATOB um. AGas, onu ocymiectisuiiuck B TATT PK (panee
«Mononoii 6aner Anmma-Atel»). Cpenu Hux 6anetsl «rpok»
B. MsrkoBa Ha My3bIKy CIOUTHI «UeTbIpe mopTpera U pas3Bs3Ka»
(1978), «bmymmsii cem» 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 [ATOB um. AbGas. Cuuraercs
OJTHMM U3 BbLAArOIIMXCs Xopeorpado Kazaxcrana.

06beMHOM popMarte, YeM cenyac.

MeToab!

B HanncaHum ctaTbm 6bIN UCMOb30BaHbI
APXMBHO-U3bICKATENbHbIM METOA U METOS
WMHTEPBbIOMPOBAHUS.

OuckKyccun

KaK n3BecTHO, ye CO CBOEro
aunnomHoro lMNepsoro GopTenmMaHHoro
KoHLepTa (1912) C. [MpoKodbeB BMN
cebs ep3K0 HOBATOPCKMM, aBaHrapAHo
MbICASILLIMM KOMNO3UTOPOM. EFo My3bIKy K
6anety «Ana v Jlonnui» («<CkudcKas croutar,
1915) He peluunncs B3Tb B peneptyap
«PyCCKMX CE30HOB» flaXKe NI0OUBLLINI
anatnpoBatb nNy6nuky C. Aarunes. B MOMeEHT
paboTbl Hag MepBon cumdoHmnen B 1916—
1917 roabl Bce oxxmnaanu ot C. lNMpokodbeBa
KaKOoW-TO CBEPXCOBPEMEHHOW NapTUTYPbI.
Ho oH cHOBa yauBwi ny6sivKy, Hanvcas
«Knaccuyeckyto cumboHumio» (cou. 25). Ee
nepBoe NCMNONHEHWE Mo PYKOBOACTBOM
aBTopa coctosisiock 8 anpensa 1918 roga B
MeTporpage [1, 579 c.]°. YeTbipexyacTHas
3HEepruyHag pe-maxopHas cumooHUA
(Allegro, Larghetto, Gavotta: Non troppo
allegro, Finale: Molto vivace) no xapaktepy
61n3Ka noéumomy C. MNMpoKodbeBbIM
ranfHOBCKOMY CTWU/IIO — BECETIOMY,
ONTUMUCTUYHOMY, }KUSHEYTBEPHKAAIOLLEMY.
HasBaHuWe ee BO3HWKIIO «M3 030PCTBa,
4yTO6bI “NOAPa3HUTL rycen” 1 B TaMHOM
HaJexe, YTO B KOHEYHOM cHeTe 00bIrpato
§1, eC/IM CMMOHMUSA TaK KacCUYECKON
W oKaxetcs» [1, . 564], — KaK nosxe
BcnomuHan C. lNMpokodbeB. OgHaAKO yrKe
Torga ABafuaTuwecTUIETHUI KOMMO3KUTOP
HamMeTuN B HEW TaKMe HOBble 0COB6EHHOCTH
MY3bIKa/IbHOIO CTWUJISA, HTO MO3XKE KPUTUKHM
Ha30BYT CUMGOHUIO OAHUM M3 NEPBbIX
HEOKJ1IaCCUYECKMUX COHUHEHWM.

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 MHOMME Apyrue ero
npouaseneHuns TaHueBasbHbl. OHU
ABASAOT CO60M CUHTETUYHOCTb, BbIPOCLLYIO
«Ha OCHOBE My60KOro U rM6Koro
B3aUMOMNPOHUKHOBEHMWS TeaTpasibHOM U
WMHCTPYMEHTanbHOW chep ero TBOpYECTBa»
[2, c. 298]. Xopeorpad, cnylias ux, Moxet
NpeacTaB1Tb M MOCTaBWUTb Pa3BeEPHYTbIE
6aneTHble CLEHbI.

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

Hapo 0TMEeTUTb, YTO M3Ha4YanbHO My3blKa
MepBon cMMdOHMM HE NpeaHa3Havyanacb
C. lNMpokodbeBbIM A5 TaHLA. XOTS U
OHa cofieprKasia JaHCaHTHbIE KaHpbl
(MoNIoHE3, MeHyYAT, raBoT). Buammo,
noatomy «Knaccuyeckasi CUMbOHUSA»
OYeHb 6bICTPO Hallla CBOM Pa3/IMyHbIEe
xopeorpapuyecKkne BOnIoLEHNU —
NoYyTK B OJIMH roJiI0C BCe GaneTMencrepsl
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YTBEPXKAaNN €€ CKBO3HYIO TaHLIEBAIbHOCTb,
PUTMUYHOCTb M NOSIETHOCTb. Bnepsblie B
1931 roay B Teatpe «[luranb» B Mapuke
«KnaccmyecKkyto cMMbOHMIO» NOCTaBU
xopeorpad T. CnaBMHCKWI COBMECTHO C
XyaoHMKOM M. JTaproHoBbIM®*. B KOHLE
1930-x rogoB b. bapTosiMH noctaBmn
cuM@OHUIO Ha Tpynny «baneT toHOCTU»
B [Napue. B JIeHWHrpage noctaHOBKY
MepBor cumboHUK ocylecTsmn B 1961
roay K. bosipckuit Ha ceHe MAJIEIMOTa.
MHTepnpeTaumto «Knaccmyeckom CUMOOHUM»,
NPUOGPETLLYIO 60JTbLLIYIO NOMYSPHOCTb K
nayLyto Nno cen aeHb, co3aan B 1966 roay
J1. TaBpoBCcKuMiA. 3T0 BblNa ero nocnegHss
dyHOameHTanbHasa pabota, KoTopas Bollna
B penepTtyap MOCKOBCKOIo akaleMMU4YeCcKoro
xopeorpaduyeckoro yunnuia® (PucyHok 1).
banetmencrep I Anexkcnise B
rogbl 06y4eHuns y Hero M. Tney6aeBa B
NIEHUHrPaACKON KOHCEpPBATOPUK CTaBUI
6anet C. [NpokodbeBa «CKUPCKas cromnTar
(1969) ang Tpynnbl MapumMHCKOro TeaTpa,
a TakKe «Knaccuyeckyto cMMbOHUIO» B
BunbHIoCCKOM TeaTpe onepsbl 1 6aneTa
(1972) n Teun1cckoMm TeaTpe onepbl 1
6aneta nm. 3. . Mannawswnnun (1973)
[3, c. 161]. My3bikoBen 3. C. bapytyeBa
nucana, 4to Anexkcuase «c yauBuUTeNbHbIM
MacTepPCTBOM U HECKPbIBAEMbIM
XY[OXECTBEHHbIM HacnaxKaeHNem noBTopus
nyTb MpokodbeBar [4, ¢. 82], noctaBuB
6aneT o NpasgHU4YHOCTH, BO3BbILEHHOCTH,
rPaLMO3HOCTU KITACCULIMCTCKOro UCKyCCTBA.
Cnenysl «<030pCTBY B MapTUTYpE», OH
«030pHMYasn» U Ha cueHe. baneTmencrep
Nno-CBOEMY MOT «“BTOpUTL” 06LLEeN popMme,

4 B rtakoMm coro3e oHM yxke paboramu B 1921 romy
Hay 6anerom C. IIpokodreBa «Ckaska Ipo mIyTay Il 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 M. AGas ona
Obu1a nokaszana B xopeorpaduu JI. M. JIaBpOBCKOTO M pelakIiuu
M. JI. JlaBpoBckoro. B ntone 2017 rona yuammuecs APB um. A.
S1. BaraHoBo# UCIIONHUIHM 3TOT e OaneT B nmocranoBke H. M.
Iuckapuaze Ha cieHe MapHMHCKOTO TeaTrpa Takke B paMKax
€KETOIHOTO OTYETHOTO KOHIIEPTa AKAaIEMUH.
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“BKYCHbIM” KagaHcam» cMM@oHuu [4, c. 82].
Xopeorpaduyeckyto paHTasuto . Anekcnase
Oyaunu akLEHTUPOBaHHas ynpyras putMuKa
MY3bIKM1, pa3MallnUCTOCTb MENOANYECKMX
CKa4YKoB, N YeTKas «OUCCEPHOCTb» MESTKMUX
AnuTenbHocTen. Taknm 06pasoMm, MOXKHO
roBOPUTb O TOM, 4TO M. TheybaeB, BUAEBLLWM
nocTtaHoBKy [. Anekcunase, peLumn co3aaTtb
cBov napadpas «Knaccuyeckom cuM@oHnm»
Ha cueHe FATOB nm. Abas. OH paccKasbiBan
0 My3bike C. lNMpokodbeBa: «MHe CnbILNTCS
B HEW BEYHO MOJI0Aast XXM3HEPa0CTHOCTb,
Bece/bl, BpEMEHAMWN MPOHUYHbIN TOH. OHa
KaK Obl BOCKpeLLaeT BO MHE BOCMOMUHaHKUS
0 JlaNeKknx BpemMeHax QUM 1 HanyapeHHbIX
napukos» [5, c. 3]. M. Theybaes paboTan
HaJ aHannM30M NapTUTypbl B JlIeHWHrpaae

co ceomm negarorom O. M. Bepr. UmeHHO
Toraa y Hero BO3HWKI/Ia MblC/lb cO34aTb Ha
My3blIKy C. lpokodbeBa 0IHOAKTHbIN 6aneT.
M TonbKo yxKe Byayyn 3pesibiM Xopeorpadom
OH CMOT BOMJIOTUTb MEYTY IOHOCTH. M.
Tneyb6aeB npuBHeC B 6aneT UCKPSLLMKCA
IOMOP, UFPUBYIO TAHLIEBASIbHOCTD,
rPOTECKOBbIE WUTPUXK, 6E3YAEPHKHOCTD
3afl0pa, oTTalIKuBasCb OT NPOKODbLEBCKOM
MYy3blKW. Bynat AtoxaHoB BCNoMuHar: «f emy
CKa3an Kak-To: “HuKoraga He npeHebperan
TOW My3bIKOW, YTO HAc KOPMUT B baneTe —
3T0 Knaccuyeckas”. Ero “Knaccmnyeckas
cumdonus” C. lNpokodbeBa — 3TO NpUMeEpP
[106ponopsaoHHOro xopeorpada, KOTOPbIK
3HaeT TOJIK B My3blKe, 06/1afjaeT BKYCOM,
BnageeT cuTyaumen» [6] (PUCyHOK 2, 3).

Pe3ynbrartbl

O cniektakne M. TneybaeBa coxpaHunach
TOJIbKO HEMHOIOCN0OBHasi MporpamMmma K
6anety U BOCTOPKEHHbIE BOCMOMUHAHNUS
UcnosiHnuTenen n oyeBnaues. B
CYLLECTBYIOLLEW UTEpaTYPe® CNeKTaKIo
«Knaccmyeckon cMmMdOHUU» MNOCBSALLEHO

6 CMm. JKymaceumosa I CrpaHHIBI Ka3aXCKOTO
6anera. C. 35; Kpemep JI. M., Vpasearuesa A. U. Tlpounoe
M HacToslee Xopeorpaduueckoro HcKyccrBa KasaxcraHa.
Anmarsi: 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 conucToB. M. Tneybaes
NCMonNb30Ban 15 CNeKTaKIsA TPK HacTu
CUMPOHMM (NepPBYIO, BTOPYIO U YETBEPTYIO).
Cpenov OEUCTBYIOLIMX NULL, 3HAYaTCs:
OVpUXKep, Beaylime, oprkectp. banetmencrep,
HanucaB CO6CTBEHHOE IMBPETTO (KOTOPOE He
COXPaHWSIOCh), BBEST CIOXETHYHIO JIMHUIO UK
KOHTeKCT. CoaeprKaHue ObIS10 cneayoLlee:
apTUCTbI BaneTta n3obparkanu aupuxkepa v
pasHble rpynnbl MUHCTPYMEHTOB OPKECTpa —
OHW KaK 6yaTO 6bl UCMONTHAN CUMOHMIO,
BOCMPOM3BO/S M3Hb OPKECTPA BO BPEMS
BbICTynneHus. Kak korga-to y I. Anexkcmase

B €ro KaMepHbIX Beyepax «B KayecTBe
CloXKeTa BbICTyrNaiv caMun My3blKa 1 TaHeL,
06006LLEHHbIE XOpeorpadUiecKme aHanoru
MY3bIKM, MOAYEPKHYTO TeaTpasn3oBaHHbIE
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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
nucnosiHuTeNnb Naptum Oupuxkepa Mypat
TykeeB, «coxpaHuni GopMbl KITaCCUYECKOTo
©6aneTHOro cneKkTaKks ¢ ConmcTaMu-
[ABOMKaMM, YEeTBEPKaMM, BOCbMEPKAMM.
MNepBas YacTb — o6Las 419 BCEX apTUCTOB,
y AnpuKepa 6blnn coNbHbIE TaHLEBaNbHbIE
dparmeHTbl. BTopas 4yactb — agauno

ans AByx nap. TpeTbs YacTb (YeTBEpPTas

13 cuMbOoHUN) — Kofdar [7]. OCHoBOM
Ganeta CNyXujl KIacCU4ECKU TaHeL, U
NMaHTOMUMHbIE ABUMKEHUSA (Hanpumep,
nnactvka vpuxkepa, KOTOpbI MHOTAa

MOT nonagaTtb B KOMUYECKUE CUTYaLUK

WM BBOAMTb B HUX apTUCTOB). KOCTIOMbI B
odopMIIEHNN XyAoKHMKaA J1. KyxKenb 6bInu
CTaHAAPTHBLIMK /19 6aneTa — y MyXK4YuH
KONETbI M TPUKO, Y KEHLUMH — LJIMHHbIE
nayKku.
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lynbrkaH TyTKnbaeBa paccKa3sblBana:
«f1 NpUHUMana y4actue B pOXKaeHUn
CMNEeKTaKs Kak apTUCTKa 6aneta. 31o 6bina
WHTepecHas paboTa. Mbl connpoBanu ¢
BaxbimkaHom CmarynosbiM. Becerga LeHHo
W TPENETHO, Koraa Ha Tebs CTaBAT HOBYIO
xopeorpaduio. Cama 3aflyMmKa, HAaCKO/bKO
A NOHUMasa Torga Kak UCNOJIHUTENbHULA,
3aK/1toYanacb B UHTEPNpeTaLmm
“Knaccnyeckon cMMpOHNK” Ha BaneTHbIN
A3bIK. Mbl 0IMUETBOPSANN MHCTPYMEHTDI,
nx obpasbl. O4HO 4eS10 NoKa3aTb XU3Hb
OpKecTpa, Apyroe — cyTb CUMMOHUU. Mbl
KaK 6yaTo 6bl/IM MHCTPYMEHTAMU UITU MOXKET
ObITb Aae HoTaMW. To eCTb MO KOHLEMLNK
M. TneybaeBa apTUCTbI Baneta o4yLUeBISIN
MY3bIKY YEPE3 XOPEOrPadUIECKMI A3bIK
(KypcuB Mow. — /1. ¥Y.) HeTBepTyto 4acTb
Mbl @XXe BO3MIN B PaMKaX KOHLEPTHOWM
nporpamMmmsbl Ha OTKpbIBLIKMACS B 1991 roay

Central Asian Journal of Art Studies N4 2017



Pucynok 4 — Munraii Tnebyaes Ha peneruipu. Asnma-Ara,
1980-e

MexayHapoHbIn TeaTpasibHbIn GpecTnBasib

“Manbta”. TaHUEeBan Ha OTKPLITOM BO3ayXe
Ha lepeBSHHON CLieHe Ha 6epery Mopsi. 3To
Obin10 300poBo!» [7].

3aknoueHue

TakMm 06pa30M, MOXKHO caeflaTb BbIBO/,
4YTO OAHOaKTHbIM 6aneT M. TheybaeBa elle
wen B 1991 roay, npeacraBnss nyéavke
ellle OAMH LeaeBp TBOPHECKOro ropeHus
Ka3axcTaHcKoro xopeorpada (PUCYHOK 4).
C. lMpokodbeB, HanN1caB YETBEPTYIO YacTb,
«3a4ePKHYN NEPBYO BEPCUIO CO BCEMM €€
MaTepuanaMmm u COYMHWU HOBYIO, ...4TOObI
B HEWN OTCYTCTBOBA/IM MMHOPHbIE aKKOpAbl»
[1, c. 564]. Takon GUHaN — UCKPSLLMKCSH
1 CTPEMMUTENBHbIW, KaK M NepBas 4acTb,
BO3Bpalllan 3puTens K «6e30CTaHOBOYHOMY
KpyeHuto» [9, ¢. 580 . Xopeorpaduyeckas
JIEKCUKa CMEKTaKISA He MOBTOPSiIa My3bIKY,
a camocCTosITeNbHO pa3BMBanach B
cMMbOHMYECKOM TaHue [12,13,14].
ApTuUCTbl 6aneTa BAOXHOBEHHO TaHLEBaNM,
MX UCNOJSIHEHWUE BbINIO «OAYXOTBOPEHHbBIM,
3MOLMOHaSbHbBIM, 06Pa3HbIM, YTO TOYHO
COOTBETCTBOBAJIO My3blKe, 3BYy4alllel B
OPKECTPe, KOTOPbIM PYKOBOAU AUPUIKEP
P. CanaBatoBn» [10, c. 24].

Mpembepa 6aneta M. TneybaeBa
cocrosiiack 6 HosI6pst 1987 roaa B ATOb

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

6anetmencrepa C. TuiLEHKO BCNOMMWHAnNa,
yto I. AneKcrase npuesan Ha NpeMbepy B
Anma-ATy, Nnpuas B BOCTOPT OT NOCTAHOBKM
CBOEero y4eHuKa, ogobpus ee [10].

Bypkurbaes, B. Tonuapos, T. Hypkanues, JXX. Kaprambicos,
1. Tyoonbues, I. Tyrkubaesa, A. AckapOexosa, JI. Jlu, III.
MycaxanoBa, I. Bynrapuesa, JI. Makapuesa, P. Tynerenosa, A.
Kymaranuesa, M. KapakysoBa u apyrue.
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A. 4. Ypa3bimGeToB
T. K. KypreHoB aTbiHAarbl Ka3akK yATTbIK 6HEP aKaeMUSChl,
Anmarsl, KasakctaH

CEPFEA NPOKO®bEBTIH MY3bIKACbIHA MUHTAN TNEYBAEBTbIH «K/IACCUKAJIbIK CUM®OHUSA»
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 KyLwiH canabl. M. Tiney6aeB LWibliFapMallbliblK
*onblHAaFbl i3aeHicTepiH 1980 xblnaapablH aafblHa Kapan KentereH 6acnacesaepae, KoHbepeHumanapaa
63 MaMaHAblFblHa, AFHU xopeorpadusanbiK eHepre 6annaHbICTbl Macenepai keTepin, e3 NikipiH 6ingipai. On
6aneTTiH }ac aKkTepnepiH Kabblngay }acblHa, con opblHAayLWbNapabliH 6anet neH onepa penepTyapbliHbIH,
6ip yaKbITTa eTKi3iny KypaeniniriHe xaHe apTiCTePAiH, TYPFbIH YW MacenenepiHe 6annaHbICTbl CypaKTapbl
KeTepai. baneTmenctep coHfamn-ak opTanblK TpynnanapablH, opinTecTepiMeH cennecy KaxeTTiniri Typanol
oHe e 6yN KEHECTIK nepudepuanblk TeaTpnap YWWiH weTen webepnepiHiH eHepiMeH TaHbICy MaHbi3/bl
€KeHiH anTTbl. Tineybaes iLUKi MageHUeTTiH GoNbKIOPAbIK KabaTTapbliHa 6€CEHAINIK TaHbITy KepEeTIriH, 6yn
YATTbIK MBAEHUETTIH XaH4aHyblHa, COHbIMEH KaTap YATTblK 6aneT KypyFa Y/IKEH blknan TUri3eTiHiH aTan
KeTKeH 6onatbiH. Pexuccepain 30 Xbin 6ypbiH KETEPreH Maceeci 6TKEH WMPEK FacbIPAblH XoHe Ae AayipaiH,
e3repyiHe KapamacTaH, 6YriHri TaHFa AEeniH KeTin oTbIp.

1970-80 »K. XblngapaaH 6epi Aban atoiHgarbl MAOBT wWbiFapMallbiiblK epneyaeH eTTi — penepTyapnapsl
KEHEWIN, }apKblH KBPKEM aTaynap nanga 6onabl. Kasak 6aneTiHae »aHa yaKbIT TYPAi CTUAbAIK 6afFbiTTapabiH
ywhnecimiMeH 6enrineHgi, yiTTbiK }XoHe 3amaHayu TakblpbiNTap MeHrepingi. 9puHe, 6ac 6anetTmencrep
Tney6aeB penepTyapnapiarbl XXaHanblKTapabl XaHapTyra myaaeni 6onatbiH. 1980 xbligapablH COHbIHa Kapaw
on MNpokodbeBTiH «Knacukanbik cuMdoHusackiH» (1987), W. LUTpaycTbiH, «CaHKT-MeTepbyprineH KowTacyblH»
(1988), [xk.Bepan—B. MunoBaHbiH «Jamy ¢ Kamenusicbl» (1989) KonnbluMaapbl xopeorpadusnbiK

TiNAIH TWICTi KYPbINbIMbIH @HbIKTANTbIH My3blKasiblK 6acTankbl KO3AiH XKOoFapbl alKbIHAbIKNEH GeNrineHai.
MyHpafbl «<KnaccuKkanblk cMMPOHUS» B6aneTiHe TONbIFbIPaK TOKTaNy KEPEK, OUTKEHI BYriHT KYHi 6y 6aneTTik
3epTTeynepaid weHbepiHeH WhiKnabl XXaHe OCbl MaKanaja ofanfaH AepeKkTep KanmnblHa KenTipingi.

Tipek ce3paep: MbiHTa Tineyb6aes, xopeorpad, 6anetmencrep, Aban atbiHaarbl MAOBT, Knaccukanbik
cumdoHus, NMpokodbes, baneT, 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
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- 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,

76

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. [5, 25 p.] 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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AxmarkanueBa .
TypkicTaH K., KazaKctaH

BI/1IM BEPYAErI UHHOBALIUA/IK YPRICTEP

AHpaaTna

MaKanaga A9CTYp/i MEH KaHallblNgblK KaTblHacTapbiHa 6epifreH MaoieHUeTTaHyLW bl FabiIMAapAbIH KOFamabl
[9CTYPNi MEH MHHOBAaLMANbI Aen KnaccuduKaumnsanayra Heri3 6epeTiHairi KapacTbipbliaabl. JacTypni KoFramaa
MHHOBaUMSANbIKKa KapaFaHia AocTypni 6acbiM Keneai. 3amaHyu KoFamaa — MHHOBAaLUMS eH Heri3ri KYHAbIIbIK
60nbIN Tabblnagbl. Tagy )KaKbliHAa <MHHOBALMS», <UHHOBALMSAbIK MpoLLecTep» OTaHAbIK NejarorMKkanblK
aaebueTtTepae 6acbiM TypAe elKallaH KonaaHblnFaH oK. An 6ipak 6YriHri KyH Tanabbl Mynae esrewe.
[ereHmeH, 6yn TepMUHAEPAIH NanbiMaanybl a caH anyaH eHbeKTepae apTyp/li epeKLIENiKTepre ue oHe
onapAblH KonaaHblnybl ongeKkanaa KeHenai.
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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

Central Asian Journal of Art Studies N4 | 2017



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

AHHOTauMA

MakKana mamaH gasipnay Moaeni HerisiHAeri KypacTblpbl/iFaH XoHe KoFaMHbIH 6enrini 6ip AaMy Ke3eHiHaeri
KabblnAaHblm, Ken xafaanga 6inim 6epy TyKblpbiMAaMacblMEH aHblKTanaTtblH, 60nallaKk MamMaHHbIH,

KoCibu YaHe Tingi oOKbITY TMiIMAINIriH 3epTTeyre apHanfaH. byriHri TaHAa Ty»KblpblMAAMaHbIH, Kanfacbl 6y
KOMMYHWKaTUBTI XoHe KOTHUTUBTI-TyNFasblK ToCin Aen atanagbl.

Tipek ce3paep: TaHAaMaslbl OKbITY 94iCi, cananbl e3repictep, aiCTEMENIK XKyHne, THiMAINIK, OKY YAepici, Kacion
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UCNOJ/Ib30BAHUE KOMMYHUKATUBHOINO U KOrHUTUBHOTO JIMYHOIO NOAXOAA ANA PA3BUTUA
JIEKCUHECKHUX HABbIKOB YEPE3 AUANIOI A1 CTYAEHTOB B HEA3bIKOPUEHTUPOBAHHOM
YHUBEPCUTETE

AHHOTaUMA

Cratbsl nocBseHa 3GHEKTUBHOCTU NPOPECCUOHANbHOMO M A3bIKOBOro 06y4yeHuns 6yayuiero cneyunanucra,
BO MHOIOM onpeaensiemon o6pa3oBaTeibHOM KOHLIEMLMEN, MPUHATON B 06LLIECTBE Ha ONpeaeeHHOM aTane
€ro pasBuTHS, U MOCTPOEHHOM Ha ero OCHOBE MOAENMN MOATOTOBKM crnelmanvcta. CerofiHa TakuM HocuTenem
KOHLIENLMMN CHUTAETCH KOMMYHUKATUBHbIN M KOTHUTUBHO-NIMYHOCTHbIA MOAXOA.

KnoueBble cnoBa: 136paHHbIin MeTOA 06yHEHHWS, KAYECTBEHHbIE UBMEHEHUS, METOAMYECKAn CUCTEMA,
3bPEKTUBHOCTD, y4eOHbIM NpoLecc, NpodeccMoHanbHas U KOMMYHUKaATUBHAA KOMMNETEHTHOCTb.
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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

87



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, moreover,
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 cynb6a-fate HemuHyema n
noayac 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 Tarabip-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 — Tarablp epai
Kopfanabl;

fortune favours the bold — caTTinik
6aTblAbIKTbI }aKCbl Kepeai;

providence is always more willing
to help those that help themselves —
Kyvaan apKalllaH e3aepiHe KEMEeKTeCeTiH
ajampaapablH afbliHOa/bor Bceraa Ha
CTOPOHE TeX, KTO NoMoraet 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). Hekas BbicLIas cuna, ynpasasowas
XO[J0OM COObITUI, BIUSAIOLWAA HA TEHEHNE
*WU3HU NI0JEN: - cuna, Hecylllas 106po, —
dopTtyHa — fortune,luck // fortune smile
domus — cyabba ynblGHyNnacb HaMm; a
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stroke of good fortune — ynbi6Ka GOPTYHbI;
a run of luck — nonoca yaauu; devil’'s
own luck — Heob6bIKHOBEHHas yaaya,
4epTOBCKM MOBE3NO; - CUNa, Hecylwas

3n0 — datym — fortune, destiny, fate,
doom, lot // a bad fortune — Heyaauya; to
achieve, fulfil one’s destiny — BbINOHATb
npeaHasHavyeHue cyabbsl; blind fate —
cnenas cyab6a; cruel fate — ectoKast
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,
nonbiTatb c4acTbs; to push one’s luck,
stretch one’s luck — nckywaTtb cyaboy; to
tempt fate — ncnbiTbiBaTb cyabby; to take a
chance — puckoBaTb.

B). NpenonpeneneHHoCTb,
HenszbexHocTb — fate, destiny, doom; //
to decide, to settle, seal smb.’s fate —
pewartb Ybto-N. cyaboy; a stroke of fate
— yaap cyab6bl; to decide, shape smb.’s
destiny — pe-wwartb Ybto-1. cyaboy; to go to
one’s doom — MATK Ha BEPHYIO CMEPTb.

IN). BOBMOHOCTb, LIAHC, COBMNajeHune,
clny4yarHoe (yaa4yHoe) cTeyeHue
obcTosATeNnbCTB — chance, fate, fortune,
lot, luck // by chance — cny4ainHo;to meet
one’s fate — BCTpeTUTb CBOIO cyabby; by
good fortune — no cyacTblo; happy lot —
cyactimBas cyabba; the luck of the draw
— yAaya, BbinaBLlas Ha Aot KOro—ambo;
noaBesno.

[). MpoBuaeHune, cuna, npeapellatoLlas
cobbITHA 6yayuiero — Providence, the
stars, lot//by lots — Bosien NpoBUAEHUS;
to escape by a special Providence —
crnacTtucb Bosien npoBuaenus; thank
one’s lucky stars — 6narogapuTb CBOIO
3Be3ay(cynboy).

E). HecyactnuBas, ropbkaga gong
— luck,lot // rough luck, tough luck —
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HecyacTbe, Heyaada; just my luck! — mHe,
KaK Bcerga, He Be3eT! Takoe y Mmoe
Be3eHue! unhappy lot —ropbkas 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 “Tarabip 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 “Tarabip” 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
MOHoJ10rbl» Which was written by Serik
Aksunkaruly, he quotes that: “ Tarablp
MeHi TyfaK Kblfbin uneai, TelpHarbiMa Here
ThIKTbl MHEHI? LLeTci3 WweKci3 epim 6ap en
— Mona 6on, Enim 6ap eg — oHbl ga Entan
ounepi “.

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—wwem KynbixaHHbIH 6aybipnapbi
ani con bektebene Typaabl. Conu, Kanu,
Benertan, Catan....E, onapabl ga kepmereni
Ken 3amMaH 6on-abl. MypTasa 6apaa 6api
[e Kenin-KeTin Typywsl eai. "bananaH
6acbIMeH, TypbIMTan TYCbIMEH” AereHaen
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: “{a3bIMblLlUTaH 03bIMblILL
XOK”. 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
«Tafablp» and «efim». Man admits that he is
helpless even before death and considers
death as an integral part of the fate.

The concept «Tarabip» 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

Makanapa «Taffblp» YFbIMblHbIH TEKCUKO-CEMaHTUKaNbIK Tangaybl 8IEMHIH ©3repyiHe oHe anemaeri
aflaMHbIH, Ke3KapacTapblHblH 63repyiHe KapamacTtaH, apTyphi yiTTap MaaeHUETIHAET eCKi KiNT ce3aepaiH,

6ipi 60nbIN TabblNagbl. «Targblp» YFbIMbIH XXaHE 6acKa MMHIBOMSAEHM TYCIHIKTEPAI TONbIK Tangay Ken

KbIpJibl TOCINAEPAi (MMHIBUCTUKANbIK, MOAEHU, GONbKIOPSbIK, GUNOCODUANBIK KaHe T.6.) Tanan etea,.

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

Ochbl Mgeanapra CoMKec, aNeMHiH KaTblHachkl Typasbl 9pTypai Moaenbaep (MiHe3-Ky/blK HOpManapbIHbIH,
TanTaypblHbl) 83ipeHai, 6yn agamMHblH 60CTaHAbIFbIHbIH CanblCTbipMasbl 60nMaybl XafaanblHaa 6argapnayMen
6annaHbICTbl. TaFablp Typanbl TYXKblpbiMAaMara AereH Ke3Kapac TYPFbiCbiHaH, aBTop Kazipri anemaeri KepiHicTi
yWw Typre 6enegi: 1) aneMHiH Tayesnci3d 6actamachl peTiHae emec, TaFablp Aen atanaTtbiH 8/leM Ke3KapacTapbl;
2) aneMHiH Toyencia 6actamacol peTiHAe eMec, TaFfblp AeN aTanaTbiH aNeM Ke3KapacTapsbl, 3) WhbIHAbIK
MapTebecCiHAeri TaFablPbIH XOKKa LblFapaTblH }aHe TaFablpAblH, YFbIMbIHbIH, 6ap 601y MYMKIHAIMH XKOKKa
WblFapaTblH, 6ipaK «TaFgblp» CO3iHiH MeTadopasblK MaFblHaZa KofAdaHblnyblHA MYMKIHAIK 6epeTiH anemMaik
Ke3KapacTapbl.

Tipek ce3aep: Tarablp, TIMHIBUCTUKaNbIK, MBAeHU-GUNOCOOUANBIK KO3KapacTap, oanemaik Ke3KkapacTtapablh,
yarinepi, MiHe3-Ky/iblK HopMasapsbl, MaFbiHacbl, MeTadopach!.

AxkumoGekosa LA,
KasHAY, Aamartel, KasaxctaH

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

AHHOTauMA

B ctaTbe gaetcs NeKCUKO-CEMaHTUYECKUI aHanM3 MOHATHUIO «CyaAbOe», KaK OAHOM U3 APEBHENLLMX KNIOYEBbIX
CJIOB B Ky/bType pa3HbiXx HAapoA0B, KOTOPOE OCTaeTCs NPaKTUYECKN HEM3MEHHbLIM, HECMOTPS Ha U3BMEHEHUE
CamMoro Mupa 1 U3MeHeHue B3rNA40B YenoBeKa Ha MUp. MoAHbIM aHann3 NOHATUS «cyab6a», Kak 1 Apyrux
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JIMHTBOKY/NbTYPHbIX KOHLEeNUMK, TpebyeT MHOrOCTOPOHHENO NOAX0Aa (IMHIBUCTUYECKOTO, KYbTYPHOTO,
donbknopHoro, punocodckoro U T. [1.). LUMpokui Kpyr npo6sem cBsi3aH ¢ NOHATUEM CYAbObl, KOTOpoe

[lennTca Ha pasHble LMKIbl. B COOTBETCTBMM C 3TUMKM NpeacTaBleHnaIMKU pa3pabaTbiBaloTCs pa3Hble Mo4enu

OTHOLLEHWUS MUPa (CTEPEOTUMLI HOPM NOBEAEHUS), YTO CBA3AHO C OPUEHTALIMEN YENIOBEKA B YCNOBUAX
OTHOCHUTESNIbHOM HecBO6ObI CyLLECTBOBaHWS. C TOYKM 3PEHUS OTHOLLEHWS K NMOHATHIO Cyab6bl aBTOP
pasgenser CylecTByiolne MUPOBO33PEHNUS Ha TPY TUNa: 1) MMPOBO33PEHHUS, KOTOPbIE Ha3blBaIOT CYAb60i,
HO He KaK CaMOoCTOSATEIbHOE Hayano M1pa, 2) MMPOBO33PEHUS, KOTOPbIE Ha3biBatOT CyAb6OM, HO He Kak
CaMOCTOATENbHOE HaYaNo MUPa, a KaK MOMEHT ApYrux, 3) MMPOBO33pEeHUs, oTpULalolne cyabL6y B cTaTyce
peanbHOCTU U UCKITIoYaloLLMe BO3MOXHOCTb CaMOro CyLLLEeCTBOBaHMSA NOHATUA cyab6bl, HO AoMNyCcKatoLime
MCMnoNb30BaHuWe C10Ba «Cyb6a» B MeTahoprYecKoM 3HaYEeHUH.

KnmoueBble cnoBa: cyx6a, TIMHIBUCTUYECKUE, KyNLTYP-GUNOCOdGCKUE NOAXOAbI, MOAENM OTHOLLEHWS MUpa,
CTEPEOTUMbI HOPM NOBEAEHUS, 3HaYeHue, 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, P.Ya.
Halperin, l.LA. Zimnyaya, A.A. Leontyev, A.N.
Leontyev, S.L. Rubinstein, etc.) [1], [2], [3],
(4], [3], [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 skills,
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 reasoning», «<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 skills. 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 »aHe aeM Tingepi
YHusepcuteti. Animartel, KasaKkctaH

3AMAHAYHM WET TUIAEPIH OKbITYAAFbI APFTYMEHTTI-KOMMYHUKATUBTIK K¥3bIPETTINIKTEPAI
AAMBITYAbIH TEOPUAJIbIK HEF3QEPI

AxpaTna

Makanaga «aprymeHT», «aanes» TYCIHIKTepi TafiKbl1aHbIn, WeT TiNgepiH YWpeHy canacblHAarbl gonengep
MeH Janengepaid Typnepi TyciHaipineai. LUeT TiniH oKbITy yaepiciHae apryMeHTaTUBTI }KaHe KOMMYHUKaTUBTI
KY3bIPETTINIKTIi AaMbITy KOMMYHUKATUBTIK ToCiNaiH 6acbiMAblNbIFbiHA Herisaenei. ApryMmeHT (3XaKcbl)
cebenTepre (MaKcaTKa) Heri3genreH xaHe 6apsblK KaTbICYLLbIIAP YIiH KoNainbl 60naTbiH MiKip anmacyfa
GarblTTanfFaH (TbiHAayLWbINapFa) cepikTec / ThiHAAYLbI apKblnbl TanacaTblH MaceneHi (TananTbl) wellyre
ThlpbICaTbIH (Bipfiecy Typi peTiHAe TyXbipbiMAanabl) (MaKcar).

Tipek ce3paep: aanenaey, CoMKecTeHaipy, KypacTblpy, 6aranay, dopmanuaaums, CEHIMAINIK, KaTaHablK,
dopmangbl NorMKaHblH WhlFapy Tacingepi, HakTbl cebenTtep.

Mak 10.C.
Kazaxckui YHuBepcutet MexayHapoaHbix OTHoLeHnin u MexxayHapoaHbiX S3bIKoB
nmeHn Abblnak xaHa. Anmartsl, KazaxctaH

TEOPETU4YECKHUE OCHOBbI PA3BUTUA APTYMEHTUPOBAHHO-KOMMYHUKATUBHbIX
KOMMNETEHLIUX B COBPEMEHHOM OBPA30OBAHUU UHOCTPAHHDbIX A3bIKOB

AHHOTauMA

B cTatbe paccMatpuBaloTCA NOHATUSA «@pryMeHT», «apryMeHTaums» U yTOYHAIOTCH BUAbl apryMEHTOB M
aprymeHrtaumm B 061aCTi U3y4eHUA MHOCTPaHHbIX A3bIKOB. Pa3Butue apryMeHTaTuBHO-KOMMYHUKaTUBHOWM
KOMMNETEHLMN B NpoLEecce N3y4eHUss MHOCTPaHHOIO A3blKa ABJIAETCH OCHOBOMNOMAraLwmM B COOTBETCTBUN
C NPUOPUTETOM KOMMYHUKaTUMBHOIO noaxoaa. ApryMeHTaumMsa OCMbICIAETCH KaK TUN pa3roBopa, B KOTOPOM
Y4YaCTHWKM MbITAlOTCA HaWTHU pelleHre CNOPHOro Bonpoca (TpeboBaHKe) C NOMOLLbIO NapTHepa / caywarens,
OPUEHTUPOBAHHbLIX H8 O6MEH MHEHUSAMM (NMPOLLECC), KOTOPbLIA OCHOBaH Ha (XOPOLUMX) NPUYUHaM (Lenb) U
cfienaHo nNpuemMnemMbiM AJ19 BCEX YHaCTHUKOB (B KOOMNepaTMBHOM nopsaxe) (uenb).

KnoueBble cnoBa: aprymMeHTauus, naeHTmbuKaLumsa, KOHCTPyMpoBaHue, OLLEHKa, JOCTOBEPHOCTD,
060CHOBaHHOCTb, CTPOrocTb, GopManbHOEe A0Ka3aTeNbCTBO, NpaBuia BbiBoga GopmasibHOM IOMMKK, ACHas
NMPUYUHHOCTb.

ABTopJaap Typanbl MaJimMeT:

[Tak FOsiusi CepreeBHa - AGbliail xaH aTbiHiarbl Kazak xasibiKapasibik
KaTblHAacTap yKoHe dJieM TiJiiepi YHHBEPCHUTETiHiH OKBITYLLBICHI-GiNliM
FBIJILIMBIHBIH, Maructpi. Anmarsl, Kazakcran.

e-mail: sunshine379@inbox.ru

CaeneHus 06 aBTOpax:

[Tax FOsust CepreeBHa - Marucrp rneiaroruieckux Hayk, npernojiaBatesib
Kaszaxckoro Ynupepcurera MexayHapoanbix OTHOLLIEHHH H
MexnyHapoHbiX S13bIKOB HMeHH AGblai xaHa. Asmartbl, KasaxcraH.
e-mail: sunshine379@inbox.ru

Aauthor’s date:

Pak Y.S. - master of pedagogical Sciences, Ablay Khan Kazakh University of
International Relationship & World Languages. Almaty, Kazakhstan.
e-mail: sunshine379@inbox.ru

99



USING
INTERACTIVE
GAMES WHILE
TEACHING
FOREIGN

\ 4

ART STUDIES

LANGUAGE
TO YOUNG
LEARNERS

MPHTH 14.01.01

Imanaliyeva S.S.!

! Abylay Khan Kazakh University of International
Relationship & World Languages.

(Almaty, Kazakhstan)

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 itis, 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
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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
...?7"). 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.
Abbinak xaH aTblHAarbl Ka3ak xa/ibiKkapa/iblK KaTbiHacTap »KaHe aeM Tingepi YHNBepcuTeTi,
Anmarsl, KasakctaH

JKAC OKYLUBbIIAPFA LWUET TIIIH YAPEHYAE MHTEPAKTUBTI OWbIHAAPAbI NAWAANIAHY

AHpaaTna

MaKanaja MHTepaKTUBTI OMbIHAAP apKblibl }KacTapFa apHanfaH WeT TiNAEepiH OKbITY casicaTbl TYPFbICbIHAH
MeMNEKETTIK 6iniM 6epy canacbiHAarbl pedopmanapaarbl YIWTINAIMIKTIH HEri3ri TYKblpbiIMAaMachI
KapacTbipbiiagbl. bipkatap Macenenepgi WeweTiH 3epTTeyLwinepaid Mblcangapbl 6epinin, oHga onbiHAaP
OKYLUblNapfa Tin yupeHyre MyMKiHAiIK 6€PETiH ChIHbINKA HaKTbl *affdannapabl 9KeneTiHairi TangaHagbl.
CoHpaw-aK, OibIH - 6y 9neyMeTTiK eMipai AaMbITyFa MYMKIHAIK 6epeTiH a/1eyMETTIiK ic-luapanap, Con Topiaai
Gipnece eMmip cypy MeH bIHTbIMaKTaCTbIK. By/l Ke3-KenreH oMblH, COHbIH, illiHAE UHTEPAKTUBTI, TEK AanblHaay
HemMece yaKbITTbl TONTLIPYLLbI PETIHAE FaHa eMec, cabaKTblH 6ip 6eniri peTiHae Hemece TinTi erep 6y, Mbicanbl,
G6aranay 6onca, NnanaanaHblnybl MYMKIH EKEHIH KepceTea,.

Tipek ce3aep: OMbiHAAP, CbIHbIM, }XOFapbl TINAIK ToXipMbe, negarormkanblkK KYHAbUIbIK, KYPbUIbIMAbBIK KbI3SMET,
MeHzi TapTy, KOrHUTUBTI XXoHe aMoLMOHanabl, TiIMEH accouunsanap.

Umananuesa C.C.
Ka3YMOuMS umenu Abbinai xaHa. Aimatsl, KasaxctaH

UCNOJ/Ib30BAHUE UHTEPAKTUBHbLIX UI'P B OBYYEHUU UHOCTPAHHOMY A13bIKY MOJIOAbIM
OBYYAIOLLUMCA

AHHOTaUMA

B cTatbe paccmaTpmBaeTCsl akTyanmM3alumsa TPexa3blins B NpaBUTENbCTBEHHON pepopMe 06pa30BaHms ¢
TOYKM 3PEHUS MOAUTUKM 06YHEHUSA MHOCTPAHHbBIM A3blKaM MOIObIX YHALIMXCS C MOMOLLbIO MHTEPAKTUBHbIX
urp. NMpuBoauTCS NpUMeEpPbI CCneaoBaTeNen, B KOTOPbIX peLleHbl psa 3aaad, rae urpbl NpUHOCAT

peanbHble CUTyaLMK B KACCHYI0 KOMHaTY, 4TO AaeT y4alluMCs BO3MOXHOCTb MCNOJIb30BaTh A3bIK. Takke
Urpbl - 3TO COoLManbHble MEPOMNPUATUSA, KOTOPbIE MO3BONSAIOT Pa3BMBaATb COLIMaNbHbIE HAaBbIKK, TaKMe KakK
COCYLLECTBOBAHME M COTPYAHUYECTBO. ITO MOKa3bIBaET, 4TO Ntobas Urpa, B TOM YUCNE MHTEPAKTUBHASNA, MOXKET
MCMoNb30BaTbCs HE TONIbKO KaK pa3MMHKa UKW 3aN0NHUTENIb BPEMEHM, HO M KaK YacTb YpoKa UK faxe
LLeNlIoro ypokKa, ecnv a1o, Hanpumep, oLeHKa.

KnioueBble cnoBa: 1rpbl, Knacc, Haj 93bIKoBas NpaKkT1Ka, negarornyeckas LLeHHOCTb,
CTPYKTYpMpPOBaHHas AesTeNbHOCTb, BOBNEYEHUE f, KOTHUTUBHOE M 3MOLIMOHANbHOE, acCoLMaLMK C A3bIKOM.
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OHEPIIA3DI
AMJIbI YKAHA
KITAIl

4 OIIEPA

MPHTH 18.41.51

MykaHA. !

'T.K. )KypreHoB aTbIHaFbI
Ka3ak YJITTHIK OHep aKkaaeMHsIChl
Aunmarel, Kasakcran

OMNEPA OHEPMA3bI JXAW/Ibl JXAHA KITAN

Axparna

Bbyn xapusananbimaa npodeccop NyngaHa FanbiMKbI3bl CanapranueBaHblH, «Onepa — MeHiH eHepaeri
6oMTyMapbIM» atThl }aHa KiTabblHa nikip 6epineai. Aan atbiHAarbl Ka3aKTblH MEMNEKETTIK aKaaeMUaNbIK
onepa oHe 6aneT TeaTpblHbIH, XXeTeKLWi aHwWici benimbeT KoxkabaeBTblH LblFapMallbliblFbiHa apHanfFaH
KiTanTblH anTblH apKaybl — Ka3akK onepa oHLWICiHiH, WhiFapMallblblFbl. OTKEH FacbipablH 80-LWi XblngapbliHaH
6acTtan KyHi 6yriHre aeviH Ka3aK onepa eHepiHiH JaMyblHa ©3iHiH Y/IeCiH KOCbIN KeareH eHepnas, ycTas Xansbl
KiTan akagemusnblK onepa TeatpblHAa aHLWiMeH 6ipre eHOeK eTKeH caH anyaH MamMaHAbIKTapablH 6acbiH
KOCKaH LiblFapMallblfblK YXbIMAaFbl TaNl@aHTTbl 3aMaHAacTapbl Xalbl Cbip TapKaTbin, MO MaFnymar 6epeai.
KiTanTblH 6acTbl KEMINKEPiHiH, eMipi XoHe WhliFapMallbliblK KenbeTi apinTecTepiHin, 6eprex nikipnepimex
KyHAbl. KiTan onepa eHepiH }aKCbl KOPETIH XoHe TeaTp CYMep KaybiMFa apHasfFaH.

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

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

atTbl KiTanta KP eHOEeK CiHipreH XX FacbipabliH, 30-50 xbingapaarbl
KanpaTKkepi, npodpeccop benimoet TanaHTTbl TYAFanapablH, ecencia eHoberiHiH,
Ko)kabaeBTblH Ka3aK MoeHUETIHAE, apKacbliHAa Mas WapyLbliblFbIMEH

ornepa eHepi MeH caxHa TapuxblHa 63iHAIK  aWHanbICKaH Kellrnesi Kasak TonblpafbliHa
OpHbI, ABan aTbiHaaFbl MeMNeKeTTiK TaMblpblH EyponagaH 6actanTbliH KypAaeni
aKageMUSANbIK onepa XoHe banet onepa eHepi TybIH TiKTi. ¥ATTbiH onepa
TeaTpblHAAFbI LbIFPaMaLlUbIbIK XOJbl eHepi, TeaTpbl — Kalbl C63 KO3FaraHaa
MeH onepa MauTaaiMaHAapbIHbIH, SHLWI anabIMeH TeaTpAblH anTblH AiHreriH Kagan,
oMipiHAeri OpHbl MEH MaHbI3bl Typasibl KaOblpFacblH KeTepreH, Kagay-kaaay

JepeKTep MeH KbI3blKTbl OKUFanap eciMmaepi YT MOAEHUETIHIH TapuUXxblHa
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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 HaHgapbekos, Kynaw
bancenitoBa, KaHabek bancenitos,
Ypusa TypablKyoBa cekingi 1.6. ara 6yblH
anbinTap T06bl ecke opanafbl. An, onapabiH
i3iH 6acKaH: arambliHabl A6QyNInHAED,
KoykeH KeHxeTaeB, bairanu [locbi*KaHoB,
LLla6an BencekoBa, OHyapb6eK YMOeTOAEB,
Posa amaHoBa, Epmek CepKebaes,
Bubiryn TenereHoBa Tafbl 6acKa KenTereH
opTa 6yblH TanaHTTbl 6HEPNAa3aap WoFblipbl
Ka3aK onepacblHblH OPblHAAYLWbIbIK
OeHreniH 6unikke camfratTbl. Kasdak
onepachl, OpbIHAAYLbIIbIK 6HEPi 6yN
Ke3ae xanblKapasblK apeHara WbIfbiM,
KOPKEMAiK AeHreniH }aHa 6enectepre
KeTepingai. Ocbl Ke3eHaeri Teatp Tapuxbl
MeH OpblHAayLLblIap XETICTIKTEpPI Xannbl
a3[bl-KenTi }a3blnFaH 3epTTey, Kitantap
6apLblblK.

Kasak onepacblHbIH Kypaeni ae
KWbIH Ke3eHi 6y — eTKeH FacbipabiH, 80
¥blgapbliHaH 6actan xaHa XXI Facblp
TOFbICbIHAFbl ONepa TeaTpbl MEH OHbIH
OpblHAaYLLblNaPbl *anbl caHaybl
KiTanTapMeH LEKTENIN KaJiFaH TyChbl.
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KeHecTik aayipaiH TOKbipay aTaHFaH eniapa
Ke3€eH, TYHFUbIFbIHA TYCKEH Xblgaphbl

MEH TayencCi3fliK afifaHHaH KeniHri etneni
blngap ayblpTnanblKTapbiH apKanaraH
LWblFapMallbliblK TyJIFanapblHa apHasfFaH
KiTanTapra KaeTTiNiK ce3ineTiH.
HakKblHAa XapblKKa WblKKaH yngaHa
CanapranueBaHbliH «Onepa — MeHiH,
eHepaeri 6onTymMapbiM» - aTTbl KiTabblH
KOJIFa ana oTbIpbIn, 6y/1 eHOEKTIH OCbiHAaM
OJIKbINbIKTApAblH, OPHbIH TONTbIPYFa
OafblTTanFaHabIFblH KOPAiK.

Onepa TeaTpbl, OHbIH 6HEPNa3aapsb!
YaWnbl )asblIFaH Kitan gyHWere Kenyi,
CUpPEK Te 6osica KyaHapnblK XauT. byn
KiTanTblH anTblH apKaybl — Ka3ak onepa
OHLUICIHIH WbIFapMallblibiFbl. AGan
aTbiHAaFbl Ka3aKTblH, MEMNEKETTIK
aKaJeMuasblK orepa xaHe 6anet
TeaTpbIHbIH, XEeTeKLi oHLWiICi,
KasaKCcTaHHHbIH eHOEK CiHipreH apTuci,
Kaunp KoHcepBaTopusiCbiHbIH Mpodeccopbl,
KypmaHfasbl aTblHAaFbl Ka3aK YaTTbIK
KOHCEpBAaTOPUSACHIHbIH AOLEHTI, «<KypmeT»
OpAeHiHIH nerepi benimbet KoxabaeBTblH,
LUblFapMallbliblFbiHA apHanfaH. OTKeH
FacbipablH 80-wWi XblgapbiHaH 6acTan
KYHi OYriHre feniH Ka3akK onepa eHepiHiH,
JaMyblHa ©3iHiH, yNecCiH KOCbIN KereH
eHepnas, yCcTa3 ¥aW/bl Kitan akageMusanblK
onepa TeaTpblHAa SHLWIMEH b6ipre eH6eK
€TKeH caH ajlyaH MaMaH/blKTapAblH 6acblH
KOCKaH LUblFapMallibliiblK YXbIMAaFbl
TanaHTTbl 3aMaHAacTapbl Xaw/bl CbIp
TapKaTbln, KiTanTblH 6acTbl KEXINKEPI
annbl MON MafFnymar 6epefi.

ABTOp KYHi 6yriHre geniH eHep
¥OJblHAAFbl YCTa3apblHbIH KaCiou
MaMaHblKKa AereH ynaratblH Ty €Tin
yCTafFaH, TYpJli Keaeprinepre KapamMmacTaH
©63i )XaH-ToHIMEeH Kanan Ke/reH KacueTTi
caxHacblH ariblpbacTaman Kesne KaTkaH
SHLi-aKTep benimbeT KorkabaeBTblIH,
OMipi MEH LLblFapMallbl/iblFbIH XaH-aKTbl
KaMTbliN allyrFa 6aca Ha3ap aygapraH.
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Enimis TapuxTblH Kypaeni e KUblH aymarsbil-
TOKNeNi Ke3eHi 6onfaH eKi FacbipablH,
TOFbICbIHAAFbl TEQTP O6ACTaH KeLKeH
KUbIHObIKTapFa KapamMai oHLWi-aKTepNiKTi
©OMipiHiH 6acTbl MypaTbl €Tin TaH4araH
OHep afjaMblHbIH LWbIFapMallbUlbIfbl,
ThIHbIC-TiPLWINiri annbl ce3 6onagpbl. Kitan
OipHelle Tapaynap/aH Typaabl. OHLLIHIH
emipbasiHabIK 6eneci MeH Kacion TONbICYbI
epeKLwenikrepiHe opan ¥UHaKTanbIM
KYPblbIM TY3reH. OCKeH opTachl, ajfFallKbl
eHepre Keny XOoJbl, cCaxHara KylTap/blfbiH
OAiTyFa ceben 60/FaH anfblilapTrap, Kacion
6iniMm anyna KesaeckeH ycrasapblHblH
ToJliMi, KoCibu Ke3KapacTafbl MaMaH
JanblHaay iciHaeri ecy 6acnangakrapbl
AepekTepmeH 6asHganaapl. KeHectep
OpafblHaaFbl Y3[iK OKY OPbIHAAPbIHbIH,

6ipi H.A.Pumcknn-KopcakoB aTbiHAaFbl
JleHnHrpaa KoHCepPBaTOPUACHIH COTTI
asiKTan cupek KeaaeceTiH 6ac AaybICThl
OUNNOMAbI QHLUIHIH, CON Ke3aeri
pecnybnuKaiarbl Xanfbi3 ornepa TeaTpbliHa
KEKe oHLLi 60/bIN KabbliaayblHAH KENiHTi
OGacTaffaH caxHanblK FYMbIpbl, CaH anyaH
onepanajaH opblHAaraH napTusanapsbl
KapacTblpa OTblpblM CaxHaja *KacaJsiFaH
cybeni obpasgapbiHa Tangaynap
acanafbl. OHLLIHIH caxHajafbl aFa 6yblH
apinTecTepi MeH 3aMaHaac Kypaacrtapbl,
©63iHEeH KeniH TeaTp TabblNAblpbIfbiH aTTan
OYriHri Ka3aK onepachblHbIH, }anayblH
enobipeTin KYPreH iHi-KkapblHAaCTapbIH,
WblFapMaLlblNbIFbl Xannbl ON-NiKipaepiHe
yacafbl.

ABTOp TeaTpaarbl LiblFapMallblfblK
YPAICTi, }XYMbIC KECTECIH, op ajlyaH
ayblC-TYMiCTEPLi XaKCbl BINeTiHAr
b.KoxxabaeBneH ocbl Ke3ae XyMbIC
iCTEereH YXKbIMHbIH 6acbiM 6eniri, onapabliH,
LblFapMalLlblbIFbl }aWbl NiKip, MiHE3AEME
6epyre TannbiHFaH. 80 Xbi1gaH actam
Tapuxbl 6ap Aban atbiHaaFbl Ka3aKTbiH,
MEMJIEKETTIK aKageMUSANbIK ONnepa HKoHe
6asieT TeaTpblHbIH, KELLEri }oHe OYriHTi

TapuxblHa, LWblFapMallbl/iblK KenbeTiHe OChl
Ke3AiH Kyarepi 6onfaH onepa oHLWICiHiH,
Ke3KapacbIMeH KapacTblpagbl.

OHLWIiNepaiH caxHaaarbl *YMbICbIH
Oafanayna 6yFaH aeniH TaM-Tymaan
asblFaH MaKana, peLeH3uns,
MOHOrpadusanapaaH isgen taybin
cinTemenep KipicTipy apKbl/ibl 9HLWI-
aKTep WblfapMallbliblfblHa AOUEKTINIK
6epreH. ABTOpP/AbIH KiTanTa TEK SHLWinep
KaybIMbIMEH LUEKTE/IMEWN, OHbIH,
opinTecTepi: onepa eHepiH yXbiMaaca
¥acayllbl TipeK Ty/IFanap: aupuxepnep,
pexuccepnep T.6., opinTecTepiHiH,
LblFAapMalLlblfiblK MOPTPETTEPIHE A
MoH 6epyi aHWi b.KoxabaeBTbIH
LblFAapMalLlblfiblK OpTachl Xannbl
JepeKTepai TonblKTbipa Tyceni. Onepa
OHLiCiHe caxHaZa canTaHaT KypyFa *Karaan
¥acanTblH TeaTpAblH, TYPAI LeXTapbiHbIH
¥apKblH 6KinaepiHiH eHberiHe 6ara
6epinei. ABTOp KitTan KeninKepiHiH,
Ke3KapacbIMeH apinTecTtepiHe
MiHe3aeme 6epe OTbIpbINn onapibliH
TanaHTbl, EHOEKKOP/bIFbl, aAaMK1 KapbiM
KaTblHacTaFbl K63KapacTapbl XaW/ibl
TONbIKTbIPYapbIMEH 9PKiMHIH 63iHe caW
KanTanaH6ac epeKLlenikTepiH allyra
ThipbICKaH. OHWIi benimbeT KorkabaeBTblIH,
LWblFapMallbl/iblK KeNbeTiH, caxHaaa
OpblHAAFaH NapTUsaNapbiH Tangay apKbibl,
OoCbl opTafa 6ipre KypreH 6enrini eHep
KanpaTtKkepnepi, opinTecTepiHiy nebdizaepi
apKbl/ibl 6epyi KiTanTblH Ma3MyHbIH 6albiTa
TyckeH (Cypet 2,3,4,5,6,7).

OKblpMaH 6y KiTanTa TaHbIMAbIK
TafnbiMbl 6ap, aHbIKTaMaibIK JepPEeKTEPMEH
W}ysaeceni. ABTOpAbIH OCbl Macenenep
TOHiperiHae on-WyHKbIpblHa 6onnan TepeHx,
Kasa anaTtblH MYMKIHAIr 6anKanagbl.
Onepa oaHiliciHiH eMipi MEH 6HEPIH, OHbIH,
OenHeTi MEH MallaKaTblH iLUTEH TaHbIM
OiNreHiKTeH aBTOPAbIH KalaMbl XXYMPIK,
apHambl My3blKalblK, Onepa atayiapbiMeH
E€PKIiH XyYMbIC XacaraH. Tini »aTblK, antap
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4 cyper — Lk ITyqunnu. «borema» onepacol. «benya»
pedinze 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 atbiHarbl MeMJIeKeTTiK aKaleMUsIIbIK OTlepa 2KoHe
6aJjier TeaTpbl. AsMaThbl

3 cyper — A. )KyGanos-J1.Xamuna. «AGaii» onepacsl.
«CpipTTan» pedinne befiim6er Koxkabae. « Masmtora» peJinze

B.Koxkabaes. Abaii aTbingarbl MeMIeKeTTiK aKaae MUSIIbIK Kypp,eni KGSGH,iH,D,eFi WblFapMalLlblIbIK
orepa xoHe GaJieT TeaTpbl. AJMaThl

TbIHbICbIHA, TeaTpla eHOEK ETKEH, KYHI
OYriHre AeniH eHepiMeH KepepMeHai
KyaHTbIM XXYpPreH eHepnasgapbl
¥annbl TaHbIMbIK MaFnyMaTbl MO.
HoFfapbl cananbl Karasfa LWblFapbbIn,
aBTOPAblH XXeKe MyparaTbiHaH anblHFaH
UnlCTpaumablKk GoTo MaTepuaniapMeH

OWbl aHbIK Xa3bl/iFaH KiTanTaH aBTOP/blH,
TaHJan anfaH HbiCaHblHa ereH epekKiue
Ke3Kapachl 6arikanagbl. Kitan ipreni
FbIIbIMU-3EPTTEY XKYMbICbl HEMECE apHanbl
MOHOTrpad@UAHbIH XXYriH KeTepMece e,
Abai aTblHAafFbl Ka3dak MeMNeKkeTTiK
aKaJeMUablK ornepa 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
ON3anHAbIK WeLliMi XaKcbl acep
Kanabipagbl.

bacbin eTKEH 6Mip *O0Jibl, ornepaaarbl
©Hep XKOoJblHa yflaca oTblpbiN 60MTYMapblHa
anHanfaH oHWi benimbeT KorkabaeBKa
apHanfaH l'yngaHa CanapranueBaHbliH 6yn
KiTaObl ©3iHiH OKblpMaHaapbIH Tabajbl
[lereH ongambl3s.

7 cyper — IlL.Iyno. «®aycr» onepachl. «Meducrotpes» -
B.Koxxab6aes.

AGait atbiniarel MeMIeKeTTiK aKaeMHUsIJIbIK orepa KoHe
GaJier TeaTpbl. AsMaThbl
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MykaH A.
WHCTUTYTa atepatypbl U UCKycCcTBa MMeHn M.Aya30Ba,
Anmartsl, KasaxctaH

HOBASl KHUTA O6 ONMEPHOM NEBLEE

AHHOTaUMA

B naHHOM peBbio faeTcs 0630p HOBbIN KHUIKM Npodeccopa NynbaaHbl Canapranueson «Onepa - Mow
TanMCMaH B UCKyccTBe». KHMra nocBslleHa TBOPYECTBY BeayLlero conucta KasaxcKoro rocyaapCTBeHHOro
aKajemu4yecKoro TeaTtpa onepbl M 6aneta umeHn Abas - benmbeTy Koxkabaey. C 80-x rogos npowioro

BEKa A0 Halumx AHeN onepHbIv apTuCcT, neaaror b.Koxab6aeB BHOCUT CBOW HEOLIEHWMMbIN BK1aj B pa3ssutue
ONEePHOro UCKyccTBa B pecnybnunke. 2MU3HEHHO-TBOPYECKUIM NyTb ONEPHOro NeBLLia PacKpbiBaeTcs aBTOpoM
Yyepes co3aaHHble cLeHnYeckne obpasbl. ABTOp faeT MHOOPMaLIMIO O TaNaHTIMBLIX KoNerax-coBpeMeHHUKax
C KOTOPbIMKW BMeCTe paboTan apTUCT. TBOpYECKu 061K NeBLa AOMONHAET BbiCKa3blBaHUS KONer no uexy u
OPYTUX M3BECTHbIX MYy3bIKabHbIX AesTenen.

KnioueBble cnoBa: neseL, Teatp, onepa, napTus, AUPUIKEP, PEKUCCEP, BOKan, posib

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.
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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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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 «Knaccuyeckas
Anma-Ara, 1976 cumonusi». [TocraHoBlwKY 1 ucrosnHuTe n. 1987

Central Asian Journal of Art Studies N4 2017

112



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 — I1.HaiikoBckuil. « EBrennit Onerun» onepacbl.
«Kusizp [pemun» - B.Koxkabaes.

A6ail aTbiHzarsl MeMekeTTiK aKaie MUSUIBIK oIlepa JKoHe
6aJieT 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 — lLIyno. «®aycr» onepachl. «Meducrogpes» -
Bb.Koxxa6aes.

AGait atbiniarel MeMIeKeTTiK aKaeMHsIJIBIK orepa KoHe
GaJier TeaTpbl. AsmMaThbl
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