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KAMW/1b CEH-CAHCTIH « CAMCOH MEH OAJTUNA» KESEHAIK TAPUXbI:
METPOMNOJIUTEH-OMEPACbLIHbIH MATEPUAJTOAPBIHA HETISAE/ITEH MYPAFATTbIK,
3EPTTEY TOXIPUBECI

AHaaTtna: Makana Kamunb CeH-CaHcTbiH, «CamcoH meH dannna» («Samson et
Dalila», 1877) onepacblHbIH CaxHa/IblK TAPUXbIHA ¥KOHE OHbIH, Xa/lblIKapa blK OpbIHAANY
[2CTypiHe apHanfaH. 3eptTey Hblo-Mopk KanacbiHaaFsl MeTponoanMTeH onepachiHbIH,
MYpafaTTblK MaTepuanaapbiHa, Operabase xaHe Opéra de Paris nepekTepiHe, COHAaM-
aK OTaH/bIK XKaHe WeTeNaik AepeKkKkesaepre cyeHeani. 3epTrey Maceneci — onepaHbiH,
CaxXHa/iblK MHTepnpeTauManapbl MeH OpbIHAAYWbIAbIK A3CTYPiHIH, 3BOAKOUMACHIH
MY3blKa/IbIKTaHy, TeaTPTaHY }KaHe MaAeHMeTTaHy bl DipiKTIpeTiH NaHapanbIK TyPFblaaH
KelleHAi TanaayabiH 6oamaybi.

I/iCHaMacbl TapUXM-MIAEHU, MYPAFATTbIK MIHEe CaNbICTbIpManbl Tangay
TocCinaepiHe, COHAAM-aK WKOHOrPadUANbIK »KoHe TreHAepnik 3epTTey aaicTepiHe
Herizgeneni. Herisri matepuan peTiHae apuwanap, baraapnamanap, CbiH Makananap,
HOTaNbIK 6acbiNbiMAap *KoHe OpbiHAAYLWbINLIK ASCTYPAIH, AaMyblH OelHenenTiH
BM3yanabl AepekTep nanganaHbingbl. Metropolitan Opera Archives »kaHe Operabase
UMdPAbIK  NAaTGopPManapbiHbiH,  KONAAHbIAYbl  KOWbIAbIMAAPAbIH, reorpapuAachIH
HaKkTblnayfa »KoHe [lanunaHbliH OEMHEeCiHiH facblpAaH acTam  yaKbIT iWiHAaeri
3BONNOLUMACHIH alKbIHAAYFa MYMKIHAIK Bepai.

3epTTey OapbicbiHA@ OMepaHblH, CaxHaNblK TafablpblHAAFbl HEri3ri KeseHaep
aHblKTanabl — XIX facblpAblH, COHbl MeH Kasipri 3amaHfbl Eypona men AKL
KOMblNbIMAapblHa AeniH. «CamcoH meH [Jannna» onepacbiHblH 91€MAIK penepTyapaa
TYPaKTbl CaKTanybl OHbIH, MY3blKaNbIK-APaMasiblK MA3MyHbIMEH KaTap, My3blKaJiblK,
OpMEHTANM3M napaaurmacbiHa XaHe femme fatale apxeTuniHe calikec 6onybimeH
TyciHaipineani. Epekwe Hazap XX—XXI facbipnapaafbl MeTponosnteH onepacsl
KOMbINbIMAAPbIHAAFbl  BU3yandbl CMMBOAMKA MEH OPbIHAAYLWbIAbIK TaCiNAepAiH,
TpaHchOpMaLMACbIHA ayAapbiaabl.

3epTTeyadiH,  fblIbIMK  KaHanblFbl — MeTponoanTeH onepacbiHbiH,  OYpbIH
nanMaanaHblIMaraH MypaFaTTblK MaTepMangapblH FblAbIMM alHANbIMFA EHTI3Yy KoHe
penepTyapablK XPOHONOTMAHbLI HaKTblAay. HaTuxKenepAiH, NPakTUKANbIK, MaHbI3bl -
OJ1apAbl My3blKa/iblK Tapux, onepa nearornmkachl KaHe MaJeHWeTTaHy cananapbiHaa
KONAaHy MYMKiHAIrimeH ©arnaHbicTbl. bonawak 3epTreynepaiH, Keneweri KeTekLi
SNEMAIK TeaTp/lapAblH, MyPafaTTbIK AePeKTePiH CaablCTbipManbl Tanaay apkbiabl XIX
FacblpAblH, EKiHWI *KapTbiCbiHAAFbl GpPaHLUy3 OMnepacbiHblH, XanblKapaablK TapanyblH
KelleHai 3epTTeyae KaTbip.



Tyninai cespep: Kamumnb CeH-CaHc,
CamcoH meH [anuna,
MeTponoanTeH onepacsl,
MYPaFfaTTbIK 3epTTey,
OpPbIHAAYLWbINbIK ASCTYP,
OPMEHTANN3M,
femme fatale,
penepTyap,
dpaHLy3 onepachl.

[aneKces yuwiH:
Ky3bakoBa, lNynbHapa. “Kamunb CeH-CaHcTiH, «CaMcoH MeH
Hannna» KeseHAiK Tapuxbl: MeTponoamTeH-onepacbiHbIH
MaTepuanaapbiHa  HerisgenreH  MypafaTTblK  3epTTey
Toxipubeci.” Eurasian Science and Arts, 7. 11, Ne 17, 2025, 6-23
6. DOI: 10.65199/2617-6823-2025-2-1. (OpsbicLua)

Asmop MemponoaumeH onepa meampbiHbiH
(Metropolitan Opera, New York)
b6acwblnblFbIHA OHAAQUH apXu8 MamepuanoapsiHa aWbIK KO HEMKi3y MyMKiHOI2i
YWIiH anfbicbiH 6indipedi. byn apxuseme «CamcoH meH [1anuna» onepacsiHbiH
KoUblabiMOapsl mypasnsl KyHObl Manimemmep KammeolnsaH. CoHOal-ak asmop
MOKQAQHbIH MA3MYHbIH HAKMbIAAYFA cenmiziH muei32eH cbiHOapsbl eckepmnesnepi
YWIH #YypHAa pedaKyuAaCbIHa HaHe 3epmmeyae Kbi3bIFyWblablK MaHbIMbirl,
MakKanaHel 6acnara dalibiHOayra 6ara ¥emrec ycoiHbiMOap bepeeH
peyeH3eHmmepeae pu3awblabiFeiH 6indipeoi.
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A STAGE HISTORY OF CAMILLE SAINT-SAENS'S
“SAMSON ET DALILA”:
AN ARCHIVAL RESEARCH EXPERIENCE BASED ON
METROPOLITAN OPERA MATERIALS

Abstract: The article examines the stage history of Camille Saint-Saéns’s opera
“Samson et Dalila” (1877) in the context of its international performance tradition. The
study is based on archival documents from the Metropolitan Opera (New York), data
from Operabase and the Opéra de Paris, as well as domestic and foreign musicological
sources. The research problem lies in the absence of a systematic analysis of the
evolution of stage interpretations and performance traditions of this opera from an
interdisciplinary perspective that integrates musicology, theatre studies, and cultural
analysis.

The methodology relies on historical-cultural, archival, and comparative
approaches, as well as iconographic and gender analysis. The material includes archival
programs, posters, critical reviews, musical editions, and visual documents reflecting
the development of performance traditions. The use of digital platforms such as the
Metropolitan Opera Archives and Operabase made it possible to refine the geography
of productions and trace the evolution of Dalila’s image over more than a century.

The study reveals key milestones in the opera’s stage history-from early French
performances in the late nineteenth century to contemporary interpretations in the
United States and Europe. It demonstrates that the enduring presence of Samson et
Dalila in the global repertoire is explained not only by its musical and dramatic value
but also by its alignment with the paradigm of musical orientalism and the archetype
of the femme fatale. Special attention is paid to the transformation of visual symbolism
and performance practices in Metropolitan Opera productions of the twentieth and
twenty-first centuries.

The scientific novelty lies in the introduction of previously unused archival
materials from the Metropolitan Opera and in clarifying the repertoire chronology. The
practical significance of the results lies in their potential use in musical history studies,
opera pedagogy, and cultural analysis. Prospects for further research involve
comparative examination of archival data from leading world theatres to provide a
comprehensive view of the international dissemination of French opera of the late
nineteenth century.



Keywords: Camille Saint-Saéns,
Samson et Dalila,
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CLEHWUYECKAA UCTOPWUA ONEPHI
KAMW/IA CEH-CAHCA « CAMCOH U OAJINNA»:
OnNbIT APXUBHOIO UCCNEAOBAHUA
MO MATEPUAJZTAM METPOIMO/IUTEH-OMEPbI

AHHoTauma: CtaTba NOCBALLEHA CUEeHMYecKon uctopum onepbl Kamumna CeH-
CaHca «CamcoH M [danuna» («Samson et Dalila», 1877) B KOHTeKcTe eé
MeXAyHapoAHOro OblTOBaHMA W WHTepnpeTauuin. MccnegoBaHMe OCHOBAHO Ha
apXMBHbIX AOKyMeHTax MeTpononuteH-onepsl (Hbto-Mopk), AaHHbIx Operabase u
Opéra de Paris. Hay4yHasa npobaema 3aKk/ito4aeTca B OTCYTCTBMM CUCTEMHOIO aHa/mM3a
3BOMIOUMM CLEHMYECKMX TPAKTOBOK OMNepbl M €€ WCNONHUTENbCKOM Tpaauumm C
NO3NUMA  MEXAMCUMNAMHAPHOTO noaxoda, Ob6beaAMHAKWEro  My3blKO3HaHMeE,
TeaTpoBeAeHMEe U Ky/IbTYyPONOrULO.

MeToaonorma nccieaoBaHMA ONMPAETCA HAa MCTOPUKO-KYbTYPHbIN, apXMBHbIN
M KOMNAPaTUBUCTCKUIM METOAbI, @ TAKXKe Ha MKOHOTpapUUECKMIM U reHaEePHbIN aHaNn3.
MaTepmranamm NOCAYKUAM apXMBHblE NPOrpaMmMbl, aduLM, KPUTUYECKNE pPeLeH3NN,
HOTHble  M34aHMA M BM3yasibHble  AOKYMEHTbl, QUKCUpylollMe  pa3BuUTUE
MCNONHUTENbCKOM Tpaamumm. McnonbloBaHue umdposbix naatdopm Metropolitan
Opera Archives n Operabase no3Bo/MAO YTOYHUTbL reorpadmio MOCTAHOBOK M
PEKOHCTPYMPOBATb 3BONIOLMIO 0Bpa3a [anmnbl Ha NPOTAXKEHUM Bonee yem CToNeTUs.

B pe3ynbTaTe nccneaoBaHMsA BbiABAEHbI KAOYEBbLIE 3Tanbl CLEHMYECKOM Cyabbbl
onepbl - OT NepBbIX GPaHLY3CKMX MOCTAHOBOK KOHLA XIX Beka A0 COBPEMEHHbIX
nHTepnpeTtaumin B CLLUA n EBpone. [MoKka3aHo, 4To ycTomymBocTb «CamcoH 1 [lannna» B
MWPOBOM penepTyape OODBACHAETCA He TO/bKO My3blKa/bHO-ApaMaTypriyeckom
LEeHHOCTb, HO M COOTBETCTBMEM €€ 06pa3HOro CTpos napaamMrme My3blKaJbHOro
opueHTannama u apxetuny femme fatale. Ocoboe BHMMaHME yaeneHo
TpaHchOpMaLMM  BM3YyaslbHOM CMMBOAMKUM WU UCMONHUTENbCKMX MOAXOA0B B
noctaHoBKkax MeTpononunteH-onepbl XX—XX| BEKOB.

Hay4yHaa HOBM3HA MCCNeA0BaHMA 3aKAOYaeTCs BO BBeAEHMM B 0OOPOT paHee
HENCNONb30BaAHHbIX APXMBHbIX MaTepuanoB MeTponoanTeH-onepbl U YTOYHEHUN
penepTyapHOM XPOHOJOrMK. [paKTMyeckada 3HAYMMOCTb pPe3y/1bTaToB COCTOUT B
BO3MOXHOCTM WX MNPUMEHEHMA B 001ACTU  My3blKaNbHOM WCTOPUKU, OMNEPHOM
nefarorMkm M KynbTYPONOrMYECKMX WUcCaenoBaHW. [lepcneKkTMBbl  AaNbHENLINX
MccnenoBaHUIM CBA3aHbI C COMOCTaBAEHMEM aAPXMBHbIX AAHHbIX BeAyLIMX MUPOBbIX
TeaTpoB A1A KOMMEKCHOrO aHanM3a MexayHapoaHoro 6biToBaHWsA GpaHLy3CKOM
onepbl BTOPOM No10BUHbI XIX BeKa.
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Kntouesble cnhoBa: Kamunb CeH-CaHc,
CamcoH u lannna,
MeTpononunteH-onepa,
apXMBHble MCCNeaoBaHMA,
MCNONHUTENbCKAA TPAAMNLUMA,
OPMEHTANN3M,
femme fatale,
penepTyap,
dpaHLy3ckaa onepa XIX Beka.

AnAa uMTMpoBaHuA:
Ky3bakoBa, [ynbHapa. «CueHMYeckaa ucTopua onepbl
Kamumna CeH-CaHca «CamcoH un [danuna»: onbiT apXMBHOMO
nccnefoBaHMA No  maTtepuanam MeTpononnTeH-onepbl».
Eurasian Science and Arts, 1. Il, No 2, 2025, c. 6-23. DOI:
10.65199/2617-6823-2025-2-1. (Ha pycckom)

Asmop sbipaxcaem 6a1a200apHocmMb pyKkosoocmay meampa
Metropolitan Opera (Hoto-Mopk) 30 npedocmasneHHyo 803MOXCHOCMb OMKPbIMO20
docmyna K Mmamepuasanam oHaaliH-apxuea,

Co0epHauumM yeHHble caedeHUs 0 MOCMAaHoBKax oneps! « CamcoH u [anunax.
Takxe asmop s8bipaxcaem rnpu3HaMesnbHOCMb PeOaKyuu #ypHaaa 3a
KOHCMPYKMUBHble 3ameYaHus, crnocobcmeosaswiue ymovyHeHU CO0epHaHUA
cmameu, U peyeH3eHmam 3a rnposAsseHHsIl UHmMepec K ucciedo8aHuro u becuyeHHeole
pekomeHOayuu npu nood20mosKke cmameou K nybaukayuu.
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BBegeHne. OnepHoe WCKYCCTBO, Kak
ocobaa ¢opma My3blKanbHO-TEATPAIbHOTO

CUHTE3a, OTparkaeT He TONBbKO
XY/[LOXKECTBEHHblEe TEHAEHUMMN, HO 7
KYZIbTYPHO-UCTOPUYECKMI  KOHTEKCT CBOEro
BPEMEHMN. Cpeau npou3BeaeHWi,

NEePEeXMBLLMX CNOXHbIA MyTb K MPU3HAHMIO,
ocoboe mecTto 3aHMmaeT «CamcoH 1 Jannna»
Kamuna CeH-CaHca (1877), coxpaHuBLLan
yCTOMYMBOE  MPUCYTCTBME B MWMPOBOM
peneptyape. [locne npembepbl B Belimape
(1877) onepa gonroe Bpemsa He NpUHUManach
dpaHLy3ckon nybamMkon m bblna OTBEprHyTa
LEPKOBHOM LEH3YpPOMN, YTO 3aTOPMO3MIO eé
NoCTaHOBKY B [lapuxe noytm Ha 15 ner.
OTBEPrHyTOE COYMHEHWE, CO BPEMEHEM
npeBpaTMioCb B  CMMBOA  CLIEHMYECKOM
M3HECnocobHOCTM UM CTano MNpPeameTom
MHOTOYUCAEHHbIX  KYAbTYPONOrMYECKMX WU
MY3blKOBEAYECKMX MHTEPNPETALMNIA.

Ha npoTa)XeHMM nNonytTopa BEKOB
«CamcoH 1 lannna» He cXxoAuT C NOAMOCTKOB
BeAylIMX TeaTpOB MMpa, npednaras HoOBble
PEMKMUCCEPCKME 7 MCMONHUTENbCKME
TPaKTOBKW. B Hay4yHOW nuTepaType onepa
nNpuBNEKana BHMMaHWE  UCCAeaoBaTesNen
npeKae BCEro C TOYKM 3pEHMA My3blKaAbHOIo
A3blka M 3CTEeTMKWU. TaK, Panbd JIOK BbISBUA
MexXaHM3Mbl  CO34aHMA  KOPWEHTANIbHOIO
[pyroro» cpeactsamm TeMBPOBbIX 1 Na0BbIX
CTUAN3aLN, Ennzabet Cannunurep
NpoOaHanM3MpoBasa BOCTOYHbIE 3/EMEHTHI
napTuTypsbl, Hoamm KapadoHW paccmoTpesna
penpeseHTaumio  BocToka B KOHTeKCTe
bpaHLy3CKON  pPOMaHTMYEeCKOM  TpaauLMM.
dpse J/lakomb (Herve Lacombe) onpeaenun
YKaHPOBYIO CneunduKky npom3BeaeHMA Kak
«Bnbnenckyto onepy-opaTopuio, Xbtor
MaKaoHanba, BKAKYMA €ro B LIMPOKWUM
KOHTEKCT TeaTpanbHOro Hacneama CeH-CaHca,
a Mappu Xanbbpax akLEHTUPOBAN BHUMaAHWNE
Ha TOM, YTO MMEHHO 3Ta Onepa nepexunaa
Bpems H6naronaps COeZIMHEHMIO
ApamaTypruyeckom HanpPAXKEHHOCTN n
MefiognM4eckon BbipasuTenbHocT. OpHako
cueHunyeckan ncTopus npown3BeaeHus,
BK/ItOYanA 3BONOLNIO NCNONHUTENBCKMX
NHTepnpeTaumnit 1 ocobeHHOCTN BOCMNPUATUSA B

Pa3HbIX CTpaHax, A0 CWX MOP OCTaéTcA Ha
nepndepmnm Hay4Horo BHUMaHMA.

Lenb  AgaHHOroO  uMccnegoBaHWA -
PEKOHCTPYKLMSA CLLEHMYECKOM CyabObl
«CaMcoH 1 [lannna» c ONoOpoK Ha apxmBHble
MaTepuaabl MeTponoanTeH-onepbl U APYrmnx
TeaTpoB. B 3agaunm  paboTbl  BXOAMT:
onpeaenutb  reorpadmio  NOCTAHOBOK W
BbIABMTb OCODEHHOCTM UX penepTyapHOro
6bITOBAHMSA; NpoaHanM3npoBaThb pPoO/b
reHAepHOro M OPUEHTANNCTCKOro GakTopoB B
peuenuun onepbl; ApocAeguTb  AMHAMUKY
MHTepnpeTaumn obpasa [danunbl; BbIABUTL
OaHHble M3 apxvMBOB MeTponoanTeH-oneps,
BK/IIOYAst UMEHA UCMOHUTENEN N ANPUKEPOB,
OCTaBLUMXCA HEU3BECTHLIMM B OTEYECTBEHHOM
nutepaTtype.

HoBM3Ha MccneaoBaHWA 3aKAKO4aeTcA
B o0bOpaleHMn K MNepBUYHbIM  APXMBHbLIM
MCTOYHMKAM, paHee He BBEAEHHbIM B HayYHbIM
000pOT, WUCNOAHUTENBLCKON  Tpaauumm W
KY/IbTYPHO-UCTOPMYECKME YCN0BMAM
NOCTaHOBOK. TakoW noaxod,  NO3BOASET
BbIABUTb CKpbITble MEXaHN3Mbl
«penepTyapHOro  BbIKMBAHWA»  Onepbl U
0003HauYNTb BMAHME NONUTUKO-
naeonornyecknx 6apbepos - OT GpPaHLLYy3CKOM
ueH3ypbl XIX BeKa 40 COBETCKOro «XKene3Horo
3aHaBecCa».

Martepuanbl M metogbl. Mamepuan
nccnenoBaHMA COCTaBUAM apXuBHble
NOKYMEHTbI M 3/71EeKTPOHHble ©0a3bl AaHHbIX,
OTHOCAWMECA K CLEHNUYECKON MCTOPMM OMepb!
Kammna Cen-CaHca «CamcoH u [danwnna».
OCHOBHOE BHWMaHWe yAeneHO MaTephanam
TeaTpa MempononumeH-onepsl, CLUA, Hbto-
Mopk, rae c koHua XIX Beka onepa

HEeOAHOKpPaTHO  BXoAMAa B penepTyap.
XpoHonornyeckne  Tabavubl  MOCTAaHOBOK,
NporpaMmbl  CreKkTak/nel,  CBeAeHMAa O
COMUCTAx WU AUPWXKEpPax,  KpUTMYecKkue

PeLEeH3nn, a TaKkKe BU3yasibHble MaTepuasbi
(boTorpadum cueHorpadum U KOCTHOMOB)
MCMNONb30BaHbI KaK OCHOBaA ans
PEKOHCTPYKLMM UCMIONHUTENBCKON TPaAULIUN.
[ONONHUTENbHO ObiNNM NPUBAEYEHbI AaHHbIE
13 cneumann3vpoBaHHbIX OMEPHbIX NOPTaNO0B
(Operabase, MetOpera, Database), uTo
NO3BOAMAO  COMOCTaBUTb  aMEPUKAHCKYIO



NOCTAaHOBOYHYIO MPAKTMKY C €BPOMENCKUMMU U
POCCUMCKMMM CLEHAMM.

B KauecTBe MCTOYHMKOB MPUMEHAINCH
3apybexHble HayyHble nybauvkaumm Jloka,

KapayoHu, CannuHrep, NOCBALWEHHbIE
opuneHTannamy B onepe CeH-CaHca, a TaKkKe
TPYyAbl, paccmaTpmBatoume  GpaHLy3CKyHo
onepy KoHua XIX BeKa W CLEHMYECKYH
NCTOPUIO penepTyapa (Xanbbpenx,
MakaoHanba v Ap.). N3 oTeyectBeHHbIX paboT
cneayet OTMETUTb CTaTby 3apuHbl

TycbynatoBoint 1 lN'ynbHapbl Ky3bakoBoi. 370
MO3BO/IN/IO BbICTPOUTb KOHTEKCTHOE Moe U
onpeaennts mecto «CamcoH u [anuna» B
pAdy OPYrMX ONepHbIX WeaeBpoB 3noxu. Ans
aHanMn3a BblOpaHbI KAOYEBbLIE 3NN304bl OMNEPbI
(“Printemps qui commence”, “Mon coeur
s‘ouvre a ta voix”, ¢duWHanbHaA cueHa
PaspyLUeHUs Xpama), MOCKObKY MMEHHO B HUX

Hanbonee NoaHO OTpaKeHbl
ApamaTypruyeckme 7z My3blKasbHble
KOHTpacTbl,  onpeaensloliMe  TPAKTOBKY

o0bpazos «CamcoH 1 lannna».
Memodel nccnenoBaHWA BKAKOYAIOT:
McmopuKo-KynbmypHell aHanns — ana
BbIABNEHNA PON LLEH3YPHDBIX, KYy/JbTYPHbIX M
NOEOoNOrNYECKMX GaKTOpoB B cyabbe onepbl.
ApxusHbili meToa — Ana paboTbl C NEPBUYHBIMMU

OOKyMeHTamMn  MeTpononuTeH-onepbl U
COMOCTaBAEHMA nx C JLaHHbIMM
MeXAyHapoaHbIX OnepHbIX apXMBOB.

KomnapamueHsili noaxon — A8 CPaBHEHMA
cueHmnyeckon Tpaamumm «CamcoH n dannna» 8
CLUA, Espone u Poccuun. MkoHoepaguyecKkul
aHaNn3 — ANa N3y4yeHnsa AMHaAMUKM M3MEHEHUI
cueHorpadum, KOCTIOMOB W BWM3yaNbHOM
penpeseHTaLUMmn NepcoHaxken (C akLEeHTOM Ha
obpas Hanunbl). Kynbmyposnoeudeckul wn
eeHOepHbIl aHanu3 — ANA UHTepnpeTaumn

obpasa [Mdanunbl Kak femme fatale u
NOHUMaHUSA ero TpaHchopmaLmm B
MOCTKO/IOHMA/IbHOM KOHTEKCTe.

Takum obpasom, coBmellleHne

apXMBHbIX [A3HHbIX C METOJaMW MCTOPUKO-
KyZIbTYPHOTO M KOMMApaTMBHOTO aHann3a
obecneynmBaeT KOMMIEKCHOE pPacCMOTpeHue
cueHuyeckon ncropun «CamcoH v Janvna» u
NO3BOMAET  AOCTMYb  3aABNEHHOM  Lenu
nccneaoBaHuA.
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Pe3synbTaThbl. leorpaduma 1 xpoHonormsa
noctaHoBOK. «CamcoH u [anuna» ¢ 1890 r.
MCNONHAMACL Ha MHOTMX cLeHax EBponbl 1 3a
eé npegenamm. Bo ®paHuum nepsble
NOCTaHOBKM OTMeuYeHbl B PyaHe 3 mapTa 1890
roga n Ha cueHe 3aeHa B MNapuke 31 okTAbPS
1890 roga- K aTOMy MOMEHTY onepa eleé He
BxoaAmna B peneptyap [lapuskckon Onepbl.
BnocnencTtemmn, Kak CBUAETENLCTBYIOT AaHHbIE
6asbl bpro3aH Medua belic, npembepoin Ha
cueHe [lapuskckolt Onepsl  cunTaetcs 23
HosAbps 1892 roga nog ynpasaeHnem dayapa
KonoHHa npu yyactum bnaHw [ewaH-KeH
(Blanche Deschamps-Jéhin) u 9amoHa BepHbe
(Edmond Vergnet) (Bru Zane Mediabase).

K KoHuy 1890-x ropos «CamcoOH u
HDanvna»  w“cnonHAnacb He  TOMbKO  BO
®paHumm, HO W B eHese, bapcenoHe,
Ankupe n MwunaHe (Takte Online) B cTaTbe
AHppeaca Akoba «Samson et Dalila in the new
Bdrenreiter edition», 4TO CBWMAETENLCTBYET O
BbIXO4e Onepbl 3a PaMKM HaUMOHAAbHOrO
penepTyapa (Andreas Jacob).

MNepBaa nocTaHoBKa «CamMCoOH #
Danuna» Ha aMepuKaHCKoM cueHe Oblina
ocyuwiectsneHa B MempononumeH-onepe B
OKTAbpe 1895 roga noa PYKOBOACTBOM
Nynaxn Manazennm - ¢ ®paHyecko TamaHbo B
ponn CamcoHa n Codumerr MaHTennm 8 ponu
Hanvnel (Metropolitan Opera Archives). C Tex
nop  MemponosnumeH-onepa  PerynspHo
BO3Bpallana 3Ty ONepy B CBOW penepTtyap;
apXMB COAEPXHMT 3aNMCKM MHOTMX MOCTAHOBOK,
BK/ItOYaA cneKkTtakab 1937 roga ¢ Pene
M330HOM n BpyHoW KacTaHbA nos
ynpasneHnem Mopuca AbpasaHena (Maurice
Abravanel) (Metropolitan Opera Archives).

B apyrux cTpaHax Ha pyberke BeKOB
onepa «CamcoH wn [annna» Hepeako
MCNONHANACb M B KOHUEPTHOW Bepcuun. [lo
OAHHbIM  3HUMKNoONeaun  [poys  Mbro3uK
OHnaliH, NnepBoe aMepPMKaHCKOE MCMOHEHME
coctosanoch B 1893 roay B8 HoBom OpneaHe, a
CLeHnYeckan npembepa - B MemponosumeH-
onepe B 1895 roay (MakaoHanba).

B Poccunm onepa Oblna Bhepsble
ncnonHeHa B CaHkT-MeTepbypre B 1893 roay
nog, ynpasneHnem 3Sayapda KonoHHa. B
coBeTckuin nepuoa «CamcoH UM [anuna»



NPaKTUYECKN He MCMNOTHANACb no
NOeoONOrM4eCKMM  MPUYNHaAM: pPennrmo3Had
TeEMATUKa M 3pOTquCKMVI NnoATEKCT He

COOTBETCTBOBANN  3CTETUKE  OPUUMANBHOTO
nckyccrtea (®ai 215). Mocne pacnaga CCCP
npoun3BeAeHne BHOBb BEPHY/0Ch B penepTyap
- MPUMEPOM ABAAETCA NMOCTAaHOBKA B CaHKT-
MeTepbypre 8 1991 roay.

Takum o06pa3om, noATBEPKAEHHbIE
APXMBHBIMW W INTEPATYPHbIMU UCTOYHUKAMM
OaHHble MOKa3blBatoT, 4YTO reorpaduma U
XPOHON0TNA MOCTaHOBOK onepbl Kamuna CeH-
CaHca «CamcoH 1 [annna» pasBuBaaUCb MO
NyTW OT HAUMOHAabHON GpPaHLYy3CKOMN CLUEHbI K
MeXAYHapOAHOMY MPU3HAHMUIO.

CornacHo 6a3e Operabase, «CamMcoH 1
Dannna» coXpaHseT MeXAyHapoaHoe
npucytcTemMe B penepTyapax XX|I BeKka. B
cesoHe 2016/17 onepa 6blna MCNosfHeHa B
Mapukckom Teatpe Onepa bactunb (Opéra
Bastille), aunpwxkép  duaunn  KopaaH,
UCnoNHUTENM — AHUTA PayBUMINWBUAM U
AnekcaHapc AHTOHEHKo) B pamKax 11
npeacTaBAeHNUi. JaHHble Operabase
OMKCUPYIOT TaKKe MOCTaHOBKM B [epmaHuu,
Ntannum, AnoHnnm n CLLUA B 2010-2020-x rogax
(Operabase, Production Records 2010-2025).

VicnonHumensckaa mpaouyus

napmuu fanusel

Ponb [Hanunbl ¢ KoHua XIX BekKa
MCNONHANW BeaylMe MeLLOo-COoNpaHo CBOEro
BpemeHn. B 1895 roay Ha cueHe
MeTpononuteH-onepbl 8 Hblo-Mopke B 3ToMl
naptum  gebiotuposana ToavHa  JIYKKK-
MaHTtennu. B cesoHe 1915/16 eé wncnonHana
Mapraputa MatueHayap (Metropolitan Opera
Archives).

B cepeanHe XX Beka B CLIA
3HauMTeNbHbIM ycnex umena Pain3s CTuBeHCc,
KoTopas B 1940-x roaax perya1apHO MCNOTHANA
Hannny (Metropolitan Opera Archives, 1944,
archives.metopera.org). B 1950-e roabl 3Ty
naptmo B MeTpononnteH-onepe nena baaHw
Tebom, aMepUKaHCKasn MeLLIO-COonpaHo
lWBeACKoro npoucxoxaexHua (Metropolitan
Opera Archives, 1951, archives.metopera.org).
CoBpeMeHHMKM  oTmedannm CTMBEHC  KaK
«3TaNIOHHYO MCAOAHUTENbHULY KapmeH w
Oanunbi» (Masterworks Broadway, 2014).
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B 1970-1980-e roapbl naptuto Janunbl
B MeTpononnteH-onepe wncnonHanm LWnpan
BeppeTT n ®nopeHc Keatpouum (Metropolitan
Opera Archives, 1981, archives.metopera.org).
BeppeTT TakKe McnosHAna eé Ha cueHe CaH-
®paHumcko B 1981 roay (San Francisco Opera
Archive).

B XX| Beke B MeTpononnteH-onepe sty
ponb ucnonHanu Onbra bopoanHa B (1998,
2006), deHalic peiiss, MapuHa [lomaleHKo
(2006), a TaKxKe 3nHa FapaHya,
pebwotuposaswaa B 2018  roay (cm.
MpunosxkeHne. Puc. 4) (Metropolitan Opera
Archives, 2018). B cueHe 13 BTOPOTO aKTa, rae
Hanunna (3nnHa MapaHya) cMamMT Ha CTyneHsx,
OKPYKEHHAA GUANCTUMAAHKAMWU. ITO OAMH U3
K/HOYEBbIX BM3Ya/ibHbIX MOMEHTOB OMNeEpPb,
NOAYEPKMBALOLWMIA KOHTPACT MEXK/Y BHELLHEN
POCKOLWIbID W BHYTPEHHEN APaMON repounHM
(cm. MpunoxeHue. Puc. 4).

Bo ®paHumm B cesoHe 2016/17 B
TeaTpe [lapuKcKoW onepbl NpeacTaBuaa
HOBYIO MOCTaHOBKY «CamcoH W [danuna» Ha
cueHe Onepa bactunb (Opéra Bastille), rae
naptiio  Janunbl  MCNOAHWAA  TPY3UHCKas
mMeuLo AHuTa Pausmamwsuan (Opéra de Paris).

Takmm o6bpa3om, WUCNOAHUTENbCKanA
Tpaamumsa naptum danunbl 3a 6onee 4yem
cToneTne npetepnena 3HAYMTE/NbHYIO
3BO/MOLMIO — OT MEepPBbiX aKkageMMYecKux
TPaKTOBOK KOHUA XIX BeKa A0 COBPEMEHHbIX
MHTEPNPEeTaLUMin, B KOTOPbIX aKLEHTUPYeTCS
ApamaTnyecKkas MHOron1aHOBOCTb 0bpas3a.

NCTOPMKO-KYNbTYPHbIN KOHTEKCT.
YcTtonumnsocTb onepbl «CamcoH 1 [anvna» 8
peneptyape O0ObBACHAETCA He TONAbKO eé
MY3blKa/1IbHOM LEHHOCTbHO, HO 7
COLUMOKYNbTYPHbIMM bakTopamum. Kak
oTmedaeT Panbd Jlok, npomsseaeHne CeH-
CaHca OpraHW4yHoO BMAMCANOCb B TPagMLMIO
MY3bIKa/IbHOTO OpUWEHTANN3Ma:
dUAnCTUMAAHE mn30bpaskeHbl Kak  «Jpyron
BocTok», NPOTMBOMOCTaBAEHHbIN
n3paunbTaHam (J/lok 266—268). Ocobas ponb B
3TOM  KOHTEKCTe  npuHaaNexuT  obpasy
danunbl, BOMN/MOLLAIOWIEN aPXETUMN POKOBOM
XeHWuHbl femme fatale (B nepesoae ¢ dpaHL,.
«POKOBaA JKEHWMHa») ubé obasHue U
KOBapCTBO CTaHOBATCH KaTa/n3aTopom



KoHOMKTa (Fpummep). KoHuenuua femme
fatale B TpakTOBKe 0b6pasza [dannnbl noapobHO
nccnepgosaHa [xkeccukon Mpummep, KoTopas
CBA3bIBAET 3BOMOLUMIO 3TOrO apxetmna cC
aCTeTUKOM fin de siécle — (c dp. «KOHeL, BeKa»,
buHoecbéknb,  Takke  [lekagaHc  (dp.
Décadence) «KoHUa BeKa» M Cc dpaHLy3CKON
onepon KoHua XIX Beka — o0603HauyeHue
XapaKTepHbIX ABNeHNIM pyberka XIX n XX Bekos
B MCTOPUM EBPONENCKON KyAbTYpbl.

K ABNeHMAM KOHLQ BeKa OTHOCKMM
NHAMBMAYANAN3M, OTKa3 OT OOLWECTBEHHOM
XU3HN U OBWENPUHATBIX MOPANbHbIX HOPM,
pa3Hoobpa3Hble NPOABAEHMA «yNaaKa».

Puyapa TapyCKMH NOAYEPKMBAET, YTO
onepa CeH-CaHca nNpoAo/MKMAa  JINHUIO
dpaHLy3CcKoro onepHoro opueHtanmama XIX
BEKa, rAe 3K30TMYecKkne obpasbl coceacTByOT
C XPUCTMAHCKOM CMMBOJIMKOWM, CcO34aBas
MHOTFOC/IOMHbIN  KYNAbTYPHbIM Kopa, (TapyCKuH
312). B atom cmbicne «CamcoH M [anuna»
cneayet B pAdy TaKWUX NPOM3BEAEHWN, Kak
«KapmeH» buse umam «Tamc» MaccHe, rae
B3aMMO/ENCTBYIOT reHAepHble U KyabTypHble
apxeTunsl.

lfappn Xanbbpenx yKasbiBaeT, u4TO
BocnpuATMe onepbl BO PpaHumm  HbINO
OC/NIOXKHEHO UEH3YPOM U  HACTOPOXKEHHbIM
OTHOLIEHNEM K BMbBAencKkomy cloxeTy. Tem He
MmeHee 3a npegenamm ®paHumnm
npousseneHune 6bICTPO 06peno NonNyAsPHOCTb
6narogaps COEAMHEHMIO  MYy3blKa/bHOM
BbIPA3NTENbHOCTM C YHUBEPCaNbHbIMM
ctoXeTamm  nobBM,  nNpenaTensctBa MU
MCKyLlLeHns (Xanbbpeix 204).

NuTepnpetauna obpasa  danunsbi.
CpaBHEHME  MOCTAHOBOK  Pa3HbIX  3MOX
NOKa3blBaeT, YTO TpaKToOBKa obpasa [danunsi
npeTepnena  3HaYMTENbHYD  3BOIOLMIO.
Cpeam neBuLl, 3aKPEnNMBLLNX CLLEHUYECKNIM TUN
[annnbl B nepBoi nonosmHe XX Beka, ocoboe
MecTo 3aHuMMana Mapraputa MaTueHayap
(Margarete Matzenauer), BbICTynaBLaa Ha
cueHe MeTpononnteH-onepsl ¢ 1910-x rogos.
E€ TpakTOBKa MoAYepKMBana YyBCTBEHHYH M
NCUXONOTMYECKYIHD MHOTOC/IOMHOCTL 00pa3a
(Metropolitan Opera Archives). MaprapuTa
MaTueHayap, B CBOMX  BbICTYMAEHUAX
noAyepKMBanm 4yBCTBEHHOCTb 7
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cobnasHUTENbHOCTb repouHu, 4yTO
COOTBETCTBOBANO 3CTeTMKe POKOBOM
eHWMHbl femme fatale B My3blKalbHOM
TeaTpe pybexa Bekos (Metropolitan Opera
Archives).

Bo BTOpOIM NonoBMHe XX BeKa aKL,EHTbI
CMEeCTUNINCb B CTOPOHY MCUXONIOrMYEeCKOM
rnybuHbI M ApamMaTUYEeCKOM BbIpa3UTENbHOCTMW.
Wnpnn Beppetrr u  EneHa Obpasuosa
Bonaouwanm obpas anunbl Kak TParm4ecKknin n
MHOTOrpaHHbI, NOAYEPKMBAA €€ BHYTPEHHMNE
KOHOAMKTbI (XeHcoH 148). Takas TpaKTOBKa
COr/NlacoBbIBaNacb C M3MEHeHMeM  0bOLWMX
KY/NbTYPHbIX MAapaAurm, KOraa BHMMaHWe
nyonMKM © KpUTUKM Bblno obpalleHo He
TONbKO Ha BHELWHIO 3K30TUKY, HO U Ha
NCUXONOTUYECKYIO LLOCTOBEPHOCTb.

CoBpeMeHHble WHTepnpeTaumn eLlé
bonee ycuamMamM MHorocsomHocTb obpasa. B
ncnonHeHmn Onbrk  BopoanHoM  napTusA
[Janvnbl packpbiBaeTca Kak ambuBaneHTHas.
E€ noCTynkm moOryT paccmatpmMBaTtbCA M KaK
NpofAB/JEHNE KOBApPCTBAa, WM KaK BblpakeHue
JIMYHOTO MPOTMBOPEYMA Mexay NtoboBbIO U
penurnosHbim  gonrom  (Kapadonm  46).
MopobHaa umHTepnpeTauma coranacyerca C
NOCTKO/I0HMAbHOWN KPUTUKON, KoTopas
cTpemuTCA paccmaTpuBaTb BOCTOYHbIE
KeHCKne obpasbl B onepe He TONbKO Kak
S5K30TMYEeCcKMe  apxeTunbl, HO W KaK
CamoCToATe/IbHble ApamaTUYeCcKme TMYHOCTU.

Xbto  MakaoHanba, OTMedYaeT, uTo
MMEHHO M3MEHYMBOCTb n rmbKoCTb
MCNONHUTENbCKMX TPAKTOBOK 0bpa3a [danunbi
No3BOINAN 3TOM onepe COXPaHATb
aKTyanbHoOCTb Honee cta net (MaKkooHanbA
215). Kaxpas anoxa Haxogwna B eé obpase
OoTpaXKeHue COBCTBEHHbIX KY/IbTYPHbIX
ueHHocTen (cm. Mpunoxkerne. Tabn. 2).

CpaBHeHWe MOCTAHOBOK Pa3HbIX 3MOX
NoKa3blBaeT, YTO TpaKTOBKa obpasa [danunbi
3HaAUMUTE/IbHO 3BOJIIOLMOHMPOBaANa. Tak, B
Hadane XX BeKa MeBULbl aKLUEHTUPOBAIN e
4yBCTBEHHOCTb W CODHNA3HUTENBHOCTb, YTO
3aMEeTHO B UCNoAHeHuAx  MaprapuTsl
MaTueHayap 1 Po3bl [ToHcesNb, PUKCMPYEMbBIX B
apXMBHbIX  Mporpammax  MeTpononuTtex-
onepbl (Metropolitan Opera Archives). Bo
BTOPOM MONOBMHE BEKa MHTepnpeTaumm



nNoCTeneHHOo CMeLLLannCh B CTOPOHY
NCUXONOTMYECKOM TAYyOMHbLI M ApamaTi3ma -
APKME NPUMEPbI MOXKHO HAalNTW B UCMONHEHMAX
Unpnn BeppeTt u EneHbl O6pa3uosol,
KoTopble noavYepKMBann BHYTpeHHee
HanpsAeHne 1 Tparn3am obpasa (Metropolitan
Opera Archives).

CoBpeMeHHble TPAKTOBKM, B YaCTHOCTH
B ucnonHenmn Onbrn bopoauHoM, CTaBAT B
LEeHTP aMbMBaANEHTHOCTb reponHM: €€ YyBCTBa
MOryT paccmaTpuBaTbCA He TO/NbKO KakK
NPOABNEHNE KOBAPCTBA, HO U KaK BHYTPEHH MM
KOHOAMKT mexay ntoboBbo M AO0ATOM. ITOT
nogxon oTmedaetr Hosmum  KapayoHum B
nccnegoBaHum 06 OpueHTanM3me B onepe
CeH-CaHca (KapayoHW BOCTOYHbIE Ky/AbTypbl
46). Cxoxui BbIBOL AenaeT  dausaber
CannnHrep, aHaAM3MpPya  MHOFO3HAYHOCTb
obpasa [Hdanunbl  KaK  XyOOXKEeCTBEHHOTO
BOM/IOLWEHNA YEHCKoro «[dpyroro»
(Cannunrep 74).

Takmm obpa3om, WCNONHUTENbCKAA
Tpagnuma  Hdanunsl OTpaXKaeT  CMeHy
KYy/NIbTYPHbIX MapaZmrm: oT cTepeoTuna femme
fatale k bonee MHOrorpaHHoOM NMYHOCTH, YTO
cooTBeTcTBYeT M 0OWMM  TeHAEeHUMAM
MOCTKONOHNANbHON KPUTUKMN.

Apus Janunbl «Mon cceur s’ouvre a ta
voix». Of4Ha M3 LEHTPanbHbIX CUEH onepsbl -
apua Hdanunbl 13 BTOpOro akta «Mon cceur
s’ouvre a ta voix» («OTKpblnaca Aywa»). Fappu
Xanbbpenx noavepkmMBaeT, 4YTO 3Ta apud

ABAAETCA «NOA/IMHHbBIM weaespom
dpaHLy3CKoro  nMpuMsma», rae  npocToTa
MEeNoAMM  COYeTaeTca  C  W3bICKaHHOW

rapmoHuent (Xanbbperx 209). Menoandeckas
JIMHMA NOCTPOEHA Ha HUCXOAALMX MOTMBAX,
CMMBON3NPYHIOLLMX MATKOCTb M 060/blLEHME,
B TO BPEMA KaK aKKOMMaHEMEHT CTPYHHbIX
co3gaeT aTmochepy MHTUMHOCTU M NMOKOoA (CM.
MpunoxeHne. HoTHbIM Nnpumep 1).

KapeH XeHCOH OTMeYaer, 4yTO
BOKa/NbHaA naptva TpebyeT OT nNeBuUpbl
NCKAOYNTENbHOMO KOHTPOAA Had, AbIXaHUEM W

OMHAMUKOM: Kaxzaoe piano w crescendo
paboTatoT Ha co3zaHue obpasa
cobnasHuTENbHMUbI, BO3AENCTBYIOWEN He

ToNbKO Ha CaMcOHa, HO 1 Ha 3puTens (XeHcoH
150). [apmOHMYecKMe  OTK/JOHeHuUA B
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TOHanbHocTM Des-dur K 6onee OTAANEHHBIM
TOHa/IbHbIM Chepam MNOAYEPKUBAIOT MOMEHT
MCUXO/IOTMYECKOM HEeYCTOMYMBOCTM, HaMeKas
Ha  CKPbITYIO  HanpaKEHHOCTb  Mexay
NPUTBOPHOM  NIl0OOBBIO M HACTOALMUM
npeaaTensCTBOM.

Panbd JIOK paccmaTpuBaeT 3Ty apuio B
KOHTEKCTE  OPWMEHTA/IMCTCKON  CTUAUCTUKM:
BOCTOYHbIM «KOJOPUT» 3A4EeCb AOCTUIAETCA He
NPAMbIMW  UMTaTaMKW, a  OCODBEHHOCTAMM
MENOAMYECKOrO0 PUCYHKa U  TembpoBbIMM
Kpackamu opkecTpa. Apua Bonaowaet obpas
femme fatale, 4bé KOBapPCTBO CKPbLITO 3a
My3blKa/IbHOW KpacoTol (J/lok 271).

«BakxaHanua» (dpuHan 3-ro  aKra).
3aknto4mTENbHAA «BakxaHanna»
npeacTasnset coboi KY/IbMMHALMIO

3PENNLLHOCTM U «BOCTOYHOTO» KON0PUTA. Xbto
MaKaoHaiba, OTMEeYaeT, YTO 3TOT 3Nun304, Hbin

cneuyanbHo  3agymaH  CeH-CaHcOM  Kak
KOHLIEPTHbIN HOMEpP, paccyMTaHHbIN Ha Baeck
OpKecTpa W CUEeHWYeckyto  3ddeKTHOCTb

(MakaoHanba 223).

My3blka «BakxaHa/nMmM» NOCTPOEHa Ha
SHEPrMYHbIX TaHLEBa/fbHbIX PUTMax, rae
[OMUHUPYIOT MNYHKTUPHblE durypaumn,
H6apabaHHble OCTMHATO M ApKMe daHdpapsbl
MeZHbIX lyXOBbIX. B 0pKecTpoBKe ocobasn posb
OTBOAWUTCA yAAPHbIM  (NMTaBpbl, Tapesnkw,
oybeH), 4To c034aéT 3pDEeKT 3K30TUYECKOro

npasgHuka (cm.  TpunoxeHue.  HOTHbIN
npumep 2).

Xanbbpelhx yKasbiBaeT, 4TO B 3TOM
anmsoge CeH-CaHC ucnonb3yeT MPUEMDI,

XapaKTepHble A8 «OpueHTanbHoro bHaneta»
KOHLa XIX BEKa: aCUMMETPUYHbBIE PUTMbI, APKO

BblpaXKeHHble Tembposble KOHTPacCTb,
CTpemMaeHMe K  OpKecTpoBOMy  Baecky
(Xanbbperix 212).

B 710 e Bpema «BakxaHanua»
BbINOMHAET APaMaTypruyeckyto GyHKUM: eé
YYBCTBEHHbIM  pPa3max W  3K30TUYecKad

aTMochepa KOHTPACTUMPYOT C NOCAeayoumMm
KpyweHvem CamcoHa M paspyLlleHnem xpama.
Takum 06pa3om, My3sblKasbHOE peLlieHue
buHana aKkTa coedmMHAET OEeKOPaTMBHOCTb C
TParMYecknm CMbIC/IOM.



«CamcoH M
(1936—

[MocTaHOBKM
Hannna» 8
2018).

onepsl
MeTpononuTteH-onepe

ApxugHasa xpoHUKa MemponosnumeH-
onepsbl. MaTepuansl MeTpononuteH-onepsl
bUKCMPYIOT KNOYeBble 3TaMnbl B CLLEHMYECKOM
nctopum onepbl. Ocoboe 3HayeHwe umetoT
noctaHosku 1915 1 1918 ronos ¢ yvactnem
JHpuMKO Kapy3o, KoTopble 3agann 3TajoH
nHTepnpeTtaummn CamcoHa. Toraa, ¢ Tpynnow,
BO3rnaBndemon Kapyso u  MaueHayspom,
onepa npousBena Ha NybaMKy Takoe CUabHOoe
BMeYyaT/NeHne, YTO OCTaNacCb B penepTyape Ha
MHOrMe roabl BNAOTb A0 Hawwux AHen. Ha
odnUMaNbHOM calTe TeaTpa UMEDTCA JaHHble
O MOCTaHOBKaX, HayMHaa c 1926 r. (cm.
MpunoxkeHue. Puc.1)2.

NoctaHoBKa 1998 roma c¢ [lnacngo
domuHro un  Onbrot  bopoanHO  cTana
cobbiTem mmpoBoro mactutaba (Metropolitan
Opera Archives). 3TM apxvBHble cBeaeHUA
AEMOHCTPUPYIOT, YTO BeayllMe MCNOAHUTENN
XX Beka bopmMupoBanM KaHOH BOCMPUATUA
napTuii. BaXHO, YTO MHOIME M3 3TUX MMEH
OblIM HEN3BECTHbI COBETCKOM Myb/MKe M3-3a
LEH3YPHbIX M MAEON0TMYECKMX OapbepoB: B
CCCP onepa He cTaBunach, 1 nHbopmaumsa o
3apybekHbIX MNOCTAHOBKAxX MNPAKTUYECKN He
nybamnkosanace (®ain 223). Takum obpasom,
«¥KeNe3Hbl 3aHaBeC» NPUBEN K KYNbTYPHOMY
pa3pbiBy, B TO Bpema Kak B CLUA n Espone
«CamcoH w [anuna» npoaonxan aKTUBHO
Pa3BMBATLCA KaK YaCTb ONEPHOro KaHoHa.

ApXuBHble MaTepuanbl MeTpononnTeH-
onepbl MO3BOAAT BOCCTAHOBUTL LLENOCTHYIO
KapTUHY MCNOAHUTENbCKOM ncTopnm « CamcoH
n Janvna» v BbIABUTb GUrypbl, onpeaenasLine
eé penepTtyapHyto cyasby B CLUA. Ve
npembepa 1895 roaa c yyactnem [xysenne
TamaHbo (CamcoH), NMoanHbl Jlykkn-ManTennm
(Oanuna) wn Mona [MnaHcoHa (cTapelwwnHa
eBpeeB) MNoA  PYKOBOACTBOM  AMPUNKEPA
Nynaxn MaHa3zennu O3HaMeHOBaNa
BXOXAEHMe onepbl CeH-CaHca B
amepuKkaHckuin  peneptyap  (Metropolitan
Opera Archives).

Ocoboe MecTo 3aHUMAIOT ANPUKEPSI,
dbopmmpoBaBline WHTepnpeTaumuto: Mopuc
AbpaBaHenb (Maurice Abravanel, 1946—47)
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(Encyclopaedia Britannica), Mopx T[peTp
(Georges Prétre, 1960-e), tOnuyc Pynenb
(Julius Rudel, 1970-1980-e), (Grove Music
Online;), a Takke [Oxelmc JnBaH (James
Levine) (Levine Archive), 4ybM NOCTaHOBKM B

1980-1990-e roabl 3aKpenuam onepy Kak
YaCTb MOCTOAHHOIO penepTyapa
Takum obpasom, XPOHMKa

MeTpononuTeH-onepbl GUKCUPYET HE TONBKO
ycTonumBoe npucytcrtemne «CamcoH n danmna»
B adule, HO M PONib apPTMCTOB, NMPAKTUYECKM
HEN3BECTHbIX COBETCKOW nybnauvke.
«enesHbll 3aHaBEC» WCKAOUM COBETCKMX
3puTenen n3 KOHTaKTa C 3TUMM
WMHTEPNPEeTaUMAMKN, YTO CO343/10 PaspbiB B
BOCNPUATUM  MWPOBON  MCMOJHUTENBCKOM
Tpaanumn. CerogHA A[OCTYN K apxvBam M
undposbim naathpopmam (Metropolitan Opera
on Demand, Operabase) no3sosnseT
BOCMO/IHNTbL 3TOT Npoben M BKAKYUTL 3TU
[aHHble B Hay4HbI 06opoT.

MNocne 2005 roga onepa «CamcoH w
[danuna» He noABnAnacb B MNpembepax
MeTpononnTeH-onepbl - MMEHHO Ha 3Ty nay3y
yKa3blBaeT Mpecc-penn3 TeaTpa, 3aABMBLUMM,
4TO nocTaHoBKa 2018 roga CTaHeT nepBbiM
HOBbIM MeT-npoekTom onepbl CeH-CaHca 3a
[1Ba OecATKa neT (To ecTb nocne npuMMepHoO

1998-2000 rr.) (metopera.org). Mpembepa
HOBOTO ce3oHa 2018/19 OTKpblaach
noctaHoBko  [apko  TpewHarka (Darko

Tresnjak), ¢ y4actmem PobepTo AnaHbs
(CamcoH) n 2nauubl lapanya (danwna) nop
ynpasneHnem capa Mapka dngepa (Sir Mark
Elder) (cm. MpunoxKeHue. Puc. 4)
(metopera.org).

B BM3yanbHOM peLleHUM MOCTaHOBKM
NEeNCTBUTENBHO HabatomatoTCA
KpynHoMacluTabHble [eKkopaumm 7
Bblpa3nTenbHble 06pasbl. B peuegH3nn PobepTta
NleBaliHa oTmevaeTca: «...CTEHa n3
NPOBOMIOYHOM  CeTKWM, nepdopupoBaHHbIE
3KpaHbl M KPYroBble apKM - 3/MEKTPOHHbIE
anslo3nn K apabcKkon apxUTEKTYPE; B TPETLEM
aKTe 3emns obpamneHa N3ALLHbIMM
[EeKopalumamM, BKIOYanA PacKoNoTOro mMaona
HdaroHa» — W yKasbliBaloT, 4TO dUHan
«paspyLueHuns Xpama» nokasaH 6e3


https://www.metopera.org/about/press-releases/a-new-production-of-saint-saenss-samson-et-dalila-opens-the-metropolitan-operas-2018-19-season-on-september-242/?utm_source=chatgpt.com

ApamMaTnyecKoro «KYJIbMUHALUMOHHOIO
yaapa» (/lesaiH).
Takke peueHs3una OperaWire

OMMCbIBAET, YTO GUHANA C OFPOMHON CTaTyewn
[aroH ocTaBnAeT oulyuweHne HeAOoCTaTOYHOM
ApamaTnyecKom «Pa3BA3KM»: «...Kkorga
CamcoH pa3pyLuiaeT Lenu 1 BCE BOKPYT NPOCTO
BCMbIXMBAET CBETOM - He3 pa3BA3KM, KOTOPYHO
WOET 3putenby» (the fall of the temple is anti-
climax) (OperaWire).

Y70 KacaeTcA NeBYECKMX
WUHTEPNPeTauUnini: KPUTUKM  OTMeYaloT, 4TO
SnuHa lapaH4Ya wcnonHuna poab Hdanunbl C
APKOM ApamMaTUYeCKOM OKPACKOM M 3BYKOBOW
«BonHom» (OperaWire). B o63ope New York
Classical Review TaKe NOAYEPKMBAOT €€
«MarHUTM4yeckoe npuUcyTCTBUEY:
«..1aTBMNCKaA MeLLOo NPUHOCUT BaecTALlyto
SHEPrui M MarHeTM4yeckoe MpPUCYTCTBME... B
nepBomM aKTe c/erka nepeurpana obpas
CcobNa3HUTENbHNULBI, HO 3aTemM npoABMaIa
YOAMBUTENbHYIO CTPOMHOCTb M MHTEHCUBHOCTb
3BY4YaHMA» (newyorkclassicalreview.com)
(cm. MpunoxeHue. Puc. 5)

B nanbHerwem HoBas NocTaHoBKa MeT
B 2019 roay NnpuBAeKNa BHUMaHME 3aMeHON B
nape CamcoH: nocne b6onesHn AnekcaHopa
AHMOHEHKO PONb WUCNONHAN TeHop [peropu
KyHae (Gregory Kunde), 4tOo, NO MHEHWUIO
peueHseHTa Observer, Npuaano CnekTak o
KYETKMIN N BbIPA3UTENbHbIM FOJIOCOBOM LEHTPY»
B CpaBHeHuMM C 6Honee 3Be34HOW, HO
HecTabunbHOM  npembepor 2018  roag,
ocobeHHO B ¢uHane (climactic moment) u
«CKa/iblBaHUMY» cuUeHMYeckon dopmbl (staged

oratorio setting)
(newyorkclassicalreview.comoperatoday.com)

B cueHe «BakxaHannm» (cm.
MpunoxeHune. Puc. 6) pexunccép [apko

TpewHsk n xopeorpad OctuH MakKopmak
MCNONb3YIOT  BM3yasbHble  meTadopbl U
LBETOBYIO CMMBOJIMKY, MNpeBpaLlas 3Mn1304
A3bI4ECKOro Ky/bTa B a//IeErOPUKD MACCOBOTO
MOK/NIOHEHMA M pacnaga AyXOBHbIX LEHHOCTEN.

O6cyKpeHue. HaligeHHble B Xxoae
nccnefoBaHMA AaHHbIE MO3BONAKT COOTHECTU
obpas [anunbl C YyCTOABLWIMMMCA B Hayke
npeacraBneHnsmm o Tune femme fatale
(POKOBOWM KEHLIMHbI) B oOnepe MO3aHero
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pomMaHTM3ma. lannay HepeaKo CPaBHMBAKOT C
APYTMMU 3HAMEHUTBIMW TEPOUHAMK TOTO e
amnaya — KapmeH K. buse n Tanc K. MaccHe
— C TOYKM 3pEHMA COYETaHMA TMNHOTMYECKOM
YKEHCKOW NpUTAraTeNbHOCTN M KBOCTOYHOIO»
Konoputa B ux obpasax (CannuHrep 74).
[enctsntensHo, BCE K repounHm
NPeACTaBNAOT 3K30TU3MPOBAHHbBIA MKEHCKUM
obpas, TaawMn yrposy AN MYKUYMHbI WU
Bonsiowalwmn  GaHTasum  eBPOMNEnNCcKoro
BoobparkeHmMa o Boctoke ©n cBobOOAHOM
KEHCKOW  CeKcyaNbHOCTW.  KapmeH, XoTA
STHMYECKM He «BOCTOYHAA», a WCMaHCKasd
UblraHKa, ana dpaHuy3ckon nybankum XIX Beka
O/MUETBOPANA 3K30TMKY W  NepBOObITHYIO
CTPacTb; eé xapakTep becnollaaHo POKOBOM, U
B dMHaNe OHa, KaKk M3BECTHO, pacn/a4MBaeTcs
M3HbIO 33 CBOWM BbI30B MoOpann. B To e
Bpems My3blKa/ibHbIM A3bIK B13e nogxkpennset
obpa3: Tak, 3HameHMTaa xabaHepa KapmeH
NOCTPOEHa Ha MeANIeEHHOM  HUCXOAALLEM
XPOMaTMYECKOM MOTMBE, KOTOPbIMA CTasa, Mo
Bblpa*KeHuto Puyapaa TapycKunHa,
cBOE0bHpa3HbIM «OMNO3HaBATE/IbHbIM 3HAKOM»
BOCTOYHOM POKOBOW EHLLMHbI B
eBponeincKon onepe.

MNprmeyaTenbHO, 4YTO aHaNOrMYHbIN
NPWEMm cabllieH 1 8 apun dannnsl «Mon coeur
s‘ouvre a ta Vvoix», rAe NoCTeneHHOo
CHMXKaloWanca MNo  NOAyTOHaM  Menoama
O/IMUETBOPAET YYBCTBEHHOE «CKOJIbXKEHMEY
repovHu, onyTbiBatolwern CamcoHa CBOMMM
Yyapamu. Takas My3blkajbHas napannenb
noAYépKMBaeT poacTBo 06pa3oB KapmeH u
Hanvnbl: kKak otmevaeT K. [xkopaeH, B 06omx
cnyyaax pedpeH apum  cobnasHUTENbHMLbI
BbICTPOEH Ha Mea/IeHHOM XPOMaTUYECKOM

cnage, CUMBOAM3MPYIOLLEM — 3pOTMYEcKoe
nckyweHue. OO0pa3 TpeTben TrepouHu —
KYPTU3aHKM Tawuc, OEeNCTBYHOWEN B
OeKopauuax  opueHTanbHoro  Ermnta —

npeacTaBnseT MHOM MNOBOPOT Tembl femme
fatale. B onepe MaccHe rnaBHas repouHA
NpPOXoAMT NyTb OT CMEPTOHOCHOM KpacaBuLibl,
CBOAALWEN MY)KUYMH C YMa, A0 pacKasBlUencs
CBATOW; TEM HE MEHEE U B €€ NepBOHaYa/IbHOM
00/MKe dpaHLy3CcKas KpUTMKa ycmaTpuBana
NPWBbLIYHBLIA HAabOP OPUEHTANUCTCKUX 4YepT:
Tanc cobnasHuTesnbHa, KanpusaHa, OKpY»KeHa


https://operawire.com/metropolitan-opera-2018-19-review-samson-et-dalila/?utm_source=chatgpt.com
https://operawire.com/metropolitan-opera-2018-19-review-samson-et-dalila/?utm_source=chatgpt.com
https://newyorkclassicalreview.com/2018/09/a-magnetic-garanca-simmers-in-mets-season-opening-samson-et-dalila/?utm_source=chatgpt.com
https://newyorkclassicalreview.com/2019/03/a-covering-kunde-and-rachvelishvili-save-the-day-in-mets-second-cast-samson/?utm_source=chatgpt.com
https://operatoday.com/2019/03/_samson_et_dalila_at/?utm_source=chatgpt.com

aTMOCHepoi rpexoBHOM BOCTOYHOM POCKOLIMK
(Nok 266—268; KapayoHu 46). bonee TOro, eé
My3blKa/ibHas XapaKTepUCTUKa (Hanpumep, B
CUEHAUMAX U3 XKM3HM ANIeKCaHapWUN) BKIKOYAET
MOAaNbHble n OpHaMEeHTaNbHble
0COBEHHOCTM, BbI3blBalOWME Yy CAylWwaTend
«BOCTOYHbIE» accoumaunmn (Xanobpenx 37).
Tem cambiM, KaK  MOKasblBAlOT  HalK
conoctasneHnda, [Hdanwuna, KapmeH wun Tauc
0bpasytoT CcBoero poaa Tpuady «POKOBbIX
BOCTOYHbIX MEHLMH» Ha OMNepHoOM cueHe
pybexa XIX—XX BekoB. Mx obuime 4yepTbl —
rMnep-cekcyann3npoBaHHbIi obpa3s
cB0O0OAONOONBON KEHLWMHbI, 3K30TUYecKoe
OKPY*KEHMUE, MOTWB HaKa3aHuA nnm
MCKyNAeHMA — COOTBETCTBYOT
PACNPOCTPAHEHHbIM B Ky/IbType TOro BpemMeH!
Mndam 0 YKEHCKoW OMacHOCTY,
NPOeUMpPyeMbIM Ha WHYKD, OpPUEeHTaNbHYH
noysy (CannuHrep 74). NMoaobHble MOTMBSI
HEeOoHOKPATHO OMMCaHbl B My3blKOBEAYECKOM
nutepatype (/lok 266-268; TapyCKuH), M1
maTepuasnbl Hallero nccneaoBaHmA
NOATBEPKAAOT, YTO MOCTAHOBOYHAA NPAKTUKA
MeTpononnTeH-onepsbl He TONBbKO
BOCMPOW3BOAMAA 3TN CTEPEOTMMbI, HO NoAYac
M TOHKO KOMMeHTMpoBana ux. Hanpumep, B
psage Bo306HOBAeHWM onepbl B 1930-40-e
robl B CLIA obpas Danunbl
MHTEPNPETMPOBANCA  MOCTAHOBLUIMKAMW  C
aKLLEHTOM Ha €€ NOANTUYECKYIO MOTMBUPOBKY
(naTpnoTMam GUANCTUMAAH) MOMMMO YUCTO
apoTnYyeckoro 06aaHMA — BO3MOXKHO, Nof,
BANAHNEM 3MaHCUMNATOPCKMX noen,
3apoXAaaBlumxca B obuectse. HanpoTus,
bonee  no3gHMe  NOCTAHOBKM  BTOPOM
NoNIOBMHbI XX BeKa 4acTo BO3BPaLLA/IMCb K
NoAYEPKHYTO YyBCTBEHHOM TPaAKTOBKe
repouHu, CO3BYYHOW HEOPOMAHTUYECKOMY
BKyCy MNyb6/IMKM, 4YTO TFOBOPUT O MKMBYYeCTM
Knaccuyeckoro apxetuna femme fatale Ha
OnepHOM cugHe.

CoBpeMeHHas BM3yasibHas TPaAKTOBKa
onepbl Ha cueHe Metropolitan Opera
OEMOHCTPUPYET COYETaHWEe OpMEeHTaNbHOro
KOJIOpWTa 1 NMCUXONI0TMYECKOro peannsma. Tak,
B clleHe cobnasHeHua (cm. MpunoxkeHune. Puc.
4) NoAYEPKHYTa MHTUMHOCTb B3aMMOAENCTBUA
repoes, B TO BPEMSA KaK KOMMNO3MLMA S KEHCKOTro
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xopa (cm. Mpunoxkenue. Puc. 5) akueHTUpyeT

COUManbHbIM U PUTYasnbHbIA  KOHTEKCT
aencreua.

MNoaBoAA UTOT, MOXHO 3aK/IKOUYNUTb, YTO
pe3ynbTaThl nccnefoBaHuA, Byayun
COMOCTaB/EHbI C CYLWECTBYIOLWEN Hay4yHOM

NMTepaTypor, NoATBEP)KAAOT YCTOMYMBOCTb
KNtOYEBbIX MHTEPMNPETALUMOHHBIX NUHUA B
onepe «CamcoH w [Hanuna». CueHunyeckas
MCTOPMA 3TOro NPon3BeaeHMA BNUCbIBAETCA B
0OLLYIO KapTUHY OPUEHTANUCTCKOM onepbl XIX
Beka C e€ ambuBaseHTHbIM 0bOpasom
BocTo4yHoM femme fatale, HO npu 3TOM
obnafaeT CBOMMM YHUKANbHBbIMW YepTaMn —
CMHTE30M 0pPaToOpMM W rpaH-onepbl, boraTomn
XOPOBOM ApamaTyprmnen n Mncruxonormyeckon
HI0AHCMPOBKOM NaBHbIX NapTMiA (Xanbbperix
37; ok 266-268). B T0 e Bpems, pasinuns B
BOCNPUATMM ONepbl B pPasHble 3MN0XU W
KynbTypax (Ha 3anaze v B Poccun, B XIX Beke u
B XX—XX| Bekax) MOKa3biBaloT, HACKOJbKO
MHOIOrpaHHO 3TO NPOM3BEAEHME W CKOJb
rMOKO OHO OTpakaeT oxunaaHua nyeamkun. Haww
aHanu3 noATBepXKaAaeT aKTyaNbHOCTb
MEXANCUMNAMHAPHOTO NOAX0Aa K M3YYEeHMUIO
CLUEeHMYecKkol cyapbbl onepHoro Hacaeams:
TONbKO YYUTbIBAA UCTOPUYECKME, KYNbTYPHbIE
N WOEONIOTMYECKME KOHTEKCTbl, MOXHO B
MOMIHOM  Mepe  OCMbICAUTb  3BOJIOLMIO
NOCTAHOBOK M MHTepnpeTaumin. B cneaytouiem
pasgene  (3akatodeHne)  OyayT  KpaTKo
chOpPMyIMPOBaHbl OCHOBHbIE BbIBOAbI HaLLEro
nccnenoBaHuA, BblTEKatoLLMe n3
npoBeaéHHOro obeyKaeHuA.

3aKknto4eHmne. [MpoBeaéHHoe
nmccnepoBaHMe  MO3BOAMAO — BMEPBblE  Ha
CUCTEMHOM YpPOBHe PAacCMOTPETb
CueHMYeckyto mnctoputo onepbl Kammna Ceh-
CaHca «CamcoH u [Hanuna» Ha oOcCHOBe
apXMBHbIX MaTepranos MeTponoanTeH-onepbl

M APYTMX  UCTOYHMKOB. Mony4yeHHble
pe3y/nbTaTbl  MOKa3biBalOT, 4YTO  Onepa,
npeodoneslan LeH3ypHble bapbepbl U

CKencmc coBpemMeHHWKOB B XIX Beke, B
nanbHenlem obpena ycTonMuyMBoe MeCTO B
MWPOBOM penepTyape 1 CTana eaANMHCTBEHHOWM
onepot  CeH-CaHca, 3aKkpenuBlueica B
MeXAyHapOAHOM KaHOHE.



3apaumn nccnenoBaHus 6b1m
nocnefoBaTelbHO  peann3oBaHbl.  AHanus
reorpadum  MNOCTAaHOBOK BbIABMA  LUIMPOKOE

pacnpocTpaHeHme onepsl B EBpone n CLLUA npu
eé [OANTeNIbHOM OTCYTCTBMM B COBETCKOM
penepTtyape. ICTOPMKO-KYNbTYPHbIA KOHTEKCT
MoKasas, 4To ycTonymBocTb «CamcoH U
Hdanvuna» B adulax KpynHEeMwWuMx TeaTpos
0ObACHAETCA  He  TONbKO  My3blKasbHO-
ApamaTypruyeckon LeHHOCTbIO
Npou3BeeHna, HO W ero COOTBETCTBMEM
napagMrmam  opuveHTanmMama u  obpasy
POKOBOM  KEHLWMHbI, BOCTPeOOBAHHbLIM B
eBPOMEeNCKOM WCKycCcTBe KoHUa XIX Beka.
PaccmoTpeHue MHTepnpeTauum obpasa
Janunbl N0o3BOAMAO NPOCAeAUTb MyTb OT
TpaauumoHHoro ctepeotnna femme fatale k
6onee  MHOrorpaHHoOMy,  MCUXONOrMYECKH
HacblWeHHOMY 06pa3y, XapaKTepHOMy ANA
MOCTKO/IOHMANBHOrO  AMCKypca.  ApxXMBHaA
XPOHMKA MeTponoanTeH-onepsl
NPOLAEMOHCTPMPOBAsa  KAto4YeBble  3Tansbl
MCNONHUTENBCKOWN TpaguLmn: yyacTtume
KpynHenwmnx nesLOB XX BeKa, MOCTaHOBKM,
bopmnpoBaBlLIME KaHOH WHTepnpeTauun, a

TaKXe Ky/NbTypHbIM  pa3pbiB, BbI3BAHHbIN
«KeNesHblM 3aHaBECOM», KOTOPbIN UCKAYNUA
COBETCKYt0  nybamky  u3  rnobanbHoro
KOHTEKCTa.

HayyHasn HOBW3Ha paboTbl
3aK/loyaeTcA  BO  BBeAeHMM B 0H0pOT

APXMBHbLIX  AadHHbIX MeTpOI'IO/'Il/ITeH-OI'Iepr,

MO3BOIAOLLLNX PEKOHCTPYMPOBATH
MHOTOC/NOMHYO KapTUHY CLLEHNYEeCKOM
ncrtopum onepbl CeH-CaHca. [lonyveHHble
BbIBOAbl MMENT 3HaYeHWe He TONbKO AAA

MY3bIKO3HAHWSA W TeaTpoBeAeHMA, HO U ANd
KYJbTYPOJIOTUN N TEeHAEPHbIX UCCAeA0BaHUN,

MOCKO/IbKY BbIABAAIOT B3aMMOCBA3b
XY/0XKECTBEHHbIX UHTEpnpeTaumi C
NCTOPUYECKMMM 7 NOE0N0rMYECKMMU
KOHTEKCTaMM.

Takum  obpasom,  uccaesoBaHWe
NOATBEPAMNO, UTO CLEHMYecKas McTopus

«CamcoH un [anuna» — 3TO He MNpoCTo
nepeyeHb MOCTAHOBOK W UCMONHUTENEN, HO U

oTpakeHue rNYyOUHHbBIX npoueccos
KY/NbTYPHOTO obmeHa, TpaHchopmaumm
XYZAOXECTBEHHbIX  MNapaaMrMm U BAWAHMA
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NOMUTUYECKMX  daKTopoB Ha cyabby
My3bIKa/IbHOTO Hacneams. WToru
nccnenoBaHmA NOATBEPXKAAIOT, yTo
obpalleHne K  apxMBHbIM  MaTepuanam

MeTpononnTeH-onepbl MNO3BOIUAO YTOYHWUTL

XPOHOJIOTUKO MOCTAHOBOK n BbIABUTb
3aKOHOMEPHOCTU CLI,eHMLleCKOlZ 3BOIOUNN
onepbl CamcoH un  [anuna, OTpaxakune

B3aMMO/ENCTBME My3blKa/bHbIX, TEATPA/IbHbIX
M COLMOKYNbTYPHbIX GaKTOPOB.

[anbHelwmne  nepcrnexkTMBbl  MOTyT
HbITb CBSi3aHbl C COMOCTAB/NIEHMEM APXMBHbIX
MaTepuanoB APYyrmx Beayuwmx TeaTpoB MMPa,
YTO MNO3BOIUT PACLUIMPUTL KAPTUHY ObITOBAHMA
onepsl 7z YTOYHUTL MEXaHU3Mbl
bopmmpoBaHmAa eé MeXAYHapOAHOro
penepTyapHOro craTyca.
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©3rE TITAINEPTE APAB TI/TIH OKbITYAbIH OKY BAFJAPTIAMACHIH
KAJTbINTACTbIPYAAFfbI HEMM34EP MEH CTAHOAPTTAP

AHgatna: et TingepAdi OKbITy — nedarorvkanblK 3epTrey/eple MaHbI3abl
barbITTapablH, 6ipi. Bi3aiH yCbIHATbIH 3epTTeYiMI3AiH ©3eKTiNiri WeT Tinaepai oKbITyabl
XETiNAipyre Kbi3blFyLbIAbIK NEH Kasipri MMHIBOAMAAKTUKANbIK TacingaepaiH, — 6inim
bargapnamanapbiHbiH, - Derimaeny KaxkeTTiniriHae apTybiIMeH 6OalnaHbICTbl. ©3re
Tinginepre apab TiNiH OKbITYy S4iCTEMENiK, MNCUXONOTUANbBIK KoHE MIAEHU-
NIMHTBUCTUKANbIK KblpapblHbIH, KeweHai 6onybiH Tanan eteqi. byn e3 keseriHae 6inim
anywblnapaplH,  MaTtepuanabl  MeHrepy  TUIMAIAINT  MeH  KOMMYHUKALMAbIK
KY3bIPeTTiNIriH AamMblTaabl.

YCbIHbINATbIH 3€pTTeyAiH MaKcaTbl  apab TiNiHiH OKY KypanaapbiH AanblHAayAad
binim OepyaiH 3amaHayM CTaHAAPTTapbiHbIH Canacbl MeH MaKcaTTapbliHa Kayan
bepeTiH OKbITYAblH, NPUHLUUNTEPI MEH KPUTEPUINNEPIH aHbIKTay 60abIN Tabblnaabl.

3epTTeyAiH, HerisiH  WeT TiNiH  MeHrepTyderi 3amaHayu TeopuAanapabliH,
TYKbIPbIMbl  MEH Tanzaynap, CanblCTbipManbl-a4iCTEMENIK Tacinaep, COHAAN-aK,
neaarornkanbik *obanayabliH NPUHUMATEPI Kypanab!.

3epTTeyaiH HaTUMXKeciHAe OKy MaTepuangapbiH AanbiHaayaa 6inim  bepy,
NCUXONOMMANDBIK aHe TINAIK KypamAapAblH WMHTerpaumanapblH KaMTamacbl3 eTeTiH
Heri3ri sgictemenik 6afbiTTap anKbiHAANAbI.

Binim  bGepyaiH,  TWUIMAININIH  apTTbipyfa  blkNan  eTeTiH  KaHe  b6inim
baraapnamanapbiHbiH Xa/ibIKapanblK, TasnanTapblHa camn KeseTiH OKy
OafraapnamanapblH  »KacakTayfa »KyWeni a4ici KaxeT JereH KopbiTbiHAbIFA KON
KeTKizing,i.

TymiHgi cespep: oky bargapnamacsi,
e3re Tin4inepai okbITy,
TINAIK Aafabliap,
Ma3MVYH,
bara.
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Myxammes, Puaa. “©3re Tinginepre apab TiniH OKbITYAblH OKY
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ctaHpaptTap.” Eurasian Science and Arts, T.1I, Ne 17, 2025, 24—
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FOUNDATIONS AND STANDARDS FOR DEVELOPING A CURRICULUM FOR TEACHING
ARABIC TO SPEAKERS OF OTHER LANGUAGES

Abstract: Teaching foreign languages is one of the key areas of contemporary
pedagogical research. The relevance of this study is determined by the growing
interest in improving foreign language teaching methodologies and the need to adapt
educational programs to modern linguodidactic approaches.

Teaching Arabic as a foreign language requires a comprehensive understanding
of methodological, psychological, and cultural-linguistic aspects of learning, which
ensures the effectiveness of material acquisition and the development of students’
communicative competence.

The purpose of the research is to identify the principles and criteria for designing
Arabic language textbooks that meet current quality standards and educational
objectives. The methodological framework of the study is based on the analysis and
synthesis of modern theories of language acquisition, a comparative-methodological
approach, and the principles of pedagogical design.

The results of the research reveal the main methodological guidelines that
ensure the integration of educational, psychological, and linguistic components in the
development of teaching materials. The study concludes that a systematic approach
to textbook design contributes to improving the effectiveness of language instruction
and aligning educational programs with international standards.

Keywords: curriculum,
teaching speakers of other languages,
language skills,
content,
assessment.
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OCHOBbI M CTAHAAPTbI CO34AHWA YYEEHOW NPOrPAMMbI 414 MPENOJABAHUA
APABCKOIO A3bIKA HOCUTENIAM APYTUX A3bIKOB

AHHOTauuAa: [lpenogaBaHWe WHOCTPAHHbLIX SA3bIKOB SABAAETCA OAHUM U3
Ba)KHEWLLIMX HaNpaBAEHMI NeaarorMyeckmMx MccaenoBaHW. AKTyanbHOCTb Hallen
paboTbl 0b6yCcNOBNEHA BO3PACTAOLWMM MHTEPECOM K COBEPLUEHCTBOBAHMIO METOAMKM
npenoaaBaHma MHOCTPAHHbIX  A3bIKOB 7 HeobxoaAMMOCTH afanTaumm
06pa3oBaTebHbIX MPOrPaMMm K COBPEMEHHbBIM NTMHIBOANAAKTUYECKMM NOAXOAAM.

MpenogaBaHne apabCKoro A3blka Kak HepogHoro TpebyeT KOMMIEKCHOro
OCMbICNIEHNSA METOAONIOMMYECKNX, MCUXONOTMYECKUX N KYNbTYPHO-TMHIBUCTUYECKMX
acnekToB 0by4yeHMs, 4To No3BoaseT obecneynTb 3GGEKTUBHOCTb YCBOEHNA MaTepmnana
N PA3BUTUE KOMMYHWUKATMBHON KOMMNETEHLUMMN 0DYYatOLMXCA.

Llenb wnccnegoBaHMA COCTOMT B onpeaeneHuM MNpUHLUMAOB M KpUTepues
Cco34aHMA y4ebHbIx Nocobuin No apabcKoMy A3blKy, OTBEYAKWMX COBPEMEHHbLIM
CTaHZapTaM KayecTBa W obpa3oBaTesibHbIM Lenam. MeToaoN0rMYecKkyto OCHOBY
pPaboTbl COCTAaBAAT aHaNM3 KU 060bOLEHNE COBPEMEHHbIX TEOPUIA YCBOEHMA A3bIKa,
CPaBHUTENIbHO-METOAMYECKUA  MOAXOA, a TaKKe NPUHUMNAbI Neaarormyeckoro
NPOEeKTMpPOBaHMA. B pesynbTaTte nccaeoBaHWA BblABAEHbI OCHOBHblE MeTOAMYECKMe
opueHTUpbl, obecneynBatoLlinme MHTerpaumo obpasoBaTesibHbIX, MCUXONOTMYECKUX U
A3bIKOBbIX KOMMOHEHTOB NPW pa3paboTke y4ebHbix MaTepmnanos. CaenaHbl BbIBOAbI O
HEOOXOAMMOCTM CUCTEMHOIO NOAX0Aa K MNPOEKTUPOBAHUIO Y4YebHbIX nocobui,
CNocobCTBYIOWErO  MNOBbIWEHUIO  3QPEKTUBHOCTU  0DyYEeHUA U COOTBETCTBMIO
06pa3oBaTeIbHbIX MPOrpaMm MexXayHapoaAHbIM TpebOoBaHMAM.

Kniouesble cnoBa: yuyebHaa nporpamma,
oby4yeHune HocuTenem Apyrmux A3bIKoB.,
A3bIKOBbIE HABbIKMK,
coaeprKaHue,
oLeHKa.

Ana uutTupoBsaHuma;
Myxammeq, Pnag. « OCHOBbI M CTaHAaPTbl CO34aHMA y4ebHOoM
nporpaMmbl oA npenogasBaHmA  apabckoro  A3bliKa
HoCcUTeNnAM Apyrux A3blkoB». Eurasian Science and Arts, T. |,
No 2, 2025, c. 24-37. DOI: 10.65199/2617-6823-2025-2-2.
(Ha pycckom)
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Beepenue. MNpenoaasaHue apabckoro
A3blKa INMLUAM, A1 KOTOPbIX OH He SIBAAEeTCA
POAHbBIM, HA4aN0Cb C PACNPOCTPAHEHNEM
Mcnama BBUAY TECHOW CBA3N MKy
apabCKMM A3bIKOM M UCIaMOM.
Obpa3oBaTenbHbIM NPoLecc B Te
npougeTatouime anoxm bbin BnonHe
ycrnelwHbim 6rarogaps CMabHON MOTUMBALIMN K
MO3UTUBHOMY OTHOLLEHMIO K apabckomy
A3bIKY U €ro Hapoay.

B Halle BpeEMA npenojaBaHne
apa6c+<oro A3blKa nUam, ONA KOTOPbIX OH HE
ABNAETCA POAHbBIM, CTano pasgesnom

NPUKNAAHON NUHIBUCTUKM, W3BECTHbIM KaK
NWIHIBUCTMKA, W OTHOCMTCA K obnactu
npenofaBaHMs WMHOCTPAHHbIX A3bIKOB. JTa
obnacTb OXBaTbIBAET Pa3M4YHble Teopuu
OB/lAAEHMA A3bIKOM, a TaKXKe pa3n4yHble
JWHTBUCTMYECKNE n ncuxosiormyeckmne
HanpaBAEeHMA U LLIKO/bI.

BaXHOCTb YyCUMAWKM, Npunaraembix AnA
0by4eHMa apabckomy A3bIKy ANLL, 418 KOTOPbIX
OH He ABNsAeTca pPoAHbIM, 0bliem3BecTHa. B
3TOM 06nacTM paboTatoT MHOTME UHCTUTYTbI U
yypeskaeHus, 3aHMManACh HanMcaHnem
y4ebHbIX Nocobui, pa3paboTKoM MeToAMK UK
NoAroTOBKOM 1 obyyeHnem yumntenen. OaHako
HONbLIMHCTBO nporpamm obyyeHumsa
apabCcKomy s3bIKY 4151 HEHOCUTEIe A3blKa No-
npesHemy TpebytoT AaNbHEeNWnxX
nccnenoBaHMin, paboTbl U Pa3BUTUA, YTOOBI
MATU B HOTy C ObICTPbIM Pas3BUTUEM Kak B
obnactn obpas3oBaHMA, Tak M B 06/1acTU
TEXHONOTUI U UHPOPMaLNN.

B nonbiTke  NpoanTb  CBET  Ha
HeKoTopble YyCcuMAMA 3KcnepToB B obnactm
obpasoBaHMA M npenogasaTenei apabckoro
A3blka AN HEHOCUTENel f3blka Mbl OnMcanmu
peanun 06pa3oBaHMA B Hally 3M0OXy M
onpeaenunM, B KaKoOW  CTeneHu  OHO
COOTBETCTBYET MOCNEAHUM AOCTUMKEHMAM B
nccnegoBaHmax B obnactnm obpaszoBaHMA Ha
BTOPOM A3bIKe. Ba’KHO NMOHATb, KaKMe Hay4Hble
OTKPbLITUA MOKa3a/n OTHOCUTEIbHO TOro, Kak
pa3pabaTtbiBaTb  COBPEMEHHYID  y4yebHyto
nporpammy, a TaKke Hambonee BaXKHble
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NPUHUMNBI U CTaHAAPTbI,
YUYNTbIBATL aBTOPbI.

MNosTomMy B NepBOM rnaBe [AaHHOro
nccnenoBaHua Obina NpeanpuHATa NOMbITKA
[aTb  KpaTkuMih  0630p 0Opa3oBaTesibHbIX,
MCUXO/IOTUYECKMX U COLMANbHbIX  OCHOB
pPa3paboTkM y4yebHOM Nporpammbl. 3atem BO
BTOPOW rnase Oblna NpeanpuHATa MNOMbITKA
0O6BACHUTL JIMHIBUCTMYECKME OCHOBBbI,
pacckasaB O JIMHIBUCTUMYECKMX CTaHAapTax,
KOTopble  A0/XKHbI NpuUCyTCTBOBaTbL B
COBpeMeHHOM y4yebHoM nporpamme. Takum
06pa3omM  Mbl  CTPEMMMCS  Pa3bACHUTb
BAYKHOCTb WX cobatoaeHWNs, 4ToObl yyebHas
nporpamma Mmorna [AoCTu4Yb  uenen, Ans
KOTOpPbIX OHa bblna co3aaHa.

MeTtoaonorua nuccnenoBaHus. B
[AaHHOM  MCCNeaoBaHWMM  MCMNONb30BaCA
nenyKTMBHbIM - noaxod. OH  3aHMMaeTcs
BbIBOAOM (aAKTOB MOCPEACTBOM  M3y4YeHUs
Hay4YHOro ABfeHUa nan npobnemsl. JeayKkums

KOTOpble AO0JTXKHbI

OT/MYaeTca OT APYrMX MeToAoB Tem, 4To
npenocTaBnseT  YMCAoByt0  MHOOPMALMIO,
KoTopas nomoraeT NOHATb
nccnenoBaTenbeKme NnepemeHHble,
BK/THOYEHHbIE B rmnoTesbi nnm
nccnenoBaTeNbCkME  BOMPOChbI,  KOTOpble
nuccnepoBatenb  npeasaraeT B CBETe

MMEIOLLLENCA Y HEro MUCXOAHOM MHbOpMaLUMK.
LenyKTnBHbIN MeTOoZ, XapaKTepmayeTcs
MCNONb30BaHMEM JIOTMKWM Ha BCeX 3Tanax,
KOTOpble OH BKAKYaeT, MmeeTca B BUAY
NPUHATME TOrO, YTO COTNACyeTcA C MbIC/IbHO U
pasymom. [lyxOBHbIM OTLIOM 3TOro MOAX0Aa
ABNAETCA bpaHuy3 ®p3Heuc BaKoH,
poamBLINCA B 1626 roay Hawern spbl. OH 6bin
M3BECTEH CBOMM  YHWKa/IbHbIM  METOAO0M
3KCNepMMeHTMPOBaHMA M HabnwoaeHuna. OH
pa3aenna BbIBOAbl, MONyYEHHbIE C MOMOLLBIO
AefyKTUBHOrO noaxoda, Ha Tpu  Tuna:
aHaAUTMYeCKas  aeaykumda,  dopmanbHasa
AefyKuma n apudmMeTmyecKan aeayKuma.

PesynbTaThl u obcyxaeHue.

nasa nepsaa: OcHoBbI cO30aHUSA
o0bpazosamersnbHOU npoepammel

Ons pa3paboTkn xopoulen ydebHoM
nporpammbl NO npenogaBaHWto apabckoro



A3blKa HeobxoaAnmo NPUAEPKUBATLCS
HaYYHbIX OCHOB, AOCTUTHYTbIX COBPEMEHHOM
HayKoh B 001aCTM cocTaBneHuA y4ebHbIX
nporpamm, u4Tobbl OHa 6Has3upoBanacb Ha
MPOYHbIX OCHOBAaX M AOCTUrana CBOMX Lenen
cnocobamum M MeToZamu, KoTopble MoAxoasT
obpasoBaTenbHOM cCpege CO BCeMM ee
KOMMOHEHTaMW. ITW OCHOBbI Pa3/INYatOTCA M
BKAtOYaloT B ceba  obpas3oBaTesibHble,
NCUXONI0TMYECKME, COLUMANbHbBIE U A3bIKOBbIE
OCHOBbI.
lepsoe: ObpazosamersibHbie OCHOB8bI

Mpouecc NoArOTOBKM
0bpa3oBaTeNibHOM MPOrpaMmbl  aHaJIOrnyeH
NoAroToBKe KOMM/IEKCHOM CUCTEMBI,

COCTOAILLEN W3 HECKONbKMX 31EMEHTOB W
KOMMOHEHTOB. 3TN 3/1eMeHTbI CBA3aHbI APYr C
APYrom nocpeacTBOM B3aMMOZLOMONHAROLLMX
OTHOLUEHW, MO3TOMY OHW BAMAIOT APYr Ha
apyra v B3aMmoobyCcnoBAMBAOT ApYr Apyra.
Hanbonee BaKHbIMM M3 HUX ABAAIOTCA: LENM,
cogeprKaHme, MeToabl 0By4YeHMA 1 OLEeHKa.

ObpasosamerbHsie uyesnu

Onpenenexne uenem ABNAeTCA
Ba)KHEMLIMM Larom B CO34aHMKU y4ebHOM
NporpaMmmbl, a TaKKe B npoueccax obyyeHma u
OUEHKM W HaxoaMTCA B UEHTPe BHWMaHMA
KOMMOHEHTOB y4ebHOM Nporpammsi.

LUenn  mmetoT  pasHble  YPOBHMY,
HeKoTopble M3 HWUX obuime, a HeKkoTopble —
KOHKpeTHble. ObLIMe 33[a4M, U3BECTHbIE KakK
LUenu, OTHOCATCA K (GOpMynMpoBKe 06X
M3MEHEHWI,  KoTopble  0bpa3oBaTe/sbHas
nporpamma CTPEMUTCA BbI3BaTb Yy YYalLLMXCA B
[ONTOCPOYHOM nepcrneKkTuee. Puuapac (2012)
0OBACHWAN  BaAXHOCTb LEnen W WX 3aaad
cneayoLwmm obpasom: HeobxoanMmo
NpefoCTaBUTb YeTKoe onpeaeneHue Lenen
y4yebHOM nporpammoi. MpenoctaBneHme
PEKOMEHAAUMN  yunTenam,  ydalwumca U
aBTopam y4ebHbix nporpamm. OKaszaHue
NOMOLLM B ONpesieNIeHnn TOro, Ha Yem cneayet
COCPesoTOUNTb obyyeHue. OnucaHue
CYLLECTBEHHbIX M3MEHEHWI, KOTOPbLIX MOXHO
006butbea B 0byYeHu.

KoHKpeTHble uenn — 3TO uenu,
KOTOpble OTHOCATCA K KOHKPETHON Teme. OHU
MeHee obuime 1 6onee KpaTkocpouHble. OHM
ObIBAtOT ~ HECKONbKMX  TUMOB,  BK/tOYas
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npoueaypHble, noBeAeHYeckne 7
KOMMYHMKaTUBHbIe Uuenu (Tanma mn AHaka).

OnucaHune KOHKPETHbIX Lenemn
obneryaer npouecc co3daHua  yyebHow
NporpaMmbl n NOATOTOBKM  y4ebHbIX
matepuanos. OHO Takxe obecneynsaet
pe3ynbTaTbl 0Oy4yeHWsi, KOTOpble  MOMKHO
N3MEPUTb N OLUEHUTb KaK A4S yYalMXCa, TaKk U
ons  obuwen oueHkM  0bpas3oBaTesIbHOIO
npotecca. 3Tn uenm TaKxe
CTaHOAPTM3MPOBaAHbl W peanusytoTcs bOes
yYeTa JIMYHbIX MHEHUA U CYOBEKTUBHbIX
nHTepnpeTaunin (Pruyapac).

Lenv umeT MHOXKecTBO TWUMOB MU
KnaccuouKkaumii, M CyWecTBYeT MHOXeCcTBO
NOMbITOK KMaccnduumpoBaTb MX MO Pa3HbIM
OCHOBaHMsaM.  [loktop  Taanma  (1986)
YNOMSAHYN Knaccudukaumio obpasoBaTesibHbIX
uenenm B COOTBETCTBMM C pe3yabTaTaMu
oby4yeHuMa, KoTopyto paspaboTtan beHaKaMuH
BAiym COBMECTHO C pAAOM 3KCNepToB MO
ouUeHKe. ITo Haumbonee pacnpocTpaHeHHas
KnaccubuKkaums, NOCKONAbKY  Uenm  6bian
paszeneHbl Ha TPW OCHOBHble o0bnacTu:
KOTHUTUBHAA WAM nepuentuBHas o061acTb,
3aMoLMOHaNbHaa Uan adpdekTnBHas obnactb m
NCUXOMOTOPHaA WAM 06/1acTb HaBbIKOB, M
Kaxaana o061acTb MMEeT YPOBHM OT MPOCTOro
10 CNNOXKHOrO.

Bbibop U op2aHu3ayusa KoHmeHma

Mocne 3aBeplieHns GopmMyanMpoBaHma
Luenen HacTynaeT caeayrolmMii aTan, KoTopbIn
cymTaeTca OCHOBHbIM MHCTPYMEHTOM
[OCTUMXEHNA 3TUX Leneit, a UMeHHO oTbop U
OpraHM3aums KOHTEHTa y4ebHOM NPorpaMmmbl.
BbibOp KOHTEHTa TaK »Ke BaXKeH, Kak M BblOOp
uenen y4ebHom nporpaMmmsi.

B Havyane BbIOMPAKOTCA OCHOBHbIE
TEMbI, npeacTasaaoLme cobol
npeanucaHHbIi maTepuarn, 3aTem
onpeaenatTca OCHOBHble WAeM, KoTopble

[OMKHA BKAOYATb Kaxpaaa Tema. [lanee
HauyMHaeTcA  3Tan  Bblbopa  maTepuana,
CBA3@HHOIO C OCHOBHbIMM WAEAMM, KOTOPbIi
noapobHo  pas3bupaerca ¢ noabopom
COOTBETCTBYlOWIErO 0bbema A8  Kaxaown
naen. [Ons  BblbOpa  KOHTEHTA  MOXHO
ONMPaTbCA Ha pPAd KPUTEpMEeB, O KOTOPbIX
ynomuHaeT Anb-Bakmnb (2004):  KOHTEHT



NO/MKEeH COOTBETCTBOBATb LENAM y4yebHoM
nporpammbl. Bce, 4TO COAEPNKUTCS B HEM,
O0MKHO 6bITb Hay4yHO BEPHbIM,
COOTBETCTBOBATb NpoBepPeHHbIM
COBPEMEHHbIM MAEAM M ObITb MPUMEHUMbIM K
Pa3NIMYHbIM 06/1aCTAM U CUTyaUMAM. KOHTEHT
OO/MKEeH  OblTb  CBA3aH C  Ky/IbTypHOM
PEeaNbHOCTbIO  y4Yalleroca, COOTBETCTBOBATb
MHTEepecaM yyawmxca, HbiTb AOCTYMHbIM AN
obyyeHua. YuyebHas nporpamma JOJIKHA
COOTBETCTBOBATb CMOCOOHOCTAM  yYalIMXCA,
YPOBHIO 3pesiocTV 1 npeaplaywemy onbiTy, a
TaKXKe y4nTbiBaTb MHAMBUAYAbHbIE PA3NYNA
MEeXIY HWUMMK, 4YTOObl BCE YyYalMecs MOrIu
B3aMMOZENCTBOBATb C HEM M He CKy4aTb BO
Bpems N3y4YeHuns obpasoBaTeNbHOro
KOHTEHTa.

Mpwn BbibOpe KOHTEHTA AN 0OyYeHUs
apabckomy  A3blKy  HeHocuTenen  A3blKa
HeobxoaAnmo YYNTbIBATb HeKoTopble
KpUTEpUM, B TOM YUC/e TO, YTO YMNOMSHYN
Tanma (1986), a MMEHHO, YTO OH AOJIXeH
BK/IHOYATb B c€HA TO, YTO MOMOraeT yyallemycs
npeogonesatb  Oapbepbl  obuwleHMA  Ha
COBPEMeHHOM CTaHAapTHOM apabCcKom A3bike,
NPUHUMAs BO BHMMaAHWE NOCTENEHHOCTb M
MArKOCTb B MPOLECCe A3bIKOBOM KOPPEKLUN,
4YTODObl YYaALIMIMCA NPUBbLIKAA K CTPYKTypam
apabckoro  A3blka. 3aTem  HeobxoAMMmo
OpraHmM3oBaTb KOHTEHT, 4YTO NpeAcTaBnAeT
cobol npoLecc pasmelLLeHMa 3HaHWI, ONbITa U
BWMAOB  OEATENbHOCTW,  KOTopble  Oblau
BblGpaHbl, B OPraHM30BaHHOM nopsaaKe. Takom
nonbop obecneynmBaeT COrNacoOBaHHOCTb M
MHTErpaumio Mexay HUMK 1 pacnpeaeneHue
3TOr0 KOHTEHTa MO pPas3/IMYHbIM  YPOBHAM
0bpa3oBaHMA B COOTBETCTBMM C KOHKPETHbIMM
" nocnenoBaTebHbIMM BPEMEHHbIMM
nepvogamMm. ITO COOTBETCTBYET OCHOBHbIM
OpraHM3aLMOHHbIM NPUHUMNAM. Tarma 1 Anb-
Haka (2006) ynomaHyan Hanbonee BaxKHble 13

HUX, a MMEHHO: nocnenoBaTte/iIbHOCTb,
nepexon oT M3BeCTHOIo K HeENM3BECTHOMY. o707
npnHUMN CBA3aH C MCMNOJIb30BaHNEM

npeablaywero onbiTa yyalluxcs, KOTOopbIi
3aTemM MpUMeHseTca A1 CO34aHMA HOBOro
OMbITa M 3HAHUIM — Nepexos, OT KOHKPETHOrO K
abCTpaKTHOMY: B COOTBETCTBUW C YPOBHEM
YMCTBEHHOTO pasBUTUA obyyatoumxcs.
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Mepexod OT MPOCTOro K CAOXKHOMY: Nnepexos,
OT NPOCTbIX, IETKMX ANA NOHMMAHUA 3HAHWUI K
bonee CNOXHLIM 3HaHMAM.  MHTerpauma:
HaBblKM COAEPMKAHMA WU 31EMEHTbl y4ebHOM
NpOorpaMmbl  O0/KHbI ObITb B3aMMOCBA3aHbI
NoCpPeACTBOM MHTErpaumMmM Tem B A3blKOBble
HaBbIKM N UX 3N1EMEHTbI, YTOObI KaXAbl HABbIK
pa3BMBaN WM MNOAAEPKMBAN APYrne HaBbIKW.
HenpepbIBHOCTb: 3HAHWA M ONbIT HAYMHAOTCA
Ha NepBOM YpPOBHE, 0OLLEM M MOBEPXHOCTHOM,
3aTem yraybnatoTca 1 paclumpatoTca No mepe
TOro, Kak y4vallmica nepexoamt Ha 6onee
BbICOKME YPOBHM, 4TOObI [0CTNYb
KYMYNATUBHOTO M HEMPEPbLIBHOrO 0byYeHMA.

Memoodsi u cmpameauu oby4yeHuUs

Mocne Bblbopa UeNel, KOTOPbIX
[OMKHA A0CTMYb y4ebHas nporpamma, U
BbiboOpa COOTBETCTBYHOLLENO yyebHoro
maTepuana HeobxoaMmo BbIbpaTb MeTof,
o0byyeHua n obpasoBaTesbHYO AEATENBHOCTD,
C TMOMOLWbI KOTOPbIX 3TW ueanm byayT
[OCTUMHYTbI.  BblbOp KOHKpPETHoro MeToaa
BO3MOMEH TO/IbKO B TOM C/Ay4vae, ecnu Lenu
yyebHom nporpammebl NO/IHOCTbO
COOTBETCTBYIOT LEeNAM AaHHOro MeToaAa, YTo
obecneuymBaeT Tpebyemblil ypoBeHb BAaAeHMA
A3bIKOM B CxOxel obpa3oBaTe/sbHOW cpeje
(Pnuapac v Poaykepc).

OueHKa

Mpn paspaboTke y4ebHON Nporpammsi
Ba)KHO  COCPeAOTOMMTbCA  Ha  BaXKHOCTM
OLEHKM, MOCKOJIbKY OHa ABNAETCA OCHOBHbIM
MHCTPYMEHTOM  obecneyeHns  OOCTUMKEHUSA
uenen obyyeHMA U  U3MEPEHUA CTeneHu
M3MEHEeHU B nosedeHnn yyawmxca. OueHKa
BaKHa  ANa  KnaccuduKaumm  yyallmxca,
onpeaeneHnsa nx ypoBHA BNAZAEHUA A3bIKOM U
HanpaBieHWA WX Ha  COOTBETCTBYIOLLMI
YPOBEHb C YY4ETOM WX MpeablAyLLero onbiTa
notpebHocTen. OH  Takxe nomoraet
npeaocTaBnATb MHOOPMALMIO M AaHHble O
xone obpas3oBaTe/IbHOrO MpoLecca, a TakkKe
M3MepATb aKaJeMWYeCKMe AOCTUMKEHUA U
BbIABNATbL CWU/IbHble W Cnabble  CTOPOH®LI
yyauwmxca  (Tamma). CyuiecTtsytoT  obuime
NPVMHUMMbI  NPaBUAbHOM OUEHKM, KOTOpble
HeobXxoAMMO  yuYMTbiBaTb B MpoOrpammax
0byyeHuna apabcKomy A3bIKY 418 HEHOCUTENEN



A3blka, BK/AtoYaa TO, yto Aby Amwa (2019)
YyNOMAHYN cneaytowmm obpasom:

lpouyecc:  TecT  [0/MKeH HbITb
BbIMO/IHEH B PaMKax MMEILLMXCA PECYPCOB U
BPEMEHHbIX PAMOK, a TaK¥Ke ero A0/KHO bbiTb
JIETKO BHEAPWUTb M MOAYYUTb Pe3yabTaTbl.
HadexHocmb: 3TO 03HayaeT, YTO YCNOBMA,
cuUTyauum 1 npoueaypbl  TeCcTMpoBaHMA
OAMHAKOBBI ONA BCEX Y4aCTHMKOB.
AymeHmu4yHocmes: Tect [OJIKeH
COOTBETCTBOBATb peasibHbIM 3343a4am
M3y4aemoro A3blka, a ero 371emMeHTbl AO/IKHbI
MaKCMMaabHO TOYHO MMUTMPOBATb 3/1EMEHTbI
eCTecTBEHHOro  A3blka.  HenpepeisHOCMb:
NPOLLECC OLLEHKM NPOLOJIKAETCA 0, BO BPEMA
n nocne obyvyeHunsa. IKoHoMu4yHocms: TecT
NOMOraeT C3KOHOMWUTb Bpema, YCUAMA U
OEeHbrn. FymaHHoCcmb: y4mTbIBaET
4e/IOBEYHOCTb BCEX CTOPOH W HE BbICTYNaeT Kak
HaKa3aHWe WM MeCTb, a CKOpee Kak MeTo.
MCNpaBAeHWA U pa3BUTUA. KomnsaekcHOCMb:
OXBaTblBAaeT BCe acnekTbl 0bpasosaTe/ibHOro

npouecca, UeAn, codepaHue, MeToAbl
0byyeHuna, agMMHKCTPaUMIO, NpenodasaTenei
M yYaumxca.

OAHOM M3 BarKHENLLMX Lesielt OLEeHKU
ABNAETCA NpefocTaBneHne obpaTHOM CBA3N,
4TO ABNAETCA BaHbIM U  HEOHXOAMMbBIM
npoueccom B 0by4YeHMM BTOPOMY A3bIKYy. ITO
O3HayvaeT npefocTaBieHMe  yyallemycsa
MHPOPMAUMM O ero OTBETAX Ha PerynapHoOn u
NOCTOSAHHOW OCHOBE, 4TODObl MOMOYb emy
M3MEHWUTb UK 3aKPeNnUTb 0TBETbl. OH A0KEH
NpUCYTCTBOBATb BO BCEX BMAAX
obpasoBaTenbHOM NeATeNbHOCTH, nx
NPUHUMNAX M X MHOTOUYMCAEHHbIX MCTOYHMKAX
(Mapan n Anb-Xuna).

Bmopoe: [Ncuxono2u4yeckue ocHO8b!

[CMXONOrMYECKMA  acnekT ABAAeTcA
Ba*KHbIM acrnekTom obpa3oBaTeNbHOro
npouecca, 1 HeobxoaAMMO yAeNATb BHUMaHMe
NCUXONOrNYECKOM OCHOBE yyebHoM
NporpaMmmbl. Mcuxonormnyeckme daKTbl,
OnucCbIBatoLLME Pa3BUTUE yYaLLLErOCH, AOKHbI
onpeaenatb yy4ebHbIM maTepuan B pPamKax
yyebHoM nporpammbl (balipam). Yuauwmecs
PA3/IMYatOTCA MO CKOPOCTU Pa3BUTUA CBOMX
HaBblkoB M No  obbemy  0bOyyeHuUs,
HeobxooMMOMY MM AN nporpecca, 4To
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3aTpyAHAET yCTaHOBMAEHWe O0bLero ypoBHSA
HaBbIKOB. [103TOMY 3T HaBbIKM AOKHbI ObITb

npeacTaBneHbl OCO3HAHHO W MOHATHO, Ha
OCHOBE  WMCTMHHOTMO  MOHMMaHWUA  NIYYLLIMX
cnocoboB 0byyeHMA A3bIKy HeHocuTenemn
A3blka (Anb -Haka 1 Taima).

MHOrMe MNCUXONIOTU  CYMTAIOT,  YTO
YCUAMA  yYalMXCA Ha HayaibHbIX 3Tanax
M3y4eHMs  A3blka  OO/PKHbI  [aBaTb UM

oulyLLIeHWe ycrnexa U YCUAMBATb UX KenaHue
NPOAO/MKaTb M3ydeHWe A3blKa. [1o3ToMy Ha
PaHHWX 3Tanax cieayeT yaenaTb BHUMaHWe
npeacTaBAeHUo MaTepuana Taknum obpasom,
4yTObbl OH BbIA NPOCTbIM, YBJEKATE/NIbHbIM ©

MHTEPECHbIM M COOTBETCTBOBA/  YPOBHIO
obyyatowmxca (Anb -Haka n Talima).
Momusauyus u cnocobel ee

CMUMYNUPOBAHUSA

MoTuBauma umeeT 6oblLOe 3HaYeHNe
AN ycnexa WAM  Heydauu  ydyaweroca B
M3yyeHun  UeneBoro  Asblka.  OCHOBHOW
MOTMBALMEN W3yYyeHMA A3blKa MOXKeT ObiTb
YKeslaHWe MCnonb3oBaTb ero M obwaTbca Ha
Hem.  CyuwecTsyeT  HECKONbKO  TWMOB
MOTMBALMM, BK/ItOYasn MHTErPaTUBHYHO
MOTMBALMIO W YTUAWTAPHYID MOTMBALMIO.
VIHTerpaTMBHaa MOTMBALMA XapaKTepusyeTcs

NO3UTWMBHLIM OTHOWEHMEM K  M3y4YatoWwmm
A3bIK, WX 00pasy »KM3HWM U  KENAHWEM
MHTErpuMpoBaTbCA B WX  COODOLLECTBO.

YTUAnUTapHaa MOTMBALMA, C APYroi CTOPOHBI,
NPOMCTEKAET M3 KeNaHUs MNOAYyYUTb YTO-TO
NpaKkTMYeckoe W OlLYTUMOE OT W3yYeHus
A3blKa, Hanpumep, BbINO/HUTb
aKkagemmuyeckne TpeboBaHMSA, MNPOABUHYTLCS
no cAy»Kbe MAM AOCTUYb APYTMX MPAKTUYECKMUX
uenen. He o06a3aTenbHO, 4TOObI KaxKaan
MOTMBALMA  CyWECcTBOBaAa OTAENbHO OT
[PYron; ckopee, OHM MOTyT COCYLLLECTBOBATb B
OAHOM W TOW e ydyebHoM cutyaumm (Kyk wu
CUHIATOH).

MoTuBaumsa  MoxeT  OblTb  KaK
BHYTPEHHEN, TaK M BHelWHen. BHyTpeHHAs
MOTMBALMA CBA3aHa C HE3aBUCMMOCTbIO W
CaMOOLIEHKOM y4alllerocs, B TO Bpema Kak
BHELUHAA MOTMBALIMA BbITEKAET M3 BHELIHEeN
CUCTeMbIl,  OCHOBAHHOM  Ha  MpuHUUNE
HaKasaHMA W BO3HArpakAeHus, Hanpumep,



CUCTEMbI OLIEHOK [11A MOOLWPEHMNA YYaLLMXCA
(OsBuc n Onaep).
VHOusuOyaneHele pasnu4vus
NcenepoBaHmAa noKasasnm, yTO
OAMHAKOBbIM BO3PACT y4alMxca He O3HayaeT
OMHAKOBbIX CMOCOOHOCTEN, W YTO MEXKAY

ydalwmmuncsa, KaK Moa04bIMu, TaK n
NOXWNbIMU, AOJ1KHbI cywectBsoBaTb
MHAMBUOYa/IbHbIE pas3nnydmAa. yLIaLLI,l/IeCFI
pas3nn4atoTCA no cBOem FOTOBHOCTH,

cnocobHocTAM W peakumam. [1o3Tomy OHM
pa3/MyaloTcA  NoO  CBOMM  MOTPebHOCTAM,
CTUASM M Temnam obyyeHusa. ITU pasnmyma
HeobxoAMMO y4MTbIBaTb Npu  pa3paboTke
yyebHOM nporpammbl (Mapanm u Anb-Xuna).
Mpu BbIGOPE 06Pa3oBaTENbHbIX MHCTPYMEHTOB
M BMOOB AEATENbHOCTM HeobXoAMMO TaKKe
yYuUTbIBAaTb  MHAMBMAYANbHbIE  PA3ANYMA,
4yTOObl MPEefOCTaBUTb  KaXKAOMY  YYEHMKY
BO3MOMKHOCTb Y4MUTbCA B COOTBETCTBMM CO
CBOMMMW CMOCOBHOCTAMM U CKNIOHHOCTAMM.
MeponpuaTna  OO/XKHbI  COOTBETCTBOBATb
MHTEpPecaMm M CKNOHHOCTAM y4yallmxcA, [aBas
MM BO3MOXHOCTb y4aCTBOBaTb M BbIOMPATL TO,
4TO MM NOAXOAMT B COOTBETCTBMM C WX
cnocobHocTaMM (Anb-Bakunnb n Anb-Mydtn).

Tpemeoe: CoyuaribHble 0CHOBbI

A3blk cnocobcTeByeT GOPMMPOBAHMIO
obulectea, a 06WECTBO, B CBOW O4Yepesp,
cnocobctByeT  ero GOPMUPOBAHMIO U
Pa3BUTUIO. A3bIK — 3TO METOZ MbIWNEHUA,
0OLLEHMA M BbIPAXKEHWSA, N KYNbTypa Kaxaoro
obliecTBa 3an0XKeHa B ero Asbike. [loaTomy
Heobxoanmo yaenaTb BHMMaHMe
KyZbTYPHOMY cOAepaHWto y4ebHMKOB MO
A3bIKY.

Kynemypa

KynbTypa 3aHMMaeT BaKHOe MecTo B
npenofaBaHnMM N  WU3YYEHUM WNHOCTPAHHbIX
A3bIKOB WM CYMTAETCA OCHOBOMO/IAratoWmm
KOMMOHEHTOM coAleprKaHus y4ebHbIX
MaTepuanos. [0STOMY Ky/NbTypHble 31EMEHTbI
M3y4aemoro A3blKa A0/KHbI OblTb MOAHOCTHIO
MHTErPMpPOBaHbI BO BCE acnekKTbl
obpasoBaTenbHoro npouecca (Anb-daysaH).
MoaToMy 06pa3oBaTe/bHbIA KOHTEHT [A0/MKEH
ObITb  cocpenoTOdYeH Ha  apabckom  u
MCNAMCKOM Hacneamm 1 ero ocobeHHOCTAX, a
TaKxke npeacTaBnATb 3N1EMEHTbI
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MaTepuanbHON N MOPaNbHOMN KyAbTYpPbl TaKMM
obpasom, 4TtobObI 3TO  OMNOCPEAOBAHHO
COOTBETCTBOBANO ULENAM y4yawmxca. Kpome
TOro, apabckme KynbTypHble MaTepuansl
[O0IKHbI BbIBMPATbCA € y4eTom noTpebHocTel
M MHTEPECOB YYaLLMXCA.

asa 8mMopas: CmaHOoapmel
paspabomku y4yebHbix Npoepamm Ha OCHose
/IUHeBUCMUYECKUX OCHO8

Llenbto  gaHHOM  rnaBbl  ABAAeTCA
npeacTaBNeHMe  HEeKOTOPbIX  KpUTEepMES,
KOTOpble  MOXHO MCNoNb30BaTb  MpMK
NOAroTOBKE W OLeHKe y4yebHbix nocobuin no
apabckomMy A3bIKYy A8 HOCUTeNnen Apyrux
A3bIKOB.  I3TW  KPUTEPUM  OTHOCATCA K
JNMHIBUCTMYECKMM  OCHOBaM  Pa3paboTku
y4ebHbIX NporpamMmm B LEAOM W MNpPM3BaHbI
OXBaTUTb Habop NPMHUMMNOB W MNpPaBWUA, Ha
KOTOPbIX I0/1XKHA CTPOUTLCA XOpoLlas y4yebHas
nporpamma.

Pa3paboTka y4yebHOM nporpammbl Mo
apabckomy n3blky TpebyeT 60AbLINX YCUANIA K
BpemeHu.  [na Hayana HeobxoaAnmo
NepecmMoTpeTb  CyllecTsyloline  y4yebHble
NPOrpaMmmbl M UX CTUAM, MOHATb CAOBAPHbIN
3anac, A3bIKOBblE CTPYKTYpbI 7
COOTBETCTBYIOLLIME YMParKHEHMA, a TaKxke
PACMONOMKWUTL WX MO LKane MnoCTeNeHHOro
NPOABUMEHMNS, COOTBETCTBYIOLEN YPOBHIO
yyaumxca.  Kpome  TOro,  HeobxoaMmo
obecneynTb, 4TODObI COAEP!KaHME BKAOYANO B
cebA A3bIKOBbIE M KY/IbTYPHbIE aCNeKTbI.

Obujue OaHHbIe U 86i1800

NHbopMauma B KHWUre [A0/MKHa ObiTb
YeTKO M3/10’KEeHa U NerkKo A0CTYMHa YMTaTento.
Hanbonee BaXHaa MHOOPMaLMA BKAOYAET B
ceba HasBaHWMe, MMA aBTOpa W M3aaTensa,
MeCTO U AaTy NyOb/IMKaLMm, KOMYECTBO YacTen
KHWTW, KONNYECTBO M34aHUI 1 Cnocob CBA3K C

aBTopamun. HeobxoaMMo YyKasaTb aBTopa
y4yebHow nNporpamMmbl 7 ero/ee
cneumManMsaumilo, HesaBMCMMO  OT  TOrO,

ABNAETCA M OH OTAENbHbIM JIMLOM UK
rpynnot. CoctaBsiieHMe y4yebHOM Nporpammsi
MOXeT noTpeboBaTb MNpMBAEYEHUA pPAAA
cneumanuctos B 0b6sacTM  npenogasaHus
apabckoro  A3blka  HEHOCUTENAM  A3bIKa,
NMHTBUCTUYECKOM  MCUXONOTUKM, A  TaKKe
AM3aiHa 1 NPOM3BOACTBA.



Mpu nedatn y4yebHbIX MNOCOOMIA MO
apabckomMy A3bIKY HeobxoAMMo  yaenaTb
ocoboe BHMMaAHWE AMAKPUTUYECKMM 3HaKam
OyKB, 0CODEHHO Ha Ha4ya/bHOM YpPOBHE.
[Onakputmyeckme 3HaKM ABNAOTCA
XapaKTepHOW YepTol apabckoro NMcbma, n 1x
cobnoaeHme NOMOraeT yyallMmea nNpasuibHO
yCBamMBaTb A3blK M MNPUBMBAET MNPaBU/bHbIE
A3bIKOBble MPMBbLIYKM C CAMOro Hayana, 4yTo
NPUBOAUT K XOPOLWIEMY YPOBHIO BaAeHUS
apabckum asbikom (Anb-daysaH).

BeeaeHue K KHUre [OJIKHO
06BEKTMBHO OOBACHATL METOLO/OMMIO KHUTH,
YNOMMHAA pAg, 3/1eMEHTOB, BK/OYaA LEeb
KHUIMM M OCHOBbI, Ha KOTOPbIX OHa MOCTPOEHa],
ONA KOro npefHa3HayeHa KHUra, Kak OHa
MCNONb3YEeTCA, €€  XapaKTepUCTUKKW,  ee
NPUNOXKEHNS W Apyrylo  MHbOpMaLMIo,
KOTOpaa MoOMoraeT /ydlle MOHATb KHUry
(Tanma).

BakHasa obulan MHbopmaLma BKAOYAET
ornaBneHve,  3HaKomAllee  4yuTatena C
colepKaHMeM KHWUMM, a TaKke yKasatenwu,
TaKMe KaK yKa3aTe b BblAatOLLMXCA TMYHOCTEN,
yKasaTe/lb TeEM 1 yKa3aTe b C/10Baps, KOTOPbIN
ABNAETCA Hanbosee BaXKHbIM U3 HUX.

Mcnonb3oBaHne  M3006paxeHun  u
WUNNIOCTPALUMA B KHUrax ABAAETCA BaXKHbIM
KpUTepmuem WX ycrnewHoCcTU. M3obparkeHus,
eC/IN UX MCNO1b30BaThb NPaBW/IbHO M BblpakaTb
COOTBETCTBYIOUMM 0O6PA3OM M TOYHO, MOTYT

MOMOYb B MOHMMAHUM U nepedade
KOHLENuUWi,  ycTpaHuTb  HeobXxoAMMOCTb
nepeBoda M BbIPA3UTb  KyAbTypy M

0COBEHHOCTU UMBUAN3ALNN.

Xapakmep y4ebHoU npoepammel u ee
ypo8HU

N3yyan XapakTep y4ebHom
NPOrpammbl, MOXHO OnpeaennTb OTNpaBHble
TOYKM aBTOpPa B NpenoaaBaHMM A3blka. ABTOPSI
No-pasHOMY OnpeaenatoT pPasnnuma Mexay
obyyeHMem A3bIKy HeHOcUTenen A3blka W
obyyeHMemM  A3bIKy  HOCUTene  A3blKa.
MOHMMaHWE Pa3NUMIn MeXAY Pa3IUYHbIMUI
dbopmamm  0OyYeHUs A3bIKY MNPUBOAWUT K
BbIABNEHNIO BMAEHMA aBTOpPa OTHOCWUTENIbHO
npeacTaBneHus A3bIKOBbIX HaBbIKOB,
JIMHTBUCTUYECKOTO W KYyJIbTYPHOrO YPOBHA
yyebHom nporpammebl, opraHusaumnm
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coaepKaHus,
obyyeHus.

OcHo8bI CO30aHUA KOHMeEHMa

YT06bI NoAroTOBUTb XOPOLLYO
y4yebHyl0  nporpammy,  aBTOP  AOJIKEH
NPOBECTU PAL BaXKHbIX UCCAEA0BAHMI C LEbIO
onpeaeneHna ypoBHSA NMPOCTOTbl U CAOMKHOCTH
A3blKa coaepKaHus, BbIABAEHMA
NOBCEAHEBHbIX CUTYaUUM, C KOTOPbIMN MOMKET
CTO/IKHYTbCA  YYalWIMICA, B KOTOPbIX emy
HEeobXOAMMO MNPaKTUKOBATb apabcKkuii A3bIK,
N3y4YyeHns npobaem B MPOU3HOLIEHUN HOBbLIX
apabCKMxX 3BYKOB, M3y4eHMA XapaKTEePUCTUK
YYaLIMXCA, WX Pas/IMYHbIX MCUXONOTUYECKMX
acrnexkToB W ocobeHHocTer obuiecTtsa, B
KoTopom  OyaeT  npenoaaBaTbCA  KHWUTA
(Tanma).

OaHoM M3 OCHOB co3aaHMA y4ebHOMN
nporpaMmmbl  ABAAETCA  Takke  noabop
CNOBAPHOro 3anaca, NMoCKO/bKY 3TO OAWMH M3
Ba)KHEMLIMX  KOMMOHEHTOB  A3blKa. [lpu
Bbibope y4ebHMKOB HeOOXOAMMO NPOABAATb
OCTOPOXHOCTb M AnBepcndunumpoBaTb Mx. OHK
[OIKEHDI HbITb npuBAeKaTenbHbl n
MHTEPECHbl [ANA YyYallMXCA W codeprKaTb
TOYHYIO W npasBuabHyt0 UMHbopmaumto. Tlo
BO3MOHOCTWN NpeanodYTUTeNbHEE, YTODbI OHM
6611 B dopme AManoros M3 nosBceaHEeBHbIX
cuTyaumi (Anb-daysaH).

Cmusnb npenodasaHus

B KHUre MoXeT OblTb MCMOAb30BaH
OAMH ©M3  MmeTodoB  obydyeHuAa  A3bIKY,
COOTBETCTBYIOLIMIM €e LUeNsM U COAEePKaHMIO.
MeToz 0byyeHma oTparkaeTcs B CTUAE NoAaum
yyebHOro MmaTepuana, W aBTOP JOJIKEH
onpenennTb, Kak ero npeactaBuTb: B dopme
y4ebHbIX eAnHUL, BKAOYAIOWMX PAL YPOKOB,
WAM TMOCPeACTBOM OCHOBHOW OCU, BOKpPYr
KOTOPOM BpallaeTca obpasoBaTesibHanA
[EeATeIbHOCTb. YUYeOHbIM MaTepuan [0/KeH
noJaBaTbCs MOCTENEHHO, B COOTBETCTBUMU C
YPOBHEM M 0COBEHHOCTAMM 0byYatoLLmMxCs,
nepexoAs OT MNPOCTOrO K CAOXHOMY, OT
3HAKOMOIrO K HOBOMY, OT KOHKPETHOro K
abctpaktHoMy.  [puMHUMN  NOCTENEeHHOCTH
MOET ObITb AOCTUIHYT MyTeM COCTaB/NeHMUSA
aBTOPOM JIMHTBUCTMYECKOM KapTbl, KOTOpas
OTCNEMBAET KpMBYHO Modaun  y4ebHoro
mMaTepurana 1 To, B KaKOW CTeNeHn oHa TOYHO U

BMOOB OUEHKMNM W METOA0B



06bEKTUBHO cobntoaaeT nocteneHHocTb. OH
TaKXe MOKeT cAenaTb 3TO, NpoaHaAn3npoBaB
BbIOOPKY YPOKOB 13 KHUMM (Tanuma).

A3bIK KHU2U

N3yyatouime apabckni A3bIK
CTaNIKMBAKOTCA C TPYAHOCTAMM M3-3a A3bIKOBOW

[BOWCTBEHHOCTM, KOTOpas 3akK/toyaeTca B
Ha/MYMM  COBPEMEHHOr0  CTaHAAPTHOro
apabckoro  fA3blka  HapA4y C  MECTHbIM

OManekTom B apabckmx cTpaHax. 3To co3gaeT
OFPOMHbBIM  Pa3pbiB  MeXay Tem, 4YTO OHM
M3y4aloT B KNacce, M TEM, YTO OHM CAblWaT 3a
ero npeagenamun. Cpean COUMONMHIBUCTOB

npeobnagaer MHeEHME O TOM, 4YTO A3bIK
y4ebHMKOoB apabckoro A3blKa ans
HeHocuTenemn A3bIKa JONIKEH ObITb
npeacTaBieH KaK Hanbonee

PACNPOCTPAHEHHbIM WU MONYAAPHbINA  A3bIK.
CneumanmcTbl No A3bIkOBOMY 06pa3oBaHMIO
CYUMTAlOT, YTO /lyylWle He MUCNoNb30oBaTb B
y4yebHOM nporpamme A3blK-NocpeaHuK. ITo

cooTBeTCTBYeT pekomeHaaumam
AMepUKaHCKOro coBeTa MO NpPenoAaBaHMIo
a3blkoB  (ACTFL), KoOTOpbI peKkomeHayeT

MCNONb30BaTh LieseBom A3blk B 90% 0byyeHus,
a nepesoa, — B ocTasLlumxcs 10% (Anb-Paxeb n
ap.).

3HaHuUe A3bIKO8

Lenbto A3bIKOBOTO
ABNAETCA npefocTaBaeHune
HaBbIKOB BA3AEHMA M3Y4YAEMbIM  A3bIKOM.
CyuiectByeT 4eTblpe A3bIKOBbIX  HaBblKa:
ayaAMpoBaHMe, YTEHNE, MUCbMO M FTOBOPEHME.
YyebHana nporpamma AOKHA OpPraHM3oBaTb
npe3eHTauMio  3TUX HaBblKOB W A0CTWYb
BbanaHca mexay HMMM Ha OCHOoBe uefen
y4yebHOM  nporpaMmmbl U XapPaKTEPUCTUK
yyalimxca.

Obyuarowjue 38yKu

A3bIK COCTOUT M3 TpPEX 3/1EeMEeHTOB:
3BYKOB, CJ/IOBApPHOro 3amaca W CUHTaKCcuKca.

obpasoBaHuA
yyalmmces

A3bIK — aTO 3ByKOBaA CUCTEMA,
COrnacoBaHHaa nabmu  aAna  obneryeHus
obueHua MeXay cobon. MNoaTomy

CneumanmcTbl No A3blkoBOMY 06pa3oBaHMto
CHa4ana oby4yatoT 3ByKaMm, a 3aTEM MUCbMY.
STanbl 0by4YeHMsA 3ByKam BK/IOYAlOT B
cebsa cHavana GoHeTMYecKoe pacnosHasBaHue,
TO eCTb pacnosHaBaHMe OAHOro 3ByKa cpeam
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HECKONbKMX 3BYKOB, 3aTem HaBbIK
bOHeTMYECKON  AMCKPUMWHAUMKM, TO eCTb
Pas3/inyeHne AByxX NPOTUBOMOIOMKHbIX 3BYKOB C
LUEe/Nblo BbIABMEHUA PasHULbI MeXay HUMM,
3aTeM HaBblK POHETUYECKOM abCcTpakumm, TO
eCTb pacno3HaBaHMe 3ByKa B Pa3HbIX MeCcTax
npeanoxXeHnin unm cnoros (Tanma).

3BYKM apabckoro A3blKa
XapaKTepm3ayoTca LWMPOTON M MHOroobpasmem
OYKBEHHbIX apPTUKYIALUMIA, 4YTO 0OYCAOBUIO
obunme M mHoroobpasme ero 3ByKOB, TaKMX

KaK rpynna ropTaHHbIX 3BYKOB W rpynna
NPUKNAAHbIX 3BYKOB.

ObyyeHue neKkcuke

CnoBapHbliit 3anac AsnaeTcs

Ba*KHEMLLIMM KOMMOHEHTOM A3blKa, HO 3HAHWE
NPOWM3HOLIEHMA, HAMUCAHUA N NEKCMYECKOro
3HaYeHMA C/0Ba He O3HAYAEeT ero M3yyeHus.
Y10ObI BbIYYUTb C/A0BO, TpebyeTca ropasao
bonblie, Hanpumep, 3HaTb €ro pPasanyHble
3HaYeHun, ero ceA3b C APYrMMU C/IOBaMM,
KOHTEKCT ero Mcrno/ib30BaHMA 1 ero BANAHME B
3TOM KoHTeKcTe (KyK n CUHIATOH).

B yuebHMKax apabcKoro A3bika cneayet
yOenatb BHMMaHWe noadopy NEeKCUKM B
COOTBETCTBUM C onpeaeneHHbIMM
KpUTepuamm, YTOOBI COOTBETCTBOBATb
peanbHbIM  MOTPEOHOCTAM  y4yallmMxca B
KOHKPEeTHbIX cuTyaumax. Kputepum otbopa
NeKCUKM BKAtOYAOT ee obllee ynoTpebneHue,
PacnpoOCTPaHEHHOCTb B apabCKMx CTpaHax,
NPOCTOTY W MONHOTY, a TaKKe ee BaXHOCTb.
HeobxoaMmo TaKXe y4uTbiBaTb MPUHLMN
NOCTENEHHOCTM W BbIOMpPATb NOAXOAALLMM
MeTOo/, NoAaun nekcunku (Ans—Paxeb n ap.).

lpenodasaHue A36IKo8bIX CMPYKMYpP

lpammMaTMKa — OAMH M3 BarKHEMLINX
3N1eMEHTOB  A3blKa.  3HaHWMe  yYyalMMCA
rPaMMaTUKK, ero CnocobHOCTb pPa3nn4yaTb M
MCNONb30BaTb €e PaBHOCWU/IbHbI OBMAAEHMIO
CaMMM A3bIKOM. [paMmaTMKa npenoaaerca
ANA TOro, 4Tobbl yyallMeca Moram NpPaBuabHO
obwaTtbcA M nucatb, oborawaTtb CBOWM
CNOBAPHbIM 3anac M pa3BMBaTb MpaBU/ibHble
A3bIKOBbIE NMPUBbIYKK (Anb—Paxeb un ap.).

A3blKoBbIE YNPAHHEHUA

YnpasKHeHua, Uan To, YTO Ha3blBaeTcs
[EeATeNbHOCTbIO, npeacTaBnAOT cobol
KOYEBOM KOMMOHEHT y4ebHOM nporpammbi.



OHM npeacTaBnstoT  CcoboM  MHCTPYMEHTbI
obyyeHna M npenoaaBaHMA,  KOTOpble
COCTaB/AOT BaXKHYO 4acTb MeToAa obyyeHusn.
OHKM TpebyloT OT y4allerocsd YMCTBEHHbIX
YCUAWI AN OOCTUMKEHWS  onpeaeneHHOM
uenn. K OCHOBHbIM (PYHKLMAM YMpPasKHEHNN
OTHOCATCA Pa3BUTUE HABLIKOB, CKIOHHOCTEN U
OpueHTauUuni obyuatoLmxcs,
COBEPLUEHCTBOBAHNE WX KOMMYHMUKATUBHbIX
HABbIKOB, @ TAKYKe YCTAaHOB/IEHNE CBA3M MEX Y
TEOPETUYECKMM aCMeKTOM, W3YYeHHbIM Ha
YPOKE, 1 ero npakTniecknm acnektom (Mapau
n Anb-Xuna).

Obpa3zosamersibHbie UHCMPYMEHMbI

O6pa3oBaTtenbHble NHCTPYMEHTbI
ABNAKOTCA BaXKHbIM KOMMOHEHTOM Yy4ebHOM
nporpammel. TaK e, Kak ydyebHas nporpamma
NMeEeT pAL, Lenen, AN KOTOPbIX A0KHbI ObITb
chbopMynMpoBaHbI coaepKaHmne n
obpa3oBaTeNbHbI  MaTepuasn, HeobxoaAnMMo
TaKke pa3paboTaTb paa MeToA08B,
COOTBETCTBYHOLLIMX CoAepPKaHNIO n
CnocobCTBYIOWMX AOCTUKEHUIO 3TUX LENEN.
Ob6pa3zoBaTtesibHble MHCTPYMEHTbl Npuobpenm
CBO OFPOMHYIO 3HAYMMOCTb Baaroaapsa Tomy,
YTO OHW ABAAIOTCA OAHUM W3 BaXKHEMLWW WX
MeTOoA0B, MOMOraLWNX YYaLMMCA Nydlle U
rnybxe ycsamBaTb MHOOpMaUmMio. OHM TaKKe

cnocobceTBytoT dbopmmpoBaHutio nx
OTHOLLEHMA, Pa3BUTMIO WX cnocobHocTen W
noBsbllWeHMto  Ux 3bdeKkTMBHOCTM (Anb  —
Bakuab 1 mydTnin).

KomnsromepHoe obyyeHue

MpocToTa MCNONb30BaHWA

KOMMbIOTEPOB B COBPEMEHHYO 3MOXY NPMBENa
K BO3pOCLIEMY MHTEPECY K U3YYEHMIO A3bIKOB C
nx nomoluibto. LLnpokoe pacnpocTpaHeHune
nony4ymna paspaboTka y4ebHbIx maTepranos B
obnactn obyyeHus A3bIKy. Mcnonb3oBaHue
NOAKMOYEHHbIX K MIHTEPHETY YCTPOWUCTB eLle

bonblle ynpocTMno 3TO  NPEeUMYyLLECTBO
6naronaps NoABNEHUIO COUMANbHBbIX,
COBMECTHbIX Moaenein obyyeHua, KoTopble
pacWwupuamM  OocTyn K 0bpa3oBaTesbHbIM
pecypcam M nobyaunm  pa3paboTymKoB
co3aaBaTb maTepuanbl, 6onee

npuBnekaTenbHble ANA yyalmxca ([3suc u
Onpep, 2016).
CamoobyyeHue
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CamocTtonaTenbHoe obyyeHne — 37O
MOZIENb M3yYeHMs A3blKa, KOTOPYHO yYaLLMiica
ocyLiecTsnaeT 6e3 npucmoTpa
npenogasartens, B mepy CBOMX
BO3MOHOCTeW, B BblIbBpaHHOE MM Bpemsa U B
BbIOpaHHOM MM MecTe. YyebHaa nporpamma
NpeaoCcTaBAAEeT yYalWMMcA Heobxoammble UM
pecypchl, y4yebHble MaTepuanbl, a TaKxKe
ayamo- 1 BM3yasbHble Hocutenn. CTOPOHHUKM
CaMOCTOATENBHOTO 0DYyYeHMA CYMUTAOT, 4TO
B3aMMOAENCTBMA B KNacce HeA0CTaTOYHO AN
M3y4yeHMs A3blka. BmecTo 3TOro yyauimics
[OMKEH B3ATb Ha cebAa OTBETCTBEHHOCTb 3a
CBOM  CODOCTBEHHbIM  npouecc  obyveHua
(Banpam).

[ymegodumens No KHU2GM

Ero Take Ha3blBAOT PYKOBOACTBOM
ANA YyYUTENA NN METOAMYECKMM nocobuem un

npunaraercA K  KHure. OH  nomoraet
OpraHM3oBaTb y4ebHbIN npouecc 7
npenoctasnaeT yuuTento Habop BBOAHbIX

npoueayp Ans y4ebHOM Nporpammbl KHUTK, a
TaKk»Ke 3Tanbl 0byyeHus, yyebHble nocobma u
HeKoTopble BWAbl AeATeNbHOCTU. [locobue
HamnMcaHo cneuynanmcTamm-aBTopamm, Xopowo
pazbupatowmmmca B y4ebHOM nNporpamme,
meTofax obyveHusa n ncuxonormm (Mapam wu
Anb-Xuna).

3aKkntoyeHue

N3 BbllleckaszaHHOro cneayet, 4To
paspaboTka  y4ebHOM  Mnporpammbl MO
npenofaBaHnto apabCcKoro A3blka NMLAM, AN
KOTOPbIX OH He ABAAETCA POAHbIM, AO0/XKHA
6a3mMpoBaTbCA Ha PsAZle OCHOB W CTaHAAPTOB,
Hambosee BaXKHbIMM M3 KOTOPbIX ABNAIOTCA:

ObpasoBaTe/ibHble OCHOBbI, TO €eCTb
yyebHas nporpamma OO0/MKHA MMETb YeTKue
oblLMe N KOHKpPEeTHble LeNn, OpraHM30BaHHOE
coaepKaHme, BKtOYATb COBpPEMEHHble
MeToAbl 0Oy4YeHMA WU YYMTbIBATb MPUHLMMbI
HaJneKallen OLeHKN.

BaKHbl  MCWMXONOrMYecKMe  OCHOBBI,
BK/tOYAIOLLME  y4eT A3bIKOBOrO  Pa3BUTMA
yYyalmxca, CTUMyIMpoBaHME WX MOTMBALMMK,
PACCMOTPEHME UX TEHAEHLMN M NOTPpebHOCTEN
B M3YY4eHMM  A3blKa, a TaKkKe  y4er
MHOMBUAYANbHbIX PA3INYNIN MEKAY HUMMU.

CoupansHble OCHOBbI: yyebHasn
nporpaMmma [O/KHa BK/AtOYATb Ky/NbTypHOE



COoMEepKaHue, oTpaxatollee
HocuTesle  A3blka, WM JO/KHA  DObITb
chbopmynmpoBaHa B KOMMYHMWKATUBHOM
MaHepe, oby4atolLen MCNoNb30BaHMIO A3bIKA.

JINHIBMCTUYECKME OCHOBbLI, KOTOpble
BK/IIOYEHbI B KOHKPETHbIE KPUTEPUM, KOTOPbIE
HeobXoAMMO y4YMUTbIBATb MPU  MOCTPOEHUM
y4ebHOM nporpaMmsl, B TOM YUC/IE:

Obwaa nHbopMauMa O KHUTe U ee
N3roTOBNEHWNMU;

Cuctema KoopAuHaT
NPOrpaMmbl U ee ypOBHMU;

OcCHOBbI NOArOTOBKM K KypcCy;

CTunb npenosasaHums;

A3bIK KHUU;

YeTblpe A3bIKOBbIX HABbLIKA;

Oby4yeHne apabcKkMm 3BYKaM;

Oby4eHne NeKcuKe;

MNpenoaaBaHMe A3bIKOBbIX CTPYKTYP;

A3bIKOBbIE YNParKHEHNS;

Obpa3oBaTe/ibHble MHCTPYMEHTbI;

KomnbtoTepHoe oby4deHune;

RYAbTYPY

yyebHoM

CamoobpaszoBaHue.
[lyTeBoguTenb MO KHuUre. KayecTsBo
yyebHMKa no  apabckomy  A3bIKYy A4S

HeHocuTenen A3blka MOXKHO OnpeaenvUTb Mo
TOMY, B KQKOW CTEMNEHN OH COOTBETCTBYET 3TUM
NpMHUMNAM W CTaHZapTam. B nccneposaHumm
PEKOMEHAYETCA OLEeHMBaTb y4ebHble nocobus
no apabckomy A3bIKy ANA HEHOCUTENEN A3bIKa
B COOTBETCTBMM C 3STUMM MNPUHUMNAMU U

CTaHAapTamy, 4TOObI COCTaBUTb
npeacTaBneHme o6 Mx KavecTse.
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«®OPTEMUAHO MEKTEBI»:
NANBIMOAY OHE KPUTEPUIA MOCENECI

AHgaTna: «PopTennaHo MekTebi» yFbIMbl KEH TapaafaH XaHe TyP/li My3blKablIK,
3epTTeynepiHae,  COHAAM-aK  My3blKalblK-NeaarornkanblK — eHOeKTepae  Mui
KoNAaHblnaabl. Ananaa OHbIH, CanbICTbipMaabl TypAe MalbiMAanybl KemecKi, Ken
MafblHanbl BO/bIN KOpiHeAi KaHe Ken afaanaa «MIAEHUET», KOHep», «A3CTypP»
CUAKTbI YFbIMAAPMEH KaTap KOAAaHblnaap!.

«MeKTen» TEPMMHIHIH  aHbIKTamanapbl Tapuxu, MNeaarorMkanblK —KoHe
M3AEHMETTaHy CUAKTbl KenTereH KblipfapMeH OalnaHbicTbl. MaceneH, MekTen
YpNakTaH ypnakka ©OepineTiH neparorMkanblK — 24icTepAdiH, OpbIHAAYLWbIAbIK
CTUNbAEPAIH KoHe penepTyap epeKWeNikTepiHiH *KUbIHTbIFbl PETIHAE KapaCcTblpbliNybl
MYMKiH. CoHpan-ak, on bGenrini Oip eHipaeri MekTen AaMybliHbIH — ©3iHAiK
epeKkweniktepiH benHenentiH reorpaduanbik, KybbiAbIC peTiHAe Ae cunaTTanybl
bIKTUMaN.

CoHbIMeH KaTap, gopmenuaHo mMekmebi YyfbiMbl hopmenuaHo maodeHuemi,
GopmenuaHo 0acmypi, hopmenuaHo eHepi YFbiMAAPbIHAH epeKLIeneHeTiH O3iHaiK
cunaTTapFa ue. byn )afaam KonAaHbICTasbl NabiMAayAapAbl Kyeneyai »aHe apTypAi
MaH-MaTiHAe dopTenmaHo MeKTebi yFbIMbIHbIH HaKTbl KAHAAM MafblHaHbl aHbIKTANTbIH
enwemaepai 6enin KepceTyai KaxkeT eTea.

3eptTey bapbicbiHA@ SpTypAi  Binim  cananapblHAa MekTen  benrinepi
KapacTblpaTblH 3epTTeynepre, COHAaM-ak TypAai OKy OpblHAapbiHAafbl GopTeENMUaHO
OpblHAaYyLWblNapbiHA apHanfaH «OpbIHAAYLWbIIbIK 6HEP TAaPUXbI» MN3HIHE XKYTiHiMN, OChbl
Herizae gopmenuaHo mekmebiHiH KPUTEPUIMNEPIH KyMeneyre TaanblIHbIC *KacaablK.

TyniHgi cespgep: dopTenmnaHo mekTebi,
dopTennaHo maaeHmeTi,
My3blKa-nearoruKkasbik 3epTreynep,
OPbIHAAYLLbINbIK 6Hep.

[aneKces yuwiH:
Cmann, XaHanb. «”PopTtennaHo mektebi”: nanbimaay KaHe
Kputepuit maceneci.» Eurasian Science and Arts, 1. 11, Ne 17,
2025, 3846 6. DOI: 10.65199/2617-6823-2025-2-3.
(AfrblnWbIHWA)
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«PIANO SCHOOL»:
ON THE ISSUE OF INTERPRETATIONS AND CRITERIA

Abstract: The concept of «piano school» is quite common and is often used in
various musicological and musical pedagogical studies. However, its interpretation
seems to be relatively vague, ambiguous, and is often used alongside concepts such as
«culture», «art», «tradition».

The variety of definitions of the term «school» itself is associated with many
aspects, for example, historical, pedagogical, cultural. Thus, a school can be considered
as a set of pedagogical methods, performance styles, and repertoire features that are
passed down from generation to generation. It can be considered as a geographical
phenomenon that reflects the specifics of school development in a particular region,
etc. At the same time, the piano school, unlike the concepts of piano culture, piano
tradition, and piano art, has certain features that make it necessary to systematize
existing interpretations and identify criteria that make it possible to clearly define what
exactly is meant by piano school in various contexts.

In our study, we turned to studies examining the characteristics of a school from
different fields of knowledge, as well as to the academic discipline «History of
Performing Arts» for pianists from different educational institutions, on the basis of
which we attempted to systematize the criteria of a piano school.

Keywords: piano school,
piano culture,
musical and pedagogical research,
performing arts.
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«POPTEMNAHHAA LUKOJ1A»:
K BOMPOCY TPAKTOBOK U KPUTEPUEB

AHHOTaumAa: NoHATMe «dopTenmnaHHasa WKONA» AOCTaTOYHO PACMPOCTPAHEHO U
4acTo ynoTpebaseTca B pa3nnMUHbIX My3blKOBEAYECKUX U My3blKa/IbHO-NEeAarormyeckmx
nccnepoBaHunax. OQHAKO ero TpPaKTOBKAa MpeACTaBAAeTCA OTHOCMTENbHO Pa3MbITOM,
MHOr0O3Ha4YHOM 1 3a4acTyto ynotpebaseTca B 0A4HOM PAAY C TAaKUMU MOHATUAMM, KaK
«KYNbTYPa», KUCKYCCTBOY, KTPAAULMAY.

PasHoobOpasne onpeaeneHMn CaMoro TEPMMHa  «LIKO/Aa» CBA3aHO CO
MHOeCTBOM aCneKTos, Hanpumep, NCTOPUYECKMX, neaarormyecku,
KY/JIbTYPONOTMYECKMX. TaK, WKOAG MOMKET PacCMaTPMBaATbCA KaK COBOKYMHOCTb
neaarorm4eckMx MeToAoB, CTUMNEN MCNOAHEHMA M ocobeHHOCTeM penepTyapa,
KOTOpble NepeaatoTcs OT MOKONEHMS K MOKOoNeHUtD. MOMKeT paccmMaTpMBaTbCA Kak
reorpapuyeckoe AaBneHMe, KOTOPOe OTPaXKAET cneunduKy Pa3BUTMA WKObl B TOM MK
MHOM pernmoHe 1 T.4. B To e Bpems, dopTenmaHHaa wkKosaa, B OTANYME OT NOHATUMN
dopTennaHHaa kKynemypa, dopTtennaHHas mpaduyusa, GopTeENMaHHOE UCKYyCcCmeso,
MmeeT onpeaenieHHble 0COBEHHOCTH, YTO AenaeT HeobXOAMMbIM CUCTEMATU3INPOBATH
CYLLLECTBYIOLWME TPAKTOBKN N BbIAEAUTL KPUTEPUM, NO3BONAIOLLME YETKO ONPEaENnTD,
4YTO MMEHHO NoApa3yMeBaeTCa Noa popmenuaHHOU WKO0U B Pa3INYHbIX KOHTEKCTAX.

B cBoem wuccnenoBaHMM Mbl 0BpaTUAMCL K Tpydam, pPacCMaTpMBatOLLMM
NPU3HAKK WKOsIbI, U3 Pa3HblXx 0DacTer 3HaHWA, a TaKXKe K 1nTepaTtype no y4yebHom
amcumnanHe  «Mctopua  MCNONHUTENBCKOTO WMCKYCCTBa» AN MUAHMUCTOB  Pa3HbIX
y4ebHbIX 3aBeEeHW, Ha OCHOBE KOTOPbIX CAenanu MnomnbITKYy cucTemaTmaumm
Kputepmes popmenuaHHoU WKOsbl.

Kniouesble cnoBa: GopTennaHHas LWKoNa,
dopTennaHHasa KyabTypa,
My3blKa/IbHO-Neaarornyeckme nccaeoBaHms,
MCNONHNUTENbCKOE MCKYCCTBO.

Ana uutTupoBsaHuma;
Cmann, Mananb., «”®dopTtenmaHHas wkona”: K Bonpocy
TPAKTOBOK W KpuTepues». Eurasian Science and Arts, 1. Il, N
17, 2025, c. 38—46. DOI: 10.65199/2617-6823-2025-2-3. (Ha
aHT/IMNCKOM)
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Introduction. Every field of knowledge,
as well as every branch of art, possesses its
own unique school. In the performing arts,
particularly in  piano performance, the
existence of such a school appears to be an
evident phenomenon and a necessary
condition for preserving and transmitting
traditions. We concur with the view of
Valentina Kvanina, who, in examining the
characteristics of a school, argues that its
existence is directly related to the level of
scientific development in the corresponding
field of knowledge (38). This idea can likewise
be extended to the art of piano performance.

The present article has been written as
part of a stage in a master’s research project.
In the course of our work, we observed that
within the study of performing arts, the
concept of the “piano school” is used with
great frequency. It also became evident that in
many works — including those of Kazakhstani
researchers Maiya Sepp, Dina Amirova, Igor
Oleksenko, Nurshy Dzhuwanysheva, Olga
Manzhula, and others — despite its widespread
usage, the definition of this term and its
criteria remain insufficiently systematized. This
may be due to the fact that in the context of
contemporary music education and
performing arts, the piano school is perceived
both as a set of performance styles and
pedagogical methods, and as a cultural
phenomenon shaped by multiple factors
(historical, geographical, etc.).

The ambiguity and polysemy in the use
of the term “school,” and specifically “piano
school,” continue to be subjects of scholarly
discussion in the works of Valentina Kvanina,
Elena Volik, Anton Borodin, Grigory Kornetov,
and others. While many researchers address
various aspects of this term — such as its
cultural, pedagogical, and historical
components— insufficient attention is given to
the systematization of approaches and the
identification of clear criteria that would make
it possible to distinguish the piano school from
related concepts such as piano culture,
tradition, or art. This may create challenges for
its practical application in educational
processes and for scholarly analysis.

This study does not constitute an
exhaustive examination of the issue. Our aim
here is to analyze the existing interpretations
of the concept of “school,” drawing on
research by scholars from various disciplines,
as well as materials from the course “History of
Performing Arts” for pianists taught in
different  educational institutions, and
interviews with concert pianists. On the basis
of the collected data, we seek to identify and
systematize the key criteria of the piano
school. In our view, this work may help to
clarify what is meant by the piano school in
various contexts. The results of this research
will contribute to further study of the
phenomenon of the piano school.

Methods. To achieve the stated aim,
various research methods were employed. In
particular, the system-based method made it
possible to examine the piano school as a
system consisting of multiple elements. The
analytical method — involving the analysis of
literature and the interpretation of the
collected data — played a significant role in
identifying existing interpretations of the term
“school,” as well as in analyzing various
educational programs and methodological
materials related to the study of the history of
performing arts. In addition, the comparative
method was used to compare the collected
materials and information.

Literature Review. Based on a
combination of various factors, researchers
show particular interest in the study of piano
performance, specifically in the phenomenon
of the piano school. As noted above, although
this topic has been addressed in a considerable
number of studies, none of them (particularly
in the field of musical art) has aimed to
generalize and formulate the criteria of the
piano school.

We observed that in the works of
Kazakhstani authors, when discussing the
formation of the piano school in Kazakhstan,
this phenomenon is interpreted inconsistently.
In particular, such concepts as piano school,
piano culture, piano art, etc.,, are often



examined and used within a single context and
attributed synonymous meanings.

This topic is discussed even more
extensively in foreign studies by authors such
as A. Alekseev, K. Leimer, W. Gieseking, M.
Long, A. Borodin, E. Volik, E. Romanovskaya
and Yu. Rozhkova, E. Milyugina and A.
Merzlikina, and others.

The most relevant work for our study is
A. Borodin’s On the Structure of the Concept of
the Piano School (Borodin). In this work, the
author examines the phenomenon of the
“piano school” from multiple perspectives. He
argues that a school is characterized not only
by the presence of a teacher and the group of
students gathered around him or her, but also
views the school as an educational structure,
as a creative educational collective. Borodin
classifies the piano school into five types:

1. The first type: “the pianistic school as
an educational structure,” which must be led
by a major musical figure (Borodin 187); a
similar understanding of the school s
presented by E. Romanovskaya and Yu.
Rozhkova (Romanovskaya & Rozhkova 101).

2. The second type: the school as a
direction that takes shape within the
conditions of national culture (Borodin 188).
3. The third type: the school as a
methodological system of a teacher, meaning
a school characterized by an “indirect type of
communication — published in printed form as
an educational-methodological manual, a
collection of études or exercises” (Borodin
188).

4, The fourth type: the school as an
educational institution; a similar interpretation
of the concept is offered by I. Kulikov (Kulikov).
5. The fifth type: “the piano school
understood as a professional qualification, as
the training and experience acquired. When it
is said that a pianist ‘has a school” or ‘received
a good school,” it implies that the musician
possesses a certain set of necessary
professional skills” (Borodin 189).

The author also proposes dividing each
type into hierarchical levels: world school —
national school — regional school — individual
school. This idea is supported in the studies of
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E. Milyugina and A. Merzlikina, who argue that
a school “is realized through direct and indirect
communication and ensures the generation,
preservation, and dissemination of artistic
ideas, as well as the development of technical
means for their embodiment within the
regional / national / international cultural and
educational space of a given historical period”
(Milyugina & Merzlikina 140).

Researchers from other academic
fields have also addressed the concept of
“school.” For example, in his pedagogical
studies, G. Kornetov  interprets the
phenomenon of the “school” as the
transmission of social experience, as “social
inheritance,” and as an “integral aspect of the
formation of the individual and society, of the
genesis of the system of social inheritance”
(66).

Examining the phenomenon of the
scientific school, V. Kvanina describes a school
as a kind of community whose unifying
foundation “is a person possessing a unique
mode of work (a mode of theoretical thinking
or experimental research)” (38). Discussing the
phenomenon of the “folk school,” E. Volik
concludes that such schools represent a
phenomenon of public education, a socio-
cultural form “aimed at reforming and creating
a new civil society, and at raising the
professional and cultural level of the
population” (5).

In addition, in studying various sources,
we also  consulted dictionaries  and
encyclopedias. In the Encyclopedic Dictionary
of F. Brockhaus and |. Efron, a school is
described as a “nursery of knowledge and
useful skills and as a necessary stage in the
development of humankind” (624).

Thus, it can be argued that one of the
primary tasks of all schools is the formation
(education and upbringing) of the qualities and
capacities required by individuals, which are
also demanded by a particular society and
change in accordance with the historical
development of humanity.

To support this idea, we also examined
materials from the course History of
Performing Arts taught at the Kazakh National



University of Arts, the Kurmangazy Kazakh
National Conservatory, the North Caucasus
State Institute of Arts, the Gnessin Russian
Academy of Music, and other educational
institutions, as well as the systems of piano
schools developed by M. Long and by K. Leimer
— W. Gieseking. It became evident that the
authors of these programs primarily oriented
their analysis toward the individual figure and
geographical context.

Discussion and Results. As a result of
the study, we propose clarifying several
definitions of the term piano school, each of
which reflects different aspects of this
concept:

1. The piano school as a methodology
and system of instruction. This definition
emphasizes the pedagogical aspect. In this
case, the piano school represents a set of
methodological approaches and pedagogical
traditions passed from teacher to student. It
includes approaches to the development of
technique, sight-reading  skills, musical
interpretation, and the formation of
performance style, constituting a generalized
instructional system.

2. The piano school as a performance
tradition. According to this definition, a piano
school is a specific performance style
characteristic of musicians of a particular
country or region. A performance tradition is
shaped by national musical features, historical
conditions, and cultural influences. For
example, the Kazakh school is marked by
contemplativeness, dynamism, and motoric
clarity; the Russian school by emotional depth
and richness of sound; the German school by
structural precision and discipline; the French
school by lightness and elegance, etc.

The uniqueness of these performance
features is confirmed by statements of
contemporary performers. For instance, the
outstanding pianist Sergey Babayan, reflecting
on the Russian school, notes: “When speaking
about the truly incomparable feature of the
Russian school, what comes to mind is a special
nostalgic, piercing intonation most vividly
expressed in the playing of Rachmaninoff,
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Horowitz, and Pletnev” (Levadny 19). Such an
intonational quality, serving as an expressive
marker of a national school, points to the
profound connection between tradition and
the artistic individuality formed within it. This
underscores that piano schools are not
abstract constructs but real, historically
established performance phenomena with
recognizable traits.

3. The piano school as a community of
teachers and students. Here, the piano school
is understood as the continuity of generations
of musicians united by shared pedagogical
principles and traditions. It includes a circle of
teachers and students who share a common
approach to instruction and performance.
Examples include the “Nikolaev school,” which
produced Nathan Perelman, Valentina
Razumovskaya, Samariy Savshinsky, Pavel
Serebryakov, Vladimir Sofronitsky, and Maria
Yudina; or the “Neuhaus school,” within which
pianists such as Sviatoslav Richter and Emil
Gilels were formed.

4. The piano school as a cultural and
historical phenomenon. In this definition, the
emphasis is placed on cultural and historical
dimensions. A piano school is a phenomenon
shaped in a specific historical period and
cultural environment, reflecting the distinctive
features of the music of its time. It develops
alongside  musical styles, incorporating
elements of Romanticism,  Classicism,
Baroque, and other traditions. For instance, M.
Long’s method was based on a synthesis of
older national piano-teaching traditions with
certain modern pedagogical trends (Alekseev
20). In her book, M. Long also notes that the
technical methods she discusses can only be
understood in connection with the specificity
of the French piano school, with its particular

strengths and weaknesses (6), thereby
emphasizing the significance of cultural
context.

5. The piano school as a direction in
music pedagogy. This definition focuses on the
scholarly and pedagogical approach to piano
instruction, in which the school represents a
distinct direction or method in music
pedagogy. It includes the study of mechanisms



of piano  playing, the physiological
characteristics of a pianist’s movements, and
the analytical aspects of music interpretation.
Alekseev writes that W. Gieseking studied
under K. Leimer, who developed his own
method of piano instruction, later widely
known as the Leimer—Gieseking method
(outlined in Leimer’'s book Modern Piano
Playing  According to Leimer—Gieseking)
(Alekseev 119). At the same time, |. Lysova
notes that K. Leimer did not consider his
methods new: “Leimer’s method gave rise to
practice techniques that differed significantly
from those commonly used at the time. It is
based on strict adherence to a number of
requirements that, in his opinion, were self-
evident. By arranging and systematizing these
obvious truths, he found the shortest path to
the full development of a student’s musical
talent and to achieving the highest degree of
expressive performance” (Lysova 15-16).

Based on these definitions, several key
criteria can be identified that help systematize
the concept of the piano school and reveal its
multifaceted nature.

The first criterion — pedagogical. A
piano school should be understood as a
methodology and system of instruction that
includes a set of pedagogical technigues and
traditions transmitted from teacher to
student. This implies the existence of a clearly
structured educational system covering
technical training, sight-reading, musical
interpretation, and teaching methods aimed at
developing performance style and musical
skills.

The second criterion — performance-
related. A piano school reflects a unique
performance style characteristic of a specific
country or region. It is shaped by national traits
and historical conditions and includes the
performance techniques and stylistic norms
inherent to that cultural environment.

The third criterion — personal
(individual). A piano school is based on the
close relationship between teacher and
student, as well as the continuity of
generations of musicians. This phenomenon
presupposes the formation of a “school”
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around an outstanding pedagogue who passes
on his or her knowledge, skills, and experience,
as well as the existence of followers who
maintain  and further develop these
pedagogical and performance traditions.

The fourth criterion — cultural and
historical. A piano school is linked to the
cultural and historical development of musical
art. It is formed within a specific cultural
environment and historical period, reflecting
changes in musical styles and genres and the
influence of social and cultural factors on
performance traditions.

This list may be expanded, for example,
by introducing a scientific criterion, which
would situate the school within the context of
music pedagogy and scholarly research, as well
as by other potential criteria.

It is important to recognize that the
piano school is a complex, multifaceted, and
unique phenomenon that must always be
examined through the combined lens of its
pedagogical, performance-related,
compositional, and sociocultural dimensions.

Conclusion. By turning to the study of
the concept of the piano school-fundamental
for our future dissertation—at the very
beginning of our scholarly work, we aimed to
establish a foundation for examining specific
piano schools in Kazakhstan. In our view,
understanding the piano school as a
multilayered phenomenon, the study of which
relies on clearly defined criteria, will make it
possible to deepen our knowledge of
pedagogical and performance traditions and to
recognize the role of an individual school in
shaping the musical environment. A school
becomes a kind of repository in which
pedagogical principles, technical skills, and
aesthetic ideals accumulate and are
transmitted across generations, thereby
enriching and advancing musical culture as a
whole. The piano school as a phenomenon
continues to evolve and adapt to
contemporary conditions and challenges. We
are confident that our research will continue
and will be enriched by new discoveries, ideas,
and interpretations.
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Tayencisfik  XKblAgapblHAaFbl  Kaszak,
KMHOMaTOrpadbiHbIH, TOPTIHWI OH blAAblFbl
(2020-2025 K:K.) [OSCTYpNi  peanvsamHeH
asillakTan, oaren [A[aybiCbl aWKblH ecTineTiH
aMOUMOHaNApl  KyaTbl MoAn  duabMaepaiH,
naiga 6ona 6acTaraHbiH MeH3enai. bya yakplT
apanblfblHA@  Kas3aK  KWUHO  KeHICTiriHae
3aMaHOacTapbIMbI3dblH,  *KapKblH 3pi  HO3IK
benHenepi nanaa 6onabl.

Hac pexuccep apmna
OpasbaeBaHbiH, WhIFapMaLLbl/bIFbl OCbl
KOHTEKCTe TO/bIK awbliagbl. OHbIH XaHadaH
WbIKKaH «Tyn» GuabMiHAE OTafacbl KaWTbIC
6onfaHHaH KeMiH aHacbl MeH KbI3blHblIH,
apacbIHAafbI 21eYMETTIK-MCUXONOTUANDBIK,
LIMENEHIC LWbIHAbIK NMeH yaKbITTbl beltHeneyae
alTap/blKTal ©TKip KepiHic TanKkaH.

Ocbl  dunbmimeH  Llspuna  Kasak
KMHematorpadbiHblH, ~ TapuxbiHa  dMenmiH,
oTbacbl MeH Kofamzarbl OafblHbIWTbI KyMiH
CMNATTANTbIH 21eYMETTIK TpMNTUX («Mapuam»
(2019 .), «Kbi3bin aHap» (2021 k.) «Tyn»
(2022—-2023 »K.) aBTOpbl peTiHAe eHai aen
anTa anambl3. Erep oHbIH OCbl Y dUAbMiIHAETr
anenaepaiH KWHONOPTPETTEPIHE MYKUAT 3eMiH
KoMcaK, anaebip TepeHadikKe KO3 XKeTKi3eMmis:
cesim aTaybl 30P/1bIK-30MObINIbIKKA
YPbIHATbIH, WbIHABIKTAH ada boc anemre Kapak
eTenen aKeTeTiH allpbl A4aybIiCKa Kya 6on1ambi3.
Typa con TyCcTaH alen-kerinkepnepaiH TepeH,
OWFfa WOMbIN, 63 beTiHwWwe wewim Kabblagan,
abblpoiblH  OMiK  Kolabl MypaT eTy, o3
TaHAayblH ON eneriHeH OTKi3in, cofaH Kapaw
Kagam bacy bactanagpi.

Mbicanbl, «Mapuam» punbmiHae anen-
KeninkepaiH, Kyreyi otbacbiH TacTan KeTea,.
Keninkepimia ~ mMoMbiIMal,  KMbIHABIKTapAbI
YKEHiN, aKkblp-COHbIHAA VYMiHE KaWTbIN KeareH
epKeKTeH Tepic anHanadbl. «Kbl3bln aHap»
bunbmiHae Keninkep KepiciHwe, ©TKeHiH
capanan, oTbacblH caKTan Kanadbl, anamaa,
aBTOpP OWAbMHIH COHbIH allblK Kanablpbin,
TYypAi on  epbityimisre kon awagbl. An
WaHaJaH  WbikkaH  «Tya»  duabmiHge
pexkuccep bynapaaH Aa KypAaeni TakblpbInKa
bomnanabl. EKi KehinkepaiH — aHacbl MeH
Kbl3blHbIH OKMFaCbliH TapKaTa oTbipbin, LLapuna
oTbacbiHAafbl epKeK NeH anengiH, A3CTYpAi
TapTbICbIHAH ajlllaKTan, KepepMeH KeHiNiH €Ki
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6ybIH KaKTblfbICbIHa Kapal bypaapl.
Ocblnaniia oTHacbiNbIK — KapbiM-KaTblHacTa
faHa emec, CbIpT Ke3re nae anengi
oTbacbiHAAFbl ~ OPHbIHA  KaTbICTbl  Kekae

KapaMa-Kanllbl Ke3KapacTapabl KepceTeai.

Ocbl  xonbl  Llapuna  Opasbaesa
NO3TMKaNbIK CypeTTepaeH CaHanbl Typae bac
TapTbiN, KaTaH, AOOKyYMeHTanbAi ©Oakblnay
MaHepiHe Kewedi. ConTycTik KasakCTaHAablK,
WafblH  Kana  MeH  ayblndblH — CypKaw
TYPMbICbIHAA Xacecnipim Kbl34blH, apMaH-
KMANbl KaHAT KafblM, KyaHbllbl TacUTbIHAAM
KeHICTIK »OK. *acecnipim KbI3ablH, YHiHEH
blpaKTa, WMHTEpPHaTTafbl TOKblpafaH TbIHbIC-
TipWiniri KbICKbl KaTaH, CypKal KepiHicneH
belHeneHin, acepi ecenen Tyceai. Myranimre
ypJ/iaHa Ke3 cajifaH CaTi e 3Cepni KeTKisifreH.

bipaK 0N OKWUTbIH MeKTenTeri anem —
CbIHBINTAC  KbI3JaPbIHbIH, AFHWM  2Wenaep
KaybIMAACTbIFbIHbIH, OpTacbl ©Te KaTtan api
belkam.  KanbinTackaH  epexeaeH  can
ayblTKblCaH, as3anaHacbiH, 6ipre OKblfaH
Kbl34apAblH ©3i KapaHfbl BypbIlKa anbin KeTin,
COKKblIFa *blfaapbl.

Keninkep-Kpi3 capaH, HboaymeH
KOPCETINTeH, KO3  KyaHTNaWTblH  CypKaW
benmeciHae 6o Tacanan, oHalwa Kanaabl. byn
wepae 6api canKblH api KeHin KynasbiTap 60c
KeHicTiK. bipae-6ip blAbl NAaH, KyHAi3ri
apblK, Ta OCbl CafKblH KEHICTIKKe LyaK,
Wwawmnanabl. TyFaH KYHiH CypeTTereH LakKTafbl
TYPAi TYCTi WapaapabiH, 63i 6oimallbl, TYKKe
TYPFbICbI3  apTblK ~ AyHMe  ceKingi  acep
Kanaplpasbl.

MaHbl Kapanbl Kbl3AblH, YHCI3 MYHbI,
YyMiHe aereH cafbiHbIlWbl pexknccep [aperkaH
©mipbaeBTbiH, «Kapguorpamma» (1995 k.)
TYbIHAbICbIHAAFLI KEMINKepaiH, KyMhiHe yKcac
CeKinai KepiHreHimeH, eki dunbmaeri yire
opany caTi bip-bipiHeH mynaem Genek, TinTi
yKCamanapi.

«Kapamorpamma»  dunbmiHaoe Y
KaHfa Kalnbl 6oAynap MeH TYPMbICTbIK-
nemsaxbl *apKblH KeciHAep MeH aHa benHeci
apkblabl  cunatTanca,  «Tya»  QUAbMIHIH,
CIOXETTIK KYPbI/IbIMbIHAAFbI €Ki 9/1EM: MeKTen-
MHTEPHAT KoHe ©3 YMi, apblK NeH TYCTiH
CaNKblH NPOEKUMACBIH KYLWENTIN, OKWfaHbl
Kotonata Tycedi. OcCbl eki KeHiCTiKTe ae



OUAbMHIH,  »Kacecnipim-Keninkepi 83iH
YATCbIHbIN 9pi KepeKci3 cesiHeai. oneymeTTiK
WMHCTUTYTTAap — MeKTen neH yn — 6ip 3aHfa
HafblHaabl:  OafblHbIWbLITLI KYA MeH ayaen
KYWTiH ycTemairi — Mmenni 6yn  mekTen
AanisiHaeri TobblpabliH, amipi BOICbIH Hemece
YA KEHJCTIrHAEr epKeKkTiH, 0N KaWTKaH COH,
aHaHbIH ycTem 60 MbICbl 6ONCBIH.

Kes anabiHaafbl OKMFanapapl Kbis 6ana
CYblK, OMNbl Ke3imeH b6aKblnanabl: SKeciH
COHfbl Canapfa LWbIFAPbIN CanfaH Kesgeri
LEeLWeCiHiH, canTka 6afbiHbIWTLI Typae 6acblH
TOMeH canbbipaTybl, MAaPKYMHbIH Kapbi34apbiH
el ce3 alTnacTaH, KanTapybl KaHe apaFa Ken
YaKbIT ~ Cca/Mail,  aHacbliHblH,  KaWTadaH
epKeKTepre Tayendi Kyhre Tycyi: Tecek
KaTblHACbIHAAFbl KOP/IbIK HEMECE CTaHOKTafbl
ayblp eHbeK.

OnepaTtop Asamat *KaHabeKoBTbIH,
(Kasak ynTTbiK eHep yHuBepcuTeTiHAe bonaTt
oHe Oybakip CyneeBTepAeH OMNepaTop/biK,
Kypc OOMbIHWA A2pic anfaH) Cyblk TycTepai
TaHaaybl cesimai HipTe-6ipTe TYHLWbLIKTbIPbIM,
TabufaTTafbl an3 ocepiH KywenTedi. Aybin
KepiHiciHAeri ap caxHa, 2p Kaap CanblH,
TYPMbICTbIH,  Bipcblablpfbl, oOKway benrici
)acanbin, epecek adamzapablH, —cynbacel
KaTblN KanfaH KeJieHKere alHanfaHaan acep
Kanablpaapl.

Pexuccep ae, onepaTop Aa KepepmeH
Ke3iHe Xbl/bl TUEP KalMa-LlyaK Kaap Hemece
epeceKkTep aneMiHAEr Xblabl Xy34i Kepyre
MypLIa KanablpMmanabl. Epecektepai
CypeTTereH »annbl NnaHAa agamm KannbiHaH
afa KeneHkenepai faHa aHfFapambl3.

Lspuna Opa3baeBaHbiH
MHTEepPNPeTaUMACIHAAFbI «CanKbIHAOBIK,
TabufaTbl» KOAMEH YCTan cesiHeTiHaen acep

Kanablpadbl. OWendiH  TYCiKk  »KacaTaTbIH
caxHacbl MeTadopazaH Xypaan, Typa KyriHLe
KepceTinedi. ToAfaK  KbICKaH anenai,

Bypanbin, eaeHae *KaTybl, WbIHFbIPFAH Ke3iHae
Tepre MajwbiHFaH 6eT aaneTiHiH, 6y3biaybl,
Terew »aHe 6acka ga Hapcenep KepepMeHai
TiTipKeHAipeai.

CocbiH aBTopnap TbIHbICTayFa
MYMKIiHAIK BepmecTeH, 3KCMNPeccuBTi Aepeki
MOHTaX /bl KONAAHbIM, OKMUFAHbI Kellere asbin
WbIFbIN, KanfacTblpadbl. AA34bl Nersaxapl
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cypetTereH  mMeTabuM3MKanblK Aepnik y3aK
KOpiHic, apKa TyCTaH ecTifieTiH alikan, awybl
Ky34ep, NAakaTTap, XaoC XoHe KWKy/afaH
TOObIPAbIH,  KO3fasbiCbl  Kaapda KupaHabl,
aKKaH KaH, epTeHreH Keniktepai Kepcetea,.
Ocbl aypbeneHre Hen-Kam Kapan,
CoOMHambyna icneTTi Ko3fanfaH Kbl3 6Hana
Kadp/iblK KYPbIIbIMHbIH BM3yanabl beliHeciHae
KOPEPMEHTE CYbIK KO3IMEH KapafaH KillkeHTal
MagoHHa ceKingi KabblagaHaabl.

Pexkmccep bGel-xal Kymge Kartan
WbIHALIKTbI  aKTapbil  CbIpTKa  LWblFapbin
TacTaraHgan. On  6er-Xal  WbIHAbIKNEH
WarKacnamabl, Kewinkepaep KeHiCTiK neH
YaKbITTbiH, bOip Geniri faHa, bHipak Kbi3 OeH
aHaHbIH, Ka/bINTaCKaH KapblM-KaTblHACbIHA
COKKbl Oepin, anemai KOpfaHCbI3, eHAi faHa
ecele bacTafaH Kbl3dblH, KO3iMeH KepceTed.
Kelinkep-Kpl3  ©3iHIH,  @/1i  KanbiNTacbin
yArepmMereH cesimaepiHe myfanim TapanbliHaH
}ayan KkyTeai, an on 6onca, asnTepnepre
YHiNIN, OHbl TiNTi enemenai. O©3iHe KeHiN
aydapyabl KanafaH OpPbIHAAAMAC YMTbI/bIChI
aHa HapceHi Kabblnaayfa KeTKi3in, Kbl3 63iH
epKiH  ce3iHedi: ©3iHiH,  XaHa  Ka/jnblH
KabblngafaH caxHa aybiCKaH CaTTe, €H
COHbIHAA OHbIH, 6ackl ipi NAaHMeH XWYKOK
a4iciHaerigen Kaapabl TOATbIPbIN  TypFaH
KOPIHICIH Kepemis.

«Tyn» ounemiHge Llspuna Opasbaesa
MYCiHLI CMAKTbI dUHaNAa apTbiK HOPCEHiH, 6apiH
CbINbIN TacTan, OypbIHFbIAAM emip cypy Typaibl
oMabl TOMTapbin TacTamapl. MOHTaXKObl-bIPFaKTbI
yaepicTe, CHOXeTTi KeTKisyae TericTiK
HbonMaraHbIMEH, pexunccepaid —ekiHiH,  BipiHiH
batbinbl Hapa BepmenTiH ayblp MaceneHi Kosfan,
akTapaabl. Pexumccep 3amaH bOelHeciH 3KpaHfa
WbIFAPbIM, afa OybIHHbIH HEMKYPaM/bl 3rOM3MIH:
Ce3iMCi3  KaTandblKKa YpblHFAH KapiHiH, KoHe
MaxabbaTtcbi3 emipmeH Tyberenni  KenicnemTiH
acecnipiMHiH, Ke3KapacblH My3/1ail CanKbliH acep
HepeTiH XapblK NeH TyC apKplabl KepceTeai.
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C.6-23

1-kecme — Apxusmik wexcipe: « CamMcoH MeH anuna» onepackiHslH « MemponoaumeH
onepa» meampbiHOarbl Koliblasimoap mapuxel (1895-2019)
Table 1 — Archival Chronicle: The Performance History of «Samson et Dalila» at the Metropolitan

Opera (1895-2019)

Tabnuya 1 — ApxusHas XpoOHUKa: lcmopus nocmaHo80oK onepsl « CamcoH u Januna»
«MemponoaumeH Onepa» (1895-2019)*

lfon CamcoH Hdanvna Mpoune ucnonHutenn | Oupukép Opkectp/
TeaTp
1936 René Maison Gertrude Ezio Pinza, John Maurice Metropolitan Opera
Poelsen- Gurney Abravanel Orchestra & Chorus
Wettergren
1941 René Maison Risé Stevens Leonard Warren, Wilfrid Pelletier Metropolitan Opera
Norman Cordon Orchestra & Chorus
1946 José Luccioni Hélene Bouvier | Paul Cabanel, Charles Louis Fourestier Orchestre et Choeur
Cambon de I’'Opéra de Paris
1948 José Luccioni Suzanne Lefort | Pierre Nougaro, Eugene Bigot Orchestre et Choeur
Ernest Mestrallet du Grand Théatre de
Geneve
1948 Lorenz Res Fischer Fred Destal, Max Eibl Hans Altmann Bavarian State Opera
Fehenberger
1949 Ramon Vinay Risé Stevens Robert Merrill, Osie Emil Cooper Metropolitan Opera
Hawkins Orchestra & Chorus
1953 Ramon Vinay Risé Stevens Sigurd Bjorling, Fausto Cleva Metropolitan Opera
Norman Scott Orchestra & Chorus
1954 Jan Peerce Risé Stevens Robert Merrill Robert Shaw NBC Symphony &
Robert Shaw Chorale
1955 Ramon Vinay Ebe Stignani Antonio Manca-Serra, | Fritz Rieger Teatro di San Carlo
Giovanni Amodeo
1956 Set Svanholm Blanche Sigurd Bjorling Herbert Sandberg | Royal Swedish Opera
Thebom Orchestra & Chorus
1963 Jon Vickers Rita Gorr Ernest Blanc, Anton Georges Prétre Orchestre de I'Opéra
Diakov de Paris
1964 Jon Vickers Oralia Ernest Blanc, Henk Jean Fournet Radio Filharmonisch
Dominguez Drissen Orkest (Netherlands)
1970 Richard Cassilly | Shirley Verrett Robert Massard, Georges Prétre Teatro alla Scala
Giovanni Foiani
1973 James King Christa Ludwig Bernd Weikl, Giuseppe Patane Munchner
Alexander Malta Rundfunkorchester
1978 Placido Elena Renato Bruson, Pierre | Daniel Barenboim | Orchestre de Paris
Domingo Obraztsova Thau
1981 Placido Shirley Verrett Wolfgang Brendel, Julius Rudel San Francisco Opera
Domingo Arnold Voketaitis Orchestra & Chorus
1982 Jon Vickers Shirley Verrett Jonathan Summers, Sir Colin Davis Royal Opera House
John Tomlinson Orchestra & Chorus
1989 José Carreras Agnes Baltsa Jonathan Summers, Sir Colin Davis Bavarian Radio

Simon Estes

Symphony Orchestra &
Chorus




1991 Placido Waltraud Meier | Alain Fondary, Jean- Myung-Whun Orchestre de I'Opéra
Domingo Philippe Courtis Chung Bastille
1998 Placido Olga Borodina Sergei Leiferkus, James Levine Metropolitan Opera
Domingo Richard Paul Fink Orchestra & Chorus
1998 José Cura Olga Borodina Jean-Philippe Lafont, Sir Colin Davis London Symphony
Egils Silins Orchestra & Chorus
2007 Clifton Forbis Denyce Graves | Greer Grimsley, Philip | Karen Keltner San Diego Symphony &
Skinner Opera Chorus!
2018 Roberto Alagna Elina Garanca Laurent Naouri, Simon | Sir Mark Elder Metropolitan Opera
O’Neill, Dmitry Orchestra & Chorus
Belosselskiy
2019 Aleksandrs Anita Laurent Naouri, Simon | Sir Mark Elder Metropolitan Opera
Antonenko Rachvelishvili O’Neill, Dmitry Orchestra & Chorus
Belosselskiy
2019 Kristian Anita Laurent Naouri, Sir Mark Elder Metropolitan Opera
(2-1 Benedikt Rachvelishvili Tomasz Konieczny, Orchestra & Chorus
cocras) Dmitry Belosselskiy (newyorkclassicalrevie

w.com+1)

*ﬂOHHble no 200am U UCNOAHUMENAM OCHOBAHbLI HA apxusax MemponosnumeH-onepsl u Ony6flUK060‘HHb/X omyemax
(mountainmessenger.Comen.) TG6/7UL(0 1 gKt04aem OCHOBHbIE NOCMAHOBKU (Cpedu HUX HEKOMOpble, HE YNOMAHYMbIe 8

meKkcme, npUBE‘C)EHbI 0715 nosIHOM bl X,DOHOﬂOZUU).

epeKwenikmepi

2-kecme — []anuna napmuAcbiH OPbIHOGFaH dHWI-aKMpuUcanapobiH UHmMepnpemayus

Table 2 — Interpretive Features of Performers in the Role of Dalila

Tabnuya 2 — OcobeHHOCMU UHMepnpemayuu uchoaHumenbHuy napmuu flanusnei

NcnonHuTeIbHULbI Foa(ot) Teatp / cueHa OcobeHHOCTU MHTEPNpPETALMUK

MonuHa Jlykn- 1895 Metropolitan Opera Mepsan ncnonHutenbHmua B CLUA; akUeHT Ha BOKasbHOM

MaHTennu (Hbto-Mopk) BMPTYO3HOCTM U CLLEHNYECKOM TeMnepameHTe.

MaprapuTa 1915-1916 Metropolitan Opera [dpamaTtnyeckoe meLLo; 06pa3 POKOBOM HEHLLMHbI C

MaTueHaysp (Hbto-MopK) NoAYEPKHYTOMN 3KCcnpeccuen.

Pai3 CTnseHc 1940-e Metropolitan Opera CoeanHeHue cob1asHUTENBHOCTM U ApaMaT3Ma; O4Ha U3
(Hbto-MopkK) Camblx NONYAAPHbIX [1annn cBOEro BpeMeHMu.

LLnpan Beppetrtr  1970-1980-e San Francisco Opera, [ NyBOKMIA NCUXONOTU3M, APAMATUYECKMIN HaKan, akUEHT
Met Ha TparM4yHocTv obpasa.

EneHa Obpasuosa (1980-e Bonbluol Teatp CWNbHbIM BOKaNbHbIM HAMoOp, HacbILLEHHOCTL TeMbpa;
(MockBa) MHTEePNpPeTauma C PyCCKOM APamMaTUYECKOM OKPACKOM.

Onbra bopogmHa [1998, 2006 Metropolitan Opera VInpUKo-ApamaTUieckmii banaHc; noa4epKHyTan
(Hbto-MopkK) MHOroc10MHOCTL 0bpasa (Nt0b0oBb <> NpeaaTenbCTBo).

SnnHa MapaHya 2018 Metropolitan Opera CoBpemeHHas Bepcus femme fatale; coeamHerne
(Hbto-Mopk) BOKA/IbHOWM NIErKOCTU M APKON aKTEPCKOW UTpbl.

AHUTa 2016 Opéra de Paris (Mapuk) BBE3AHbLIN Ae6IOT; aKLEHT Ha TEMOPOBOI HACLILWEHHOCTM

Pausmnunwenam M NCUXONOTUYECKON BOMCTBEHHOCTH.
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https://en.wikipedia.org/wiki/Samson_and_Delilah_(opera)#:~:text=The%20Metropolitan%20Opera%20%20revived,decade%20giving%20more%20than%20200

Homanesik meican 1 — Kamune CeH-CaHc. «CamcoH meH [anuna» onepacsiHaH, Il akm.

HdanunaHeiH apuscel «Mon cceur s’ouvre a ta voix» («Kypezim ceHiH 0aycbiHa awbinaos!»).
Lepexres: CeH-CaHc, Kamuns. «CamcoH meH fanuna» 3 akmideH mypamsiH onepa / - Mackey: A. [ymxeline ,
1893 - 261 6. https://www.notarhiv.ru,

Musical Example 1 — Camille Saint-Saéns. “Samson et Dalila”, Act Il. Dalila’s Aria “Mon cceur

s’ouvre a ta voix” (“My Heart Opens to Your Voice”).
Source: Saint-Saéns, Camille. “Samson et Dalila”. Translated by A. Gorchakova. Moscow: A. Gutheil, ca. 1893.
https://www.notarhiv.ru

Hommnelil npumep 1 — Kamuns CeH-CaHc «CamcoH u Januna», Il akm. Apua Lanunel «Mon coeur

s’ouvre a ta voix» («Omkpsinaca dywa»)
YicmoyHuk: Kamune CeH-CaHc «CamcoH u [anuna» onepa 8 3 Oelicmauax- Mocksa l'ymxelins, 1893 - 261 6.
https://www.notarhiv.ru
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Homanebik meican 2 — Kamune CeH-CaHc. «CamcoH meH Adanuna», Il akm. «BakxaHanua».
Jepekkos: CeH-CaHc Kamuns. «CamcoH meH fanuna»: Tonelk napmumypa. lll akm, “Danse Bacchanale.”
Mapuxc: Durand & Cie, wamameH 1929 x¢. IMSLP Petrucci Music Library. URL:
https://imslp.org/wiki/Samson_et_Dalila, Op.47_(Saint-Saéns, _Camille). KapanraH kyHi: 2025 ». 8 KazaH

Musical Example 2 — Camille Saint-Saéns. Samson et Dalila, Act lll. “Danse Bacchanale.”
Source: Saint-Saéns, Camille. Samson et Dalila: Full Score. Act Ill, “Danse Bacchanale.” Paris: Durand & Cie, ca.

1929. IMSLP Petrucci Music Library. URL: https.//imslp.org/wiki/Samson_et_Dalila, Op.47 (Saint-Saéns, Camille).
Accessed 8 Oct. 2025

Hommneili npumep 2 — Kamune CeH-CaHc «Samson et Dalila», Il akm. BakxaHanus.

UcmoyHuk : CeH-CaHc, Kamuns. «CamcoH u [anunax»: Full Score. Act Ill, “Danse Bacchanale.” Mapuxc: Durand & Cie, ok.
1929. IMSLP Petrucci Music Library. URL: https.//imslp.org/wiki/Samson_et_Dalila,_Op.47 (Saint-Saéns,_Camille).
Accessed 8 Oct. 2025
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Guide [Met Tour] CID:93410

Key Word Search

Multi-Field Search Samson et Dalila
Public Auditorium, Cleveland, Ohio, Fri, April 30, 1926
Browse

Repertory Report

Performers Report Samson et Dalila (58)
Camille Saint—-Saéns | Ferdinand Lemaire
Contacts SE= (=T o '« W Giovanni Martinelli
. Dalila v ittt ittt et Julia Claussen

Met Opera Website
High Priest .. ... ...ttt Giuseppe Danise
Abimélech ..... ...ttt et Paclo Ananian
Old Hebrew .....iitenineenrennnennnnnnnns Léon Rothier
Philistine ......iiiiiiiiirieeneenennnnnnn Max Altglass
Philistine ......iiiiiiiinnrneenennennnnnnn Vincenzo Reschiglian
L= E=T=1 s Uo (= Angelo Bada
DANCE « ottt ittt e e e et et e e Lilyan Ogden

1-cypem — «CamcoH MmeH [anuna» onepaceiHbiH KolblasiMblHG Kamelicmsl Metropolian Opera
Archives (CID 93410) apxusmik x#ca3sbacel (Mabauk aydumopuym, Knuenerd, Ozalio, 1926 .).

Figure 1 — Archival record Metropolitan Opera Archives (CID 93410) of the “Samson et Dalila”
production (Public Auditorium, Cleveland, Ohio, 1926).

PucyHok 1 — ApxusHas 3anucs Metropolitan Opera Archives (CID 93410) o nocmaHoeke «CamcoH
u [anuna» (Mabnuk aydumopuym, KnueneHd, Ozalio, 1926).
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MeTpoNoNUTEH-0MNEPa: HAKONWTENLHOR YUCND NOKA30B
Saint-Saéns «Samson et Dalila» [cHAMKK M3 apx1Ba, oLl pasHeceHsl paBHOMEpHC)
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2-cypem — «CamcoH meH [anuna» onepacsiHbiH KOoUblabIMOAPbIHbIH KyMyaamuemik
OuHamukacel (MemponosumeH onepacsiHbiH apxusmik depekmepi 60lbiHWa).

Figure 2 — Cumulative dynamics of “Samson et Dalila” productions at the Metropolitan
Opera (based on archival data from the Metropolitan Opera Archives).

PucyHok 2 — KymynamueHaa OuHaMuKa nocmaHoeok onepsl «CamcoH u [anuna» e Metropolitan
Opera (no apxusHeiM daHHbIM Metropolitan Opera Archives)»3.

«Samson et Dalilas — «yMynaTUBHOE Y4CN0 NOKAI0E
et Opera {nogpobHo) v Opéra de Paris (NonTBEnH IEHHKIE B2XN)

Memaoaiten 0927 [k Hoae)
Cpéra national gz Periz ao)

B30

HaKonMTeneHOE SMCNo NoKaZ0E

a0 U] 140 1560 150 2000 i
[on

3-cypem — «CamcoH meH [lanuna» onepacsiHbiH KOUblabiMAapbIHbIH CA/16ICMbIPMAsbI
Kymynamusmik OuHamukacsl (MempononumeH onepa xaHe [lapuxc onepacsl)

Figure 3 — Comparative cumulative dynamics of “Samson et Dalila” productions at the Metropolitan
Opera and the Opéra de Paris

PucyHok 3 — CpasHumenbHas KyMynamueHas OUHamuKa nocmaHoe8oK «CamcoH u Januna» e
Metropolitan Opera u Opéra de Paris
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4-cypem — Pobepmo AnaHesa (CamcoH) #aHe dnuHa Mapanya (danuna). Kamune Cen-
CaHcmelH «CamcoH MeH [anuna» onepacsiHblH, eKiHWi akmiciHeH KepiHic (MemponosaumeH onepa,
pexc. [lapko TpewHsK, dupuxép Mapk 3ndep, 2018). [lpomo-nocmep.
Llepekkes: Xaliou YalncoH. Pobepmo AnaHbs CamcoH peniHoe waHe 3nuHa lapanya fanuna peniHoe. ®omo:

KeH Xosapd / Met Opera Archives. https.//www.wsj.com/articles/samson-et-dalila-and-aida-reviews-a-new-direction-
takes-a-familiar-course-1538425906

Figure 4 — Roberto Alagna (Samson) and Elina Garanca (Dalila). Scene from Act Il of Camille
Saint-Saéns’s opera “Samson et Dalila” (Metropolitan Opera production, directed by Darko Tresnjak,

conducted by Mark Elder, 2018). Promotional poster.
Source: Heidi Waleson Roberto Alagna as Samson and Elina Garanca as Dalila KEN HOWARD/MET OPERA

https.//www.wsj.com/articles/samson-et-dalila-and-aida-reviews-a-new-direction-takes-a-familiar-course-1538425906.
‘Samson et Dalila’ and ‘Aida’ Reviews: A New Direction Takes a Familiar Course

PucyHok 4 — Pobepmo AnaHbes (CamcoH) u 3nuHa lapanya (fanuna). CueHa u3z emopoz2o akma
onepes! «CamcoH u Lanuna» Kamuna CeH-CaHca 8 nocmaHoske MempononumeH-onepa (pex.

Japko TpewHak, oupuxcép Mapk 3ndep, 2018). lpomo-nocmep.
UecmouHuk: Heidi Waleson Roberto Alagna as Samson and Elina Garanca as Dalila KEN HOWARD/METROPOLITAN

OPERA https://www.wsj.com/articles/samson-et-dalila-and-aida-reviews-a-new-direction-takes-a-familiar-course-
1538425906. ‘Samson et Dalila’ and ‘Aida’ Reviews: A New Direction Takes a Familiar Course
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5-cypem — 3nunHa Fapanya fanuna peniHoe. Kamuns CeH-CaHcmbiH « CaMcoH meH flanuna»
onepaceiHbiH ekiHwi akmiciHoezi kepiHic (MemponosaumeH onepa, 2018. ®omo: KeH Xosapo /

Metropolitan Opera Archives.
Jlepekkes: https.//www.ft.com/content/e41ef544-c0a9-11e8-84cd-9e601db069b8

Figure 5 — Elina Garanca as Dalila. Scene from Act Il of Camille Saint-Saéns’s opera “Samson

et Dalila” (Metropolitan Opera, 2018). Photo: Ken Howard / Metropolitan Opera Archives.
Source: https://www.ft.com/content/e41ef544-c0a9-11e8-84cd-9e601db069b8

PucyHoK 5 — 3nuHa lapaH4a 8 poau Aanunsl. CyeHa usz 8mopo20 akma oneps! « CamcoH u Lanuna»

Kamuns CeH-CaHca (Metropolitan Opera, 2018). ®omo: Ken Howard / Metropolitan Opera Archives.
cmoyHuk: https://www.ft.com/content/e41ef544-c0a9-11e8-84cd-9e601db069b8
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6-cypem — «CamcoH meH [januna» onepacbiHbiH, MemponosaumeH onepacbiHOAFbI
KoliblnbiMbIHOaFbI «BakxaHanua» KepiHici (pexc. apko TpewHsAK, xopeozpag OcmuH

MakKopmak, dupuxcép Mapk 3ndep, 2018). domo: Ken Xosapd / Metropolitan Opera Archives.
lepekkes: https://mountainmessenger.com/a-tragedy-of-biblical-proportions/

Figure 6 — The “Bacchanale” scene from the production of “Samson et Dalila” at the
Metropolitan Opera (Director: Darko Tresnjak; Choreographer: Austin McCormack; Conductor:
Mark Elder, 2018). Photo: Ken Howard / Metropolitan Opera Archives.

Source: https://mountainmessenger.com/a-tragedy-of-biblical-proportions/

PucyHok 6 — 3nu300 «BakxaHanuu» 8 nocmaHoske onepbl «CamcoH u fanuna» 8 MempononumeH-
onepa (pexc. apko TpewHsK, xopeozpag OcmuH MakKopmak, oupuxcép Mapk 3ndep, 2018).

®omo: Ken Howard / Metropolitan Opera Archives.
ecmoyHuk: https://mountainmessenger.com/a-tragedy-of-biblical-proportions,
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