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RE-MEMBERING IN TWO ANCIENT CITIES

Abstract:

The Han, with its third century BC capital in Chang’an (modern-day Xian), and the West Saxons, with their
ninth century capital in Winchester, built their dynasties by following remarkably similar policies of «re-
membering», or recovering lost textual legacies that were used to underpin the rebuilding and subsequent
re-formation of the cultures. The Han Emperor Wudi (r. 141-87 BC) launched a project whereby he hoped to
restore the legitimacy of Confucius after his writings were destroyed by the legalist Qin emperor Shi Huang.
Thus began the tradition of education in the Confucian Classics and the Imperial examinations. King Alfred, of
course, is famously associated with his project of educational reforms announced in his Preface to his English
translation of Gregory the Great's Regula Pastoralis.

* Paper developed from presentation at the 2017 SEMA Conference in Charleston, SC

Keyword: re-membering, re-formation, Han dynasty, West Saxon, capital.

Introduction established by the legendary Liu Bang,
The Han dynasty, which ruled China while the West Saxons achieved their
from 206 BC to 220 AD, and the West- greatest accomplishments under King
Saxon kingdom, which became the Alfred, who ruled from 871-899. Possible
dominant cultural and political force in connections between these two founding
England in the ninth century AD, share dynasties/kingdoms may seem unlikely;
the distinction of being governments that nevertheless, this paper makes the
laid the cultural and political foundation argument that such connections are there

of future great empires. The Han was and that they are significant. Specifically,



it traces the similar strategies that
established enduring forms of government
and great literary and artistic production
in ancient China and England. The Han,
operating from Chang’an (modern-day
Xian), and the West Saxons, with their
ninth century capital in Winchester, built
their dynasties by following remarkably
similar policies of «re-membering», or
recovering lost textual legacies that were
used to underpin the rebuilding and
subsequent re-formation of the cultures.
The Han Emperor Wudi (r. 141-87 BC)
launched a project whereby he hoped to
restore the legitimacy of Confucius after
his writings were destroyed by the legalist
Qin emperor Shi Huang. Thus began the
tradition of education in the Confucian
Classics and the Imperial examinations.
King Alfred, of course, is famously
associated with his project of educational
reforms announced in his Preface to his
English translation of Gregory the Great's
Regula Pastoralis.

These two cases provide clear examples
of the role texts play in culture building,
how they make it possible to reclaim the
lost past and to adapt it to future dreams of
imperial and national glory. Textual activity
is the true foundation on which cultural
and government centers are built and
sustained over time. While the physical
city, the concrete capital, may move or
collapse in fire, the texts, through the
cycles of recovery and adaptation, survive
and get resurrected to provide a basis for
rebuilding the cultural framework. In the
case of China and England, this process of
«re-membering» is at the core of strategies
for establishing political legitimacy and
cultural ascendancy that through history
would prove to have the power to give
these particular nations such impressive
longevity and influence.

Methods

This study begins by considering the
primary historical records, the statements
left to us by two towering figures in the
development of Chinese and English
culture, Liu Bang, the first Han emperor,
and Alfred, King of the West Saxons. The
records of the statements and actions
of these rulers clearly show that each
understands that their own power and
the influence exerted by their respective
cultures is linked to the quality of
artistic and intellectual production and
this quality is manifested in a variety
of ways, chiefly through literature and
learning. The legitimacy of the ruler
becomes inseparably linked early on to
the sophistication of such productions,
and this connection is expressed in both
cases by analogies between cultural
development and architecture.

Next, | attempt to apply the theories
of «characterology» and «creeft» to these
historical statements and actions. Both
of these theories make use of the ancient
Chinese and the Anglo-Saxon view of the
universe and human society based on the
principle of resonance. What happens
in one sphere of endeavor affects and
resonates with other spheres. By this
logic, the legitimacy of a ruler is tied to
his cultural prowess, his ability to build
and rebuild or, to put it in the context of
this essay, to «re-member», to put the
fragmented members of the cultural
legacy back together. However, the ability
to accomplish such a grand, large project
can be evidenced in the smallest trace of
mastery in the arts. In China, for example,
a skill in the art of calligraphy served to
indicate the level of skill in other spheres
such as administration and government.
That is the principle, according to Rebecca
Doran, that underlies the Chinese theory of
«characterology». In Anglo—Saxon England
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in Alfred’s time, the parallel to this respect
for Chinese calligraphy was found in the
reverence shown for the artistry of scribes
and in the appreciation for the rhetorical
mastery demonstrated in translating Latin.
It was by demonstrating one’s «creeft» in
this way that a scholar, official or ruler
proved his ability to teach and to govern.
What the truly gifted ruler produces
in each case is a government that rests
on an awe-inspiring cultural foundation,
and to construct such a foundation the
Han emperor Liu Bei and the Anglo-Saxon
king Alfred resorted to «re-membering», to
gathering up the tatters of a lost cultural
legacy and putting it back together in
such a way that it could be the platform
for a lasting future greatness. It is in this
endeavor that each ruler shows distinctive
and exceptional skill and artistry. That is
the point | try to make in the final section of
the essay.

Discussion

Sima Qian (145-¢.85 BC), in his famous
Historical Records (Shiji), describes an
argument that arose when Xiao He, the
chief minister to the first Han Emperor
Gaozu/Liu Bang, was accused by Liu
of wasting money on building a huge,
elaborate Eternal Palace at Chang’an
(Xi'an), the Han capital. He reminded the
minister that the fledgling empire had yet
to establish itself securely and was in an
ongoing war with Northern Invaders, the
Xiongnu. Minister Xiao responded that
«tis precisely because the fate of the
empire is not yet settled that we need to
build palaces and halls like these». His
reasoning? «The true Son of Heaven treats
the four quarters as his family estate. If
he does not dwell in magnificent quarters,
he will have no way to display his authority,
nor will he establish the foundation for his
heirs to build on» [1, p.67]

This analogy between building an
elaborate structure and building the basis
for a long-lasting unified empire sounds
surprisingly similar to what King Alfred
was saying in Winchester some thousands
of miles away and almost a thousand
years into the future. In his Preface to
his translation of Augustine’s Soliloquies,
after carefully describing how every person
should venture out into the forest to collect
strong, guiding texts in order to know how
to direct his life, he concludes,

«tis no wonder, though, that one should
labor for such material, both in the carrying
and in the building; but every man, after
he has built a cottage on land leased by
his lord, with his help, likes to rest in it
sometimes, and go hunting and fowling
and fishing, and from that lease to provide
for himself in every way, both on sea and
on land, until the time when, through his
lord’s favor, he should merit chartered
land and a perpetual inheritance. So may
the rich benefactor, who rules both these
transitory habitations and those eternal
homes, bring it about. May he who created
both and rules both grant that | may be
fit for each: both to be useful here and
especially to attain thither» [2, p.68].

In each case, the authors speak of
building a foundation for future greatness,
of legitimizing authority on the basis of
the Lord’s favor. Capital building becomes
empire building by extension, a building
that is legitimized and sustained by
individual moral character. Further, in each
case, the building is a textual endeavor,

a recovery of ancient knowledge and an
intentional remembering/re-membering
that adapts it to present needs. The
capital, like Paul’'s church, is not merely a
physical building project, but a spiritual,
moral and most importantly, a cultural one
that projects visions of nationhood and
empire into the future.



In the building of halls, forts, and
imperial palaces, the techniques practiced
and the materials used in medieval
Northern Europe and in Han China were
somewhat similar. During the Western
Han, architectural design was highly
advanced, and the preferred building
material was wood. One of the most
famous design features, which dates
all the way back to 500 B.C. and the
Warring States period, is the «dougongp.
According to an article in The People’s
Daily, the «dougong are an assemblage
of a number of blocks and arms. The
function of dougong is to transfer the load
from the horizontal member above to the
vertical member below». This structural
element is given credit for making ancient
buildings earthquake proof and for helping
«numerous traditional buildings stand for
ages». Just as with the invention of printing
and the development of gunpowder, the
Chinese were perhaps the first to discover
a structural solution to the threat of living
in earthquake zones [3].

While architectural science was not
as sophisticated in Anglo-Saxon England
as it was in Han China, there is existing
archeological evidence of a remarkably
similar structural innovation in the building
techniques used at sites in some areas
of the country. The usual construction
method of framed buildings, of course,
relied on «a large number of posts [being]
set into the ground to form the basis if
the walls» with «extra rows of posts inside
to help support the roof» and «tie beams
running across the building».

However, in some cases a more elegant
support solution was found:

«The excavations of the seventh century
settlements at Cowdery's Down and
Charlton, both in Hampshire, uncovered
evidence of 'cruck' building, a technique
previously not thought to have been
used until after the Norman Conquest.

In this style of building the outer door
frames extend into the roof and internal
support for the roof timbers is provided
by one or two pairs of curved timbers
(crucks) set next to the door frames. This
method allows for lower side walls and
thus saves on building materials. In light
of these excavations, many other sites
were reassessed, with the result that
cruck building was identified at these too,
showing that cruck building was not only
known, but widespread by the seventh
century» [5].

Jack Sobon is a carpenter who still
teaches his students how to build «cruck»
frames, and his website provides the
following description:

Cruck frames use large curved timbers
to transfer the weight of the roof directly
down to the foot of the posts. Besides
being structurally efficient and allowing the
wall frames to be lighter, they are also quite
beautiful with the arches soaring overhead.

«Each pair of cruck blades is usually
halved from the same tree, and since
the exact curve is undeterminable until
they are made, there are usually many
decisions about the rest of the timber
frame design that have to be made during
layout» [6] ( figure I).

' Jack Chen shows how this exchange between the emperor and his advisor later resurfaced in the Tang emperor
Taizong’s defense of his building of the Daming Palace. Chen notes, «What the emperor [Liu Bang] requires is
a symbol to signal the end of the Qin and the beginning of a new, legitimate dynasty» [4]. Taizong, on the other

hand, sought to legitimize his extravagance by showing his conformity with past imperial greatness [4, page 305].

10
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Figure 1 — Cruck Framing.

Scholars of English medieval
architecture have surmised that this type
of design feature has its beginnings in the
Anglo-Saxon period, although the earliest
preserved examples only date back to the
thirteenth century 2. The cruck would have
served the same purpose as the Chinese
dougong. It made it unnecessary to plant
so many posts for support and opened up
the inside of the building. King Alfred would
have surely been eager to try out any sort
of advanced carpentry, and it is tempting to
treat his famous analogy between building
a hall and building a home for the spirit in
the context of the «cruck» frame.

For one thing, the «cruck» would make
a more suitable, more open space for the
spirit. Such a structure would be more in
accord with the Chinese principles of feng
shui. And in his Preface to the Soliloquies,
Alfred sounds like a devoted practitioner
or this Chinese art as he describes the
airiness and comfort of his <home» that
is aligned with the religious precepts of
Augustine, Gregory and Jerome. Here |
follow the Hargrove translation, which
provides a more literal translation of
the building materials than the one by
Swanson cited above:

«l then gathered for myself staves and
stud-shafts and cross-beams and helves
for each of the tools that | could work with;
and bow-timbers and bolt-timbers for
every work that | could perform—as many
as | could carry of the comeliest trees. Nor
came | home with a burden, for it pleased
me not to bring all the wood home, even if |
could bear it. In each tree | saw something
that | needed at home; therefore | exhort
everyone who is able and has many wains,
to direct his steps to the self-same wood
where | cut the stud-shafts. Let him there
obtain more for himself, and load his wains
with fair twigs, so that he may wind many
a neat wall, and erect many a rare house,
and build a fair enclosure, and therein
dwell in joy and comfort both winter and
summer, in such manner as | have not
yet done. But He who taught me, and to
whom the wood was pleasing, hath power
to make me dwell more comfortably both
in this transitory cottage by the road while
I am on this world-pilgrimage, and also
in the everlasting home which He hath
promised us through Saint Augustine
and Saint Gregory and Saint Jerome, and
through many other holy Fathers; as |
believe also for the merits of all those He
will both make this way more convenient
than it hitherto was, and especially will
enlighten the eyes of my mind so that |
may search out the right way to the eternal
home, and to everlasting glory, and to
eternal rest, which is promised us through
those holy Fathers. So may it be» [9, p. 1].

Carcinelli notes in his edition of Alfred’s
Anglo-Saxon translation of the Soliloguies
that, «the precise meanings of several
apparently technical terms are difficult to
determine», but he soldiers on anyway and

2N. W. Alcock states that there are some 4000 examples of medieval cruck constructions in the British Isles and
that the earliest continental examples date to the thirteenth century [7]. However, there is enough evidence to
trace the design well back into the Anglo—Saxon period, as “the earliest archaeological evidence comes from 4th—

century excavations in Buckinghamshire” [8]
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defines kyglas (staves) and stupansceaftas
(props/stud-shafts) «as referring to
materials for the framework of a building».
Simeon Potter, notes Carcinelli, relates
boh-in bohtimbru to bogian, meaning «to
dwell». A German scholar named Endter
defines this type of wood as a branch or
twig, Zweigholz [10, p.47]. The Bosworth-
Toller Anglo-Saxon Dictionary, however,
defines bohtimber (bogtimber) as «wood
for an arch» but indicates uncertainty with
a question mark after the definition [11].
The existence of cruck framing certainly
helps clear up the mystery and uncertainty
about the precise meaning of this term
indicated by the question mark placed
after this definition. Anyone wishing to
build an airy home would be glad to lay

his hands on some bohtimber. This type
of framing construction would provide

the type of spacious dwelling Alfred is
attempting to summon up.

The structure of the hall of a king such
as Alfred would have been designed to
enhance his authority and reputation
in much the same way the «<magnificent
quarters» that Minister Xiao describes in
the passage quoted above are intended to
«display the authority» of the Han emperor
Liu Bang. The connection between the
hall and the lord’s confident authority is
central to the storyline of the epic Beowulf,
and in the description of Heorot, Hrothgar
King of the Danes’ hall, the scop/poet
devotes a long passage to the description
of the awe-inspiring construction and
spaciousness of the structure. The skill
evidenced in such building, just like the
palace of a Han emperor, is intended to

signify the almost divine status of the King.
The poem, itself a masterful and skillful
witness to the sophistication of the overall
culture, focuses on various manifestations
of skill at all levels of the society: the talent
of the poet (which is described in detail

at one point) manifest in the poem itself,
the skillful artistry in the sword hilt that is
carefully examined by King Hrothgar and

is the only relic of a vanished culture, the
superhuman accomplishments by which
the warriors and heroes are remembered,
and the successful governance of a
number of kings *. The craft of a wide
range of artisans is on display, from the
work of the sword maker to the beautifully
ornate household items like cups
produced by the metal worker. And craft

is also shown in the behavior of those at
Hrothgar’'s court. Wealtheow, Hrothgar’s
queen, puts on a perfect performance

at court when she dispenses wine and
advises the warriors to seek out peace.
Beowulf's speech before Hrothgar is so
polished that the King exclaims that he has
never heard such a young warrior speak
so well and so wisely. The poem is packed
with examples of those who do what

they do so well that it transcends human
ability and approaches the divine, with the
poem itself being an instance of what it

is praising. All of these crafts participate
at different levels in the skill shown by

the Creator himself in the crafting of

the universe. Peter Clemoes has found
exactly the same «synthesizing power of
the word creft in Alfred’s understanding of
. .. spiritual, moral and material elements
in a God—devoted wisdom» [12, p. 232].

3] use Swanton’s more recent translation of the Soliloquies preface above (see note 2), but in this particular
passage he chooses to translate Alired’s Anglo-Saxon bohtimbru as “building-timbers” [2, p. 68]. Hargrove’s
rendering of “bowtimbers” is much closer to the literal meaning of the term, follows the definition in Bosworth and
Toller’s Anglo-Saxon Dictionary and supports the likelihood that Alfred may well have been thinking of a bowed

cruck timber.
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A famous example of how this system
functions is the ninth century Alfred jewel,
a beautifully worked piece of gold, enamel
and quartz which has written around its
base <ALFRED MEC HEHT GEWYRCAN»
[Alfred commanded me to be made] 5. The
skill manifest in this jewel is a witness to
the skill of Alfred the King, whose ultimate
goal was to masterfully shape his kingdom
according to the ideals of unity, harmony
and justice. The kingdom is his jewel in the
same way that the universe itself is the
Creator’s jewel.

A synthesizing power similar to what
we find in Anglo-Saxon creeft is found in
the Chinese «characterology». The Han
emperor, just like the Anglo—Saxon king,
has to «creeft» his kingdom, to make it his
jewel, and that becomes an expression
of his «understanding» of all the various
elements Clemoes mentions working
in his wisdom. In the case of the Han,
however, the best example is not jewelry
(although there is plenty of that), but
calligraphy. The art of calligraphy saw its
most significant period of development in
the Han dynasty, just as crafts like jewelry
and the arts of translation, rhetoric and
poetry saw a rebirth in Alfred’s England.
The most telling connection is between
the art of the Anglo—Saxon scribe and the
Chinese calligrapher. Speaking of Alfred’s
execution of a «centralised cultural policy»
to bring about a cultural rebirth, Anne
Lawrence notes that the entire project
depended «upon the existence of some
means of directing the training and work
of scribes, which points once more to the
existence of a writing office, and perhaps

a school, within the religious sector of

the king’'s household» [13, p. 39]. So an
enormous amount of effort was expended
in Alfred’s England to train scribes and to
bring their skill up to or surpassing in some
cases the level of excellence seen on the
continent. The same passion existed in
Han China with the rebirth of Confucian
learning and the effort expended on the
restoration of Confucian classic texts lost
during the tenure of the Qin. Whereas in
Anglo—Saxon England scribal practice held
the spotlight, in Han China it was the skill
of calligraphy. One’s talent with the brush
came to be seen as a primary way to detect
the virtue at the very core of a scholar or
ruler’s character, and this magical ability
to see through to the inner person was
provided by the «practice of characterology,
a belief that the inner nature or character
of an individual can be determined
through an examination of external traits
or behaviors, including artistic efforts such
as calligraphy» [15, p. 428]. So great was
the value placed on the greatest examples
of this art that even rubbings taken of
them from stone tablets fueled intensely
competitive situations among enthusiasts,
even between emperor and subject as
happened in the case of a rubbing of a
work by Wang Xizhi. This treasure, the
Preface to the Poems Composed at the
Orchid Pavilion, was owned by a monk,
Bian Cai, so the emperor sent a trusted
court official Xiao Yi to acquire it. Once

he had it in his possession, he intended

to keep it forever; he is rumored to have
commanded that it be buried with him.
Just the possession, then, of a great work

*In regard to the ideals of kingship, the poem itself has long been seen by many scholars as a guidebook for kings, a
type of «mirror for princes» showing what qualities make a successful ruler. The current Beowulf Handbook lists five
early German scholars (Outzen, Earle, Schiicking, Lieberman and Heusler) who «considered the epic a Fiirstenspiegel,
a mirror for princes designed to instruct them in kingly behavior» [14, p. 33].

For a description and interpretations, see D. A. Hinton, The Alfred Jewel and Other Late Anglo-Saxon Decorated

Metalwork, Oxford, 2008.
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of calligraphy could convey the authority,
legitimacy and respect due to the artist
directly to its possessor. If the rumor is
true, this emperor was even keen to have
all that glory follow him to the underworld
[16].

To gain true and lasting authority
in Han China, though, the ruler had to
produce the right results. What emerged
during the Han after the depredations
of the harsh legalism of the Qin dynasty
was a restoration of a Confucian model of
leadership and a more democratic ideal of
participatory government (although it was
by no means fully realized):

«China was not only a technological and
economic power but also an ideological
power. The Han established the world's
first university — the Imperial College.

The numerous philosophical schools of
thought that had emerged in the Spring
and Autumn and Warring States periods,
continued to flourish. Confucianists,
Legalists, Daoists, followers of the Yin-
Yang school and others competed for
government posts. The ideals of justice
and harmony between man and nature
were embodied in the political system and
laid the ideological foundations of a unified
civilization» [17].

The emperor who presided over such
a civilization had to live up to some pretty
high Confucian standards. This ideal
ruler acted as a caring parent who put the
needs of his children, the people, first. A
story from the fourth century Confucian
Chronicle of Mr. Zuo about a conversation
between the singing master Shi Kuang and
the Duke of Jin, outlines how the success
of the ruler in providing security and a
good life for his people establishes his
hegemony. When the Duke asks Shi Kuang
why another ruler had been unable to keep
his kingdom, the singing master explains
that such rulers fail to fulfill the primary
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duty of seeing to the needs of the people
and especially to the artisans and laborers
whose roles at all levels of society support
his kingdom:

«When a good ruler goes about
rewarding good and punishing excess,
he nourishes his people as if they were
his children, shelters them like Heaven,
accommodates them like the earth. And
when the people serve their ruler, they love
him as they do their parents, look up to
him like the sun and moon, revere him like
the all-seeing spirits, fear him like thunder»
[18, p. 9].

Shi Kuang then goes into detail about
how «all levels of society, down to the
very lowest, are seen as participating»,
and the list includes «artisans, blind
musicians, merchants, and commoners»
as participants in a process that is not only
restricted to the members of the elite [18,
p.9]. The kingdom is one big Confucian
family operating according to reciprocity.
The emperor/parent nurtures the people/
children, and they, in turn, admire the
skillful and wise strategies he employs to
look after their welfare and to strengthen,
secure and unify the kingdom.

Alfred set similarly high standards
for his rulers in works such as his
translation of Gregory the Great’s Liber
Regulae Pastoralis, [No note here.] but
the value he places on justice and social
harmony as a goal in his political theory
is most clearly laid out in his translation
of Boethius’ Consolation of Philosophy:
There, in a passage not found in Alfred’s
original, Alfred responds to what the guide,
Philosophy, says about freeing oneself
from worldly desires, Alfred responds that
the special demands of his duty as a king
require him to pay close attention to the
welfare of his kingdom, worldly though it
may be:
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«0 Philosophy, thou knowest that |
never greatly delighted in covetousness
and the possession of earthly power, nor
longed for this authority, but | desired
instruments and materials to carry out
the work | was set to do, which was that |
should virtuously and fittingly administer
the authority committed unto me. Now
no man, as thou knowest, can get full
play for his natural gifts, nor conduct and
administer government, unless he hath fit
tools, and the raw material to work upon.
By material | mean that which is necessary
to the exercise of natural powers; thus a
king's raw material and instruments of
rule are a well-peopled land, and he must
have men of prayer, men of war, and men
of work. As thou knowest, without these
tools, no king may display his special
talent. Further, for his materials he must
have means of support for the three
classes above spoken of, which are his
instruments; and these means are land
to dwell in, gifts, weapons, meat, ale,
clothing and what else soever the three
classes need. Without these means, he
cannot keep his tools in order, and without
these tools, he cannot perform any of the
tasks entrusted to him. | have desired
material for the exercise of government
that my talents and my power might not be
forgotten and hidden away, for every good
gift and every power soon groweth old and
is no more heard of, if Wisdom be not in
them. Without Wisdom no faculty can be
fully brought out, for whatsoever is done
unwisely can never be accounted as skill.
To be brief, | may say that it has ever been
my desire to live honourably while | was
alive, and after my death to leave to them
that should come after me my memory in
good works» [19].

This statement sounds startlingly
Confucian with its emphasis on the ruler’s
virtue and learning being the source of his

authority, but all this goodness and wisdom
is of no use if the ruler cannot make his
skill manifest to the people through what
he provides and produces. They are
unable to see it except through the practice
of «characterology» and an appreciation of
«creeft». Alfred, like the most successful
Han emperors, employed several different
strategies to secure his kingdom. He
authored a law code, he laid out forts to
guard against invasion, and for one of his
efforts, shipbuilding, he has even become
known as the father of the English navy.
However, his greatest contribution, his
efforts at educational and cultural reform,
aligns him most closely with the Han. It

is in that endeavor that we see the most
impressive evidence of his kingly «creeft».
As minister Xiao speaking to Liu Bang
might put it, his translation projects, his
establishment of schools and scriptoria,
and his recruitment of continental scholars
and teachers like the highly respected

and widely admired Benedictine monk
Grimbald, all of these accomplishments
provided him with a «<way to display his
authority» and a means to «establish the
foundation for his heirs to build on» [1, p.
67].

The texts that Alfred and his scholars
gather become, to use his own words, «the
material for the exercise of government»
that permits him to show his «creeft». This
particular exercise is part of a policy of
educational reform outlined in his Preface
to the Liber Regulae Pastoralis. This
project is not about creating anything
new necessarily, but to recover what has
been lost due to Viking invasions that
tore England apart for most of the ninth
century.

«When | considered all this |
remembered also how | saw, before it
had been all ravaged and burnt, how the
churches throughout the whole of England
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stood filled with treasures and books, and
there was also a great multitude of God’s
servants, but they had very little knowledge
of the books, for they could not understand
anything of them, because they were not
written in their own language. As if they
had said: “Our forefathers, who formerly
held these places, loved wisdom, and
through it they obtained wealth and
bequeathed it to us. In this, we can still see
their tracks, but we cannot follow them,
and therefore we have lost both the wealth
and the wisdom because we would not
incline our hearts after their example»

[20, p. 4-5].

Alfred’s act of «remembering» the
past drives his present efforts at «re-
membering» the foundation of his
legitimacy and of his cultural legacy. The
house has been «dismembered» by the
Vikings, and his job is to find the lost parts,
to put them back together and to lay a
foundation for the future development
of England as a great nation. The type
of cremembering» Alfred engages comes
close to being what Sarah Foot describes
as the act of recovering «a pool of shared
remembrance to which the members of
a specific social, political or, for example,
religious community have access by virtue
of their individual and collective ownership
of the elements of which it is constructed».
She goes on to distinguish the act as «the
mental process involved in its recovery
is that of retrieving a learned pattern, not
the process of drawing out an experienced
one» [21, p. 188].

Alfred wants to recover the treasures,
the great cultural artifacts and
achievements, but he primarily focused
on replacing the lost learning found in the
books. Thus begins his translation project
and the work that will take up most of the
remainder of his life: rendering Gregory,
Boethius, Augustine and the first fifty
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Psalms found in the Paris Psalter into
English that could be understood by all his
subjects, his specific social and political
group. He carefully begins to rebuild the
Christian cruck framework of the culture
with these texts, and with the inauguration
of The Anglo-Saxon Chronicle, he also
secures a textual memory of England’s
past. Finally, with commissioning the Old
English Orosius, he makes an effort to
place English history in the context of
world history and geography, as far as it
could be known. He thereby extends the
scope of English interests. The project,
however, is not so much driven by a desire
to build a new culture from scratch as it is
motivated by the wish to recover the lost
foundations needed to support his vision
of a future English society that, restored to
its previous glory, could one day enter into
the ranks of the great civilizations of the
world.

The task facing the Gaozu Emperor, who
established the Han dynasty (206 BC-220
AD), was eerily similar and every bit as
demanding. This particular emperor, born
Liu Bang, occupies the same legendary
status in Chinese history as Alfred holds
in the chronicles of English history and
not just because he founded one of
the greatest and long-lived dynasties
China has ever known. He began life
as a peasant and is one of only two
emperors with peasant roots (the other
is the Hongwu Emperor, who established
the Ming Dynasty in 1368). To become
emperor he had to defeat the Chu warlord
Xiang Yu (the subject of the film Farewell
My Concubine) and the accounts of the war
between the Han and Chu (The Han-Chu
Contention) became such an integral part
of the culture that the Chinese chessboard
to this day is divided not between black
and white, but between Han and Chu.

The previous Qin emperor had been a

Central Asian Journal of Art Studies N2 |2019



ruthless tyrant who had structured his
government according to the principles of
legalism. He had unified China when he
established the Qin dynasty (221-206 BC)
after defeating all the other contenders
fighting for power after the decline of the
Zhou dynasty. The code of legalism which
he used to govern his vast empire and to
extend his territory far beyond his capital
at Chang’an (present-day Xian) could not
have been more at odds with the teachings
of Confucianism, which nurtured the notion
that virtue is developed through the strict
observance of rituals. In accordance with
Legalist principles, the Qin Emperor Shi
Huang «abolished the feudal system that
was in practice in China and replaced it
with a centralized, autocratic government.
Additionally, laws were codified, and people
were punished if they did not obey them.
Moreover, the script used for writing,
coinage, as well as weights and measures,
which had previously varied from state to
state, was standardized during his reignn».
To a Confucian, simply choosing to do the
right thing through fear of punishment,
which was the spring that made Legalism
effective, was an act lacking any exercise
of virtue. It was simply the cowardice of an
animal who behaves in order to avoid the
sting of the master’s rod.

«Humanism is the central feature of
Confucianism, which revolves almost
entirely around issues related to the
family, morals and the role of the good
ruler. It stresses the need for benevolent
and frugal rulers, the importance of inner
moral harmony and its direct connection
with harmony in the physical world. Rulers
and teachers, according to this view, are
important models for society: a good
government should rule by virtue and
moral example rather than by punishment
or force». [22]

The showdown between the emperor

and the Confucianists came when Shi
Huang made the decree that «the official
histories, with the exception of the
Memoirs of Qin, be all burnt, and that
those who attempt to hide [other works]
be forced to bring them to the authorities
to be burnt» [23, p. 695]. Many Confucian
scholars were buried alive, and, most
significantly, a lot of the classic texts were
burnt.

If the situation had remained the same
once the Han emperor Gaozu took over, it
is very possible that Confucianism would
not ever have become the foundation and
framework of Chinese culture that itis. At
the same time he was building his capital
in Chang’an «to display his authority» and
«establish the foundation for his heirs to
build on», he was also busy recovering
the lost teachings of Confucius and
encouraging scholarship on the classical
texts. He built a complex bureaucracy with
Confucian scholars at the center of it all.
«The criteria for selecting and advancing
candidates for government office laid
stress on Confucian learning and virtues»
and «all over the country teachers attracted
large numbers of students and disciples»
[1, p. 78]. The main goal of these
scholars was to restore the classic texts
of Confucianism to the status they had
once enjoyed. They «devoted enormous
energy to the reconstruction of the books
destroyed by the Qin government and the
revival of traditions of interpretation that
had grown up around themn» [1, p. 79]. This
effort would be given a huge boost later
by the Emperor Wudi (r. 141-87 BC), who,
among numerous other contributions that
would shape Chinese culture, had the
foresight to commission the famous history
of Sima Qian, the Grand Historian. Itis
thanks to Sima Qian that we have a record
of the earliest periods of Chinese history,
all the way back to the fabled Xia and up to
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the Han dynasty.

If we replace «Confucianism» with
«Christianity», the Han mission of «re-
membering» sounds very much like Alfred’s
program of educational reform. Atthe
center of his vision of a thriving English
society was the teacher and such teaching
is the foundation holding up his efforts
to transform individual subjects and to
fit them to his building, his new society
founded on the compassionate and
consistent application of laws and the
Confucian virtues of mercy and virtue; he
takes great pains to lay it out carefully and
deliberately. Numerous scholars have
noted how he identifies the ruler with the
teacher in his translation of Gregory’s
Pastoral Rule, and he sees David as the
model of the «ruler as teacher». From this
work comes the line that could stand as
the motto of his program to revive Christian
culture in England: «teaching is the craft
of all crafts». And like the Emperor Wudi,
Alfred had the good sense to commission
historical projects, the Chronicle and the
Orosius.

All of these reforms were being carried
out under intense outside pressure in
both cultures in the form of Northern
invaders in each case. The boundaries of
the Han were constantly being violated by
the Xiongnu barbarians from the Eastern
Asian Steppe; the threat to the West-
Saxons came from Viking invaders. But
these invaders were eventually absorbed
and assimilated in each case, and they
themselves came to be a part of the social
and political group drawing on the «pool of

shared remembrance» social and political
group drawing on the «pool of shared
remembrance» °.

In both these cases, textual «re-
membering» played a key role in culture
building. Recovering lost learning and lost
classics helped to lay the foundation for
the empires that would develop later, one
Confucian and the other Christian. The
wood that Alfred uses as an analogy for the
texts he believes all people should read
and that the Han Emperor used in building
his palace has in most cases decayed, but
the texts themselves continue to exist as
central ancient blueprints that lay out the
values and goals of these two peoples.

Conclusion

One of Joseph Needham’s most oft-
quoted statements is what he said about
the study of China: «But Chinese civilization
has the overpowering beauty of the wholly
other, and only the wholly other can inspire
the deepest love and the profoundest
desire to learn» [24, p. 176]. The study
of the wholly other is what motivates us
to learn about ourselves, it turns out. It
is not just that the same sort of thinking
and ideas were circulating in ancient
China and Anglo-Saxon England, nor is it
a question of influence; the real benefit
lies in the fact that the understanding
of another, seemingly radically different,
culture puts the familiar one into a
different light, allows us to regard it from
a new, refreshing perspective that brings
out details and important concepts that
might otherwise go unrecognized. This

¢ Richard Green states, «England still remained England; the conquerors sank quietly into the mass of those
around them; and Woden yielded without a struggle to Christ» [25, gtd. in Algeo 84].

"The complexities of this perspective are examined by Stefan Jacobson in the article «Chinese Influences or
Images? Fluctuating Histories of How Enlightenment Europe Read China». For his discussion of Said’s remarks,

see page 625 and following.
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essay is just an attempt to put a few of
the Western and Eastern pieces of the
world-historical puzzle together and to
make connections that give us an organic
global perspective versus the culturally
specialized disciplinary «gaze» of Western
scholars to the East that has been
described by Edward Said as a key feature
of Orientalism. The goal is to make
Chinese history less something external to
Western history and more like an element
that is a part of it. And vice versa.
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ArbinwbiH mini kagpedpacel (Kocman KaponuHa YHusepcumemi, AKLL)

KOHE EKI KAJIA TYPAJIbl ECKE ANIFAHAA

AHpaTna:

bi3aiH gayipimiare geniH ywiHwi Facbipga XaHb YaHbaHb (Kasipri CuaHb) acTaHaCbIMEH oHE TOFbI3bIHLLbI

Facblpga 6aTbiCc caKkcTap BuHyecTepae «KanTa eHy» TaHFanap/blK 84iciHe HeMece KanTa KypbliblCTbl HblFaUTbIM,

MoAEHUETTEPAI KanTa Kypy YLWiH NanganaHbliNFaH XofalFaH MaTiH MypacbliH KaWTa KannblHa KeNTipy ajiciHe

cyvieHe OTbIpbIn ©3AepiHiH ayneTTepiH Kypabl. Mmnepatop XaHb Yau (oK. 141-87 [0 H.3.) })ob6aHbl icKe

KOCTbI, OHbIH, WeH6epiHae on nmnepatop LinHb LK XyaH WwbiFapmanapblHbiH KO3iH onfFaH KoHdyuunain

NEernTUMAIINIriH KaTa KannblHa KenTipyre yMmiTteHi. KoHbyumMaHablK KnacCuKaaa *aHe nMnepaTopiblK

emTuxaHgapaa 6inim 6epy AacTypi ocbinai 6actangbl. Anbdpes Matiwa Mpuropuint Bennkuingi « Regula

Pastoralis» TpaKTaTbiHbIH, aFblILWbIH TiNiHAET aygapMacblHbiH anfFbiCe3iHAe XasbliiFaH e3iHiH 6iniM 6epy

pedopManapblHbIH }X06anapbiIMeH 6enrini.

KinT ce3paep: ecKke any, pepopmanay, XaHb aynerti, batbic CakcoHuUs, acTaHa

Pau Mome

YHueepcumem Kocman KaponuHsi (KoHeel, KOxHass Kaponuxa, CLUA)

NMOMMUHASA O ABYX APEBHUX rOPOAAX

AHHOTaLMA

XaHb C ero CToNuLEeN B TPETbEM BEKE A0 Hallen 3pbl B HaHbaHe (CoBpeMeHHbIM ChaHb) 1 3anagHble

CaKCbl CO CTONMLIEN B AEBATOM BeKe B BuHYecTepe nocTpounan CBOU AUHACTUM, cneaya yamBuUTeNIbHO

CXOXXeMy MeToAy «MOBTOPHOIo BCTYNNEeHUA» UM BOCCTaHOB/IEHNA NOTEPAHHOIO TEKCTOBOIO Hacneausd,

KOTOpOE MCNoJIb30BasioCh A1 NOAKPENIEHUS NEPECTPONKMN U nocnepymouero ﬂepeyCTpOVICTBa
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KynbTyp. MMnepaTop XaHb Byaum (oK. 141-87 [0 H.3.) 3anycTu NPOEKT, B pamMKax KOTOPOro OH Haaesncs
BOCCTAHOBWTb IETMTUMHOCTb KOHDYLIMS Nocne Toro, Kak ero NnpomsBeaeHns Gbliv YHUUTOXKEHbI NETUCTOM
LInHb nmnepatopom LLn XyaHom. Tak Havanacb Tpagmums o6y4eHUs Ha KOHPYLIMAHCKOM KNTaCCUKeE 1
MMMNEepaTopCKUX ak3ameHax. Koponb Anbdpea, KOHEYHO, MU3BECTEH CBOMM NMPOEKTOM 06pa30oBaTe/bHbIX
pebopm, 06bsIBIEHHBIM B €r0 NPEAUCIOBUM K €r0 aHrMnckoMy nepesoay Regula Pastoralis Tpuropus
Benukoro.

KnioueBble cnoBa: BCNomMuHaHue, pedbopMrMpoBaHne, gMHacTus XaHb, 3anagHas CakcoHus, ctonmua.
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ART STUDIES

JKAHPOBO-
MHTOHAUHUOHHDIE
[MPEABECTHUKH

OBbPA3A KAPMEH

MPHTH 18.41.45

T. B. )Kapkux!'

'Xapokosckuil HayUOHAAbHBLI YHUBEpCULMEm
uckyccms un. M.I1. Komaapesckoeo

(e. Xapvkos, ¥kpauna)

B MELODIES
K. BU3SE

YXAHPOBO-UHTOHALIMOHHBIE NPEABECTHUKU OBPA3A KAPMEH B MELODIES )X. BUSE

AHHOTauMA

lNpoBeaeHHbIN B JaHHOM cTaTbe Bepb6anbHO-My3blKalbHbIM aHann3 AByx COYNHEHNN K.brse, HanMcaHHbIX B

*aHpe mélodie B 1866 roay Ha ctuxu B.Toro: «Guitare» («fMTapa») U3 BokanbHoro Lukna «Feuilles d’album»

(«JIncTbl M3 anb6omar) v «Les Adieux de I'hdtesse arabe» («[TpolwaHne apaBUTAHKW»), MOKa3as, 4To OHU

ABNAOTCH OAHUMM U3 APYaNLLIMX B TBOPYECTBE KOMMNO3MTOPa NpeadYyBCTBUI 06pasa npociasieHHon KapmeH.

GDpaHLl,yacle OpPUEHTaNN3M, XapaKTepHbIX 419 KOMNO3MTOPCKOro cTuns XK.brse, NposBUACS He TOSIbKO B

LwefesBpe onepHon apamatypruv «KapMeH», a 1 B KaMepHO-BOKabHbIX NponadseaeHusx. Ctunesble 4epTbl

dbpaHLy3CKOoro opMeHTanMamMa B Teopyectse Mactepa 06yCnoBAEHbl HAMUYUEM: YETKON PUTMODOPMYIIbI,

MeNn3maTUKK, TaHLEeBaIbHOCTH, TeaTPanbHOro MbllNEeHUs, ABONCTBEHHOW CEMaHTUKM.

KnoueBble cnoBa: xaHp mélodie, dpaHUy3CKuii opreHTanmsam, putModopmyna, TeaTpanbHOCTb MblLLIEHUS.

BBepeHue

K. buse (1838 — 1875) n3BecTeH,
npexae Bcero, Kak aBTop 0AHOM U3 caMblX
nonynsipHblx onep B Mupe — «<KapmeH»
(1875). B «My3bikanbsHoM cnoBape poysa»
3TO COYMHEHME MPU3HAHO LeaeBPOM
MWPOBOK OMepHOM ApamMatypruu [1, c.
46]. «<KapmeH» aBnsgeTcs 0AHOBPEMEHHO

N UTOrOM BCEW KM3HM KOMMNO3NUTOPA,

N BEPLLUMHON BCEX EM0 TBOPYECKMX
JOCTUXEHWW. HeoueHEHHas Npu XKMU3HU
XYOOXHMWKa, HENoxoxas Ha BCE TOo, 4TO
Obl/10 Ha onepHom cueHe B 70-e roabl XIX
BeKa Bo PpaHumMK (M MOLLHbIE CTPACTH, U
pas3roBOpPHbIE ANANONN, a HEe PeYnUTaTUBSI,
KaK 3T0 6bI10 NPUHATO) My3blKa «KapmeH»
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B HacTosilee BpeMs MOHSTHa W KenaHHa
AN§ cnylartenen Bo BCEX CTpaHax Mupa.
[lo3TOMYy OrpPOMHbLIN UHTEPEC NPEeacTaBIsaeT
N3y4yeHUe Toro, 4YTo NpeawecTsoBano
CO3JaHunto 6eCcCMEePTHOro ONepPHoOro
TBOPEHMUS.

MeToabl

B ocHOBE MeTo0/10rMn nccneqoBaHus
3aJ10XeH KOMIMEKCHbIW noaxoa. JaHHas
paboTa onnpaeTcs Ha KOHTEKCTHbIN
(Heobxoamnm ans onpeaeneHuns
}aHPOBO-CTUNEBDLIX CBA3EN MEXAY
Npo13BEeAEHUSAMN KOMMO3KTOpa),
CTPYKTYPHO-PYHKLMOHAbHbIN
(MpeaHa3HayeH ans uccnefoBaHus
KOMMO3ULMOHHO-ApamMaTyprmyeCKmx oCHOB
PacCMOTPEHHbIX MPOU3BEAEHNN) METOAbI U
TeopeTn4ecKyto 6asy (0630p UCTOHHUKOB
13 pa3Hbix 061acTen nuTepaTypoBeaeH S,
MY3blKOBeEeHUs, BOKaIbHOW Nefarornku,
NCTOPUKN U TEOPUU TeaTpa).

Pesynbratbl

TBopyecTBO H.bM3e NoYTU HE U3Y4EHO
OTEeYEeCTBEHHbLIMW My3blKOBEAAMM.
CyLLEeCTBYIOT TOJIbKO HEKOTOpPbIE CTaTbK,
NOCBSILLEHHbIE €r0 ONEPHBLIM TBOPEHUSAM,
B YacTHOCTH, «KapmeH» [2, ¢. 44], oagHaKo,
YTO KacaeTcsl KaMepPHO-BOKasbHbIX
COYMHEHWI, TO OHW BOBCE HE nonasnu B
none 3peHns YKPanmHCKMX Y4EHbIX.

MHOecTBO NyTen, BeayLmx K
«KapmeH» cogepKuTcs B KaMepHo-
BOKa/IbHOM Hac/ieanMmM KOMNO3UTOpa 3MoxXu
pomaHTM3Ma. OaMH 13 TaKUX NyTen cBa3aH
C }aHpPOBOW OCHOBOM G pPaHLYy3CKOM
mélodie. Bo3HMKaET BOMPOC, KAKNM e
06pa3oM NpUYaCTEH 3TOT XKaHpP K ONEPHbIM
cueHam 3HameHuTon «<KapmeH»? B gaHHOM
cTaTbe OCYyLLEeCTBEHA NOMNbITKa OTBETUTb
Ha 3TOoT BOMpocC.

KamepHo-BoKanbHoe Hacneaue XK.buse
Hac4MTbiBaeT OKOJ10 50 COYMHEHUM
B »kaHpe mélodie — cnoxHoro u
N3bICKAHHOTIO }aHpa, KOTOPbI BO3HUK BO
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dpaHunmn B cepeamnHe XIX BeKka. ABTOPCTBO
TepMuHa «mélodie» npuHaaNexuT
.Bepnnosy, a ero neceHHbIn LUNKN Les
nuits d'été (1841) aBnaeTcs ApK1UM
NPMMEPOM 3TOr0 *KaHpa. TeM He MeHee,
$paHLUy3bl NonaratoT, YTO «HACTOALLMM
ocHoBaTenieM mélodie Bo ®paHuun» [3, c.
215] ctan LWW. T'yHo.

Onpepenenune cywHocT mélodie
MOMXHO HaMTK KaK Yy OTe4eCTBEHHbIX, TaK
N 3apyb6erKHbIX My3blKOBEA0B, TaKUX KaK
M.®Pop, benbtpanpo-latbe, B.}KapKoBa,
E. KopHuneHko, B.HeuenypeHko,
C.JlykoBcKas. CyTb CBOAUTCS K TOMY, YTO
rnaBHas 0CO6EHHOCTb 3TOr0 XaHpa —
MaKCUMasibHOE «PacTBOPEHNE» MY3blKK B
Nnoa3nn 1 BO3HUKHOBEHWE rapMOHUN, rae
C/I0BO M MeNoans eanHbl 1 Hepas3pbiBHbI. B
OCHOBe ¢dpaHLy3cKkor mélodie — cTporoe
COBMajeHne aKLLEHTMPOBKM MO3TUYECKOMN
$pasbl u My3blKanbHOro putma. Npu
«MOAKOYEHNU» FOf1I0Ca NeBLLA MPOUCXOANT
NpoAJiEHNE N Pa3BUTUE TEX A3bIKOBbIX
WMHTOHALMM, KOTOPbIE XapaKTepHbl ANs
camoro ucnosHutens. Kpome Toro, ewé
O/1HO BaXKHOE YCNOBME MPW CO34aHNK
mélodie — ucnonb3o0BaHME NPOU3BEAEHUN
BEIMKUX MO3TOB, IMTEPATYPHbIV TanaHT
KOTOPbIX HE MOANEXMNT COMHEHMIO.

Auckyccuna

K. buse 6bin uTEpPaATYpPHLIM
«'YypMaHOM» U UCNONb30Bas B CBOEM
TBOPYECTBE NO3TUYECKNE COHUHEHUS
NENCTBUTENBHO BeNnKux MactepoB. OgHum
N3 TaKKX XyOOXHUKOB C/oBa fABNseTcs
Buktop lMoro (1802 — 1885), yHMKanbHbIM
B CBOEM poje, MOCKOJIbKY BCE ero Nbechl
NOAYy4YNUNN My3blKanbHOE BOMIOLWEHME Ha
onepHomn cueHe. Cpean TaKoBbIX: «IpPHaHM»
n «Puronetro» (<Koponb 3abaBnsetcs»)
xK.Bepan, Jlykpeumna boparkna»
I. JoHunueTTH, «IxKoKoHaa» («Cobop
Mapuckon 6oromatepmu») U «MapuoH
denopm» A. TToHKbennu, <AHaXKeno»
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(<AHpKeno, TupaH NMagyaHckuir) L. Kion,
«Mapwus Tiopop» A. Tomeca, «[JoH Cesap ae
basaHn» («Pion bnas») . MaccHe.

®paHLUy3CKNi 93bIK B cTuxax B. Moro
HaCTONIbKO MENOANYHbIA U OCMbICNIEHHbIN,
YTO B €[JMHCTBE C MY3bIKON BO3HUKaeT
€[IMHbIN 3BYKOBOW KOHTUHYYM,
OKa3blBaloLWMi CyrreCTMBHOE BO3/1ENCTBUE
Ha cnywarenen. 3TUM 1 06 bSACHAETCS
60/ibllas NonynsapHOCTb N03Ta cpean
KOMMO3MTOPOB, MY3bIKQHTOB, NEBLOB, €ro
UM$ CBSI3aHO C aBOJIOLMEN PPaHLy3CKON
mélodie KakK »aHpa. B XIX BeKe Ha CTuxK
B. Moro counHanu mysblky I. bepnnos, @.
Iuer, W. TyHo, 3. Jlano, K. CeH-CaHc, K.
MaccHe, . ®ope, 3. LLlabpure 1, KOHEHHO
e, XK. buze. B 4yacTHOCTU, MOITUYECKUM
MaTtepuanom ansg mélodie «Les Adieux de
I’'hotesse arabe» («[polaHne apaBUTAHKWY,
1866), KoTopas 9BNAEeTCa OAHOM U3
CcaMblIX NONYAAPHbIX M 3QDEKTHbIX Mélodie
HK.buze, ctano cozgaHHoe B 1828 rogy
OJlHOMMEeHHOoe cTuxoTBOpeHUe B. lioro,
Bolellee B COOPHUK «BOCTOYHbIE
MOTUBbI».

Tema BocToKa 6bl1a 4pe3BblHaHO
nonynsipHa B 3anoxy poMaHTM3ma.
CTpeMieHune K 9K30THUKE — 3TO NOUCK
CYacTb4, UCMbITaAHME YEero-To HOBOTO,
HeusBeOaHHOro. M, eCteCcTBEHHO, YTO B
TBOpyecTBe B. loro n . bru3e BocTo4Has
TeMaTuKa TaK¥Ke nposiBuiacb BO MHOMMX
NpPOM3BEAEHUSAX, HO MOCKOJbKY, HK B.
[toro, HK XK. buse H1MKorga He 6bin B
BOCTOYHbIX CTpaHax, XyAOXXHWKK co3aaBasu
CBOW TBOPEHUS MOCPeaCcTBOM daHTa3nu,
BooGpaxeHus. CneayeT 3aMeTUTb, YTO
B XIX BeKe, B OT/IM4ME OT COBPEMEHHbIX
npencra.sneHni, nogq BocTokom noHMManu
TeppUTOpPUIO, HaunHatLytocsa ¢ UcnaHuu
1 3aKaHuuBalowyloca NHamen (croga
Bxoaunu Mpeuus, Typuns, Knutan).

OpueHTanbHble MOTMBLI B TBOpYECTBE B.
[toro nposiBNs0TCA Noc/ie 3HaKOMCTBa CO
CBSILLLEHHOW KHMIOW MycynbMaH KopaHow,

NaMsATHUKOM CpeHEeBEKOBOW apabCKom U
nepcuacKkon nutepaTtypbl «Tbicaya n ogHa
HOYb», COYMHeHnamMK K. banpoHa, U. B.
¢oH [ETe. Kpome Bcero nepeymncieHHoro,
ang B. loro Boctok — 310 «PomaHcepo»,
370 McnaHug, B BUAE ropoja, rae «cpeau
CMOKOBHMWLL M NanbM, BOCTOYHAs MEYETb
C Kynonamu n3 Meau 1 onoBa <...> C
apabCcKou BA3blo CTMXOB U3 KopaHa

Haj KaXkaon ABEepbio, CO CBEPKAIOLLMMMU
CBATUNULLAMM C MO3aMUYHbIM MOJIOM U
MO3aWKoW CTeH...» [4]. B AeTcKue rogpl
$paHLy3CKOMY NO3Ty BCE e J0BeNOChb
no6biBaTb B UcnaHnu 1 B AanbHenLeM
SIDKME KpacOoyHble BNeYaTneHus,
ocTaBLUMECS B MAMSATU, XYAOKHUK
NepPeHecET B Mo33uto.

BosBpaluasch kK mélodie «Les Adieux de
I’hotesse arabe» (MpolaHe apaBUTAHKHM),
HeobxoauMo 3amMeTuTb, 4To K. buse
MCMOJIb3YET TONIbKO NEPBYIO, TPETHIO,
YeTBEPTYIO U ceabMyto U3 BOCbMUK CTPOD
B.loro. OH OTKa3bIBAETCS OT }KECTKOM
CTPOdUYECKOM M BblIOBUPAET OPUTHHANBbHYIO
$GopMmy, BAOXHOBNEHHbIN, NO-BUANMOMY,
noasuen B. Moro n BocnpMHuMatowmm eé
Nno-CBOEMY, yCTaHaB/MBaeT METPUYECKUH
pasmep, NpuaatoLLMii TEKCTY CXOXECTb
CO CTPOPUYECKON NECHEMN, MPU ITOM, He
yaenseT 60/blOoro 3Ha4eHUs NPoCoaNM.
Hanpumep, Bo dpase «0 jeune homme,
et aimé te servir a genoux» ecTb 4
PUTMUYECKMX FPYMMbl, B KOTOPbIX CUIbHas
nons npuxoautes Ha «0 jeune h / omme,
eltaim / éteserv /iragen /oux». Y XK.
Buse oHa cmelleHa B nepBow rpynne: «6
jeune homme, / elt».

K coxkaneHuto, KOMMNo3uTop He
BKJIlOYMN B mélodie nocnegHioo cTpody 13
CTUXOTBOpPEHUS B. Ntoro, B KOTopon lepounHs
HanocnefoK AaéT loHOoLIE TaKoM COBET:
€ecnn Korga-Hubyab OH BEPHETCY, TO NMYCTb
OepexeTCs «CTapyx, 6peayLmx 0ANHOKO,

/ VI Tex, KTo Be4epoM Ha 6epery noToka
/ ¥e3/10M BOoJIWEeBHbIM YepTaT Kpyr!» (B
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nepesoge A.AxmatoBoi) [5]. CokpauieHne
NO3TUYECKOr0 TEKCTa B laHHOM BOKa/IbHOM
COYMHEHUMN NO3BOINIIO aBTOPUTETHOMY
nuaHucTy u nucatento I >KoHCOoHY
3a89BUTb 0 TOM, 4TO «XK. bruae 6eccTbigHO
“ncKkaneunn” ctmxotBopeHue MNoro o6
apaBuTsiHKe» [6]. O6bACHUTb BbIGOP
KOMMO3MTOPa MOXHO TeM, YTO, BEPOSITHO,
OH peLn 3aBepLnTb CBOE Npom3BeaeHne
BMPTYO3HOW BOKann3aumen, B KOTOPOK

Ha 3MOLIMOHaNIbHOM YPOBHE nepenaércs
XapaKTep CUIbHOW 1 TOPAOM KEHLLINHBI,
CNoco6HON oepKaTb Nnobeany Hag
MY*K4YMHOW. Kpome Toro, npu co3gaHnu
BOKa/lbHOM My3bIKM B }aHpe mélodie

K. buse 3apaHee npoagyMblBan, Kak

OyayT 3By4aTb 3aKpblTble PppaHLy3CKne
rnacHble NN HOCOBbIE B BEPXHEM
rosI0COBOM pPErncTpe, rae BblcoOKas YactoTa
3BYKOBbIX KOJIE6aHWIM NPUBOAMUT K NoTepe
apTUKYASLUNMK U, cefoBaTteNbHo, K notepe
No3TUYECKOro TeKkcta. BmecTe ¢ Tem, Te

e GoHeMbl, 3ByYallme B eCTECTBEHHOM
AnanasoHe npuobpeTatoT Heo6Xo0ANUMYI0
TeMO6panbHylo KpacKy U 3HA4YUTENbHOCTb

B 06llleM 3BYKOBOM MOTOKE, NOAYEPKMNBAS
rMaBHble cloBa NO3TMYECKOro TEKCTA.
KoHeYHo, B JaHHOM KJ/1l04€E OYEHb BaXKHa
NCMNONHUTENbCKAA MHTEpNpEeTaLms
BOKanbHOW MUHKUaTIOpbI XK. buze. NeBuua
[AOMKHa XOPOLLO NOHUMATb, «OLLyLLaTb»
cofepraHne COYUHEHUS, «UrpaTb»
3MOLMOHaNIbHOM NannuTPoKr ronoca,
J06MBaTbCs HEOOBXOANUMOro adpdeKTa,
KOTOPbIN 3apaHee yrXKe Oblfl 3a/10XKeH
aBTOpPOM, T. €. OHa 06s13aHa 6bITb HE TOJIbKO
BMPTYO3HOW MEBULIEN, HO M MPEKPACHOMN
aKTPUCOMN.

OpoHaKo, HECMOTPS Ha To, YTO
KOMMO3MTOP He BK/IIOYMA B CBOE
COYMHEHME MOJIHbIA MO3TUYECKUM TEKCT
(v 3TO He 06roBapunBasoCb MeXay
aBTOpPaMMU, NOCKOJIbKY OHW He 3Hanu apyr
[ipyra IM4YHO) BO3HMUK LLIEAEBP, B KOTOPOM
BOMJIOTU/INCb 3aMbICllbl M BEIMKOIO N03Ta
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B. loro, n Bennkoro my3sbikaHTa XK. buse.

Bo BctynneHunn «Adieu» yxxe
dopmupyeTca HemameHHas ostinat’Has
putModopmyna (TPUonM BOCbMbIMU
OTNTENBbHOCTAMM), NySibCaLMsa KOTOPOM
NpOCNeXnBaeTcs Ha MPOTSKEHUU BCETO
npousseneHud.. NepBbin pasgen A
COCTOMT U3 [IBYX 313008 1 pedpeHa.

B ann3oge a apaBuTaHKa cobna3HsaeT
rMaBHOIO reposi KpacoTom 3K30TUYECKOM
NPUPOAbI: «TEHWU NaNbM», KENTbIA MaunC»,
obuee «n3o0bunmer». Ha poHe MOHOTOHHOIO
OCTMHaTO B GopTeENMaHHOW NapTum
BOKaJ/ibHas IMHUS IBUIKETCH HETOPONIUBO,
BOJIHOOOpPA3HO, M 3Ta Menoaus

HaCTOJIbKO NpPEeKpacHa, 4To 6yKBasibHO
3aBOpaknBaeT. AccoLMaTtMBHO BO3HUKAET
06pa3 TaHLUYyLLEN AEBYLLKU, CIOBHO NOJ
TMANHOTUYECKUM BO3OENCTBUEM.

Bo BTopom anu3oae aj; HayuMHaeT
NPOSBAATLCS IIO60BHOE BOJIHEHUE:
YyecTpaHLa HUYTO HE CMYLLAET, JarKe
«MOJI0Jas rpyab <...> KpyXaluxcsa B BUXpe
TaHLa» IOHbIX AeBYlUEK, Npuyém XK. buse
UMUTUPYET B BOKA/IbHON NapTMm NoA06HbIE
«BUXPEBbIE MOTOKW», U NO MEPE HapacTaHuUs
N060BHOMO BOIHEHUSA MenoanvecKas
JINHUA B3BUBAETCH B BEPXHUIW perncTp,
O[lHaKo y ¢popTennaHo (MMUTaLma
aKKOMMaHeMeHTa rutapbl) pUTMUYECKas
¢urypa abcontoTHO He MeHseTcs. epBbIn
W BTOPOW 3Mn30bl COOTHOCATCH MEXIY
Cco60M NO NPUHLMUIMY OPHAMEHTaNbHOIO
BapbMpOBaHuS, MOCKONbKY MenoamnyecKas
JIMHUSA HEU3MEHHA, HO PacCTOAHUSA
MeXay 3ByKaMu 3anosiHAoTCS, YTO
BHOCUT ONpeaenéHHbIn ApamaTuam
W OMHaMMU4yecKoe pasButme. Hacto
BCTpeYyaloLinecs yBeIM4eHHble MHTepPBabI
WU PUTMUYHOE OCTUHATO B popTENMaHHON
NapTMmM NPUBHOCAT B MENOANIO HEKWNHI
«HaNET» 9K30TUKM, CXOKECTb C apabCKon
necHeun. TpeTni annM3on — npowaHue
BbIMOJIHAET QYHKLMIO «[TpUneBa» Unu
pedpeHa R, KOTOpbIX B Aa/ibHENLLEM
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npespaTtuTCcs B Koay. B peaynbrate
KOMMO3UTOPCKON MHTepnpeTaumm
noatn4eckon ppasbl «<Adieu, beau
voyageur BO3HUKaET 3pOTUYECKMH
4YyBCTBEHHbIM 06pa3 eponHu.

Hanee cnenyet BTOpou pasaen B,
4YaCTUYHO MOCTPOEHHbIM Ha HOBOM
Martepuane, Ho BMeCTe ¢ TeM, KOMMO3UTOP
nobuBaeTcs pa3BUTUSA Ha OCHOBE
WHTOHALMOHHOIO eANHCTBaA Mexay A
u B, T. €. TOro, 4To UMEET Ha3BaHue
NPOM3BOAHOIO KOHTpacTa. B gaHHOM
pasgene apaBuUTAHKa 4AaET KOCBEHHYIO
XapaKTEePUCTUKY repost: OH HE NOXOXK
Ha €€ COOTEYECTBEHHMKOB, Y HETO
«IEHUBbIE HOMM», OH «<MeYTaeT 6e3
[ena», CTPEMSACH «yNeTeTb K 3BE3aM».
[MoCKoNbKY MeXay NepBbIM 1 BTOPbIM
pa3genamu oTCYyTCTBYET KOPEHHOM
KOHTPACT, 3TO ABNAETCH CBUAETE/IbCTBOM
611M30CTU [MTaBHbIX repoes, O4EBUIHO,
NnoaToMy AieBYLLIKa TO OTTa/lKMBaET, TO
MaHuT YyxkecTpaHua. UMeHHO BO BTOPOM
pa3sgene HanucaHa nepBas KylbMUHaLKS
(G2) Ha cnoBe «KenaeT», Nocne Yero
NPOUCXOANUT HEKOTOPLIM cnaj, 0AHaKo
3aTeM BHOBb BO3HMKAET HOBbIW «BCM1ECK»
(ta ke G2 B cnoBe «3BE3bl»). PedppeH
BTOpPOro pasaena R, otinyaercd oT R, He
TONbKO B 3BYKOBbICOTHOM OTHOLLIEHWUU
(«Mpowan» pocturaet As Ha depmarto, 4To
BOCMPUHUMAETCSH KaK SMOLMOHaNbHbIN
B3pbIB), HO 1 B TEMMOBOM (BHa4vane —
Andantino, Bo BTopoM pedpeHe — Lento).

[Nocne MHCTpyMEHTanbHOW Npentogmu
HayMHaeTCcs TPETUM pasaen A,, rae
NOBTOPSAETCS CTPYKTypa 1 TOHANbHbIN
nnaH nepsoro pasaena (c-moll). Nogo6Ho
A, TpETUIM pasnen UMeeT aNn3o4bl a; U
a3, HO pedpeH oTcyTcTByeT. CoaepraHue
— OMUCaHWE PANCKOM XXU3HU repos B
TOM Cnyyae, ec/ii OH 3aX04€eT OCTaTbCs:
MONOAble AEBYLIKM OyayT NPUCYXKMUBATb
€My Ha KoneHsX, «ycnaxaaTtb COH CBOMMMU
NEeCHSIMU» N OXPaHSATb €ro MOKOW.

NHCTpyMeHTanbHas npentoams
npeaBapseT YeTBEPTLIN pasaen C,
3aBepwaowmnin mélodie XK. buze n
NnpeacTaBnsAoLWnM COB0MN HEKYIO KapTUHY
BOCMOMMHAHWIN, HO HE B MPOLLIOM,

a B 6yaywem (Futurum): «ecnu Tbl He
BEPHELWbCH, BCNOMWUHAaM MHOr4a AeBYLIEK
NyCTbIHW», «CECTEP CO CMAAKUMU ro10CaMy,
TaHUYOWMX 6GOCUKOM Ha necke». 10T
pasgen TakKe COCTOUT U3 [IBYX 313008,
BTOPOW M3 KOTOPLIX HAYMHAETCH CO

cnoB «O, KpacuBbIM MONO0N YENOBEKY.
Cnepytowunm nocne Hero pedpeH nonayyaet
CBOE JanbHenllee pacliMpeHune, no
cpaBHeHMIO ¢ R; (no6aBneHa dppasa
«[MPEeKpacHbIM HeE3HaKOMELL, 3aMOMHI0
Tebs»), KOTOPbI BBOAWUTCS B KOAY.

Kaxaas yactb mélodie npeacrasnaet
Cco60M CTyNeHb BOCXOXAEHNSA K HOBOM
KyJibMUHaLMK, U, HaKOHeL, GUHaSIbHbIN
BOKanus XK. brse TpaKTyeT KaK TOPXKECTBO
cTpacTu, Ntob6BKU U abCoNOTHOW nNodebl
Monogon feponHn. B My3blKasibHOM
TEKCTE 3TO NOATBEPKAAETCS
pas3BEPHYTbIMM Naccaxamu, N3blICKaHHON
BOKaJ/IbHON TEXHUKOM, IMOLIMOHAJIbHbIM
YMUPOTBOPEHMEM. BCS My3biKa B
«[TpouwlaHnn» co3gaHa KaK TaHel,.
Ocob6eHHO 3T0 NposiBnseTca B GuHane-
BOKa/n3e. 3aBepliatolime akkopabl
YKa3aHbl KOMMO3MTOPOM B AUHAMUKE
pPpp, YTO MOXKHO MHTEPMNPETUPOBaTL
KaK pacTBOpeHWe ob6pa3a apaBUTAHKM,
NoAO6GHO MUpPaXy B NYCTbIHE, HO MPU 3TOM
KpacoTa My3blKK OCTa€TcA 3By4aTb B Aylle
chnywartenen.

MOHO 3aMeTUTb HEKOE CXO/ICTBO
«Adieu» n «XabaHepbl» U3 onepbl <KapmeH»:
TOT e TPaAMLMOHHBIN pa3mep 2/4, Temn
Andantino ( J =72), Ta ke xapaKTepHas
putmodopmyna. Kpome Toro, cekcyanbHbIN
o6pa3 apaBUTAHKK OYEHb BIU30K
KapmeH no ncuxotuny — o6e yamBnsioT
3KCTpaBaraHTHOCTbIO MOBEAEHMUS,
[AMKOCTbIO U KpacoTon, 06e ABASAIOTCS
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CTOPOHHMLAaMK CBOOGOAHOM NOOGBU, B HUX
TauTCcsl HEKan 3arajKka, pa3ragaTb KOTOPYHO
[aHO TO/IbKO U3OPaHHbIM.
Mcnonb3oBaHWe B caMOM Ha3BaHWUK
mélodie cnosa «arabe» ykasbiBaeT 1 Ha
aBTOPCKOE onpeaeneHne cTung naptum
KapMeH, T. e. 310 apabCKWUi CTWJb,
OCHOBHbI€ YepPTbl KOTOPOro UAEHTUYHbI B
3TUX ABYX NPOM3BEAEHMNSX, 8 UMEHHO:

1) 4éTKasa putmodopmyna B
aKKOMMaHEMEHTE, UMUTUPYLOLLAS
OCTMHaTHOE 3BYy4YaHuWe rutaphl;

2) B MENOANYECKOM TUHUU
coyeTatoTcs cuanabunyeckmne GparmeHThbl
N Menn3maTtuKa, 4To npenaér
daHTaCcTUYECKYI0 OKpPacKy BCEMY
NPOM3BEAEHUIO B LIENOM;

3) IBOMCTBEHHAs ceMaHTMUKa NpoLLLaHus
B mélodie 1 nepBoro Bbixoga KapMeH Kak
cobnasHeHUs], Npu 3TOM MenM3amMaTrKa Kak
CUMBOJ1 UCKYLLEHUS MOCTPOEHA Ha PE3KMX
MHTOHALMOHHBbIX «B3NETaX» N «NaJeHNAX»;

4) TaHUEeBa/IbHO-NECEHHbIN }aHp, rae
Ha CTPOroe OCTMHATHOE MHCTPYMEHTanbHOEe
COMNPOBOXKAEHWE HaKNaablBalOTCA caMble
BMTUEBATbIE Y30Pbl BOKabHOW NapTumn.

BaxHO OTMETUTb, YTO, TAKUM 06pas3om,
B *KaHpe KaMepHO-BOKanbHON MYy3bIKK
NposiBNSETCHA onepHbin Komnosutop K.
buze — 6yayumn cosgatenb «<KapmMmeH».

Ero xapaKkTepHble CTUNEBbIE
0COBGEHHOCTU M CTPEMJIEHME K
CLEHMYEeCKOMY BOMIOLWEHUIO CBOMX
MY3blKabHbIX MPOU3BEAEHUN MOMXKHO
3aMETUTb TaKKe B BOKalbHOM LIMKIIE
«Feuilles d’album» (JlucTtbl U3 anbboma),
3aBepWEHHOro B 1866 roay (Kak
n «Les Adieux de I'hotesse arabe»).
lNepBoOHa4anbHO Ha3BaHue «JIUCThbl
13 anbboMa» NpegHasHa4yanoch Ans
NPOM3BEAEHNIN, HAMUCAHHbIX B NOJAPOK
Apyry B KadyecTBe aBTorpada (He ans
ny6anKaumm), Ho B NOCEACTBUE 3TO
NMOHATME YTPATUIO CBOM M3HAYaNbHbIN
CMbICI1, U MHOTME KOMMO3UTOPbI-KNACCUKHN
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ncnosib3oBanu «Feuilles d’album» Kak
Ha3BaHWE CBOUX COYMHEHUI (Hanpumep,
®. Jlnet, I.bepnnos, 3.Mpur,M.Mycoprckum).

B KauyecTBe npumepa paccmaTpuBaeTcs
4eTBEPTbIM HOMEP M3 3TOr0 BOKaIbHOIMO
unKkna — «Guitare» (M'Mtapa), NO3TUHECKUHI
TEKCT KOTOPOro 3aMMCTBOBaH
KOMMNO3MTOPOM TaKKe y B. loro us
c6opHuMKa 1840 roga «Les Rayons et les
ombres» («JTy4n 1 TeHW»). [TO3TUYECKUI
NnepBOUCTOYHMK. B. [toro HasoiBaeTcs
«[pyras rutapa», U KOMNO3MTOP MNOJIHOCTbIO
6e3 U3BMEHEHWNN NPUMEHWI 3TOT TEKCT B
JaHHon mélodie. To ke CTUXOTBOPEHMKE C
pas3HbiMK NepeBodamu BAOXHOBKUIO U D.
Jlnucta, n C. PaxmaHWHOBa, NPUYEM, y D.
Jlucta ecTb 2 BapmaHTa — Ha GppaHLy3CKOM
N HeMeLKOM fi3blKax, y C. PaxmMaHWHOBa —
B pycckom nepesoge J1. Mes pomaHc «OHe
oTBEYanm».

Mélodie «[MTapa» KOMMNO3UTOP NOCBATHA
Mapgam EBreHmnun Mapcum. ABTOPOM TaKKe
yKa3aHo npegHa3HavYeHue JaHHOro
COYMHEHUS — ANs conpaHo. Takmum
o6pasom, K. buse, Nogo6HO onepHbIM
KomMo3uTopaM, 3aKkpennseT 3a «[utapomn»
KOHKPETHbIN TUM rojioca CO CBOMCTBEHHbIM
eMy ananasoHoM U TeMbpanbHOM KPacKou,
T. €. B KAMepHO-BOKaNbHOM My3bIKe
MCNOJIb30BaHbl SBHO TeaTpalibHble
NPUEMBI.

Mo cyTu, cogeprkaHne No3aTUYECKOro
TekcTa «[uTtapbl» CBOANUTCH K TPEM
BOMpOCaM, KOTopble 3a4atoT MyKYUHbI
N TPEM OTBETaM, KOTOPbIE MOJIy4EHbI OT
XeHLWMH. MepBbi Bonpoc: «<KaK Ha Hallumnx
roHgonax 6exarb OT anbrya3uioB?»; OTBET:
«[pebute». Bropon Bonpoc: «Kak 3abbiTb
CCOpbI, CTPagaHbs M ONAaCHOCTU?»; OTBET:
«3acHuTe». TpeTtui Bonpoc: «Kak o4apoBaTb
KpacaBuL, 6e3 3enba?»; OTBET: «J1lo6uTe».
OaHakKo, NoaTMyecKas MMHuWaTopa
B KOMMO3UTOPCKOM MHTepnpeTaumnm
npeBpaTtunacb B BUPTYO3HOE BOKaIbHOE
COYMHEHME, rAe My3blKa BbIXOAMT Ha
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NnepBbIn NnaH.

My3blKanbHbIM TEKCT «[UTapbl»
Ha4yMHaeTcs ¢ NPentoaumHoOro
WHCTPYMEHTaIbHOrO BCTYMJIEHUS,
HanMcaHHOro B ToHanbHOCTK c-moll,
nocrne 4Yero cnenyet nNepBbin pasaen,
rae BepbanbHbI TEKCT YepeayeTes ¢
BMPTYO3HbIMUK pacrneBamu. Bropown pasgen
NOCTPOEH Ha TOM €& MHTOHALMOHHOM
Martepuane, B TPETbEM Xe NPOUCXoanT
CMeHa ToHanbHOCTK Ha C-dur. Kaxkabin
pa3gen o6pamseT MUHCTPYMEHTalbHas
npentoauns.

O 3aKOHOMEPHOCTU COOTHOLLEHUS
mélodie «Guitare» (Tapa) c o6pa3om
onepHon KapmeH cBMOETENLCTBYIOT
LenblK psa coBnaaeHun. Hanpumep,
JlEKNapupoBaHHbIM KOMMNO3UTOPOM XaHp
6onepo B «[uTape» ¢ TpagULMOHHbIM AN15
TaKOro UCNaHCKOro TaHLa pasMmepom
34 1 XapaKTepHbIM OCO6EHHOCTAMMU,
npocnexuBaercs U B «LibiraHCKoM necHe»
n3 onepbl «<KapmeH» (TOT e pa3mep
34, MOYTU TAKOW e METPOHOM, TOT e
PUTMUYECKUI PUCYHOK U UCMNOSb30BaHNe
MeJIM3MaTUYECKUX YKpaLleHWI). AHanorus
BO3HMKaeT 1 Npu CONOCTaB/IEHNN
«KpacoO4YHOM MO3anKKU» 3TUX 2-X
COYMHEHWI, KOTOpas AOCTUraeTcsi 3a CHET
AMHAMUYECKNX N TEMIOBbLIX KOHTPACTOB
npv NpPocTor roModOHHON daKType
N OTCYTCTBUSA OCOBLIX OPKECTPOBLIX
TOHKOCTEMW (B HavaJie LblraHCKOW NecHU B
OpKecCTpe 3By4art: AyaT GJIENT, TPEYroNbHUK,
Oy6€eH, NULLMKATO CTPYHHbIX U N1LLb B
dunHane — tutti). HeckonbKo oThnyaeTcs
TOHalbHbIW NnaH: B «[MTape» — OCHOBHas
TOHaNbHOCTb ¢c-moll, B «LlblIraHCKOM
necHe» — e-moll. Ho n B ogHOM, 1 pyrom
NPOU3BEAEHNSAX Ha OPraHHbIM MYHKT
«HaHW3bIBAOTCH» BHYTPUTOHANbHbIE
OTKJIOHEHUS, NpUaatoLLMe My3blKe 0COObIN
LibIr@HCKO-UCNaHCKUW KONOPUT, UMEIOLLINI
WHTOHaLUMOHHOE CXOCTBO C apabCKUMMU
mMoTuBamu «Les Adieux».

U «futapar, u «LibiraHCKas necHs»
HanucaHbl B TPEX4acTHoOM popme,
NpUYéM, B TpeTben Yactu «Guitare» (nocne
OTMEHbI 3HAKOB MPK KJtoYe) 3BYYUT Ta e
MEeNoAus, 4TO U B Havase Npon3BeaeHus,
HO yX€e B 0HOMMEHHOMN TOHANIbHOCTH
— C-dur. Bce nocnegaytowmne CMeHbI
TOHa/IbHOCTEN aHaNorm4Hbl MEPBOMN YacTy,
HO KaK Obl B 3€pKasilbHOM OTPaxeHuu:
Maxop nepexoguT B MUHOP, MUHOP — B
mMaxkop. PuHan yeTBEpTOM mélodie B
dopTennaHHoOn NapTum 3anucaH B Buae
KBapTO-KBMHTOBOIO X0A4a, Y MOCKOJIbKY
B Npeablaylem TakTe 3By4asno nojiHoe
pa3BEpPHYTOE TOHNYECKOE TPESBYUME,
MOXHO CYUTaTb, YTO NMPOU3BELEHNE
3aBepLleHo B nNepBoHaYvyabHOM
TOHaNIbHOCTU ¢c-moll.

«LlblIraHCKas NecHs» UMEET KyNnaeTHYLo
dopwmy, rae menoausa HeM3MeHHa, Kpome
pUHaNbHOIo TPETLEIO KyrnneTa, HO 3TH
U3MEeHEHNSA HeE3HaUYUTEIbHbI U BBEEHbI
Ans nepefayv 3MOLMOHaNbHOro BCM/iecKa
y BCEX NEPCOHaXeEN, y4acTBYIOLINX B
yparaHe HEMCTOBOM MJIACKM (B NapTuu
KapmeH Bbixoa Ha depmaTHyto G#2 Ha
ClloBax «yHOCUTbLCS B BUXPE»).

O6LWHOCTb MOXHO HAUTU JaxKe B
Bep6anbHOM TeKcTe. Kak n3BecTHo,
aBTopaMu NMBpPeTTo K onepe «Kapmen»
asnqatoTcsa A. Menbsk n J1. lfanesn (no
oJHouMeHHoun HoBenne 1. Mepume) n
WX NUTepaTypHbIV CTU/b, 6€3YCN0BHO,
oTnn4vaeTcs ot noasuu B. Moro. OgHako
YNOMUHaHWE O rMTape MOXHO YyBUAETb
y}Ke B NepBoM KynseTe «LibiraHCKou
NnecHW»: «cymaclueglmne rutapbl CKpunenu
noj Kpenknumu pykammr». 1 B aTOM TaKKe
npocnexmBaercs 6/IM30CTb KAMEPHOIo U
onepHoro counHeHmnn XK. buze.

XapaKTtep ronoca UCNONHUTENbHULbI
naptum KapmeH KomnosuTtop onpeaenser
KaK MeL|LL0-ConpaHo MaKn cornpaHo.

B HacToslLee BpeMs B €BPONENCKUX
Tpaanunsax npeobnagatot NeBmLbl-
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COMpaHo, HO rMaBHOE — BOKANUCTKa
[lI0/1}KHa OblTb TEMNEPaMEHTHON C
NOABUXHbIM U TMOKMM rosloCOM 60JbLLOIO
AvanasoHa, Cnoco6HOro MEHATb
TeMpasbHYO KPacKy B 3aBUCMMOCTH

OT TOr0 MM MHOIO 3MOLIMOHANbHOIO
COCTOSIHUS, U KOHEYHO e, ObITb
NPEeBOCXOAHOMN aKTpPUCOWn. [NoaobHbIE
NpPOsiBNEHMs Xo4eTcs Habnaath U B
UCMNONHUTENBCKON MHTEpNpeTaLmnn mélodie
«Guitare».

3axknoueHue

Takum o6pa3om, B «Guitar», Kak
u «Les Adieux de 'hotesse arabe» no
3aMbic/ly aBTopa npejanonaraercs
TeaTpanunsaumus AeNCTBUS, YTO HETUMUYHO
N5 HeTeaTpasibHOro KaMepHOro XaHpa.

B faHHOM cTaTbe 6blIN PacCMOTPEHbI
nvwb ase mélodie XK. Bu3se, HO faxe
NCXOAS U3 ATOro Matepuana, MOXKHO
3aMeTUTb OCHOBHbIE CTU/IEBbLIE YEPThI
KomnoauTopckoro ctung XK. buse.

B mélodie XK. buse ectb HeKas
«OMEePHOCTb», NPOABASAIOLLAACS B TOM, YTO
MacTep «pa3mellaeT» CBO0 My3bIKY B
onpenenéHHoe gpamatmyeckoe AencTBue,

NMOCKO/bKY €ro TBOPYECKUM YM CO34aH Ans
TeaTpanbHOWM cUeHbl. JaHHas UHTeHLMS
NposIBASETCS U B TOM, YTO NOAOGHO
OonepHbIM KOMMNO3MTOPaM, OH 3aKpennsaeT
B KAMEpPHO-BOKa/bHbIX COYMHEHUSIX
KOHKPETHbIN TUM rojioca CoO CBOMCTBEHHbIM
eMy AMana3oHoM M TeMOpanbHOM
KpacKoM, 4TO ABNSETCH IBHO TeaTpasibHbIM
NPUEMOM.

XapaKTepHasi 0CO6EeHHOCTb
KOMMO3UTOPCKOro CTUASA — 3TO
$paHLy3CKNIN OPUEHTANNU3M, OCHOBHbIE
4yepTbl KOTOPOro: YETKasa puTModopmyna,
LLUMPOKOE UCMO/Ib30BaHNE MENN3MATUKMK,
TaHLEeBaIbHO-MECEHHbIN }aHp,
[IBOMCTBEHHAas ceMaHTUKa.

AHanuanpyemMble KaMepHO-BOKasibHble
npousBegenuns XK. buse «Les Adieux de
I’hotesse arabe» u «Guitar» Ha cTMxu B.
[toro ABNSOT CO60N OAHO U3 ApYaNLLNX B
TBOPYECTBE KOMMNO3UTOPA NPeaYyBCTBUN,
npoo6pasa KapmeH. Co3aaHHbIE B }aHpe
mélodie, HO He «BMellalonecs» B paMKu
aHpa (y KoOMNo3uTopa Ha NepBbIv NnaH
BbIXOAWT He C/I0BO, a My3blKa), B Hacneauu
K. br3e BoKanbHasg MUHMaTIOPa — OJWH K3
nyTeun, Beaylmx K 6eccmepTHOM onepe.
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T. B. XKapkux
K. KotnsipeBckuii atbiHAarbl XapbKoB ¥/TTblK 6HEpP yHUBEPCUTETI
(XapbKoB, YkpavHa)

). BU3EHIH MELODIES-geri KAPMEH OBPA3bIHbIH }XAHPJIbIK-
WHTOHALIMAJIBIK AJIFBILUAPTTAPDI

Axparna

K. Bru3eHiH atTanMbllW Makanaga antbinFaH 1866 binbl B. loro eneHgepine mélodie
¥aHpblHOA }a3bl/IFaH eKi WbiFapMachblHa }acaffaH Bepbasbl-My3blKasblK Tanjgaynap:
«Feuilles d’album» (<Anb60OMHaH NapakTap») BOKanablK LWKbIHAH «Guitare» («[utapa»)
*oHe «Les Adieux de I'hOtesse arabe» («<ApaBUTIHKaMEH KOLUTacy») KOMNO3UTOPbIH,
LblFapMaLllblnbIFbiHAAFbl 9Krini KapmeH o6pa3biHbliH €H XapKblH 6eMHenepiHiH, 6ipi
eKeHfiriH kepceTTi. XK. BU3eHiH, KOMNO3UTOPIbIK CTUNIHE TOH QPaHLY3/blK OPUEHTANTU3M
«KapmeH» onepanbliK AgpamMaTyprus ayhapblHaa FaHa emec, COHbIMEH KaTap KamepasblK-
BOKa/AblK LblFapManapia fa KepiHic Tantbl. LebepaiH whiFapMallbiibliFblHAaFbl ppaHLy3
OaffapblHbIH CTUNBAIK epeKLWenikTepi: HaKTbl pPUTMOPOPMYNaHbIH, MEIMSMATUKaHbIH,
OuaiH, TeaTpbIK OnNay XyrneciHe, KOC CeMaHTUKaHblH 60/1ybiHa 6annaHbICThbl.

Tipek ce3pep: mélodie aHpbl, dpaHLYy3 opueHTanu3Mmi, putmMopopmyna, TeaTpbiK
onnay *ymneci.

T.V. Zharkikh
I.P Kotlyarevskyi Kharkiv National University of Arts
(Kharkiv City, Ukraine)

GENRE-INTONATION SIGNS OF THE CARMEN IMAGE IN J. BIZET MELODIES

Abstract

The verbal and musical analysis of two works by J. Bizet written in the mélodie genre in
1866 to the verses by V. Hugo: “Guitare” from the vocal cycle “Feuilles d'album” (“Sheets
from the Album”) and “Les Adieux de |'hotesse arabe” (“Farewell of the Arab hostess”),
showed that they are one of the brightest forebodings of the image of the celebrated
Carmen in the composer’s works. French Orientalism is typical for the composer's style
of J. Bizet, it is distinguished not only in the masterpiece of the opera drama “Carmen”,
but also in the chamber-vocal works. The stylistic features of French Orientalism in the
works of the Master are due to the presence of a clear rhythm formula, melismatics, dance
featuring, theatrical thinking, and dual semantics.

Key words: mélodie genre, French Orientalism, rhythm formula, theatrical thinking.
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GYHKLUMOHAJIbHbIN
AHAJIU3
TBOPUYECKOM
MPUPObI

ART STUDIES

BOKAJIbHO-
NCITOJIHUTEJIbCKOI'O
NCKYCCTBA
MPHTH 15.15.65 ACTPA/LDbI

P.P. Ixxepaumaauesa ',3.T. Cmarysosa

Il Kagaxckasi HallHoHaJIbHas aKaJleMHs1
uckyccrB uM. T.K. JKyprenosa
(Anmarbl, Kazaxcran)

®YHKLHWOHAJIbHbIA AHANIU3 TBOPYECKOMN NPUPO/1bl BOKAJIbHO-
UCMNOJIHUTENNIbCKOI0O UCKYCCTBA 3CTPAADbI

AHHOTaUMA

B nccnenoBaHMM pacCMOTPEHBI TEOPETUYECKNE acneKTbl PYHKLIMOHAIbHOIO aHanmM3a
TBOPYECKOW NPUPOAbl BOKaNbHO-UCNOMHUTENBLCKOIO MCKYCCTBa 3cTpaibl. M3yyeHune
[aHHOM Npob6aemMbl HEMOCPEACTBEHHO CBA3bIBANOCh C BeAYLMMU NONOKEHUAMU
Pa3IMYHbIX 06/1aCTEN HAyYHOro 3HaHUS: GUNOCODUK, COLMOSIOTUN, KYNLTYPONOr 1K,
3CTETUKU, MYy3bIKO3HaHUS, TEOPUN MY3bIKabHOIrO UCMONHUTENBCTBA, NCUXOJTOTNK
TBOPYECTBA, My3blKallbHOro 06pa3oBaHns. PYHKLMOHUPOBaAHWE TBOPYECKOIO
npouecca BOKalIbHO-3CTPaAHOro UCMNOSIHMTENbCTBA NOMYyYaeT CBO peanm3auuio B
XY[OXECTBEHHOM CaMOBbIPAXKEHMUM CO CTOPOHbI TAKUX CrieuuPrnYecKnX GyHKLMN, KaK:
no3HaBaTeflbHas, UEHHOCTHO-OPUEHTALIMOHHAs, TBOPYECKU-Npeobpa3oBaTenbHas,
KOMMYHWUKaTUBHas NPU yCIOBUM OCTATOYHO LUMPOKOTO BapbUPOBaHUSA MeEKay

HUMW. [To3HaBaTenbHas GYHKLKUA BOKaNMUCTa aCTpaibl NpeactaBaser cooomn
LeneHanpasneHHoe, anbddepeHLMpPOBaHHOE OTParKEHUE My3blKalbHOM
NEeNCTBUTENIbHOCTH, ABNSSACb CTUMY/IOM A1 TBOPYECKOI0 OCMbICNEHUS MO3HAHHbIX
CBOWCTB Xy[IOXXECTBEHHbIX pECYPCcoB nponsseaeHms. LLeHHOCTHO-OpUeHTaLMoHHas
GYHKLUMSA BbICTYNaEeT CBOEOOPa3HbIM PEryNATOPOM nepepaboTKU MO3HAHHbIX
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CBOWCTB BOKaJ/IbHO-3CTPaAHOro UCMOJIHUTENbCTBA B NMpoLecce TBOpYECTBA. TBOPYECKMU-
npeobpasoBaresibHas GyHKUMS Hepa3pbiBHO CBSiI3aHa C NO3HAHWEM U OLLEHKOMW,
npeacraBnsas co6om NPoYHbIM GyHAAMEHT A5 pean3aLnn TBOPYECKOro noTeHuuana

MCNOHUTENA BOKaJIbHO-3CTPaAHOIo MCKyCCTBa. KOMMyHVIKaTVIBHaFl dYHKLMA HanpaBieHa

K 06bEKTY-ayIMTOPUU, CTAHOBACH CPECTBOM OBLLEHWUA MEXAY NIoAbMK, Gnaroaaps
TBOPYECKOMY UCMOJIHUTENLCTBY BOKanMcTa acTpabl. [peactaBneHHbie GyHKLUK
TBOPYECKOW NPUPOabl BOKaNbHO-3CTPAAHOr0 MCKYCCTBA ONPeaeNatoT MHOrOacneKTHOCTb
cofepyKaHus AesTeNbHOCTU MY3blKaHTa-UCMONIHUTENA U pa3Hoobpasne dopm ee

peann3auun.

KnioueBblie cnoBa: GyHKL MW, TBOPYECTBO, MY3blKaHT, UICKYCCTBO 3CTPaAbl, BOKa/lbHOE

MCMNOTHUTENBbCTBO.

BBepeHue

TBOpyecKad npupoa BoOKanbHO-
3CTPaiHOIro UCMOJIHUTENLCTBA,
onpegensasacb yposHeM npodeccmoHaibHOM
NOAroTOBKW My3blKaHTa, BbiCTynaeT
NMOUCTUHE CITOXKHbIM M MHOTOACMEKTHbIM
o6pazoBaHMeM, 10 CUX NOpP OCTaBasiCb
Hepa3paboTaHHOW 06/1acTbiO
Hay4YHoro 3HaHus. K Hel o6palanmch
NnpeacTaBUTENN HEMELIKON KITaCCUKMU
— KaHrT, lerenb, ®enepbax, LennunHr
W Apyrue yyeHole, 0603Ha4as ee
CYLLHOCTb KaK AyXOBHO-MNPaKTUYECKYIO
«CaMoAesTeNIbHOCTb», [1€ OCHOBHbLIMMU
XapaKTepuCTUKaMu ABNSIOTCS
LLenecoobpa3HoCcTb, CBO6OAA,
YHUBEPCabHOCTb, LIeIOCTHOCTb,
OpraHu4yeckasi CBsi3b C pa3BUTHEM
JIMYHOCTU. K TBOPYECTBY NPUMbIKAIOT
nccnepoBaHusa ounocodos H. A.
bepasesa, B. B. Po3aHoBa, O. [1.
®dnopeHckoro, B. B. Hanumosa v ap.;
My3blKoBeoB B. B. MeayuweBcKoro,
E. B. HazankuHcKoro, B. LlykkepmaHa,
B. KaHAMHCKOro 1 ap.; ncuxonoros A.
C. Buirotckoro, C. J1. Py6uHwTenHa, 5.
A. lNoHomapeBa, b. M. Tennosa, 4. b.
borosasneHckon, A. A. Menuk-lNawaesa
W ap.; My3blKaHToB-negaroros B. I
PaxxHuKoBa, B. 0. puropeesa, I. I.
Hewraysa, I. M. UbinnHa 1 ap.

CTpemMneHue «ynpaB/isaTb COO0M»,
MaKCMMaJslbHO peannu3oBaTtb
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CBOW TBOPYECKUM NOTEHLMAN Ha

MyTW BOCXOXKAEHUS K BEPLUMHAM
MCMNOJIHUTENbCKOIr0 MacTepcTBa,

06pecTn CO6CTBEHHOE YYBCTBEHHO-
3MOLMOHA/IbHOE OCBOEHUE OKpYKatoLLemn
OENCTBUTENBHOCTH, XapaKTepuayeT
My3blKaHTa-BOKanncTa acTpagHoro-
MCKYCCTBa, cofeprKallero B cebe
LUMPOKMI KPYr TBOPYECKUX MPOSABAEHUIN OT
CO3[aHns HOBOIO B KayecTBe pesy/nbraTta
[10 npouecca noncka apdeKTUBHbIX
peweHuin. BoKanbHO-UCMNONHUTENLCKOE
MCKYCCTBO 3CTpafbl HEMbICIMMO 6€3
CNOCOB6HOCTU HaxoanTb Hanbonee
LenecoobpasHble pelleHuns, BUOETb
LLE/TOCTHOCTb B TOM, 4YTO NpeobpasyeTcs

W B TOM, 4YTO Nofly4aeTcs B pe3ynbrate
npeobpasoBaHus, He cylecTByeT 6e3
06pa3HOro MbllWAEHWUS, MHTYULMK, 6e3

onpeaeneHHoro aMoLMoHasibHOro HaCcTpo4.

NHbIMK cnoBamMu, B UCMOSTHUTENIbCKOM
UCKyCcCTBE BOOGLLE, BOKaNUCTa acTpagbl,
B YaCTHOCTMU OTMeYatloTcs ocobble
yCNOBUSA QYHKLMOHUPOBAHUSA TBOPYECKMX
npoueccoB. «Bocnponssoasiieer
TBOPYECTBO HAaXOAMTCS KakK Obl

Mexay NepBUYHbIM TBOPYECTBOM
aBTopa Xy[OXEeCTBEHHOW UEU U
BTOPWUYHbIM TBOPYECTBOM UCIMOJIHUTENS.
B yacTtHoCTH, I1. N. HanKoBCKKK
Ha3blBaeT BbICLLIEN LENbK UCTIONTHUTENS
«BEPHYIO MHTEPMNPETALNIO 06LLEN NaeN
ucnonHaemoro» [1, c. 14]
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KaKoBbl e BHYTPEHHWE UCTOYHUKHU
TBOpYECTBa, NodyKaatowme
Xy#oxHWKa TBOPUTL? 10 3aK/OYEHUIO
nccnegoBaTtenen XX Beka, Lenb
HenpepbIBHOIo TBOPYECTBA BCErO
MBOTO AABNSETCA SHEPrOBbLIMIPbILL,
a CylHOCTb-OMnocpeaoBaHue
MexaHn3ma NcMxoPpru3nonornyecKom u
NCUXONOMMYECKOM KN3HENEeATETbHOCTH
yenoBeKa. HaxoxaeHne HOBOro
ornocpenoBaHus B NepexmBaHmsx
XYOOXHMWKa-eCTb MOMEHT TBOPYECTBA,
WHAMBUAYaNbHOMO aKTa TBOPYECKOro
CO3HaHUs. Kak npaBunnio, 3Ha4YnTeNbHYIO
pO/b B TBOPYECTBE UrpaeT npeaBuieHue,
BbIABUXEHME M NPOBEPKA rMnoTes,
Joragka, MUHTYMLUKS, NpeaBOCXULLEHNE
Oyaywero, 3MOLMOHaNbHOE OXNaaHue
TBOPYECKMX PELLEHUN TON NN UHOWM
npo6nemMbl. Bonpochl MHTYMLIMKU C TOYKK
3pEHUS ee BNUSIHWUS Ha TBOPYECTBO,
BbISIBJIEHWE YCNOBKUI, 06ECreYmnBatoLLmnX
paboTy BOOGpaxeHus, MNOUCKa MexaHu3mMa
COBEPLIEHCTBOBAHMS MCCNea0BaTENbCKOIro
npouecca 3aHUManu BHUMaHue
H. M. AmocoBa [2], B. ®. Acmyc [3],
A.A. NoHomapeBa [4] v ap.

OTeyecTBEHHOE Hay4yHOE 3HaHWe
paccMmaTpuBaeT UCMOJIHUTENBCTBO KaK
TBOPYECKMM MPOLLECC C YH4ETOM TOr0, YTO
KaXablM My3blKaHT, BKJOYasi BOKanucra
3CcTpagbl,- ECTb HENOBTOPUMas TBOpPYECKas
npupoaa, obnajgatoLlas CBOMCTBEHHbIMU
TO/IbKO €1 BOKaNbHbIMU, MCUXUYECKUMMU,
dun3nyecKknummn ocobeHHocTamu. Otcroaa
— pa3Hoob6pasne NpnuemMoB, METOA0B B
NoAroToOBKe crneuunanncta, OCHOBaHHOIO
Ha NOCTOSIHHOM COBEPILLEHCTBOBAHUH,
TpeByoLLEro HEMPEPLIBHOCTU U
paBHOMEPHOW MHTEHCUBHOCTM 0OYYEeHUS,
npeaenbHO BO3MOXHOW AN KaXaoro
ncnonHutens. He cneayet 3abbiBaTb O TOM,
YTO NMMOKOCTb r0JiI0Ca HYXKHO BCE BpeMs
pa3BuMBaTb M NOAAEPKMBATL, TAK KaK
€ro NoABM¥HOCTb caMa He NPUXOoauT, a

[IOCTUIraeTcs B cMCTEMATMYECKon paboTe,
Ha 4YTo obpallaeT BHUMaHUe

A.T. Py6uHwTenH: «OamH IeHb He Urpato-
91 3aMevalo, Ba HA He Urpato- 3amevatoT
py3bSs, TPU [HSA HE Urpato- 3amMeyatoT Bce
cnywatenu» [5, c. 71].

Jlornka pa3BuTUS CKYCCTBOBEAYECKOM
HayKun NpuBena K yTBEPKAEHUIO O TOM,
4TO N0O0M 0OBEKT UCCNEef0BaHUSA, B
HalleMm cnydyae- TBOpYecKas npupoaa
BOKaJ/IbHO-3CTPaHOIro UCMOJIHUTENbCTBA
cneumanmcTa-My3blKaHTa MOXET ObITb
paccMOoTpeHa ¢ NOMOLLbIO MOHATUS —
«DYHKLMSA» KaK peHOMEHa NPosBIeHUN
JINYHOCTK B MPOLIECCE PELLEHUS
npodeccnoHanbHbIX 3agay. lpuyem,
COINacHO MOJIOKEHUSAM 0 GYHKLMAX
WCKYCCTBa B Tpyaax uccnegoBsarenen no
acteTuKe (0. b. bopes, E. C. pomos,

A. 4. 3ucb, M. C. KaraH, H. J1. CtonoBuy
W Op.), My3blKa HeCeT BCe colMalbHble
@PYHKLMM, KOTOPbIE YCTAHOB/EHbDI
3CTETUYECKOM HAayKOM NO OTHOLLIEHUIO
K UCKYCCTBY KaK 06LLLEeCTBEHHOMY
WHCTUTYTY: KOMMYHUKATUBHYIO, OTParKeHMUs
ENCTBUTENBHOCTH, ATUYECKYIO,
KaTapCUYeCKyto, reJOHUCTUYHECKY!IO,
3CTETUYECKYI0, KAHOHWYECKY!O,
3BPUCTMYECKYIO M MO3HaBaTe/IbHO-
NPOCBETUTENBCKYIO.

BbisiBneHne HeobXxoAMMbIX U
[OCTaTOUHbIX /19 OCYLECTBAEHHUSA
LLeJTIOCTHOCTM PYHKLIMK UCKyccTBa, M.

C. KaraH cyuTaet BO3MOMXHbIM, €C/H
NOJOMTU K UCKYCCTBY KaK K 4acTu

HEKOM MeTacucTeMbl, TO eCTb U3BHE, U3
cpefbl, B KOTOPYIO OHO BNKcaHo. Takown
cpenon ans UCKyccTBa, No yTBEPHKAEHMUIO
ncecnegoBarens, ABnseTcs YenoBevyeckas
JIMYHOCTb, KaK CBA3YytoLLEee 3BEHO

Mexay ¢punocopuren n UCKyccTBom (A.

B. HoBuKoB). B yacTtHoCTH, untmpysa M.
YexoBa, AHapen MUpoHOB oTMeyvaeT: «EcTb
CEKPET, KOTOPbIN, K COXaneHuto, He BCe
aKTepbl 3HatoT. OH 3aK/4YaeTcs B TOM,
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4TO Ny6/IMKa BCerga Co3HaTeNbHO MK
6ecco3HaTenbHo, 3a 06pa3oM, CO34aHHbIM
aKTepoM, BUAMUT TOrO YeloBEKA, KOTOPbIN
co3pan aToT 06pas, oueHnsaert ero. U

OT TOrO, MPUHSANA UK HE NPUHSNA OHa
3TOro Yesl0BEKa 3aBUCUT BO3MOXHOCTb
BO3HWKHOBEHMS M CaMOro XxapakTepa
CBSA3U Mexay apTUCTOM M Ny6MKOoW... BoT
noyemy aktep 6yayLiero, NOCTUrHyB 3TOT
CEKpeT, CTaHeT paboTaTb He TONbKO Haj
NoJly4EHHOWM POSblO, HO HAYHET pa3BMBaTb
cebs KaK JIMYHOCTb, MBO ero YenoBeyeckue
CBOMCTBa M CBOMCTBA U3JTyYEHUS ABNSIOTCA
onpeaensiowmMmMn 4nsg Kaxkaomn posum Ha
NPOTSXEHUN BCEN €0 KU3HU» ... [6, C. 74]

MeToabl

Pa3BuTHe TBOPYECKOM NPUPObI
MCNOSTHUTENS BOKA/IbHO-3CTPaAHOM
MY3bIKK, ABNSSCb 0693aTe/IbHbIM U
Heo6X0AMMbIM KOMMOHEHTOM €ro
CLIlEHNYEeCKOMN NOArOTOBKM, 3aKnajblBaeT
B HEM NPaAKTUYECKNIM DYHOAMEHT K
CaMOCTOATENbHOM UCMONHUTENBCKON
AeATENbHOCTH (Pa3BUTHE CyXa, «NeHne
C 1cTar, pady4ymBaHmMe My3blKallbHbIX
Nnpon3BeaeHNn, akKoMNaHeEMEHT cebe,
yMeHWe TPaHCNOHUPOBaTb My3bIKY
B y06HYO TOHa/IbHOCTb M Ap.). Ang
COBEpPLIEHCTBOBAHMS TEXHUYECKMX
HaBbIKOB B MCMOTHUTENIbCKON MPaKTUKe
LenecoobpasHbl cneaytoume MeTobl
paboTbl: CUCTEMATUYECKOE NCMONTHEHNE
ramm, apneaxmno, pasfinyHbIX yrpaxHeHUN,
BOKa/M30B 1 Ap., He NpeBpallas Ux B
6€eCcCMbIC/IEHHOE MOBTOPEHME, TaK KaK
JAaHHbIM MPOLLECC HE MPUHOCUT NOJb3bI
M MOXET NULLb Bbl3BaTb Y BOKaUcTa
3CTpaabl OTCYTCTBME TBOPYECKOTO
COCTOSIHWUSI BO BPEMS UCMOJSTHEHUS.
TBOpYECKM NpoLECcC NonydYaeT CBOKO
peann3aumio B Xy4OKeCTBEHHOM
CaMOBbIPaXXEHUN U UCMONIb30BaHUM
MeToAa My3blKa/lbHOro MOAENMPOBaHUS,
rMaBHOE AOCTOMHCTBO KOTOPOro —
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MHOroKpaTHOE YCBOEHWE MaTepuana
KaK-Obl «<U3HYTPK», LLEIOCTHO: CO BPEMEHEM
nprMobpeTaeTcs ONbIT KOHCTPYMPOBAHUSA
HOBbIX MOAEeNeNn No aHanormm ¢
N3Yy4EeHHbIM, aKTUBU3UPYS TBOPHECKUI
noaxon B paoore. [Npuyem cuctema
Mozenen obnagaet nparMaTMyecKnumMm,
NMPOrHOCTUYECKUMM Y IBPUCTUHECKUMMU
QYHKLUMAMMN.

B cooTBeTCTBMM C NparMaTuyeckon
QYHKLMEN BCE MOAENN CBA3AHbI
MeXay cOO0M €AMHbIM MY3blKabHbIM
MaTepuranom, KOTOpbI BapbUPyeTcs U
NpeacTaeT KaxK/abli pa3 HOBOM rpaHblo. B
NPOrHOCTUYECKOW QYHKL MM BCE MOAENN
BbICTyNatoT B KayecTBe obpasLa no
NCXOAHbIM XapaKTepPUCTUKaM U3y4aemMoro
Martepuana, CTaHOBSICb CTEPKHEBOM,
€cnoco6CTBYS OCYLLECTBNEHUIO MPUHLMMOB
CUCTEMATUYHOCTU M MOCea0BaTENbHOCTH,
JIOCTYMHOCTM M NMPOYHOCTU 3HAHUMN,
HarnsaHOCTHN, MHANBUAYANbHOMO
noaxo/a, akTMBHOCTU MU CO3HATEIbHOCTH
ncnonHuTens. B cBoto ovepeapb,
3BpUCTMYECKAas YHKLMS Hanbonee apKo
NpPosIBASETCH B MHTEHCUPUKALIMK Pa3BUTUSA
TBOPYECKMX 3a4aTKOB BOKaNUCTa 3CTpaabl,
co3/7aBas peasnbHble NPeanocblIKK 4ns
KOMMEKCHOro NOX04a B OpraHmn3aumnm
TBOPYECKOro npoLecca:
— BblpaboTKe CO3HATENbHOI0 OTHOLLEHMUS K
BOKaJ/IbHO-UCMOMHUTENBbCKOMY UCKYCCTBY;
— OBNAAEHWM paLnoHanbHbIMK MPUEMaAMMK
B paboTe C NPOn3BEeAEHUAMMU;
— OCBOEHMWM Pa3HOCTOPOHHEND
penepTyapa;
— Pa3BUTUM Xy[IOKECTBEHHO-06PA3HOI0
BOCMPUATUS MY3bIKU;
— OCBOEHMWMW pa3NnYHbIX BUAOB
NCMNOJIHUTENbCKON TEXHUKM;
— GOPMUPOBAHUN MY3bIKaTbHO-C/TyXOBbIX
npeacTaBneHunn;
— OBNafeHMMN CaMOCTOATENbHOCTbIO
OEenCTBUN.

Cpeaun 061nx GYHKLMK My3blKanbHOIo
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NCMNONMHUTENLCTBA MPENUMYLLLECTBEHHOE
3HayeHne npmnobpeTaloT:

— MOMUBAUUOHHASA, BbIPAXKEHHas

B NOTPE6GHOCTH OCYLLLECTBNATL U
dopmynupoBaTb 60/€e YacThble,
KOHKpPETHble 1, HA0BOPOT, 6osiee obLmne
BbIBO/bl, 3aHOBO «OTKPbIBATb» A/

cebs U3BECTHbIE MOJIOXKEHUSA N BHOBb
06HapyXMBaTb N3BECTHbLIE UCTUHBI,
y6exaaTbCs B JOCTOBEPHOCTU CBOUX
CYXIAEHWUN;

— cunmesupyrouas, cnocobeTeyoLwasn
06peTeHmnto 06061Lal0LMX HaBbIKOB B
CTaHOBNEHWUWN IMYHOCTHOM NMO3ULIUU U
BbIIBNEHNM 06LMX CTOCOOHOCTEN, CBA3EN,
3aKOHOMEPHOCTEN;

— a0eudecKkas, BblpabatblBasi COCOOGHOCTb
K MbIC/IUTE/bHbIM OMnepaLnsam B xoae
aHanu3a My3blKaibHO-UCMOHUTETbCKUX
npo6nem, paspeLleHnto TeX UKn UHbIX
NPOTMBOPEYUMN, YTOYHEHMIO PA3HbIX
MHEHUMN N TOYEK 3PEHMUS.

Pe3ynbraTrhbl.

Mopdonornyeckmii aHanma
TBOPYECKOro BOKaJIbHO-3CTPaAHOro
MCMNONMHWUTENLCTBA, HanpaBAEHHbIN Ha
XY[IOKECTBEHHO-06Pa3HOE OTParKeHUe
OKpYyXatolen eNCTBUTENTbHOCTHU U
BOMJIOLLEHUE ee B NMPOU3BEAEHNUAX
WCKYCCTBa, XapaKTepuayeTcs Taknmu
BeAYLINUMU GYHKLMAMWN MY3bIKanibHOIo
WCKYCCTBa, KaK: No3HaBaTeIbHON,
LLEHHOCTHO-OPUEHTALIMOHHON,
TBOPYECKM-NPeobpa3oBaTe/IbHOM U
KOMMYHWUKaTUBHOM, CIUSIHUE KOTOPbIX,
no MHeHuto M. C. KaraH, BbicTynaer
onpepensowen o0CO6EHHOCTbIO
TBOPYECTBA B MY3blKalbHOM
NCMNOTHUTENLCTBE C TOYKU 3PEHUSA ee
CTPYKTYpbl, CO3[1aBas «<BECbMa LLUMPOKOE
BapbMpOBaHWE OTHOLLIEHUN» MEXKAY HUMMU
[7,c.123].

B peanusauum no3HaBaTe/bHOM
}YHKLUMM BOKanMcTa acTpaibl OrpoOMHOE

3Ha4YeHUE UMEET OOBLEKT OKpPYXKatoLlen
nencteutenbHocTU. OTpaxas ee B
NPOU3BEAEHNN UCKYCCTBA, UCMOSTHUTESNb
C MaKcMMasibHO BO3MOXHOW MOSIHOTON
M rny6MHON CTPEMMUTCS BOCCO34aTh
€e BaXHeullmne oCo6eHHOCTH, rae
NMCUXMYECKYIO0 OCHOBY J@aHHOro npoLiecca
COCTaB/IFOT MNPeaMETHbIE accolumaLmu,
CBfI3blBalOLLME TE UK UHbIE ABMIEHNS,
He3aBUCUMbIe OT CyObeKTa U ero K
HWUM OTHOLIEeHUS. CnegoBaTtesbHo,
no3HaBaTefibHas GYHKLMUS My3blKa/lbHOIo
WCKYCCTBa npeanonaraet Takyto
B3aMMOCBS3b 00bEKTa C CYyObEKTOM, MpPHU
KOTOpOM BeAayLlas posb NpUHaOIeKuT
O0OBEKTY KaK K UCTOYHMKY MNO3HaHMUs, a
TBOPYECKME BO3MOXKHOCTH CyObEKTA
HanpaBJ/ieHbl Ha afjleKBaTHOE OTpaXKeHue
3TOr0 UCTOYHUKa [8].
MaTepuanuctmyeckoe noHMMaHue
no3HaBaTesIbHOM QYHKLIMKU YESTOBEYECKOTO
CO3HaHWSA 1aeT BO3MOMXHOCTb ry6xKe
NMPOHMKHYTb B CYLIHOCTb TBOPSILLErO
WCMNONMHUTENS BOKaJIbHO-3CTPaAHOM
MY3bIKW. XapaKTepHO, YTO B COBPEMEHHbIX
ncecnegoBaHusax GrUnocodoB U 3CTETUKOB
(M. KaraH, 3. Opya»xeB v Ap.) AaHHOM
QYHKLUKWK yaenseTcs 60/bLLI0Ee BHUMaHHKE.
B yactHocTH, 3. OpymKeB CUYUTAET, 4TO
naeanbHOE No3HaHue, Byayyun ABJSACh
CBOMCTBOM MaTtepuanbHOro, oTparkaet Bce
CBOWCTBa MaTepuu, B TOM YKUCe U camMoro
ceb4 [9, c. 309]. BmecTe ¢ TeM, no3HaHue
My3blKa/lbHOW IENCTBUTENLHOCTH B
CO3HaHWKM UCMOSIHUTENSA-BOKaNMCTa
3CTpajibl - 3TO0 OCHOBa peanu3aLun ero
TBOPYECKOro noTeHunana v «3arotoBka»
[na 6yayllero Nnpon3BeaeHns UCKYCCTBa,
TaK KaK «CyObeKT He CO3Ja€eT U He
MOXET co3aaTb Xy0OXECTBEHHOIO
COYMHEHUS HE3ABUCMMO OT OObEKTA
[la)ke B Tex c/lydasnx, Korga oH 1M no3Haet
«TONbKO» CeBS, ABNAFCH COBOKYMHOCTbIO
0O6LLLECTBEHHbIX OTHOLLEHWH.
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Heo6x0aMmMOo Noa4YepKHYTb,
4YTO BaXKHENLIMM CTUMYNOM AJ1S
BOKa/IMCTa 3CTPaAHOro MCKycCTBa
ABNSIETCHA HANpaB/eHHOCTb NPOAYKTOB
€ro TBOpYECTBa Ha BoCnpusaTHe
06LLLECTBEHHOIO NOTPebUTENS
XY[AOXECTBEHHbIX LEHHOCTEN. B
peanusaumu no3HaBaTeIbHON GYHKLNK
MYy3blKa/lbHOr0 MCMOMHUTENBLCTBA 3TO
BblparKaeTcs B TOM, 4YTO NO3HaBas 0ObEKT,
OH OTpaaeT ero B NPOU3BEEHUM TaK,
4TO6bI NO3HAHHOE UM CaMUM CTano
AOCTYMHbLIM MO3HAHWIO APYIMX I0AEN.
My3bIKaHT-UCMOHUTENb MOTOMY U
CTAHOBUTCS XYAOXKHWKOM, YTO BUIAMUT U
BOCIMpPOM3BOANT CBOE 06pa3Hoe No3HaHWe
MUpPa He TONbKO KaK No3HaBaTeNbHYO
LLEeHHOCTb, HO M TaK, 4TO6bI CTPYKTYypa
06pa30B cTajia HaCTPOMKON Ais 3puUTenen
UNKn cnylatenen.
Taknm 06pa3om, NPoLIECC TBOPYECKOIO
NO3HaHMSA BOKaNbHO-3CTPaAHOro
MCNONHUTENbCTBA NpeacTaBnaeT
cobom ueneHanpaBieHHoe,
anbdepeHLnMpoBaHHOE OTpaXKeHne
XapaKTePHbIX CBOMCTB 0ObeKTa
C YCTAaHOBKOW Ha TaKoe ero
npeobpasoBaHne, KOTOPOE COOTBETCTBYET
coLManbHbIM YCIOBMUSIM BOCNPUATUS
MYy3blKa/lbHOTO UCKYCCTBa, rae Mepa
OOGbEKTMBHOCTH (B IAaHHOM Cnyyae-
no3HaBaTe/lbHOM ajeKBaTHOCTH) B
OTParKEHUM OENCTBUTENIbHOCTU HE MOXET
ncyepnaTb XyA0XKeCTBEHHbIX PECYPCOB
Npon3BeaeHUs, CKopee ABNASCh
CTUMY/IOM NS TBOPYECKOMN NepepaboTKu
NMO3HaHHbIX CBOMCTB OTParKEHHOI0O
006bEeKTa, B MpoL,ecce KOTOPOoro Hapsaay
C No3HaBaTeNbHbIMK GaKTOpaMu
BCTynaloT B AENCTBWE ApYyrue, He MmeHee
BaKHble daKTopbl, 06ycnaBanBatolLne
COOTBETCTBEHHO U Apyrue GyHKLMUK
NCKyccTBa. TaK, 04HOW N3 OCHOBHbIX
BbICTyNnaeT LEeHHOCTHO-OpMeHTaLMOHHas
GYHKLUUS, KOTOpas CNYXKUT CBOEOBPa3HbIM
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perynaTopom nepepaboTKn NO3HAHHbIX
CBOWMCTB BOKa/lbHO-3CTPaAHOro
MCMNOJIHUTENBLCTBA B NPOLIEeCcCe TBOPYECTBA
M TECHO CBfI3aHa C BOocnuTaTe/IbHON, a
MHOTAa faXKe OTOX/AECTBNSETCS C HEN,
OCyLecTBNSAS BO3AENCTBME MYy3blKalbHOrO
WCKYCCTBa, MPU3BaHHOIo NpaBubHO
1 ry6OKO OLIEHNBATb TO MW MHOE
NpPou3BeAEeHME C TOYKN 3PEHNST JOCTOUHCTB
€ro coaepraHus n Gopmbl, MacTepcTea
W T.4., YTO BMOJSIHE NPaBOMEPHO, Koraa
peyb naet 06 oo ECTBEHHOM €ro
GYHKLMOHUPOBAHMK, O TBOPYECKOM
npotiecce, cy6beKToM KOTOPOro ABAseTcs
BOKaUCT 3CTpaabl.
LleHHOCTHO-OpMEeHTaLMOHHas
QYHKLMSA HAXOAMUTCH B TECHOM CBA3HU
C No3HaBaTeNbHON, B TBOPYECKOM
npoLiecce, TO eCTb OT 3aPOXKAEHMS
3aMblC/ia My3blKanbHOIo NPoM3BeaeHHUA
NCNOSIHUTENb TaK MU MHaYe
PYKOBOACTBYETCS HEOOXOAMMbIMM
OLIEHOYHbIMUW KpUTEPUAMHK B BbiGOpE
onpeaeneHHoro o6beKkTa OTpaXeHus, B
BbI4Y/IEHEHWWN TEX Er0 COAEPIKATENbHbIX
0COBEHHOCTEN, CTPYKTYpPa KOTOPbIX
OTBEYaeT aKTyallbHbIM 06LLLECTBEHHO-
3CTETMYECKMM 3anpocam u
MHANBWIYaANbHbIM NOTPEBGHOCTAM
TBOPYECKOMO UCMONMHUTENBCTBA
Bcnencrteue aToro TBOpYEcKas
WMHULMATUBA UCMONHUTENSA My3blKallbHOMO
WCKYCCTBa MMEET SAPKO BblIparKeHHoe
columanbHoe Npu3BaHune- oTpasuTb
JEeNCTBUTENbHOCTb TakK, YTOObI OHa,
He yTpaTuB CBOEW «peanbHOCTU»,
CTUMYNIMPOBANa ero MbiC/lb U YyBCTBA K
OLIEHKe- KaK KpacOoTbl M COBEPLUEHCTBA, TaK
W, yuep6bHOCTU 1M YOOrOCTU OKPYKAIOLLIMX
ABNeHNi. Bo3gencrene My3blKkaibHOro
UCKyccTBa ByaeT TEM CUMbHEE U
adbdeKTNBHEE, YHEM Bbipa3nUTE/bHEE
BOMJ/IOLLIEHA B HEM OLIEHKA My3blKaHTa-
UCNOSIHUTENS, onpeaenstollas TBOPHECKUN
XapaKTep B NPUOBLLEHUN ClyLIaTeNnemn-
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3puTeNen K TEM UK UHbIM COLMasbHbIM
nageanam o6LLeCTBEHHOIO CO3HaHUS
[10, c. 236].
TBoOpYecKn-npeodbpalzoBartesibHas
dYHKUMA Hepa3pbIBHO CBSI3aHa C
NO3HAHMEM W OLIEHKOW, NPeaCTaBASAOLWMNMHU
CO60M NPOYHbIM QYyHAAMEHT ANs
peanusauum cneumPpmyeckoro
TBOPYECKOro NoTEHLMana BoKasbHO-
3CTPaAHOro UCMOMHUTENS, KOTOPbIN
UMeET CUHTETUYECKUIN OOBEKTUBHO-
CY6bEKTUBHbIN XapaKTep, NOCKONbKY
OOBbEKTMBHbIM XapaKTep NO3HaAHHOM
peanbHOCTN COYETAETCH B HEM C
CYyOBbEKTUBHOM OLLEHKON NO3HAHHbIX
[laHHOCTEN U BJIEHWUI, Ha OCHOBE
Yero CTaHOBUTCH BO3MOXHbIM ipKoe
NposiBNeHME ero My3blKajlbHO-TBOPYECKOMO
ncnonHuTenbCcTBa. [laHHasa GyHKUMS
NposiBASIETCS B TOM, YTO KOMMO3UTOPCKOE
npou3BeaeHe NOMUMO TOHYHOW Nepeaaym
MY3blKa/lbHO-TEKCTOBOM TKaHM nony4yaet
CBOE06pPa3HOE XyAOKECTBEHHOE
npenomMaeHne B CO3HaHUU UCMONHWUTENS, a
3aTeM- B 3BYKOBOM BonoLleHnn. Moatomy
B pe3ynbTate 60pb6bl MPOTUBOPEYUIA B
BOKa/lbHO-3CTPaAHOM MCMONHUTENbCTBE
NnosIBNSETCS eANHOE MO CTUIO, MOHOIUTHOE
no dopme, BbICOKONPOhECCUOHANBHOIO
Mo MCMONb30BaHMUIO Xy4OXKECTBEHHO-
Bblpa3uTebHbIX MPUEMOB 3BYy4alllee
npou3BeaeHue, B KOTOPOM 3arnevyaTiieHo
M COGCTBEHHO TBOPYECKOE Havano,
oTpaxatoluee MHONBMAYyanbHOCTb aBTopa
MY3bIKW, KA4eCTBO UCMONHEHWUS apTUCTa.
KoHLEeHTpaLmsa TBOPYECKUX CUN
BOKanUcTa My3blKanbHOM 3CTpajbl
perynupyeTcs ero cneumuPuyecKkumm
XYAOXECTBEHHbIMW CNOCOBHOCTAMM
1 3aaTKamMu, NO3BONAOLLMMU
peannsoBaTb NPOLIECC UCMONHUTENLCTBA
B onpeaeneHHbix GopMax CLEHUYECKOM
NEeATENbHOCTH, [1€ Xy/10KECTBEHHO-
o6pasHoe MbllUIeHWe NpeacTaBnsgeT
Co60M yHUBEPCasbHYO CMTOCOGHOCTb,

CBOWCTBEHHYIO TBOPYECTBY KaK
crneunduryeckomn pa3HoBUAHOCTHU
4enoBeYeCcKon AeATEeNbHOCTH.
KommyHMKaTBHas GyHKLKUSA 6onee,
4yem BCe Apyrve, HanpaBneHa 3a
npenesnbl 3BeHa «00bEKT-CYObEKT»,
K HOBOMY OOBbEKTY-ayaAUTOPUN, ANS
KOTOPOW CO3AatoTCA XyA0XKECTBEHHbIE
LLEHHOCTH, KOorAja TBOPYECTBO BOKA/bHO-
3CTPaAHOro UCMOIHUTENS CBSA3bIBAET
€ro co 3puTensamu-cnywatensiMmm B
CTPEMSIEHUM BbITb MOHATHBIM, FAe
Ccy6beKTUBHANA TBOPYECKAs aKTUBHOCTb
BCeraa AeTepMUHUPYETCS OO EKTUBHbBIMM
TpeboBaHUAMM «OBLLUTENBHOCTU»
XYOOXECTBEHHbIX MPOM3BEAEHUN.
Bcnencrene cBOEro KOMMYHUKATUBHOIO
XapaKTepa TBOPYECKOE UCMONHUTENBCTBO
CTAHOBWTCS CPEACTBOM O6LLEHUS
MEX Iy toAbMU, MO0 A3bIK MCKYCCTBA B
60/1blIEN UMK MEHbLIEN MEPE NOHATEH
BCceM, 61arogapst 0606WEHHOCTHU ero
06pa30B, 06LEe3HaYUMbIM NOEAM,
KOTOpbl€ OHO BbIpaxaeT, a TaKKe
BO3BbILLEHHOW CUMBOJIMKE U 3CTETUYECKOM
XapaKTEePHOCTM ero coaepaHns 1
GOpMbl. 3Ty 0COBEHHOCTb NOAYEPKMUBAET
B. B. MeayweBcKui: «...ICKyccTBO
CTPEMUTCS HANUTK 06LLE3HAYNMbIE
TOYKM COMPUKOCHOBEHMWS C MacCcOBOM
ayauTOpUEN, ONepPEeTbCA Ha HUX U, MPUTAHYB
K cebe, NoJ06HO MarH1Ty, MOBECTH 3a
COO0M K BEPLIMHAM 4Ye/IOBEYECKOro ayxa»
[11, c. 25].

AunckKyccusna

XapaKTepn3yst UCMONHUTENbCKYIO
AesATeNbHOCTb CyObeKTa-My3blKaHTa, M.
C. KaraH co cBoeW CTOpOHbI onpenenset
psi4 HanpasieHW peannaaunm
TBOPYECKOro NoTeHuMnana Tn4HocTu. B
4aCTHOCTH, THOCEOJIONMYECKUI NOTEHLMan
BKJIlOHAET KOIMYECTBO MHDOPMALMK O
BHeELHeM MUPE; aKCUONTIOTMYECKUIN —
peanu3yeTcs B CUCTEME LIEHHOCTHBbIX
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OpUEHTaLIMIN; TBOPYECKUIN — OonpeaenseTcs
CNOCOOHOCTLIO CYyGbeKTa K aKTUBHOM
npeo6pas3oBaTe/ibHOM AEATENIbHOCTY;
KOMMYHWUKaTUBHbIX — MEPON U dopMamMu
COLManbHOro 06LWeHUs IMYHOCTH;
XYOOXECTBEHHbIN — BbIIBASETCS
cneundrUyecKMMmn NoTPEOHOCTAMMU
CyO6beKTa U CNOCOBHOCTAMM K UX
yaoBneTBopeHuto. MpeacraBnaercs
LenecoobpasHbiM, B My3blKajlbHOM
NCMNOJTHUTENbLCTBE BOKAUCTA-3CTPabl, He
pas3aensitb TBOPYECKWUM U XYAOKECTBEHHbIN
NnoTeHLUManbl, MOCKONIbKY OHW B NpoLiecce
NCMOTHUTENBbCKOMO TBOPYECTBa
CUHTE3MPYIOTCA B CrieLndUYecKyto
CNoco6HOCTb, 06ycnaBaMBas TBOPYECTBO
Ccy6beKTa He TOJIbKO ero MHAMBUAYanbHbIMU
XYOOXECTBEHHO-3CTETUYECKUMMU
BO3MOMXHOCTSAMM, HO U lyXOBHbIMMU
NOTPEBHOCTSIMU COBPEMEHHOW COLMaNbHOM
MY3blKaNbHOW AEUCTBUTENBLHOCTH. [103TOMY
B IOCTUKEHNU TBOPYECKOIO NoTEeHLMana
NCMNOJTHUTENS BOKAbHO-3CTPaAHOM
MY3blKM MPOSIBASIOTCSA €ro cneundunyeckme
co3ujaTeNibHble CNOCOBHOCTH, KOTOPbIE
HanpaBfieHbl Ha 06pa3HOe OTpaXKeHne
CYLLECTBYIOLLEN «<KAPTUHbI» MUpPA.
HecomHeHHO, cueHnyeckoe
BOMJOLLLEHNE BOKAJIbHOrO NPON3BEAEHUS
B Nepeaayve Xy[J0KeCTBEHHOIo 3amMbiciia
€ro xapaKkTepa v ColeprKaHus, CBA3aHO
C MPOXMBAHMEM U NEPEXMBAHUEM
NCMNONHUTENLCKOIo 06pasa B AENCTBUM,
3aK/to4vas B cebe TBOpYECKME
BO3MOMXHOCTU AN MHAUBUAYANbHbIX
NposiBAEHWI, B NPOLLECCE KOTOPbIX
ApPTUCT-BOKANWUCT aCTPabl BKIOYaET
B paboTy BECb MYy3blKa/lbHbIM U
*M3HEHHbIW OMbIT, ONPeaensis CBOU
TBOPYECKME MNOAXOAbl K MO3HAHUIO
WCKYCCTBa, a Yepe3 Hero- OKpyKatoLen
AENCTBUTENBHOCTH, TEM CaMbIM YTBEPXKAas
cebs KaK <MHAMBUAYaNbHOCTb». PYHKLINS
TBOpPYECTBA, MMES MPENMYLLECTBEHHOE
3Ha4YeHne cpeam aApyrux GyHKLNNA,
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BbICTYMaeT ¢ TO4KM 3peHuns b. B. Acadbesa,
H. bepasesa, J1. C. Boirotckoro, b. A.
F1BOPCKOro 1 ApyrMx UCKyCCTBOBEAOB
KaK ocHoBoOrMonaratolulas B BOCNPUATUM
MY3blKW. 3Ty 0COOGEHHOCTb NOAYEPKUBAET
E. B. HazanknHckuni: «Ha Haw B3rnaa,
My3blKa/lbHOE BOCMNPUATUE COBPEMEHHOIO
n 6yayliero cnywarens 4omKHO 6onblue
pa3BMBaTbCS KaK Pa3HOBWIHOCTb
TBOpYECTBA. YXKe cenyac GpyHKUMS
TBOPYECTBA MOXET CTaTb OJJHOM M3
LleHTpanbHbIX B GYHKLMOHANbHOM
KOMMNEeKce BOCNPUATUS M yNoa06UTbCS
GYHKLUUU MHTEpnpeTaumn» [12, c. 103].
MNepBoHaYanbHas ctaams
MCMNOJIHUTENbCKOro TBOPYECTBA BOKaNMcTa
My3blKa/lbHOM 3CTPa/bl- NPOHUKHOBEHWE B
cneuMpuryecKkyo NpMpoay 3ambicna aBTopa
NPOW3BEAEHUS, EO XYAOKECTBEHHYIO
KOHLLENuUMUIo, naeto, Npuaatomnx KOHKPETHO
MAEMNHO-3CTETMYECKOE coaeprKaHue. 1o
HabntoaeHnam C. CKpebKoBa: «...MMEHHO
B TBOPYECKOM 3aMbIC/le KOHLIEHTPUpPYETCH
BCE 3/IEMEHTbI My3blKallbHOMO UCKYCCTBAa,
XYAOXEeCTBEHHO OTobparKaeTcs
NENCTBUTENbHOCTD. .., B HEM HaxoasT
¥UBOW OTKJIMK 3ampochbl MCMNONHUTENbCKON
NPaKTUKKM CBOEro BPEMEHMU U UHTEPEC
cnywaTtenbcKkoun ayautopum» [13, c. 45].
MNMocneaytollas GyHKLUMSA TBOPYECTBA-
BOMJ/IOLLIEHWE B peann3aumnm 3ambicna,
BCTynalowero B CTaauto «<MHKybaumm»
(T. Pn60), oHa U3 OCHOBHbIX MPO6IeEM
npoLiecca TBOpPYECTBA, e BarKeH BbI6Op
CPeacTB UCMONMHUTENLCTBA, BKIOYAIOLLMX
BOOOpaXKeHne, NnamsaTb, 06pasHbie
accoumnaumnm u 1.4. B yactHoctu, b. B.
AcadbeB yTBEpKaaeT: M3 cozepuaHui
MMpPa MY3bIKaHT BbIHOCUT BCE KaK
3Byvallee, 1, Yepnas 13 nosaoTHa SBAEHWUN
€My }KenaHHOoe, MPETBOPSET 3TO KenaHHoe
B CTPOMHbIE MPOLIECCHI- COCTOSIHUS
3BYy4aHUi. OH «0O3BY4YMBAET» MUP UK
3anonHsaet 6e3amofiBue 3By4aHmMeMm, 6o
npoLiecc My3blKalbHOro TBOPYECTBA- €CTb
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NnpoLecc TBOPEHUS 3ByYalllero Mupa»
[3,c. 74].

CnepoBatesibHO, MHEHUWE pa3HbIX
YY€EHbIX CBUAETENLCTBYET O TOM, YTO
$EeHOMEH TBOPYECKON NPUpPOabI
NCMNONHUTENLCTBA MMEET CIIOMKHYIO
CTPYKTYPY, UCXOAs1 U3 UHAUBUAYAIbHO-
JIMYHOCTHbIX OCOOEHHOCTEN YENOBEKA,
B CO3HaHMM KOTOPOro BO3HUKaET TaK
Ha3bIBaeMOE BUAEHNE XYOKHUKA,
dUKeUpyoTCs 06pasbl-npeacTaBieHus,
COObITUS, PA3MBbILLIEHUSA N BONTHEHUS,
B pe3yfbrarte Yero poxaaeTcs
BbICLLAA JOMWHAHTA TBOPYECTBA
UCMNONHUTENS — BOOXHOBEHMKE. A 3T0,
KaK npaBwWno, Hanbornee xapaKTepHo
ana npodeccnoHabHON AeATENbHOCTH
BOKa/IMCTa My3blKallbHOM 3CTPafbl.

3axkmoueHue

UTaK, npeactaBieHHble QYHKLINK
TBOPYECKOW NPUPOAbI BOKabLHO-
NCMNOJTHUTENBCKOIO MCKYCCTBA aCTpabl,
onpenensioT MHOroacrneKTHOCTb
cofeprKaHusa aesaTenbHOCTU My3blKaHTa
1 pasHoobpasune dopm ee peannsaumu.
®YHKLMM BHELLIHEN HanpaBNeHHOCTH
CBSI3aHbl C IOCTUKEHNEM JIMYHOCTHbIX
NoTpPeBbHOCTEN B TBOPYECKOM CTaHOBJIEHUM
cneuunanucrta, a GyHKLUUU BHYTPEHHEN
HanpaBJ/IEHHOCTM OTpa)KatoT LLEHHOCTHbIN
noTeHunan B Nnpeobpa3oBaHnmn
JIMYHOCTHbIX KAa4eCTB BOKancTa acTpajbl.
PacKpbiBas CyLLHOCTb TBOPYECKOIO
npoLecca Kak Xy[10XXeCTBEHHOI0 sIBJIEHUS,
Mbl CTalIKUBAEMCS C IMANEKTUYECKUM
B3aMMOJIENCTBMEM B HEM [IBYX PA3/INYHbIX
MOMEHTOB: C OHOW CTOPOHbI, CO3JaHne
MY3blKasbHOIO NPON3BEAEHNSA — Cyry6o
TBOPYECKUIM MHOMBUOYaANbHbIM NpoLecc, a
C Ipyromn, — NCUXonorns MCNoIHUTENbCKOro
TBOpYECTBa NOAYUHAETCA AENCTBUIO
OOBbEKTMBHbIX GAKTOPOB, OTPaXKatoLLInX
AEeATEeNbHOCTb KaXAoro apTucTa
N HaxoAsLIKUX CBOE BblpaxeHue B

3aKOHOMEPHOM CTaAMMHOCTU TBOPHYECKOIO
aKrTa.

CywectBoBaHME U aKTUBHOE
TBOPYECTBO UCIMOJIHUTENS BOKA/IbHO-
3CTpafHON My3bIKK ABNAETCSH 0O bEKTUBHO-
HEO6X0AUMbIM KaK B OTHOLWIEHUN K
UCMNOJIHIEMOMY MPOU3BEAEHMIO, TaK U
B OTHOLWIEHWW K ClyllaTesnto-3puUTernto.
[MoaToMy M NpaKTUKa UCMONHUTENLCTBA,
UMeloLlas B JaHHOM ciydae sipKo
BblpPaXK€HHbIM 3CTETUYECKMI CMbIC/, MOXET
paccmaTtpuBaTbCs ABOAKO: BO-NEPBLIX, KaK
WHAMBKIYaNbHO-TBOPYECKasa My3blKaHTa,
[JesTeNbHOCTb KOTOPOro Hanpas/ieHa Ha
OCBOEHMWE 1 BOCNPOU3BEAEHNE COYMHEHNS
— 0ObEKTA, U BO-BTOPLIX, KaK TBOPYECTBO,
HanpaBsJiIeHHOe Ha BOCMNpousBeneHne
nyonuKu. Npmuyem NPOHMKHOBEHUE
B aBTOPCKMWM TEKCT B onpeaesieHHOM
CMbIC/e — UccnefoBaTenbCcKas paboTa,

B KOTOPOM aKTMBHO B3aUMOLENCTBYIOT
WHTeNNeKTyanbHasa U TBOpYeCKas
WMHTYMUMSA, B KOHTEKCTE KOTOPOW Co3[aHune
OPUTNHAIbHOIO UCMOTHUTENLCKOIO
pelueHust TpebyeT OT BOKanucTa acTpajbl
LLEJTOCTHOrO NpeacTaB/iEHUS CBOEN
nosunumn, 6asmpyemon Ha JOCKOHaIbHOM
3HaHWK MaTepurasa, MOHUMaHUKU U
owyweHnn GopMbl U 06pas3HOro CTPOs
Npon3BeaeHMS.

BoccosgaBasi B CBOEM MCTOIKOBaHUMU
MY3bIKW €€ aBTOPCKOE COAEPXHKaHue,
MCMNOJIHUTENb 3CTPALHOI0 UCKYCCTBA
4acTo Nepecos3acT ero, To eCTb
nepeocMbIC/IMBAET B COOTBETCTBUN
CO CBOMM MWPOBO33PEHUNEM,
3CTETMYECKUM MeanoMm, TIMYHOCTHbIM
OnbITOM U T.4. [IpUBHOCS B UCMOJIHEHKE
CBOIO MHAMBWOYabHOCTb, OH TEM
caMblM BUOOU3MEHSIET aBTOPCKNUK
3aMblcesl, co3[aBas B MHTepnpeTaumm
XY[OXKECTBEHHO-TBOPYECKNIN aKT.

Cnenyet umeTb B BMAY, YTO cnyluiaTesib-
3pUTENb CMOCOBEH MOHATL U NMEPEKNUTD
cofepxKaHne My3bIKK, NpenogHeceHHble
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MCNOHUTENEM-BOKAJIMCTOM TOJIbKO
B TOM C/iy4ae, eCJih NOTOK 3BYy4allero

B OyKBa/IbHOM NepeBoje O3Ha4yaeT
«HayKa O LLEHHOCTAX» MPUMEHUTENTbHO

npon3seaeHna oH BOCMPUHNUMAET HE KaK K MYy3blKa/ibHOMY UCMOJIHUTENTbCTBY

XaOTUYHbIW, @ KaK OpraHM30BaHHbIN U

MOXET 6bITb 0603HAYEHA KaK Teopus

OCMBbIC/IEHHbIN, B KOTOPOM OLLyLLaeTcs OopMeHTaunn IM4HOCTU B MUpE

B3anMMOCBA3b 1 B3aMMO3aBUCUMOCTb

XY[OMECTBEHHbIX LIEHHOCTEN, IAe OH,

3/IEMEHTOB MY3blKa/lbHOr0 A3blKa. Niwywmi BCTynas B *XMBOe B3aUMOLENCTBUE C

cneunanmncT-BoKanucT 3CTpaaHoro
MCKYCCTBA [O/IKEH CTPEMUTLCA K

“3y4yaeMbIM NPOM3BEJEHMEM, CO3aeT
MHOE NPOCTPAHCTBO OKPYXKaloLLen

MaKCMMasIbHOMY PacLUMPEHUIO CBOEro JEeNCTBUTENbHOCTH, e KaK HUrge

TBOPYECKOr0 UCMONHUTENIbCKOrO
noTeHuuana, rotoBblv NePecTynuTb
3a paMKM yCTOABLLUUXCS CTEPEOTUMOB.
B 3TOM CMbICNEe aKCHONOrus, Kotopas
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DxepaumanueBa P.P., Cmarynosa 3.T.
T. K. XKypaeHoe ambiHOagbl Kasak ¥nmmbik OHep akademMusichbl,
Anmamel, KazakcmaH

3CTPAAA BOKANIAbIK - OPbIHAAYLUIbI/IbIK OHEPIHIH WbIFAPMALIBUIbIK
TABUFATbIHbIH ®YHKLUWOHANADBIK TAJIAAYbI

AxpaTna

3epTTeyae acTpaaa BOKaablK-OpbIHAAYLIbIUIbIK OHEPIHIH WhiFapMallbliblK TaGUFaTbIHbIH,
GyHKUMOHanabl TangayblHblH TEOPUSASbIK aCNeKTIIepi KapacTbipbliiFaH. byn MaceneHiH, 3eptrenyi
FbIIbIMK BiNIMHIH, 8PTYPJTi cananapbliHbIH XETEKLII epexenepiMmeH Tikenen 6annaHbiCTbl: punocodus,
aneymeTTaHy, MoAeHUeTTaHy, aCTETUKa, My3blKaTaHy, My3blKablK OpblHAAYLLbIIbIK TEOPUSACHI,
LblFapMalLLblIbIK MCUXONIOTMSCHI, My3blKanblK 6iniM. BokanablK-acTpaaasbiK OpblHAAYLWbUTbIKTbIH,
LWblFapMalUbliblK MPOLIECIHIH, *XYMbIC iCTeyi, 3[epiHiH apacblH4a KeH TYPLUIrepsik arganga:
TaHbIMAbIK, KYHABINbIK-GaFaapbl, WblFapMallbllbIK-TYPAEHAIPril, KOMMYHUKATUBTIK QYHKLMUSNAPbI
©3iH-63i KBPKEM TaHbITy XaFblHaH ©3iHiH iCKe acblpblNyblH anafbl. AcTpaja BOKANMUCIHIH TaHbIMAbIK
dYHKUMACHI — LiblFapMaHbIH KBPKEM pPecypcTapblHbliH TaHbIM KaCUETTEPIH LblFapMallblblK TYPFblaaH
YFblHYFa blIHTanaHAblpbINFaH, My3blKanblK WbIHABIKTbIH MaKcaTTbl, capanaHFaH KepiHici 60bIn
Tabbinaabl. KyHabNbiK-6argap GyHKUMACHI-LWbIFapMallbliblK MPOLECiHAE BOKaNAblK-3CTpajanblK
OpblHAAYLWbINbIKTbIH, TAHbIMAbIK KACUETTEPIH KalTa eHAeYAiH 63iHAIK peTTeyLici 60nbin Tabbinaibl.
LLIbiFapmalubliblK-KanTa Kypy GYHKLMSACH — BOKaNAbIK-3CTpaAasblK ©HepAi opbiHAAYLWbIHbIH
WblFapMalUbliblK 8/1eyeTiH iCKe acbIpy YLWiH TaHbIM MeH 6aranayfblH TbIfbl3 6anflaHbICbIHbIH, 6EpiK
ipretacbl 60nbIiN Tabblnagbl. KOMMYHUKATUBTIK GYHKUMSACHI — 3CTPaja BOKaIUCIHIH, WblFapMallbliblK
OpblHAQYbIHbIH @apKacblHAa ajamaap apacbliHAarbl 00beKT-ayauTopmaFa 6arblTTanFaH KapbiM-KaTblHac
Kypanbl 605bin Tabblnanagbl. BokanabiK-acTpananblk 6HEPAiH LWbliFapMallblibliK TaBUFaTbIHbIH,
YCbIHbIAFaH GYHKLMANapbl, OpblHAAYLWbI-MY3blKaHT KbIBMETiHIH, Ma3MYHbIHbIH KON aCneKTiNiriH }aHe
OHbI }KY3€ere acblpy HblCaHAAPbIHbIH, OPTYPAINIFiH aHbIKTaUAbI.

Tipek ce3aep: GyHKLMANAP, WbiFAPMaLLbIIbIK, My3blKaHT, 3CTpaaa eHepi, BOKaNiblK-0pbiHAAYLbIbIK.

Dzherdimalieva R.R, Smagulova Z.T.
T.K. Zhurgenov Kazakh National Academy of Arts
Almaty, Kazakhstan

FUNCTIONAL ANALYSIS OF THE CREATIVE NATURE OF VOCAL AND
PERFORMING VARIETY ARTS

Abstract

The research considers theoretical aspects of the functional analysis of the creative nature of the
vocal and performance art of pop vocal. The study of this problem was directly associated with the

leading positions of various areas of scientific knowledge: philosophy, sociology, cultural studies,

aesthetics, musicology, theory of musical performance, psychology of art, and musical education.

The functioning of the creative process of vocal pop performance is artistically self-expressed
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through such specific functions as: cognitive, value-oriented, creative and transformative, and
communicative, provided there is a fairly wide variation between them. The educational function
of pop vocalist is a purposeful, differentiated reflection of musical reality and also a stimulus

for creative thinking on the cognized properties of the artistic resources of the work. The value-
oriented function acts as a kind of regulator of processing of the known properties of vocal variety
performance in the creative process. Creative-transforming function is inextricably linked with
knowledge and assessment, and also represents a solid foundation for the realization of the
creative potential of the performer of vocal pop art. The communicative function is directed to
the object of audience, becoming a means of communication between people due to the creative
performance of pop singer. The presented functions of the creative nature of vocal variety art
determine the multidimensionality of the content of the performing musician’s activities and the
variety of its implementation.

Key words: functions, creativity, musician, variety art, vocal performance.

CaeneHus 00 aBTOpax:

Jlxepmumanuesa P.P., nokrop neparoruueckux Hayk, mpogeccop Kadeapsl
«dcTpanHblii Bokas» Kaszaxckoli HallMOHAIbHON aKajieMHH UCKYCCTB MMEHH
T.K. )Kyprenosa (Anmarsi, Kazaxcran).

CwmarysoBa 3.T., maructpanT Kadeapb! « cTpaaublil Bokaa» Kazaxckoit
HallMoHa/IbHOH akaiemnu uckycerB umenn T.K. JKyprenosa
(Anmatol, Kazaxcran).

e-mail: zulfiya-smagulov@mail.ru

ABTopJaap TypaJbl MaJimMeTTep:
Jlkapanmainuea P. P, nenaroryka rol/ibIMaapbiHbIH JOKTOPHI,
T.K. )Kyprenos atbinarst Kazak YATThiK OHep akajieMusiChiHbIH

«DcTpaialblK BOKas» KadeapacbiHbiH npodeccopsl. (Anmarbl, Kazakerat).

Cwmarysosa 3. T., T. K. )Kyprenos ateimnarst Kazax YarTeik Onep
aKaJIeMHSICBIHBIH « DCTPaasiblK BOKas» KadeapachbiHbIH MarHCTPaHThI.
(Anmatel, Kaszakcran).

e-mail: zulfiya-smagulov@mail.ru

Author’s bio:

Dzherdimalieva RR, doctor of pedagogical sciences, professor of the «Variety
vocal» department of the Kazakh National Academy of Arts named after

T.K. Zhurgenov. (Almaty, Kazakhstan).

Z.T. Smagulova, master candidate of the «Variety vocal» department of
the Kazakh National Academy of Arts named after TK Zhurgenov. (Almaty,
Kazakhstan).

e-mail: zulfiya-smagulov@mail.ru

a4

Central Asian Journal of Art Studies N2 2019



¢

THE BASIC
ARCHETYPAL
IMAGES IN

ART STUDIES

KAZAKH
SOVIET
CINEMA

MPHTH 18.41.45

Krasnopolskaya Y.V. ' Nogerbek B.B. !

LITK. Zhurgenov Kazakh National Academy
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THE BASIC ARCHETYPAL IMAGES IN KAZAKH SOVIET CINEMA

Abstract. Archetypal images are primary, they lie in the initial basis of myths, folklore and culture
in general and form the basis of all arts, especially audiovisual ones. The cinema, being the most
popular of all arts, renovates and transforms the main archetypal images, generates characters
through which important and exemplary patterns of behavior in society take place. Perception of
archetypal images, in turn, depends on the system of social and ideological coordinates existing
in this or that society. Archetype is an unconscious transpersonal preform, given a priori the
possibility of a particular form of representation, filled with concrete content only when it affects
the consciousness. Archetypal images are always correlated with the epoch, which generates
them, appearing as a manifest metaphor from the collective unconscious. Examination in

the mythological characters and plots of typological features makes it possible to distinguish
archetypal characters and motive in the cinematograph. The archetypal character, as a rule, has
both traditional characteristics of the hero and personal characteristics, thus completing the
archetypal image of the hero, which allows the cinema to experiment with genres. Varying the
archetypal image and planning the expected emotion from the image, the cinema receives new
genres.

In this article, authors consider the main archetypal images most vividly represented in the Kazakh
feature cinema of the Soviet period — the archetype of the father as a respected old man, the
archetype of a staunch and caring mother, and the archetype of a mischievous boy / teenager.
Key words: archetypes, the image of the hero, Kazakh cinema, Soviet cinema.
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Introduction

The archetype in the cinema is a
semantic and constructive unit, through
which, at the stage of the script, the
dramatic narrative of the film is calculated
and evaluated. The correspondence of a
movie to an archetypal plot, the so-called
cinematic archetypal sequence, allows
the viewer to self-identify, following the
archetypal motivation of individuation,
conditioned by specific archetypal patterns
of behavior demonstrated through specific
archetypal images. The archetypal image
in the cinema is an essential element that
forms a «role model» for whole generations
of people.

Kazakh cinema of the Soviet period is
a huge cultural heritage. Today, more than
a quarter of a century after the collapse
of the USSR, it is time for a full scientific
rethinking, reassessing the cinematic
heritage in general, archetypal images in
particular, based on modern de-ideologized
realities. A detailed, comprehensive study
of the evolutionary processes of archetypal
images, their specifics in the Kazakh
feature cinema of the Soviet period is one
of the most urgent tasks in the national art
studies, since this problem is still under
research.

Methods

The hypothesis of the study suggests
that analysis of screen heroes in archetypal
categories in the dynamics of development
will allow the most detailed analysis of
the evolution of archetypal images in the
Kazakh feature cinema of the Soviet period
and systematize it into a single concept.

In order to reveal interest in the
Kazakh Soviet-era feature films among
contemporary viewers in general, as well
as their interest in the main images of
national films of the Soviet period a survey
was conducted on the theme: «\mages in
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Kazakh cinema of the Soviet period».

The survey consisted of 10 questions
that touched upon various aspects of the
perception of the images of the Kazakh
feature cinema of the Soviet period among
the population: 1) Your sex; 2) Your age;

3) Your education; 4) Your profession /
occupation; 5) How often do you watch
Kazakh films of the Soviet period? 6) What,
in your opinion, is the main message of
the Kazakh films of the Soviet period? 7)
Do you think that the image of the hero
influences the spectator’s world view?

8) Which male images do you remember
from Kazakh Soviet films? 9) Which female
images that you remember from Kazakh
Soviet films? 10) Which children images do
you remember from Kazakh Soviet films?

Results

According to the survey, 36 people took
part in it. The majority of the respondents
were women — 21 people or 58.33%, the
number of men who took part in the survey
— 15 people or 41.67%.

The age of the respondents covers
18-65 years. Respondents over 65 did
not take part in the survey. The majority of
the respondents are 25-45 years old, the
respondents aged 18-25 and 45-65 are
equally represented:

18-25 years — 6 people, or 16.67%

25-45 years — 24 people, or 66.67%

45-65 years — 6 people, or 16.67%

over 65 years — O people, or 0.00%.

The overwhelming majority of respon-
dents have higher education. The fewest
respondents have secondary education:

Average — 1 person, or 2.78%

Secondary specialized — 2 people, or

5.56%

Higher education — 328 people, or

77.78%

Unfinished higher education —

5 people, or 13.89%
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To question 4 «Your profession /
occupation» among the respondents
1 person indicated the phone number
instead of his / her profession /
occupation, 1 person indicated just
«specialist». Among the professions / kind
of activities, most were teachers of the
university, film experts, musicians, artists,
directors. Respondents also provided
employees of business, accounting and
audit, design, students.

To question number 5 «<How often do
you watch Kazakh films of the Soviet
period?» one of the respondents did not
give an answer.

The survey data show that respondents
watch Kazakh films of the Soviet period
rarely:

do not watch at all — 3 people, or 8.57%

very rarely — 10 people, or 28, 57%

rarely — 13 people, or 37.14%

often — 6 people, or 17.14%

very often — 3 people, or 8.57%

The answers to question number 6
«What, in your opinion, is the message
that the Kazakh films of the Soviet period
carry?» showed that the majority of the
respondents indicated kindness as
the main message that carried Kazakh
films of the Soviet period. Six of the 36
respondents indicated in their answers — «
do not know». One respondent wrote in the
answer column — «do not watch».

To question 7 «Do you think that
the image of the hero influences the
viewer's worldview?» answered 34 of
36 respondents, missed the answer — 2
respondents. The overwhelming majority
of respondents believe that the image of
the hero in the film influences the viewer's
worldview. About a quarter of respondents
believe that the image of the film's hero

influences the viewer, but only insignificant.

Only 1 respondent believes that the image
of the hero does not affect the world view

of the viewer:
yes, affects — 25 people, or 73.53%
no, not affected — 1 person, or 2.94%
has an impact, but not significantly — 8
people, or 23.53%

To question number 8 «Which
male images do you remember from
Kazakh Soviet films?» answered 34 of
36 respondents, missed the answer
2 respondents. The majority of the
respondents indicated in the answer the
images of the old man from the films «The
Land of the Fathers», «Our Dear Doctor», as
well as the heroic images — the scout from
the film «The Ataman’s End».

The question number 9 «Which female
images do you remember from Kazakh
Soviet films?» were also answered by 34
of 36 respondents, and two respondents
missed the answer. The majority of
respondents indicated in the answer
images of the mother from the films
«Tale of the Mother», <Angel in the skull-
capr. In addition, the image of young
beautiful brides Zhibek («Kyz Zhibek») and
Gaukhartas («Keep your star») was named.

To question number 10 «Which
children images do you remember from
Kazakh Soviet films?» answers were
given by 33 out of 36 respondents, they
missed the answer — 3 respondents. The
overwhelming majority of respondents
in the answer indicated the image of
Kozha («<My name is Kozha») and Alpamys
(«Alpamys goes to school»).

Discussion

The analysis of the data obtained as
a result of the sociological survey allows
us to conclude that among contemporary
viewers there is an interest in Kazakh films
of the Soviet period, which, in the opinion
of the majority of respondents, carry the
idea of good, positive. Most respondents
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believe that the image of the protagonist
in the film can influence the viewer's world
view.

From the answers to the last three
guestions of the sociological survey, it can
be concluded that the most vivid images of
Kazakh films of the Soviet period are the
image of the elder (father), the image of the
mother and the image of the mischievous
teenager.

All the above data indicate the scientific
hypothesis of the thesis, namely that
the main interest among the images in
the Kazakh Soviet-era feature cinema
is the father’s archetype as a respected
old man, the archetype of a staunch and
caring mother, and the archetype of a
mischievous boy / teenager.

Now we should briefly dwell on the
analysis of those films and images
that were mentioned most often in the
respondents' answers.

One of the leading places among the
respondents was the film «The Tale about
Mother» (1963) directed by Alexander
Karpov, which presents the archetypal
image of a staunch mother. The actions
take place during the Il World War in one
of the villages of Kazakhstan. The film tells
the story of a simple woman — a mother
who lost her husband and her only son in
the war, but she found the strength to help
people around her. She is illiterate, she
does not know how to read or write, but
since the only way to be aware of events
is to wait and read letters from the front,
she independently learns to read and
write and starts working as a postman.
She repeatedly had to deliver tragic news
to the families of her fellow villagers, and
she takes upon herself the burden of
compassion to mothers, sharing their grief
and trying to make it easier. «This film first
showed on the screen the unfolded image
of the Mother in Kazakh cinema. The
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screen heroine was recognizable, close,
understandable to the domestic audience,
because she was reliable in appearance,
plasticity of movement. The physiognomy
of the outstanding actress of theater and
cinema Amina Umurzakova corresponded
to the image of a simple, modest, far from
“non-heroic” mother from the Kazakh

aub [1, p. 44]. Thanks to successfully
played images of mothers in a number

of films, Amina Umurzakova became the
embodiment of the image of the Kazakh
mother on screen and on stage. The
heroine of the film «The Tale about Mother»
is a collective image of the Kazakh mother
of the war years. Film critic Lev Anninsky
wrote: «.. from Mother’s image depended
on everything: without this character, a
movie could have vapid, like a poster [2, p.
123]. Through the screen re-creation of its
image, a generalized image of the front-
line mothers as a whole is transmitted.
The authors of the film psychologize

the traditional image of a woman who

was at that time in the war in the Soviet
cinema. Female images in general and in
military-patriotic content in particular were
presented rather one-sidedly: it must be
necessarily brave, persistent, strong, iron
not even a woman, but rather a machine
devoted to the cause of the Communist
Party of USSR, for example, in film «She
Defends the Motherland» (1943) directed
by F. Ermler. To put it differently, all the
female images embodied in Soviet cinema
had a huge imprint of Soviet ideology,
which served to actively propagate the
ideas of the Communist Party of the USSR
among the people. The film «The Tale about
Mother» (1963) and the screen image

of the mother in this film don’t carry the
ideological propaganda. This is a lyrical film
about sorrows, hopes, and inner emotional
experiences of the mother. Here the main
character — Mother, is not a means of
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agitating ideas, she is above all a person
who has her own soul, her grief and hope.

Respondents who took part in the
survey in their responses to the question
about the most memorable male image
from Kazakh films of the Soviet period
indicated the image of Aksakal from the
film «Land of the Fathers» directed by
Shaken Aimanov (1966).

In the late 1960s films on the theme
of the Il World War were shot at the film
studios of the national republics. In this
series of deep films on the theme of war,
the originality of the plot, the conceptuality
of the author's idea, stands out the film of
Shaken Aimanov «The Land of the Fathers»
(1966), shot in the script of Olzhas
Suleimenov.

Sh. Aimanov was interested in the
poem by young poet Olzhas Suleimenov
«...0ne war ended another...», on the basis
of which he decided to make a film. Below
is a line from this poem, which briefly but
succinctly outlined the plot and the main
conflict of the future film:

«The old man, shy, sullen decided,

To drive through half the country

With a hungry grandson to find grave of son
The grandfather did not allow his sons to
lie in a foreign tomb» [3, p. 246].

According to the plot, the film takes
place in the first years after the Second
World War. A Kazakh aksakal in the war
dies a son who was buried in the mass
grave of the village of Nosakino near
Leningrad, and aksakal with his grandson
goes on a long trip by train to bring his
son's ashes to his native land. Film critic
G. Abikeeva denotes a long trip in this
film as «a powerful archetypal code for a
nomad» [4].

As for the image of the protagonist of
the film-the old blacksmith, he was fresh,
and even unexpected: the aksakal read
prayer, respected and observed the laws

and traditions of the Sharia and national
customs. The image of Aksakal performed
by famous Kazakh actor Yelyubai
Umurzakov became innovative in the
history of Kazakh Soviet cinema. As noted
by professor B.R. Nogerbek: «Without

his accurate actor’s psychophysical
characteristics, detailed in the everyday
details of the screen portrait of Old man,
there would be no authenticity of the
cinematic plot in general, a convincing
cinematographic environment of action,
atmosphere the vitality of all the episodic
characters of the film» [5, p. 220].

The central newspaper of the USSR
«Pravda» wrote about the film «The Land
of the Fathers»: «.. in search of the

Soviet multinational cinema this work of
“Kazakhfilm” seems to be an undoubted
success, both in terms of the depth of the
topic taken and its creative solution» [6, p.
166].

Generalized, but very specific,
archetypal images of Mother and Father
from the above-mentioned feature films
became major achievements of Kazakh
Soviet cinema.

And finally, the most memorable among
the children's / teenage images in the
Kazakh feature film interviewed indicated
the image of a mischievous teenager
named Kozha from the film <My name is
Kozha» by Abdulla Karsakbayev.

The film is based on the story <My name
is Kozha» of Berdybek Sokpakbayev, which
has received no less popularity and has
been translated into many languages
of the world. The writer was one of two
authors of the film's script.

«My name is Kozha» — a comedy film
about a mischievous teenager, about
a daredevil. About such, to which the
definition of «difficult child» applies. He
is an archetypal image of a mischievous
teenager. Kozha either comes up
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with different, from its point of view,

funny situations, but which cause the
condemnation of his comrades and adults.
Or he gets into different stories «with help»
of his senior friend Sultan. But even in the
most reprehensible of his deeds, we see

a fantasy, a mind of kindness, the basis of
his developing character - direct, open and
decisive. This film shows the problems and
doubts that worry us in adolescence, as if
the protagonist is fashioned in the image
of all children / adolescents. This is the
first love of a pretty little girl with pigtails,
and antics, like putting frogs in a teacher’s
bag, and the first cigarette smoked with a
friend. But, at the same time, left without a
father who died in the war, Kozha worries
about his mother, becoming a little older.
Separate attention can be given to the
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scene in front of the mirror, where the skin
gets on two sides - good and bad. Our hero
as if stands between two stations, which
are called «Childhood» and «Adulthood».

Conclusion

Proceeding from all the above, it should
be noted that the survey confirmed the
thesis that the most memorable archetypal
images are the father’s archetype as
a respected old man, the archetype
of a staunch and caring mother and
the archetype of a boy / teenager as a
mischievous daredevil. Each of the listed
archetypal images requires a separate
comprehensive study, which the author
intends to continue in her master's
dissertation.
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T.K. )KypzaeHoe ambiHOarbl KasaK yimmabiK eHep akadeMusicbl
Anmamel K., KazakcmaH

KA3AKCTAH-KEHEC KHHOCbIH/AAFbI HEFI3I1 APXETUNTIK BEWHENEP

AHpaTna

ApxeTUnTiK 6erHenep 6actankbl, onap MudbTepaiH, GONbKIOPAbIH HKoHE Kanrbl
MOAEHUETTIH HETi3iHAE XKaTblp XoHe eHepAiH 6apnblK TYpPAepiH, acipece ayaMoBu3yanapl
oenHenepaiH, HerisiH KanbintacTbipabl. KWHO, eHepAiH eH TaHbiMan Typi 60n1a OTbipbIn,
HEri3ri apxeTunTik 6erHenepai KanTa TYp/eHipeni XXaHe e3repTefi, KoFaMm YLUiH MaHbI3bl
YKOHe Yrini MiHe3-KyNbIK VArNepiH KepCceTeTiH KeninKkepnepai KanbintacTbipaibl.
ApxeTUnTiK 6enHenepai kabblngay, 63 KeseriHae, 6enrini 6ip koramaa 6ap aneymeTTiK
OHEe UAEONOrUaANbIK KOOpAMHATTap KyMHeciHe Tayeni. ApXeTUnTiK 6ernHenep ybIMIbIK
6ercaHanbIKTbiH, alKblH MeTadopachl peTiHae ©3iH TyablpaTbliH AdYipPMEH apKallaH e3apa
apakaTtblHacTa 6onafbl. TunonornanbiK 6enarinepi 6ap MMOONOrUa/bIK KERINKepnep MeH
CIOXKETTEPAI 3EPTTEY KUHOMATOrpaduaaarbl apxeTUNTIK KeMinKepnep MeH capbiHaapabl
oenrineyre MyMKiHZIK Tyablpabl. APXeTUNTIK Keninkep, afaetre, 6atblipiapabiH, AoCTYP/II
cunaTTamanapbiMeH KOca, XXeKe cunaTramManapfra ja ue, cofl apKblibl KEUINKeEPOiH
APXETUNTIK OEMHECIH TONbIKTbIPA OTbIPbIMN, KUHEMATOrpadKa KaHplapMeH Toxipnoe
acayFa MyMKIiHJIK 6epefi. ApXeTunTik 6enHeHi e3repTin, 6enHeaeH KyTineTiH amouumanap
cana oTbIpblIN, KMHO XaHa aHpnap »acanibl.

byn makanaga aBTopnap KeHec KeseHiHaeri KazakcTaHHbIH, KOPKEM KMHOCbIHAA €H,
AWKbIH KOPCETINIFEH HETi3r apXeTUNUNTIK 6enHenep — KYPMETTI Kapus agaMm peTiHae
OKEHiH apxeTuni, afan *oHe KaMKOp aHa apXxeTuni }}oHe TEHTEK y/1/XacecnipiMHiH,
apxeTuni KapacTbipajbl.

KinT ce3pep: apxetunTtep, Keninkep 6emHeci, Ka3aKCTaHablK KUHO, KEHEC KMHOCHI

KpacHononbckas 1. B., Horep6ek b. B.
Kasaxckas HauuoHasbHas akademusi uckyccme umeHu T. K. XKypeeHoea
2. Anmamei, KazaxcmaH

BA30BbIE APXETUIMTU4YECKUE OBPA3bl B KASAXCTAHCKO-COBETCKOM KUHO

AHHOTaUMA

ApxeTunmnyeckue obpasbl MEPBUYHbBI, OHUM NIeXKaT B OCHOBE MU}OB, PONbKIOPa U
KYNbTypbl B LLENOM, 1 GOPMUPYIOT OCHOBY [N BCEX BUAOB UCKYCCTB, B OCOBGEHHOCTH
ayaMoBuM3yanbHbIX. KMHO, Byay4m caMbiM MONYNSPHbIM U3 UCKYCCTB, NEPEBOMJ/IOWAET U
TpaHchOPMUPYET OCHOBHbIE apPXETUNMYECKME 06pa3bl, CO31aET repoeB, NPOABASIOLINX
BaKHble M MOKa3aTeNbHble 06pa3ubl NOBeAeHUs Ang obliecTBa. Bocnpuatme
APXETUNMYECKMX 06PaA30B, B CBOIO O4EPE/b, 3aBUCUT OT CUCTEMbI COLIMANbHbIX U
NMAE0N0rMYECKNX KOOPANHAT, CYLLLECTBYIOLLMX B TOM MM MHOM 00LLECTBE. APXETUN
npeacTaBnsgeT co60M 6ecco3HaTeNbHYI0 TPAaHCNEPCOHaNbHYO Npedopmy, y4uTbiBas
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anpropu BO3MOXKHOCTb onpegeneHHon Gopmbl penpeseHTaummn, HarnoJIHEHHOM
KOHKPETHbIM COlEePXKaHWEM TOJIbKO TOrAa, Korja oHa BO34ENCTBYET Ha CO3HaHuKe.
ApxeTununyeckmne obpasbl BCerga COOTHOCATCS C AMOX0M, KOTopas UX NOPOXKAAET,
BbICTyrNas B Ka4eCcTBe ABHOW MeTadopbl N3 KOJJIEKTUBHOIO 6€CCO3HaTeNIbHOrO.
NccnenoBaHne MUOONOTMYECKMX TEPOEB U CIOXKETOB C TUMOJIOTMYECKMMU YepTaMu
Aenaet BO3MOXHbIM BblAEINTb apXETUNUYECKUX TEPOEB U MOTUBbLI B KMHEMaTOrpade.
ApPXETUNMUYECKUI TEPOK, KaK NPaBuIo, UMEET KaK TPpaAULMOHHbIE XapaKTEPUCTUKU repos,
TaK W JIMYHbIE XapaKTEPUCTUKKU, TEM CaMbIM LOMOJIHAA apXeTUNUYECKUA 06pas repod,

YTO JAET BO3MOXHOCTb KUHEMaTOrpady saKCnepnumMeHTUpoBaTh C XaHpamu. Bapbupys
apXeTUNMyecKkni obpas 1 3aKknagbiBas oxuaaemble aMoLMK OT 06pasa, KUHO CO3JaeT
HOBbIE YXaHpbl.

B fjaHHOM cTaTbe aBTOpbLI paccMaTpmMBaloT OCHOBHbIE apXxeTunuyeckne obpasbl, Hanbosnee
APKO MpeAcTaB/EHHbIE B KA3aXCTaHCKOM XYAOXECTBEHHOM KMHO COBETCKOro nepuoja —
apXeTun oTLa, KaK yBaxaemMoro rnoxuioro 4enoBeKa, apxetun npefaHHon n 3a60TInBom
MaTepu 1 apXxeTun HEMOCNYLIHOIo Manb4ymKa / NoApocTKa.

KnioueBble cnoBa: apxeTunbl, 06pas repos, Ka3axCTaHCKOE KMHO, COBETCKOE KMHO
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PE)KUCCEP
MEH
AKTEPIIH

ART STUDIES

CYPETKEPJIIK
TAHOAEMIHIH
MAHDbI3bl

T.K. )Kamankyaos ', 1.9. Xycin?

T.K. JKyprenos arbinaarbl Kazak yattbik
OHep aKaleMHUsIChl,
(Anmatbl, Kazakcran)

PEXXWUCCEP MEH AKTEPAIH CYPETKEP/IIK TAHAEMIHIH MAHbI3bI

AxpaTna

Teatp eHepi — Giperew Tipi opraHnM3m, COHaH COH, VXbIMIbIK eH6eK. OHaa elKim

[le }eKe fapa, 63 6eTiMeH 6efieK eHep Xacan anmanabl. bip aktepaiH TeaTpbl

[lereH cneKTaknbAepae Ae KeKe aapa Xanfbl3/blK oK. CneKkTaKkib — yKbIMAACKaH
CypeTKepfiepaiH, — aKTepaiH, pexuccepaiH, CypeTLUiHiH, KOMMO3UTOPdbIH, Apama
aBTOPbIHbIH, T.6. 6ipnecin TyablpFaH KOPKEM LWblFapmachl. ©3 poNibAepiH op aKTep
CcaxHanblK LWebepniriHe can Wamacbl MEH 6peciHe 6an/iaHbICTbl P LWblFapMallbllblK,
JleHrenae opbiHAAN Wbifabl, 63iHE FaHa ToH XKYPIN-Typy MOHEPIMEH, bIM-MLLIAPAT,
Mo3ipeTrneH 6alblIThIN, caiMaKTaHAblpa anafbl. CneKkTaK/b/iH caxHablK KYPblUibIMbl
Ke3iHaeri KepKeMaiK YMbIMAACTbIPYLUbIChl — PEXWUCCEPAIH A€ 63iHAiK 6annamaapsl
MeH Ke3KapacTapbl 6ap. MiHe, 1o/ OCbl NPOLECC KEIIHAE aKTEP MEH PEKUCCEPAIH,
TEH CypeTKep peTiHaeri TaTyNblK-TYCIHICTIri, WbiFapMallblablK TaHAEMI 6Te MaHbl3Abl
pen atkapafbl. Anania, Ken peTre, akTep MeH peXnccepdiH cypeTKepik lWamMbU1ablK
MiHe3aepi Kegepri 60bIMN KaTaTblH TyCTap [a oK emec. Pexxuccep «MeH TypraHaa
CeH KiMCiH» Aen, an akTep «<MeHiH, CEHEH Kal XepiM KeM» ereHien, opKancbICbl 63
bIPKbIMEH KETCE eHep AereH yibl yrbiMFa 06an. CaHaTKepniK caHalbl TYCIHICTIKKe,
WblFapMallbl/iblK MOMINere Keny — TeK peXXUccepaiy napacar OuiriHe, CypeTkepnik
OXJ1aH MEH MSJIEHUETIHE, TYCnanjaman TypacbiH anTcaK, aKkbli-caHacbiHa 6GanaHbICThbI.
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TanTaypblHAbIIbIKKA CanbliHbIN 6apa }aTKaH, casa3 aKTep oeTTe, 63iHiH o64eH
MallbIKTaHbIMN anfaH cypneyiHe 6achin, poJfibAeH POJibre KeLulin oTblpaTblH KUMbI-
KO3FasblC, MllapaT-Ma3ipeTTepiH KanTanan 6actanabl. COHAbIKTAH Aa OHbIH OPbIHAAFaH
penaepiHiH KancbICbl Kal CNEKTaKNbAEriCi EKEHIH K63i KapaKTbl KEpepMeH axblpaTa
a/iMaMu, 3ana oTblpFaH KayblM anaHaan, Kapaaan KyriHin, Kyn3ein, wartacbImn a/eKKe
Tyceni. OHOan akTepaiH KacaraH 6eMHEeNEePiHiH KaFbIMAbICbl MEH XafFbIMCbI3bIHbIH, €Ll
avblpmacbl 6onManabl. KepepMeHai oHaan Kyr3esicKe TyCipreH, KylweHicrneH Kenrex
KepKeMiiK 6erHe Tada eHep eMec. CaxHanblK 6eiHe acay — Ke3[iH anacblH Ke6enTin,
KipniK XXancblpbln, KyJJaKKa CbipfFa TaFbiM CbIIKBIMCY EMEC EKEeHiH, HEMEeCe aJliMcaKTaH
af3acblHa CiHIeH, YUPEHLLIKTI biIM-ULIapaT, Mo3ipeTTi OH-OCbIKCbI3 KalTa-KaunTa,
pofibAEeH posibre NanganaHa 6epyaeH akTep TaaaHTbl TaHbIIMaNTbIHbIH KON apTUcTep
KanepiHe ana 6epmenai. CaxHanblK bIM-ULLapaT 6erini 6ip xaraasatrapra 6annaHbICThbl
€Mec, CMEeKTaKb/iH XaHpblHa KapaW Xblfbllybl KEPEKTIrH K66i YKKaHMEH, TbIHFbIIbIKTbI
Ha3ap canManabl. bip FaHa MOHONOIThLI OPbIHAAY YCTIHAE, PONbAIH OH Xambacbkl MeH
bIHfFaMblHa cav bIM-ULWapaTbiH 49/ Taybln KongaH6acaH, KepepMeHHiH, KeHiNiH 6ocaTtyablH,
OPHbIHA KY/KICIH KeNTipin, Tanfamnas KayblMHbIH Ta3a MacKapacblHa KanyblH 6€K MYMKiH.

Ty#iH ce3gep: opeKeTTi co3, popmanbi AeKnomallms, actap MeH YCTeP, MOHOJIOT,
Jnanor, weweH ce3aep, KeninkepmaHainik, *xaHa dopmanap MeH pexunccep, akrep
lwebepniri, KepepMeH TasFambl, CaxHanbIK WeLwim ham cenney MageHUeETI, cypeTKepnik

YCTaHbIM

Kipicne

K.CTaHWCNaBCKWUM TY3reH Teatp
TEOPUSICHIHbIH, XXYMeCiHe ae 6ip FacbIp
yaKbIT oTTi. AaM3aT MoJeHUETIHE, OHbIH,
OYriHrigen epKeH XatoblHa Oy KYNEHIH
bIKNasnbl 6T€ MO 6ONFaHbIHa ELWKIM
fay antnac. Ananga, emip 6ip opHblHAa
TYpManabl, «6asfbl — banfoXKaHblH Tasgfbl»
AereHaemn, MoHri 6axku 6ip WKbIPMEH Kype
6epy e ecTinikKe, akTepnik enTinikke
Kartnac. AKTepfiap MeH pexuccepnapibly,
KaHa TOJIKbIHbI TeaTp eHepiHiH GYHKLMUSACHI
MeH aTMocdepachbliHa KaHa fen, aHa
Yypaic, }aHa }YPEK COFbICbIH Kocnac na.

onbeTTe, aKTep caxHara TaFablPbIH
KelLin oTblpFaH KEMWINKEPIHIH ce3sim
nepHenepiHe «wepTinin», aFHKM, 6epinin
WbIFybl KepeK. CoHbIMEH KaTap, caxHa
KyLipeTi fereH aktep ywiH TyciHAipinin
601ManTbIH Bip CUKbIP 6ap, Ke3-Kenrex
ponbAiH ce3iM TeMmnepaTypachl caxHaaa,
KaH LWbIMbUIABIKTbIH ap *afblHaa, Typa
CNEeKTaK/bAiH }KYpin }KaTKaH Ke3iHae
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navaa 6onagbl Aa, OpbIHAAYLIbIHbIH,
€pKiHEH ThIC XaHa cesimaepre, e3re XaH
TONKbIHbICTApbIHA XeTenenai. CoHgan
Kesgepae 6ackanan uwapaT-ma3ipeTrep,
€63 canTayfblH CaH-cananbl bipFaKTapbl
nanaa 60nbiMn, aKTePAiH WhiFapMallbliblK
Kynallbl KEHre aKbl/iblN, akblH Kenje
KallKblFaH aKKY CblH/lbl KOKIpEK capaWbl
allblnblf, Xac wWelweHaepaen wetllineai
ne, TYWAeK-TYHaeK ce3 MaprKaHaapblHbIH,
Oipae-6ipi Waway WblKnan, KepepMeHHiH,
KeKeliHe OHTaMbIMEH KOHbIMN XaTaTbIH
epTerigerinen epeKLle Kymre eHin,
Keninkep:aHablblK Aen atasbin

XYPreH wbliFapMallbliblK MEKTENTIH 6en
opTacbliHaH 6ip-akK wWhbiFaabl. MyHaam
LblFAapMalLllblfiblK 6aKbIThbl, KOGIHE, CE3IM
COHbIHJa KeTe 6epMenTiH, caxHaaa

©3iH FaHa, COHaH COH, CO3iH FaHa
onnamManTbIH, YCTIHAET anTblp *Kabybl
MeH LWOKThIFbIHAAFbI YKICIMEH iCi KOK Xac
WYMUPIKTEPAIH, KYLL-KarblPblHbIH €piriH
enTi ybICblHAa YCTaln anaTblH apKasbl,
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palLnoHanabl aktepnapablH, MaH4anbiHa
»asbl/iFaH, YUTKEHI o1 caxHaga He icten
TYPFaHbIH aHbIK 6iNeTiH 6iniMai, anbiMabl
aKTep. KepiciHle, ce3iM CUKbIpbIHAH
aXkblpaun anMamnTbliH KUANW agam aktepnap
ay/nblHaH, Xannbl eHePAEH anbiC KOHFaHbI
ab3an, onan 6onfaH KyHae, 6ipae 6ip
[e3neMoHaHbl OMHaraH akTpuca caxHafaH
cay WhblknaraH 6oap ma egi, KiM 6inciH?
Aca KepHEKTI TeaTp TEOPETUTI, Y/IKEH
ycTa3 b.3axaBa 6i34iH 6y onnapbiMbI3abl
Oblnanwa 3epaeneni: «CaxHagarbl
ce3iM }KaWblHaafFbl Hellle TYpai oHrime-
6omKamMmaapablH a3ipre 6ipae-6ipiHiH,
0aTyachbl }OK, YUTKEHI TeaTp OHEPIHIH eKi
OafbITbIHbIH [a (KeNiNKepKaHablblK NeH
KeninKepcCblHAbINbIK) 6y Mocene KeHiHaeri
Gannampaapbl AManeKTUKanbIK TypFblaaH
emec, popmanbai TypaeH 6actay anbin
*aTTbl. Ce3iMHIiH caxHalblK BapuaHThbl
Oo/lyFa KepekK ne, oK anae 6onmayra
KepeK ne, WwelwiMiH Tannan TypFaH TyriH
ocbl 6onaTbiH. Ananga, 6yn xepae cesim
JlereH NncuxosorunsinbiK TebipeHic on 6ip
Kea3re KepiHin TypaTbiH, HeMece ycTan,
cunan 6inyre 60natbiH 3aT CUAKTbI TEPrenin
oTbIp. Cesim gereH, anbetre 3aT eMec,
TabufK KyOblsibIC KOW, COHAbIKTaH Aa,
OHbIH 9PTYPNi ©3repy ctagusinapsbl, epLuy
caTtblnapsbl, KaHlWama MiHe3-KyJbIKTaphl,
CaH }KeTnec cbipbl MEH Kblpnapbl 60naabl
eMec re, anTta 6epcek TinTi, agam
6anacblHblH CaHacbl MEH aF3acbiHAa
CEeKyH[ CaWblH CbIPFbIN OTiM XKaTtaTblH
e3re e TebipeHic - KybblibiICTapMeH
KaTapnaca KabblICbIM KETIMN Xatnau
Ma? Ocbl TYpFblaH OW TapaTtcak, TeK
aKTepfa FaHa ToH, OHblH CaxHajafbl
KeLeTiH CUKbIPSbl eMipiHe 6anaHbICThI,
epekKLle 66/IeK XKaH TONKbIHbICbIHAH
TyaTblH CaxHasblK CYPEeTKepPJIiK CE3IMHIH,
caxHasliblK TONFaKTblH 60naTbliHbIH Aanenai
TypAae }apusnaybiMbl3fa TONbIK XaKbIMbI3
6ap. COHbIMEH, PO/b OPbIHAAYLIbI
aKTep caxHaja Ce3iMHiH Ky/bl 60/bIM,

KeNiNKepiHiH KOHiN-KYMiH KYUTTEeYi KepeK
ne, OK Na AereH TeopusifbiK cayanra
Oblnan gen »kayan 6epyre 6onap: emipaeri
©3 6acblHa fFaHa ToH NeHaeKku cesimai
caxHara aKenyre 6oimanbl, 6y — 6achl
allblKk Macene, an, eMiperigeH esre,
CcaxHasblK, LblFapMallblfblK, CypeTKEPNIK
KeHicTikTeri ce3im 60ca, OHAa OHbIH,
KOHi 6acKa; o1 — caxHa Tanabbl, Teatp
©OHepi eMipre aKeNreH epekxLle Kyobiabic»
[1, 33-34 66]. byn Tamawa TyXblpbiMFa
6i3[iH KOCbIMN anTapblMbl3 MblHaYy FaHa:
aKTep cesiMmai acnaHHaH, 9 6onmaca,
onAaaH KypacTblpbin ana anMansl, o
6opibip 63 cesimiHe cyneHeni. On ga et
NeH CYMEKTEH }apanfaH ajlaM, TEK COHbIH
caxHasblK TypiH Tabapaa anHanbin Kenin,
YKapaTbl/iblC 6epreH TanaHTKa TabblHabl.
Omipaeri WhIHAbIKTAH YUPEHIN, CaxHablK,
LWbIHAbIKKA YKETY — eKiHiH 6ipiHiH 6acblHa
KOHa 6epMenTiH 6aKbIT.

opicrep

K.CTaHMCNnaBCKUNAIH TEOPUSCHIH 63iHe
e3repmec Karba peTiHae emec, Komnac
peTiHae ae emec, 6ap-XKOoFbl Teopus aen
YCTaHfaH CypeTKep FaHa 63iH LblHaMbI
pexuccep, He HaFbI3 aKTep aen ecenTeyiHe
6onap. OUTKeHI, op aKTepaiH e3iHe FaHa
TOH CypbINTan anfaH, cypneynen anfax
©3 XO0bl, 9fic-Kyneci 6bonagbl. Aoam
TabUFaTbIHbIH, OHbIH GU3NONOTUANBIK
KYPbINbIMbIHbIH TYNTEN KenreHae 6ipaen
EKeHiHe eLlKiM Wybo KenTipe Konmac,
COH/IbIKTaH [a OHbIH, LblFapMallblfbIK
MYMKIHAIKTEPIHIH Ae LWeriH ewKiMm 6o/Kan
Ta, 6inin Te 6onmManabl. bip ponbai
OipHelle MapTe OMHaFaH aKTep, 63iH-63i
ell KanTanan anManTbiHbl Aa Aanenaeyai
KaXKeT eTrnenTiH akcuoma. byriHri onHaraH
PONiH Tan con KyniHae epTeH, oMHan
LbIKCa, HEMece KellericiH el e3repiccia
OYriH KanTanaca — on akTepaiH «6inimcia
6enwapacol» (Aban), oHaa on eTe Hallap
aKTep 60/FaHbl; TanTaypblH, Kbi3bIKCbI3,
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CenNT eTKi3epi oK Aen ocblHhawnnap
annbl anTtbinagbl. MyHaawn arganaa
OFapFbl TanFamMm MeH 6iniM AeHreniHeH
KeJIeTiH aKTep eHepi AeMnTiH ayblbl HriMe
Kbl/TyAbIH ELU }eHi }OoK aen 6inemis.

Ce3 eHepi gereHae angbiMeH 6i3,
Ka3aKTblH, «0HEpP anbl — KbI3bla Tif»

[lereH aTalibl CO3iH eCKe aficak Wuri.

byn nanbim, acipece, Ka3aK TeaTpbl

YLWiH MafblHacbl 6MiK NanbiM. bisain,
OMbIMbI3LLUA, WELLIEeHAIKTIH Wep TapKkaTtap
KecTeni ce3aepiMeH LereHaenreH WoiMblp
MOHOJIOIThbI 6ipae-6ip ponb OMHamaraH
aKTep — Hafbl3 Ka3akK aKTepi emec,
AKTEPNbIKTbIH, alnAbIH WaNKapbliHAA, KONTbIK
cere KynallblH CeEpMen anMan ypreH
LIepPMEHEHIH Bipi FaHa. OUTKeHi on

KoM WelweHAIKTIH nadoCTbIK KablKTaybl
MeH eHep peTiHaeri WeweHOiKaIKTIH KeH,
Ky/allTbl camfay 6aKbITbIHbIH apa XiriH
aXkblpaTa anManpbl. OHCbI3 OHbIH, OMHaFaH
ponbaepi ap3aH KyrniHy MeH MaHCi3
MaHfasaaHy CUSAKTbI casi3fiaH Cy illKEH,
anaH nadocneH naHaaHFaH MOXXaHTonawm
MblpKbiM6annapablH, 6ipi 601bIN KaHa
WhlFagbl.

EBponanblK CbiH MEKTEBIHEH TaNiIM
alifaH TeaTp OnLWbINAaPbl CaxHa eHepiHaeri
anfaH nadocKa Kapaaan KymiHin
Kapchbl WbIKKaHbl 6enrini. Anamnaa, con
CbliHWbINapablH 6ipae-6ipi 6yn npobnemara
anobdepeHunanabl Typae Ke3Kapac TaHblTa
KoMmapbl, YNTTblK TeaTpnapabiH 63iHOiK
epeKuwenikrepiHe at 6acblH 6ypmajbl.
PonbaepiHiH KebiH KeTepiHKi Kynae,
6MiK NnadoCTbIK 6arblTTa OMHAY — Ka3akK
TeaTpnapblHbIH aFa aKTep/apbiHbIH
TYreniHiv, aepnik ypaici. OHbl auTachI3,
aKTepsiblK WebepniKTiH 6yn Typi 6ypbIH Aa,
9J1i KYHre ieniH Ae Ka3aKbl KepepMEHHIH,
KeHisiHae, OH caHaTTa TypFaHbIH, capbl
TiCTi CbIHWbIHbIH, lWaH 6acKaH CYMIKTI
cepeciHAeri WeniH KaHablpap CyCbliHbI
€KEeHiH [1e Xacblpa anManmbI3.

[en TypraHMeH, YNTTbIK TeaTpnapAbliH
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JeHreni 6ip opHbIHAa TamkKblIMan Typa
6epMec, ofaH fa ecy, epney, anemaix
MO/[EHM OpTaHblH 6arbIT-6aFaapbIiHaH,
KEHICTIK-OUIKTIKTEPIHEH KEHXeE

Kanyfa 6onmac. Kasak TeaTpblHbIH,

OTKEH Ke3eHiHaeri Kenbip nadocTbIK
LewiMaepre KypbiaraH PeXnccepbIK
KonTaHbanapAblH eCKiprexi ae pac, eHairi
eppae OyriHri KyHre, Kasipri TanFamgapra
cau ¥aHa cTunbaep, COHbl Ke3KapacTtap
KaNbINTacTblpy KEPEK LWblFap. OUTCe ae,
6i34iH OMbIMbI3LLIA, CaxHaAaH KecTeni ce3i
KypaK Kepneaen KylnblpTbil CONNENTIH,
OT aybI3/lbl, OpaK Ti/di OU-LIeweHaepaiH,
[yanbl aybl3 XaH-Tepenepaiy, caH-cananbl,
canMarbl 6atnaH, KyaTbl KOPFachblH,

COHJa [a «TiNIre eHiN, XXYpeKKe Xblbl
TUETIH» (ABai), Kbl3AblH, XUFaH KyriHaen
9CeM TEKLIENEHIeH TEKTI MOHONOITapbIH
KOTepiHKi KeHIiN-KYMCi3, akTep/blK
nadocchbl3 WOJTaH eTKI3iNn arMTta Koo aa
LbIH CypeTKepre KMblH COFaTbIH-aK LblFap.
An, nadoc cesi 6yriHaepi TeaTp eHepi
TOHiperiHaerinep ywiH Kynakka Typnigen
TUEpP TepiC NUFbIIAA, OHbIH 3aMaHbl

OTKEH, KellTe Ka/lFaH KeWinKepcblHObIbIK
MEKTENTIH KEKECIH Ke3KapacTarbl LLaH,
6acKaH ecKiciHaen enec 6epeai. MacKeyaiH
KepkeMm TeaTpbl MEH MENEPXONbATHIK,
TeaTpnap }KyMeciH cMHTe3aen 3epaenerex
yiibl pexuccep E.BaxtaHros 6osca, KesiHae
OblNan JereH eKkeH: «B3 poniH TepeH,
Ce3iHreH TanaHTTbl CYpETKEP MapKaH
ce3/epaiH MaHIH MacaTTaHa, KeTepiHKi,
TeaTpblK NnadocneH opblHAaca — KeHifi
OCKEH KepepMeH Con aKTepMeH Bipre
OTbIpFaH OpPHbIHAH KeTepisne ywaabl, Con
OWiKTe Kankuabl, YATKEHi on caxHaaa
YaHbIM TYPFaH XYPEKTIH, COHbIHAH ePreHiH,
Cybl Ta3a 6YNaKTblH A9MiH TaTKaHbIH
yperimeH cesefi. A, KeMTaJlaHTTbIH,
KeKellTeHreH Kembaran ce3 cantayblHaH,
«KaHbIHaH XaJsblH TeKknec» (X.EpFanuesTiH,
adopn3Mi) BbIKCbIFbIHAH, abbl Xefic
LUOKbIpaFbliHaH, }anfaH nadocKa KeTin,

Central Asian Journal of Art Studies N2 2019



eniKTey-cosiblKkTayaaH 6acka elHapce Kepe
anmac» [2, 206-207 66].

bi3 6yn »epae, OpbICTbIH, Y/bl
perUccepiHiH 6yn nanbiMaapbiH Tinre
TUEK eTepae MblHa Bip KbI3bIK Kanabl
ecKe canfblMbl3 6ap. OpbIic TeaTpnapbiHaa
epekKle 6bavKanaTblH ageMinen, ayeaai
bIpFaKMeH «Teatplla cenney» MoHepiHiH
OpbIC aKkTepfapbliHaa 6eneK cunatra, TinTi
conan cenmnemece }apacnantbiHaan 6on
TypaTblHbIH, COJ1 MOHEPIH Ky/laKKa epeKLue
¥afbiMAbl €CTINETiIHIH bIKblNac KOMbIN anTa
KEeTKiMi3 Kenin oTblp. EpeKle mageHneTke
ne, ackaH 6inimaap opbICTbIH TeATP ChIHbI
Oy XKaFganabl inTunatneH 6arananTbliHbIH
Ja 6inemis, eMTKEHI OpbIC aKTepnapsbl
caxHa Tinli AereH colHaapnbl ilimre
acKaH XayankepuwinikneH KapanTbIHbIH
MOWbIHAAYbIMbI3 KEpPeK. «AypybIH ¥acblpFaH
— enefi» feMeKLUi, KadaK aKkTepnapblHaa
MYHAaW TEKTINIK Ken ke3aece 6epmenai.
CTyneHT KesaepiHae e3aepiH OKbITKaH
yCTasaap KaybIMbIHbIH KaHLWaMa Kaxblp-
KYLUNEH XEeTecCiHe XeTKi3e, TinTi WapTThbl
pedneKCTiK XarqanblHa 4eriH anapbln
ynpetin-topéuenereH, eHfi MoHri
yMbITNacTan eTin MalbIKTaHAblIpFaH
MaH/Jaun Tepi Kacibu caxHara Lblfa
CanbICbIMEH «YMbITbI/IbIM», CO3 KYAipETi
*annbl OBYPbIH eWKiM anTnaraHgan, e
eple ectiMereHzen Kanblinka Tycin
anatblHAAPbI OKIHILWTI.

HoTuMxxenep

T.XKypreHoB aTbiHAaFbl ¥NTTbIK,
OHep aKaleMUSACBIHbIH, Ker XKblnablK
ToXipunbeci 6ap caxHa Tini NoHiHiH ycTasbl
[.TypaHKynoBaHbIH MblHa NanbIMbl 6Te-
MOTE OPbIHAbI: «...aKTep - XalblKKa 6Hep
KepceTin, acTeTUKalblK na33aT 6epyLui
FaHa eMec, COHbIMEH KaTap TiNl CUAKTbI
MOJ1 Ka3blHaHbIH, CaKLLUbICbl, CO3Mi AYPbIC
anTa 6inyai YMpeTeTiH, HacuxaTTanThbiH,
HOpMananTbiH agam» [3, 15 6.]. }KaKcbl-ak
anTblNIFaH, «TindiH caklWblCbl!», 63renepre

ynri 6onatbliH, «yHpeTeTiH!», «<HOpMananTblH
apgam!» genpi. Opbiclla onnan, KasakLwa
cennen TypaTtbiH KENGIip akTepnap MeH
aKTpucanap ay3blHaH LblKKaH aTtasbl
CO3[iH opiH KETIpin XypreHiH cesin, yanbir,
MYWi3i CblpKblpay 6blnan TYPCbIH, «<K» MEH
«F»-Hbl, «<H» MEH «H»-Hbl Kyngibagamaan,
CUHrapMOHUSA MeH opdoanus
3aHblNbIKTapPbIH 6Mipi ecTimereHaemn
6enaeH 6achbin Xype 6epeTiH 6onfFaH. An,
ycTasaap KaybIMbl, Tifl XaHallblpiapbl
OHbl CaKTanTblH, CO3 coeuNeyaiH 6enrini
6ip HoOpMacChbIH YCTaHyabl YATINENTIH
aKTepnap aen, aybl3 TONTbIPbIM, YIKEH
CeHiM apTbin antaabl! OKiHiWKe opan, on
CEeHIMHIH aKTalNybl eMipae eKitanan eKeHiH
acblpmaraH ab3an. byFaH 6ipaeH-6ip
KiHoNi opblC MEKTEDBIHAE OKblfaH, HeMece,
OKY MUblHa KOHOafraH aKTep FaHa eMec,
COJ aKTepfa coHaaun ponb 6epin, beaepni
ce30iH 6epeKeCiH KeTipyre MyMKiHAIK 6epin
OTbIpFaH MapruHan pexuccypa. AKTepaiH
caxHaZafbl ePKIiHAIr, KU1 KaHaTbl AereHre
CYMEHreHcIn, «60ayLbl-609yLLUbl AereHre,
caKanblH 60syFa» 6apap 6ypanKkbinapabiH
KepceTep Tanimi con 6onFaHaa, Ayoopa
6inimM anfaH gymule aKTep CUSAKTbI
caxHafaH:

«-Enim wanran... ¥epim ge wanram...

Kimim 6ap apka cymepnik!...

Kimim 6ap, Ha3bim eTeprik!...

Capbl aypyaaH caybiFy 6ap Ma e,

OTemiH ge capras...

KiMmre KypObl, Kimre goc 6ona anam,

KeTeMmiH ge KyHipeHe!» [4, 446] - nereH
Lep MeH 3apfa ToJibl 3anblpaH ce3aepai,
Fabut MycipenoBTiH KMeni KanaMblHaH
TyFaH LWELWeHAIKTIH WblipKay 6uiriHaen
KecTeni, KeCeK-KeceK Kueni cesaepai
Ky/naFblHOaFbl «CblPFACbIHbIH CbIHFbIPbIHa»
KOCBbIM, CypiaHa, CymiKTici basiHra
CbIPTbIH 6epe, WipeHe anTbin Typap
Ma efi! ©3 TiniHiH UCiH Ce30enTiH,
TYCiH KOPMEWTIH, AOMIiH BGINMENTIH,
NnapKblH YKNANTbIH, KACUET-KENUETIHEH
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YPIKNENTIH peXunCccepai akTepra Makcar
Kosipaa, MM3aHCLeHa Ty3epe «eun, He
Jen TYPCbIH, MEH HE AENMIiH, KOObI3bIM
He aendi» gen Kaknamnan, WweweHaik
[ereH ap/ibl eHepre apala Tycepsik
NaTiK TannafaH LWapachbI3ablfbl XXYMCaK
aunTKaH4a, MapruHangblk emMen HemeHe!
Ocbl opanaa 6i34iH 6yn onnapbiMbl3bl
[Aen 6acaTtbiH anTy/bl TEATP ChIHLLbICHI,
oHepTaHy AoKTopbl b.KyHaaK6anybIHbIH
MbIHa 6ip FbITbIMU TYKbIPbIMbIH KENTIPE
KETYAi }XOH KepaiK: «..ponbaepae
OWHaFaH aKTepnap cneKrtaklb JanbiHaay
npoLeciHAe WbiFapMallblfblK 6e1ceHainik
TaHblTa anmMayblH, ©34epiH 6enTapan
yCTayblH Ka/lal TyciHeMi3. KonblbiMaarbl
3KJIEKTUKaHbI KepMmeyi, ce36eyi,
PEXUCCEPNIK WOHCI3iKKE Kapchl 63
NiKipiH YCbIHa anmaybl — WhliFapMallbliblK
HEMKYPannblK, 9NCi3aikke anapaTblH
KON FOW. ¥NTbIMbI3bIH KeLLEeri ybl
aKTepnapbl MyHan KMCbIHCbI3 CaxHasbIK
WUHTepnpeTauusanapra KeH6eN, posb,
TiNTi cCNeKTaK/b }aWblHAAFbl 634EPiHIH
YWeni onnapblH YCbIHY A9CTYPi MeH
6aTblNabIFblH YMbITyFa 60o/1a ma? [dacTyp
[IEreHHEH LWblfajbl, KYHi Kellere aeniH
aKTepnapbiMbl3 LWWETIHEH CO3re LWELlEH,
OHbIH TaOUFaTbIH XETe TYCiHiN, caxHaaaH
auTbINFaH Co3 KepepMeH 3allblHa
aKaychbl3, CUKbIPJ/ibl CbIPbIMEH, MOJ
acTapblMeH XeTeTiH. byriHri caxHaa

OCbl TaMallia AaCTyp ¥oFanbin 6apagbl,
Ce3[iH KepKeM[iK KyaTbl ancipereH xepae

ApaMarblK CNEKTaKIbAe KacueT Kanmanibl.

CaxHasblK 9peKeTTiH co3/1eH TyaTblHbIH,
OFaH epeKLle MaH 6epyai yMblTnaraH
a6zan» [11. b.257-258]. fanbIMHbIH,

OCbl ManbiMAapbliHa gonen peTiHae,

con F.MycipenoBTiH cy/y a cbiHAapbI
cueHapwi 6omblHLWa TYCIpiNreH aTblwynbl
«KbI3 HibeKk» KepKkeM dunbMiHaeri
MblHagamn 6ip 3aNM304Thbl ECKE anambiKLbl.
Hayabl KeHin, KenniHin Kene »aTtkaH
Kell-KepyeHHiH ycTiHae Cbipnbibanfa
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KocepKeluTte 60nFaH alKacTblH, }aFaanblH
XbIPFan, ¥blp Fbil Kene }aTKaH
bekeraHHbIH MaKTaHbIM anTKaH MblHa
QHrIMEeCi Ky/laKKa XafblMabl ecTifiepi
acbIpbIH eMEC:

«*KanbIKTbIH }KafFacbl KaHFa 60a14bl,
angusap! KyHAi3 KyH TyTbinabl, TYHAE an
TYTbIAabl. Han3a KbicKapbin, TagK 60/bIn
Kanabl, KbibILL KbICKaPbIM, NbllLaK,
60/1bIMN Kadbl. ...LuaHFa ayHaTbIN YPAbIK,
KaHfa ayHaTbIn KbipabiK!» [4, 486] - gen,
EeKniHaen, KecTesneHin KeneTiH ce3aepai
€CTiM OTbIpFaH KePEPMEHHIH K3 angblHa
3KpaHa KepiHreH cosl ankacTblH 63iHeH
[le aWLLbIKTbI, 9Cepni enec 6epeTiHi
Kanamn? Xayabbl con 6asfbl — co3
KYAipEeTi, KecTesi WelleH ce3aiH KepeMeTi.
Hemece, con punbmae ackaH Lwebepnik
NeH CyPEeTKEPNIKTIH CbiIMOATbIH anpbIKLLa
TaHbITKaH Xac weobep, YTTbIK KOOPUTI eLl
KeMiMereH KeMeHrepnikke 6apabap aktep
KeHeHban KoxkabeKoBTblH Cbip/ibiban
poniHaeri capa }yMblICbl, CO3 canTay
MoHepi KaHaaln kepeMeT! Op Ka3aKTblH,
KUanblHOAFbl KACKa MaHAanblHA OiTKEH
HafbI3 pybachl, eHceNi en aracbl OCbIHAAM-
aK 60nfaH WblFap.

CbIP/IbIBAW: «¥paHblH 6acka 6onca
[a, epiciH, 6ip eKeHiH KepceTTiH, bekexaH
Mbip3a! CbiW TaHOaybl CEHiKi, Tep Ouiri
ceHiKi! Kanbliga KeTKeH XaWbiMbi3 6ap
efli, XypTbiM! ETEK-KeHai XXWUHan anman
Kanbin, Kallla KeLWKeH XanbiMbI3 6ap
efil... bekexaH Mblp3a 6onmaca, AnTbl-
LLleKTi abblponaaH 6ip*ofa anpblnaTbiH
6a efiK, onge Kantep enik?... Ocbl anaTraH
eNfiH *aHblH KiM anbin Kasnca, LLeKTiHiH
YJ/IbIH KYJ1 €Tin 6eyre, Kbl3blH KYH, eTirl
6epyre bip3aMblH A€reH ceptiMm 6ap-

Ibl... KanayblH 60/ica, e3iH alTapCblH,
KaKnanMblH KonblHabI!» [4] - oereH
TOKMNeNi-bIpFaKTbl, KECTeNi-HyCKanbl,
OKTEM /1€ O}KET LELEHCO3AiH TaCKbIHbIH
TON angblHaa TYMAEK-TYHAErimMeH euwl
MYZipMeNn, MyKicTeH6eR, YHiH 6y36an,
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3ap 6abblHa KenTipe Tenenen 6iny
— VITTbIK YCTbIHbIHA aKay TycrnereH
aKTepaiH FaHa KoJibiHaH Kenep eail
KesiHae Kanfblbl TaFablpFa Tan 60/faH,
ananga ofaH MOMbIMan aKTep/iblK aTTaH
TYCNen 6TKEH KEHEH OWfIbl, KEH BHEep I
KeHeHOan KoxxabekoB Keweri Kanneku
MeH EnaraHaapablH, KypekeH MeH
CeparaHaapablH, COHFbl CapKblHLWaFbiHAAN
ekeH-ay! bizgiH nanbiMaaybiMbi3La,
«KbI3-Ki6eK» GUNbMiHIH en angblHAaFbl
epekKLle cynKimre ne 60nyblHbIH KYMUSACHIH,
Heri3ri cbipblH 6acTbl ponbaepaerinepaeH
FaHa emec, Tan ocbl Cbip/bl6an-
KoXXabeKOoBTEH i3ey KeEPEK CUSAKTDI.
OfaH Koca, cueHapuii aBTopbI, CbIIKbIM
CypeTKep, acKaH 3eprep F.MycipenoBTiH,
lereHai webepniriHiH epeKLle Kyul-
TereypiHiHiH, COHbIMEH 6ipre GUIbMHIH
KOIOLWbI-peXxunccepi, YITKaHabINbIFbl YIKEH
api apnblnbIfFbl ananar, Teri 6uiK azamar
C.KOXbIKOBTbIH KoCiOW MaMaH peTiHae
KWHO eHepiHiH TeEXHMKacCblHa Toyenai
60/1a Typca fa, ce3 TyciHep Ka3aKbl KaHbl
cyMbliIMaraH/blFblHbIH, OHbIH, KaCUETTi
KenueTiHeH caKTaHaTblH/bIFbIHbIH, 63
V/ITbIHbIH TApUXbl MEH ©HEPIHE AereH
NaTpUOTTbIK CE3IMIHIH ceEMIMEreHairiHiH
Oenrici eKeHairi, }oHe con punbmre
KMcanchbl3, KanTKbICbI3 peaaKTOP/IblK
KbI3MET E€TKEH LUYpanbl CO3iH Cy/ITaHbl,
ackaH acteT AcKkap CynenMeHOBTIH ae
YIIKEH acepi 60nFaHbl anaaH aHblK.

bi3 weleHaiK ce3iH KNHO eHepiHe
YacaraH asfaHa blKnasblHa LWeriHic
acafblK, an TeatpiblH Aepbec eHep
opAacbl peTiHae apuHe, 63 3aHblIbIKTapbl
6ap. Kenge ocbl 3aHAbl/IbIKTapfa
6annaHbICTbl 6MipAE Ke3aecin Kanbin
aTaTblH Kenbip okuranap eHaenin,
e3repin, Kenae TiNTi KalTa ¥a3bl/bln
aTaTblH TycTap 6onaabl. Kenage TinTi,
6acKalla MaKcaT KOMbl/bIM, XaHpbl
¥aHapblIn, KYNKifi, K1 KepiciHwe, MyHbl
Ma3MYH alblMn KETETIHI A€ XacCbIpblH

emec. An, WeLleHAiK eHep e3iHwWe
fepbec aHp 6onFaHabIKTaH aa, oFaH
6ackanan eH 6epyre, TeatpiaHabIpbiIFaH
a/lic-anNiara canya aca CaKTblK Kepek.
Bonrap oKbiMbICTbICkI B.CTedaHOBTbIH
Ma3sachbl3 KyHAeH TyblHOaFaH MblHa 6ip
KYLOiK-KOPKbIHbILWbI HA3ap ayaapapiblK.
On Kasipri keageri TeaTp eHepiHae
YKaHpnapablH apanac-KypanacblHaH On-
nanblM MeH 3CTeTUKa LleKapanapbiHblIH
asycbl3 O6y3blFaHAblFbIH 6Gacbin anTagbl.
Tapata TyciHAipeTiH 60ncak, «naHTOMMMa
MeH XKanaH, ce3fi »annblngatbin /
[leKnamauus,/ cenneyni raHa KanepiHe
asblM, YXaHpP 3JIEMEHTTEPIH OHCI3-
YKOCBIKCbI3 ¥aHallanayaaH LblFapMaHblH,
CTWbAIK, KOMNO3ULUAbIK LWewiMiHe
HYKCaHHaH 6acka nangachbl lWamMansbl,
KepiciHwe on «KaHaluanaynap» teatp
3aHbl/IbIKTapblH 6pecken 6yayaa, xaHe
elKaHaan KepKeMaik Tabblc aKenin
YKaTKaH *OoK.. MHCLeHMpoBKanap caxHara
anaeKallaH 6enneTpuCcTMKaHbl epKiH
€HTi3in, NbecanapiblH AEHI XblaHKbI
NIMpUKara 60K ypraHaa, KUHO eHepiHe
faHa ToH Keunbip aaicTep TeaTpFa AeHAeN
€Hin, akTepnapAblH, aBaHCcLEeHaja Moaenb
Kbl3[1ap CblHAbl KblbIMCbIM KYPiN-TYpY,
epcini-Kapchblibl KOJ CiTEY CUAKTDI

TEK KaHa caxHaJlblK Kanbinka /nosa/
FaHa MaH 6epin )aTKkaHaa, ofapblaa
anTblNFaH olMnap apTra KaaywblblK,
€CKiNiK 60bIN KOpiHyi 6eK MYMKIH.
Tpareaus MeH KoMeausa apanachbin, gpama
MeH dapc KepLLi KOHbIM, BOAEBW/b MEH
MenoapaMaHblH apa Xiri Xofanbin,
nbeca JereH ewkKimre 3usiHbl XXOK atay

[la «CNeKTaK/bre apHasaraH matepuan,
«CaxHasnblK aHrime» fen ctaHgapTka
CblIMMaKWTbIH 63repictepre yublipagbl»

[6, 336]. Kagipri TeaTp eHepiHiH Tarablp-
TanavblHa OCblHlan Kyn TyFaHAa, ata-
6abaMbl3 anfbl LLEMKE KOWFAH CO3

eHepi CbIHAblI MBEHU MypaMbl3Fa asbl
anaKaH KepekTiri 6enrini 6on Kangpl.
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Con ywiH ge weleHAiK eHep MeH Teatp
OHEPIHIH 63apa 6annaHbIiC Ke3eHaepiH
MYKUAT 3epTTereH xeH. byn exi eHepaiH,
GipiHe BipiHiH ocepiHiH apKacbiHaa
KOMbl/IbIMHbIH KOPKEMIK XoHEe naesnblK
caniMaFblHa KOCaTbIH OH, HblLlaHbI
KaHLla, Hemece YNTTbIK MaeHUeTIMI3aiH
CYMeriHe cbI3aT TYCIPETiIH TYCbl KaKcChbl,
MiHe OChbl WeKapaHbl 6enrinen anybiMbl3
KepeK. benrinen anbin KaHa KoOMMaw,
VATTbIK MOAEHMETIMI3iH OYN €Ki TYPiHIH,
6onalllaKTarbl 63apa 6annaHbiCTapblHbIH,
nepcnexkTuBanapbiH 6o/Kan, Kenep
KYHTi KOMbINaTbIH CNEeKTaKknbaepae
aKTepsiap MeH pexuccepnapra TUrisep
KeMeriH, 6anKiM TinTi, KiM 6ineji, Kasak
TeaTpblHbIH 60NallaKTarbl }XaHa 6afbIiTTa
YMbIC iCTeyiHe }acanTblH cepniHfi
bIKNanbIH Aa alKblHAAMN anybiMbI3
KepekK WhbiFap. dnTnece, ce3 KafaipiH
BiNMeECTIK Tanawm »epfae, Tanan xblagapbl
6apMaK TICTETKEHIH XacbIpbIN HE KEPEK.
M.9ye30BTbIH KaHaTTbl KanaMblHaH TyFaH
«Kapakbinwakr KobblnaHabl» CeKTakliHae
Kap/bifa Kbi3abl OMHaFaH aca TanaHTThbl
akTpuca @.lLapunosa (byn ponbai
anfalwbiHAa Xagmwa bekeeBaHbIH Kanan
OWHaFaHblHaH xabapbIMbl3 60JIFAHMEH,
63 K63iMi30EH KepPMEreH COH, Tifire TUeK
eTneniK):

«...XaH KeKe, TbiHAa, XaH KeKe!

KacuveTi ackaH en anag,

KbInbIFbl aCKaH Kbi3 anaj,

KacuerT, KblnblK 6inmereH

Kbi3Tanakrap HeHi anaal» [7] -gen,
KecTeneHin KeneTiH WelleHaiK ce3aiH,
MapXaHblH ManKamaan, *}eH-*0CbIKCbI3
Kblbll cepmenen, bipcimban meH
AnwarblpFa atbllapgan anwaxgan,
PEeTCi3 cakblngan Kynin, 6yTiH 6ip enaix,
Giperew 6aTbip/apbiHbIH aniblHAa Kbl3
6acbiMeH TanTaHaap Ma egi. CanmakTbl
€e34i caHaanTbIn, KaHOaK Kyp/ibl KBPMEN,
aybl3[aH LbIKKaH e ecenTi }aFqanra
YKETKIi3reH ocblHay ocnagap, Ce3 KaablpblH
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6inmMec, MapruHan pexmnccypaHbly,
KUCbIHCbI3 MU3aHCLIEHACbIH epKiHeH

ThIC OpbIHAAFaH aKTPUCAHbIH, iLLKI XaH
Kyn3enici KacneTTi Kbl3 KapnblFaHblH,
TEKTIJIIK TYpnaTblHa Cbi3aT TyCipin

TypFaH XXOK na? EpeH eHOEKKOP, acKaH
TanaHTt Meci, KadaK TeaTp eHepiHiH
Tap/iaH aKTpucanapbiHbiH 6ipi Papunaa
LLlapnnoBaHbIH xac webepniriHe wy6a
KenTipinin, weweHaik ce3aiH ceHi 6y3blbin,
KOe3i KapaKTbl KBPEPMEHHIH KeHiNliHe Kasy
TYCipinMeai Me eKeH, KynafblHa Typnigen
TUMeEAi Me eKeH?

NMikipranac

TapuxKa ¥KyriHCeK, 6TKEH Facblp/blH,
60-Kblngapbl KOMbIIFaH OCbl CMEKTaK/b
¥alnbl, OHAAFbl pexuccypanblk 6enaeH
6acy, 6ypa TapTy MEH KUCbIHCbI3AbIKTAp
TeHiperiHae «Kasak aaebueTi» raseTi
6ipa3 wysnbl NiKipTanacrap TyablpFaHbIMEH,
TONbIKKaHbl TYHIH MEH TYXKbIPbIM }acayra
YPEKTepi fayanamaraH KepiHeai. On
Kesaepaeri opbIC CblHLWbIIapbIHbIH
OKTEeMJIriHeH aca afMamnTblH, coNlapfa
Kapan ToH niwin, Typeren «Kil» eTyai
KyLITen Aafabl Kbl/IFaH Ka3ak 3usinblaapbl
63 Kos4apblH 634epi Kece anmanThbl.
COHbl, IFHX CON CbliHLWbINAPAbIH «6aTbiN
3KCMNEePUMEHT, epeKLLEe }KaHasblK» Aen
€cipTe MaKTaFaHblH ManJaHfFaH TeaTpablH
LWblFapMaLlbliblK YXbIMbl YITTbIK @HepAi
MapruHaan3mHiH Mankamaan 6acTtaraHsbl
MEH Ka3aKTblH Ce3 cantay MaHepiH 6eneH
6achbin, TanTan }Kyprexaepi KanepaepiHe
KellMen, MacaTTaHbIn, MapanaTtTaHbIn
6ipa3s yakbIT 66pKiH acnaHfa NakTbipFaH
eKeH. bi3 6yn }epae cneKkTakIbfin,
MaKTaHapblK TYCTapbl MYAEM XOK
[lereH oraH aynaknbl3, Ce3 0K, KesiHae
«Kapakbinwak KobbinaHabl» KOWbIbIMbI
KancblBip MOCKeYNiK CNeKTaK/bAiH CbIpT
NilWiHiH ecKe caNfaHMeH, Ka3aK Teatp
TapuxblHaH 63iHiH epeKLLe OPHbIH allFaH,
MaMOEeTOB pexmnccypachiHblH, CbIHAAPIbI
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caTblblpblHbIH 6ipi 60AFaHbIH yaKbIT
nanengereH. bis KapacTblpbIn OTbIpFaH
OWT, Ka3aKTblH KanblNTbl MEHTANIUTETIHIH,
MbIXKbIIFaHObIFbl, CO3 KYAIPETIHIH CEH|
Oy3bliFaHbl, M.Oye30BTeN yibl CypeTKepiH,
caxHafa acKaH capabasnblKMneH cbiHanan
€Hri3reH, yTbiM/bl OHTaWnan, KaHbl MeH
ceniH 6y36an-apman nin akenin, TinTi ynin
aKenin ynT GosIbKNOPbIHbIH TYyMa 6ynafFblH
afrbl3faH TyMLUa WeLLeHiriHiH, cyny aa
CYMEKTI ce3epaiH aktepnapAblH ay3blHaH
LWbIKKaHOa opi KeTin, Kop 60faHbl, CON
CYM/JbIKKa «KOW» IENTIH KOXaHblH, «oh»
JEWTiH 9XeHiHy» TabbliMaraHbl!

KasaKTbIH YATTbIK ApamMa TeaTpbliHbIH,
CNeKTaKIbAepi Typalbl Ke3iHAEe Ken Xa3faH
CbiHWbI H.PymsaHUeBa ynTbl opbic 60/1ca
Ja «KobblnaHablaarbl» OCbl Xanabl oKcaTa,
OinripaikneH antkaH ekeH. On e3iHiH,
Kenemji MaKkanacbliHAa CneKTaknbAi Tangan
Kenin: ...<Kenge pexuccep MeH CypeTLLiHIH,
KUanblHAa WeK 6onmManabl. bipiHe-6ipi
OTKip KOHTpacTarbl 6enHeney KypanaapbiH
llamMaiaH TbiC MO KosldaHyaaH
CNeKTaK/bAiH 01 BipAiri MEH KypbibICbl
OWMbIbIMN, KOPKEM LblFapMaHbl TyTac
Kabblngayra MyMKiHAIK 6epmengi. MeHiH,
OWbIMLLA CNEKTAK/b OCbIHAAN XaFdanfa
Tan 6onfaH. Pexuccep 8.Mamb6eTOB NeH
cypeTuwi E.MaHKeHiH KepepMeHre eTKeH
ecerci3 Ken acepiHeH crneKTaKkb/i YNKeH
KUbIHObIKMEH KapaKncbliH. EciMi3ge KanfaHbl
TEK KaHa yunecimai XacanraH cyny yiri,
[laH-ayH OblObIC, XXapK-*KYPK XKapblK...
ANKbIHAbIK MyxTap Oye30BTiH, LWbliFapMachbiH
KOJIFa anblM OKbIM LWblIKKAHHAH KEWMiH
FaHa Kenepi. CnexktaknbAeri KblbILWTbIH,
WbIHKbITBI MEH KOTepe anTbliFaH
PEYNTATMBTI XOP OHbIH allblK NO3TUKANbIK
YHiH 6acbIn KETKEH. «KobblnaHabIHbIH»
NO3TUKAalbIK OMbl KOJTIOHHaNapAblH,
apacblHfa, anayfaraH oTTapiblH,
opTacblHAa, MyHAa WamMajaH TbiC apTbiabIn
aTKaH «alKblH 6enHeney KypanaapblHblH,
ilWwinage» agackIn }Kyp, TiNTi KEW6GIP Kbl3bIKTbI

aKTep *KYMbICTapbl Aa coraH 6aTbin KETKEH»
[8, 36] - gereH KOpbITbIHAbI XacafFaH.
HKannbl pexxuccypa MeH aKTepsblK 6HEPAIH,
CNeKTaK/bAeri Ce3 eHepPi MeH OHbIH, YITTbIK
MAESCbIHbIH aniblHAaFbl CyPETKEPIiK
ayankepniri })amblHaa eHepTaHy
JokTopbl b.KyHaaKk6anyblHbIH MblHa
TYXKbIpbIMapbl a Kofapbla ce3 60/bIMN
OTbIpFaH anaHgayllbliblKKa TOMbIK HEri3
6ona anagpl: ...«<Kapakbinwak KobbinaHabl»
ApamMachl KeTepiHKi, ak efleHMeH
YasbliFaH, MyHAa ilWKi gpaMaTtnamre
KYPbUIFaH Wypamnibl MOHOMOITap XMui
Kesgeceli. YNKeH apamaTtyprusiblK
webepnikneH, akblHAbIK WabbITAEH
YKasbl/iFaH Nnbeca TiNi caxHajaH anTyablH
epekKLe ¥apacbiMAbl YAriciH Tinenai. EKi
OpblHAAYLWbIHBIH eKeyi Ae Nbeca TifliHiH Mon
KOPKEMAIK epeKLUiNiriH ToNblIK MeHrepe
anMaraH. XanblK XblPbIHbIH HETi3iHAE
pOMaHTUKalblK capblHAa *Ka3blifaH
JipaMaHbl NCUXONOrUSANbIK KapananbiM
OafbITTa OpblHAAY MaKcaTbIMEH OHbIH,
CTUNbAIK epEKLWENITi CaKkTanMaraH.

ABTOP CO3iHiH 6eMHENI anTblNybl, iLKi
acTapblH allbln, AayblC bipFafbIHbIH 63repy
COTTEPI KON KepiHicTeple ecKepiniMereH.
HKanfbi3 FaHa KobblnaHabl emec, 6acka
ponbAepaeri Kenbip opblHAayLWbINapablH,
caxHajaH anTKaH ce3aepiHeH M
9ye30BTiH KahapMaHabIK Tin epeKweniri
TONbIK ce3inMmeni. KobblnaHabiHbIH 6ip
ThIHbICNEH E€KNiHAETIM, KYWbINTbIN 6epeTiH
MOHOJOITapblH OPbIHCLI3 Nay3aMeH
avTydaH, XeHcis 6enin-xapyaaH o

afbiMbl 6y3blnFaH» [9]. Ces 3eprepi Fabut
MycipenoBTiH «Ko3bl Kepnew-basH cyny»
CMeKTaK/iHaeri atarblHaH aT YPKETIH
auTyNbl aKTepiMi3 Aen KypreH A.OWiMOBTIH,
OWbIHbI XaKrblHa a TeaTpTaHy FalbiMbl
B.KyHoak6anynbl MblHa WbIHALIKTbI 6aTbIN
anTKaH eKeH: ...«<Kagipri caxHagafbl
KodapablH KenTtereH KMMbl-apeKeTTepi
LLUEKTEH ThIC apTblK; Kepce Kbi3apblK ,
anepb6aKaHablK 6acbiM. On CNEeKTaKIbAiH
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6ip KepiHiciHae MaHTbIKTbI ¥bIFbIM canbim,
YCTiHe MiHin anagbl. byn Aa KUCbIHCbLI3,
aKTanmMaraH apekKer. bip enaiH 6enengi

[le 6eTKe ycTap azamartbl, 49CTypai ae,
}onabl aa 6ineTiH, HaMbICbIH KOpFan
anatblH 6aTbIp, 6aceKene co3re e WelleH
Koadapabl MyHOan fgepeKinikke xibepy —
6eNHEHIH KOPKEMAIK ANaNeKTUKACbIH XKeTe
TYCiH6ey. [beca 60MblHWa 6y eKeyiHiH
apacbliHAaFbl KanWbINbIK OiNeK KyLiH
KepceTyae eMec Kon. ABTOP 6y eKeYiHiH,
TapTblCblHAH 63 3aMaHblHblH, 60/IMbICbIHA
aereH ounocopusAchbiH, Ke3KapachblH,
COHaH TybIHAAWTbIH dN1eYMETTIK CbIp-
cUnatbiH CypeTTen oTbIp FOU. Pexkunccep
NbecaHbl TEPEH 3epTTEN MEeHrepyaeH

repi 63 BEPCUSACHIH YCbIHbIM OTbIpFaH
CUaKTbl. Fabut MycipenoB ocbl TyCcTa 6aTbIp
[lereH yFbiMbl CaxHaa KeHipeK TyCiHy
KakeTTiriHe KeHec 6epai. KonblHa Han3a,
KapblHa KankaH inMereHaepaeH 6acKaHbl
6aTbIp eMec aen TyciHbereH x»eH. Kogap
KapaKLbl 4a, Kapy/ibl 6acKblHLWbINapAblH,
KaHKYM/bl 6acluUbICbl @ EMEC, €H,
anabIMEH Kbl3fa FallblK 6aTbIP-KiriT KOK.
OHblIH 60MbIHAAFbI KYPAEN XapaKTep
€peKLUENiKTePi OCbl XKOJIbl allbllybl KaXeT.
I3aeHreH aktepre oHblH 60MbIHaH Aynen
Kapa KylineH 6ipre, 6ip Kbl3 *KaHblH
YFaTblH HO3IKTIK Te, Maxab6aT Kbl3blfblH
aHcaraH XXypeK Te, actapnan antap a3in-
OoCnakK, MaKcaTtblHa KeTenereH 6atbl1ablK
Ta, 63 3aMaHblIHbIH, }KOpaNfbiCblHa

KETIK epeni azamMatTbIK CUMMaThbl Koca
awbinfFaHaa Kogap 6erMHeci Kepkemaik
OWiKTEH KepiHeTiHi aaycbl3 efi. byn xepae
K.C.CtaHncnaBCKURNAIH «Kayabl OMHACaH,
OHbIH, }KaKCbl KACUETIH i3ae» AereH aurini
ce3i ecKe opanagbl. byriHri cneKkTaknbaeri
Konap 6ip 605yablH FaHa Keuninkepi 60/bIn
Typ. byn- KnaccukanblK AyYHUEre ONKbINbIK
€TEeTiHI ©3iHeH 63i TYCiHiKTI» [11]. Kasak
TeaTp eHEPIiHIH TapuXbl MEH TEOPUACHIH,
OHbIH 6aFbIT-6aFgapnapblH, pexuccypachl
MEH aKTepJiblK TabblC-LUEriHICTEPIH eLw
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oypManamaMm, KeHin XblKknacTblKKa Aa,
OTipiK MaKTay MeH Kenbip CbIHLWbIMbIH
JENTIH MiIHLWINEepP CUAKTbI «TancblpbICNEH»
MaKana a3sbll, MyTTehaM Kapanayra Ja
6apMaraH, agan FbiibiIMFa apsibl KbI3MET
€TKeH aTa FallblIMbIMbI3[blH, MyHAaM
ovnapbl HegeH Tybin oTbip? CaxHaga
aKTep He cebenTeH e3iMbinemainikke
CalblHbIMN, OWbIHA KENTTEHIH iCTer, PoNbaiH,
CblIHbIH CbIHAbIPbIM, CO3/iH, TiHIH 6y3aabl?
¥NTTblH COnney MaleHUETIH asiKacThbl

€Tin 6bnanbITran, WelleHce3aiH mayeni
MapyKaHblH Here ManKkamaanabl? byraH
Here KotoLlbl pexxnuccep xon éepeni? bia
Oy Kepae 63iHAIK pexunccepnik Wwewim,
PONb }acayaafrbl aKTEP/bIKTbIH anpblKLLa
djic-ongapbl 6onatbiHbIH 6inMen, s
6o/iMaca, onap/bl MOMbIHAAFbIMbI3
KeNnMen, «TbipHaK acTblHaH Kip», 4 6onmaca
aJeninen actap i3gen oTbipFambl3

OK. byn yoxaepai anTKbI3bIMN OTbIpFaH
i3AeHicTeP MEH AanblHAbIK XyMbICTapbl
asiKTanbIn, HYKTE KOWbIIFaH, «TONFafbl B6iTin,
LlapaHachbl CbiMblpbl/iFaH», KEPEPMEHHIH,
TanKbICbIHA TYCKEH KOPKEM TybIHAbIHbIH,
e3i. AFHun, 6i3re pexxnuccep MeH posb
OpblHAAYLIbI aKTEPAbIH YCbIHbIN OTbIPFaH,
«TYbINbIM GITKEH» KOPKEM LLIbIFApMachl,
COHbI XacaFaH CypeTKepnepaiH, Knsbi
MEH ap-oXJaHblHaH, LWblfFapMallbl1ablK
yCTaHbIMbIHaAH TyFaH alblH CMEKTaK/b FON.
JeMekK, Heriari KiHapar, pexuccep MeH
aKTep YATTbIK 605Ybl KAHbIK MEHTA/IUTETTI
MiHe3 6eH caxHaaa anTblnaTbliH CO3
ob6anbiHa HEMKYpaKnabl KapafraHHaH, f
6onMaca, eKiHillKe opan ofiap Kannbl
TinTi onnamaraHabiKTaH. CoHga 6yn KaHaan
YCTaHbIM, HEHAEN CypeTKEpPiK cype?

©3 yNTbIMbI3[bIH CYVMEKTI TaKblpblObIHA,
©3iMi3[1iH KecTeni e KePKEM, HYCKabl
[a LWelleH TiniMizae Konblnbin OTbIpFaH
LblFapMara e3iMi3[liH perxunccepimis 6eH
©3 aKTepiMi3 OCblHAaW «KaHallbIP/bIK»
TaHbITKaH4a, e3renepaeH He YMIT, He
Kanbip?
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©3re gereHHeH LiblFagbl, coHay
1942 xbinbl M.Oye30B TeaTpblHAA
con F.MycipenoBTbIH ataKTbl <AKaH
cepi-AKTOKTbICbI» KOMbIbINTbI. KotoLwbl
pexunccepi M.fonbabnar. Tarbl Aa
b.KyHOaKkb6anynbIHbIH 3epTTey/iepiHeH
Ke3aecTipreHimizaen, atanMblll TeaTp
TapUXbIHbIH €H Bip LWOKTbIFbl OUIK
LblFapMachkl 60nfaH ekeH. COHbIH,
anwWbIKTbI goneni 6onap, teatp 6yn
KOWbl/ibIMFa 8y 6acTafbl pexxuccepnik
APXUTEKTOHUKACBIHbIH, TiHIH 6y36an, 9NCiH-
O/ICiH KanTa opanbin oTbipbIiNTbl. ConapabiH,
COHfbICbIHAAW, CEKCEHIHLLI Xblngapaarbl
KalnblHa KENTIPiNreH HYCKacblH KO3iMi3
Kepin, TinTi 6acTbl ponbaepai 6ipiH —
HKanmyKaHabl oMHaablK. CnekTaknbaiH
Ken e3repictepre yublipanh KonMaraH
(AypbICbl — KEWIHTI «yNblnapabiH» e3repre
a/iIMaFaH) Kenbip caxHanapbl KeKiperimisae
canpan Typ. AnrallKbl KOMbl/ibIMOaFbl
6acTbl ponbaerinepaeH 6iare kepyre
oynbipraHbl LL.XKaHaap6beKkoBa faHa efi.
CneKTaK/bfiH WbipKay weriHgen 6onfaH
eKiHWi nepaeHiH YWiHwWi KepiHiciHaeri
AKTOKTbIHbIH 3NM30/bl 6acTanfaHaa,
3anga aa, caxHa TepiHae Ae KylaKKa ypraH
TaHaZaW TbIHbIWTbIK OpHan, O6yKin gyHue
Oip CoTKe AEMIH iWiHe anfaHaan Kyure
TYCETIH. ¥NTbl 63re 60nFaHMeEH, 60/IMbICh!
6onart, cymeriHe GiTKEH CypeTKepiK, ce3
KYAIpeTiH KacTep/IENTIH Ka3akK YITbIHbIH,
MeHTaNUTETIH acKkaH MoAeHMNETTINIriMeH
Tan 6aca 6inreH, CenTin, cyy ce3niH,
cypeTiH 6y36am, con KyniHae «e3iHe
KanTapbin 6epyre» (MyKkaranuaaH) akbin-
napacarthbl }XETKEH peXXnccep-ycras
M.WU.lonbabnaTTbiH, CYHFblNasbIFbIHA
€pIKCi3 CYMCIHECIH Ae TaH KaiachblH,.
«O3iMAiKi aereHae eri3 Kapa Kywim 6ap»
[len e3eypenTiH 63iMi3 Here ocblHAaKaa
COoHLWaMa casaknbl3, }ayancbl36bI3
[en Kapagawn KymiHeciH. KaHbiMbI3 bl
CYMbIAbIPbIMN, 63 TaMblPbIMbI3fa 63iMi3
6anTa WanTblpbiN TYPFaH XeTeci3

HaMbICCbI3AbIKTbIH ceb6ebi He? On —
YKayarncbl3/blK, XannaxlweLwennix,
KaFblHaH XepireHaik, KaHbl 6enek 6acka
KeLTeH KOCblIFaHblK, TYIFaHbl TyablpMaMn,
KONAaH XacayllbliblK, Tyinapnapfa faHa
YKapacKaH a63enepi ecekKke 3opnan
TaKKaHAblK. Herisge oK cypeTKephiK
NeH YNTKaHablbIKTbl MAMaHdaHFaH
MapruHasnfFa 3opnan TenireHaik. ontnece,
aCTe 1€ api MEH CbIMKbIpPbl CyanMaraH
€63 Map¥aHblH asyCbl3 MblXKFbliay
— «MOXaHToMawn MerexiHaepaeH»
(A.ToknaHoOBTaH) FaHa WbIKKaH 6onap
efi. KeninipeK KannbliHa KenTipinin, KanTa
KOWbIJIFAH KOWbISIbIMFa KOC ©Kernemisai
KONbIMbI3Fa anblN KOCblIFaH 6i3aepaiH, ae
ecimisfi anfaH, ellKaH4an ga pexuccep
«@3repTe» aiMaraH, cofl KyMiHae KanfFaH
CcoHAarbl CblIKbIP, F.MyCipenoBTbIH,
MyYHTa3an cyny, y3inin ketepaen HaziK, xop
Kbl3bl FaHa alTa anaTtblH Kepbes ae KecTeni
MblHaAau cblpsbl ce3aepi 60naTtbliH:
«AKTOKTbI:

EceHci3 6e, AKaH ara!

TebeM KeKKe a3-aK TMMEN Kanabl FOu

HKyperim »apblifanbl TYpFaHaan.

HKypeK 6iTKeH bipre cofbin,

AT wanKaHaan en ycTi...

[JabbinblHHAH KeTEPINaiK,

KenzeH CbIHChIN aKKy-Kas.

LWapLwbl TonTbl 6ip XblaaTbiM,

Bip KynaipreH aHiHHEH,

ANCbI3 TYHAE anpbliFaHaan,

ApMaHaa efik 6apnblK Xac.

KeHin KyniH KanTcek Tycep,

bi3 o3ipmi3 6apiHe.

Byn »onbiHa ¥apan Ketce,

HKaHbIH Kuap wacTtap 6apbiH

KyllaFblHaH TaHbIPCbIH...

CeH He i3geain?

biz ceHi i3pen,

Kapanbl efik ap kesgae,

KOHLIbI ©3iHHIH OpHbIHA!»
[4,104-10566], aen KenetiH menaip
OYNaKTblH CbiabIpbIHAAM ECTINETIH CO3
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MaprKaHblH Ti36eKTEeTE Tepin anTbin TypFaH
L. XKaHaap6eKoBa-AKTOKTbIHbIH, eKe
©3iHiH, }XYpeK nyniniHaen 60nbIin ecTineTiH
MOHOJ10ri, CaxHa acnaHblHAa OFaH Kochblla
CbIPFbIFaH CKPUMKaHbIH, y3ine Cbi3bl1FaH
CbIpJibl Ca3bl, aNblM-YlWKaH aKblHXaHabl
aKKy ce3epai YPKITin anManbiH gereHaen,
TinimMi3 6annaHbIn, YHiMI3 ewWwin KanfaH
caxHafgafbl 6apimMi3ai e XKankbl CoTKe
epaeH XofapblFa KeTepin, asgfbiMbl3
epre TUMEN Kankbin TypFaHaan acepre
6enenTiH. GKafFbIMCbI3 Kerinkep»
HKanmykaH poniHaeri 6i34iH Ae KeHinimi3
anabypTbin, (AKaHHaH acbIn KeTneciH
[len, }ayblPbIHbIMbI3Fa COJ Ke3aeri
6opiHe apanacaTblH 6ac pexuccepain, e3i
aaevinen (e3reptin!) 6YKip *acamakLubl
60n, 6YKTEN ThIfbIM KOMFAH «*KacCTbIKLLACbIH»
YMbITbIM,) YLIYFa KOMAAHFaH KOHbIP
Kazgan 60MbIMbI3Abl TIKTEN anfaHbIMbl3/bl
6anKamawn KanfaH Ke3iMi3 60nFaH.
OWNTKeHi, con Kesaeri *aHa TOJIKbIH 6i3aep,
PONbAIH, «<*KaFblM/bl-XaFbIMCbI3bIHbIHAH»
repi OHblH 6aCTbl 9PEKETI MEH HETI3ri
MaKCaTbIHbIH CaxHasblK LblHAbIFbIHA
KebipeK KeHin 6eneTiH yprnakTaH eaikK.
Apy AKTOKTbIHbIH ay3blHaH LblKKaH
d/Irifen acem epinreH ce3 MapaHblHa
Ky/laK acrnactaun cannac Ta eMec efiK.
M.9ye30BTblIH «EHNIK-KeberiHaerinen»
€CKileH Kene »aTKaH, efl ay3blHafbl
ce3aep 6onmaca aa, F.MycipenosTen
3epaeni ce3 3eprepiHiH 63 }KaHblHaH
LWbIFapbIN, Ka3aKTblH Kapa eneHiHiH,
i3iMeH KecTenen califaH, bipFafbl epeKLle
KeniCKeH, enexre 6epricis epeni xongapbl
€TTEeH OTilN CYMEKKe KeTrnen KoMMaunTblH,
KYPEKTEH apblna WblKKaH aHbl Xonaap
eai. CoHlamMa CyriCneHLWiNnikneH canbliHFaH
CO3 CypeTiHe eNTiMecKe, TOJIKbIMackKa,
pPeXnCCepPaiH, epikci3 TaHFaH «MaKcaTblHaH»
aHblIMacKa LWapaH aa KanmMac eji.
MNbecapa 6yraH ganen 6onapgav AkaH
auTaTblH MblHadaKn aa cyny cesaep 6ap:
«AKAH: Kbi3fFaH, Kbi3fFaH!..
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AKTOKTblAAamn Kbl3 TOHipiCiH

Kbi3faHb6afraH Kbl/IMbIC-ThlI...

AKTOKTbI — 6ip mengip 6ynak,

Kysip »epi keH, aapus!

AK TeciHAe KycTap wwynan,

«AK epKefiei» oH TepeciH canfaHaan.

OH — aypybiM, HE TbiHAaMaw,

He Kocblniman eTe anmMaH.

Kes 6on Kancak con »karaga,

Mbip3a 6011 fa CoN KaFaHbl MafaH Ku!..

AKKyblHa YH KOCaWblH,

CapblapKafaH canfaH oHJi

KeKweTayaa »ypT TOCCbIH.

AKTOKTbI ©HHiH apKaybl EKEH.

ApKaybl XXOK oH 60o/iManabl,

Ma}KHYH eTne con apKay/bl Kbl3FaHblmn!»
[4, 1106] — gen, HaFbi3 aKblHKaHAObI
YYPEKTEH LWblFaTblH acbll ce3aepai
€cCTin, TbiHAan Typbin, AKaHaanblH
aszamartka, KaHlwa xepaeH *anmykaH
60/icaH, aa, «<MaKy1, auTKaHblH 6ONCbIH,
AKaH»XaH!» geriH Kenin-ak Kanagbl. Tek e3
KeninkepiHHiH apamaTypr TaHbin 6eprex
MaKcaT-MyAAecCiH OpblHAAY YLiH, OFaH
anfbl3 Kbl3FaHblll CE3IMHEH, LIaMLLbIN
neningeH faHa Kapaman, AKTOKTbIFa e3i
[l FalliblK XYPEKTEH XacanfaH opeKeT
Jen aKkTanachblH, TOHiperiHe TYCIHAIPECiH,
aKTepPIbIK XYPEriHai, KaymanaraH
KepepMeHiHi ceHaipe anacblH. bizgepre
Kepy apmaH 60nfaH CoJ anfallKbl, e3re,
anania epeni YNTTbIH 6KiNi, KyHi Kewenepi
aTblH Aa ataTnaun, Ka3ak TeaTpbl TapuxbliHaH
cebenTi-ce6encia cbI3bl1bIN TacTajafFaH
M.lonbabnatT KOnFaH CrneKkTaKkb Typanbl
apKasbl akblH O.ToxXibaeB 6blnan aen
TaMmcaHagbl: «F.MycipenoB «Ko3bl Kepnew-
basiH cynyaaH KemiH eKiHWi TpareausnblK
nbecachbl «<AKaH cepi-AKTOKTbICbIH» a3/bl.
byn na canfaH »epaeH OKyLWbICbl MEH
KepyLiciH 6ipaen KyaHablpFaH, TeaTp
OHepiH 6ip OUIKKe KeTepreH WwbiFrapma
6onabl. AKkaH 6onfaHablkTaH — LLlakeH
AMMaHOB 6cTi, AKTOKTbl 60nFaHAbIKTaH
— lWonnaH XaHgap6eKoBa ecTi. OHLWeH,
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Maxab6aT CbIPbIH aKCbl CE3IHETIH
TanaHTTap OKbIPMaH XYpT NeH KepepMeH
XanbIKTbl 6ip CiNKiHAIpin TacTagbl»
[TorkibaeB 9. KazaK aApamMaTtyprusicbiHbIH,
JaMybl MEH KanbinTacybl. —AnmMarhbi:
HKasyuwbl, 1971. 104 6.]. JeMekK, xanblKThbl
[Yp CinKiHAipin TacTay YLWiH, COM XaNbIKTbIH,
OKini 6on1Man-aK Ta, OHbIH, YITTbIK,
MEHTaNIUTETTIK 63€eriHe HYKCaH KenTipMmewu,
YPETiH }apanama#n, cesiH cagblpanaman
OMMe YNTKa asiH CypeTKepiK aerex
catblgaH, 6iniMAiniK gereH 6uikTeH,
LbIHAaNbl 6HEPNAa3abIK AEreH enlleMHeH
ayblTKbIMaK KeJiCeH, KUeni eHepaiH,
KenuneTiHe ypbiHGam, CypeTKepik
YXJaHHbIH YAECIHEH LWbIFbIM, KOKEMKECTI
MaKcaTblHa eTeli eKeHCiH. ¥/bl eHepaiH
apKacblH4a YITbIHHbIH, MaKTaHbILWbl,

OHbIH, 6HEPI MEH MBEHUETIH apnen-
aaeminen, 6ipak Heri3ri TiHiH 6y36ai-
apmaw XKeTKi3yre TUiCTi 60nFaH Kenep
ypnafblHHbIH aniblHAafbl aFranblK Napbl3fa
ajan 60nbin Kanagbl EKEHCIH.

Ochbl TyCTa KOoLLbl pexxnccep MeH
OpblHAAYLLbI aKTEPAIH, LWblFapMallblbIK
MypaTTacTblfbl, TAaHAEMIIK KOPIHICTEPIHIH,
HaKTbl Mbicanbl peTiHae M.Oye30B
TeaTpbiHAa 2000 Xblfbl KOMbIFaH
LLaxumapaeHHiH «ToMupuc»
TpareausiCbiHaH Kapa ce3/iH acKaH
webepi K.blcKaKTbiH TOpKiMaCi apKbl/ibl
TeOMeHJerigen Tenenen, WeLweH anTbiaFaH
HaKblN ce3aep TidberiH, uHanablK y3iHAgiHi
KeNTipe KeTKEH OPbIHAbI CUSIKTbI:

«TOMUPUC — ¥aKcblnap MeH
*auncaHgap! beksaga CnapranucrTi
HeTicyabiH TEH OpTacbiHa anapsbin,
anTblHFa 6enern, KyMic TabbITKa casblin
KeMiHgep. Con }epaeH MaraH Aa oOpblH
cannaHgap. ©nai gen ewkKim antnachblH!
onreHimisgi ewkim 6inmecin! Cak 6iTKeH
6i3ai Tipi gen TyciHciH! bi3 capbl ganafa ani
CaH peT KanTa opanambi3!

EJIEC — BanaHabl Kyp6aHablKKa
wanabiH! banbiHabl Kyp6aHabIKKa WanabiH!

CyHreHiHHiH 6acblH angbiH! ©3iH FaHa
KangblH. ©3iHe He Kanabl?

TOMUPUC — CaK aereH en KanfaH oK,
na?! CakTblH cap Aanacbl — Xep KanfaH
*OK na?! [10]. Ocbinanwa, Kenixrire
KyLW-Xirep 6epin, apTbiHAaFbl enaiH,
E€HCECIH KeTepin, NaTpUoTTbIK ce3imMre
6enereH cneKkTak/bAiH ONTUMUCTIK pyxTa
asiKTanybl — LiblFapMaHblH KEPKEM-
NaesnblK KyaTblH TEPEHAETE TYCKEHIH
TeaTpTaHy FanbiMbl B.KyHOaK6anybl
TebipeHe xa3abl. ycaHabl JafaHbl
KaHbIMeH KOpFaFraH epniepiH, Kyneyi MeH
6anachblH Xepneyre aTTaH/blpbln }KaTKkaH
TpareausanblK caxHaga anTbliFaH, esingipe
OTbIPbIN EHCEHI KeTepep, KblnaTbIin TYPbIN
TY6i 6ip TYpKinepaiH a3aTTblK YpaHblH
casnfaH €e3 MapKaHaapbl N9C KeHiniHai
KeTepin, eciHai *urbi3aabl. ATanMblLu
CMEeKTaK/bAiH KOWLWbI pexuccepi, 6acThbl
ponbAepain, 6ipiH opbiHAaYLWbl peTiHae 6y
LblFapMa ¥aW/bl Kenemai nanbimaaynap
MEH TONbIMAbI TYXbIPbIMAAP KacayFa
TOJNIbIKTaM XaKbl/1bl 60NFaHbIMbI36EH,
OCblHAY TEOPUSANbIK Tanaay XyMbICbIHbIH,
aBTop/iapbl 60NFaHblKTaH, 63iMi3 Xannbl
e3eypen bepmen, oaenTiNnikTiH o4i6iHeH
acnayabl MaKkcart TYTTblK. COHbIKTaH aa
OCbl Opana }acTblFblHAH XanraH cenneyai
GiNMENTIH, «KannaKLlelennikTeH» aga,
OYriHri 6iniMmai ypnakTblH, 6Kini, MocKeyniK
TeaTpTaHylwbl M.}ymabaeBaHblH raset
OeTiHAe XapusnaHFraH TeMeHaeri 3epTrey
MaKanacblHaH y3aKTay 6osca [a Y3iHai
KenTipe KeTKeHi OpblHAbl CaHaablK.
«TeaTpAblH CNEeKTaKNiHAeri Heri3ri
KOHLenuus: TyFaH xep, OTaH, NnaTpuoTm3wm,
XalblK TaFOblpblHa AEreH }ayanKepLuinik,
ypnak 6onaluafbl YiliH }XaHnuaa eTKeH
Kypb6aHablK. byn petreri TeatpablH,
KOMbI/IbIMbl — TAPUXKU, BJIEYMETTIK,
NyGNULUCTUKANbBIK YIKEH KYObl/bIC, api
NCUXOSIOTUSANBIK peanM3MHiH aKblH
KepiHici. OcblFaH namnblK, TaKblPbINTbIH,
cunartbiHa cal, aNuKablK KEH ayKbiM,
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dunocoPpuranbliK ON-TYKbIPbIMHbIH, GUIK
canacbl 6ap. byriHae, KeNiHri 6yblH
OTaHWbIAbIK, NapbI3, 6ipniK AENTYFbIH
KacWeTTi YFbIMbl apxan3mre ayaapblin
TacTtan oTblpFaH 3aMaHga, «ToMUpuUc»
CNeKTaK/iHEeH nanbligaraH 60cTaHblK,
YITTbIK OW-CaHa, anblCTa — TapuxTa
KanfaH ata-6abanapbiMbI3/[blH €1 YLWiH
aHnuaa eTKeH epiri, MaKTaHblLW

Ce3iMiH TyablpaTbliH CUMBOJAbIK 06pa3bl
MOJIbIHaH KepiHic 6epeai» - gen Kenin,
KOWMblIIbIMFa KaTbICKaH LiblFapMallbliblK
TONTbIH, CypETKEPNiK MaKcaT-MyaAECi

MEH caxHaja Wublpian WapblKTanTbIH
Aunanorrtap, aHa TifliMi3aiH KacueTiH
caxHaflaH TaHbITKaH LeLEeHiKTiH
cunaTtbiHbIH 6ip apHagaH Tabbinbin,
LWblFapMallbliblK KyOblibICKa anHanfaHblH
aWfaKTan, oMblH Oblnaniua TyniHaenai:
«PexuccepaiH on-TofifFaHbICbl, MaKcathbl,
YNTTbIK CaHaHblH NipiMi, GUNOCOPUANBIK
TOJIFAHbICbl CaxHaZaH anKblH KepiHeai

[e, KernKe TacTap cayasblHblH, }ayabblH
pexuccep caxHagarbl ApamManblK
6asHaayaa TOMUPUCTIH XanKblHa AereH
MiHET-Napbl3bl MEH XallKblHa AereH
cyuicrneHuwiniriHeH izgereH. PexxuccepaiH
narvbiMAayblHla, Maxab6aT neHaenik
ce3iMMeH FaHa LUeKTeNIMeNni eKeH, en
MYHbl MEH MYKTaXKblHaH TyaTblH KepiHei.
KOWblNIbIMHbIH, epeKLle GUNoCcoOPUaNbIK
MOHIi, aNnbl TaFbl/ibIMbl OCbIHAA.
CaxHaHblH 6YKiN KeHICTiriH NanganaHfaH
cueHorpadUanbiK KepKeMik, aktepnep
OWbIHbIHAAFbI cCaiTaHaTKa NanblK
acTamubl, epLlin nadoc cnexkTaxkibre
3NMKanbIK ThiHbIC 6EpPIN, TAPUXU OKUFaHbIH,
MaHbI3bIH acnaHaatbIn Typ. Tarabipbl
CaKkTaH 6acTanfaH ep Ae KEHKONTbIK Ka3ak
— 3MNUKalbIK XanblK AereHi Ken KepepMeH
OocCblaH KeniH TyciHbece, TeOECIHIH

6iTey 60nFaHbl....0ye30B TeaTpbl TaPUXK
TaKbIpbINThbl KallldHHAH-aK penepTyapbiHbiH,
KacKa MaHAalblHa ycTan Kenepi. ocipece,
COHFbl Xblgapaarbl 9.KeKinbanyblHbIH,
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«Abblnan xaH», M.bancepKeHOBTbIH
«ABbINanablH aKblpFbl KYHAEPI», €HAI
MiHe, LaxumapaeHHiH «ToMupuci» —
KOpPEepPMEHHIH, YNTTbIK CE3iMiH 0ATbIM,
YNTTbIK CaHacblH allaTblH, «ToyeNnci3ik»
JereH ToTTi YFbIMHbIH KafipiH TYCiHAIpETIH
KoMbinbiMaap» [11, 56-5866].

Kenbip Kasak apamaTyprrepi KoFaMHbIH,
OYriHri aneymMeTTiK Nnpo6aemManapsbliH,
TiNTi casicu Kafaannapabl NbcacbliHa
ThIKKbILITaM, FMbpaTtHaMmara, aKbin
anTyra KebipeK MOWbIH Bypaabl, OHbICHI
KynTap/blK-aK, anania onap Keuae eni
TYpAE, OKUFa XericiHe KabbICTbIpblIMan,
OHCI3 ThiKNanaHbiM, ApamMaHblH,
KaKTbIfbIC-LUMENEHICIH 6aceHaeTeTiHI 6ap.
MyHOanga ectMap aktepnap MeH enTi
peruccep KaHla Knman Typca aa, Teatp
3aHabl/IbIKTapbl MEH YaKUFa KUCbIHbIHA
opaun, KeKenTeCTi MaKcaTka, opTak myaaere
OafFblHAbIPY YLWIiH KMKanayfa, KbiICKapTyFa
MOXOYp. Kei Tyctapbl OHAaM MHOJOr -
aunanortap KaHuwa 6aranbl, Cyny, KenicTi,
bIpFaKTbl 60J1Ca Aa, MapXaHaan Terinin
TypFaH Mannbl ce3aepaid nangacbiHaH
repi 3usiHbl K66ipeK 6onaabl, TanKblaarbl
OpTaK TaKblpbINKa KbI3MET eTrnenai,
YaKWUFa XKeniciH }XOHCi3 y3bIHCOHapP/IblKKa
canbln, KEPEPMEHHIH iWiH NbICTbIPbIM,
KeKTe ayenen oTblpFaH KeHifliHe Kasy
canybl Aa MyMKiH. Ce3 KaablpblH 6ineTiH
Ka3aKTblH, «oenTayip oH efi, NYLWbIK
anTbiN KOP KblNAbl» AErEH WbIMLWbIMabl
9XKYyo Ce3i CoHJanaaH LWblKKaH 60ybl
Kepek. KonbinbiMaapaa Fuépar cesaep as,
TYLWbIMbl }XoHe OpHbIHAA 9/ TYPYbI TUIC.

byn Typfbiaa, TaFbl Aa con M.9ye3oB
aTblHAafbl aKageMUANbIK Kaldak apama
TeaTpblHbIH CaxHacbliHAa KOWbIFaH
«Tomupuc» TparegusicblHaarbl ToMmupuc
naTwanbIMHbIH, KMp naTwara »acblpraH
XYMOAFbIH LLIELY caxHachbl CNeKTaK/1b
aBToOpnapblHbIH, GiPIKKEH LWblFapMaLllblblK,
JOCTbIFbl MEH MOMINeNepiHiH apKacbiHaa
(enbeTTe, aBTOPNAp Aen, ApaMaTtyprieH
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KOCa pexuccep MeH aktepnapibl Aa anTbin
OTbIPMbI3), KbI3bIKTbl LWWELLiM TarnKaHbIH
anTa KeTKeH »eH cekingi. Erep Tomupuc
Kup natwaHbiH 6acblHbIH aypybIHbIH
ceb6ebiH KoM FaHa alTa canca, oHAa
KepepMeH ipaMarnblK, lIMeNeHiCKeH
caxHagaH mynae Kyp Kanap eai. On ayeni
©3iHiH KYpeTaMbIpblH KECiM, COCbIH OHbI
Kup natwara Kantanatybl KaHaan acepi,
TapTbiMAbl. KaHbl TacbIM, }enKe TYCbIHbIH,
COJIKbI/IbIHAH 3apAan Werin }YPreH Xyprex
Kup natwa, TOMUPUCTIH KymbaKTan
aWTKaH «aKbl/ibIMEH» TaMbIPbIHAAFbI
KeTepi/ireH KaH KblCbIMblHaH KyTblnagbl,
COUTE XYPin CKUDTEPLiH «eMLWiniriHe»
FaHa emMec, epniriHe, KancapnblFblHa K63
eTKizeqi. byn xxymb6aK ToMupucTiH Kup
naTwara TapTy ETKEH CbIMbIHbIH acTapblHa
KacblPbIHFAH Keneci )}yMOaKTblH, MaHbl3blH
OJlaH calblH TepeHaeTe Tycei. ©3iMeH
Gipre ana KenreH 6ip Tyn *yCaHHbIH,
MOHIH TYycCiHAipe oTbIpbIn, TOMUPUC HaKbI-
yMOaKTaH HaKbIN-TyCciHAIipMere Kewea,.
byn TeKk KaHa TyCiHAipy emec, MyHAa TyFaH
JanacbliHaH 6ip TabaH Aa XbUXbIMaNTbIH,
TaMblpbl TbiIM TEPEHIE KETKEH EPKiH
KeLlNeHainepaiH, UAeonoruachl Xarbip.
CneKTaK/bAe 6y caxHa MblHaaam Cbipbl
AnanorneH epHeKTenemni:

«...TOMWPWC — CoHpa, ceH CakK
JanacbliHa He i3gen 6apacbiH? bisge
Wahap Aa oK, CEeH Kbi3blFap 6annblK Ta
HOK.

KNP — Bannblifbl }KOK enai Kbl3fblwTamn
KOPbIM KanuTeCIH?

TOMWPWUC - Bi3aiH enaiH 6annbifbl
6acKa. OHbl 6acbin anyfFa CEHiH, e, CEHIH,
SCKepiHHEH Y3 ece KallblH KONablH,
lamacsl xetnenai!

KNP — On HeTKeH 6annbIK?

TOMWPUC — Yw Typni 6annblK. Dyenrici
- LLEKCIi3 KeK acnaH, eKiHLici — WeTCi3 KeH,
Aana. An, ywiHuwi 6annblKTbl MEH CaFaH
©3iM anbln Ken TYPMbIH.

KWUP — YwiHwi 6annbifbiHabl KepceT!

(Tomupuc 6ip TYN KENKEH XKycaHabl
KepceTeai)

KWUP — byn He?

TOMUPUC — HycaH.

KWUP — ycaH?! KawaHHaH 6epi
KypafaH Lwen 6ai/blKTblH caHaTblHa
KocCblnbIMN efi?

TOMUPUC — MycaH — »ep KanbICKaH
KanblH Cak! Bi3 KeK acnaHHbIH acTbliHAA,
K63 XKEeTNEenTiH Aanaja epKiH 6CKeH enmis.
Erep TambIpbIMbI3 }yJblHCa, 6i3 Ae Kypbin
OK 60nambi3. bi3ai Ky KbiN ycTay KUbIH,
TYSIK acTblHAa TanTa/ManTbiH ToKanmnap
*KypTnbi3! MNaTwanapabiH natwachl,
¥nbl Knp, caraH KyparaH WenTiH KaxeTi
KaHwa?!» [10, 116] bip KapafaHaa, TeK
aeMi, acepJii ce3aepleH KypanraHgan
60/1bIM KePIHETIH OCbl 3NN30[, CMeKTaK/b
peXuccepiHiH aBTOpFa KacaraH Tikenen
OTiHILWIi apKblabl Xa3bl/biMN, aKTEP MEH
pexxunccep TaHAEMIHIH epeKLLe KOPIHICi
pEeTiHAE NbecaFa eHri3iNreHiH anta KeTKeH
ab3zarn.

CaxHa — TeaTp Aen atanaTblH
9NeMHiH, 6ip 6eniri FaHa. LUbIHAbIFbIHAA,
TeaTp caxHacbl TeaTpAblH 63iHeH repi
ayKbiMablnay yFbiM. TeaTp — »annbl
afFaH/a, XXau FaHa Fumapar fen yKcak,
TeaTpAblH caxHacbkl — Tipi ar3a, a, caxHa
— eMipaiH e3i. CaxHafarbl aKTep anTteyip
MiHe3i 6ap, cesi 6ap ¥Kau FaHa ajaM emec,
OHbIH, CaxHaafFbl 6Mipi 63iHiH agamMu
TanantapblMeH, HEMECe }eKe MiHe3IMeH
LeKTenMenai. AKTep 63 Ty/iFacbl apKblfbl,
6iniMm-napacart, TaburaTbl apKblibl OYTiH
Oip XanblKTbIH 6EMHECIH KepceTeai, TyTac
OKUWFaHbl 6epe anagbl. 9cipece, 6ip
LWblFapMaLllbl/iblK MypaTTa YFbIHbICKaH
KOC TaHAEM - CypeTKep pexunccep MeH
CypeTKep-aKTep TyTac 6ip agamaap
TOObIHbIH, TYTac 6ip xanbIKTblH, 6enrini 6ip
MEMEKETTIH, TiNTi KOFaMHbIH, 3aMaHHbIH,
aTblHaH cennenai. byrFaH Mmbican peTiHae
M.9ye30B TeaTpbiHAa 1999 »binbl,
B.ATabaeBTbiH pexuccypacbiMeH aca
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ANLWbIKTbI CaxHanaHfaH 9.KeKinbaeBTbIH
«ABblNan xaH» aen atanaTblH XanblKTbIK
KahapMaHAbIK ApaMachblH aTayfa
6onaabl. Casicn actapbl 6ap, XaHHbIH,
KEe3EeKTi WeLlliMiHe KapcCblbIK Xacar,
Ti3e KepceTnek 60/faH 6u-LoHXapnapfra
A6bInanablH MblHa Tac Tinep, TeMip yritep
cesfepi 6onmaca, yakura Xerici ae, xaH
6enHeci ge 6ackalla MaHiIC anbin KeTep me
efi, Kim 6inepi:

«...ABbIJIAN:

ManbiMaacak, }XypTbiM, auTKaHabl

TaKTbl KNCaH, — icTi Ku,

Toxkai Kncan, — ce3fai Ku!

[apKaH Kesfe - TeH cypa,

KWMbIH Ke3ae — XeH cypal

Ky/biM emMec, yibIM e,

©3iM Ti3sriH ycTaTKaH!

onTnecenis, an eHai

TanpakTatbin Tobeme

LLbiFapaTblH XanbIM XOK,

TeHTerin, MeH TeniHai!

Onap yn 6on, MeH Kyn 6oncam,

Kanan kencewm, gon conan

TabapMbiH 63 KOeHimMai.

TaKTbl apfa anbipbac

ETeTyFblH MeH emec!

MaTyaHabl, XXYPTbIM, 63iH auT,

bewnniniHe etnen Kenemelu!

...En gen, emipeHin,

HKep gen xenningereHimia

KabakK 6aKkKaHHbIH KacblHaa

EwTeHe emec KepiHai-ay

OH caH 6aynbl KadakKkal?

...OHAaa ce3ai Kop Kbl/bim,

Ces bynaara caiMambiH,

AMbINTbI JE€CEH, — TaFbIHAbI an,

HKasanbl geceH, — }aHbiMAabl an!

benrini 6ongbl ayxanbiH!» [12]

Kel TycTtapbl TEK }a3banbl KyriHae
KebipeK acep/ii KopiHETIH KecTeni, WeLleH
€63 60r KepiHreHiMeH, Tan ocbl MOHOJOr
aKTep ay3bIMEH anTblbiM, OPEKETKE
KOlLKeHe KepepMeHre epeKLle acep
€TKEeHi CoHLlama, TOJIKbIFaH 3an ay Kon
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Llananakka yfacblin, aktepaap MeH
KepepMeHaepaiH KeyaenepiH KepHereH
enKaHabIbIK, MaTPUOTThIK ce3imaep
TOFbICbIM, 6ip-BipiMeEH XbiMAachln
KeTKeHen, caxHa MeH 3anAbl Ybl OHepiH,
apKacblH4a acTacTblpbIM OTbIpaTbIH

«Ke3re KepiHO6eNTIH XinTep» Ka3blkbaywa
LanblHbIMN, KYypMeyre Kenin, 6annaHbin
¥aTKaHOan acep KanablpaTbliHbIH, CaxHa
TepiHae AGblnan XxaH MeH Knp naTtwaHbiH,
ToMupKUC NaTwanbIMHbIH KYHiHE €eHin,
POJiH aTKapfFaH Ke3iMi3ae 63 Ke3iMi30eH
Kepin, XyperimisbeH cesin, KeKiperimizoeH
TYMCIHrEeHiMi3ai alTa KETKEHHIH apTbIKTbIfbl
6onmac.

KopbITbIHADbI

TeaTp AereHimis pexxnccepain,
CYpPETKEPNIK YCTaHbIMbl HeridiHae
TaH4aNfFaH TaKbIpbINKa TeNireH Kusan
KanblOblHbIH 63€ri apKbl/ibl }KOHE aKTepablH,
TOHI MEH YaH-AYHWECIHIH caxHaaafbl
KO3FasblCTapblHbIH YUNeciMainiriHeH
TyaTblH eHep. CypeTKepnik TaHAeM Aen ocbl
€Ki eHepnasablH 6ip KeHiCTiKTe, 6ip yanbim
MEH LWblFapMallblNAblK AOCTbIK YHOECTIrH
anTambl3. Pexunccep KofbiHAa KaMLLUbIChbl
6ap apbakKell, an akTep 60XblFa XKerinrex
*abbl emec. AKTepblH XaHbl MEH ToHi 6ip
o6pa3abl Kyparn, 6ipTyTacTaHfaH4a FaHa
aKTep TabbICKa KeTei, WbiHanbl 6HEpP
Kepcete anafibl. CaxHagarbl ajam MeH
emMipaeri aaaMHblH arblpMallblblFbl Aa
ocblHAa. KyHaenikTi emipaiH agambl e1MeH
apanacKaH/a 63iHiH Ce3iMiH, }aHblH allblK,
«KanaHalTtan», }apKblpaTbin KepceTtyre
Tbipbicnanabl. Cebebi o )epae wapTTbl
pedeKCTi KopFaHbIC peakuusachl nanaa
6onaabl. OHbIH KYNKiNi HEMECe bIHFANChI3
afganga KanfbiCbl KENMENA|, ilWKi cesim
JYHWeCI elWKiMai KbI3bIKTbipManbl Aen
onnanabl. ©3i eMip Kewin oTblpFaH KoFam
OoflaH, TeHiperiHaeri 6acKka agamaap
CUSIKTbI ©3iH-63i «Ti3riHgen» yctayabl
Tanan eteai. On e3iHiH 6yKin ce3iMiH, ToH
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TOMKbIHbICbIH «ybICbIHAA» YCTaM Binyi, iWKi
aH-OYHUECIHIH «TOJIKyNapblH» aKbl/iblHa
O6afrbliHablpa 6inyi Kepek. KbicKachkl, emipae,
KoFamja, ajamaap apcbiHa 63iH «CbIp
anjblpman», canMakTbl yctaybl TMiC. An
aKTepAblH MakcaTtbl MyJiae 6eeK, on
KepepMeHai ceHaipin, <KeTeKKe anblr,
COHbIHaH epTyi», KyNaipyi HeMece yperiH
eMKIpEeTin, Ke3iHe Xac YMipyi KaxeT. AKTep
€63 anTapablH anabiHaa, (Kenge ce36eH
KaTapnacTblpa) ayeni orlla, CypeTKepiK
aKbl/1bIMEH ¥acaWTblH 06pa3biH KU
onemiHae opHaTtajbl, COCbIH 6apbIn,
KepPEPMEHHIH caHacblH «CblKbIpaan»,
YPETiHe }eTyre TUICTI WebepniK aaicTepiH,
caxHaJlblK 9pEeKETTEPIH, KUMblJ1-KO3FaJiblC,
WiapaTTapblH XaH KYM3enicTepiH, XyperiH
«iCKe Kocagbl».

Apnam 6anacbiHa Kapatylwbl 6ip
FaHa eMip 6epreH. Con cebenTi e onap
COJ1 XKalFbl3 ©MIipiH KopFaluTan aJ/ieK,
OKiHilWNeH eTnece eKeH, Tetere Tan
60/IMan aMaH XXYPCEM EKeH aen Tinenai.
An aKkTep aflaMHblH caxHaaa eKi «eMmipi»,
€Ki XaH-ayHueci 6ap. bipi 63iHiH HaFbI3
¥aH-[YHUECI e eKiHWici - ONHaNTbIH
Keninkepaiki. }annbl akTep caxHaaa
OipHelle ponbae oMHanabl FON, AEMEK
OipHelle afjaMHbIH, XXaH Kymn3eniciH 6acTtaH
Kewipepi. Cente Typa on 6ip FaHa TOHHIH,
neci. An eHai 6ipHelle agaMHbIH, }KaH-
JYHWECIH }anfbl3 ToHAi 6ip afaMHbIH,
6oMblHa Kanan KabbiCTblpyFa 60/1abl?
bip kaparaHaa 6yn 63i on-oHal-aK Hopce
60nbIN KepiHesi, AereHMeH, 0N eTe Kypaeni
KyObl/1bIC }XoHE MYMKIH e eMec, TinTi
CaHafa CbIMMaMnTbIH CUAKTHI.

bi3ai KopwaraH emip, TeaTpMeH

canbICTbIpFaHAa caH KblpJibl, KYpAeni eKeHi
naycbl3. bipak Teatp aa Ken TycTapaa
emipaeH Kypaeni 6on keteai. TeatpabiH 63
3aHbl/IbIKTapbl 6ap oHe MyHAa yaKbIT
MenLLepni, KacaH TopTinneH 6eiHreH. bip
Mearinge TeaTp KabblpracblHaH TbiC, CbIpTTa
6acKa yaKbIT Xypin »atajpl, an caxHaaarbl,
WbIMbINABIK ilWiHAEr - 6acKa yaKbIT.
CaxHapafbl eMip ageTTerigeH angekanaa
blKLIaM, cbifbiMaanfaH. an emipaeri
OHJaFaH Xblngap caxHaja xapTbl-aK
cafaTKa cbinablpbliaabl. Kenae caxHagarbl
€Ki-yWw cafFaTTblK eMipae TyTac 6ip Facbipfa
CblIMMaKWTbIH OKUFanap «eTin» }XaTtagbl.
Pexunccep MeH aKTep, eKi cypeTKepnik
TY/IFa, }aH OYHUECIHE XoFapblaa ce3
O0/IFaH Ke3eH/[iK KEeHICTIKTepaiH MyH-
MYKTaxKbl, 3aMaHaniap MeH facblpnap
Kynusnapbl MEH Cbipnapbl CblibIN KETETIH
WblFapMaLllblil agamaap 60nybl KEPEK.
Opawbl KenreHae anta Ketep 6ip
KOWT, YNTbIMbI3bIH, MOAEHU MYypPaChIH
TIpiNTiN, OHbl KENIEp YpNaKkKa amaHaTray
MaKcaTblH[a apHanbl LWeLeH K eHep
TeaTpblH KYPYAbl OMNAaCTbipa YPreHHiH
el anblObl XXOK CUSAKTbI. ON WaHblpak,
— TeaTp 6HEPIHIH KepepMeHre epeKlle
acep eTeTiH Kypan-Tocinaepi apKblfbl,
CcoHay MaWKbl 6uaeH 6acTtay anatbliH
JanaHblH aapa ginMapnapsbl, MyHAafbl
Tene 6u, Kasbibek 61, OUTEKE BU CUSAKTDI
yNbl TY/IFa WeleHaepi 6ap, Tapuxbl MblH
HbINAbIKTapabl KYPanTbiH Ka3aKTblH,
€63 OHEPIHIH caH XeTnec cbipnapbl MEH
KblJlaybl K&N Kblp/apblHa TYLbIHAbIPATbIH,
TaMcaHAblpaTblH, TaH KanAblpaTbiH Tamalla
[a KacueTTi opaa 6ofiapbl anjaH aHblK
emec ne.
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T.K. XKamankynos, [1.A. XKycun
Kasaxckasi HayuoHanbHas akademusi uckyccms umeHu T.K. )KypeeHosa

(Anmamei, KazaxcmaH)

3HAYUMOCTb XYAO0XXECTBEHHOIO TAHAEMA B PABOTE PEXXUCCEPA U AKTEPA

AHHoOTauMA. TeaTpasibHOE UCKYCCTBO — 3TO €IMHbIN }KMBOM OPraHn3m, 1 TaK XKe KONNEKTUBHLIN Tpya. B
OAMHOYKY B TeaTpe HUKTO HE MOXKET 3aHMMaTbCs TBOPYECTBOM. B cnekTaknsax TeaTpa OAHOMO aKTepa TaKKe
HeT paboTbl B OANMHOYKY. CeKTaK/b — 3TO TBOPYECKMIM TPy, KOTOPbIM co3aaH 6narogaps TaHAeMy akTepa,
pexunccepa, KOMNO3MTopa, XyAOXKHWKa U aBTopa NMbecbl. Kakabli akTep, B COOTBETCTBMM CO CBOMM YMEHUEM,
Cnoco6eH TBOPYECKM BbIMOHATL CBOIO POJib M 060rallaTb €e CBOMM COGCTBEHHbLIM CTUIEM, KECTOM, TaK XKe
CBOEWV NPUPOAHON MaHePON. Xy0OXKECTBEHHbI OPraHM3aTop CLEHUYECKOMN CTPYKTYPbI CLIEHBI — 3TO peXunccep,
Yy KOTOPOro CBOW B3MsiAbl U BUAEHbBS AaHHOMO CNEeKTakas. BOT MMEHHO 3TO O4eHb BarkHas 4acTb npoLecca, B
KOTOPOM aKTep U pexnccep NpeactaBasioT cob60M B3anMHOe NOHMMaHWe TBOpYeCcTBa U TBOPYECKMI TaHAEM.
OAHaKo BO MHOMMX OTHOLWIEHUSIX €CTb U aCNEeKTbl, KOTOPbIE CAEPKMBAIOTCH TBOPHECKMMMU aMBULIMAMM aKTepa U
pexunccepa 1 MoryT He coBMafaThb C XeNaHWeM Toro unn nHoro. Korga pexuccep HauyMHaeT BBOAUTb B PaMKu
aKTepa C TaKMMW BbICKa3biBaHUAM KakK «KTo Tbl TaKOW, KOr4a CTO0 51?7», @ aKTep AEPKMUT NO3ULMIO «HeM d Xyxe
Te6a?», 3T0 60/bLIOW yep6 TeaTpy. Co3HaTebHOE MOHMMaHWe TBOPYECKOro pa3yma U TBOPYECKOro noaxoaa

3aBWCUT TOSIbKO OT YMOMOMPAaUnUTENbHOIO Pexnccepa, BOOGPaXKEHNUs U Ky/bTypbl, @ TaK e ero HTeneKTa
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1 NpoheccoHanbHoM aTKK. Kak npasuio, HeoCTaToOMHO 3PYANPOBAHHbLIA W HEJOCTAaTOYHO HaYUTaHHbIN
aKTep HaYMHaET MOBTOPATL ABUKEHUS, 3HAKWU M MaHEPbI U XapaKTepbl, KOTOPbLIE NEPEXOAAT OT POU K POIK,
06bI4HO, MOATANIKWBAsS €ro Ha wramn. Mo3Tomy 3puUTesb, KOTOPbIM BUAUT AaHHbIN yXKe NpeacTaBieHHbI A0
3TOr0 XapaKTep B IPYroM CMEKTaK/e HauyuHaeT NyTaThCs W NMoABEPraTbCs 6OJbLIOMY ANCCOHAaHCY. OT TaKow
paboThl aKTepa Haf POJbio HET HU KAKOM pasHULbl MEXAY NMONOXKUTENLHON M oTpULIaTeNbHOM. Pa6oTa KoTopas
rofBepraeTt 3pUTeNns K OTY4asaHUIO U HE NMOHUMAaHUIO He FIBMIAETCH HAaCTOSALLMM TBOPYECTBOM. BbinonHeHnem
CLiEHMYECKoro o6pasa He ABNAETCH rPUM, GPOCKMI KOCTIOM UK e HEKWUE KPUBAAHUSA, 3TO HE 3HAYUT

YTO aKTep co3aan 06pas, xapaKTep MHOIME apTUCTbI YBbl, ITOTO TaK M He NMOHANN. CLEEHUYECKNUIM KECT He
0653aTefIbHO 3aBUCUT OT OMpeAeNeHHbIX 06CTOATENLCTB, HO GOJIbLUYIO YacTb BPEMeHW TpebyeTcst MOHUMaTb
YaHp cneKkTakns. ECiv Bbl HE HAaLLM UMEHHO TaKowW MPaBMIIbHbLIA PUTM B MOHOJIOTE, U €C/IW Bbl HE HaLLN
TOYHbIN 06pas, 1 TO YTO Bbl eNlaeTe B NPaBUIbHOM HaMpPaBAEHWU, TO Bbl MOXETE Bbi3BaTh CMEX B 3arle.
KnioueBble cnoBa: [e/CTBEHHbIE CI0Ba, AEKIOMaLus, NOATEKCT, MOHOJION, Ananor, 06pas, HoBble GOopPMbI 1

pexunccep, akTepPCKOe MacTepCTBO, 3PUTENIbCKUIN BKYC, XYAOXKECTBEHHbIV B3rNa4.

T.K. Zhamankulov, D.A Dzhusip
T.K. Zhurgenov Kazakh National Academy of Arts
(Almaty, Kazakhstan)

THE ESSENCE OF THE ARTIST'S TASTE OF THE DIRECTOR AND ACTOR

Abstract

Theater art is a unique living organism and a collective effort as well. Nobody can do it individually. The
performances of one actor's theater are also not a single work. Performance is an elaboration of collective
artists - actors, directors, artists, composers, drama authors and others. Each actor, in accordance with his
or her skill, is able to perform his own role in the creative way, and enrich it with their own style, gesture,

and mannerism. The artistic organizer of the stage scenic structure, director, has his own peculiarities and
views. This is a very important part of the process where the actor and director represent a peer-to-peer
understanding of creativity, and a creative tandem. However, in many respects, there are also aspects that
are hindered by the creative ambitions of the actor and director. When the director says, “Who are you when |
am standing?”, And the actor says “I’'m no worse than you”, it's a serious detriment to the theater. Conscious
understanding of creative intelligence and creative approach depends only on the mind-blowing director,

his imagination, culture, intelligence, and professional etiquette. As a rule, the insufficiently erudite and
insufficiently well-read actor begins to repeat the movements, signs and manner, which move on from role

to role, pushing him into cliché. Therefore, the audience in the hall is disturbed, sad, shocked and confused
by the role. From such an actor’s work on the role, there is no difference between positive and negative. The
artistic performance that has made the spectator so desperate is not a true art. The performance of the stage
image does not come down to makeup, a catchy costume or some kind of antics, this does not mean that the
actor created the image, the character. Many artists, alas, did not understand this. The stage gesture does
not necessarily depend on certain circumstances, but most of the time it is required to understand the genre
of the performance.

If you didn’t find exactly the right rhythm in the monologue, and if you didn’t find the exact image, and what
you are doing is not in the right direction, then you can cause laughter in the hall and you may be left in the
disgrace of the sincere community.

Key words: Action Word, Formal Declaration, Lecture and Complement, Monologue, Dialogue, Chemistry,
Heroism, New Forms and Directors, Actor Skills, Audience Tasting, Stage Solution and Culture.
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CLASSIC DRAMATURGY AND ARTISTIC LITERATURE IN FILM
(The Cinematic Adaptations of Russian Dramaturgy and Literature
in the Films of Akira Kurosawa)

Abstract

The article Classic Dramaturgy and Artistic Literature in Film discusses Russian
Dramaturgy and Literature transferred into the Japanese environment in the Films of
Akira Kurosawa. The author of the article describes the methods of adaptation that used
Mr. Kurosawa to get the trust of filmgoers on the example of three films, «The Idiot»,

«The Lower Depths», and «Dersu Uzala». However not all the films received positive
feedback from critics, but in general they convey the inner attitude of the filmmaker and
have the common inspiration of Russian drama. The main principles of Bushido, strong
sense of sympathy and compassion, perfect moral dignity, inability to compromise,
action of internal faith were shown in most films of Kurosawa. Dr. Zviad Dolidze makes

a conclusion that the abovementioned works are significant examples of how the
expressive, wise and talented film director masterly could transfer the popular dramaturgy
and literature in the cinematographic frames.

Key words: dramaturgy, play, adaptation, filmmaking, Japanese cinema
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Introduction

The practice of screen versions of
foreign writers’ works existed in Japanese
film since the silent era. It was a peculiar
cultural translation, which became a
tradition within the first several decades
in the history of Japanese cinema.

Among them were the cinematographic
adaptations of Russian literary and
dramatic classics and mostly their plots
have been transferred into the Japanese
environment. In the early fifties of XX
century already known Japanese film
director, Akira Kurosawa decided to carry
out his old dream by transferring on the
screen Fyodor Dostoevsky’s popular novel
«The Idiot».

During the preparation period,
Kurosawa seven times re-read the novel
that, as it is possible, to understand more
deeply the soul of it, the emotions of the
characters. The first part of this film was
named «Love and Agony», and the second
— «Love and Hatred». The director had
transferred action of the novel from Russia
in Japan, on Hokkaido and also replaced
epoch — from the sixties of the XIX century
into the forties of the XX century. Accorded
with it, there was renamed the characters
too. Kurosawa was encouraged that this
project was a great examination for him.
He believed that the audience understands
his position and said — the film director
should not lie and therefore he will get the
trust of filmgoers [1, 21p.].

Methods

As it seems, Kurosawa wanted to make
his best film that’s why he was strongly
involved in his work and desired that the
straight photographing of Dostoevsky’s
novel will be better, but he did not foresee
many details and what is the main thing —
this novel is more psychological and inner,
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but nobody can transfer all of them into the
film. Besides he did not want to hear about
any free interpretations.

The uniqueness of this project is in the
remaking of the place of action. Hokkaido
is a familiar and exotic place for Japanese
people. The national culture is integrated
with the western culture there. It is
inimitable in its beauty and architectural
style, which are different from stylistic
peculiarities of other Japanese islands.
Maybe Akira thought that substandard,
not Japanese conduct of his film heroes
will be acquitted. From the first parts, he
vindicated the atmosphere of cold and
caused by it the separation from family
warmth and amusing unbalance. With that
end in view, Kurosawa especially set many
close-ups. Because of this film was named
as a «Film of Eyes» [2, 85p.].

The cameraman Toshio Ubukata
worked extremely. His fascinating angles
and effective shadows enriched the
expressive side. In one episode he did
such maneuvers of illuminating types of
equipment that those were moved with
actors. But in another scene, Ubukata
used one of the assistants as a shadow of
the actor. By all of these, he reached the
peculiar beauty.

At the rehearsals and in the shooting
period Kurosawa spent much time on
opening the heroes’ characters. His views
coincided with the main hero of «The Idiot»
that’s why he tried to thoroughly show
the simplicity of Dostoevsky, the infinite
compassion in someone else’s misfortune.
Masayuki Mori, this surprisingly intelligent
actor appeared in such new manner and
also in a strange role with interesting
spiritual trouble, that he could set an
example to other actors emotionally. In
contrast to this Toshiro Mifune worked a lot
for making his hero more convincing but
in many cases, his play was surface and
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weak. He had never been good in the roles
of selfless lovers what clearly is shown in
this film.

In the middle of 1951 Kurosawa
prepared the first version of «The Idiot»
which lasted 4 hours and 25 minutes,
but the film company «Shochiku» decided
to reduce it — the film was almost half
diminished. Akira was angry but could not
do anything. The result was the fact that
in «The Idiot» was preserved the overall
mood of the literature work but the cutting
of some fragments had a destructive
impact on the film. That formed many
rough passages, specific shortcomings,
and disturbances of narrative rhythm.

The uneven theatrical constructions were
stamped to the common balance of the
film, especially in its first part.

Japanese film critics did not like «The
Idiot». It was nicknamed as «An ambitious
project» [3, 17p.] and was criticized as an
inappropriate to the traditional melodrama
and radically different from films realized
by «Shochiku». In itself «The Idiot» was
very personal for Kurosawa. He believed
that he made a good film, did everything
as he planned and did not share the
positions of film critics. Moreover, he was
convinced that this film as entertainment
had not failed because the filmgoers wrote
many letters to him and expressed their
support. Kurosawa suggested that «The
Idiot» was a new variety of Japanese film
melodrama which was understandable
for the audience only [4, 27 p.] and for
him Dostoevsky was the favorite author,
was the one who writes most honestly
about human existence, <he seems terribly
subjective, but then you come to the
resolution and there is no more objective
author writing» — declared Kurosawa
5,21 p.].

Results

This film first time was shown abroad
after 12 years. For foreigners who did know
neither the creation of Dostoevsky nor the
Japanese culture, «The |diot» was a strange
film. The experts noted the low standards
of actors, the poetic patterns, the striking
manifestations of the writer’s spiritual
world, etc. In addition, there were some
comments about very lengthy narration,
the feeble development of characters,
and the experiments of old-style shooting
technique [6, 36 p.]. The time passed
and «The Idiot» reached to the homeland
of Dostoevsky. In contrast to the western
critics, Russian researchers gave a positive
assessment of the film and recognized
that this majestic work was the first screen
meeting with the real Dostoevsky [7].

The western and the eastern is skillfully
combined in «The Idiot». Certainly, the
narrative line is non-traditional and it has
unexpected ways of plot development.
Kurosawa decided to make this adaptation
because he felt spiritual and aesthetic
compatibility with Dostoevsky. He accented
everything on a text and reported and
discussed the main problem - the
spiritual destruction of the pure human
being. In spite of his sincere attempts, the
film left the impression of the theatrical
performance.

The second film adaptation of Russian
dramaturgy made by Kurosawa was «The
Lower Depths» (1957) based on the play
of Maxim Gorky. In his youth years, Akira
often attended Tsukiji small experimental
theatre, which worked with the methods of
Stanislavsky, Meyerhold, and Reinhardt.
The play of Gorky was in the repertory
of this theatre. So Kurosawa wanted to
stage this play in theatre but last moment
decided to make the film. He changed the
epoch and place from Russia in Japan
in this project too. He also changed
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something in the original of Gorky but left
the common inspiration. Kurosawa never
liked an idea of one private film star so he
presented an ensemble of actors. It was
an innovation. The film had not any leading
character and consisted of small stories
which created the balance for each other
and reached the high realism.

Before the shooting, the film group had
tiring rehearsals for 40 days. Akira trained
the actors in sordid costumes. They had
only one exterior and one interior. The
actors: Toshiro Mifune, Isuzu Yamada,
Minoru Chiaki, Ganjiro Nakamura, and
others easily played their parts. It was
the great merit of a film director. There is
clearly shown in this film an attitude of
Kurosawa that social criticism is much
less useful than painful research of
human depths and desires. Of course,
the description of vital complications was
one of the main subjects for Kurosawa
and that’s why he bravely appealed to the
creative work of Gorky.

«The Lower Depths» continued the
search of Kurosawa: illusion against reality
— most of his heroes are in the pincers of
illusion and could not deliverance from
them. Only the cleric man feels reality. The
story is more consistent than the life itself
— noted researcher Donald Richie, who
named this film as a claustrophobic drama
[8, 76 p.].

Kurosawa used Bakabayashi — the kind
of traditional Japanese music with flute,
drums, and clappers. This is the festive
music but the director gave it the opposite
reason — by this he wanted to underline
the tragic frame of mind, to explain the
atmosphere of indignation and anger what
took place in the Edo period’s Japan by
political-economical situations and which
were described in the satiric poems and
entertainments of those times. Herewith
Akira transferred the plot of Gorky’s play
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in the Japanese flophouse in order to be
clear for his compatriots. He was guided

by sceneries and dramatic style of Tsukiji
theatre, put many theatrical nuances

in this film and bound them by comic
episodes and phrases for discharging its
dynamism. Despite all a foresaid «The
Lower Depths» is Japanese only superficial.

Discussion

The film was shown in Japanese
cinemas in 1957. Its dynamic camera
work and montage, which were extremely
equivalent to the severe existence of
its characters, emphasized unhealthy
situations, an absence of the personal
life and the opportunities of escape from
that infernal abyss where the heroes live
are either a death or a crime. They «fight»
against the harsh reality by drinking
alcohol. «The Lower Depths» provides a fine
example of how the man feeds on dreams
and self-deception to make life bearable»
[9, 18 p.]. Such circumstances and the
final episode had a very oppressive effect
on the audience and critics were strictly
against the director.

«The Lower Depths» is an experiment
of Kurosawa, where the author wanted
to clear up how far he could go by
describing the uncompromising reality,
by his rehearsal methods, by using the
several cameras, how he combined the
cinematographic technigues and theatrical
space, the specificity of theatre with film
dialogue and the play of film actors.

After five years this film was distributed
abroad. For the most part, it received
positive evaluations as a visual magic
work [10, 34 p.]. For foreign film critics
despite amazing melancholy, it was the
best cinematographic translation of
Gorky’s play. Kurosawa presented the
newest, emotional vision of characters
who tried to run away from reality, dreamed
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about survival, etc. This film is peculiarly
the intellectual work what satisfied the
filmgoers and raised the thoughts but
some researcher considered that this
adaptation was more boring than the same
play’s adaptation made by Jean Renoir and
«the hopeless inertia and instinctual folly of
Gorky’s characters comes over, but it does
so inexcusably static cinema» [11, 149 p.].

The fairness demands to mention that
«The Lower Depths» as the evidence of
the author’s determined effort is Akira
Kurosawa’s only film product which was
not properly researched, interpreted and
evaluated by critics.

Kurosawa’s film «Dersu Uzala» (1975)
was based on two stories of Vladimir
Arseniev. This project became one
of the most successful by its poetic
considerations, amazing landscapes,
and experimental aspirations. The main
character is a distinctive mystical man
jointed with nature. Akira had read the
novels of Arseniev in his youth and
wanted to film these but because of
different cases, he could notdo it. In 1973
Kurosawa received an offer from the Soviet
Union about participating in the new film
project as a director and to select the
subject himself. He decided to film those
stories and found the book of Arseniev for
reading it once again.

«At first you need to carefully interpret
the novel and then transfer it to the
screen. Some people think that the film
must be made in accordance with its
literary original. | do not think so — in the
novel, there is a description of the hero’s
psychological conditions, but in the film,
the hero must to show his feelings by
motion and speech. On this exactly is
based on the difference between literature
and cinematography. In short, | suppose
that it is necessary to make important
changes in the plot of the novel and then

shoot the film. Otherwise, this film will be
unfit» — indicated Kurosawa [12, 19 p.].

The shooting of this Soviet Union-Japan
jointly made work began in May of 1974.
The director worked in a new manner. This
film should have been poetic, intimate
one about the unity of human and nature,
about the harmonious relations between
them. Akira especially did not make
accents on the dramatized narration and
preferred the adventure plot. The film
is dedicated to the cognitive opposed,
superficially different from each other two
persons, to their sincere friendship and to
the surrounded them space.

The shooting lasted for a long time.
Every day the shooting group spent many
hours for expressive determination of
the frame, for its plastic improvement.
Kurosawa did not like the filmmakers
who issue the necessary orders before
the shooting and then go to speak with
journalists. He did everything himself,
carefully observed every detail, and
specified all locations, found more
interesting places, exclusively worked with
actors. The dramatic composition of this
film did not allow him the opportunity of
describing and showing every character
properly. Though he simply talked about
how he sees any scene, never called the
actors to play in clear frames, but asked to
impress the individuality and to act freely.

The weather had prevented from
completing the work. In October when
suddenly came the snow and the season
changed to winter, Kurosawa gazed out
of his hotel window at the thickly falling
snow and sighed, «l feel just like Napoleon»
[13, 98 p.]. He was forced to change
the shooting plans which led the new
challenges.

«Dersu Uzala» became the important
indication in the creation of Akira
Kurosawa. It is a story about a simple and
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tidy man who lives in nature as an integral
part of it. He perceives everything in nature
and by his own ways fights for saving it. At
the same time, this film is a protest action
against the current ecological disasters

in the world. Kurosawa by this position
wanted to inform everyone about the care
of nature. The second topic of the film

is a friendship and it is established by a
common interest — by the love of nature.
Those two subjects <Human and Nature»
and «<Human and Human» run through the
film and give it real greatness and genius.

Conclusion

Kurosawa as a descendant of
samurai had many features which were
characterized for the representatives of
this class: The strong sense of sympathy
and compassion, perfect moral dignity,
inability to compromise, the action of
internal faith. All of these were coming
from the Bushido — the code of ethics. In
general, the main principles of Bushido
were shown in most films of Kurosawa and
maybe it is wonderful for someone these
are shown in «Dersu Uzala» too. By his
example of living, the main hero answers
one of the rules of Bushido — «Face both
man and nature and learn». Although he
is not a samurai, but an ordinary hunter.
By Dersu Kurosawa created a character
who shows an innocent face of life,
human harmony with nature and herewith
recognizes how small and powerless is a
man against nature. «His ethical code and
his way of life are indeed identical» [14,
159 p.].

The film was demonstrated in Japan
from August 1975. Japanese audience
liked it very much. The same time «Dersu
Uzala» was presented at the Moscow
International Film Festival where it won
the first prize — the Gold Medal. Next year
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it won the other, more high-level prize —
Oscar for the Best Foreign Language Film.
In 1977-1978 the film and Kurosawa

were awarded by several European prizes.
Akira declared that he wished to receive
resembling honorary awards for a film
made in Japan but unfortunately Japanese
producers were not too eager to invest a lot
of money for such production [15, 29 p.].

Because of the great successes of
«Dersu Uzala» in the international arena,
many Japanese critics who never liked the
films of Kurosawa changed the politics
and praised his last work. Akira was in
the heyday of fame. He felt new energy
and a deep faith in the future. By making
this adaptation he confirmed that using
the foreign materials he could create the
film what was the clear displaying of Asian
philosophy and art. In the conversation
with film critic, Judy Stone Akira had
stressed that human beings must be more
modest toward nature because we are the
part of it and need to exist with it more
harmoniously. If nature is destroyed we
will be destroyed too. So we can learn a lot
from Dersu [16, 56 p.]. Hence it is clearly
shown that this character was one of the
favorites of Kurosawa, the splendid statue
of his imagination and sensitivity.

All above-mentioned works were the
remarkable translations of foreign, in this
case, Russian dramaturgy and artistic
literature into the films of Akira Kurosawa
(it is broadly known that this man also
made the fascinating cinematographic
adaptations of William Shakespeare
plays). They are the significant examples
of how the expressive, wise and talented
film director masterly could transfer the
popular dramaturgy and literature in the
cinematographic frames. That’s why Akira
Kurosawa is internationally well known as
a great filmmaker and an excellent artist.
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3Buap flonupse
Ipy3uHckull yHUgepcumem meampa u KUHO umeHu LLl. Pycmasenu
(Téunucu, lpy3usi)

KJIACCUYECKASA APAMATYPIrUsi U XY OXXECTBEHHASA JIMTEPATYPA B ®UJIbMAX
(KuHemaTtorpaduyeckue agantalum pycCKOM ApamMaTyprum U iuTepartypbl B Gunbmax
Axupbl Kypocasbl)

AHHOTaUMA

Cratbsl Knaccuyeckas gpaMaTyprus U XyLoxecTBeHHas nutepatypa B puibMax paccMaTpuBaeT PYCCKYIO
ApamaTypruto u nutepaTypy, NepeHeceHHble B SMIOHCKYIO cpeay B dunbmax AKkMpbl KypocaBbl. ABTOP CTaTbu
onucbiBaeT MeToAbl aganTalmu, K KoTopblM npuberan r-H Kypocasa, 4To6bl 3aBOeBaTh JOBEpHUe 3puTenen, Ha

npumepe Tpex GpubMoB: «MauoT», «Ha gHe» n «Jepcy Y3anar». XoTs He Bce GUiibMbl MONYHUIN NONOXKUTENbHbIN
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OT3bIB OT KPUTMKOB, B LIE/IOM OHM NepealoT BHYTPEHHEe OTHOLLIEHWE PEUCCEPa M COXPaHSAIOT O6LLMIA
JIyX PYCCKOW Apambl. OCHOBHbIE MPUHLMUMbI BYCHA0: YyBCTBO COCTPaAaHNs, BbICOKasA HPaBCTBEHHOCTb,
HeMnoKone6MMOCTb, BHYTPEHHSS Bepa NnoKasaHbl B 60/blMHCTBE hUIbMOB Kypocasbl. 3Buag Jonuase
MPUXOMT K BbIBOZY, YTO YOMSAHYTbIE GUIIbMbI ABIAIOTCH MPUMEPOM TOTO, HACKOIbKO MacTePCKM
BbIPA3UTENbHbINM, MyAPbIFA Y TANAHTIUBLIN PEXUCCEP MOXKET NepeaaTb 3HaMEHUTbIe

KnioueBble c/ioBa: ipamarTyprus, noeca, agantauus, NnocTaHOBKa, AMOHCKOE KUHO

3Buap fonuase
LLlota PyctaBenu aTbiHAAFbl FPY3UH TeATP KaHE KUHO YHUBEPCUTETI

(Téunucw, Mpyaus)

OUNBMAEPLAEr KNNIACCUKAJIbIK APAMATYPIruUusl JKoHE KOPKEM S1EBMUET
(Axkupa KypocaBa ¢ounbmiHgeri opbic ApamMmaTyprusicbl MeH affe6MeTiHiH

KuHemaTtorpadusanbiK 6enimaenyi)

AHpaaTna

Atanmblw Makanaga Aknpa KypocaBaHblH GunbMaepiHae anoH opTacbiHa anbin KeliHreH opbIc
apamaTtyprusicbl MeH agebueTi KapacTbipaabl. MaKana aBTopbl KepepMeHaepaiH CEHIMIHE ne 601y YLiH
KypocaBa KongaHraH 6enimaeny aaictepiH yw dunbm HeriziHae cunatrangbl: «Mamot», «Ha gHe» aHe

«Jepcy Y3anar. PunbmaepiHib, 6apabifbl AePNiK CbiHLWbINAPAaH OH, MiKipiH ana KorMMaca aa, on dunbmaepae
peXuccepain, iWKi Ke3Kkapacbl MEH OPbIC ApaMachblHbIH Xannbl pyxbl cesinedi. ByCUaoHbIH, Heri3ri
NMPUHLUMAOTEPI: }aHallbIP/bIK CE3iMi, }XOFapbl agaMmrepLinik, TfabaHabinbiK, ilWKi ceHim KypocaBa dunbMaepiHiH
Kenuwinirinae kepceTinreH. 3Bunag Jonvase atanfaH punbMaep AaHa, opi TanaHTTbl PeXUCCePAiH TaHbIMan
apamMaTtyprus xaHe aaebueT TyblHAblNapbliH KMHO TifliHAE KaHLWanbIKTbl lWWe6ep XKeTKi3e anaTbiHAablFbiHa MbICan
60naTblHAbIFbI Typanbl ov Tynesi.

TyHin ce3gep: ApamaTyprus, nbeca, 6erimaey, KonblibiM, }arnoH KUHOCHI
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YKAHPOBO-
CTUJIEBAS
MAPAJIUTMA
®PAHLLY3CKOMU

ART STUDIES

POYKIECTBEHCKOM
MECHU «NOEL»
U3 BOKAJIbHOI'O
LIMKJIA )K. MACCHE
sl «SUMHSIS ITOIMA»

! XapbKOBCKHH HAlIHOHATbHbI YHUBEPCUTET
nckycers um. M.I1. KotsisipeBckoro
(r. XapbkoB, YkpauHa)

YXAHPOBO-CTWJIEBASl NAPAAUIMA ®PAHLY3CKOM POXKAECTBEHCKOW NECHU «NOEL~
U3 BOKAJIbHOIO LIMKJIA 3. MACCHE «3UMHAA MO3MA»

AHHOTaLMA

Ha ocHoBe aHanusa «NoE&l» — LleHTpanbHOro Homepa «3MMHen Noambl» . MaccHe ycTaHOB/IEHbI CBOMCTBA
€ro0 ¥aHpPOoBO-CTUIEBOM NapaanrMbl. *KaHpoBo-cTunesyto napaamrmy «Noél» n3 BoKanbHOMo LinKNa «3MMHSAS
noama» XK. MaccHe xapaKTepu3yloT: 0nopa B Ka4eCcTBE }KaHPOBO-CTUIEBOro Npoo6pasa Ha KaHp «Noél Kak
CTPYKTYPHOM eanHuLbl GpaHLy3CKON POXAECTBEHCKON NUTYPrun; CTUNeBas yCTaHOBKa Ha rMopuanbHOCTb;
caKpanuaaums CUMBOIMKM 3EMHOM U HEGECHOM MAWNUK; ANUYECKMI TOH NMOBECTBOBAHUS; B3aUMOAENCTBUE
CIOXXETOB POXXAECTBEHCKUX UCTOPUI, NOYEPMHYTLIX U3 ABYX CaKpasbHbIX UICTOYHMKOB — EBaHrenus ot Jlyku

n EBaHrenusa ot Matdes; UHTOHaLMOHHas KOMMNeHcaL s OTCYTCTBYIOWEro B Bep6asbHOM TEKCTE MO3MbI

A. CunbBecTpa o6pa3a NacTyxoB; KOHLEHTpaLuMa 1 BepTUKannadauns cobbiTui CBSLLEHHOW UCTOpUK B
WMHTOHALIMOHHOM ApaMaTyprum NnepBoro pasgena noambl.

KnioueBblie cnoBa: No€l, poxkgecTBEHCKas NECHS, IMOpPHUaabHOCTb, CaKpann3auns MANIINYEeCcKoro,
BOKa/bHbIN LMK,
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BeegeHue

[aHHoe coYrMHeHne GppaHLLy3CKoro
KOMMNO3WTopa Ha cnosa ApMaHia
CunbBecCTpa oT/IMY4aEeT cakpanulauus
MAWMNNMYECKOro. Ta raBHas naes
BOKa/IbHOTO LIMKJ/1a KOHLEHTPUPOBAHHO
npeacraBfieHa B TpeTbeM HOMEpEe
«NOoél» («PoxaecTBo»), UrpatoLEemM Posb
CaKpasibHOro LieHTpa NaTU4acTHOro LuMKna.
dpamatypruyeckas GyHKLMA caKpanibHOro
LleHTpa LUMKNa, OCBSALLEHHOrO CEMaHTUKOM
PoxaecTtBa, No3BonseT MMEHOBAaTb €ro Kak
«POX4ECTBEHCKYIO MO3MY».
Mpeaonaraemoe HaMmn HaMMeHOBaHWe
N23 KakK «PoxOoecTBEHCKOM MO3Mbl»
06YCNOB/IEHO €ro aHpPOoBOK
NPUHAANEXHOCTbIO U KOMMIEKCOM
B3aMMOJENCTBYIOLLMNX C HEN CIOXKETHbIX
MoTMBOB. «No&él» XK. MaccHe npeactaBnsiet
CO60M KOMMO3UTOPCKYIO MHTEPpPEeTaLmIo
TaKoro «BMaa POXAECTBEHCKUX NeceH»
(TO ecTb, XKaHpa), xapaKTepHbIX O/
®dpaHunK, Kak «noél», 4TO OTHOCUTCH
K Yncny nutyprudeckumx [1, c. 24].
LlepKOBHOE NPOUCXOXKAEHME «NOEl» KaK
JINTYPru4EeCKOro ¥aHpa obycnosnmBatoTt
€ro 0cob6eHHOCTH, Kacatolmecs MecTa,
BPEMEHU U NpefHa3HaYeHUs UCMONTHEHUS.
leHe3nc dpaHLy3CcKoro «noél Kak
POXKAECTBEHCKOW NECHU NUTYPTrNUYECKOro
NPOUCXOXKOEHNS XapaKTepusyeTcs
caKpasbHbIM XPOHOTOMOM: MECTO
€r0 UCMNOJSIHEHUS — LLEPKOBb,
BpeEMS — POXKAECTBEHCKUIM MNEPUOL,
NCMNONHUTENbCKOE NpeaHa3HavyeHme —
LLepKOBHbIE MNeBYUE U NacTBa.

«NOE&l» — yHMKailbHOE COYMHEHNE
B KOHTEKCTE He TONbKO «3UMHEN
NO3Mbl», HO 1 BCEIrO KaMepHO-
BOKasbHOro tBopyectea M. MaccHe,
4TO 0BYCNOBAMBAETCS NPUCYLLEN EMY
caKpanbHOW CMMBOJIMKOW. Ecnun oo cux
Nnop KOMMO3UTOP CTPEMMUCS K Pa3BUTUIO
TeMbI IO6BU IMPUYECKOrO repos, To
«NOE&l» NocBsLLEH PACKPbLITUIO TEMbI

82

PoxkpectBa XpuctoBa, 4TO CNOcoO6CTBYET
TpaHchopMaLMm coaepKaHUs BCero
BOKa/IbHOIO LIMK/IA B LLENOM, OCTallbHble
YyeTbIpe YacTu KOTOPOro, OKpyKatoliue
«NOEl», XapaKTepn3yroTcs N3N0KEHUEM
TEMbI <JIMPUYECKUX CTPadaHNM»
poMaHTMyeckoro repos. OgHaKko nop
BAIMSIHWEM MHTOHALIMOHHOW CUMBOJIUKHM
«Noé&l» npeobpazyeTcsa coaepaHune
MNeNe 1,2 un 4, 5, BepbanbHblh TEKCT
KOTOPbIX POXKAECTBEHCKMX accoLmaumnm
He coaepuT. B pesynbrate BBeAeHMUA
POXKAECTBEHCKUX MHTOHALMOHHbIX
CUMBOJIOB «3eMHas 1lo60Bb» Kak CKBO3Has
Tema BOKallbHOro LUMKNa obpeTaet
caKpanbHbIX xapaKTtep. Taknm o6pa3om,
N3y4yeHune cneunduKkm BoCrnpon3BeaeHus
CaKpaNbHOro CloXeTa B BOKabHOM LIKIe
K. MaccHe, Kak npaBuo, TAroTeLWeEro
K pacKpbITUIO MHAMBUAYaAbHOIO
4yyBCTBa, COCTaB/SET aKTya/lbHYlO 3aga4y
COBPEMEHHOI0 My3blKOBEAEHUS.

MeToabl

MeTogonorusa nccnegoBaHus
OCHOBaHa Ha KoMMnapaTMBHOM aHanuae,
npegHasHa4yeHHOM 19 CONoCTaBeHUs
nocrnenoBaTeibHOCTU PacnofioXeHUs
aTtanoB CakpanbHOM UCTOPUK B
€eBaHre/IMEBCKOM NEPBOUCTOYHUKE U
BOKasnbHOM noame . MaccHe, a TakKe
YaHPOBO-CTUNEBbLIX OCOB6EHHOCTEN
LLEPKOBHOIO «NOEl» KaK POXKAECTBEHCKOM
necHW GpaHLy3CKON IUTYPrun u
MY3blKa/lbHO-MO3TUYECKOTO COYMHEHMS
¢ paHLy3CKOro Komnoaurtopa.

lpobnemaTtrKa AaHHOro uccnenoBaHus
COAEPKUT 3HAYUTENIbHYIO HAY4HYIO
HOBM3HY, NOCKO/bKY HE CTaHOBUWIach
npeamMeToM U3y4eHns HWU B OTEYECTBEHHOMN,
HUW B 3apybexXHON UccnenoBaTeibCKOn
nutepartype. TeM He MeHee, B
nccnefoBaTeNbCKUM KOHTEKCT Hay4YHOM
paboTbl BOBNEYEHbl CBeeHWs 0 «NOEl»
KaK POXAECTBEHCKOM NnecHe ¢paHLy3CKoM
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JIMTYPruK, NoyepnHyTbie U3 Tpyaa A.
Kopo6oBsoi# [1, c. 41], n obuwme cBeaeHus
0 MENOAMYECKOM Y FapMOHUYECKOM
CTUNEe KOMMO3uTopa, OTO6ParKEHHbIE B
«Noél», cogeprkalmecs B LJOKTOPCKON
JAuccepTaLmm TeEXacCKOro My3blKoBea
Chae Eunhee [2].

Pesynbratbl

Peaynbrathl UcCcnegoBaHus
06YyCnoBfiEHbl PACKPbITUEM CYLLHOCTH
N cneumduKKM XKaHpoBO-CTUNEBOM
napagurmbl «<Noél» N3 BOKanbHOro UuMKkia
«3UMHSAS noama» XK. MaccHe.

Y70 KacaeTca TeMaTMKK «N0El» KaK
JINTYPrUYECKOro ¥aHpa, T0 ee oT/in4aeT
Hann4une psija B3aMMOLENCTBYIOLLNX
06pPa30B U CIOXKETHbIX MOTUBOB, UX
06beanHseT OBLLMMA CIOXKET «O NaCTbIPSAX
BUDNIEEMCKUX, KOTOPbIN U3/TOXKEH B
EBaHrenuun ot Jlyku (2.8)» [1, c. 24].

Kak nogyepknBaeT A. KopoboBa,
POXAECTBEHCKME NECHU «POAHUT
KOHLIEHTpaLUsa BOKPYr OCHOBHbIX MOTUBOB
6161ENCKOTO CcloXKeTa: 6/1arocnoBeHne
aHrenos, nocneluHoe oTrnpaBfieHne
nactyxoB B Budnnem n nx noknoHeHue
MnageHuy n boromatepu» [1, c. 28].
Kopo6oBa, ncxoas n3 3Ha4nMMoCTH
«POXAECTBEHCKUX AC/IEN N BHAYNUMOCTH

B ¢dabyne nactbipen BUGIEEMCKMX»
OTBOJUT Ba)HOE MECTO B POXKOECTBEHCKOM
KOMMO3UTOPCKOM My3bIKE MacTyLIeCKoOMY
KOMMNOHEHTY. CBA3aHHbIN C
WHCTPYMEHTaNbHOW CHEPON, OH «<HEPELKO
CTaHOBMWJICA OCHOBHbIM pernpe3eHTaHTOM
poXAecTBEHCKOM TeMbl». Kpome Toro,
«CaMo NneHune n My3munpoBaHue B LIEPKBU
Y POXAECTBEHCKMUX fAcnen» [1, c. 28]
TaKXe 6bl/10 CBA3aHO C UOANTNYECKU-
NacTyllEeCKUM CUMBOIMYECKUM
KOHTEKCTOM. BaxXHbIM coaepaTesibHbIM
acCneKToM ABNSETCH CTPYKTYPHO-
CMbIC/IOBOE COOTHECEHWE POXAECTBEHCKOM
NecHW GpaHLy3CKON JINTYPrum € aTanom

LLEPKOBHOIO NPOCNaBAEHNS, CONPAKEHHbIN
«CO cnosamu “CnaBa B BbllWHWX Bory”»

n monuTtBocnoBuem [1, c. 29]. «Noél» B
KOHTEKCTe JIMTYPrumn HenocpeacTBEHHO
CBfI3aH C TpeTben 4acTblo MeCChl

«Gloria», 4TO M onNpeaenaeT rnopuanbHbIn
(cnaBWJIbHbIN) XapaKTep POXKAECTBEHCKOM
NEeCHU KaK ee }aHpoBO-CTUNEBYIO

yepTy. BBeageHue «noél» o3HavaeT
TpaHchopmaLumio missa U3 ordinarium B
proprium, 4To 06YC/IOBIEHO CoAePKaHMEM
POXKOECTBEHCKOM MNECHU. ITO O3HAYaeT, YTo
«no€l» obnagaet dyHKUMEN Tpona [3, c. 41]
— «BCTaBHOro HOMepa» B 60rocnyXKeHue,
CNoco6CTBYS €ro NpeBpaLleHnio B
JINTYpruyeckKyto apamy. BeegeHue «noélb

B 6orocny>keHune cneundunsnpyert ero
POXKIECTBEHCKOE CoflepKaHne, NPUBHOCUT
B IMTYPruio ApaMaTUieCKU-AENCTBEHHDIN,
COObITUMAHBIN KOHTEKCT.

OAuckKyccusn

[encTBEeHHbIN KOHTEKCT
POXAECTBEHCKOM NUTYPIrunK
JETEPMUHUPOBAH CaMWM COAEPKaHUEM
«NOEl», B KOTOPOM 0653aTeNIbHbIMMK
KOMMOHEHTaMM ABASIOTCHA BepTen
KaK IeKopaTUBHbIN GOH 1 BeayLLNK
CMbIC/I006pa3 CUHTETMYECKOTO XapaKTepa,
NOCKOJIbKY C HUM CBSI3bIBAETCH CUMBOJINKA
Budneemckon 3sesabl, CBATOrO
CemencTtBa, acnen, ArHua boxbero —
npoo6pasa 6yayLero }epTBONPUHOLLEHUS
BO MMS claceHus poaa 4el0BEYECKOro;
XOp aHrenos, NpoBO3BeLWatoLmm
poXKaeHWe XpuUcra; NoKIoOHEHWE U aapbl
Lapen — BONXBOB, NpefHa3HavyeHHble
MnaaeHuy.

TpaKToBKa «n0El» KaK Tpona no3Bossna
coobLaTtb emy, Hapsaay ¢ TPaAULMOHHBIMU
yepTamMu IMTYPrMyecKoro NeEHMs 1 BHe-
JIUTYpruyeckune (napannutypruyecKue,
no onpegenenuio N. A. lfapaHepa)

[4, c. 143] 4yepTbl, Gnarogaps 4emy
NposiIBNS/INCb CBOMCTBA ONPEAENIEHHOIO
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KOMMO3UTOPCKOro ctund. B pesynbrate
6narogaps «noél» HabngaeTcs
KOHLEPTHOE «MpeBbILLEHME?
06UXOAHO—IUTYPTMYECKON DYHKLINK

B CBSI3U C COOOLEHMEM CLLEHaM
«6/1aroroBemHoro NnoKJIoOHEHUS NacTbipen
BUIIEEMCKNX» U «BECENUS NACTYLIECKOro»
[1, c. 28] He TO/IbKO YePT KOHLEPTHOCTH, HO
W TeaTpasbHOCTH.

Kakue e My3blKa/ibHO-M03TUYECKNE
cumBosbl B «<Noél» M. MaccHe.
COOTBETCTBYIOT «TEMaTUYECKON
napagurme» [1, c. 28] LEPKOBHOIO XaHpa
$paHLYy3CKON POXKAECTBEHCKOM NECHU?
[ns oTBeTa Ha AaHHbI BOMNPOC cleayer,
npexae Bcero, 06paTtuBLLNCE K MeTOOY
KOMMapaTUBHOIo aHann3a, CpaBHUTb TEKCT
€BaHrefIbCKOro NepBOUCTOYHMKA OT JTyKu
[5, c. 61], BbIAENUB B HEM 3Tambl Pa3BUTHUS
3MUYECKOro AENCTBUS, U CIOXKETHYIO
OpraHnsaLuio BoKalbHOM nNoambl K.
MaccHe. Peannsys gaHHyto Hay4Hyto
3afjady, cnegyet UCXoauTb U3 TOrO, YTO
CIOXKET BOKa/lbHOM N03Mbl OCHOBaH Ha ABYyX
YPOBHSAX OPOPMJIEHUS XYOKECTBEHHOIO
TEeKCTa: CO6CTBEHHO BepbasibHOro U
MHTOHALMOHHO-ApamMaTypruieckoro, Mexay
KOTOPbIMWU GOPMUPYIOTCH CBA3KU Ha OCHOBE
NPUHLMNAG AOMOJHUTENBHOCTH [6, ¢. B61].
KomMno3uTop nocymtan HeOCTaTOYHbIM
C TOYKM 3PEHUS PACKPbITUSA
[leTanen poXKaeCTBEHCKOrO CloXKeTa
noaTn4yecknm TeKkcT A. CunbBeCTpa,
KOMMNEHCUPYS UMEIOLLIMECS B HEM
«MPOMNYCKN» BBEAEHWNEM B My3blKasibHYIO
ApamMaTypruto MHTOHaLMOHHbIX CUMBOJIOB,
PaCNONOMXKEHHbIX B MHCTPYMEHTANbHbIX
dparmeHTax, Ucxoast M3 NPOrpaMmMHOro
coaeprkaHus «Noél». B pesynbrate
«MHTOHaLMOHHasa dabyna» BOKabHOM
noambl K. MaccHe [1, c. 29] npeBblWwaeT
CIOXKETHbIV Pl CTUXOTBOPEHUS,
YCTPEMISACH K TUTYPrU4EecKoMy
npoo6paasy.

CaKpanbHbliv ctoxeT B EBaHrennm ot
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JIyKn OTAMYaET TaKOHM3M B U3MI0KEHNU
co6bITUI. BBEAEHME B POXKAECTBEHCKUN
XPOHOTOM (MEecTo AeNCTBUS — noJie 6113
Budneema, Bpems 4eENCTBUSA — HOYb) U
Nnoka3 obpasa NacTyxoB, CTOPOXKALLMX
cTajo, npeactaBnsatoT cobon 1-bii aTan
pa3BuUTUS CloXKeTa («<Henoganeky o1 Tex
MECT 6bIIM NAaCTyXW, OHW WU B NONE U
CTOPOXM/M HOYbIO Ha NacTbulLe cTaao»)
[1]. MoayepKHEM, YTO eBaHreNbCcKoe
BBELEHME B POXKAECTBEHCKUIN XPOHOTONM
conpsiraeTcs ¢ cakpanuaauunen
3eMHOro BpEMEHM — MPOCTPaHCTBa U
COOTBETCTBYET }aHPOBLIM NoKa3aTeNsam
NANNNNN.

BTopow aTtan cakpanbHOro AenNcTBuS,
NCXOAS U3 ero coaepKaHus, cnegyet
onpenenuTb Kak aBneHue AHrena («lflepeg
HUMW NpeacTan aHren focnogeHb, U
cusHue Cnasbl [ocnogHen 03apuio
nx») [1]. Hann4yune gaHHOro CMbIC/IOBOrO
npoo6pasa EBaHrennsa oébycnosnueaet
rnopuasnbHbIv XapaKTep LepKoOBHOIo
«NOEl» 1 ero pacnonoxeHne B CTPYKType
NIUTYprumn (B KoOHTeKcTe Gloria). HaunHas ¢
3TOro atana, B POXKAeCTBEHCKOM UCTOPUM
OCyLEeCTBASETCS B3aMMOAENCTBUE
He6ECHOro 1 3eMHOIro USMepPEHUN.

TpeTni atan pa3BUTUSA eBaHIeNbCKOro
ClOXKeTa, CBA3aHHbIN C peybto AHrena,
ob6palleHHOM K nactyxam, Hanbonee
COObITUMHbIN, KOHLLEHTPUPOBAHHO
npeacTaBnsgeT nocnenoBaTebHOCTb
dparmMeHToB: ON1caHMe oxBaTuBLIEro
nactyxoB cTpaxa [ocrnofHs, ero
npeogonennsa v bnaron Bectu (<M
MX OXBaTW BENUKUKW cTpax. Ho aHren
CcKaszan um: — He 6ounteck! A Hecy Bam
pafoCTHYIO BECTb — BEJIMKYIO PafoCTb Ans
Bcero Hapopa. CeroaHs B ropoje [dasuia
poauncs Baw Cnacutenb — NoMa3aHHMK,
[ocnoab! BoT Bam 3HaK: Bbl HAngeTe
pebeHKa, KOTOPbIN IEXUT CNENEHYTbIN B
acnax») [1]. JaHHbIA 3Tan HOCUT XxapaKTep
npopoyectsa. B TpeTbem aTane

Central Asian Journal of Art Studies N2 2019



pPas3BUTUS ClOXKeTa COAEPKUTCS Npuem
«paccKas B pacckase», NpeMeT onucaHus,
B KOTOPOM — LIEHTpanbHoe cobbiThe
EBaHrenns — PoxaectBo XpUCTOBO.

YeTBepTblM COObITUMHBIN aTan
npeacraBnsgeT cobor BTOpoe BoCxBaneHne
[ocnoga, npofomKeHue «rnopuaibHON»
TeMaTtuKku: «M BApyr psoM C aHrenom
npeacTano He6ecHoe BOMHCTBO,
BocxBasnsBllee bora: — CnaBa bory B
BbILIHKX HeGecax! Mup Ha 3emne nasam,
KoTopblx OH nonto6un!» [6]. TMMH Focnoay,
BOocrneBaeMblh HE6eCHbIM BOMHCTBOM,

B My3blKa/lbHOM OTHOLIEHWWN O3Ha4YaeT
nepexos OT «Cono» AHrena K aHreibCKomy
XOpy.

[MaTbI 3Tan B pa3BUTUM EBAHIE/IbCKOro
cloXKeTa 06beMsIeT CreayoLLyto
COObITUMHYIO «Lienb»: «<Koraa aHrensi
BEPHYNNCb Ha HEBO, NacTyxu cTanu
roBOPUTL Apyr apyry: “longemrte B
Budneem, nocCMOTpUM Ha TO, 4TO TaM
C/ly4nnocb U 0 4em nosefan Ham focnoab”»
[1]. NaTbIK aTan BKIOYaAET B cebs Takue
Cco6bITHSA, KaK BO3BpalleHWe aHrenoB
Ha He60 1 peyn NacTyxoB, PEeLLMNBLINX
cnepoBatb B Budneewm, ¢ tem, 4ToObI
nuuespetb MnageHua. O Tom, 4To
JaHHbIK GparMeHT 9BNgeT coO60M eAnHbIN
CIOXKETHbIV 3Tan, CBUAETENbCTBYET
CUHTaAKCHUYeCKasi KOHCTPYKLUMS dppasbl,
npeacraBnsioLLen cO60M OJHO CIOXKHO
OpraH1M30BaHHOE NpeanoXKeHme.

LLlecTon aTan pa3BUTUS €BaHIeIbCKOro
NoBECTBOBaAHMSA NOCBSILLEH JOCTUKEHMIO
LLenr OTNpaBMBLLMXCA B NYTb NacTyxoB
— BuaeHuto Ceatoro Cemenctaa («OHHM
NoCneLwHo oTNPaBUINChL B NYTb U HaLLIN
Mapwnam ¢ Mocndom 1 pebeHKa, nexallero
B Acnsax») [4]. B pesynbrate nyty nacTyxoB
CMEHWJIOCb MECTO U BPeEMS AENCTBUS
PoxXaecTBeHCKOM MOAUNINMKU: OT €€ 3eMHOro
TONIKOBaHMWS OCYLLECTBUIICS Nepexoa K
caKpasbHOMY LIEHTPY.

CeabMon aTan npeacTaBiseT cob60om

paccKas nactyxos o bnaron Bectn,
M310XXEeHHOW UM AHrenom flocnogHuUm
(«<¥YBMOEB ero, OHW paccKkasanu To, 4To
MM Obl/1I0 CKa3aHO 00 3TOM pebeHKe»)
[5]. Ceabmow 3Tan - BTOPOWM «paccKas B
pacckase» PoXaeCTBEHCKOW UCTOPUMN.

BocbMmow aTan — Bceobliee yaMBneHue,
Bbl3BaHHOE paccKa3oM («PaccKas
NacTyxOB YAMBUWA BCEX, KTO €ro Clbian»)
COOTHECEH CO C/ieyolWnM — AEBATLIM
3Tanom, cornacHo KOTOpoMy ofHa N1llb
Mapunam «Bce 3anoMuHana 1 pasmbliwngna
06 atom» [D].

Otanbl 6, 7 1 8 NpeacTaBNsoOT COO0M
cobObITHS, Nnponcxoasuime B Beptene B
CBATYI0 HOYb: BPEMSA U MECTO IENCTBUS
ele O4HOM caKpasibHOW NAWIUN.

JecaTbiv 3Tan npeactaBnsieT coooun
CBOE0O6pPA3HYI0 «3epPKanbHYIO PenpU3y»:
Bclen 3a He6eCHbIM BOMHCTBOM,
BepHyBLWKUMCS B focnofgHe LapcTBo, JOMOM
BO3BpallaloTcy U NacTyxu, cnaBuBLLME
bora (<A nactyxv BepHyn1Cb Hasag,
npocnaefiss U BocxBangs bora 3a Bcee,
YTO MM [OBENOCh YBUAETH M YC/blWaTh:
BCe Obl10 TaK, KaK CKasan UM aHres»)

[6]. Tem He MeHee, BO3BpallleH1e B
NPOCTPaHCTBO-BPEMS 3EMHOM UONITNN
He NMPOMUCXOAMUT: NacTyXu ClIOBHO 6bl 6epyT
Ha ce6$ BbINOJIHEHUE PYHKLNK BOXKbUX
BecTtHMKOB — AHrenos, Hecs bnaryto
BecTb Mupy. 310 — TPETUM [NTIOpUabHbIM
dparMeHT eBaHre/IbCKOro CloXeTa, B
KOTOpOM BocneBatoT focnoja yxe He AHren
N Heb6eCHOe BOMHCTBO, @ 3EMHbIE MaCTyXMH.
Kpome Toro, cnegyet Take Nog4epKHYTb,
YTO NMPUHLMUN «pacCKas B paccKkase»

3[1eCb OCTAETCS KakK Obl «3a CKOOGKaMn»
CaKpanbHOro 4encTBUS.

3aKN4YnTENbHbIN — OAWHHAALATbIN
— 3Tan pa3BuUTUS AENCTBUS TaKKe
HOCUT NPOPOYECKUIM XapaKTep —
Hape4yeHne MnageHua nmeHem Uucyc,
npefHasHayeHHbIM EMy M3Ha4YaibHO
(«Hepes BoceMb AHeN ... EMy ganu nmsa
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Nncyc — nma, KotopbiM Hadsan Ero aHren
elle fo 3avatus») [6]. [Ba npopoyecTBa
— PoxpectBa XpucTtoBa U Ero HapeyeHue
npeaHavyepTaHHbIM EMy n3HavanbHo
UMEHeM — 06pa3ytoT CBOE06pa3Hyo
«pamMy» EBaHrenbCKoro cloxeTa, 4To
NO3BOJSET CYUTATb BbIIBIEHHbIE HAMUW ABa
HayvanbHbIX aTana (NacTyLeCKyo WANUNINIO
n aBneHne AHrena) cBoeobpasHbIM
«BBefeHneM» PoXaecTBEHCKOro
NoBECTBOBaHMUSA.

MpencraBneHHble aTanbl
pa3BUTUS €BaHIreIMEBCKOrO CloXeTa
pa3HoMacLWTabHbl C OYKU 3PEHUS UX
COObITUMHON HACbILLEHHOCTU: Hapsaay ¢
MOHOCOObITUMHBIMMU, 3[€Cb coAepKaTcs
1 NOJINCOObITUNHBbIE GpParMeHThl, B
KOTOPbIX B CMY HEMOCPEACTBEHHON
PON MPUYNHHO-CIEACTBEHHbIX CBA3EN
HeKas Yepena coOObITUW NpeacTaeT
B npoLieccyanbHoM Buae. OgHUM 13
npu3HakoB PoXaeCTBEHCKOW UCTOPHUK
ABJIAETCH NMPUHLMUI NepeMeHbl GYHKLUN,
CBA3bIBAEMbIX C €€ yYaCTHMKaMMW: nacTtyxa
N3 cnywarenen obpetaoT QyHKLMUIO
BecTHMKOB Boxunux. Mpu coxpaHeHnn ponu
M 3HaYEeHUS UOUISIMW KaK CaKpanbHOro
MeCTa JIENCTBUS U KaHpa NPoncxoamT
TpaHchopMaLmsa ee PacnonoXeHus: ns
nacTywbux Nnonen — B BepTern.

B Tpex yacTtax BoKasibHOM Noambl K.
MaccHe caKkpalbHbIX CIOXET rnosiydaet
OpPUIMHalbHYIO TPAKTOBKY, BO MHOIOM
06YCNOBMIEHHYIO «MapHACCKUM» CTUIIEM
$paHLy3CKOro cKyccTea KoHua XIX
CTONETUSA. ITO O3HAYAET, HTO KOMMO3UTOP,
NMHTEPNPETUPYS eBaHreIM4eCKUN
CIOXKET, aKLEHTUPYET BHUMaHME Ha
€ro NannInYecKom CoCTaB/IIoLLLEN.

B pe3synbraTe Bcs BOKaslbHas noama
Ob6peTaeT }KaHPOBO-CTUNEBYIO GOPMY
MOWNNINK, pa3BopaYmBaloLLENCS KaK B
NacTyLWeCcKOM, HEGECHO-aHIe/IbCKOM
XpOHOTOmMeE, TaK U cepaeyHOo-ayLEeBHOM
«Xpame» nMpuyeckoro reposi. OgHako,
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NOMMMO KaHPOBO-CTUIINCTUHECKUX

4yepT ManNInK, BOKasbHasa noama K.
MaccHe BKItO4YaeT B cebs LIMPOKO
NOHUMaeMbIN rnopuanbHbli NiacT.
O6pas Cnagbl [ocrnoaHen n ee
BOCXBaJIEHUS, coAeprKallnnca B
EBaHrenunun, o6ycnoBnuBaeT rfiopuasbHbIi
XapaKTep He TOJIbKO LIEPKOBHOTO, HO

n «No€l» n3 BokanbHoro unkna XK.
MaccHe, onpefenseT ero ueHTpanbHoe
pacnosioXKeHWe He TOJIbKO B CTPYKTYpe
INTYpPrumn (B KOHTEKCTe Gloria), Ho U
BOKasIbHOro LMKa KOMNO3UTOpa, Haxoas
CBOE€ BOMNJIoWEHNE BO B3anUMOOENCTBUM
He6GeCHOro, 3eMHOro U HAMBWUAYaNbHO-
JINYHOCTHOIO U3BMEPEHMNN.

BBeneHne B poXaeCTBEHCKNI
XPOHOTOM MYy3blKa/IbHO-MO3TUYECKOI0
«Noél» . MaccHe-A. CunbBecTpa,
4YTO COOTBETCTBYET NEePBOMY aTany
pas3BUTUSA €BAHIENbCKOIO CIOXKETa,
oTnn4aeT cBoeobpasue. OTCyTCTBUE
o6pa3sa NacTyxoB B NO3TUYECKOM TEKCTE
KoMneHcupyeT dopTenMaHHas npentoaus,
Hann4yune nacTopasibHbiX 06pPa30B B
KOTOPOM CNocOBCTBYET COOOLIEHUIO
€1 COOTBETCTBYIOLLEN CaKpalibHOM
QYHKLWU, IKCMO3ULIMN CUMBOJIMYECKOTO
pa3BepTbiBaHUA BPEMEHMN-MPOCTPAHCTBA
PoxkpecTtBa. OgHoronocHas menoams
B MapHaccKkom ctune [7,c. 115], B
KOTOPOM NPOCTOTa «CTPOroro Hanesa»
COY€eTaeTCs C NPOCBETIEHHOCTbIO U
HEXHOCTbIO «MacTylWbero Hanrpbllla»
NpeacTaeT B KAYeCTBE MHCTPYMEHTANbHON
«porpamMmmbl» POXaeCTBEHCKOM
BOKasibHOM Noambl. Hanbonee
KpaCHOPEYMBbLIM CBUOETENIbCTBOM
«MacTylben» CEMaHTUKKN B MPOrpaMMHOM
dopTennaHHOM BCTYNIEHUU, HapSaay
C O[HOrOJIOCHOCTbIO M3/OXKEHMNS,
onupatoLLerocs Ha Bocxoasiine KBapTo-
KBUHTOBbIE XO/lbl, COEANHEHHbIE MEeXay
coboWn cekyHaamu, aBnseTcsa duHanbHas
CEKCTOJ1b, N3N0XEHHaA 16-TbIMU,
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npeacratollasl Kak CUMBOJT BUPTYO3HOIO
3aBepLlleHus NacTyllecKOn TEMBbI.
KomnosuTop y6eamtensHO BOCMPOU3BEN
37ecb My3blKaJibHbl€ CBOWCTBA

WAWNINK, COOTBETCTBYIOLWME aTMochepe
CcaKpaJsibHOro XxpoHoTona nepBoro aTana
PoxaecTBEHCKOro noBecTBOBaHUs
EBaHrenuns ot Jlyku.

B PoxkaectBeHCKOM NoamMe BTOPOW U
TPETUM 3Tanbl Pa3BUTUA €BaAHIeIMEBCKOIO
CloXKeTa «CxKaTbl» B €AUHOE CNOoBO,
obnagatollee 3Ha4eHNEM KIOHEBOIO —
«Poxkgecteo!». B HeM KOMMNO3UTOP 1 NO3T
06006LMIN KaK CLEHY ABNIeHUsA AHrena
BoXKbero nactyxam, Tak U cogepxaHuve
N3n0xeHHon UM boxkben Bectn o
poxaeHun MnageHua. CnegoBaTtenbHo,
06beIMHEHWE BTOPOIO U TPETLENO 3TarnoB
[ENCTBMS €BaHIeNbCKOro npoobpasa
06pasyeT BTOpoK atan noambl XK. MaccHe.
BTopon atan pa3BuTMA caKkpaibHOro
[IENCTBUS B NOAME NpeAcTaB/ieH
B BM/€E BOKa/lbHO-Bep6HanbLHOro
Bo3rnaca «Poxgectso!». B conbHOM
BOKasibHOW NapTuu (6e3 dopTennaHHoro
COMPOBOX/AEHWS) AaHHbIA pparMeHT,
COCTOSILLNIM N3 «€IMHOr0 C/loBa»,

OTAENEH OT NpeLWwecTBYoLLLEro aTana
POXKOEeCTBEHCKOro AEUCTBUSA Nay30m rnoa
depmaton. Komnosutop dopmupyet
KOHTPAaCT MeXAay NepBbIM U BTOPbIM
3Tanamu pasBUTUS €BAHIe/IbCKOro
ctoxeTa B My3blKaJlbHO-C/I0BECHOM
npoun3BeaeHNN, 3a/10MB B M0 OCHOBY
He TO/IbKO TEMOBPOBOE COMNOCTaBEHNE
dparmMeHToB, O[IMH U3 KOTOPbIX HE

nmMeeT BepbanbHOro paja, Torga Kak
[Ipyror 0OCHOBaH Ha NpoBO3rfalleHnu
KntoyeBoro angd N2 3 cioBa, HO M TUN
N3n0XeHns. HecnewHon Teme nacTyxos
HappaTMBHOIro xapaktepa M. MaccHe
NPOTMBOMNOCTaBNSAET BbiICKa3blBaHUE
AHrena, Hecyuwero boxbe CnoBso, B
UMnNepaTuBHOM TOHe. BpeMeHHas
NPOTSKEHHOCTb AaHHOM CLiEeHbl M03Mbl K.

MaccHe npeaenbHO MUHUManuM3npoBaHa.
HecmoTps Ha To, 4TO «3a CKOGKamm»
My3blKa/lbHOIO AENCTBUS OCTAlOTCS TaKme
«10Ap06OCTU» CNOBECHOI0 TEKCTA, KaK
«cusiHMe CnaBbl [ocnogHen», 03apuBluee
nacTyxoB, CTpax WU ero npeoosieHune,
peyb AHrena, NpUHECLLEro «paJoCTHYIO
BECTb» O pOXaeHWU Cnacutens, KioyeBoe
cnoBo «PoxaecTBo!», COOTBETCTBYIOLLEE
LLeHTpaSIbHOMY COObITUIO POXAECTBEHCKOIO
¢dparmeHTa EBaHrenuns, CUMBOSIMYECKHU
00006LL,aeT BECb KOMM/IEKC 3HAYEHUMN,
COOTBETCTBYIOLLMN BTOPOMY U TPETbEMY
3Tanam cakpasibHOro npoobpasa.

Paa nocnenyolmnx aTanoB pas3BuTHUS
€BaHre/IMEBCKOrO CIOXKeTa B BOKaJIbHOM
noame . MaccHe nony4yaet BecbMa
CBOOGOHYIO MHTEPMPETALMIO, YTO B
YaCTHOCTH, BblpayKaeTcs B NepecTaHOBKe
dparmeHToB EBaHrenns n mx
CUMYNBTAHHOIO NoKa3sa. TakK, B TPETbEM
pasgene BOKaibHOW NO3Mbl MPOUCXOAUT
B3aMMOJENCTBME TAKMX 3TANOB Pa3BUTUSA
[IENCTBUS-Sacra U3 eBaHre/IMeBCcKoro
npoo6pasa, Kak xop HEBUANMbIX aHIEeN0B
(4 atan), colepuaHne MnageHua (6 atan)
M pacckas o Hem oT nnua nactyxos (7
3Tan), HapevyeHne HoBOpPOXAEHHOTO
M3Ha4anbHO NpeaHa3Ha4YeHHbIM 419 HEro
nMmeHem «Mucycr» (buHanbHbln — 11 — aTtan
pa3BuTUg fencTeua B EBaHrennu ot JIyku).
Ecnn Bep6anbHO-TEKCTOBAs CTOPOHA
BOKa/IbHOM NO3Mbl OTOOParXKaeT 34eChb
COObITUIHYIO YaCTb €BaHre/IMEBCKOro
NOBECTBOBaHUSA — CO3epLaHne «CHUSOLLErO
MnajaeHua», pacckas o Hewm, cueHy Ero
Hape4vyeHns UMeHeM, To popTennaHHas
napTusi CUMBOJTU3UPYET XOP HEBUAUMbIX
aHrenos, 6narogaps xopasabHou daKType.
3aBepluatolas TpeTn pparMeHT Tema
NacTyWbero «<Haurpbllla» npeacTaeTt B
PYHKLMM cBOEOBPa3HOro CBUAETENLCTBA
3eMHOW MOUNNNHK, «[10[ 3HAKOM» KOTOPOM
NPOUCXONT pa3BUTUE Ha JaHHOM 3Tane
«BOJIBHOTO» MO3TUYECKU-MY3bIKaNbHOIO
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«nepeckasa» PoXaeCTBEHCKOM NCTOPUMK
n3 EBaHrennsa ot Jlyku. KoHueHTpauma

N BEPTMKaNM3aumsa 3TanoB pa3BuUTus
CaKpasnbHOro CloXeTa, XxapaKTepHas

NS TPETbEW YaCTU BOKasIbHOM MO3MblI,
CBUIETENLCTBYET 0 GOPMUPOBAHUHU

WMHbIX MPUYMHHO-CNEACTBEHHbIX CBA3EHN,
HeXenu B cakpasibHOM rnpoobpase, 4To
006yCcNnoB/IEHO 3afavYamMu Xy4OXKECTBEHHOM
MHTepnpeTaumu.

Pa3BepHyTYIO LleHTpasibHYtO (BTOPYIO)
yacTb «PoxaecTtBeHCKoM noamsbl» K.
MaccHe oTnn4yaeT MacluTabHOCTb
N3M10XEHNSA OJIHOTO €BAHIre/IbCKOro
COObITUSA — IBNIEHMS BOMHCTBA HEOECHOIO
N Tenepb yXKe «3pUMbli» aHTeSIbCKUIM XOoP,
Boccnasndouwmnm focrnoga. Bo BTopon
yacTu nNpeacTaB/ieHa v cleHa siBIeHuUs
BOMHCTBa HEGECHOI0, 1 MEHWE aHrenoB
npesa BXoloM B npuctaHuile CBAToro
CewmeWncTBa, ¥ IMPUKO-NOITUYECKHME
«BCTaBKW» OT UMEHU JIMPUYECKOTIO repos
B CaKpalibHbl CIOXET. BBeaeHne TemMbl
NacTyxoB B CEpPEeNHY U dUHaN BTOPOK
4yacTu cnocob6CTBYET NPOBEAEHMIO NaEN
€/IMHCTBa caKpanbHOro PoxXaecTBeHCKOoro
[ENCTBUS, NPOHU3bIBAIOLLLETO BCIO
BOKaJ/IbHYIO NMO3MYy.

B ¢uHane (tpetben yactun) «Noél»
KOMMO3UTOP BbIXOAWT 3a npeaesnsl
TPaAMLMOHHOIO cCakpanbHOro
nepBoUCTOYHMKA. C Liefblo JOCTUKEHUS
NOMHOTbI U3NTOXKEHNSA POXKAECTBEHCKOIO
ctoxketa M. MaccHe BBOAUT B GUHANbHYIO
YyacTb NO3MbI CLIEHY MOK/IOHEHNS BOJIXBOB,
cofepxallytoca B EBaHrennu ot Matdes
[7, c. 1]. B 3aKnt04eHUM TPETLEN YaCcTH
KOMMO3MTOP U NO3T BOBJIEKAIOT B
caKpanbHoe gencreme PoxaecTBeHCKON
NoaMbl 06pa3 IMPUYECKOrO repos,
KOTOpPbIX, NOAOOHO BONIXBaM,
npenoaHoCUT cBOM Aap MnageHuy
XpucTy — cOBCTBEHHOE MotoLLEE cepaLe,
BocKnuuatwouee «Noél!l»,

My3blKanbHO-NO3TUYECKOE
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odpopMsieHNe BoKabHOM No3aMbl «<NOEl»
OT/IMYaeT ConocTaB/ieHUe NPUHLMMNOB
KOMMO3UTOPCKOM MHTepnpeTaLmm
CcaKpasbHOro NepBOUCTOYHUKA:
KOHLEHTPaLIMS 3TarnoB CIOXETHO-
noBecTBOBaTe/IbHOro TUNa 1 pasaena,
paclimMpeHmne macltaboB aCoObITUMHON
CLLEHbI MEHUs aHrenoB, BOCMNEBAIOLLINX
CnaBy locnoga, noMellleHHOM BO 2
yacTb, UHAMBUAYANU3ALMSA CBALLEHHOIO
npoo6pasa B puHane.

B EBaHrenuun ot JIyku poxaecTBEHCKUM
CIOXET COAEPHKUT P OMy3blKaNeHHbIX
3TanoB, [MaBeHCTBYoLWas pob cpeau
KOTOPbIX NPUHAONIEXUT [IOpUarbHOMY XOpY
BOWMHCTBa HEGECHOIro, PacnoloKEHHOro
B LleHTpe NoBecTBOBaHUS. 3T0
O3Ha4aeT, YTO eBaHre/IMEBCKNI
TEKCT MPOHMU3aH BHYTPEHHEN
MY3blKaNbHOCTbIO MONTNYECKU-
rnopuanbHOro xapakrepa, YTo BO MHOMOM
o6ycnoBuno GopmMMpoBaHUE Ha ero
OCHOBE MY3blKaJibHOro XaHpa. «<Noél»

KaK My3blKa/lbHbIN }aHp dpaHLy3CKOoM
JINTYPrum OTAMYaeT B3aUMOAENCTBUE
JTAaKOHM3Ma U3N0XKEHNUSA POXAECTBEHCKOIO
cloxeTa 1 rnybovaniuas HacblLWEHHOCTb
cofeprKaHus, 4To 0BYyCnoBNEHO
caKpanbHOW CUMBOJTMKOMN.

HecMoTpst Ha OTMEeYeHHYIo
3aKOHOMEPHOCTb, OCHOBAHHYIO Ha
B3aMMOJENCTBUN KPATKOCTU U3NOKEHNS
MbIC/IM U HEMCHEPMAEMOCTU 3HAYEHUN,
KOMMNO3MTOP Nnocyuntasa Heo6XoaMMbIM
pacwmnpuUTb COObITUMHO-CIOXKETHYIO CTOPOHY,
a, cliefoBaTefibHO, U CUMBOJTIMYECKUI
KOHTEKCT «NOEl» U3 «3MMHEN NO3MblI».
PoxkaecTBeHCKasa UCTOPUS B U3JTOKEHUN
K. MaccHe-A. CnnbBecTpa AoMNoJIHEHA
OTCYTCTBYIOLLEN B EBaHrennun ot
JIyKu cLLeHOW NOKJIOHEHUSI BONXBOB,
yeMy cnoco6CTBOBaso o6palleHne
K EBaHrenuio ot Matdes. Boixoa 3a
npeaenbl CIOXeTHOro o6bema «noél» B ero
LLEPKOBHOW TPaKTOBKe, 06YC/TIOBNEHHbIN
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BBeJeHWEM B KOHTEKCT «NOEl» n3
«3MMHeN noambi» M. MaccHe cLeHbl
NMOKJIOHEHUS BOSIXBOB, OBGYC/IOB/IEH TEM,
YTO LLEPKOBHbIN BEPTEN, PacnofioXeHHbIN
BO BpeMd PoxkgecTtBa B NnNpaBon Yactu
KaTo/IM4EeCKOro Xxpama, BK/to4aeT B cebs
CLLEHY LUEeCTBMS He TOJIbKO NacTyxoB, HO 1
NMOK/IOHEHUS BONXBOB. ATO O3HA4YaeT, 4YTo
«Noél» XK. MaccHe npeacraBnsier coboun
60J1ee MNoJIHYIO My3blKa/ibHO-ClIOBECHYIO U
CBOEro poay CLEHUYECKU-AEKOPATUBHYIO
«UANOCTPaLMIOo» LEPKOBHOMO BepTEna,
HEXeNN KaHOHUYECKUIM «NOEl» KaK

YyacTb POXECTBEHCKOM NMUTYPIuH,
OCHOBbIBAOLMICH UCKITIOYUTENBHO Ha
EBaHrenunu ot Jlyku.

3aknoueHue

B naHHOM cTaTbe yCTaHOBNEHDI
CYyLLLeCTBEHHbIE MPU3HAaKM }KaHPOBO-
CTWJIEBOM NapagnrMmbl GpaHLy3CKON
poXaecTBeHCKON necHn «Noél» 13
BOKa/ibHOro UmKia . MaccHe «3uMHaAs
noamar, K KOTOPbIM NPUYUCTIEHDI:

- Ornopa B KayecTBe *aHpPOoBO-
CTUNEBOro Npoobpasa Ha XaHp «noEl»
KaK CTPYKTYPHOW eanHULbl dpaHLYy3CKOM
PoxXnecTBEHCKOM NUTYpruu;

- CTMNeBas yCTaHOBKa Ha rMopuasbHOCTb;

- caKpaamsaums CUMBOJIMKN 3EMHON U
HE6EeCHON NANNINK;

- AMUYECKMIM TOH NOBECTBOBAHMUS;

- B3aMMOJENCTBME CIOXKETOB
PoxXOecTBEHCKUX UCTOPUI, MOYEPMHYTbIX
NO3TOM Y KOMMNO3UTOPOB M3 ABYX
CcaKpasbHbIX MICTOYHUKOB — EBaHrenuns ot
Jlykn v EBaHrenuna ot Mardes;

- UHTOHaLMOHHas KoMMneHcaluus

OTCYTCTBYIOLLMX B BEPOASIbHOM TEKCTE
noamel A. CunbBecTtpa o6pasa NacTyxos;
- KOHLUEHTpaLUMs U BeEpPTUKaNu3aLuus
co6bITNI CBSALLLEHHOW UCTOPUK B
WHTOHALMOHHON ApamMaTyprmum nepBoro
pa3sgena noambl.
«IHTOHaUmMOoHHas ¢pabyna» BOKalbHOWM
noambl . MaccHe npeBbllaeT
POXAECTBEHCKMM CIOXKET MO3TUYECKOIO
TekcTa A. CunbBecTpa, yCTPEeMSAACh K
JINTYPrM4ecKoMy Npooobpaay.

[MPUHLNMN KOHLEPTHOCTH
KaK cocTaBsiouas aHpoBo-

CTWJIEBOM NapaurMbl GpaHLy3CKOK
POXXAECTBEHCKOW NeCHN HaxoauT
cneuunduryecKoe npenomsieHme B noame
K. MaccHe B IByX CBOUX NPOSIBNIEHUSAX.
Mpexae Bcero, cneagyeT 3aMeTUTb, YTO B
«NOEl» — UeHTpanbHOM YaCcTN BOKaNbHOIO
LIMK/Ia — KaMEPHOCTb KaK MpUHLMKM ero
XYOOXECTBEHHOMO 6bITUS AOMOJIHAETCS
crneunduruyecKku TpaKToBaHHOM
KOHLLEPTHOCTbIO, NMpeanoaratoLlen
ny6anyHoe (KOHLLEePTHOE), IMLIEHHOE
UMMNPOBM3aLMOHHOCTU U BUPTYOSHOCTH
nucnonHeHne. Bo-BTOpbIX, KOHLUEPTHOCTb
KaK TakoBagd npucylia ¢oprtennaHHom
npentoanu (Kak 1 06enm UHTEPNOAUAM),
3aBepllaeMon CEKCTO/bIO BUPTYO3HO-
UMMPOBU3aLMOHHOIO XxapaKTepa,
UMUTUPYIOLLLEN 3BYHaHWE NacTyLeCcKOoro
pOXKKa.

«Noéb . MaccHe — yHuKanbHoe
COYMHEHUNE B KOHTEKCTE He TOJNIbKO
«3MMHEN NO3MbI», HO 1 BCEFO KAMEPHO-
BOKaJ/IbHOro TBopYecTBa ¢dpaHLy3CKoro
KOoMMo3uTopa, 4To 06ycnoBnnBaeTcs
npucylien eMy cakpasibHON CUMBOJIMKON.
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THE GENRE-STYLE PARADIGM OF THE FRENCH CHRISTMAS SONG “NOEL” FROM THE VOCAL CYCLE
BY J. MASSENET “WINTER POEM”

Abstract.

Based on the analysis of “Noél”, the central number of the “Winter Poem” by J. Massenet, the properties of
its genre-style paradigm were established. The genre-style paradigm of “Noél” from the vocal cycle “Winter
Poem” by J. Massenet is characterized by: reliance on the genre-style prototype on the genre “noél” as a
structural unit of the French Christmas liturgy; style commitment for gloriality; sacralization of the symbolism
of the earth and heaven idylls; the epic tone of the narration; the interaction of the plots of Christmas stories
drawn from two sacred sources: the Gospel of Luke and the Gospel of Matthew; intonational compensation
for the image of shepherds absent in the verbal text of the poem by A. Sylvestre; concentration and
verticalization of Sacred history events in the intonational drama of the first section of the poem.

Key words: noél, Christmas song, gloriality, idyllic sacralization, vocal cycle.
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MUSIC EDUCATION AS A FACTOR OF MUSICAL ENVIRONMENT FORMATION
(USING TEACHING MUSIC IN UKRAINIAN PROVINCE AS AN EXAMPLE)

Abstract

The article is focused on the history of musical education in a provincial Ukrainian town Sumy in terms of

musical environment formation. It is determined that musical environment being a kind of a social one, is

a movable substance and reacts to any changes happening in the life of society. Processes in the system

of education which expand and reform the structure of educational institutions, create new conceptions of

professional personnel training, carry out the emergence of vivid creative personalities, and influence the

structure of musical environment directly. It is emphasized that musical environment and music education

system are always interconnected and interdependent. Educational factors influence environment formation

as well as environment induces modifications in educational guidelines. This two-way process is regulated by

musical needs of society, spatial coordinates and temporal transformations of historical process.

Key words: Sumy town, musical environment, music education, creativity, musical activity.

Introduction

Musical environment as a phenomenon
predetermining musical activity was not an
object of study in musicology before now.
In research papers and articles this term
is often used in the context of studying
musical life of a certain city or a region.
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At the same time musical environment is a
complex multifaceted phenomenon with its
structure, factors of formation, conditions
under which it functions, direction, nature
of the impact and so on. At the macrolevel
it includes all the musical and sound
atmosphere of the Earth: producers
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and consumers of music art, music
organizations and educational institutions,
sheet music publishing houses and music
critique, entire topical and potentionally
used musical product. As World Wide Web
becomes more popular, it can be said that
macromusical environment is an actual
constant. At the microlevel it is a direct
musical surrounding of a man wherever
he is «<here and now». According to G.
Kancheli: itis all the sound background
which «surrounds us everywhere today
wherever we go». It is the music which can
be heard «in the lifts of big department
stores <...>, which can be heard in <...>

a taxi, the music which can be heard at
the concerts if you go to the concert in the
evening, the music heard outside...» [1, p.
26].

Musical environment is formed along
with two basic factors: temporal which is
determined by a certain historical period,
and spatial one which is connected with
the country, the region, established system
of national values and foundations. There
are other types of musical environment
within the framework of these basic
components, in particular, the environment
of a city (a capital, a province), a certain
institution for concerts or for music
education, musical environment of a
creative team and so on.

Apart from regional traditions (keeping
and passing on established forms of music
playing, folkloric performing peculiarities)
which preserve uniqueness of «musical
look» of a certain territory, active forms of
music life (concert, guest performance,
festival, contest practice) for a long time,
music education takes special place
in forming musical environment. All its
varieties: primary, secondary, higher, kinds
of private professional practice and work
in a studio are components of musical
environment organization. That's why, the

objective of this article is to determine

a specific character of music education
influence upon the processes of musical
environment forming. The material of the
scientific research is a history of music
education development of Ukrainian
provincial town Sumy in the second part of
the XIX—XX centuries.

Methods

A complex of general scientific and
special methods of studying is used in
the research, including: a method of
historical and system analysis, which
helps to consider the processes of
musical environment formation in a
concrete historical conditions; a method
of contextual analysis — aimed to consider
a specific character of music education
within its interaction with factors of
music reality; a method of searching and
generalization of archive documentation
ensuring the use of authentic and accurate
information while exposition of fact-based
material; a chronological method -
aimed to make temporal orderliness and
periodization of historical data in order to
extend the knowledge and understanding
of variable states of environmental
constants; a method of systematization
which helps to generalize studied material
and to make logical and grounded
conclusions.

According to specific character of
system approach musical environment is a
complex multi-leveled structure organized
by the principle of interconnection,
interdependency and interconditionality
of its elements. Hence, music education
is analyzed as a component of the system
influencing its functioning and integrity.

Results
The notion of environment has
two basic meanings: objective-spatial

93



surrounding (environment) and social
sphere of human activity (milieu —
surrounding). The first one is connected
with ecological interpretation of
environment as conditions for vital
functions of living beings. The second
one expresses the understanding of
environment as a totality of material,
economic, social, political and spiritual
conditions of existence, formation and
activity of the individuals and social
groups. Thus, environment is conditions
of existence and according to it, musical
environment is a condition of music
(musical activity, musical life) existence
(functioning).

Another semantic invariant of the term
«environment» is «surrounding». It points
to one of essential signs of environment —
its correlation. As researchers V. Kremen
and V. Bykov note, «things which are
environment for one system cannot be
environment for other ones» [2, p. 5].
Hence, one can define environment as
something that individual directly interacts
with.

The notion environment also contains
connotation of influence, because «any
organism is a product of its environment»
[3, p. 312]. However, there is an
inverse correlation: being influenced by
environment the individual modifies it
himself, regulating conditions in which his
activity takes place.

Discussion

Most inhabitants of a small provincial
town Sumy, situated in the north-east
of Ukraine and having relatively short-
term history of 365 years, consider that
opening music classes in 1877 founded by
pianist, composer, teacher, a public figure
Arkadiy Maximovich Abaza (1843-1915)
was a precondition for development
of local system of music education.

94

However, archive documents witness that
before that in a chief town a developed
system of private music teaching and an
experience of opening the first school by
Polish musician Constantine Frantsevich
von Feist had existed. The educational
institution was subsidized by the
government and gave an opportunity for
talented children from poor families to be
taught to play the piano, theory and singing
for free. Exact period of the work of the
school is unknown, presumably it lasted
until 1875, when a teacher with a similar
mission of school foundation moved to
Zhytomir [4, p. 3].

During the third part of the XIX century
private music lessons became especially
popular. Being an element of upbringing
and education they played an important
role in musical everyday life of Russian
cities and towns of that period of time.
Usually music teachers did not set difficult
tasks. Teaching came to nothing more
than learning to perform salon pieces,
love songs, nocturnes, dance music.
Contemporaries’ recollections witness that
as a rule «individual musicians-pianists,
violinists gave music lessons in well-off
families at home. Some of them received
pupils at their own house» [5, c. 1].

Musical classes founded by A.

Abaza were one of private educational
institutions. Being a graduator from
Kharkov Music College (I. Slatin"s «piano»
class) and St. Petersburg conservatory

(A. Dreyschock’s «piano» class, C.
Everardi's «singing» class, N. Zaremba’s
«counterpoint» class), he improved mastery
in Germany with Hans von Bulov and was
an excellent musician. A. Abaza taught
playing the piano, singing and music theory
in music institution founded and headed
by him. Composition was also a required
subject aimed to develop an ear for music,
thinking and understanding the laws
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of form structure. A. Abaza equated his
system of education with conservatory’s
in contrast to dilettantism which was
prevailing in teaching practice.

Thus, the initial stage of music
education development in Sumy
encouraged musication of the inhabitants,
introduction of different kinds of music
playing in everyday life, raising cultural
standard of people of the chief town.
Musical environment which had emerged
in the town favoured further professional
development of music teaching.

In the beginning of the XX century
music education in private schools
became even more popular. In 1909
Natalia Alekseevna Churilova founded a
music school in Sumy. Contemporaries
remembered her to have been highly
educated and many-skilled personality. As
a St. Petersburg conservatory graduate she
played the piano extremely well and had
progressive point of view as to problems
of music education. Simultaniously with
N. Churilova"s educational institution, «A
New School» notable for using European
methods of aesthetic education was
founded by Vera Vasilievna Byrchenko
(1885-1971). In the initial period the
school was an institution similar to modern
kindergarten where preschool children
were taught using M. Montessori’s and
J. Dalcroze s systems. As a result the
kindergarten was reorganized into a
school which was very prestigious among
residents of Sumy.

A year of revolution 1917 turned out to
be rich in events concerning Sumy music
education. It was notable for foundation of
three educational institutions of different
levels. On the threshold of a school
year a Music Studio where they mostly
taught singing and playing the piano was
opened under «The House of Labour»
on Pyotr Petrovich Bessonov's initiative

(he was a teacher of history and great
amateur musician). At the same time
intake to music school was announced by
Vladimir Mihailovich Gernik. Being Leipzig
conservatory graduate, famous pianist,
violinist, composer, teacher and conductor
V. Gernik devoted a considerable part of
his creative life to foundation of music
educational institutions. Due to his efforts
in 1909 the first music school was opened
in Kozlov (Tambov Governorate), in August
1912 a music school under the IRMO
department was founded in Taganrog.

Three years later (1915) the musician
moved to Sumy and started practicing
private piano, violin lessons, conducted
amateur choir. Music school opened by
him in September 1917 was approved
by the Ministry. It presupposed a 6-year
course on conservatory programme
graduators of which were given a certificate
of a standard form. The music institution
was active with its concerts. Its pupils
performed for Sumy audience, «<making
a good impression by their well-prepared
playing» [6, p. 4]. V. Gernik™s school had
existed in Sumy for more than seven
years until its manager moved to Kharkov
because of disease.

This year was also marked by
reorganization of N. Churilova’s music
school into Music College. This event was
mentioned in the newspaper «Sumskoy
Vestnik» (of September 16, 1917): «The
programmes of the college are established
according to five years of conservatory in
such subjects as — piano, violin, cello and
a full course of singing. Individuals of both
sexes above 10 years old, independent
students and children above 7 years
old (preparatory class) are admitted»

[7, p. 1]. The college involved the best
music teaching staff of the town. All the
teachers who had been graduates from
central conservatories of the country
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and Europe (St. Petersburg, Moscow,
Leipzig, Prague and others) had excellent
education. Leonid Pavlovich Kagadeyev
(1861-1944), a famous Sumy’s pianist
was appointed as headmaster of the
college. He played a significant role in
music education development of the

chief town. Apart from managing and
teaching in the educational institution

the musician conducted public concert-
lectures, involving Sumy residents in
music art. Perfecting himself, L. Kagadeyev
often visited Moscow, St. Petersburg,
Kharkov where he visited celebrities”
performances, participated in the concerts
himself, familiarized himself with new
sheet music material, established relations
with publishers. As a result a famous
Russian music publisher P. Yurgenson

and M. Belyaev's edition of Leipzig always
supplied Sumy musician with sheet music
material. According to contemporaries”
recollections L. Kagadeyev's library

was the best in the town. It numbered
hundreds of sheet music volumes of
Russian and western composers (opera
scores, orchestra compositions scores,
ensemble music books, collected pieces
and love songs). The musician shared «his
treasures» generously with his colleagues
and pupils, as it was mentioned for many
times in their thanking words. During his
concert tours L. Kagadeyev stroke up an
acquaintances for friendship and creativity
with many famous performers. And
because of that, outstanding masters of
Russian and European stage were on tour
in the provincial backwoods: vocalists lvan
Alchevsky and Leonid Sobinov, pianists
Anton Arensky, Sergey Rachmaninoff

and his cousin Alexandr Siloti, a virtuosic
German pianist Sofi Menter, cellist Anatoly
Brandukov, founder of Russian violin
school Leopold Auer, A. Dvorak Czech
quartet, O. Glazunov quartet and many
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others.

Thus, the development of music
education in the beginning of the XX
century favoured professional growth of
musicians, activization of concert life of the
town. Teachers of educational institutions
and their pupils performing on different
stages involved Sumy residents into
music art extending their general mental
outlook. Emergence of vivid personalities
among musicians favoured intensification
of musical activity, revival of guest tour
practice, creation of first large (though
private) sheet music library. All these
factors diversified musical environment of
the town, influencing the next higher level
of music education.

Due to requisition of private educational
institutions, in 1919 Music College was
reorganized into Soviet music school
which was called professional music
school. Historical documents witness
that the educational institution was
extremely popular. Even in the second
year 348 pupils studied and 24 teachers
worked there. There was an excellent
choir (conducted by N. Deynekhovsky)
and symphonic orchestra conducted
by Vienna conservatory graduate (Y.
Grun’s class), brilliant performer, the
violinist M. Derpovsky at that school.

One can judge about the professionalism
of its pupils by the concert programs
which included «<Requiem» by V. Mozart,
scenes out of operas. Special piano
evenings devoted to L. Beethoven's, M.
Glinka's, P. Tchaikovsky's, N. Rimsky-
Korsakov's, S. Rachmaninoff's and other
composer’s creativity were organized. In
1924 -1927 uncut operas «Rusalka» by
0. Dargomyzhsky, «<Euvgene Onegin» by P.
Tchaikovsky, <A Zaporozhian beyond the
Danube» by S. Hulak-Artemovsky were
staged by efforts of music professional
school.
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Basing upon archival sources and
contemporaries’s recollections it is
possible to claim that in 1920-1930-
ties the music professional school was
a music center of the town and basis
for musical environment formation. Its
pupils participated in all creative events,
performed concert programmes. The
teachers were active with enlightening
work organizing thematic concert-lectures
where they often played themselves. The
school became a stage of new prominent
musicians formation in the future. There
were a professor of Moscow conservatory,
famous musicologist, theorist T. Muller,
soloist of Kyiv Philharmonic Society V.
Yalkut, baritone, Honoured Artist of Ukraine
D. Kosinets, pianist, Honoured Artist of
the Russian Federation V. Vyazovsky,
second violins concertmaster of academic
orchestra of Moscow Philharmonic Society
Y. Gorelyk and many others among its
graduates.

Foundation of Sumy Music College
in 1960 was a new stage of music
education development. Since then
the center of music life of the town has
moved to the mentioned educational
institution which considerably extended
the spectrum of creativity. The college
prepared professional personnel for
the schools of the town and the region,
provided methodological assistance,
practiced concert and cultural-enlightening
activity, helped to raise amateur groups.
As new personnel and conservatory
graduates appeared the quality of musical
environment changed. Vivid creative
personalities: young performers, heads
of music groups, teachers — enlivened
musical palette of the town, activated
educational processes. The peak of
college activity fell on 1980-ties when it
was given the title of <Model educational
institution» and it was named after an

outstanding fellow-townsman Dmitry
Stepanovich Bortniansky. In 1997
according to the decision of the Ministry of
Culture of Ukraine Sumy Music College was
amalgamated with Sumy School of Culture
which was not a favourable factor. Having
been turned into School of Art and Culture
the educational institution was deprived of
priority of academic music education and
lost its achievements.

Extending of music education structure
in the last quarter of XX century in Sumy
was marked by opening another one
tendency of education — music teaching:
in 1978 under Philology faculty of Sumy
A. S. Makarenko State Pedagogical
Institute a music teaching department was
created which in 1982 was reorganized
into Music Education Faculty and in 2000
into the Faculty of Arts. Creation of high
educational section was necessary for the
whole Slobozhansky region as there was
a lack of higher educational institutes of
such kind in the north-east of Ukraine. The
faculty work was aimed to prepare music
teachers for comprehensive schools.
Creative teaching personnel and students
were active participants of music life of
the town. It became a basis for Sumy
school of sciences as well. Today 3 Doctors
and 5 Candidates of Arts, 2 Doctors and
5 Doctors of Education work there, also
magistracy and postgraduate courses in
«Music Art» specialty are opened. Since
2016 the faculty has been reorganized into
Scientific Educational Institute of Culture
and Arts of Sumy A. S. Makarenko State
Pedagogical University.

Conclusion

The study of music education
development in Sumy determined that the
processes in the sphere of music teaching
are closely connected with formation of
musical environment of the town. Every
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stage of historical evolution, modifications
in the system of education caused the
change of this environment.

In the first stage (1870-1900), when
home music playing and private music
teaching prevailed, the function of music
education was to raise general music
culture of residents of the town. As railway
communication and appropriate halls were
absent, concert and guest tour practice
were not active forms of musical activity in
the mentioned period. At the same time,
the formed musical environment served
as basis for further professionalization in
music teaching.

The second stage (1900-1960)
is characterized mostly by formation
of primary music education system —
opening of several private music schools,
Music College (has existed for only 2
years) and Soviet professional music
school. Extending of the system of
music educational institutions favoured
intensification of musical activity (including
concerts), raising professional personnel,
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U.T. JoBXxXuHeL
A. C. MakapeHko ambiHOarbl CyMbl Memiekemmik nedacoaukarbiK yHUgepcumemi
(Cymebl K., YkpauHa)

MY3bIKAJIbIK BUJTIM MY3bIKAJIbIK OPTA KAJIBINTACTBIPY ®AKTOPbDI PETIHAE (YKPAUHA
MPOBUHLUUACBIHAAFbI MY3bIKAHbI OKbITY MbICAJIBIHAA)

AHpaaTna

MaKanaaa My3blKanblK OpTaHbl KanbiNTacTblpy acneKTiciHae YKpanHaaarbl Cymbl MPOBUHLMANbIK
KanacblHAaFbl My3blKasblK 6iniM 6epy TapuXbliHbIH KasblNTacybl KapacTblpblnaibl. 9eyMETTIK OpTaHblH 6ip
Typi peTiHae My3bliKanblK opTa Ko3Fanmalbl CyGCTaHLMsA GobIn Tabblnaabl XoHe KoFam eMipiHae 60/bin
YaTKaH Ke3 KenreH e3repictepre xayan 6epegi. binim 6epy xyneciHae »Ky3ere acblpblnaTbiH NpoLecTep:
OKY OpbIHAAPbIHbIH KYPbITbIMbIH KEHEWTY KaHe pedopManay, Kacibu Kagpnapabl AaspnayabliH KaHa
TYXXbIpbIMAaManapblH 93ipfey, }apKbliH WblFapMaLllbliiblK TyFanapablH, nanga 60ybl My3blKanblK OpTaHbl
ybiMaacTbIpyFa Tikenen acep etefi. My3biKanblK opTa YHEMI My3blKanblK 6iniM 6epy KyrneciMeH e3apa
GavinaHbICTa XoHe e3apa WapTTbliblKTa 60onagbl. binim 6epy dakTopaapbl OpTaHblH KaibiNTacyblHa acep
eTeTiHi ceKingi, opta aa 6inim 6epy 6argapbiHaarbl MoagnbUKaLManapabl biknangaHabipaabl. by eki *KakTbl
NPOLLECC KOFaMHbIH My3blKallblK KaXeTTiNiKTepiMeH, Tapuxm NPOLLECTIH KEHICTIKTIK KOOpAUHATTapbl MeH
yaKbITlla e3repicTepMeH peTrenegi.

Kint ceapep: Cymbl Kanachl, My3blKablK opTa, My3blKasblK 6iniM 6epy, WbliFapMalblblK, My3blKablK

KbI3BMET.

U.T. JoB)xXuHeL
Cymckol eocydapcmeeHHbil nedazoaudyeckull yHusepcumem um. A. C. MakapeHKko
(2. Cymbi, YKkpauHa)

MY3bIKAJIbHOE O6PA3OBAHUE KAK ®AKTOP ®OPMUPOBAHUA MY3bIKAJIbHOW CPEAbI
(HA NPUMEPE OBYYEHUS MY3bIKE B YKPAUHCKOM NMPOBUHLIUM)

AHHOTaUMA

B cTaTbe paccmaTpuBaeTCcs UCTOPUS CTAHOBIEHMS My3blKaslbHOr0 06pa30BaHUs MPOBUHLMANBHOMO
yKpaunHckoro ropoga Cymbl B acnexkte GOpMUpPOBaHUS My3blKanbHOW Cpefbl. YCTAaHOBMIEHO, YTO My3blKa/ibHas
cpeaa, Kak pa3HOBUAHOCTb COLManbHOM, SBNSETCA NOABUKHOM CyGCTaHLMeNn U pearmpyeT Ha nobble
U3MEHEeHUs NPOUCXOASILLNE B XN3HM obLiecTBa. [Mpouecchl, OCYLLEeCTBASOWMECS B CUCTEME 0O6Pa30BaHuUs:
pacwunpenmne n pedopMmnpoBaHue CTPYKTYpbl y4ebHbIX 3aBeAeHMI, pa3paboTKa HOBbIX KOHLEMLUM
NOArOTOBKM MPOdECCHMOHaNbHbIX KAAPOB, NOSBIEHNE APKMX TBOPYECKMX JIMYHOCTEN, HEMOCPEACTBEHHO
BMSIOT Ha OpraHM3aLmio My3blKanbHOM cpefbl. AKLLEHTUPOBAHO, YTO My3blKanbHasa cpeaa HaxoauTcs

B NMOCTOSIHHOM B3aMMOCBS3M U B3aUMOOBYCIOBNEHHOCTH C CUCTEMOM MY3blKalbHOro 06pa30BaHus.

Kak o6pasoBatefibHble GaKTopbl BO34ENCTBYIOT Ha GOpMUPOBaHKE Cpeabl, Tak U cpeda nHayumpyet
MoanduKaLnm B o6pa3oBaTtefibHbIX OPUEHTUPaXxX. ATOT ABYCTOPOHHMI NPOLECC perynnpyeTcs My3blKalbHbIMU
noTpebHOCTAMM 06LecTBa, NPOCTPAHCTBEHHBIMU KOOPAMHATaMMU U BPEMEHHbIMU TpaHchopMaLmnamMm
MCTOPMYECKOro npotiecca.

Knouesble cnoBa: ropog Cymbl, My3blKanbHas cpeja, My3blkaibHoe 06pa3oBaHue, TBOPYECTBO,

MYy3blKallbHada 0eATeIbHOCTb.
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YPOBHEBAM4
MOJEJIb
OBYYEHUSI U
ME)X1YHAPOJIJHDbIE
CTAHOAPTDI

ART STUDIES ‘

B KOHTEKCTE
®OPMUPOBAHUS
MHOSA3bIYHOM
KOMITETEHTHOCTH
CTYJIEHTA

MPHTH 14.35

Makaxanosa 3.111 !

' Kasaxckast Hatponasnbnast Akajgemust Mickyccers
umenu T.K. )KypreHosa,
(Anmatbl, Kazaxcran)

YPOBHEBASl MOAEJ1Ib OBYYEHUA U MEXKXAYHAPOAHBIE CTAHAAPTbI B KOHTEKCTE
®OPMWUPOBAHUSA HHOA3bIYHOW KOMNETEHTHOCTU CTYLEHTA

AHHOTaUMA

B ctaTbe paccmatpumBatloTcs BONpochbl aGPEKTUBHOCTM BHEAPEHNS B Y4EOHbIN NPOLIECC B BYy3€ YPOBHEBOWM
MOZAENN 06y4HeHus, BKItOYatoLen B cebs TeCTUpOBaHWUE Ha onpejesneHne ypoBHs, opMUpoBaHue rpynn B
COOTBETCTBUM C YPOBHEM CTYAEHTOB, BbiCTpauBaHWE TPAEKTOPUMN 0BYHEHMS U B AaNbHENLLEM NOATBEPKAEHME
YPOBHS NYTEM YHaCTUSA B MEXAYHAPOLHbIX 3K3aMeHax C Nony4eHueM NpecTuxHoro ceptudurkara Cambridge
English Language Assessment. BmecTe ¢ TeM B cTaTbe pacCMaTpuBaeTCsi BO3SMOXHOCTb UCMOJIb30BaHMUS
06LLLEeeBPONEeNCKON WKasbl A3bIKOBbIX YPOBHEN 415 ONPeAeeHns LIeNen, COAEPHKAHUS U KOHTPONS 0By4eHUs
Ha BCeX YPOBHSAX BbicWero o6pa3oBaHus: 6aKkanaspuate, Marnctpatype, AoKTopaHType. B pesynsrate
nccnefoBaHus BbIiBAEHbI TAaKWE NPEUMYLLECTBa JaHHOW MOAENN, KaK NOBbILEHWE MOTUBALIUM YYaLLUXCS,
npuBeneHue uenen, cogepxaHus, KoHTposas obydyeHuns n YMK B COOTBETCTBME C MeXAYHAPOAHbIMMU
CTaHAapTaMu, BO3MOXHOCTb BHELIHEr0 KOHTPOSA 3dPeKTUBHOCTM paboThl NpenojaBartens.

KnoueBblie cnoBa: MHOCTPaHHbIE A3blKW; KOMMYHUKaTUBHAsA KOMMNETEHLMS; YPOBHEBbIN MOAXOA;

o6lLeeBpornencKas LWKana A3bIKOBbIX KOMMNETEHLUN.
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BBepeHue

Pa3BnTne MHOA3bIYHOM
KOMMYHUKaTUBHON KOMMNETEHTHOCTH
B By3€ B COBPEMEHHOM MUpe
npeacraBnsgeT cobon MHOroypoOBHEBbLIN
NnpoLLecc, LenNbio KOTOPOro ABASETCS
dopmupoBaHue 3HaHUI, YMEHWUI U
HaBblKOB 06Yy4aloLLMXCSA B COOTBETCTBUMU
C TpeboBaHMAMM rocyqapCTBEHHbIX
o6pas3oBaTefbHbIX CTaHAAPTOB BbICLLErO
o6paszoBaHus. [1pK aTOM BbIAENAIOTCS
KYpCbl 06LLEro aHIMMUCKOro A3blKa,
aHIIMMCKOrOo A3blKa N4 creumanbHbIX
Lefier U Hay4HOro aHrMMMCKOro B
COOTBETCTBMU C OOLLEKYNBTYPHbLIMMU,
06LenpoPeCccnoHanbHbIMU U
YHUBEpPCabHbIMWU KOMMETEHLMUSAMMU.

B cBA3K ¢ BO3pacTalowmnM CrNpocom Ha
cneLunanucToB, CNOCOBHbLIX UCMONb30BaTb
MHOCTPaHHbIN 93blK B NPOdEeCCUOHaNbHON
AesaTenbHOCTU, popMHUpoBaHue
MHOSA3bIYHOM KOMMYHUKaTUBHOM
KOMMNETEHTHOCTU U3 pa3psa Lenen,
CTOSLLNX Nepen OTAEIbHOM ANCLMUMIIUHOM
«MHOCTPaHHbIN A3bIK», MEPEXOAUT B pa3psj
BaKHbIX CTpaTerm4yeCcKmx 3agay, CToawmx
nepen By3om [1 c. 266]..

MeToabl

Cpean MeToaoB, UCMOJIb30BaHHbIX
B paboTe cneayeTr OTMETUTb Takue
KaK M3y4yeHWe Hay4yHoro matepuana,
TEOPETUYECKNIN aHaNN3, ANAarHOCTUYECKNN
MeTo/ (AHKETUPOBAHUE, TECTUPOBAHMUE,
MHTEPBbLIOMPOBAHKE), @ TAKKE METoA
MHTEPNPETUPOBAHMUS.

locynapcTBeHHbIE 06pa3oBaTesbHble
CTaHAapThbl BbiCLWEro o6pa3oBaHus,
CO3/aHHble Ha OCHOBE KOMMETEHTHOCTHOIO
noaxoa, BblAENSIOT U3yYeHune
MHOCTPaHHbIX A3bIKOB KaK NPUOPUTETHOE
HanpasneHue. [Ina pelleHns 3aaay
MEMIMYHOCTHOIO U MEKKYNBTYPHOMO
B3aMMO/JENCTBUSA, a TaKKe psaaa
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AOMNOJIHUTENbHbIX OOLLEKYNBTYPHbIX
KOMMNEeTEHLNM, a UMEHHO, CNOCOBHOCTH
K caMm0o06pa30BaHuio, pa3BUTHUIO
KOTHUTUBHBIX U UCCNie0BaTEIbCKUX
YMEHWI, pa3BUTUIO MHGOPMALIMOHHOM
KYJIbTYpPbl, yBa*KEHUS K IYXOBHbIM
LLEHHOCTSIM pa3HbIX CTPaH U HapoAoB, y
GaKanaBpa Npu U3y4eHuun AUCLUMUMINHbI
«MHOCTPaHHbIN A3blK» TPebyeTcA
dopMuMpoBaHUE CNOCOBHOCTU K
KOMMYHWKaLMK B YCTHON U MUCbMEHHOM
dopmax Ha pyCCKOM U MHOCTPaHHOM
f3blKax [2, c. 3]. [lna pelweHns 3agau
npodeccnoHanbHON AeATENbHOCTHN Ha
YPOBHE MaructpaTypbl Lenbio 06y4eHns
WHOCTPaHHOMY A3bIKYy SIBNIIETCS
dopmupoBaHue oblLenpodeccroHanbHbIX
U NpodeccnoHas bHbIX KOMMNETEHLUMWH,
BblparKalolWwmxcsi B rOTOBHOCTH K
KOMMYHWKaLWK B YCTHOW U MUCbMEHHOM
dopMax Ha PyCCKOM U MHOCTPaHHOM
f13blKax. TPETUI YPOBEHb BbICLLENO
ob6pas3oBaHus — OOKTOpaHTypa —
onpeaensieT Leflb Kak pa3Butne
rOTOBHOCTMW UCMO/Ib30BaTb COBPEMEHHbIE
METO/lbl U TEXHOIOMMU HaYy4HOM
KOMMYHMWKaLMKN Ha rocygapCTBEHHOM Wt
WHOCTPaHHOM si3blKaXx. Takum obpas3om,
YEeTKO NpocnexnBaeTcs rpagaums ot
Tak HasblBaeMoro General English (ans
6akanaBpoB) K ESP (MmaructpaHThbl) 1 ganee
K Academic English (doKTopaHTbl), 4TO
npeacTaBASEeTCs IOMMYHbIM B YCI0BUSIX,
Korga Ha nepBsbli Kypc 6aKkanaBpuara
BY3a 3a4acTyto 3a4NCNAETCH KOHTUHIEHT
c ypoBHeM BnageHus AO-Al (Starter,
Beginner), npu Tom, 4To dopmMUpoBaHue
npodeccrnoHaibHON KOMMYHUKaTUBHOM
KomneTeHunn (Kypc English for Specific
Purposes) BO3MOXHO TONbKO Mpu
CcHOPMMPOBAHHOM KOMMETEHLMN Ha
ypoBHe B1-B2 (Intermediate, Upper-
Intermediate), a yHMBepcanbLHOM
KOMMNEeTEeHLNN MarncTpaHta — ¢ ypoBHs B2
[3, c. 6].
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bonee TOro, HoBble MPoOrpamMmmebl Mo
pa3BUTUIO aKaleMMUYECKON MOOWSTIbHOCTH
TaKe TpebyeT BXOXKAEHMSI B NPOCTPaAHCTBO
€/IMHbIX MeXyHapOo4HbIX CTaHAapTOB
Mo MHOCTPaHHbIM Si3blKaM, KOTOpble
3aKkpenseHbl B O6LLeeBpPONencKom
LLIKasle ypOBHEN A3bIKOBOM KOMMETEHLINU.
3Ta cucTtema CNyKuUT ansg B3auMHOro
NPU3HaHUS KBaIMOUKALIMK, NONYYEHHbIX
B pa3HbIX cUcTeMax 06pa3oBaHus, 1
CNoco6CTBYET TPYAOBOM M aKaleMUYECKOM
Murpaumnun. OHa conpoBOXaaeTca caayen.

Pe3ynbrartbl

Mogenb ypoBHEBOIO 06Y4YEHUSA — 3TO
YHUOULMPOBaAHHbIE TPEOOBAHUSA K OLIEHKE
YPOBHS 13bIKOBOIO pa3BUTUS, KOTOpas
CNoCco6CTBYET MHTErpaLumm B MUPOBOE
ob6pazoBaTefibHO-MHDOPMAaLMOHHOE
NpocTpaHCcTBO. Havano aTon nporpamme
Obl10 NosioXKeHo B 1991 roay B
LLBenuapmn Ha MexxnpaBUTENLCTBEHHOM
cUMno3nyme, rae paccMmatpmBanucb
BOMNPOCHI pa3paboTKM 00LLEEBPONENCKUX
KOMMNETEHLNN BnageHus 93blkom. C
2001 roga nony4mn pacnpoctpaHeHue
EBpoOnencKkmin 936lKoBOKW NOpTdEnb,
NO3BOJISIOLNIN OLLEHMBATb A3bIKOBbIE
3HaHuWs No BMAAM pPeYeBOn AedTENbHOCTH
no 6 ypoBHaM. [TpeanocblIKon pa3paboTKe
EBpOMencKoro 93e6lKOBOro noptdens
NOCNY}WNo pa3Hoo6pasne MeToaMK,
Y4€OHMKOB, Y4E€OHbIX M1AHOB, CUCTEM
ob6pasoBaHug 1 T.N. B EBpone, oTcyTcTBUE
cucTteMHocCTH [4].

Llenblo ctaHaapTa aBAseTCS
MHOMOSA3bI4YHOCTb KaXAoro, lydllee 3HaHne
WMHOCTPaHHbIX A3bIKOB, 60J1ee fierkas
KOMMYHWKaLNS N MHTErpaums B MMPOBOE
o6paszoBaTe/ibHOe NPOCTPaHCTBO,
ycuneHne mobunbHOCTU U COTPYAHNYECTBA,
06010/IHOE NOHUMaHKE U pas3pyLleHne
CTEPEOTUNOB.

B KasaxcTtaHe ypoBHeBasi MOJ€eSb
MHOSA3bIYHOro 06pa3oBaHMa Hallna CBOe

OTpaxeHue B cneayowmx HopMaTUBHbIX
[IOKymeHTax [5, ¢. 12].:

— KoHuenuusa pasBuUTnsg MHOSI3bIYHOMO
o6pa3oBaHus PK, KoTopas asnsetcs
HaY4YHO-MPaKTUYECKUM, METO10/IOTMHECKUM
[IOKYMEHTOM, onpeaensioumnum obLLyo
cTpaTeruio, Lenu, 3aga4u, ypoBHH,
cofepraHne U OCHOBHbIE HanpaBieHus
pasBUTUSA MHOSAZLIYHOIO 06Pa30BaHMS,
HanpaBfieHa Ha KayecTBeHHOoe
06HOB/IEHME OTEYECTBEHHOIO
MHONA3bIYHOro 06pa3oBaHMs U NOATOTOBKY
B 9TOM 061acTn NnpodeccroHanbHbIX
KaapoB, KBaMMdULMPOBAHHO OTBEYAIOLWMX
06LLEMNPOBLIM CTaHaapTaMm;

— [ocynapcTBEHHbIN 06LEe06593aTeNbHbIN
CcTaHaapT o6pas3oBaHus PK ang A3bIKOBbIX
cneumanbHoCTEN;

— TunoBble y4ebHbIE NPOrpamMmbi
(ncuxonoro-nefarorMyeckui, TEOPETUKO-
13bIKOBOW, 6a30BbIM A3bIKOBOW MOAY/M) MO
cneumanbHOCTAM ;

OCHOBOW YPOBHEBOW CUCTEMBI
SIBNAETCS 3/IEMEHTapPHbIN YPOBEHb —
«ypoBeHb BbiXnBaHusa» (Al). lanee ot
YPOBHS K YPOBHIO YMEHUS N HAaBbIKK

M3y4aloLero MHOCTPaHHbIM (HEPOLHOWN)
f13blK pa3BuBatoTCH, NPUBAMIKAsa ero K
npoasuHyToMy ypoBHt0 (C1) [6]. BeHuaeT
3Ty NMpamMuay YpOBEHb «BNnajgeHue B
coBeplueHcTBe» (C2). Neparoram BbicLEN
LLIKOSbl HEA3BIKOBOMO BYy3a Nnpouecce
06yyeHuns NnpodecCUoHaNbHbIM 3HAHUAM
Ha HEPOAHOM f13blKE HEBO3MOXHO HayaThb,
€C/I1 MEPBOKYPCHUKM HAaxXoasaTCs Ha ypoBHE
A1-A2[7, c. 25]. OnpeneneHne ypoBHS B
Ka)XOM KOHKPETHOM C/ly4ae 3aBUCUT OT
pes3ynbLTaToB BXOAHOIO TECTa, KOTOPbIN
NPOBOAMTCS A0 Hayana oby4yeHuns. MpuHATo
CTaBWTb 3adadvy NOATSAHYTb CTy[AeHTa 3a
nepBblr rog 06y4eHns B HEA3bIKOBOM BY3€e
X0TS 6bl 40 YpoBHSA B1, ¢ TeM, 4TOGLI €ro
3HaHWM B 061aCTU NEKCUKN U TPaMMaTUKK
Oblf10 JOCTATO4HO 4719 BOCNPUATHS
6onee CNoXHOro Matepuia B paMmKax
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BblGpaHHON creunanbHocTn. Kpome
TOro, HE06X04MMO COBEPLUEHCTBOBATH
HaBbIKW NEPBOKYPCHUKOB B MHOA3bIYHOM
0o6LWeHnn B Te4EHME NepPBOro roaa
06y4yeHus B By3e ellle M NOTOMY, Y4TO
3HaHMW NpodeccrMoHabHOro xapaxkrepa
B 9TOT NEepPUOA Yy HUX HEAOCTaTOYHO.
3HaHu4, NONY4EHHbIE Ha 3aHATUAX

Mo MHOCTPaHHOMY S13bIKY B paMKax
crneumanmMsalnm, He MOryT 6bITb MOHLIMU
B CM/ly OFrpaHUYEeHHOro BPEMEHHOIO (KaK
npaBwWJIo, B HEA3bIKOBLIX By3ax y4eOHbIN
nnaH gns ctyaeHtoB 1 Kypca npeanonaraet
Mo MHOCTPAHHOMY SA3bIKY Harpysky

B npegeniax 3-X 4acoB B Hefento), a
TaKe B CUly TOro, YTO NpenogaBarenu
MHOCTPaHHOIO Si3blKa HEAOCTATOYHO
rNMy6OoKO 3HAIOT «HyOoW» NpeaMerT (T. €.

He o6n1ajatoT O6WNPHLIMKY 3HAHUSMU B
06/1aCTh IOPUCTIPYAEHLNN, IKOHOMUKMH,
KyNbTypbl U T. A.).

YpOoBHEBbLIN NOAXOA K 0B6YYEHUIO
MHOCTPaHHbLIM i3blKaM B paMKax
npodeccnoHanbHOM NOArOTOBKU MMeeT
PS4 NONOXKMUTENbHBIX XapaKTEPUCTUK,
Hanpumep: YeTKOe NOHUMaHMUE KOHEYHbIX
Lenen 4na Kaxaoro u3 ypoBHeN BliafeHuns
MHOCTPaHHbLIM A3bIKOM; OBy4eHue
npodeccnoHanbHOMY aHINTIMUCKOMY MOXET
ObITb HAYaTO HE TOJIbKO C YpoBHS B,

HO ¢ N1t060ro Apyroro 6051ee BbICOKOrO,
TaKXe, KaK 1 3aKaH4YuBaTbCA N06bIM
APYr1MM; BO3MOXHOCTb 06ecrneyeHuns
npeeMCcTBEHHOCTH 0BY4YEHNS;
NPO3PavyHOCTb U OO BLEKTUBHOCTb
OLleHUBaHWA 3HaHWI CTYAEHTOB BHYTPU
KaXK0oro ypOBHS; UCMNOJ/Ib30BaHWe
ayTEHTUYHOIO y4e6HO-METOAUYECKOrO
mMaTtepuana [8].

HecomHeHHO, ypoBHeBas
cucTeMa B paMKax MHOSA3bIYHOM
npodeccrnoHannsaLmm JomKHa oTparkartb
ycrnex Kaxkaoro CTyaeHTa Ha NpoTaXeHUn
BCEero nepunoa o6y4eHnss MIHOCTPaHHOMY
A3blKy. 3ada4va negaroros B 3Tom
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cllydae 6yfeT 3aKkto4aTbCs B TOM, YTOObI
M3Ha4asibHO NPaBWJIbHO ONpPELENUTb
YPOBEHb BflafleHNst MIHOCTPaHHbIM A3bIKOM
KaxX4oro crtyaeHTta; chopmMupoBatb

(MO BO3MOXHOCTH) rpymnnbl TaKUM
06pas3om, 4YTOObI CTYAEHTbI CXOXErO
YPOBHS 06y4anucb B OQHON rpynne
(moarpynne); 03HaKOMUTb CTYAEHTOB

C CUCTEMOW YPOBHEN M COBMECTHO
onpeaennTb BEKTOP UX MHAMBWUOYaNbHOIO
f13bIKOBOIO Pa3BUTUS, YETKO NOHMMATb
HanpasfieHne NHOA3bIYHOTO Pa3BUTUA B
rpynne (noarpynne) ¢ Lenbto JOCTUKEHUSA
MaKCUMaJsibHO BbICOKUX PE3Yy/IbTaToB Mpwu
nepexone ¢ 0O4HOro ypoBHS Ha 4pyrowu;
NMOOLLPATL YCKOPEHHOE MPOABUKEHUE

B paMKax ypOBHEBOW CUCTEMBI M 0CO60
Oflap€eHHbIX B A3bIKOBOM MJlaHe CTYAEHTOB
nepeBoAuTb B rpynnbl NPOABUHYTOrO
YPOBHS (MCUXONOTMYECKUE acreKTbI
JaHHOro BMaa noolpeHns éyayT
MOSIOXMUTENBHO BNIUATL HA MOTUBALIMIO HE
TO/IbKO 3TOr0 CTyAEHTA, HO U OCTaNlbHbIX
06y4aeMblXx); aKTUBHO y4acTBOBaTb

B CO3[aHWu U pa3BUTUM TBOPHYECKO-
13bIKOBOW cpefbl By3a [1 c. 267].

Taknm o6pa3om, roBops o
LL,enecoobpa3HOCTU UCMONb30BaHUA
YPOBHEBOIO NOAX04a K 06y4YeHUto
MHOCTPaHHbLIM A3blKaM B By3e B pamMKax
npodeccrnoHanbHON NOArOTOBKMY,
crefyet OTMETUTb, YTO ero CTPYKTypa,
N3MepPUTENbHbLIN MHCTPYMEHTaPUN
M UCMONb30BaHWE Ha NPaKTUKE yKe
HapaboTaHHbIX MaTepuanoB AaeT YETKYIO
KapTUHY NepemMelLeHNs n3y4atoLLero
WHOCTPaHHbIN 93blK U3 HaYanbHOM
TOYKM A B KOHEYHYI0 TOUKY B. Kaxabii
negaror Jo/mKeH 6biTb 3aMHTEPECOBaH B
NMOSIHOLLEHHOM, OCO3HaHHOM, rPaMOTHO
BbICTPOEHHOM MapLpyTe nepeaBuKeHns
CTyleHTa B 3TOM A3bIKOBOM MPOCTPaHCTBE
[9, c. 83].
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BHenpeHWe faHHOW MOJETN NMOMOXET
3Ha4YUTENbHO 06JIEMYUTb OCYLLLECTBIEHME
KOHTPOAS nporpecca o6y4atoLwmnxecs ¢
npUMeHeHnem 6anbHO-PENTUHIOBOW
CUCTEMBbI, OLLYTUMO MOBbICUTb MOTUBALIMIO
CTYAEHTOB K U3Y4YEHUIO AUCLIUMNUHDI B
pe3ynbrate BO3MOXKHOCTM MOArOTOBKM
K MeXyHapoHbIM 3K3aMeHaM U
NONy4YeHUs MPECTUKHOIO MEXAYHAPOAHOrO
cepTudUKaTa, a TaKKe obneryaercs
KOHTPOJ1b KayecTBa npenogasaHua [11, c.

AucKyccum

B pamkax «Common European
Framework of Reference (CEFR)
“KoMMeTeHUMN” oNpesenstoT KyJIbTYPHbIN
KOHTEKCT GYHKLMOHUPOBaHUS
A3blKa, a TaKXXe YPOBHU BlaJeHNs
A3bIKOM, YTO NO3BONAET GUKCMPOBATb
AOCTUXKEHWS M3YyYaloLLEro A3blK B
MaTtepuanos, yHeOHUKOB U T. [I. B paMKax
06LLLEEBPONENCKOro NPOCTPaHCTBA.

“KomneTeHuUMn” B IOCTYNMHOM U MOHATHOM 102].
dopMe onpenensioT Te4eHne Bcen
*U3HU. OHU TaKKe cly>KaT OCHOBOM 3aknouyeHue

ANs pa3paboTKK y4eBHbIX MPOrpamm,
3K3aMeHaUMOHHbIX, YHeM HEOBXOAMMO
OBJlafleTb U3yyatloweMy A3blK, YTOObI
MCNonb30BaThb €ro B LeNsax obueHus,
a TaKXXe KaKue 3HaHUA 1 yMeHuUs
€My Heo6Xx04UMO OCBOUTb, YTOObI
KOMMYHWKaLMs 6blia ycnewHon. Takum
06pasom, npeanaras ooLyo OCHOBY A1
4YEeTKOro ONucaHus Lenewn, coaepaHus u
METO/0B, «KOMMETEHLMN» CMTOCOBCTBYIOT
NpPO3payHOCTU KYPCOB, NPOrpamMm u
KpUTEPUEB OLUEHKW» [2, c. 1].

[aHHas mofenb COOTBETCTBYET eAUHbIM

Takum 06pa3oM, NepPCneKTUBLI
MCNONb30BaHUSA IaHHOW MOJIENN B By3€e
NpeacTaBnAoTCS NONOKUTENbHbIMMU,
YTO MOATBEPKAAETCS ee COOTBETCTBUEM
COBPEMEHHbIM TPEBOBAHUAM K BbICLLEMY
06pa3oBaHuto, 3GHEKTUBHOCTbIO
€€ MCMNOJ/Ib30BaHu1s A1 NOBbILIEHUS
KadyecTBa npenojaBaHns MHOCTPaHHbIX
A3bIKOB. HeManoBaXKHOe 3HayYeHne
UMeeT TOT PakKT, YTO KOMMYHUKaTUBHas
KOMNETEHLMUS, MOATBEPHKAEHHAS
MeXAyHapoaHbIM cepTUdUKaToMm,
npeaocTaBngeT MHANBUAY abCONOTHYIO

€BPOMNEeNCKMM cTaHaapTaM 1 No3Bonsier
NpeaocTaBuTb CTyAEHTAaM BO3MOXHOCTb
BbICTPaMBaHUS TPAEKTOPUN U3YYEHNS
MHOCTPaHHOTO A3blKa, OTBEYaloLWEN MX
YPOBHIO, MUHTEPECAM M 3anpocaMm, oHa
TaKyKe No3BONSET MOBbLILIATbL YPOBEHb
BNageHUs MHOCTPAHHbIM A3bIKOM
HenpepbLIBHO 1 NOC/ea0BaTENbHO

Ha BCeX TPEX CTyMNeHsX BbICLLEro
06pa3oBaHus: B 6akanaBpuare,
MarucTpaType U JOKTOpPaHType, Y4To
HaxO0AMTCH B YETKOM COOTBETCTBUMU

C rpajlaumen ooLWeKYNbTYPHbIX,
061enpodeccnoHanbHbIX,
npodeccroHanbHbIX U YHUBEPCaNbHbIX
KomneTeHunn [10, c. 163].

cB06O4Y B MMPOBOM MPOCTPAHCTBE

ans y4e6Hom, npopeccuoHanbHOM Un
Hay4YHOM LEeATENbHOCTU U MO3BOJIAET
npodeccunoHany ntobon cneLmnanbHOCTH

yCnewHO KOHKypupoBaTh Ha rnobanbHOM

pblHKe Tpyaa.
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3.1l. MakaxaHoBa
T.K. XKypeeHos ambiHOarbl Kaszak ¥nmmblK eHep akaleMusichbl,

Anmamei, KazakcmaH

CTYAEHTTIH WET THAIK K¥3bIPETTUIINIH KAJILINTACTBIPY KOHTEKCIH/E OKbITY/IbIH YX9HE
XANBIKAPAJBbIK CTAHAAPTTAP AEHTEAIHIH YATICI

AnpaTrna

MaKana afbl/iLlbIH TiNiH OKbITYAbIH KON AeHrenni aficTepiHiH TMiMAainiriH 6aranaHablpyra 6afbiTTanfaH. OKy
YPAICIHAE aFbUIWbIH TiNliH OKbIN YAPERY, TeCTiney, CTYAeHTTEPAIH AeHreniHe CanKec TonTapabl KanbinTacTbipy,
OKbITY OJbIH KYPacTbIpy aHe KeM6puak cepTudUKaTbiH any apKblibl XxalblKkapalblK eMTUXaHaapFa
KaTblCa OTbIpbIN, AEHrenai ofaH api aenenaeyai kapacTblipaabl. COHbIMEH KaTap, MaKanaa »ofapbl 6ifliMHIH,
GapnblK AeHrennepinge: 6akanaBpuat, MarucTpaTypa »oHe AOKTOPaHTypaHblH, MaKkcaTTapblH, Ma3MYHbIH
*oHe 6aKblnayabl aHbIKTay YLWiH GipblHFan eyponanbiK Tin AeHreriHiH, WKanacblH KoagaHy MyMKiHAIKTepi
KapacTblpblnagbl. 3epTTeyaiH HoTUKeci 60MbIHWA, OCbl MOAENbAIH KeNleci apThiKLWblIaKTapbl aHblKTanbl:
OKYyLUbINaPAblH bIHTANbIbIFBIH @PTTLIPY, MaKcaTTapibl, Ma3MyHAbI, OKbITYAbl }XoHe OKy MaTepuangapbliH
XanblKapasnblK CTaHAapTTapFa CoOMKec KenTipy. Kacibu oKbITyAblH WET Tifi peTiHAe WeT TiNAepiH OKbITyAafbl
OEeHrenniK Tocin 6ipkaTap XafbiMAbl KAcUeTTepre ue, Mblcanbl: WET TiNiH MeHrepyaiH apbip AeHreniHe
apHanfaH TYNKINiKTI MakcaTTapbl HaKTbl TYCiHY. KaCinTiK aFblIWbIH TiliH OKbITY TeK B1 AeHreniHeH emec, Ke3-
KenreH 6acka aeHrenaeH 6acrayra, COHAan-aK Ke3 KenreH 6acKa AeHrenmeH asKrayra 6onagbl; OKbITY/bIH,
Y34iKCi3AiriH KamTamachbI3 eTy MyMKIiHZIr; ap AeHrenge cTyaeHTTepaid 6iniMiH 6aranayablH allbIKTblFbl MEH
OOBEKTUBTINIT; WhIHaWbl OKy-a4icTeMENiK MaTepuaniapabl KongaHy MyMKIHAIKTEPI KapacTblpbliFaH.

Tipek ce3paep: LWeT TiNAepi; Ky3blpeTTinik; Ken AeHrewnni Tocin; Xannbl eyponanbiK pebepeHc Heriai

Z. Makazhanova
T. Zhurgenov Kazakh National Academy of Arts,
Almaty, Kazakhstan

LEVEL MODEL OF TEACHING AND INTERNATIONAL STANDARDS IN THE CONTEXT OF FORMATION
STUDENTS’ FOREIGN LANGUAGE COMPETENCE

Abstract

The article aims to assess the efficiency of multi-level approach to teaching English as a foreign language
being implemented in the educational process, which involves placement testing, collecting groups
according to students' level, building up a course and confirmation of the level through passing international
examinations with the possibility of collection prestigious Cambridge English Language Assessment
certificates. The article considers the use of CEFR (Common European Framework of Reference) to determine
objectives, content and means of control at three levels of higher education: bachelor, master, postgraduate.
As a result of the study, the following advantages of this model were revealed, such as increasing students'
motivation, bringing goals, content, learning assessment and teaching materials in line with international
standards, the possibility of external monitoring of teacher performance. The level approach to teaching
foreign languages in the framework of vocational training has a number of positive characteristics, for
example: a clear understanding of the final goals for each of the levels of proficiency in a foreign language;
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Professional English training can be started not only from level B1, but from any other higher level, as well as

to end up with any other; the possibility of ensuring the continuity of learning; transparency and objectivity of

the assessment of students' knowledge within each level; use of authentic teaching materials.

Key words: foreign languages; communicative competence; multi-level approach; Common European

Framework of Reference (CEFR).
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Kypmanranues A. Y. !

!'Kasaxckas Hauuonasnbnast Akanemust Hiekycers
umenn T.K. JKyprenosna,
(Anmartsl, Kazaxcran)

KOMMbIOTEPHOE MbILWWJIEHME

AHHOTaAuMA

KOMIIbIOTEPHOE

MbILUJIEHHUE

CoBpeMeHHbIN MUp, rae NOBCEMECTHO NCMOJIb3YIOTCA BbICOKME TEXHONIOTMU, NPeabABIAET K NOABNAIOLWLNMCA

3aja4aM HOBble NOAXOAbl M CNOCOObI MX peLleHus, BKIoYasa U 0CBOEHUE HOBOro dyHAaMeHTanbHOro Tuna

MbILLEHNS, KOTOPbIN Ha3blBAETCH BblHMCAUTENbHBIM UM KOMIMbIOTEPHBLIM MbllLIEeHeM. HecmMoTps Ha

TO, YTO KOMNbIOTEPY NepefaeTcq peeHne MHOTo4YNCNEHHbIX BbIYUCTUTENbHbBIX U aHaTMTUHECKUX 3aaM,

60NbWNHCTBO CMNELMANUCTOB B CBOEW eXXeHEBHOM paboTe NCNONb3YIOT HaBblKM MMEHHO KOMMbIOTEPHOIO

MbILWAEHUS. BO MHOMMX CTpaHax HaBblKaM KOMMbIOTEPHOrO MbIWAEHUS HavYanu o6y4aTb yxKe B HavalbHOM

WwKose. B 6yaywem ato gact MM 60/bLlIoe NPeMMyLLECTBO B OCBOEHWKU BbiIGpaHHOM UMK npodeccun. B aton

CTaTbe paccMaTpmnBatoTCA NONOXKUTENIbHbIE U OTPULIATENIbHbIE @CMNEKTbI 3TOI0 AB/IEHUA, BIUAOWNME Ha U3Hb

Yye/loBEKa M ero YMCTBEHHYIO AeATENIbHOCTb, YTO B KOHEYHOM UTOre CKa3blBaeTCs Ha ero o6pase XU3Hu.

KnoueBblie cnoBa: HGOPMaLMOHHO-KOMMYHWKALMOHHbIE TEXHOMOMMKU, KOMMbIOTEPHOE MblLUNEHNWE,

Bbl4YUC/TUTE/IbHOE MblLUIEHKE, VICKyCCTBeHHbIl;I MHTENNEKT.

CerogHsalHee Bpems, KOTopoe
XapaKTepu3yeTcs ObICTPbIMY TEMNAMM
pa3BUTUSA BO BCEX 06/1aCTSX HENOBEYECKOM
*W3HU, HE 06XOOQUT CTOPOHOM U CUCTEMY
ob6pas3oBaHus. CneymanucTel B chepe
o6pa3oBaHuWa npeanaratoT HOBble METObI
B 00y4eHUU U pelleHnn 3aay. 3a obpa3sel

OHW NpeanaratoT B3Tb KOMMbIOTEPHbIE
anroputMbl. Ho HeaOCTaTOYHO GbiTh
KBaNMOULMPOBAHHLIM NONb30BaTENEM
KOMMbIOTEPHBIX MPOrpaMM U MHTEPdENCOB.
MMaBHbIM 3[1€Cb CTAHOBMUTCS YETKOe
NMOHUMaHWE NTOTUKKM, KOTopasi CTOUT

3a 3TMMM nporpammamu. OTcoaa u
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BO3HMWKaET MHTepPEeC K KOMMNbIOTEPHOMY UK
BbIYUC/IUTENbHOMY MbILLIEHWIO.

[MpocTo MbilWNneHWe — aTo dopma
YMCTBEHHOW EATENbHOCTH YENOBEKA,
CBfi3aHHas ¢ No3HaHWeM peasnbHOK
JenCcTBUTENBHOCTHU. BocnpuHnumas
OKpYXaloLLyto 1eNCTBUTENbHOCTD,
4yesloBEK NO3HaeT NpeaMeThbl U 9BNeHns
BO BCEM MHOr006pa3nn UX CBA3EN,
KOTOpble MeXay HUMM cyllecTBYOT. OgHO
BOCMNPUATUE KaKoro-1Mbo o6beKTa elle
He aKTUBU3UPYET MPOLLECC MbILLIEHUS.
Korga yenoBeK Ha4MHaET gymatb O ero
CTPOEHUN, Ha3HaAYEeHWN, CTPOUTb CBSA3MU
Mexay NpuinHamMun u cneacTBUAMM,
yCTaHaB/MBaTb LieSIn U CpeacTBa Ux
AOCTUXKEHMS, TONbKO TOrAa HauyMHaeTcs
MbICNIUTENbHAsA AeaTeNbHOCTb. HenoBek
CTPEMMUTCS Y3HaTb TO, YTO MOKa eMy
HEW3BECTHO WU YINyOUTb CBOM
NOBEPXHOCTHbIE 3HAHMUS O YEM-TNGO.

KomMnbloTepHOE MbILLSIEHWE HACTOIbKO
BaKHO, YTO BO MHOIMMX CTpaHax ero
npenoaatoT B cpefHux WKonax. OHo
JaeT 60/1blIoe NPENMYLLECTBO HE TONbKO
TEeM, KTO paboTaeT Ha KOMIMbloTepPax, HO
W JIIOAAM MHOTUX APYrnX Npodeccun,
No3B0/ISiS «HE TOJIbKO BbICKa3bIBaTb
6nectalme naeu, Ho 1 BonoLwaTb UX B
peanbHOCTb» [1].

MeToabl

TepMHUH «KOMMNbIOTEPHOE
(BbIYMCIUTENIBHOE) MbILLIEHWE» MOABUIICA
B 1980 rogy. Ero BBen cneyuanuct
no pa3paboTKe MCKYCCTBEHHOIO
WHTenneKTa goktop Cenmyp lMNannept
13 Macca4yceTCKOro TeXHOJI0rMYeCKoro
MHCTUTYTa [2]. HO cam cTuib aToro
MbILUNEHMS CYLLLECTBOBA JaBHO, a cTas
LUIMPOKO pacnpocTpaHATbCs Npu co3aaHnm
nepBbIX 3N1EKTPOHHO-BbIYUCIUTENbHbIX
MawwuH. C pa3BUTMEM TEXHUYECKUX U
nporpaMMHbIX CPEACTB paclnpPAoch
M KONMYECTBO pellaeMblx 3agay, 4Tto
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NPMBOAMIIO K HOBOMY COAEPHKAHUIO U
CMbICNTIOBOMY HaMo/IHEHUIO MOHATHUS
BblYNCIUTENTBHOE MM KOMMbIOTEPHOE
MblLUIEHHKE.

OaHO 13 onpeaeneHni aToro
TEPMUHA clieflytolLLee: KOMMbOTEPHOE
WX BblYUCINTENIbHOE MbILWIEHME — 3TO
MbICNIUTENIbHbIE NPOLECChl, y4acTByloWme B
NOCTaHOBKE Npo6aemM 1 NpeacTaBNeHUM KX
peweHus B dopme, KoTopas MOXKeT ObITb
3QPEeKTMBHO peasnin3oBaHa ¢ NoOMOLLbIO
yesloBeKa Ui komnbototepa. OHKM TECHO
CBS13aHbl ¢ NPO6/EMaMM MCKYCCTBEHHOIO
WHTEeNNIEKTa, KOTOPbIE O4YEHb CIIOXHbI.

YenoBeKy CBOMCTBEHHO 0ObI4HOE
MblLLIEHWE, OHO /151 HEro ABNSEeTCH
NPOCTbIM, HEXENN TBOPYECKOE, KOTOPOE
ABNAETCA /19 HErO 60Nee CMOXHbIM. A
N9 KOMNblOTEPa, HA0BOPOT, TBOPUYECKOE
MbllLeHne 6onee NPoCcToe, YEM 0ObIYHOE.
MNoaTomy Npo6aeEMbl NCKYCCTBEHHOIO
WHTeNeKTa 6yayT pelleHbl elle COBCEM
HE CKOpPO, TaK KaK CpaBHUTENbHAS
CIIOXHOCTb pa3HbIX BUAOB MbILLIJIEHUSA
N9 KOMMNbIOTEPA M YeNoBEKa AB/SETCS
HEeoJMHaKOBOMW.

He cneayet aymathb, 4TO KOMMbIOTEPHOE
MblLLIEHWE — 3TO «TO, KaK AymatoT
KoMnbloTepbl». na ntogen — ato Habop
pa3HO06pa3HbIX YeN0BEeYECKUX HaBbIKOB
N9 pelweHuns 3aaad nboro suaa. ng
NPUOBPETEHUS 3TUX HABBLIKOB Hal0
XOPOLIO NOHMMATb, KaK NpoucxoasT
BblYMCNIUTENbHbIE MpoLiecchl. Ho U
HaBbIKM TBOPYECKOIO MbILLIEHUS, YMEHME
paboTaTb B KOJITEKTUBE, YETKO NOHMMaTb
N 0OBACHATb CYyTb NOCTABNIEHHON 3a4a4n —
BCe 3TO TaKXe BaXHO M HEO6XO0AMMO.

KomMnboTEPHOE MbILLIJIEHWE UCNONL3YET
3N1IEMEHTbI U IPYrMX TUMOB MblLWIEHUS,
TaKMX KaK MaTeMaTMyecKoe 1 Hay4yHoe.

Ho ero ocHOBY COCTaBNSAOT KOHKPETHbIE
HaBbIKW: CMOCOOHOCTb MbICIUTb NOrMYECKHU
W anropuTMMUYECKU, YMEHME Hax0anTb
3pdEKTUBHbIE CNOCOOLI peLleHns 3aaau.
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KBannounumpoBaHHOE UCNONb30BaHUE
KOMMbloTepa AaeT BO3MOXKHOCTb
06benHUTb BCE 3TN pa3HOObpasHble
HaBblKWU. Bce oHM BMecTe dopMUpYIOT
HOBbI MOLLHbIM TUM MblLUIEHUS, KOTOPbIX
MeHseT mup [1].

[na 0OCTUXKEHUS NOCTaBNEHHbIX Lienen
Nto60oN YeNnoBeK BHavase naaHupyet
CBOM OENCTBUS, a 4151 3TOro He06X04AMMO
ncnonb30BaHWe B TOM WU UHOM BUAE
KOMMNbIOTEPHOIO MblluneHns. OHO
NO3BOJISET U36€EXKaTb BCEBO3MOMHbIX
OWNBOK, KOTOPbIE B KOHEYHOM CHETE MOTYT
060MNTUCHb OYEHb AOPOrO.

«[1N KOMMbIOTEPHOIO MbILLIIEHUS
XapaKTepHbl cneayloume YeTbipe NpuHLMna
WNu wara:

— JeKkoMno3nunsa — aTo pasduneHune
C/IOXKHOW 3aja4u Ha OThe/bHble, 6onee
npocTble, 3ajauu.

— BbligeneHune natrepHOB — 3TO NOUCK
N ONpefesiEHNE CXOXUX 3JIEMEHTOB B
npocTbix 3agavax. OHM nomoratoT 6onee
3DDEKTUBHO peELLUTbL 06LLYyI0 3adady.

— A6cTparmpoBaHue — aT0
$pOKycnpoBaHue Ha rnaBHbIX AeTansx u
Ba*KHOM MHbOPMALIMK U UTHOPUPOBAHKE
BTOPOCTEMNEHHbIX.

— 3anuck anropuMtMma — 370 3anuchb
nowaroBbIX MUHCTPYKLWI, A5 peLlEeHUs
3aja4vu, KoTopble MOryT OblTb NPOYUTaHDI
N NOHSATLI KOMMNbOTEPOM. OHU MULLYTCSH Ha
OCHOBE MHbOpPMaLMK, NOJIy4HEHHOM B Xo4e
BbIMOJIHEHUS MEPBLIX TPEX LLAroB.

[Nocne co3gaHng anropmutma
BbIMOJIHAETCH MOUCK OLIMBOK U KX
ncnpasieHue.

MMeHHO TaKoM Noaxoj K peLlleHuto
3aja4y COOTBETCTBYET NPUHLUMMNAM
KOMMbIOTEPHOTO (BbIYUCIUTENIBHOTO)
MblLWNeHUs» [3, c. 224].

PesynbraTtbl
0Oco6eHHOCTb HACTOSLLErO BPEMEHMU:
KOMMbIOTEPHbIE TEXHONOINU MPOHUKIU

BO BCe cdepbl HeI0BEe4YeCKOM
AeATENbHOCTU, KaK NpodecCnoHanbHON,
TaK U NTMYHON. N Hall 06pa3 KU3HHU

yXKe HeMbICIMM 6e3 Toro, YToObl Halla
MblCIUTENbHAsA AeATENbHOCTb He
MCMoJib30Bana JOCTUKEHUSA COBPEMEHHbIX
WHHOBALMOHHbIX JOCTUXEHUIM B 061aCTH
MHOOPMaLMOHHO-KOMMYHUKALMOHHbIX
TexHonornn. Komnbtotepbl, MHTEPHET,
COTOBbIE TeNedOHbl, pasnyHble rafKeTbl
— BCe 3T0 MPOYHO BOLWJSIO B HaLLy KWU3Hb.

Monogexb, a B OCHOBHOM UMEHHO OHa,
04YeHb MHOI0 BPEMEHW NPOBOAMT, CHas
3a MOHUTOPOM KOMMblOTepa. Hemarno
Nofen n3yvaet nporpaMmmumpoBaHue,
co3/JaeT cauTbl, pa3dbupaetca B Web-
Av3alrHe, ocBaMBaeT MHOMOYUCIIEHHbIE
KOMIMblOTEPHbIE NporpamMmmsl. 1 camu Toro
He 3aMeyast, HaYMHaloT YXKe MbICIUTb, KaK
KMOEPHETUYECKUI OPraHn3M, a He KaK
4yesI0BEK.

Kaknm e 06pa3oM NposBIseTcs
KOMIMblOTEPHOE MbILW/IEHNE U HACKOJIbKO
OHO MONE3HO And Yyenoseka? PaccMmoTpum
BHavasne MMHYCbl 3TOr0 NPOSIBIEHUS.

[NepBble aNEKTPOHHbIE KaNbKYNATOPbI,
KOTOpble NOSBUINCH B Havane BTOPOM
MOSIOBMHbI MPOLLJIOrO CTONETUS, HACTOJIbKO
YAPOCTUIN KU3Hb MHOMUM JIOAAM, YTO UM
yXKe He TpeboBanoChb CUNLHO HanpsaraTe
MO3IH, AaXKe Npu camblX MPOCTENLLMX
Bbl4YMUCNEHUAX. A fanee NoSBUINCH
eule 6os1ee MOLLHbIE BbIYUCIUTENN —
KOMIMbIOTEPbI, KOTOPbIE CTaNW BbIMOJIHATD
eule 60/blie pa3zHOO6pPas3HbIX BblYUCIEHU
npuv peleHnn NoBCceLHEBHbIX 3aay.

C oHOWM CTOPOHbI — 3TO BPOAE Obl U
XOPOLWO, TaK KaK He HYXKHO TpaTuTb
AparoueHHoe BpeMsi U Hanpsaratb ym
Ha 6ECKOHEYHOE MHOXECTBO CIOMHbIX
WM NPOCTLIX BblYUCNEHWIW. HO € gpyron
CTOPOHbI paboyne U3BUINHBI HALLEro
MO3ra YyMeHbLUaloTCs, N03TOMYy TabnuLy
YMHOXEHWS Ye/IOBEKY 3abbiBaTb He
cnegyer.
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KomnbloTep — 3TO 6LICTPOAENCTBYIOLLEE
3/IEKTPOHHOE YCTPONCTBO, KOTOpPOE
ObICTPO NO3BONSET NONYYUTb PEIYNLTAThI.
Ho 6bICTpOTa coaepUT B cebe n
3NeMeHTbl pUcKka. MOXHO NONy4nTb HE
BCO MHDOPMALMIO MW OHA HE COBCEM
COOTBETCTBYET HalUMM 3anpocam, a
Mbl, MOO6GHO KOMIMbIOTEPY, 6LICTPO
NPUHUMAEM pELLEHME, KOTOPOE MOXKET
OblTb HEBEPHbBIM, U TEM CaMbIM HallK
YCUNUA HE AOCTUIraloT Luenu. A Hago 66110
Obl BK/IIOYNTb YUCTO HYENOBEYECKOEe
MbILLIEHME: NPOaHaNnM3nMpoBaTb NPobIemy
M NOTMYECKMN MOJOWTHU K MPOCMOTRY
NONYYEHHbIX PE3yNbLTaToB.

KomnbloTep N03BONSET NOAYYUTb
MIFHOBEHHbIE OTBETbI HA MHOIME
BOMpPOCbI. Ml 4enoBeK NOCTEMNEHHO K 3TOMY
npuBbiKaeT. Korga 3Toro He NponcxoauT,
OH Ha4YMHAET HEPBHMYATb, MEHSETCS €ro
OTHOLUEHME K OKpYKatoLnMM, 0COBEHHO
B6/IM3KOMY OKPYXEHMUIO, U, B KOHLLE KOHLIOB,
MOXET MPUBECTU Er0 K AENPECCHM.

Henb3ss 060MTU CTOPOHOM U
KOMMblOTEPHbIE Urpbl. OHX N0 pasHOMY
BAUSIOT Ha YenoBeKa. Mrpas B HUX,
4yel0OBEK pa3BUBAET CBOE MbILLIEHHUE.

Ho 3noynotpebnsatb urpamu, o0CO6eHHO
60eBbiMU He CTOUT. OHU HACTONbLKO
BTArMBAIOT YENOBEKA B KOMMbIOTEPHbIN
MUpP, 0COBEHHO MOJIOZOr0, YTO OH BCE
€cB0O6OHOE BPEMS HAa4YMHAET NPOBOANTL 3a
KOMIMbIOTEPOM, @ BCE OCTa/lbHOE nepecraeT
ANs HEro cyulectTBoBath. [osBnsgeTcsa Tak
Ha3blBaeMasl UrpoBasi 3aBUCUMOCTb. «B
J@aHHOM Cny4yae KOMMbOTEPHOE MblLLIEHNE
npeob6nagaeT Hag YeNnoOBEYECKMM, a,

€C/M To4Hee, To y6uBaeT ero. Yenosek
CTaHOBMTCS rpyObiM, yXyallaeTcs ero
NMCUXMYECKOE COCTOSIHME, OH CTaHOBMTCS
HeaJeKBaTHbIM U MOXET Hacunue, ¢
KOTOPbIM CTa/IKMBaeTCs B «<60EBUKAX»,
BbIMIECHYTb B peasibHbIn Mup» [4].

Hanpumep, MHOro KOMMNbIOTEPHbIX UTP,
B KOTOPbIX CTPENSAOT M0 YENOBEYECKUM
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¢urypam. EAMHCTBEHHBLIM MONOXUTENBbHbLIM
MOMEHTOM 3[€eCb ABNAETCH pa3BuUTUE
CKOPOCTH peaKLumn. Ecnm ato u ectb
OCHOBHas Lenb, To Xopouwo, urpan. Ho

B 9TOM C/ly4ae MblllieHre nagaeTt 4o

Hyng. O4eHb XopoLo 06 3TOM CKa3aHo B
OAHOWM M3 NONYNSIPHbIX NOCAOBULL: CUna
€CTb — YMa He Hafo. XOTa U CUIbl 34eCb
HUKaKOM He HYXXHO, OHa BUpTyanbHas.
camoe CTpallHOoe 34eCb — 3TO paspylieHne
HEPBHOW CUCTEMbI YE/IOBEKA.

Jlydwe urpaTb B 06y4aiouime,
pas3BuBalolLMe, MHTENIEKTYallbHbIE U
nornyeckune urpbl. Ho U K 3TUM Urpam
HY>XHO TOX€ NOAXOAWUTb OCTOPOXKHO.
Tenepb 0 NONOXKUTENbHbLIX MOMEHTaX
KOMIMbIOTEPHOIO MblLLUIEHUS.

PasButne nHdopmMaLMOHHO-
KOMMYHUWKaLMOHHbIX TEXHOSIOM UM
nobyXaaeT YesioBeKa NPUMEHSTb MX K

pelweHnto BO3HUKaloWwmnx nepea HUm 3aaad.

byaywero cneunanncta He06xoAMMO
rOTOBWTb, HAYMHASA CO LLUKO/IbHOW CKaMbM,
GOpPMUPYS TaKKe ero yMeHus, KOTopble
BXOAST B cCOCTaB MHOPMaLMOHHO-
KOMMYHWKaLMOHHOM KOMMETEHTHOCTH.
3TN yMEHUS OOMKHbI CPOPMMUPOBATh
CNOCOBGHOCTU MOHUMaHWUSA U MPUMEHEHUS
PyHAaMEHTaNbHbIX BblYUCANTENbHbIX
NMPUHLIMNOB K LIMPOKOMY CMEKTPY
4enoBeYeCKoM AeATe/IbHOCTH.
Ho ogHMX Takux ymMeHu mano. K
HMM Haa0 406aBUTb ONpPEAENIEHHbIN
CTW/1b MbILLUNEHNS, KAKOBbIM ABJISIETCS
KOMMbIOTEPHOE MbILLSIEHKE.
KomnbloTepHOE MblLLIJIEHWE pa3BUBaeT

W YCUIMBAET TaKME KavyecTBa YeoBekKa,
KaK:

—YBEPEHHOCTb NPU NOABAEHNN
CNOXHOCTEW;

—CTOMKOCTb B paboTe ¢ TPYAHbIMHK
3ajla4amu;

—CMOCOBGHOCTb CNPaBAATLCS C
He3aBepLlIEeHHbIMUW 3aadyamu;

—YMEHME NPUCNYLLIMBATLCA K MHEHUIO
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ApYyrux nogen, obuiatbes n pabotaTb €
HUMUW AN JOCTUMKEHUS OBLLEN Lenu.
KomMmnbloTepHbIE Urpbl, O KOTOPbIX
MHOIO rOBOPSIT, HECOMHEHHO GOPMUPYIOT
KOMMbIOTEPHOE MblLWeHWe. PazBuBatolme
KOMMbIOTEPHbIE UTPbl UMEIOT MHOTO
NOSIOXKUTENbHbIX CTOPOH. VX pa3dHoobpasne
NO3BONSET YA0BNETBOPUTL 3aMnpocChl
NPaKTUYECKM TIOBOro Ntobutens
KOMMbIOTEPHbIX Urp. OHM pa3BMBatoT
namsTb, BHUMaHME, TOFMYECKOE U
o6pas3Hoe MbllLEHME, KOTOPbIE, B CBOLO
oyepenb, cnoco6CTBYOT GOPMUPOBAHUIO
TBOPYECKMX HAaBbIKOB. HemanoBaxHoe
3HayYeHMe UMeET pasragKa pasinyHbIX
rosI0BO/IOMOK M (DOKYCOB, COCTaB/iEHNE
KpOCCBOPAOB.

AucKyccuna

KaK 1 BOKpYr BCAKOW KPYNHOW naeu,
BOKPYIr KOMMbIOTEPHOIO MbILUIEHUS
cylulecTByeT 60/blIOE KONIMYECTBO CNOopoB
— 1 NO NOBOAY €ro NPUMEHUMOCTH, U NO
noBoAdy CMbICNIOBOro HanosHeHus. o
60NbLIOMY CHETY — 3TO YMEHME CBOAUTb
CITOXHOE K NPOCTOMY 1 NnNepexoauTb OT
KOHKPETHOIO K abCTPaKTHOMY.

Criopbl y4€eHbIX-KUGEPHETUKOB O TOM,
CMOTYT /I MHPOPMALIMOHHbIE NPOLLECCHI
B HEPBHOM cUCTEME ObITb peanmM3oBaHbl
C MOMOLLbIO 3NEKTPOHHbIX YCTPONCTB
Havyanucb CO BPEMEH CO3aHNs NepBbIX
BbIYUCNUTENbHbIX MalLnH B 40-x rogax
npotwnoro cronetus. bypHole cnopbl 50-x
rogoB HEMHOTO YTUX/W B Havasne 60-x
rofl0B, XOTS Cropsiline CTOPOHbI OCTaNIUCh
Nnpu CBOUX MHEHUSIX, TaK U He nepeybeams
Apyr apyra.

HauunHas ¢ 80-x rogoB Havasncs
crnenyolLnin atan gMcKyccui. Ecnu paHblue
aprymMeHTbl HOCUIIN CKopee GUIOCOPCKNUI
XapaKTep, To cenvac 4oBO/bl cTanu 6osnee
KOHKPETHBIMWU, OHW UCXOOAT U3 peasbHbIX
[OCTUXEHWUIN BblYUCTUTENIbHON TEXHUKM,
nporpaMmMMpoBaHUa U UCKYCCTBEHHOO

WMHTENNEKTa.

Jxnmc PoagmaH bappat —
aMEepPUKaHCKNIN pexxunccep-40KyMEHTaUCT,
aBTOp KHUIM «Halle nocnegHee
N300pETEHNE: UCKYCCTBEHHbIN MHTENNEKT
M KoHel, 3pbl Homo sapiens» nuuer,

YTO «y4YeHbl€ AOCTUIIN UCTOPUYHECKOTO
py6exa! BnepBble 4enoBE4eCTBO
BCTPETUSIOCH C pa3dyMoM 60/1ee MOLLHbIM,
4YyeM ero CO6CTBEHHbIN, — «MCKYCCTBEHHbLIM
cynepuHTennektom» [5, ¢. 118-119].
BbiCKa3biBaHWEe OBOJIbHO CMESoe U
BbI3bIBAET AOMO/IHUTEbHbIM LUKBAN
3MOLNIK, MHEHWIW N OBCYXAEHUN B
noadeprKKy Takon no3uunm astopa. Ho
HEeManoe KoMM4yecTBO Y4eHbIX MPUBOANT
60/bLLOE KOJINYECTBO apryMeHToB,
KOTOpble NO3BOJIAOT CMOTPETL B Byaylliee
C ONTMMU3MOM. Jpa MOJIHOrO rOCMnoACTBa
WUCKYCCTBEHHOIO CyNnepuHTeNNIeKTa —

3TO BCE-TaKM MoKa TeMa nucaresnen-
daHTacToB.

M cerogHs, cnycTa NO4YTK MOSIBEKA,
CnopsilLMe CTOPOHbI Y3Ke NPUXOOaT K
HEKOTOPOMY KOHCceHcycy. «Cenyac genatot
yrnop Ha B3anMoaenCcTBUeE YesloBEKa U
KomnMbloTepa. MalnHe nopyyatoT He BCLO
paboTy LLeIMKOM; OHa COTPYAHUYaEeT C
yenoBeKoM. Kaxabi U3 yHaCTHUKOB 3TOr0
COApYXKeCTBa BbIMOJIHAET T€ 3N1EMEHTHI, B
KOTOPbIX EM0 NPENMYLLECTBO 6GECCMOPHO.
Hanpumep, npu npoeKTMpoBaHuu goma
OLeHUTb yA06CTBO NMIAHUPOBKK CMOXKET
YyesloBEK, a NPOBECTU BCE HYXKHblE
pac4yeTbl — MallMHa. <MalKnHHbIE»

U «4yesiloBeYecKne» atanbl paboThbl
MHOroKpaTHO Yepeaytotcs» [4, c. 118].

MHorue cneuuanucTbl B 061actu
KOMMbIOTEPHbIX HAYK CHUTALOT, YTO HE CTOUT
npeacTaBnATb KOMMNbIOTEPHOE MbILLSIEHWE
KaK HEKYIO CUCTEMY HaBbIKOB, KOTOpas
UMeET NPEUMYLLECTBO MO CPaBHEHMUIO C
6o5ee TpaanLMOHHbIMUY Noaxoaamu. Het
[IOCTOBEPHbIX [laHHbIX, KOTOPblE NoKa3anu
Obl, YTO HaBbIKW NPOrPaAMMMPOBAHUS
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JenatoT ntoaen 6onee KpeatuBHbIMU UK
CNOCOOHbBIMM K pelleHunto 3agay.
Kpowme Toro, gecatmneTns nccnegoBaHum B
chepe 0bpal3oBaHuUs NoKaslasnu, 4To ntobble
HaBbIKM He NepeHocaTca B Apyrue chepbl
aBTOMaTUYECKM.

Ho, TemM He MeHee, oBnageBas
KOMMbIOTEPHbIM MbILLIEHUEM, U
06Wasch C TBOPYECKM MbICIALWUMHU
KOMMblOTEPAMU, YENIOBEK HE JONMKEH
3ab6biBaTb 06 06513aT€N1bHOM COBMIOAEHNH
COOTBETCTBYIOLLEN TEXHUKN 6GE30MaCHOCTH.
Bblaatowmmncsa amepmKaHCKMN y4eHbln,
OCHOBOMOJIOXHUK KWBGepHETUKKN HopbepT
BuHep Ha Bonpoc «CylwecTByeT n
OMacHOCTb, YTO BbIYUCTUTENbHbIE MALLWUHbI
Korga-H1Mbyab BO3bMYT BEPX HAA OAbMN?»
OTBETUN: «TaKas onacHOCTb, HECOMHEHHO,
cyuiectByem [6, c. 319]. NoaTomy
TBOPYECKME 3ala4mn KOMMbIOTEP AO/IKEH
pellaTb TONbKO COBMECTHO C YEIOBEKOM
W Noj PyKoBOACTBOM 4esioBeKa. U
3T0 — MPUHLMUNMANBHO BAXKHO, TaK KaK
CaMOCTOSATE/IbHO MbICISILLMIA KOMMbIOTEP
MOXET NpeacTaBNATb 415 NOJEN OYEHb
60/1bLUYI0 OMAaCHOCTb, 0CO6EHHO TBOPYECKMU
MbIC/ISILLMK KOMMblOTEP.

3axknoueHue

KomnbloTepHOMY (BbIHUCUTENIBHOMY)
MbILWIEHMUIO MOXHO YYUTbCA. BpUTaHCKNK
yyeHblt CTUBEH Bonbdpam B KHUTe
«KaK o6y4aTb Bbl4UCIUTENIBHOMY
MbILLJTIEHUIO?» [7]. paccKa3bIBaET O A3bIKe
nporpammupoaHua Wolfram Language
M NOKa3blBaeT ero BO3MOXHOCTU. ITO
13bIK HOBOIO B1Aa NPOrpaMmMUpoBaHus, B
KOTOPOM MaKCUMasbHO HenocpeacTBEHHO
peann3yeTcs BblYUCIUTENbHOE
(KOMNblOTEPHOE) MbILLEHNKE.
«HoBble TEXHOOMMK, BCTPOEHHbIE B 3TOT
A3bIK, MO3BONSAIOT paboTaTb Ha ropasao
60/1ee BbICOKOM YpPOBHE U 6osblle
COCpenoToOYUTLCS Ha KOMIMbIOTEPHOM
MbILLUEHUWN HEMXKENU NPOCTO
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nporpaMmmmpoBaHum» [7, ¢c. 118].

BmecTe ¢ pa3BUTHEM TEXHUYECKUX
M NporpamMMHbIX CPEeACcTB B 061acTu
KOMMbIOTEPHbIX TEXHONOMMI OJHO3HAYHO
NPOUCXOANT U Pa3BUTUE KOMMbIOTEPHOIO
MbllwneHns. OHo genaet noBceaHEeBHYO
¥U3Hb 60Nee NPoayKTMBHOW, MOMOraeT
4yesloBEKY He OTBNIEKaTbCS Ha MEeNIoYu,

a cocpefotaynBaTbCs Ha peLleHnn
BO3HMKaloLWMX Npobnem bosee
LeneHanpasneHHo [8].

N Halo MOMHUTb, YTO KOMIMbIOTEPHOE
MblLIIEHWE — 3TO CNOCO6 peLleHuns
npo6aem nabMu, a He NonbITKa
OTOXAECTBUTb YENIOBEYECKOE MbILUIEHNE
KoMnbloTepHoMy. JTioam cosgatoT
KOMMNbIOTEPLI U AENAIOT UX NONE3HbLIMU
N 9dDEKTUBHbIMU. Tenepb Mbl pellaem
Te 3aflayu M NpobneMbl, KOTOPbIE HE
MOIN PELWNTb A0 CO3[aHUS ANTIEKTPOHHO-
BblYUCUTENIbHBIX MaLUKWH. Jlioaen He
HYXHO Y4UTb TOMY, 4TOObI OHU Aenanu
paboTy KOMMbIOTEPA, @ HY}KHO Hay4YUTb UX
paboTaTb C KOMMNbIOTEPOM, UCMONb3YS ero
B Ka4ecTBE MHCTPYMEHTA.

Ho, B TO }Ke BpeMms, He HaZ0 ayMaTb,
YTO KOMMbIOTEPHOE MbILLIEHNE — 3TO
KJI0Y K peLlleHunto Bcex npoodnem. Het
HeobX0AMMOCTH 3aCTaBNATb JIIOAEN AyMaTb
TaKXe, Kak KoMnbloTep. 3HaHWe OCHOB
JIOTUKM HUKOrAa He BYAET INLLIHUM, HO
4yesloBEK AOMKEH MbIC/TUTb, KaK YeoBEK.
He Kaabl YeNnoBEK MOXET CTaTb
nporpaMMmncToM UM mateMaTMkoM. Ho B
cucteme o6pasoBaHns LeneHanpaBieHHoe
pa3BUTUE KOMMBbIOTEPHOIO MblLLIEHUS
[IOJI}KHO CTaTb OAHOM M3 BaXHbix 3a4au.
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T. K. XKypeeHoe ambiHOarbl Kasak yrimmbik eHep aka0emMusicbl

(Anmamel, KasakcmaH)

KOMIMbIOTEPJIIK OMJIAY XXYUECI

AHpaTna

Horapbl TexHonorusnap 6apsblK Xepae KongaHblnatblH 3aMaHayy anem nanga 6onatbiH MiHaeTTepre

ecenTeyill Hemece KOMMbIOTEPAIK OMNay Aen atanaTbiH XaHa ipreni onnay TypiH urepyai ycbiHaabl.

KomnbloTepre KenTereH ecentey }aHe Tanaay ecentepiH Lelly 6epifreHiHe KapamacTaH, MamaHaap/biy

Kenwliniri e3iHiH KYHAENIKTi }XYMbICbIHAA KOMMbIOTEPAIK OWNay AaFablnapblH NanaanaHaabl. Kenteren engepae

KOMMbIOTEPNIK OMNay AarablnapbliH 6acTayblll MEKTENTEH 6acTan oKbiTa 6actaabl. bonalwakra 6yn onapra

TaHAafaH MaMaH[blKTapblH nrepyae ynkKeH apTbiKLWbITbIK 6epmeK. by Makanaga agam emipiHe }oHe OHbIH,

aKblN-0M XYMbICbIHA 9Cep ETETIH OCbl KYObI/bICTbIH, OH XaHe Tepic acneKTinepi KapacTbipbiiabl.

KinT ce3apep: aknapatTbiK-KOMMYHUKaLMANbIK TEXHONOIMANap, KOMMNbIOTEPSTIK OMnay, ecentik onnay,

XacaHAdbl UHTENNIEKT.
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COMPUTER THINKING

Abstract

The modern world, where high technologies are widely used, presents new approaches and methods for
solving the emerging problems, including the development of a new fundamental type of thinking, which is
called computational or computer thinking. Despite the fact that the computer is assigned to solve numerous
computational and analytical problems, most of the specialists in their daily work use the skills of computer
thinking. In many countries, computer thinking skills began to be taught already in elementary school. In

the future, this will give them a great advantage in mastering their chosen profession. This article discusses
the positive and negative aspects of this phenomenon that affect a person’s life and mental activity, which
ultimately affects his lifestyle.

Key words: information and communication technologies, computer thinking, computational thinking,

artificial intelligence.
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SERIES AT THE
KAZAKH
NATIONAL

REVIEW

ACADEMY

OF ARTS:

A REVIEW OF
eI 151715 CONVERSATIONS
ABOUT WRITING

E. Howes !
! Coastal Carolina University
(Conway, South Carolina, USA)

JUNE WORKSHOP SERIES AT THE KAZAKH NATIONAL ACADEMY OF ARTS: A REVIEW OF
CONVERSATIONS ABOUT WRITING

Abstract: This is a review of a series of workshops presented by scholars from the United States on
translation, academic writing, and publishing in English-language journals at the Kazakh National Academy
of Arts during June 2018. Written by one of the presenting American scholars, this review outlines our
conversations about writing and teaching with KazNAA faculty over the course of the seminar to explore
critical questions of translation and experiential approaches to publishing research in high-impact journals.

Keywords: composition, pedagogy, publishing, translation

In June 2018, my colleagues Anna specialties with the scholars and teachers
Oldfield, Benjamin Sota, and myself landed we encountered. The workshops included
in AlImaty, Kazakhstan for a month-long presentations and practice in Academic
visit at academic institutions across the Writing, Translation, Publishing in High-
eastern region of the country. We were Impact Journals, Physical Theatre, and
initially invited by the T. K. Zhurgenov Contact Improvisation and Writing. Shortly
Kazakh National Academy of the Arts after we landed we met with the Vice-
and came bearing a menu of writing Rector at KazNAA, Kabyl Khalykov, and
and theatre workshops to share and began our journey through North-eastern

open conversation about our academic Kazakhstan. This review focuses primarily
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on the Academic Writing and Publication
workshops offered at KazNAA, which took
place on June 27, 2018.

The Academic Writing Workshop was
preceded by two full days of workshops on
Physical Theatre, led by our fellow traveler,
Ben Sota. These presentations introduced
aspects of the field of Physical Theatre
to faculty at KazNAA, most of whom
specialized in the performing and visual
arts. The workshops included numerous
exercises, performances, critiques, and
discussions that covered mask work in the
tradition of Commedia dell’arte, practice in

Our next series of workshops asked
our participants to switch gears from the
creation of artistic pieces to alphabetic
expression through analysis of their
scholarly interests, which addressed
Poetry and Translation and Publishing
in English-language Academic Journals.
Anna Oldfield and | were responsible for
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contact improvisation, and an afternoon of
clown. Participants were invited to explore
the physical and emotional dimensions
of movement and pause throughout
these two days, coming together on
campus to play with how the body and
mind communicate together through
performance. The brief and improvised
performances by faculty members over
the course of these workshops were raw,
exploratory, and vacillated from sadness
to joy to wonder in their emotional and
physical journeys (Figure 1,2).

Figure 1 — KazNAA faculty member performing
with Commedia dell’arte mask during workshop,
T.Zhurgenov KazNAA, Almaty. 2018.

this sequence and while these workshops
focused more on traditionally academic
work, we strove to utilize experiential
learning for the participants involved. In
this way, we made it a goal for attendees
to leave the presentations with something
concrete to take back to their writing.
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Figure 2 — Group photo with KazNAA faculty, and students with Oldfield, Sota, and Howes at the
end of the workshop T.Zhurgenov KazNAA, Almaty. 2018.

To begin, Dr. Oldfield ran a session on
the art of translation, calling upon the
poetry of Abai Qunanbaiuly and translation
theorists including Lawrence Venuti. The
lively and rich discussions that resulted
from examining multiple translations
of Abai’s work flipped our workshop
space to honor the linguistic expertise
of participants in working with the
Kazakhstani poet’s literary works. Together,
we highlighted the processes behind
choosing language during translation,
which requires translators to decide
between maintaining rhythmic elements
of a poem or the content expressed by a
writer. In this way, we also discussed the
ethics of translation, which ask us to make
decisions that will follow a work’s life into
other languages as well as other cultures.

During the second half of our day,
we tackled a topic of great interest to

most academics: scholarly writing and
publishing with emphasis on English-
language journals. Many universities
push faculty to share their work in high-
impact venues, increasing the value of
globalizing scholarship and reaching a
wider readership. This kind of publication
is often a part of tenure and promotion for
academics all over the world and can prove
a challenging — and incredibly rewarding
— element of our work. In addition, an
increased interest in publishing in English
is a growing part of Kazakh academic
culture following the nation’s expressed
goals towards trilingualism, including

the Plan of Enhancement of Trilingual
Education of 2015-2016. As interest
continues to grow in reaching English-
speaking audiences, faculty are exploring
new venues for their work, some of

which may hold different expectations of
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writing. This laid the foundation for our
conversations with participants.

When writing for an English-language
journal, we outlined steps to begin a
project, including: 1) selecting a journal;
2) looking at articles in that journal to
determine their tone, audience, and style;
3) identifying submission guidelines and
calls for papers for the journal; and 4)
looking for special issues of a journal
that might be a good match for scholarly
projects. Participants began by reporting
their expectations of academic writing,
responding to the prompts:

— If you are reading an academic article,
what do you expect you will find there?
What form do academic articles take?
What is their content?

— What conventions of writing do you
expect to find? You may even consider
describing what an academic article looks
like? How does it appear on the page?
What elements make up an academic
journal?

— What do you think are differences
between English-language journals and
Russian-language journals?

In response to the first two questions,
participants reported their expectations
of academic writing to include: decisive
and rational claims, clear viewpoint,

a presentation that is interesting and
creative, reporting of information that
moves the field forward, new information
as well as a general picture of the

topic, definitions and incorporation of
terminology and key words, writing that
wrestles with difficult questions, and an
invitation to dialogue or conversation.
They generally felt that articles in English-
language journals were bolder in their
ideas, more global, and longer than those
in Russian-language journals.

The first two prompts framed the
rest of the workshop, as we focused on
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the elements of decisive claims, new
information, and keywords or terminology
in academic writing. These are a few of
the characteristics that make a particular
paper stand out to both journal editors
and targeted audiences. Our goal in the
workshop was to encourage participants to
consider how highlighting these elements
in their writing might sharpen their focus
in the revision process. In this way, we
modeled in our presentation how we
teach writing as well as how we practice it
ourselves.

After our discussion, we completed
hands-on guided exercises, which included
creating an audience map to more fully
flesh out faculty projects and make time
for participants to share scholarship with
the group. To create an audience map,
we first prompted everyone to think about
either a current scholarly project or one
recently completed. Then, they were asked
to write down 3-5 keywords or phrases
that directly related to their project, with
special focus on the ideas that were new
to the field or specific to the project. These
keywords, along with a single sentence
that articulated their purpose in writing,
made up the center of the map, which
they were asked to place in the middle of a
piece of paper and put a circle around. By
distilling a large-scale research project to
a few keywords and a purpose statement,
faculty could see the skeleton of their work
without the weight of the data, artifacts,
or evidence they had collected. It also
encouraged them to look explicitly on what
they hoped to accomplish in their writing,
with attention towards a specific — in this
case academic — audience.

As we began our day talking about
Poetry and Translation, we used this topic
as our common example to create an
audience map in the workshop. Keywords
for this topic, could include the name of
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the poet (Abai Qunanbaiuly); key terms
in translation that analysis focuses on
(diction, syntax, rhyme); and languages
involved in the translation (Kazakh and
English). Additional keywords produced
by the group included consideration of
time period, place, genre, and research
methods, though this list is certainly not
exhaustive. A purpose for this project
might include maintaining important
features of Kazakh culture through the

Poets

N
™~
S

translation process to help international
readers better understand Abai’s poetic
work. From this information — a distilled
summary of the project through keywords
and a sentence explaining the purpose

of the piece of writing — we brainstormed
possible audiences: poets, scholars,
readers in Kazakhstan as well as those in
English-speaking countries, students. The
map looked something like this: (Table 1)

Scholars (translation,
literature, comparative
literature...)

Maintaining important
features of Kazakh culture
through the translation
process to help international
readers better understand
Abai's poetic work

//

///

Kazakh readers; readers
in English-speaking
countres

S

Students

Table I — Audience map of a project translating the work of Abai into English

While most participants had academic
audiences in mind, this exercise develops
multiple publication venues that may
include alternative disciplines or open
scholarship to more general audiences.
For example, an article on translation may
be submitted to a high-impact journal
focusing on Comparative Literature or
Translation Studies. But when we consider
a wider range of audiences, we may also
submit this work to a journal focusing
on the study of poetry, multilingual
classrooms, regional studies, or pedagogy
and teaching translation to students. Each

of these would obviously require revision
from an original text, but our hope was to
provide participants with a broader view of
their work, which we are not always able
to see from the borders of our computer
screens or past the walls of our offices.

A follow-up exercise to the audience
map could include identifying specific
journals or publication venues for each
audience as well as rewriting one’s
purpose the different venues identified.
The benefits of being able to manipulate a
topic within a variety of contexts (audience
and purpose) create appreciation for how
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our scholarly work exists within multiple
spheres of interest and can be framed

in multiple ways for publication. It also
encourages us to stretch our boundaries
as writers and thinkers, even if the pursuit
of these avenues goes no farther than this
exercise.

After participants completed their maps,
they were invited to share their projects
and the results of their workshopping.
Projects ranged from genre analysis
to film and music studies, historical
retrospectives, and cultural explorations
through visual and performance art.
Through the exercise, participants shared
with one another their work, as well as
dedicated time and space to thinking about
a range of possibilities for their writing,

an action that we hope was valuable for
considering how each scholarly project we
create takes on (and can take on) multiple
manifestations to speak to a variety of
audiences and venues.

Our experience with KazNAA was
celebrated our last day with food, drink,
and an exchange of gifts. The abundant
generosity of the University and its faculty,
staff, and students was an incredible
introduction of Kazakh culture for Ben
and me, who had not visited Kazakhstan
before, and a welcome back to Anna, who
had visited previously. We were incredibly
grateful for the opportunity to spend time
with the vibrant artists, scholars, teachers,
and students we met and left with eager
anticipation of returning again soon.

Figure 3 — From left to right, Anna Oldfield, Benjamin Sota, and Emma Howes enjoy a meal in
celebration of their visit. T.Zhurgenov KazNAA, Almaty. 2018.
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E. Xoy3c
Kocman KaponuHa YHusepcumemi (KoHsel, OHmycmik KaponuHa, AKLL)

KA3AK ¥/TTblK OHEP AKAQEMUACBIHAAFblI MAYCbIM CEMUHAPJ/IAPDI:
AKAEMMS/IbIK XATTAP XXA3Y BOMbIHILIA CEMUHAP TYPAJIbl PEBbIO

AHpaaTna

Bbyn 2018 xbingbiH MaycbiM albiHaa Ka3ak ynTTbiK eHep akagemusicbiHaa AKLL Fanbimaapbl aFbliLwbiH
TiniHAeri )ypHanaapra ayaapMa, akageMUsblK xaTTap aHe Makananapbl Xapusnay Macenenepi
GOMbIHLLIA BTKI3reH cemmHapnap cepuscbiHa wony. eTeKli amepuKaHablK FanbiMaapabiH 6ipi xasfFaH 6y
wonypa 6i3aiH Kas¥OA daKynbTeTiMEH OKY oHe cabak 6epy Typasbl cyx6aTbiMbl3 cunatranagbl. COHbIMEH
KaTap, ceMuHap 6apbiCbiHAa ayLapMaHblH CbiIHU MacenenepiH 3epTTey MeH UMMNaKT-haKTopbl }KoFapbl
ypHangapaarbl 3epTTey MaKananapblHblH ToXipubenik Tacingepi ae TankblnaHibl.

Tipek ce3pep: KOMMNO3ULMS, Nefaroruka, XapusaaHbiM, aygapmanap

E. Xoyac
YHueepcumem Kocman KaponuHa(KoHeel, FOxHass KaponuHa, CLUA)

CEPUSl MIOHbCKUX CEMUHAPOB B KA3AXCKOW HALIMOHAJIbHO AKAEMHU UCKYCCTB: PEBbIO
0 CEMMHAPE NO HAMUCAHUIO AKAAEMUYECKUX MUCEM

AHHOTaLMA

370 0630p CEPUM CEMUHAPOB, MPOBEAEHHbIX y4eHbIMU N3 CoeanHeHHbIX LLTaToB no Bonpocam nepesoja,
aKaeMM4ecKoro nnucbma un NyeanKaLnmn B aHINos3bl4HbIX XypHanax B Ka3axCcKon HauuMoHanbHOM akagemum
MCKycCTB B MioHe 2018 roga. B 0630pe, HanMcaHHbIM O4HWM U3 NPeacTaB/iEHHbIX aMEPUKAHCKMUX YUYEHDIX,
onucbiBaeTcs Hallm 6ecefbl 0 MMCbMEHHOW peyun M npenogaBaHum Ha paKkynbteTe KasaHAW. B xoge cemuHapa
TaKKe 06CYyKAanncb U3Yy4eHUs KPUTUYECKMX BONPOCOB NepeBoia U NpaKTUYeCKOro noaxoaa K nyéanKkaumm
nccneaoBaHUM B XKypHanax ¢ BbICOKMM MMMNaKT-GaKTopomM.

KnoueBble cnoBa: KOMMNO3uLUS, negarormka, nyénamkaums, nepesoibl
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Figure 1 — KazNAA faculty member performing
with Commedia dell’arte mask during workshop,
T.Zhurgenov KazNAA, Almaty. 2018.

Figure 2 — Group photo with KazNAA faculty, and students with Oldfield, Sota, and Howes at the
end of the workshop T.Zhurgenov KazNAA, Almaty. 2018.
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~_ hteraturg:.)
\\ //
Maintaining important
features of Kazakh culture
through the translation
process to help international
readers better understand
Abai's poetic work

b

_—
Kazakh readers; readers \
in English-speaking Students
countres

Table 1 — Audience map of a project translating the work of Abai into English

Figure 3 — From left to right, Anna Oldfield, Benjamin Sota, and Emma Howes enjoy a meal in
celebration of their visit. T.Zhurgenov KazNAA, Almaty. 2018.
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