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AHHOTAIUA

IIpeamer cTaTbu-HCCAEIOBAHUS —  OPraHW3ALMOHHAs APXUTEKTypa IOCT-IPOJAKIIH-IPOLECCOB
TEJIEBU3MOHHBIX CEPHUANOB KAaK KPUTHYECKOTO CJIOSl, B KOTOPOM CXOZSATCS KpEaTHBHBIE, TEXHOJIOTHMUYECKUE U
¢uaaHCcOBBIe prcKH. Lleb paboTHI 3aKIIOYaeTCS B TOM, YTOOBI BBIIBUTH, KAKOE COYETAHHE YIPABICHYECKUX
MPaKTHK ¥ IH(POBBIX HHCTPYMEHTOB ITO3BOJISIET BBIYCKAaTh 33046l TOYHO B JACHb PEIH3a MPH POCTEe 00BEMa
BEPCHH, CXAaTUM OIO[UKETOB M Y)KECTOUCHHH TEXHHYECKHX pETJIAMEHTOB CTPUMHHIOBBIX IUTAT(OPM.
AKTyalbHOCTh NOATBEpKIaeTcs TeM, 4To B 2024 T. pPBIHOK TEIEBH3HMOHHOTO MOCT-NPOAAKIIHA 3aHsI
JUIUPYIOIIYIO OJIO B MHAYCTPUU CTOMMOCTBIO 25,85 mupa USD, a 3anepxka onHoro IMF-nakera Hanpsmyo
Onokupyer JeHexHbId motok ruiarGopMm. Hayynasi HOBH3HA MPOSBISETCS B KOMIUIEKCHOM PAacCMOTPEHUH
Tpuazgs! «obmako — MU — xommnonenTHsI IMF» kak equHOI cuCTeMbl yIIpaBIeHUs CPOKAMH U 3aTpaTaMH, I7ie
aBTOMATH3MPOBaHHBIH TpaHcdopMm-maituiaitn Dolby Vision/Atmos paccMmaTpuBaeTcss BMeCTe € MaTpHYHOM
CTPYKTYpOH KOMaHAbl U KPUTUYECKUM IMyTEM MpoeKkTa. MeToabl HCCIIEIOBaHUS BKJIIOYAIOT CPAaBHUTEJIbHBIN
aHanu3 oOnavHbIX W JoKanbHBIX maimiaiinoB (LucidLink, MASV, BuptyasibHble paboyre CTaHIMHU), KOHTEHT-
aHanmm3 TexHudeckux crenudukammii Netflix, Disney +, HBO Max wu kelic-cTamgy KpyIHBIX CEpHAJOB,
JoroTHeHHBIH orpocamu 6omee 1 000 meHemkepoB o BuusHUKA Al M AMCTaHIHOHHOW paboThHL. Pe3yabTaThl
MOKA3bIBAIOT, YTO paHHee (POPMHUPOBAaHUE MPOKCH-MEANATEKH, IBYKOHTYpHBIH rpeiinnar SDR/HDR, pezepBHOE
apxusuposanue LTO, aBromatusupoBarssiii QC u «SDLC-0u0nus» coxpamarmT cpeHee OTKIOHEHHE rpaduka
u Oroketa Ha 11 %, yMEHBIIAIOT pydYHbIE MIEPEACIKH [0 HyIA U SKOHOMAT 10 70 % MpOoITyCKHOH CIIOCOOHOCTH
MPY MAKETHON MOCTaBKE 3MHU30A0B. BBIBOABI MOITBEPIKIAIOT, YTO KOHKYPEHTOCIIOCOOHOCTh cepuana B 2024—
2025 rr. ompezensiercss yHudukaiuei (GpopmarToB, WHTErpaipeil 00JaYHBIX CEPBHCOB U 0OOT-HOTH(UKAIUI O
c00sIX, a peKOMeHIalln| aBTOPOB — BHesipeHue komnoneHntHoro IMF, marpunp! crarycoB WIP, Client Review,
Final 1 CPM-MOHUTOpUHTa — MO3BOJISIOT CTYJUSIM COXPAHSITh KaueCTBO U BBIYCKATh JIOKAJTU30BaHHbIE BEPCUH

6e3 mTpadHbIX 3a7epiKEK.

ABSTRACT

The subject of the article is the organisational architecture of post-production processes in television series,
regarded as the pivotal layer where creative, technological, and financial risks converge. The purpose is to
determine which blend of managerial practices and digital tools guarantees on-time episode releases amid
mushrooming version counts, shrinking budgets, and increasingly strict platform specifications. Relevance is
evident: by 2024, the TV post-production market reached USD 25.85 billion, and a single delayed IMF package
can instantly halt a streamer’s cash flow. The scientific novelty lies in a holistic analysis of the “cloud—Al-
component IMF” triad as a unified schedule- and cost-control system, coupling an automated Dolby Vision/Atmos
transform pipeline with a matrix team structure and a project critical path. Methods comprise comparative
assessment of cloud versus on-prem workflows (LucidLink, MASV, virtual workstations), content analysis of
Netflix, Disney+, and HBO Max specifications, and case studies of flagship series reinforced by surveys of over
1,000 executives on Al and remote-work impact. Results reveal that early proxy-library creation, dual SDR/HDR
grading, LTO backup archiving, automated QC, and an SDLC “bible” trim average schedule and budget variance
by 11 %, drive manual rework to zero, and save up to 70 % bandwidth when episodes ship in bundles. Conclusions
confirm that a show’s competitiveness in 2024-2025 hinges on format unification, cloud-service integration, and
bot-driven failure alerts, while authors’ recommendations - component IMF adoption, WIP, Client Review, Final
status matrices, and CPM monitoring - enable studios to uphold quality and release localised versions without
penalty delays.

KaioueBble cioBa: TOCTIPOJAKINH; TelecepHal; OO0JadHble TEXHOJIOTMH; WCKYCCTBEHHBIH HHTEILIEKT;
pabouwnii mporecc; KPUTHIECKUH MyTh; KOHTPOJIb Ka4ecTBa

Keywords: post-production; television series; cloud technologies; artificial intelligence; workflow; critical
path; quality control
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Introduction

Postproduction has long since ceased to be a mere
technical appendage of the shooting process; today it
represents a key creative-technological layer through
which almost all added value of a modern television
series passes. According to [1], the total global market
for postproduction services reached USD 25.85 billion
in 2024, with the TV Shows & Streaming segment—
namely series rather than cinema—holding the
dominant share. This figure indicates that final image,
audio, and metadata processing has become the central
node concentrating creativity, regulatory requirements,
and financial risk: delay of a single IMF package or
Atmos mix directly disrupts the release schedule and
withholds platform cash flow.

In 2024, the industry will experience pressure
from growing volumes and tightening budgets. Global
media companies’ content expenditures increased by
only 2 percent, to USD 247 billion, whereas in 2022—
2023 the market was essentially stagnant [2]. Producers
compensate through a shift toward international co-
productions. During the first eight months of 2024,
more than any other territory, 33 percent of Netflix’s
new scripted series orders were placed in the Asia-
Pacific region [3]. For postproduction departments, this
entails a continuous flow of multilingual versions,
support for varied frame rates, and flexible
collaboration with remote VFX and dubbing studios.

New market requirements are defined primarily by
the streaming platforms themselves. In 2024, Netflix,
Disney Plus, HBO Max, and others fully adopted
delivery of master files in IMF App #2E format with
mandatory dynamic metadata Dolby Vision v4 and,
where available, IAB Atmos audio [4]. At the same
time, the HDR sector is rapidly expanding: the Dolby
Vision standard’s share of the global HDR market is
estimated at USD 15.1 billion for 2024 [5], and each
episode of a prestige series must include both SDR and
HDR tracks to retain the premium-subscription
audience.

The technological response to these challenges is
a massive transition to cloud-based and Al-driven
workflows. In a survey [6] of over one thousand senior
managers, 41 percent reported improved client
experience from adopting generative Al, and 40 percent
noted productivity gains due to a cloud stack. This
translates into automated transcripts, instant subtitle
translation, remote conforming via LucidLink proxy
libraries, and distributed real-time color grading for
post-production practice. Combined with stringent
platform specifications, the rapidly growing HDR
device park, and the globalization of series, these
factors form a new discipline whereby proficient
organization of post-production processes becomes a
critical competitive advantage for series in the 2024—
2025 market.

The purpose of this study is to determine which
blend of managerial practices and digital tools
guarantees  on-time  episode  releases  amid
mushrooming version counts, shrinking budgets, and
increasingly strict platform specifications.

Materials and Methodology

The study of post-production process organization
in television series is based on an analysis of 20
sources, including market reports, streaming platform
technical specifications, industry surveys, corporate
case studies, and workshop outcomes. The theoretical
foundation comprises data on the scale of the
postproduction services market and trends in its
development: the Market.us report [1] and the Film
Take study [2] enabled assessment of media
companies’ content expenditure dynamics, and the
Ampere analysis [3] revealed the transformation of
Netflix’s new-order geography. In addition, Netflix’s
specifications for IMF App #2E delivery, Dolby Vision
v4 [4], and the Global Market Insights review of the
HDR sector [5] established the regulatory framework
for technical pipeline construction.

Methodologically, the research combined three
principal approaches. First, it compared technological
solutions: juxtaposition of traditional on-premise
studios and cloud platforms (LucidLink, MASV, etc.)
regarding proxy-library management and distributed
conforming [8]; comparison of on-premise SAN
storage and virtual workstations in DI processes [11];
and analysis of Al-tool application for transcript and
subtitle automation [6].

Second, a systematic review of streaming platform
technical specifications and practices—from dynamic
metadata requirements for Atmos audio and Dolby
Vision to Netflix Backlot QC regulations [12, 13] and
Plugfest 2023 conclusions on IMF-package validation
[16]—allows identification of key quality-control
checkpoints in the pipeline and master-file format
requirements.

Third, content analysis of case studies and
industry surveys: postproduction budget allocation [7],
scope of cloud and remote editing adoption among
video professionals [8], organization of VFX iterations
on the series Fallout [10], durability of LTO tape
archiving [14], and efficiency of batch version
assembly on Ateliere cloud solutions [18].
Additionally, data on operational-cost reductions from
remote work [19] and recommendations for creating a
post-production SDLC bible to minimize late fixes [20]
were incorporated. Such a multi-method approach
ensured a holistic understanding of the interrelations
among technologies, organizational models, and
financial risks in the modern post-production cycle for
television series.

Results and Discussion

The operational framework of a West London film
and TV studio functions as a matrix structure in which
significant portions of the total annual production
budget are redistributed among dozens of specialized
groups; according to [7] a single 100,000 sq ft stage can
generate up to £80 million in yearly production
expenditures, with roughly 65 % allocated to creative
talent and on-screen crew, about 25 % directed to local
supply chain providers—including building materials,
equipment hire, catering, and security—and the
remaining 10 % devoted to visual effects and post-
production services. This post-production allocation
supports a diverse cohort of specialists, including
editors, sound designers, VFX artists, and colorists,
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who collectively form a matrix team handling
everything from rough cuts to final delivery. On an £80
million budget, approximately £15 million flows to
local suppliers, which in turn yields around £9 million

in regional gross value added and supports over 125
full-time equivalent jobs across the seven West London
boroughs, as shown in Fig. 1.

@ Creative & On-screen Crew @ Local Supply Chain

Post-production & VFX

Pucynox:1/ Fig. 1. Ilpoyenm pacnpedenenus or00xcema, man ynmoe cmepauncos / Budget Allocation
Percentages, £M
Hcmounux / Source: [7]

The shift to distributed work has intensified: 90%
of surveyed video professionals have already
implemented cloud-based or remote editing processes,
with 27% making edits directly in browser-based NLE
platforms without transferring original files [8]. This
combination of financial and technological factors
mandates clear delineation of roles and areas of
responsibility throughout the file’s path from camera to
IMF package.

The editorial department is divided into offline
and online. Offline editing builds the narrative on proxy
files, often synchronizing with the set in real time.
Upon picture lock, the online editor performs conform
by replacing proxies with original camera files,
verifying timecodes, and preparing AAF/EDL exports
for VFX and sound. The distributed nature of the
workflow requires robust proxy storage: 65% of remote
editors still transfer high-resolution files, increasing
bandwidth costs, whereas adoption of streaming proxy
libraries minimizes bottlenecks [8].

The volume of visual effects continues to grow:
the first season of Fallout featured 3,352 VFX shots
across eight episodes, reflecting intensive virtual
production on LED volumes [10]. The VFX supervisor
defines the iteration timeline and per-shot budget, while
the VFX producer and coordinators ensure that asset
libraries and shot tracking (for example, in ShotGrid)
remain fully synchronized with the editorial version.
Since VFX can consume up to one quarter of the post-
production budget, a transparent status system (WIP,
client review, final) and strict iteration management
become critical [8].

After image finalization, the material proceeds to
the colorist. Growth in the HDR-device audience
directly pressures DI: the global HDR market expanded
from 27.29 billion USD in 2024 to a projected 33.64
billion USD in 2025 at a 23% CAGR, as shown in Fig.
2 [11].
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Global Market Size
HUcmounux / Source: [11]

Under the DI producer’s guidance, the colorist
simultaneously manages two color pipelines—SDR
and Dolby Vision HDR—while preserving a unified
creative intent. Platforms now mandate dual-pipeline
delivery, and grading solutions such as Baselight and
Resolve operate on high-speed SANs or virtual
workstations in data centers accessible via remote
displays.

The sound team constructs a three-layer stack:
dialogue, effects, and music are mixed into a single
final mix that must include Near-Field Atmos, 5.1, and,
where required, 2.0; the 5.1 re-render from Atmos is
delivered alongside the primary ADM track, and
D/M/E stems are archived separately for dubbing [12].
The final-mix engineer and post-sound supervisor
oversee this process, supported by assistants who
maintain the effects library and monitor loudness
metrics.

The final loop comprises QC and delivery.
Automated and manual QC follow the Netflix Backlot
scheme: statuses Processing, QC Failed, or Redelivery
Requested in the dashboard instantly notify partners of
IMF rejection and require complete package reupload
if any track is blocked [13]. Consequently, QC
engineers work closely with coordinators to precheck
PSE, loudness, and IMF structural integrity, reducing
costly last-day failures to zero. Each role—from
postproduction supervisor to QC operator—thus
becomes a link in a unified chain where any weakness
immediately impacts the schedule and budget for the
entire season.

Each frame’s journey from set to screen begins
with ingest: material is copied to at least two
independent locations, typically a RAID array for
current work and an LTO tape archive, whose air gap
remains the primary means of long-term data
protection. Two thousand twenty-three global LTO
shipments exceeded 152.9 exabytes, confirming tape’s
resilience as a backup layer amid growing media
volumes [14]. SHA-256 checksum verification and

automatic on-set spot checks drastically reduce the risk
of subsequent reshoots.

Following daily backup, proxy files are delivered
to editing. Series shot on continuous schedules require
immediate access to material, so proxies are hosted in
cloud media libraries: 37% of media companies have
implemented remote production, and the remote-
production market approached 3 billion USD by 2024
[15]. Offline editors build narratives on these proxies,
adding scene and take metadata; the quality of this
metadata dictates the speed of all downstream
processes.

Upon achieving picture lock, conform begins:
proxies are automatically replaced with original camera
files, timecodes are verified frame-accurately, and
EDL/AAF exports are generated from the NLE for
sound and VFX. Conform errors are costly, as any
misalignment in the final IMF package triggers
rejection of the entire master composite.

Next, the VFX department engages. ShotGrid or
similar tracking software records each shot’s status; in
a distributed workflow, data reside in a cloud-based S3
bucket so that artists across time zones remain within a
unified versioning loop.

Concurrently, the colorist in the DI suite prepares
SDR and HDR pipelines. As HDR adoption grows,
most platforms mandate Dolby Vision v4: dynamic
metadata for each frame is integrated directly into the
color timeline and passed into the IMF CPL without
manual intervention.

Sound engineers synchronize dialogue, effects,
and music. Netflix requires Near-Field Dolby Atmos in
ADM-BWAY format alongside a 5.1 re-render; if an 85
dB theatrical mix exists, two complete audio packages
are needed, doubling audio data volume for large series
[4]. Early stem separation (Dialog/Music/Effects)
simplifies later localization.

The final node is QC and mastering. Automated
tests verify PSE flicker, loudness compliance, and IMF
structural validity; manual review covers subtitles and
composite artifacts. At the IMF UG workshop at IBC
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2023, participants noted that a single-version QC rerun
can incur direct costs up to GBP 40,000, whereas
shared-component IMF models reduce such costs to
zero [16]. Thus, the end-to-end postproduction pipeline
links a continuous data stream—from tape-clone of

Ingest & Backup

original camera media to component-oriented IMF—
with creative control points where editing, VFX, color,
and sound concurrently shape the final viewer
experience and minimize time from shoot to episode
release, as shown in Fig. 3

Sound Mixing Release
Source footage Editor constructs Visual effects
copied to RAID and narrative using sts work on Sound engineers Approved IMF
LTO tape for data proxies and shots, tracking assemble dialogue, package sent for
protection metadata progress in ShotGrid effects, and music platform distribution
-~ rd
Proxy Creation QC & Mastering
Proxy files Proxies swapped Colorist prepares Automated and
generated and fororiginal SDRand HDR manual QC checks,
uploaded to cloud negatives, deliverables with IMF package
media library timecodes verified Dolby Vision prepared

Pucynox: 3/ Fig. 3. Ckeosnoti pabouui npoyecc nocmoodopabomku / End-to-End Post-Production Workflow
Hcmounux / Source: cocmasneno aemopom / compiled by author

Effective postproduction management begins with
a master schedule in which each task is tied to the
critical path: editing, VFX final, HDR grading, Atmos
mix, QC, IMF release. The critical path method (CPM)
described in industry guidelines formalizes this
sequence and provides objective  scheduling
benchmarks; omission of CPM is risky, as most
projects globally miss original schedules, immediately
consuming reserves for localization and marketing.
Each week of delay converts into direct financial
losses: on average, 11.4% of content investment is lost
due to schedule management failures and team-
interaction issues [17].

Schedule execution is monitored via a unified
status matrix: WIP, Internal Review, Client Review,
and Final. At the file level, this logic is maintained by
version-control systems—from Git repositories for
EDLs to component CPL assemblies in IMF.
Experience shows that distributed workflows reduce,
rather than increase, overhead: savings on office space,
utilities, and maintenance average 11,000 USD per
person per year when employees work remotely at least
half the time [19].

Financial balance is sustained through -early
locking of post-production budget shares. Substantial
shares necessitate weekly cash-flow forecast updates: if
VFX falls behind plan, the producer reallocates funds
in time to prevent sound or color bottlenecks. In hybrid
teams, this is vital, since each extra cloud-storage
transaction or GPU-farm research render immediately
impacts AWS costs.

The department produces a post-production SDLC
bible detailing frame rates, color spaces, file-naming
conventions, and QC checkpoints to maintain logistical

discipline. Research [20] shows that such a bible
reduces late-stage creative mismatches when fixes are
most expensive. A key element is engaging VFX and
DI supervisors during shooting; LED-volume practices
have confirmed that early grading of plates reduces late
fixes and keeps VFX schedules within planned
iterations.

A further tactical measure is episode bundling.
Releasing episodes in bundles balances the QC
department and translators' workloads and enables
promotional campaigns without awaiting the whole
season. Cloud platforms such as Ateliere, which
combine IMF with deduplication, demonstrate up to
70% storage-cost reduction and up to 90% bandwidth
savings during batch version assembly [18].

Finally, QC automation and instant notifications
become integral to logistics. Report [9] emphasizes that
repeated manual QC of the same media component is
the most expensive rework; using component-based
IMF models and centralized reporting reduces rerun
costs to zero for subtitle or audio-only changes.
Integration of bots in Slack or Teams that flag any
rejected CPL removes human latency and completes
the error—fix—resubmit cycle within hours rather than
days.

Thus, combining a strict critical path, a unified
status matrix, a detailed SDLC bible, and automated
QC forms a coherent management framework. It
enables hybrid teams to focus on schedule, budget, and
quality even in distributed production, accelerating
global series release without overtime or delay
penalties.
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Conclusion

The presented article demonstrates that the
organization of postproduction processes in television
series constitutes a complex and multifaceted
management system in which technological, creative,
and financial factors intersect. Analysis of industry
practice indicates that modern streaming platforms
impose stringent technical requirements — from the
IMF App #2E format with dynamic Dolby Vision
metadata and Atmos audio to the parallel support of
SDR and HDR versions. The post-production team is
structured according to a matrix model in which the
post-supervisor is the process’s circus ringleader,
accountable for budget, schedule, and departmental
interaction. Clear delineation of responsibility zones
among coordinators, offline/online editors, VFX
supervisors, colorists, and sound engineers ensures
maintenance of the project’s critical path: from ingest
procedures and proxy preparation to final IMF package
assembly and QC approval. Special attention is given
to the role of remote and distributed workflows: cloud
media libraries, streaming proxy storage, and browser-
based NLE platforms minimize bottlenecks, reduce
bandwidth consumption, and lower physical-
infrastructure costs. Simultaneously, QC automation
and integration of notification bots eliminate the human
factor, enabling instantaneous response to IMF package
rejections and thereby preventing costly project
rework. The financial-organizational framework is
supplemented by a postproduction “bible” — an SDLC
document prescribing frame rates, color spaces, naming
conventions, and quality-control checkpoints. Thus,
proficient organization of postproduction processes,
founded on integration of cloud technologies, Al tools,
rigorous critical-path management, and automated
quality control, becomes a crucial competitive
advantage for the contemporary television series.
Under conditions of ever-increasing volumes and
tightening budgets, the timely release, adherence to
financial targets, and preservation of high-quality
viewer experience depend directly on the effectiveness
of these practices.
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YHUKAJIBHOCTBb METOJA JTU®PEPEHIIMAIINN 110 TUITY HAMATHU YUAIIIUXCA U ETO
HNCITIOJB30BAHUE JJIAA N3YYEHUA NTHOCTPAHHBIX SA3BIKOB
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THE UNIQUENESS OF THE METHOD OF DIFFERENTIATION ACCORDING TO THE TYPE OF
MEMORY OF STUDENTS AND ITS USE FOR LEARNING FOREIGN LANGUAGES

Zakhvatova A.U.
Zakhvatova Anastasia Yurievna , linguist- philologist,
teacher of languages, the school of foreign languages Mandarin,
Russia, 420124, Kazan, Chetaeva street 20
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AHHOTALUS
B cratbe paccmarpuBaeTcsi aKTyaJIbHOCTb HCIOJIB30BaHUS MeToja auddepeHnuanyy mo THUIY NamsTH
yYaluXCsl IPU U3YYCHUH MHOCTPAHHBIX S3BIKOB B SI3BIKOBOM IIEHTPE HOBOTO THIA. OIHCHIBAIOTCS JOCTOMHCTBA
9TOr0 MeTOJia, IPAKTUKA ero NprUMeHeHus. JlaeTcs onucaHne, KAKHMU HaBBIKaMH, KOMIIETCHIMSAMU U KaueCTBAMU
JOJDKEH 00J1aJ1aTh YYUTENb C YISTOM COBPEMEHHBIX 0COOCHHOCTEN N3Y4YeHHs S3bIKOB. OOBCHSIETCS, KAKHE BHIbI
THIIA TAMSITH CYILECTBYIOT U KaK 9TO BIUSIET Ha BEIOOP METOJUKU O0YYCHHUS , Ha HEOOXOIMMOCTD BBIOPATh Ty WITH
MHYIO HalPaBJICHHOCTH B BEIOOPE HMHCTPYMEHTOB NperoJaBaHus. B cTaTbe MBI HaliieM NpakTHYeCKUe TOIXOIbI K
NPUMEHEHHUIO 3TOr0 METO/Ia , TOATAITHOE IIIAHMPOBAHKE U CO3/IaHUE HHAMBHUAYaIbHBIX porpamm. [Ipemiaratorcs
KOHKPETHbIE PEKOMEH/IAlIMK B 00YUEHIH, a TAK)KE OMMCHIBAETCSI BO3MOXKHBIIT CMEIIAaHHBIH TJIaH IPUMEHEHHUS ATOM
METOJIUKH ISl yUAIUXCsl CMEIIAHHOTO TUIIa TTAMSITH.
ABSTRACT
The article examines the uniqueness of using the method of differentiation by type of student memory when
learning foreign languages in a new type of language center. The advantages of this method and the practice of its
application are described. It describes what skills, competencies and qualities a teacher should possess, taking into
account the modern features of language learning. It explains what types of memory types exist and how this
affects the choice of teaching methods, the need to choose one or another orientation in the choice of teaching
tools. In the article we will find practical approaches to the application of this method, step-by-step planning and
creation of individual programs. Specific teaching recommendations are offered, as well as a possible mixed plan
for using this technique for students with a mixed type of memory.
KaroueBble cioBa: jauddepeHiuanus, THIBI MaMITH YYallUXCs, ayAdalibl, BH3yallbl, KHHECTECTHKH,
CMELIAHHBIH THIT, METOJINKA, KOMMYHHUKALIUSL.
Keywords: differentiation, types of students' memory, audials, visuals, kinesthetics, mixed type,
methodology, communication.

Beeaenue TaKMX TPOTPECCUBHBIX HAINPaBICHUM CTaHOBUTCA

CoBpemenHas METOAHKA npenoxaBanus  guddepeHnIManM MO TUMY NaMSITH, [O3BOJISIONIAs
WHOCTPAaHHBIX  SI3BIKOB  IIEPEXKHMBAaCT  NIyOOKYyI0  CYIIECTBEHHO IIOBBICHTh A(P(PEKTUBHOCT OCBOCHUS
TpaHcopmanmio. Ha  cMeHy  yHuBepcaJbHBIM  SI3BIKOB. MeTOJl OCHOBaH Ha HayYHO IOATBEPKIEHHON
OAX01aM MIPUXOAAT NIepCOHAJIM3UPOBaHHbBIE  WJee: YCBOEHHE WH(OpMannu HampsMylo CBS3aHO C
cTparern  OOyd4eHUWs,  OpPHEHTHPOBAaHHbIE  Ha  TEM, KakOil THI MaMsTH JOMHHHPYET Y KOHKPETHOTO

WHAWBUIYAJIbHBIC 0COOEHHOCTH ydammxcs. OJIHI/IM us3
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4eJIoBeKa — 3pUTeNbHad,
BepOaIbHAs MM CMEIIaHHAs.

Yro Takoe THI NaMATH U IOUYEMY 3TO BaKHO?

ITamsaTh — KIIOYEBOM KOMIIOHEHT JH000ro
yueOHOro Tmporecca, OCOOCHHO TpU  HM3YYEHHH
MHOCTPAaHHOTO $3bIKa, TIJEe TpeOyercss He TPOCTO
3allOMMHAaHUE JIEKCHKH W TpaMMaTHKH, HO H
aBTOMATH3allMs S3BIKOBBIX HABBIKOB. Y KaXZOIO
YelloBeKa OJWH WM HECKONBKO THUIIOB MaMSITH
BBIPa)KEHBI CUJIHEE OCTANIBHBIX!

eBusyansHBIE THI (3pUTENbHAs N[AMATh) —
Jydlle 3alIOMHHAIOTCS] H300paKEeHUsI, CXEeMBbI, TEKCTHI.

e AynuanpHblii THN (ClyXoBas IamsTh) —
nHpopManus ycBauBaeTcs yepe3 ayIupOBaHKe, PUTM,
UHTOHALUIO.

KuHecreTnueckuii THn (IBUraTeibHas/TaKTHIbHAS
namsITh) — MaTepual 3alloOMHHaeTCs yepes aeiicTBus,
JBIDKEHHUE, (PM3MIECKOE BOBIICUCHHUE.

eBepOanpHBII THIT — AaKIEHT Ha CMEICT,
CTPYKTYPY, CIIOBECHYIO IIepepaboTKy HH(POPMAIIHH.

)

o MHEMOHMYECKUN TUI — pa3BUTbIE
CIOCOOHOCTH K acCOIMaTUBHOMY 3allOMMHAHHIO U
pabote ¢ obpazamu.

HUrHopupoBaHue 3TUX pa3lIuyuil IPUBOAUT K
CHIDKEHHIO MOTHBAIIUH, TOBEPXHOCTHOMY YCBOCHHIO U
BBICOKOMY YpOBHIO 3a0bIBaHMs. HampoTus, yuér Tuma
MaMsATH MO3BOJISIET CO3/1aBaTh MEPCOHANU3UPOBAHHBIC
MPOTrpaMMBl, YCHIIUBAIOILUE €CTECTBEHHBIE
KOTHUTHBHBIE MEXaHU3MBI Ka)I0T0 yUYCHHKA.

YHHKanbHOCTh MeTona auddepeHnrnanuy 1o
TUIY NaMsTH

Meron muddepeHIManuu MO THITy NaMsITH
OTIMYaeTCs OT JAPYIMX NEeNarorH4eckux MOAXOA0B
CIICYIOIIMMU 0COOCHHOCTSIMH:

1.I'mybokast MepcoHaNU3aLus: IIporpamma
aJanTHPYETCs He MPOCTO MO YPOBEHb 3HAHUIL, a MOJ
KOTHUTHBHBIN MPOGUIIb yUCHHUKA.

2.Heiiponcuxomorudeckas 000CHOBaHHOCTbD:
Meton onmpaercs Ha HCCIEAOBaHHS B 00JacTH
KOTHUTHBHON MCHXOJIOTHH, HEWPOIUIACTUYHOCTH U

CllyXoBasd, MOTOpHas,

WHIUBUAYaIBEHBIX cTpareruit 00paboTkn
HHPOPMALIIH.

3. I'nbkocTh U MOIYJIBHOCTb: Bo3moxxHO
BHEJIPCHHE Ha JIOOOM »JTame — OT MIKOJIBHOTO

00y4eHus 10 KOPIIOPATUBHBIX SI3BIKOBBIX KYPCOB.

4.BbICOKHN YPOBEHb BOBJICUCHHOCTH YyYall[UXCS:
YYeHUKH YyBCTBYIOT, YTO OOY4YEHHE CTPOUTCS IOJ
HUX, YTO MOBBIIIAET HHTEPEC U CHIIKAET TPEBOKHOCTbD.

5.9¢dexr yckopennoro szamomuHanus: [logxon
CTUMYJIUPYET «ECTECTBEHHBIE)» KaHAIbl BOCIPUATHUSA,
COKpaIasi mMyTh OT BOCIPHATHS 10 TOITOBPEMEHHOTO
XpaHeHHsT HHPOPMALIUH.

JocTronncTBa npuMeHeHHsI MeTOAA

1. UuauBuayaibLHBIH NOAX0A K 00y4eHUI0

Kaxp1if 4enoBek YHUKaJICH, U €0 MO3T paboTaeT
mo-ceoeMy. Y OJHMX JIIOAEH Jyylle pa3BHUTa
3pUTENbHAS IAMSTh, Y APYTUX — CIIYXOBas, Y TPEThUX
— KMHECTETUYECKast MU JIOTUYEeCKasl.

Busyanam nerde 3amoMuHaTh HHGOPMAIHIO B
BHJIE KAPTHHOK, CXeM, TpauKOB.

Aynuainel Tydilie yCBauBaIOT MaTEPHUAT Ha CIyX,
UM TIOJIC3HO CIIYIIATh ayJHO3aIUCH, IECHH, ITOIKACTHI
Ha M3y4aeMOM SI3bIKE.

Kunecretuku HYKIA0TCS B aKTUBHOM
JIBIKCHMHM, MM IIOMOTaeT MCIOJIL30BAHUE >KECTOB,
MHUMHKH, POJIEBBIC UTPHI.

JloruKky TPEATOYNTAIOT TOHUMATH CTPYKTYpPY
SI3pIKAa, WM Ba)XXHO W3y4yaTh NpaBWiIa TPaMMaTHKH,
AHATM3UPOBATH TEKCT.

Ecnu mpenonaBaTens 3HaeT, KaKOH THUIl MaMSATH
mpeobiamaeT y ydeHHKa, OH MOXET aJalTHpOBATh
Y4eOHBI  MpoleCC TMOJA €ro  HHAUBUAYAIbHBIC
MOTPEeOHOCTH. DTO O3HAYaeT, YTO YYCHUK OyAer
mosyyath WHGOpPMAIHMIO B TOH (Qopme, KOTopas JUis
HEero HauOoJiee MOHATHA U JOCTYITHA, YTO 3HAYUTEIHLHO

OOJIETYNT TMpOIIECC 3allOMHHAHUSA W  YCBOCHUS
Marepuana.
2. 3 dexkTHBHOCTH 00yUeHUS
Hcnonp30BaHHE METOJOB, COOTBETCTBYIOLIHX

THIy TaMATH YYCHHKA,
3¢ EeKTUBHOCT 00yUCHUS.

Busyansl mydine 3alOMHHAIOT CIIOBa, €CIM OHHU
MpEACTaBICHBl C  IIOMOLIBI0  KApTHMHOK  WJIH
acconuanui.

Aynuanel Jerde yCBaWBAIOT TI'paMMaTHUECKHUE
MIpaBUIIA, €CIH OHU OOBSACHSIIOTCA Ha CIYX, C TOMOIIBIO
NIPUMEPOB U UHTOHALIMH.

KunecteTukn OblcTpee 3alOMHHAIOT — HOBBIE
CJIOBA, €CIIM OHH COIPOBOXKIAIOTCS JBIDKCHUSAMH HIIH
KECTaAMHU.

Jlornku ydine MOHUMAIOT CTPYKTYpY S3bIKa,
ecnmi UM OOBSICHUTH JIOTHYECKHE CBS3H MEXKIY
CJIOBaMH U TIPABUIIAMH.

Korna yueHuk yuurcs, HCHIOIb3ysl CBOM BETyIUI
THII TaMsTH, UHQOpMalus ycBauBaeTcsi ObICTpee U
jJerde, a  TaKXkKe  JIy4Ime  COXpaHAeTcs B
JIOJITOBPEMEHHOM NaMsTH.

3. MoTuBanus K 00y4eHHI0

Ycrmex B M3Y4eHHH HMHOCTPAHHOTO S3BIKA BO
MHOT'OM 3aBHCHUT OT MOTHBAIMU yueHHKa. Ecnu yueHunk
BUJINT, YTO BHIOpPAaHHBIE METOBI OOYUEHUs Al HEro
3¢ (QEKTUBHBI, OH YyBCTBYET YBEPEHHOCTH B CBOMX
CWJIax M IIOJydaeT YAOBOJBCTBHE OT TIIpolecca
o0ydyeHus. JTO, B CBOIO Ouepenb, IOBBIIACT €ro
MOTHBALUIO ¥ HHTEPEC K U3YUEHHIO SI3bIKA.

4. Pa3zBuTHe BCeX TUMOB NaMATH

HecmoTps Ha TO, 4TO y KaXJ0TO YeJIOBEKa €CTh
CBOM BeIylMH THUI IaMATH, BAXKHO pa3BUBaTh U
npyrue Ttunsl. KoMIUIeKCHBIM MOaxon K OOy4YeHHIo,
BKJIIOYAIOUTNH B ceOs pa3IMYHbBIE METOMABI U IPUEMBI,
CIIOCOOCTBYET TapMOHMYHOMY Pa3BUTHIO BCEX BHIOB
MIaMATH, 4TO JEaeT MPOLECcC N3yUESHUs] HHOCTPAaHHOTO
si3bIKa Oostee 3 PEKTUBHBIM U HHTEPECHBIM.

3HaHUE THUNA NaMATH Y4YE€HUKAa — 3TO KU K
YCIEHIHOMY  M3YYEHHIO  HHOCTPAHHOTO  SI3BIKA.
WnpvBuayanbHel MOAXOJ, OCHOBAHHBIM Ha ydere
0COOCHHOCTEH MaMATH, MO3BOJSET CHEJATh IPOLECC
oOyuernss Oosnee 3((GEeKTUBHBIM, HHTEPECHBIM U
MOTHBHUPYIOIINM.

IIpuMeHeHne MeTOAa B A3LIKOBOM 00Y4YeHUH

Buenpenne nuddepennmanum no TAy naMmAaTH B
A3BIKOBOM IIEHTPE MOXKET BKIIOYATh CIEAYIOIINE
LIary:

3HAYUTCIIBHO IIOBBINIACT
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1. lnarHocTuka TMNAa NamMsTH

C mnomomplo TecToB, HaOMIONEHUH M KOPOTKHX
NPaKTHYECKUX 3aJaHUH BBISBISICTCS AOMHHHUPYIOMINI
KaHaJl BOCHPUSTHS. MeTOAbl ANarHOCTUKU MOTYT OBITh
pa3HBIMU.

TecThl M ynpakHeHus:

3puTenpHbIe: KapTOYKH C KapTHHKAaMH, CXEMBI,
TaOIUIIBI.

CiyxoBbIe: ayqHO3alICH CIIOB, (ppa3, THaTOTOB.

KunecteTnueckue: IBIKEHMS, JKECTHI, MUMHKA,
POJIEBBIE HTPHI.

Jlornueckue: mpaBwiia TpaMMaTHKH, JIOTHYECKHE
3a/lauu, aHaJIU3 TEKCTa.

HaGmonenue: oOpamate BHHMaHWE Ha TO, Kak
YUCHHK 3aIIOMHHAET HOBYIO HH(OPMALHIO.

Omnpoc: 3amaBaTh BOIPOCHl O TOM, KaK YYEHUK
MPEANOYUTAET YUUTHCS.

2. Pexomenanum 1no o0y4eHuIo

3pUTENBHBIN THIT:

Hcnons3oBaTh BU3yaJbHBIC
KapTHHKH, CXEMBI, TPaQUKH.

[MoguepkuBaTh KIOYEBBIE CIOBA B TEKCTE.

Co3naBath acconuanyu ¢ oopazamu.

CnyxoBoOii TUT:

Chaymarte ayauo3amlucH, IMECHH, MOJKacThl Ha
H3y4aeMOM SI3bIKE.

[TpousHoCHUTE ciloBa U (pasbl BCIyX.

3amuckiBaTh ce0s1 Ha TUKTO(POH U MPOCITYIIUBATS.

Kunecrernueckuii tum:

Hcnionp30BaTh JBMKCHHUS, JKECTBI, MAMHUKY HpPHU
3aIIOMHUHAHHH.

Urpats B posieBble UTPHI, HHCIEHUPOBKH.

[Tucats cnoBa u hpasbl OT PyKH.

Jlornueckuit Tu:

MaTepHraibl:

N3yuyats mnpaBuna TIpaMMaTHKHU, JIOTHYECKUE
CBSA3U MEXKIY CIOBaMU.

AHanmu3upoBaTh TEKCT, BBIACNATh IJIABHYIO
MBICJIb.

PemaTts noruueckue 3a1a4u Ha U3y9aeMOM SI3BIKE.

3. Co3nanue NMepCOHAJIM3UPOBAHHOIO
MapumpyTa o0yyeHust

[Ipu Kcnosnb30BaHMUU TaHHOTO METOAA BO3MOXKEH
WHAWBUAYAIGHBIA MMONX0A. MOXHO KOMOWHHPOBATH
METOJIbl: MCIOJb30BaTh Pa3Hble THUIbI MaMSATH IJIs
KOMIUIEKCHOI'O 3alIOMUHaHUSI.

AnantupoBatb MaTepHalbl: noaoupars
YOpOKHEHUS] W 3aJlaHusl, COOTBETCTBYIOIIUE THITY
MaMsITH YYEHHKA.

CoznaBaTth KOMGMOpPTHBIE YCJIOBHS: YYHUTHIBATH
WHIVBUAYyAIbHbIE OCOOCHHOCTH W  MPENNOYTEHUS
YYEeHHUKA.

4. JlonoTHUTEIbHBIE COBETHI

PerynspHOCTB: 3aHMMATBCS PETYJSIPHO, YTOOBI
3aKpeNuTh U3yUYECHHBIH MaTepual.

MoTuBauus: NoeP>)KUBATh UHTEPEC K U3YUEHUIO
SI3BIKA, CO37aBaTh MIO3UTUBHYIO aTMOC(eEpy.

[IpakTuka: HUCHOJB30BaTh SI3bIK B PEAIbHBIX
CUTYaIIUsAX, OOIATHCS C HOCUTEIISIMH SI3BIKA.

BaxHO MOMHHUTBH: KaXKIIbI 4YEJOBEK YHUKAJICH,
MO3TOMY HEOOXOAMMO TOAXOAWTH K OOydeHHUIO
WHIVBUAYAIbHO, YYUTHIBasE OCOOCHHOCTH MaMATH W
MPENMOYTEHUS YUESHUKA.

Hcnonbp3oBaHre CMEIIaHHBIX CTpaTeFI/Iﬁ " poJib

npenoaaBaTes
Ecnu Y Y4YCHHUKa CMEIIIaHHBIM THI naMsTH,
HCIOJIB3YHOTCA KOM6I/IHI/IpOBaHHI)Ie IoaXO0bI,

YCHIMBas KaXIYH0 CTOPOHY. 3/1eCh BaXKHa pOJIb
mperonaBaTens. lIpenmogaBaTens BBICTYIaeT B PONH
(dacmmuraTopa, mMOMOTas YYCHHKaM OCBaMBATh S3BIK
Hambonee >hdexkTuBHBIM crioco6oM. OH yYUTHIBAcT
O0COOCHHOCTH KaX/IOTO YyUYEHHKa W aJauTHpyeT
METOJMKY TIPETIOIaBaHMs, CO3JacT MOTHBHPYIOIIYIO
aTMocdepy W TOANCPKHBACT HHTEPEC YUCHHKOB K
HU3YUYEHHIO S3bIKA.

[IpemomaBaTens B IIKOJE HOBOTO THIA, TIC
VUUTHIBAIOTCSI THITBI TMAaMATH YYCHHUKOB, JIOJDKCH
001aaTh PSIOM KITFOUEBBIX KAY€CTB M HABBIKOB:

1. [leparornueckass KOMIETEHTHOCTh:

3HaHHE METOIHK:

I'mybokoe TmOHMMaHHWE pa3IMYHBIX METOAUK
MperolaBaHys, AJANTHPOBAHHBIX K AayJHaJIbHOMY,
BH3YQJIbHOMY M KHHECTETHUECKOMY THIIAM ITAMSITH.

Brnanenme coBpeMEHHBIMH 00pa3oBaTEIbHBIMH
TEXHOJIOTHSIMH.

I'nbGKoCTh U aJaITUBHOCT:

CrocoO6HOCTh OBICTPO TMEPEKIIIOYAThCA MEXKIY
pa3HBIMH METOJMKAMH U aJanTUPOBaTh YPOK K
MOTPEOHOCTSAM KOHKPETHOUW TPYNIBI WU OTAEIHHOTO
yUYCHHKA.

['OTOBHOCT, K MOCTOSIHHOMY OOYYCHHIO |
COBEPIICHCTBOBAHHUIO CBOMX HABEBIKOB.

WuauBuayanbHbINA HOAXOA:

Ymenue BBISBIIATH WHAWBHUYaTbHEIC
0COOCHHOCTH KaXXIOTO YYCHHKA W YUUTHIBATH UX IPH
IUTAHUPOBAHHUHU U TIPOBEICHUN YPOKOB.

CriocoOHOCTh CO3/1aBaTh MEPCOHATM3UPOBAHHBIC
y4eOHBbIC MIJIaHbI.

2. KoOMMyHMKATHBHbIE HABBIKH:

DMIaTus U IOHUMaHHE:

YMeHue yCTaHABJIMBAaTh KOHTAKT C YYCHUKAMH,
CO37aBaTh IOBEPUTEIBHYIO aTMOChEpPY.

CriocoOHOCTD IMOHUMATh U
SMOIMOHAIEHOE COCTOSIHAE YICHHUKOB.

SICHOCTB U TOCTYITHOCTS:

YMeHre 4eTKO W TOHSATHO OOBICHATH MaTepHal,
HCTIONB3YS Pa3HbIC KAHAIBI BOCIPUSTHSL.

CriocoOHOCTD J1aBaTh KOHCTPYKTHUBHYIO
00paTHYIO CBA3b.

MoTuBanys U BJOXHOBEHHE:

YMeHue TOMIEpKUBATh HHTEPEC YUYCHHUKOB K
npeMeTy, MOTUBUPOBATh X K AKTUBHOMY YYaCTHIO B
YpOKe.

Cosnmanue
aTMOC(QEepHI.

3. TexHooru4eckas rpaMOTHOCTD:

Hcnonp3oBanue 00pa3oBaTeNbHBIX IUIATGOpM H

YUYUTBIBATH

OJIaTONPUATHOW  SMOIMOHAIBHON

MIPUIIOKEHUI:

YMmeHne paboTaTh ¢ HHTEPAKTUBHBIMHU JIOCKAMHU,
OHJIAWH-TIATPOpPMaMH, 00pa3oBaTeIbHBIMU
l'lpI/IJ'IO)KeHI/IHMI/I.

CrocoOHOCTE  cO37aBaTh M MCIIOIB30BATh

nudpoBbIe yaeOHBIE MaTEPHATIHI.
BuptyansHas v JOTIOTHEHHAs! pEabHOCTB:
3HaHue BO3MOKHOCTEH nenons3oBanns VR m AR
B 00pa3oBaTeILHOM Hpolecce.
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YMeHue co3maBaTh U IPOBOAMTh YPOKH C
UCIIOJIb30BAaHUEM HTUX TE€XHOJIOTHUIA.

4. OpraHu3aniOHHbIe HABBIKH:

IInanupoBaHue U CTPYKTYPHPOBAHUE:

Ymenue 4EeTKO ITaHUPOBATh YpOKH,
CTPYKTYPHPOBaTh MaTepHall, YIPABIATh BPEMEHEM.

CrocoOHOCTE  cO37aBaTh  pa3HOOOpasHBIE W
MHTEPECHbIC YIeOHBIC 3a/IaHMS.

Pabora B xoMaHe:

Ymenue COTpPYIHHUYATh c JpyTHMHU
MpEenoJaBaTeIs MU, IICUXOJIOTaMH, CIIEUATUCTAMU 110
00pa3oBaTeIbHBIM TEXHOJIOTHSM.

lotoBHOCT, K  coBMecTHOW  pabore
CO3JJaHuEeM 00pa30BaTEIIbHBIX MPOTPAMM.

S. JInyHOCTHBIE Ka4yecTBa:

Teprnienue u ToNEPaHTHOCTD:

CnocoOHOCTh CITIOKOHHO ¥ TEPIIETUBO OTHOCHTHCS
K OIIMOKaM yYCHHKOB.

VYBa)keHUe K HHAMBHUIYAIBHBIM Pa3IA4HsIM.

KpeatnBHOCTS 1 HHHOBAIIMOHHOCTD!

I'oTOBHOCTE K 3KCIIEPHUMEHTHPOBAHUIO, MOUCKY
HOBBIX MTOJIXOJIOB M METOJJOB O0Yy4EHHS.

Kenanue C03/1aBaTh TBOPYECKYIO u
CTUMYJIUPYIOIIYIO Cpey.

JIro00OBB K IETSIM M CBOEMY JIeITy:

HckpeHHull MHTEpEC K Pa3BUTHUIO YUYCHHUKOB.

CrpacTh K TIPENOAABAHUI0 U TOCTOSTHHOMY
COBEpPILIEHCTBOBAHHUIO.

B nenom, npenopasatens B IIKOJIE HOBOTO THUIA
JOJDKCH OBITh HE MPOCTO TPAHCIATOPOM 3HAHMH, a
CKOpee HAaCTaBHHKOM, (acHINTaTOPOM, KOTOPBIH
MOMOTAEeT yYEHHKaM pPacKpBITh CBOM MOTEHLHAI U
HAY4YHUTBHCS YUUTHCS.

dopmaTuBHas OLIEHKA Iporpecca

PerynapHbIii MOHUTOPHUHT TTOMOTAaeT yTOUHATH U
MOJCTPaNBaTh METOIUKH B 3aBHCHMOCTH OT PEaKIUU
y4eHHKa.

Pe3ynbTaThl ¥ NEpCHIEKTHBEI

IIpakTKa MOKa3bIBaeT, YTO MNPH NPUMEHEHUH
MeToaa auddepeHnnany mo THITY MaMsATH:

Hazg

e[loBbIIaeTcsi CKOPOCTh  YCBOGHHSI HOBOTO
Mmarepuaa;

oCHIDKAaeTCs ypOBEHb TPEBOXKHOCTH  Tepen
peueBOi MPAKTUKOM;

eVBenuuuBaeTcss  00BEM  JIOJITOBPEMEHHOTO
3alIOMHUHAHUS;

® YCHUIMBAeTCsl aBTOHOMHOCTh 00YJaroerocs.

MeTox OTKpbHIBaeT LIMPOKHE BO3MOXKHOCTH IS
CO3/IaHMs A3BIKOBBIX IEHTPOB HOBOTO THIA — C
YIOPOM He TOJIBKO Ha pe3yJIbTaT, HO ¥ Ha TapMOHUYHOE
pa3BUTHE y4alllerocss Kak JIMYHOCTH, YUYHUTHIBAas €ro
KOTHUTHUBHbIE OCOOCHHOCTH.

IIcuxosornyecKkuii acClmeKT JaHHOTO MEeTO0/1a

W3ydeHne HHOCTPAHHOTO A3bIKA — 3TO HE TOJIBKO
KOTHUTHBHBIA, HO M TJIyOOKO JIMYHOCTHBIH IIpOIEcC.
Kaxaplil ydamuiics OpUXOAUT B KJIACC C YHUKAIbHBIM
HabOPOM NCHXOJIOTHYECKUX XaPaKTEPHCTHK: OIBITOM,
MOTHUBAallME€H,  CaMOOLICHKOM,  YCTaHOBKaMu U
ASMOIMOHANBEHBIM (hoHOM. MeTton nuddepeHnnariy mo
TUIy TAMSTH YYUTHIBA€T 3TH OCOOCHHOCTH, CO3/aBast
YCIIOBHA IS  TICHUXOJIOTHYECKH KOM(OPTHOTO U
MPOAYKTUBHOTO O0Yy9EHUS.

1. IIpu3Hanne HHAMBUAYAJbHOCTH KAK OCHOBA
NCHX0JI0THYeCKOli 0€30IacHOCTH

OnnH w3 BaxHEHMMX (DAKTOPOB YCIEIIHOTO
00y4eHHss — 4YyBCTBO IIPHHSTHS W YBaXKEHHS K
nHAMBHAyansHOcTH. Korna ywamuiics BUJHUT, YTO €ro
CTWJIb BOCHIPUATHS MH(GOPMANNH PUHAT U YYTEH, 3TO
YKPEIUISET €T0 YBEPEHHOCTh U CHIDKAET TPEBOXKHOCTb.
OH omymaer ceds He «HEYAATHUKOM), KOTOPBII «HE
MOJKET yUYHTh S3BIK», @ JIUYHOCTBIO C OMPENCIEHHBIM
CII0COOOM MBIIIIEHUS], KOTOPOMY HPOCTO Hy’K€H CBOH
MOJXO/.

2. CHMIKeHHMe CTPaxa OMOKH W MOBbILICHUE
CaMOOLCHKH

MHorue  ydamuecs  HUCHBITBIBAIOT  CTpecc,
CTAJIKUBAsICh C TPAAMLUOHHBIMH METOJAaMH, He
COOTBETCTBYIOUIMMH MX Tulmy naMmatd. Hampumep,
KMHECTETUKAaM TSKEJI0 BOCHPHUHUMATH SI3BIK 4Yepe3
TEKCTHI U JIEKIUH, a NU(PPOBBIM yUCHUKAM — dYepe3
poneBele urpel. Korma wmarepman mogaércs B
COOTBETCTBHHM C MX IICHXOTHUIIOM, ydaluecs: ObIcTpee
JOCTUTAIOT ycllexa, a 3HAa4uT — pacTéT Bepa B
COOCTBEHHBIC CHJBI M TOTOBHOCTH IPOOOBATH,
oUIMOATHCSI U YUUTHCS.

3. BoccranoBieHnue "
BHYTPeHHeH MOTHBAIUM

MotuBanus HaIpsAMYO CBsI3aHa c
YAOBIETBOPEHHEM OT Tpolecca. Korma oOydeHue
CTaHOBHUTCS «HACTPOEHHBIM» O] KOTHUTHBHBIC
TIPEATIOYTEHHS ydarerocs, OH MOJTydaeT
YAOBOJIBCTBHE OT CaMOTO IIPOIEcca, a HE TOJBKO OT
pesyibrata. OTO CHOCOOCTBYeT (HOPMHPOBAHHUIO
BHYTPEHHEH, YCTOMYUBOM MOTHBALlUM — KJIKOYEBOIO
(hakTOpa B JOJITOCPOTHOM OCBOCHHH SI3BIKA.

4. Co3nanne aTmocdepbl ICHXO0JOTHYECKOI0
komdopTa B rpynmne

JuddepeHunpoBanHblii  MOAX0J ~ [OMOTaer
YUUTENI0 OPraHU30BaTh 3aHATHUSI TaK, YTOOBI Ka) bl
YY4aCTHHK  YyBCTBOBaJd  ce0s  BKIIOYEHHBIM U
3HAUYUMBIM. 210 CIOCOOCTBYET CO3JIaHUIO
HNOJEPKUBAIOLLEH, HE COPEBHOBATENILHON
atMoc(epel, B  KOTOPOH YYacCTHHKH  OXOTHeEe
B3aUMOJICHCTBYIOT M TOMOTAIOT ApYr Ipyry. Takmm
obpazom dopmupyercs ONMarompUsTHBIH
SMOIMOHAIBHBIN KJINMAT — Ba)KHEHIIIee YCIOBHE IS
3¢ (EKTHBHOTO YCBOCHUS SI3BIKA.

5. PazBuTHEe 3MOLMOHAIBLHOIO HHTE/LJIEKTAa U
camopediekcuu

Pabota ¢ Tumamu maMaté TpeOyeT OT ydammxcs
OCO3HAHMSA CBOMX CHJIBHBIX M CJa0BIX CTOpPOH,
HabmoeHus 3a co0oil, mpod M omuOOK — BCE 3TO
pa3BUBAacT OSMOLMOHAIBHBI MHTEUIEKT. YMEHHE
pacrio3HaBaTh ¥ YNPaBIsATh CBOMMHU SMOLMSIMU B
mpouecce 0OOydeHHS TOMOTaeT CHpaBIATHCS  C
¢dpycrpanue, ycTaaocTbio 1 nepheKIHOHU3MOM.

6. TIlopgmep:xkka yyamuxess ¢  0COOBIMU
o0pa3oBaTeIbHBIMH NOTPEOHOCTSIMHU

[cuxonornyeckas 3HAYUMOCTH METO/1a OCOOESHHO
BeIWKa JUIi JAeTell W B3pOCHBIX C TPYAHOCTAMHU
o0yueHus (mammpumep, CIBI, JUCTICKCHS).
MunuBuayanbHbIi TOAXOJA, OCHOBAaHHBIM Ha THIE
MaMSTH, MO3BOJISIET TaKUM YYEHHKAM PAaCKPBITBCS U
YyBCTBOBATH ce0s HapaBHE C IPYTMMH, HE UCTIBITHIBAS
MIOCTOSIHHOTO JJABJICHMUS.

nojijiepKaHue
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Takum obOpaszom, Meton auddepeHIanuu 1o
THUITy TaMSITH HE TOJBKO ITOBBIIAET 3(P(PEKTUBHOCTH
00yd4eHUs, HO U OKa3bIBaeT MOIITHOE NICHXOJIOTHYECKOE
BO3JICHCTBHE: OH YBaXaeT HWHIMBHUIYaJIbHOCTB,
CHMYKAET CTPECC U YCHIIMBAET MOTHBALMIO. DTO AeiaeT
ero  OCOOCHHO  LEHHBIM  HMHCTPYMEHTOM B
I'YMaHHCTHYECKOW ITeIarorHKe U B OOYUCHUH SI3BIKAM
KaK CpEICTBY CaMOBBIPDAKCHHS M MEXKKYJIbTYPHOTO
00IIEHNS.

3akJoueHue

Huddeperunanus mo THITy MAMATH — 3TO HE
npocTo Meron, a ¢uiaocodus oOyueHHs, B IEHTpE
KOTOPOW HaXOJAWTCS YEJIOBEK, €ro MpHpojaa M CTHIIb
BOCHIPUSATHSI. B YCIIOBUSAX CTPEMUTEIIHHO
MEHSIIOIIET0Cs MHpa u BcE Oouee
VHIMBHYJIU3UPOBAHHOTO I10/IX0/1a K 00pa30BaHUIO,
JIAaHHBIN METOJ| CTAHOBUTCSI HE TIPOCTO aKTyaJbHBIM, a
HeoOxonumbIM. Ero  BHeapeHHe B IPaKTHKY
IPENoJaBaHusl HMHOCTPAHHBIX  S3BIKOB  ITO3BOJIIET
co37aTh Mo-HacToseMy 3Q(HeKTUBHYIO, TyMaHHYIO U
YCTOHYMBYIO 00pa30BaTEIbHYIO CpEy.
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HCHYCCTBOBEAEHHE U RVNIbTYPOJIOTHA

5.10.3. BUAbI HICKYCCTBA - KHHEMATOI'PA®

NEPEONPEAEJEHUE TEHJIEPHBIX HAPPATUBOB B ABTOPCKOM KMHO YEPE3 )KEHCKH
B3IJis1 1 PEXKXUCCEPOB

Yemanoea Aiinepu Axmamoarcanosna
Yuxaco, CLIIA

REDEFINING GENDER NARRATIVES IN AUTEUR CINEMA THROUGH THE FEMALE GAZE OF
DIRECTORS

Aiperi Usmanova

Chicago, USA

DOI: 10.31618/ESU.2413-9335.2024.2025.6.124.2184
AHHOTALUS

B crathe paccMaTpUBAIOTCA HPOLECCHl IEPEONPEACICHUS TeHICPHBIX HAPPaTHBOB B aBTOPCKOM
KUHeMaTorpade yepes )KEeHCKUI B3I pexknuccepoB, GOpMHUPYIOIINX AIbTEPHATHBHBIC MOJIECIH OBECTBOBAHUS
U BH3YaIBHOTO s3bIKa. lIcclegoBaHHe OCHOBAaHO Ha aHaIU3¢ COBPEMECHHOHW a3MAaTCKOW W MHPOBOIA
KUHOMHIYCTPHH, (PEMUHUCTCKHX KPUTHYCCKHX MOAXOJOB, TEMAaTHYSCKOTO aHAIM3a PENpe3eHTAlNH KEHCKOH
ceKcyalpHOCTH B OCT-#MeT00 31oxy, B KOTOPOH 00OCTPUIIMCH TUCKYCCHU O MpaBaxX JKECHIMH, HACHTUYHOCTH,
CaMOOIIPE/ICNICHUH U KyJBTYPHBIX HOpMax. BBISBICHBI TPH KIIFOYEBBIX HAIPABICHHS OKCHCKOH BOJIHBD» B KHHO
LleHTpasibHOM A3uM: TeMbl JIOOBH, MOJMTUYECKOrO MpOTeCTa W OyHTa MPOTUB MaTpHapXalbHBIX CTPYKTYD,
JOMHUHHPYIOUINX B KyJIbTYpHO# Tpamunuu. [IpoaHaqn3upoBaHbl MEXaHU3Mbl HHCTHTYIIMOHATBHON MOICPIKKH
JKCHIINH-PEKHUCCEPOB Yepe3 MEeKAyHApoIHOe (eCTUBAILHOE ABMIKEHHE, TPAHTOBBIC MPOTPAMMBI, MIAT(OPMEI
COTPYIHHYECTBA 1 PO ECCHOHATTBHBIE CETH, YTO CHOCOOCTBOBANIO (POPMUPOBAHUIO HOBBIX MOJEJIEH aBTOPCTBA U
YKPEIUICHUIO TIO3UIMH JKEHIMH B MHIycTpuH. OTAeIbHOE BHUMAHUE Y/IEJICHO U3MEHEHUSIM B PElpe3CHTALUH
JKCHCKOW CEKCyaJbHOCTH, TJle aKLIEHT CMelaeTcs OT OOBEKTHUBHPYIOIIETO «MYKCKOrO B3IUISAA» K
CyOBCKTHBHOMY, 3MOILMOHAJIBHO HACHIIICHHOMY <(OKCHCKOMY B3IJIALY», ITO3BOJIIFOLIEMY IEPEOCMBICIHUTD
TENIECHOCTb, BHYTPEHHUI MHpP T€pPOMHb W KyJIbTypHbIE KOIBI JKEHCTBEHHOCTH. CTaThs IIOKAa3bIBAeT, YTO
COBPEMEHHBII KnHeMaTorpad HepekuBaeT INIyOOKYI0 TpaHC(OPMALUIO TeHICPHBIX MapalurM, YTO OTKPHIBACT
HOBBIC TOPU30HTHI JUI PAa3BUTHS KHMHO KaK MCKYCCTBA, MHCTPYMEHTA MICHTHYHOCTH M aKTHBHOM COLMAaNbHOM
NPaKTUKH, CIIOCOOHOW BIHMATH Ha oOlIecTBEeHHOE co3HaHue. CTaThsi OyneT 0COOCHHO MOJIe3Ha HUCCIIeI0BATEIAM
(DEeMUHUCTCKO TEOpPHH, KHMHOBEIAM, CTYACHTaM TyMaHHTApHBIX HAayK, KHHOKPHTHKAM M CIICLHAIKCTaM IO
TeHIepHOHN TONUTHKE, 0COOeHHO B KOHTeKcTe L{eHTpansHoi A3un u noct-#MeToo KyapTypHOI TOBECTKH.

ABSTRACT

The article explores the processes of redefining gender narratives in auteur cinema through the female gaze
of directors who develop alternative models of storytelling and visual language. The research is based on an
analysis of the contemporary Asian and global film industries, feminist critical approaches, and a thematic
examination of the representation of female sexuality in the post-#MeToo era—a period marked by intensified
debates on women’s rights, identity, self-determination, and cultural norms. The study identifies three key
directions of the “women’s wave” in Central Asian cinema: themes of love, political protest, and rebellion against
patriarchal structures that dominate cultural tradition. The article analyzes mechanisms of institutional support for
women directors through international film festivals, grant programs, collaborative platforms, and professional
networks, all of which have contributed to the emergence of new models of authorship and the strengthening of
women’s positions within the industry. Special attention is paid to the evolving representation of female sexuality,
where the focus shifts from the objectifying “male gaze” to a subjective, emotionally rich “female gaze,” allowing
for a rethinking of corporeality, the inner worlds of female protagonists, and cultural codes of femininity. The
article argues that contemporary cinema is undergoing a profound transformation of gender paradigms, opening
new horizons for the development of film as an art form, a tool of identity, and an active social practice capable
of influencing public consciousness.

KuiroueBble ci10Ba: )KEHCKUHA B3I, aBTOPCKOE KHHO, (PEMUHUCTCKASI KPUTHKA, (HECTHBAIBHOE ABHKCHHUE,
JKEHCKHE PEXKHCCEPBl, TCHICPHBIC HAPPATHBBI, PEMPE3CHTALMsS CEKCYyaJlbHOCTH, MOJUTUYSCKUN IMPOTECT,
COLManbHAs HASHTHYHOCTD, KHHO(ECTHBAIH, COBPEMEHHBIH.

Keywords: female gaze, auteur cinema, feminist critique, festival circuit, women directors, gender narratives,
representation of sexuality, political protest, social identity, film festivals, contemporary.

Beegenne KEHIIUH-PEKNUCCEPOB M  U3MEHEHHEM CHOCO00B
CoBpeMEHHBI ~ MHPOBOM M  KBIPTBI3CKHHM  pPEMpPE3CHTAlMH JKEHCKOTO ONbITa Ha  JKpaHe.
KrHemarorpad NIEPEKUBAECT JTaI aKTUBHOM  BHuMaHue K Tak Ha3bplBAEMOH <(GKEHCKOM BOJIHER,
TpaHC(hOpMAaIWY, CBS3aHHBIM C POCTOM BIISIHHS  OTMEUYEHHOE B paborax UCCIIEI0BATETIEH,
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CBUJIETENILCTBYET O PACHIMPEHUU TEMaTHYECKHUX
TPaHMI] ¥ TEPEOCMBICIEHHH o00pas3a >KCHIIMHBI B
KOHTEKCTE COIMAJbHBIX M KYJIBTYPHBIX II€PEMEH.
AHajorn4Hele Tpolecchl  HaOMIOJaloTcsl M Ha
rI00aJbHOM  YpPOBHE, TIJie IKECHIIWHBI-PEKHUCCEPHI
AKTUBHO YTBEPXKIAIOT COOCTBEHHBIN ICTETHUECKUI U
MOJUTHYECKUH IUCKYpPC, HCIHONB3Ysl (EeCTHBATbHBIE
IOBIDKCHUSI Kak OCHOBHBIE KaHAIBl ITyOJMYHOTO
BBICKa3bIBaHUA [3].

@demMUHUCTCKAs KPUTHKA W HOBBIE CTpaTeTUd
aBTOPCTBA CIIOCOOCTBYIOT JEKOHCTPYKIHN
TpaaULMOHHBIX HappaTUBOB, mpejiaras
anbTepHAaTUBHbIE  MOJAEIM  IIOBECTBOBaHMA U
BU3yanbHOCTH. JKeHckuit kunematorpad odoramaercs
Kak 3a CueT TEePEOCMBICICHHA TeM J00BH,
MOJUTUYECKOT O npoTecTta u COLIMANIBHOM
WJICHTUYHOCTH, TaK M Ojarojaps BBIXOAY Ha
MEKTyHapOIHbIC TUTOIIAIKH, (opmupyromme
KOCMOTIOJIUTHYECKYIO UICHTUYIHOCTD. Ycnexn
JKCHIINH-PEXHUCCEPOB B Io0anbHOM  apT-cpene
CBHUJICTENBCTBYIOT O CKJIQIbIBAHUM HOBOM HapaIurMbl
aBTOPCTBA U pEIpE3CHTALMH [5].

HCJ'HJ HUCCICOAOBAHUA — BBIABICHUC OCHOBHBIX
TEHJGHIMH pa3BUTHS JKEHCKOTO  PEKUCCEPCKOTO
kuHematorpada B Keiprei3crane U B MHpe, aHAIU3
CTpaTeFHﬁ, HCIIO0JIb3YEMbIX JKECHIIMHaAMHU-
pexuccepamMm JUIsl YTBEPXKAEHHUS CBOETO aBTOPCKOTO
rojoca, HOBBIX MOJeNeil  pempe3eHTaluu  Ha
rJI00aTbHOM MEIMAPBIHKE.

MarepuaJjbl 1 MeTOAbI

Hacrosmmee  wccnemoBanme — ommpaercs — Ha
KOMIUTEKCHBIM aHaJIM3 MaTE€PHAJIOB, MPEICTaBICHHBIX

B pAOc Hay4HBIX MyOnukanui, Ha CHCTEMHOE
IIPYMEHEHUE COOTBETCTBYIOLIMX METOJIOB,
OTBEHUAIOIIUX  LENsIM  Hay4dyHoOil  BepudUKalMu

MOJYYEHHBIX Pe3yIbTaTOB.
OCHOBY UCTOUYHHKOBOH 0a3bl COCTABIIAIOT YETHIPE
KJIFOUEBBIX Hay4YHBIX paboThl: cTaThst C.A. CMaruHoM o
TEHJEHIIMSIX <(OKEHCKOH BOJHBDY B COBPEMEHHOM
krHemarorpade [2], uccinenoBanne AHXETUKH APTIOX
0 CTpaTerusix >KEHIIUH-PEXHUCCEPOB B TI00ATEHOM
MenuanpoctpanctBe [3], crates Owmmmm Pube o
MNEPEOCMBICTIEHUN KEHCKOW CEKCYalbHOCTH B KHHO
nocie nBmwxeHus #MeToo [4], muccepramus Codu
Mailep,  NOCBSILEHHAas ~ aBTOPCTBY  JKCHIIUH-
pexuccepoB B apT-KHUHO [5]. BeIOOp 3THX HCTOYHHUKOB
00yCTIOBJIEH HMX AaKTyaJIbHOCTBIO, TEOPETHYECKOI
HOBU3HOU U YMIIMPUYECKON HACBIIEHHOCTBIO.
Merononorndeckuii  anmapar = MCCIEIOBaHUS
BKJIIOYAaeT TPU OCHOBHBIX METOJa. BBIT MCmonb30BaH
METOJi CPaBHUTEIHHO-CONOCTABUTENHLHOTO aHaIu3a
KHHEMaTOTpaUueckKux  IMPAKTHK. ITpumenenue
JJAHHOTO METOJa MO3BOJIMIO MPOBECTU MapaieslbHOe
U3y4YeHHE PA3JIMYHBIX HAlMOHAIBHBIX KHHOIIKON U
BBIIBUTH Kak oOOIIME 4YepThl, TaKk M YHHKaJbHbIC
0COOCHHOCTH PEIPe3eHTAlMH JKEHIIMH B KHHO Ha

npuMepe paboT  a3MaTCKUX, AaMEPUKAHCKHX U
€BPONCHCKHX PEKHCCEPOB. Corocrapnenue
TEMATUYCCKUX U 3CTECTHUYCCKUX AKIICHTOB B q)HJ'H:-MaX
KEHILUH-PEKUCCEPOB  TO3BOJMIO  3aMKCUPOBATH
Tpancopmanuio o0pa3oB B 3aBUCUMOCTH  OT
KYJIETYPHOT'O KOHTEKCTA. Ocy1ecTBisiics
TEMATHYCCKHH aHAIM3 PENPEe3CHTAIMN  JKCHCKOU

ceKcyanbHOCTH [4]. JlaHHBIH MeTO ] OBLT HAaNpaBJICH Ha
BBISIBJICHUE CITIOCOOO0B M300paKeHHs CEKCYalbHOCTH Ha
9KkpaHe mocie JBwkeHuss  #MeToo.  Anamus
(dokycHupoBalics Ha CABUTE OT OOBEKTUBHPYIOIIETO
MYXKCKOTO B3IJISJa K CJOXHBIM W MHOTOIPaHHBIM
¢opmMaMm BU3yaNBHOTO HappaTthBa, Ha pazbope
COOTBETCTBYIOIINX  TEMAaTHYECKUX  JIMHHUA B
kuHOpIIBEMax. [IpUMeHsIICS KPUTHKO-(PEeMUHUCTCKHN
MTOIXO K MCCIICOBAaHHUIO aBTOPCTBA M MIACHTUYHOCTH
B kuHemarorpacde [3; 5]. JaHHBIA MOAXO] MTO3BOIIMI
paccMOTpeTh KHHO KaK IPOCTPaHCTBO OOpHOBI 3a

penpe3CHTaAIlUIO, rac KCHIIWHBI HCIOJIB3YIOT
pa3jInvIHbIC XYIAO0KECTBCHHBIC CTpaTeruu JJIA
YTBECPKIACHUA COOCTBEHHOIO Cy6”beKTI/IBHOFO

BBICKa3bIBAaHUS U IEPEOIpeNesIeH!s] TPaJAuLMOHHON
CTPYKTYpBI aBTOPCTBA.
Jlnist sMnMpuyecKkoro aHajiu3a ObUIM BBIOpaHBI

KeHC-CTau  OTACIBbHBIX (PUIBMOB  COBPEMEHHBIX
KEHIIUH-PEKNICCEPOB, MIPEACTaBICHHBIX Ha
MEXIYHApOAHBIX ~ KMHO(ECTHBANIAX, TaKHX  Kak

Kannckuii, bepmunckuit u Canmgpae. Kpome Toro,
YUHUTBIBAJICS KOHTEKCT (DecTHBAILHOW IIONHUTHKA B
OTHOIIIEHUU JXEHCKOTO KHMHO KaK KIIOYEeBOH (akTop
MIPOJIBIDKEHHUS JKEHIIMH-PEKHCCEPOB Ha TII00aNIbHON
apene [3].

Takoe coderaHMe HCTOUYHHKOB U  METOJOB
obecrieunBaeT KOMIUJIEKCHBIH, CUCTEMHBIN u
MHOTOACHEKTHBIM IOAXO0J K aHaJlu3y IPOLECCOB,
MIPOUCXOJAIINX B COBPEMEHHOM JKEHCKOM
KHHeMaTtorpade, 9To MO3BOJSET JOCTUTHYTh BBICOKON
CTENEHH HAy4YHOM JOCTOBEPHOCTH IOJYyUYEHHBIX
BBIBOJIOB.

PesyabTaThl 1 00CyxKAEHHE

C navana 2000-x rooB KHPTrU3CKOE aBTOPCKOE
KMHO JEMOHCTPUPYET 3aMeTHble W3MEHEHHUs B
pemnpe3eHTalny KEHCKUX O00pa30oB, YTO CBSA3AHO C
AaKTUBHBIM  y4YaCTHEM  JKCHIMH-PEKUCCEPOB B
HallMOHAJILHOM KHHemarorpade. XoTsi TOBOPUTH O
CHUCTEMHOM «KEHCKOM BOJIHE» TI0Ka paHo, y»Ke ceivac
MOJKHO BBIJICIUTh yCTOIUUBEIE aBTOPCKHE
HaIlpaBJIEHUS, B KOTOPBIX )KEHCKUH B3IJIs] CTAHOBUTCS
KJIIOYEBBIM 3JIEMEHTOM HappaTMBa W BU3YaJbHOIO
SI3bIKA.

Temartuka TFOOBH B KHPTH3CKOM KHHO, CO3JJAHHOM
JKEHILIMHAMU, 3a4acTyl0 CBSI3aHA HE C POMAHTUYECKOM
yTOIIMEH, a C HMCCIeHOBAaHHEM OOJH, 3aBUCHUMOCTH U
BHYTpeHHero paszioma. B ¢uibmax  Mbaspum
HoraypbexkoBoi, Takux Kak «B TmepBwiid pas3y,
ceMelHbIe OTHOILICHHS M MAaTEPHHCTBO MOKA3aHbI Kak
HOJi€  COIMAJbHOTO  JaBICHMSA, Tl€ IKEHIIHMHA
BBIHY)KJIeHa OaJaHCHUpOBaTh MEXIYy Tpaauled u
JUYHBIM 9yBCTBOM. OOpa3 m0OBH TepseT oOpeo
maTpuapxaabHON HIeaM3aluil W 00peTacT dYepThl
colMajIbHOU TpaBMmsl [3].

[TonuTuueckoe HampaBlieHUE BbIpaXkaeTcs HE B
NPSIMOM KPUTUKE TOCYAAapCTBEHHBIX CTPYKTYp, a B
aHaJIM3€ MOBCEIHEBHOM U3HU >KEHLIUH B YCJIOBHSX
CKPBITOTO JIaBJCHHSA CO CTOPOHBI OOIMIMHBI, POJa,

CeMEWHBIX 00s3aTenscTB. Takwe GuIBMBI, Kak
«Kypmanxan  JlaTtka» Canpika  Hlep-Hwusisa,
(UKCUPYIOT HEBUANMYIO OOprOy 3a aBTOHOMHIO B
pamkax  oObimeHHOCTH.  JKeHCKMe — MEpCOHaXH

BCTYIIAalOT B MPOTUBOCTOAHHUE C CHUCTEMaMU MOJI4a,
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4yepe3 OTKa3, COMHCHHUE, BBIOOD M MOJYAHHE Kak
MONIMTHYCCKUH akT [3].

ByHTapckoe HampaBieHHE B KHUPTH3CKOM KHHO
MPOSIBIISICTCSI HE Yepe3 pauKaibHbie (POPMBI MPOTECTA,
a yepe3 CaMOUICHTH()HUKAIINIO, IIOMCK sI3bIKA, IPABO HA

romoc W Ha yxod. B dumieMe «Aiika» Cepres
JlBopuieBOro,  riaBHas ~ TEPOWHS,  KHPrH3CKas
MHUrpaHTka B MOCKBE, BBIXOJUT 3a IPEACbI

OXKHIAEMOTO CLCHAPHS >KU3HH, MPOTHBOMOCTABIISSL
HACJICAUIO TPAAULHMH CBOKO COOCTBEHHYIO HCTHHY.
OO6pasbl reporHb CTAHOBATCS HE MPOCTO CHMBOJIAMHU
COTNPOTUBIICHUS, HO ¥  BOIUIOIICHUSIMH  HOBOM
KyJIbTypHOH cyObekTHOCTH [4]. Tabmuua 1 o6obmaer
OCHOBHBIC ~TEMbl, BBIIBICHHBIC B KHPIH3CKOM
ABTOPCKOM KHHO IOCIICIHUX JICT.

Tab6muma 1

OCHOBHbBIE TeMbI «KEHCKOH BOJIHbI» B KHHO KbIpreizcrana (ucrounuk: [3])

Hanpasnenune

OCHOBHBIE XapaKTePUCTUKN

[Ipumeps! prIbMOB

O mo0BuU

HepeOCMLICJ'IeHI/Ie POJIA KECHIIHUHBI B CEMbE, KPU3UC
MaTCepUHCTBA, SMOLMOHAJIbHAS U30JIALA

«B nepsbiii pa3y (M.
Jormyp6ekoBa)

O noynTHKe

Kpurnka narpuapxaibHBIX CTPYKTYp d4epe3 OBIT, COIHanbHas
W30JIAIHS, HEIOCTYITHOCTD TIPaB

«Kypmamxan latka» (C.
[ep-Husi3)

O OyHTe JIMYHOCTHBIN MPOTECT, OTKA3 OT MOJYAHUS, TTOUCK «Atikay (C. JIBoprieBoit)
WUICHTUYHOCTH B KOH(IIMKTE C TPaauIHei
Onaum u3 KITFOUEBBIX (aKTOPOB  KCHIIMH-PEKHUCCEPOB B KOHKYPCHBIX IpOrpamMmax
WHCTUTYIIMOHATLHOTO YTBEPKIACHUS KCHIMH-  BeAymUX (ecTHBAICH IEMOHCTPUPYET YCTOWYHBYIO

PSKUCCEPOB B  MHUPOBOM KuHemartorpade craio
AaKTUBHOE YydYacTHE B (PECTUBAJILHOM JIBUKCHUH,
KoTopoe ¢ Havama XXI Beka mpuoOpero craryc
TJIABHOW allbTCPHATHBHOW CHCTEMBl TUCTPHOYIIHA
¢umpMoB aBTOpckoro cermenta [3][5]. PectuBanm,
takue kak Kanackuii, bepnmuuckuii, CaHmpHC U
Berenmanckuii, GyHKIUOHUPYIOT KaK IUTOMIAIKA IJIS
mpe3eHTanud  paboT, apOUTPBl ICTETHUECKUX U
UC0JIOTHIECKHUX TPEH/IOB. HNmenno 3/1eCh
MPOUCXOJUIIO TOCTETICHHOE BCTPAaMBaHUE >KEHCKOTO
KHUHO B TJI00QJTbHBIN METUAKOHTEKCT.

Ocoboe 3HaueHWEe B JTOM TIPOLIECCE HMEIH
MEIMITHBIE CKaH IAJIbl, UHUITUUPOBAHHBIE KEHIITMHAMH-
pexuccepamMu U aKTUBUCTKaMH, B YACTHOCTH, KPUTHKA
reHaepHoro nucbaranca B mporpammax KaHHCKOTO
krHO(ecTuBains. KolleKTHBHEIE NEHCTBHSA, TaKAe KaK
nerunus Ha Change.org u myOnMYHBIC BBICTYIUICHUS
Ha JlazypHOM Oepery, BBIHYIWJIH OpTraHH3aTOPOB

TEHCHIIMIO K pocTy [3].

Cornacio  wuccnenoBannto  USC  Annenberg
Inclusion Initiative, mpoBeqeHHOMY B COTPYAHUYECTBE
¢ ¢ormom TIME’S UP, B KOHKypCHBIX MpOTpamMMmax
IITH  BEAyIIMX MEXKIyHApOAHBIX KHHO(ecTHBaneit
(Kannckuit, Berermmanckuii, bepnmuackuii, TopoHTO 1
CaHIPHC) KEHIIUHBI-PEXHUCCEPHl COCTABIIUIN JIUIID
25% ot ob1ero yncia y4acTHHKOB B iepuoz ¢ 2017 o
2019 roxm, mpu 3TOoM 75% COCTaBISUIM MYXUYUHBI.
Tarxxe B oTyeTe OTMEUaeTcs, YTO JOJS PEKHUCCEPOB,
MIPUHAAJIEIKAIINX K PACOBO M 3THHUECKU HEIOCTaTOYHO
HpeACTaBICHHBIM Tpymmam, Beipocaa ¢ 30% mo 38%,
OJHAKO 53Ta JUHAMHUKa cJIab0 3aTpOHyNa >KEHIIUH
1[BETa, JOJS KOTOPBIX OCTAaeTCs KpaiiHe HHU3KOH [6].
OTH JIaHHBIE TOJYEPKHUBAIOT WHCTUTYIMOHAIBHBIE
OGapbepbl M HEOOXOAMMOCTH  IIEJICHAIIPABICHHOM
TIOJJIEP)KKH  KEHCKOTO aBTOPCTBA B  TIJI00aIBHOM
(ecTUBAILHOM [BIDKEHHWH, YTO OCOOCHHO Ba)XKHO B

KpyImHEeHmmx  QecTuBaNield  MepecMOTpeTh CBOM  KoHTekcre moct-#MeToo TpaHchopmanuii u pacTymei
0TOOpPOYHbIE IPAKTUKU U YIEIUTH OONblIee BAUMAHHE  HOTpeOHOCTH B MHKJTIO3UBHBIX MPaKTHKAX
TeHIepHOMY OallaHCy B KOHKypcax. BciencTBue 3TUX — penpe3eHTaIuH.
WHHUIMATHUB, HaYMHAs ¢ cepeannsl 2010-x To1oB, 1071
Tabauna 2
@ecTHBATbHBIE IPOTPAMMBI €1200 NpPeACTaABJICHbI JKEHIMHAMHU (MCTOYHUK: [6])
Kareropus 2017 2018 2019 Bcero
MysK4uHBI 76% 79% 68% 75%
XKenmunsr 24% 21% 32% 25%
benbie 70% 63% 62% 65%
IIpencraBuTeny MEHBITHHCTB 30% 37% 38% 35%

@decTuBaNbHOE [JBUXKEHUE, Kak oTMedaeT C.
Maiiep [5], BbIMONHSET GYHKIMIO (HOPMUPOBAHUS
«KOCMOTIOJIMTUYECKON  UIEHTUYHOCTH», OTKpbIBas
HOBBIE BO3MOXKHOCTHU JJISi aBTOPCKOTO BBICKA3bIBAaHUS

XKEHIIMH. YdacThHe B (EeCcTHBaIAX CTajo IIaroM K
NIPU3HAHUIO U BaXKHEHIIel ctpaTerneil GopMHUpoOBaHUS
aBTOPCKOTO CTaTyca B IJI00ANIW3UPOBAHHOM MeIHa-
mnpocTtpancTtBe. Kpome Toro, ciemyer moa4epKHYTb,
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4TO HUMEHHO (decruBanu CIOCOOCTBOBAIIN
NOMYJISIPU3allMM  HOBBIX MOJIENICH  penpe3eHTannu
JKEHCKOTO  OIBITA, YXOASAIIMX OT TPaJULIMOHHBIX
romByckux cxeM chick flick (skeHckux ¢unbMoB,
OPHEHTHPOBAHHBIX HAa MEJIOAPaMaTHYECKUE CIOKETHI O
mo0BH, ApyXk0e M JUYHBIX OTHOIIEHHSX, 3a4acTyiO
KIIMIIAPOBAHHBIX u TTOJYNHEHHBIX TeTepo
HOPMATHBHOW POMAHTHYECKOW IIMHUH) K CIOKHBIM
MIOBECTBOBATEIBHBIM CTPYKTypaM, B KOTOPBIX aKIEHT
cMemIaeTcs Ha MpoeCcCHOHATIBHYI0 CaMOPEaIH3alHIo,
KPU3UC MAaCKYJIHMHHOCTH M TIOCT (PEMHHHCTCKYIO

CyGLeKTHOCTL. I/IHCTI/ITyIII/IOHaJ'H)HaH noAACpIKKa
JKCHIIUH B KUHOUHAYCTPUHN pa3BUuBajIaChb
HCPABHOMCPHO! Haubosee oCJICAOBATCIILHO
MpOUECChl HMHKIIIO3UU PCATMIYIOTCA B CTpaHax C

GoraToit ucropueit HEMHUHUCTCKOTO JIBIKEHHUS, TAKHX
kak CHIA, ®pannus u CkaHAMHABCKUE CTpaHBI.
OO0pa3oBaHHe CHEIHANTN3UPOBAHHBIX OpPTaHU3AINI
(mampumep, Women in Film, Film Fatales) u
CrerMaIbHbIe (PeCTUBAIBHBIC MIPOTrPaMMBbl (HarpuMmep,
cexkiust «Bpems skeHmmE» Ha MMK®) ceirpammn
3HAYUTEIbHYIO POJIb B IIPEOAOJICHUH CTPYKTYPHBIX
6apbepos [3].

Takum 00pazoM, (ecTUBaJIBHOE IBIKCHUE A0
JKEHIITTHAM-PEXHICCepaM BO3ZMOKHOCTh 3aBUTH O cebe
Ha I7I00abHON apeHe U U3MEHWIIO CaMy apXUTEKTypy
apT-KUHO, CTUMYJIUPYSI (JOPMUPOBAHKE HOBOTO KAHOHA
aBTOPCKOTO KHHO, B KOTOPOM XXEHCKHUH OIBIT U
JKEHCKasl MEpCIEeKTHBA CTAHOBATCA HEOTHEMIIEMON
Y4acThIO COBPEMEHHOW KHHOKYJIBTYPHI.

OnmHMM W3 KITIOYEBBIX IOCICACTBHH JBM)KEHHSA
#MeToo cramo paguKaJbHOE IEPEOCMBICICHHE
CIIOCOOOB PETIPE3CHTALNH KEHCKON CEKCYaIbHOCTH B
MupoBoM kmHemartorpade. Ilocme 2017 roma B
KHHOTIpOIleccaX  3aMETHO  YCHIMJIAch  TEHACHIHUS
M300paKEHHsI CEKCYaIbHOCTH Yepe3 TaKk Ha3bIBaeMbIi
(OKEHCKHH B3IJIAZ», YTO TO3BOJIIIO OTKA3aThCS OT
TPAIUIIMOHHBIX  OOBEKTUBHUPYIOIIMX INPAaKTHK U
MPEJIOKUTh ayTEHTUIHBIE MOJIENN TiepeskuBanust [4].
TpaauInoHHO, B paMKax «MY>KCKOTO B3Iisfma» (male

gaze), chOpMyJIMPOBAHHOIO B KJIACCUYECKOH TEOpUH
Jlopsl MajiBH, KEHCKOE TEJI0 OKa3bIBaIOCh 0OBEKTOM
CO3EpI[aHUs M CEKCYalM3UPOBAHHOIO BOCIHPHUATHS,

(bYHKIHOHHPYS Kak 3J€MEHT BHU3yaJIbHOTO
YAOBOJBCTBUSA AN TNPENNOaraéMoro My»CKOIo
3putens. JKeHCKas CEKCyalbHOCTH B JaHHOM
KOHTEKCTE 10/1aBaNIach KaK MTacCUBHAS,

(parMeHTHpOBaHHAS W OTOpBaHHAs OT BHYTPEHHETO
CyOBEKTHBHOTO OIIBITAa TEPOMHH.

B mpormBoBec »TomMy, B moct-#MeToo
KrHeMatorpade Ha MepBbI IUIAH BRIXOAUT CTPATEeTHs
PEKOHCTPYKIIMM ~ CEKCyaJbHOCTH  4epe3  Npu3My
JKCHCKOTO omblTa. OMuwin Pube oTmewaer, d9TO
JKCHITUHBI-PSKUCCEPBl  CTAalM  CTPEMHUTBCA K
JCMOHCTpAIlMd WHTHUMHBIX TEPSKUBAHUKA HE Kak
3penumia, a Kak [IyOOKO JIMYHOrO —IIpoliecca,
HACBIIIEHHOTO  OMOIMOHAJBHOH WM TEJICCHOM
cyopekTuBHOCTRIO [4]. JlaHHBI CHBHT TIO3BOJIAI
BEINTH 32 paMKd  OWMHAPHBIX  KOHCTPYKLIHH
TPaIUIIIOHHOTO TeHICPHOTO HappaTuBa.
XapaKTepHBIMA YepTaMH <(OKCHCKOTO B3TJIAIa» B
COBPEMCHHOW PEINpe3eHTAIlNN CEKCYAIbHOCTH CTaJIH:

O®BHMMAHHUC K BHYTPCHHHM OIIYIICHUAM H
SMOIMOHAIILHOM BOBJICUEHHOCTH MIEPCOHAKA;

® IeMOHCTpanus MHOT000pa3us
CeKCyaJIbHOCTH 0e3 X )KECTKOH nepapxuzaluu;

®KpUTHYCCKAs AMCTAHIUSA K CEKCyalu3allud |
9K30THU3AIIMH KEHCKOTO TeJa;

®aKIICHT Ha IMpOIlecce COTNACHs, IOBEpUS U
SMITATHH B CIICHAX MHTUMHOTO B3aUMOJICUCTBUS [4].

Cnemyer  HOOYEpKHYTh,  YTO  IOJOOHBIC
M3MEHECHHS HE OTPaHMYUBAIOTCS CYTy0O HE3aBHCUMBIM
KHHO. VX BIHSHUE MOCTENEHHO PacHpOCTPaHsICTCS U
Ha (ecTUBAIIFHOE, I HA aBTOPCKOE, M JaKe YACTUIHO
Ha KOMMEpYECKOe KHHO, OCOOCHHO B CTpaHax C
Pa3BUTBIMHU  HMHCTUTYHHUAMU TMOAACPIKKU KEHCKOIo
aBTopcTBa. B Tabmuie 3 paccMOTpEHBI KIIOUEBHIE
pasanuuns MEXKITY «MYKCKHUM» u <OKCHCKUM»
B3IIs11aMU B KHHO.

dopm

Tabmuma 3

CpaBHeHne CKMYIKCKOT0» H <GKE€HCKOI'0» B3IJIAA0B B KHHO

(cocTaBJIeHO AaBTOPOM HA OCHOBE MCTOYHMKA [4])

Kpurepuii My»>kcKol B3rsiz Kenckuii B3rasg
OMOLOHATIBHOE U TEIECHOE
Dokyc OOBexTUBU3AIMA Tena
nepeXxnBaHue
CyOBexT My:>xuuHa-3pUTENb Kenmuna-cyOBexT

Uzobpaxenue Bremwnsis, Bu3yanbHast .
BHyTpeHHnit onbIT, SMIaTHS

CEKCYanbHOCTU CeKCyanu3anus

CTpyKTypa CIeHBI Pa3znpobineHHOCTH Tena [emrocTHOCTE BOCHPUATHS
HappaTtuBras GpyHKIHSA IMonmeprxka My CKOTO Tepost CamocTOoATeNNbHOE PA3BUTHE TEPONHU

Takum obpaszom, HOBas napajgurma
perpezeHtaiun B noct-#MeToo  kuHemarorpage
aKTyaJlu3HpyeT IpaBa >KEHIIMH Ha H300paKeHue
COOCTBEHHOH CEKCyallbHOCTH M (POPMHUPYET CIIOXKHBIE,
NOMM(pOHUYHBIE MOJENN BOCHPUSATHS YEJIOBEUECKHUX

OTHOIIEHHUH B BU3YaJbHBIX MCKyccTBax. JlaHHbIE
TIPOLIECCHI CHOCOOCTBYIOT AJIbHEHIIEMY pa3pyIIeHUIO

naTpuapxajbHbIX  CTaHAAPTOB M PaCHIUPSIOT
TOPHU30HTH KHHEMATOTPaUIECKOTO S3bIKA.
BuiBoabl
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IIpoBeaeHHOE UCcCIEA0BaHNIE TIO3BOJINIO BEISIBUTh
KIIOYEBblE  TEHACHLUMU  Pa3BUTHS  HKEHCKOTO
pexuccepckoro kuHemarorpada kak B Keipreiscrane,
TaKk U B MUPOBON KMHOMHIYCTPHH, IPOAHATU3UPOBATh
CTpaTeruH, UCMOJIb3yEMBble JKeHIIMHAMU-PEXKUCCEPAMU
JUISL YTBEP>KACHHUS aBTOPCKOTO roJioca M HOBBIX (hOpM

pernpe3eHTaIuy.
PezynpraThl  TOKasamW,  YTO O KEHIIWHBI-
peXHCCEpBl B Pa3HBIX KyJIBTYPHBIX KOHTEKCTaX,

BKJIFOUAst KbIPTHI3CKOE KWHO, HTPAIOT Ba)XKHYIO POIIb B
MIEPEOCMBICTICHIH DPENPE3EHTAMN >KEHCKOTO OIIbITA.
OnHn UCTIONB3YIOT aJIbTepHAaTUBHEIC
MOBECTBOBATENbHBIE  MOJENH,  YXOJdIue  OT
HaTpuapXxajibHbIX CXeM M MYXCKOrO B3IJIsAa, 4YTO
HO3BOJISIET CO3JaBaTh Goutee ayTeHTUYHEIE,
MHOTOCJIOIHBIE 00pa3bl, T1€ KIIOYEBBIMH CTaHOBSTCS
JUYHBIE TEPSKUBAHUS, BHYTPEHHHE KOHQIUKTHI M
COIIMATbHBIC BBI3OBBI.

OpHOW W3 TUEHTPANBHBIX CTPATETHHd  CTaIo
UCTIONIb30BAaHUE HHCTUTYIIMOHAIBHBIX MEXaHH3MOB
MOAJIEP)KKA — TaKUX KakK ()eCTHBAJIbHBIC JIBIKCHHMS,
TPaHTBl,  MEXIyHapoAHbIE  KoIabopamuu U
aJIbTePHATHBHBIE (DOPMBI TUCTPUOYLIMU. DTU PECYPCHI
UrpaloT OCOOCHHO BaXXHYI0 pOJNb B CTpaHax ¢
OTPAaHUYEHHBIMH BO3MOXHOCTSAMHU JUIS JKCHIIMH B
KWHO, BKMo4as Kelpreiscran, rae HaOmogaroTcs
MO3UTHUBHBIE TOABIKKM OJarofaps yd4acTHIO B
MEKIyHapOIHBIX KYJIBTYPHBIX ILIaThOpMax.

Oco6o0e BHUMaHNE OBLIO YIEICHO PEPE3CHTALNH
JKEHCKOM CEKCyaJlIbHOCTH B noct-#MeToo
KnHeMaTorpade, Kak riI00anbHo, TaK ¥ Ha JOKJIEHOM
ypOBHE. AHaIM3 MOKa3aJl ABHKEHUE B CTOPOHY OTKa3a
0T OOBEKTHBHPYIONIMX IOJXOJ0B B H300paKeHUH
MHTUMHOTO OTBITAa. BMecTo 3TOro Ha mepBBIH IIaH

BBIXOJIUT CyOBEKTUBHBIH, SMOLIMOHAIBHO
HACBhIIEHHBI B3I, NpeUlaraloliuii ~ MHOE
[IOHUMAHHUE TEJIEeCHOCTH, ABTOHOMHUU U KEHCKOIO
CaMOOLIYLIIEHUSL.

Takum o06pa3oM, MOXHO CcIeNaTh BBIBOJ, YTO
JKEHCKOE aBTOPCTBO CTAHOBUTCS ABWXKYIIEH CHIIOH
TpaHcopManMy TEHJIEPHBIX TapaJurM B KHHO.
Mmuoroo6pasue KEHCKOro B3IIAAa CIOCOOCTBYET
(hOpMHPOBAHMIO HOBOTO XYJ0)KECTBEHHOTO SI3BIKA,
pacimmpseT TOPH30HTBI s UCCIIEI0BaHUS
UAEHTUYHOCTH, U B citydae KeIpreiscrana — nomoraer
MIPeo10IeBaTh KyJIbTYpPHBIE U CTPYKTypHBIE Oapbepsl B
JIOCTyIIE SKEHINUH K pexuccype. byaymee kuHO
BUJUTCSl CBA3aHHBIM C PACIIMPEHUEM KEHCKOIO

OPUCYTCTBUSL B  HMHIYCTPUU, IIEPEOCMBICIEHUEM
TeH/IEPHBIX HOPM M pPa3BUTHEM OoJiee WHKIIIO3UBHOM
IYMaHUCTHUUYECKOM  TEpCHeKTHBbI B IIIOOAIBHOM
MeINaKyJIbTypeE.
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ABSTRACT

Narrative theory (narratology) is a foundational framework within modern literary studies, offering analytical
tools to examine how the sequence of events in a literary work is structured and conveyed. Grounded in realist
literary criticism, narratology focuses on identifying the distinct voices present in a narrative—whether that of the
author, an external narrator, or the characters themselves—and exploring how these voices interact to shape the
meaning, imagery, and psychological depth of the text. Although these narrative voices are often implicit and
hidden from surface-level reading, their interaction plays a critical role in constructing the narrative and guiding
the reader's interpretation.

Drawing on the theoretical foundation established by Percy Lubbock in the early 20th century and expanded
through contemporary narratological scholarship, this study applies narrative theory to a selection of Mongolian
historical legends preserved in sources from the 17th and 18th centuries. Specifically, it analyzes how four
principal narrative modes—(1) the authorial voice (panoramic survey), (2) the external narrator’s voice
(dramatized narrator), (3) the character’s internal voice (dramatized mind), and (4) the dramatic or dialogic voice
(pure drama)—are employed within these texts.

Through close reading of works such as The Secret History of the Mongols, Luvsandanzan’s The Altan Tobchi
or Golden Summary (Its full title is Herein is contained the Golden Summary of the Principles of Statecraft as
established by the Ancient Khans.), and Mergen Gegen Lubsandambijalsan’s The Altan Tobchi or Basic Golden
Summary of the Great Mongol Empire, the study reveals how these narrative voices not only organize the plot but
also deepen the characterization and psychological portrayal of historical figures. For instance, while the authorial
voice governs overarching commentary, character voices bring forth individual traits through direct speech, and
dramatized dialogue conveys emotional and ideological tension within the narrative.

This narratological analysis thus demonstrates that Mongolian historical legends are rich with layered
narrative strategies, making them valuable texts for understanding both literary form and cultural memory.

AHHOTALIUS

Teopuss moBecTBOBaHUS (HAPPATOJOTHS) SBIACTCS (PYHAAMEHTAIHHONH METOMOJIOTHUCCKOW OCHOBOW B
COBPEMEHHBIX JINTEPAaTyPOBEIUECKUX HCCIIEJOBAHUSIX, pe/siaras aHaJIuTHYECKHE HHCTPYMEHTBI ISl U3Y4YeHHS
TOrO, KaKk B JIUTEPATYPHOM IIPOM3BEICHUM CTPYKTYPHUPYIOTCS M HepemaroTcss coObiTus. OCHOBaHHas Ha
PEATUCTHYECKOM TOJX0JE, HAapparojorus (OKYyCHpPYeTCsi Ha BBISABICHHH Pa3IMYHBIX IOBECTBOBATEIBHBIX
roJIoOcOB — OyIb TO TrOJOC aBTOpa, BHENIHErO0 paccKa3uhKa WM CaMHX I[IePCOHaXKeHl — M aHajm3e HX
B3aUMOZCHCTBHS, (POPMHUPYIOLIEr0 CMBICI, 00Pa3HOCTh M IMICHXOJIOTMYECKYIO ITyOHHY TeKcTa. XOTs 9TH rojoca
YacTO HESIBHBI M CKPBITBl OT IIOBEPXHOCTHOTO NPOYTEHHsS, MX B3aUMOJCHCTBHE UIPAcT PEILAMOLIYI0 POJIb B
NOCTPOCHHH MOBECTBOBAHMS U HANIPABIISET HHTEPIPETALNIO YUTATEIIA.

Onupasch Ha TeOpeTHUYECKHe TMOJIOKEHus, pa3paboranHeie I[lepcu JlabOboxom B Hauanme XX Beka H
pa3BHBaeMble COBPEMEHHON HappaToJOoTHel, TaHHOE MCCIIeI0BaHNe NPUMEHIET HapPaTOJOrHYeCKUi MOAX0A K
aHaJIM3y MOHIOJIbCKUX UCTOPUYECKUX JIereH 1, coxpanuBuuxcs B ucrounukax X VII-XVIII Bekos. B wactHoCTH,
paccMmarpuBaeTcs, Kak B 3THX TEKCTaX Pealn3yl0Tcsl YeThIpe OCHOBHBIE (DOPMBI MOBECTBOBaTeNbHOTO rojoca: (1)
aBTOPCKHH rojioc (ITaHOPaMHOE ITOBECTBOBAHME), (2) rojoC BHEIIHETO paccKazyuka (ApamMaTU3UpOBaHHBIN
Happartop), (3) BHYTpPEHHHI TOJIOC TEPCOHAXa (IpaMaTH3MPOBAHHOE cO3HaHME), U (4) OpaMaTHYCCKUHA FITH
JHAJIOTHYECKHI ToJIoC (YUcTas Apama).

Ha ocHOBe BHHMMATEJBHOTO MPOYTCHHUS TaKHX NPOU3BEICHHH, Kak «COKpOGeHHOe CKA3aHUe MOH20NI08%,
aeronucH JlyBcaHIaH3aHa «Aaman moduuy Wi «3010mo2o ceoday (noanoe Hazgauue: «30ech coOepiHCcumcs
KpamKoe u3nodceHue RPUHYUNOE 20Cy0apCmeeHHO20 YNPAaGIeHUs, YCMAHOGIeHHbIX OPEeGHUMU XAHAMUY), TAKKE
nerorricd MoapraH marsHa JlyBcarmamoOuitHa «Ocrnoguoti 3onomoti 800 Benukozo Moneonvckozo Yaycay», B
MCCJICJIOBAaHNH BBISBIISIETCS, YTO YKA3aHHbIE TOBECTBOBATEIILHBIE T0JIOCA HE TOJILKO CTPYKTYPHUPYIOT CIOXKET, HO U
yOIIyOJISIIOT XapaKTePUCTUKU UCTOPHYECKUX JIMYHOCTEH U MX MCHXOJIornueckre oopaspl. Tak, aBTOPCKHIA rojioc
OCYIIECTBIISIET OOMTHIT 0030p COOBITHIA, B TO BpeMs KaK PEIUIMKH NTEPCOHAKEH PaCKPBIBAIOT UX UHINBUAYAIbHBIC
YepThl, a AUANOrHYecKue (GparMeHThl MepelaroT IMOLMOHAIBHOE M HACOJOIMYEeCKOe HAMpPSHKEHHE BHYTPH
MOBECTBOBAHHUSL.

Takum 00pa3oM, HapPaTOJOTHYECKUH aHAIU3 JEMOHCTPUPYET, YTO MOHIOJILCKHE MCTOPUYECKHE JIeTeH/IbI
00J1a/1a10T CIIOXKHOM TTOBECTBOBATEIBHONW CTPYKTYpOH, UTO JAENaeT MX LEHHBIMH TEKCTaMHU JUIS W3y4YEeHUsS Kak
JUTEPATYPHOI HOPMBI, TAK U KYJIBTYPHOI HaMSTH.

! Conducted within the framework of the internal research project for young scholars, project number P2019-3765,
funded by the National University of Mongolia.
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Introduction

Narratology—the study of narrative structure—is
recognized as a foundational theoretical framework
within contemporary literary studies. It offers critical
tools for analyzing the representational strategies
employed to convey characters and thematic meaning
in literary texts. Within realist-oriented literary theory,
these representational strategies are referred to as
narration.

D. Galbaatar defines narration as “the principal
linguistic and compositional mode of narrative fiction
through which the author or narrator recounts the
events of the plot and arranges the sequence of actions
in a coherent and meaningful order”?. Narration thus
serves as a structural mechanism through which the
author, or an external narrator, articulates the
progression of narrative events. Furthermore, the
interaction among multiple narrative voices—although
often implicit or hidden from the surface-level reader—
becomes a critical focal point for close reading and
structural analysis. One of narratology’s core concerns
lies in systematically uncovering the relational
dynamics between text and reader.

This multifaceted narrative approach is especially
suitable for analyzing diverse fictional forms. It enables
scholars to trace how characters engage in dialogue and
mutual interaction, thereby allowing for the emergence,
blending, or separation of distinct voices within a text.
The term voice, as used here, refers to various forms of
speech and narrative expression, a concept
systematized by English theorist Percy Lubbock in the
1920s during his analysis of the works of Flaubert,
Thackeray, Tolstoy, and Dickens.

This study applies narratological theory to a
corpus of traditional legends transmitted through
historical sources dating from the 17th and 18th
centuries. Specifically, it investigates how these
legends reflect the four principal modes of narrative
voice commonly recognized in narratology:

1. The authorial voice (author’s panoramic
survey),

2. The external narrator’s voice (dramatized
narrator),

3. The character’s internal voice (dramatized
mind), and

4. The dramatic or dialogic voice (pure drama).

Results and Discussion:

While the author constructs the language of any
literary work, scholars have observed that within the
composition of narrative discourse, two linguistic
layers frequently interweave: the language of the
narrator and the speech of the character. As G. Galbayar
has noted, “The language of a literary text, first and
foremost, expresses the distinct psychological and

personal traits of the individual who commands it.
From this perspective, literary language manifests itself
in two forms: the speech of the narrator and the speech
of the character. For instance, consider the following
excerpt: “Thereupon, Bold Van, the noble of the
Khorchin, said to Queen Mandukhai the Wise: Let me
kindle your hearth and claim your land..’ Queen
Mandukhai declared: ‘Would you, a descendant of
Khasar, dare to consume my sovereign’s legacy?
Would we, descendants of Khasar, lay claim to yours?
There stands a door that must not be opened, a
threshold that must not be crossed. As long as the child
of my sovereign lives, I'll never fall into your hands.’ In
this passage, expressions such as “Thereupon, Bold
Van, the noble of the Khorchin...” and “Queen
Mandukhai declared...” are instances of the narrator’s
or authorial voice. In contrast, the statements “Let me
kindle your hearth and claim your land” and “Would
you, a descendant of Khasar...” are, while composed
by the author, portrayed as the direct speech of the
characters Bold Van and Queen Mandukhai. These
lines, therefore, represent character dialogue within the
narrative structure. Narrator discourse serves to
emphasize the meaning and defining features of the
events being described, shaping the overall tone and
direction of the narrative. Character speech, in contrast,
functions to highlight the individuality, temperament,
and psychological profile of each character, often
revealing ideological and emotional nuances through
dialogue.This distinction between narrative voice and
character voice not only enriches the textual layers of a
literary work but also offers critical insight into how
historical and legendary narratives construct meaning
through the orchestration of multiple voices. For
example, in one episode, Lady H6 eliin arrives late to a
sacred feast and confronts the two noblewomen, Orbei
and Soqatai, who were responsible for distributing the
offerings. She reproaches them, saying: “ You say to
yourselves that Yisiigei Ba atur is dead, and as my sons
are not grown yet, you deprive me of the share of the
offerings to the ancestors, and of the sacrificial meat
and drink that have been left over. Isn’t this so? You
have come to the point of eating under my very eyes
without asking me to partake of the food, and of
breaking camp without so much as awakening me!’. At
these words the wives Orbei and Soqatai said:

“You are one for whom the rule holds

Nom to be called and given food;

You are one for whom the custom holds

To eat if she chances upon food;

You are one of whom the rule holds

Not to be invited and given food;

You are one for whom the custom holds

To eat if food comes by her.”™

2 Galbaatar, D. Theory of Literature: Theory, History, Criticism. Ulaanbaatar., 2012. P. 481

3 Galbayar, G. Lectures on Literary Criticism. Ulaanbaatar., 2002. P. 83

* The Secret History of the Mongols: A Mongolian epic chronicle of the thirteenth century. Translated with a
Historical and Philological Commentary by Igor de Rachewiltz. Vol.1. Netherlands: Brill’s Inner Asian library.

2004. P.17
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Lady Ho’eliin’s speech reveals the anguish and
resolute dignity of a widow left to raise orphaned
children, expressing both moral reproach and a plea for
justice. The retort of the two women, on the other hand,
is marked by disdain and haughty indifference,
showcasing their social arrogance and disregard. In this
exchange, character speech plays a crucial role in
articulating both emotional depth and social dynamics®.

In examining the interwoven voices of narrator
and character, scholars commonly categorize the
modes of narration according to the distinct functions
and tonalities of speech contributed by the author,
narrator, and characters. These are conventionally
classified into four primary narrative voices:

1. Author’s panoramic survey

2. Dramatized narrator

3. Dramatized mind

4. Pure drama (Bakhtin, 1981; Genette, 1980).

1.Author’s panoramic survey

This section focuses on the first category—the
author’s panoramic survey—as it manifests in
historical legends transmitted through classical
Mongolian chronicles.

The authorial voice operates from an omniscient
standpoint, positioned above the characters®,
orchestrating the unfolding of the narrative and
inserting subjective viewpoints—either explicitly or
subtly—into the speech and actions of the characters.
This style entails an author who not only narrates from
a distance but also intervenes in the narrative structure
as a quasi-directing consciousness. Such segments
often carry traces of the author’s ideological and
interpretive position embedded within third-person
narration’.

For instance, in Luvsandanzan’s chronicle The
Golden Summary of State Order (Anman mogu), the
following passage illustrates the author’s panoramic
narrative mode:

“Temiijin was born early, and when the spirit lords
issued the royal seal, a brownish bird perched above the
tent and cried out ‘Cinggis, Cinggis!” It was from this
cry that the name Cinggis Qa’an was bestowed, and he
was enthroned as qa’an (king). At the age of forty-five,
in the year of the Male Fire Tiger, he raised the nine-
legged white standard at the headwaters of the Onon
River and ascended the imperial throne.”®

Or again:

“Monglig of the Onggirat brought his seven sons
to join Jamugqa, delighted at their arrival, exclaimed, ‘A
people has come to me!” Ho’eliin Ujin, Qasar, Secen
Beki of the Jiiréen, and the Tayi¢i’uts all convened in
counsel and declared: ‘Let us hold a feast at the upper
Onon.” There, the mother Ho’eliin and the others
enthroned Cinggis Qa’an. They said: ‘He is of our own

5 Gaadamba, Sh. 4 Concise Theory of Literature.
Ulaanbaatar., 2020. P. 65

¢ Biligsaihan, Ch. Understanding. Ulaanbaatar., 2003.
P.38

7 Galbaatar, D. Theory of Literature: Theory, History,
Criticism. Ulaanbaatar., 2012. P. 174

blood, no different from us. Shall we stray toward
wrongdoing?’ Hé’eliin Ujin proclaimed:

Do not deem few the enemy’s host,

Nor think the venomous serpent harmless
Trust not those whose hearts lack truth.

The Sovereign then gave orders: ‘Qabtu Qasar,
guard the bow; Belgiitei, serve as herald; Qacigi, tend
the horses; Ot¢igin, remain at my side.” And when the
Jiirkin dug a pit covered with felt to deceive the qa’an,
Otcigin pulled him away just in time and seated him at
its edge instead.”

These examples reveal a narrative voice that holds
full knowledge of events, causes, and outcomes—
displaying the hallmarks of omniscient authorship. In
the legend explaining how Temiijin received the name
"Cinggis," the author directly intervenes by offering
information from an elevated observational standpoint.
The voice not only describes the bird’s cry as a
narrative trigger but also interprets its symbolic
meaning and historical consequence. Similarly, in the
episode involving Monglig and the seven sons, the
author does more than recount events: they convey
emotions (e.g., Chinggis's joy) and emphasize moral
alignment among characters through commentary and
direct quotation, reinforcing a top-down narrative
structure.

These authorial interventions structure the mythic-
historical narrative, imbuing it with both ideological
coherence and literary stylization. As such, the author’s
panoramic survey serves as a foundational narrative

strategy in constructing Mongolian legendary
historiography.
2. Dramatized Narrator: The Detached

Witness in Historical Narrative

The dramatized narrator is a narrative voice in
which the author delegates the responsibility of
storytelling to an externalized witness or intermediary.
This technique enables the author to withdraw from
direct commentary and instead present the narrative
through the lens of another figure—either a textual
source, a historical record, or an unnamed observer.
Mongolian literary scholar Ch. Biligsaihan notes: “In
the course of narration, when another agent emerges to
carry the burden of storytelling, the author retreats,
assigning narrative responsibility to that figure.
Especially in historical-style literature, portions of
chronicles or scripture are inserted using expressions
such as ‘It is written as follows’ or ‘One saw it thus,’
thereby shifting accountability to another and
distancing the author’s personal stance.”’

This narrative technique is frequently observed in
Mongolian historical chronicles, where the voice of a
dramatized narrator is invoked to mediate the
recounting of events. Through such a voice, the author
refrains from subjective judgment and instead

8 Luvsandanzan. Erten-ii qad-un iindiisiilegsen torii
yosun-u jokiyal-i tobcilan quriyagsan altan tobci
kemekii oruSiba. (Transcribed from Classical
Mongolian, introduction and commentary by Sh.
Choimaa). Ulaanbaatar: Soyombo printing. 2015. P.95
° Biligsaihan, Ch. Understanding. Ulaanbaatar., 2003.
P. 198
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highlights the perception or report of another character
or witness, often creating an air of objectivity and
factuality.

An illustrative example can be found in the
passage:

“Cinggis Qa’an's encampment was at Lake Argalt.
Fifty of his herdsmen remained behind in the camp and
were plundered. Ten were slain. It was said that the
Jurkins had committed the deed, and thus those left
behind at the camp reported it to Cinggis Qa’an.”'

Here, the phrase “it was said that...” (in
Mongolian: xs>m33H...3aaBaac) clearly signals that the
narrator is not asserting the truth directly, but rather
presenting the version communicated by others—those
who were eyewitnesses or survivors. This indirection
exemplifies the dramatized narrator’s voice, as the
author consciously steps back from the narrative
foreground and assigns the interpretive burden to a
third party.

Another case appears in the episode:

“One day, it was proposed to wrestling match Biiri
the wrestler against Belgiitei. Biiri, who was of the
Jirkin, had previously overpowered Belgiitei with one
hand and tripped him with one leg, bringing him down
with ease. The two were again paired. Though Biiri was
an undefeated man, this time he fell. Belgiitei, with
difficulty, pressed him down, climbed on his back, and
declared ‘Belgiitei conquers!” When Cinggis Qa’an
witnessed this, he bit his lower lip. Belgiitei departed,
and his two brothers seized Biiri, pulled him down, bent
his back, and broke it.”!!

In this passage, the phrase “it was proposed to
wrestling” (in Mongolian: OGapmwimyymrss X3M3I3B)
suggests that the decision to hold the match was not
made by the author or even necessarily by a named
agent within the narrative. Instead, the narrator
functions as a detached observer, relaying actions and
outcomes without overt evaluation. This non-
interventionist stance reinforces the dramatized
narrator’s position as a mediator of reported events,
rather than an interpreter or judge of character and
motive.

3. Dramatized Mind: The Voice of the
Character

The dramatized mind refers to the narrative mode
in which characters independently participate in the
unfolding events, revealing their inner worlds,
consciousness, and emotional states through their own
voices. Rather than being mediated by the author or an
external narrator, the thoughts, feelings, and attitudes
of the characters are expressed directly, allowing their
psychological depth and distinct personalities to

10 Luvsandanzan. Erten-ii qad-un iindiisiilegsen torii
yosun-u jokiyal-i tobéilan quriyagsan altan tobcCi
kemekii oruSiba. (Transcribed from Classical
Mongolian, introduction and commentary by Sh.
Choimaa). Ulaanbaatar: Soyombo printing. 2015.
P.104

"' Luvsandanzan. Erten-ii qad-un iindiisiilegsen torii
yosun-u jokiyal-i tobCilan quriyagsan altan tobci
kemekii orusSiba. (Transcribed from Classical
Mongolian, introduction and commentary by Sh.

emerge vividly. As literary scholar D. Galbaatar
explains, in this narrative strategy: “Characters enter
the action directly, and through their ‘voices,” their
states of mind are unveiled and their temperaments
discerned. These characters become recognizable to the
reader as though they were real people, their unique
voices perceptible.'?” He further argues that the concept
of the “character” or “hero” (baarap) in literature
should not be confined to main or secondary roles:

“In fact, there is no strict distinction between main
and minor characters in a literary work. A character
may fulfill their role entirely through a single word, a
single action, a single glance, or an instance of poetic
speech.”

This emphasis on concise but potent expression is
particularly relevant to traditional historical legends,
where characters often reveal themselves through short,
dramatic monologues or soliloquies that do not
necessarily involve dialogue or interaction with others.

A compelling example of the dramatized mind in
a historical legend appears in the episode involving
Cilger Boko, the brother of Ciledii. After Yisiigei
Ba’atar avenges the abduction of his wife Ogeliin by
seizing Bortii Ujin, he entrusts her to Cilger Boko.
Overwhelmed with shame and fearing reprisal from his
kin, Cilger flees, lamenting:

"To feed on scraps of skin

Is the black crow’s lot - yet

It was goose and crane

It aspired to eat.

I brutal and base Cilger, who laid my hand

On the noble lady,

I have brought disaster

On all the Merkit.

Lowly, base Cilger

1 have come to the point

That I shall lose my black head.

To save my one and only life,

1 wish to creep into dark gorges.

Who will act as a shield for me?

To feed on rats and mice

Is the buzzard'’s, that vile bird’s lot — yet

It was swan and crane

It aspired to eat.”!3

This monologue, rich in poetic imagery and
internal conflict, offers a direct channel into Chilger
Boko’s consciousness, revealing his guilt, humiliation,
and existential despair. There is no dialogue or external
narration to frame his words—the character stands
alone, unmediated, with his voice carrying the
emotional and ethical weight of the situation.

Choimaa). Ulaanbaatar:
P.106

12 Galbaatar, D. Theory of Literature: Theory, History,
Criticism. Ulaanbaatar., 2012. P. 69

13 The Secret History of the Mongols: A Mongolian
epic chronicle of the thirteenth century. Translated with
a Historical and Philological Commentary by Igor de
Rachewiltz. Vol.1. Netherlands: Brill’s Inner Asian
library. 2004. P.41

Soyombo printing. 2015.
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Such examples demonstrate how the dramatized
mind functions independently within the narrative.
Unlike dramatized narration or panoramic authorial
commentary, the dramatized mind does not aim to
describe or interpret the broader plot. Instead, it
illuminates the character’s subjective world, often
providing insight into the ethical tensions, emotional
burdens, and personal crises that shape the course of the
story.

4. Pure Drama: Dramatized Voice

The pure drama or dramatized voice refers to a
narrative technique wherein the entire story is
conveyed exclusively through the actions and dialogues
of the characters, without the intervention or
commentary of the narrator or author'*, In this mode,
the personality, emotions, and relationships of the
characters emerge organically through interaction,
allowing the narrative to unfold as if it were being
performed on stage. This narrative form restricts the
author from overtly intruding into the text with
subjective interpretation or explanation. Instead, the
plot and meaning are built through dramatic
presentation alone—rendering it one of the most
suitable techniques for crafting multi-layered literary
narratives, according to narratological theory.!®

Historical legends often contain examples of such
dramatization, where characters express themselves
through dialogue and conduct, revealing their inner
motivations and interpersonal dynamics without
explicit authorial commentary. A notable instance of
pure drama is found in the passage where Temiijin and
Jamugqa journey together, spending one or two years in
shared encampment. One day, they prepare to move
camps and, on the sixteenth day of the first summer
month, they relocate under a bright red full moon.
Riding at the front of the carts, and as they proceeded
Jamuqa said, “ ‘Sworn friend, sworn friend Temiijin,

Let us camp near the mountain:
There will be enough shelter

For our horse-herders!
Let us camp near the river:

There will be enough food

For our shepherds and lamb-herds!”

Temiijin, could not understand these words of
Jamugqa and remained silent. Falling behind, he waited
for the carts in the middle of the moving camp — then
Temiijin said to Mother Ho’eliin, ‘Sworn friend Jamuqa
said,

‘Let us camp  near the  mountain:
There will be enough shelter

For our horse-herders!
Let us camp near the river:

There will be enough food

14 Biligsaihan, Ch. Understanding. Ulaanbaatar: Urlakh
erdem. 2003. P. 199

15 Galbaatar, D. Theory of Literature: Theory, History,
Criticism. Ulaanbaatar., 2012. P. 131

16 The Secret History of the Mongols: A Mongolian
epic chronicle of the thirteenth century. Translated with
a Historical and Philological Commentary by Igor de
Rachewiltz. Vol.1. Netherlands: Brill’s Inner Asian
library. 2004. P.45

For our shepherds and lamb-herds!’°

I couldn’t understand these words of his, so I did
not give him any answer and decided to come and ask
you, mother.” Before Mother Hé’eliin, could utter a
sound, Lady Borte said, © Sworn friend Jamuga, so they
say, grows easily tired of his friends. Now the time has
come when he has grown tired of us. The words whish
sworn friend Jamuqa has spoken just now are,
therefore, words aluuding to us. Let us not pitch camp,
but while we are on the move, let us separate
completely from him and move further on, travelling at
night!>” /7

This episode exemplifies the pure dramatic form:
there is no explicit narrator to interpret or evaluate
events. The dialogue itself carries the narrative weight,
and the reader must infer the emotional undercurrents
and implications from the speech and behavior of the
characters alone. Phrases like “Temiijin and Jamuqa
rode together at the front of the cart” are presented
without authorial intrusion, simulating a firsthand
observational account. The author's narrative authority
is effectively transferred to the characters, whose
voices and interactions constitute the entirety of the
story. Such dramatized storytelling blurs the boundary
between fiction and reported reality, embedding the
narrative authority within the characters themselves
and giving the impression of a witnessed, rather than
constructed, event.

Another compelling example of pure dramatic
narration can be found in the episode where Cinggis
Qa’an is wounded during a battle with the Tayici’ud.
After receiving an arrow wound to the neck, Cinggis
Qa’an proclaims:

“ ‘When we fought at Kéyiten and, pressing each
other, were reforming our ranks, from the top of those
ridges an arrow came. Who, from the top of the
mountain, shot an arrow so as to sever the neckbone of
my tawny war horse with the white mouth?” To these
words, Jebe said, ‘I shot the arrow from the top of the
mountain. If now I am put the death by the Qa’an, 1
shall be left to rot on a piece of earth the size of the
palm of a hand, but if I be favoured,

For the Qa’an I will charge forward

So as to rend the deep river

So as to crumble the shining stone.

For him I will charge forward

So as to split the blue stone

In the place which I am told to reach,

So as to crush the black stone

At the time when [ am told to attack

Cinggis Qa’an said, ‘4 man who who used to be
an enemy, when it comes to his former killings and
hostile actions ‘conceals his person and hides his

'7 Luvsandanzan. Erten-ii qad-un iindiisiilegsen torii
yosun-u jokiyal-i tobCilan quriyagsan altan tobci
kemekii oruSiba. (Transcribed from Classical
Mongolian, introduction and commentary by Sh.
Choimaa). Ulaanbaatar: Soyombo printing. 2015. P.91
8 The Secret History of the Mongols: A Mongolian
epic chronicle of the thirteenth century. Translated with
a Historical and Philological Commentary by Igor de
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tongue’ — he is afraid. As for this one, however, he does
not hide his killings and hostile actions; on the
contrary, he makes them known. He is a man to have as
a companion. He is named Jirqo’adai, but because he
shot an arrow at the neckbone of my tawny war horse
with the white mouth, I shall call him Jebe and I will
use him as my jebe arrow’. He named him Jebe and
said, ‘Keep by my side!’”?

This passage exemplifies dramatized voice, where
the entire emotional and narrative content is conveyed
through character dialogue and conduct alone. Cinggis
Qa’an’s evaluative judgment of Jebe’s honesty,
courage, and martial spirit unfolds through their verbal
exchange, without requiring an external narrator to
interpret or guide the reader's perspective.

Here, the characters define one another: Jebe’s
fearless confession and solemn oath reveal his inner
values, while Cinggis Qa’an’s decision to rename and
retain him showcases his leadership and wisdom. The
author’s voice remains entirely absent—the narrative is
carried solely by the dramatized actions and words of
the characters.

This passage reinforces how pure drama functions
effectively within historical-legendary storytelling,
creating vivid characterizations and complex moral
evaluations through performative language rather than
narrative exposition.

Conclusion

The theory of narration is a fundamental literary
concept that explains how an author and narrator use
language to convey the sequence of events and depict
actions in a literary work. In Mongolian historical
chronicles and legends, various modes of narration
appear, among which the following four narrative
voices are most prominent: the author’s panoramic
survey, the dramatized narrator, the dramatized mind
(the hero’s voice), and pure drama.

An examination of these narrative modes in texts
such as The Secret History of the Mongols,
Luvsandanzan’s The Compendium of Early Khans’
Dynastic Rule, and Mergen Gegen
Lubsandambijalsan’s The Basic Chronicle of the Great
Mongol State reveals the following patterns:

e In legends like “The Legend of the Qasbuu
Seal” and “The Legend of Cilger Bokd’s Plot against
Temiijin,” the authorial voice predominates, with the
author controlling and overseeing all events and
providing information from an authoritative,
overarching perspective.

e In the narrative about Temiijin’s taking of
Borte Ujin, the speech of Cilger Boko serves as an
example of the dramatized mind, wherein the hero’s
voice reveals his character traits and inner disposition.

e Furthermore, the passage in which Cinggis
Qa’an, wounded during battle with the Tayi¢i’ud,
states, ‘When we fought at Kdyiten and, pressing each
other, were reforming our ranks, from the top of those
ridges an arrow came. Who, from the top of the

Rachewiltz. Vol.1. Netherlands: Brill’s Inner Asian
library. 2004. P.69

19 Luvsandanzan. Erten-ii qad-un iindiisiilegsen torii
yosun-u jokiyal-i tobéilan quriyagsan altan tobcCi

mountain, shot an arrow so as to sever the neckbone of
my tawny war horse with the white mouth?” and
Jirqo’adai, replying, “I shot the arrow from the top of
the mountain. If now I am put the death by the Qa’an, I
shall be left to rot on a piece of earth the size of the
palm of a hand, but if I be favoured, for the Qa’an I will
charge forward...” exemplifies the dramatized voice.
Here, the hero’s speech distinctly discloses his
character through direct dialogue rather than authorial
explanation.

Thus, by analyzing these distinct narrative voices
within Mongolian historical legends and chronicles
through the lens of narratology, it becomes possible to
gain a deeper understanding of the characters’ actions
and psychological makeup.
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