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KJIACCHU®UKAIIUSA ®OPM BBIPAKEHUSI TPAHCMEJIUAJTBHON
U XYJTOXKECTBEHHOM PENTPE3EHTAIIAU KA3BAXCTAHA B MUPE

Annomayusn. B nanHoii craThe MPOBOANTCS aHAIN3 (HOPM BEIPAKEHHS TPAHCMEHAIBHOM U Xy10/KECTBEH-
HOHM penpeseHTanny Kaszaxcrana B Mupe, mpejaraercst X KiacCH(QUKamus M PacCMOTPEHHE KITIOUEBBIX
XapaKTepUCTHK. PaccMaTpuBaIOTCS OCHOBHBIE IOAXOIBI K H3Y4YEHHIO TPAHCMEIHAIBHOCTH B KOHTEKCTE
COBPEMEHHOM KyJIbTYPBI, @ TAKXKE Xy 10’KECTBEHHBIE CPEJICTBA, UCIIOIb3yEMbIE ISl CO3/IaHUSI MHOTOYPOBHEBBIX
HappatuBoB. Oco0oe BHHMaHHWE yJeNseTcs B3aUMOJCHCTBUIO MEXAY pasIHYHBEIME MeauadopMaTaMu n
crioco0aM MX B3aMMOBIIMSIHUSL B IIporiecce pOpMHUPOBAHMS €MHOTO XY/I0)KECTBEHHOTO BBICKa3bIBaHMsI. [{enbio
PpaboTHI ABISIETCSI CHCTEMATH3AIINS CYIECTBYIOIINX ()OPM PEIPEe3EHTAINH 1 BBEISIBIICHHE NX POJIH B COBPEMEHHBIX
KyJIBTYpPHBIX NpakTHKax. L{enbro TaHHOM CTaTbU sBIISiETCS M3ydeHHe (OpM BBIPAKCHUS TPaHCMEANaIbHON
U XyJO)KECTBEHHOH pernpedeHtannu KazaxcraHa B Mupe, a Takke MX Kiaccuukarms. s TOCTHKEHHS
LeTH MBI PacCMOTPUM TEOPETHYECKHE IMOJXOAbl K HMOHMMAaHHWIO TPAaHCMEIUAIbHOCTH, INPOAaHAIM3HPyeM
NIPUMEpPBI M3 COBPEMEHHOI KyJIBTYpPHl U BBIAEINM OCHOBHBIE KaTeropuu (opMm pernpeseHTanuu. B nanHOM
HCCIIE0BAHNN HAC HHTEPECYIOT BCe (JOPMBI BEIPAXKEHHS TPAHCMEANAIBHON PeIpe3eHTallMi: TPaJAuIMOHHEIE,
mdpossle u THOpUIHBIE Meana. Bee onn o0beuHAIOT MeanadopMaThl, B3aHMOICHCTBYIOT MEXTy COO0U 1
HecyT (DYyHKIIMOHAJIBHYIO poJib B 00mieM Happatuse. Kitaccndukarys TpaHCMeIHAIBHON 1 Xy 10’KEeCTBEHHON
perpe3eHTanuy IIoMOoraeT JIydllle HOHATh COBPEMEHHBIE KyJIBbTypHbIE Mpouecchl. V3ydeHune 3THX SBICHUH
packpbIBaeT HOBBIE BO3MOXKHOCTH JUISl Pa3BUTHS HCKYCCTBA M KYJIBTYPHI B IIU(POBYIO IIIOXY.

Bnazooapnocmo: Hccrneoosanue punancupyemces Komumemom nayku Munucmepemea HayKu u 8bicuie2o
oopasosanusn Pecnyonuxu Kasaxcman (npoexm NeAP23489915 «Tpancmeouanvuas u Xyododxcecmeennas
penpezenmayus obpasza Kazaxcmana é cospemennoii Mupogoil Kyivmypey).

Knioueswie cnosa: Kazaxcran, TpaHCMeIHaIbHOCTD, MeaAHa(GOpPMaThl, Xy10)KECTBEHHAs PEIPE3CHTALIHS,
(heHomeH.
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KA3AKCTAHHBIH 9JIEMJIETI'l TPAHCME/IUAJI/IBI ) KOHE
KOPKEMJIIK BEUHECI HBICAHJAPBIHBIH )KIKTEJYI

Anodamna. byn makanana KazakcTaHHBIH oleMIeTi TpaHCMEIHAaIbIbl XKOHE KOPKEM/IK OeifHeciH Oinaipy
(opmanapsIHa Tangay jKacajasl, ONapasl )KIKTEY KOHE HETi3Ti CHUImaTTaManap/sl Kapay YCeIHbIIa sl Kasipri
3aMaHFBI MOJICHHET KOHTEKCTIHAE TPaHCMEIHAIU3M/Il 3epTTEy IiH HeTi3T1 Tocluuepi, COHIai-aK Kom JIeHreii
OHTiMenep jKacay YIIiH KOJJIAaHBUIATBIH KOPKEMIIK Kypaigap KapacThIPbUIALL. Op TYpii Meaua ¢popMaTTap
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apachIHAFBl ©3apa 9PEKETTeCcyre KOHE OJapAbIH OipTyTac KepKeM MoIiMIeMe KaJbINTACTBIPy MPOLECiHIe
e3apa acep eTy TocliepiHe epekie Hazap ayAapbuianbl. JKYMBICTBIH MaKcaThl-OeiHeney JiH KOJIAaHBICTAFbI
(hopmanapsIH Kyieney oHE OoJapAblH Kasipri MOJACHU ToXipuOenepzeri peiiH aHbIKTay. byn MakanaHbIH
MakcaTtbl KasakcTaHHBIH onemzeri TpaHCMeOHaibIbl JKOHE KOPKeMIIK OKUIAIriH Oinaipy HbICaHTapbhlH
3epaeney, COHAal-aK oJapAbl JKIKTEY OOJbIT TaObuIaAbl. MakcaTka JKeTy YUIiH 013 TpaHCMeIHaIbLIbIKThI
TYCIHYIIH TEOPHSUIBIK TOCUIACPIH KapacThIpaMbl3, Kas3ipri MOICHUETTIH MBICAJAAPBIH TaJIANMBI3 KOHE
OeiiHeney (opManapblHBIH HETi3T1 KaTeropsuiapelH Oeutinm kepceremi3. TpaHcMmenua XKoHE KOPKEMIK
Oeitneney opmanapbIH Taagay ©3eKTi MOICHN MPOLIECTEP MEH KEIISH i MyJIbTHMEAMSIIBIK K00aIapasl KYpy
MIPUHIMITEPIH TePEHIpeK TyciHyre bIKnai ereni. by 3eprreyae 0i3ai TpaHcMennaibabl OeiiHeneyaiH OapiIbIK
TYpPJIepi KBI3BIKTBIPAJABL: ASCTYPi, CAHABIK XoHE rHOpuATI Meaua. OnapasiH OapibIFsl Meaua GpopMaTTapsl
OipikTipeni, e3apa 9peKeTTECeAl JKOHE JKANMbl oHriMeae (QYHKUHMOHAIABI peJl aTKapaibl. TpaHcMennanbabl
JKOHE KOepKeM OelHeNneyiH JKIKTemyl Kasipri MOOCHM IpOLECTepAl JKakChl TYCiHyre kemekreceni. byn
KYOBUIBICTAp b 3epTTey HUDPIIBIK A3yip/Ie OHep MEH MOJCHHETTIH JaMybIHA )KaHa MYMKIHAIKTEp alla/bl.

Anevic: 3epmmey Kaszaxcman Pecnybnuxacvl Folnoim orcone scogapvl Oinim munucmpiieiniy Fouivim
KOMUmMeminiy  Kapocolianovipyvimer ocypeisinedi  (NoAP23489915 «Kaszipei anemdik  madeHuemmezi
Kazaxcman Oetineciniy mpancmeouansix #eane KOpKemoix penpeseHmayusaculy sHcoda aacbiHoaq).

Kinm co3dep: KazakcTtaH, TpaHCMeIHaIbIBLIBIK, Meana popMaTTapsl, KepKeMIiK OeiiHeney, KyOblIbIC.
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Classifying Forms of Expression of Kazakhstan’s Transmedial and Artistic
Representation in the World

Abstract. This article analyses the forms of expression of Kazakhstan’s transmedial and artistic
representation worldwide, proposing their classification and consideration of key characteristics. The main
approaches to transmediality’s study in the context of modern culture and also artistic means used to create
multi-level narratives are considered. Special attention is paid to the interaction between different media formats
and the ways of their mutual influence in the process of forming a single artistic statement. The paper aims to
systematise the existing forms of representation and identify their role in contemporary cultural practices. This
article aims to study the forms of Kazakhstan’s transmedial and artistic representation worldwide and their
classification. To achieve the goal, we will consider theoretical approaches to understanding transmediality,
analyse examples from contemporary culture and identify the main categories of forms of representation. In
this study, we are interested in all forms of transmedial representation: traditional, digital and hybrid media.
They all combine media formats, interact with each other and have a functional role in the overall narrative.
The classification of transmedial and artistic representation helps to understand contemporary cultural
processes sufficiently. Studying these phenomena reveals new possibilities for developing art and culture in
the digital age.

Acknowledgments: The research is funded by the Science Committee of the Ministry of Science and Higher
Education of the Republic of Kazakhstan (project NeAP23489915 “Transmedia and Artistic Representation of
the Image of Kazakhstan in Contemporary World Culture”).

Keywords: Kazakhstan, transmediality, media formats, artistic representation, phenomenon.

1. BBegenue
CoBpeMeHHas KyJIbTypa XapaKTepu3yeTcsi ”HTEHCUBHBIM Pa3BUTHEM TPaHCMEIHAIINH,

KOTOpasd MO3BOJIACT CO3AaBaThb CJOKHBIC U MHOI'OI'PAHHBIC XYJOXCCTBCHHBIC ITPOCKTHI,
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BOBJICKAIOIINE ayAUTOPHIO Yepe3 pazHooOpasHble Menuadopmatsl. TpaHcMenuanus He
TOJIFKO PACIIMPSET TPAHUIIBI HCKYCCTBA, HO M (POPMHUPYET HOBBIE CTIOCOOBI BOCIIPUATHS
W B3aUMOJICHCTBHSI C TPOU3BENCHUSMHU. XYJIO)KECTBEHHAs PEMPE3CHTANNs, B CBOIO
oyepenb, NPEAOCTABISIECT BO3MOXKHOCTh BHU3YaJIH3HPOBATh, KOHLENTYaIW3UPOBATh U
pediiekcupoBaTh HaJ KIFOYEBBIMH BOIPOCAMH COBPEMEHHOCTH. B3ammopelcTBue 3THX
IBYX (hpeHOMEHOB TpeOyeT riIy00KOTO aHaIM3a ¥ CHCTEMAaTH3aITHH.

TpancmenuanpHass penpeseHranus (transmedia representation) MoOHMMaeTcss HaMHU
Kak croco0 BBIpayKEHHs] HappaTHBa WIM KOHLEMIMK Yepe3 HECKOJIbKO MeanadopMaToB.
OCHOBHOE OTIMYHE TPAaHCMEAHUATBHBIX MPOCKTOB 3aKIOYACTCSI B TOM, YTO KKABIA U3
MeanagopmMaToB He AyONMpyeT conep’kaHue, a JOTOJHIET ero, co3faBas IENbHYI U
MHOTOCIIOWHYIO CTpYKTypy. l'eHpn J)KEHKWHC, OAMH W3 KIIOYEBBIX HCCIEAOBaTEICH
TpaHCMeIUalny, omnpeaenser e€ Kak Ipolecc, Npd KOTOPOM 4YacTH HappaTHBa
pacrpenenstoTcs Mo pa3HbIM MeauaruiatgopmaM TaKuM 00pa3oM, 4TOOBI Kakaas U3 HUX
Jierana YHUKaIBHBIA BKJIA B BOCTIpHsATHE 001Iel ncropun (Jenkins, 2008).

[Ipumeps! TpaHCMETUANBHBIX MPOSKTOB MOKHO HANTH KaK B MacCOBOM KYyJIBType, TaK
U B BBICOKOM HCKyccTBe. Hampumep, ¢panmmza «3BE31HbIC BOWHBI»Y BKIIOYAET B ceOs
q)HJII)MBI, KHUTU, KOMHUKCEI, BUACOUTPBI U CEpHUAJIBI, Ka)KI[BIfI M3 KOTOPBIX pacClIupsACT
OCHOBHOM croxeT. B KOHTEKCTe XYJI0KECTBEHHOW penpe3eHTalluu TpaHCMeauaius
WCTIONB3yeTCs JUIA CO3/IaHWsl TIPOCKTOB, WHTETPHUPYIONIUX JHTEPaTypy, BH3yaJbHOE
HCKYCCTBO, meppopMaHc U HU(POBBIC TEXHOIOTHH.

2. MeToabl U MaTepUAJIBI

OO6pa3 cTpaHbl B IHUTEpaType, UCKyCCTBE M MAacCOBOUW KyJIbType SBISETCS CIOXHBIM
(heHOMEHOM, KOTOPBIH (QOPMHUpYETCSs Ha MEPECeYCHHH HUCTOPHUYECKUX, KYIbTYPHBIX
U COIMaIbHBIX (hakTOpoB. [l ero aHanm3a W BBISBICHUS HCIOJB3YIOTCS Pa3IndHbIC
HUCCICAOBATCIBCKUEC METO/BI, Ka)KZIBIﬁ N3 KOTOPBIX BHOCUT Ba)KHBIN BKJIaJl B IOHUMAaHHEC
9TOTO MHOTOTPAHHOTO SBIICHUSI.

2.1. Metoanb! uccjie[0BaAHUs

CouMonornueckuii MeTo/l MO3BOJISAET W3Y4YHTh OOIIECTBEHHOE BOCIPHATHE CTPaHBI
yepe3 MaccoBbIE Menua, JUTepaTypHble NPOM3BEICHHS M XYJOXKCCTBEHHBIC perpe-
3eHTaIui. AHKETHPOBAHHUS M WHTEPBHIO BBIABIIIOT, KaK OMpEAENEHHBIE YePThI CTPaHBI
MHTEPIPETUPYIOTCS PA3HBIMH ayAUTOPHUSMHU.

Metona MHTEpKYIBTYPHOM TepMEHEBTUKN [TOMOTAET HCCIIE0BATh, KaK HAIlMOHAJIbHbIC
00pasbl BOCIIPHUHUMAIOTCS M QJaNTHPYIOTCSI B Pa3HBIX KYJIBTYPHBIX KOHTEKCTaX. DTO
0COOEHHO Ba)KHO B M3YYECHNHU TPAHCHAIIMOHAIBHBIX TEKCTOB M (PHITEMOB.

Ucropuko-pyHKITMOHATHHBI METO]] MO3BOJISIET pacCMaTpUBaTh 00pa3 CTpaHbl B JIH-
HaMUKE, BBISIBIISS, KAK OH MCHSIJICS HA TIPOTSDKCHUU BPEMEHU U I10]T BIUSTHUEM TTI00aJIbHBIX
coOpITHii. Hampumep, uctopuyeckue pomMaHbl M XPOHUKH (HOPMHUPYIOT MPEICTaBICHUSA
0 TIPOIIIIOM CTPAHEI.

WuTepmennansHbid aHanmu3 GOKyCHpyETCs Ha B3aUMOICHCTBUH TAKMUX Meia KaKk KHHO,
MYy3bIKa M KHBOIKCH, YYaCTBYIOIINX B CO3AaHUM LIEIOCTHOrO oOpasa. Bce aTu metonsl,
HpI/IMeHéHHBIC B KOMIIJICKCEC, IMO3BOJIAKOT HMCCICI0BAThH I‘JIY6I/IHy 1 HIOAHCBI BOCIIPUATUSA
CTpaHBbI, OTKPBIBAst €€ MECTO B MEPOBOM KyJIBTYPHOM TIPOCTPAHCTBE.
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2.2 MaTepuaJjbl UccjaeI0BaHUs

O0pa3 cTpaHbl Kak KaTeTOpHs KyJIbTYPHOTO H INTEPATYPHOTO aHAIH3a CTaJ IPEAMETOM
MHOTOYHCIICHHBIX JUCKYCCHI B TYMAaHUTAPHBIX HayKax. DTOT (PEHOMEH PaccMaTpUBACTCS
KaK MHOTOCIIOWHOE sIBJieHHe, (OPMHPYIOIIeecsi Ha MEepEeCeYCHUH HCTOPUH, KYIbTYDBI,
MOJUTUKY ¥ Meina. PasniuHble HCciie0BaTeN  MPETIOKIITN CBOH MOIXO0JIbI K U3yUSHHIO
ATOTO BOTPOCA, BRIpaXKas KaK MOJIEPIKKY, TaK U KPUTHUKY CYIIECTBYIOIINX TEOPH.

OnuH U3 NepBbIX BKIAI0B B U3yUeHHE 00pa3a CTpaHbl KaK TAKOBOTO BHEC (hpaHIly3CKHUN
uctopuk [Ieep Hopa, paspaboraBmmii koHuenuo «Mect namatu» (lieux de mémoire).
(Nora, Pierre (ed.), 1996). On yTBepkmana, 9TO KOJUIEKTHBHOE BOCIPHUSTHE CTPAHBI
co3/1aéTcs yepe3 CMMBOINIECKHIE TOUKH — TAMATHUKH, TUTEPATYPY, COOBITHS U KyJIbTYPHBIE
apredakTbl. DJTa Teopus Obula TOAJEpKaHA MHOTMMH KyJIbTYpOJIOTaMH, KOTOpBIE
MOTYEPKUBAIIM BaKHOCTh CHMBOJIOB B ()OPMHPOBAaHUH HAIIMOHATBHOTO CAaMOCO3HAHHMS.

B murepatypoBeneHun BKIA] B M3ydeHHe oOpasza crpansl caenan M.M. baxtun. On
paccMaTpHuBall HAIMOHATBHBIE 00pa3bl Uepe3 MPU3MY THATOTH3Ma, YTBEPIKIAs, 4TO JIF000H
TEKCT CO3AaET MPOCTPaHCTBO B3aumozencTsus KynbTyp (baxtun, 1979). Oapapn Caung,
B CBOIO odYepellb, B paboTe «OpHEeHTANN3M» KPUTHKOBAN 3alaiHble MPeICTaBICHUS O
Bocrtoxke, yka3biBas Ha UCKaKCHHsI, BEI3BAHHBIC KOJIOHUATBHBIM B3TIsiAoM (Caunn, 2006).
Ero Teopus BbI3Bana CIOpbl, OCOOEHHO CpeIH TeX, KTO paccMaTpvBaj HallMOHAJIbHBIE
00pa3bl Kak HelTpanbHble KynbTypHble Koabl (Sophie Basch, 2008:291-305).

OpHaKO HE BCE MCCIEAOBATENH COTIANIATNCH C BAXKHOCTBIO H3Y4YEeHHUs] 00pa3a CTpaHBbl.
Takue kpuTHKH, Kak OpHecT [emnHep, paccMaTpuWBaIM HaIMOHAIbHBIE OOpa3bl Kak
WCKYCCTBEHHbIE KOHCTPYKIIMH, CO3JaHHBIE I TOAJEPKaHUS IOJUTHIECKON WACH-
THuHOCTH. Ero mo3unums moguepkuBaja, 4To oOpasbl CTpaH 4acTo YNPOLIAIOT CIOKHYIO
peanpHOCTh U co3aatoT ctepeotunsl. (I'emnep, 2004).

CoBpeMeHHBIE YY€HBIE MpeUIaraloT HHTEPIPETHPOBATh 00pa3 CTpPaHbl  Kak
«BOOOpakaeMoe coodiecTBo». B gacTHOCTH, b. AHIEpCOH aKIEHTHPOBAT BHUMAaHHE Ha
ToM (hakTe, yTO HAMK (POPMHUPYIOTCS UePe3 HAPPATUBBI, PACIIPOCTPAHEMbIE JINTEPATYPOH
nmenua (Anaepcon, 2016). Xoiut, B CBOIO 0Yepeib, aKLIEHTHPOBaJl BHUMaHHE Ha ITpolieccax
KYJIbTYPHOH penpe3eHTallnd U WACHTHYHOCTH, YTBEPXKIasi, YTO HAIMOHAJbHBIE 00pa3bl
Bcer/ia KOHCTPYHUPYIOTCS B AMajore ¢ ApyrumMu Kynstypamu (Hall Stuart, 1989: 222-237).

Takum 00pazom, uzyueHne oOpasa CTpaHbl OCTAETCS MOJEM JAJISl AKTUBHBIX HAYYHBIX
nuckyccuid. OHM HcCiIeIoBaTeNl MOAYEPKUBAIOT €ro0 3HAYMMOCTh JJIsl HAIIMOHAIBHOTO
CaMOCO3HAHMS, IPYTHE — KPUTUKYIOT 32 CKIIOHHOCTh K YIPOIICHHUSM M CTEPEOTHITU3AIUH.
B menom ke, MBI cunTaeM, 4To M3ydeHHe oOpas3a cTpaHbl, B HameM ciaydae Kasaxcrana,
SIBJIICTCS. MEXIUCIUIUIMHAPHBIM W YPE3BBIYAMHO aKTyallbHBIM HAINPaBJICHUEM IS
COBPEMEHHBIX UCCIEJOBAHUM.

3. O0cy:xnenue

Hcroxm wmccrnenoBannii oOpaza CTpaHbl B XY/0KECTBEHHOH JUTEpaType OTCHUIAIOT
K PAacCMOTPEHHIO JIOKAJIbHBIX TEKCTOB, MMCIOMIMX NaBHHWE HAay4YHbIC TPaJULMU B JIH-
teparypoBenenuu. ([{rocekenes, 2018:366-368) u3yuaeT «ka3axCKUil TEKCT» KaK OOBEKT
TpaHCTpaHWYHOCTH. Haxomsich B TOJE€ WMAaroJoTWd, WCCIENOBATENNM OTMEYArOT, YTO
pa3zpaboTka TpOOIEMBl KyJbTypHOTO [IHANOTa, BOIUIOMIEHHOTO B XYJ0KECTBEHHBIX
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TEKCTaX, CONMpPSDKEHA ¢ PACCMOTPEHHEM (YHKIMOHAIBHBIX (HOPM B TPaHCHAIMOHAIBHOM
IoJe.

K gacTo Bo3HHKaromuM 00pasam, CBI3aHHBIM C Ka3aXCKOI MEHTAIbHOCTBIO, OTHOCSITCS
MPUPOAHBIE KOHUENTHL. DTy mpobiemy uccieayer I1. AnexceeB. ['maBHBIN Bompoc ero
HAYYHBIX M3BICKAHUH 3aKIIF0YAETCsI B BHISIBJICHUHN (PEHOMEHA M TIPOCIICIKMBAHUS IBOIOIIH
PYCCKOTO OpHEHTaIM3Ma B IO3JHEUMIIEPCKUM IEPHO PYyCCKOM CIOBECHOCTH (AJEKcees,
2021:129-144).

O6pa3 Kazaxcrana CKBO3b NpHU3MY €BPONEHCKOW JHMTEpaTypbl HaXOAMM B HCCIe-
nosanusix LK. CarnaeBoii, pycckoit — K.III. KepeeBoii-KanagpueBoii, BeHrepckoin —
C.B. AnanneBoii u B. BerBapm (AnanbeBa, Bersapm, 2022), B KOTOPBIX OOpaIieHo
BHUMAaHHE HA HCIOJb30BAHUE aBTOPAMHU CPEICTB XYAOKECTBEHHOW BBIPA3UTEIBLHOCTH
Ka3axcKoro Qonbkiopa u nureparypsl. M.O. Ay330B rOBOPUT O B3aMMOCBSI3H TBOPUECTBA
Y. BammuxanoBa u @.M. JloctoeBckoro (Aya308B, 1961). M.U. ®erucos, C.B. Ananbesa,
D.b. CarnnraeB (AnanneBa, Carunrae, 2022), C.C. Llaperopoamesa (Llaperopomresa,
http://grebensch.narod.ru/) paccmarpuBaroT mpoONeMy eBpasMHCTBA B  PYCCKOH
muteparype; ©.C. Ddenaues obpamaercss K BONPOCY CBSI3M HAMOHAIBHOTO CO3HAHMS H
nuteparypsr; [.C. Ymaposa (Ymaposa, 2012) moguepkuBaet cBsi3b TBoOpuecTBa B. [lams u
Ka3aXxCKOI'0 HaIlMOHAJIbHOTO CaMOCO3HaHUsL. Perpe3enTanus oOpa3a KOUeBHUKA B PyCCKOM
OOIIECTBEHHO-TIOJIUTHUECKONW JIUTEpAaType dYepe3 PELEHMI0 «HEIMBUIM30BAaHHOCTI,
«aukoctny» npeactaet B HayuHoM uccnegoannu O.E. Cyxux (Cyxux, 2007). O B3auMHOK
CBSI3M MeXay 3amajoM 1 BOCTOKOM Kak mpoliecce caMOOTOXIECTBICHUS Yepe3 JIpyroi
00BEKT, TO €CTh HEIOCPEICTBEHHO depe3 cpaBHEHHWE, paccyxmaer M.X. MamaHoBa
(Magmanosa, 1990). O mpoGsiemMe MHOHAIMOHAJIBLHOTO B PYCCKOM JIMTEpaType MHUILYT
JL.LH. Cap06armu (Cap6ar, 2013), C.B. AnanbeBa (AHaHbeBa, 2024) u np.

Hayunble COTpyAHMKM OTJE€lna MHMPOBOHM JIMTEPATYphl W MEXAYHApPOJHBIX CBS3EH
HuctutyTa nmurepaTtypsl B uckycctBa uM. M.O. Aya3osa IlI. Eneykenos, C. Ananbena,
b. Mawmpaes, A. EcemxanoB, A. Xampae, A. MamakoBa U JIpyrue B KOJUJIEKTUBHOU
MoHorpaduu «MHTerpannoHHple TPOLECCHl M Ka3axcKas JHUTepaTypa» MpelcTaBHIIH
BCECTOPOHHUH aHAJIM3 COBPEMEHHOTO COCTOSHHS Ka3aXCKOW JMTepaTrypbl Iepuoja
HezasucumocTn. B MoHOTpadmnm packpsIBacTCs BOIPOC 0 TOM, Kak JiutepaTypa Kazaxcrana
BOCIIPHHUMAETCS 32 py0eKOM U KAKMM 00pa30M OHa MHTEIPUPYETCS B MUPOBOE KYJIbTYPHOE
coo0mrecTBO B KoHTeKcTe rinobdanuzanun X X—XXI BekoB. DTOT npoliecc paccMaTpuBaeTcs
KaK €CTECTBEHHAs M 3aKOHOMEpHAasi PeaKIusi Ha TT00albHbIe N3MEHEHUSI 1 B3aUMOCBSI3b
KYJIBTYp, OH «3aKOHOMEpEH MU oueBuaeH». (MHTerpalMoHHbIE NMPOLECCHl U Ka3axcKas
muteparypa, 2011:5).

BaxxHpIM 3Tanom B pa3BUTHH «Ka3aXCTAHCKOTO TEKCTa» cTano u3gaHue MHcTUTyTOM
nuTepaTypsl 1 uckyccta uM.M.O. Ayr30Ba coBMeCTHO ¢ KOryMOMICKUM YHUBEPCUTETOM
AHTOJIOTUH Ka3aXCKOH P03kl ¥ 1033uH « The Stories of the Great Steppe» (2013) u «Summer
Evening, Prairie Night, Land of Golden Wheat. The Outside World in Kazakh Literature First
Edition» (2016). AHTONOTMY IPEACTABUIIN IIUPOKOH ay TUTOPUH OOTaTCTBO JIUTEPATYPHOTO
Hacnenus Kazaxctana v 3aJ10)KMIIH OCHOBY JUIsl (POPMHUPOBAHUS TEOPETUYECKOTO acTIeKTa
TaK Ha3blBAEMOI'0 «Ka3aXCTAHCKOI'O TEKCTa» B MHPOBOH nureparype. HoBble m3manus
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IPUMEHSIOTCS B KadecTBe yueOHbIX nmocoOuii B yauBepcuterax CIIA, cTyneHTsr KoTo-
peix wum3ywaror Kaszaxctan wu kasaxckyro swurepatypy» (Kaszaxcko-amepukaHckue
JUTEpaTypHBIE CBA3U: COBPEMEHHOE COCTOSIHUE U TIepcrieKTuBsL, 2016:5).

Takum 00pa3oMm, JaHHbIE PaOOTHl CBHIETEILCTBYIOT O CTPEMJIGHHHM Ka3aXCKOU
JTUTEpaTyphl HAWTH CBOE MECTO B MHUPOBOM KYJIBTYPHOM IPOCTPAHCTBE, IEMOHCTPUPYS
YHHUKaJIbHOCTh Ka3aXCKOM MAEHTMYHOCTH Yepe3 XyHO)KECTBEHHOE CIIOBO M KYJbTYPHOE
HacJeue.

4. Pe3y1bTaThl HCCIeI0BAHUS

Xyno)KeCTBEHHAs] PpEeNpe3eHTalusl HWrpaeT KIOYEeBYI0 pOJb B TPaHCMEIUAIBHBIX
IIPOEKTAX, TaK KaK MMEHHO OHa 00ECIEYMBAET BHIPA3UTEIBHOCTh M COAEPIKATEIBHOCTD
Ka)XI0ro U3 2JEMEHTOB. PacCMOTpPUM OCHOBHBIE BHJIBI XYA0KECTBEHHON PENpe3eHTalnn
obOpaza Kaszaxcrana B MHPOBOM KyJIbTYpHOM MpocTpaHcTBe. Hamu mnpeanaraercs
S KJIaCCU(HUKAIMOHHBIX ()OPM perpe3eHTAIlMK 00pa3a HallleH CTpaHbl:

1. BU3yasbHas penpe3eHTarus,

2. HappaTHBHas penpe3eHTaIus,

2. nepdopMaTUBHAS PEIIPEe3CHTALNS,

4. 3ByKOBas penpe3cHTAITHS,

5. KyJIbTypHasi IaCCUOHAPHOCTb,

1. Busyanvnas penpezenmayusi:

BusyanpHast penpesentanms oOpa3a Kazaxcrana 3a py0ekoM HrpaeT BaKHYIO pPOIb
B (OPMHMPOBAaHMM NPEACTABICHUNA O cTpaHe Ha riiobOanbHOW apeHe. OHa OXBaThIBACT
pa3iaMyHble aCHEeKThl BH3YyaJM3alMM. OTHU JIEMEHTHI, BBIPA)KEHHBIE 4Ye€pe3 HMCKYCCTBO,
KHMHO, CO3/Ial0T MHOTOTpaHHbIN U yHUKaIbHBIA 00pa3 Kazaxcrana B Mupe.

KazaxcTan accoruupyercs ¢ BeTHIueM CTeIei, TOpHBIX MaccuBOB Antas u Tstab-111ans,
MCTBIHAMU M 03épaMu. BusyanbHble H300paskeHUs IPUPOJBI, TAKHE KaK IUIATO Y CTIOPT,
kaHboH YapbiH, min 03epo bypabaii, 4acTo cTaHOBSTCS CUMBOJIAMH CTPaHbl. DTH MEH3aXKH
npencrarieHbl B Qororpadusx Amanasl Matuc (Amanda Mathis) — amepukaHckas
XyJIOKHUIIA, paboTaromias B )kaHpe GpoTorpaduyeckoii v )KUBOMTUCHON JOKYMEHTATNCTUKH.
Maruc co3maéT KapTuHbBl U (HOTOCEPHH O CBOMX IYTELIECTBHUSX, BKIIOYAs MOE3IAKY IO
Kasaxcrany, rae oHa 3amneuatiiena npupoay, HHAYCTpUAIbHbIE NMEii3aKU U COBPEMEHHbBIE
TOPOJICKHE CIIEHBI, Iepe/jaBas yHUKaIbHOE 04apOBaHHE KOHTPACTOB 3TON CTPaHbI.

Xynoxauk AoOnycamatr Kapumos, HeiHe mnpoxuBatonmii B CIHA. m3obpaxaer
OeckpaiiHue CTenHu, 3aCHEKCHHbIC BEPILIMHBI rop, 03¢pa M HycThIHM. B ero paborax
MpUPOAA TMPEACTAaBICHA HE TOJBKO KaK ()OH, HO M KaK CAMOCTOSITEIBbHBIA MEPCOHAK,
HaJIeIIEHHBIN )KU3HBIO U XapakTepoM. [leli3aku XyJ0/KHUKA BbI3bIBAIOT UyBCTBO FTAPMOHUHU
Y BEIUYHA, MOAYEPKHUBAs KPAcOTy Ka3zaxCTaHCKOHM 3emin. OMHOW M3 HEHTPANbHBIX TEM
B paborax KapumoBa SIBISIOTCS Ka3axCKHE TPAaAWLUH. XYJOXKHHUK HM300pa’kaeT CLCHBI
U3 KU3HH KOYEBHUKOB, NMPa3JAHUKH, IOPThI, HAIlMOHAJIBbHBIE KOCTIOMBI M OOBIYaW. DTH
3JIEMEHTHI CITy KaT JUId COXpaHEeHUs U IOy Ipu3aluy KyIbTypHOro Hacineaus Kasaxcrana.
Onm momoraroT c(opMHUpOBaTH TO3UTHBHBIN 00pa3 CTpaHbl, 3HAKOMS 3pUTeNel c eé
OoraTblM HacjeOUEeM U COBPEMEHHBIMH JOCTIKEHMAMHU. Ero kapTuHbl — 3TO HE MPOCTO
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XYJI0’)KECTBEHHOE BBIpaKEHHE, HO M BKJIJ] B COXpaHEHHE HAI[MOHAIbHON MJIEHTUYHOCTH
B IJI00QTM3UPOBAHHOM MUPE.

CrnemyeTr oTMeTUTh, uTO 00pa3 KaszaxcTaHa MIMPOKO pacrpoCTpaHEH B XYy/I0KECTBEH-
HBIX (prIbMax u cepuanax.

Kazaxcran u ero mcropuyeckoe, KyJabTypHOE M TeorpaUueckoe Hacieaue MOpoH
CTaHOBSATCS YACTHIO CIOJKETa POCCUHCKIX CEPHATIOB, TAKUX KakK « Kanawinukoe» v «Kapnaey.
OTU OPOEKTHI NPEIaraT pa3InuHoe BUACHUE CTPaHbl, 324acTyIO aKIICHTUPYS] BHUMaHUE
Ha e€ HCTOPUYECKHX aCleKTax U MPUPOJHON YHUKAIBHOCTH.

Poccuiickuii cepuan «Kanawnuxosy (2020), mocsaméHHbI Ouorpaduu Muxauia
Tumodeesnua KamamaukoBa, co3matens jereHmapHoro aBromata AK-47, Bkmroudaer
AMU30/1bl, cBsi3aHHBE ¢ Kaszaxcranom. MoONOAOCTh KOHCTPYKTOpa IPONUIA B TIEPHOT
CChUIKH ero ceMbH B Kazaxcran, kyaa B 1930-e rosbl oTHpaBisuin pacKyladyeHHbBIE CEMBU.

B sTom konTekcTte 06pa3 Kazaxcrana mpescTaBiieH uepe3 CypoBble, HO )KMBOITHUCHBIE
CTeTH, KOTOPhIE CHMBOJIM3UPYIOT KaK TPYTHOCTH, TaK M BEJTMYNE Ka3aXCKON 3eMITH. AKIIEHT
JIeJIaeTCsl Ha JKU3HB TIEPECENICHIICB B YCIOBHSIX CCHUIKH, MTOKa3bIBAIOTCS Ka3aXCTAHCKUE
noceneHust U yknan >ku3Hu B nepuon 1930-x romos. KazaxcTan BpICTyHaeT HE TOJBKO
MECTOM JIEUCTBUS, HO U CUMBOJIOM UCIIBITAHUM, Yepe3 KOTOPbIE IIPOLIEI IVIaBHBII T'epoil.

«Kapnae» — 210 poccuiickuii cepual, MOCBSAIIEHHBIA UICTOPUH OJHOTO U3 KPYTHEHUIIIUX
narepeii I'YJIAI'a, Kapnara (KaparanamHCKOro HCIpPaBUTEIbHO-TPYAOBOIO Jiareps),
pacnonaraBiierocas Ha Ttepputopun Kaszaxcrana. Cepuas 3aTparubBaeT Tparudeckyro
CTpaHUILy UCTOPUH, CBSI3aHHYIO C MAaCCOBBIMH PENPECCUSIMH, IETOPTAMSIMUA U CyAb0aMu
3axmou€HHbIX. Cepuan neMoHCTpupyeT tepputopuio Kazaxcrana kak gacth CoBeTcKoi
cucreMsl ['YJIAT'oB. Iloka3aHbl peanuu >KM3HHM B Jarepe, »KECTOKHE YCIOBUS TpyJaa U
CTpasiaHMsI 3aKII0UEHHBIX. Ka3zaxcTan cTaHOBUTCS CUMBOJIOM TPAarn4ecKou Cyb0bI THICSY
mozed. CTenHble ei3aKu Co3/1at0T aTMOC(epy U30JSIUA U OJIMHOYECTBA, MOTYEPKUBAsT
TSOKENBIE YCIOBHS KU3HU B JIarepe.

ONU30AMYECKN YITOMHHAIOTCS Ka3axW, WX TPATUINH, OBIT M B3aMMOJICHUCTBHE C Tie-
peceleHlaMl M 3aKII0YEHHBIMHU. Yepe3 3TO MpPOCIIEeXKHUBAETCS TeMa CTOJIKHOBEHHS H
COCYIIIECTBOBAHMS Pa3HBIX KYJIbTYP Ha OJTHOW TEPPUTOPHH.

O6a cepnana B MepBYyI0 Odepeab MpeAcTaBIsAioT KazaxcTaH Kak MECTO, CBS3aHHOE
¢ TSDKENOM UCTOpHUEH, — CChUIKaMU, JarepsiMi U perpeccusiMi. DT 00pa3bl GOPMHUPYIOT
Bocrnpusitue Kaszaxcrana depe3 mpusMy coBeTckoro mnpouutoro. Ilpupona u xnmumar
Kazaxcrana yacto n300pakatoTcsi Kak CypoBbIe, yCUITUBAs IpaMaTi3M UCTOPHIA.

Poccuiickue cepuansl «Karawnuxkos» u «Kapnazy orpaxarotr KazaxcraH B OCHOBHOM
Yyepe3 UCTOPUYECKUN U TeorpaduuecKuil KOHTEKCT, aKIEHTHPYSI BHUMaHUE Ha TSKEITBIX
CTpaHMIaX ero mnpounioro. O0pa3 cTpaHbl B HUX JOBOJILHO OHOOOKHIA, COCPEJOTOYCHHBIN
Ha COBETCKOM OIIbIT€, M 3a4acTyl0 HE IIOKa3bIBaeT OOrarcTBO €€ KyJIbTypHOTO U
HaIMOHAIBHOTO PAa3HOOOPa3HSL.

2. Happamuenas penpeszenmayus.

HappatuHnas penpesenrtanust oopasza Kazaxcrana B MUpOBOH JIMTepaType MHOTOTpaHHa
W MHOTOCIIONHA. DTO HE TOJBKO reorpaduyeckoe Ormiucanue, HO U ITyOOKOe OCMBICIICHHE
WCTOPHUH, KYJIbTYpbl W COIMAJIBHON peambHOCTH cTpaHbl. Kazaxcrtan, ¢ ero OoraThiM
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HMCTOPUYECKUM M ATHUYECKUM HACIIEIHEM, YacTO M300paXkaeTcs Kak MECTO MepecedeHnit
KYJIBTYP U HAPOZOB.

W3BectHbIi yueHsid E. AOQyBamuTOB MOJYEPKUBAET, YTO 00pa3 ObITa W KyJIbTYPHI,
TOCTEIIPUUMCTBA, JOOPOMYLIHMsS Ka3axCKOTO Hapoja, KpacoTa IOpoAOB, TOp M XOJIMOB
KazaxcTtana crpaBemInBO OTpakeHBI B MPOM3BEIACHUSAX y30eKckmx mmcatenei. Cpemn
HUX MOXKHO Ha3BaThb Takue HMMeHa W npomsBeneHus, kak M. Ilaiixzoma «KamOyn»
(«dxam0Oymn»), FO. Xammama «Mxku mewsp» («/IBa cruxorBopenus»), H. Hap3ymmaesa
«Menunr Kozorucronnm» («Moti Kazaxcran»), O. UcmounnoBa «Men xam Ko3oructoH
Vrmuman» («S Toxxe cbra Kazaxcranay) (AomxyBanutos, 2008: 62-63).

AHTJIOS3bIYHBIE aBTOPBI, MUUIYIIME O TOCTCOBETCKUX CTpaHax, MOTYT YIOMHHATb
KazaxcraH B KOHTEKCTE WIMPOKUX TEONOJMTUYECKUX HM3MEHEHHH, JKOHOMHUYECKHX
[IEPEX0/I0B U COLMAIBHOM peanbHOCTH nocie pacnana Coserckoro Coro3za.

Tumotu JIx. xouncon B mpousBenennn «The Land of the Green Man» ymomuHaeT
Ka3axCKyl0 KyJBTYpy M TpaJullMd B KOHTEKCTEC HCCIICJAOBaHUS HKOJOTMYECKHX H
KYJIbTYPHBIX H3MEHEHHI Ha IMOCTCOBETCKOM MPOCTPAHCTBE.

[Tutep Xo06c B pomane «The First Law of Thermodynamics» (201 1) taxxe oOpariaercs
K oOpasy KaszaxcTaHa B KOHTEKCTE COIMAIBHBIX W TOJUTHYECKUX IEepPEeMENIeHHH Ha
MIOCTCOBETCKOM IPOCTPAHCTBE.

[Tosb Tpeasemn B mpousseneHun « The Shadow of the Wind» rooput o Kazaxcrane kak
BaKHOM JIEMEHTE B CJIOKHOM KapTuHe LleHTpanbHoil A3un uepes npu3My MOJUTHYECKUX
W UCTOPHUYECKUX COOBITUH pEernoHa.

s nucatenelt, nokuHyBIIMX KazaxcTaH, ero penpe3eHTanus yepe3 HappaTuB MOXKET
(hOKyCHpOBAThCS HA TEME YMHUTPALIUK, YTPAThl POJMHBI M IOMCKOB HOBOW MICHTHYHOCTH.
B Takux mpomsBenenusx KazaxcTaH yacTo mpejicTaBisieTcss KaK MECTO HOCTAJIBIHH, HO
OJTHOBPEMEHHO M KaK CTpaHa ¢ KOMIUICKCHBIM UCTOPUYECKUM (POHOM, KOTOPBIH TSHKEIO
ocraButh no3au (E. 3eiidepr, A. llmuar, JI. KocreBuu u ap.).

3. llepcpopmamusnas penpesenmayus:

TeatpanbHbie mocTaHoBKa «Jlom ayxoB» (1o pomany Mcabenb AJbeHJIE) HE MOJTHOCTHEO
nocsimena Kaszaxctany, oHa 3aTparvBaeT TEMBbl NMEPEMEUICHUS W M3THAHUS C TOHKON
OTCBUIKOH K OoJiee mupokomy onbITy LleHTpanbHoit A3uun, BKitovast Kazaxcras.

Crekrakib «Nomadic Journeys» (International Performance Art, English-language)
OBLIT OCTABJICH KaK YacTh MEX/IyHAPOTHOTO KYJIBTYpPHOTO OOMEHA U UCCIIEAYET HACIIeIue
Kazaxcrana depes neppopMaTHBHBIC CPEJICTBA, TAKHE KAK TaHEl], My3blKa M BU3yaJbHbIC
anemeHThl. «Nomadic Journeys» ITOCBSIIEH TpaauIlU KOYEBHUKOB M KYJIbTYPHBIM
nporeccam, npoucxoasmym B Kazaxcrane, ¢ poKycoM Ha HOMaM3M KaK BaXKHBIH acTIeKT
HaI[MOHAIBHON HJICHTHYHOCTH.

«Kazakhstan: The New Silk Road» (International Production) — mocraHoBka, ocHO-
BaHHas Ha uctopun KazaxcraHa kak Ba)KHOTO TOPTOBOTO U KyJIETYpHOTO IIEHTPa B paMKax
Benukoro IlIénkoBoro myTH, coyeTaeT 3J€MEHTHI TeaTpa, My3bIKH M BHUAEC0aPTOB. DTOT
CIEKTaK/Ibh OBLI MOKa3aH Ha Pa3jMYHBIX MEKIYHAPOJHBIX IUIOIMIAJKAX W TPEICTABISET
Kazaxcran kak BaXKHbIH 3J€MEHT TJI00aJIbHOM KYJIBTYPBI M HCTOPHH.
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Bce 3Ti mocTaHOBKHM ITOMOTAOT 3aMaJHOM ayIUTOpHH IiTy0ske MoHATh KazaxcTraH Kak
CTpaHy C YHHUKaJIbHOW HCTOpPHEN, KyJIbTYpPOH M HAallMOHAJIBHBIMHU TPAJULMIMHM, a TAK¥KE
MTOTYEPKHYTH €r0 MECTO B TII00aIbHOM KOHTEKCTE.

4. 38ykosas penpezenmayus

My3blka UrpaeT BaXHYI0 pojib B (DOpMHUpOBaHMM 00pa3za CTpaHbl Ha MHMPOBOM
apene. Kazaxcran Onarojapsi TalaHTJIMBBIM apTHCTaM MPOYHO 3aKPEruwyl CBOE MECTO
B MEXJIyHapOJHOU My3bIKJIBHON HHyCTpuu. Hayasio 3Toro my T Mosoxuia JIereHaapHas
Po3a PriMbaeBa, a coBpeMeHHOE ITOKOJICHHE apTUCTOB, TakuX Kak MiManOek, CKpUTITOHHUT
n rpymna «Mpuna KaiiparoBHa», mpomomxkaer e€ neno, GopMHUpys NWHAMAYHBIA H
MHOTOrpanHblii 00pa3 Kazaxcrana.

Po3a PrimMOaeBa, mpusHaHHas «30y0TBIM TojiocoM Kaszaxcranay, crana IepBbIM
KPYITHBIM MY3BIKAJIbHBIM IIOCJIOM cTpaHbl. E€ mobenpl Ha MeXIyHapOIHBIX KOHKypcax U
HCTIOJIHEHHE TIECEH Ha Ka3aXCKOM SI3bIKE IPOAEMOHCTPUPOBAIN OOraTCTBO M CAMOOBITHOCTD
Ka3aXCKOH KyJIbTYpBl, CO3/IaBasi OCHOBY JJIi COBPEMEHHOI'O MY3bIKaJIbHOI'O HACIENS.

Bceemupno uzBectHbiit J{umarn KynaitbepreHoB HCIIOMHMII TPAaIUIIMOHHBIE Ka3aXxCKUe
IIECHHU, Takue Kak «Jauouoay» n «Camanmayy, Ha NPECTHKHBIX KOHKypCaXx, BKJIIOYAs
KUTalCKu TpoekT «I Am a Singer» DT BBICTYIUIEHHS MO3HAKOMMIIM MEXAYHApOJHYIO
ayJUTOPUIO C MEIOJUYHOCTHI0 M OOTaTCTBOM Ka3aXCKOM MY3bIKaJbHOH TpaJWIH.
Ero wucnonHenume NPOHUKHYTO TIyOOKUMH SMOIMSIMM, YTO TIO3BOJIMIIO 3PHUTENSAM
MIPOYYBCTBOBATh TyITy Ka3aXCKOM My3bIKH, Ja)Ke €CJIM OHH HE TIOHUMAIIH SI3bIKA.

NmanOex 3eiikeHOB, CTaBLINI MIEPBBIM Ka3aXCTAHIIEM, BEIMTPABIINM npeMuto Grammy
3a peMHKC Ha MecHI0 «Rosesy, BbIBen Ka3zaxcraH Ha MUPOBOH ypOBEHb B JKaHPE SJIEKTPOHHON
My3bIkH. ET0 ycmex mokasall, 4To TaJaHT M3 HEOOJBIION CTpaHbl MOKET OKOPHUTH BECh
Mup, cpopmuposas 00pa3 KazaxcraHa Kak HCTOUHUK HOBBIX MY3BIKAIbHBIX TPEHIOB.

I'pynma «Mpuna KaiipaToBHa» crama (EHOMEHOM COBPEMEHHOW Ka3aXCTaHCKON
KYJBTYPBI, TOKOPUB HE TOJILKO MECTHYIO ayJJUTOPHUIO, HO U MEKAYHAPOIHbIE TUIATPOPMBL,
takue kak TikTok. Mx xwutel, Bmrouas «Kowxowcatiistyy u «Tel kmo makou?», odpenu
BUPYCHYIO IOMYJIIPHOCTb Oarogapst SIpKUM TEKCTaM, COYETAHWIO HalMOHAIBHOTO
Kosoputa u coBpeMeHHOM »screTukd. TikTok cram MOIIHBIM HMHCTPYMEHTOM JUIS
MPOJBI)KEHUSI UX TBOpPYECTBA: MMJUIMOHBI TOJb30BaTENIe CHUMAIOT BUAEO TMOJ HX
MY3BIKY, Jesas e€ y3HaBaeMoii 1o BceMy MUpy. [lomynspHOCTb TpyMITbl A€MOHCTPUPYET,
YTO Ka3aXCTaHCKasl KyJIbTypa MOXKET OBITh MOJHOM, aKTyaJbHOM M BOCTpeOOBaHHON Ha
r7100aJIbHOM ClLIEHE.

Annme «Beck: Mongolian Chop Squady (2004) He siBIsieTCSs! IPSIMBIM IIPOU3BEICHHUEM,
nocBAERHBIM Ka3axcraHy, 0OJTHaKO B OJTHOM U3 CFOKETHBIX JIMHUM COJEPIKATCS SJIEMEHTHI,
CBSI3aHHBIC C 00pa30M ITOU CTpaHbl. DTH YIIOMHUHAHUS TIOMOTAIOT cPOPMUPOBATH 00IIee
npencrasieHue o Kasaxcrane kak yacTd TJIOOAJBHOTO MHUpPA W MY3BIKAIBHOW CICHBI.
B anunMe mnosiBisieTcs: mepcoHax, MpeACTaBISIIONIMN ce0sl KaK Ka3aX, M B OJHOH M3 CIEH
ynoMuHaeTcsl My3bika LleHTpansHoil A3zun. DTo mOmMuEpKUBAaEeT WHTEpEC COo3aarelnieit K
Pa3sHOOOpPa3HBIM MY3bIKQJIBHBIM KYJIbTypaM M OTPa)XaeT BIUSHHE KOUEBOW KYJIbTYPHI
Kazaxcrana, koTopast ©3B€CTHAa CBOMMH TPATULMSAMHY ITEHUSI © HHCTPYMEHTAIBHON MY3BIKH.
Xors Kazaxcran urpaer BTOPOCTENICHHYIO pOJib B ClokeTe «Becky», ero ynmomMuHaHHE
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MomM4EPKUBAET CTPEeMJIEHHE aHUME K KyJIbTYpHOMY pa3HOOOpaswio M PACHIMPEHHUIO
ropu3oHToB. ClieHapuCThI Mcnob30Bain Kazaxcran kak ciMBoJI cBsA3u BocToka u 3anana,
YTO KOCBEHHO OTOOPa)KaeT ero reoroIUTHUECKOE U KyJIBTYPHOE MTOJIOKEHHUE.

5. Kynemypuas naccuonapnocmeo

KynprypHas maccMoHapHOCTH, WM CIIOCOOHOCTH JIMYHOCTH K aKTHBHOM TPaHCIALNN
CBOWX IICHHOCTEHW, MJIeH W TpaIuIliii, UTPaeT KIIIOYEBYIO POk B (popMHUpOBaHMH 00pa3za
Kazaxcrana na mupoBoii apene. umam Kynaiibeprenos, ['ennanuii ['onoBkuH, Jlenuc
Ten, lllaBkaT PaxMOHOB MOSBIISIFOTCS Ha OOJIOKKAaX KYPHAJIOB, MHPOBBIX Omibopiax,
yaTax, (WIbMax, Urpax M aHUMD U TPEJCTAaBIAIOT COOOW COBOKYIHOCTH TBOPYECKOMN
SHEPTHH, HAIPABJICHHON Ha pa3BUTHE KYJbTYpHI, HCKYyCCTBa, CIIOPTa M OTPAXKAIOT 00pa3
Kazaxcrana.

Jumam KynaitOepreH, BBIJAIOIIMNACS Ka3aXCTAHCKUU TIEBEI] C MUPOBBIM HMEHEM,
CTall KyJbTYPHBIM ITOCIOM CBO€il cTpaHbl. ETo TBOp4YecTBO HE TOJBKO JEMOHCTPUPYET
YHHUKAJIbHBIE BOKAIbHBIE TAHHBIE, HO U IIPEJICTABIISIET OOTaTyIo KyJIbTyPHYIO HIEHTHYHOCTh
Kazaxcrana Ha wmexayHapomgHoi apene. [lumam Kynaitbepren dopmupyer o0pa3
Kazaxcrana kak cTpaHbl ¢ 00raToil KyJabTypoid ¥ TpalulisIMU, OTKPBITOH MUpyY. Ero ycmex
BJIOXHOBIISIET MOJIOIBIX KA3aXCTAHIIEB M YKpeIuIsieT mo3uun Kazaxcrana Kak KyJIbTypHOTO
LIEHTpa B TII00AIBHOM TpocTpaHcTBe. Uepes cBOE TBOPUECTBO OH CTPOUT MOCTHI MEXKIY
HapoJaMH, Aenas KyabTypy KazaxcTaHa 4acTbio MUPOBOM My3bIKaJIbHOM CLIEHBI.

lennanuii ['0JIOBKMH, JIETCHAAPHBIN Ka3aXCTaHCKUI OOKCEpP, SIBJISETCS HE TOJBKO
CUMBOJIOM MHPOBOTO OOKCa, HO W OJHHUM M3 CaMbIX Yy3HaBaeMBIX Ipe/CTaBUTENCH
Kazaxcrana Ha mexxgyHapoHoi apere. @uinbpM « Kpuoy ynomunaet I'eanaaus ['onoBkuHa
KaK 4acTh AJIUTHl MUPOBOT0 OOKca. DTO MOAUEPKUBACT €ro BIMSHUE HA pa3BUTHE OOKca B
MEXIyHapOIHOM MaciuTade u IeMOHCTpUpyeT KazaxcTaH Kak cTpaHy, YbM MPEACTABUTEIH
JOCTUTAIOT HEOBIBAIBIX BBICOT B crmopTte. B ¢unbme «Quuepy 1'0MOBKHMH Takxke
YIOMHMHAETCSI KaK CUMBOJI CLIOPTUBHOM 3JUTHL. DTO MOMOTAaeT 3aKPENUTh €ro CTaTyc B
MHUPOBOH KyJnbType u nenaeT Kazaxcran 6onee y3HaBaeMbIM /7S 3apYOEKHOM ay TUTOPUH.
I'ennaamii I'onoBKuH, Garonapsi CBOUM JOCTIKCHHSIM U YIIOMUHAHUSIM B MOMYJISIPHOM
KyJbTYype, UTPAeT BaKHYIO POJIb B CO3JIaHUM TOJIOKHUTEIBHOTO 00pa3a Kazaxcrana. Ero
yCIIexXu W xapu3ma jenaroT Kasaxctan cTpaHOW, H3BECTHOM HE TOJBKO Oyiarojaps CBOUM
MPUPOAHBIM OOTaTCTBaM, HO U OJarofaps BBLAAIOLMIMMCS JIUYHOCTSIM MUPOBOTO YPOBHSL.

Anume «fOpuii na 1p0y» (2016), mocBsAMIEHHOE MUPY (PUTYPHOTO KaTaHUs, BKIHOYAET
riepconaka mo umenn Otadbex Anteia (00pa3 Jlenunca Tena), mpencrasmstomero Kazaxcran.
Ero o6pa3 ceirpait BaxxHyto poib B pOPMUPOBAHUH BOCIIPUSATHS CTPAHBI B aHUME-KYJIBTYPE.

Otabex ANTBIH HM300paKEH KakK TAJAHTIMBBIN, LIEJICYCTPEMIIEHHBIH U CEPbE3HBIN
cnoprcMeH. Ero cBsa3p ¢ KaszaxcranoM mnoguépkuBaercss depe3 JeTaiad: YIOMHHaHUE
AJMaThI Kak €ro poJHOTO TOpO/Ia U 3JIEMEHTHI Ka3aXCKOW KyJIbTYpPhl HHTETPUPOBAHBI B €T0
xapakTep. OH OJIMLETBOPSIET YBAXKEHUE K TPAJULUSAM, CUITY yXa U UYyBCTBO TOBapHILECTBA,
YTO COOTBETCTBYET CTEPEOTHUITY TOCTEIIPUMMHOTO U 0JIarOpOIHOrO Ka3aXxCTaHLa.

BakHoii crieHolt siBiisieTcst MOMEHT, korja Otabek Bcrymaer B Jpyx0y ¢ HOpuem
[InucenknM, poCCHICKUM (UTYPUCTOM. DTOT SMHU30]l CUMBOJIU3UPYET HE TOJBKO WH/IH-
BUIyaJbHYIO MOJAECPAKKY, HO U MOCT KyJIbTYPHOTO IOHUMAHHUSI MKy CTpaHaAMHU.
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«Opuit Ha ABIY» NPHUBIEK BHUMAHHE MEXKIYHAPOTHOW ayAWTOPUHU, M TEPCOHANK
Orabeka cTanm BaKHBIM IIaroM K momyisapusanun Kaszaxcrana. OH ¢dopmupyer oOpa3
CTpaHBI KaK POAMHBI TAJIAHTIUBBIX U JOCTOWHBIX CIIOPTCMEHOB, CIIOCOOHBIX 3aBOEBBIBATH
MIPU3HAHNUE HA MUPOBBIX apEHAX, COXPAHsIA CBOU HAIMOHAIBLHBIC KOPHHU.

[agkar, kazaxckuii 00el U3 BUACOUTPbI «Street Fighter 6», CTaj MePBbIM IIEPCOHAKEM,
npeactaBisromuM KazaxcTad B MOMyJIsIpHONW WUTPoBO# (panmmse. Ero oOpa3 coderaer
AJIEMEHTHI Ka3aXCKOH KyJIbTYpbI, TaKHe KaK TPaJWIMOHHBIC Y30pbl U MOTHUBEI, C COB-
PEMEHHBIM JIyXOM OoiIIa.

OTOT mepcoHa)Xk He TOJBKO JEMOHCTPUPYET CHIy U MacTepCTBO, HO U 3HAKOMHUT
MUWJIJIMOHBI UTPOKOB 1O BCEMY MHUPY C YHHMKaJIbHOM KynbTypoil Kazaxcrana. [TosiBnenue
[Madkara B urpe ykpersier oOpa3 cTpaHbl Kak AMHAMHYHOTO YYacTHHKA TII00ATBHOM
MOTI-KYJIbTYpHI, Aenas KazaxcraH y3HaBaeMbIM M IMPHUBIICKATEIBHBIM B TJIa3aX WUTPOBOM
ayJTUTOPHH.

5. 3akil0uenue

Knaccudukamust ¢popM BbIpaKeHUS TPaHCMEAMAIBLHOW W XYJO0XKECTBEHHOH perpe-
3CHTAllMU ITO3BOJISICT FHY6)KC TMOHATH COBPEMEHHBIC KYJIbTYPHBIC ITPOUECCHI U MEXaHU3MbI
CO3/IaHUSl CIIOKHBIX MYJIBTUMEIUWHBIX MPOEKTOB. TpaHCMenuanus IpeIoCTaBIseT
YHHUKAJIbHBIE BO3MOYKHOCTH JUISI XYAO0KECTBEHHOTO BBIPAKCHHS, OOBEIUHSIS Pa3IndHbIe
MeanadopMaTel B €IMHOE Lienoe. XyI0XKECTBEHHAsh PEIpe3eHTals, B CBOIO OuYepeib,
CIly’)KUT KIIFOYCBBIM HHCTPYMEHTOM, OOECIECUMBAIONINM COJICPIKATEIBHOCTh U BBIpaA-
3UTEIBHOCTh KaXXKJI0TO dyeMeHTa. VccmemoBanne 3THX (EHOMEHOB OTKpPBHIBACT HOBBIE
TOPHU30HTHI JUTS Pa3BUTHUS KYJIbTYPBl U HCKYCCTBA B YCIOBHUSX N(POBOI TOXH.
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Introduction

The distinction between the Kazakh and Kazakhstani texts is crucial for
imagological analysis of Kazakhstan's literary representations. These terms reflect
different layers of cultural identity and shape methodological approaches in global literary
studies. The Kazakh text refers to works written in Kazakh by ethnic Kazakhs, rooted in
ethnolinguistic identity and cultural heritage. It originates in oral traditions of the VI-
VIII centuries and includes key works like “The Book of Words” by Abai. According to
Britannica (2025), Kazakh literature consists of oral and written texts by ethnic Kazakhs.
Its defining features are traditional imagery, cultural metaphors, and Kazakh linguistic
forms.

Kazakhstani text includes works in Kazakh, Russian, English, and other languages.
It stems from a hybrid identity shaped by post-Soviet nation-building and global literary
integration. As D. Kudaibergen (2023) notes, “Kazakhstani” reflects not only ethnic but
also civic and cultural identity. This expands analysis beyond Kazakh literary tradition to
a broader sociocultural phenomenon.

The terms differ in literary imagology. Kazakh text is rooted in ethnolinguistic
frameworks, as in Abai's works with traditional symbolism. Kazakhstani text reflects
Kazakhstan's evolving image in émigré and foreign authors like Christopher Robbins.
The Contemporary Kazakh Literature anthology (2019) emphasizes Kazakhstani text by
featuring multilingual authors in a global context. It thus embraces ethnic, linguistic, and
geopolitical diversity. Imagological analysis of Kazakhstani text offers deeper insight
into the interplay between national narratives and global representations of Kazakhstan.

Cultural adaptation is key to ensuring translation adequacy. Without considering
the source and target cultures' realities and mentality, conveying the true meaning,
especially of idioms, realia, and culturally marked vocabulary, is impossible.

Analysis of specific examples shows how theory is applied in practice,
highlighting the need for an individual approach and professional translator training.
This study aims to examine Kazakhstan's representation in literary texts created abroad
through an imagological lens and to define the theoretical and methodological basis of the
“Kazakhstani text” as a form of cultural and literary identity.

Material and methods

Modern research in the field of linguistics and translation requires an
interdisciplinary approach that takes into account not only linguistic but also cultural,
historical, and cognitive aspects. This makes an in-depth analysis of translation as a
special type of interlanguage communication relevant.

This study applies an imagological approach to analyze Kazakhstan's representation
in literary texts created abroad, combining comparative analysis, structural literary studies,
and statistical evaluation of academic discourse. It examines two text groups: works by
Kazakh emigrant writers and portrayals of Kazakhstan by foreign authors.

Selection is based on relevance to the Kazakhstani text as a sociocultural and
artistic concept. The first group includes authors born in Kazakhstan who explore themes
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of displacement, cultural memory, and hybrid identity. The second group features foreign
authors offering external views of Kazakhstan, such as Apples are from Kazakhstan
by Christopher Robbins (2007), The Hungry Steppe by Sarah Cameron (2018), and
Travellers in the Great Steppe by Nick Fielding (2020). These texts shape Kazakhstan's
global literary image, either reinforcing or challenging stereotypes.

To assess academic engagement with the “Kazakhstani text”, the study applies
quantitative analysis of scholarly trends in major academic databases. Data were collected
from eLibrary, Lens.org, and CyberLeninka using keywords such as “Kazakhstani text,”
“Almaty text,” and “image of Kazakhstan”. The findings highlight the uneven attention
paid to Kazakh literary identity and its cultural representation in global academic discourse.

The methodological framework includes a literature review, textual analysis,
imagological comparison, and statistical interpretation. The texts are examined in terms of
narrative structure, cultural codes, and markers of national identity. Comparative analysis
reveals differences in self-representation and external perception. The results contribute
to the theoretical refinement of the Kazakhstani text as an imagological category and
underscore the impact of geographical displacement on literary identity.

Results and discussion

To evaluate the academic discourse surrounding the Kazakhstani text, acomparative
statistical analysis was conducted using three major academic databases: eLibrary, Lens.org,
and CyberLeninka. The search focused on three key terms: “Kazakhstani text”, “Almaty
text”, and “Image of Kazakhstan”, with searches performed in both Russian and English
across fields related to cultural studies, linguistics, and literary studies (table 1).

Table 1. Number of Publications on “Kazakhstani Text” and Related Terms in
Academic Database

Database Search Term Russian English

eLibrary Kazakhstani Text 4 115
Almaty Text 15 1
Image of Kazakhstan 15 5

Lens.org Kazakhstani Text 0 14
Almaty Text 0 1

Image of Kazakhstan 0 155
CyberLeninka Kazakhstani Text 9 0
Almaty Text 1 1

Image of Kazakhstan 3 30

The frequency of publications mentioning Kazakhstani text remains low,
particularly in Russian-language sources.
— eLibrary: 4 works in Russian, 115 in English
— Lens.org: 14 works (English only)
— CyberLeninka: 9 works in Russian, 0 in English
These results indicate that while the term has gained some recognition in
international research, it remains underdeveloped in Russian-language literary studies.
The analysis was extended to include related concepts such as “Almaty text” and
“Image of Kazakhstan”. It provided a comparativ e perspective on how different aspects
of Kazakhstani cultural and literary identity are represented in academic discourse.

11
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— Almaty text:

l.eLibrary: 15 works in Russian, 1 in English

2.Lens.org: 1 work (English)

3.CyberLeninka: 1 work in Russian, 1 in English

4.0Observation: The Almaty text is a localized concept with minimal global
recognition

— Image of Kazakhstan:

l.eLibrary: 15 works in Russian, 5 in English

2.Lens.org: 155 works (English)

3.CyberLeninka: 3 works in Russian, 30 in English

The following observations can be made. The “Kazakhstani text” concept is
underrepresented, especially in Russian-language academic discourse. The “Image of
Kazakhstan” dominates research in English, particularly on Lens.org (155 publications).
The “Almaty text” has very limited scholarly engagement internationally. Most discussions
of Kazakhstani identity focus on its geopolitical and cultural aspects rather than its literary
representation due to the number (155 publications) of works with the keyword “Image of
Kazakhstan” in Lens.org.

The small number of publications (4 in Russian, 14 in English) indicates that
the Kazakhstani text remains an underdeveloped academic concept. In contrast, the
“Image of Kazakhstan” is well represented in global academia, suggesting a focus on
Kazakhstan as a cultural and geopolitical, rather than literary, construct. This supports
D. Kudaibergen's (2023) observation that Kazakhstani identity is often viewed through
sociopolitical rather than literary lenses. English-language research prioritizes identity,
history, and post-Soviet change, while Russian sources emphasize local literary discourse
but lack integration into global imagological contexts (Khamraev, 2024).

This disparity highlights the need for a clear theoretical framework for the
Kazakhstani text in imagology. Its interdisciplinary nature, linking literature, culture, and
linguistics, requires more integrated research in both Russian and English scholarship.
While works like the Cambridge University Press Anthology (2019) support the concept
by including multilingual authors, the term remains unclear in academic discourse.
Statistical data show limited scholarly focus and a dominance of geopolitical over literary
analysis. The following review examines current debates on the Kazakhstani text and its
imagological role.

As a concept, the Kazakhstani text has gained attention within literary and cultural
studies, especially in imagology, which explores how literature constructs national and
cultural identity. Within this framework, the Kazakhstani text reflects both internal views
and external representations (Abisheva, et al., 2024a; Abisheva, et al., 2024b).

Imagology provides a framework for analyzing the “Kazakhstani text.” As G.
Vlasova (2019) notes, cultural texts are shaped by national mentality, historical memory,
and aesthetic codes. In Kazakh literature, this appears in motifs of the steppe, nomadism,
and Eurasian identity. The Kazakhstani text thus forms at the intersection of local and
global traditions, reflecting the historical interplay of Kazakh and Russian cultures.
Recent studies show that literary images of Kazakhstan transcend borders, shaping global
perceptions of Kazakh identity (Kulieva, 2019).

Kazakhstan's presence in global literature falls into two categories. The first
includes bilingual and translingual authors, where identity is negotiated through language
and cultural memory. Kulieva (2019) argues that translated Kazakh authors both adopt
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and challenge dominant linguistic paradigms, positioning the Kazakhstani text as a space
of cultural negotiation shaped by displacement, trauma, and belonging.

The second category comprises external representations rooted in historical,
political, or colonial perspectives. I.I. Yatsenko & A.V. Yatsenko (2023) examine how
post-Soviet Russian-language texts from Kazakhstan maintain cultural borderlands,
balancing Soviet legacy and emerging Kazakh identity. Other researchers highlight
the influence of transcultural dynamics and national myth-making (Abisheva, 2024b),
especially in historical fiction and contemporary works portraying Kazakhstan as a space
of transformation and geopolitical relevance.

The notion of cultural border occupies a central place in these discussions. L.I.
Yatsenko & A.V. Yatsenko (2023) highlight the resilience of localized Kazakh texts that
encode cultural patterns both aligned with and divergent from Soviet and post-Soviet
literary norms. This aligns with broader trends in imagology, where the binary opposition
of self'and other plays a crucial role in shaping cultural representations (Tabakova, 2014).
Likewise, the spatial and temporal organization of Kazakh texts' illustrates how authors
structure national identity through geographic metaphors, historical narratives, and
mythopoetic imagery.

Contemporary studies of the “Kazakhstani text” use interdisciplinary methods:
semiotics, intercultural hermeneutics, and historical-functional analysis (Khamraev,
2024). Its poetics draw on Eurasian traditions, blending myth, history, and culture, as
seen in works by Bakhyt Kairbekov and Vladimir Gundarev. Z.K. Temirgazina (2024)
explores the “Almaty” text in the poetry of the Kazakh Russian-language poet Bakhytzhan
Kanapyanov as a semiotic phenomenon of a transcultural nature.

Despite growing interest, comprehensive imagological studies remain scarce.
A clear framework is still needed to analyze the Kazakhstani text in global literature
(Abisheva, 2024a).

As a literary construct, the Kazakhstani text reflects cultural memory, translingual
identity, and national representation. Imagology helps trace how Kazakhstan's image is
constructed and reshaped through both self-perception and external views.

As it was mentioned earlier, the Kazakhstani text can be categorized into two
groups based on authorship and narrative construction. The first group of authors:

— V. Kiktenko, born in Kazakhstan and later moved to Russia, reflects a deep
emotional bond with his homeland in his autobiographical prose. In Kogorta, Kazakhstan
is portrayed through personal memory and cultural belonging. Almaty becomes not just
a place but an emotional and cultural landscape shaped by childhood and post-Soviet
changes. The image of Kazakhstan emerges through nostalgic descriptions of nature,
urban life, and cultural markers, filtered through the lens of memory. The following
examples illustrate his vision within the Kazakhstani text:

e Nature of Almaty: “The blooming apricot trees in springtime Alma-Ata... |
have never seen such wonder anywhere else in the world.” (Kiktenko, 2014);

e Urban topography and transformation: “A/ma-Ata is a huge multi-storey
metropolis, almost entirely built in European style. But in my childhood, it was still mostly
low-rise and Asian.” (Kiktenko, 2014);

e Cultural diversity and everyday life: “Our neighborhood, especially the
bazaar, was full of bright robes. Uzbeks usually sold sweets, Kazakhs sold meat, smoked
products, and dairy like kurt, kumys, and shubat.” (Kiktenko, 2014);

o Nostalgia for the lost Alma-Ata: “That girl is gone, the apricots have faded,
the willows too... youth is gone. The great city of Alma-Ata is gone with its gardens,
mountains, and incredible people.” (Kiktenko, 2014).
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These examples show a multilayered representation of Kazakhstan. V. V. Kiktenko
reconstructs space through memory, blending personal experience with cultural codes.
His prose contributes to the formation of the Kazakhstani text as a space of emotional
geography, urban identity, and collective imagination.

— A. Schmidt belongs to the first group of authors discussed in this study. He
was born in the Semipalatinsk region of Kazakhstan and emigrated to Germany, where
he continues his literary activity. His poetry is deeply rooted in childhood memory, rural
space, and cultural imagery associated with Kazakhstan. Through recollection, sensory
detail, and symbolic contrast, he reconstructs a poetic homeland. Kazakhstan appears not
only as geography but as emotional and mythological space;

e In his poem “The Return” (“Vozvrashchenie’), the speaker revisits the village of
his childhood. The imagery is layered with nostalgia, memory, and cultural codes: “Here it
smells of tar, hemp, golden pine resin, and freshly baked bread.” (Schmidt, 2025);

e The motif of returning home repeats throughout his works, positioning
Kazakhstan as a fixed point of emotional orientation: “We are returning home. The feather
grass rolls in a gray wave onto our house. Time roars at the walls, trying to erase the
past.” (Schmidt, 2025);

e In the poem “The Field” (‘Pole’), nature is portrayed in minimalist but
powerful terms. The image of the steppe carries emotional and cultural resonance: “The
field crackled, electrified by grasshoppers. The power lines of feather grass turned my
heart.” (Schmidt, 2025);

e In “Fields of Wormwood” (‘Polynnye polya’), the steppe is again central, this
time framed as a space of return and emotional healing: “Where will I find the lights of my
native village, the wormwood fields?” (Schmidt, 2025);

e His poems often engage with themes of memory, identity, and displacement.
In “The River of My Childhood” (‘Rechka moego detstva’), Kazakhstan is a lost space
of innocence and belonging: “I remember you. I remember your smell, your taste,
the goosebumps of happiness. But I will never find you. The riverbed is dry. Pebbles.
Heraclitus was right.” (Schmidt, 2025);

e Even in more abstract poems, Kazakhstan appears through sensory and
symbolic language. In “The Taste of Time” (‘Vkus vremeni’), the poet returns to a
childhood memory of eating from an anthill: “The taste of time — the taste of sorrow.”
(Schmidt, 2025).

These examples show that A. Schmidt’s poetry contributes to the Kazakhstani text
by constructing a lyrical space of memory, landscape, and cultural return. His use of rural
imagery, natural elements, and intimate language transforms Kazakhstan into a literary
homeland. The emotional geography he evokes — through smells, sounds, textures, and
metaphors — situates his work within imagological research. His verses preserve a vision
of Kazakhstan as both real and remembered, physical and symbolic, lost and reclaimed.

The second group of authors, whose texts often present Kazakhstan as a post-
Soviet transformation space or a geopolitical construct, are foreign authors with their
literary representations of Kazakhstan. They are the following:

— C. Robbins' “Apples are from Kazakhstan (2007) presents Kazakhstan as a
little-known post-Soviet state undergoing political and economic transformation. From
an outsider's view, the narrative blends themes of modernization, exoticism, and Soviet
legacy, shaping global perceptions of Kazakhstan. Robbins explores national identity
through vivid experiences: joining eagle-hunting nomads, meeting a musician dubbed
the “Kazakh John Lennon,” and sampling boiled sheep's head, highlighting cultural
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traditions. He also addresses Kazakhstan's complex history — Soviet labor camps, nuclear
testing, and population diversity due to deportations — contributing to the Kazakhstani
text within global literary and journalistic discourse.

— S. Cameron's “The Hungry Steppe” (2018) uses narrative history to shape
Western views of Kazakhstan's past. She highlights key cultural codes, starting with pastoral
nomadism — central to Kazakh identity before Soviet policies forced sedentarization and
disrupted traditional life. Cameron also emphasizes Kazakh resilience during the famine.
Through oral histories and memoirs, she reveals stories of survival and adaptation,
portraying a society that endured immense hardship while preserving its cultural spirit.

— N. Fielding in “Travellers in the Great Steppe” explores historical and
contemporary travel narratives across Central Asia and highlights several cultural codes
intrinsic to Kazakh society. Fielding discusses the pastoral nomadism practiced by the
steppe peoples, a lifestyle centered around herding and seasonal migrations. The book
explores the encounters between Kazakh nomads and various travelers, shedding light
on the exchange of knowledge, goods, and cultural practices. Fielding addresses the
strategic importance of the Great Steppe, examining how its vastness influenced political
decisions and territorial disputes. The narrative delves into how Kazakh nomads adapted
to the steppe's challenging environment, developing unique survival strategies and social
structures (Fielding, 2020).

Table 2 highlights key differences in Kazakhstan's representation by Groups 1
and 2. Authors in Group 1, born in Kazakhstan, depict it through personal memories,
nostalgia, and internal cultural markers, portraying it as emotionally close, spatially
familiar, and deeply personal. In contrast, Group 2 authors approach Kazakhstan from
geopolitical and historical angles, focusing on exoticism, national trauma, and strategic
relevance, more distant and impersonal aspects. Together, these perspectives enrich the
concept of the Kazakhstani text, presenting it as both an internally lived and externally
imagined experience.

Table 2. The Image of Kazakhstan in Works by the first and the second Groups of

Authors
Author Group Image of Kazakhstan Cultural Codes
Alexander Group 1 Emotional landscape, Fields, rivers, bread,
Schmidt (Kazakh village nostalgia, lyrical ~ poplar trees, feather grass
emigrant) time
V. V. Kiktenko Group 1 Urban childhood, cultural Bazaar, city
(Kazakh polyphony, loss and transformation, apricot
emigrant) memory bloom, neighborhood life
Christopher Group 2 Exotic transformation, Hunting with eagles,
Robbins (Foreign)  modern nationhood, Soviet hospitality, apples,
legacy national leader
Sarah Cameron Group 2 National trauma, famine, Collectivization,
(Foreign) broken nomadism, hunger, nomads, loss,
collective memory sedentarization
Nick Fielding Group 2 Endless steppe, Eastern  Yurts, camels, geography,
(Foreign) exoticism, historical travel, empire encounter
frontier
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Conclusion

The study of the Kazakhstani text as an imagological category reveals its
complexity as both a literary and cultural phenomenon. It shows how Kazakhstan is
represented in literature written outside the country, combining the self-image of Kazakh
emigrant writers and external portrayals by foreign authors. The Kazakhstani text emerges
at the intersection of national identity, displacement, and global literary discourse. It is
a dynamic space where literature reflects on identity, belonging, and historical memory.

Despite growing interest, statistical analysis confirms the Kazakhstani text
remains underrepresented in academic research, especially in Russian-language sources.
This highlights the need for further theoretical and methodological development.

Kazakh emigrant writers depict Kazakhstan through nostalgia, cultural memory,
hybrid identity, and emotional attachment. Their works reinterpret Kazakhstan as both
a distant homeland and a symbolic construct, blending Soviet, post-Soviet, and Kazakh
codes. These texts reflect experiences of displacement, language adaptation, and preserving
cultural ties — demonstrating how distance reshapes national identity in literature.

In contrast, foreign authors like C. Robbins, S. Cameron, and N. Fielding portray
Kazakhstan through themes of historical trauma, geopolitical shifts, exoticism, and
cultural mystery, often challenging stereotypes and contributing to Kazakhstan's image in
world literature.

Future research should further develop the imagological framework, including
comparative studies with other post-Soviet literatures and the role of translation in
globalizing Kazakh literature. The Kazakhstani text remains fluid, evolving alongside
Kazakhstan's national identity. It bridges national and transnational literary traditions,
reflecting the interplay of historical memory, linguistic adaptation, and cultural
hybridity. Imagology thus offers valuable tools for understanding Kazakhstan's literary
representations and identity construction in global discourse.
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I'A. Atem6aeBa, /I.A. CabupoBa
Abaii amvinoazvl Kazax yaimmulk nedaco2ukanivlk yHugepcumemi
Anmamut, Kazaxcman

INETEJ OJAEBUETIHIAEI'T KASAKCTAHHBIH UMATOJIOT USIJIBIK
BEUHEJIEPI

Angarna. byn wmakamaga KaszakcTaHHBIH — YITTBIK — IIEKapachblHAH — THIC
KYpbUIFaH KOPKEM MOTiHAEpIEeri OKULAIr KapacThIpbUIabl. 3epTTEye «Ka3ak» >KoHE
«Ka3aKCTaHIBIK» MOTIHIEP YFBIMIAPBIHBIH TEOPUSIIBIK CapallaHybl KapacTBIPBUIAIbI,
MOJIEHU OIpereiIikTi Tajjay >KoHe OasHIay MO3WIMSIIAY YIIH HMaroJOTHSUIBIK TOCLT
KOJIJIaHBLIA bl 3epTTEY aBTOpIApIbIH €Ki TOObIHA OarbITTanFaH: Ka3akcranaa TybuiraH
smurpanT JKazymibutap skone KazakcraH bl ChIPTKBI KO3KapacreH OCHHENEeUTIH MeTeN K
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Kaszymiblap. TaHmganFaH IIbIFapMaiapibl CadbICTHIPMAIIbI TaJJlay HETi3iHIe MaKayanaa
KEHICTIKTIK MeTadopanap/ibl, MOJACHU KOATAPIbl KoHE YJITTHIK CTEPEOTHNTEPIl Koca
ajFaHja, HEri3r1 UMAarojorusjIblK Mapkepriep aHbIKTanaabl. «KazakcTaH MOTIHIHIHY
MOATHKAChIHA OJICYMETTIK-MOJICHH KOHE KOPKEMIIK KYOBUIBIC PETIHAE EpeKIe KOHLI
OemiHeni. OjicteMe o1eOU Talgaydbl, UMAaroJOrus TEOPHUSICHIH >KOHE aKaJIeMUSIIBIK
MaJTiMeTTep 0a3achlHa CTATUCTHKANBIK HIONYIbl OlpiKTIpenl. 3epTTeyaiH dJiCHAMAIBIK
0a3acbl FBUIBIMH OJCOMETTEpIl Taiaaydbl, MOTIHIIK TalJayJabl, HWMarojJOTHsIIbIK
CaJBICTBIPY/IbI, COHJAN-aK JepeKTep/i CTAaTUCTUKAIBIK OHICYI KaMTHABI. 3epTTENeTiH
MOTiHAEp OasHAay YHBIMBI, MOACHM KOATAp >KOHE YITTHIK OIpereilylikTi KepceTeTiH
AMIEMEHTTEP TYPFHICBIHAH TalgaHajbl. CalbICTRIPMaJIbl TOCUT ITKI ©31H-631 TaHBICTHIPY
MEH eIJIiH CHIPTKBI KEeJOeTi apachIHAaFbl aNMIAKTHIKTHI aHBIKTayFa MYMKIHAIK Oepei.
Kazakcranaplk MOTIHII MMAarojOTHSIIBIK Taldy YJIKCH aHAJUTHKAIBIK OJICyeTKe We,
OUTKEH1 0T aneMIiK 9/1e0u nuckypcTa KazakcTaHHBIH IMTKI YITTHIK OasHIaMaliapbl MEH
CBIPTKBI OKUIIIKTEpl apachlHAAFbl CEpIiHII e3apa ic-KUMBULAbI KepceTeli. AJIbIHFaH
Hotwkenep KazakcTtanHblH oneOu OelHECIH oNeMIIK JUCKypcTa KEHIHEH TYCIHyTe
BIKIIAJ eTe/ll. Makaja Ka3aKCTaHIbIK MOTIH/II MeTe 9IeOMEeTIHIACTI MOJIEH! O1pereimKTI
OeifHeney Kypajibl peTiH/Ie allKbIH Il Ibl.

Tyiinai ce3nep: «Ka3aKCTaHIIBIK MOTIH», UMArojioTus, MOJIEHU KOATap, 91e0u
perpe3eHTaIus, YITTHIK CONKECTIK, TPAHCIIMHTBAJIBI aBTOPJIAp, MOJICHH Kb

I'A. AtembaeBa, /I.A. CabupoBa
Kaszaxcrxuii nayuonanvuolil nedacocuyeckuil ynueepcumem umenu Aoas
Anmamui, Kazaxcman

HUMATOJIOTHYECKHE OBPA3bI KASAXCTAHA B 3APYBEXKHOM
JIMTEPATYPE

AHHOTanusi. B crartee paccMmarpuBaercs penpeseHTtauus Kazaxcrana B
XyJOKECTBEHHBIX TEKCTaxX, CO3JaHHbIX 3a IMpEeAeaMU €ro HalHMOHAJIBHBIX I'PaHULL.
B uccnenoBanum paccmarpuBaeTcsi TeopeTHueckas aupdepeHnuanus MOHATUI
«Ka3aXCKUI» U «Ka3aXxCTAHCKHUID» TEKCThI, IPUMEHSIETCS MMaroJIorn4ecKiii moaXo. s
aHaJIM3a KyJbTyPHON HAEHTUYHOCTH M HAPPATUBHOI'O NO3UIIMOHUpOBaHus. MccnenoBanue
COCpPEJOTOYEHO Ha JIByX IpylaxX aBTOPOB: IHCATENIAX-3MUIPAHTAX, POIMBIIUXCS B
Kazaxcrane, u 3apyOeXHBIX Mucaresisix, KoTopble n3o0paxkaroT KazaxcraH ¢ BHemHel
TOYKH 3peHust. Ha 0CHOBE CpaBHUTEIBHOTO aHAJIN3a N30PAHHBIX POU3BEICHUH B CTaThE
BBISIBIISIFOTCSL  KJIFOUEBBIE MMAarojIoTMYeCKue MapKephl, BKJIOYas IPOCTPaHCTBEHHbIE
MeTadopbl, KyIbTYypHblE KOABI W HalMOHAlbHbIE cTepeoTHnbl. Ocoboe BHHUMaHHE
YAEIAETCs OITUKE «Ka3aXCTaHCKOIO TEKCTA» KAK COLIMOKYJIBTYPHOMY M XY10’KECTBEHHOMY
(eHoMeHy. MeToznoorust coueraeT B cede IUTEepaTypHbI aHaIN3, TEOPUI0 UMaroJOrHH
U CTaTUCTHYECKUH 0030p akageMudeckux Oa3 maHHbIX. MMmaromornueckuil ananums
Ka3axCTAHCKOTO TEKCTa 001agaeT OONbLIIMM aHAIUTUYECKUM MOTEHIIMAJIOM, ITOCKOJIBKY
OTpakaeT JAMHAMUYHOE B3aUMOJIEUCTBHE MEXKJIYy BHYTPEHHUMH HalMOHAJIbHBIMU
HappaTUBaMM M BHELIHMMHM penpe3eHTauussMu KazaxcraHa B MHPOBOM JIMTEPAaTypPHOM
muckypee. IlomyueHHble pe3ynbTaThl CHOCOOCTBYIOT Oojiee HIMPOKOMY IMOHHMAaHHIO
aureparypHoro o6Opasza Kazaxcrana B mupoBoMm juckypce. CraTbs oOIpenenser
Ka3aXCTAHCKUM TEKCT KaK MHCTPYMEHT pPENpe3eHTalUH KyJIbTypHOW WACHTUYHOCTH B
3apyOexHOM TuTeparype.
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KA3AKCTAH BEMHECIHIH TPAHCMEIUAJIJIBI )KOHE KOPKEM/IIK
KOPIHICIH 3EPTTEYAIH TEOPUAJIBIK HET'I3IEPI

Anaarna. Makama imKi MOACHW JUCKypce (Ka3aKCTaHABIK MOTIH) MEH
Ka3zakcTanHbBIH CBIPTKBI KeJOETi apachlHAarbl albIpMallbUIBIKKA Oaca Hazap ayaapa
OTBIPBII, Ka3iprioneMmaik MoeHuerreri Kazakcran 6eitHecin OeliHeneyaiH TpaHCMe Tnal bl
KoHEe KepKeMIIK (opManapblH TEOPUSUIBIK >KOHE KOJJIaHOallbl TYCIHYTe apHajFaH.
MMaronorusibiK koHE re0MOATHKANBIK TOCUTAEP TAPTa OTHIPHIT, «Ka3aKCTAHIBIK MOTIH»
xoHe «Kazakcran OeifHeC» YFBIMIAPBIH TYKBIPBIMIAMAIIBIK aXKbIPaTy YCHIHBULIBL. OChI
allbIpMAaIIBUIBIKTAPIbl KOPCETETIH oleOMeTTerl, KMHOMAFbl *oHEe IH(PIBIK ©Heperi
©3CKT1 KOPKEMIIK CTpaTerusuiap MEH BHU3yalbl KOATAPIBIH MBICAJAPbl KENTIPiAreH.
3eprTey HOTHXKeNepl peTiHae 013 «Ka3aKCTaHIBIK MOTIH» koHe «Ka3zakcran OeitHec»
YFBIMIAPBIHBIH ~ apachlHAAFbl  TYXKBIPBIMIAMANbBIK albIPMaIbUIBIKTAPABl  ABTOPIIBIK
MO3UIIMA, MOJCHH €HY TEPEeHJIri *koHe OasHaay (yHKUUSACH KpUTepuilnepi OoWbIHIIA
6ennik. CoHpaii-ak, 013 3THUKAJBIK, aKbUI-0H, reorpadusuiblK >KOHE TUINIK KOATap/bl
KOPCETETIH CEMHOTHKAJIBIK KYlhe peTiHIAe «Ka3aKCTaHIbIK MOTIHII» TaJAayablH
o/licHaMaJIbIK HET13/1eMeCiH YChIHBIK. Makaliafa «Ka3aKCTaHIbIK MOTIHTe» (MapKepiepai
aHBIKTAy, KOHTEKCTTEY, MHTEPTEKCTYaJIbIK OaillaHpICTap JKOHE T.0.) KaTBICTBUIBIFBI
TYPFBICBIHAH TYBIHABUIAPABI TAJIAY SAIcTeMenepi 93ipaeH ai. MakanaHbIH MaHbI3IbUIBIFbI
(UITONOTHSUIBIK TallgayJa d31pJICHreH TUIOJOTUSHBI KoigaHyna, Kaszakcran omeOueri
OoiipiHIa OUTiM Oepy OarmapiaManapblH KaJbIITACTHIPYAa, MOJICHHU JTUIIIIOMATHS MEH
MeJIa CTpaTerusiap/Ibl TaMbITyIa eHT131UIe/I].

Tyiiinai ce3ep: KazakcTaHAbIK MOTiH, Ka3zakcran OeiiHeCcl, MOJICHUET, CEeMaHTHKA,
MMaroJorus, TeOIMOATHKA.
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Kipicne

OpOip YIT MOTIH apKbUIBI ©31H KaJbINTAaCThIpabl. Kazipri rymaHuTapisIk Oiaime
MOTIH T€K CO3MIK IIbIFapMa pETiHEe FaHa emec, Oenrin Oip MoAeHUETTI OCHHENeUTIH
MarbIHAJIAP/IbIH, OcHHeNep/IiH, OenriiepaiH, OHTIMeNIep MEH HACSIApIbIH >KHUBIHTHIFBI
peTiHae TyCiHUIeAl. «OIeMHIH TyTac OeHHECIH, XaJIbIKTHIH KOPKEM MOICHUETIHIH TAPUXHU
JKOJIBIHBIH OIpereiyiriH Cyperrey »Ka3yLIbIHbIH MOJEHH OOJMBICHIH alllyJa MaHbI3/IbI
Oombin TaObLTaNBD (AOHIIEBa, T.0., 2020).

byn typreina Kazakcran OeiiHeciH jxa30a xoHe aybI3iia JOCTYPIE, KOPKEM KOHE
FBUIBIMU 9JICOMETTe, KOPKEMIIK >KOHE OYKapasbIK caHa/la KaJbIITACTBIPATHIH o7c0u,
TapUXU-MOJICHH, STHOKOJTHIK )KOHE KeHICTIKTIK-CEMaHTHKAJIBIK KabaTTapapl O1piKTIpeTiH
MeTadopalbiK, TOHAPATIBIK KaTeTOPUST «Ka3aKCTAHMBIK MOTIH» €PEKIIe KbI3BIFYIIBLUTBIK
TyabIpaapl. KazakcTanaplK MOTIH/L 3epeney — OyJl (pUiIoJoTUsHBIH HBICAHBI FaHA eMEC,
COHBIMEH KaTap a3zamMarTap/blH ©31HA1K OOJIMBICHIH TAHBITY, TAPUXTHI TYCIHIIPY, YIATTHIK
KOATHI TYCIHY >KOHE MOJEHHM KYHIBUIBIKTApbl HacuxarTay yAepiciHue OipikTipyre
KaOJIeTTI oJIeyMETTIK-TYMaHUTAPIBIK cTparerus. by makana 611iM, FBUTBIM, MOJICHUET
JKOHE a3aMaTThIK ©31H-031 KOPCETy XKYHECIHIE Ka3aKCTaHIbIK MOTIHII 3epTTEYIiH
HE YIIIH KaXeT eKeHIH TyciHyre OarbITTaynFaH. Ka3zaKCTaHIBIK MOTIHHIH MOJCHU-
CUMBOJIBIK, 9/1ICHAMAJIBIK, TOPOUEINIK KoHe Olpereiinik (pyHKIUsIapbl, COHIali-aK OHbI
aKaJeMISUIBIK JKOHE KOFaMJIBIK TUCKYpCTa KOJJaHy MepcleKTUBaiapbl 0acTbl Hazapaa
6omaznpl. Kazakcranaplk MOTiH — Oyl aBTOpiapabiH Ka3zakcTaHHAH ThIC JKepAe JKazFaH
oneOu IIBIFapMaJIAPBIHBIH JKall FaHA KOPITYChl €MeC, MOJICHHW apXCTHITEP.i, Tapuxu
KYH3elic TeH JKeHicTepi, MudoaoreManap MEH HACOJIOTHSIIAPAbI, KCHICTIKTIK YXKOHE
STHUKAJIBIK KOITap bl OCHHEIeHTIH TyTac MarbIHAIBIK epic. O smocTaH Kasipri nposara,
ATHOTPA(HSUIBIK CHIIATTAydaH ICCEHCTHUKara, KHHeMaTorpadusiad Tu@PIIbIK MOI3HsFa
JIEH1HT1 KemnTereH gopMaapabl KaMTUIbl. bysl MOTiH ©31H, OacKaHbI, OJEM/Ii, YaKbITThI
KOHE KEHICTIKTI OeHHENIeHTIH MOICHN MaTpuLlaHbl Kypaiiasl (Cabuposa, T.0., 2024).

KaszakcTanablKk MOTIHAI 3epjeniell OThIphIN, 013 KOpKeM MypaMeH TaHBICHIIT
KaHa KOMMai, Ka3aKCTaHBIK OlIpereisIiKTI KaJbINTaCThIPy YACPICTEPiH KaHFBIPTAMBI3.
KazakcTaHHBIH KOMAITHOCTHI, KOMKOH()ECCHUSIIBI KOHE KONTUIII KOFaMbl KaFJadbIHIA
YITTBIK MTiHTe OeT Oypy — OyJl OpTaK CUMBOJIIBIK ©PICKE €HY apKbLIbl MOJIECHUETTEP
JIMAJIOThl MEH O1pereinKTi TypakTanablpy Tociai (Abisheva, T.6., 2021).

Marepuanaap mMeH dicrep

3amaHayd TYMaHUTAPJIBIK OLTiM IUMPIBIK I9yipaeri MoACHU KYOBLIBICTApIbIH
Kypeni TaOuFaThlH €CKepe ajaTbhlH Kellcajalibl KOHE MOCTKIACCUKAJIBIK TACIaaepre
ke0ipek OeT Oypyna.

3epTTeyaiH SMIUpHUKanbK 0a3zackiH XXI FachIpAblH KOPKEMIIK, MEAHa MXKOHE
uudprbiK keHictirinaeri KasakcrtanHbiH OeliHeciH OeHEeNeUTiH MOTIHAep MEH KOPHEKi
Matepuaniap Kypaabl. Herisi opeic, aFbUIIIBIH JK9HE Ka3zak TULAEPIHAE KapusaaHFaH,
Kazakcran Hemece «Ka3aKCTaHIbIK MOTIHY OeHHEIeHTeH KOPKEM KOHE My OTUIIMCTUKAIBIK
TybIHABUTap O00nbl. CoHMai-ak, aneMaik MoaeHueTTeri Kasakcran OeliHeciHe apHaIFaH
aFBUTIIBIH XoHE opbIc TUI BAK, Girortap MeH MoJIeH! Ky pHAIAApAaFhl JKapHsUIaHbIM AP
naiganaHbeUIAbL. 3epTTeyre OapibiFbl 135 Oipiik MaTepuan Kip/i, Oy TYpaKThl YIATLIEpIl
KOHE OJIapJIbIH TPaHCMeIuasbl OeliHeney cTpaTerusiapblH aHBIKTAy YILIIH KEeTKUTIKTI
OKIJIIKTI KAMTaMachI3 €TTI.

Onemaik moaeHueTTeri Kazakcran OelHECIHIH TpaHCMEIUaIbl KOHE KOpPKEeM
OelfHeCIH 3epTTey KelIeH I, NKEeM/I1 KOHE UHTEPIPETALMSIBIK Kypaiiapbl KaXKeT eTe/l.
By KYMBICTBIH 9JlicTEMENIK HETi31 MOACHM, MEIMa KOHE 9/1e0u Tayijiay dICTEepiHIH
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KUBUIBICBIHIA KYPBUIFaH, MYHJa KOHTEKCTYaJIbIK, CEMUOTHUKAIIBIK, HApPaTUBTI KOHE
BU3YaJIbI-TUCKYPCHBTI TACIIIEP OPTAIBIK POJI aTKapaibl.

KoHTeKkcTyanapIK Tanjgay Tapuxu-MOACHHU JKaFaaiiap MEH Te0ocasicl ypIicTepi
OailmaHpICTBIpyFa MYMKIHAIK Oepai. KaszakcrtaH OeWHECIH KypaWThIH KOPHEKI JKoHE
MOTIHIIK OenriiepAi NEeKOHCTPYKIMSIAYy VIIIH CEMHOTHKAJBIK Tajaay KOJAAHBUIIBI.
Happarusri tanmay Kaszakcran skahaHablK CrOXeTTIH (reocascar, MOJEHHUET, TapHux
HeMece Taburu Oipereisik) Oesiri peTiHAe YCHIHBIIFAH TPAaHCMEIUAJIbl CIOKETTEPre
konnaneuiael. Tanmay «lleiFeic meH bareic apachlHAAFBI KOMIP», «OTIENI €M, «yaKbIT
MEeH KEHICTIK KOCBUIATHIH Kep» pETiHAeri ey OelHeciMeH OalIaHBICTHI CIOXKETTIK
KO3FaJbICTap/Ibl, KOPKEMJIIK CTpaTerusaapsl )koHe OassHIay KYPhUIBIMIAPbIH aHbIKTayFa
Heri3enred. Busyanapl-1MCKypCUBTI Tanaay — BU3yallbl MOJACHUETTI )KOHE JUCKYPCUBTI
TaJ/1ay/ibl CbIHAY 9/1ICTEPIHIH CUHTE31HE epeKIIe KOHLT 00IiHA1l. DMIUPUKAIIBIK IeHIel1e
3epTTeyre aFbUIIIBIH TUTIHET] ogeouerTepae, Instagram, YouTube miardopmanapeiaaa,
nocrepiepae, 3aMaHayd KepMmeJep MEH MoJIeHH (ecTUBAIbIApAbIH — BU3YaJIbl
kepMmenepinne KazakcTaHHBIH TpaHCMeAHasabl OCiHENeHy >KaFJaiiapbl KaMTHUIFaH.
ABTOPJIBIK CTpaTerusijiap MEH PEIeNTHBTI KYTYJIEp/i CabICTBIPY YIIiH case-study omici
KOJIJTaHBUIIBL.

Ocbutaifilia, YCHIHBUIBIN OTBIPFaH ojicTeMerik cuHTe3 Kaszakcran OeitHeciH
KONTEereH MHTepIpeTalusiapra, ocepiepre joHe TpaHchopMmanusaapra YIIbIparaH
MOJICHU KYPBUIBICTBIH ©HIMI pETiHAE KapacTblpyFa MYMKIHIIK Oepxi. byn Tocin
MaTepuaiJibl KaMTyAbIH KEHIITIH Jie, TpaHCMeIua MOJEHU OKUIIITiHIH TaOufraTbhiHa
AQHAJTUTUKAJIBIK €HY/IH TEPEHJIITIH ¢ KaMTaMachl3 €TeIl.

HoTukesiep skoHe TAJIKbLIAY

Kazakcran OeliHeciHiH Kypamaac OeIKTEpiHIH I KUBIHTBIFBIH  3€pTTEY
UJESIChl PETiHIE AYHUEre KelreH jKaHa TEePMHH[I Heri3ieyre Kipicmec OypbhIH, OCHI
TEPMUHOJIOTUSJIBIK TIPKECIMHIH Naiiaa OosyblHa HET13 OOJIFaH TEOpHsIapibl KapacThIpy
KaKeT. Al OWI, eH ajabpIMeH, Oenriji Oip KajaHbIH OOJIMBICHIH KYPaWTBIH OpTYpIIi
JIeHrei1eri MOTUBTEPiH, OeHHEeNepIiH, CIOKETTEPiH, OeNnriiepiH, HOMUHAIMIAPIBIH
YKUBIHTBIFBI PETIH/IE KaJadbIK MOTIHI1 IOCTYPIIl TYCIHY JKOHE OHBIH OChI KOpKEM OeHHEeH1
TaHBUIATBHIH OHE €pEeKIle €TETIH OCHIHAAM KOMIIOHEHTTEPMEH TOJTBIPBUIFAH KOPKEM
KEHICTIK peTinzeri 6eiineci. TpaHcMaieHn yaepicTepi 3epTTey 6i3re «e3iMi3i 0ackaaa»
Kepyre MyMKIHJIIK Oepeni. Mbicanbl, Peceliiin opTypiii acnekTiiepaeri 6elHeci HeMic,
aMepUKaH, aroH KoHe 0acka Ja KenTereH aneouerrepae keaeceni (Uyrynos, 2004).

byn MarpiHama «kamay KEHICTIKTE IICKTENTeH KOHE eMip  CypydiH
ypOaHM3anusIanFad TYpiH KaObuiaraH reorpadusiiblK JKa3bIKTBIK PETIHIE €MeC, OCHI
arJioMepanusMeH skoHe OenTii O1p MOJICHUETTIH OHAM MICIIIECTIH TaChIMaJI Ay IIIBICHIMEH
OailmaHbICThl Oenrimi Oip KOATapIbIH >KUBIHTBIFBI PETIHAE TyCiHUIemi. SFHU, «Kamay
MOTIHIH CEMHUOTHKAJBIK YJIITAHBI KYPAHUTBIH KOATAPABI OKIIIAYJIAI, OJap/Ibl CHHTE3JICII,
OipikTipin, capanam, >kKoHe MUGPABl WISyl OKBIPMAaHHBIH TYCIHIIPYIHIE MOTIH
petinae okyra Oomaapl. FO.M. JloTMaH oHE OHBIH 9/I€OMETTAHBIMIBIK MEKTEOIHIH
exuiepl XX rachIpAblH 80-1111 JKbUITAPBIHBIH COHbIHAA «TaHOaNbIK *KyHenep Typasibl
€HOCKTEP» CEepUSACHIHIA KaJaHbl MOTIH PETIHIE 3epTTEYAiH TEOPHUSUIBIK HETi3IepiH
anbikTanbl. [letepOopnbik (Tomopos, 1984), Mockeymik, BOPOHEXTIK, POCTOBTHIK —
80-111 xpuTIapaH OacTarn KajallblK MOTIHJAEP KaJbIIITAChIN, Oenriial 0ip MoJeHUETTep
JKUBIHTBIFBIMEH OalyiaHbICTBI 00JABl. JIOTMaH aram eTKeHAeH, Kajla MOTIH PEeTIHAC YTl
OONFaHBIMEH KaTap, OJ JUHAMHUKAIBIK YITl — «MOTiHAEp MoOTiHi» (Kapa: IloranuHa,
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Tonmonmo6oB, 2012). «Kananslky MOTIHACPI 3€pPTTEy TICUTIHIH TaFbl O1p KOHIETITYaJIIbIK
epeKILeNiri — MOHapaJbIK OaliIaHbIC, OUTKEHI €ypolajblK OpTa Facklpiaapaa OacTay anraH
YKOHE Ka3lpri 3aMaHHbIH €peKIlle MOJIEHN KEeHICTITHIH (OpMachiH aifaH Kajia (eHOMeH1
CaH ajyaH cajaJapiblH OLTIMACPIH TapTyabl Tanamn eteni. «Kamanslky MOTIH OlayabliH
€peKIle TYPiH KaJIbIITACTHIPY/bl OOJIKANTBI.

byn 3eprreyne 013 «ka3zakcTaHAblK MOTiH» Kaszakcranubl Oiperedl TapUXThIH,
MOJICHUETTIH, OJCOMETTIH, MY3BbIKAaHBIH JKOHE IIETeNAeri el HMMUIKIHIH Oacka
Ia Kypampaac OeJiKTepiHIH JKUBIHTBIFBI pPETiHAE KaObulgayra ocep eTeTiH, Kazak/
Ka3aKCTaHIbIK MEHTAJIMTET E€pPEeKIIETIKTepIH KOPCETETIH MOTIHJAEP KUBIHTBIFBI JETeH
oiinpl Herizaeimi3. EH OacThIChl, «Ka3aKCTaHABIK» JIET arayfa KYKBIFbI 0ap MOTIHIEp
Ka3ak, OpbIC HeMece Ke3 KeJreH Oacka Tinae, 6ipak KazakcTtaHHaH ThIC XKepjie *Kacalybl
MYMKiH. «Ka3akcTaHIbIK MOTIH I KETKI3yIIIep//KacayblIap KaTapblHa Ka3aKCTaH IbIK
a3aMaTThIK KOFaM OKUIAEpiH J1e, *ahaHIbIK MOIEHM KEHICTIKTErl Ke3 KelreH Oacka
TYJIFAJIap/Ibl J1a )KaTKbI3yFa 00Iaibl.

3eprTey OapbichbiHIa 013 «Ka3aKCTaHIBIK MOTIHI» OeiHeneyniH Oipkarap
OarbITTapbIH aHBIKTABIK, COHBIH HETI31H/AE IEPEeKTIK MaTepuanaapAbl KUHAKTAY KOHE
TaJJay JKYMbICTAphI Kypri3iaai. Ockl OarbITTapFa KyriHEeHiK.

En angsiMen, oneduerrany taciii asiceinga biz Kasakcran aymarbsina eMip cyprexn
JKOHE Ka3aK STHOCBHIHBIH ©Kinjepi OosbIn TaObUIaThIH aBTOPJIAP/bIH MIbIFapMalapblHAaH
«Ka3aKCTaHJBIK MOTIHII» Tabampr3. Onap €3 TyBIHIBUIAPHIH Ka3aK HEMECE OpBIC
TLIEpIHAE Kacall aajpbl.

Kazipri omebuerranyna KOpKeM MOTIHAEp OETTEepiHIE KEHICTIKTI, COMKECTIKTI
KOHE MOJIGHH KOITHI OelHelley ToCcUIAEpiH TYCIHyTe KbI3BIFYIIBUIBIK apTHIN KeJesi.
Tapuxbl 6ail, KeIyITTHl KYPBUIBIMBI MEH Oipereil TaOMFU-MoAEHU reorpaduscsl Oap
Kazakcran yiaTThIK o1e0MeT aschlHAa Na, MIETEAIK UMarojiorusi aschlHAa Ja Tayjaay
HbICaHbIHA aifHanbim Oapanbl. OcbIFaH OaillIaHBICTBI «KA3aKCTAHIBIK MOTIH» MEH
«Kazakcran 6eifHec1» MaHbBI3/IbI ’KOHE COHBIMEH O1pre OpTYPIIi YFbIMAAP OOIBIN TaOBLIAIBI.
BaiikanatelH *KakKbIHIBIKTapbIHA KapaMmacTaH, OyJl TEpMUHIEP OPTYpil CEMAaHTUKAIBIK
KYKTEMEHI KoTepe/ii ’oHE MYKHAT capaiay/ibl KaKeT eTel.

«KazakcTaHIpIK MOTIH» TEPMHHI COHFBI OHKBUIJIBIKTAp/A KAJBINTACKAaH 9/e0n
MOJIETIBIEPTe YKcac OSJICeH Tl TYPAE KaJIbInTacyaa: «eTepOopibik MoTiH» (JIorman, 1992),
«mackeyik Matiay (JIrocerid, 2013), «tannuuaik motin» (Meiimpe, benobposiesa, 2020)
«roHtoHAbIK» (IIpoxoposa, Tomck, 2005), «apocnaBreik» (Epoxuna, 2014), «IKyTTIK»
(Hoega, 2017) xanansik MoTiH TYpiepi. Kazakcrannga 6y macene M. T. KakuibaeBaHbiH
(2016), XK.A. basubaesansiH (2016), XK.b. Kepmemonansiy (2018), E.C. [lImakoBaHbIH
(2022), 3.K. TemuprazunanslH (2024) «aamaTbUIbIK» MOTIH YFbIMbI apKbLIbI TYCIHUII.
«MoneHu 1eKapanblK eJIKey», «iekapay, «Cidip 0ankpITy Ka3aHABIFbD jkoHe «Kabaiib
[erreicy Teopusicel (Anekcees, [Tonos, Opexosa, 2024) Gencenai Typae JaMblil Keei.

«Ka3zakcTaHIbIK MOTIH» TEPMHUHIHIH HETI31HAE MOTIHAI TEK IIbIFapMaiap
KUBIHTBIFBI PETIHIE eMecC, KEeHICTIK MEeH MOJCHU KO KyiHe Kypayllbl KaTeropusiapra
alfHaJIFaH TYPaKThl CEMUOTUKAIIBIK JKYie peTiHAe TYCIHY XKaThIp.

«Ka3zakcTanpIK MOTIH/) 3€pTTEY 9JIICTEMECIH HET13/ieyre ThipblcalbIK. « byriHri
TaHJa KaJlaJblK MOTIHIe «MOJCHH KOATHIH CEMHUO3UCI» PETIHJIE JKYT1HY MEePCHEKTHUBAIbI
Oonbin Kepineai» nen xkazaabl A.B. Kysuenosa xone M.A. IlerpyneBuu (2019). byn
Karaai/a 9/liCHaMaHbIH OPTaJIBIFBIH/IA MOJICHH KOJ] )KHHAKTAJIFaH CUMBOJI TTaii1a 001aabl.
Ocpl TypFBIIaH anFaH/a, 613 OpHaJIaCTHIPFaH Ka3aKCTAaHABIK MOTIH YFBIMBIH MO/ICHUETTEH
THIC HEMECE ereéMEeHJI CEMHUOTHKAJBIK OpICTeri Ka3aK MOJCHU KOJBIHBIH CEMHUO3UCI
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peTiHae KapacTelpyFa Oomnanbl. KazakcTaHABIK MOTIHAI €Ki MOJACHH CEMHOTHKAIIBIK
KEHICTIKTE Maiia 001FaH MOTIH PeTiHAE KapacThIpa OTHIPHII, OHBIH MOICHU O1pereiiKTi
(erep Kazakcran auacrnopanapblHbIH OKIIAEp] IIbIFapFaH Ka3aKCTAaHABIK MITIH TypaJibl
ce3 OoJyIFaH/1a) HEMeCe VIITTHIK O1pereimiKTi (erep MOTIH/ Ka3aK YJITHIHBIH OK1J1 )KacaFaH
Oosca) kepceTy KabineTiH aran etyre 6onasl. Kamaii 6onranna na, motinai «Kazakcran»
aHBIKTaMachkIMeH Oenriney ymriH KazakcTaHHaH ThIC kKepiiep/e KUHAKTATATEIH MOJICHU
(WITTBIK) KOATApABIH OONyhI KaXkeT. by TepMunal TyciHyaeri MaHb3abl Macene. Ochl
TYpPFBIIAH ajFaHia, Ka3aKCTaHABIK MOTIH MOJCHH KOATBHIH CEMHO3MCI PETIHJE aBTOp
(>kacaymibl) TaHaraH KOATAy TUTIHE OAalIaHBICTHI MMaiiia 00NaThIH OPTYPIl popMaapra
ue O0onaybpl MyMKiH. bBi3 «Ka3akCTaHABIK MOTIHHIH» JKIKTEMECIH YChIHAMBbI3, OHJIA
TpaHCMeIua bl OelHeNey/IiH col Hemece 0acKa 9/IiCl Heri3re abIHa/Ibl.

«Ka3akcTaHIbIK MOTIH» YFBIMBI HHTEPTEKCTYAIJBUIBIK TEOPHSICHIMEH IKOHE
MOJICHH MOTIH UJICSICHIMEH ThIFbI3 OailanbICThl. OChI TYPFBIIAH aliFaH 1A «Ka3aKCTaHIbIK
MoTiHAD» Ka3zakcTaHHBIH TapuXU-MOJCHH TOXipuOeciH OeHHEeNeUTiH MOTHUBTEPIiH,
POMIBIEPIIiH, CHOKETTEPIIH, WICONOTUSIBIK MATPUIAIAPABIH JKUBIHTBHIFBl PETIHJIE
KapacTelpyra Oojazpl. MyHIAFbl HETI3rl  OMICTeMENIK HYCKayjdap HWMarojorus
(WITTBIK KOHE IIETENAIK MOHMOTiHIeri oneOmerreri Kazakcran OeliHeciH Tannay),
TTOCTKOJIOHUSIJTBIK CBIH (971€0METT1 MOCTKEHECTIK TOXKIpHOe asChIHAa ©31HIH YITTHIK JKOHE
MEMJIEKETTIK O1pereiIirid icke achIpy KeHICTIT1 peTiHae Tanaay), reomodtuka (Kazakcran
KEHICTITH MarblHaHbI KAJIBIITACTBHIPYABIH OeliceH1i Kypamaac 0eiiri peTinae 3eprrey),
KOTHUTHBTIK MO3THUKA (WITTHIK MOTIHII aKblI-0M 0OBEKTHUB1 apKbUIbI TYCIHY TUIIE JKOHE
KopKkeM OeitHenepe OeKIiTireH MOIETbIED).

«Kazakcrannplk MoTiHre» KazakcraH xail FaHa OpeKeT OpHBI PETiHIE eMec,
MOTIHHIH OelHenepiH, MOTHUBTEpiH, HbIIIAHAApbl MeH KahapMaHABIK KOpCETKIIIH
allKbIH/Ial THIH HAPPATUBT1 OPTAIIBIFBI PETIH/IE OPEKET €TETiH 9/1e0H IIbIFapMaap >kaTabl.
MyH1aii mwerapManap Ka3akCTaHAbIK LIBIHIBIKTBI CYPETTEN KaHa KOMMaiiibl, COHBIMEH
Karap OHBbI )KacaiIbl, YITTBIK MU(ONIO3THKAHBI, YaKbIT IIEH KEHICTIK OCHHECIH, YKbIM/IBIK
JKaJbIHBl KaJlbITacThipaabl. «KazakcTaHIblKk MoTiHAE» Oenrimi Oip TomocTtap OachIM:
epKIHAIK MeH 00CTaHABIKTHIH CUMBOJIBI PETIHJIET1 Jana, ara-6a0a 00IMBICHIHBIH MEKEH1
peTiHJEr1 aybll, JOCTYp MEH >KaHApyJAblH TOFBICKAH KEHICTITT PETIHAET! Kajla, pyXaHu
TY3YJIiK peTiHeri Taynap, TpanchopMamms 131 peTiHaeri Temip >xoi. byn Oeiitnenep
XaJIBIKTBIH (DOJIBKIIOPIIBIK, TAPUXHU KOHE (PUIT0CODUSITBIK JKaIbIH/IA KATHIP.

«KazakcTaHbIK MOTIHHIHY» aBTOPJIApPHI PETIH/IE TEK aHa TUTIH/AE JKa3aThiH Ka3ak
YKaszyIIbIJIapblH FaHA €MeC, COHBIMEH Oipre emMi3aiH MOJIEHW KOPIHICIHE KIPIKTIpIITeH
0acka ATHOCTApAbIH OKUIAEpiH e KapacTeipyra Oomaabl: I'eponba benbrep, Hukomaii
AnoB, Enena 3elidept xoHe T.0. 0aCThl MIAPT — SITHUKAJIBIK €MEC, Ka3aKCTaHAbIK KOAKa
1K1 KaTBICTBUIBIK, XKEPT1IKTI HApPAaTUBKE KOCHLTY.

Opnebuerreri  KasakcranublH ~— OCGMHECIHIH — «KA3aKCTaHABIK  MOTIHHEHY
allbIpMAaIlIbUIBIFbI 11I1HApPA, MAPTThI, CYyObEKTUBTI, TINTI OypMallaHybl MYMKIH CHIPTKbI
HeMece 1K1 OeiHeney ¢popMachkl OONBIT TaAOBLIA B,

byn monenuerke tepeH Ooiiay Herizinae emec, Oenriii Oip KepHEKi, JIEKCHUKAJIBIK,
HappaTHUBTI KJIMIIEep HET131H]IE aBTOpP MEH OKbIPMaHHBIH CaHACHIHAA TYBIHIANTBIH 00pas.

KazakcranubeiH OeiiHeci keOiHece IMIETENJIIK cUIarramanap, *oj jka3daiapsl,
JTUTUIOMATHUSUIIBIK €CENTep, THIHIIBUIBIK JKOHE IIBITBIPMAH OKUFANBI TIP03a, MEAUa KOHE
KHHeMaTorpadust MOHMOTIHIHIE Kypbliaabl. Oyl 5K30THKaJbIKTaH OacTam, Jpamalblk,
HEraTHBTI HEMECEe CaTUPAIBIKKA JACHIH O0ITYbl MYMKIH.

Consimen, «bopar» ¢uneminge (pexuccepi Jlappu Yapns3) Kasakcran 6acts
KEUIMKEP/I1H «OTaHbD) PETIHJIE KOPCETUITeHIMEH, €JJIIH UIbIHAbl MOJIEHUETIMEH HEMECe
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reorpaduscbIMEH elIKaHAail OailaHbIChl KOK. Byl MOCTKONOHUSIIBIK CTEPEOTUIITEpPre
KYpbUIFaH TpoTeckimik OeitHe. MyHnnait «Ka3zakctan OeifHeCiH» «Ka3aKCTaHJBIK
MOTIHIe» €HTi3yre OoMMailbl, OipaK CTEPEOTHNTIK CHIPTKBI O€WHeNey YiTiCci peTiHje
UMAaroJIOTUsIIBIK TalAay YIIiH KbI3BIFYIIBUIBIK TYABIPA/IbL.

Kazakcran OeitHeciHiH 6acka MbIcaiiapbl Janana KbisMeT eTkeH XIX racblpaars
OpbIC O(UIIepPIIEPIHIH €CTETIKTEePIHIE; MOCTKEHECTIK eJJIep Typalibl aFbUIIIBIH TUTIHJIET]
npo3aja; AMHUTPAHTTApAbIH ecTenikTepinae Kazakctan onapablH eMipOasHbIHIAFbI
HYKTE peTiHae auThiIaabl. by KecKiHaep KOCaaKbl OOJBIN TaObLIAbI; ONap KEHICTIKTI
Kypamaiiibl, TeK OHbI O11ipe/i. EXi yFBIMHBIH KYpPBUIBIM/IbI-CEMaHTUKAJIBIK aCIIEKTICIHIH
canbicThipMachl Kecte 1-71e kepceTinreH.

Kecre 1. ¥¥piMaapabl canbICThIPY: KYPbUIBIMABIK-CEMAaHTHKAIBIK aCIIEKT

ITapamerp Ka3zakcTaHabIK MITiH Ka3zakcran Oeiineci
Monenu eny TepeH, MIBIHANbI YcTipT, kebiHece ChIPTKBI
TEPEHIIT1
ABTOp «lmmki» KaTbICyIIbl (TYPFbIH, Kebinece chIpTKbI OaKbLIayIIIbI

YpIaK, KaTbICyIIIbI)

Beiineney Typi  ¥arteik mud, cuMmBonaslk To- - KepiHic, OekiTy, mpoekuus

ITOJIOTHSI
DyHKIUA Mopenu ®aJbIHBIH KYPBUIBICHI ~ beliHerney, OeKiTy, HILTIOCTPaIus
XKanp ynrinepi  Dnonest, YITTBIK pOMaH, Ecrenixrep, o xa3banapsl,

Mo/IeHU-(PHUIOCODUSIIBIK TPO3a  CHIPTKBI MMyOIUIIUCTHKA

AfiTa KeTy KepeK, eKi YFbIM apachlHAaFbI IeKapa dpKallaH HaKThl 00J1a OepMeni.
Keiine ceipTkpl aBTOp kacaraH KasakcTaHHBIH OeliHeci, erep oi KaObuimaHca, KanTa
OHJIEJICe KOHE YJITTHIK MOJICHU JKaJblFa CHTI3lIce, YaKbIT ©Te Kelle Ka3aKCTaHIBIK
MOTIHHIH Oip OeuliriHe aliHamybl MyMKiH. Mbicamnsl, smurpantrap (E. 3eiidepr) xazran
MOTiHZEp anasiMeH KazakcTaHHBIH ©TKEH PETIHET1 OCHHECIH jKacail ajaapl, COMaH KeHiH
OipTiHACT AMAcCTIOpagarbl Ka3aKCTaHIBIK MOTIHHIH Oip Oeniri 6ona anaabl. [lIbrFrapmManbIy
TLTL JIe MaHBI3ABI pell arkapaasl. KazakcTaHAbIK MOTIH Ke3 KelreH Tiae (Ka3ak, OpbicC,
aFBUIIIBIH) Ka3bUTYbl MYMKIiH 00JICa Ja, MOJICHUET TeH OHBIH CEMAaHTHKAChI TypaJIbl 1K1
6151iM MaHbI3/1bI 00161 Kauia 6epeni. KazakcTan Oeiinect, kepiciHile, ayapManap, KOpHeKi
OeifHesiep HEMece YIIIHII TYJIFaIapAblH SOHriMeJepi Heri3iHIe )Kacaaybl MYMKIiH.

[udpasik omedueT meH olIeyMETTIK JKeIiep Macemneci e KbI3BIKTHI. Instagram-
noa3us, TikTok-oHrimenep, YouTube-nepekti ¢punbMaepae Ka3akCTaHIbIK MOTIHIEP 1€
(mbIcanbl, Anmarsl, Haypbi3, aybUIIbIH KOpPHEKI KOJIbI HETi3iHe), coHaaii-ak Ka3akcran
OeitHenepi fe (kobiHece KIUIIeNep TYPIH/Ie: KBUIKbI, KHi3 Yil, KbIMBI3) KaJIbIIITACA IbI.

Ochl ekl YFBIMHBIH apachblHAAFbl AWBIPMAIIBUIBIKTEL TYCIHY MBIHANAp YIIIH
MaHBI3/IbI:

* WITTBIK 97€OMET KOPITYCHIH KAJIBIITACTHIPY TaK YTO C 3TOTO

* Ka3aKCTaH/IBIK 9/1e0MeT OOMbIHIIIA OKY OaFmapiaMaiapbi d3ipiey

* MOJICHU JIUTIJIOMATHSIHBI LITepiIeTy

* onebuet neH BAK apKpuIbI €JJ1iH CHIPTKBI O€/IeIIiHe Taliay skacay.

3epTTeyuiiiep, OKbITYIIbIIAp MEH CHIHIIBUIAP MOICHUET aThIHAH COMICHTIH MOTIH
Oap ekeHiH oHe MaHBI3bI 00JIca JIa, IIKi JaybICIieH Oipel eMec, CHIPTKBI KopiHic 6ap
€KeHIH HAKThI a)KbIPaTyhl KEpPEK.
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KopbIThIHABI

3aMaHayW TYMaHUTApJIbIK FBUIBIMAAP T'€OMOITHKA YFBIMBIHA — KEHICTIK II€H
MOTIH apachIHAaFbl OailmaHpIcTapAbl 3epTTeyre kelipek Oer Oypyna. Kaszakcranmbik
MOTIH Jjaia, Tayjaap, ©3eHep, KHeJl OpbIHIap KeHICTIr eIyl peJl aTKapaTblH Oipereit
T€0TOATHKAJIBIK KYPBUIbIMFa He. KeHICTIK TeK cypeTTemin KaHa KoiMaiiabl, 01 Keinkepre,
(bunocousHbIH, TaFABIPALIH, MeTa(hU3NKAHBIH KallHAp KO31He aiHanazabl. Jlemek, mana
Ka3aKCTaHJBIK 9[ie0ueTTe *ail reorpagus emec, ata-0ada »*aibl, a3aTTHIKTBIH apXeTHUIIi,
Oeii0iTiriik meH Temne-TeHaiK (umocodusicel. Omaii Oonca, «Ka3aKCTAHIBIK MOTIH
MeH «Kaszakcran OeifHeci» omeOu OeifHeneyre KaThICTBI €Ki Typii, Oipak Oip-OipiMeH
OaiinaHpIcThl Tacnep. bipiHiici — MudonosTHKara, CHMBOJAAPFA AKOHE MOJICHU KA IbIFa
TOJBI iIKi HappaTtuB. ExiHIIici — ¢pparMeHTTepieH, MPOSKIMsIap MeH KaObuiaaynapiaH
rnaiiia 6oJaThlH CHIPTKBI KOPIHIC.

OmnappiH 6ip-0ipiHEH albIpMAIIBUIBIFBIH TYCIHY 9/1e0U HIbIFapMaapabl 1dJ1ipex
Tajjayra MYMKIHIIK Oepinm KaHa KoWMai, YITTHIK OOJMBICTHIH HBIFAIOBbIHA, MOJCHU
casicaTThblH KAaJIbINITACyblHA, MMAroJioThs MEH TeONO3THKA asChIHIAFbl aKaJIEMUSIIBIK
cajanapbIH JaMmybIHa bIKHaI etefi. Ockl KabaTTap apachlHIAFbl CaHAbI AMBIPMAIITBIIBIK
NeH JUajior apKbuibl FaHa KaszakcraHn onemuaik onedu Kyiene TepeH, IIbIHAWBI JKoHEe
KypMeTIieH O¢eifHenenyi MyMKiH. Ka3ak MOTiHIH KEHICTIKTIK TOATHKA TYPFBICBIHAH 3€PTTEY
MOZIeHHU Oipereinik IeH ayMaKThlH, MU(] MeH reorpa@usHbIH, YITTIH XKaH TYHUECI MEH
OHBIH KOPIHICI apachlHAaFrbl O0AHITaHBICTBIH Kajlail KaJIbITACKAHBIH TEPEHIPEK TYCiHyTe
MYMKIHIIK Oepe/i.

«KazakcTaHIbIK MOTIHHIH» KYpbUIBIMBbIHA 013 OipHeNIe MOJCHH >KOHE TIIIIK
KYHeNepIiH TYHICKeH kKepiHae TyFaH Kypampaac Oemikrepai Kocambi3. Ol 3THUKAIBIK
Kypamaac OeiKTi, TapuXHU-CasiCH, reorpadusiIbIK, MEHTAIbAbl KOHE TUIMIK KOATAPIbI
KaMTH/Ibl. DTHUKAJIBIK KypamJac OeliKKe Ka3aKTblH CajlT-IoCTYpJiepiHe, SM0CTapblHA,
PYIIBIK IIXKIipenepiHe, pyXxaHu MoICHUETIHE ciTeMenep xkaraabl. Tapuxu-cascu Kypamaac
Oemik — Kazakcran TapuxbpIMEeH OaiJIaHBICTBI OKUFAIAPABIH KepiHici. ['eorpadusibik
Kypamaac Oemnik — maHmmadt xoabl (Aana, aybUl, KalajdblK MOTiH). MeEHTanbabl KOI
WITTBHIK CHIIATTaFrbl OeHeNep/i, CTepPeOTUNTEPi, SACT-FYPhINTAP/Ibl, KYHIBUIBIKTapIbI
KamMTuAbl. TUIIIK KOJ Ka3axu3MAEp/l, VITTHIK Oiyiay (gopMmaiapblHa TYCTHaaayiapbl
CiHipei.

KazakcranaplKk MOTiHAI OpBIC TUTIHZIE >Ka3aThlH Ka3aKCTAHIBIK AaBTOPJIAP.IBIH
HIblFapMajiapblHaH J1a, Ka3aKCTaHbIK KOATAp/bl CUMIATTAlNThIH 0acKa ejep MEH YITTap
OKUIIepiHIH ILIbIFapMajapbiHaH ga TalOyra Oomnaabl. EypasusiiblK cHUIaTTarbl epeKiie
MEHTAJUTET TIEH MOJICHU KEHICTIK OpTYPJIi COMKECTIKTEpl CUHTE3ACH 1.

KazakcTanaplKk MOTIH TYPFBICBIHAH IIBIFApMaIap/bl Tanaay oficTeMeci OipHere
Ke3eHIep/ii KAMTYbl MYMKIH:

1. MoTiHaik Mapkepiepai aHbIKTay: TOIMOHHUMIEp, 3THOrpadu3Maep, OOIMBIC,
pamizzep.

2. Konrekcryannpuiblk:  Ka3zakCTaHHBIH — TapUXU-MOJACHM  MOHMOTIHIMEH
CaJIBICTBIPY.

3. DbeitHenep MeH MOTUBTEPl aHBIKTAY: TYPAKThl YITTHIK HEMECE TPAHCYITTHIK
TaKbIPBIITAP/IBI 1311EY.

4. Morinapanbslk Tangay: Kaszakcran Typanbsl 0acka MOTiHAEpre cinTemernep,
MU(DTEPMEH KOHE apXETUNITEPMEH JAUAJIOT.

5. ABTOpIBIK NO3ULUAHBI TYCIHAIPY: Ka3akcTaHapl aBTOPIIBIK OeiiHeney «e3» —
«O3rey», «OPTAJIBIK» — IIETKI alfMaKy.
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CoHBIMEH, «Ka3aKCTaH/bIK MOTiH» TepMuHi Ka3zakcTaHMeH OailaHBICTBI KOPKEM
MOTIH/II TePEHIPEK KOHE KONKBIPIbl TYCIHYre MYMKIHIK OepeTiH Ka3ipri oaeduerrany
FBUIBIMBIHBIH MaHBI3Bl KaTETOPHSICHl OonbInm TalObuiagbl. OHBI 93ipiey omicTeMelNiK
meHOepAl OJaH opi HAKThUIAyAbl, COHAAN-aK OPTYPJi XalbIKTap, MOICHHUETTEP MEH
noyipaep 9aeOueTiH caslbICThIpMalibl TalAay/IblH OIpbIHFAll aHAJIWTHUKAIBIK 0a3achlH
Kypyabl Tajan erefi. KOTHMTHBTIK IMOATHKA, MOCTKOJIOHHUANBIK CHIH, MMarojlorus,
Teono3THKA TICUIAEpiHiH yinecyl «Ka3akCcTaHIBIK MOTiHAE» IIBIHABIKTHIH JKail FaHa
KOPIHICIH eMec, COHBIMEH Oipre MOJeHU ©31H-631 KOpCeTyliH OeICEeH/II TETIrH Kepyre
MYMKIHJIK Oepeni.

Aarbic

3eprrey Kazakcran PecnyOnukacel FrutbiM koHE >KOFaphl O1IIM MUHHUCTPIITI
Feumeim  xomuterinig  rpanteiMeH (MPH — NeAP23489915  «Kasipri  onemaik
moznenuerteri Kasakcran OeiiHECiHIH TpaHCMEIHaabl KoHE KOPKEeMIK OeiHeneHyi»)
Kap>KbUTaH/IbIPBUTIBL.
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C.K. CepuxoBa, A.Y. Baii6o10B
Kaszaxckuii nayuonanvuolil nedacocuyeckuil ynueepcumem umeHu Aoas
Anmamol, Kazaxcman

TEOPETUYECKHUE OCHOBBI HCCJIEJOBAHUS TPAHCMEJUAJIBHOM U
XVYAOKECTBEHHOMU PEIIPESEHTAIIUN OBPA3A KA3SAXCTAHA

AnHoTanus. CTaTbs NOCBSIIEHA TEOPETUUECKOMY U IPUKIIATHOMY OCMBICICHUIO
TpaHCMEIUANbHBIX U XyIOKECTBEHHBIX (hopM pempeseHTanuu obpaza Kazaxcrana
B COBPEMEHHOM MHUPOBOM KYJIBType, C aKLEHTOM Ha pa3inuue MEXIy BHYTPEHHUM
KYJBTYPHBIM JTUCKYpCOM (Ka3aXCTaHCKUM TEKCTOM) M BHEIIHMM oOpa3oM Ka3zaxcraHa.
[IpennoxeHo KOHIENTyalbHOE pa3InYeHHE MOHITHI «Ka3aXCTaHCKUMA TEKCT» M «o0pa3
Ka3zaxcrana» ¢ mpHUBIEYEHHEM HMAroJIOTMYECKOT0 U TE€OMNO3THUUYECKOIO I10IXO0B.
[IpuBoasiTCS IpUMEPHI AKTYaJbHBIX XYIOKECTBEHHBIX CTPATETMi M BU3YyaJbHBIX KOJIOB
B JIUTEpaType, KUHO U IU(PPOBOM HCKYCCTBE, JAEMOHCTPUPYIOLIUX ITH pasnuyus. B
Ka4eCTBE PE3YAbTaTOB UCCIIEI0BAHNS HAMU BbIJI€JI€HbI KOHIIENTYaJIbHbIE PA3JINYUS MEXKIY
TIOHSTUAMH «Ka3aXCTAHCKHUM TeKCT» U «o0pa3 KazaxcraHa» mo KpuUTEpHUsIM aBTOPCKOM
MO3UINH, TTyOUHBI KyJIbTYPHOTO BXOXKICHHSI M HappaTuBHOW (yHKuuu. Takke Hamu
MIPEJCTABICHO METOIOJIOTHYECKOe 0O0OCHOBAHUE aHAIN3a «Ka3aXCTAHCKOTO TEKCTa» KaK
CEMHUOTHUYECKONW CHCTEMBbI, OTpaXkarollled 3THUYECKHE, MEHTaJIbHBbIE, reorpapuueckue
U A3BIKOBBIE KOZIBI. B cTarhbe pazpaboTaHa METOAMKHM aHAIW3a MPOU3BEACHUN C TOUKHU
3peHus TMPUHAAICKHOCTH K «KA3aXCTAHCKOMY TEKCTy» (BBISBICHHE MapKEPOB,
KOHTEKCTYyalln3allus, UHTEPTEKCTyaJIbHbIE CBSA3H U T.[.). 3HAUUMOCTh CTaThH BKIIFOYAETCS
B IIPUMEHEHUH pa3paboTaHHON TUIIOJIOTUU B (PHIIOIOTUYECKOM aHaNn3e, OPMUPOBAHUU
o0pa3oBaTeIbHBIX MPOrpaMM IO Ka3aXCTAHCKOHM JMTeparype, Pa3BUTUU KyJIbTYPHOI
JIATUIOMATUU Y METMIUHBIX CTPATETHM.

KaroueBble cioBa: ka3zaxcraHCkuili Tekct, oOpa3 Kazaxcrana, kynbrypa,
CEMaHTHKa, UMaroJjioTHsl, F€OMO3THKA.

S.K. Serikova, A.U. Baibolov

Abai Kazakh National Pedagogical University,
Almaty, Kazakhstan

THEORETICAL FOUNDATIONS OF THE STUDY OF TRANSMEDIAL
AND ARTISTIC REPRESENTATION IMAGES OF KAZAKHSTAN

Abstract. The article is devoted to the theoretical and applied understanding of
the transmedial and artistic forms of representation of the image of Kazakhstan in modern
world culture, with an emphasis on the difference between the internal cultural discourse
(Kazakh text) and the external image of Kazakhstan. A conceptual distinction is proposed
between the concepts of “Kazakh text” and “image of Kazakhstan” using imagological
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and geopoetic approaches. Examples of relevant artistic strategies and visual codes in
literature, cinema, and digital art that demonstrate these differences are given. As the
results of the research, we have identified conceptual differences between the concepts
of “Kazakh text” and “image of Kazakhstan” according to the criteria of author’s
position, depth of cultural entry, and narrative function. We also present a methodological
justification for the analysis of the “Kazakh text” as a semiotic system reflecting ethnic,
mental, geographical, and linguistic codes. The article develops methods for analyzing
works from the point of view of belonging to the “Kazakh text” (identification of markers,
contextualization, intertextual connections, etc.). The significance of the article lies in
the application of the developed typology in philological analysis, the formation of
educational programs on Kazakh literature, and the development of cultural diplomacy
and media strategies.

Keywords: Kazakh text, image of Kazakhstan, culture, semantics, imagology,
geopoetics.
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ABSTRACT

The authors of the article attempt to explore hybrid identity within the framework of the “Kazakhstan text”, which
represents a sociocultural and artistic phenomenon in the work of an émigré author. The article may be considered a case
study of identifying the “Kazakhstan text” in the novella “The Smelting Boat” («Plavil‘naya lodochkay) by E. Zejfert
through a system of cultural codes, chronotope, intertextual references, and mythologemes. The novelty of the research lies
in the fact that the “Kazakhstan text” in the works of E. Zejfert as a product of the hybrid identity of the author’s conscious-
ness has not previously been the subject of literary analysis. The authors also justify the use of the term “Kazakhstan text”
in the context of analyzing a specific literary work. This research into the presence of the “Kazakhstan text” in literary
works created outside of Kazakhstan contributes to a deeper understanding of how geographical displacement influences
the cultural consciousness of individuals. It offers insight into the nature of hybrid identity. The article substantiates the
existence of the “Kazakhstan text” as a manifestation of hybrid identity in the work of E. Zejfert, a Kazakhstani writer who

emigrated to Russia. It examines key elements of the “Kazakhstan text”, including the Kazakh cultural code, a “hybrid”
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chronotope, intertextuality, and mythologemes.

Keywords: Dialogue of Cultures; Hybrid Identity; Kazakhstani Text; Cultural Code; Chronotope; Intertextuality; Mytholo-

geme; Elena Zejfert; Novella; The Smelting Boat

1. Introduction

Kazakhstan’s national literature is actively interpreted
within the boundaries of its local cultural space. However,
against this backdrop, the representation of cultural codes
that constitute the “Kazakhstan text” in Russian-language
literature of Kazakhstan, which were created by members of
diasporas or bilingual authors with a “dual” cultural identity,
remains insufficiently studied.

Particular attention, in our view, should be paid to the
representation of the “Kazakhstan text” in literary works
by émigré authors whose consciousness reflects a hybrid
combination of national and foreign — Kazakh — cultural
layers. The reinterpretation of the “other” as “one’s own”
also affects the forms of chronotope in the artistic world of
such works, where real migration is mirrored synchronously
between the locations constructed in the text. Cultural code,
chronotope, intertextuality, and mythologeme serve as the
primary artistic channels of representation.

The aim of this study is to explore the “Kazakhstan text”
as a product of hybrid identity in the novella “The Smelting
Boat” by Elena Zejfert.

Research Objectives are:

e provide an overview of scholarly approaches to hybrid
identity and local text;

e analyze the poetics of Elena Zejfert’s novella “The Smelt-
ing Boat”;

e cxamine the correlation between hybrid identity and the
“Kazakhstan text”;

o identify the key components of the “Kazakhstan text”
through cultural codes, chronotope, intertextuality and
mythologemes;

e develop a methodological approach for teaching and re-
searching the “Kazakhstan text” using “The Smelting
Boat” as a case study.

The object of this study is the novella “The Smelting
Boat” by Elena Zejfert, which serves as the primary literary
material for analyzing the representation of hybrid identity

within the framework of the “Kazakhstan text”.

The subject of this study is the “Kazakhstan text” as a
manifestation of hybrid cultural identity, as reflected in the
poetics, imagery, and narrative structure of The Smelting
Boat.

The research employs a combination of discourse anal-
ysis, narrative analysis, mythopoetic analysis, and structural-
semantic analysis. These methods enable the identification
and interpretation of cultural codes, chronotopic models, in-
tertextual references, and mythologemes that constitute the
“Kazakhstan text” in the work of Elena Zejfert.

2. Literature Review

The methodological foundation of this study is based
on research in the fields of local text theory and hybrid iden-
tity, underscoring the interdisciplinary nature of the work,
which lies at the intersection of literary and cultural studies.

In the course of the research, key works on hybrid iden-
tity were examined, including those by Stuart Hall, Y. Volkov,
G. Gizdatov, H. Bhabha, and V. Marotta!-°!,

Additionally, studies on the representation of local
texts were analyzed. These include semiotic approaches
by Yu. Lotman!”, who conceptualizes the text as both a
communicative and receptive unit, and the notion of “supra-
text” as discussed in the works of D. Magomedoval®!l, N.
Tamarchenko ], E. Mednis[!%. The concept of the “urban
text” was explored through the writings of D. Chugunov ],
V. Toporov 2,

It is worth noting that the concept of the “Kazakhstan
text” as a “text of the country” has emerged in scholarly
literature['3]. P. Alekseev and D. Dyusekenov!'* examined
the representation of Kazakhstan in the works of Mikhail
Prishvin, identifying both cultural and biographical factors
underlying the writer’s interest in the Kazakh context. Schol-
arly interpretations of the Kazakhstan text as a literary phe-
nomenon are found in the works of G. Vlasoval'3], who ex-
plores the specifics of regional text embodiment in Russian-
language prose of Kazakhstan. G. Vlasova defines the Kaza-
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khstan text as “the realization of the country through images,
motifs, chronotopes, and axiological evaluations”!'3]. She
identifies several components of the cultural text, including
biographical context, type of creative personality, and more.

An analytical framework for interpreting the Kaza-
khstan text has been developed by L. Abdullina!'*l, who
introduced the concept of the “literary landscape” and applied
it to the study of a specific local space, which is the East Kaza-
khstan text. Several scholars, including S. Kaskabasov![!®]
and S. Ananyeval!”l, have investigated the Eurasian context
in the works of Kazakhstani writers.

The article represents an attempt to identify the key
components of the “Kazakhstan text”, such as cultural codes,
chronotope, intertextuality, intermediality, and the introduc-
tion of mythologemes, in the novella “The Smelting Boat”
by Elena Zejfert.

3. Methodology

The methodological foundation of this study draws on
a range of interdisciplinary research areas, including: Kaza-
khstani literature and the global image of Kazakhstan par-
ticularly the marginalization of Russian-language authors in
Kazakhstan who convey Kazakh culture through the Russian
language!'®!, imagological models of auto/biographical nar-
rativel'”], representations of non-native cultural themes in
Russian-language literature of Kazakhstan['%!, national and
cultural identity within the field of intercultural dialogue >,
intermediality 2! 221, national text theory ' 121, semiotics (7]
and national worldviews 2324,

A central theoretical lens employed in this research is
the concept of hybrid identity, understood as the “blending
of traditions, beliefs, cultural customs, languages, and social

»[231. This phenomenon is a direct result of social

practices
hybridization, triggered by factors such as migration, the
dynamic interplay between globalization and localization,
and processes of digitalization. Hybrid identity as a form of
mixed cultural identification emerging from these conditions
has become one of the most widespread modes of cultural
self-perception in the contemporary world.

The methodological framework of this study is also
grounded in the concept of modern identity as hybrid, as
proposed by Stuart Halllll. S. Hall’s view contrasts with the

somewhat divergent perspective of Homi Bhabha*, who

explores culture within a unique space he terms the “border-
land”, which is a site of interaction between different types
of consciousness, where boundaries are clearly defined, and
the “in-betweenness” that occurs between them is granted a
special ontological status.

The issue of hybrid identity has also been addressed
by a number of scholars, including G. Gizdatov and his col-
laborators[*!, who examine “samples” of hybrid identity as
manifested in the media discourse of Kazakhstan, a typical
post-Soviet cultural space. These scholars identify three ma-
jor socio-cultural projects in Kazakhstan: the Eurasian, the
Pan-Turkic, and the liberal. G. Gizdatov’s approach to hybrid
identity is further developed through the analysis of contem-
porary cultural products created by diasporic communities
in Kazakhstan.

As noted in the research of V. Marotta ], hybrid identity
can emerge not only in the traditional direction of “indige-
nous” to “diaspora”, but also in the reverse direction, thus
opening new perspectives for further inquiry in this area.
Drawing on S. Hall’s concept!!), cultural identity in a post-
colonial society is inherently hybrid and dynamic; it is not a
fixed essence but rather an ongoing process of becoming.

Following A. Kostina[?"), who identifies three models
of intercultural interaction: equality, tolerance as acceptance
of the other, and cultural closure, it is worth emphasizing
that intercultural dialogue can only be considered genuine
when it involves mutual understanding or, at the very least,
a striving toward it. In the text under analysis, the author
engages in cultural dialogue according to the first and most
productive model of cultural interaction based on openness
and equality. This approach to cultural representation is char-
acteristic of the vast majority of Russian-language writers
from Kazakhstan, both those who create within the country
and those who reside abroad.

We define the “Kazakhstani text” as a supertext that
concentrates cultural codes transmitting the realities, im-
ages, motifs, and ideas of Kazakh national and broader Kaza-
khstani mentality. This definition is grounded in the method-
ology developed by V. Toporov in his work on regional texts,
specifically the Petersburg text.

A key distinction of the approach presented in this arti-
cle from previous scholarly perspectives lies in its focus on
the phenomenon of the “Kazakhstani text” in literary works
created by representatives of both the titular nation and dias-
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poric communities outside the territory of Kazakhstan. The
study attempts to analyze cultural codes that have acquired
a synthetic character due to the authors’ geographical and
cultural distance from the source culture.

In the literary text authored by a representative of the
German diaspora of Kazakhstan, who has migrated beyond
the traditional centers of diasporic concentration, a number of
cultural codes are realized, closely tied to the type of chrono-
tope embodied in the artistic space. In this way, the article
seeks to establish a connection between specific elements of
the author’s poetics and manifestations of hybrid identity.

While similar approaches may be found in the field
of émigré literature studies, what is crucial to the scholarly
position argued in this article is the conceptualization of
the image of Kazakhstan as viewed through the eyes of the
author, Elena Zeifert, who not only emigrated from Kaza-
khstan but, as a repatriate to another country, constructs a
territorial-cultural unity from a distinct dual perspective.

4. Results and Discussion

Literary scholar and author with roots in both Kaza-
khstan and Russia Elena Zeifert’s novella “The Smelting
Boat” carry the subtitle “A Karaganda Novella”. It depicts
the lives of its characters from 1766 to 2018. The interrupted
fates of the German people in the USSR are reflected through
the intertwined destinies of the novella’s characters, who ex-
perienced emigration from Germany to Russia in the 18th
century and deportation from the Volga region to Kazakhstan
in the early 1940s. This is a story about the search for a
home, which Karaganda became for Soviet Germans.

For Elena Zeifert, Kazakhstan functions as a recurring
symbol composed of national cultural codes, reinterpreted
through the lens of the author’s “German” consciousness. It
is through the interplay of “German” and “Kazakh” elements
that a hybrid authorial identity is constructed. Kazakhstan
is conceptualized as a distinct cultural space that integrates
the familiar and the foreign, thereby articulating its own
uniqueness through this synthesis.

An analysis of Zeifert’s novella “The Smelting Boat”
reveals several key components of the local (Kazakhstani)
text: cultural codes, chronotope, and mythopoetic elements.
In what follows, we turn to the poetics of the novella in order
to identify markers of the local text and to define the nature

of cultural hybridity as it manifests in the representation of

the “Kazakhstani text”.

The influence of the chronotope on the novella’s com-
position is closely linked to the structural elements of the
localized “Kazakhstani text”. “The Smelting Boat™ is com-
positionally divided into two parts: “Tlenenanbumk” — “The
Swaddler” and “Msy aynsr” — “The Moon Ball”.

Although compositionally unmarked, several parallel

narratives unfold in the novella:

1. The lives of Germans in the Volga region.

2. The deportation from the Volga region and life in Kara-
ganda.

The story of Luka’s family: from Germany to Russia.
The love triangle: Friedrich — Lydia — Mark.

Mariyka’s life in Karaganda. Elsa’s return.

S

Anya’s life in Karaganda. The meeting of Kirill and
Anya.
7. Johanna and Julian’s love story.

Each structural element of the text is introduced by
a framing element that foreshadows its content. The fram-
ing text that precedes the main narrative is presented in two
languages. The inclusion of the German-language passage
serves as a marker of the author’s hybrid identity.

The two main compositional parts of the novella are
also divided by a framing element: a text dated September
5,2016 (Moscow), where Elena Zejfert, as the real author,
addresses the topic of seminars on “The Smelting Boat”.
Here, the author’s reflection on the paradox of German re-
unification emerges, elevated to the metaphorical level that
is characteristic of her narrative style.

The chronotope in the author’s consciousness is dis-
tinctly divided into two components — time and space — pro-
claimed by the narrator at the very beginning of the story.
Here, real time and artistic time converge: “All times flow
simultaneously; only spaces, their decorations, and costumes
change”®]. E. Zejfert notes “Storytelling always unfolds
in the present tense, synchronously, whether it is the depic-
tion of emigration from Germany to Russia, dekulakization,
war, deportation, labor camps, or emigration from Russia to

»1231 This does not negate the presence of the past

Germany
within the temporal field. The paradox of constructing the
chronotope in E. Zejfert’s novella is that the past and present
function simultaneously without clear distinction. The narra-
tive lacks transitions between times: for the author, only the

here and now of artistic time exists, allowing the reader to feel
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as though they are part of the vividly present actions, regard-
less of the historical period being described. For instance, in
describing the Volga Germans aboard a barge, “times clung

»[23] with historical figures and real individu-

to each other
als from various eras aligned on a single temporal axis: the
brothers Christian August and Luka are transported to 1766,
their father Caspar appears in a cathedral in Yekaterinenstadt,
Rosa’s grandmother hides a passport with a German surname
instead of her granddaughter’s, Nikolai Gastello remains in
the eternal sky of 1941, and the dying exiles in the steppes
of Karaganda.

As we can see, hybrid identity in Elena Zeifert’s novella
is realized through the compositional structure of the text,
in which two spatial frameworks are outlined based on the
dichotomy of “own” versus “other”. The interplay between
the framing elements referencing the “German” space and
the characters’ presence within the “Kazakhstani” space in
the main narrative (and vice versa) contributes to the hybrid
nature of the constructed chronotope.

One of the key means of constructing this chronotope is
the mythologization of the artistic space. Notably, there is no
clear division between the presence or absence of mythopo-
etic context in either the “German” or the “Kazakhstani”
parts of the novella. Both spatial and temporal components
of the chronotope are mythologized. At times, time itself
is personified: “Time laughs prophetically, echoed by the

2 [25

earthworms of spirits”[?°]. It is alive, dynamic, capricious,

and all-knowing. “...They (the Germans) were clustered to-
gether — time or some abnormal being tore them from nests,
families, crevices, and shadows” 2],

In addition to the mythopoetic representation of time,
the narrative time incorporates classical manifestations of the
chronotope, such as in Mariyka’s dream during her journey

2. ¢

in a train’s “teplushka”. For the heroine, dreaming is an at-

(251 or find deliverance: if her mother

tempt “to alter reality
takes Mariyka into her dream, salvation awaits. Dreams
also become a way to layer the present and future: “Five or

»[25] _ thus, the narrator

six years later, Lydia has a dream
describes the events happening “here and now” through Ly-
dia’s recollections appearing in a future dream. In her dream
about the cow Marta, Lydia misses her wet nurse, recalling
her past life, when “nourishing milky blood flowed through
her veins” >3],

In these excerpts from the novella, the introduction of

an oneiric space becomes apparent, that is associated with the
past, a temporal dimension devoid of the new Kazakhstani
reality. Thus, the oneiric nature of the chronotope is not
characteristic of the “Kazakhstani” text. The latter is real-
ized through the mythopoetics of the authorial consciousness,
which constructs the myth of “Kazakhstan as a new home-
land”. This myth actively functions within Russian-language
literature of Kazakhstan. Let’s now examine how the compo-
nents of this myth are gradually embodied through elements
of the chronotope.

The novella’s space is a journey, “a forced wander-

(251 Throughout the narrative, the axiological founda-

ing
tion of space undergoes distribution. The train’s arrival in
Kazakhstan, in Karaganda, at the journey’s endpoint, is ac-
companied by epithets such as “unfamiliar” and “foreign”:
“unfamiliar word,” “a word bitter and rough. Tasteless. One
wants to spit it out,” “foreign land”>’]. Based on this, we
can conclude that for émigré writers, the “Kazakhstani text”
is closely intertwined with the motif of wandering or jour-
neying.

A person born in Karaganda, according to the narra-
tor, “gains several live”[>], one of which remains forever
tied to Kazakhstani soil, while, “if lucky”, the person might
“be reborn” on another land. Viktor, his newborn son who
dies immediately after birth, is considered “lucky” in this
regard. Life in a foreign land becomes unnatural, alien; a
person feels unhappy. Yet, the necessity to survive drives
both physical and moral efforts aimed at preserving one’s

2. ¢

lineage, even in houses made of earth, where it’s
125

easier to
grow accustomed to the so0il”!?’]. Upon learning of their
deportation, the Volga Germans recall the words of Rosa’s
grandmother: “They won’t send us beyond Karaganda”[?%].
For settlers, Karaganda is associated with the edge of the
world, that is, the “Kazakhstani text” is linked to the concept
of the “end of the Earth”, representing either the final point
of a forced journey or even the end of life itself. This re-
flects a certain degree of pessimism in the perception of the
Kazakhstani space. Historically, Kazakhstan, as part of the
Russian Empire, was functionally related to places of exile,
arole that continued during the Stalinist period of the USSR.
As a result, the “Kazakhstani text” often carries the codes of

ERINNT3

“exile”, “settlement”, or “prison”. The pessimistic percep-
tion of Kazakhstan is closely tied to the motif of captivity

and, consequently, psychological discomfort. This is evident
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from the very arrival in Karaganda, depicted as a “bleak,

»[25

windblown October steppe”!?’], and reinforced through a

series of details such as “rails lying directly on the sleepers,
without ballast,” and references to “Karaganda mines” (23],
For a long time, Karaganda remains alien: “Even in summer,
this steppe chills with an inner November frozen in stubborn
crawl”[?°], Russian soil, too, feels foreign to the Germans:
Luka’s son rests in “a land that did not become his own” 2]

“In another land, the Red House hides its sleeve”*]. In this
925

soil lies “Luka’s face”!®], as he searches for the lost child.
“Karaganda doesn’t become home for everyone. But was the
Volga forest any more welcoming?” the narrator asks!?3].

In Mariyka’s consciousness, the Karaganda steppe is an
“alien land”, a “strange place of welcome”*’]. Karaganda
“smells of death”[?’], yet it already loves the girl, though it
is “harsh, like metal”[®], referred to as a “crust”, an “out-
skirt”. Even the snow here is black. However, by Part 17, the
text poses a rhetorical question: “...are you my home? And
where is your porch?”[?%], The “Kazakhstani space” expands
“inward” and “upward”?’]. The Karaganda steppe “smells
of whiteness”, which is likened to “a strip of forehead un-
touched by the sun beneath the Virgin Mary’s kerchief” 2],
The Karaganda sky is gray: “The snow dimmed and became
like ash, like the color of a bird’s feather in Lydia’s hand,
Mark Felix’s opened eyes, the sky collapsing over Kara-
ganda”[?®]. Lydia and Friedrich, having found love, dream
of planting a violet on a post so that “the spring country roads
of this sad village would finally sing and the eyes of the land
would meet those of humans” (%], This “meeting” symbol-
izes settling into the land — a self-acceptance and acceptance
of others in unity on Kazakhstani soil. For Rosa, a German
woman who married a Russian against her father’s will, her
daughter’s choice of a German fiancé seems unworthy: “She
could’ve found herself a good Russian Stakhanovits boy, had
Russian children, but no, she fell in love with a fascist, and
you can’t beat this nonsense out of her! Rosa says this in
Russian with an unshakable German accent”!?].

The cited passages illustrate the thesis regarding the
dynamic relationship between the notions of “one’s own”
and “the other” in the narrative’s compositional structure. As
the analysis shows, this opposition is not static but under-
goes transformation due to the presence of hybrid identity: in
the later parts of the novella, “the other” gradually becomes

“one’s own.”

As previously noted, the system of cultural codes func-
tions as one of the primary means of expressing hybrid iden-
tity, shaped by the sociocultural realities of the German dias-
pora in Kazakhstan. An interdisciplinary approach makes it
possible to trace how national stereotypes of Volga German
settlers in Kazakhstan influence the encoding of the literary
text. For example, national gastic (culinary) codes: lepeshka
(flatbread) and kurt (fermented cheese)!?’], emerge as sym-
bols of Kazakh hospitality and humanity, highlighting the
support offered by the Kazakhs to German settlers.

The use of nominative Kazakh codes through character
names: Yerkanat, Saule, the Bekenov family, Nurshat, as
well as through the image of the Kazakh language ("Mariyka
already understands it better than some German dialects”[?%;
“His Kazakh is coming along quickly”[]) creates a cultural
hybridity within the novella’s fictional world.

The depiction of the Kazakh language and the motif
of linguistic closeness reflect a shift in the characters’ value
system within the dichotomy of “own” vs. “other”. Yerkanat
is surprised: “just listen to how similar the sounds in Kazakh
and German are” and “Kazakh and German dance their own
dances, but sometimes the movements are the same”[?%l.
When Yerkanat and Friedrich are introduced to the German
and Kazakh languages, the Kazakh character remarks: “our
throats are alike” >3],

Words like “similar” and “the same” become stylistic
markers in the narrative fabric of the novella, clearly stem-
ming from the author’s hybrid identity, associated with the
German ethnicity yet synthesizing the Kazakhstani cultural
code in its diverse forms.

Delving into the historical past, the author introduces
ancient images of Mongol rulers: “in an old metallurgical
furnace, the armor of Batu Khan is melting” (>, The tran-
sition from “other” to “own”, the rapprochement of two
cultures, occurs gradually and is first marked by a change in
the naming of the exiles from “outcasts” to “Karagandy Ger-

»[25] - A similar shift is seen in the case of the “indelible”

mans
inscription on a frosted window — karagandinka'*. And
although Mariyka does not accept this “foreign” word, some-
one “unknown writes it from the other side of the glass”[?*].

Thus, it can be concluded that the “Kazakhstani text”
in Elena Zeifert’s novella is conveyed through a system of
cultural codes: landscape, culinary, nominative and histori-

cal.
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The hybrid identity of Elena Zeifert’s authorial con-
sciousness is expressed through a gradual transition from
the “foreign” Kazakhstan to the “familiar” Kazakhstan. The
“Kazakhstani” space in the novella is represented by German
and Kazakh homes, painted in each other’s colors without
coordination, standing side by side: “One of the apple trees,
bending over the fence, bears fruit in the Bekenovs’ gar-

»[25]  the city of Temirtau, reachable by bus, and the

den
German Drama Theater with simultaneous translations of
performances into Russian. The transition from “other’s”
to “own” is embodied through the psychological worldview
of the characters: the flora of the Kazakh steppe becomes a
source of inspiration for Friedrich: “This year’s early May
steppe still manages to delight with its belated tulips... Milky
white, crimson, yellow. The shepherd admires them — indeed,
a tulip is more beautiful than a rose!”[?*! and he involuntarily
begins to hum a German tune about roses. The two floral
symbols: Kazakh and German, merge in Friedrich’s con-
sciousness.

Hybrid identity is described by the author through the
blending of the “other” and “own”: at Russian Christmas,
German children go caroling at the homes of Russian vil-
lagers, Roma, and others. However, Mariyka’s strict grand-
mother opposes cultural blending: “We are Germans; we
don’t celebrate Old New Year”[?*). Yet, in the minds of Kaza-
khstani children, there is no division between cultures. Their
consciousness holds a unified multicultural vision of Kaza-
khstan, where no holiday is foreign. Learning that Johanna is
among the carolers, the grandmother welcomes the children
into her “sterile” home and treats them to sweets. For the gen-
eration raised in Soviet Kazakhstan, German identity ceases
to feel native: “Germany does not accept Johanna”[?],

The hybrid identity of the authorial consciousness, as
realized in the “Kazakhstani text”, also takes the form of
intertextuality. In the digression of part 15, a quotation is
introduced: “Ante Roman Treveris stetit annis mille Tre-
sentis. Before Rome, Trier stood for a thousand and three
hundred years”, which the narrator interprets as follows: “It
is not Trier that stands on Roman foundations, but Rome
on Trier’s”, and further states, “In another country, the Red

2 [25

House hides its sleeve”[?*]. Another intertextual reference

is found through the German line: “Er liebte Biicher, Di-

225

enen und Gesang...”[?%], The intertextuality of the novella is

further enriched by references to the lyric poetry of Georg

Trakl, from which the author borrows the image of a boy
descending into the mines to collect stones (Section 6, Part
Two, “The Ball”). Thus, another form of hybrid identity is
revealed in the construction of the “Kazakhstani text”: inter-
textuality. The inclusion of German quotations and allusions
within the Russian-language narrative, referencing the native
culture of the migrant author, underscores the hybrid identity
manifested through intertextuality.

Alongside the aforementioned intertextuality, the po-
etics of the novella “The Smelting Boat” also demonstrate
a moment of intermediality. In particular, the author refer-
ences in the text a painting by Gustave Doré “Acrobats”, or
“The Acrobats’ Family” (referred to in the novella as “The
Death of an Acrobat”). It incorporates “a fresh Karaganda
landscape”?]. In this painting, only the gray background re-
mains, while all other figures acquire new outlines: Friedrich
as the mother. The dying child’s parents are “both human and
supernatural beings from an infernal abyss”, while “Kara-
ganda repeatedly breaks away from the earth’s bones as a
chest-deep submerged angel’s body”?3. Thus, the refer-
ences made by the literary text to an art object exemplify
intermediality, allowing for parallels to be drawn between
different forms of art. However, the scope of the present
article does not allow for a full evaluation of the intermedial
aspect of the study, merely outlining the potential for further
analysis.

One of the key components of the “Kazakhstan text”
in E. Zejfert’s novella is the mythopoetic nature of the nar-
rative. For instance, the dead possess the ability to “bow”

251 This feature of

and “thank” the “frozen foreign land”!
E. Zeifert’s creativity is also realized through the names the
narrator gives to Mariyka’s mother: during her lifetime, the
daughter calls her “Mudr”!®], later “Sleeping Mother”[?%],
and “Godly Mommy”[?3]. The mythopoetic character of the
narrative is also conveyed through sacred signs — repeated
actions: “three carcasses, three waltzes” %], and in the cre-
ation of a collective image of Soviet Germans — a child with
the face of Catherine II, swaddled in a cocoon, waiting to
transform “inside” into a butterfly. But the butterfly is never
born; instead, Friedrich is born in Karaganda, thus transform-
ing the forced existence of the Germans in the Kazakh steppe
into a lived life.

The image of the boat, highlighted in the title of

the novella, is also mythopoetic: the “fire-colored boat”
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grotesquely appears in the imagined throat of Christian Au-
gust. The boat symbolizes divine blessing: “Do you remem-
ber, Jesus, you sent us boats the color of water?” (3], The
smelting boat on the river of life becomes “a lava lake” 3],
embodying the anger of Friedrich and all Germans deprived
of their homes, families, lives, and freedoms, forced to for-
get their German language, bow their heads, and forget their
birth name: “Throw me a boat from the sky, let it turn inside
out in the air and fall to the bottom” 23],

In the second part of the novella, Karaganda is por-
trayed as a living being: “Swallowing fire, scarred by mines,
pregnant, it crouches on all fours, hiding its muzzle beneath
its ripening belly” (23], The city’s zoomorphic imagery aligns
with the mythopoetic background of the artistic world, giv-
ing rise to the image of the twin brother of the god of sleep
searching for Karaganda. She is invisible. “The Corybantes

(251 Simulta-

dance on her spine, covered with a ram’s hide
neously, a feminine image emerges — a “resilient” Muslim
woman, Karaganda. She does not fit under Falconet’s horse,
and the hands of a black boy and a white boy intertwine on
a vase. In the second part of the novella — The Ball — the
gendered essence of the image shifts: “Oh, boy Karaganda,
descend into the mine for a precious stone”, before returning
to a feminine form: “Karaganda modestly hides her black
nakedness beneath temporary snow” 23!,

“The city equals a star, a split star named Malinovka,
also known as the Akmol village”[?*]. Constantly changing
mythological images expand the city’s scope, integrating it
into both global reality and mythopoetic spaces. Just as the
star is split, so is the world of a person who has lost harmony:
“Majestic infant, bring me an unbroken star from the sky” 23],

The mythologemes in Elena Zeifert’s novella are most
often interwoven with Christian imagery, for instance, the
author introduces the figure of the Christ Child and the Virgin
Mary. However, these Christian symbols are placed within
a broader framework that also includes elements of pagan
mythology: “In one Christmas procession, magi, a hunter, a
goat, a stork, and a bear all take part. The twelve departed
roses of 1766 shed their petals. Lifting his eyes to the heav-
ens, Luka ruthlessly squeezes Maria’s hand. Her face is

»[25] In the author’s perception, the infant

touched by pain
symbolizes the German people: “A kissed, entangled infant
in a foreign fabric is carried into Karaganda. The curtain of

sunset is heavy like velvet, and the scaffold is exposed”[?*].

This infant is multi-faceted: it could be Paul or Lydia’s child,
representing all living beings.

E. Zeifert’s gender identity enables the synthesis of
German, Soviet, and Kazakh myths into a cohesive whole.
For example, for Anya, the stories about the Civil War take
on the form of a fairy tale — one that comes to life in the girl’s
imagination: “Are those goosefoot plants or trees? Hands
of manna descend upon the girl’s head”[?*]. Fairy-tale im-
ages are inseparable from everyday life: “The shaggy black
Perchta throws handfuls of white flour from a clay pot into
Luka’s face” 2%,

Playful culture — dolls, games — is presented as a part of
Anya’s childhood during her summer days by the shore. Anya
identifies with the doll Gerda “to have one heart with her” (23],
In this space of play, Anya finds Agey and Gerda, only to
lose them forever. “Then she must lose herself too” >3], By
the second part of the novella, in the late 1990s, Karaganda
has become home for Anya and other children of the gen-
eration born in Kazakhstan. It is their native land: “The
evening scent near the house is childlike, gentle. A small
garden with petunias, fragrant tobacco, and golden flowers
guards the house on one side, while an apple orchard and
raspberries protect it on the other”!?31. The right to close the
shutters of the house belongs to Grandma Rosa. Closing the
shutters — a significant attribute of rural life — symbolizes
family traditions. Carefully trimmed soil with flowers, lov-
ingly replanted after a water pipe repair, represents love for
Karaganda’s “reddish core” (23,

In E. Zeifert’s “Kazakhstan text,” a local Karaganda
narrative is constructed as a constituent of the broader Kaza-
khstani context. Karaganda is depicted as vast: “Nowhere
had Friedrich seen such an open horizon as in Karaganda.
The steppe sings, and only the blind cannot hear the song
of its quiet colors”!?3]. This part of the story deliberately
expands the boundaries of the chronotope by enlarging the
spatial dimension associated with Kazakhstan — a newly
mythologized homeland for the German settlers.

Hybrid identity is expressed through the synthesis of
the “own” and the “other”, which, through experience, be-
comes “own.” This is evident in the fate of the protagonist
Anya: although she moves to Moscow, “Karaganda trails
after her,” and “The girl now lives not in Moscow, but in
the fissure between Karaganda and Moscow”[?’]. Here, the

preposition “between” becomes a key device in construct-
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ing a synthetic space that generates a metatext, fusing the
Kazakh and German local narratives. “The adolescent city
is capricious, even hysterical. Anna pushes it away, loving
and loved, but Karaganda clings to her again, deafening her
with silence”[?%), The author’s tolerance opposes the inap-
propriate remarks made by a nurse at a Moscow clinic: the
nurse “turns Anya’s Kazakhstani passport over in her hands,
seeing *German’ written there. She gazes suspiciously, hiss-

5 [25

ing”[?31. For this country, Anya is a stranger. She needs a

“flowerbed” because there is “neither soil nor water” in her
crack. Now, for Anya, Kazakhstani soil and her “father’s
land” are synonymous >, In the novella, we find not only
the realization of the character’s spatial identity, but also
her spiritual identity, in which German and Kazakh genetic
memory are intertwined.

The mythologem of the “seed”, dropped “two hundred

»[25

and fifty years ago”[?*! during the reign of Catherine the

Great, becomes a metaphor associated with Mariyka as a
representative of the German settler diaspora. To depict the
image of emigrants, the writer employs two symbols: grain
and ears of wheat. Mariyka, being small, is the grain — it is

easier for her to accept the “foreign” and make it her own.

Adult settlers who arrived in Glarus are “ears of wheat”[2%]

it is hard for them to take root in Russian soil. The porridge

cooked by Lydia’s mother in Lilienfeld resembles “a small

»[25

orange sun in a round pot” 23], Mythologems serve to convey

the symbolic meanings introduced by the author to construct
the artistic image of a “new” homeland — Kazakhstan.
Another recurring metaphor is the child. The village

of Lilienfeld is portrayed as a child: “The child has grown

»[25

weary, its tender eyelids are heavy”[?’], “Sleeping, wrapped

tightly in the swaddling clothes of oblivion, he (Luka) is glad

»[25

this is only a dream” (2], “Have you been born, infant? Not

yet, not at all. Many kind hands are reaching out to me. I will

come into the world only when I am completely alone” ],

The Volga town of Engels is also associated with a child:

2 [25

“The girl Engels was crying”[?’]. This symbol connects to

the imagery of the cradle and childbirth: “The earthen body

near the house keeps giving birth again and again. The fa-

99 [25] .

ther is the midwife “The smelting boat resembles a

1251, The latter comparison en-

boat, a cradle, and a coffin
capsulates the essence of the Germans’ existence: the boat
symbolizes the journey they are compelled to undertake,

the cradle represents the new generation born on this path,

and the coffin reflects the losses endured along the difficult
way. Among such losses, the author counts August, Paul,
Mariyka’s father — his chest marked with wound-scars like
medals. After Friedrich and Lydia find love, a new infant
is born, embodying the pieces of all the deceased children:
“Paul, Elsa’s daughter, Lydia’s son, and Viktor. ’Swaddled
Soviet Germans reluctantly lay in the Karaganda soil’” 2%,

Another mythologeme introduced by the author is the
tree, representing family and lineage: “A tree grew, its fingers
sang”. Often, the tree serves as a person’s support: “Lydia
feels those gazes, searching for the trunk within herself” (2%,
In Zejfert’s artistic world, all vegetation comes alive: “The

»[25] “No, Roma secunda,

forest pressed against the river
that’s not so”, — “No matter how ancient your vineyard and
old your wine, Trier, born at sunrise, you are always morning.
Your amphitheater grows inward. Germany has taken root

»[25] T ove entered the lives of Friedrich and

in Kazakhstan
Lydia, and the land on which the Germans had been forced
to live ceased to be foreign. With the appearance of love in
the lives of these young Germans, life is reborn: “Karaganda
gives birth to a fairy-tale coal child” 2], “Siegfried is not the

roots, but the trunk of the tree”[?*] —

this mythopoetic image
of the tree symbolizes growth and the continuation of life.

This complex philosophical metaphor is interpreted as
a sublime though conditioned by the tragic historical twist
of human destinies interweaving of cultures and national
worldviews, which together form a synthetic spirituality of
a unique kind, embodied in the contemporary Kazakhstani
reality.

Some mythical characters are entirely products of the
author’s imagination, such as the Cow God[?*! or Dolinka,
the mother of all wolves. Dolinka is the capital of KARLAG
(or the Karaganda Corrective Labor Camp, was one of the
largest labor camps in the Soviet Gulag system). Elevating
the “Kazakhstani text” to a mythopoetic level, the author
intertwines reality and fiction, historical fact and abstrac-
tion. The Sovkhoz “Gigant”, (a state-owned farm in the
Soviet Union, where agricultural production was centrally
planned and managed by the government) established in
1930 in the Karaganda region, became a KARLAG location
and remained until 1959. Among the mythical characters
in Mariyka’s consciousness are “tsvergi” (can be translates
as zwerge), who live underground and fear the sun. Some-
times, otherworldly characters are linked to real ones: Lydia
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realizes that Viktor is the very same dwarf fated to be hers.
Augustine from a famous Viennese street song comes to
life, climbs out of a music box, multiplies while holding a
bagpipe, and disappears into “a fiery abyss” (23],

The “Soviet” genetics of the Kazakhstani text deter-
mines the inclusion of the Russian cultural code in E. Zeifert’s
novella, which is manifested in several directions. The first
and primary one is the language of the novella itself. It in-
cludes German-language insertions, which are translated in
footnotes accompanying the main text. The second direction
is cultural codes within the narrative field (e.g., “wandering
in the matryoshka reflections”[?1), as well as in the speech
of the characters: Germans ("They fear speaking in German
and take a long time searching for Russian words, clumsily
moving their heavy German tongue, probing for Russian lin-
guistic codes”[3]) or Kazakhs (Yerkanat’s Russian speech).
“Friedrich and Yerkanat are like relatives. Their Russian is
tense and uncertain, but it is their only common language” 21,
Russian is also present in Russified terms — “Russian Ger-
mans”!?], Fedyka (Friedrich) — as well as cultural references:
a volume of Pushkin, “Kuprin, Lermontov’s dramas, the dra-
goons from Borodino, Sevastopol Stories, and The Elephant
by Kuprin”, and geographic locations such as the village of
Makeyevka, Friedrich’s birthplace. For immigrants from
Germany like Luka and Christian August, even the “fertile
Russian soil”[?] feels foreign. It refuses to become “na-
tive”[2%] even for the lifeless body of Paul, Luka’s son.

As we can see, E. Zeifert’s hybrid identity allows
mythologemes associated with German mythological con-
sciousness and those that are classical for Russian and
Kazakh cultures to coexist organically within the artistic
space of the novella.

The concept of “water” emerges as one of the key
themes, as evidenced by the inclusion of a water-related
noun in the novella’s title, “The Smelting Boat”. Mariyka
identifies herself with a river during her train journey to the

Karaganda steppe, and “Lydia’s heart is like a river”[?]

,as
the narrator notes. Water and milk often intermingle, symbol-
izing the past life of abundance: “Lydia tilts her head back
to the sky, falls into a milky river, rises, and drinks greed-
lly” [25]

with the past, with the promised land: “The Virgin Mother

. In the characters’ minds, milky rivers are associated

holds in her aged hands before him milk rivers with jelly

9 [25]

shores”[?’], The image of water reappears in the narrative

when Lydia finds love, and the narrator’s tone becomes tri-
umphant: “Cold water in the palm! Honey nectar!” >3], “A
mountain spring gives birth to Lake Shaitankol”?%). In the
author’s vision, a river represents the soul: “When you feel
your inner rivers, life becomes a constant companion” 2%,
For the narrator, the river of the soul and the river of the
Kazakh steppe are inseparable: “Lower your head into the
Volga, your inner Volga, wanderer, and a star will rise above
you. The Nura River — a stream of sweat on the skin of the
Kazakh Upland —

The Ishim and Tengiz await Nura. German, Russian, Volga

its waters are brackish in the lowlands.

dweller — in the river, in the strong river, lies your heart, a
muscular red pouch, in the Volga, not in the Nura. No two
rivers are alike. Leave your heart here; throw it into the water
and let it flounder there without you” 23,

Multicultural hybrid identity in the novella “The Smelt-
ing Boat” is also expressed through the synthesis of religious
codes. Sacred imagery in the novella remains immutable:
“And only the Lutheran church stands invisible, as it always
has” 23]

into whose throat “thousands of the persecuted enter

. The angel, however, appears in a grotesque form,
27 [25]

Rosa tries “to fight the angel” but fails(?*], “The angel strides

widely through Karaganda — one foot in Mikhaylovka, the

»[25]

other already in Tikhonovka . The angel, grotesquely

oversized, is present in every event of the Germans’ lives.

23] Mark Felix observes

“The house crouches, screaming
that “the dry Karaganda steppe gleams with its fat side,
preparing to bury non-existent temples”, but this is impossi-
ble: the young German sees that “the church does not exist,

yet its light shines”[?°],

Soviet life seeks to replace tradi-
tional sacredness with its own, but the older generation of
Germans resists, as evidenced by Anya’s grandmother, who
disrupts this “initiation”: “Oh Lord, once we had relics of
Christ’s Tomb and the Virgin Mary’s Belt...
In the final parts of the novella, the Gothic
cathedrals of Germany — powerful bastions of faith — look

»[23] Christianity is embedded

now banners!

Lunacy!” ],

upon Johanna “from below”!
in the text through the figure of Father Sebastian, whom not
everyone can discern — accepting the sanctity of faith is not
universal.

For the German settlers, resettlement to Karaganda is
associated with a code of violence. The description of Mark
Felix’s life is portrayed as the breaking of the human spirit —

99 [25]

the “smelting boat”>]. It involves overcoming the natural
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movement of the tongue when pronouncing native words.
Mark resists these changes with his entire being. Surviving
this crucible, Mark Felix seemingly gains a new essence,
a new language: “The tongue melted in the mouth like an
apple, becoming a faint aura of an angel of growth and pain,
living inside a seed and breaking through the iron skin of the

»[25] Native German speech repre-

fruit with strong hands
sents light for the hero. However, his mind still refuses to
accept the foreign land, the foreign language, and the work
he must perform during Christmas. The Stalinist regime’s
violent destruction of the national worldview marks the col-
lapse of national identity but not the spiritual one, for “even
in poverty, one can surround oneself with an abundance of
the soul”?3]. Mark Felix accepts the “foreign” through faith
— Sebastian finds the right words, after which the mad young
man “pours Karaganda soil into his left ear”[?’]. “Beneath
the ground, a new root system is born” — a metaphor for
growth and rebirth, accompanied by descriptions of German
life in exile throughout the novella. However, this process is
extremely difficult for the settlers: “Germans are too rough
to snugly fit alongside Kazakhs and Russians; an absurd

»[25] The central event of historical memory

gap remains
conveyed by E. Zeifert is how the Kazakh land received the
settlers: “Yerkanat saved Friedrich’s life, gave him shelter,
fed him, found him a job — without the Kazakh, the German
would have perished” 2%,

E. Zeifert’s novella represents a mythopoetic “Kaza-
khstani text”. Through a system of sacred images, such as
the boat, the infant, the tree, and water, the author constructs
a unique artistic reality in which displacement and adaptation
acquire symbolic and metaphysical meaning. The mythopo-
etics of the work are formed at the intersection of various
cultural and religious codes. The syncretism of mythological
motifs creates a sense of depth and polysemy, where loss,
estrangement, and the search for a homeland attain mythic
status. Local topoi: Karaganda, the steppe, the cemetery,
the house, are transformed into symbolic spaces that mark
transitions between worlds. The characters live in a state
of “in-betweenness”, constantly navigating between their
German origins, the Russian language, and the Kazakh land-
scape. The image of the main character, Anya, embodies this
“borderline” condition as an existential norm.

Thus, the “Kazakhstani text” in Zeifert’s novella

emerges as a multilayered cultural formation, where the artis-

tic language of myth becomes a universal means of express-
ing historical memory, spiritual searching, and the creation
of a new identity at the intersection of cultures.

5. Experimental Work

The experimental part of the study involved a set of ped-
agogical activities aimed at developing skills for interpreting
Kazakhstan’s image in literature.

The pedagogical experiment was conducted with
fourth-year undergraduate students specializing in “Russian
Language and Literature”. To implement the experimen-
tal work, an elective course titled “Kazakhstan’s Image in
World Literature” was developed. The sample consisted of
100 fourth-year students from the Abai Kazakh National
Pedagogical University, divided into an experimental group
(EG) and a control group (CG). The basis for forming these
groups was an initial diagnostic test, which allowed for the
allocation of students into the respective groups.

To assess students’ ability to interpret the image of a
country in literary works, the following diagnostic tools were
used: a questionnaire developed by authors, which included
questions on the understanding of concepts such as “national
image” and the image of a country, as well as knowledge
of Kazakhstani societal realities, Kazakh national cultural
codes, and historical facts related to the Soviet period of
Kazakhstani history. The experimental group demonstrated
lower initial results. In one of the groups, an additional one-
hour seminar titled “Kazakhstan’s Image in World Literature”
was conducted outside of regular class hours.

At the second stage of the experiment, as part of the
elective course, the development of philological competence
among future teachers of Russian language and literature
was carried out in the experimental group. For this purpose,

the following descriptors were identified:

e Knowledge of imagology as a scientific field and the con-
cepts of “the image of a country” and “national cultural
code”.

o Skills in the comprehensive analysis of literary texts, in-
cluding broad interpretations within the context of both
global and Kazakh national culture.

e Ability to identify typological, philosophical, psychologi-
cal, and axiological foundations in the embodiment of the
author’s ideas.
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o Skills in interpreting national cultural codes.

The development of these skills was carried out in
stages. At the third stage, students were introduced to his-
torical facts about the Stalinist resettlement of diasporas to
Kazakhstan, analyzing the preconditions and consequences
of this historical phenomenon. Additionally, students pre-
pared reports on the cultures of the German, Kazakh, and
Russian peoples to enhance their ability to distinguish na-
tional cultural codes.

At the fourth stage, students read E. Zejfert’s novella
“The Smelting Boat”. To develop skills in interpreting Kaza-
khstan’s image, the following project tasks were assigned
for group study:

1. Analyze the elements of artistic time in the novella and

identify its forms.

2. Identify spatial locations within the Kazakhstani setting
and create a diagram illustrating movement within the
novella’s artistic space.

3. Identify Kazakh cultural codes in the novella, examine
their uniqueness, and analyze their connection to the so-
ciocultural context.

4. Examine the relationship between “self” and “other” and
analyze how the author’s evaluation of these categories

transforms as the plot develops.

At the fifth stage, a final diagnostic assessment was
conducted using the method of reflective essays. The results
of the experiment are presented in diagrams (Figures 1 and
2).

Skill Formation Levels - 2

50

40

30

20

10

EG CcaG

W Analysis of Literary Techniques ® Analysis of Artistic Space

Mythopoetic Analysis

Analysis of Cultural Codes

Figure 1. Results of the Initial Diagnostic Assessment.

Skill Formation Levels - 3

80
60
40
2 II
0

EG

CcaG

B Analysis of Literary Techniques B Analysis of Artistic Space

Mythopoetic Analysis

Analysis of Cultural Codes

Figure 2. Results of the Final Assessment.
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As shown in the figures, the experimental group demon-
strated a significant improvement in their skills for interpret-

ing literary works.

6. Conclusions

The study of Kazakhstan’s image in world literature
focused on E. Zejfert’s prose. The analysis of her novella
“The Smelting Boat” within the context of the “Kazakhstani
trace” revealed several key features of the author’s poetics:

The novella incorporates multicultural codes — German,
Kazakh, and Russian — rooted in an autobiographical foun-
dation. This fact supports the idea of the author’s hybrid
cultural identity. E. Zejfert belongs to a group of cultural
figures born and raised in Kazakhstan who later emigrated.
Her authorial consciousness artistically refracts a historical
event — the forced resettlement of Volga Germans to Kaza-
khstan — through real, mythopoetic, and surrealistic spaces,
layering past and present, as reflected in the dates embedded
within the framing text.

The “Kazakhstani text” in the work of an author with
a hybrid cultural identity takes the following forms of ex-
pression: a synthesis of Kazakh, German, and Russian cul-
tural codes; the spatial coordinates of the chronotope include
three vectors: German, Russian, and Kazakhstani locations.
The movement of characters in the artistic world begins in
Makeyevka, transitions to Glarus, and then to Karaganda,
encompassing several points of unfolding action. From there,
the movement diverges: some remain within Kazakhstan,
some relocate to Germany, and others ultimately settle in
Moscow. This trajectory expands the artistic space within the
chronotope, marking both historical locations and modern
centers of German, Kazakh, and Russian cultures.

A notable dynamic emerges in the evaluative compo-
nent of the characters’ consciousness: Karaganda is initially
perceived by the settlers as an alien space, a foreign land.
However, by the novella’s conclusion, Kazakhstan attains a
revered status as home. Not only does the generation raised
on Kazakhstani soil embrace this new homeland, but even
the adult settlers come to inhabit Kazakhstani space, making
it “their own.”

E. Zejfert’s prose is inherently multicultural, weaving
together the images and motifs of three nations. The Kaza-

khstani cultural code is conveyed through onomastic, nomi-

native, gastronomic, animalistic, and other forms of represen-
tation. A crucial element is the formation of a new identity for
the characters, wherein German and Kazakh cultural codes
merge into a unified mental worldview.

The image of Kazakhstan in “The Smelting Boat” is
dual in nature. On one hand, it is spatially associated with
violence and the deprivation of choice. On the other, it aligns
with a humanistic paradigm of goodwill and openness dis-
played by the native Kazakh people, who ensured the sur-
vival of Germans and other communities forcibly resettled
by Soviet authorities to the Kazakh steppes. The author por-
trays a positive image of the Kazakh people, emphasizing
their spiritual breadth, humanity, and tolerance in welcoming
representatives of other cultural systems into their homeland.

E. Zejfert’s artistic work represents a philosophical ex-
ploration of the surrounding world, creating an artistic model
that blends the imagery of several countries: Germany, Kaza-
khstan, and Russia. The novella “The Smelting Boat” is
compositionally divided into two parts. In the first part, Ger-
many and Russia serve as the main loci of the plot, while in
the second part, the focus shifts to Kazakhstan. The chrono-
tope of the artistic world is distinctly split into spatial and
temporal components. In the author’s vision, time is person-
ified, endowed with the qualities of a living organism. In
the artistic world of the novella, the land can be hostile or
hospitable, but ideally, it is envisioned as native. The emi-
grant fate of the Germans in the novella is linked to multiple
“lives”, each leaving its imprint on their worldview. Space
is presented from a dual perspective: Kazakhstan simultane-
ously acts as a site of persecution and as a place of spiritual
salvation. The “rupture” of the chronotope is harmonized
into wholeness by the novella’s conclusion.

The central idea of the novella is the depiction of the
Germans’ movement from “foreign” to “native”, with Kaza-
khstan becoming an integral part of the characters’ worldview.
The layering of cultural elements and the signs of different
mentalities in the novel’s conclusion are harmonized and
unified into a non-binary conglomerate.

The accumulation of German and Kazakh cultural
codes in the novella is realized through a mythopoetic inter-
pretation, the ornamental nature of the prose narrative, the
lyricism of the authorial voice, motifs of sacredness, original
metaphors, as well as the inclusion of intertextual elements
both Russian and German.
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E. Zejfert’s multiculturalism is expressed on several

levels:

e Imagery: Characters bear the traces of various national
cultures.

e Plot: The characters move between different spaces, ex-
periencing shifts in lifestyle.

e Linguistics: German, Russian, and Kazakh lexemes are
interwoven; the text alternates between Russian and Ger-

man.

The philosophical reflection on the fate of Russian-
Kazakh Germans highlights several stages: forced relocation
from Russia to Kazakhstan, the burdensome process of adapt-
ing to Kazakhstani realities, the search for belonging within
Kazakhstani space, the overcoming of alienation, and the
transformation of the perception of Kazakhstan — from a
place of exile to a space of new belonging.

Kazakh cultural codes are conveyed in the novella
through onomastics, toponyms, gastronomic references, and
sacred motifs. These characteristics of Kazakhstan’s im-
age in E. Zejfert’s Russian-language prose are shaped by
the autobiographical and sociocultural dimensions of the
author’s mindset. Spiritually, historically, culturally, and ge-
ographically connected to Kazakhstan, the author channels
transformations rooted in this connection through an intercul-
tural lens. These changes take the form of a synthetic artistic
world, embodying different yet paradoxically intertwined
national and cultural components of mentality, which can be
described as the “Kazakhstani phenomenon”, where various
ethnicities not only coexist but are seamlessly woven into a
unified cultural fabric.

Author Contributions

Conceptualization, M.K., S.A.; methodology, G.A.;
software, M.M.; validation, M.Kh., S.A. and G.A.; formal
analysis, G.A.; investigation, M.K.; resources, G.A.; data
curation, M.M.; writing—original draft preparation, M.K.;
writing—review and editing, S.A.; visualization, S.S.; super-
vision, S.A.; project administration, M.M.; funding acquisi-
tion, S.A. All authors have read and agreed to the published

version of the manuscript.

Funding

This research is funded by the Science Committee of
the Ministry of Science and Higher Education of the Re-
public of Kazakhstan (Grant No. AP23489915 “Transmedia
and Artistic Representation of the Image of Kazakhstan in

Contemporary World Culture”).

Institutional Review Board Statement

Not applicable.

Informed Consent Statement

Not applicable.

Data Availability Statement

Due to confidentiality considerations, the research data
cannot be disclosed.

Acknowledgments

This article was prepared within the framework of
project AP23489915 “Transmedia and Artistic Represen-
tation of the Image of Kazakhstan in Contemporary World
Culture”, funded by the Science Committee of the Ministry
of Science and Higher Education of the Republic of Kaza-
khstan.

Conflicts of Interest

The authors declare no conflict of interest.

References

[1] Hall, S., 1990. Cultural Identity and Diaspora. In:

Rutherford, J. (eds.). Identity: Community, Culture,

Difference. Lawrence & Wishart: London, UK. pp.

222-237.

Volkov, Yu.G., Kurbatov, V.I., 2022. Hybrid identity:

Factors of formation and forms of manifestation. Hu-

manities of the south of Russia. 11(2), 15-26. DOI:

https://doi.org/10.18522/2227-8656.2022.2.1

[3] Gizdatov, G.G., Burenina-Petrova, O.D., Sopieva,
B.A., 2023. Culture As A Text And A Project In
The Post-Soviet Discourse (By The Example Of
Kazakhstan). TIpabnma. Journal of Visual Semi-
otics. 1(35), 30—47. DOI: https://doi.org/10.23951/
2312-7899-2023-1-30-47. (in Russian).

234


https://doi.org/10.18522/2227-8656.2022.2.1
https://doi.org/10.18522/2227-8656.2022.2.1
https://doi.org/10.23951/2312-7899-2023-1-30-47
https://doi.org/10.23951/2312-7899-2023-1-30-47

Forum for Linguistic Studies | Volume 07 | Issue 07 | July 2025

(4]
(3]

(9]

[10]

[14]

[15]

Homi, B., 2004. The Location of Culture. Routledge:
New York, NY, USA. pp. 440.

Gizdatov, G., Ashimova, Z., 2024. Narratives of
Diasporas in the Media Space (Based on Eth-
nic Groups in Kazakhstan). Criticism and Semi-
otics. 2, 296-311. DOI: https://doi.org/10.25205/
2307-1753-2024-2-296-311. (in Russian).

Marotta, V., 2011. Hybrid identities in a globalised
world. Available from: https://hdl.handle.net/10536/
DRO/DU:30049722 (cited 20.03.2025).

Lotman, Y.M., 1987. Relevant Issues in the Semiotics
of Culture. University Tartu: Tartu, Estonia. pp. 170.
(in Russian).

Magomedova, D.M., Tamarchenko, N.D., 1998.
“Supratext and ‘Superdetail’ in Russian and Western
Culture”. Discourse. 7, 24-28. (in Russian).
Tamarchenko, N.D., Tyupa, V.I., Broytman, S.N., 2004.
Theory of Literature: Textbook for Students of Philo-
logical Departments. Akademiya Publishing Center:
Moscow, Russia. pp. 512. (in Russian).

Mednis, N.E., Pecherskaya, T.I., 2003. Supratexts in
Russian Literature: A Textbook. Novosibirsk State Ped-
agogical University: Novosibirsk, Russia. pp. 170. (in
Russian).

Chugunov, D.A., 2004. The Image of Russia in Con-
temporary German Literature: Issues and Perception.
Available from: http://www.vestnik.vsu.ru/pdf/hym
an/2004/02/chugunov.pdf (cited 03.04.2025). (in Rus-
sian).

Toporov, V.N., 2003. The Petersburg Text of Russian
Literature: Selected Works. Iskusstvo: St. Petersburg,
Russia. pp. 616. (in Russian).

Vlasova, G.I., 2017. In Search of National Identity:
The Image of the Steppe in Contemporary Kazakh Po-
etry. Mir Publishers: Barnaul, Russia. pp. 157-162. (in
Russian).

Alekseev, P.V., Dyusekenov, D.N., 2024. M.M. Pr-
ishvin and the Kazakh Steppe: Issues in the Evolution
of Russian Orientalism During the Late Imperial Pe-
riod. Available from: https://palekseev.ru/wp-content
/uploads/2024/03/Prishvin-step.pdf (cited 10.02.2025).
Abdullina, L.1., 2012. The Literary Landscape of the

[16]

[17]

(21]

[22]

(23]

(24]

[25]

235

Native Land: Monograph. KASU: Ust-Kamenogorsk,
Kazakhstan. pp. 136. (in Russian).

Kaskabasov, S.A., 2008. Preface to the Collection Lit-
erary and Artistic Dialogue. Voices of Siberia: Literary
Almanac. 8, 557-579.

Ananyeva, S.V., 2010. Eurasian Motifs in Russian
Prose of Kazakhstan. Russian Prose of Kazakhstan:
The Last Quarter of the 20th Century — The First
Decade of the 21st Century. Zhibek Zholy: Almaty,
Kazakhstan. pp. 227-273.

Badikov, V.V., 2007. Discussion Will Open Perspec-
tives. Friendship of Peoples. 6, 212-214.
Joldasbekova, B., Bayanbayeva, Z., 2016. National Im-
ages in Russian Literature of Kazakhstan. Bulletin of
KazNU. Philology Series. 154(2), 57-60.

Kostina, M.A., 2013. On the History of Russian-
Kazakh Literary Connections of the 19th and 20th
Centuries. Philology and Culturology: Modern Prob-
lems and Prospects for Development. Pero Publishing:
Moscow, Russia. pp. 171-177.

Savinykh, O.1., 2019. Intermedial Aspects of Interpre-
tation of the Medea Plot in the Creative Practices of
Writers of the 20th — Early 21st Centuries. Available
from: https://cyberleninka.ru/article/n/intermedialn
yy-aspekt-interpretatsii-syuzheta-o-medee-v-tvorc
heskoy-praktike-pisateley-hh-nachala-hh1-vv (cited
02.01.2025).

Moldagali, M., Abisheva, S., Sabirova, D., et al., 2025.
Precedent Poetic Colorism in the 20th Century: S.
Heaney and A. Kushner. Forum for Linguistic Stud-
ies. 7(4), 627-639. DOI: https://doi.org/10.30564/fls.
v7i4.8310.

Gachev, G.D., 2002. National Images of the World:
Central Asia — Kazakhstan, Kyrgyzstan, the Cosmos
of Islam (Intellectual Journeys). Publishing Service:
Moscow, Russia. pp. 780.

Sabirova, D., Moldagali, M., Nurbayeva, A., 2024.
The Main Images of Internet Poetry of Kazakhstan.
Journal of Ecohumanism. 3(7), 5240-5248. DOI:
https://doi.org/10.62754/joe.v3i7.4633.

Zejfert, E., 2023. The Smelting Boat. New Literary
Review: Moscow, Russia. pp. 1-160.


https://doi.org/10.25205/2307-1753-2024-2-296-311
https://doi.org/10.25205/2307-1753-2024-2-296-311
https://hdl.handle.net/10536/DRO/DU:30049722
https://hdl.handle.net/10536/DRO/DU:30049722
http://www.vestnik.vsu.ru/pdf/hyman/2004/02/chugunov.pdf
http://www.vestnik.vsu.ru/pdf/hyman/2004/02/chugunov.pdf
https://palekseev.ru/wp-content/uploads/2024/03/Prishvin-step.pdf
https://palekseev.ru/wp-content/uploads/2024/03/Prishvin-step.pdf
https://cyberleninka.ru/article/n/intermedialnyy-aspekt-interpretatsii-syuzheta-o-medee-v-tvorcheskoy-praktike-pisateley-hh-nachala-hh1-vv
https://cyberleninka.ru/article/n/intermedialnyy-aspekt-interpretatsii-syuzheta-o-medee-v-tvorcheskoy-praktike-pisateley-hh-nachala-hh1-vv
https://cyberleninka.ru/article/n/intermedialnyy-aspekt-interpretatsii-syuzheta-o-medee-v-tvorcheskoy-praktike-pisateley-hh-nachala-hh1-vv
https://doi.org/10.30564/fls.v7i4.8310
https://doi.org/10.30564/fls.v7i4.8310
https://doi.org/10.62754/joe.v3i7.4633
https://doi.org/10.62754/joe.v3i7.4633

AKT Nel or 28.08.2025
BHEJ[PEHIS HOBBIX AUCIHILIMH B 00pa3oBaTesbHble porpaMMbl Kasaxckoro

HAIMMOHAJIBHOI'O IICAArOrN4YE€CKOT0 YHUBEPCUTCTA UMCHHU Abas

B tiensax coBepiieHCcTBOBaHUS 00pa30BaTeNbHEBIX ITPOrpaMM U 00ECIIEYEHHUS HX
COOTBETCTBUS COBPEMEHHBIM HAyYHBIM W KYyJLTYPHBIM TIPUOPUTETAM IPUHATO
pellleHHe O BHEAPEHWM HOBBIX JUCIUIUIMH B ydeOHble IJIaHBl MarucTpaTypel U
noktopanTypsl KazHITY umenn AGas. Brenpenue JTAHHBIX JUCIHIUTAH
HalpaBJICHO Ha pACIIHPEHHE HAayyHOTO M KYJbTYpOJOIHYECKOTO TOPH3OHTA
CTyAE€HTOB, (OPMHPOBAHKME Y HUX KPUTHUECKOTO B3[JIAa Ha pPerpe3eHTanuo odpasa
Kasaxcrama B MHpPOBOIl KyIbType U JuTepaType, a TakKe Ha YKpPEIUICHHE
MEXITYHapOIHOTO CTaTyca OTeYECTBEHHOU (DHIIONIOTHH.

Ocoboe 3HaueHHe BHEApPSAEMble AUCLHUIUIMHBL HMEIOT JJI pCalu3aliHu
CTpaTEeTHUYECKUX 3a7ad TOCyIapCTBEHHON KyJIBTYpHOH IIONWTHUKH, HANPAaBICHHON Ha
dbopMmupoBaHne mO3UTHBHOTO wMMuka Kazaxcrana 3a pyOexoM, MDOIIEPKKY
HAIIMOHAIBPHON HJCHTHYHOCTH M pa3BUTHE T'yMaHHTapHOTo 3HaHMs. BxiIrodeHue
JIAHHBIX KYpCOB B y4eOHBIE IUIaHBl CHOCOOCTBYET WHTEPHAIMOHAIM3ALUH
o0pasoBaTeqbHOrO  Ipolecca,  YCWIEHHIO  aKaJeMH4YeCcKOHl  MOOMIBHOCTH,
PACIIMPEHNIO MEXKIYHAPOJHBIX CBsA3eH YHHBEPCHUTETa, a Takke (HOPMUPOBAHHUIO
KOHKYPEHTOCTIOCOOHBIX ~ CIICIIHAIUCTOB, CIIOCOOHBIX JOCTOMHO  IIPEJCTaBIATH
Ka3axCTAaHCKYIO HayKy M KyJIbTypy Ha MHPOBOM YPOBHE.

[locTanosumnu:

Buenputs auctumiuny « TpancMeananbHas penpeseHTalus obpasa Kaszaxcrana B
COBpPEMEHHOW  MHpPOBOM  KyIbType» B  00pa3oBaTeJbHYIO  MPOrpamMmy
«JIutepatypoBenenuey (HoxkTopantypa). BHenputs nucuuimmny «O6pas Kasaxcrana
B COBPEMEHHOM MHUPOBOH JHTeparype» B 06pa3oBarenbHyIo nporpammy «7M01702 -
Pycckumii s3pIk M sureparypa » (Mmarmcrparypa). OTBETCTBEHHBIM Kadeapam
pa3paboTarh CH/IIa0yChl, METOUUYECKOE COTPOBOKIACHHE U BKIIIOYHTD JIHUCIMIIIMHE B
yueOHbIe TuTaHbl ¢ 2025- 2026 yuebHOro roja.

3apemyromas kadenpoi Abwumesa C./1.
Jupekrop

JlemapTaMenTa aHaIM3a 06Pa30BaTENLHBIX IPOrpamMM, - /4 7/ Omranosa H.T.
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o EAMHAR NAATDOPMA . . v
= R4 PHICUIErO OBPA3OBANMS Pycckuii ~ g YMapoBa 31Mnpa
E Mucoma { Hazdan
CeeaeHua o 3aABaeHUA
% Peectp ON v A
Mopaya 3aaABoK
Tvn 3asBKn O6Hoenenwne Ol 8 Peectpe Cratyc Opobpel
PeecTp o6pa3osaTenbHbiX
nporngMp JlaTa npvcBoexua 13.05.2025 16:17 OrnpasneHa Ha 0
craTyca AopaboTKy
IKCNepTOM (KON-BO)
OTnpaeuTent 3903 PervcrpaunoHHbli 8D0230C
' HOMep .
MNacnopt 06pasopateNkHOK
O6pa30eaTeNbHble NPArpaMMbl BbICLIETO W NOCAERY30BCKOMC 0BpasoBaHna
MpoekTraa OM  YuacTHik npoexTHol ON
O6nacTb 06pasoBaHna *
8002 UckyccTBO U r'yMaHnTapHble Hayku
MexancuunimHapHas O
Hanpaenenue noaroToBku *
80023 Asblku U anTepatypa
Tpynna 06pa3oBatenbHbix Nporpamm *
D058 Nluteparypa
O6pazoBatebHan nporpamma
8D02308 flutepatypoBejeHie
YYebHEIV NaaH *
Y 8D02308, 2025 - HayuHO-NesarorM4eckoe HanpasieHne, aUHas
Kasaxckui A3blk Pyeorni askhix AHTARBCK AT 93bIK
Llens ON *
Bocekere Ka6inerTi 6inim 6epy kafAalbIHAa KOFapbl akaAeMWATbIK Tanantapra cail TepeH, 24e6u 6inimi, Gu
MadeHWeTi 6ap, aaaMaTTbIK YCTaHbIMbl 6ap, 3aMaHayu FINBIMU-TXIpUBENiK Macenenepi wewyre Kadinert
panbiHay
Bug OMN *
Hoean ON
YposaeHb no HPK *
8
YpogeHb no OPK*
8
OTanyuTensHsle ocobeHHocTy Of
Het
Mpucyxaaemas cTeneHs ™
Hoktop
Cpok obyyeHuna *
222 Mopnepxka Ob6vem kpeamTos *
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EAMHAR NAATSOPMA - y a3 -
V BLICLUEND OBPAIOBAHIMA PyCCKVIM - % Mapoea 31Mupa

§ © Nobasuts

&

N2 HaumeHoBaHWe NpOdeCcCMOHANLHOTO CTaHAAPTa

1 Tlegaror (Npogeccopcko-npenoasaTeNbCkUii COCTaB) Oprakvu3auui BbiCLLErO W (MAy) MOCAEBY30BCKOro 06f

MNpodeccmoHanbHble cTaHAapThI (career enbek)

MNpw pa3pabotke O ucnonbzosaH
npodeccoHanbHLIV cTaHaapT

[MpodeccroHanbHbld cTaHaapT Ne1

lMpogeccnonanbHbii MNpodeccnoranbrbifi CTaHAapT: 448 Neaarcros (NPogeccopcko-pen

cTaHaapT

lop yTBepXAEHUS 2023

K34 O6bpazosaHue, ObpasosaHue
Mpodeccuin

MNpodeccmna N2

Npodeccus COCTAR YHABEPCUTETOR ¥ Apyryx BY 30
YposeHb no OPK 8
Tpyaosble GyHKLMM Obyueline

[MposeneHmre HayuHbix UCoAelot

QeyuiecrBienne HayHHo MeTOA!
pabaThi
B

Aata yteepxaeHna Of Ha YueHom Coserte *

“cHannuue npunoxeHus K AVLEH3NKN Ha HanpasaeHWe NOAFOTOBKN KaapoB
Homep anueH3nm Ha HanpasaeHWe NoAroToBKK *
0137373
[ ®opmat obydeHna — OHAalAH
Hannune akkpeantaummn Ol
ATAac HoBbIX Mpodeccuid *

He NpeiyCcMOTREHO

PervoHanbHeIA CTaHdapT *

He npeaycMoTpeHo

dopmupyemMble pesynbTaTel 0byUYeHus

NE NEINAT 14,8
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EAVHAR NAAT®OPMA
BbICLLEND DEPAIDBAHWA
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Pycckuir ~ * Ymapoga JamMupa ¥

Ha kasaxckoM Asblke Ha pycorom S3bike
Ha anruNeKomM 33bike

SAebneTTaHy canacbliH skyWeni Typae TYCIHETIHIH, iprefi )aHe
NpaKTUKanbik, 3epTTeynepaiH TYPAI 94ICTEPIH WOFapbl

Ha KaaaxcKoMm siabike Ha pycoKom g

Ha anranncEom A2

ApebueTTaHy canacbiHAaFbl KaHa api Kypaeni naeanapab!
CbIH TYPFbICbIHAH Tanaan, 6aFanaifbl XaHe CUHTE3AenAl;

Ha kaszaxckoM A3biKe Ha pycoHoM A3bIke
ta anrnancKom aseine

dae6UeTTaHy 3EpTTEYSIEPIHIK KEWEHR) yaepiCiH
wocnapnangbl, asipneil, ysere acblpafbl XaHe KaxeT

Ha kasaxckoM sisbike Ha pycoKoM ABbIKe

Ha aniigAackoM #8s

SAe6VeTTaHy CanacbiHbIH LEKaPachiH KEHENTETIH, YITTLIK
HeMece xanblKapanblk JeHreiae xapuanaHyra nanbikTbi

Ha KazaxcKoM \sbike Ha pYCCKOM #3biKe
Ha aRINBACKoOM Anike

SAE6MeTTaRY FblNbIMbBIHBIH AaMy AeHrediH Garananabl saHe
GoMKanab!, TYPNi aNeyMeTTiK cananapaa eHriay MakcartoiHaa

Ha xa3axckoM Asbike Ha pycckom saabike
Ha aHrnuickom fsbixke

dpebueTTaHyFa KaTbICTbl aknapaTTbl Tanfanfibl XKeHe
MEMNEKETTIK, OPbIC XaHEe WeT TinaepiHae THicTi

Ha Kaaaxckom A3blKe Ha pycokom 23bine
Ha aurimmiokom sssike

JnebueTTany capanTaMachiH XXYPri3eal, aHanMTUKanbik,
ecenTep Kypazbl, 6U3HEC-KOMMYHUKaLMALA TYPAIl MITIHAEPAI

Ha KasaxckoMm fAsblke Ha DYCCKOM ABLIKE
Ha anrnmickom ssnike

Spe6ueTTaHy canachiHa aKknapaTTblk TeXHONorANapab!
ThiMAi naiganaHagbl; CaHAbIK GiNliM 6epy pecypcTapbiHbiy

Ha kasaxckom Asbike Ha pycOKOM HEbIKe
Ha aHmuICKOM si30iKe

BosKay )KaHe Xocnapnay afICTepiH npakTukaaa THiMAI
naiganaHagbl, CoHgal-aK, NaHapanblk Macenenepai wewegqi.

ON1

ON2

ON3

ON4

ON5

ONG6

ON7

ON8

ONS

NZ AL IV 14,8
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EAVMHAR NARTROPMA
BLICHIIO OEPABOBAKMMA

10

Pycckuid ~ * Ymaposa Snamupa ¥

Ha Ka3axckom A3blke

. Ha aHrmmiickoMm asbike

BiniMAi Typak Tbl XKaHapTy, KaCiGn Aafabinap MeH
KabineTrepAi KeHeWTy sgicTepiHge aknapaTTbIk opTa

CeeZeHns O ANCLNNANHAX

NE

HaumeHoBaHue
ANCLANANHBI

Ha pycckom aswbike

KpaTKOE ofMucaHve ANCUMNAUHDL

NUPSU/ePVO.KL # USCH/ICP/ SU DITUSS10S/ APPLICH LIV 04D >

ON10

Livkn : KoMnoHeHT er‘AMTbI

AkagemMuyeckoe
NMCcbMO

Lienb: pasButie HaBblkU HanWcaHa
Hay4HbIX TEKCTOB W yBeauTenbHbIX
apryMeHTORB B COOTBETCTBUN C
TpeboBaHWAMU aKaaeMnyeckoro
coobuectsa. Cogepxanue:
OBNajleHne MeToAaMK U CTPYKTYPOW
aKaeMN4eckoro NUCbMa, BKAKOHanA
KPUTYECKOe MbllUAeHWe, aHaan3 1
CUHTE3 MCCNeAoBaTeNbCkUX
MaTepUanoB, apryMeHTauUmto 1
nornyeckoe NOCTPOEHWE TeKcTa
JaHHas AMCLMNANHE TaKKe HaleneHa
Ha pa3BMTHe HaBbIKOB PaboThl ¢
VICTOUHNKaMW, LNTUPOBaHWA U
npuBeAeHUA BuBAKOrpapuUeckix
CCLINOK B COOTBETCTBUM C
aKaaeMUyeckuMK cTaiaapTaMmn B
vTore, ycrnelwHoe oCBOeHUe BA BK
ANCLUNANHBI AO/KHO NO3BOAUTL
AOKTOpaHTaM 3PEKTUBHO U
y6eanTensHO NPeACTaBAATL CBOU
VCCNeAoBaTeIbCKNE pe3y/bTaTbl K
B3rNAAblI Hay4HOMY COOBLLECTBY Yepes
ny6anKauuy, KoHbepeHLMu U Apyrue
bopMbl obleHna. KoMneTeHuUnu:
aHa/13a N KPUTUYECKOro oLeHWBaHuA
VHPOPMaLNK; CTPYKTYPUPOBaHUA U
OpraHn3aunm UHGopmauni;
NCCNEACBAHWNA 1 MOUCKa UCTOYHUKOB
MHGOPMaLMK; MTUCBMEHHOMO
odpopmnerna paboTbl, NPOABUXEHNA
CBOWX apryMeHTOB U B3TAACE B
Hay4YHOM ObLLEeCcTBE; KpUTUURCKOTo
NnoucKa v NoBblWEHWA CBOEK
npodeccUoHanbHOM KOMNBTEHTHOCTA.

ON1 PN

Bbic

AT g W
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Pycckuii -

EAVIMAR MNATSOPMA
Rlglt UbICWErD OBPA3OBAHMS

MeToabl Hay - HbIX
MecneaoBaHuiA

MeToabi
WHTephipeTaumi

(1}

KYAQKEBCTBEHHOID
TeKkcTa

CoBpeMeHHble
NuTepatypHble
TeHAEHUNW Pa3pnuTus
M UCCeaoBaHna

nceneaoBanua. Ctpyktypa HAP.

[UPS,//CPYO KL HUSTH TR SUDLINSSIUNS/ dPPLICALIOIVo4 55

¥Mmaposa 3ammpa ¥

ON1 PN~

Llenb: paseyiTe HaBbIKOB Hay4HOro
nccnepoBanns CogepxaHue:
Metoaonorna, atansl, NOHATUARLIA
annapat v KnaccuPmkaLma HayuHblx
nccneAoBaHviA. HacTHble 1
cneunanbHble MeToabl, oWMGKN
Hay4YHOro UCCNeaoBaHma.

- Maannposanne HUP. C6op HayuHoit

MHOOoPMaLMK. 3TUKa HayYHOTO

AHanuTUYeCKne MeTOAbI 1 CpeACTBa

oueHkn HUP: opranusaums un

ynpasnenne HNP c ncnossaosaHnem

MHBOPMALMEHHBIX TEXHONDMA U

Bbic

w

pecypcoe. KomnateHLmm B BK
DBOPMYNUPOBEHNE HaYUHBIX 33434 W

rmnoTes; BbIBop HayyYHbIX METOAOB W

MHCTPYMEHTOB NpoBeAeHNA

; UCCNEAOBAHWIA; aHaNUTUYeCKne
- HaBbIkW ANA 06paboTKu 1

UHTepripeTaynn A4aHHbiX; yMeHue

' COCTaBAATh Hay4Hble CTaTbU N OTHETHI;

HaBbIKM KPUTUYECKOTO MbILLAEHUS W
OLEHKM KauecTBa Hay4HOM

 MHOOPMAaLIUK; OPTaHU3ALIMOHHbIE

HaBbIKW ANA MAGHUPOBAHWA Y
YNPaBAEHUA UCCTEA0BATENBCKUM
NPOLECCOM; HaBbIKU KOMMYHWUKaLMK 1
Npe3eHTaLWN HayYHbBIX Pe3y/IbTaToB,

Llenb: npoaemMoHcTprpoBaTh
TeopeTMyeckue U MeToauueckine
OCHOBbI MHTEppeTaln

* XYyAOXECTBeHHOro Tekcra.

CojepikaHue: CNOXMBLINECH TEOPUN
N3YUYeHNsa Xy40XeCTBEHHOro TeKcTa
RACCMaTPWBAKITCA METOAL! HAYUHOro
WCCNefoBaHVA: KnacoKka, No3nTuensn, Bl KB 3
COLWONArAR, NCUXOaHANNTES,
CTPYKTYPaAU3M, NOCTCTRYKTYPaan3m,
3CTETVKA BOCTIPUATUA.
KomneTeHTHOCTL: BAaAeeT
nccnefoBatenbCkMMKU METOAaMMU
NHTEPNPETaLWUM XYA0XECTBEHHOTO
TekcTa.

Llenb: O3HakoMNEHUe C COBPEMEHHbBIM
UTepaTypHbIM APOLECCOM Pa3BUTHS,
HanpaBAeHWAMKN ATEPaTYPbI.

- CoaepxaHue: 3HaveHune
' COBPEMEHHOI nTepaTypbl B

obulecTee, onpeaeneHne

' TEOpeTYeCcKnX acnekToB NpoLecca v

UCCAGAOBAHWA, SCTETUYRCKME
TEHAGHLMM, TEHE3UC, Tema,
0COBEHHOCTU BOCTIPUSTAA HWUTaTeNEM
COBPeMEHHAN N1TepaTyphl, XaHpoBsle

' 0COBEHHOCTU COBPEMEHHO

AVTEPATYPhl U NYTW NX U3YUERUS;
HaUWOHabHaA WAEHTUHHOCTL 1 ee
CBA3b C MUPOBOI AUTepaTypoii.
OTHoLUEeHMA peanbHOCTH U
TBOpUecTBa. KoMneTeHUMH:
AHanuaupyer pa3BuTie K TEOPUID
MCCASAOBAHMIA B COBPEMEHHOM
NATepaTypoBeASHWU

NE N& 1NN 14.¢€
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EAWMHAR NNATOOPMA
BBICLUERD OEPAIOBAHMA
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Pycckunin ~

Nurepatypa B
uwidposoM
npacrtpaHcTee

MeToaonoruyeckune
acnexTbl
COBPEeMEeHHOro
NnTepaTypoBeAeHUs

NcnxoaHanutuyeckoe
nUTepatypoBeleHve

YMmaposa dnmupa ¥

: Uenb: WiccneaosaHne ocobeHHOCTeH

vTepaTypbl B LMGPOBYHO 3NOXY, €€
MHTErpaLmni C HOBbIMU CPeACTBaMM
MaccoBOi MHdOopMaLMN.
CoaepxaHue: B xoae ypoka CTyAeHTbI

- 0By AAT pasBUTE IMTEpaTypbl Ha
_NNATGOPMax UHTEPHET 1 CoLUanbHbIX
 Meawua, ponb 3NEKTPOHHBIX KHWT 1

LMdpOoEbIX U3AaHWIA. Kpome Toro,
paccMaTpUBaloTCs TBOpUYeckue
MEeTOAbI W XaHPOBble HOBLIECTBa B
UMGPOBOM NPOCTPAHCTBE,

- dHaNN3NDYETCH, Kak HoBble

TeXHONOTVNK BANAKOT Ha AUTepaTypy.

. KomneteHumu: cnocobeH n3ydarto
. MTEpaTypy B ULNPPOBOM

NPOCTPaHCTBE, NOHUMAThL ee Yepes
HOBble CPBACTBA MaccoBOM

{ MHPOPMaLUMK U NPUMEHATL B
. TBOpUECcKOi paboTe. KomneTeHumu:

CMOCOBEH U3ydaTb AuTepaTypy B
LUGPOBOM NPOCTpaHCTBe, MOHKMaTb
ee uepe3 HOBbIE CPeACTBA MACCOBOM
MHOOPMALIUK N MPUMEHATD B

TBOpYeckoi paboTte

LlelIbIO OCBOEHWA AUCUNNANHEI

: AB/AGTCH rJ'ly6OKaH TeopeTnyeckKan
. noaroToBka B 064acTW OCHOB

COBPEMEHHOTO ANTepaTyPOBEAEHUSA.
CoAepikaHue: COBpeMeHHoe
NNTepaTYpPOBEASHWE, METOAONOTWA,
COBPEMEHHBIN ANTepaTypHbIN
npoLecc, AMTepaTypHble
HanpaeneHus, COBPeMeHHbIe
/MTepaTypoBesYeckne NCCABAOBAHMS,
KasaxcTaHckoe NuTepaTypoBeeHite.

Lleab - oarakoMneHune AOKTOPAHTOB C
OCHOBHbIMW TeQPETUYHECKUMUN
BonpocaMu NCUXOAHAANTUHECKOM

- MTepatypHoW KpuTvkun. ColepxaHve:
UCCneAoBaTENb XYAOXKECTBEHHbIX
- TEKCTOB, UCXOAA U3 OCHOBHbIX

NPUHLWMNOB 1 METOAOB NCUXOaHaNU3a
B paMkax kypca 6yayT pacCMOTPEHbI
NPOU3BEAEHNA MUPOBOW 1
OTeUeCTBEHHOW AuUTepaTyphbl Yepes
NPU3MY NCUXOAHANUTUHECKUX TEOPUIA
3urmyHaa dpeiiga, Kapaa HOHra, Xaka
JlakaHa W ApYrux MbICAUTENeN.

: OCHOBHOE BHWMaHMe yaenseTcs

‘ aHaausy 6e3apaccyacTBa, CUMBOAUKHY,

. MOTVBaLMK, baHTa3nn NepcoHaxeld, a
- TaKyKe Paz/IMuHbIX NPOABAEHUIA

NCUXMUECKAX COCTOAHMIA B
NNTEPaTYPHLIX TEKCTaX.
KOMNeTeHTHOCTL: nccneaoBaTenbCKas

HUPS.//EPYO.KL/HUSCL TE P/ SUULILSSIUIIS/ dPPIILdLOL 043D

ON1 P~

na KB 5
na KB 5
na KB 5

NE NLINNE 14.&8
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EAVBAR fINATEOPMA = y 3 =
Rl s BEICWEND OBPAIOBANMA Pycckuit ~ 3 MapoBa JaMupa
ON1 PN
Uenb ycsoeHna npeameta - nayueHue
 obpasa Ka3zaxcTaHa B coBpeMeHHOM
nnteparype, cbop, aHanM3 NPeAMETOB
CoaepxaHue: coBpemMeHHoe
TpaHcmeamabHas
' Ka3axcTaHCKoe NNTepaTypoBeaeHwe,
penpeseHTauna .
METOA0JI0TURA, COBPEMEHHbI A
8 obpaza KaszaxctaHa 8 . . P . rnAa KB 3
3 - MUPOBOI ANTepaTYpPHbIV NpoLiecc,
COBPEMEHHOM i
. : MTepaTypHble TeYeHUs, COBPEMEHHOe
MVPOBOIA KyNbType
nuTepaTtypoBeaeHue. KoMneTeHuuu:
. BAajeeT UccNeaoBaTeNbCKUMUN
MeToAamMu UHTepnpeTaumm ;
XYAOXKECTBEHHOTO TEKCTA.
KoadpduumeHT poctmxmnmoctu PO: 98,33 %
3KCnepT Cratyc Hata npuceoeHuA cTatyca Qbwee
1 3Sxkcnepr 1 JKCMepTr3a 3aBepLUeHa 12.05.2025 13:57

OcHoBaHWe a1 06HoBAeHWS O +

. OBHOBeHMe Be3 3KcnepTusbl B CBA3N C naMeHeHuamn FOCO ot 04.03.2025 r

22 Mopgepxka

NE AL ANNT 148
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Ymaposa 3aMupa ¥

EANHAR NNATOOPMA .
RogPh EHICLIETO DEPA30BAHMA Pycckuid ~

M TMucbma

a

4 Pesctp Of o ; CeefeHna o 3aaBAeHUN

MNofaa4va 3adBoK

Tvn 3asBkY O6HoeneHwe Ol B Peectpe CraTyc Oao6bpet
PeecTp o6pa3oBaTenbHbIX
I'IpOI'ngMp G . [ara npuceoeHna 02.05.2025 18:13 OTnpaenera Ha -0
cratyca : Aopabotky
3KkcnepToMm (KON-BO)
OTtnpasutenb 3903 PerncrpaumoHHbIi 7MO1701
Homep

O6pazoBatesbHble NPOrPamMMbl BbICLIErO 1 NOCAERY30BCKOrO OGPa3OBaHNA

MpoekTHas O YuacTHWK npoekTHol O
Ob6nactb obpasoBaHus *
7MOT Meaararuqeckiie Haykn
MexancumnavHapHas Of
HanpaeneHne NoaroToBKK *

7MO17 MoAaroToBKa NeAaroroB Mo A3bikaM v AvTepaTtype

Mpynna obpazoBaTenbHbIX NpOrpammM

MO18 lNMoaroToBKa NeAaroroe pPyCcCcKoro A3blka v AnTeparypel
P

O6pa3oBartencHas nporpamma *

7M01702 Pycckuii A3bIK n anTeparypa

YuebHbIA naaH *

Y 7M01702, 2025 - HayuHo-Neaarornyeckoe Hanpaeserune, CUHas

Kazaxckuil Asblk Pycornn s3bix AHITTARCK AR ABBIK

Udene O ¥

EHBEK HApbIFbIHAA CYPAHbICKA WE, OPBIC TiMIH OKbITY 3AiCTEMECIH MEHTepreH, Mannbl MafeHu, KaciBn Ky3bip
30e6UeTiH OKbITYAd UHHOBAUMATIbIK TEXHONOrUANEpabl KONAAHATLIH XXOFapbl GiNIKTI Nefarorukanbik Kaaps

Bua QM *
Horas ON

YpoeeHb no HPK *
7

YpoeeHb no OPK *
7

OTanunTeNbHbIe ocobeHHocTv ON

- Asyannnomras Ol

Tun OBMO
3apy6exHbiii OBNO

OBMO-napTHep

Momopckas Akaaemua B Cayncke

Mpucyxaaemasn creneHs *

%2 oapepxka Maructp

Cpok o6yyeHuna *

NE NEANNE 14-€
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EAVHARA NAATSOPMA 5

BbICLUEND OBPASOBAHMA Pycckuii ~ YMmaposa dnmupa ¥

O6beM kpeauTos *

120

A3blk 0OyueHna *

ﬂpqueCCMOHaﬂbeM cTaHaapT no OM *

Vi

@ Hobasuty

N2 HaumeHoBaHWe NPOGEecCUOHaNbHOro cTakaapTa

1 TpodeccnorHanbHbie CTaHAAPTLl 414 Nefaroros opraHv3auuii obpasopaHus

2 TMegarar (Mpodeccopcko-Npenoaasartebckinii cocTae) OpraHm3aLmii BbICLIErO W (MAK) MOCNEBY30BCKOTO obf

MpodeccroHansHble cTaHiapTbl (career enbek)

Mpw pa3paboTke Ol ncnonblosad
NpodeccuoHaNbHbliA CTaHAAPT

MpodeccucHanbHeii craHaapT NEt

NpodeccnoHanbHbli

Holl CTaHA O-npeEn
cTaHAapT
foA yTBepXAeHUs 2023
OK34 ObpasopaHre, ObpasosaHue
Mpodeccun

Mpodeccua N1

Mpodeccna

YpoeeHb Mo OPK 7

TpyAoBsble GYHKUMN Obyuenne

Mponegenve Hay«

OCyecTBACH IS HAYHHE METOA!

0aboTH

Counanvzauns obyuatoweiicn &

CTaKe CO CTERI

BRICLIEIC ¥ NOCALBYS0RIKOIC [o14

[lata yTeepxaeHusa Ol Ha YueHom CoseTte

‘Hanwune MpUNOXKeHUsA K AULEHINNA Ha Hanpae/aeHWe NOArOTOBKK KaapoB

HOMEp AUUEH3VM Ha HanpaBneHWe NOATaTORKN 3

0137373

dopmat 0byueHUA — OHA3AH

NS N&INDE 1R.€
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EAVHAR NAATSOPMA -
= ﬁ' BbICLIErD OBPAIOBAHMA Pycckuid ~ 3 ¥Maposa 3amupa ¥
He MpeaycMOTPeHs

PervoHanbHeIA cTaHaapT =

He MPeAyCMOTPEHD

dopmupyemble pesyabTaTbl 06yUYeHNs

N2 PezyneTaT 0By4eHNA Koa ; OTpaxcaeT TpyAOBYIO PYHKLUE
Ha kasaxckom Asbike Ofsyuenine
Ha pyCCKOM A3biKe ﬁ;’)OBQ GEHVS HAYURLIK
ATCASLOBARYM
1 Ha aHrnunckom asbike ON1
3 —i = . ) ‘N M - ,)AMW;‘{%O’;‘- paboto
O3ipNeHreH xaHe GekiTinreH sgictemenik '
HyCKaynap/fibiH TananTtapblH eckepe oTbipbin
Ha kazaxckom Asbike
Ha pycckom sizbike
& Ha aHrnuidckom nabike il
Menarorvkanbik 34enTi, Nefarorukanblk agen
epexxenepiH cakTanabl; 6iniM anywbinapabiy
Ha kasaxckom a3bike
Ha pyccrom sasbike
3 Ha aurnuiickom asbike i
; METOAMUE Dabure
TeopuanblK XaHe aflicHaManblk Tanaay
fafabinapsid MeHrepregl, 6oNXay )aHe )ocnapnay
Ha kasaxckoM Askbike Chyserne
Ha pyeoKom asbike MpoBegerne HayuHeix
L N@ADRAHMIA
4 T . ON4
Ha anianiicKom agbike CRyiiee Baere savino
P = AT TROA 380 ot
BiniM 6epy yHbIMbIHbIK MUCCHACHI MEH ‘
MaKcaTTapblHa Cailkec oKblNaTbiH NaHaepaid 03K, i
Qbyuetivie
Ha 583 aXCROMEA SBIISE ﬁpoeeaeHwe HayuHbiX
Ha pycoroM siabixe MCCARAOBEHEA
= ONS (X yaeC1BAOHVE HayHHO-
= Ha aurnmuncKom assixe METCAMUBCKONR REDOTH
3epTTey MIHASTTEPIH KOO K3He Wewly YLLiH SR
TEOPUA/IbIK MIHE NpakT1KanblK 6iniMAal e3 6eTiHwe
Ha xkaszaxckoMm A3bike
Ha DYCCHOM #8bike
MOARALNA
] ON6

Ha aurnnnckom assike

Brannonahcran

7 P CTEAKKOALSN@U Soiiera n
Tin 6inimi canacblHAafb! epTTey XoHe KondaHnsanol

KbI3METTIH TEOPWUSIIbIK Heri3i peTiHge Tin GiniMiHiH
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Pycckumid ~

EQAVHAR NAATSOPMA
v BLICLIEND OBEPAZDBANWA

Ha ka3axcKoM A3blke

"Ha pycckoM saabike

QNLPS/CPY V. K2/ i/ USCI/TCP/ SUDIILSS LONS/APPLICAUUTIIO4L /

¥maposa 2iMupa ¥

HIAG HABYEHRN

7 Ha anrnuitcKkom Asbike ON7
Codmnansauns obyuarowiencn
® CasibICTbIpMarnbl TAPUXU KSHE TUMONOTUATIBIK, MAACABXKM
spe6ueTTaHynblk Tangay agicTeMecii MeHrepy;
Ha KasaxcKoM Asbike
Ha pyccromM Asbike
8 ON8

B3 BeTiHlLe XaHe apinTecTepiMeH 83apa iC-KUMbIN

Ha aurmuitckKom asbike

sacai OTbIPbIN, a/biHFaH 3epTTey HaTUXenepiH

CBejeHns 0 ANCLATIANHAX

HanmeHoBaHWe
Ne ANCUNMANHBI

MHoCTpaHHbIA A3BIK
(NpodeccuorantHbIi]

AcTopua »
GMADCoODUA Hayku

KpaTkoe onucaHue AMCUMNAUHDI Linkn KomnoHeHT KpeawTbi

ON1 PM

MNpeameT "MHOCTpaHHbIA 93bIK
(npodeccroHantHbi)’ HanpasBaeH Ha
Pa3BWTUE A3LIKOBbLIX HABLIKOB,
HeoBXOANMbIX ANA
npodeccoHansHOW AeATelbHOCTN B
pasavyHblx chepax. Kypc Bkarovaer
U3ydeHue CNeLnpuHecKor nekcnky,
npoheccioHansHblx TEPMUHOE, 3 8n BK 5 BliE
TAIOKE MpakTULeckee npuMeHerme

A3bIKa B KOHTEKCTE

NpodeccroHatbHOW KOMMYHWUKAL UM

CTyLeHTbl OCBaMBatOT HABLIKW

oBWeEHUA B NPodheccuoHanbHol

Cpede, BIIKIHAA HanucaHue AeN0OBbIX

nvicem, BeAeH1e neperoBopos,

COCTaB/eHVe OTHETOB U NpeseHTauui

Aucumnavna "Wctopua n dunocodpus
Haykn'" 3HGKOMMUT C TeHe3nCoM Hayku, 2
NOKa3bIBaeT BCe 3Tanbl ee PasBuTua ¢
APEBHOCTU A0 HaLWKUX AHEN,
PaccMaTprBaroTCA KnacCU4eckas,
HeKNacc4eckan, MOCTHEKNACCMYecKan
3Tanbl Hayk4. V3ydaroTes
durnocadckre U MeToAoNOrM4YecKe
NpPoBAEMbl CTRCTBEHHbLX, COLMO —
FYMAHWUTAPHbIX, TEXHHUUBCKIK HAYK
OCHOBHbIE MaEW, NONOKEHVA B BK 5 Beic
NoMTUBMIME, MUCTRO3UTUBNIMA,
AvcumnaviHa HanpaBaeHa Ha
POpPMUPOBAHME Y MArUCTPaHTOB
Ky/NbTYpbl Hay4YHO - GUAOCOHCKOro
MbILLUAEHUA, HA YCOBEPLUEHCTBOBaHWE
METOA0N0MVYECKUX HaBblKOB, Ha
pa3BUTVE HE3aBACKMOTO
KPUTUYECKOTO U KpeaTNBHOMO
MbIWAEHUSA, YTO B Lieaom popmupyet
HayYHYr KapTURY Mypa

NE Ng INAE 1408



EAVBAS NNATROPMA
BLICIIETO DEPAZDBAHNA

3

A
4

Pycckuii «

MNeaarorvka
NEMAONOTAA BLICLUEA

WEONRE

AKTya/lbHble
npobaembl
AnTEpaTypOBeAEHUA

" MHTEPTEKCTYANBHOCTH,
- MOCTKONOHUA/bHBIM UCCAGAOBAHUAM,
| LUPOBON NyMaHUTapUCTHIKE U HOBbIM

HUPS//CPYO, KL #/USCH TEP/ SUDIIUSSIVIS apPULdLoIn 042 /

YmapoBa 3nmupa ¥

Meparorvka n NCUXoNoMMA BhICLIEW
LIKOAbI KaK MpeAMeT BKAOHaAET B cebA
TeopeTUYeCcKMe U NpakTUYeckue
acneKTbl NOArOTOBKW W BOCTIUTaHUA
OyAyLLMX CreunanncTos.
MNpeanaraembli Kypc HanpaBieH Ha
HOpMUPOBaHMEe Neaarormueckom
NO3WLIMKM MarucTpa, kak byayulero
npenoAagaTens, NOATOTOBKA K

' Pa3nUYHBIM BUAAM Nejarorndeckol

ABATENBHOCTU: peanm3auum
npoheccnoHanbHO-06pasoBaTenbHbIX
NporpaMm 1 yuyebHbIx NNaHoB.;
pa3paboTke ¥ NpUMeHeHWIo

- COBPEMEHHbIX 06pa3oBaTenbHbIx

TeXHONOrWiA, BEIGOPY ONTUMaNbHOM
cTpateruu npernoaasaHus B
3aBACMMOCTH OT YPORHA NOArOTOBKN
CTYAGHTDE W Leneit 06y erus

u

¥ BA BK
BotABAGHWIO BIaMMOCEAILH HayyHa-

VCENBAOBATENbCROTO U YuabHora
npeLeccos B BbICWeld Wwkone. B
npouecce o6y4eHUA AGHHOMY KypCy
MarucTUpaHTbl OBNaAeBaIoT
OCHOBHbIMV TEOPETUUECKMMM
NOHATUAMM, IHAHUAMMU
NCUXONOTUHECKUX U NeAararuyecknx
3aKOHOMEPHOCTEM, NPUHLIMMOB,
MexaHW3MOB NpodeccuoHanbHow
AeATENLHOCTH. B TOXe Bpems,
AUCUUTANHE COAEPXUT TEMBI MO
OCHOBHbBIM METOA2M HayuHbIX

, NCCNeoBaHUiA, PakTopbl Pa3BUTUA

AUYHOCTU, Ncuxonorndeckmne m
neparoruyeckne ocobeHHocTu

. AeATeNLHOCTM Npenogasarens,
. OCHOBbI 06pazoBaTebHbIX
- TeXHONOTUIA Y KOMMYHWKaLMIA

AucumnavHa «AkTyanbHble npobnembl
MTepaTypoBeAeHWA» paccMaTpueaer
COBPEMEHHbIe TeOpeTUYECKHE 1
METOAONOTMHECKNE NOAXOALI K
naydeHnto autepaTtypsl. Ocoboe
BHUMaHWe yaenseTcs

BA KB 5

OPOUYTEHWAM KnacCUUeCKnX TeKCTos.

- Kypc ananusnpyer Bavianve

coumanbHblx U KYAbTYPHBIX
KOHTEKCTOB Ha JiTepaTypHbie
npouecchl XXI Beka

ON1 PN

Boic
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EAVHAR NNATSOPMA
BRICIUENO DEPAIOBAHWMA

5

2

8

Pycckuin -

AKTya/bHble
npobaems!
A3bIKO3HAHWA

MNHTepakT1BHbIe
TeXHoNornM B
0byueHUn anTeparype
B WIKoAE W By3e

JIMHrBOKYABTYpOAOIU
Yeckue acnekTsl
pycckoro A3sblka

Mup npuposab! B
PYCCKOA U Ka3axCcKow
no3Isuu

¥mMaposa dnmupa *

AncumnanHa «AkTyanbHble Npo6aemsl
A3bIKO3HaHMA» UccneayeT
COBPEMEHHbIE TeHAEHUMK B
NAHTBUCTVIKE, BKAKOHAA KOTHUTUBHSbIE,
COUMOMMHIBUCTIYECKNE U
nparMaTnyeckie acnekThbl A3biKa.
PaccmaTpusatoten Bonpockl
UNPPOBOI AUHIBUCTUKMA,
NCKYCCTBEHHOTO WHTENNEKTS,
MYNbTUMOAANBHOCTH, A3bIKOBON
NOANTUKW U AUHEMUKMN A3bIKOBLIX
M3MeHeH U B rNo6aNn3npoBaHHOM
MuUpe. Kypc dokycupyetca Ha
MEXANCUMMAUHAPHBIX NOAX0AaX W
HOBbIX METOA0NOTURAX,

AuncumnnavHa "MHTepakTneHble
TEXHONOMNN B OBYYEHUM uTepatype”
“3ydaeT NPUMEHEHWE COBPEMEHHbIX
TEXHONOMA, TakiX KaK UM pasble
NAaTGOPMBl, QHNAMH-KYPChI, NIPOBble
METOAbI 1 MYNBTUMELMAHBIE PECYDCEI,
ANA aKTWBMU3ELIMKM yuebHOro npouecca
B WWKone v y3e. Llens — passutne
KPUTUHECKOTO MBILUAEHUS,
TBOPYECKMX HaBbIKOB W yAyulieHune
BOCNPUATUA NUTEPATYPHBIX
npov3BeAeHNA,

dncumnanna

<<”MHFBOKyﬂbTypOJ’IOFML‘IECKME dcnekTbl

PYCCKOTO A3bIka» M3y4asT CBA3b A3kIKA
N KYABTYpPbI, OTPaxXeHNe
HaUWOHaNBHOTO MUPOBO33PEHNA B
NleKCKKe, PPazeoaorni U AUCKypce
AHann3npyeT KyNbTYPHbIE KOHLLENTLI,
CAMBObI, CTEPEOTINbI, A3bIKOBYHO
KapTuHy Mupa. Ocoboe BHUMaHWe
YAENARTCA MEXKYNbTYPHOM
KOMMYHUKELMN U BANAHUIO
KYNbTYPHbIX GAKTOPGB Ha CMbICACBOE
BOCIPUATME peym

AncumnnanHa «Mup npupoisl 8
PYCCKOW W Ka3axckall No3smm XX
Beka» MccaeayeT obpasbi Npypoasl B
TBOPUECTBE PYCCKUX U Ka3axckux
MO3TOB MNPOLWAOIrC Beka. AHanuzmMpyeT
MOTUBLI, CUMBOAVKY, NEKCMKD-
CTAKCTNYECKME OCOBEHHOCTY,
HaLWMOHaAbHbIE TPAAWLUW B
nemsaxHoi anpuke. Ocoboe
BHVUMaHWe yaenAeTcs
B3aUMOLENCTBIIO MPUPOAbI 1
4eNOBEYECKOrO CO3HAHWA B
NO3TUHECKOM TeKkcTe

UleSJ/CpVU.KZJ?NuSClIlt?]J/SLIUl[llSSlUllS/'dppllUullUl]/ 042/

ON1 PM
b, KB ‘5 J
A, KB 5 Cpe,
b4 KB 5
54 K; 5
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N2V [LLPS,/CPYO. KL/ USCL/1CP/ SUDLILSSIOIS ApPULCAUOIV 04 L /

EAWNHAR NNATHOPMA : . =
BbICILETD DEPASOBANNS Pyccknid ~ YMaposa 3amupa

ON1 PN

. AvcunnanHa «Choso B ABYA3bIYHOM
cnoBape» Usyvaet NPUHUMNGI
NEKCUKOTPadUUeCKoro ofucaHua Cios
B ABYA3blUHbIX CAOBAPAX
Paccmatpupaet npobaemsl
SKEWBAABHTHOLTY, MHOTO3Ha4YHOCTH,
CnoBo B ABYA3bIYHOM o
NepEBOAHECKNK CQOTBRTCTBNN. B KB 5
choBape
i AHannanpyeT BAKAHWE KYAbTYPHOMO
KOHTeKCTa Ha nepesoa. Ocoboe
BHVIMaHVe YABNALTCA MeTOAAM
COCTaBNEHWA CAOBAPHbIX CTaTen W
BbIBOPY ONTUMaNbHbIX MNEPEBOAHbIX

BaPWaHTOB,

B xoae U3yUdeHNa AUCUVTAMHBI
AOKTOPaHTbl 03HAKOMATCA €
NOHATUAMM, XKaHpamu, GyHKUMAMU
HayUHbIX TEKCTOB, BUAAMW
ODOPMAEHUSA TeKCTa, TpeboBaHNAMMU K
nx oGopmneHno.OHW NpuobpeTyT
HaBbIKW CO343HUA akalemuyeckmux

TRKCTOB, NUCBMEHHOTO NpeacTaBneHms
Axagemudeckoe

w

pE3yNLTATOR MCCABADBAHWE, na BK
nUCEMO =

HanWCaHWA HayYHbIX CTaTen,

AMCcepTauui v npeacTaBaeHna

AaHHBIX 3MMUPUYECKINX

ncenedoBaHni, a Takxe paboTsl ¢

HaLMOHANbHBIMA U MEXAYHAPOAHbLIMW

6azamu AarHbIX. TBepace cnefoBaHue

NOAUTUKE aKAAEMUYECKON YECTHOCTH

N HETEPNVMOCTb K NAaarnaty -

AucumnanHa

«JINHrBOCTPaHOBEARHWE> U3yyaeT

B3aUMOCBA3b A3bIKE W KYAbTY b,

HaLWMOHaNBHO-CNeLMpUHecKue

OCOBEHHOCTY NEKCKKH, hpaseonorim

w avckypca, PaccmatprieaeT cnocobsl
NuKreocrpaHoBeaeHy

1 nepeaatin Ky NETYPHbIX Peanii g (7t BK
e

w

obLlueHnn v nepesoje. AHaAN3npyeT
PONb A3bIKa B HOPMUPOBaHNK
MEeHTaNUTETa, CTEPEOTUMNOB 1
MEXKYNBTYPHOW KOMMYHMKa LMW,
OPUEHTUPYAC HA COMOCTABUTEAbHbIN
1 KOTHWUTWBHbBIA NOAXOABI-

AncumnnivHa nsydaet
XyAOXEeCTBEHHOE BOMAOUEH e
o6pa3sa KazaxcraHa B COBPEMEHHOW
MWPOBOI NUTepaType.
PaccmaTpuBaloTCa Mpon3BeaeHus
O6pas KasaxcraHa B 3anadHbix 1 BOCTOUHbIX aBTOPOB XX|
% 12 coBpemMeHHOM BeKa, 3aTparvBatollve KasaxcTaHekyro A BK 5
MUPOBO NUTepaType  TeMaTuKy, aHaAU3UPYTCs KX
HappaTWBHble CTpaTeruu, KybTypHble
CTepeoTUnbl U UHTEPTEeKCTYanbHbIE
cBA3Un. Kypc BKAKYAET CPaBHUTENLHOE
nUTepaTypoBeaeHe 1 UsydeHune
penpezeHTaLmMmn NASHTUYHOCTH

fem 10 NE N& INNE 14.8
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EQMBAR INATGOPMA y ;
BHICWIEND CEPRICBAHUA Pycckuid ~ 1 Ymaposa 3nmnpa ™

ON1 PM

AdncunninHa «Teopura n meTo4000rus
CpaBHWUTRNBLHOIC AMTepaTypOBEABHWA»
nccneayeT NPUHLMNGLI M METOAbI
aHanM3a AUTEPaTYPHbIX
NPOU3BEARHNIA B MEXKY/IbTYPHOM
KOHTeKcTe. PaccmaTpuBaet
PeBRsh St mnonormquK‘me CBA3W,
13 3aUMCTBOBaHWNR, BAUAHUA, PeLlenumio, na BK
CpaBHUTENbHOIO I o
 AHaM3NUpyeT B3aMMOoAencTane
. HAUMOHaABHDbIX AUTEPaTYP,
XyAOXECTBEHHbIX TpaauuniA n
MWPOBO33PEHHECKNX CUCTEM,
. MCNONB3YA UHTEPANCUMNANHAPHBIE
NOAXOALI M COBPEMEHHbIE
NUTepaTypoBeaYecKre TEOPUN.

Tecpwa v

LA

AnTepaTypoBeAeHNA

Auncuvnanna «HdopmaunoHHo-
KOMMBOTEPHEIE TEXHOOMW B
0ByUEHUM PYCCKOTO A3bIKa U
! AMTEPaTYpbI» U3y4aeT Undposbie
 IHCTPYMEHTBI N METOAMKH,
nosblwatowne 3gPekTUBHOCTL
npenogasanuns. PaccmMaTpnBaroTcs
{ 3neKTpOHHble 06pa3oBaTeNbHEIe

WNH$opmaLmnoHHo~
KOMRNbOTEPHbIE

14 TexHojoruv B na KB 5 =} Bbic

E£CYPChI, MyAbTUMEANWAHbIE
0bydeHnn pycckoro peeyp Y

A3bIKa W JIUTEPATYPSI

| TEXHONOMW, ANCTAHLINOHHbIE

" NNaThOPMbl, UCKYCCTBEHHBIA
MHTEANEKT B 0ByueHVi, a Takoke

 UHTEPAKTUBHbIE METOAbI
GOPMUPOBAHUA AILIKOBON 1
NUTEpaTypHOM rPaMoTHOCTU B
UMD POBYH IMOXY.

AncunnavHa «KornuTreHas

JIMHTBUCTMKA» U3yYaeT CBA3b A3bIKA U

MBILLAEHNSA, MEXaHU3MbI

KQHLIENTyann3aunn 1 kateropusauvn

Mupa. PaccMaTpueaeT KOTHUTABHbIE

Mogaeny, Metahopbl, ppeimel,

cLeHapuy 1 NPOTOTHNLI. na KB
AHaNU3NPYeT, KaK A3blKOBbIe

CTPYKTYpbl OTPaXatoT ¥ GopMUpyLoT

JyenoBeyeckoe NO3HaHKe, MCNoab3ys

KorHutusHasn
NVHIBUCTUKA

w

MEXAMCUUNANHAPHBIE METOABI
AVHTBIACTIKM, NCHXONOTINA W
HelAipoHayKu.

Ancunninna «Metoanka
npenoAaBaHnA IMHTBUCTUYECKUX
AVCLUMVH B LIKOAE U By3e» U3yudaet
TeopeTAYECcKUe W MpaKTUJeckue
. OCHOBbI 06Yy4eHUA A3bIKOBEAEHWUHD.
MeTtoanka PaccmatpnBaroTcs coBpeMeHHble
rpenoaasaHuns neaarornyeckue TeXHoAoMM,

16 AMHIBUCTUYECKMX " AMAAKTAYECKME NPUHLMMBI, na KB 5
OVCUMN/VH B LUKOAS U LNDPOBbIE Pecypcl, a Takxke MeTOAbl
By3e AKTUBHOTO W MHTEPaKTUBHOIO

obyueHua. Ocoboe BHUMaHWE
YAGNSETCA ajanTauunm yuye6Horo
. npoLuecca K Bo3pacTHbIM 1
. KOFHUTUBHBIM OCOBEHHOCTAM
yualmxcs.

NE NE INIE 168
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ELMHASA ANATSOPMA
BHICWETO OEPAIOBANKA

Pycckuii

HappaTtonornyeckue
17 cTpatervv B
puraonoriin

Pycckuii a3bik B
A3bIKOBOM
npocTpaHcTBe
KazaxcraHa

18

CuctemHbld aHanua
Mo3TMYeCKOra TekcTa

Ymapoga 3amupa >

AvcunnnnHa «Happatonorndeckne
cTpateruu B UN0ACTUW» U3ydaeT
MPYIHL MBI NOBECTBOBATE/IbHOM
opraHu3aumMm TekcTa.
PaccMaTprBakoTCA UMbl HappaTopos,
XpOHOTON, poKannzauus, NOANPOHNA,
MHTePTEKCTYaNbHOCTL U HOBbIE
HappaTueHble moaenun. Ocoboe
BHUMaHVe YAEAAETCA aHaAnay
AUTEPaTYPHbIX U MeAUaTeKCToB ¢
TOUKM 3PEHNA UX CTPYKTYPHBIX U
KOTHWUTWUBHBIX CTPATErWIA, @ TakxKe nx
3BOAOUNN B LMPPOBYHS IMOXY.

AncumnianHa «Pycckuid asbik B
A3bIKOBOM MpocTpaHcTBe KasaxcraHa»
NCCNesyeT ero cratyc,
GYHKLMOHWPOBaHWeE K
B3aUMOoAeRcTBIE € APYTMMU A3bIKAMK
CTPaHbl. PaccMaTpurBatoTCA BOMPOChI
BUNNHIBU3MA, A3LIKOBOK NOANTUKM,
COUMOAMHTBUCTUUECKUX NPOLIECCOB, a
TaKkxXe BANAHWE Ka3axcKoro 1 Apyrux
A3bIKOB Ha pyccKyro peyb. Ocoboe
BHUMaHWe YALNARTCA ANHAMMKe
A3bIKOBbIX U3MEHEHUH U
KOMMYHWKaLIMK B Pa3fMyHbIX chepax
oblecTBa

AucumnanHa «CUCTeMHbIi aHanus
NO3TUHECKOrO TeKCTa» nsydaer
MeToAkl CTPYKTYPHOro U
CeMaHTWYeCKoro aHaau3a No3mnn
BratouaeT nccneaoBaHne puTMa,
METPUKK, TPONOB, HOHETUKMU W1
CWHTakcunca. PaccmatpueaeT
CUCTEMHbIe CBA3M BHYTPU TeKCTa U C
KYNbTYPHBIM KOHTEKCTOM
OpWeHTUpOBaHa Ha BbiIABAEHWE
CKPbITBIX 3HaYEHWHA 1 aBTOPCKUX
cTpaTervit.

LIPS //€PYU.KZ/#/USCH TP SUDTHUSSIVIS Appucdton/ 042 /

na

na

na

KB

KB

KB
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EAVHAR FINATSOPMA .
A BHICIUErO OBPAZOBAHMS Pycckun ~

CoepemMeHHble
dunonornyeckne
cTparernm 8
obyyeHun

Tetpus v NpaKTnEa
21 neouxocasanMTuyeckorc
NITepaTypoBeAeHNA

IUps.H/epyo K2/ #/ USEI1EPI SUDLLISSIOLS/ applwauuu/ 044/

Ymaposa Iamupa ™y

. Ancumnanta «CoBpemeHHble
' prnonoruUeckue cTpateriv B

06y4eHUn» paccmartprpaet

WHHOBAUWOHHbIE NOAXOAbI K

npernoaaBaHunio A3blka W IMTepaTypsl.
M3yqaloTcs HHTepakTMBHbIe,
undpoBble, MEXANCUMNAMHAPHBIE N
NpoeKTHbie MeTodbl 0byueHus, a

TaKXe KOTHUTUBHbIE U

KOMMYHWKATUBHbIE TeXHOAOTUK, 2z

- Ocoboe BHUMaHWE yaendeTcs
* ajanTaLmu yuebHoro npouecca K

COBPEMEHHBIM oépaaoaaTeanuM
TeHAGHUNAM U I'IOTPEGHOCTHM

. CTYAEHTOB. ANCUMNINHA W inna

«CoBpeMeHHbIe dUonorueckne

' cTpaternun B obyueHun»

paccMaTpuBaeT MHHOBALMOHHbIE
NoAXoAbl K NPENoAaBaHMWIO A3blKa U
NuTepatypel. MaydatoTcs
VHTEpaKTVUBHbIE, LMGPOBLIL,

. MeXANCUMNAWHAPHbIE U NPOeKTHbLIE
] METOAbI OGyHeHMﬂ, a Takxe
! KOTHWUTUBHbIE N KOMMYHWKaTUBHbIE

TexHonormn, Ocoboe BHUMaHWe
yAeNseTcA afantaunn yHebHoro
npouecca K COBPaMeHHbIM
o6pa3oeaTe/bHbIM TeHASHLWAM W

| I']OTPGGHOCTRM CTYAEHTOB.

AuncumnauHa «Teopua n NpakTka
MCUX0aHaNNTUHECKOTO
NUTePaTYPOBRASHUA» UByUaeT
NpUMEHEHUE NCUXOAHANNTNHECKIX
KOHLENUUIA K aHanu3y aMTepaTypHBIX
TekcToB. PaccmaTpueaet
Becco3HateNbHEIE MaxaHnamel

na

TEOPYECTEE, CHMBONMKY, APRETUNBI,

! neuxocexcyanbHble MOTUBLIL

AHa/U3NPYyeT NPON3BEARHNR Yepe3
npuaMmy Teopuii ®peiaa, FOHTa,
NakaHa, BblABNAA [NyOUHHEIE
NCUXONOTUUECKNE CMbIC/bI 1
KOH(AVIKTbI aBTOPOB W NepCoHaXel
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BBEJIEHUE

OOHoBienne conepxanusg oOpasoBanus HKoibsl Kaszaxcrana
MPHUBEJIO K BapHAaTUBHOCTHU COJAEpKaHUs 00pa3oBaHMsA. YCHIICHUE
ABTOHOMHOCTH IIKOJIBI M JELEHTpadu3alns, a TakKe MpeJocTaBiie-
HUe Oosiee IIUPOKUX BO3MOXKHOCTEH TBOPUECKOH peau3aluu s
yuuTelnell IMpHUBENIN K TOMY, YTO IeJarorundeckas AesTeNbHOCTh IO
00ydYeHHUIO MpeanojaraeT Hay4YHO-METOAMUYECKyIo noaaepxky. Co-
BPEMEHHBIEC peanuu TpeOyIOT OT JIMYHOCTH yUUTellsl BBICOKOH Hcclie-
JIOBATENbCKOM KYJIBbTYpPbl, YMEHHSI OPUEHTHPOBATHCSA B COBPEMEHHBIX
HAy4YHBIX TPEHJaX C TeM, YTOObI COKPATUTh Pa3pbiB MEKAY Teopuei
U IIPAKTUKOM.

CoBpemenHoe uTepaTypHoe oOpa3oBanue Kazaxcrana B mocien-
HUE JCCATHIIETUS MOJBEPIIIOCh TpaHchopMmauuu. Turnosble yyeOHbIE
NporpaMMbl OOHOBIICHHOTO COJEpKaHMs 0Opa30BaHHs BKIIOYAIOT B
00pa3oBaTesbHbII KOHTEHT MPOU3BEACHUS PYCCKOH, Ka3aXCKOM, MUPO-
BOM nuTepaTypbl. OpUeHTalMsl Ha UHTErPalrio Y4eOHbIX PEIMETOB,
0TKa3 OT Y3KOH NPeAMETHOCTH B MOJIb3Y MEKIPEIMETHOCTH U 00beaU-
HEHHS IPEMETOB, OTHOCSIIMXCA K OHOM 00pa3oBaTenbHOM 00acTy,
NPUBOIUT K TpaHchopMauusM MPHUBBIYHOIO MpenojaBaHus. Tak, Ha
CETOIHSIIHNN JIeHb HaOIroaeTcss TeHACHIUS K Nepexony Ha Ipero-
JlaBaHHE MUPOBOI JIUTEPATYphl KaK CPEeIOTOUHS YHHBEPCAIBHOIO CO-
JepKaHusl TUTEpaTypHOro 0Opa3oBaHusl.

[Ipodunuzanus crapiieil CTyneHH LIKOJbI MpearoiaraeT BKIO-
YeHHE B coJepKaHue 00pa3oBaHUsl yUEOHBIX KypCOB, OTBEYAIOLIMX
00pa3oBaTe’IbHBIM MOTPEOHOCTSIM IIKOJBHUKOB. Ha o0mecTBeHHO-TY-
MaHHWTapHOM HAaIlpaBJIEHHH, BBIOOP KOTOPOrO O3HAYaeT CTPEMJICHHE
YYeHHMKa K MOJIYYEHHIO INTyOOKHX 3HaHUH B 00JacTU (HUIOJIOTHH, pe-
KOMEH/1yeTCsl BHEIPEHHE 3JIEKTUBHBIX KyPCOB, IOTIOJIHSAONINX 3HAHUE-
BYI0 0a3y 1 pOPMUPYIOIUX FTOTOBHOCTH K UCCIIEIOBAHUIO JTUTEPATYPbI
B paMKaX KOMIETEHTHOCTHOTO MOJIX0/a.

Takum 00pazoM, Kakoro Obl IIaHa OpraHu3anus OOy4YeHUs JU-
TepaType He GurypupoBaia B padoueM yueOHOM IJIaHe LIKOJbI — UH-
BapMaHTHOM WJIM BapHMaTUBHOM €ro YacTiIX, YYHUTEII0-CIOBECHUKY
HEOOXO0aMMa MOMOIIb B COCTABICHUM 00pa30BaTEIbHBIX MaplIPyTOB
00yJaronmxcs.



[IpencraBisieMble METOAUYECKHE YKAa3aHUS COZIEPIKAT Pe3yJIbTaThl
WCCIIeIOBaHUS XyJI0’KECTBEHHOH pernpe3eHTanmu oopaza Kazaxcrana B
MHUPOBOH JInTeparype. ITO HallpaBJIeHUE, C OJTHON CTOPOHBI, yriIyOiseT
MOHUMaHUE O JIUTEPATYpPHOM IIpoliecce B coBpeMeHHOM Kaszaxcrane, ¢
JIPYTOii — CO37at0T a3y I MacIITaOHOTO PacCCMOTPEHHUs 00pasa cTpa-
HBI B IUTEpATYpe.

CoBpeMeHHOE T'yMaHHMTapHOE OOpa3oBaHHE OPHUEHTHUPOBAHO Ha
WHTETPANAI0 HAIMOHAIBHBIX M MHPOBBIX KYJIBTYPHBIX II€HHOCTEH.
Oco0oe 3Ha4eHue Il OTEUYECTBEHHOI0 00pa3oBaHus MprodpeTaeT u3-
yueHue oopasza Kazaxcrana B mpou3BeJICHUSX MHPOBOH JINTEPATYPHI,
MOCKOJIPKY Yepe3 MPU3MYy XyI0’KeCTBEHHOT'O CIIOBa yYaIlhecs 0CO3-
HAIOT MHOT000pa3ue WHTEPIpETAIMi HAIMOHAIBLHOW HJICHTUYHOCTH,
KYJBTYPHBIX KOJIOB M HICTOPUYECKOH TaMSTH.

MeTtoaudeckne yka3aHWs, MPEACTABICHHBIE B HACTOSAIIEM COOp-
HUKE, HalpaBJieHbl Ha pa3BUTHE y IIKOJbHUKOB HABBIKOB aHaJU3a,
WHTEPIPETAIUN U COTIOCTABJICHUS XyI0KECTBEHHBIX MPOU3BEICHHI B
KOHTEKCTE JIajora caMoOBITHON TuTepaTypsl Kazaxcrana u MUPOBOTO
KYJIBTYPHOTO TTOJISL.

C 1enpto morpyKeHUs YnuTaTeneil B MUP KyJIBTYpPHOTO KOHTEHTA,
otoOpakaroriero oopa3 Kazaxcrana, yuactHukaMu (yHIaMEHTAIbHO-
ro uccienoBaHus paspaboran kypc «O0pa3 Kazaxcrana B MupoBoi
JTUTEPaType», KOTOPBI MOKET HOCUTh CTaTyC 3JIEKTUBHOTO Kypca HIIn
OBITH BKJIIOUEHHBIM TOJHOCTBHIO MJIM YaCTUYHO B Kypc «MmupoBas Ju-
Teparypa».

Lenpro kypca «O0pa3 Kazaxcrana B MUPOBOW JATEpaType» Ha-
npasBjieH Ha (GOPMHUPOBAHHE TPEJACTABICHHUS O HAlllel CTpaHe B MU-
poOBO KyinbType. B uyacTHOCTH, mpeaycMOTpeHO H3ydeHue oOpasa
Kazaxcrana B mpou3BeISHISIX SMUTPAIIIH — MMACATENeH U MTO3TOB, TI0-
KHHYBIIUX PomuHy, a Takke B TOM KOHTEHTE, KOTOPBIM TPAHCIUPYET
peayry Ka3axCTaHCKOH KyJbTYpbl B JIIOOOH GopMe — MeauiiHOH, Ha-
YYHOH, B (hopMe IPYTHX UCKYCCTB.

K 3amagam kypca OTHOCSITCS CieTyroIIne:

— TIO3HAaKOMUTbH YHaIIuXcs ¢ TPOU3BEICHUSIMHA aBTOPOB, HAXO IS~

mxcs 3a npefenamu Kazaxcrana;

— Ppa3BHUTh YMEHHE aHATM3UPOBATH TEKCT C TIO3UIINHU KYJIbTYPHBIX

CHMBOJIOB M IIECHHOCTEH;



— chopMHpOBaTh  HMCCIEIOBATENBCKYI0, KOMMYHHKATHBHYIO,
KYJIbTYPOJIOTUYECKYIO KOMIIETEHIINH;

— BOCIHTaTh UHTEPEC K POJHOH KyJIbType U OCO3HATH €€ MECTO B
MHUPOBOU KYJIbTYpE.

MeTtopmonornueckoir OCHOBOH y4eOHOTO Kypca SIBISIOTCS KyJIbTY-
POJOTUYECKUH U KOMIIETEHTHOCTHBIN MOIXO/bI, MPUHIIHUITBI MEKKYIIb-
TYpHOH KOMMYHHMKALlMM ¥ COMOCTaBUTEIBLHOTO aHANN3a, TPAHCMEIH-
aNbHBIN MOAXOJ K n3ydeHuto oopasza Kazaxcrana.

Metoandeckrue peKOMEHJANU COCTOSAT U3 YETHIPEX B3aUMOCBSI-
3aHHBIX YacTeil: TEOPETUUECKOT0 MaTepuasa, ColeprKallie CBEACHUs
0 METOJI0JIOTHYecKOol 0a3e mccienoBanuii oopasa Kazaxcrana B mu-
pOBOIi nHMTEpaType U aHaiau3 oOpasa Kazaxcrana B Xyn0’KeCTBEHHBIX
npomsBeneHusx E. 3etigept u JI. lllernosa, 6mobudbmuorpaduyuecko-
rO CIIPaBOYHHUKA aBTOPOB PAa3HbIX CTPaH, PENpe3eHTHPYIOMHUX 00pa3
KazaxcraHa u 971€KTUBHOTO Kypca AJIsl IIKOJILHUKOB CTapLIel CTyTeH!
00y4eHus1, HApaBJIECHHOTO Ha U3Y4YEeHHUE Xy 10’KECTBEHHBIX TPOU3BE/IC-
HUH, cogeprkamux o0pa3 Kazaxcrana.

Hacrosimue pexoMeHaanu MOKHO PacleHHBATh KaK METOIUYe-
CKYIO TMIOMOIIIb COCTaBUTENSAM THITOBBIX yUeOHBIX MPOrpaMM B paMKax
I'OCO, a Takke yuuTemsiM PyCCKOTo S3bIKa U JINTEPaTyphl B OpraHmza-
K JUQPepeHInPOBAHHOTO WK MEPCOHAIM3UPOBAHHOTO O0yUYCHHSI.
DJEeKTUBHBIN Kypc Mo U3y4yeHuto oopasa Kazaxcrana B MUpOBO# JuTe-
parype BKIIIOUYEH B METOIUYECKUE PEKOMEHAALMH C LEIBIO TOACPIKKN
YUUTEIIEH.
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BBEJIEHUE

B ycnoBusix rmoOanu3aldd U aKTUBHOTO MEXKYIBTYPHOTO B3aUMOJIEHCTBHUS
0COOyI0 3HAUYMMOCTh MPHUOOPETAeT HCCIEIOBAHUE CIOCOOOB pEeNpe3eHTAIUU
HAIlMOHAJIBHBIX KYJIBTYP B MEXIYHApOJHOM MeauanpoctpaHcTBe. Kazaxcraw,
oOnamast ~ OorarblM  HMCTOPHUKO-KYJABTYPHBIM  HAacleAWeM H  JUHAMUYHO
pPa3BUBAIOLIEHCS COBPEMEHHON KYyJIbTYpPOW, CTAHOBUTCA OOBEKTOM BHUMAaHUS
UCClieloBaTeNield pa3IMYHbIX HAyYHBIX HamnpaBlieHUi. PempeseHTanust CTpaHb
OCYILECTBIISIETCS 4Yepe3 IIUPOKHI CHEKTP KaHAJIOB: BH3YyaJbHbIE HCKYCCTBA,
KuHeMmarorpad, JIUTEparypy, MYy3bIKy, IU(pPOBBIE Meaua U aKaJeMUYECKHE
UCCJIEIOBAHUSI.

CoBpeMeHHas KyJIbTypa XapakTepU3yeTcsl MPOLECCaMU TPAaHCHALMOHAIbHOM
UPKYISALNAN CMBICIIOB, IJIe BU3yalbHbIE, ayuaIbHbIC, TUTEPATypHbIC U U(POBHIE
(GopMBI MCKycCTBa 00pa3ylOT €IUWHYI0 3KOCHUCTEMY KYJIBTYPHOM KOMMYHHUKALIMH.
[lonsiTne «TpaHcMenuanabHasi PENpe3eHTalUs» OXBAThIBAET BCE (POPMBI MEpEHOCA
KyJIBTypHOro oOpaza w3 ofaHON Meauacepbl B Jpyryr0 — OT HCKYCCTBA M
JUTEPATyphl 10 610rochepsl, JOKYMEHTAIBHOTO KMHO U HAYYHBIX HUCCIIETOBAaHUMN.

Karanor penpesenranuu oopaza Kazaxcrana B MUpOBOM MeIUAIIPOCTPAHCTBE
2020-2025 rr. mpeacTaBisgeT co0OM SMIUPUYECKYIO 0aszy Ui aHaliu3a dTUX
IPOLIECCOB, ONUPASICh HA KOHIICTIIINHU:

- meauaanTponooruu (I"JIedop, I.ITouenion);

- KynbTypHOU namsitu (. Accman, A.OTKUH);

- Teopuu KynbTypHbIX kKo0B (FO.Jlotman, ¥Y.0Oko);

- KoHenuuu Tpancauarensma (¥Y.M.baxtukepeesa, O.A.Banukosa).

Takum oOpa3oM, Katajior — 3TO HE MPOCTO CBOA (AaKTOB, HO HAYYHO
CHUCTEMAaTU3MPOBAHHBII MAacCHB JAaHHBIX, OTPAXKAIOMIMA JWHAMUKY U (OpPMBI
npucytcTBus Kazaxcrana B MUPOBOM KyJIBTYpE.

AKTyanbHOCTh HACTOSILIEro Karajora oOycClIOBJI€Ha HEOOXOAMMOCTHIO
CUCTEMaTH3allMd W aHaiau3a (AKTOB HAYYHOTO, KYJIBTYPHOTO U MEIUHHOTO
npucyTcTBusi KazaxcraHa B MUPOBOM KyJAbTYPHOM M HAayYHOM MPOCTPAHCTBE B
nepuog  2020-2025 rr.  Karamor ¢Quxcupyer pa3sHooOpasHbie  (OpPMBI
Ipe/ICTaBlIeHUs 00pas3a CTpaHbl — OT XYJA0KECTBEHHBIX BBICTABOK /10 Oiorocgepsl,
HAYYHBIX TPYJOB U KYJIbTYPHBIX HHUIIMATUB KAa3aXCKOW JUACIIOPHI 32 PYOEIKOM.

OcHoBHasi 1Lenb  Karajora — MPEIACTAaBUTh  KOMIUIEKCHBIH — 0030p
penpeseHtanun ob6paza Kazaxcrana B MHUPOBOM KylIbType M HayKe, BBISIBUTH
TUTIOJIOTHIO, KIJIFOUEBbIE (OPMBI, HANPABICHUS, TPAHCIUPYIOIIHE Ka3aXCKYIO
HAllMOHAJIBHYIO UACHTUYHOCTb.

B karanore BblAeNIeHBI CIEIyIOIINE CTPYKTYpHBIE OJIOKU:



- BU3yallbHas pemnpe3eHTalus (M300pa3uTeabHOe UCKYyCCTBO, KHHEMATOrpad,
JOKYMEHTAJIMCTHUKA);

- HappaTUBHAs penpe3eHTanus (Xy10KeCTBEHHAs TUTEparypa);

- mepdopmaTtuBHas M 3BYKOBas perpe3eHTanusi (alThiC, My3bIKa, CTEHJAT,
creHnueckue Gopmol);

- KyJbTypHasi MacCHOHAapHOCTh (MOJa, CHOPT, COLMAIBHBIE CETH, HU(POBOE
UCKYCCTBO);

- Hay4dHas penpe3eHTaius (UccleloBaHUE 3apyOeKHBIX YUEHBIX O
Kazaxcrane);

- travel-penpe3enTanus (BUaeo, TpeBEI-010TH, KOHTEHT My TEIIeCTBUN).

Takoe nenenue mo3BoiisgeT paccMmarpuBaTh Kazaxcran kKak KOMMYHHKAaTHBHOE
IPOCTPAHCTBO  KYJABTYPHBIX KOJIOB, TI/€ TPAAUIMOHHOE U COBPEMEHHOE
B3aMMOIIPOHUKAIOT, CO3/IaBasi TMOPUIHYIO MOJIETh HAITMOHAIBHON UACHTUYHOCTH.

3ajgaum KaTtajora BKIKOYAIOT:

- KiIaccu(puKamuio W OMNpeneNieHue pa3InYHbIX BHUJOB PpEMpe3CHTAIUU
Kazaxcrana B mupe;

- BBIJICJICHUE HanOoJiee 3HAYMMBIX (DAKTOB M COOBITHI, OKA3aBIIUX BIIHSHHUE
Ha hopMHUpOBaHUE 00pa3a CTPaHbI 32 pyOeKOM;

- IEMOHCTPAIIMIO B3aUMOJICUCTBUS TPAAUIIMOHHON KYJIBTYPhl 1 COBPEMEHHBIX
dbopM HCKyCcCTBA B INIO0ATEHOM KOHTEKCTE

- aHalIM3 BKJAJ XYJIOKHHUKOB, MHcCaTelield, MY3bIKAaHTOB, aKaJEMHUYECKUX
AKCIIEPTOB B POPMUPOBAHUM MEKTyHapoaHOTro uMupka Kazaxcrana.

Hayynass HOBHM3Ha UM 3HAYMMOCTh 3aKJIIOYAETCs B TOM, YTO KaTajor
dbopMupyeT  HOBBIH  THUI  HMCTOYHUKOBEAUECKOM  0asbl, OObequHSIONIEH
XyJIO’)KECTBEHHOE, aKaJIeMHYecKoe U HHUQPpPOBbIE MenuanpakTuku. Ero HayuyHas
3HAYUMOCTh 3aKJII0YaeTcs B (PUKCAIMM TpPaHCHAIMOHAIBHBIX (POPM KyJIBTYpPHOM
namiatTd o Kazaxcrane (B HCKycCTBe, B JIMUTeparype, Hayke, Omorocdepe),
JEMOHCTpPAlMM OPUTMHAJIIBHOM KYJIBTYPHOM HJIEHTUYHOCTH, OTPAXEHHOW B
MOJINKOJOBOM MEIUANPOCTPAHCTBE, BBISBICHUU B3AUMHOTO BIHMSHUS JTOKAJIbHBIX U
mo0anpHbIX 00pa3oB Kaszaxcrana, (OpMHPYHOINIMX «Ka3aXCTAHCKHM TEKCT» B
MHUPOBOW KyJIbTYype, (POPMHUPOBAHUU METOAOJOTMU aHAIU3a MEIHANpPE3CHTAIUMH,
MPUMEHHUMBIN B TIEAaroruke, KyJbTypOJIOTUd, TUTEPaTypPOBEICHUU.

CtpykTypupOBaHHE KaTtajora 00eCrneuruBaeT HayuyHy0 BepU(UKAIIUIO TaHHBIX
U JIeJaeT KaTajor UHCTPYMEHTOM /IS IPOBEICHUSI KOMIIAPATUBHBIX MUCCIIETOBAaHUMN
penpe3entauun Kazaxctana, (popMuUpoBaHUS HUCCIEI0BATENIbCKON KOMIIETEHUIUU
CTYIEHTOB-TYMaHUTapueB,  pa3paboTke  oOpa3oBaTelbHBIX  KEeHCOB  TIO
JUTEPATypPOBEACHUIO, MEAMA00PA30BAHUIO U KYJIBTYPHOU TUIIJIOMATHH.

[IpakTryeckasi IEHHOCTh KaTajora oOyCIIOBJIEHA IOJIEM HCIIOJIb30BAHUS: OH
BBICTYIIaeT KaK y4eOHBbIN MaTepual uisi y4eOHbIX KypcoB, HHGOpMalMoHHas 6a3a
JUII  HAy4YHbIX MCCJIEIOBAHUI, HWHCTPYMEHT HMUKEBBIX KOMMYHUKAIIUI
KazaxcTtana MexyHapOJIHOM MPOCTPAHCTBE.

Takum oOpa3zom, Karamor TpaHCMeAWalbHOW penpe3eHTanuu Kazaxcrana
noayyun (opMy HAydyHO TMPEACTABIECHHOTO KOpIyca MJaHHBIX, OTPaXKaIOIHii
MHOTOMEPHOCTh KYJBTYPHOW WJACHTUYHOCTH CTPaHbl W €€ MHTErpaiuio B



miobanbHOE  MeauanpocTpaHcTBo.  OH  OTKpbIBa€T  BO3MOXKHOCTH ISt
MEXAUCIUIUIMHAPHBIX UCCIIEI0BAaHUH, 00bEIUHSIOLIUX ¢uon0ros,
KyJbTypOJIOTOB, ~COIIMOJIOTOB, TMpeAcCTanBUTENe LUMPOBBIX T'yMaHUTAPHBIX
HaIlpaBJIICHUW HAYKH.

[IpencraBieHHbIl  KaTaJoOr CTal MONBITKOM  Kiaccuukanuu  Gopm
penpe3eHTaunn oopaza Kazaxcrana B Mupe U TpeOyeT JalbHEHIIEro paciupeHus
Y TIOTIOJIHEHMSL.
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