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Abstract. This article examines the main difficulties of translating William Shakespeare sonnets
into Kazakh and Russian, focusing on rhythm, poetic form, and cultural references. Shakespeare’s
sonnets are considered one of the greatest achievements of English poetry, characterized by strict
rhyme schemes, iambic pentameter, metaphors, symbolism, and historical allusions. Translators
often face challenges in preserving both the artistic beauty and semantic meaning of the original text.
The article analyzes how translators adapt Shakespeare’s rhythmical structure into Kazakh and
Russian languages, which possess different phonetic and grammatical systems. Special attention is
paid to the translation of metaphors, archaic vocabulary, and Renaissance cultural references that
may not have direct equivalents in the target languages. The study also discusses the balance between
literal and artistic translation, emphasizing the importance of maintaining emotional tone and poetic
expressiveness. Translating Shakespeare’s sonnets requires not only linguistic competence but also
deep cultural and literary understanding. Successful translation depends on the translator’s ability
to recreate the aesthetic effect of the original work while making it understandable and emotionally
powerful for Kazakh and Russian readers.

Keywords: translation, Shakespeare’s sonnets, poetic translation, rhythm, rhyme, cultural
references, English literature, Kazakh language, Russian language, literary adaptation, metaphor,
symbolism.

William Shakespeare’s sonnets occupy a unique place in world literature due to their artistic
perfection, emotional depth, and philosophical richness. Written in the late sixteenth and early
seventeenth centuries, these poems explore universal themes such as love, time, beauty, mortality,
and creativity. Despite their global significance, translating Shakespeare’s sonnets into other
languages remains a highly challenging task. This is particularly true for translations into Kazakh and
Russian, languages that differ significantly from English in terms of structure, poetic traditions, and
cultural background. Among the most complex translation problems are the preservation of rhythm
and the accurate rendering of cultural references. One of the primary challenges in translating
Shakespeare’s sonnets is their strict poetic form. Shakespeare predominantly used iambic pentameter,
a metrical pattern consisting of five iambs per line. This rhythm is natural to the English language,
which is stress-timed and flexible in word order. Additionally, Shakespeare’s sonnets follow a fixed
rhyme scheme, usually ABAB CDCD EFEF GG, which contributes to their musicality and balance.
When translating into Kazakh and Russian, maintaining this structure becomes extremely difficult.

Kazakh poetry traditionally relies on syllabic meter rather than stress-based rhythm. The
Kazakh language is agglutinative, meaning that grammatical relationships are expressed through
suffixes, which often lengthen words and alter the natural rhythm of a line. As a result, reproducing
iambic pentameter in Kazakh can sound artificial or forced. Many Kazakh translators therefore
choose to prioritize semantic accuracy and emotional expression over strict adherence to the original
meter. This approach allows the translation to sound natural in Kazakh but often results in the loss of
Shakespeare’s original rhythmic pattern.

Russian translators face a different set of challenges. Russian poetry has a well-established
tradition of accentual-syllabic verse, and iambic pentameter is commonly used. This makes it
theoretically easier to reproduce Shakespeare’s meter. However, Russian grammar and syntax are
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more complex than English, often requiring additional words to convey the same meaning. To
preserve thythm and rhyme, translators may alter sentence structure, omit certain nuances, or add
interpretive elements. Consequently, while the form may resemble the original, the precise meaning
or tone can be subtly changed. Rhyme presents another major difficulty. English has a relatively large
number of monosyllabic words, making it easier to create natural thymes. In contrast, Kazakh and
Russian words tend to be longer and more morphologically complex. Finding suitable rhymes that
preserve both meaning and stylistic elegance is often problematic. Translators are frequently forced
to choose between imperfect rhymes or semantic compromises, each of which affects the overall
quality of the translation. Beyond formal issues, cultural references play a crucial role in the
complexity of translating Shakespeare’s sonnets. Shakespeare’s poetry is deeply rooted in the
cultural, historical, and intellectual context of Elizabethan England. His sonnets contain references to
social norms, concepts of beauty, gender roles, classical mythology, and the passage of time. These
references may not have direct equivalents in Kazakh or Russian cultures, making literal translation
insufficient.

Shakespeare’s sonnets present significant challenges in translation due to their strict iambic
pentameter, which means in Kazakh «piprakTel eneH emmemi», and in Russian «amOuudeckuit
neHraMmeTp». Maintaining this rhythm while preserving meaning is difficult because Kazakh and
Russian poetic systems differ from English. Another issue is cultural references, which in Kazakh
can be explained as «mozenu cintemenepy, and in Russian «kynbTypHBIE OTCBUIKHY, often rooted in
Elizabethan England. Translators must adapt these ideas so modern readers understand them without
losing original depth. For example, metaphors about beauty or time may require reinterpretation
rather than literal translation, since direct equivalents do not always exist in Kazakh or Russian
literary tradition.

For Kazakh readers, many of Shakespeare’s metaphors and symbols may feel distant or
unfamiliar. Traditional Kazakh literature developed in a nomadic cultural context, where imagery
related to nature, steppe life, and oral storytelling dominates. Elizabethan metaphors associated with
court life, monarchy, or Renaissance humanism may require explanation or adaptation. Translators
often face the dilemma of preserving foreign cultural elements or replacing them with more familiar
concepts to ensure comprehension.

Russian culture, while historically closer to European literary traditions, still presents
challenges in interpreting Shakespeare’s cultural context. Russian readers may understand classical
allusions, but social and philosophical concepts related to Elizabethan England do not always align
with Russian historical experience. As a result, translators must carefully balance fidelity to the
original text with the expectations and cultural knowledge of the target audience. The theme of love
in Shakespeare’s sonnets further complicates the translation process. Shakespeare portrays love as
multifaceted, combining passion, devotion, irony, jealousy, and philosophical reflection. In Kazakh
literary tradition, expressions of love are often indirect and symbolic, emphasizing moral values and
emotional restraint. Russian literature, on the other hand, tends to highlight psychological depth and
emotional struggle. Translators must adapt Shakespeare’s portrayal of love in a way that resonates
with the target culture while preserving its original complexity. Another important aspect is the
individual style and interpretation of the translator. Translating poetry is not a purely mechanical
process; it is a creative act. Each translator brings their own linguistic preferences, cultural
background, and aesthetic vision to the text. As a result, different translations of the same sonnet can
vary significantly in tone, rhythm, and imagery. This is especially evident in Russian translations,
where multiple versions of Shakespeare’s sonnets coexist, each offering a unique interpretation.
Despite these difficulties, translations of Shakespeare’s sonnets into Kazakh and Russian remain
invaluable. They allow readers to engage with one of the greatest poetic traditions in world literature
and enrich the literary landscapes of the target languages. Although no translation can fully replicate
the original, each version contributes to a deeper understanding of Shakespeare’s work and
demonstrates the dynamic interaction between languages and cultures.
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In conclusion, translating Shakespeare’s sonnets into Kazakh and Russian is a complex process
that involves linguistic, poetic, and cultural challenges. The preservation of rhythm and the adaptation
of cultural references are among the most demanding aspects of this task. Nevertheless, through
creative solutions and cultural sensitivity, translators succeed in making Shakespeare’s timeless
poetry accessible to new audiences. These translations not only preserve Shakespeare’s legacy but
also highlight the richness and adaptability of Kazakh and Russian literary traditions.
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OBYYEHME YCTHOM U MIUCbMEHHOM PEYH C OITOPOM HA YUEBHBIE
TEKCTBI

CAPAXAHBIM MUP3A PAXMAHOBA
JorneHT Kadeapbl pyccKoro si3bika bakWHCKOTO CITaBSIHCKOTO YHHBEPCUTETA
baky, Azepbaitmxan

Annomayusn: B cés3u ¢ mem, umo usyuenue UHOCMPAHHBIX A3bIKOE UMEEn KOMMYHUKAMUGHYIO
HAnpaeieHHOCMb, OCHOGHLIM MAMEPUANIOM 6 npoyecce O0OYYeHUsT SGIAIOMC He OmOoelbHble
NPEeONoNCeHUsl, A CEA3HLLUL MeKCm. A8mopbl dSmux mekcmos, Kak npasuiio, He npeciedyiom yeiu
00yueHUs:, a NO3IMOMY OJisl UCHOIb30BAHUSL IMUX MEKCMOE OHU OOJIHCHBL ObINb COOMBEMCMBYIOUUM
06pazoM CNpOEKMUpPOBanbl U CMPYKMYPUPOBAHbL 8 COOMBEMCMEUU C UYelsiMU KOHKPEMmHO20
3aHsAMUsl.

Bovibpannvie mekcmol no08epeaomcs pasiuiuHblM Cnocobam adanmayuu U COKPAujeHusiM.
Tlocre HeobXx0OUMOTl NOO20MOBKYU MEKCH MOJCem OblMb Peanu3068an HA 3AHAMUL 8 COOMEEMCMEUN
C KOHKpDemHuIMU MpebOSaAHUIMU NPOSPAMMbBL U KALIEHOAPHO20 WIAHA. Omo Mmodicem Oblmb
obocawjernue JeKCUKU MOU UIU UHOU HanpasieHHocmu  (0bimosas, NpPo@eccUOHANbHAs,
MEPMUHONLOSUHECKASL).

Kniouesvie cnoea: rougucypamuenviti mMemoo, peuesdas OesimelbHOCb, MemoouyecKue
npuembpl, a0anmupo8aHHbLIL MEeKCM.

BBenenue. B cBsi3u ¢ TeM, UTO METOIMKA U3yUEHUSI MHOCTPAHHBIX SI36IKOB BOOOIIE U PyCCKOTO
A3bIKa B TOM YHCIIE, CTPOMTCS Ha 0a3e COOTBETCTBYIOIIUX JIMHIBHCTUYECKUX M ICHXOJIOTO-
MeJarornyeckux MOJIOKEHUH, HaMu ObLI MPOBEAEH psJ TCUXOJIOTMYECKUX HAONIOIEeHUN U
MeIarOrMYECKUX 3aMEPOB JIsl ONPEACTICHNS MOTHBALIUHU 3aHATUH PYCCKUM SI3BIKOM, H YCTAHOBJICHUS
CTapTOBOTO YPOBHSI 3HAHUS PYCCKOTO SI3bIKa CTYJEHTaMH, MOCTYMUBLUIMMH Ha IE€JIarorudyecKuil
¢dakynsrer BCY.

[TpakTHueckuii Kypc pyCCKOro s3blka Ha IeJarorndeckoM ¢akyibTeTe TOJIKEH HUMETh
po(eCCHOHANBHYIO HAPABICHHOCTh. DTO MOXKET OBITh PEaJTM30BaHO KaK MPH MOA00pE yueOHBIX
MaTepHuanoB, TaK U B XOJI€ O3HAKOMJICHHs CTYJIEHTOB C COBPEMEHHBIMHU CIIOCOOaMH OOydeHHs,
TaKUMU KaK MyJIbTUMEIHiHas TexHomorus. [7,50]

CoBpemeHHast MeToAMKa OOyueHus: BCE B OOJbIIEH CTENEHH PEKOMEHAYET HCIOIb30BaHHUE
TEXHUYECKHUX CPEACTB OOyUeHHs M MyJbTHMEIUa TeXHONOorui. [loaTomMy aymuTopuu amis 3aHATHA
WHOSI3bIKAMHU, B TIEPBYIO O4Yepelb, IODKHBI OBITH O0OpYIOBAaHBI HMHTEPAKTHUBHOW JOCKOW U
KOMIIBIOTEPHON TEXHHUKOH, a TaKk)Ke ayJAHOBH3YyaJbHBIMH CPEICTBaMH OOy4yeHHs. Mcmomp3oBaHue
COBPEMEHHBIX TEXHUUYECKUX CPEJICTB 00YUECHHUS MTO3BOJISET NPEIBSIBISTh CTYACHTaM OOJIBIINI 00BEM
uHpopManuu 3a Oojiee KOPOTKOE BpEMs, a OJHOBPEMEHHOE NPEABSBICHHUE COOTBETCTBYIOIIETO
MaTepualia B 3pUTEIIbHON M 3BYKOBOM (opMe, TO €CTh 10 JBYM KaHajlaM MH(pOpMaIuu, odieryaer
€ro YCBOEHHUE.

Pe3yabTaThl uccaenoBanus. CTeneHb YCBOCHHUS MPEUIaraeéMbIX Ha SKCIIEPUMEHTAIbHBIX U
KOHTPOJIBHBIX 3aHATHSIX MAaTEepHajoB NPOBEPsIACh TECTHUPOBAHHEM U TIEPEBOAOM (JEKCHKA).
Y poBeHb MOBBIILIEHHS PEUEBBIX HABBIKOB MIPOBEPSJICS B MPOIIECCE OTBETOB HA BOIIPOCHI, Iepeckas3a u
M3JI0KECHHUS TIPOYNTAHHBIX TEKCTOB, O€ce] [0 TeMe, IIPH 3TOM YUUTHIBAJIOCH YITOTPEOJICHNE ONIOPHBIX
CJIOB U3 IPOYUTAHHOTO TeKCTA. [1]

Tema: «@ynKkyuonanvho-cmoiciosvie munuvt peuu. Ilosecmeosanue»
3apanue Ne 1. [IpounTaiite 6ermno (20 cekyHn).
3anOMHUTE MEPEBO/I.
DynxyuonAnvno-cmoicnosble munvt pEuu. IlosecmeosAnue.
No Cnosa u cnosocouemanua | Ne Ilepesoo
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1. | byHKIMOHAJBHO- 1. | funksional-semantik
cMbicioBble
2. | sl pEun 2. | nitqin novlori
3. | moBeCTBOBAHUE 3. | glindomlilik
4. | npeacrasnfler cooOi 4. | sahibdirlor
5. | pacckAs3 o coOblTusax 5. | hekays haqqinda
6. | oHO c1YXHUT 6. | o xidmot edir
7. | mns nepenAdu 7. | verilmasi liciin
8. | mocnExoBarensHOCTH 8. | ardicilligla
9. | cooblTwii 9. | hadisalorin
10. | senEnnii 10. | tozahiirlorin
11. | nE#AcTBUI 11. | harakatlorin
12. | packpsIBAeT 12. | agir
13. | mocnEnoBarensHO 13. | ardicilligla
14. | npoucxonUBmme B 14. | olmus, bas vermis
npOuuioM kegmisdo
15 | ckaz¥Yemoe 15. | xobor
16. | croWT nOcne nomiexxAmero | 16. | miibtodadan sonra
dayanir
17. | o6o3nauAet 06bluno 17. | adaton edir
18. | xonkpETtHOe nEiicTBHE 18. | konkret horokot
19. | BbIBOA 19. | natico
20. | uznoxEnue 20. | sorh
3apanue Ne 2. [IpounTaiite 6ermno (20 cekyHn).
DynkyuonAnvrno-cmoicnosble munvt pEuu. [losecmseosAnue.
Ne | Cnosa u cnoéocouemanun | Ne Ilepesoo
1. | pyHKIHOHABHO- 1. | funksional-semantik
cMmbicioBble
2. | nitgin novlori 2. | The1 pEun
3. | moBecTBOBAHME 3. | glindomlilik
4. | sahibdirlor 4. | nmpencrasifler cooOit
5. | pacckA3 o cooblTmsx 5. | hekays haqqinda
6. | o xidmot edir 6. | oHO cnYxur
7. | nus nepenAun 7. | verilmasi ticin
8. | ardicilligla 8. | mocnEnoBaTenpHOCTH
9. | cooblTuii 9. | hadisalorin
10. | tozahiirlorin 10. | senEnuii
11. | nElicTBuii 11. | horokoatlorin
12. | acir 12. | packpbeIBAeT
13. | nocnEnoBarensHo 13. | ardicilligla
14. | olmus, bas vermis 14. | mpoucxonMBive B
ke¢cmisdo npOuuiom
15 | ckaz¥Yemoe 15. | xobar
16. | miibtodadan sonra dayanir | 16. | croUT nOcne
MOJUIEKAIIETO
17. | o6o3nauAer 06blunO 17. | adoton edir
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18. | konkret harokot 18. | koukpETHOe nEjicTBHE
19. | sbIBOX 19. | natico
20. | sarh sorh 20. | m3noxxEnne
3aganue Ne 3. [IpounTaiite 6ermo (10 cexynn).
Hma npunazamenvroe Sifat
1. | ®ykumoHaabHbIN funksional
2. | CMmbIciioBO#M semantik
3. | [TocnemoBaTenbHBIN ardicil
4. | CounaabHbIi sosial
5. | OObIuHBII adi
6. | KoHkperHblit konkret
7. | OcHOBHOM Jsas
8. | CoBpeMeHHBIN miiasir
9. | Pycckuit rus
10. | Hayunsbrit elmi
3ananue Ne 4, [IpounTaiite 6erso (10 cexynn).
I'nazon Fel
1. [IpencTaBisiTh sahib olmaq
2. Cayxutb xidmat etmak
3. [TepenaBathb vermok
4. PackpsiBath agmaq
5. [Tponcxoauth bas vermok
6. CrosThb dayanmaq
7. 0O0603HayaTh etmok
8. Paccyxnate miuhakima etmok
9. M3narate sorh etmak
10. [ToaTBepkIaThH tostiq etmok
3ananue Ne 5. IIpounTaiite 6erso (10 cekyHn).
Hmsa cywecmeumenvroe Isim
1. | Peun nitq
2. Tun nov
3. | Pacckas hekayo
4. | Cmbicn mona
5. | BeBog notico
6. | IloBecTBOBaHUE giindomlilik
7. | CoObiTHE hadiso
8. | SIBnenue tozahiir
9. | JleiictBHE horokot
10. | [Tepenava verilmasi
11. | IlocnenoBaTeabHOCTh ardicilliq
12. | MebIciib fikir
13. | lognexaree miibtoda
14. | Yactp hisso
15. | Ckazyemoe xobor
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3aganue Ne 6. [IpounTaiite Tekct mo cioram 6erio (40 cekyHn).
@yH-KIU-0-HAJIb-HO-CMBIC-10-Bbl-¢ Tn-1161 pE-un. I10-BecT-BO-BA-HHU-€.
[To-BecT-Bo-BA-HU-¢ Tipea-cTa-BnSI-eT co-60i pac-ckA3 o co-Obl-tu-sa1x. O-HO cn¥Y-xur ans
ne-pe-nA-uu noc-nE-no-Ba-tenb-nHoc-tu co-0Obl-tuii, siB-nE-nuii, nEii-ctBuii. [lo-BecT-Bo-BA-HU-€
no-cinE-no0-Ba-Tenb-HO pac-Kpbl-BA-eT co-0bl-Tu-1, sB-nE-uu-s, n1Eii-cTBu-5, npo-uc-xo-gUB-mmu-e
B npO1I-JI0M.

3aoanue 7. [Ipouumaiime mexcm. llepenuwiume uemoipe pasa.
@yuxyuonAnvro-cmoicnoeble munvt pEuu. IlosecmeosAnue.
[ToBectBOBAHME nipeacTaBiasler co60it pacckA3 o codobltusx. OHO cn¥YxuT A1 nepeaAdn
nociEnoBatensHoctn  coObltuii, sBiaEnwmii, nEicrBuii. IloBectBoBAHME mnocinEmoBarensHO
packpeiBAer coObltus, sBnEnus, nEicteusa, npoucxogMsmme B mpOmuiom. Ckaz¥Yemoe B
noBecTBOBAHMU cTOMT nOce moanexAmiero u 06o3aadAet o0bluno konkpETHOe nEiicTBHe. (29
cn08)
Jdomamnee 3aganue.
1. 3anmomuauTe MepeBo cioB. [IpounTaiite 6ermo (25 cekyHn).
2. Boiyunte u3 Tabnauiel Ne 7 cjioBa ¥ CI0BOCOYETAHUS.
3. BeimumuTe maTh clIoB U3 3amanus Noe 6 U cocTaBbTe MpeIIoKeHHsI 1Mo oopasiry. Obpaserr:
Tol yumaeutb MOU MbICIU.
4. BemmumuTe 1ATH CI10B U3 3a1aHuid Ne 3, 6 U cocTaBbTe NMpeJIoKEHUs 10 o0pasiry. O6pa3serr:
DynKkyuonanvbHo-cmoiciosvle munwl peuu. Ilosecmeosanue.
3ananue Ne 1. a) [Ipounraiite Gerio (15 cexynn).

1. | moBeCcTBOBaHUE giindomlilik
2. | coObITHSIX hadisalorin
3. | cayxut xidmot edir
4. | mocnenoBaTEIbHOCTH ardiciligla
5. | sBneHus tozahiirlor

6. | meicTBus harakatlor

DynkyuonAnvno-cmoicnoeble munwvt pEuu. IlosecmeosAnue.

Giindamlilik npencraBnSlet co6Ot pacckA3 o hadisalorin. OHO xidmat edir nnst nepenAun
ardiciligla co6bltnii, ssnEnuii, nEicteuii. [loBectBoBAHME mociEnoBaTenbHO pPacKphIBAET
coObltus, tazahiirlar, harakatlar, npoucxonUsmue B npOuwiom. (20-6=14 cnos)

0) Ilpouumaiime 6eeno (15 cexyno).

1. | MOBECTBOBAaHHE giindomlilik

2. | mpeacraBsieT coboun sahibdirlor

3. | coOBITHAX hadisolorin

4. | cIyXuT xidmot edir

5. | ans nepenayu verilmosi iiclin
6. | mocae10BaTeNbHOCTH ardiciligla

7. | pacKpbIBaeT acir

8. | ABICHUSA tozahiirlor

9. | neicTBus horakoatlor

DynkyuonAnvno-cmoicnosble munvt pEuu. IlosecmeosAnue.

Giindomlilik sahibdirlor pacckAs3 o hadisalorin. OnQO xidmat edir verilmasi iiciin ardicihiqla
coobltuii, senEnuii, nE#cTBuii. IToBectBoBAHUE mocinEnoBarensHo acir coobltus, tazahiirlar,
harakatlar, npoucxonUBmme B npOuuioM. (20-9=11 cnos)

8) Ilpouumaiime 6e2no (15 cexyno).
MOBECTBOBAHUE
MpeACTaBIsET COOOH

giindomlilik
sahibdirlor

DN | —
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3. | pacckas hekayo
4. | coOBITUAX hadisalarin
5. | oHo 0
6. | cy)uT xidmot edir
7. | nns mepenadu verilmasi ticin
8. | mmociaenoBaTeIbHOCTH ardiciligla
9. | packpbiBaeT acir
10. | sBmeHmst tozahiirlor
11. | melicTBus harakatlor
12. | IpONCXOAUBIITHE bas vermis
13. | B mponuiom ke¢misda

DynkyuonAnvno-cmoicnoeble munwvt pEuu. IlosecmeosAnue.

Giindomlilik sahibdirlor hekaya o hadisalorin. O xidmat edir verilmasi iiciin ardiciliqla

coobltuii, senEnuii, nEicTBuii. [ToBectBoBAHUE mocinEnoBarensHo acir coobltus, tazahiirlar,

harakatlor, bas vermis kecmisda.

(20-13=7 cnos)

3adanue No 2. K dannvim crosam nodbepume CUHOHUMBL U3 8MOPO20 CIMOIOUKA. 3anuwume.
JleticTBue [Toctynok, BeIXOaKa, oneparus, mar, BbIBOJ,
Paccyxnenue ¢dunocodpcTBOBaHNE, B3BEIINBAHNE, aOPU3M.

3aganue Ne 3. K nanHbpIM cJ0BaM Mog0EpUTE aHTOHUMBI U3 BTOPOTO CTOJIOMKA. 3aMuIIUTE.

JlericTBue besneicTere, NpOTUBOIENCTBHE, BHELIHUN,
BHyTpeHHHUiA HapyXHbBIU, 1PsAOIIbII, KPOXOTHBIH,
JIOTIOJIHUTENbHBIM.

3aganue Ne 4. BriGepute u nepenuiunTe TOJIKOBAHUE K JAHHOMY CJIOBY. 3alHILHUTE.
SBnenne a) [IposiBieHue, BoIpaXKeHNe CYIIHOCTH;
0) 3aBepiieHue, KOHEIL.

3apanme Ne 5. [IpounTaiite TekcT Oerio.
@ynuxyuonAnwvno-cmoicnoeble munvt pEuu. IlogecmeosAnue.

[ToecTBOBAHME nipeacTaBiaSler co0Oi pacckA3 o coobltusax. OHO caYXuT 175 neperAdn
nocnEnoBarensHoct  coObltmii, sBnEnuii, nEiictemii. IloBecTBOBAHHE mnocnEnoBaTelnbHO
packpeiBAer coObltusi, sBnEnus, nEictBusa, npoucxogMsmue B npOnuiom. Ckaz¥Yemoe B
noBecTBOBAHMM cTOMT Ocne momnexAmero u obo3HadAer oobluno konkpETHOe nEiicTBue.
(29cnos)

3apanue Ne 6. [IpounTtaiite Bompocs! k Tekcty 6erio (10 cexyHn).

1. Yro mpeacTaBinseT co0oii MoBeCTBOBaHKE?

2. 1511 4ero Ciy>KuT NOBECTBOBAaHUE?

3. Uto packpbIBaeT NOBECTBOBaHUE?

4. Kornia mporcXoasiT COOBITHSI, SIBJICHUS, ICUTBUS?

5. I'me crout ckasyemoe B MPEJIOKEHNUN TIPHU IOBECTBOBAHUU ?

Jdomamnee 3aganue.

1) B 3amanuu Ne 5 BblieNieHHBINH a03all BEIyYUTE HAU3YCTh U 3alUIIUTE 10 MaMsITH,

2) [Ipouwnraiite Bonpocs! U3 3a1anus Ne 6. 3anUIINTE OTBETHI.

Jlexcuka k mexkcmy « DyHKUUOHATbHO-CMBLCTI08ble munwl peuu. Paccysycoenuey

3ananue Ne 1. IlpounTaiite 6ermno (20 cekyHn). 3alOMHUATE TTEPEBO.

‘ DyuxyuonAnvno-cmoiciosble mHnwvt pEuu. PaccyscoEnue.
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3aganue Ne 2. [IpounTaiite 6erio (20 cexyHn).

DyuxyuonAnvno-cmoicioeble mHUnvt pEuu. PaccyscoEnue.

Ne Cnosa u Ne Ilepesoo
C1060COYEeMAaHUA

1. | pynkunoHANBHO- 1. | funksional-semantik
cMbicioBble

2. | nitgin novlori 2. | thne pEun

3. | paccyxnEnue 3. | mihakimo

4. | bu sifahi sorh 4. | 9ro cnoBEcHoe n3noxxEnne

5. | pazpsiciEnune 5. | izah

6. | tosdiqi 6. | moarBepxxnEnmne

7. | kaxkOit-nA60 mblcnu 7. | hor hansi bir fikrin

8. | mogsad miilahizalor 8. | uEnbto paccyxaEnus
olur apnslercs

9. | yrmyonEnue HAmmx 9. | bizim biliklorin
3HAHHI dorinlosdirilmasi

10. | otraf alom barado 10. | 00 okpyxAromiem MmUpe

11. | nomxHO conepKATh 11. | ehtiva etmolodir

12. | osas monasini 12. | mocbliky

2024 - 5.99 PHYLOLOGICAL SCIENCES
No Cnosea u No Ilepeeoo
C1060COYeMAaHUA

1. | pyHKIHOHABHO- 1. | funksional-semantik
cMbiciioBble

2. | sl pEun 2. | nitgin névlori

3. | paccyxnEnue 3 miihakimo

4. | 9to cnoBEcHoe bu sifahi sorh
n3noxExune

5. | pa3bsiciEnue 5. | izahi

6. | noarBepxxaEnue 6. | tosdiqi

7. | xakO#-nh60 mblciu 7. | hor hanst bir fikrin

8. | nEnsto paccyxnEnus 8. | mogsad miilahizalor olur
snSlercs

9. | yrmyonEnue HAmmx 9. | bizim biliklorin
3HAHHI dorinlosdirilmasi

10. | 06 okpyxAroLIEM 10. | otraf alom barado
MmHpe

11. | nomxaO conepxATh 11. | ehtiva etmoalodir

12. | mocbliky 12. | 9sas manasini

13. | TOuHO 13. | doqiq formalagdirilan
chopmynHMpoBaHHYIO

14. | ocHOBHY10O MBICIIb 14. | osas ideyani, monasini

15 | ocHOBHY10 4acTh 15. | osas hissoni

16. | ymozakmtouEHus 16. | goran

17. | BbIBOA 17. | natico

18. | nOmxen cootHocHMThest | 18. | olagolondirilmalidir

19. | noruecku BHITEKATH 19. | mantiqi natico

20. | u3 BceroO xOna 20. | har gedisinin
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13. | TOuHO 13. | doqiq formalagdirilan

chopmynpoBaHHYIO
14. | osas ideyani, monasini 14. | OCHOBHYIO MBICIIh
15 | ocHOBHY10 4acTh 15. | osas hissoni
16. | gorar1 16. | ymosakmouEHus
17. | BbIBOA 17. | natico
18. | olagolondirilmalidir 18. | mOmxeH cootHocUThCs
19. | morMuecku BHITEKATh 19. | mantiqi natico
20. | hor gedisinin 20. | u3 BceroO xOna

3aganue Ne 3. [IpounTaiite 6ermo (10 cexynn).

Hma npunazamenvroe Sifat
1. DyHKIIMOHATBHBIN funksional
2. | CwmpbicnoBoit semantik
3. | OcHoBHOI osas
4. | CmoBecHbIit sifahi
5. | CoBpeMeHHBII milasir
6. | Pycckuii rus
7. | Hayunbiit elmi
8. | OdunuanpHbIH rosmi
9. | Xya0XeCTBEHHbIN badii
10. | OObIuHBIA adi

3apanue Ne 7. [IpounTaiite TekcT mo cioram 6eruio (40 cexyHn).
QyuxyuonAnvro-cmoicnoeble mHnor pEyu. PaccyscoEnue.
Pac-cyx-nE-nu-e — 93-1o cino-sEc-Ho-¢€ u3z-no-xE-Hu-e, pazp-sac-HE-Hu-e u nog-teepx-aE-Hu-
e ka-kOit-mth-60 mblc-mu. Lens-10 pac-cyx-gE-au-s sB-nfl-eT-csi yr-ny0-nE-nu-e HA-mux 3HA-
HUil 00 okpy-x«A-to-meM MU-pe. Pac-cyx-nE-nu-e nomx-HO co-nep-xATh no-cbli-ky (TO4-HO
cpop-my-nM-po-BaH-HY-I0 OC-HOB-HY-IO MBICIIb), OC-HOB-HY-10 4acTh (y-MO-3a-KiI0-4E-Hu-1) u
BbI-Bo.

3aganue 8. [IpounTaiite Tekct. Ilepenummre yeTsipe pasa.
@yuxyuonAnvro-cmoicioeble mHnvr pEuu. PaccyscoEnue.

PaccyxnEnne — 9to cnosEcnoe u3noxEnue, pazpsiciEnue u nonreepxxaEnue kakOii-n60
Mblciau. HHEnwio paccyxnEnus ssnflerca yriny6nEnue HAmux 3HAHMA 00 okpyxkArtomiem MUpe.
PaccyxnEnue nomxnO conepxAte nocbliky (TOuyHO chopmynpoBaHHYIO OCHOBHYIO MBICIB),
ocHoBHY10 4acTh (ymozakimouEnus) u BblBon. Bblson n1Omxen cootHocHThest ¢ mocblnkoit u
norHuecku BoITekATh U3 BcerO xOna paccyxnEnus. (35 cros)

JlomamiHee 3ajaHue.

1. 3annomuuTe nepeBox cioB. [Ipountaiite 6erio (25 cexyHn).

2. Beryunte u3 Tabmmipst Ne 10 ciioBa u ciioBocoYeTaHUS.

3. BemwumuTe msaTh ¢oB U3 3agaHus Ne 6 U cocTaBbTe MpeIIokKeHus Mo oOpasiy. O6pazerr: A
NnOOMBePAHCOao e2o Cl08d.

BeiBoabi: Tak Kak TEKCT ABISIETCS A3bIKOBBIM CO3JJaHUEM HAJCUHTaKCUYECKOI'O YPOBHS, TO OH
JOJDKEH CUYUTAThCS OCHOBHBIM Y4YeOHbIM MaTepuanoM. VIMEHHO pas3iauuHBIMU BHJIAMHU TEKCTa
peanu3yercss KOMMyHHKaTUBHAs (YHKUUSA s3bIKa. [2,55]

TexcT, B LesAX UCHOIb30BAHUS €0 B KaUeCTBE yUEOHOT0, JOJKEH OBITh COOTBETCTBYIOIIUM
o0Opa3om moAroToBieH. MeToaudeckas 00paboTKa TEKCTa 3aBUCHT OT IIEJIM KOHKPETHOTO 3aHSTHS.
OT0 MOXKET OBITh a/1aNTall¥s Ha YPOBHE IIPOCTOT'0 COKPAIIEHHUS TEKCTA; alalTallisl HA yPOBHE CHATHUS
JIEKCUYECKUX TPYTHOCTEH; aJalTal[isl HA YPOBHE HACBIIIEHUS TEKCTa FPAMMATUYECKUM MaTEPUATIOM,
COOTBETCTBYIOIIUM IIPOI'PAMMHBIM 3a/1a4aM.
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KA3AK TAPUXU NTPO3ACBIHBIH KOPKEM/IK 9JIEMI

BOJIATKAH AMHAII EPFAJIUKBI3bBI
Kazak tini men onebueri bbb maructpantsl, C.AManxonoB ateiHars! Lsreic Kasakctan
YHHUBEPCHUTETI

FBUIBIME JKeTeKIIici — ¢.F.K., KaybIMaacThIpsuFra popeccop A.K.CEMITYTAHOBA
OckeMeH K., Kazakctan

Annomauyun: Maxanaoa xasax mapuxu NPO3ACHIHLIY KOPKEMOIK 21eMi, OHbIH YIAMmbIK
a0ebuemmezi OpHbL MeH KOPKEMOIK-UOESIbIK epeKuleNikmepi Kapacmulpviiaowvl. Tapuxu npo3adasesl
YAMmMuIK pyX, Mmapuxu myneaiaposl Oetineney, 0ayip blHObIZbIH KOPKEeM HCUHAKMAY Macenenepi
manoanaovl. COHbIMEH Kamap mapuxu pomMaHoap MeH nogecmepoeci a8MopablK KOHYENnyus,
Kelinkep NCuUxono2uscsvl, Miidik-cmuib0iK epekulesikmep JHcone mapuxu MAaHbIMHbIY KOPKeMOIK
Jocytieci capananaovl. Kazax mapuxu npo3acvimbly XanblK HCAObIH HCAHLIPMYOARbl, YIIMMbIK
CaMamvl Kanblnmacmulpyoazsl posi auKblHOANbIN, Kalameepaepoiy mapuxu ublHObIK neH KOPKeMOIK
wewim apacvlHoazwl i30eHicmepi blIbiMU MYpPebloaH 0aeaianHaobl.

Kinm ce3dep: xasax mapuxu npo3acwvi, mapuxu pomad, KOPKeMOIK adnem, YIAmmvlK uoes,
mapuxu myiea, KOPKemoiK ManbiM, Mapuxu WblHObIK, Keuinkep oelneci, yimmolk pyx, 20eou yoepic.

«KepkeMik onem» YFBIMBI Ka3ipri o7eOUeTTaHyAbIH 1preii KaTeropHuschlHA JKaTajbl JKOHE
JKacallbIll OTBIPFaH JJIiCTeMeHIH e3eriH Kypaiabl [1]. Tapuxu mbIFapMaHbl OCHl YFBIM apKbLIbI
3epeliey OKYIIbIFa OHbl TAPUX OKYJIBIFBI PETIH/E A€, KbI3BIKTHI OKUFA PETIH/IE 1€ €MEC, TEPEH YITTHIK
KOHE JKaJIbIaJaM3aTThIK MOH TAaCHIMAIIAWTHIH TyTac KOPKEMJIK KYOBUIBIC peTiHAe KaObUimayra
MYMKIHAIK Oepei.

«Kepkemuik onem» yreiMbiH FhulbIMFAa J[.C.JIuxau€B enrizmi. On KepKeMIiK oleMIai —
IIBIFapMaHbIH 1IIKI JYHUEC], ©31HAIK KEHICTIK-YaKbIT 3aHABLUIBIKTAPbI, ©3 KYHIBUIBIKTAP KYHeci MeH
OKHFalap JOTMKachl 0ap epekile MIBIHABIK Aen aHbiKTaabl [1]. byn — Oeiinenenren amampuap,
OKHUFaJap >kKoHE TaOUFAT CYpeTTepiHiH *ail )KUBIHTHIFBI €MeC, aBTOp jKacaraH, OHBIH ©31 OenrijgereH
3aHIapMeH TIpHIUIK eTeTiH epekme Ooimbic. COHBIMEH Oipre KOPKEMIIK oJieM HaKThl eMipAeH
OesiHOEHIi: 0J1 OHBI OCHHEINeH /I, ©3repTe/ll — COJI CeOeNTI OKbIPMaHFa TapUX IIBIHIBIFBIH Ja, a1aM
TIPIIUTITIHIH MOHTLTIK 3aHBIUIBIKTAPBIH Ja TEPEHIPEK YFBIHYFA )OI aIlla/Ibl.

J1.3aToHCKMI poMaH >KaHpbIHA KATHICTBI OYJI YFBIMJIBI J1aMbITa KEJNil, KOPKEMIIK dJeM —
CTaTHKAJIBIK 3JIEMEHTTED >KUBIHTBIFBI €MecC, JUHAMHUKAIBIK JKyie Jern artajsl: o0pa3aap, KEHICTIK,
YaKpIT, KaKTBIFBIC, aBTOPJBIK IMO3UIIMS — OCBIHBIH 0opi Y31iKCi3 e3apa Oaitmanbicta [2]. bip
9JIEMEHTTIH e3repyi OYKiN *kyieHi e3repreai. byl MeTOMUKaNbIK TYpFhIIaH MaHBI3AbI: KOPKEMIIK
olneMIi Tanday DJIEMEHTTepAl JKEKelenm KapacThIpyMEH IIeKTeNIMeH, OJapAblH JKyHelnik
OaillaHbICTApBIH alllyFa THIC.

Kazak Tapuxu npo3aceiHa KaThICTBI aJFaHIa, KOPKEMIIK €M YITTHIK MOJIEHU AOCTYPMEH —
MuU(oOIOTHsl, 3MOC, FYPHIN-3aH, KOIINEeJIl OpKEHHETTIH KYHJbUIBIKTap XYHecIMEH — TepeHaen
TaMbIpiacTeiFbIMeH epekieneneni [3]. Ocbl Tamblpnapaan xabapchi3 aiaM Oyl Mpo3aHbl TOJBIK
yrbiHa anmaiel. COHIBIKTAH Ka3aK TapUXU MPO3AChIH OKBITY 9JIICTEMEC Kbl 9¢OMETTaHYIIbIK
TOCUIIEPMEH MIEKTEIIN KaJMal, Ka3aK Tapuxbl MEH MOJICHUETIH Olnyre Tipenesi.

O6paznap xyieci KOpKeMJIIK dJIEMHIH ©3€T1 OOJBIN TaObUIaabl, Oy JKaFbIHAH Ka3aK TapuXH
MpO3achl J]a epeKIIenik emec. Anaiia ocbl MPO3aHbIH 00pa3aap Kyieci YATTHIK 91e0U JoCTYp MEH
TapuXy Ma3MyHFa OaillaHbICThI O1pKaTap ©31H/1K OeNriIepMeH CUIIaTTala bl.

Bateip OeitHeci — Ka3ak Tapuxu MPO3achIHBIH 00pasnmap >KyWeciHIe epeKile OpBbIH allajbl,
OHBIH TaMbIpbl OaTbIpiap >KblpplHa Kereni [3]. bartelp — »xali FaHa »aybIHrep emec, YITTBIK
Wb TYJIFACHL: epIIiK, pyFa skoHe OTaHFa alaibIK, OUIAIK, JaHAIBIK — KOIIIeIl 6pKEHUETTiH
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KOFapbl KYHJBUIBIKTAPBIHBIH JKUBIHTHIFEL. [.EcenOepninniy «KemmeHaiaep» TPUIOTHUSCHIHIAFBI
AGbinaili xaH, beren6ait 6ateip, KabGanOaili GaTelp oOpazmapbl — €1 pyXblH OOibIHA >KUHAFaH
smMKaNbIK TyiFanap. OKymibia 6aTtelp 00pa3bl HAKThl TAPUXHU TYJIFAHBIH PEATUCTIK OeifHeci emec,
VITTBIK MIHE3/IH KOPKEMIIK KMHAKTaMachl €KEHIITH YFBIHYIbl KaJBIITACTBIPY METOIHKAJIBIK
TYpFBIIaH aca MaHbI3/bI [3].

Xan OeliHeci — TaFbl OIp KEHINKep THIIl: XaJbIK TaFJIbIpbIHA >KAyaIllThl CasiCU KOIIOACIIbI.
batpipnan alblpMalblIbiFbl — XaH OeifHeci amOuBaneHTTi. Ka3ak Tapuxu mpo3achl XaHIap.bl
VIBLIBIFEI MEH QJICI3/ITIHAC, MaHAJBIFBI MEH KaTeniriae Oipaed cyperreiimi [2]. Tapuxu Tysra
OeiiHeciHiH O1pKaKTbUIBIFbl — IIBIFAPMAHBIH KEMILILUTITT eMec, KepiciHie, KOpKeMAIK TepeHITHIH
Oenrici — JIeTeH YFBIMIBI OKYIIBIIa OPHBIKTHIPY TaJI/IayAbIH METOIUKAIIBIK MIHJIETI.

XaJbIK — KUHAKTHI KeHiNKep peTiHzeri OeiiHe — Ka3ak TapuxH MPO3achlH €yPOIaNbIK TApUXU
pomaHHaH Oejin TypaThlH MaHbBI3AB epekmmenik [3]. [.LEcenbepnin, A.HypneiiicoB, C.MykaHOB
HIBIFapMaliapbIH/Ia XaJbIK JKeKeJeTeH KeHinkepiep ic-opekeTiHiH (OHBI eMec — TapuXu YAEpiCTiH
03 annpiHa cyOnekTici. batelp, Ou, KapamailbiM KeImeai — OChI KEKEJETeH TaFabIpyiap apKbUIbI
OYKiJT XaJbIKTBIH TIPIIUTIKKE JIeTe€H epiK-Kirepi MeH TOYeNCI3iK TalIbIHBICH allbUiaabl. By
€PEKIIeNTIK Ka3aK MOCHIHBIH JOCTYPIMEH TiKenel 0ailaHbICTHI.

AKbIH MeH Ou OeifHeci — TiJI, KaJ] )KOHE €J1 JaHAJBIFBIHBIH CaKTAYIIbICH], PyXaHH KOIIOACIIIBI
[3]. Onap »xui Tapuxu ap-oKAaH AaybIChI, KYIIKE CO3 KapybIMEH Kapchl TYPYIIbI O0JIbIT OeiiHeIeHe 1.
By o6pa3 Tunm alThIC NEeH IIEHICHIIK CO3[ep MOCTYPIMEH THIFBI3 OalIaHBICTBHI IIBIFapMasapna
epeKIIe alKbIH KOpiHe/Ii.

Oilen OeifHeci — CHMBOJABIK JKyKTemeci ayblp o0pa3: OTaHHBIH, Kep-aHaHbIH, OLIAKTHIH,
pynbiH cakraymbichl [3]. CoHbiMeH Oipre Kazak TapuXu Mpo3achiHAa 0aTbUI, TAPUXHU OKUFATIAP/IbIH
OeJceH Il KaThICYIIBICKI — EPIIIK jKacaraH oiien OeiiHeci je Oap, OHBI J1a TajlAayAa Ha3apaa ycTaraH
KOH.

Kepkemik keHIiCTIK MeH yakbIT. Kazak Tapuxu Mpo3ackIHBIH KOPKEMJIK JIEMiHACT1 KeHICTIK
MIEH yaKbIT — KeOIINelll 6pKEHUET JYHUETAaHBIMBIMEH TEpeH el OaillaHbICTHI ©3rellle MOH-MaHbI3Fa
ue.

Jlana Ka3ak Tapuxu mpo3achlHia 0acka Ke3-KeNreH YITTHIK 9e0H TOCTYPMEH CallbICThIpFaH/a
MeiTiHIIe epekie opbiH anansl [2]. On — xaii reorpagusuiblk (GOH eMec, XaJbIKThIH Oeciri, Kyl
nmeH OOCTaHABIKTHIH OacTaybl, Ka3aK MEMIJICKETTUIIrN WACSCBHIHBIH TYJIFachl. «¥Ibel namay — L.
EcenGepnin, M.Marayun, A.HypneiiicoB msirapmaiapbiHia €3 MiHe31, KOHII-KYH1 MEH CUMBOJIIBIK
MarbIlHAchl Oap TOJIBIKKAHABI Kepkemzik oOpa3. bysn aBTopnmapaslH nana cyperremenepi —
MeH3aXIbIK SCKU3EP €MEC, YITTHIK O1pereiIKTIiH MO3THKAJBIK TUIIET1 KOpiHiCl.

Kem keHicTiri — Yy3[IKCi3 KO3Fallbic, TaOWFATIEH OPraHHUKANBIK OipiiK, KEHICTIKTepiH
aybICybl. OHBIH OTBIPBIKIIBLIAP KEHICTIMHEH NPUHIUIHAIIbI allbIpMalllbUIbIFBI Oap: oy Yil Hemece
KaJja IIeriHzie eMec, 0apiiblK KaKKa allbK. bysl albIKTHIK Ka3aK TapuxH Mpo3achl KeHIMKepIepiHiH

epeKIIle TICUXOJIOTHACHIH — Jlaja MaclTaObIMEH OIIAWTBIH adamIapiAblH JTYHHCTaHBIMBIH —
alKbIHAANIBL.
¥phIC KEHICTII — YJITTHIK MiHE3/l ChIHAUTBIH anaH [2]. Kazak Tapuxu pomMaHIapbIHIAFbI

Iaikac cyperremerniepi — TEK COFBIC KeCKIHJEpl FaHa €MeC, XaJbIKThIH OOJIMBICHI Typalibl TAPUXU
TaFIBIPIIBI COTTEPIIH 00pa3bl. OKYIIBIHBI OaTaJIbIBIK CaXHAJIAPAbl KOPKEMIIK MOTIH PETIH/IC, TAPUXHU
JIEpeK peTiH/e eMec, OKyFa YHpeTy MaHbBI3[bl METOIUKAIBIK MIHJICT.

VYaxkpIT Ta e3renie cunarka ue. Kazak Tapuxu Mpo3achblHIAFbl TAPUXH YAKBIT KHi PYJIBIK KaJl
YaKbITHl PETiHAC YFBIHBUIAbI OTKEH IIaK OYTIiHTIre jkail FaHa aljblH ana O00JIMaiabl — O OHBIH
IImiHAe JKacailnpl, OHBI aHBIKTAWABl [1]. AybI3mia 3moc I9cTypi MeH aTa-6abanmap KyJIbTiMEH
OaillaHBICTBI OYJI yaKbIT HUKIIBIFBI KA3aK TAPUXHU MPO3achlHA €PEKIIE OJIIeM YITTHIK TapUXThIH
Y3IIKCI31iri ce3iMiH Oepe/ti.

Kakrbirpic kyiheci. KakThIFBIC Ke3-KENreH IIbIFapMaHbIH CIOKET KO3FayIIbl KYILIi OOJbII
TaOBUIAJIBI, Ka3aK TAPUXH MPO3ACHIHIIA OJ1 TAPUXH Ma3MYHFa Opail epeKIe CUMaT aiajbl.

ChBIpTKBI TapuXU KaKTHIFBIC — Ka3aK XalKbIHBIH JKaT JKEepJiK OaCKBIHIIbUIAPFA, JKOHFap
IIANKBIHIIBUIBIFBIHA, OTAPJIBIK SKCHAHCHSFAa KapChl Kypeci KaKTHIFBICTBIH €H AWKBIH, aJFaIlKbl
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KaObuTayaa eH KOJDKeTiMIl AeHreii. «Kemmenainep» TPUIOTHUACH HETI31HEH OChl JCHreire
CYHMEeHe1; 1] OChl OHBI KEH OKbIPMaH KaybIMBbI YIIIiH TapThIM/IbI €TEI.

Tapuxinmaik KakThIFbIC Ka3aK KOFAaMBIHBIH IIIIHJET KapaMma-KalIIbUIBIKTap, pyjiap MeEH
KY3IEPAiH TapTHICHl, XaH MEH OUUJIEP/IIH CasICH MY/JIE COKTBIFBICHI KYPAEIpEK eKiHI JIeHrel. by
JICHT eIl ally YIIiH OKYIIBIHBI MOTIHTE IEHIHT1 Ke3eH e TApUXU KOHTEKCTICH JKeTKUTIKTI IeHTei e
TAHBICTBIPHIN ATy METOIUKAIBIK MIHACT [4].

KeiiinkepaiH ilIKi KAKTBIFBICH — TapUXH TYJIFAHBIH aybIp TaHJAY aJIBIHIAFbI ICHXOJIOT HSUTBIK

KalmbUIBIFBI — €H TepeH AceHre. Kaszak Ttapuxu mnposackiHma Oy geHreiai M. MarayuH
IIBIFAPMAIIBUIBIFBI €H TOJIBIK O€p/ii: OHBIH pOMaHaphl TAPUXH TYJIFAHbI ICUXOJIOTHSUIBIK TEPEHIIKTE
CypeTTeu .

ABTOPIIBIK TTO3UINS KOPKEMIIK SJIEMHIH MaHbI3 bl KOMIIOHEHTI 6014 OTHIPHII, OKYIIIBI YIIIH €H
KHUBIH YFBIHBUIATBIH 3JIEMEHTTEPA1H 01pi 60761 TaObLIaaH! [ 1]. Kazak Tapuxu mpo3achIHbIH aBTOPIIBIK
MO3UIMACH TEK KOPKEMIIK MIHIETTEpPMEH FaHa eMec, IIbIFapMa jKa3bUIFaH TapUXH KardaliMeH Jie
aliKbpIHIAIA b

Ocwl mpo3aHbIH eoyip O06miri KeHEeCTIK Joyipae Ka3bUIabl. WIeoNOTHsIIBIK MIEKTEYIIep
Ka3yLIbUIap/Ibl «KOC AaybICThI» MOTIH JKacayFa peCMU HappaTHB IE€H LIbIHAbI KOPKEM/IIK MaFbIHAHBI
0ip mesrinme ycrayra MmoxkOyp erti [3]. [.LEcenGepnin nHemece C. MyKaHOB IIbIFapMallapblH JTYPHIC
OKY YIIiH OCBI TAPUXH KOHTEKCTI 01Ty MIHIETTI.

Toyencizaik anraHHaH KeHiH *Ka3blIFaH MIBIFapMaliapa aBTOPJIBIK MMO3UIIHSA )KaHa CUTIAT aJIJIbl:
TapuxW TyJIFanapiel Oarajayfarbl alIBIKTBIK, OlpKaTtap OKWFajlapipl KaiTa TaHy, Tapuxu
MaTepHaliMeH epKiHIpeK JXYMBIC. Byl Ke3eHHIH Mpo3achkl OKYIIbIa CHIHU OKY JKOHE O3IHMIIK
MHTEpIpeTalnys JaFAbUIapblH KAJIBINITACTHIPY YILIH epeKiie Oaraibl MaTepuall.

«Kemmenminep» Ttpunorusicel («Anvac Keuteim», «Kanramac», «Kahapy) — XV-XIX
FachIpJap/Aarbl Ka3aK XaHJbIFbl TAPUXbIH KAMTUTBIH €H ayKbIMJbl HIbIFapMa [3]. OHBIH KepKeMAIK
QJIeMi SIUKANBIK KeHAIriMeH, oOpa3aap KYHEeCiHiH alyaHTYPJLUIriMeH epekiesieHe . XalbIKTbIH
TOYEICI3/IIK TIeH MEMJICKETTLTIKKE AeTeH TapUXU ePiK-KIrepli — TPUIOTHSHBIH OPTAIBIK HICSACHI.

«Anacanelpan» pomansl (M. MarayuH) >KOHFap IIANKbIHIIBUIBIFBI J9YyipiHE apHanFaH [3].
OmnbIH KepkeM/IiKk aneMi EcenOepinaikiHe KaparaH/a MIaFbIHBIPAK, O1paK MCUXOJOTUSIIBIK TYPFBIIaH
TEPEHIPEK: TAPUXH TYJIFaJapAbIH 1IIKi AYHUECIH ally/1a JIMPUKAJBIK ITHEJICHIC aliKbIH ce3lIei.

«Kan men tep» tpumnorusicel (A.HypmneiticoB) XX racelp O6acbiHAarel 0eTOYpPBICTBI KE3€HI1
KapamnaiblM OaNbIKIIbUIAPABIH TaFAbIPbl apKbUIbl cypeTTeiinl [3]. byn — TapuxTthl «okoFapblIan»
eMec, «TOMEHHEH», XaJIbIK TaFAbIPbl apKbUIbI OCpeTiH e3relle Tapuxu npo3a yirici. TpuiorusHbig
KOPKEM/IIK dJIeMi JIMPU3MIMEH XKOHE TEPEH MCUXOJIOTU3MIMEH TapaiaHabl.

Kazak tapuxu npo3achbIHbIH KOPKEMIIK 7€Ml — YITTBIK MOJICHU OCTYPMEH TaMbIPIACThIFbI
TEepeHeH CIHIeH KYPAEI )KOHE 031HI1K KopKeM ik xyie. OHBIH epeKIeniri: 6aTIp, XaH, )KUHAKTHI
KeHiNKep-XaJblK, aKbIH MEH OM 00pa3IapbIHbIH €peKIle KYHeci; Jaja KeHICTIT1HIH CaKkpajibIbl MOHI;
TapUXU YaKbITTBl PYJBIK KaJl PETIHAE LHMKIIbl CE31HY; KAaKTBIFBICTBIH Keml JeHreunutiri. Ocel
epEeKIIeNIKTepl YFbIHY Ka3aK TapuXW ILIbIFapMallapblH TOJBIKKAHIbl KaOBUIAAYAbIH alfbILAPTHI
JKOHE MEKTENTE OJap/bl OKBITY 9IICTEMECIH >KacayAblH Heri3i 0ol TaObutanbl Kazak Tapuxu
MIPO3aChIHBIH ~KOPKEMIIK oJeMi OHBIH KAHPJIBIK-CTWIBJAIK EPEKIIEIIKTepIMEH a)Kplpamac
Oaitmanpicta. Kaszak Tapuxu TpO3achIHBIH KAHPJBIK-CTUIBIIK EPEKIICTIKTEPI OHBI MEKTENTe
OKBITYJIBIH METOJUKAJBIK TYPFBIIaH €H KYpAeNi opi MaHbI3Ibl MocellelepiHiH OipiH Kypanabl.
Tapuxu mIbIFApMaHBIH JKaHPhI MEH CTWJII OHBIH KOPKEMIIK ©31HJITH aHBIKTaWIbl, OHBI Oacka
XKaHpJIBIK (opmanapaan Oeinm Typajabl KOHE YITTHIK 9AeOMETTIH KalTanaHOac KyObLIBICHIHA
aitHanabipaasl. Ockl naparpaTa TapuXu Ipo3ara KaThICThI )KaHP MEH CTUJIb YFBIMIAPhl alllbuIajbl,
Ka3aK TapuXu MPO3aChIHBIH KAHPJBIK-CTUIBIIK €PEKIIETIKTEpl CUIIATTANabl, HET13I aBTOPIApIbIH
CTHUJIBJIEP] CAIBICTBIPMAIIBI TYPAE KapacThIpblIaibl.

«OKanp» ’KoHE «CTHIIbY» YFBIMJAphl TApUXHU Ipo3ara KaTelcThl. Kasipri ogeOuerranyaa sxaHp
YFBIMBI TYPAKThl (JOPMaJIb/IbI-Ma3MYH/IbIK O€Nrijep >kyieciHe ue, Tapuxu KaJblTaCKaH LIbIFapMa
TYpi petiHzae aHbIKTanagsl. M.M.BaxTHH >XaHpIBl «9eOUETTIH *Kaabl» JAEN aTaabl — ypIakrap
TOXKIPUOECIH JKMHAKTAI, OHbI KEHiHT1Iepre OepeTiH KOpPKEeMIIK OiIayablH TypakThl ¢opmacs [5].
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Kanpnblk ¢opma Ma3MyHIbI CHIAFBI3ATBIH O€HTapam bIIbIC €MeC: OJ1 ©31 MOH TachIMalIaiibl,
OKbIpMaH KYTIMIH KaJbIITACTHIPAAbl JKOHE IUBIFAPMAHBIH KOPKEMIK MYMKIHAIKTED asiChIH

Oenrinenmi.
Tapuxu pomaHFa KaThICTBI OYJ1 MBIHaHBI OUIMIPE/i: OKbIPMAaH OCHI JKaHPJAFbl IIBIFAPMaHBI
amkaH ke3ae Oenriymi Oip KyTIMMEH KipeAl — ayKbIMIbl TapUXH OKHFajdapra, HAaKThl TapUXU

TYIFalapablH OcitHENepiHe, OTKEH JoYyip PYXbIHBIH KaHFBIPTHUTYBIHA TAaWbIH O00Jaabl. Byt kyTiMaep
OKBIPMaHHBIH KaHPJBIK KaJbIMEH TapUXHU HIBIFapMaliapbl OKYy TOKipHOeCciMeH —aiKbIHAaIaabl.
Okymbulapaa OChl KaHPJBIK JKaJbIHbI TapUXU HIbIFapMajapibl MEKTENTIH OapibIK JeHreiiHae
AKYHeli OKBITY apKbUIbI KAJIBIITACTBIPY METOIUKANBIK TYPFBIIAH MAaHBI3/IBL.

CTuib YFBIMBI 5Ka3yIIBIHBIH HIBIFAPMaIIbUIBIK JapajiblFblH CUIATTaUThIH TYPAKThl KOPKEMIIK
€pEeKILEeIiKTep )KUBIHTHIFBIH KAMTHIBL: TUT €pEKILENTIKTepiH, 00pa3aap KyieciH, Mpo3aHblH BIPFAKTHIK
YHBIMIACYbIH, OasHIay MOHEpiH, MiHe3 O€H CHOKET KYPBUIBICHI NpuHOHNTEepiH. CTuip —
Ka3yUIBIHBIH KOPKEMIK KOJITaHOACHI, OHBIH IIbIFApMajapblH TaHBIMAN KOHe KaiTanmaHOac eTeTiH
EpEKIIEIIK.

Kazak oneOueTranybIHia Ka3ak MPO3achIHBIH CTHII MAceesepiHe epeKIle Ha3ap ayJapbliaibl.
3. Kabnonos e3iniy iprem «Ce3 eHepi» eHOeriHae CTUIBII (opMa MEH Ma3MYHHBIH OPraHUKAJIBIK
Oipmiri peTiHAe KapacThIpajbl, OHJA JKa3YIIBIHBIH KOPKEMIIK 9/icCi, JYHHE TaHBIMBI )KOHE TUIIIK
medepiiri  akplpaMac TYTACTHIKTBIK ypaael [6]. P.Hypraim Ka3ak Tapuxu pOMaHBIH
3epTTEHOTHIPHIN, OCBI XKAHPJABIH Ka3akK oieOueTiHAeri OipkaTap CTHIIBIIK JTOMHHAHTTAPBIH O
kepceteni [7].

Kasak Tapuxu poMaHBIHBIH KaHPIBIK epekiernikrepi. Ka3zak Tapuxu pomMaHbl KaHPIBIK TYP
peTiHae OipKaTap cunaTTaMajblK Oenriiepre ue, ojap oHbl Babrep CKOTT TOCTYPIHACTI €ypOIaibiK
TapUX¥ POMaHHAH Ja, Ka3aK MMPO3ackIHBIH 0acKa XKaHPIBIK (OpMaIapblHaH J1a €pEKIICICH i peIi.

Oxuranapapl SMHUKAIBIK KaMTy — Ka3aK TapUXU POMAHBIHBIH €H CHUIIATThI KAHPIBIK Oenrici.
Tapuxu poman xwui Oip KeHinmkepaiH HeMmece Oip OKUFAaHBIH TaFAbIPbIHA IIOFBIPIAHATHIH
OaThICeypOMAaNBIK JOCTYPICH O3Tellle, Ka3aK TapUXU POMAaHbI SITUKAIBIK KeHIIKKe — TYTac TapuXu
Toyipnepi, OipHerIe YpIaKThl, XaJbIKThIH KaJbl TaFABIPbIH KaMTyFa TeIpbicanbl. [.EcenbepninaHiR
«Kemmenainep» TPUIOTHACH OCHI YPHICTIH €H aMKbIH YINTICI: ON Ka3aK TapUXbIHBIH OipHele
FACBIPBIH XKOHE XKY3/JereH Keiinkepai kamtuabl [3]. Byt snukansik KeHIik OastHIayabpH 1a OipHete
BT MEH YPIIaKThl KAMTUTBIH Ka3akK OaTbIpiap *KbIPHIHBIH JOCTYPIMEH TiKeNel OaillaHbICTHI.

Ken kelinmkepnik — SNUKaJbIK KEHJIKTIH Tikeneilc annapel. Kazak Tapuxu pOMaHbBIHBIH,
oIeTTe, €ypONalIbIK MAaFbIHAJA JKAJIFhI3 OPTAIBIK KEHimkepi OOJMalbl: OHIA TapUXH TYJIFAHBIH
HeMece YITTHIK MiHE3/iH Oenriii Olp acmekTiciH OeWHENeHTIH Tapuxu MEepCOHAKIApIbIH TYTac
rajgepesiChl AKYMBIC Kacai/ibl.

Byst GaTBICTBIK IOCTYPAEH MPHUHIUIHAIABI albIPMAIIBUIBIK €PEKIIe METOAMKAIBIK TOCII
TaJlal eTejli: Ka3aK TapuXW POMaHBbIH Tajljay/Ja OKYyIIbUIap jkeke OceilHeMeH FaHa emec, oOpasiap
KYHecIMeH TyTacTai )KyMbIc xacail 011yl kepek [3].

JIepeKTiliK MeH TapuXu IIBIHAWBUIBIK — Ka3aK TapUXH MPO3aChIHBIH MaHBI3bl JKaHPIBIK
npuHIunTepi. Kaszak skazympuiapel-Tapuxuisuiapel — eH anabsiMeH [.Ecenbepnin men M.Marayun
— TapuXW MIeXIpenep, XalblK aHBI3Japbl, SMUKAJIBIK MIbFapManap, ka3z0a IepeKTep CHUSKTHI
ayKbIMJIBI JICpEeKTeMeNiK MaTepuasiFa cyreral [3]. Tapuxu mbIHAMBUIBIKKA YMTBUIBIC Ka3aK TapuXd
MIPO3aChIH JKaHPJBIH OaTHIC YITUIEpIHEH epeKIIeIeHipei, Oipak MEKTenTe OKbITyOaphIchiHa Oy
ABTOPUTET ChIHU TYPFBIJIaH TaHY/bl TAJAIl €Te/l.

AybI311a XalblK JOCTYPIMEH OpraHUKalblK OaiaHelc 0acka ome0u IocTypiepie Tikelen
YKCachl )KOK Ka3aK TapuXU MPO3aChIHBIH epeKieIikTepinid 0ipi. Kasak Tapuxu nmpo3acel GaTeipiap
KBIPBI, TUPUKA-IMOCTHIK MO3Mamap, alThIC, MICMICHIIK CO3ep ISCTYpJiepiH OoibIHA CIHIpADKOHE
aybI3lia  XaJbIKIIBIFAPMAIIBUIBIFBIHAAFEl  OChl  TaMbIPJACTHIKIIBIFapMaIapAbIHKYPbUIBIMBIH,
oOpa3napskyiiecin e, TUTiH e aikpiHaaiasl. Kazak Tapuxu poMaHaapbIiHbIH OaTallbAbIK CaXHaAIaphl
KUl OaThIpyiap KBIPBIHBIH OaTalbAbIK CypeTTeMeliepiMeH YHIECeIl; KeHINmKepiaepaiH ce3aepiHae
Ousiep MICHICHITIHIH OpaTOPIbIK eHepi TanOanaHaabl. OKyIIbIapa ockl OaliaHbIcTap bl TYCIHY 1
KQJIBIITACTBIPY METOJIMKAHBIH HET13TIMIHACTTEPiHIH O1pi 00BN TaObUIA kI [6].
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Tapuxu xoHe MuUGDONOTMUIBIK OacTaynapAblH — yiiecyl —  aybiBIIa J3CTYPMEH
TaMbIpJIaCTBHIFBIMEH TiKeJel OalllaHBICTBl JKaHPIBIK epekiienik. Kazakrapuxu mpo3achkl Kui
MUQOJIOTHUIBIK MOTHBTEpP MEH o0pasgapisl — jKopamMaljapAbl, TYCTEp.i, THUICBIM TipIIUIIK
uenepiHiH OeiHeepiH eHri3e i, oap MIbIFapMaHbIH KOPKEMIIK QJIEMIHE OPraHUKaJIbIK €HIIl, EPEKIIIe
atMocdepa xacaiinbl. byn MUGDOIOTHSIIBIK STI€MEHTTEp KaHPbIH ACPEKTIIITHEe KaHIIIbl KEeIMEeU/],
KEpICIHIIIE OHBI TEPEHACTEI1: OJIap CYPETTEIETIH Joyip alaMIapbIHBIH IYHUETAHBIMBIH JKaHFbIPTA/IbI,
oJiap YUIiH MUADOJIOTUSIIBIK JKOHE IIbIHAMBI Oip-OipiHeH OesliHOereH.
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TEXHOJIOI'UsA I/ICHOJH)SOBAHI/IHUME)KI[I/ICHI/IHJII/IHAPHOI/I HHTEI'PAIIUA
B YPOKAX ABEPBAU/IZKAHCKOI'O SA3bIKA

CEBJA ABBACOBA
Joktop ¢punocoduu mo negaroruke, JOMEHT
AzepOaifyKaHCKHI TOCYTapCTBEHHBIN TIEarornueCKuil yHUBEPCUTET

Annomauusn. Pegopmvl, npogooumvie 8 COBPEeMEHHOU cucmeme 00pa3o8anus, mpedoyiom
HeobXo0umMo20 U 3hHexmusHo20 NpUMeHeHUs HOBbIX N0O0X0008 K CO0epIucaHuro, gopmam u
Memooam 00y4eHus.

VYyeOHble MIaHbl 10 IpeaAMeTaM, pa3paboTaHHbIE JJI CPEAHUX Ko A3epOaiikanckoit Pec-
myOJIMKH, TaK)KE€ OCHOBAHBI HA 3TUX TpeOoBaHuAX. I TaBHas 1enb yueOHOro miana — GopMupoBaHHe
y y4aluxcs He TOJIBKO 3HAHHUM, HO ¥ HABBIKOB M KOMIIETEHIMI, KOHTPOJIb 33 BBIIIOJIHEHUEM COZEP-
JKaTCJIbHBIX CTaHAAPTOB U peByanaTHBHOﬁ JACATCIIBHOCTBIO. HaI_II/IOHaJIBHI:Ie y‘-IGGHBIC IIJ1IaHbI, KaK
MpaBWJIO, HAYUHAIOTCS C POJHOTO si3bIKa. [1, C. 6].

C oToli TOUKM 3peHHUs IpernojaBaHHe a3epOalIKAaHCKOro A3bIKa MMEET 0co00e 3HAYCHHE.
AzepOaiikKaHCKHUI SI3bIK UTPAeT OCHOBOIOJATAIOUIYI0 POJb B IPENOJaBaHUU JPYTUX MPEAMETOB.
HaBplku uTeHHs, ayIupOBaHWs, NUCbMAa M TOBOPEHHS TPEOYIOTCS U MPHUMEHSIOTCS MpU
IpenojaBaHul  Bcex  npeaMeroB.  [looToMy — MHTErpanMOHHBIA — NOTCHOMAI  NPEAMETA
«azepOalKaHCKUI S3BIK» TI0 CPABHEHHUIO C IPYTHMHU MpeIMeTaMHu 0COOEHHO mHpok. [loTomy uro
TEKCThl W 3aJaHMsl, JOCTYNHble B Yy4eOHUKax a3epOaiPKaHCKOro sI3blKa, CO3MAl0T LIMPOKHE
BO3MOXHOCTH IJId UHTCIPpAllUU.

[ToHuMaHMe TEKCUKO-CEMaHTHUECKUX, MOP(OIOTHYECKUX U CUHTAKCUYECKUX CBOMCTB S3bIKO-
BbIX CIMHUIL], MOHUTOPUHT IMPOLCCCOB UX COYCTAHUA, KOPPCKTHOC 00BACHEHHE A3BIKOBBIX HBHGHI/Iﬁ,
IIPOUCXOJIALIMX B SI3bIKE, M BBIPAKEHHE HOBBIX UJIEH B 3TON 00J1aCTH KaK JIMHTBUCT CUUTAIOTCS Ooiee
3¢ (eKTHBHBIMU B Tporiecce o0ydeHus. B 1eaoM, COBEPIICHCTBO PEYH, JIOTUYECKOTO MBIIUICHHUS,
CYX/IEHUI M 3HaHMUH JIMHIBHCTa-NPENOABATENS CBUIETEIbCTBYET O €r0 CIIOCOOHOCTU HMPOOYAUTH
riyOOKHUI HHTEpEC y yJamuxcsl K KaK MOXKHO OOJIbIIEMY YUCITy MTPEIMETOB, 1aXkKe K TEOPETUIECKUM
BOIIPOCAM SI3bIKa.

B mponecce o0yueHus mpenonaBaTelb T0JKEH BbI3BIBATH Y YUAIIUXCS YHTY3Ua3M K IOHCKY
3HAYEHUS KaKJOr0 HOBOT'O BCTPEYAIOIErOCsl TEPMHUHA, K PA3JIMUEHUIO €r0 3HaYE€HUH B IPEAJIOKEHNN
1 K OpMHUPOBAaHUIO yMEHUS paboTaTh CO CoBapsMH B HUX. Hapsay ¢ 3TuM, KaXKIbIi ITpero1aBaTellb
azepOailKaHCKOro sI3bIKa JJOJDKEH IIIyOOKO IMOHMMAaTh BCE BO3MOKHOCTH MEXIUCLUITIMHAPHON U
BHYTPUIIPEIMETHOW HWHTErpallMM M YMETh IPUMEHATH MX Ha npaktuke. Ilo 3Toi mpuunHe B
IIPENoIaBaHUM a3epOaiPKaHCKOro sI3bIKa, HUCXOAS M3 CYIIECTBYIOLIEH JMTepaTypbl B oOjacTu
METOJI0JIOTMH U AUJIAKTUKH, COOJIIOAI0TCS CIIEAYIOIINE IPaBUIa;

* B mporpammax o0yuyeHus cieyeT JOKHBIM 00pa3oM yUUTHIBaTh BHYTPUIIPEIMETHBIE CBSI3H;

° MeTOI[I/ILIeCKI/IC YKa3aHusd B O6y‘-I€HI/II/I JOJDKHBI OIMMPEACIATE HOHUMAHUC A3bIKa KaK CTPYK-
TYpHO-CEMAaHTHUYECKOI cucTeMbl (opTosmuueckue u opdorpaduyeckrue HOPMBI, PETyIHUPYIOLIHE
MIPOLIECCHI MMChMA U YTEHUS], BOSHUKAIOT HA OCHOBE BHYTPEHHUX CBSI3€l);

* Crenyer TEOpPETHYECKH HWHTEPHPETHPOBATH OOJblIE MOTEHUMATIbHBIX TEM  JUIs
HCIIOJIb30BAHHA BHYTPUIIPCAMCETHBIX CBSI3EH U MPUBOAUTE NPUMEPHI aHAJIN3A,

» Cnenyer LieJIeHaNnpaBIeHHO HCCIEA0BATh BOZMOXHOCTH MEKIIPEIMETHBIX, MEXKYPCOBBIX U
BHYTPUBEJOMCTBEHHbIX  CBsI3¢l  BHYTPUIIPEJIMETHOTO  XapakTepa, 0000IIaTe  IpPUMEpHI,
BO3HUKAIOIIME Ha TMPAKTUKEe, M HalNpaBsITh IMPENOAABATENEl Ha OCHOBE METOJUYECKUX
PEKOMEHIaIH;

* CnenyeT CUCTEMAaTUYECKU DPA3bICHSTH, SIBISETCA JIM BHYTPUIIPEIMETHAs! CBA3b 3aKOHOM,
MIPUHIIUIIOM, METOA0M, (GOPMOM UM HHCTPYMEHTOM O0YyUYEHHUSI.
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Teopust 1 npakTUKa MPENOAaBaHMs a3epOAIKAHCKOTO A3bIKa B PAMKaX BHYTPUIIPEAMETHOMN
CBSI3H, a TAK)KE CUCTEMATHUECKH CTPYKTYpUPOBAHHbIE YPOKH, BHYTPUIIPEIMETHAS CBSI3b, €€ (POPMBI,
BIIMSIHUE HA OCBOECHHE U ONTHMAJIbHBIE PE3yJbTAThl, MOJIYYEHHBIE B XO/A€ MEPEAOBOIM NPAKTUKHU C
Y4ETOM T€1arOTUKO-TICUXOJIOTHYecKuX ¢aktopoB [3, 21]. CinenyeT oTMETHTh, UYTO MPENOaBaTeIb
JOJDKEH YMETh IOHMMaTh, KOTJa M KaK MCIOJIb30BaTh KaK MEXIWCLUUIUIMHAPHYIO, TaK U BHYTpHU-
IIPEIMETHYIO MHTETPALIMIO B ITpoLiecce 00yYeHMs, U KaK CTPOUTh MOAEIb IIJIaHUPOBaHUs ypoka. s
3TOr0 OT TMpernojaBaTenss TpeOyeTcs TeopeThdeckass M IeJaroruyeckasl MOATOTOBKA, SCHOCTh
U3JI0KEHUS, IIPOCTOTA, OCTPOE JIOTHYECKOE U TBOPYECKOE MBIIIJICHHE.

B oTOM KOHTEKCTE WHTETpaTUBHOE OOyYEHHE YIyYIIaeT IMPOLECcC OOY4YEeHHs, PaCIIUpsET
BO3MOJKHOCTH TpeNnoAaBaTeie u ydamuxcs, yriayosseT B3aumoeicteue Mexay npeameramu. C
MIOMOUIbI0 MHTErPAllUU yYallluecss MOHUMAIOT B3aUMOJEHCTBUE MEXKAY YCBOCHHBIMU 3HaHHUSIMH U
HaBBbIKAMH, UCHOJB3YIOT UX JJI PELICHUs JIMYHBIX U CUTYyallMOHHBIX IPOOJeM, BO3HHMKAIOIIUX B
nporiecce ooyuenus. [IpernonaBaTenu He JOIKHBI TOBOJIBCTBOBATHCS 3TUM, @ JOJDKHBI HCKATh HOBBIE
BO3MO>XHOCTH UHTEIPATUBHOM CBS3H.

Taxum 00pa3oM, HHTETpaTUBHAS y4eOHas MPOrpaMMa MO3BOJISET IIKOJIAaM Peau30BaTh TAKYIO
11eJ1b, IIPU KOTOPOM 00pa3oBaHUE pacCMAaTPUBAETCS HE KaK MIPENoiaBaHue OTAEIbHbIX MPEAMETOB, a
KaK TpolecC pa3BUTHUS >KU3HEHHBIX HABBIKOB, HeoOxonuMbix B XXI Beke. BHyTpumnpenmernas
MHTErpalus B paMKax Ipeamera azepOailXkaHCKOTo si3blKa pean3yeTcs MyTeM OO0y4YeHMs CTPYyK-
TYpPHBIM YPOBHSIM $3bIKa, BKJIIOUasi CHHTAKCUYECKHE KOHCTPYKIIMH, BO B3aUMOJEHCTBUU C APYTUMU
eIMHUIIAMM M pazesaMH s3blka. Takod MOAXOJA CO3[aeT YCJIOBHUS AJII TOTO, YTOOBI yyaliuecs
BOCTIPUHUMAJIH SI3bIK HE KaK HaOOp MEXaHMYECKUX IMPaBHII, a KaK CPEICTBO JKUBOTO OOIICHUS U
(bopMHpPOBAIU HABBIKK €0 IPUMEHEHHUS.

[Ipenmer azepOaiizkaHCKOTO SA3bIKa IPEICTABIISIET COOON CIOKHYIO CUCTEMY, OXBAThIBAIOILY IO
BCE YPOBHH sI3bIKa — (POHETHKY, JTEKCUKOJIOTHI0, MOP(}OJIOTHIO, CHHTAKCUC U CTUIIUCTUKY, U U3y4aeT
9TH paslelibl B MHTEPaKTHBHOH (opme. [IpemomgaBanue 3TON CHUCTEMBI HE H30JIMPOBAHHO, @ BO
B3aMMOJICHCTBUM TOBBIIIAET KayecTBO OOyuyeHMsl, OMOraeT ydyamumcs (OpMUpOBaTh 3HAHUS U
HAaBbIKH, OTHOCAIIIMECS KO BCEM 00JIaCTSAM S3bIKa, M ITyOOKO OCBauBaTh MpaBuia A3blka. [lockonbky
pa3aen « CHHTaKCHC» TECHO CBSA3aH C IPYTMMHU O0JIACTSAMU A3bIKa, IPUMEHEHUE BHYTPUIIPEAMETHON
MHTETpalUM B €T0 MPENOoJaBaHUU UMEET OOJIbIIOE 3HAUCHHUE KaK Ielaroruyeckasi TEXHOJIOTHUsl.

BuyTpunpeamerHas uHTErpanus B azepOaikaHCKOM SI3bIKE OCYILECTBIIACTCS MEXIY COAEp-
KaTeJbHBIMU JINHUSAMU ayJUPOBAaHUS U MOHUMAaHMsI, YT€HUs, TUChMa, YCTHOM peun U rpaMMAaTHKH.
Paznen cuHTakcuca BbICTYNaeT OAHOM U3 OCHOBHBIX 00JIACTEH, CBA3BIBAIONINX 3TH CO/IEPIKATEIIbHbIC
auHuH. O0y4YeHHe MOHITHUIO MPEIJIOKEHUs] TECHO CBSA3aHO C HaBbIKAMH YTEHUS U MUCbMa, a TaKXKe
CILy KWT JUIsl pa3BUTHSI KOMMYHUKATUBHBIX HABBIKOB yUaIIUXCH.

be3 o0yuenus pazneny «CuHTaKCUC)» B CBA3M C APYTMMHU paselaMu HEBO3MOXKHO 3aKPEIUTh
MOJIyYeHHYI0 MH(POPMALIMIO O HEM, YTOUHUTHh U YIIyOUTh 3HAHMSA, B TOM YHCIE MPUMEHHUTh UX K
3a7aHHBIM 3agadaM. CBs3bp oOecrieunBaeT HEOOXOIUMOCTb M A(PPEKTUBHOCTh OOyUYEHHUS.
HeB03MOXKHO MOHATH CYITHOCTh U COJIEpKaHUe Ha JII0OOM ypoBHE 03 CBSI3U U CPAaBHEHUS MOHATHH,
KOTOpblE HEOOXOIMMO CpaBHUTh. CpaBHEHHE paHee IOJyYEHHbIX 3HAHUH C MOCIEAYIOUIMMHU
3HAHUSAMH ellle pa3 JO0Ka3bIBaeT HEOOXOIUMOCTH CBsI3U. [I0TOMY UTO MpeapIayIie 3HaHUS JOJKHBI
CO3/aBaTh OCHOBY IJIS IOCJIENYIONIMX, & MOJyYEHHBIE II03)KE€ 3HAHUS JOJDKHBI UCIIOJIB30BATH JTY
OCHOBY I 3aBEPLUCHMS] M WHTETPAllMM HAYYHOM CHUCTEMbI. YTIOMSHYTHIE HaMM MJIEH MOXKHO
PE3IOMUPOBATh CIECAYIOIIMMHU CIOBaMH JIMHIBUCTa-ydyeHoro M.I'acanoBa: «B npouecce o0yueHus
MOp(OJIOTUH TIPOBEJICHUE MOJATrOTOBUTENBHONM pabOThl K CHHTAKCHUCY, a Takke OObSICHEHHE
CHUHTAaKCHYECKOI0 MaTepuaja Ha OCHOBE MOP(OJIOIMUECKHX 3HAHMHM HE 3aBUCHT OT JKEJIAaHUS
yuuTens. DTO MOTPEOHOCTh, BO3HUKAIOLIAS M3 €CTECTBEHHOW CBSI3M MEXAY PaBHBIMH YacTAMU
rpaMMaTHKH, a TaKKe W3 NPUHIMIA yA00CTBA, KOTOPBIN CBA3aH C MPUHIMIIOM PEJIEBAHTHOCTH B
obydenum» [3, c. 37].

HanOosnbiiee MacTepcTBO yuuTelsl B Ipolecce OOy4YEeHHUs 3aKJII0YaeTcs B ONPEACICHUM U
YCTQHOBJICHUM CBSI3U KaXKIOH TEeMBbl CHHTAKCHCA C paHee M3YYCHHOW TeMOM, a Takke ¢ JIIOOBIMU
SA3BIKOBBIMU BOIIPOCAMH B paHee H3Y4YECHHBIX paszaenax. CHHTaKCHC, Kak pasfell I'PaMMAaTHKH,
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SIBJISIETCSL Pa3/I€JIOM JIMHTBUCTUKH, U3YYAIOLUM CTPYKTYPY A3bIKOBBIX €IMHUI] — CJIIOBOCOYETAHUM,
MpEeUIOKEHUN U TeKCTOB. CHHTAKCUC U3yYaeT CUCTEMY CHHTAKCHYECKUX €IMHUII (CIIOBOCOYETAHHM,
MPOCTBIX MPEATIOKEHUH, CIOKHBIX TIPEII0OKESHHMA, CIIOKHBIX CUHTAKCUUYECKUX IENbIX), TOCTPOCHHE
CUHTAKCUYECKHUX €TUHUI ¥ Cpe/ICTBA CBA3H. CHHTAKCUC OXBAThIBAET CIOBOCOUYETAHUS, TPEIOKECHHS
Y CUHTaKCU4YeCKHe 1enbie [3, c. 23].

CuHrakcuc a3epOal/PKaHCKOTO SI3bIKA SIBJISETCA BTOPHIM IO 3HAYMMOCTH  Pa3JesioM,
M3y4aeMbIM TIOcTie MOP(OJOTHH, W 3aBEpIIaeT TpaMMaTHUECKOe OOydYeHHe B IelOM. Bhicokuii
YpPOBEHb OpraHM3aliil M MpPOBENEHUS pa3jelia CHHTakcuca oOecredyuBaeT Ienecoo0pa3Hoe
BBHITIOJTHEHHE TUIAKTUYCCKUX 337a4, CTOSANINX MEepe] MperoJaBaHueM a3epOaii[iKaHCKOTO sI3bIKA.
HayuHo-TeopeTndyeckue U Hay4YHO-METOJOJOTHYECKHE AaCTeKThl CHHTaKcuca a3zepOailKaHCKOro
SI3bIKa BCET/Ia OBUTM TPEMETOM HCCIEIOBAHUN JTUHTBHCTOB M METOJIOJIOTOB, U BCE €TI0 BOMPOCHI
HaXOJMJINCh B IEHTPE BHUMAHUSI.

Mamman ['acaHOB, TpOBOAMBIIUI (yHAAMEHTAJIbHBIE UCCIEIOBAHMS 110 TeME CHHTAKCHUCa,
TOBOPHJI O CHUHTAKCHCE: «...CHHTAKCUC — 3TO BBIBOJ I'PAMMATHUKH, OXBaThIBAIOIIUNA TOYTH BCE
BOIIPOCHI MIKOJBLHOTO Kypca a3epOaiaHCKOro s3bIKa... TOT (haKT, 4TO SI3BIK SBISETCS CPEACTBOM
KOMMYHHKAIIUH, MOXKET OBITh peaj30BaH TOJBKO C MOMOIIbIO IEKCUYECKUX U MOP(OIOrHIeCcKIX
Kareropuil. J[sl BBIMOJIHEHUs CBOCH (PYHKIMM CPEICTBA KOMMYHHKAIIMHM CJIOBA JIOJDKHBI OBITH
00BEIMHEHBI B TPEUIOKEHHE, YTOOBI BBIPA3UTh 3aKOHUYCHHYIO MBICIB» [3, ¢.32]. B mpomecce
00y4YeHHUsI CHHTAaKCUCY B CPEITHUX ITKOJIAX CHHTAKCHUC CTAJTKUBACTCS CO CIICTYIOIIUMH 3aJaYaMuU;

1. Co3HarenbHOE OCBOEHHE HEOOXOAMMBIX U BaXKHBIX MOHITHI CHHTaKCHCA.

2. [IpuBuTHE y9amuMcsi HEOOXOTUMBIX 3HAHUI M HABBIKOB B 00JIACTH CUHTAKCHUCA.

3. IlpenocraBnenue yqamumcs BaXKHEHIITNX 3HAHU, CBA3aHHBIX C PSAIOM JINTEPATYPHBIX HOPM
peun, OCOOCHHO HWHTOHAIIMEH, 3HAKAMH TMPENMUHAHUS WU CUHTAKCHUYECKUMHU CTHJIMCTUYECKHUMHU
HOpMaMu, 1 (OPMHUPOBAHUE Y YUAIIUXCS MTPAKTUUYECKUX HABBIKOB.

4. CucteMaTHuecKoe MpenoiaBaHue yJaliuMcs IIKOJIBHOTO Kypca 10 CHHTAKCHCY.

5. KoHconunanus 3HaHUM, MOJYYEHHBIX B JIPYTUX pa3Aenax s3blka, U YTOYHEHHE HOBOU
nHopmanuu. ['maBHas 1eb Kypca CHHTaKCHCa B CPEIHUX IIKOJIAX — Pa3BUTHE MO3HABATEIHHBIX
CIocoOHOCTEH yuamuxcs, obecrneyeHrue MX 3HAKOMCTBA C MPABWIBHBIMHU IpaBWJIAMH THUChMa U
($hopMHpOBaHHE Y HUX KYJIbTYPHBIX PEUEBBIX HABBIKOB. [103TOMYy 00ydYeHHE CHHTAKCHCY B CPEIHHX
IIKOJIaX HAMpPaBJIEHO Ha MPEAOCTABICHUE YYAIIMMCA: MPAaBUIBHBIX U JIOTUYHBIX CPEACTB IS
(dhopmupoBaHus 6a30BBIX KOMIIETCHIINM, TAKUX KaK IIOCTPOCHHE MTPEIIIOKECHUH, BRIPAKCHHE MBICIICH.
[TocnenoBaTenbHO U SICHO, a TAKXKE pa3BUBAsi HABBIKM MUCbMEHHON M YCTHOM peuHu.

CrnemyeT OTMETUTh, YTO TPU OOYYEHHH CHHTAKCHUCY BO3MOXKHOCTH TPUMEHEHHUS HOBBIX
METOJIOB OOYYCHHsI JJIsi OCBOCHHS JIEKCHUKO-CEMaHTHYECKIX, MOP(OIOrHuecKux, ophodMUIECKUX,
MyHKTYallMOHHBIX M TPaMMAaTUKO-CTHJIMCTHYCCKUX HOpPM pacmupstorcs. [lockoiapky Bce 3TH
BO3MOXXHOCTH M CPEACTBA HAaXOSAT CBOE 3HAUCHUE B MPEMJIOKCHHUU, OOyUYEHHE CHHTAKCHUECKHM
MOHATUAM (PAKTUYECKH UTPAET POJIb OCHOBBI VIS OCBOCHHSI JINTEPATYPHBIX pedeBbiX HOpM. ClioBa
HaXOJSIT CBOE CHEU(PUIECKOe 3HAUYCHUE TOJILKO BHYTPH MPEJIOKCHHS.

[Ipennoxxenue cuuTaeTcss NEPBOM W TJIABHOM €AWHUIICH KOMMYHHKauu. [lockonbky mpen-
JIO’)KEHUE PACCMATPUBAETCS KaK OCHOBHOE CPEJICTBO (POPMUPOBAHUS, BEIPAKEHUS U MEepPeaaun UaeH
JPYrOMY Y€JIOBEKY, OHO XapaKTEPU3YyeTCsl CBOCM MHOTOrpaHHOU npupo 0. CiioBa B MPETIOKEHUN
MPUHUMAIOT Pa3inyHble TpaMMmatudeckue cyhduxcel. MOKHO cKa3aTh, YTO MpaBWJIa U3MEHEHUS
CJIOB TyTeM MpHUHATUSA CY(PPUKCOB B OCHOBHOM MpPENOJalOTCs Ha Kypce mopdonoruu. Bee 3o
MOBTOPSIETCS MPU U3YUYEHUHU CUHTAKCHCA, KOTOPBIA, C OJHOW CTOPOHBI, CIYKUT JJIsl 3aKpEIUICHUS
3HAHUNA U HAaBBIKOB, IOJYYEHHBIX MPU U3YYEHUH MOP(OJIIOrHH, a C JIpYrod — g 0OydeHHs
Mopdonorudeckum Hopmam. lIpernomaBanre HOBOWM TEMBI C UCHOIB30BAaHUEM 0a30BBIX MOHSITHIA,
Wik, ckopee, 0e3 oOpalleHUss K AaHAJOTUYHBIM TMOHSTHUSIM, HE MOXET JaThb HEOOXOAMMBIX
pe3yNbTaToB.

Ecnu cTyneHT He 3HaeT uiu 3a0bUT Majex U MpuHajexaniie cyhdUKcs CyleCTBUTENBHOTO,
OH HE CMOXET MOHITh W YCBOUTH COYETAHUS CYIIECTBUTEIBHBIX, BKJIIOYAs CHHTAKCUYECKHE
oTHoIIeHus. Wnu, eciu oH He 3HaeT cyPpQPHUKCOB Iaroja, COI030B IJIarojioB U MHPUHUTHBA, MYy
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6y,Z[CT TPYAHO HU3Yy4YaTb COYCTAHHUA IJ1AarojloB, OINPCACIIATL MX B IPCATOKCHUAX W HUCIIOJIb30BATb
BHYTpPH IPCIAJIOKCHHUS. Takum 06pa30M, OTCHOJa MOXXHO CAEJIAaTh BBIBO/J, YTO NEPCUNCICHHBIC HAMU
ACTEKTHI €lIe pa3 JOKA3hIBAIOT HEOOXOAMMOCTh OOYUYEHHS] CMHTAaKCHCY B CBSI3M C MOP(OIIOTHEH.
Kpome TOro, CHHTaKCMYeCKHE OTHOILICHHUS BBIPAKAIOTCS MOPQOIOTHUYSCKUMH CPEICTBAMU —
nagexxom, cydurcom, BpeMeHeM, KaTeropusMu Juil. Hampumep, corinacoBaHue HOBOCTHOW pedu ¢
MOJIe)KAIMM OCHOBAaHO Ha Mopdojoruueckux 3HaHUsIX. C ATOH TOYKH 3pEHHUsS, HWHTETPaIHs
CUHTaKcuca ¢ Mopdoiorueil 00ecreunBaeT JOTHIECKYI0 MOCIEA0BaTeIbHOCTh 00ydueHus. MHTer-
panms CHHTaKcuca ¢ (pOHEeTHKOH B OCHOBHOM CBSI3aHA C POJIbIO MHTOHAIMH, YIApEHUS U Tay3 B
CTPYKTYpe TIPEITIOKEHUS.

[IpaBuibHOE TPOHM3HOIICHUE THIIOB IMPEAJIOXKEHUH (HOBOCTHOE, BOMPOCHTEIBHOE, TTOBEIH-
TEJIbHOE, BOCKIIMIIATENILHOE) B COOTBETCTBUU C IIEJIbI0 U MHTOHALIMEH peanu3yeTcsi MOCpPeACTBOM
uHTOHAIMU. [Ipu 3TOM, B 3aBHCUMOCTH OT II€ITH, JOJDKHO OBITH 00ECTIEYCHO YTCHHUE TIPEIOKEHHS C
MPaBUJIBHOIN HHTOHAIMEN. 3/1eCh TIIaBHAs 33/1a4a yUYUTelNss — MPABUIBHO ONPEAETUTh MECTO PAOOTHI
B OTHX 00JacTsAX, CIOCOOBI OpraHU3anuu pabOThl. YUET TaKOW WHTErpanvu B OOyYEHHH TOJIO-
JKUTCJIIBHO BJIMACT HA PAa3BUTUC YCTHOﬁ peur ydaliuxcCs, HABBIKOB UTCHUSA U CO6JIIOIICHI/I€ HOpM
JTUTEepaTypHOro npousHomeHus. Madopmanus, npenocrapisiemMas mpu 00yYCHHN JIEKCUKOJIIOTUU U
¢dpaszeonoruu, co3maeT OCHOBY il OOydeHHs] CHHTaKCHYecKoMy Matepuany. Hampumep, mpu
00y4YeHHH CBOOOIHBIM CIIOBOCOYECTAHUSIM, COUCTAHHSIM CYIIECTBUTEIBHBIX U IJIar0JIOB CPABHEHHUE MX
¢ (pazeonornuecKUMu COYETAaHUSAMH KaK HAIIOMHHAET paHee IMOJyuYeHHYI0 MH(POpMAIuio, Tak U
MOMOTAeT CO3HATEJILHO YCBaWBaTh HOBYI HH(popMarmio. CeMaHTHYeCKass COBMECTUMOCTh CIIOB B
MIPEUIOKEHUN UIPACT BaKHYIO POJIb B IPABUJIBHOM YCTAaHOBJIICHUU CHHTAaKCU4ECKUX cBs3e. [Ipen-
JIOXKCHHUSI, TIOCTPOCHHBIC M3 CJIOB, JICKCHYECKOE 3HAUEHUE KOTOPHIX HE TMOHITHO, JC(PEKTHHI 1O
cmbicity. [loaToMy 3amaHne 3amaHuii, CBSI3aHHBIX ¢ O0OTAICHHEM JICKCUKH, Ha YPOKAaX CHHTAKCHCA
CUMTACTCSA SPKUM TPUMEPOM BHYTPUIIPESIMETHON WHTerpanuu. VHTerpamus CHHTaKcuUca CO
CTIJINCTHUKON B OCHOBHOM IOJIOKUTEJILHO BJIMSIET Ha O6CCH€‘ICHI/IC TOro, 4TOOBI MopAd0OK CJIOB B
MUCHbMEHHOW M YCTHOW pEYM Y4YalllMXCs HE HApYIIAJCs, CIOBAa HE HCIOJIb30BAIUCH HETOYHO U
HCYMCCTHO B INPCHJIOKCHUAX, IpsAMasad W KOCBCHHAsA pCYb HE CMCHIMBAJINUCHL APYyr € JPYyrom,
COOJTIOTATUCH HOPMBI JINTEPATYPHOTO SI3bIKA, a TAK)KE YTOOBI KOMMYHHUKATUBHBIE ¥ KOOPIMHAIIMOH-
HbIC OTHOIICHHS MKy CIIOBAMH MT'PAJIA BAXKHYIO POJIb B 3TOM oOsacTu. Takum 00pa3om, 3ydeHue
CUHTAKCUYECKHX CIMHHUI[ JOJHDKHO TPOBOIUTHCS COBMECTHO C (POHETHYECKOW TPAaHCKPUIIIIHEH,
JICKCUYCCKHUM 3HAUYCHHUEM, MOp(i)OJ'IOFI/ILICCKI/IMI/I (bOpMaMI/I U CTUJIINCTUYCCKUMU HIOAHCAMMU.

OmHO M TO K€ CoAepKaHHE MOXET OBITh BBIPAXKEHO B PA3HBIX CTWISAX C Pa3sIUYHBIMU
CUHTAKCUYCCKUMH CTPYKTypamu. CpaBHUTEIIEHOC HM3YYCHHE OCOOCHHOCTEH CTPYKTYPBI TPEIIO-
KEHUH B XYJ0KECTBEHHOM, HAYYHOM, >KyPHAJIHCTCKOM M O(DHIIMATBbHOM CTHISX Pa3BUBACT Y
ydamuxcst GyHKIUOHAJIBHBIE SI3bIKOBbIE HABBIKH, YCTHYIO U MMCbMEHHYI0 KOMMYHUKaLM0. Paznen
«CuHTaKCHUC» B yueOHOM MporpaMMe He OTPaHUINBACTCS TPEOCTABICHUEM TEOPETHUSCKUX 3HAHUM,
HO TAaKXKXC COIPOBOXKAACTCA 3aJaHUAMHU, HAIIPABJICHHBIMHW Ha HPAKTUYCCKYIO ACATCIbHOCTD. 910
TpeOyeT NpPUMEHEHHUS BHYTPHUIPEAMETHON uHTerpaimuu. KpoMe TOro, mnpuMeHEHHE BHYTpPH-
MIPEIMETHON WHTETpaluu B 00yUYEeHUH CUHTAKCHUCY: Pa3BUBACT JIOTMYECKOE MBIIIICHUE YJaluXcs,
YJIy4IlIaeT PeYeBYO KyJIbTYpYy, CO31aeT YCJIOBMS Ul JOJIOBPEMEHHOI'O 3allOMUHAHUS 3HAHUM U
MOBBIIIIAET MOTHBALIUIO K O0YUYCHHIO.

B pesynpraTe TaKoro noaxoaa ydamuecss BOCIIPUHUMAIOT CTPYKTYPY IPEAJIOKEHUS HE TOIBKO
KaK MpaBUJIO, HO M KaK peajbHOE CPEICTBO KOMMYHHUKAIIMU. B 3aKiroueHne clieyeT OTMETUTh, YTO
BHYTPUIIpEIMETHAsl MHTErpalus B IpenojaBaHuu pasjena «CuHTakcucy» IpeaMera asep-
0aiiPKaHCKOTO sI3bIKa B CPEJHUX IIKOJAX WMEET OOJbIINE JHIAKTHYECKHE BO3MOKHOCTH KaK
negarornyeckasa TEXHOJIOI'uA. YcTaHoBlIeHUE CBs3el MCXKAY pas3siiIMYHbIMU OGH&CTﬂMH A3bIKa
CTIIOCOOCTBYET MPHUOOPETCHUIO YUAIIUMHUCS CUCTEMAaTHIECKUX 3HAHUH, Pa3BUTHIO PEUEBBIX HABBIKOB
)41 (I)OpMI/IpOBaHI/IIO OCO3HAHHOI'0O OTHOHICHUA K A3BIKY. HeHeHaHpaBHeHHaﬂ opraHu3anus 3TOro
nporiecca yuyuTeJIeM 3HAYUTEIbHO MOBBINIAET Ka4eCTBO U 3P PEKTUBHOCTH O0YUYCHHUSI.
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TPYIHOCTHU ITPEINNIOJABAHUSA ASEPBAUT/KAHCKOI'O SA3bIKA
NHOCTPAHHBIM CTYIEHTAM

AMCYH AXMEJIOBA
[Tpenonasarens kadenpsl TyMaHUTAPHBIX HAYK U MYJIBTUKYJIBTYpalu3Ma
A3zepOaiipKaHCKUN TEXHOJOTUYECKUN YHUBEPCUTET

Kpamkoe cooeprcanue. B cmamve paccmampugaromes 0CHO8Hble mMpyOHOCHU, 803HUKAIOWUE
npu 06yyeHuU azepoanoHCancKomy A3blKy UHOCMPAHHLIX cmydenmos. B pesyiomame enobanuszayuu
U pacuuperuss MexdcOYHapOoOHbIX 00pA308aMENbHLIX C8S3el YBeTUUULOCH YUCIO UHOCIPAHHbIX
cmyoenmos, obyyarowuxcs 8 Azepoatioxcare. Imo novlCUNO AKMYaIbHOCIb Dojlee IhheKmuerHo2o
0byuenus azepoaiOHCaHCKOMY SA3bIKY UHOCMPAHHOU ayoumopuu. B cmamwve ananusupyromces
Gonemuueckue, neKcuieckue, spammamuyeckue, NCUXOI02udecKue U memoouieckue npoonemsl, a
makodice NOKA3ambl Nymu ux npeooonenus. Hccnedosanue nokaszvleaem, umo HpUMeHeHue
COBPEMEHHBIX UHMEPAKMUBHBIX Memooos, KOMMYHUKAMUBHO2O nooxooa u
CMYOeHMOYEeHMPUPOBAHHO20 Npoyecca 00yueHuss cnocoocmeayem oonee 3QheKkmusHoMy YCB0eHUIO
A3bIKA. Omu 60npocvl NOOPOOHO PACCMAMPUBAIOMCA 68 Cmamve, U Oarmcs NPeodoNCeHUsT U
pexomeHnoayuu no donee appexmusHol opeanuzayuu pabomol. Taxum obpazom, 051 NPeodoeHUs.
BOZHUKAIOWUX NpoOIeM HeoOX00UMO NOO20MOSUMb HOBble YUeOHUKU, MemoouyecKue nocoous,
pasiuynvie 0030pHble Mamepuanvl, nooxoosawue ONsi UHOCHPAHHLIX CMYOeHmos8, U wupe
UCNONbL306AMb  COBpeMeHHble  mexHonozuu. Ilpuopumemnoe GHUMAHUE K  NPAKMUYECKUM
PA32060PHbIM  YAPAJICHEHUSM ~ HA  YPOKAX U NPUMEHeHUe  UHOUBUOYATbHOZ0 — N00X00d,
coomeemcmeyowe20 ypoeHIo 61A0eHUs A3bIKOM CIYOEeHMO08, MO2Ym CHOCOOCMB08aMb NOBLIULEHUIO
Kawecmea 00Oy4eHusl.

Takum obpazom, 018 YcnewHo20 00y4eHus azepoauoNCAHCKOMY S3bIKY UHOCMPAHHBIX
Ccmy0eHmog ciedyen WUpoKo UCNOIb308AMb COBPEMEHHbIE MEMOObl, UHHOBAYUOHHbIE MEXHOLO2UU U
B03MONCHOCMU NPAKMUYECKOU KOMMYHUKayuu. Taxkoti nooxoo0 no3eoisaem cmyoeHmam jiezde 0C60Ums
SAZBIK U NPOULe UHMESPUPOBAMBCS 8 A3ePOAUONCAHCKOE 0OUeCBO.

Kniouesvie cnosa: azepOationcanckuli s3vlK, UHOCMPAHHBIL CMYOeHNm, KOMMYHUKAMUGHDBLLL
100X00, BO3HUKAIOWUE MPYOHOCIU

AZORBAYCAN DILININ XARICI TOLOBOLORO TODRISINDO COTINLIKLOR

AYSUN OHMODOVA
Azarbaycan Texnologiya Universiteti
Humanitar elmlor vo multikulturalizm kafedrasinin miallimi

Xiilasa. Maqalods Azorbaycan dilinin xarici talabalora tadrisi zamani qarsiya ¢ixan asas
catinliklor arasdiriliv. Qloballasma va beynalxalg tahsil alagalorinin geniglonmasi naticasinda
Azarbaycanda tohsil alan acnabi talobalorin sayr artmisdiv. Bu isa Azorbaycan dilinin xarici
auditoriyaya daha effektiv sakild> oyradilmasini aktuallasdirmisdir. Maqalaoda fonetik, leksik,
qrammatik, psixoloji va metodiki problemlor taohlil olunur, homginin bu c¢atinliklorin aradan
qaldirtimast yollart gostoriliv. Arasdirma gostorir ki, miiasir interaktiv metodlarin tatbiqi,
kommunikativ yanasma va talabayéniimlii tadris prosesi dilin daha samarali manimsanilmasina komak
edir. Bu masalalor maqalada atrafli sokilds sarh olunur va isin daha somarali qurulmasi tigiin toklif
va tovsiyalor verilir. Bela ki, qarsiya ¢ixan problemlorin aradan qaldirilmast tigiin xarici talobalora
uygun yeni dorsliklor, metodik vasaitlor, miixtalif sorgu  materiallart  hazirlanmali, miiasir
texnologiyalardan daha genis sakilda istifads olunmalidir. Darslarda praktik danisiq masqlorina
usttinliik verilmasi va talobalorin dil saviyyasina uygun fordi yanasmanin tatbiqi tadrisin keyfiyyatini
artirmaga komak eda bilaor.
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Beldlikla, Azarbaycan dilinin xarici talabalora ugurlu sokilds oyradilmasi iigiin miiasir
metodlardan, innovativ texnologiyalardan va praktik tinsiyyat imkanlarindan genis istifado
olunmalidir. Bu yanasma talobalarin dili daha asan manimsamasina va Azarbaycan camiyyatina daha
rahat inteqrasiya olunmasina sarait yaradir.

Acar sozlor: Azorbaycan dili, xarici toloba, kommunikativ yanasma, qarsiva cixan ¢otinliklor.

Giris

Son illordo Azorbaycanda ali tohsil miiossisolorindos tohsil alan xarici tolobolorin say1 artmisdir.
Bu tolobalorin Azorbaycan comiyyatine inteqrasiyast vo giindelik {insiyyst bacariglarinin
formalasdirilmasi {i¢lin Azorbaycan dilinin todrisi xiisusi ohomiyyat dasiyir. Azorbaycan dilinin xarici
talobalara dyradilmasi yalniz dil biliklorinin deyil, ham do milli modoniyystin, adst-onanalarin va
kommunikativ davranisin monimsadilmasini tolob edir. Lakin Azorbaycan dili aqqliitinativ qurulusa
malik oldugu {i¢iin xarici talabalor iiclin miisyyan ¢atinliklor yaradir. Xiisusilo fonetika, qrammatika
v s0z ehtiyatinin monimsanilmasi zamani problemlor daha ¢ox miisahids olunur. Azorbaycan dilinin
xarici tolobalors todrisinds yaranan asas ¢otinliklori belo geyd eds bilorik:

1. Fonetik cotinliklor

Azorbaycan dilinin xarici tolobolora 0yrodilmasi zamani on ¢ox rast golinon problemlordon biri
fonetik cotinliklordir. Fonetika dilin soslor sistemi ilo bagli olduguna gora tolobalorin diizgiin toloffiiz
bacarig1 linsiyyatin keyfiyyotino birbasa tosir edir. Xarici tolobolor ¢ox vaxt Azarbaycan dilinds olan
bozi soslori diizgiin toloffiiz edo bilmirlor. Bunun osas sobobi homin soslorin onlarin ana dilinds
olmamasidir.

Xiisusilo “2”, “e”, “g”, “x”, “q”, “6”, “1”, va “ii” soslori tolobalor ii¢iin ¢atin hesab olunur.
Masalon, bozi tolobolor “g” sasini “k” kimi, “x” sosini iso “h” kimi toloffiiz edirlor. “O” vo “ii”
soslori do bir ¢ox xarici dillords olmadigi {igiin onlarin diizgiin deyilisi tolobalara ¢otin galir. “E” sasini
bir ¢ox tolobo “i” kimi toloffiiz edir. Homginin “2” sasinin “buta 2 kimi toloffiiz edildiyi hallara rast
golinmigdir. Bu zaman sdzlorin monast doyiss va ya qarsi toraf torafindon diizgiin anlasilmaya bilor.

Bundan bagqa, Azarbaycan dilinde vurgu asason soziin son hecasina diisiir. Xarici tolobalor iso
cox vaxt 0z ana dillorinin qaydalarina uygun vurgu qoyurlar. Noticods sdzlorin saslonmasi geyri-tobii
olur. Intonasiya zamani da problemlor yaranmir. Ciimlonin diizgiin tonla deyilmomosi damisigin
monasini doyiss bilor.

Fonetik problemlor xiisusilo danisiq vo dinlomo bacariqlarinda 6ziinii gostorir. Tolobo sozii
diizgiin esitmadikdo vo ya diizgiin toloffiiz etmodikds {insiyyotdo ¢otinlik yasayir. Bu sobabdon
Azorbaycan dilinin todrisi zamani soslorin diizgiin toloffiiziino xiisusi diqget yetirilmalidir. Audio
materiallardan istifads, misllimin niimunovi toloffiizii vo tez-tez danisiq mosqlorinin aparilmasi
fonetik ¢atinliklorin aradan qaldirilmasina komok edir.

2. Qrammatik ¢otinliklor.

Azorbaycan dilinin xarici tolobslors Oyradilmosi zamani qrammatik movzular da miioyyon
cotinliklor yaradir. Azerbaycan dili aqqliitinativ dillora aid oldugu {i¢iin sozlorin sonuna miixtalif
sokilgilor artirilir vo bu xiisusiyyat xarici tolobalor tigiin miirokkob goriiniir. Xiisusilo ana dili Avropa
dillari olan talobalar bu sistemi dyranarken ¢atinlik yasayirlar.

On ¢ox rast golinon problemlordon biri hal sokilgilorinin istifadasidir. Azorbaycan dilindo s6zlor
climlodoki vozifosino goro miixtolif sokilcilor gobul edir. Masolon: “kitab”, “kitab1™, “kitabdan”,
“kitaba” kimi formalar xarici tolobolor tigiin qarisiq goriino bilir. Tolobalor bozon hansi halda hansi
sokil¢inin islonacayini miioyyan etmakds ¢atinlik ¢okirlor.

Zaman formalariin dyronilmasi do tolobalor iigiin asan olmur. Azarbaycan dilinds felin kegmis,
indiki va golocok zaman formalar miixtalif sokil¢ilarlos diizalir. Xarici tolobslor bu formalar qarigdirir
vo danisiq zamani sohvlors yol verirlor. Moasalon, “gedirom”, “getdim”, “gedocoyom” kimi formalarin
diizgiin istifadesi miioyyan vaxt tolob edir.

Xabarin soxso goro doyismasi do xarici tolobalar lig¢iin ¢ox ¢otin mdvzulardan biri hesab olunur.
Azorbaycan dilindo feil ciimlode miibtadadan asili olaraq dayisir: Masolon, Man golirom; Son
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golirson; O golir; Biz golirik; Siz galirsiniz; Onlar goalirlor vo s. Bu doyisikliklor bazi xarici dillordo
olmadig ticiin tolobalor onlar1 yadda saxlamaqda ¢otinlik ¢okirlor.

Bir s6zo bir ne¢a sokilginin artirilmasi da tolobolorde qarisiqliq yaradir. Masoalon, Ev, evler,
evlorimiz, evlorimizdon va s. Bu tip s6zlor miirokkeb goriindiiyii {igiin tolobolorin hom oxuma, hom
do yazi bacariglarinda problemlor yaranir. Onlar ¢ox vaxt sokilgilorin sirasini vo monasini
qarigdirirlar.

Miisllim qaydalart sado niimunslorlo izah etmali, tolobaloro ¢oxlu praktik tapsiriglar vermolidir.
Dialog, oyun va yaz1 mosqlori gqrammatik biliklorin daha yaxs1 monimsonilmosine komok edir.

3. Leksik problemlar.

Azorbaycan dilinin xarici tolobolors 6yrodilmasi zamani leksik problemlor do miihiim yer tutur.
Leksika s6z ehtiyat1 ilo bagli oldugu {igiin tolobalarin dili diizgiin basa diismasi va sarbost danigmasi
ticlin kifayot godor s6z bilmosi vacibdir. Lakin Azorbaycan dilindo s6zlorin miixtolif monalarda
islonmasi vo ifadolorin zonginliyi xarici tolobalor tiglin miioyyon ¢atinliklor yaradir.

Azorbaycan dilindo sinonim sdzlorin ¢ox olmasi tolobalori ¢asdirir. Eyni monani ifado edon bir
ne¢d sOziin iglonmasi onlarin hansi sozii harada istifads etmoli olduqglarini miisyyonlagdirmasini
cotinlogdirir. Masoalon, “gdzal”, “qasong”, “yarasigli” sdzlori yaxin monali olsa da, hor biri forqli
situasiyada islona bilor. Xarici tolobalor iss bu forqlori dorhal anlaya bilmirlar.

Macazi ifadslor vo frazeoloji birlosmoalor do dil Gyrananlor li¢iin ¢otin movzulardandir. Tolobolor
cox vaxt sOzlori birbaga monada basa diisiirlor. Masolon, “bas agmagq”, “lirayi sixilmaq ™, “gozii yolda
galmaq” kimi ifadalorin hoqiqi deyil, macazi mona dasidigini anlamaq onlar {i¢iin zaman tolob edir.
Bu sobobdon danisiq vo motnlori basa diisorkon ¢otinlik yaranr.

Giindolik danisiq dili ilo adobi dil arasindaki forglor do olavo problemlor yaradir. Tolobalor
dorslikdo Oyrondiklori s6z vo ifadoalori real hoyatda forqli sokildo esido bilirlor. Masalon, danisiq
dilindo bazi sdzlor qisaldilir vo ya forqli formada isladilir. Bu voziyyat xiisusila yeni baglayan tolobalor
iiclin qarisiqliq yaradir.

Bozi sozlorin kontekstdon asili olaraq miixtslif monalarda islonmasi do nitq sohvlorino sobob
olur. Tolobs s6zii yalniz bir monada Oyrondiyi {i¢lin basqa situasiyada onu diizgiin basa diigmiir.
Noticodo hom danisiqda, hom ds yazida yanlis ifadolor meydana ¢ixir. Leksik problemlorin aradan
qaldirilmast {igiin tolobolorin s6z ehtiyati daim inkisaf etdirilmolidir. Miixtalif matnlorden istifads,
giindalik danisiq niimunalorinin dyradilmasi vo sdzlorin climlo daxilinde monasinin izah olunmasi bu
prosesdo miihiim rol oynayir. Dialoglar, oyunlar vo miitalio do tolobalorin s6z bazasini zonginlosdirir.

4. Psixoloji vo sosial amillor.

Azarbaycan dilinin xarici tolobalora dyradilmasi zamani psixoloji va sosial amillor do miihiim
rol oynayir. Dil Gyronon tolobslorin bir ¢oxunda sohv etmok qorxusu olur. Onlar sézlori diizgiin
demomokdon vo ya qrammatik sohvlor etmokdon ¢okinirlor. Bu sobobdon dors zamani danisiqda az
istirak edir, bozan iso imumiyyatlo fikir bildirmok istomirlor. Noticads talabalorin danisiq bacariqlari
kifayat gqador inkisaf etmir.

Utancaqliq da dil 6yronmoays monfi tosir gostoron amillordondir. Boazi tolobalor yeni miihito
uygunlasmaqda c¢otinlik c¢okirlor vo Ozlorini sorbast hiss etmirlor. Xiisusilo forqli 6lkodon golon
tolobalar yeni dilo va yeni comiyyate aligana qoder miioyyan psixoloji ¢atinlikler yasayirlar. Bu
voziyyat onlarin dorso maragini vo foalligini azalda bilir.

Sosial miihit do dil dyronmoya tosir edir. Xarici tolobolorin bir qismi yalniz ders zamam
Azorbaycan dili ilo qarsilasir. Darsdon konarda 1so asason 6z dillorinds danisirlar. Buna gors onlarin
praktik danisiq imkanlart mahdud olur. Dil miihitinin zaif olmasi tolobalorin dyrandikloerini glindslik
hoyatda totbiq etmosino mane olur.

Psixoloji vo sosial problemlorin aradan qaldirilmasi iicin miiollim dorsdo rahat vo moti-
vasiyaedici miihit yaratmalidir. Tolobolorin sohvlorino anlayisla yanasmaq, onlar1 danigmaga
havaslondirmok vo qrup foaliyyatlorindon istifads etmok vacibdir. Bundan slavo, tolabalorin giindalik
hoyatda Azorbaycan dilindo iinsiyyot qurmasina gorait yaradilmasi dilin daha siirotli dyronilmosino
komok edir.

5. Metodiki problemlor.
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Azorbaycan dilinin xarici talobalora dyradilmasi zamani1 metodiki problemlor do ¢ox miihiim
cotinliklordon hesab olunur. Todris prosesinin daha somoroli olmasi {i¢iin uygun metod vo
materiallarin olmasi vacibdir. Lakin bu sahado bozi ¢atismazliglar miisahido olunur vo bu voziyyot
hom miiallimlorin, hom do tolabalorin isini ¢atinlogdirir. Osas problemlordon biri xarici talobalor tigiin
hazirlanmis uygun darsliklorin az olmasidir. Movcud dorsliklarin bir qismi daha ¢ox ana dili kimi
Azorbaycan dili dyronanlor ii¢lin nozaords tutulub. Xarici tolobalorin dil soviyyosino vo ehtiyaclarina
uygun materiallar iso kifayot qodor deyil. Bu sobobdon tolobalor mdvzulart tam basa diismokdo
cotinlik ¢okirlar.

Miiasir dovrds dil dyronilmasinde audio, video vo interaktiv progqramlar miihiim rol oynayir.
Lakin Azorbaycan dilinin todrisi {i¢ilin belo resurslar az olduguna goro tolobolor dili praktik sokildo
Oyronmok imkanindan tam istifado edo bilmirlor.

Praktik danisiq materiallarinin kifayot qodor olmamasi da osas problemlordondir. Darslordo
daha ¢ox qrammatik qaydalara {istiinliik verildikdos tolobalorin danisiq bacarigi zoif inkisaf edir. Xarici
tolobalor gilindslik hoyatda istifado olunan s6z vo ifadolori 6 yronmokdos ¢atinlik ¢okirlor. Bu iso onlarin
sorbost linsiyyat qurmasina mane olur.

Digor bir problem forgli millatlordon olan tolabalor {i¢lin eyni programin totbiq edilmosidir.
Xarici tolobalorin ana dili, dil saviyyasi vo dyronma xiisusiyyatlori bir-birindon forqlonir. Lakin bazon
biitlin tolobalar {i¢lin eyni metoddan istifado olunur. Bu iso bazi tolobolorin darsi tez, bozilorinin iso
¢otin manimsamasing sobab olur.

Metodiki problemlorin aradan qaldirilmasi iigiin xarici toloboloro uygun yeni dorsliklor
hazirlanmali, miiasir texnologiyalardan daha genis istifado olunmalidir. Darslordo praktik danisiq
mosgqloring Ustiinliik verilmasi va tolobolorin dil soviyyasine uygun fordi yanagsmanin totbiqi todrisin
keyfiyyatini artirmaga komaok eds bilor.

Natica

Azorbaycan dilinin xarici tolobalors dyradilmosi miiasir tohsil sisteminds vacib istiqgamotlordon
biridir. Bu dilimizin xarici 6lkslords inkisafi ii¢clin ¢ox vacib moqamlardan biridir. Azorbaycanda
tohsil alan xarici tolobalorin saymin artmasi Azorbaycan dilinin daha effektiv vo miiasir tisullarla
todrisini zoruri edir. Dilin dyradilmosi yalniz iinsiyyot bacariglarinin formalagdirilmas: deyil, eyni
zamanda tolobalorin Azorbaycan comiyysting, madoniyyatine vo gilindslik hoyatina uygunlagmasina
da komok edir.

Tadris prosesindo miixtolif ¢otinliklor ortaya ¢ixir. Xarici tolobalor xtisusilo fonetik, qrammatik
va leksik movzularda problemlorlo qarsilasirlar. Azarbaycan dilinds bazi saslorin diizgiin taloffiizi,
sokilei sisteminin miirokkabliyi vo sozlorin miixtolif monalarda islonmasi onlarin dili monimsomaosini
cotinlogdirir. Bununla yanasi, psixoloji vo sosial amillor do dil dyronmayae tosir gostorir. Sohv etmok
gorxusu, utancaqliq vo praktik dil miihitinin zaif olmasi talobslorin danisiq bacariglarinin inkisafini
longidir. Biitlin bu c¢otinlikloro baxmayaraq, diizgiin metodik yanasma vo miiasir todris tsullari
vasitasilo problemlori azaltmaq miimkiindiir. Darslordo kommunikativ metodlardan istifado edilmosi,
tolobalarin danigiga daha ¢ox colb olunmasi va interaktiv texnologiyalarin totbiqi dil yronmoni daha
maraqli vo somorali edir. Audio vo video materiallar, dialoglar, oyunlar vo qrup islori tolobalorin dil
bacariglarinin inkisafina miisbot tosir gostorir.

Eyni zamanda, praktik dil mihitinin yaradilmasi da miihiim ohomiyyat dasiyir. Xarici
talobalarin giindslik hoyatda Azarbaycan dilinds iinsiyyat qurmast onlarin dili daha siiratli v sorbast
Oyronmosino komok edir. Miisllimin tolobolorsa fordi yanagmasi, onlarin soviyyesine uygun
materiallarin se¢ilmasi vo motivasiyaedici miihitin yaradilmasi todrisin keyfiyyatini artirir.

Beloliklo, Azorbaycan dilinin xarici tolobolora ugurlu sokildo Oyrodilmesi {i¢lin miiasir
metodlardan, innovativ texnologiyalardan vo praktik iinsiyyat imkanlarindan genis istifade
olunmalidir. Bu yanasma tolobolorin dili daha asan monimsomasino vo Azarbaycan comiyyatino daha
rahat inteqrasiya olunmasina gorait yaradir.
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HHTEPAKTHUBHAS NPESEHTAILIUS KAK ®OPMA OBYUYEHUA
OCHOBAM KA3AXCTAHCKOM KYJbTYPBI

HYI'MAHOBA AJIMHA AYJIATOBHA
KOCITAHOBA JIUJIBHA3 TOPEBEKOBHA
AMAHBAEBA AUJIA YIIAHOBHA
Crynentsl MHcTUTYTA s13bIKa U tuTepatypbl CeBepo-KazaxcTanckoro yHuBepcurera uM. M.
Ko3bi0aeBa

Hayunslit pykoBonuTens — K.¢.H., cT. npenogasatens C.C. ATUBAEBA
[TerponasnoBck, Kazaxcran

Annomauun: cmamovs NOCEAUEHA ONUCAHUIO NPOEKMA NO CO30AHUI0 UHMEPAKMUBHBIX
npe3eHmayuii KaKk cpeocmea uzyieHusi OCHO8 Ka3axcmancKoll KyIbmypsl 8 YCI08UAX yugpposuzayuu
oopaszoeanus. B yenmpe enumanusn naxooumcs nepesoodueckasn oesmenvhocms Abas Kynanbaesa,
paccmampusaemas Kaxk ¢opma medxcKyibmypHo2o ouanoea U cnocob 0CMulcieHus HayuoOHAIbHbIX
yennocmet. ['unomesa 3axnouaemcs 6 mom, 4mo CONOCMABIEHUE OPUSUHATLHLIX NPOU3EEOeHUL
PYCCKOU umepamypbul u nepeso0os Abas no3eonsem y4auumcs 2nyoarce NOHAMb MaKue KyJabmypHble
KoHyenmul, Kak Poouna, yuecms, Oyxoenas Kpacoma, yam, eprix u myau sicep. Ommeuwaemcs, ymo
MPaouyuUoHHbvle Memoobl padomsvl ¢ MEKCMOM He0OCMAmMO4HO 3Ppexmusnsl 05l COBPEMEHHbIX
WKONbHUKOB. HMHmepakmuseHble npesenmayuu 00beOUHAIONM MeKCM, 6U3YAlbHble MAMepudibl U
3a0aHUs, aKMUSUUPYIOM GHUMAHUE 00YUarOWUXCs, CNOCOOCMBYIOM CaMOCmOoAmeNbHoU pabome u
no8bLIUAIOM UHMEPeC K U3yYeHUlo aumepamypsl u Kyavmypol Kasaxcmana. I[Ipoexm opuenmuposan
HA YY4aWuxcs cmapuux Kiaccog U CMmyOeHmos Koaneodcell, MOdXcem YCHeuWHO NPUMEHAMbCSI 80
BHEYPOUHOU OessmenbHOCTIU.

Knwueevite cnosa:  unmepakxmusHas — npe3eHmMayus,  XyOOXHCECMBEHHbI  Nepesoo,
KA3aXCMAHCKAsL KYIbmMypa, UHMePaKmugHoe ooyyerue, WKOIbHoe 00pa3osanue.

CoBpemenHoe oOpa3oBaTenbHOE MpocTpaHcTBO PecmyOnuku Kazaxcran pas3BuBaercs B
YCIIOBHSIX TJIOOAIHM3alMU U aKTHBHOHN IH(pOBOI TpaHchopMmanuu. B cBs3HM ¢ 3THM OOHOBIAIOTCS
TpeOOBaHUSA K CHUCTEME IIKOJBHOIO M NPO(PEecCHOHANBHOTO 00pa3oBaHUs: OT OOyYaromuxcs
OYKHJIaeTCsl HE TOJBKO BBICOKMH YPOBEHb NPEAMETHBIX 3HAHWW, HO M CIIOCOOHOCTH IMOHUMATh
SIBJICHUSI HALMOHAJIBHOW KYJIBTYPBI.

Onaum w3 3¢ QeKTUBHBIX TMyTel pemeHus TaHHOM 3ajadyd  sBIseTcs oOpalieHne K
XyH0XKeCTBEHHOMY mepeBofy. IlepeBomueckass NesATENbHOCTh IO3BOJIAET MPOCIEAUTh, KAaKUMHU
crioco0amu ujen, o0pas3bl M CMBICIBI OJTHOW JINTEPATYPHON TPAJAULIMU HHTETPUPYIOTCS B IPYTYIO,
npuoOpeTas Mpu TOM HOBBIE OTTEHKHU 3BY4YaHHs. B 3TOM KOHTekcTe 0cOo0YyI0 3HAaUMMOCTh, Ha Halll
B3TJIs1], ipeicTaBisgeT TBopuecTBO Abast KynanOaesa. Ero nepeBonbl npoussenenuit A.C. [lymikuna,
M.IO. JlepmonToBa, M.A. KpbuioBa cTany BaXKHBIM 3TalioM B pa3BUTHH Ka3aXCKOM JIUTEpaTyphl U
OJTHOBPEMEHHO BBICTYIHIN (POPMOIT MEKKYIBTYPHOTO JTHAJIOTA.

Ananrtanys NMepeBOJMMBIX TEKCTOB K Ka3aXCKOW KyJIbTYpPHOM TpaaMLIMU TPOSBISIIACH B
Pa3IUYHBIX CIIOco0ax Xy105KeCTBEHHOU 00paboTku. Abail TpaHCPOPMUPOBAJ HE TOJIBKO S3BIKOBYIO
¢dbopMy TpoM3BEeNEHUIH, HO U 10 HEKOTOPOHl CTENEHHM MEePEOCMBICIMBANl COAEP)KAaHHE C YYETOM
0COOEHHOCTEH BOCIIPHUATHS Ka3axCKOTo uuTaTens. B ero nepeBogax ocoboe 3HaueHHe NpUOOpeTann
MOTHUBBI, BAYKHBIE JJI51 Ka3aXCKOM 3THUECKON CUCTEMBI, TAKHE KaK uecms (ap), cmwuio (ysm), mepneHue
(me3zim), cyovba (maz2odvip), npedannocmv pooHoU 3emie (myeau oicep). Ilpm sToM momoOHas
ajlanTaiys He IMpejroiaraia HCKaXeHUs! aBTOPCKOTro 3aMbicia. AGail coXpaHsul CMBICIOBOE S7IPO
OpUTMHANIa, WHTEPIPETHPYS €ro B KOHTEKCTe WHOW KYJIbTYpHOW Tpamuimu. B pe3ynbrare
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NIEPEBO/IHbIC TPOM3BEICHUS, OCTABAsCh BEPHBIMH MEPBOMCTOYHHUKY, CTAHOBWIHCH OCTOSTHHUEM
HOBOW YHTATEIIbCKOW CPEIBI.

[lepeBomueckas pabora Abas MoBIMAIA U Ha Ka3axCKHU s3bIK. briarogaps nepeBosam B HEro
BOIIUIM HOBbIE pUTMHUYECKUE (OPMBI, HOBbIE 00pa3bl U MOHATHS Ui ONUCAHUS BHYTPEHHETO MHUpa
yenoBeka. Kazaxckas moss3us nosrydmna 6osee pa3BUTYIO (OpMY JIMPHYECKOTO MOHOJIOra U Oojee
TOHKYI0O M OOraryro INCHUXOJIOTHYECKYHo JeKCHKY. [lepeBoabl AOas pacHIMpHIN BbIpAa3UTEIIbHBIC
BO3MOKHOCTH HAI[MOHAJIILHOTO TMOITHYECKOro si3blka. OHM TOKa3ald, YTO Ha Ka3aXCKOM S3bIKE
MO’KHO TOBOPHUTH O CIOXKHBIX, PHIOCOPCKU IITyOOKHX Belax - U IPU 3TOM A3bIK OCTaETCS KUBBIM U
noctynHsiM [1]. CrenoBaTenbHO, mepeBox B TBopdecTBE AOasi BBINONHSUI Cpa3y HECKOJIBKO
¢byuakmmii. OH OBT W CPEACTBOM 3HAKOMCTBA C MHPOBOHM JIMTEPATypOd, W HWHCTPYMEHTOM
o0oraiieHust poJJHOTO S3bIKa, U (OPMO HPABCTBEHHOT'O BOCTIUTAHHS.

B coBpeMeHHBIX ycinoBusAX M(poBHU3annu 00pa3oBaHUE BCE Yallle OMUPAETCs Ha JIEKTPOHHBIE
oOpa3oBaTesbHbIe pecypchl. OHU paccMaTpUBAIOTCA HE Kak JAOMOJHEHHE K TPAJAUIIHOHHOMY YPOKY,
a KaK 4acTb €ro CTPYKTYphl, MO3BOJIAIOLIAsl [O-HOBOMY OpPraHM30BaTh YUEOHYIO JEATEIbHOCTh
yuanmxcsi. OCOOCHHO BaXKHbI HMHTEPAKTHBHBIE TEXHOJOTHH, KOTOpBIE MENaloT ypoK Oojee
HarJsiIHBIM M BOBJIEKAIOIIMM, MOJJEPKUBAIOT BHUMAHUE M JAIOT BO3MOXHOCTb COYETaTh TEKCT,
n300pakeHue, 3ByK U aKTHBHBIC JICHCTBUS YICHUKA.

WutepakTuBHbIE (GOpMBI O0Y4YEHHS MEHSAIOT caMy MoJelb paboThl IIKOJBHUKA C
XYZ0KECTBEHHBIM TEKCTOM. YUYEHHUK TOCJIEJOBATEILHO BBHIMOIHACT JCHCTBHS: BBHIOMpAET pasfen,
OTKPBIBAET BCIUIBIBAIOIEE OKHO, COMOCTABISAET ()parMeHThI, BBIIOIHAET 3a/iaHue. Takum o0pa3oM,
YTeHHE M aHajJiW3 TEKCTa IMPEBpAINAlOTCS B IETMOYKY [IaroB, IJI€ OT AaKTUBHOCTH Camoro
o0yuaroIierocsi 3aBUCHUT INTyOMHa yCBOEHHs MaTepuaa.

IMnatrpopma Genially mpemocTaBiasieT BO3MOXKHOCTH JUISl peaM3allii HWMEHHO TaKOTO
MHTEpPaKTUBHOTO ¢opmarta. B ee mpocTpaHCTBE MOXKHO BBICTPAauBaTh pa3Hble TPAEKTOPUH MEepexoia
MEXy 9KpaHaMH, UCTIOJIb30BATh KHOIIKH, MKOHKH, THIIEPCCHUIKH, BCILIBIBAIOIINE OKHA U aHUMAIIHUIO.
370 MO3BONIAET 0OBEAMHUTH B OAHOM UG POBO cpeie TEOPETUUECKUI MaTepuall, WITIOCTPATUBHBIN
psaa, (GparMeHThl XYJOXKECTBEHHBIX TEKCTOB, KOMMEHTapuu © 3amaHus. s mpenogaBaHHS
JUTEpaTypbl 3TO OCOOEHHO BaXXHO, TaK Kak JaeT BO3MOXHOCTb COXPaHUThb LEJIOCTHOCTb
XYJI0’)KECTBEHHOTO KOHTEKCTa M OJHOBPEMEHHO clienaTh paboTy ¢ TEeKCTOM OoJjiee THOKON u
WH/IMBUYaTU3UPOBAHHOM.

Kommnekc nHtepakTuBHbIX npe3eHTanuil «llepeBogueckas nestenbHocTh Abas Kynan6aesay,
pa3paborannbiii Ha miuatdopme Genially, mpexacraBnsger co0oil oOpa3oBaTenbHBI pecypc,
npeHa3HauYeHHbIN 1 o0ydatomuxcs 9—11 kiaccoB. OCHOBHOM 3aa4eil 1aHHOTO pecypca SIBIIeTCs
packpbiTe ponu AOas Kak IEpPeBOAYMKA B KOHTEKCTE pPa3BUTHs Ka3aXCKOW JMTEpaTypsl U
MEXKYJIbTYpHOT'O IMajora, a TakKe IMpeICTaBlIEHUE yJYalluMCs I0Ce10BaTeIbHON MO/IeNIN aHaIn3a
OPUTMHAJIBHBIX M MEPEeBOAHBIX TEKCTOB. LlndpoBoii oOpa3oBaTenbHbIl pecypc codeTaeT (pyHKLIUU
03HAKOMJICHHUS C (DAKTUIECKUM MAaTEPHAJIOM, JTUTEPATYPOBEIUCCKIIA aHATIN3 U MOJIENTb OpraHU3aIiN
yueOHO-1103HaBaTEIbHOM 1A TeIbHOCTH oOydatouuxcs [2].

CrpykTypa Kaka0i Npe3eHTaluu OCTPOEHA M0 IPUHIMITY IIepeXo/ia OT OOILEro K 4aCTHOMY.
CHauasa nosp30BaTesb MONAAAET Ha TUTYJIBHBIN SKpaH, KOTOPBIN 3a7aeT TEMY U MpeAiaraeT HayaTh
paboTy uepe3 MHTEPaKTHBHYIO KHOIKY. Jlanmee uayt Oy0ku, nocBsimeHHble ouorpaduu Abasi, ero
MIEPEBOIYECKOMY IYTH, CBS35AM C PYCCKOW JIUTEPATypOil, a TaKkKe OTIACIBbHBIM IMPOU3BEICHHSIM,
npexae Bcero nepeBogaM u3 A.C. Ilymkuua. Takasg opraHuzamnusi MOMOTaeT BbIIEPKUBAThH
JIOTHUYECKYIO MOCIIEI0BATEIBHOCTD U3JI0KEHHUS MaTepralia U MO3BOJISET YUYUTEIIO BEIOUPATh HY KHBIE
(GparMeHThI Uil KOHKPETHOI'O ypOKa.

BHyTpu npe3eHTanuii MOXHO BBIIETUTh HECKOJIBKO OCHOBHBIX CMBICIOBBIX 0I0KOB. IlepBbiit
U3 HUX - TeOpeTHuecKuil. B 3Tom Gs10ke kpaTko 00BSICHAETCS 3HAUEHHUE XY 10’KECTBEHHOTO IIepeBoia
JUIL Pa3BUTUSL HALIMOHAJIBLHON JIUTEPATyphl, XapakTepusyercss MecTo AOast B UCTOPUU Ka3aXCKOU
CJIOBECHOCTH M B CUCTEME JMajiora KyJbTyp. 34€Ch K€ HaMeuaroTCsl KJIKUEBble BOIIPOCHI, KOTOPbIE
PacKpbIBaIOTCS B MOCIIEAYIOIINX pa3ieax, UTo JENAaeT PECYPC METOIUYECKHU 1IEIIOCTHBIM.
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Bropoii 610k cBs3aH ¢ aHamu3oM TekcToB. OH peanm3yeTrcsi yepe3 SKpaHbl, Ha KOTOPBIX
MpeCTaBIeHBl (pparMeHTHl MepeBoAoB AOasi M WX COTOCTABICHUE C OPUTHHAIAMH. Y YalHiAcs
MOJKET TOCJIEA0BAaTEIbHO AHAIM3UPOBATh CTPOKU, OTKPBIBAThH JIOMOJHUTENIbHBIE KOMMEHTApUU U
MOSICHEHHUS, 3aMedyaTh M3MEHEHHE 00pa3oB, MHTOHALMM M pUTMa. Takoil (opmar mo3TamHoro
aHanu3a IO03BOJISICT MPUOJIM3UTH LIKOJIbHYIO paboTy K mpodeccHoHanIbHOMY (PHUIIOIOrHYECKOMY
YTEHHIO, HO TIPH ATOM COXPAHHUTh JOCTYIHBIM M HATJISIAHBIN XapakTep MMoJauu MaTepHaa.

ApanTauus npocTPaHCTBEHHO-
BpeMeHHBIX cBA3eit (XpoHoTomna) Acay xypek
} orom pparmente Abait cosepuaer
OCO3HAHHYIO xpmc¢opmauum y ‘ O6pa3s sepuon
Cynpyru

GBITOBBIX peanuii, mpeBpamas
ABOPAHCKYIO ycansy» B «KOUCBOI
ay».

Benner

£ Opury

Isiap em Kyiin MeH JKansim,
Aitsinaa Gipep Kepcem je.

Bonmansr kepin Kasyra,
Ecirin 6ipas cesinpi.
Ierap em Gip av sxaryra
¥3aK TyH skymbait Kesimai.

Kprspikran Kaumbin 6y1 sxepre
Kenninis cysin keincia.
Monuicin cypam 6inyre
Tingece aAMaNMbIH epiKcis.

Oco00if 3HAYMMOCTBIO B TMPE3CHTANUAX 00J1a/IaeT KOHICNTYaIbHBIH YPOBEHb. B OTIEIBHBIX
pazfenax v BCIUIBIBAIOIINX DJIEMEHTAX BBIACISIOTCS KITFOUEBbIE IOHATHUSA, KYJIbTYPHBIE JOMUHAHTHI,
Ba)KHBIE /ISl IOHUMaHUS TIEPEBOTUECKOT0 MeTo/1a Abast: wecms, cmoulo, cyobba, KyibmypHas NaMsamy
U JIp. DTU KOHIENTHI CBSI3aHBI C KOHKPETHBIMU TEKCTOBBIMU (PparMeHTaMH U KOMMEHTAPUSIMHU, YTO
MO3BOJIIET MTPOJICMOHCTPHPOBATh OTPAKEHUE B XYJI0KECTBCHHOM TIEPEBOJEC CHCTEMBI IIEHHOCTEH
Ka3aXCKoOW KynbTypbl. Takoi MOJIX0M CcOrjacyercsi ¢ uaeeil 0 TOM, U4TO XYJ0KECTBEHHBIN MEPEBO/T
SIBJISIETCS. OTHUM U3 BaKHEUIIIMX MEXaHU3MOB JHaiora KyjabTyp [52].

OpuruHan

Mepesop

B unrepnperanymn Abaa nuceMo TaThAHB TPAHCPOPMHPYETCH H3
POMAHTHYECKOTO MOHOJIOrA B I1YGOKYI0 SKSHCTCHINHAILHYIO HCTIOBEb , T/Ie HA
NEPBbIIT I/IAH BBIXOAAT KaTEropuu GaTain3ma, YeCTH U 1yXOBHOTO CTPAAHMA.
IKIMCTCHUHMAIBHBIN TYNHK B GaTaIusM:

IlepBasi >ke CTpOKa MepeBofa -« AMaJ XKOK -KanTreim Gingipmein» (Her
BBIXO/IA -HE CMOIVIA CKPBITB) - 33/1a€T NPHHUMNMAIbHO MHOM ToH. Ecm y
Ilymkuna 9T0 CMeJIBIH MOCTYNOK, TO Y AGas - 9T0 COCTOAHHE Ge3BICXOHOCTH,
AGait NOAYEPKHUBAET, UTO NMUCHMO HATTMCAHO HE BCIEACTBUE «POMAHTHUECKOTO
NOPBIBa», 2 KAK €IMHCTBEHHBIN COCOD 06/1erynTh AymeBHYI0 MyKY. 3/1€Ch
PACKPBIBAETCA BOCTOMHOE IIOHUMAHHE JTIOOBH KaK HENPEOI0MMOM CHITBI,
Tepes KOTOPOit HEIOBCK OKa3biBacTCs GesopysKeH.
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HeotbeMnemoii 4acTpio pecypca siBisieTcs OJIOK 3agaHuil. B Hero BXOIAT ympakHEHUsS Ha
COTOCTAaBJICHUE OpUTMHAjJa M T[EepeBOJa, BOMPOCHI IO COJAEPKAHUIO U  XYy/I0)KECTBEHHBIM
0COOEHHOCTSIM TEKCTa, 3aJaHHs Ha TMOWUCK M HHTEPIpPETAIMI0O KOHLENTOB, a TAKKE AJIEMEHTHI
TBOPYECKOH pabOThl. DTH 3a7jaHHs TIOMOI'Al0T 3aKPENUTh MaTepUaJl ¥ NEPEUTH OT MACCUBHOT'O YTEHHUS
K aKTUBHOM HHTepIperanuu. Kpome Toro, oH1 crocodcTBYIOT OPMUPOBAHUIO Y YUAIIMXCS HABBIKOB
CPaBHUTEJIBHOI'O YTEHHSI, 0COOEHHO BaXHbIX IIPU U3YUEHHUHU IIEPEBOUECKOM EATENILHOCTH Abasl.

OO0pa3oBaTebHbIM MOTEHIHAT WHTEPAKTHUBHBIX IMPE3CHTALUMI MPOSBISETCS B HECKOIBKHX
HanpaBieHusAX. OHM CIOCOOCTBYIOT aKTHBHM3AalMM II03HABATENILHOW JI€ATEJIIBHOCTH: YYEHHUK
MIOCTOSIHHO BKJIIOYEH B IIpOlleCC BbIOOpa, aHanm3a M jAeiicTBus. Pecypc ¢opmupyeT OmbIT
COIIOCTABJICHUs PA3HBIX TEKCTOBBIX U KYJbTYPHBIX YPOBHEH - OpUTHHAJIA, IEPEBOJA, KOMMEHTAPHUs,
BU3YQJIBHOTO DPsAJa, - YTO MOMOTaeT JydYllle MOHSTH CIOKHYI0 NMPUPOAY NpousBeneHus. Pabdora c
MOA0OOHBIM MaTEPHUAJIOM TTOJBOJIMUT yYYAIIUXCS K OCO3HAHHMIO TOTO, 4TO mepeBoa Abast - 3To criocod
CaMOOCMBICIIEHUS M PEIIPE3EHTALINN Ka3aXCKOM KyJIbTYphl B IUTEPATYPHOM IIPOLIECCE.

Coznannsie Ha matopme Genially mpe3eHTanuu MOXHO paccMaTpUBaTh KakK dJIEMEHT OoJiee
IIMPOKOH AIIEKTPOHHON 00pa3oBaTeNbHON cpeabl. B Takom ¢opmare OHHM MOTYT CTaTh YacThIO
TEMaTUYECKOI0 caiiTa WiIn 3JIEKTPOHHOTO Kypca, IJIe MOT'YT OBbITh TaK)Xe Pa3MEILEHbl 3JIEKTPOHHBIN
CJIOBaphb, 3a/1aHUS JUIsl CAMOCTOATEIbHON paboThl M KoHCEKThl ypokoB min KCII. Takas ctpykrypa
MO3BOJISIET YYMTEIIO BBICTPAMBaTh LEIYI0 CHUCTEMY 3aHATHH, a ydyalluMCsl - BO3BpaIlaThCs K
MaTepHualy, OBTOPSTh €T0, YIIIyOIsITh CBOU 3HAHMS.

B s51ekTpoHHOM clloBape MOTyT OBITh NMPEACTABICHb OCHOBHBIE TEPMMHBI, IMEHA, Ha3BaHUS
IIPOU3BENECHUMN, KYJIbTYPHBIE PEATIMH U KIIOUEBbIE TIOHATHUS, BCTPEYAIOIINECS B IPE3EHTALUAX. DTO
MOTEHIMAJIBHO o0JsierdyaeT paboTy ¢ TEKCTOM, TaK Kak OOBSICHEHHE HE3HAKOMBIX CIIOB U peanuit
CTaHOBUTCSA JOCTYITHBIM TI0 OJJTHOMY KITUKY, 0€3 00palleHus K CIIeuaIbHON JIUTepaType. 3aJaHus 1
KCII, pa3MernieHHble Ha TOM XK€ pecypce, 00ecneurBa0T METOANYECKYIO MOAACPKKY YUUTENIS U
MO3BOJISIIOT BCTPOUTH pabOTy C MHTEPAKTUBHBIMHU MPE3ECHTALMSAMHU B CHCTEMY yUeOHBIX 3aHATHIA B
COOTBETCTBUH C THUIIOBBIMHU IPOrpaMMaMH I10 JTUTEPAType.

WutepaktuBHble mnpe3eHTannu Ha targopme Genially, MOCBSAIICHHBIE IEPEBOTYECKON
nestenbHocTH AOast KynanOaeBa, BBICTYHarOT Kak COBpPEMEHHas (popMa OpraHu3alud y4eOHOro
MaTepuana. OHU 0O0BETUHSIOT TEKCT, N300pakeHNe, KOMMEHTApU U 3aJIaHKsI B €MHYIO H(POBYIO
Cpely, ONMpAalOTCsl Ha MJEH AMajora KyJIbTyp U COBpPEMEHHbIe TpeOOBaHMS K HCIIOJIb30BAaHHIO
nH(OPMALIMOHHBIX TEXHOJIOTMH B oOpa3oBaHuu. Pecypc co3pmaer ycioBusi [ aKTHBHOTIO,
OCMBICJICHHOTO ¥ TBOPUYECKOI'O YTEHHUS, YTO OCOOEHHO BaXKHO IPU PACCMOTPEHUH TBOpUecTBa Abast
Kynan6aeBa 1 KJIaCCUKOB PYCCKOM JINTEPATypbl B KOHTEKCTE MUPOBOIl KYJIBTYPHI.

CIIUCOK UCITOJBb30OBAHHBIX NCTOYHUKOB:
1. AxwmeroB 3. [1oa3us Abas. - Anma-ATa: XKazymrsr, 1970. - 320 c.

2. Meroauka mpenojiaBaHus Ka3axCKoM JMTepaTypsl B IIKoje: yued. mocobue. - Anmatsl: PayaH,
2014.-320c.
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KA3AK ITPO3ACBIH OKBITYJIAYbI UTHHOBAIUAJIBIK OAICTEP
HNCJIAM HAJAEXIA UCJITAMKBbBI3bI
Frumbivn xetexini: CEHITY TAHOBA A.K. ¢.F.K., Ka3aK, opbic (DHIOIOTUSACH HKOHE

JKYpHATMCTUKA KadepachIHBIH KaybIMIACTBIPBUIFAH MPOECCOPHI
AMaHX0JI0B YHUBEpCUTETI, OckemeH K., Kazakctan

Annomauua: Maxkanaoa Kazipai 3aManavl HCo0apbl MeKmenme Ka3ax npo3acbli OKbl)0dzbl
UHHOBAYUANLIK 20iCmepOiy mMeopusivblK-20icmemeniK He2izoepi Kapacmulpbiiadvl. 3epmmeyoe
OKbIMY YPOICiH 02cmypai penpoOyKmuemi MooeivboeH cmyoeHmke 6ag0apian2aH, UHMepaKmuemix
JHCoHe 3epmmeyuiNiK CUNammaewl KHeytiece KOWIpy maceneci manoanaovl. Mnmepakmuemik aoicmep
(nikipmanac, pondiK OUbIH, Kelc-Cmaou, MONMbIK MAn0Ay), HCOOANbIK JHCIHe 3epmMeEYULiiK
macinoep, MYIbMUMEOUSIbIK JHCoHe YUPDPILIK KYpanoap, COHOAU-AK UHMeZSPpAmusmiK JiCoHe
MAOEHUemapanvlK YCmaHblMOapobly OUOAKMUKALBIK dlleyemi AUKbIHOANAObL.

Kinm ce3dep: Kazax npo3acvl, UHHOBAYUSANBIK OKbINY, UHMEPAKMUBMIK 20iCmep, CblHU OUNAY,
AHCOOANbIK 20iC, 3epMMEYWINIK OKbIMY, MYIbMUMEOUIbIK MeXHOI02UANap, Yuppivlk Kypaioap,
MIOEHUEMapPaiblK OKbLMY.

Kasipri 3amMaHFbl )KOFapbl MEKTENTE Ka3aK MPO3achlH OKBITY YPIICi TE€K MOTIH/I OKBII, OHBIH
Ma3MyHBIH TYCIHYMEH IIEKTEJIMEH, CTyACHTTEPJIH CBIHHM OiJiay, 3epTTEYNIIIK JKOHE
HIBIFAPMAIIBUIBIK KaO1JIETTEPiH JaMBITyFa OarbITTaIFaH HHHOBAIMSIIBIK 9/1iCTEPi KOJIJaHy bl Tajarl
ereni. byn ypaic ctyneHTTepaiH OeiceHIl KaThICyblH KaMTaMachl3 €TETIH OKBITY TOCUIAEPIH, OKY
MaTepHaIbIMEH HHTEPAKTUBTI OpPEKET jKacaylbl, MOTIHHIH KYPBUIBIMJIBIK, CEMAaHTHKAJBIK >KOHE
KOHTEKCTIK epEeKUIeNIKTepIH KaH-KaKThl TajAaydbl KaMTuIbl. VHHOBALMANBIK 9MIiCTEDP OKBITY
YPZIICiHIE CTYISHTTEpIiH TEK akKmaparThl KaObUIAayblHA €MeC, OHBl CaJbICTBIPBIN, TaJlJam, ©3
KOPBITBIHBIIAPBIH jKacayblHa MYMKiHiK Oepesi. COHbIMEH KaTap, OVJ1 9icTep 9J1eONeT IIEH MOJICHH
KOHTEKCT apachlHAarbl OaiJIaHBICTBl TYCIHYre€ BIKHAl €Tell, OWTKEeHI CTYACHTTep MOTIHJETI
QJIEYMETTIK, TAPUXHU KOHE MOJICHH JIEMEHTTEP/I1 3ePTTEIL, OJap bl Ka3ipri OLTiMIIK HEeMece MOICHH -
KOTHUTHBTIK KOHTEKCTKE COMKecTeHipe anaabl. MyHIail TOCUT OKBITY YPIICIHAE CTYACHTTIH TCK
O11iM anymisl emec, OeJIceH 11 3epTTeYIIll, ChIHU OMIANTHIH XKOHE HIBIFAPMAIIbIIBIK KaOiJIeTl JaMbIFaH
TYJIFa PEeTiHE KAJbIITaCybIHA JKOJI allla Ibl.

Kazak mpo3achlH OKBITY YPHiCiHIE€ MHTEPAKTUBTIK dJIICTEP CTYIASHTTEPAIH cabakka OerceH i
KAaTBICYbIH KaMTaMmachl3 €TETIH HeTi3ri KypaiamapiaelH Oipi Oombim TaObuiaabl. byn omictep
CTYIEHTTEepIIH TEeK akKmaparTbl KaObUIIayMeH IIEeKTeIMeH, OKy MaTepHhajibiMEeH e3apa OpeKeT
’KacayblH, OHBI TaJlJall, CAJBICTHIPYBIH KOHE KOPBITBIHIBI KacayblH Ke3naeiai. OKpITy ypaiciHae
WHTEPAaKTUBTIK QJlicTepre MiKipTamac, peJaik OWbIHAAp, KeWc-CTaau, TONTHIK Taijay,
OpeMHCTOPMUHT CUSKTBI TOCUIAEP Kipeai.

[TikipTanac xoHe pesIiK OMbIHAApP CTYACHTTEPIIH 91601 KeHinKkepaep i HeMece IMIbIFapMaHbIH
CIOXKETIH TepeH TYCiHylHe MYMKIHIIK Oepeai. MpbIcanbl, CTYJEHTTEp MpPO3aJbIK IIbIFapMajarbl
KeHinkepiepIiy pesjaepin 0eicim, olapablH MIHE3-KYJIKbI, HIEIIM KaObulgay epeKIeTiKTepl xKoHe
QJIEYMETTIK JKarnaiiapblH 3epTreial. byn oxmic cTyneHTTepre KeMinmkepiepAiH 1MKi TYHHECIH,
MOTHBAIIMSICHIH JKOHE OpPEKEeTTepiHIH cedemn-cangapiblK OaillaHbIChIH JKaH-KAaKThl KapacThIpyFa
MYMKIHJIK Oepeni.

Pennix o#biHIap MEH TMiKipTamzacTap apKbUIBI CTYACHTTEp MIBIFAPMAaHBI IMACCHUBTIK
KaObu1aynaH OesceH il 3epTTey AeHreiline kerepeni. Onap o3 oiylapblH AdJenIel OTHIPHII, OpTYpIl
WHTEPIPETANMSIIAPAbl  CANBICTBIPAbI, TANKBUIAWIBI JKOHE KOPBITBIHIBI Kacainbl. byn mporiecc
CTYIEHTTEp/IH aHAJIUTUKAJIBIK, CbIHM OIay >KOHE UIbIFapMalIbLIBIK KaOUIETTepiH KEeTUIAipenl,
COHJIali-aK MOTIHTe JIeTeH JKaH-KaKThl KO3KapaCThl KAJIBIITACTHIPAIbI.
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CoHbIMEeH KaTap, MiKipTajJac TIEH peAiK OHBIHAAp CTYASHTTEPAiH KOMMYHUKATHUBTIK
JarabplIapblH, TONTHIK ©3apa JpeKeTTecy KaOUIeTTepiH »MKOHE oJeYMETTIK pesjepAl TYCIHYiH
nambITagel. CTyneHTTep KeHinkepriepaiH MIeHIMIepiH 63 ToXKipHOeciMeH cajbICThIpa OTHIPHIIM,
MOPAJIBJIBIK, 9JICYMETTIK dKOHE MOJCHU MACeJIeNIepre ChIHU TYPFhIJIaH Oara Oepei.

Ocpinaiinia, mikipTauac koHe PeliK OUbIHAAp ofeOueT cabaKTapblHAa KalalblK KOHTEKCTTI,
KEHIKepIIEP/IiH SJICYyMETTIK KOHE TICUXOJOTHSIIBIK €PEKIISTIKTEPIH TAIIAYABIH THIMII 91C1 OOJIBII
TaOBLIAIBI, OJT CTYICHTTEP/IIH MOTIHTE IETeH JKaH-)KAKThl KO3KAPACHIH KAIIBINTACTHIPHII, CHIHU KOHE
aAHAJTMTUKAJIBIK OWJIay KaOlIETTEpiH NaMbITyFa KaFIai KacanIbl.

Keiic-cTagy »*oHe TONTHIK Talfay oJicTepi CTYACHTTEPAiH OKYy MaTepHaJIbIH MPAKTUKAJIBIK
TYPFBIIAH 3€pTTEyiHe Karnmaid skacaiipl. CTyIeHTTep HAKThl MOTIHAIK HEMece OJICYMETTIK
KarJalmapapl Tangail OTBHIPHIN, ©3 KOPBITBIHIABLIIAPBIH JONENI TYpAe KOPFaIbl, MaTepual
apachIHJIaFBl ceOeMn-canapiblK OalIaHBICTApbl AHBIKTAW/IBI JKOHE JIOTHMKAJBIK OWjay KaOlleTiH
KETUaipeni. byl OKbITY YpAICiHAE CTYIACHTTEPAIH KOMMYHHKATHBTIK JaFIbUIAPBI, TOMTA KYMBIC
)acay KaOijeTi )KoHe MPe3eHTAIMSUTBIK TaFAblIaphl JaMHUIbI.

Ocpuraiiina, THTEPaKTUBTIK 9/1icTep Ka3ak MPO3achlH OKBITY YPIICiH OesiceH i, JMHAMHUKAIIBIK
XoHe Kemememal eteai. Onap CTyIeHTTEpAIH TeK OUTIM alTyIbl peJIiHAE KaaMayblHa, 63 OWIapbiH
epKiH JKeTKI3yTe, TaJKblIayFa KaThICYFa KOHE IIBIFApMAIIbUIBIK TYPFBIIAH KYMBIC jKacayFa BIKITaj
erefi. VHTEpaKTUBTIK TOCUIAEPAIH THIMIUIT CTYJISHTTEPAIH CHIHH, AQHAIUTUKAIBIK KOHE
KOMMYHHUKATHBTIK KaOlJeTTepiH KeMIeH A1 TYp/A€ JaMBITYbIHA KOPIHE/I].

Kazak mpo3acelH OKBITY YpHAICIHAE XKOOAJbIK XOHE 3EPTTEYIIUIIK OMiC CTYIASHTTEPIiH
3epTTEYLIUTIK  JKOHE IIBIFAPMAIIbUIBIK ~ KaOUIeTTEepiH JaMbITyFa OarbITTalFaH  MaHBI3IBI
WHHOBAIMSUTBIK TOCi OOJIBIT TaObUIaabl. bysr ofic OKBITY YpIiCiHAE CTYISHTTEPHAiH TEK JailbIH
aKmapaTThl KaObUITAybIHA €MEeC, OHBI 3€PTTEIl, CaJBICTBIPHIN, KOPBITHIHABI jKacayFa MYMKIHIIK
Oepexni.

XKobanbIK omic OOMBIHIIA CTYIEHTTEP OPTYPJIi IIBFApMAIIBUIBIK jK00amap, Mpe3eHTalusIap
HEMece FBUIBIMU 3€pPTTEY KYMBICTAPhIH OpbIHAANbI. OKBITY YpAICiHIE MEAaror TeK OarbITTayIIbI
pOJIH aTKapa OTBIPHIN, CTYyIEHTTEPIH 63 3epTTey OarbIThIH aHBIKTayblHA, MAaTEPHAIABI TaJJayFa
KOHE KOPBITBHIHABI kacayFa kemekreceni. CTyaeHTTep MOTIHAEPi CalbICThIpPMANbl TYpAe Tajjaar,
OJIAPJIBIH TAKBIPHINTHIK, KOMITO3UIUSUIBIK JKOHE Ma3MYH/BIK MMapauieibIepiH aHbIKTal anaasl. by
TOCIT ONapIblH AaHANUTHKAIBIK OWIAyblH, OKYWeIl KOPBITBIHABI JKacay KaOUIeTiH KoHe
HIBIFAPMAaLIbUIBIK TYPFBIIAH 3€PTTEY JKYPri3y AaFAbLIaPbIH KETUIIIPEI.

3epTTeyliTiK 9IIC OKBITY YpHAICIHAE CTYISHTTEpIiH OeJCeHAl TaHBIMIBIK OpPEKETiH
BIHTANAHABIpaasl. Onap 3 3epTTey OarbITTapblH TaHIAN, HAKTHI MPOOJEeMaHbl MICHIyre HeMmece
HIBIFAPMaHbIH Oenriii Oip acmekTiCiH Tanjayra OaFbITTalfaH OpEeKeTTepl *Ky3ere achlpanabl. by
TOCUI CTYIEHTTEPI1H JIOTUKAJIBIK OiJIay KaO1IeTiH, ChIHU OWJIay JIaFAblIapblH, COHIal-aK aKmapaTThl
KYHel Typie KyphlIbIMAay KaOiJeTiH JaMbITyFa BIKIAN eTell.

KobanplK >koHE 3epTTEYIIUIIK 9JIC Ka3aK IMPO3achlH OKBITY YPHAICIHAE CTYIEHTTEPAIH
3epTTEYIIUNK, AHAIUTUKANBIK JKOHE  IIbIFAapMalIbUIBIK  KaOUIeTTepiH  KemeHAl  TypAe
KQJIBINITACTRIPYFa MYMKIHJIK O€peTiH THIMII IUIAKTHKAIBIK Kypan OoJbim TaObuiaabl. by omic
OKBITY YPAICiH OeJICeH/Ii, KOIeIIeM/Al JKoHe NPAKTUKAIBIK TYPFbIIaH Ma3MYH/IbI €TeIl.

Kazak mpo3acblH OKbITY YpAICIHIIE MYJbTUMEAMSUIBIK XKoHE IUPPIBIK KypajaaapAbl KOJIJaHy
3aMaHayu Oi1iM Oepy TeXHOJIOTHsIapPbIHBIH MaHbI3/Ibl ACTIEKTIC1 O0JIBIN TaObLIa bl By Tocis OKbITY
YpAICIH KOpHEKi, WHTEPAKTHBTIK >XKOHE KbI3BIKTHI €TIN YHBIMIACTBIpYFa MYMKIHIIK Oepei.
DNEeKTPOHIBl OKYJIBIKTAp, ayIUOBU3YaIIbl MaTepuaijap, BHUPTyalabl IaaTdopmanap, OHIANWH
TaIKbUIAY KYpalaapbl CUSIKTHI TEXHOJOTHSIIAP CTYJAESHTTEPAIH MOTIHMEH ©3/1IT1HEH KYMBIC JKacaybIH
KEHUIETE Il )KOHE OJapbIH TAaHBIMIBIK OCICEHIUTITIH apTThIPaIbL.

OKpBITY YpaiciHe BUPTyalsl KapTanap MeH 3D-Monenbaep apKbUIbl IPO3aIbIK IIbIFapMaHbIH
QJIEYyMETTIK HEMECe TAPUXU OPTACHIH KOPCETY CTYACHTTEPAIH KEHICTIKTIK )KOHE KOHTEKCTIK oniay
KaOUIeTiH JaMbITaIbl. Ayauoska3danap MeH OciiHeMaTepuaiiap apKblIbl KEHITKEePIepIiH IMOIHSICHI
MEH iC-9pPEKETiH Ce31HY, OJapIbIH MiHE3-KYJIKBIH )KOHE 9PEKEeT MOTHBALIMSCHIH TYCIHY/I KEHIJIETE 1.
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Byt Tacin cTyneHTTepIiH MOTIHMEH KOIeJIIeM Il dKYMBIC jKacayblHa, IIbIFAPMAaHbIH KYPBUIBIM/BIK,
Ma3MYHJIBIK JKOHE JIEYMETTIK aCleKTUIepiH KEIIeH/ T TalIayblHa BIKIA €Te/Il.

CoHbBIMEH KaTap, MyJIbTUMEIUSIIBIK KYpajiap OKbITY YPAICIHIE CTYACHTTEPAIH 3epTTEYLITIK
JKOHE CBIHM Oilay KaOUIeTTepiH NaMBITYIbIH THIMAI 91ici 6osbin Tabputanbl. Onap mMaTepuabl
©3JIirHEeH 3epTTeM, TaJjall, CAIbICTBIPBIN, KOPBITHIHABI XKacay apKbUIbl €3 OUTIMIH XKyHeni Typae
KaJBITacThIpaZbl. Bupryannel mnatgopmanap MeH OHJIAWH TajKbulaylap CTYACHTTEPAIH
KOMMYHHUKATHBTIK >KOHE MPE3eHTALMSUIBIK JaFIbIapbIH KETIIAIpyre MYMKIHIIK Oepeni, oWTKeHi
oJIap ©3 OMJIAPBIH JIOJIENII TYP/IE KETKI3II, OpINTECTEPIMEH MIKip aMacabl.

Kopsita aiiTkanaa, MyJIbTUMEIUSUIBIK XKoHE HU(DPIBIK Kypanaapasl KOJIaHy Ka3zak Mpo3achklH
OKBITY YPIICIH/IE OKYIIBLIAPABIH OUTIMIH KOPHEKi, HHTEPAKTHUBTIK JKOHE KOIeJIIeMIl MEHIepyre
BIKIIAN €Te/i. byJT Tocinm OKBITY YPAICIH 3aMaHayH TajlanTapra cal THiMIi, KbI3BIKTHI )KOHE OeICeH/Il
eTe/ll, CTYACHTTEP/IH CBhIHHM, AHAIWTHKAJIBIK >KOHE 3EpTTEYIIUIK KaOUIeTTepiH KemeHAl Typhe
JTaMBITyFa MYMKIHZIK Oeperi.

Kazak mpo3achiH OKBITY YP/IICiHIE CBIHH OMJIayFa OaFbITTAIFAH 9JIICTEP CTYACHTTEPIiH MOTIH/II
TeK KaObUIayFa eMec, OHBI TEPEH TaJlIayFa, CATIBICTBIPYFa )KOHE 03 MIKIPiH JANIeN I TYPAE )KETKi3yTe
yipereni. OKpITYy YpaiciHme Oy omicTep CTYACHTTEPIl Op MNPO3aJbIK IIBIFApMaHbl OipHeIe
MHTEpIpEeTaus TYPFBICBIHAH KapacThIpyFa BIHTAJAHIBIPAJIbL, MOTIHIIK JIONENIep apKbUIbI
KOPBITBIHBLIAP KacayFa >KOHE JIOTMKAJBIK apryMEHTAIUSHbI 1aMbITyFa OarbITTalIFaH.

CeiHM oitayFa OaFbITTAlIFAH TOCUT OKBITY YPIICIHAE CTYACHTTEPHAIH aHAIUTUKAJIBIK
KabureTTepin keTiaaipeni, cededi omap MOTIHAETI HETi3ri uaesgap MEH KOCAJKbl MaFbIHAJIAPIbI
aHbIKTaN, e3apa OaimansicTapabl 3eprTeiai. COHBIMEH Karap, CTYACHTTep opOip MIbIFapMaHBIH
KOHTEKCTI MEH KeWiNKepjep MiHe3-KWIKbIH CaJbICTHIPBIN, CalbICTHIpMalbl Talfay >Xyprizyre
yiipeneni. byn omapapiH ceben-canmapiblk OaiiaHBICTapABl TYCIHY, OH KOPBITBIHIBLIAY KOHE
aKImapaTThl Xyielni TypAe eHaey KaOlleTTepiH HbIFalTaIbl.

OKpITy YpAICiHIE CBIHM OWjay oHiCTepi CTYACHTTEPAIH KOMMYHHUKATHBTIK JKOHE
MPEe3EHTAIMUIBIK JaFAbLIapbIH TaMBITyFa Ja bIKHanl eteni. CTyAeHTTep 63 KOPBITHIHABLIAPBIH TOII
QJIBIHAA HEMECE CHIHBINTAFbl TAJKbUIAyda JSJEIAl TYpAe YChIHA OTBIPHIN, ©3 OMJIApbIH KyHeni
KETKI3Y1 KOHE 9PTYPIi MIKIpIEPMEH JKYMBIC Kacay bl YUpEHE .

CoeiHE oWnayra OaFbpITTaJIFaH OMICTEp Ka3aK NPO3achlH OKBITY YPIICIHIE CTyIEHTTEpIiH
AQHAIUTUKAIBIK, 3€PTTEYLITIK OHE CHIHM OWjay KaOineTTepiH KemeHAl Typle OaMbITyFa
OarpITTaIFaH THIMA1 TUIAKTUKAIBIK Kypasl 00ibll TaObuia el bysl Tocin OKbITY YpAiciH OeiceH/l,
MHTEPAKTHBTIK JKOHE KOMeeM Il eTelll, CTYACHTTEPiH MIbFapMaIIbUIbIK JKOHE MHTEIIEKTYaJ/IbIK
JaMybIHA BIKIAJ €TEe/Il.

Ka3zak mnpo3achlH OKBITY YpIICIHAE MHTETPATUBTIK MKOHE MOJCHHETApalbIK SJIICTEpAiH
KOJJAHBUTYBl CTYACHTTEPIIH OKYy TOKIpUOECIH KeHEeWTIin, oaeOuerri Oacka MOHAEPMEH
OailimaHbICThIpa Tajjayra MyMKiHAIK Oepexi. bynm omictep OKBITY ypHiCiHAE MPO3aNbIK
HIbIFapMasap/pl TeK 9/1€0M KOHTEKCTIIEH IIEKTeMeH, oapAbl TApuXxu, GUIOCOPUSIIBIK, dJI€YMETTIK
’KOHE MOJICHU aCIIEKTLIep TYPFhICBIHAH KapacThIpyFa OarbITTaJIFaH.

WHTErpaTuBTIK TOCUT CTYICHTTEPAIH KOmeJeMAl oiay KaOUIeTiH JaMbITaibl. MbIcabl,
MPO3aJIbIK IIBIFApMaHbl TAPUXH KE3EHHIH QJIEYMETTIK JKaraibIMeH, GHI0COMUSIIBIK UACIapbIMEH
HEMeCe MOJCHHU epeKIICTIKTepiMEeH OalIaHbICThl TalAay CTYIASHTTEPre MOTIHI TEPEH >KOHE JKaH-
KAKTBI TYCIHyre MyMKiHAIK Oeperi. OKbITY YpaAiCiHIe CTYACHTTEep 9pOip LIbIFApMaHbIH KOFaMJBIK,
MOJICHH YKOHE WHTEJUICKTYaJJIBIK KOHTEKCTIH €CKEPIM, MOTIH/1 CAJIBICTBIPMAIIBI TYPJIC 3EPTTEH/IL.

CoHbIMEH KaTtap, MOJICHHETAPAJIBIK 9/1iCTEp CTYACHTTEPAIH KOMMYHHUKALMIIBIK JaFIblIapblH
nambITyFa bIKMan erefl. CTyaeHTTep opTypili MOJIEHM KOHTEKCTTEpHl KapacTblpa OTBIPHIIL,
oneOueTTiH kahaHIBIK XKOHE YJITTHIK ACMEKTUIEPIH CaNBICTBIPBIN, ©3 OMIApPBIH ISJENIl TYpIe
KETKI3yAl yHpeHemi. byn Tocin omapasliH CBHIHM Oilay, Tanmay >KoHE HWHTEpIpeTalus jkacay
KaOlIeTTepiH XKeTUipeai, CoHai-aK ofaeOueTKe JereH TepeH TYCIHIK NMEeH MOJICHU CayaTThUIBIKTHI
KaJIBINTACThIPAIbI.

KopsbiTa aiiTkanna, MHTETPATUBTIK KOHE MOJCHHETAPAJIBIK oJiCTEp Ka3aK MPO3aChIH OKBITY
YpAiCiHAE CTYACHTTEPIH KONOJIIEM I, CBIHU XOHE 3epPTTCYIIIIK Oilay KaOlIeTTepiH AaMbITyFa
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OaFpITTaIFaH TUIMI TUIAKTUKAIBIK Kypad Oousbin Tabbuiafbl. byn omictep OKBITY ypuhiciH Oai,
KOPHEKI )KOHE MHTEPAKTHUBTIK €Ty apKBUIBI CTYACHTTEPAiH IIBIFapMAIIBUTBIK )KOHE HHTEIUIEKTYaJTBIK
JaMybIHA BIKIIAJ eTell.

Kazak mpo3achkiH OKBITYJaFbl HHHOBAIMSUIBIK SMICTEP CTYICHTTEPAIH IIBIFAPMAIIbLIBIK, ChIHHA

KOHE 3epTTEyLIUNK KaOUIeTTepiH JaMbITyFa OarbITTasniFad. VHTEpakTHBTIK QICTEp, >KOOAJBIK
KYMBICTAp, MYJIbTUMEAMSIIBIK Kypayjiap >KOHE WHTEIPATUBTIK TOCUIAEP OKYy YpAicCiH OesceHi,
KOpHEKI koHe KemeumeMi ereni. OChl 9MiCTepAiH YisleciMi CTYACHTTIH TeK OJliM allylisl eMec,
OeJICeH Il 3epTTEYIlli, CHIHU OWIANTBIH JKOHE IIBIFAPMAIIBUIBIK KaOlJeTi JaMbIFaH TYJIFa PETIHJIE
KAJIBINITACYbIHA BIKIIAJ €TEIi.
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Abstract. The artistic and aesthetic value, the depth of the semantic content of literary works
can be comprehensively assessed by generalizing, revealing the folklore spirit, way of thinking that
permeates their content. The article draws upon the study of the enrichment from folklore and
mythological images, motifs and plots in the prose of the national writer Elchin, who is a prominent
representative of modern Azerbaijani literature, and the methods he uses to reflect the people life,
traditions. Mythical images and myths in the writer’s novels “Mahmud and Maryam” and “The White
Camel” are analyzed in a comparative form with the same images and motifs that are found in
different genres of folklore.

Key words: Elchin, prose, novel, folklore, mythical thinking, national and spiritual values

CEMAHTHUYECKHIA AHAJIN3 MUPOJIOTHUYECKUX OBPA30B 1 MOTUBOB B
ITPO3E 3JIbYNHA

Annomavusn. XyoodicecmgenHo-2Cmemuieckads YeHHOCMy, 21YOUHA CMBLCI0B020 COOEPHCAHUSA
JIUMEPAMYPHBIX NPOU3BEOCHULI MO2YM OblMb 8CECMOPOHHE OYeHeHbl NpUu 0600WeHUY, PACKPLIMUU
Gonvkroproco 0yxa, obpaza MwluLleHUs, KOMOPbIMU HPONUMAHO ux cooepicanue. B cmamve
NPUBTEKAIOMCS K U3YYEHUI0 0bo2cawyeHue om @oabKIoPHO-MUPOL02UYECKUX 00pa308, MOMUBOE U
CI0JiCemOo8 8 npo3se HapoOHO20 nucamens DNbUUHA, KOMOPbIU AGNAEMCA GUOHBIM Npeocmagumenem
COBPEMEHHOU  a3epOauiONCAHCKON TUMepamypol, Memoobl, KOMOPble OH UCNOIb3YEm C Yelbio
OMPAdCEHUs INUUECKOU HCUSHU, MPAOUYUL, NCUXOIOSULECKO20 COCMOAHUA Hapooa. Muguyeckue
obpa3zvl u mughvl 6 pomanax nucamens « Maxmyo u Mapvimy u « benviii 6epb1100» ananuzupyromes 8
CPABHUMENbHOU (hopme ¢ memu dHce 06pazamu u MOMUBAMU, KOMOpble GCMPEUaromcs 6 Pa3HblX
JAcanpax goavkiopa.

Knroueewie cnoea: dnvuun, nposa, pomat, horvkiop, muguieckoe mvluiienue, HAYUOHAIbHO-
OVX08HbLE UCHHOCMU

A prominent representative of modern Azerbaijani literature, People's writer Elchin has always
been connected to the spirit of the people in his work, turning to their customs, beliefs, in a word,
folklore. Because folklore is an example of all types of art. Folk literature is a true treasure of wisdom,
reflecting the life and labor experience gained by those who lived before us for centuries, as well as
their inner, spiritual world, and is a source of creativity for those who use it. Therefore, Elchin, who
is always inclined to study the ethnic life, customs, and psychological state of the people, always
takes a person's attachment to his lineage, origin, and homeland as the main criterion, and determines
the identity of the character and the nature of his character in terms of this criterion. High artistic
generalizations, high ideas, rich writer's imagination, and the artist's ability to convey the idea are
presented to the reader as a work of art with important qualities, using folk literature's imagery, motifs,
plots, and sources.

It should be noted that the writer's opportunities to use folklore-mythological images, motifs
and plots are diverse and at the same time original. In many cases, the use of folklore in Elchin's
works is superficial and subtextual. In some cases, traditional folklore plots, images and motifs are
used in a new way — reflecting all the national color, theme and beauty of content. His prose is also
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rich in terms of the development of mythological elements. To substantiate our opinion, we will
mainly refer to two works of the writer — “Mahmud and Maryam” (1982), written based on the motifs
of the epic “Asli and Kerem”, and the novel “The White Camel” (“Agh Deve”) (1984), which reflects
legends and folk memory, national self-awareness. Both folk beliefs and mythological images and
motifs are widely used in these works. Because even though examples of written literature, imbued
with true artistry, come from various sources, it is impossible to imagine their internal content outside
of mythical thinking. Then such a question arises: why does the writer benefit from myth? This
question was answered by prof. In the words of Kamran Aliyev, this can be answered as follows:
“One of the main reasons for the interest in myth in written literature is the writer’s interest in the
past. The writer expresses his attitude to modern life through mythical images and myth plots. The
writer seeks myth for the consolation of what he cannot see in modern life. Secondly, in the written
artistic example, turning to myth is also a means of presenting the thought of images and the
psychological world more vividly. falls into place. The energy coming from the myth gives new life
to the image created by the writer. Thirdly, the writer is always in search of an orderly and harmonious
system for a more perfect expression of the idea set before him, and in this search he is more closely
helped by the reconstruction of the cosmos in the myth” [2, p. 16]. From here it becomes clear that
the relationship between written literature and myth manifests itself in three forms. That is:

1) interest in myth overlaps with the writer's past interest;

2) the energy coming from myth paves the way for the perfection of the image;

3) the writer's idea is more effective when it is based on the harmony embodied in myth.

In general, in our contemporary prose, one traditional form of compositional organization of a
work is found, which is to distinguish between the hero, the situation, the idea, and the subject. The
hero is distinguished by a detailed description of his unusual appearance, unusual actions, and his
special role in the collective. In this way, even at the beginning of the text, the hero is distinguished
from other images. He is considered an unusual personality from birth. One of such unusual heroes
is Mahmud, the main character of the novel “Mahmud and Maryam”. He first amazes everyone with
his appearance, and then he stands out with his character. However, as a personality, Mahmud does
not correspond to his social status. Mahmud, who is known as a Muslim by his religious beliefs,
violates the rules of religion and falls in love with the Christian Maryam. Mahmud, who stands out
from the crowd, completely contradicts the hierarchical system of interpersonal relations that has
become established. Thus, he undoubtedly demonstrates a different system of thought that is not
universally accepted in society and promotes his philosophy based on human equality, love, and
justice.

Elchin in novel “Mahmud and Maryam”, showing loyalty to the text of the epic, he presented
Mahmud's unusualness based on the motif of a miraculous birth. However, unlike the epic “Asli and
Karam”, the novel created the image of Badheybat Lal (the image of Mute Monster). Naturally, the
creation of such an image, which is not in the text of the epic, is the result of the writer's
professionalism, and the writer did not include this image in the literary text as an accidental element.
The role of Badheybat Lal in the work, as a mythical character associated with the miraculous birth
of heroes in our epics and fairy tales, reveals the presence of a magic, a miracle in Mahmud's birth.

“Badheybet Lal had no hair on his face or head, no eyebrows or eyelashes, he was tall, his neck
was long, his back was hunchbacked, he looked like a camel and he had big eyes. He walked around
with a fox with a chain around his neck. This fox had a gift, it saw everything, it knew everything, it
said it was a cure for all the diseases of the world. The fox told its owner what it saw and knew only
when it was alone, and at that time the tongue of the Badheybet Lal would be opened, and the fox's
words would be conveyed to those who sought the fox's cure” [1, p. 246].

Russian folklorist Elena Levkiyevskaya, speaking about the relationship between the name of
a mythological character and its function, notes that the function of a mythological character plays a
leading role in its formation and existence in the mythological system. Such a view of the structure
of a mythological character makes it necessary to find a solution to the problem of how the image is
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called and the connection of this name with the functions of the character [6]. So, the strangeness in
the external appearance of the character of the Badheybet Lal also indicates the function he embodies.

In the novel, the writer entrusted the solution of a difficult case to a character like Badheybat
Lal. The solution to this difficult case — the problem of Ziyad Khan and Gamarbanu not having
children — could not be solved by the power of ordinary people living in society, even people who
were considered and elected like Ziyad Khan and Gamarbanu. Here, the help of an extraordinary
being is needed. Such help could come from Khizr or other mythical figures in folklore examples. It
is even interesting that Lal is given the ability to speak to solve the problem.

The main element that determines the hero's dream and its realization in the novel is the
mythological motif. That is, the mythological motif, entering into fairy tales and fulfilling whatever
function it performs, becomes the carrier of that function in the written literary example and enriches
the written example even more.

In the novel “Mahmud and Maryam”, epic poetry is presented in unity with the Turkish
mythopoetic system of thought. This work can be evaluated as a manifestation of epic poetry in
modern prose. In the novel, Elchin benefited from both elements of folk sufism and mythical images
and motifs. In other words, the writer's use of mythical thought in the novel becomes a means to
convey the thoughts and ideas he sets out to his readers in a better form.

In this novel, we also encounter the motif of sacrifice, which we encounter in “Asig Garib”,
“Abbas and Gulgaz”, “Gurbani”, “Tahir and Zohra” and many other love epics: “Two years earlier,
Gamarbanu had brought the famous Sayyid Abdulgasim from Ardabil to Ganja with a gold and asked
him for a cure. He asked for a cure to free his son from the spell of loneliness, gentleness, and
simplicity, to make him ride a horse like other young men, and to make him wield a sword. He kissed
the hands of this old Sayyid, whose hair, beard, and eyebrows had turned white, and stood in his
service like a slave.

Seyid Abdulgasim plucked a hair from his beard and handed it to Gamarbanu:

— Turn this over the child's head.

Gamarbanu herself took the hair from Seyid Agha, went to Mahmud's bedroom, turned it over
Mahmud's head, brought it back to the Agha.

The Agha burned this hair until it was half burnt and buried the rest under an apple tree. Then
he said to Gamarbanu:

— Winter will pass, spring will pass, summer will come. This tree will bear a pear. “When that
pear ripens, give it to Mahmud and he will eat it, and it will cure your pain!” [1, p. 263].

As can be seen, the sudden disappearance of Seyid Abdulqgasim, “with a white robe, white hair,
and white beard” reminiscent of Sufi dervishes in the novel, is reminiscent of the roles of the bright
old man, Khizr, and Hazrat Ali in the epics. Mahmud, who gains a new status after eating a pear
growing on an apple tree, is given a kind of buta. When Mahmud takes on a new status, like all heroes,
he moves away from his previous habits.

In fact, in Elchin's novel “Mahmud and Maryam”, the buta appears in the form of a pear growing
on an apple tree. Thus, in Elchin's work, the buta event is realized in a form closer to the folklore text
and folklore example.

The writer also often uses folk beliefs in his works. For example, in the novel “The White
Camel” there is such an expression: “The fire that smelled at night, this meant that the devil would
come to the house at night” [1, p. 110]. Among the beliefs of the Azerbaijani Turks, there is also such
a belief about the devil: supposedly when there is a fire, they say that the devil is taking the bride. Or
in another example, the writer gives such a belief from the words of Alakbar: “When I poured boiling
water from the bottom of the kettle on the ground to get fresh water from the tap in our yard, my
mother would shout: “— Don’t pour hot water on the ground! Spills will burn the evil spirit we will
make a mistake!” [1, p. 72].

As can be seen from this example, there has been a historical belief among the people that when
boiling water is poured on the ground, demons burn, so they harm people.
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In addition, the expression “may your luck be open!”, which has a mythological meaning, is
often found in the novel. In the story told by Balakerim, such greetings as “— Son, may your luck be
open!..”, “—Ya ugur!” are used [1, p. 131].

Thus, Ugur is the god of the road in the ancient Turkic mythological thought. According to this
thought, the mountain, the lake, and the water also have their own god. The owner of the road was
considered a mythical guardian spirit called Ugur. Regarding this concept related to mythological
beliefs, Mahmud Kashgari writes that even in those days, when the Oghuz wished each other a safe
journey, they would say: “May the road be successful”. This phrase was only said when going on a
journey, as if calling on the guardian of the road to help. It is for this reason that people who set out
on a journey are wished a “successful journey” [5, p. 153].

As can be seen from examples such as “May success be open”, the concept of “good luck™ itself
was later used in the same sense as the word “yol”, with which it always maintained its connection.
That is, “may the road be open”. Applause such as “may success be open” and “may success smile
on your face”, which were also given in Azerbaijani folklore anthologies, have retained their original
meaning even today. It should be noted that later, the place of the road protector Ughur was taken by
the mythical image of Khizr, which was more widespread among the peoples of the East.

The name of Khizr, mentioned in Turkish, Islamic and Middle Eastern beliefs, who according
to legends symbolizes the nature that drinks the water of life in the dark world and lives forever, and
who dies and is resurrected, is also mentioned in several places in the novel “Mahmud and Maryam”.
For example, “May the truth send you Khizr Ilyas” [1, p. 250], “Having lived for forty-six years
without light, Khizr would never be able to help Sofi again, and Sofi herself had to help herself” [1,
p. 368]. The writer has given the functions of this mythological image in a superficial way. In other
words, the thoughts “May the truth send you Khidr, the Ilyas”, “Khidr will never come to the aid of
Sofi again” are related to Khidr's saving function, his ability to come to the aid of people in need.

According to prof. Jalal Gasimov, “nature itself is the basis of man’s attitude to the world around
him. In other words, impulses coming directly from nature itself are transformed into fantastic images
in his mythological world model. However, despite all their fantastic form and content, it is clearly
known that these images embody nature in all cases” [3, p. 390]. Thus, the object of mythological
thought is directly nature itself, whether it be a mountain, stone, river, water, tree, etc.

Part of the beliefs widespread among the people is related to the worship of mountains, one of
the original natural beings worshipped by the Turks. In the novel “Mahmud and Maryam”, we come
across a belief related to the cult of mountains. In the work, the mountain spirit is called the Mountain
Wife. It should be noted that beliefs related to the female nature of the mountain spirit exist in the
folklore and mythology of many Turkic peoples. Belief in and admiration for the mountain, the
sacredness of the mountain, created in mythological thought its image connected with cosmogony,
that is, with creation.

In the novel we read: “Having said these words, Mahmud turned his horse’s head and galloped
away. He moved away from the Chaldiran plain, but it was as if Dagli Arvad had descended from the
mountains and arrived at the Chaldiran plain — Mahmud’s words echoed for a while with the voice of
acrow” [1, p. 324].

In Azerbaijani-Turkish folklore, there is an image of a mountain mother called “Alviz”. This is
a mountain spirit. According to legend, it is an invisible woman living in the mountains who gives
the echo. In this regard, folklorist Mirali Seyidov writes that “the fact that the name of the Caucasus
Mountains appears in Georgian sources of the 11th century in the form of Yalbuz // Albuz also proves
that Alviz was a mountain spirit” [4, p. 69].

As can be seen, Elchin, who is closely acquainted with the folklore of our people and their
mythological thinking, enriched this image by presenting it in his work.

In his work “The White Camel” (1984), the writer often uses expressions related to trees,
showing that they are conscious beings, that they can speak, laugh, and cry like humans.
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“I still remember the weeping of that mulberry tree” [1, p. 161], “A light breeze blew and that
light breeze stirred the newly sprouting young leaves of that willow, and it seemed to me that those
leaves were actually greeting me” [1, pp. 183-184], “My willow laughed” [1, p. 184], etc.

All these examples remind us of Uruz's conversation with a tree in the epic “Kitabi-Dede
Gorgud”. Thus, in the second part of the epic, “The Looting of Salur Gazan's House”, Uruz's
conversation with the tree tells us about the existence of the idea of imagining a tree as a living,
breathing being among the Oghuz Turks.

The writer's stories from the fairy tale series, published in 2011, are also extremely interesting
in this regard. Included in this series are “The Tale of the Old Oak”, “The Tale of the Condemned
Apricot Tree”, “The Tale of the Black Crow Who Wanted to Do Good”, “The Tale of the Cranberry
Tree Dissatisfied with Its Fate”, “The Tale of the Weeping Blackberry”, etc. The language of the
stories is simple, clear and effective, just like in our fairy tales. In these works, which are based on
fairy tale narration and have various animals and plants as their heroes, just like in our fairy tales and
fables, the writer touches upon many problems in a subtle way, makes the reader think, and expresses
his attitude to the events taking place today.

Thus, the semantic functionality of the mythical characters such as Khizr and the Mountain
Wife, and the mystical-Sufi dervish image of Seyid Abdulgasim in the novel “Mahmud and Maryam”
brings the novel closer to the mythological text. In the mythological element of the novel, Mahmud,
the main hero, appears as a complex image. His character reflects many-sided meanings, and he is
presented as a multifaceted tragic character at the end of the plot. The novel “The White Camel”
reflects legends and folk memory, national self-awareness. Here, the spiritual world of people, their
outlook on life are presented in such realistic and clear lines that these lines clearly reveal the author's
ideological goal.

Since Elchin is a writer who stems from folklore culture and the spirit of the people, the main
essence of his works, along with nationality and modernity, is also folk creativity. The analysis of
individual motifs and situations in the mentioned works of the writer shows that folklore elements,
together with historical facts and events, turn into artistic elements, carry a new ideological and
aesthetic load, acquire an additional essence. That is, the author, by giving space to the description of
folk psychology, gives the work a new spirit and makes it even more colorful.
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Abstract: This article examines the linguistic representation of inner conflict in English
psychological prose and analyses the stylistic and narrative techniques through which writers portray
the emotional and psychological struggles of literary characters. Psychological prose focuses on the
internal world of the individual, revealing thoughts, fears, contradictions, and emotional instability
through language. The study explores how lexical choice, inner monologue, stream of consciousness,
symbolism, and syntactic structures contribute to the depiction of psychological tension and
fragmented identity. Special attention is given to the works of nineteenth- and twentieth-century
English novelists whose texts demonstrate the complexity of human consciousness and emotional
experience. The article argues that linguistic devices in psychological prose function not only as
artistic elements but also as tools for representing the instability of the human mind and the conflict
between individual desire and social reality. In addition, the article investigates the relationship
between psychological narration and social context, showing how literature reflects the pressures of
morality, gender expectations, and cultural transformation.

Keywords: psychological prose, inner conflict, linguistic representation, stream of
consciousness, inner monologue, stylistic devices, consciousness.

Psychological prose occupies an important place in English literature because it concentrates
not on external events alone but on the internal experiences of individuals. Unlike traditional novels
that focus mainly on plot development and action, psychological prose explores emotions, memory,
moral uncertainty, and the hidden dimensions of consciousness. One of the central themes of
psychological literature is inner conflict, which reflects the tension between personal desire and social
expectations, between emotion and reason, or between reality and imagination. Writers use different
linguistic and stylistic devices to represent these psychological contradictions and to demonstrate the
complexity of the human mind.

The rise of psychological prose in English literature was closely connected with social,
philosophical, and intellectual changes in Europe during the nineteenth and twentieth centuries. The
development of psychology as a scientific field encouraged writers to pay more attention to emotions,
subconscious fears, and individual perception. Thinkers such as Sigmund Freud greatly influenced
literary representation by introducing theories about dreams, repression, memory, and unconscious
desire. As a result, literature gradually shifted from the description of external reality to the analysis
of internal emotional experience.

Psychological prose attempts to reproduce the natural processes of human thinking. Thoughts
are often presented as chaotic, contradictory, and emotionally unstable. Authors therefore reject
simple and logical narration and instead use fragmented structures, interruptions, repetitions, and
associative language. These techniques help create realistic representations of mental conflict and
emotional tension.

One of the most important linguistic devices in psychological prose is inner monologue. This
narrative technique allows readers to enter directly into the thoughts and feelings of a character. Inner
monologue creates intimacy between the character and the reader because emotions are represented
without external explanation. Through this method, readers observe hesitation, anxiety, guilt,
loneliness, and emotional instability in their most immediate form.
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The language of inner monologue is usually emotional and fragmented. Sentences may be
incomplete or repetitive, reflecting the unstable movement of thought. Questions often appear without
answers, symbolizing uncertainty and confusion. Such linguistic forms reproduce the natural
condition of the human mind, where thoughts rarely appear in perfectly organized structures.
Therefore, language becomes a direct reflection of psychological condition.

Another important technique used in psychological prose is stream of consciousness. This
method became especially influential in twentieth-century modernist literature. Stream of
consciousness attempts to represent the continuous flow of human thought, memory, and sensation.
Instead of presenting events in chronological order, writers move freely between past and present,
reality and imagination. The technique allows authors to demonstrate how human consciousness
operates through associations rather than logical sequence.

Virginia Woolf is one of the most important representatives of psychological prose and stream
of consciousness narration. In Mrs Dalloway, Woolf explores the inner lives of several characters
through shifting perspectives and flowing thoughts. The novel presents only a single day in London,
but through memory and reflection the narrative expands into an exploration of trauma, loneliness,
fear, and identity. Woolf combines external description with internal reflection so closely that the
boundary between objective reality and subjective perception almost disappears.

The character of Septimus Warren Smith in Mrs Dalloway represents severe psychological
conflict caused by war trauma and emotional isolation. His fragmented thoughts, hallucinations, and
emotional instability are expressed through broken syntax and associative language. Woolf uses these
linguistic structures to represent the disintegration of psychological stability. Through Septimus, the
novel also criticizes society’s inability to understand mental suffering.

In To the Lighthouse, Woolf again uses psychological narration to explore memory, time, and
emotional distance. The characters rarely express their deepest feelings directly; instead, emotions
appear through thoughts, silence, and symbolic imagery. Woolf demonstrates that language is not
only a tool of communication but also a reflection of hidden emotional states.

James Joyce also transformed psychological prose through experimental narrative techniques.
In Ulysses, Joyce represents the movement of consciousness through free association, fragmented
syntax, and symbolic language. The novel often abandons traditional grammatical structure in order
to imitate spontaneous thought. Joyce’s linguistic experimentation reveals confusion, anxiety, desire,
and psychological fragmentation. The reader experiences consciousness directly rather than through
authorial explanation.

The final section of Ulysses, Molly Bloom’s monologue, is one of the most famous examples
of stream of consciousness in English literature. The absence of punctuation and the continuous
movement of thought create the impression of unrestricted consciousness. Through this linguistic
form, Joyce represents emotional complexity and the instability of identity.

Psychological conflict also appears strongly in nineteenth-century English novels. Although
earlier Victorian fiction often maintained traditional narrative structures, many writers focused deeply
on emotional struggle and moral contradiction. Charlotte Bronté’s Jane Eyre is an important example.
Jane constantly struggles between passion and morality, independence and social expectation. Bronté
uses first-person narration to create emotional immediacy and psychological intimacy.

Jane’s inner conflict becomes especially visible in moments when she must choose between
personal happiness and moral principles. The language of the novel contains emotional exclamations,
rhetorical questions, and introspective reflection. These linguistic devices allow readers to experience
the heroine’s psychological struggle directly. Jane’s voice is intelligent, emotional, and self-aware,
which was unusual for female characters in early Victorian literature.

George Eliot’s Middlemarch also examines psychological complexity through detailed analysis
of motivation and emotional dissatisfaction. Eliot’s characters are intellectually and morally
conflicted individuals whose desires often collide with social limitations. Dorothea Brooke
experiences disappointment because her intellectual ambitions cannot be fully realized within
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traditional gender roles. Eliot uses reflective narration and philosophical commentary to reveal the
emotional depth of her characters.

The representation of inner conflict is also connected with symbolism. Psychological prose
frequently uses objects, landscapes, weather, and physical spaces as symbols of emotional condition.
Darkness may symbolize fear or repression, mirrors can represent divided identity, and empty spaces
often suggest loneliness or alienation. Symbolism externalizes invisible emotions and transforms
psychological states into visible literary images.

For example, in many psychological novels rain symbolizes sadness or emotional crisis, while
light may represent hope or self-discovery. Through such imagery, writers connect the external world
with the internal experiences of characters. Symbolism therefore strengthens the emotional
atmosphere of the text and deepens psychological meaning.

Syntactic structure also plays an important role in the linguistic representation of inner conflict.
Short interrupted sentences may reflect fear, panic, or anxiety, while long flowing sentences can
represent memory, reflection, or emotional immersion. Repetition of words emphasizes obsession or
unresolved tension. Pauses, ellipses, and unfinished thoughts reveal hesitation and uncertainty.

Dialogue in psychological prose is often indirect and emotionally ambiguous. Characters may
hide their real feelings, avoid direct communication, or express themselves through silence.
Misunderstanding becomes an important element of human relationships. In this way, psychological
prose demonstrates that communication is often incomplete and unstable.

The linguistic representation of inner conflict is particularly significant in relation to gender.
Female characters in nineteenth- and twentieth-century literature frequently experience tension
between individuality and social expectations. Women are expected to follow traditional roles
connected with marriage, domesticity, and obedience, while internally they may desire independence,
education, or personal freedom. This contradiction creates psychological conflict that writers express
through hesitation, fragmented narration, and emotional reflection.

Modernist literature expanded the possibilities of psychological narration even further. Writers
rejected objective narration and instead emphasized subjective experience. Time became non-linear,
narration became fragmented, and language became experimental. These literary innovations
reflected broader cultural changes, including the influence of psychoanalysis, urbanization, and
philosophical uncertainty.

Psychological prose also reflects existential questions about identity and meaning. Characters
often struggle to understand themselves and their place in society. Feelings of alienation, anxiety, and
emotional isolation become central themes. Literature therefore serves not only as artistic
representation but also as philosophical exploration of human existence.

Another important aspect of psychological prose is memory. Memories in such texts are rarely
stable or objective. Characters reconstruct the past emotionally, often mixing reality with imagination.
Writers use flashbacks, associative thinking, and shifting perspectives to demonstrate how memory
influences identity and emotional life. The past continues to shape the present, creating ongoing
psychological tension.

The reader also plays an important role in psychological prose. Because narration is often
fragmented and subjective, readers must actively interpret emotions, motivations, and meanings. This
interactive process increases emotional engagement and creates a deeper connection between
literature and human psychology.

In conclusion, the linguistic representation of inner conflict in English psychological prose
demonstrates the close relationship between language and consciousness. Through inner monologue,
stream of consciousness, symbolism, syntactic experimentation, and emotionally expressive
narration, writers reveal the complexity of human thought and emotional struggle. Psychological
prose transforms language into a powerful instrument for exploring fear, memory, desire, guilt, and
identity.

From the emotional realism of Charlotte Bronté to the modernist experimentation of Virginia
Woolf and James Joyce, English literature consistently demonstrates that inner conflict is one of the
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most important dimensions of human experience. Psychological prose not only reflects emotional
reality but also shapes the reader’s understanding of the human mind. The study of linguistic
techniques in psychological prose therefore remains essential for literary criticism, linguistics, and
the broader study of culture and consciousness.
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Abstract. The article examines the ways of rendering suspense, characterization and cultural
context in the translation of And Then There Were None by Agatha Christie. Literary translation of
detective fiction requires not only linguistic accuracy, but also preservation of the emotional tension,
psychological atmosphere and stylistic originality of the source text. The study focuses on the
comparative analysis of the original novel and its translated version in order to identify the main
translation methods and transformations used in reproducing suspense-producing elements,
character portrayal and culture-specific components. Particular attention is paid to the translation
of dialogues, psychologically marked passages, lexical and grammatical transformations, as well as
stylistic devices that shape the author’s individual style. The research also considers the difficulties
connected with rendering implicit meaning, emotional colouring and British cultural realia in the
target language. The analysis demonstrates that the use of such translation strategies as adaptation,
modulation, compensation, contextual substitution and descriptive translation contributes to
preserving the artistic effect and communicative value of the original text.

Keywords: literary translation, detective fiction, suspense, characterization, cultural context,
translation transformations, stylistic devices, adequacy, equivalence, artistic effect.

Tyiiin. byn maxanaoa Aeama Kpucmuoiy «And Then There Were Noney pomanuiHOG2bl
cacnetc, Keuinkepaepoi CUNAMMay JHcane MaOeHU KOHMeKCMI ayoapy maciioepi KapacmulpolLiaobl.
Jlemexmug dHcanpbinOazbl KOPKeM ayoapma MyNHYCKAHbIY MAZMYHbIH @AHA emeC, COHbIMEH Kamap
IMOYUOHANObIK WUENEHICMI, NCUXOLOSUAIBLIK aAMMOCHEPAHbL JCIHE AGMOPIbIK CMUNLOL 0]l
Jorcemkizy0i manan emeoi. 3epmmey 6aApblCblHOA MYNHYCKA MIMIH MeH OHblH ay0apMAaculHd
CANBICMBIPMATILL  MANOAY  JHCACANBIN, CACHEHCMI  KAIbINMACMbpAmvlH  Mildik  Kypaioapowl,
Kelinkepaepoiy couliey epeKueniKmepin HcoHe MaOeHU peanutiiepoi ayoapyoa Ke30ecemiH
KUbIHOBIKMAP AHbIKMANLObl. Ocipece, Keuinkepaepoiy NCUXONOSUSIbIK IHCALOAUBIH JHCeMKI3emiH
ouanoemap mMeH Kaumaiamaiapad, COHOAu-aK WobleapMaHvly KYpolibIMOblK He2i3iHe atinanzan « Ten
Little Soldiers» enenine epexwe nazap ayoapwinowvl. Tanoay Homudicecinoe detiimoey, KOMneHcayus,
MOOYIAYUs, CUNAMMAMANbl  aAy0apma JHcoHe KOHMEKCMIK —aimMacmulpy CUakmel —ayoapma
CMpamezusiiapbiibly MYNHYCKAHbIY KOPKEMOIK 2CepiH Cakmayod MAauul30bl pojl amKaApamblHbl
AHLIKMANObL.

Annomauyus. B OauHoil cmamve paccmampuearomcsi Ccnocobvl nepedavu  CcacneHcd,
Xapaxmepucmuku nepcoxaxicell u KyavmypHo2o konmekcma 6 pomare Aeamvi Kpucmu «And Then
There Were Noney. XyooscecmseeHHblil nepesod 0emeKmusHoU npo3vl mpeoyem He moJibKo MOYHOU
nepeoauu  Cooepicanuss  OpUSUHANd, HO U  COXPAHEHUSI OMOYUOHATbHO2O — HANPSIICEHUS,
NCUX0N02UHeCKOU ammocghepbl U asmopcko2o cmuisn npousgederusi. OCHO8HOe BHUMAHUE YOeleHO
CPABHUMENbHOMY AHAU3Y OPUSUHANLHO20 MeKCma U e20 nepesodd, 6 Xooe KOmopo2o Obliu
8bIAABIIEHbI MPYOHOCMU, CEA3AHHbIE C nepedayell 2NeMeHMO8 CACNEeHCd, peyesbix 0cobeHHocmell
nepconaxcetl u KyibmypHuix peanui. Ocoboe sHumanue 6bi10 YOeneHO OUANOSAM, NCUXOLOUYECKU
OKpauleHHbIM paemenmam, a maxdce cmuxomseopenuto «Ten Little Soldiers», xomopoe uepaem
BAICHYIO CMPYKMYPHYIO U CUMBOIUYECKYIO POJIb 8 POMAHE.
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Introduction. The translation of detective fiction is considered one of the most difficult areas
of literary translation, since it requires preservation of the author’s style, emotional tension and hidden
psychological details that influence the reader’s perception of the text. This issue becomes especially
important in the translation of And Then There Were None by Agatha Christie, which is regarded as
one of the most significant works of detective prose of the twentieth century. The novel is
distinguished by its atmosphere of suspense, gradual revelation of characters, psychologically marked
dialogues and numerous cultural elements reflecting British society of that period. Suspense in the
novel is created through lexical repetition, emotionally coloured descriptions, symbolic details and
carefully structured dialogues, all of which play an important role in developing intrigue and
maintaining tension throughout the narrative [1].

The rendering of suspense, characterization and cultural context in translation requires not only
linguistic precision, but also the ability to preserve the artistic and stylistic effect of the original text.
During the translation process, translators often face difficulties connected with non-equivalent
vocabulary, culture-specific realia, implicit meanings and stylistic peculiarities of detective discourse.
As a result, literal translation cannot always reproduce the communicative and emotional impact
intended by the author. In this regard, the translator’s task is to preserve the author’s individual style
and the atmosphere of mystery while ensuring clarity and naturalness in the target language [2].

Theoretical analysis. Detective fiction occupies a special place in literary studies and
translation theory because it combines artistic narration with psychological tension and logical
structure. Researchers of literary translation emphasize that detective prose requires a high degree of
accuracy, since every detail in the narrative may influence the development of intrigue and the
reader’s interpretation of events. Theoretical interest in detective fiction increased significantly in the
twentieth century, when scholars began to analyze not only the plot construction of detective novels,
but also the linguistic and stylistic devices used to create suspense and psychological pressure. [3].

Suspense, characterization and cultural context are considered the main components of
detective prose. Suspense is usually created through lexical repetition, emotionally coloured
vocabulary, pauses in narration, foreshadowing and psychologically tense dialogues. Characterization
is revealed through speech patterns, descriptions, behaviour and the interaction between characters,
allowing readers to understand their psychological condition and motives. Cultural context includes
realia, traditions, social norms and references connected with the historical and cultural background
of the source text. These elements perform not only an informative function, but also help create the
atmosphere and artistic authenticity of the novel [4].

A considerable contribution to the development of stylistics and translation theory was made
by scholars such as Vladimir Vinogradov, Ilya Galperin and Yuri Skrebnev. Vinogradov classified
stylistic devices according to their functional role and emphasized the importance of preserving the
artistic value of literary texts during translation. Galperin examined stylistic devices from lexical,
syntactic and phonetic perspectives and paid special attention to their influence on the structure and
expressiveness of the text. Their theoretical approaches remain significant for modern translation
studies, especially in the analysis of literary prose and detective fiction [5].

The prose of Agatha Christie is widely recognized for its unique narrative style, psychological
tension and carefully constructed intrigue. In And Then There Were None the atmosphere of fear and
uncertainty is created through concise narration, symbolic details, repetitive structures and
emotionally marked dialogues. In addition, the text contains culture-specific elements related to
British society, social behaviour and communication patterns of the period, which create additional
difficulties for translators. Such features make the novel an important object of literary and translation
analysis [6].

Experimental part. The practical part of the research was devoted to the analysis of translation
methods and techniques used in rendering suspense, characterization and cultural context in the
English-to-Russian translation of And Then There Were None by Agatha Christie. The main aim of
the practical analysis was to identify the ways translators preserve the atmosphere of tension,
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psychological depth of the characters and stylistic peculiarities of the original detective text. The
novel was selected as the research material because it is characterized by a complex narrative
structure, emotionally marked dialogues, implicit meanings and numerous suspense-producing
elements that play an important role in the reader’s perception of the story.

During the analysis, particular attention was paid to translation transformations and strategies
applied in the translated text. Among the most common methods were adaptation, compensation,
modulation, contextual substitution and descriptive translation. These techniques helped preserve the
emotional intensity and artistic effect of the original novel while ensuring natural and understandable
narration in the target language. Adaptation was especially important in rendering culture-specific
elements and social realities connected with British society of the period.

Special attention was given to the translation of suspense-producing elements, since suspense
is one of the central components of the novel. In the original text, suspense is created through
repetitive structures, emotionally coloured vocabulary, pauses in narration, short dialogues and
gradual revelation of information about the characters. One of the most significant symbols in the
novel is the children’s rhyme “Ten Little Soldiers”, which becomes the structural basis of the entire
plot and reflects the inevitability of the characters’ fate. The translation of this element presented
certain difficulties because the rhyme carries not only a literal meaning, but also psychological and
symbolic significance.

Results. During the comparative translation analysis of suspense, characterization and cultural
context in And Then There Were None, the main difficulties connected with rendering the stylistic
and psychological features of the original text were identified. The analysis demonstrated that one of
the central challenges was preserving suspense, since the atmosphere of tension in the novel is created
through concise narration, emotionally marked vocabulary, pauses, repetition and gradual disclosure
of information. In many cases, literal translation reduced the emotional intensity of the text, which
required the use of modulation, contextual substitution and compensation in order to preserve the
psychological effect intended by the author.

Another important issue concerned the translation of characterization and dialogues. The speech
of the characters in the novel reflects their emotional condition, social status and psychological
individuality. Therefore, translators had to carefully select lexical and grammatical equivalents to
preserve the unique speech patterns and hidden emotional nuances of each character. Particular
difficulties also appeared in translating culturally marked elements and British realia connected with
social behaviour and communication traditions of the period. In such cases, adaptation and descriptive
translation were applied to ensure understandable and natural perception in the target language while
maintaining the artistic meaning of the original text.

Conclusion. In conclusion, the research demonstrated that the translation of detective fiction
requires the use of various translation strategies and transformations aimed at preserving suspense,
characterization and cultural context. The analysis showed that methods such as adaptation,
compensation, modulation, descriptive translation and contextual substitution play an important role
in maintaining the stylistic originality and emotional atmosphere of the source text. It should also be
emphasized that successful literary translation depends not only on linguistic competence, but also
on the translator’s ability to understand psychological details, cultural realities and the author’s
individual style. Consequently, the conducted analysis confirmed that an adequate translation of
detective prose is achieved through the balanced combination of semantic accuracy, stylistic
equivalence and preservation of the artistic effect of the original work.
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Annotation: In this paper, the key methods for using satire to represent social life through
English theatre from the late 19th and 20th early twentieth centuries were analyzed with particular
attention given to plays highlighting the play by George Bernard Shaw. By analyzing Major Barbara,
Pygmalion, Arms and the Man, Mrs Warren's Profession, Candida, and Heartbreak House, the paper
reveals how Shaw used such techniques as irony, paradox, and the inversion of the expected in his
plays to reveal the hypocrisy of bourgeois society, confront the stereotypes related to gender, destroy
the romantic idea of war, and reveal the inherent contradictions of a stratified society. Special
emphasis is placed on how Shaw used the concept of language to show the power of the English
bourgeois society over the others. Thus, the paper demonstrates that the Satire by Shaw does not only
focus on criticizing personal defects and traits but also reflects the social system as a whole. This
criticism is based in the essence of Shavian dramas themselves.

Keywords: George Bernard Shaw, satirical drama, English literature, social criticism, class
society.

Literary satire is one of the most complex and long-lasting tools used by artists to examine and
comment on real-life society. For many centuries, writers have used irony, unusual and surprising
images, and surprising statements to show the problems in how society is set up, reveal when people
are not being honest, and show that change is needed. The English literary tradition has a lot of great
examples of satire: writers like Jonathan Swift and Henry Fielding, as well as Charles Dickens and
Oscar Wilde have all shown a strong interest in pointing out the difference between what people say
they believe in and how they really act, between public honesty and personal greed. The start of the
19th and 20th centuries was a really good time for the growth of satirical plays. During this time, a
totally new kind of play started appearing on the English stage not just something to watch for fun,
but a serious discussion about important social issues like inequality in wealth, the role of women,
ethics in war, and the false morals of the middle class. The playwrights of that time turned the theater
stage into a platform where they sharply criticized Victorian and Edwardian society.

The main person representing this trend was George Bernard Shaw born in Ireland, a Fabian
socialist by belief, and a reformer by nature. His plays stand out because they mix humor with serious
criticism in a special way. The sharp and clever conversations hide a deep unhappiness with how
things are right now. At the same time, the characters come from all different social backgrounds and
show real examples of the problems in society.

This article looks at the main ways satire was used to show how society worked in English
plays from that time, with a focus on topics like how classes treated each other, what roles men and
women were expected to play, the morals of the middle class, and the role of the military. The analysis
will be based on Shaw's plays, taking into account the wider literary and cultural environment of that
timeAmong the artistic devices employed by English satirical dramatists, paradox occupies a special
place. Unlike direct insults, paradox works in a roundabout way: it gives the audience a statement
that goes against what people usually think, and then shows that this statement actually reveals
something very deep and true about how the world works. Shaw used paradoxical thinking in a way

0 “MexayHapoJHBIA HAyYHO-UCCIefoBaTenbcKui 1eHTp “Endless Light in Science”


https://doi.org/10.5281/zenodo.20365087

Impact Factor: SJIF 2023 - 5.95 ®UJ0JIOTUYECKUE HAYKU
2024 - 5.99 PHYLOLOGICAL SCIENCES

that achieved true perfection, which became a key part of his creative process. Major Barbara (1905)
is especially helpful in understanding this point. The heroine believes she is fighting poverty based
on strong moral beliefs, but she is shocked to learn that her good deeds are funded by her father,
Andrew Undershaft, who is a very rich man who makes weapons. The paradox here operates on
multiple levels: on the one hand, the very figure conventionally regarded as the embodiment of social
evil is the one who feeds those conventionally regarded as its victims; on the other, the virtuous
daughter proves far more dependent on money than the cynical father. Shaw neither condemns nor
exonerates either character he simply constructs the situation so that the audience is compelled to
reconsider familiar moral categories.

An analogous logic runs through Pygmalion (1913). Professor Higgins undertakes to transform
a cockney flower girl, Eliza Doolittle, into a society lady and succeeds so thoroughly that his creation
surpasses many genuine members of the upper class in manners and refinement. The play calls into
question the very nature of class membership: if aristocratic bearing is nothing more than an acquired
set of habits, what constitutes its genuine foundation? The paradox functions as a satirical instrument,
demolishing the illusion that the supposed superiority of one social stratum over another is in any
way innate. Paradox in the satirical drama of the turn of the century thus serves not merely as a
stylistic ornament but as an instrument of intellectual provocation. It compels the spectator to reflect
on what had previously seemed self-evident, and for this reason proves more effective than any direct
accusation.English Victorian society was characterised by a strict class hierarchy that affected all
aspects of life, from language standards to selecting a spouse. The satirical drama from the late
nineteenth to early twentieth centuries critically revealed the workings of this hierarchy, highlighting
its artificial nature and unfairness

The theme of class occupies a central place even in Shaw's earliest plays. In Widowers' Houses
(1892) the first of his Unpleasant Plays a young gentleman is horrified to discover that his own
fortune, which he had considered untainted, ultimately derives from the exploitation of slum tenants.
The play insists that in a capitalist society there is no such thing as clean money: any prosperity is
connected, however indirectly, with someone else's destitution. This is not merely an exposé of
individual wrongdoers it is a systemic critique, premised on the contention that vice is built into the
very structure of social relations.Of particular interest is the way Shaw portrays class mobility. In
Pygmalion, Eliza's father, Alfred Doolittle, a dustman, unexpectedly finds himself a wealthy man and
this wealth makes him miserable. He formerly belonged to the 'undeserving poor', guided by an
uncomplicated philosophy of immediate pleasure; now he is obliged to submit to the norms of
bourgeois morality, which he does not himself share. Shaw's irony here is twofold: wealth turns out
to be not liberation but a trap, while the 'lower class' displays a kind of authenticity inaccessible to
the hypocritical 'upper' orders.Shaw's satire on class society never reduces to the romanticisation of
the poor or the demonisation of the rich. His gaze is sober and ruthless: he demonstrates that the class
system deforms all its participants both those at its apex and those struggling at its base. This is
precisely what makes his critique so persuasive: it does not appeal to sentimentality but to reason.

One of the central objects of satirical reflection in the drama of the turn of the century was the
position of women in bourgeois society. Victorian culture imposed a strictly defined role upon women
that of the angel of the domestic hearth, a being without independent ambitions or interests,
subordinate first to a father, then to a husband. Satirically inclined dramatists questioned this role,
creating images of women who were intelligent, strong-willed, and resolute thereby exposing the
absurdity of the social constraints imposed upon the 'weaker sex'.

In this respect, Candida (1894) is of exceptional importance. The eponymous heroine appears,
on the surface, to embody the type of the model Victorian wife devoted, caring, living for her family.
However, Shaw constructs a situation in which Candida demonstrates far greater psychological
maturity and practical wisdom than either of the two men competing for her affection. Her final choice
to remain with the more 'weak', needy husband overturns conventional expectations: it is not she who
requires protection, but he who requires hers. In this way Shaw inverts an established gender
stereotype.
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Mrs Warren's Profession (1893) attacks the hypocrisy of society with even greater directness.
Mrs Warren runs brothels and justifies her occupation with perfectly coherent logic: a woman without
education or capital in a harsh capitalist world simply had no other means of escaping destitution.
Her daughter Vivie, educated at Cambridge, rejects her mother but Shaw makes it unmistakably clear
that the moral indictment of Mrs Warren ought to be directed first and foremost against the society
that created the conditions under which her choice became a rational one.

The image of the 'new woman' in the drama of this period is not merely a feminist manifesto
but an instrument of broader social criticism. By showing the compromises to which intelligent and
strong women are forced to submit in a world governed by masculine prejudice, the authors exposed
the deep irrationality of a 'civilised' society that claimed to be guided by reason and progress.

The theme of war occupies a special place in the satirical drama of the turn of the century. The
official culture of Victorian and Edwardian England was suffused with a cult of military valour: the
image of the heroic soldier sacrificing himself for the sake of Nation and Empire occupied a central
position in mass literature, painting, and rhetoric. Satirically minded dramatists subjected this image
to merciless reinterpretation.

This tendency finds its most vivid expression in Shaw's Arms and the Man (1894). The action
is set during the Serbo-Bulgarian War of 1885, but the actual geography is merely a convention the
play is directed against the romantic myth of war as such. Captain Bluntschli, a Swiss mercenary,
flees from battle and hides in the bedroom of a Bulgarian young lady, Raina; he carries chocolate in
his cartridge box instead of ammunition a practical professional rather than a romantic hero. His
appearance shatters Raina's illusions, which have been nurtured by bookish notions of war and
chivalry. Shaw opposes not cowardice to bravery, but romantic falsehood to sober truth. In Major
Barbara, the theme of militarism acquires an even sharper dimension. Andrew Undershaft a man who
has amassed his fortune through the manufacture of weapons reflects on his trade without the slightest
hypocrisy: he does not shelter behind patriotic slogans but states plainly that he deals in death because
it is profitable and because it is ultimately weapons that govern the world. Paradoxically, his cynicism
proves more honest than the pious indignation of those who benefit from the arms industry while
pretending to have no connection with it.

It is noteworthy that the satire on militarism in these plays precedes the First World War and
for this reason sounds all the more prophetic. Shaw perceived and ridiculed the mechanisms that
within a few years would lead to catastrophe, when romantic illusions about heroic warfare would
shatter against the reality of the trench. In this sense, his satire transcends its specific historical
situation and acquires universal significance.

Perhaps the most consistently targeted object of satirical critique in English drama of the turn
of the century is bourgeois morality that system of norms and values which the middle class
proclaimed universal and inviolable, while in practice it served primarily to protect property interests
and social prestige. Hypocrisy as a structural element of bourgeois society is examined by Shaw in
numerous plays. In Androcles and the Lion (1912), the Christian martyrs are portrayed as very
different people with very different motives among them genuine faith, vanity, and sheer
stubbornness alike. The play calls into question the very concept of religious virtue, demonstrating
that outward piety and inner honesty are far from identical.

In Heartbreak House (1919) a play written during the First World War Shaw paints a portrait
of the English educated class on the eve of catastrophe. The characters assembled at Captain
Shotover's country house are intelligent, articulate, and full of pretensions to culture and refinement
yet utterly incapable of real action. Their conversations about love, the meaning of life, and the
organisation of the world are merely a handsome facade behind which lies spiritual bankruptcy. Shaw
employs the Chekhovian device of 'inaction' but where Chekhov offered lyrical melancholy, Shaw
offers satirical indignation. Shaw's critique of bourgeois morality is neither anarchic nor nihilistic. He
does not deny morality as such he insists that genuine ethical commitment is incompatible with
hypocrisy and self-deception. His satire performs, in essence, a therapeutic function: it seeks to
dismantle false representations so that something authentic may arise in their place.An indispensable
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component of the satirical strategy in Shaw's drama and that of his contemporaries is attention to
language as an instrument of social power. Speech mannerisms, pronunciation, vocabulary all of these
in a class-bound society served as markers of belonging to one social stratum or another, as passports
into 'polite society' or, conversely, as walls separating the 'lower' from the 'higher' orders.Pygmalion
is built entirely around this theme. Professor Higgins a phonetician and speech specialist is convinced
that by altering Eliza's pronunciation he will alter her social status. And he is proved right but only
partially. Eliza does indeed pass in fashionable society as 'one of their own', yet this does not make
her happy: she finds herself between two worlds, belonging to neither. Shaw demonstrates that
language is not only a means of communication but also an instrument of inclusion and exclusion,
and that mastering the 'correct' speech does not eliminate class barriers but merely displaces them.

The rhetoric of power is also examined by Shaw in the context of political demagoguery. In
The Apple Cart (1929), he portrays politicians who manipulate public discourse with consummate
skill, while real decisions are made somewhere entirely different. The gap between rhetoric and
reality, between word and deed, is a constant theme of Shavian satire, exposing the way language can
serve not to illuminate but to obscure the truth.In the broader context, this attention to language
resonates with the general sense, widespread in the literature of the fin de siecle, of a crisis of
representation the sense that established words and concepts no longer adequately describe reality but
merely reproduce illusions convenient for the dominant class. Satire in this sense performs the
function of linguistic exposure: it demonstrates that 'behind the words' lies a quite different truth.The
satirical drama of the turn of the nineteenth and twentieth centuries constitutes one of the most
significant phenomena in the history of English literature. By transforming the theatrical stage from
a place of entertainment into a space for intellectual and moral provocation, its practitioners called
into question the fundamental values and assumptions of their time class hierarchy, gender roles, the
cult of military heroism, and the hypocrisy of bourgeois morality.

George Bernard Shaw played the leading role in this movement. His artistic method paradox,
irony, the subversion of expectations, intellectual dialogue proved an exceptionally effective
instrument of critique. Shaw never confined himself to exposing individual vices or characters: his
target was always a systemic fault, one embedded in the very mechanisms of social organisation. It
is precisely this quality that gives his plays their universal dimension, by virtue of which they have
not lost their relevance to this day. Satire, as the study of this period demonstrates, is not merely a
literary device it is a distinctive way of seeing and comprehending reality. Where apologetics
perceives order and harmony, satire perceives contradiction and hypocrisy; where official rhetoric
speaks of progress and prosperity, satire asks: progress for whom? It is precisely this capacity for
asking uncomfortable questions that makes the satirical tradition an indispensable element of the
cultural life of any society that aspires to self-awareness. The legacy of Shaw and his contemporaries
proved extraordinarily fertile: their devices and themes were taken up by subsequent generations of
dramatists from Brecht to Osborne, from Beckett to Stoppard. The satirical dimension that they
introduced into European drama became an integral component of twentieth-century theatre a theatre
that understood itself not as a mirror of life but as its critical tribunal.
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Jane Eyre first published in 1847 constitutes a significant landmark in Victorian literature and
demonstrates the capacity of narrative fiction to transcend its historical and cultural context. The
novel follows the developmental trajectory of its protagonist from an orphaned and socially
marginalised child to a self-determined and morally reflective adult, whose formation is shaped by
sustained adversity, ethical testing, and progressive self-realisation.

In relation to the theme of moral irony and the critique of social values, the novel is
characterised by a persistent revelation of the discrepancy between external respectability and internal
moral integrity. Characters who occupy socially privileged or ostensibly morally authoritative
positions are frequently depicted as embodying hypocrisy, emotional deficiency, or ethical
inconsistency whereas Jane despite her subordinate social status is constructed as a figure of moral
autonomy, integrity, and self-respect. This inversion of expected moral hierarchies generates a
sustained sense of moral irony, which functions as a critical mechanism for interrogating Victorian
assumptions concerning class structure, gender norms, and institutional authority.

The novel is further distinguished by its use of first-person retrospective narration, which
enables direct access to the protagonist’s cognitive and moral processes. Through this narrative
perspective, the reader is positioned to observe Jane’s continuous negotiation between socially
imposed expectations and individual ethical convictions, particularly with regard to notions of justice,
dignity, and emotional authenticity. This narrative strategy intensifies the critique of dominant social
values by foregrounding the tension between external normative systems and subjective moral truth.

Moral development of the protagonist is structured through a sequence of formative stages,
including her early experiences of deprivation and marginalisation at Gateshead, her disciplinary and
moral education at Lowood, her service at Thornfield, and her subsequent moral crisis and period of
exile. Each stage functions as a site in which different manifestations of social inequality and ethical
contradiction are exposed and problematised, thereby reinforcing the novel’s broader critique of
Victorian socio-moral order. Ultimately, the resolution of Jane’s relationship with Edward Rochester
signifies not merely personal reconciliation but also the affirmation of ethical independence over
socially constructed constraints.

The study further develops its critique of social values through the representation of moral and
religious hypocrisy, particularly in characters who use religious authority or moral superiority as a
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justification for control, judgment, or emotional repression. Charlotte Bronté exposes how such
figures often appear virtuous on the surface, yet their actions contradict the principles they claim to
uphold. This contrast deepens the moral irony of the narrative and reinforces the idea that true
morality is based on inner integrity and compassion rather than rigid social or religious rules.

Moral irony in Jane Eyre is realised through a sustained and carefully constructed opposition
between outward social appearance and underlying moral reality. The narrative consistently
interrogates and destabilises the assumption that social respectability, education, or institutional
authority is necessarily indicative of ethical superiority or genuine moral worth. Instead, it reveals
that individuals who are positioned within society as morally, intellectually, or socially authoritative
figures often fail to embody the principles they are presumed to represent.

In many instances, such characters are shown to rely on external markers of status and
reputation while simultaneously demonstrating hypocrisy, emotional rigidity, or ethical inconsistency
in their behaviour and decision-making. This contrast exposes the limitations of socially constructed
moral frameworks and highlights the gap between appearance and essence. As a result, the novel
creates a critical space in which conventional Victorian ideals of class, authority, and morality are
questioned and re-evaluated through ironic reversal.

Jane despite her socially marginalised position as an orphan and dependent, is consistently
presented as a figure of strong moral integrity, defined by honesty, self-respect, and a firmly
developed sense of justice. Throughout the narrative, her behaviour is directed by inner ethical
conviction rather than external pressure, social expectation, or institutional control. She repeatedly
acts according to conscience even when such choices bring personal difficulty or social disadvantage.

This contrast between Jane’s moral autonomy and the values represented by dominant social
structures produces a clear sense of moral irony. The novel reverses conventional Victorian
assumptions by questioning the link between class position, authority, and moral worth, thereby
exposing the instability of socially constructed ethical hierarchies.

By means of this narrative strategy Charlotte Bronté highlights the fragility of socially
determined moral judgments and reinforces the idea that genuine morality is grounded in inner
principles, individual conscience, and ethical independence rather than external status or institutional
authority.

Despite the extensive body of literary criticism devoted to Jane Eyre there remains a significant
gap in systematic theory driven studies of moral irony and moral integrity within the novel. In
particular the connection between Jane’s moral development and the critique of Victorian social
values has not been sufficiently examined through an integrated approach that combines ethical
psychological and linguistic perspectives.

Although it has successfully discussed Jane’s agency resilience and resistance to oppression it
rarely combines close textual analysis with an interpretation of dialogue emotional expression and
identity formation. As a result, the complexity of moral irony in the novel remains partially
unexplored. This is especially evident in the way the text contrasts social appearance with inner moral
truth and uses this contrast to question accepted norms of class gender and authority.

This gap reveals a central research problem. It concerns how Jane Eyre’s internal motivations
emotional responses beliefs and actions form a coherent moral identity and how this identity functions
within the novel’s broader critique of social hypocrisy and inequality. This study therefore aims to
address this issue through a structured qualitative analysis of Jane’s moral integrity and to show how
moral irony operates as a key device for challenging Victorian social values.

Life in nineteenth-century Britain was largely structured by a rigid system of social class, within
which individuals were typically expected to remain in the status into which they were born. In Jane
Eyre Jane occupies an intermediate social position, both as an orphan at Gateshead and later as a
governess at Thornfield. This liminal status allows her to move between different social groups and
to interact with individuals across the social spectrum, ranging from domestic servants to members
of the aristocracy. Through this social mobility Charlotte Bronté constructs a broad social panorama
in which the foundations and consequences of class divisions are critically examined.
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Class distinctions are shown to generate significant obstacles, particularly in Jane’s relationship
with Rochester. The disparity in their social positions becomes a central source of tension, requiring
Jane to challenge entrenched prejudices regarding her status and to assert recognition of her personal
qualities rather than her social rank. In this way, the novel suggests that individual moral and personal
virtues are more reliable indicators of character than inherited class position.

At the same time, the narrative does not advocate the complete rejection of all social and moral
boundaries. Jane’s decision to refuse becoming Rochester’s mistress, despite his constrained marital
circumstances, reflects her awareness of ethical and social consequences. She recognises that her
sense of identity is partially shaped by societal perception and chooses not to sacrifice her moral and
social integrity, even in the context of personal affection.

Jane Eyre presents an unconventional portrayal of social class through contrast, irony, and
characterisation, functioning as a critique of Victorian class hierarchy. The novel employs
juxtaposition to expose the rigidity of social divisions and to question the assumption that class
position reflects moral value. Through reflective narration and evaluative language Jane’s voice
consistently highlights the artificial nature of social boundaries and challenges their legitimacy.

A key technique used in the novel is irony, particularly moral and situational irony, which
reveals the contradiction between appearance and reality. Characters associated with authority and
respectability are often characterised through language that implies moral rigidity or hypocrisy, while
lower status characters are frequently associated with sincerity and emotional authenticity. This
contrast reinforces the idea that moral worth is independent of social position.

The novel also uses characterisation and descriptive detail to construct class differences.
Language describing wealth and privilege often carries connotations of artificiality or excess, while
descriptions of poorer characters tend to emphasise honesty and simplicity. This linguistic opposition
reinforces the critique of class inequality by shaping reader perception through contrast.

Symbolic and evaluative language further strengthens this critique by exposing how social
stereotypes influence judgement. Physical and behavioural descriptions often carry implicit social
meanings that reflect Victorian assumptions about morality and class identity.

Through these language techniques Charlotte Bronté constructs Jane as a morally reflective
narrator whose perspective undermines social hierarchy. The narrative ultimately challenges the
ideological link between class and moral worth and suggests that true value lies in integrity rather
than social status.

In Jane Eyre moral irony is clearly expressed through situations where socially respected figures
behave in unjust or hypocritical ways, while Jane’s morally driven decisions contradict social
expectations yet prove ethically justified.

A notable illustration of this is the representation of authority figures at Lowood, where those
who claim to promote discipline and moral education are themselves responsible for cruelty, neglect,
and emotional harm. This creates irony as moral authority is shown to lack genuine morality in
practice. The contrast between the institution’s stated values and its actual conditions exposes the gap
between public ideals and private behaviour. The language used to describe punishment and
deprivation reinforces this contradiction by presenting suffering as normalised within a system that
claims to be ethical.

Furthermore, the suffering of the pupils reveals how institutional power is justified through
moral discourse while simultaneously producing injustice. This strengthens the ironic effect because
the very environment that is meant to cultivate virtue becomes a space of moral violation. Through
this depiction Charlotte Bronté critiques not only individual behaviour but also the broader social
system that allows such contradictions to exist under the guise of moral authority.

Anaphora is employed in Jane Eyre as a significant stylistic device to emphasise Jane’s
persistent desire for freedom and moral autonomy which directly contributes to the novel’s
exploration of moral irony and the critique of social values. The repetition of the word “liberty”
intensifies the thematic focus on personal independence and highlights Jane’s rejection of social and
gender constraints. This linguistic repetition underscores the conflict between individual aspiration
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and restrictive Victorian norms reinforcing the idea that true moral strength is connected to inner
freedom rather than external control.

Similarly, anaphora is used to foreground Jane’s developing moral assertiveness and her refusal
to accept unjust treatment. The repetition of “I will never” reflects the firmness of her moral
judgement and the emergence of her ethical independence. This moment marks a turning point in
which Jane’s sense of justice overrides fear and submission demonstrating her growing resistance to
authority that lacks moral legitimacy.

Across these instances Charlotte Bronté integrates stylistic repetition with character
development to reinforce moral irony. Jane’s assertive language contrasts sharply with the oppressive
social environment she inhabits revealing that moral authority does not belong to those in power but
to those who act in accordance with conscience and integrity.

Another significant instance appears in Jane’s relationship with Rochester. Social convention
expects her to accept a position of inferiority due to differences in class wealth and social status.
However, her decision to leave Thornfield when her moral principles are threatened demonstrates a
strong commitment to ethical integrity rather than emotional dependence or weakness. Although this
choice directly contradicts both social expectations and personal desire it is ultimately validated
within the narrative as morally justified. This situation highlights the tension between individual
conscience and socially imposed norms and reinforces the novel’s broader critique of Victorian moral
standards.

Moral irony is also evident in the contrast between appearance and reality within the institution
of marriage and the concept of social respectability. Characters who initially appear socially
appropriate respectable or morally acceptable are often later revealed to lack emotional sincerity
ethical consistency or genuine moral depth.

In conclusion moral irony in Jane Eyre functions as a central narrative and critical device for
exposing contradictions within Victorian social values. Through the sustained opposition between
appearance and reality the novel demonstrates that social authority and respectability do not
necessarily correspond to genuine moral worth. Charlotte Bronté employs this technique to
interrogate established hierarchies of class gender and institutional power.

The analysis indicates that characters occupying privileged positions are frequently represented
as morally deficient while Jane despite her social marginalisation embodies integrity independence
and ethical clarity. This inversion reinforces the novel’s critique of social inequality and highlights
the instability of socially constructed moral judgments. The novel also demonstrates that moral
growth is achieved through continuous confrontation with injustice which strengthens the
protagonist’s ethical independence. It further suggests that true social reform begins with the
recognition of individual moral value beyond class-based distinctions. The narrative further suggests
that moral development is closely linked to self-awareness personal suffering and reflective
experience which shape Jane’s ability to distinguish between external expectations and internal
conviction. In addition, the use of first- person narration intensifies this moral framework by allowing
direct access to ethical reflection and emotional reasoning. Ultimately the novel encourages a critical
reassessment of dominant social norms and affirms the primacy of personal integrity moral
consistency and individual conscience over inherited social position.
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that served as a support of the study are Edwars Said’s Orientalism, Stephen Arata’s concept of
reverse colonization and Max Nordau’s book “Degeneration”, that talks about decay of western
civilizations. The article presents the Dracula as a figure of cultural and national anxiety and
symbolizes Eastern Europe as something primitive and threatening the civilized society of England.
The analysis of the book shows the narrative form of the novel, its gender roles and the union of
British western men which tries to take over the threatening east, thus, reinforcing xenophobia.
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Dracula was written by Irish writer Bram Stoker and published in 1897. It is considered one of
the most influential Gothic works in English literature. The novel is well-known for its gothic horror
elements such as vampires, battle between good and evil and supernatural powers and events, but it
also implied social and political fears of The Victorian era. One of the main and crucial of these fears
is the anxiety about foreigners and their influence on society, which is called xenophobia in a
scientific way.

The foreign “other” in Dracula is expressed by the Count Dracula who lives in Eastern Europe
in Transylvania and travels to London to spread his influence. Judging from the perspective of
Victorian society, Dracula was not just a monster, but a foreigner who threated to corrupt English
society. Even though the novel positions itself as a horror story, it can be easily read as a novel
describing cultural and imperial fears and anxieties about immigration, race and national identity.

In order to have a better understanding of xenophobia in Dracula, it is important to know the
historical context of the time when Dracula was written. In the 90th years of the 19th century Britain
was filled with anxieties. Colonial wars in Africa and Asia were proving costly and, at times
humiliating. Domestic social problems like poverty, crime, disease and overcrowding in major cities
were worsening. The great British Empire began to slowly decrease in her powerfulness leading to
concern about the degeneration of the British nation. The concept of degeneration was deeply
influential in the 1880s and 1890s. Shaped by evolutional theory of Charles Darwin, degeneration
theory claimed that just as species could evolve upward toward greater complexity, they could also
devolve or regress downward toward more primitive states. Applied to human beings, this idea
produced enormous anxiety.

According to Max Nordau and his book “Degeneration”, modernity was causing physical and
moral decay in Western regions, especially British empire [1]. Meanwhile immigration in England
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was upswinging and immigrants such as Jews, Russians and Poles started to fill in the Empire. The
anxiety about immigrations was spreading so fast that Parliament of the United Kingdom in 1905
presented a law called Aliens Act that was aimed to control the immigration. The vampire fiction,
especially of the 19th century, as Jules Zanger argues, often hides contemporary anxiety about
immigration of the Jews, who comes from East and influences the society in negative way. [2]

The parallels between Dracula and anti-Semitic tropes are striking and have been noted by
numerous scholars. Dracula is obsessed with blood, he is associated with financial affairs, operates
in secret and exploits the trust of his hosts. The novel also presented the growing anxiety of Britain’s
invasion by the foreign “other”. The 1890s saw a wave of “invasion literature” in Britain, in which
novels and stories imagined foreign powers successfully invading and conquering Britain. The most
famous example is H. G. Wells’s The War of the Worlds, published in 1898, a year after Draula, in
which invaders from Mars lay waste to the English countryside. Dracula belongs to this broader
cultural moment, but displaces the fear of invasion onto a supernatural, racially coded figure from the
semi-oriental East.

Stephen D. Arata in her essay “The occidental Tourist: Dracula and the anxiety of reverse
colonization” claims that “Dracula” shows fears of reverse colonization, which means that all the
people and nations which Britain was dominating and colonizing, one day will return the favor and
colonize Britain. In Dracula we can see the exact fear become the realty where the colonized
oppresses the colonizer. [3]

From the beginning of the novel, Bram Stoker pays a lot of attention to describing the difference
in racial appearance of Count Dracula. The narration starts with Jonathan Harker’s diary entry where
he describes his journey to Transylvania where he admires the beauty of the nation. However, with
time passing he sees threats in the people who live there, and everything from customs to landscapes
becomes alien. When he meets Dracula, Jonathan starts to describe his physique and looks,
emphasizing his foreignness. He describes his face as “strong with high bridge of the thin nose...his
eyebrows were very massive with bushy hair that seemed to curl in its own profusion...” [4]

Such description refers to the common stereotype of appearance that is typical for the East
European nation. Dracula’s big nose, heavy eyebrows and pale skin mark him as a figure of something
strange and other. In nineteenth century literature, it was common to depict racial anxiety through the
hideous, almost monster-like appearance, using it as a symbol of inferiority. Dracula’s racial
otherness is not fixed in a single category. Many scholars have identified him with different racial
groups such as Eastern European, Jews, Romani people or a generalized image of Orientals. Dracula
1s not simply a representation of certain racial group like Jews or Oriental, he is all of this threatening
types at once. He is a full weight of Victorian xenophobia in a single body.

Dracula’s country of origin, Transylvania, is portrayed as a primitive and uncivilized world,
full of peasants. Jonathan describes it as wild and superstitious, where citizens always cross
themselves and give Jonathan garlic and crucifixes to prevent vampires’ attacks. In accordance with
Edward Said and his “Orientalism”, such stereotypes where East is irrational and threatening are
created to contrast the progressive West and make it seem more civilized and dominant. [5]

The strongest example of xenophobia in Bram Stoker’s Dracula is the Count’s planned and
purposeful journey to London, England. Dracula is presented as an active, intelligent and cunning
agent who intends to buy property in England and thoroughly calculated his invasion. When Dracula
tells Jonathan “I long to go through the crowded streets of your mighty London, to be the midst of
the whirl and rush of humanity” he is expressing the colonial desire. He wants to be in the center of
England and spread his authority there. [4]

Another important moment that represents xenophobia in the novel is when Dracula arrives to
England on the ship Demeter after a trip where the entire crew gets killed. This scene shows that the
East brings death and disease to the civilization. Anne Mcwhir notes that Dracula spreads his
vampirism through contagion, like bites and interaction with blood. It serves as a metaphor of
infection, which was also one of the main fears of British society of that time, such as syphilis,
tuberculosis and cholera. [6]
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The foreign “other” in Dracula has a strong connection to fears about female sexuality and
gender roles, because Dracula’s main victims are women: Lucy Westenra and Mina Harker. He
attacks them in an intimate, almost sexual way, and it leads us to another Victorian fear, which is the
corruption of white women by foreigners. Lucy Westenra’s metamorphosis into a vampire is shown
as a downfall of her ideal femininity. At first, she was described as an ideal woman, gentle, beautiful
and passive. But when she becomes a vampire, she is described as predatory, sexual and “other”. Van
Helsing and his group of men are horrified by her and destroy her violently, not to safe her, but return
gender and national order.

Mina Harker is a complete opposite to Lucy, she is an ideal woman, rational, loyal and
disciplined. She even served as a mediator between Dracula and the men who were hunting him. Her
half vampirization created a link between her and Dracula and the men seize the opportunity to
destroy the monster. She is a perfect example of a woman who sacrifices herself for the men’s benefit.

The contrast between the vampire women of Transylvania and the English women in the novel
is also significant. The three vampire women in Castle Dracula or as they called: Dracula’s “brides”
are described in explicitly sexual and dangerous terms not matching English prototypes of how
women should look and behave. They are beautiful and yet deadly, seductive and predatory. They
represent the unrestrained female sexuality of the East in contrast to control domestic English
womanhood.

The xenophobic elements in Dracula can be observed through the male characters of the novel.
All the men are white and racially the same despite different nations, they are English, American and
Dutch, but all are white, Christian and male. Their collective hostility against Dracula can be an
allegory for the Western civilization defense versus non-western threatening foreign. However, Van
Helsing is a Dutch professor and a foreigner himself, but his identity does not regarded as threatening,
because his values interconnect with British ones.

The last important feature of xenophobia in Dracula is the way the novel uses language and
literacy as markers of civilization. The novel is written using the epistolary narrative, which means
that it is structures as a gathering of diaries, letters, newspapers, phonograph recordings and they all
are written by English characters and is considered the only authoritative voice of narration.

Dracula himself is very intelligent and educated, but he does not have a voice in the novel. We
never read any documentation written by him. He exists only because he was described by someone
who presents Dracula from the xenophobic point of view and systematically points out his non-human
qualities and strangeness. The narrative exclusion is itself a form of violence: the foreign “other” is
denied the right to tell his own story, to explain his perspective or to oppose the version of events
presented by his enemies. As many scholars state, the novel Dracula is deeply connected with modern
technologies like typewriters and phonographs, which are used by the privileged white European
people, while Count Dracula does not have access to it and uses ancient powers. This comparison of
modern West and ancient East emphasizes novel’s xenophobic features.

Van Helsing’s voice in the novel is another aspect of the novel’s ideology. As a Dutch speaker
of English, he speaks with German accent and uses idioms borrowed from the German language. Van
Helsing is also a representation of the foreign “other”, but he is not shown as threat to English society,
on the contrary he is treated with respect and admiration. He is considered charming, rather than
threatening, because he is a hero and serves for the good of England. He does not have traits of
invasion like Dracula does, that’s why he is considered safe.

Jonathan Harker’s early founding of the Transylvanian nation and customs are considered as
ethnographic descriptions, where Jonathan explores an exotic and inferior culture. Mary Louise Pratt
in her “Imperial eyes: travel writing and transculturation” claims that such travel writing was never
neutral and that it was managed within a colonial power which made everyone think that the West
superior and gave it the right to observe the observed. [7]

The novel’s focus on documentation and evidence is connected to Victorian concern with truth,
knowledge and rationality. The heroes collect their documents into Van Helsing’s memorandum,
which is a collective record of Dracula’s presence. This act of making a document is fundamentally
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Western activity, which is rational, systematic and oriented toward legal and scientific standards of
evidence. It acts as a huge contrast to the oral tradition of East European folklore. Even though the
Eastern Europeans were right in their superstitions about vampires, the novel reframes this knowledge
in favor of English superiority.

In conclusion, Bram Stoker’s Dracula is a rich novel whose horror elements are inseparable
from Victorian England’s politics. The novel constructs its central threat, Count Dracula, as a figure
of racial and cultural “otherness”, whose invasion of England encodes a wide range of Victorian
anxieties: about immigration, decline of British Empire, boundaries between East and Weast, gender
roles and female sexuality.

Through an analysis of Dracula’s appearance and race, the location of Transylvania, the
narrative and its resonance with reverse colonization, the intersection with xenophobia with gender
politics, and politics of language, it was shown that the novel’s xenophobia is not accidental or
shallow, but structural and organized. It shapes the plot, the characters, the narrative style, and the
ideology of the story. The defeat of Dracula is not a simple conquer of a monster, it is reinforcement
of white, western, Christian civilization over the threatening forces of racial and cultural difference.

Understanding the historical and ideological depth of Dracula’s xenophobia makes it a richer
and more significant text. It allows us to see how literature participates in the construction of cultural
anxieties and how narratives about monsters are often also narratives about real human fears and
conflicts.

Reading Dracula today, in a world still marked by xenophobia, nativism and anxiety about
immigration, is a reminder of how deeply literature can reflect and shape the prejudices of its time
and how significant it is to read these texts critically, with attention to who and how are they
represented and whose perspective is taken for granted as the only authority. The foreign “other” of
Dracula is not simply a fictional vampire, he is the product of a specific cultural moment and
understanding him helps us understand both Victorian Britain and the persistence of xenophobic
cognition that is still present in the modern world.
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A3BIKOBOE OBPA30BAHUE KAK ®AKTOP JIMYHOI'O 1
IMPOP®PECCHUOHAJIBHOI'O PA3ZBUTUA CTYJAEHTOB

ABJINPI'ABUEBA AWUT'YJIb BYJIEKBAEBHA
Crapuuit npenoaBaresib Kageapsl S36IKOB, MArucTp T'YMaHUTAPHBIX HAYK, 3anagHo-
Kazaxcranckuii MeuIIMHCKUI yHUBepcuTeT uMeHu Mapata OcnianoBa, ropoa Akrooe, Kazaxcran

KEJIMAT'AMBETOBA I'AYXAP CAPBIGAEBHA
[IpenogaBatenb kagenpsl S36IKOB, MArUCTP (PHIIOIOTHYECKUX HAYK, 3armaiHo-
Kazaxcranckuii MeUIIMHCKUI yHUBepcuTeT uMeHu Mapata OcnianoBa, ropoa Akrooe, Kazaxcran

TATAHOBA JIAPUCA TYJIEHOBHA
[IpenogaBaTenb kKadenpsl A3bIKOB, MArUCTP PYCCKOIO sA3bIKa, 3anaaHo-Ka3zaxcranckuii
MEIMLMHCKUM yHUBEepcUTeT MMeHn Mapara OcnanoBa, ropoa Akro0e, Kazaxcran

Annomauusn. B oannoii cmamee paccmampusaomes 0CoOeHHOCmU 00yUeHUst PYCCKOMY S3bIK)
8 MEeOUYUHCKOM 8Y3e, (YOPMUPOBAHUL KOMMYHUKAMUBHOU KOMNEMeHYUU CmMyOeHmo8 Ha 3aHAMUSIX
PYCCKO20 513bIKA Hepe3 NPUMEHEHUEe UHHOBAYUOHHLIX Memo0os. Aemopvl Npusoosim npumepvl
UCNONb3068AHUSL MAKUX NPUEMOS, KAK CUHKBEUH, OUaMAHmd, OHEGHUK OBOUHOU 3anucu, Ouonosmad,
uHcepm, A6MOPCKULl CMYl, KOmopbvle AGIAIOMCA Haubonee IPDeKmusHoiMU 6 A3bIKOBOM
00pazosanuu.

Knwoueevie cnosa: ssvikosoe o0bpasosanue, Kpumuueckoe MbvlulleHue, mMeopyecKull
NOMEHYUAl, UHHOBAUUOHHbIE MEMOObL.

Juctunnuna «Pycckuil sS3pIK» B METUIIMHCKOM By3€ MMEET CBOM OCOOEHHOCTH, MOCKOJIBKY
A3BIK, KOTOPOMY MBI YUUM, HE SIBJISI€TCS Ul HAIIUX CTYAEHTOB OCHOBHBIM CPEJICTBOM OOILEHUS U
MO3HAHUS, @ TAKXKE HE ABJISAETCS MPOYUILHBIM MPEIMETOM JIJIs Oy IyIIuX MeIUKoB. IMEHHO mo3Tomy
MBI, IPEIN01aBATEIH A3bIKOBBIX JUCLIUILINH, CTPEMUMCS IEPEAATH HE TOJIBKO CYMMY 3HAHUH O SA3BIKE,
HO U (opMHpPOBaTH KOMMYHUKATHBHYIO KOMIIETEHIIMIO CTyZE€HTAa. TOJBKO TOrJAa MBI MOXEM
peanu3oBaTh OCHOBHYIO 11€7Ib O0YYEHHsI — BOCIIUTATH TOJEPAHTHBIX MOJUKYJIBTYPHBIX U YCIICIITHBIX
JIUYHOCTEH.

[IpumMeHeHre COBPEMEHHBIX MHHOBAIIMOHHBIX TEXHOJIOTHH B MPOLIECCE SA3BIKOBOTO O0YUYCHHS
CIOCOOCTBYET Ppa3BUTHIO TBOPYECKOW CaMOCTOSITENBHOCTH U (OPMHUPOBAHUIO  A3BIKOBOM
KoMmmeTeHIMu oOyuatonmxcsi. Tak, omHa U3 >(PQEKTUBHBIX TEXHOJOTMH, NPEAOCTABISAIONICH
BO3MOYXHOCTh MPOBOJIUTH OPUTHHATIBHBIE IPUEMBI U METO/IbI paOOTHI Ha 3aHATUSIX PYCCKOTO SI3bIKA -
TexHojorus «Pa3BuTHe KpuTHueckoro MplnuieHHus yepe3 yteHue u nucbmo» (PKMUII). OcHoBy
texHosioruu «PKMUID» cocTtaBisroT crpaTeruu, 00be TMHSIONTUE PUEMBI YIeOHOM paboThI 10 BCEM
BUJAM JEATEIbHOCTH - TOBOPEHUS, YTeHUs, MUchbMa, ciymanus. CymectByet 6onee 90 crpareruii
JAaHHOW TEXHOJIOTMM, MBI XK€ HamOojee 4acTO NMPUMEHSEM Ha 3aHATHSIX TaKue CTpaTernu, Kak
CUHKBEIH, IMaMaHTa, KJIacTep, THCBHUK JBOWHOW 3amucH, Tabauma-cuaTe3, mopTdhoino, Ouomnoima,
MeToA 6 musrn, KyOusm, mHcepT, 3XY, Kop3uHa uaeit u apyrue. J[aHHBIC CTpATETHH SBIISIOTCS
HanboJiee ONTUMAIBHBIMHE [Tl U3yUEHHsI HAIIETO TPeaAMETa.

OctanoBuMcs 6oiee MOAPOOHO HA HEKOTOPBIX U3 HUX.

Crparerus «brnomnosmay odeHnp 3(h(hekTuBHA B Havaje y4eOHOro rojia cpeu CTyAeHToB 1 Kypca
B IEJISIX a/IaNTalliy CTYJCHTOB K HOBOMY A3Taly >KM3HM U K HOBOW 00pa3oBaTeIbHON, COLUATBLHON
cpene. CTpykTypy OHMOIOSMBI MOKHO MEHSTH B 3aBUCIMOCTH OT CHTyanuu. HampumMep, Ha mepBoM
3aHSITUHU JJ1s1 3HAKOMCTBA CTYIEHTOB JIPYT C IPYTOM U MPETNOoaBaTeNeM MbI UCIIOIB30BAJIH ATOT IJIaH:

1. Ums
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2. Tpu npunararenbHbIX, ONUCHIBAIOIIUX BaC
3. Tpwu cymecTBUTEIBHBIX-3MUTETA, XapaKTEPUIYIONTUX BAIll CTATyC (HAPUMED, «CHIH/I0YbY,
«CTYACHTY», «OYIAYyLIUI Bpau»)
4. Tpu Bey, KOTOPHIE BBI TIOOUTE
Tpu 4yBCcTBa WM SMOIIMH, KOTOPBIE BBl HCTIBITHIBAETE (FIIM UCTIHITHIBAIIH )
Tpu cTpaxa, KOTOpbIE Y Bac €CThb
Yo BBl XOTUTE (YBUAETD, C/I€TATh, UCIIBITATD)
Bame kpeno

Sl N

Hazno cka3atp, 4To mpemnojaBaTesib MOKET CaM MEHSATh BONpPOCHl «bromosmer», HO nyuile,
YTOOBI ATUM 3aHUMAJIHMCh CaMU CTYJEHTHI. Tak jke OHM COCTaBJIAIOT OMOMO3MBI U APYT HA Jpyra, U
Ha repoeB npousBeneHui. TakuM oOpa3oM, OHU pa3BUBAIOT MBIIIIEHHE 1 BooOpaxxeHue. [To oTBeTam
«bronosMBD» MOKHO CYJIUTh O YPOBHE UX Pa3BUTHA. B OCHOBHOM, CTYJIEHTHI-MEIUKH TOKA3bIBAIOT
JI0OCTaTOYHO BBICOKHH S3bIKOBOM ypoBeHb. OHAKO Cpelld OTBETOB BCTPEUAIOTCS U TaKHUe, KOTOPhIE
CBHUJIETEJILCTBYIOT O HEyMEHHH 0000m1aTh, cucteMatu3npoBaTh (pakTtel. C TakUMH CTyIACHTaMHU
cienyer mpoBecTu crpaternio «CHUHKBeWH» win «BepHble W HeBepHblE yTBepkIaeHUs». OHU
ABIISIIOTCSL JIETKUMHU, U B TO ke BpeMs 3(dexkTuBHbIME criocobamu IJIsl aHaium3a, CHHTE3a U
00001eHus nHpopmaiuu. Bot, k mpumepy, oOpasel] - COCTaBICHHBIH CTyI€HTOM CUHKBEHH:

. epau

. KOMNemeHmHbllU, ONbIMHbLU

. passueaemcs, yuumcs, ieq4um
. 8pay ieyum u cio80oM

. Jlekapw

Bonee cnoxHoii anbrepHaTBoi « CHHKBEHHY» MOKET OBITh UCIIONIb30BaH MeTO «/IuamanTa)
- CTUXOTBOpHAas hopMa U3 CEMH CTPOK:

1 1 7 CTPOYKH - CYIIECTBUTEIbHBIE AHTOHUMBIL;

2 - Ba mpMIIaraTeIbHBIX K IEPBOMY CYIIECTBUTEILHOMY

3 - Tpu rHaroja K nepBoMy CyIIECTBUTEILHOMY;

4 - 1Ba CIIOBOCOYETAHHUS C CYLIECTBUTEIbHBIMH;

5 - Tpu riarona Ko BTOpOMY CYIIECTBUTEILHOMY;

6 - 1Ba MpularaTeJbHbIX KO BTOPOMY CYIIIECTBUTEILHOMY.

B kauecTBe mpuMepa npuBEJEM COCTaBICHHYIO CTYJCHTKOM 1 Kypca TuamMaHTy:
300po6ve

@usuueckoe, ncuxuiecxkoe

YeHumcsl, yKpenjisiemcs, yayduiaem

HpascmeenHoe 300posve, 0YX08HOe 300P08be

mepsiemcs, yxyouiaemcs, 2youm

HAC1e0CMEeHHAas, CMepMelbHAas

. bonesHb

OnauM U3 3QPEKTUBHBIX U JTFOOMMBIX HAMH TPUEMOB SIBIISIETCSI CTpaTerus «/{HeBHUK ABOMHOM
3amMcu», KOTopas JaeT BO3MOXKHOCTb CTYyAEHTaM TECHO CBA3aTh COJEp)KaHUE TEKCTa CO CBOUM
JUYHBIM OMBITOM. OCOOEHHO MOJIe3€H JaHHBIA MPUEM MPU U3YyYECHHH HEOOIBLIMX TEKCTOB: IS
BBISIBJICHHSI OCHOBHOM MBICJIH, /17151 BBIPAYKEHUSI COTJIacHs C HEKOTOPBIMU (DaKTaMH HIH %e, Ha000poT,
OCIIapUBaHUsl.

Bot ogun npumep - 3anuch cryaeHTta 1 Kypea nmocie uyreHus: cruxorpopenus H. 3aboiorkoro
«HekpacuBas 1eBOUKay:

U AN W N~

NS LA W~

Dpazmenm uz mexcma Kommenmapuui
Cocyo ona, 6 komopom nycmoma, A oymaro, umo kpacoma eHewiHsis, KOMOPYIO
Hnu ocons, mepyarowuii 6 cocyoe? onuYyemeopsem nycmoti cocyo, max dce becnonesud, a

uno2oa u 2ybumenvna. B omnuuue om npocmozo
2NIUHAHO20 COCYO0a, ONUYEMBOPAIOUIe20 BHYMPEHHee
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cooepaicanue. OH 6ce20a NOae3eH, HYJiceH, obecneyum
cuacmoe, bnazononyuue. B ocuznu dvieaem, 4umo aoou
He NOHUMArm 3mo2o u oonyckarom owuoxu. Ho
camoe nyduiee, Ymoodwvl 6HYMPEHHSL KPACOmMa U
BHEWHssL COOMBEMCMB08aANU U 2apMoHuposanu. Mol
OO0JIIHCHBL K SMOMY CIPEMUmMbCsl.

JlaHHbIE OTBETHI HATJISITHO JAEMOHCTPUPYIOT, YTO Takas paboTa CHOCOOCTBYET pPa3BUTHIO
MBICITUTENBHON J1eATeIbHOCTU CTYACHTOB. OHHM MPUYYaIOTCs CaMOCTOSITENIbHO HAOM01aTh, TyMaTh
00 OTIeNbHBIX (haKTax, IBICHUSIX, COOBITHUAX, KOMMEHTHUPOBAThH M BEICKA3BIBATH CBOIO TOUKY 3PCHHUS.

B pamkax nanHoi TexHonoruu pa3zpaboTaHa eille OJHa cTpaTerusi, Haubosiee MHTEpecHas U
4acTO HaMM MpUMEHseMast, 0COOEHHO B CTapIIMX Kjaccax — «ABTOpPCKHM cTym». CTyIeHT caauTcs
Ha CTYJI JIMIIOM K ayJAUTOPHH M YUTAET CBOIO paboTy (dcce, KOMMEHTapui, coobmienue, ctuxu). Co
CTOPOHBI CITyIIaTeNie KOMMEHTapuM HE MNPUHUMAIOTCA. Takum oO0pa3oM, CTYIEHTHI Yy4aTcs
MyOJIUYHOMY BBICTYIUICHUIO, OPUTMHAIBHON MMOJaye CBOEH paldOThl, YBEPEHHOMY BBICTYILICHUIO
niepen ayautopueit. [locie HECKOJIBKUX yCTIEITHBIX MMPOBEACHUHN 3TOT0 METO/1a HAaMHU ObLIO 3aMEUEHO
YBEJIMYEHUE JKENAIOIIUX BBICTYNATh C TBOPUYECKHMMH BUIaMH MUCBMEHHBIX pabor. Tak, Obuin
MONBITKH COYMHHUTH CKa3KH, FOMOPHUCTUYECKHE pPACCKa3bl, U JaKe€ CTHXOTBOpeHHs. Hampumep,
n3yuyeHue JieKkcnueckoil Tembl «KylbTypa Ka3axckoro Hapoja» BJOXHOBUJIO CTyJeHTa | Kypca Ha
CTUXOTBOPEHUE COOCTBEHHOTO COUNHEHUS:

Mexipe

OnnHa Tpaauius €CTh Y MOETO Hapoja -

[Hexipe - 3HATh HCTOPUIO POJIA.

CeMb IOKOJICHUH — CBSIICHHBIM HaIl 3aKOH,

XpaHUTh UX MaMSATh C JaJIbHUX BCEX BPEMEH.

S cwIH OTIIA, Ka3aXCKOTO OaThIpa,

S1 BHyK MOUX J1€]10B, UX UMEHA.

XpaHUM B cepIaX U MYy3bIKE TOMOPBHI.

51 cBA3b BpEMEH OTHBIHE HaBCET/1a.

[Ilexipe BUCUT B IOYETHOM MECTE — TP,

He npocTo Beib UMEH ClTy4ailHBIX BEpEHUIIA.

HcTopus Haponaa, UCTOPHS ISCTYP -

Moei KynbTyphl BasKHAsi 4aCTULIA.

Crpareruto «Bepute 1 BBI...» Mbl YaCTO UCIOJB3YEM MPU U3YUYEHUU >KU3HH U TBOPUYECTBA
YYEHBIX-MEJNKOB, TTOITOB U mucaTeneil. CHavana uuer JeMoHcTparus ¢ororpaduii, TOpTpeTOB
W3BECTHBIX JIO/IeH, MHpopManus o Ouorpaduu U KUIHEACSATEIBHOCTH, a 3aTeM NpeajararoTcs
yrBepxacHus. [1om00HBIE METOIBI SBISIOTCS JIYYIIUM CHOCOOOM 3allOMHHAHHUS W OCO3HAHUS
MaTtepuana.

TakuM o0Opa3oM, MOXHO CHelaTh BBIBOJ, YTO TPUMEHEHHWE HWHHOBAIMOHHBIX METOJIOB
MO3BOJIIET TPEMOAABATENI0 HANpaBisATh CTYJEHTOB, HE IOJNydyaTh TOTOBbIE 3HAHHUA, a
CaMOCTOSITEJIbHO MCKaTh, aHAJIM3UPOBATh, TBOPUECKU MBICIUTh. MOXKHO CMEJIO YTBEpP>KIaTh, 4TO
Takhe 3aJaHusl pa3BUBAIOT KOMMYHUKATUBHYIO KOMIIETEHTHOCTH, TIIOBBIIIAIOT aKTUBHOCTD
CTYJICHTOB, UX HMHTEpPEC K MPEIMETy, Pa3BUBAET JIOTUYECKOE U KPUTHUUYECKOE MBILIUICHUE, IaeT
BO3MOXXHOCTb 33JI€IICTBOBATh BCEX CTYACHTOB, AK€ CAMBIX CIA0bIX.
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Annotation: This article examines the transformation of narrative description in psychological
fiction during the late nineteenth century, tracing the shift from external, socially-oriented
representation toward interiorised modes of rendering consciousness. Drawing on narratological
theory, literary history, and close textual analysis, the study investigates how authors such as Henry
James, George Eliot, Fyodor Dostoevsky, Gustave Flaubert, and Charlotte Perkins Gilman
reconfigured descriptive practice to prioritise subjective perception over objective reality. The article
argues that late nineteenth-century psychological fiction did not merely add psychological content to
existing narrative forms but fundamentally transformed the function of description itself,
repositioning it as a vehicle for rendering the fluid, associative, and often irrational movements of
individual consciousness. Special attention is given to the emergence of free indirect discourse, the
dissolution of omniscient authority, and the use of spatial description as an externalisation of
psychological breakdown, particularly as exemplified in Gilman's "The Yellow Wallpaper.".

Keywords: Psychological fiction, narrative description, consciousness, interiority, literary
realism.

The late nineteenth century witnessed a profound transformation in the relationship between
narrative form and psychological representation. As the certainties of mid-Victorian realism gave
way to increasingly sophisticated explorations of subjective experience, the function of descriptive
language in fiction underwent fundamental reconfiguration. Description ceased to operate primarily
as a means of establishing verisimilar external worlds and became instead an instrument for rendering
the elusive, often contradictory movements of individual consciousness. This evolution marked not
simply a thematic shift toward psychological subject matter, but a deeper structural alteration in how
narrative itself could represent human interiority [1].

The intellectual context for this transformation was multifaceted and deeply interconnected.
The emergence of empirical psychology as a distinct scientific discipline, particularly through the
work of William James and his contemporaries, challenged longstanding assumptions about the unity
and transparency of consciousness. James's formulation of consciousness as a "stream" rather than a
chain of discrete ideas, articulated in his Principles of Psychology (1890), provided both a metaphor
and a methodological provocation for literary experimentation. Simultaneously, philosophical
investigations into the nature of perception, notably the phenomenology of Edmund Husserl and the
psychological aesthetics of Theodor Lipps, suggested that the act of observation was never passive
but always constructive and interpretative. These intellectual developments converged with literary
practice to produce a descriptive revolution in which the representation of external reality became
inseparable from the rendering of the consciousness that perceives it [6].

The decline of omniscient narration represented one of the most significant developments in
late nineteenth-century psychological fiction. Where earlier realist novels had relied upon
authoritative narratorial commentary to explain character motivation and moral significance, the
psychological turn demanded a withdrawal of such external judgement. Henry James theorised this
shift extensively in his critical prefaces, arguing for the superiority of restricted centres of
consciousness through which all narrative material must be filtered [4].
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The result was a descriptive practice no longer anchored in objective social reality but refracted
through the limitations, biases, and perceptual idiosyncrasies of individual minds. James's own
fiction, particularly The Portrait of a Lady, demonstrates how descriptive passages become
inseparable from Isabel Archer's evolving consciousness, with external detail acquiring meaning only
through her subjective apprehension of it [4].

Free indirect discourse emerged as the period's most innovative technical achievement,
allowing narrative description to hover ambiguously between third-person narration and first-person
thought. This mode enabled authors to render psychological states without explicit narratorial
mediation, creating prose that seemed to emanate directly from character consciousness while
maintaining grammatical distance. Gustave Flaubert pioneered this technique in Madame Bovary,
where descriptions of provincial life become saturated with Emma's romantic longings and
subsequent disillusionment [3]. The external world dissolves into psychological atmosphere, and
descriptive detail functions as an index of interior states rather than objective documentation. Gustave
Flaubert's rendering of Emma Bovary's consciousness established a model in which descriptive
language becomes inseparable from psychological condition, transforming landscape and domestic
interior into projections of inner turmoil.

The treatment of time in descriptive passages underwent parallel transformation. Conventional
realist description had typically assumed temporal stability, positioning narrated objects within a
stable continuum accessible to narratorial observation. Psychological fiction disrupted this stability
by subordinating temporal flow to the rhythms of consciousness itself. Moments of intense
psychological experience expand disproportionately, while periods of routine contract into summary.
Fyodor Dostoevsky's narrative practice exemplifies this reconfiguration, as his characters' internal
crises generate descriptive passages in which temporal progression fragments under the pressure of
psychological extremity [2]. In Crime and Punishment, Raskolnikov's feverish consciousness
transforms the physical landscape of St. Petersburg into a hallucinatory projection of guilt and
alienation, with descriptive detail operating according to psychological rather than realistic logic [2].

George Eliot occupied a pivotal position in this evolutionary trajectory. Her earlier fiction
retained substantial omniscient commentary, yet her later work increasingly subordinated external
description to the internal perspective of characters. In Middlemarch, Eliot's treatment of Dorothea
Brooke demonstrates a sophisticated negotiation between narratorial authority and psychological
interiority [1]. Descriptive passages oscillate between objective social observation and Dorothea's
subjective perception, creating a narrative texture in which the distinction between world and
consciousness becomes deliberately ambiguous. Eliot's famous metaphor of consciousness as a web,
each mind receiving and transmitting vibrations peculiar to itself, articulates the theoretical
foundation for descriptive practices that would become dominant in subsequent decades [1].

The spatial dimension of psychological description acquired particular significance as fiction
turned increasingly toward rendering pathological mental states. Domestic interiors, conventionally
described as indices of social status and moral character, became externalisations of disordered
consciousness. The relationship between physical environment and psychological condition
intensified to the point where descriptive language ceased to distinguish between objective space and
its subjective apprehension. This development reached its most radical expression in first-person
narratives of psychological breakdown, where the narrating consciousness itself becomes unreliable
and descriptive passages function simultaneously as documentation of external reality and symptom
of internal disintegration [5].

Henry James's later fiction pushed these innovations toward their logical conclusion,
developing a descriptive practice of extraordinary subtlety and indirection. In novels such as The
Wings of the Dove (1902) and The Golden Bowl (1904), descriptive passages become so thoroughly
saturated with character consciousness that the reader must labour to distinguish external event from
subjective interpretation. James's late style, with its elaborately qualified sentences and its preference
for abstraction over concrete specification, represents a descriptive practice fundamentally opposed
to the enumerative realism of Balzac or Dickens. Description in late James does not catalogue the
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visible world but traces the fine discriminations of consciousness as it grapples with experience. This
development carried implications extending beyond technical innovation to fundamental questions
about the nature of selfhood and perception. If description always implies a describer, and if the
describer is always situated within a particular consciousness with its own history, biases, and
limitations, then the aspiration to objective representation that had animated nineteenth-century
realism was philosophically untenable. The psychological turn in late nineteenth-century fiction thus
reflected broader intellectual currents, including the emerging science of psychology, philosophical
investigations of consciousness, and growing scepticism toward positivist epistemologies [6].

Charlotte Perkins Gilman's "The Yellow Wallpaper" (1892) represents a culminating
achievement in this evolution of psychological description. The story employs first-person narration
to render a woman's progressive mental deterioration, using descriptive language as both medium and
symptom of psychological breakdown [5].

Gilman's narrative strategy transforms the physical description of a room's wallpaper from
objective documentation into an externalised map of the narrator's disintegrating consciousness. The
wallpaper's pattern, initially described in terms of aesthetic discomfort, gradually becomes animate,
acquiring intentionality and agency as the narrator's perception of self and world dissolves [5].

The descriptive evolution within "The Yellow Wallpaper" proceeds through distinct stages that
mirror the narrator's psychological trajectory. Early descriptions maintain conventional distinctions
between observing subject and observed object, with the narrator recording her impressions in
measured, syntactically stable prose. As her confinement continues, descriptive language becomes
increasingly obsessive, returning compulsively to the wallpaper's pattern with intensifying
metaphorical density. The colour, smell, and movement of the paper absorb descriptive attention to
the exclusion of all other spatial detail, transforming the room from a physical environment into a
psychological landscape [5]. Gilman's descriptive practice thus renders the process by which external
reality is colonised by interior disturbance, with the wallpaper functioning as a projective surface for
psychic contents that cannot be directly acknowledged.

The middle sections of the story exhibit a particularly sophisticated handling of descriptive
ambiguity. The narrator's attempts to trace and rationalise the wallpaper's pattern become
indistinguishable from the obsessive rituals of a disordered mind, yet Gilman maintains sufficient
objective grounding for the reader to recognise the pathological dimension of the description. The
wallpaper's pattern "commits suicide" and "destroys itself in unheard of contradictions," descriptions
that simultaneously characterise the paper and disclose the narrator's deteriorating cognitive state.
This double function of descriptive language as representation of object and revelation of subject
represents the culmination of the nineteenth-century evolution toward psychological description.
Gilman's story demonstrates how completely the descriptive function had been transformed from its
realist origins, becoming a mode of psychological revelation rather than a means of establishing
verisimilar setting [5].

The story's most radical descriptive innovation lies in its dissolution of the boundary between
perceiving subject and perceived object. The narrator's discovery of a woman trapped behind the
wallpaper's pattern culminates in a merger of identities in which description can no longer maintain
ontological separation between self and world [5].

The famous final scene, in which the narrator declares "I've got out at last... in spite of you and
Jane!" and creeps endlessly around the room, represents the terminal point of psychological
description's evolution toward pure interiority. External reference collapses entirely, and descriptive
language operates exclusively within the logic of delusion. Gilman thus demonstrates how the late
nineteenth-century transformation of narrative description enabled fiction not merely to represent
psychological states from without, but to enact them from within, positioning readers within the lived
experience of consciousness under extreme duress [5].

The political dimensions of Gilman's descriptive practice merit particular attention. "The
Yellow Wallpaper" uses the disintegration of descriptive norms to indict the medical and domestic
institutions that enforce female passivity and intellectual subordination. The narrator's descent into
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madness is rendered through descriptive practices that expose the violence inherent in enforced
confinement and the denial of creative and intellectual autonomy. The story's famous conclusion, in
which the narrator proclaims her liberation even as she circles the room in delusional captivity,
exposes the terrible irony of a "cure" that produces the very madness it purports to treat. Gilman's
descriptive innovations thus serve a critical function, using formal experimentation to expose
ideological contradictions that more conventional narrative techniques might leave unexamined. The
story demonstrates that the evolution of psychological description was never a purely technical matter
but was always entangled with questions of power, identity, and social justice [5].

This evolution in descriptive practice carried implications extending beyond technical
innovation to fundamental questions about the nature of selthood and perception. The psychological
turn in late nineteenth-century fiction reflected broader intellectual currents, including emerging
psychological science, philosophical investigations of consciousness, and growing scepticism toward
positivist epistemologies [6]. Description, traditionally understood as the verbal representation of
stable external reality, became instead a mode of inquiry into the constructive and often distorting
operations of perception itself. The late nineteenth-century psychological novel thus anticipated
twentieth-century developments in stream of consciousness and modernist experimentation,
establishing descriptive principles that would prove foundational for subsequent literary innovation.

The broader cultural significance of this narrative evolution lies in its challenge to the empiricist
assumptions that had underpinned realist fiction. By demonstrating that perception is always
subjective, partial, and emotionally inflected, psychological fiction undermined the epistemological
certainty upon which omniscient narration depended. This destabilisation of narrative authority
paralleled wider intellectual developments, including the rise of psychoanalysis and the growing
recognition that consciousness itself might be divided against itself. Fiction became not merely a
record of psychological experience but a mode of psychological investigation in its own right, capable
of exploring regions of mental life inaccessible to direct observation.

Furthermore, the evolution of psychological description opened new possibilities for social
critique. Gilman's "The Yellow Wallpaper," for instance, uses the disintegration of descriptive norms
to indict the medical and domestic institutions that enforce female passivity. The narrator's descent
into madness is rendered through descriptive practices that expose the violence inherent in enforced
confinement and the denial of intellectual and creative autonomy. Psychological description thus
acquired political dimensions, becoming a means of contesting the very social arrangements that
produced psychological suffering. This fusion of formal innovation with ideological critique would
prove enormously influential for twentieth-century fiction, from Virginia Woolf to Toni Morrison.

By the century's end, narrative description had been fundamentally reoriented from the
representation of a shared external world to the rendering of private, idiosyncratic, and often
unreliable consciousness. The trajectory from Flaubert's provincial interiors through James's
restricted centres of consciousness to Gilman's hallucinatory wallpaper charts a progressive
interiorisation of descriptive function. This evolution transformed fiction's capacity to explore the
recesses of human psychology, establishing descriptive language not as a transparent window upon
reality but as the very medium through which consciousness constitutes itself in narrative form. "The
Yellow Wallpaper" stands as a testament to the power of this transformed descriptive practice,
demonstrating how the rendering of psychological extremity required not merely new content but
new modes of narrative description capable of embodying consciousness from within rather than
observing it from without.
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Annotation. The translation of media headlines is considered one of the most challenging fields
in translation studies because headlines are normally short, emotionally expressive, and strongly
connected with cultural background and public opinion. Journalists frequently use idiomatic and
metaphorical expressions to attract readers’ attention and create a strong communicative effect.
However, transferring these expressions from one language into another often creates problems
related to equivalence, cultural differences, and semantic ambiguity. This article discusses the main
issues of equivalence in translating idiomatic and metaphorical expressions in media headlines. The
paper focuses on the theories of equivalence proposed by scholars such as Nida, Newmark, Catford,
and Baker. It also examines different translation strategies used in rendering metaphors and idioms
in headlines, including literal translation, paraphrasing, substitution, omission, and functional
equivalence. Special attention is given to the role of cultural context and communicative effect in
achieving successful translation. The article concludes that there is no single universal strategy for
translating metaphorical and idiomatic headlines because each headline requires careful linguistic
and cultural analysis.

Key Words: equivalence, translation, metaphor, idioms, media headlines, figurative language,
communicative translation, functional equivalence

Translation has always played an important role in communication between different cultures
and societies. Through translation, people gain access to foreign literature, news, scientific
discoveries, and cultural experiences. Nevertheless, translation is not simply the replacement of words
from one language with words from another. It is a complex process that requires linguistic
knowledge, cultural awareness, and the ability to transfer meaning accurately.

One of the biggest difficulties in translation appears when translators deal with figurative
language, especially idioms and metaphors. These expressions are widely used in media headlines
because they attract attention, create emotional impact, and make the news more memorable.
Journalists intentionally use figurative language to make headlines dramatic, persuasive, and
interesting for readers. However, the figurative nature of such expressions often creates difficulties
for translators.

Media headlines differ from ordinary texts because they are short, condensed, and highly
expressive. In many cases, headlines omit grammatical elements, use unusual lexical choices, and
rely heavily on cultural references. As a result, translators may struggle to preserve both the meaning
and stylistic effect of the original headline.

The concept of equivalence plays a central role in translation studies. Translation scholars have
long debated whether it is possible to achieve full equivalence between source and target languages.
Some researchers argue that equivalence should focus on preserving meaning, while others emphasize
preserving form, style, or communicative effect. In the case of media headlines, achieving
equivalence becomes even more difficult because headlines combine linguistic creativity with
cultural and emotional associations. The purpose of this article is to examine the main problems of
equivalence that appear while translating idiomatic and metaphorical expressions used in media

0 “MexayHapoJHBIA HAyYHO-UCCIefoBaTenbcKui 1eHTp “Endless Light in Science”


https://doi.org/10.5281/zenodo.20366238

Impact Factor: SJIF 2023 - 5.95 ®UJ0JIOTUYECKUE HAYKU
2024 - 5.99 PHYLOLOGICAL SCIENCES

headlines. It also explores different translation strategies and examines how translators attempt to
balance accuracy, naturalness, and communicative effect.

The concept of equivalence occupies a central position in translation theory and has been
discussed by many scholars. Many translation scholars have attempted to define equivalence and
explain its role in translation. Catford defines translation as the replacement of textual material in one
language by equivalent textual material in another language. According to this view, the translator’s
task is to find linguistic elements in the target language that correspond to those of the source
language. Nida distinguishes between two major types of equivalence: formal equivalence and
dynamic equivalence. Formal equivalence focuses on preserving the form and content of the original
text as closely as possible. Dynamic equivalence, on the other hand, aims to create the same effect on
target readers as the source text has on source readers. Newmark also discusses semantic and
communicative translation. Semantic translation attempts to preserve the original meaning and
stylistic features of the source text, whereas communicative translation prioritizes readability and
naturalness in the target language.

In media translation, especially in headlines, dynamic and communicative equivalence are often
more effective than strict formal equivalence. Readers usually expect headlines to sound natural and
attractive in their own language. Therefore, translators sometimes modify the original structure or
metaphor in order to achieve a similar communicative impact. For example, an English headline such
as “Markets on Fire” may not always be translated literally into another language because the
metaphorical meaning could confuse readers. Instead, translators may choose an equivalent
expression that conveys economic instability or rapid growth depending on the context.

Idioms are fixed expressions whose meanings cannot always be understood from the meanings
of their individual words. Idiomatic expressions are highly culture-specific and often reflect
historical, social, and cultural experiences. Journalists often use idioms in headlines because such
expressions make the text more attractive, emotional, and memorable for readers. Expressions such
as “Government Under Fire,” “A Political Storm is Brewing,” or “Markets Take a Hit” create
emotional impact and attract readers’ attention immediately.

These expressions are usually understandable for native speakers, but they may create serious
difficulties for translators. One major issue is the absence of direct equivalents in the target language.
Some idioms are deeply connected to the culture in which they originated and cannot be translated
literally without losing their meaning. Literal translation may produce unnatural or even meaningless
expressions. For example, the English expression “to throw in the towel” comes from boxing and
means to surrender or give up. Translating this expression word for word into another language may
confuse readers who are unfamiliar with the cultural background of boxing. In such cases, translators
often prefer paraphrasing or replacing the expression with a culturally familiar equivalent.

Metaphorical language creates similar translation difficulties. A metaphor describes one thing
in terms of another in order to produce a symbolic or emotional meaning. Media discourse relies
heavily on metaphors because they simplify complex issues and make news more vivid and
persuasive. Political, economic, and sports headlines especially contain metaphorical language.
Headlines such as “The Economy is Bleeding,” “Oil Prices Skyrocket,” or “The Team Crushed Its
Opponents” create strong mental images that shape readers’ understanding of events. According to
Lakoff and Johnson, metaphors are not only literary devices but also part of everyday communication
and thinking. This explains why metaphors are so common in journalistic language. Nevertheless,
translating metaphors is not always easy because metaphorical images may differ from one culture to
another.

Some metaphors are universal and can be translated literally without difficulty. Others are
culture-specific and require adaptation. Translators must therefore decide whether to preserve the
original image or focus mainly on the communicative effect. In many cases, achieving both stylistic
and semantic equivalence at the same time is impossible.

Problems of Equivalence in Translating Headlines
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One of the main translation problems in media discourse is the difference between the literal
meaning of words and their figurative interpretation. Headlines are often intentionally ambiguous or
symbolic, and a literal translation may fail to communicate the intended message. Another important
problem is cultural difference. Certain idioms and metaphors depend heavily on cultural knowledge.
A metaphor that sounds natural in English may appear strange or meaningless in Arabic or another
language. Therefore, translators need not only linguistic competence but also cultural awareness.

In addition, media headlines are usually very short. Journalists aim to communicate maximum
information with minimum words. This creates another challenge for translators because target
languages may require longer expressions to explain the same idea. Emotional and stylistic effect is
also difficult to preserve. Headlines are designed to influence readers emotionally and intellectually.
If the translator focuses only on meaning, the translated headline may lose its stylistic power and
attractiveness. For example, a headline such as “The Government Faces a Political Storm” carries
both literal and emotional meaning. The metaphor “storm” suggests crisis, danger, and instability.
Translating the expression literally may not create the same emotional effect in another language.
Another issue is the presence of wordplay and puns in media headlines. Journalists often use double
meanings and creative expressions to make headlines more attractive. Such linguistic creativity is
extremely difficult to reproduce in translation because it depends on the specific features of the source
language.

Translators use different strategies to solve equivalence problems in media headlines. One
common strategy is literal translation. This strategy is effective when the metaphor or idiom has a
similar equivalent in the target language. Literal translation helps preserve the stylistic and figurative
effect of the original headline. However, literal translation is not always successful. In some
situations, it may sound unnatural or confusing. Therefore, translators frequently rely on
paraphrasing. Paraphrasing involves expressing the meaning of the headline in a clearer and more
natural way without preserving the original metaphorical image. Substitution is another useful
strategy. In this case, the translator replaces the original idiom or metaphor with a different expression
that produces a similar effect in the target language. This strategy is particularly useful when the
original metaphor does not exist in the target culture.

Functional equivalence is also widely used in media translation. Instead of preserving the exact
words of the source text, the translator focuses on reproducing the same communicative function and
emotional effect. In some cases, omission may be necessary. Translators may omit certain
metaphorical elements if they are too culture-specific or difficult to understand. Nevertheless,
excessive omission can weaken the stylistic value of the headline and reduce its expressive power.
The choice of translation strategy depends on many factors, including the type of audience, cultural
context, and purpose of translation. A translator must carefully evaluate whether preserving the
metaphor is more important than ensuring clarity and readability.

The analysis of translated headlines shows that equivalence cannot be understood as a fixed or
absolute concept. Different translators may produce different versions of the same headline depending
on their understanding of meaning, culture, and communicative effect. It is also clear that there is no
perfect translation. Every translation involves some degree of loss or modification because languages
differ in structure, vocabulary, and cultural associations. Translators therefore attempt to achieve the
closest possible equivalence rather than complete equivalence. The analysis also shows that
communicative and functional equivalence are often more suitable for media headlines than strict
literal equivalence. Readers usually expect headlines to sound natural and emotionally effective in
their own language. Therefore, translators sometimes sacrifice the original metaphorical image in
order to preserve readability and communicative impact. At the same time, preserving figurative
language whenever possible remains important because metaphors and idioms contribute
significantly to the attractiveness and persuasive power of media discourse. Successful translation
requires balancing accuracy with creativity.

To sum up, translating idiomatic and metaphorical expressions in media headlines remains a
difficult task for translators because of linguistic and cultural differences between languages.
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Headlines are characterized by brevity, creativity, and cultural specificity, which makes achieving
equivalence particularly difficult.

The study demonstrates that idioms and metaphors often create semantic and cultural problems
for translators because many figurative expressions do not have direct equivalents in the target
language. As a result, translators use different strategies such as literal translation, paraphrasing,
substitution, omission, and functional equivalence.

The article also highlights the importance of cultural awareness in translation. Understanding
the cultural background of both source and target languages is essential for achieving successful
communication.

Finally, the research confirms that there is no single strategy suitable for all headlines.
Translators must analyze each headline carefully and choose the strategy that best preserves meaning,
communicative effect, and readability. Therefore, successful translation of media headlines requires
not only linguistic competence but also creativity, cultural sensitivity, and professional judgment.
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Annotation: This article examines the portrayal of human nature in Jonathan Swift’s Gulliver’s
Travels, with a particular focus on the author’s use of satire to reveal the contradictions and
weaknesses inherent in human society. Through the analysis of Gulliver’s four journeys, the study
explores how Swift constructs fictional worlds that mirror and critique human traits such as pride,
greed, hypocrisy, and irrationality. The article aims to demonstrate that Swift presents human beings
as both rational and fundamentally flawed, often governed by self-interest and moral blindness.
Special attention is given to the contrast between reason and corruption, as well as the tension
between idealized rational societies and imperfect human reality. The findings suggest that Swift’s
novel serves not only as a critique of 18th-century social and political conditions but also as a
timeless reflection on human nature. His satirical approach encourages readers to reassess their
understanding of civilization and human behavior.
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Jonathan Swift (1667-1745) was an Anglo-Irish writer, satirist, and clergyman, widely
regarded as one of the most important figures in English literature of the early 18th century. He is
best known for his sharp and often dark satire, which he used to criticize political corruption, social
injustice, and human folly.

Swift lived during the Augustan Age, a period marked by the development of reason, science,
and classical ideals in literature. However, unlike many writers of his time, he often exposed the
limitations and contradictions of human reason rather than simply celebrating it. His works combine
wit, irony, and moral criticism, making his satire both entertaining and deeply thought-provoking.

His most famous work, Gulliver’s Travels (1726), established him as a master of satirical
fiction. Through imaginative journeys and fictional societies, Swift reveals weaknesses in human
nature and criticizes the political and intellectual life of his time. The novel remains highly relevant
today because its themes reflect ongoing issues such as political corruption, moral hypocrisy, and
misuse of knowledge.

Gulliver’s Travels is a satirical novel that uses fictional voyages to criticize politics, society,
science, and human behavior. On the surface, it appears to be an adventure story about Lemuel
Gulliver traveling to strange lands, but in reality each journey represents a deeper critique of human
nature and European society in the 18th century. Swift uses exaggeration, irony, and contrast to show
how people often behave irrationally despite believing themselves to be civilized.

The novel exposes human weaknesses through extreme and imaginative situations. Human
nature is the central theme of the novel. Swift explores both positive and negative aspects of humanity,
but he focuses mainly on human flaws. Throughout the novel, humans are shown as driven by pride,
greed, selfishness, hypocrisy, ambition, and cruelty.

Swift challenges the idea that humans are purely rational beings. Instead, he suggests that reason
is often distorted by emotion, self-interest, and social pressure. This creates a contradiction between
how humans see themselves and how they actually behave. Each voyage highlights different aspects
of this contradiction, building a complex picture of human nature.
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In Voyage I, Gulliver lands in Lilliput, a land of six-inch-tall people. Swift satirizes English
(and continental) politics and pride by making everything physically and morally small. The emperor
and courtiers are embroiled in absurd factional disputes; for example, the trivial conflict over whether
eggs should be broken at the big or little end parodies political divisions in British government.

The wars between Lilliput and Blefuscu over minor customs lampoon the pointlessness of
European wars. The tiny stature of the Lilliputians is symbolically apt: their “warlike, disputatious,
but essentially trivial” behavior underscores how insignificant their concerns are. As Encyclopaedia
Britannica notes, Swift uses these miniature humans to ‘“satirize many of the errors, follies, and
frailties that human beings are prone to.” Lilliput thus exposes petty politics and moral smallness:
human pride is inflated despite the Lilliputians’ own smallness.

As an illustration, according to Lilliputian standards, a hero is a person who manages to do
something meaningless, such as parading on eggs or stealing the Empress’s undergarment. Rewards
and prizes are given for absurd performances. Swift scorns the idea of vain titles: the text shows that
in Lilliput, one may receive honors for inventing how to break eggs on the smaller end (Book I,
Chapter 3). Gulliver also notes that Lilliputian ambassadors give one another ridiculous presents to
avoid causing offense. All these examples satirize the actual pomp of the British court and the vanity
of political parties.

The narrow mindedness of the Lilliputians is emphasized in one telling idea, where Britannica
describes them as lacking common sense and even basic decency. Readers observe the follies of
England, which are exaggerated or rather reduced in scale through Gulliver’s eyes. The satire of
Lilliput is severe, though still light hearted. Swift does not criticize humanity as a whole, but rather
specific political groups such as the Whigs and the Tories, as well as class rivalry.

However, even in the first voyage, elements of misanthropy begin to appear, as Gulliver
becomes aware of human arrogance and deceitfulness. At the climax of Part I, he is both entertained
and annoyed by human dishonesty. The tone remains satirical rather than purely moralistic. At this
stage, Swift is not yet fully misanthropic; the ridicule is sharp, but still humorous. In Lilliput, Swift
satirizes political systems and human vanity. The conflict between two factions over the correct way
to break eggs reflects real political and religious disputes. These conflicts appear trivial when viewed
from a larger perspective, showing the absurdity of human pride and political division.

Voyage 1l Swift inverts the scale in to reveal the arrogance and moral weakness of humanity.
Gulliver arrives in Brobdingnag, a land of giants inhabited by people of enormous size. Here, human
shortcomings are exposed through physical contrast: Gulliver himself appears small, fragile, and
insignificant in the eyes of the Brobdingnagians. The Brobdingnagian King, as a wise and thoughtful
ruler, carefully listens to Gulliver’s descriptions of European society. He is shocked and deeply
disturbed; after hearing about wars, political corruption, violence, and injustice, the King describes
Europeans, especially the English, as “odious vermin.” Through this noble giant, Swift openly
condemns the pride, cruelty, and destructive ambition of human society. This becomes a powerful
moral criticism of human vanity and imperial arrogance. The King is especially disturbed by the fact
that people use reason not to improve life, but to destroy, manipulate, and exploit others.

However, Swift does not simply present the Brobdingnagians as a perfect paradise; rather, he
portrays them as a model of moral integrity. Although they are physically huge and even unpleasant
in appearance to Gulliver, their society is peaceful, generous, and rational. Gulliver realizes that
despite their physical ugliness, they possess inner nobility and moral beauty. This creates an important
contrast and supports the idea that true greatness lies in character rather than appearance.

Swift shows that even an ordinary farmer in Brobdingnag represents virtue: he is honest, not
greedy, the laws are fair, and people care for their neighbors. The King listens carefully and responds
with disappointment whenever Gulliver proudly describes European customs. The satire lies in the
fact that the least corrupted people are those who have remained distant from European civilization.
This contrast makes readers reflect on their own society, where arrogance and cruelty often appear
normal. Judged by the moral standards of the giants, human behavior seems petty, selfish, and
shameful.
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Brobdingnag deepens the sense of misanthropy that began in Lilliput. Swift suggests that
ordinary people may be morally flawed by almost any standard. The phrase “odious vermin” is
especially powerful because it challenges both Gulliver’s and the reader’s belief in human dignity.
However, the tone does not become entirely hopeless. The giants are kind to Gulliver, and even the
King implies that reason and virtue are qualities people should strive for. Gulliver becomes a mirror
through which European society is judged. Seen through the eyes of the giant King, Europeans appear
savage rather than civilized.

This misanthropic element is softened by moral contrast: Swift does not reject humanity
completely, but he strongly criticizes its pride and ethical decline. In Brobdingnag, the reversed scale
allows a serious moral critique of Europe. The King presents Europeans as violent, corrupt, and
morally unstable. This outside perspective forces readers to reconsider what civilization truly means.
Despite their physical size, the giants symbolize simplicity, wisdom, and moral clarity.

Voyage III takes Gulliver to Laputa, Balnibarbi, and other related lands of pseudo-intellectuals.
Here, Swift directs his satire toward Enlightenment reason and science. Laputa is a floating island
inhabited by theorists who are so absorbed in abstract thinking that they lose touch with reality.
Gulliver observes that the Laputans have lost “their hold on common sense.” They serve food in
geometric shapes, neglect practical responsibilities, and cannot focus on real life problems.

Swift describes how they are so obsessed with mathematics, music, and astronomy that even
their clothes do not fit properly and their houses begin to collapse. Everything turns into disorder
because all attention is given to abstract thought, resulting in confusion and chaos. This passage
vividly satirizes the excesses of rational pride and intellectual arrogance.

The scholars of Laputa think only for the sake of intellectual exercise. Some men cannot even
walk properly or see what is in front of them because they spend all their time looking at the sky.
Musicians cannot create original compositions and simply repeat what they already know. The effect
is both comic and critical: Swift is attacking the impracticality of modern philosophy and the
dangerous use of reason without common sense. Critics note that the satire targets “impractical
pedants and intellectuals” of the time. Swift demonstrates how abstract political theories and selfish
intellectual ambition can lead to cruelty, disorder, and social failure.

Below Laputa lies the country of Balnibarbi, where scientific experiments are carried out.
However, Swift shows that science separated from real human needs becomes meaningless. A council
devoted to rational architecture still produces crooked houses, while endless calculations fail to create
anything useful. Experimental farming destroys crops, inventions solve no real problems, and
education loses practical value.

In this voyage, Swift suggests that knowledge without ethics or usefulness leads only to social
decline. The people suffer because intellectual progress is disconnected from humanity. Gulliver
realizes that relying only on reason, without compassion or common sense, is dangerous.

Through Laputa and Balnibarbi, Swift criticizes the abuse of reason. On one level, he
humorously exaggerates the scientific ideas of his time until they become absurd. On another level,
he delivers a serious warning: reason is valuable only when it serves human life and moral
responsibility. Enlightenment rationalism, when unchecked by wisdom and compassion, becomes
harmful rather than helpful. Swift shows that intelligence without humanity can never create a better
society.

Voyage IV, to the land of the Houyhnhnms, is where Swift’s satire reaches its most radical and
disturbing point. Here, humanity itself is examined through the comparison of two extremes. The
Houyhnhnms are intelligent horses who govern a perfectly rational society. They represent pure
reason, order, self-control, and virtue to an almost unnatural degree. In contrast, the Yahoos are
human-like creatures who are filthy, violent, and brutish, representing humanity at its worst. Caught
between these two worlds, Gulliver gradually becomes an extreme negative view of humanity.

Swift spares no detail in making the Yahoos disgusting and disturbing. They are described in
deliberately filthy terms: covered in dirt, disease ridden, and driven by basic animal instincts.
Physically, they are violent and uncontrollable; psychologically, they are greedy, lustful, selfish, and
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completely lacking in dignity or reason. Swift strongly suggests that the Yahoos represent depraved
humanity. Many early critics believed that Swift simply hated mankind because of this harsh
portrayal.

However, some modern critics argue that Swift is not expressing pure hatred, but rather using
religious and moral symbolism. The Yahoos reflect the traditional idea of fallen human nature the
belief that humans are naturally flawed and morally weak. In this sense, they are not just animals, but
human beings reduced to their worst instincts and moral corruption.

Nevertheless, the effect on the reader is shocking. Gulliver, who once considered himself
civilized, can no longer find any redeeming qualities in humanity. When a female Yahoo approaches
him, he reacts with horror and disgust. Through the Yahoos, Swift forces readers to confront the
savage side of human nature. They are not simply a satire of British society, but a universal image of
human degradation. By presenting the Yahoos in such an extreme way, Swift asks whether human
beings are truly as rational and civilized as they believe.

The Houyhnhnms stand in complete opposition to the Yahoos. These horses represent perfect
rationality and moral order. Their society is ruled entirely by reason: they are honest, calm, truthful,
and free from jealousy, greed, or dishonesty. They have no unnecessary laws because everyone
naturally understands what is right and just. Their lives are simple, balanced, and peaceful.

However, this perfection is also unsettling. The Houyhnhnms lack passion, individuality, and
emotional warmth. They make decisions without affection or personal attachment. For example, one
Houyhnhnm explains that he would not love one child more than another because complete rationality
requires total emotional neutrality. Their society is harmonious, but it also feels cold and mechanical.

At first, Gulliver deeply admires the Houyhnhnms and sees them as the ideal of reason and
civilization. Under their influence, he begins to view humans, including himself, as Yahoos
degenerate creatures unworthy of respect. His admiration becomes so extreme that he starts rejecting
his own identity. When he is later rescued by a Portuguese captain and returns to human society, he
can barely tolerate human company. He sees people as overgrown Yahoos and feels disgusted by
their voices, smells, and behavior.

This marks Gulliver’s complete psychological breakdown. He loses faith in humanity and
becomes isolated from society. The man who began as a curious and practical traveler ends as a
broken misanthrope. Swift uses this transformation to show the destructive power of extreme idealism
and moral disgust.

At the same time, Swift introduces irony. The Houyhnhnms themselves eventually see Gulliver
as a kind of Yahoo, despite his attempts to imitate them. One of them remarks that human reason
often serves only to “aggravate our natural corruptions” rather than improve us. This suggests that
reason, when used without morality, may be worse than simple brutality.

In the final voyage, Swift presents the darkest vision of human nature in the novel. The Yahoos
represent humanity stripped to its worst instincts, while the Houyhnhnms represent an ideal of pure
reason that may be impossible or even undesirable. The contrast leaves readers uncomfortable and
forces them to question the true nature of civilization.

Rather than offering a simple answer, Swift leaves the reader with a disturbing possibility:
perhaps humans are trapped somewhere between reason and brutality, never fully capable of either
perfection or innocence. This is why the final voyage remains the most powerful and controversial
part of Gulliver’s Travels.

In conclusion, Jonathan Swift’s Gulliver’s Travels presents a progressively darker vision of
human nature. Across the four voyages, the tone of the novel shifts from satire to a more critical and
unsettling exploration of humanity. Swift exposes human weaknesses such as pride, corruption,
greed, and moral hypocrisy through different symbolic societies.

The final voyage offers the most complex and disturbing view of human nature. The contrast
between the Yahoos and the Houyhnhnms forces readers to question whether humans are truly
rational or fundamentally flawed. While the Houyhnhnms represent extreme reason, the Yahoos
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reflect human instinct and moral corruption. This opposition suggests that humanity exists between
reason and brutality, without achieving perfection in either direction.

Swift’s work continues to remain relevant because it reflects ongoing issues such as political
conflict, intellectual arrogance, and moral inconsistency. Ultimately, Gulliver’s Travels challenges
readers to reconsider ideas of civilization and human superiority.

Swift’s aim “to vex rather than to entertain” is clearly achieved. The novel does not offer simple
answers but instead leaves the reader with a lasting sense of moral uncertainty about human nature.
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Annotation: This article examines the concepts of love and freedom in English and American
poetry from the Romantic period to contemporary literature. The study explores how poets
represented emotional attachment, individuality, self-expression, and autonomy through poetic
language and symbolism. Particular attention is given to the interaction between personal
independence and romantic devotion, demonstrating that literary representations of love and freedom
are often interconnected rather than contradictory. The article argues that poetry functions as a
cultural space where emotional, social, and philosophical understandings of freedom and affection
are negotiated across different literary traditions.
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Love and freedom have occupied a significant place in English and American poetry for
centuries. These themes remain central because they address fundamental human experiences
associated with emotional attachment, individuality, and personal identity. Poetry often presents love
as a powerful emotional force capable of shaping personal development, while freedom appears as a
symbol of self-expression, independence, and resistance to social or emotional restrictions. Although
these concepts are sometimes portrayed as conflicting ideals, many poets suggest that authentic love
can coexist with personal liberty.

The concepts of love and freedom have occupied a central position in English and American
poetry since the Romantic revolution of the late eighteenth century, functioning not as separate
thematic concerns but as deeply intertwined modes of imagining human fulfilment. The Romantic
revaluation of emotion against Enlightenment rationalism established love as a privileged domain of
authentic selfhood, a sphere in which the individual might transcend social convention and realise a
more expansive form of being. This conjunction of love and liberty proved remarkably durable across
the nineteenth century, though its specific articulations varied significantly between English and
American poetic traditions. Where English poets often explored the liberatory potential of love within
the constraints of existing social forms, American poets, shaped by the democratic ethos of the New
World, increasingly envisioned love as an expression of radical individual sovereignty. The
comparative study of these traditions reveals both shared Romantic inheritance and the divergent
cultural pressures that shaped distinct national poetries.

William Blake stands as a foundational figure in the English poetic exploration of love and
freedom, articulating a vision of erotic liberty that was simultaneously spiritual and political. In
poems such as "The Garden of Love" and "The Clod and the Pebble," Blake diagnosed the
institutional repression of desire as a form of psychological imprisonment, contrasting the creative
energy of liberated love with the "binding with briars" enacted by church and state. For Blake, love
was not merely personal sentiment but cosmic principle, the very energy of creation that institutional
religion sought to regulate and contain. His critique of sexual repression as a mechanism of social
control established a tradition of English radical poetry in which erotic freedom and political
emancipation were inseparable. Blake's influence on subsequent poets, both English and American,
cannot be overstated; his insistence that "the whole business of love" was systematically distorted by
"the marriage hearse" provided a vocabulary for generations of poets seeking to articulate the
relationship between intimate desire and social liberation.
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In literary history, the representation of love has evolved considerably depending on historical,
philosophical, and cultural conditions. Early English poetry frequently idealized love through
spiritual or religious imagery, presenting emotional devotion as morally elevating. Over time, poets
increasingly focused on personal feelings and emotional authenticity. By the Romantic period, poetry
began to treat emotional experience as deeply connected to individual freedom and imagination.

The Romantic movement transformed poetic understandings of emotional life. English
Romantic poets emphasized nature, emotion, and personal expression, rejecting excessive rationalism
and rigid social expectations. Love was often portrayed as an emotional force capable of inspiring
spiritual awakening and personal transformation. Nature itself became associated with emotional and
intellectual liberation. Romantic poetry proposed that genuine human experience depended upon
freedom from social conventions and emotional repression.

William Wordsworth frequently linked emotional truth with inner freedom. His poetry
suggested that emotional experience and nature could guide individuals toward self-understanding.
Rather than portraying freedom purely in political terms, Romantic poets represented it as emotional
and spiritual autonomy. Love often emerged as a deeply personal experience connected to
imagination and emotional growth.

Similarly, John Keats explored themes of beauty, emotional intensity, and impermanence. In
his poetry, love appears simultaneously fulfilling and painful, reflecting the complexity of emotional
attachment. Keats suggested that emotional experience could provide temporary escape from
suffering and limitation. His poems often explore tensions between desire, mortality, and personal
freedom, emphasizing the fragile nature of human happiness.

Victorian poetry introduced more complex understandings of emotional relationships. During
the Victorian period, social expectations surrounding marriage, morality, and gender significantly
shaped literary representations of love. Poets frequently explored emotional conflict between personal
desires and social responsibilities. Freedom became increasingly associated with intellectual
independence and resistance to restrictive social norms.

Victorian writers often examined the emotional sacrifices associated with romantic
commitment. While love remained idealized in some poetic traditions, many writers also portrayed
emotional relationships as sources of tension and limitation. The conflict between emotional
obligation and individual independence became particularly significant for women, whose social
freedoms were restricted by prevailing gender expectations.

American poetry developed concepts of love and freedom within a cultural environment
strongly influenced by democratic ideals and personal independence. American poets frequently
emphasized individuality, self-reliance, and emotional authenticity. Freedom became associated not
only with political values but also with psychological independence and creative expression.

Walt Whitman occupies an especially important place in discussions of love and freedom in
American poetry. His poetic vision celebrated individuality while simultaneously emphasizing
human connection.

Whitman portrayed freedom as essential to human dignity and self-expression. In his poetry,
emotional attachment does not eliminate independence but rather strengthens human understanding
and solidarity. His poetic style itself symbolized freedom through expansive language and rejection
of traditional literary constraints.

Emily Dickinson offered a different but equally influential perspective on emotional
experience. Her poetry often reflects emotional intensity, solitude, and introspection.

Dickinson represented love as deeply personal, sometimes painful, and often inseparable from
emotional uncertainty. Freedom in her work frequently appears through intellectual independence
and emotional self-awareness. Her unconventional poetic form also challenged literary norms,
symbolizing artistic freedom.

The tension between emotional intimacy and individuality remains one of the most important
themes in both English and American poetry. Many poets question whether complete freedom can
coexist with deep emotional commitment. Some literary works portray love as potentially restrictive,
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suggesting that emotional dependence may limit personal autonomy. Others argue that authentic
affection should encourage rather than suppress individuality.

Modernist poetry introduced new approaches to these themes by emphasizing fragmentation,
alienation, and uncertainty. Social change, industrialization, and war transformed literary
perspectives on emotional life.

Traditional ideas about romantic devotion became increasingly questioned. Poets often
portrayed emotional relationships as unstable, complex, or psychologically difficult. Freedom no
longer appeared as an idealized state but as an ongoing struggle against social conformity and
personal uncertainty.

Twentieth-century American poets continued to explore questions of emotional identity and
freedom. Robert Frost frequently examined human isolation, choice, and responsibility. Although his
poetry is often associated with rural imagery, it also reflects philosophical concerns regarding
independence and emotional connection. His works suggest that personal freedom often involves
difficult decisions and emotional compromise.

Contemporary English and American poetry increasingly reflects changing attitudes toward
relationships, gender, and identity. Poets explore emotional autonomy, equality, and mutual respect
in relationships. Love is often represented not as possession or sacrifice, but as a dynamic relationship
based upon understanding and freedom of choice. Contemporary literature emphasizes emotional
honesty and recognition of personal boundaries.

Symbolism plays an essential role in poetic representations of love and freedom. Birds
frequently symbolize liberation, while open landscapes, oceans, and roads represent movement and
possibility. In contrast, enclosed spaces may symbolize emotional or social restriction. Natural
imagery often mirrors internal emotional states, connecting human feeling with broader philosophical
ideas concerning change and personal development.

The language of poetry allows writers to express emotional experiences that may be difficult to
explain directly. Through metaphor, rhythm, and imagery, poets can represent emotional
contradictions associated with love and freedom. Poetry provides a literary space where uncertainty,
emotional conflict, and philosophical reflection coexist without requiring simple solutions.

Another important aspect concerns gender representation in poetic discussions of love and
freedom. Historically, female poets often addressed restrictions placed upon emotional and
intellectual independence. Over time, literary representations increasingly challenged traditional
assumptions regarding gender roles and emotional expectations. This shift contributed to broader
discussions concerning equality and personal autonomy.

The relationship between love and freedom remains relevant because it reflects broader human
concerns regarding identity and belonging. Emotional attachment creates opportunities for intimacy
and understanding, yet it may also raise questions concerning independence and individuality. Poets
continue to investigate these tensions because they represent universal human experiences.

English and American poetry demonstrate that love and freedom should not necessarily be
understood as opposing concepts. Many literary works suggest that genuine emotional relationships
depend upon mutual respect for personal identity and independence. Poetry repeatedly proposes that
emotional growth occurs when affection and individuality coexist rather than compete.

In conclusion, concepts of love and freedom occupy a central place in English and American
poetic traditions. Across historical periods, poets have explored emotional attachment, individuality,
and personal autonomy in diverse and evolving ways.

The English and American poetic traditions, while sharing common origins in Romanticism,
diverged in significant respects in their treatment of love and freedom. English poetry, shaped by a
society in which class hierarchy and established institutions remained powerful forces, tended to
explore love as liberation within constraint, freedom achieved through rather than against social form.
American poetry, informed by democratic ideology and frontier experience, more often envisioned
love as absolute individual sovereignty, a freedom that precedes and transcends social organisation.
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Romantic poets emphasized emotional sincerity and spiritual liberation, Victorian writers
examined social expectations and emotional conflict, while modern and contemporary poets
increasingly focused on individuality and emotional complexity. Despite historical differences,
poetry consistently reveals that love and freedom remain interconnected aspects of human experience.
Their continuing presence in literature demonstrates the enduring human search for emotional
authenticity, meaning, and self-understanding.
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Annotation. The article examines the peculiarities of translating emotional and stylistic
nuances in Jojo Moyes’ novel “Me Before You”. Special attention is paid to emotional colouring,
expressive vocabulary, dialogues, and narrative style in literary translation. The study analyses key
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Literary translation plays an important role in intercultural communication because it helps
readers become familiar with foreign literature and culture. Translating fiction is considered difficult
because the translator must preserve not only the meaning of the original text but also its emotional
atmosphere and stylistic features. Emotional and stylistic nuances are especially important in modern
novels where the author’s style strongly influences the reader’s perception.

Jojo Moyes’ novel “Me Before You” became popular due to its emotional depth, realistic
dialogues, humour, irony, and dramatic scenes. These features make the translation process more
complex and require careful selection of linguistic and stylistic tools.

The purpose of this article is to analyse the peculiarities of translating emotional and stylistic
nuances in the novel “Me Before You” and identify the main translation strategies used to preserve
the emotional effect of the original text.

Emotional colouring is one of the most important characteristics of literary discourse. It helps
the author create atmosphere, reveal the psychological state of characters, and influence readers
emotionally. In literary translation, emotional colouring must be reproduced as accurately as possible
because it directly affects the artistic quality of the translated text.

According to modern translation studies, emotional meaning can be expressed through
vocabulary, syntax, stylistic devices, and contextual associations. Translators often face difficulties
when emotional expressions in the source language do not have direct equivalents in the target
language. In such cases, translators use various transformations such as modulation, adaptation,
paraphrasing, or compensation.

In “Me Before You”, Jojo Moyes frequently uses emotionally expressive dialogues and
informal speech. The language of the characters sounds natural and conversational, which creates
realism and emotional closeness between the reader and the characters. Translating such dialogues
requires preserving spontaneity, humour, and emotional tension.

Another important aspect is the cultural specificity of emotional expression. Some phrases may
sound natural in English but unnatural in another language if translated literally. Therefore, translators
should take into account not only linguistic meaning but also cultural context and pragmatic effect.

One of the most remarkable features of Jojo Moyes’ writing style is emotional realism. The
author combines humour, irony, romance, and tragedy in order to create emotionally rich narration.
The novel is written in a simple but expressive language that allows readers to connect emotionally
with the characters.

The narrative voice in the novel also plays an important role. Most events are described from
Louisa Clark’s perspective, which creates intimacy and subjectivity. Her speech contains colloquial
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expressions, emotional remarks, rhetorical questions, and ironic comments. These stylistic elements
reflect her personality and emotional development throughout the novel.

For example, Louisa often uses humorous observations to hide her insecurity or emotional
discomfort. Such moments are difficult to translate because humour is closely connected with culture,
context, and word choice. Literal translation may destroy the humorous effect or make the dialogue
sound unnatural.

The author also uses short emotional sentences during dramatic episodes. In scenes connected
with Will Traynor’s emotional condition, the syntax becomes more expressive and fragmented. This
technique increases emotional tension and reflects the psychological state of the characters.
Translators should preserve these stylistic patterns because they influence the rhythm and emotional
atmosphere of the text. Another stylistic feature is the use of emotionally coloured vocabulary. Words
expressing sadness, fear, hope, affection, and disappointment appear throughout the novel. The
translator must select equivalents that preserve both semantic meaning and emotional intensity.
Incorrect lexical choice may weaken the emotional impact of the original scene.

The first meeting between Louisa and Will is one of the key episodes in the novel because it
establishes the emotional dynamics between the characters. In the original text, Will’s speech sounds
cold, sarcastic, and emotionally distant, while Louisa’s speech appears nervous and awkward. The
contrast between their communication styles creates emotional tension and character development.
When translating this scene, the translator must preserve the irony and emotional distance present in
Will’s remarks. If the translation becomes too neutral, readers may not fully understand the emotional
conflict between the characters. At the same time, Louisa’s speech should remain natural and
emotionally expressive.

Another important episode is the confession scene where the emotional intensity becomes
especially strong. The original text contains many emotionally loaded expressions, pauses, and
incomplete sentences. Such stylistic devices reflect hesitation, vulnerability, and emotional sincerity.
In translation, it is important to maintain this emotional atmosphere without making the text sound
artificial or exaggerated.The farewell scene at the end of the novel is considered one of the most
emotionally powerful moments. The author uses emotionally expressive vocabulary, repetitions, and
emotionally charged descriptions to create a feeling of sadness and emotional loss. Translators often
use compensation techniques in order to preserve emotional effect if some stylistic elements cannot
be reproduced directly.

The final letter written by Will contains emotional support, affection, and hope. The tone of the
letter is gentle and motivational. In translation, preserving the tone is especially important because
this scene forms the emotional conclusion of the novel. Lexical choices, sentence rhythm, and stylistic
simplicity all contribute to the emotional effect.

Translation analysis demonstrates that emotional and stylistic nuances cannot always be
translated literally. Successful literary translation requires flexibility, creativity, and deep
understanding of both languages and cultures. Translators should focus not only on lexical
equivalence but also on emotional resonance and reader response.

In conclusion, translating emotional and stylistic nuances in Jojo Moyes’ novel “Me Before
You” is a difficult and creative process. Emotional vocabulary, dialogues, irony, and narrative style
strongly influence readers’ perception and emotional response. Therefore, translators must preserve
not only the meaning of the original text but also its emotional atmosphere and stylistic features.
Various translation transformations such as adaptation, modulation, paraphrasing, and compensation
help reproduce emotional intensity in the target language. Successful literary translation requires
linguistic competence, cultural awareness, and sensitivity to artistic expression.
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Abstact: This piece explores the unique aspects of rendering the narrative manner in Robinson
Crusoe. Special focus is given to retaining the writers style, verisimilitude, and storytelling
framework in translation. The investigation scrutinizes the primary linguistic and stylistic challenges,
encompassing outdated terminology, detailed recounting, and the book’s cultural components. It
furthermore addresses translation approach intended for preserving the artistic worth of the source
material. The inquiry draws upon comparative and expository examination of the novel’s rendered
version.

Keywords: literary translation, narrative style, translation strategies, stylistic equivalence,
adequacy, domestication, foreignization, Daniel Defoe, Robinson Crusoe, first-person narration,
stylistic analysis, cultural adaptation, lexical difficulties, descriptive narration, realism, eighteenth-
century prose.

In contemporary translation studies, literary rendering holds a vital place because of its intricate
and multifaceted nature. Unlike scientific or technical rendition, literary translation necessitates not
only semantic correctness but also the retention of aesthetic, stylistic, and emotional aspects of the
source work. A literary piece mirrors the author’s perspective, cultural milieu, and individual mode
of storytelling, which poses considerable obstacles for renderers. Thus, the translation of narrative
prose remains one of the most crucial and demanding domains within translation doctrine and
application. The pertinence of this inquiry is established by the rising academic focus on narrative
discourse and stylistic parallelism in literary rendition. Among classic English novels, Robinson
Crusoe by Daniel Defoe offers a distinctly valuable subject for scrutiny owing to its characteristic
narrative manner, verisimilar depiction, and historical importance in the evolution of the English
novel. Initially released in 1719, the book merges aspects of adventure fiction, personal account,
travel writing, and philosophical contemplation. The storytelling design is founded upon firs-person
narration, which fosters an appearance of genuineness and a close emotional bond between the central
figure and the audience. A principal attribute of Defoe’s manner is its apparent plainness and
documentary verity. The writer employs thorough depictions, sequential recounting, and common
lexicon to generate the feeling of a genuine memoir rather than a made-up narrative. Such stylistic
traits present a considerable hurdle for translators because even minor departures from the original
tone might impact the perception of realism and narrative believability. Therefore, the renderer must
safeguard not only the informational content of the novel but also the cadence, mood, and
psychological ambience of the telling.

From a theoretical viewpoint, narrative style encompasses several linked elements, such as
word selection, sentence structure, narrative viewpoint, time organization, and descriptive methods.
In translation, every one of these elements demands meticulous attention. Lexical complexities
emerge from old words, historical phrases, and nautical jargon often featured in the narrative.
Structural difficulties relate to Defoe’s lengthy and elaborate sentence compositions, which reflect
the stylistic standards of eighteenth-century English writing. Moreover, the translator must uphold
the narrator's voice, which blends rational observation with internal feeling. A significant concept in
literary rendering is correspondence, understood not as absolute linguistic identity but as functional
and stylistic alignment between the original text and the rendered text. Following modern translation
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theory, the renderer ought to recreate the communicative impact of the source material while adjusting
it to the linguistic standards of the receiving language. Closely tied to correspondence is the idea of
adequacy, which concerns the translator's capacity to maintain the artistic and practical roles of the
piece.

The rendering of Robinson Crusoe also involves the issue of cultural transmission. The novel
contains many allusions to English society, faith, imperial attitudes, and the daily life of the eighteenth
century. Such features might be unfamiliar to present-day readers or those from different cultural
settings. In this scenario, renderers frequently employ two primary approaches: domestication and
foreignization. Domestication adjusts the text to the cultural expectations of the receiving readership,
whereas foreignization retains the historical and cultural uniqueness of the source material. In
practice, successful literary rendition typically blends both methods contingent upon the
communicative aim and stylistic setting.

Another important facet of the novel's translation is the maintenance of the narrative viewpoint.
Given that the account is presented through Robinson's own first-person recital, the translator must
sustain the intimacy and psychological depth of the protagonist’s voice. The narrator's meditations on
isolation, endurance, spirituality, and human fortitude constitute the philosophical underpinning of
the work. Consequently, stylistic streamlining or over-modernization can warp the ideological and
emotional effect of the initial writing. The rendition of descriptive segments likewise warrants distinct
focus. Defoe’s narrative abounds with detailed portrayals of nature, physical items, and survival
endeavors. These descriptions serve not only an informative but also a stylistic purpose, adding to the
novel's realism and captivating quality. The translator must thus preserve descriptive exactness while
guaranteeing clarity and stylistic harmony in the target tongue. The aim of this study is to examine
the primary traits of narrative style in Robinson Crusoe and to pinpoint successful rendering methods
for conserving these traits in an alternative language. The study's goals encompass investigating
lexical, structural, stylistic, and cultural hindrances in translation, besides assessing techniques
utilized to uphold narrative truthfulness and stylistic parallelism. The methodological foundation of
the research involves descriptive scrutiny, comparative assessment, stylistic elucidation, and
situational analysis. These techniques permit a thorough inspection of both the original text and its
translated variations. The scholarly originality of the study resides in its comprehensive way of
analyzing narrative style as an involved functional structure that demands simultaneous preservation
of linguistic, stylistic, and cultural elements during rendering.

In closing, the translation of narrative prose, especially classic English literature, constitutes a
highly elaborate undertaking that requires linguistic skill, cultural consciousness, and stylistic finesse.
The study of Robinson Crusoe reveals that prosperous translation hinges on the renderer's ability to
sustain the equilibrium between semantic fidelity and artistic articulation. The outcomes of this
research add to the wider sphere of translation studies and may prove beneficial for academics,
students, and professional literary translators.
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TRANSLATION STRATEGIES OF IRONY AND SATIRE IN JONATHAN SWIFT'S
GULLIVER'S TRAVELS
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Abstract. This article examines the principal translation strategies applied to render irony and
satire in Jonathan Swift's Gulliver's Travels (1726). Drawing on theoretical frameworks of literary
translation and stylistic analysis, the study identifies the major satirical devices Swift employs -
including ironic narration, grotesque imagery, fictional languages, symbolic naming, and
perspectival relativisation - and analyses how translators have approached their reproduction. The
article argues that successful translation of Swift's satire requires not merely lexical equivalence but
the recreation of stylistic tone, narrative restraint, and the multi-layered interplay of literal and
implied meaning. Specific techniques discussed include adaptation, lexical substitution,
compensation, modulation, and stylistic equivalence. The analysis demonstrates that each technique
addresses a distinct dimension of the translational challenge posed by Swift's sophisticated ironic
System.

Keywords: translation strategies, irony, satire, Jonathan Swift, Gulliver's Travels, stylistic
equivalence, literary translation, grotesque.

Introduction

Jonathan Swift's Gulliver's Travels (1726) occupies a singular position in the history of world
literature as a paradigmatic work of satirical prose. Behind its surface narrative of exotic voyages lies
a sustained critique of political institutions, social injustice, scientific irrationality, and human moral
weakness. Swift deploys irony and satire not as decorative devices but as the very structural principle
of the work: the gap between Lemuel Gulliver's earnest, pedantic narration and the patent absurdity
of the societies he visits generates a comic and critical effect that has fascinated readers across three
centuries.

The translation of such a work presents formidable challenges. Unlike the propositional content
of a text, ironic meaning is inherently contextual and culturally embedded: it arises from the
interaction of linguistic units with connotative, associative, and situational meanings that may not
transfer across language boundaries without deliberate intervention. As Boris Larin observed, the
meaning of a word in a literary work cannot be isolated from its 'overtones' - the psychological and
aesthetic effect created by the text as a whole [1]. Harald Weinrich similarly argued that any linguistic
phenomenon must be considered in relation to its context, since an isolated examination of a word or
utterance is only an extreme, borderline case [3]. These principles acquire special force in the
translation of satire, where the entire communicative effect depends on the precise calibration of tone,
register, and implied meaning.

The present article aims to analyse the principal translation strategies employed in rendering
irony and satire in Gulliver's Travels. The analysis proceeds in three stages: first, a theoretical account
of irony and satire as translation problems; second, an examination of the satirical devices specific to
Swift's text; and third, a discussion of the principal translation techniques through which those devices
may be reproduced.

Irony and satire both belong to the broad category of the comic, yet occupy a distinctive position
within it. [rony is grounded in the fundamental discrepancy between the visible and the real, the stated
and the implied. The classic definition characterises irony as 'funny under the guise of seriousness':
behind an apparently laudatory or neutral statement lies a critical or mocking assessment. Crucially,
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this pretence is not designed to deceive - the author who says 'yes' does not conceal their 'no' but
expresses and reveals it through the very form of the statement. This dual semantic structure makes
irony exceptionally resistant to translation, since a reader of the target language may not perceive the
cues that signal the presence of a second, hidden semantic layer.

Satire is a more comprehensive and ideologically charged phenomenon. While irony may
operate at the level of a single phrase, satire typically structures an entire work, forming a distinctive
type of artistic discourse directed at the exposure and condemnation of social, political, or moral
failings. Satire always presupposes an evaluative standpoint - some implicit ideal against which
reality is found deficient and worthy of ridicule. The deep connection between the two phenomena
lies in the fact that irony frequently functions as the primary semantic mechanism through which the
satirical structure of a text is realised. A satirical work may be permeated with irony at multiple levels,
from individual phrases to its overall conceptual design.

For the translator, this multi-level structure poses a double challenge. At the micro-level,
individual ironic utterances must be identified and their implied meaning reproduced, which requires
an acute sensitivity to contextual, intonational, and cultural cues. At the macro-level, the overall
satirical thrust of the work must be maintained, which requires attention to compositional logic, the
system of images and leitmotifs, and the authorial tone that governs the entire text. Z.E. Tboeva, in
her comparative analysis of Gulliver's Travels and its Russian translations, argues that the linguistic
means of satire must be studied not at the level of isolated statements but on the scale of the whole
text, since it is through the complex interaction of diverse linguistic elements that the author's satirical
attitude toward reality is conveyed [9]. This insight has important methodological implications: it
means that translating Swift's satire is not a matter of solving a series of local translation problems
but of recreating a coherent and consistent artistic system.

The foundation of Swift's satirical technique is the figure of the unreliable narrator. Swift rarely
addresses the reader directly, preferring to construct a narrator-persona through whose perspective
the story is filtered. In Gulliver's Travels, this persona evolves across the four voyages: from a simple-
minded ship's surgeon whose naive pedantry heightens the comedy of Lilliputian ceremonies, to a
bitter misanthrope whose disgust with humanity is expressed through a deliberately dry, formal
language that paradoxically underscores the depth of his disillusionment. The gap between Gulliver's
earnest, matter-of-fact narrative tone and the patent absurdity of the situations he describes is the
primary source of irony in the novel. Gulliver reports ridiculous events - political conflicts conducted
through rope-dancing competitions, wars fought over the correct end from which to open an egg -
with the same calm rationality he might apply to navigational calculations. Readers recognise the
absurdity that the narrator himself often fails to perceive, and this dramatic irony constitutes the core
of Swift's comic method.

A second major device is the systematic relativisation of perspective through changes of scale.
In Lilliput, Gulliver is a giant among miniature beings whose political conflicts and social hierarchies
are rendered absurd by their physical insignificance. In Brobdingnag, the scale is reversed: Gulliver
becomes a helpless manikin whose descriptions of English political institutions and military
achievements are received by the rational giant king as evidence of European barbarism. This
structural device functions as a defamiliarisation technique, forcing readers to reconsider familiar
social and political realities from an external vantage point.

Grotesque imagery reinforces this perspectival shift. In Brobdingnag, Swift's language becomes
deliberately anti-aesthetic, dwelling on enlarged physical details - the texture of skin, the smells of
bodies - with a precision that destroys any idealised image of human beauty. This controlled
deployment of the grotesque serves a satirical purpose: it reminds readers that humanity, for all its
cultural and political pretensions, remains a physical entity subject to weakness and decay. The
political conflict between Big-Endians and Little-Endians - centring on the absurd question of which
end of an egg should be broken first - offers another instance of grotesque reduction, in which the
rhetoric of serious political and theological dispute is applied to a manifestly trivial object, exposing
the irrationality of ideological fanaticism.
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Swift's invention of fictional languages constitutes a further layer of satirical complexity. The
strange words and expressions attributed to the inhabitants of Lilliput and other imaginary countries
serve simultaneously to create an illusion of authenticity and to encode hidden meanings. The scholar
Paul Odell Clark argued that Swift constructed a phonetic code based on systematic consonant and
vowel substitutions, through which invented words preserve covert connections to English
vocabulary [7]. For example, the exclamation 'Hekinah Degul!' - uttered by the Lilliputians at their
first sight of Gulliver - may be decoded as a distorted version of the English expression "What the
Devil!", reflecting the astonishment and fear of ordinary people confronted with something monstrous.
Similarly, the term "Hurgo', used to denote an important lord, may carry ironic resonances of the
English adjective 'willful', implicitly characterising the ruling class as stubborn, selfish, and
irresponsible. Even the word 'Lilliputian' carries symbolic weight: in English usage it denotes not
merely an inhabitant of Lilliput but something tiny, narrow-minded, or insignificant - a quietly
devastating judgment on political ambition and social pride.

Many of Swift's satirical targets - specific institutions of eighteenth-century English political
life, theological controversies, and social customs - may be opaque to readers of other languages and
later periods. Translators have responded through a strategy of adaptation, adjusting historical and
political allusions to make them comprehensible to the target audience while preserving the ironic
intention. Analyses of Chinese translations of the novel reveal that translators frequently resort to
detailed commentary and annotation to restore the cultural and historical context, allowing the reader
to participate in the 'game of recognition' that was available to Swift's contemporaries. Finnish
translations published between 1876 and 1932 demonstrate an alternative adaptive tendency:
translators made strategic choices shaped by evolving translation norms and the developmental needs
of the Finnish literary system, sometimes moderating the sharpness of social critique to match the
expectations of the target readership.

Cultural substitution - the replacement of a culture-specific reference with a functionally
equivalent one from the target culture - carries the risk of weakening the historical authenticity of the
text. Translators must therefore strike a careful balance between readability and fidelity. The task is
not to modernise Swift but to help readers access the satirical meaning encoded in historical
references without sacrificing the integrity of the original context.

Satire frequently depends on words with ironic or evaluative connotations whose stylistic force
may not survive direct translation. Translators employ lexical substitution - replacing specific lexical
items with target-language equivalents that produce a comparable emotional and critical response -
to preserve the satirical coloration of the text. In passages describing the Lilliputian aristocracy, for
instance, Swift's ironic vocabulary suggests vanity, narrowness, and self-importance. Translators
select words with appropriately negative stylistic valence to maintain this critical charge. In some
cases, relatively neutral source-language terms are rendered with stronger expressive vocabulary in
the target language, on the grounds that irony in translation must remain legible.

Stylistic equivalence operates at a higher level of abstraction, concerning the overall register
and tone of Swift's prose rather than individual lexical choices. Critics have consistently characterised
Swift's style as 'civilised, natural, discreet and pointed' (W.S. Maugham) - a controlled, logical,
formally restrained prose in which irony emerges naturally from the juxtaposition of measured
narration and absurd content. Successful translation requires the preservation of this stylistic balance.
Translators of Gulliver's Travels typically reproduce Swift's complex syntactic constructions, formal
narrative voice, and bureaucratic register - precisely because it is this stylistic restraint that generates
the satirical contrast between tone and subject matter. If the translation becomes too colloquial, too
emotional, or too explicitly comic, the ironic detachment that is the hallmark of Swift's method is
lost.

Compensation becomes essential in those cases where the ironic effect of the original cannot
be reproduced in the same location due to grammatical, lexical, or phonological differences between
languages. The problem is most acute in the translation of Swift's fictional languages. The phonetic
coding embedded in expressions such as 'Hekinah Degul!' or 'Langro Dehulsan!' is specific to the
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English phonological system and cannot be reproduced through literal transcription. Translators
instead focus on recreating the emotional atmosphere - the astonishment, fear, or comic absurdity -
at another point in the text, introducing expressive vocabulary or ironic commentary to compensate
for what cannot be reproduced directly. This approach prioritises stylistic and emotional equivalence
over phonetic fidelity.

Modulation - a shift in the semantic focus or perspectival orientation of a phrase while
preserving its overall meaning - is particularly useful in rendering Swift's indirect irony. Swift often
expresses ironic meaning through understatement, litotes, or formal narration of outrageous events.
In translation, this indirectness may become opaque if reproduced literally, and translators sometimes
adjust the syntactic or semantic structure of the sentence to make the ironic implication more
transparent to the target-language reader, without resorting to heavy-handed explicitness that would
destroy the subtlety of the original.

The translation of grotesque imagery requires particular care with lexical choice and expressive
phrasing. The symbolic meaning embedded in Swift's physical exaggerations - the smallness of the
Lilliputians as a figure for political pettiness, the enlarged bodies of the Brobdingnagians as a figure
for the material reality underlying cultural pretension - must remain legible. Translators preserve this
symbolism through evaluative vocabulary that sustains the critical charge of the imagery. The
antithetical structures that generate ironic contrast in the original text - 'honour' set against 'ignominy’,
'the King of Great Britain' juxtaposed with a figure of humiliation - must be reproduced with
vocabulary capable of maintaining the same semantic tension.

The preservation of narrative voice - the detached, rational, apparently objective tone from
which the satirical effect arises - is perhaps the most fundamental requirement of any successful
translation of Gulliver's Travels. The contrast between Swift's controlled, intellectually precise prose
and the grotesque or absurd content it describes is not an incidental feature of the work but its
constitutive ironic principle. Translators who introduce excessive emotionality, dramatic emphasis,
or colloquial phrasing dissolve this contrast and with it the satirical force of the text. The comparison
with Vladimir Savchenko's Gulliver's Fifth Travel is instructive in this regard: Savchenko's characters
speak in a conversational, emotionally engaged register, and his satirical mode is correspondingly
softer, more sympathetic, and less corrosive than Swift's. The difference illustrates how changes in
stylistic strategy directly alter the nature and intensity of satirical effect.

5. Conclusion

The foregoing analysis demonstrates that the translation of irony and satire in Gulliver's Travels
constitutes a task of exceptional complexity, demanding engagement simultaneously at the levels of
individual lexical choice, syntactic organisation, tonal register, and overall artistic structure. Swift's
satirical system is multi-layered: it operates through the unreliable narrator, perspectival
relativisation, grotesque imagery, fictional phonetic coding, symbolic nomenclature, and the
sustained contrast between formal prose and absurd content. No single translation strategy can
address all of these dimensions; successful translation requires the flexible combination of adaptation,
lexical substitution, compensation, modulation, and stylistic equivalence, deployed with consistent
attention to the governing ironic principle of the work.

The central insight that emerges from this analysis is that Swift's satire is inseparable from his
style. The satirical effect does not reside in what Gulliver says but in the gap between how he says it
- with calm, rational, pedantic precision - and the patent absurdity of what he is describing. To
translate this effect, the translator must not only understand what Swift means but recreate the stylistic
conditions under which that meaning is produced. This requires a translator who is simultaneously a
close reader, a cultural historian, and a stylist: someone capable of perceiving the ironic second layer
of the text, understanding its cultural and historical groundwork, and reproducing its tonal equilibrium
in another language.

Gulliver's Travels proves that satire is not a matter of comic exaggeration but of intellectual
precision - the precise calibration of tone, register, and implied meaning to expose the contradictions
and pretensions of human society. Its translation across centuries and languages testifies both to the
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universality of its themes and to the enduring challenges that Swift's ironic art poses to those who
seek to carry it across linguistic and cultural frontiers.
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Abstract: This article examines the specific features of rendering national character and social
conflict in the translation of Thomas Hardy's Tess of the d’Urbervilles. Special attention is devoted
to preserving the cultural atmosphere, social realities, and psychological depth of the novel in
translation. The study investigates the principal linguistic and stylistic challenges connected with
dialectal speech, historical context, social inequality, and emotionally expressive narration.
Furthermore, the article analyzes translation strategies aimed at maintaining stylistic equivalence
and cultural authenticity. The research is based on comparative, descriptive, and stylistic analyses of
the original text and its translated versions.

Keywords: literary translation, national character, social conflict, stylistic equivalence,
Thomas Hardy, Tess of the d’Urbervilles, realism, Victorian literature, cultural adaptation,
domestication, foreignization, dialect translation, narrative prose, translation strategies.

In contemporary translation studies, literary translation remains one of the most sophisticated
and multidimensional areas of linguistic activity. Unlike technical or scientific translation, literary
rendering requires not only semantic precision but also the preservation of stylistic, emotional, and
cultural aspects of the source text. A literary work reflects the author’s worldview, national identity,
historical background, and artistic individuality. Consequently, translators must reproduce not merely
the content of the text but also its aesthetic and ideological value.

The relevance of this research is connected with the increasing academic interest in the
translation of cultural identity and social discourse in classical literature. Among the most significant
works of Victorian prose, Tess of the d’Urbervilles by Thomas Hardy occupies a prominent place
because of its realistic representation of English rural society and its deep social criticism. First
published in 1891, the novel combines elements of realism, psychological prose, tragedy, and
philosophical reflection. Hardy portrays the tragic fate of Tess as a consequence of social injustice,
class inequality, and moral hypocrisy in Victorian England (Hardy, 1891, p. 48).

One of the most distinctive features of Hardy’s writing is his depiction of national character
through everyday life, speech, traditions, and the social environment of rural England. The author
creates a vivid portrayal of the English countryside, emphasizing agricultural labor, village customs,
and the mentality of ordinary people. These features form the cultural basis of the novel and contribute
to its national specificity. However, the translation of such cultural and social elements presents
considerable difficulties because many historical realities and linguistic peculiarities do not possess
direct equivalents in other languages.

From a theoretical perspective, the concept of national character in literature includes cultural
traditions, social behavior, language peculiarities, and collective values reflected in the actions and
speech of literary characters. In translation, preserving national character requires a careful balance
between linguistic accuracy and cultural adaptation. According to Peter Newmark, translators should
preserve the cultural individuality of the original text whenever possible because cultural elements
are essential components of literary meaning (Newmark, 1988, p. 94).

An important aspect of Hardy’s novel is the representation of social conflict. Victorian society
in the novel is depicted as deeply divided by class distinctions, gender inequality, and moral
conservatism. Tess belongs to the rural working class and becomes a victim of social prejudice and
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patriarchal oppression. Through her tragic experience, Hardy criticizes the rigid moral standards of
Victorian England. The social conflict in the novel is not limited to individual suffering; it reflects
broader contradictions between social classes, traditional morality, and human individuality (Hardy,
1891, p. 112).

The translation of social conflict requires the preservation of emotional intensity and ideological
meaning. Translators must convey not only factual information but also the social atmosphere and
psychological tension embedded in the narrative. Excessive simplification or modernization may
weaken the critical and emotional effect of the original text. Susan Bassnett emphasizes that literary
translation should preserve the ideological and stylistic functions of the source text rather than merely
reproducing lexical meanings (Bassnett, 2014, p. 121).

One of the principal difficulties in translating Tess of the d’Urbervilles is the reproduction of
dialectal speech. Hardy frequently uses regional expressions characteristic of Wessex peasants in
order to emphasize social background and local identity. The rural speech of the characters differs
significantly from the language of educated urban society, highlighting social stratification within the
novel (Hardy, 1891, p. 87). Translators often face the problem of finding equivalent dialectal forms
in the target language without distorting the original stylistic effect.

Lexical difficulties are likewise connected with archaic vocabulary, historical expressions, and
agricultural terminology. Since the novel reflects nineteenth-century rural life, many words refer to
traditional farming practices, local customs, and religious concepts unfamiliar to modern readers.
Such vocabulary often requires explanatory translation or contextual adaptation. Mona Baker notes
that cultural and lexical gaps represent one of the greatest challenges in literary translation because
language is closely connected with culture and historical experience (Baker, 2011, p. 230).

Another important feature of Hardy’s prose is its descriptive richness. The author pays special
attention to landscapes, natural phenomena, and seasonal changes. Nature in the novel performs not
only a descriptive but also a symbolic function. Landscapes frequently mirror Tess’s emotional state
and intensify the tragic atmosphere of the narrative. For example, dark forests, empty fields, and
stormy weather symbolize loneliness, suffering, and social isolation (Hardy, 1891, p. 205).
Consequently, translators must preserve imagery, emotional coloring, and stylistic expressiveness
while maintaining clarity and readability.

The translation of narrative style is equally significant. Hardy’s prose combines realistic
description with lyrical and philosophical reflection. His sentences are often long, emotionally
expressive, and syntactically complex. Such stylistic features create a meditative and tragic tone that
forms an essential part of the novel’s artistic structure. Structural simplification in translation may
reduce the emotional depth and aesthetic value of the narrative. Therefore, translators should preserve
the rhythm and stylistic organization of the original text whenever possible.

Another crucial issue in translating the novel concerns the preservation of Tess’s psychological
portrait. Hardy presents Tess as a morally sensitive, emotionally vulnerable, and spiritually pure
character despite the social condemnation she experiences. The narrator’s sympathy toward Tess is
expressed through emotionally charged descriptions and philosophical commentary. Through the
protagonist’s inner experiences, the author explores themes of guilt, innocence, destiny, and social
injustice. Translators must therefore maintain psychological subtlety and emotional nuance in order
to preserve the ideological meaning of the novel.

The translation of cultural realities also requires special attention. The novel contains numerous
references to Victorian customs, religion, family relations, and gender roles. Such cultural elements
may be unfamiliar to readers from other linguistic and cultural traditions. In this context, translators
generally employ the strategies of domestication and foreignization. Domestication adapts the text to
the cultural expectations of the target audience, whereas foreignization preserves the historical and
cultural uniqueness of the original work. Lawrence Venuti argues that foreignization allows readers
to perceive the cultural distinctiveness of the source text and prevents excessive cultural assimilation
(Venuti, 1995, p. 22).
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In practice, successful literary translation usually combines both approaches depending on the
communicative purpose and stylistic context. Certain cultural references may require adaptation for
better comprehension, while others should remain unchanged in order to preserve historical
authenticity. For example, rural customs, social titles, and religious expressions often carry important
symbolic and cultural meanings that contribute to the realism of Hardy’s prose.

The philosophical dimension of the novel also creates translation challenges. Hardy frequently
reflects on fate, morality, religion, and the relationship between human beings and society. These
philosophical passages are expressed through emotionally expressive and metaphorical language.
Translators must therefore preserve not only the literal meaning but also the intellectual and emotional
impact of the original narration. The philosophical depth of the novel constitutes one of its defining
artistic qualities and contributes significantly to its tragic effect.

The aim of this research is to investigate the principal features of national character and social
conflict in Tess of the d’Urbervilles and to identify effective translation strategies for preserving these
elements in another language. The objectives of the study include analyzing lexical, structural,
stylistic, and cultural difficulties in translation, as well as evaluating methods used to maintain cultural
authenticity, psychological depth, and social expressiveness.

The methodological basis of the research includes comparative analysis, descriptive analysis,
stylistic interpretation, and contextual analysis. These methods permit a comprehensive examination
of both the original text and its translated versions. Comparative analysis allows the identification of
translation transformations and stylistic modifications, while contextual analysis helps reveal the
interaction between linguistic forms and cultural meaning.

The scientific novelty of this research lies in its integrated approach to the study of national
character and social conflict as interconnected literary categories that require simultaneous
preservation in translation. The research demonstrates that successful literary translation depends on
the translator’s ability to reproduce linguistic meaning together with cultural atmosphere, ideological
content, and emotional expressiveness.

In conclusion, the translation of Tess of the d’Urbervilles represents a highly complex process
involving linguistic, stylistic, cultural, and psychological dimensions. Thomas Hardy’s novel reflects
the realities of Victorian society, the tragedy of social inequality, and the moral conflicts of the period.
Consequently, translators must preserve not only semantic accuracy but also the national specificity,
emotional atmosphere, and philosophical depth of the original work. The analysis demonstrates that
literary translation functions as a form of intercultural communication requiring professional
competence, cultural awareness, and stylistic sensitivity. The results of this research contribute to the
broader field of translation studies and may be useful for scholars, students, and professional literary
translators.

REFERENCES

1. Tess of the d'Urbervilles Hardy, T. (1891). Tess of the d’Urbervilles. London: James R. Osgood,
Mcllvaine & Co.

2. A Textbook of Translation Newmark, P. (1988). A Textbook of Translation. New York: Prentice
Hall.

3. Translation Studies Bassnett, S. (2014). Translation Studies. London: Routledge.

4. In Other Words Baker, M. (2011). In Other Words: A Coursebook on Translation. London:
Routledge.

5. The Translator's Invisibility Venuti, L. (1995). The Translator’s Invisibility: A History of
Translation. London: Routledge.

6. Introducing Translation Studies Munday, J. (2016). Introducing Translation Studies: Theories and
Applications. London: Routledge.

0 “MexayHapoJHBIA HAyYHO-UCCIefoBaTenbcKui 1eHTp “Endless Light in Science”



Impact Factor: SJIF 2023 - 5.95 ®HWJIOJIOTMYECKHME HAYKH
2024 -5.99 PHYLOLOGICAL SCIENCES

https://doi.org/10.5281/zenodo0.20372578
UDC 8111

LINGUISTIC AND STYLISTIC FEATURES OF RENDERING EMOTIVENESS IN
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Abstract. This article explores the linguistic and stylistic features of rendering emotiveness in
the translation of Charlotte Bronté’s novel Jane Eyre. The study focuses on the way emotional
meaning is expressed in the original text and how it can be adequately transferred into the target
language. Special attention is given to emotionally marked vocabulary, metaphorical imagery,
expressive syntax, rhetorical questions, repetitions and evaluative constructions. The article is based
on the theoretical principles of literary translation proposed by E. Nida, P. Newmark, V. Komissarov,
G. Leech and M. Short, who emphasize that translation should reproduce not only the semantic
content of the original but also its stylistic, pragmatic and emotional effect. The analysis of selected
examples from Jane Eyre demonstrates that the rendering of emotiveness requires the use of various
translation techniques, including contextual translation, modulation, compensation, lexical
transformation, intensification and preservation of stylistic parallelism. The results show that
emotional adequacy in literary translation depends on the translator’s ability to preserve the
psychological depth of the character’s speech and the expressive individuality of the author’s style.

Keywords: emotiveness, literary translation, Charlotte Bronté, Jane Eyre, emotional
vocabulary, stylistic devices, translation techniques, expressive syntax.

Introduction

Charlotte Bronté’s Jane Eyre occupies a special place in English literature because of its deep
psychological narration, emotional intensity and strong expression of female subjectivity. The novel
is written in the form of a first-person narrative, and this makes the emotional voice of the heroine
one of the most important elements of the text. Jane does not simply describe events; she interprets
them emotionally, morally and psychologically. Her speech reflects fear, humiliation, resistance,
love, disappointment, self-respect and spiritual independence.

For this reason, the translation of Jane Eyre is a complex task. The translator must render not
only the plot and factual information but also the emotional atmosphere of the novel. In literary
translation, the emotional impact of the text is closely connected with the author’s individual style.
As Nida argues, translation should aim at producing an equivalent response in the target reader, not
merely at transferring words from one language into another (Nida, 1964). This idea is especially
significant in the translation of emotionally expressive prose, where the reader’s perception depends
on tone, rthythm, imagery and stylistic nuance.

The relevance of the present study is determined by the fact that emotiveness in Jane Eyre
functions as a key artistic and psychological category. Bronté uses language to reveal the inner world
of the heroine and to show her conflict with social injustice, emotional dependence and moral
pressure. Therefore, the translation of emotiveness requires both linguistic accuracy and stylistic
sensitivity.

The aim of this article is to analyse the linguistic and stylistic features of rendering emotiveness
in the translation of Charlotte Bronté’s Jane Eyre. The research focuses on selected fragments from
the novel and examines how emotional meaning may be preserved through appropriate translation
techniques.

In translation studies, emotiveness is understood as the ability of linguistic units to express
emotions, attitudes and subjective evaluation. Emotional meaning may be realized through lexical
choice, syntax, intonation, metaphor, repetition and other stylistic devices. In literary texts,
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emotiveness is not accidental; it performs an aesthetic and characterological function. It helps to
construct the image of the character and to influence the reader’s emotional response.

V. Komissarov states that equivalence in translation should be understood as a complex relation
between the original and the translation at different levels: semantic, communicative, pragmatic and
stylistic (Komissarov, 1990). This approach is important for the analysis of Jane Eyre, because the
translator must preserve not only the basic meaning of Bronté’s sentences but also their emotional
force. A formally correct translation may still be inadequate if it weakens the emotional tension of
the original.

Peter Newmark also emphasizes that literary translation requires attention to both meaning and
aesthetic value. According to Newmark, a translator should consider the expressive function of the
text, especially when dealing with novels, poetry and drama (Newmark, 1988). Since Jane Eyre is
highly expressive, the translator must reproduce the author’s stylistic intention. This means that
emotionally coloured words, metaphors and syntactic structures should not be neutralized without
necessity.

The stylistic dimension of translation is also discussed by Leech and Short, who argue that style
is a meaningful choice of language which contributes to the interpretation of a literary work (Leech
& Short, 2007). In Jane Eyre, style is inseparable from Jane’s personality. Her emotional speech
demonstrates her moral strength, independence and inner conflict. Thus, the translation of her speech
should preserve her individual voice.

Analysis of Emotiveness in Translation

One of the central features of Bronté’s style is the use of emotionally charged vocabulary. Jane’s
narration often includes words that express pain, loneliness, fear and moral protest. These lexical
units create a direct emotional connection between the heroine and the reader.

For example, in the early chapters Jane describes her position in Gateshead Hall as follows:

Original: I was a discord in Gateshead Hall.

Translation: §I 6bu1a 9y»)epoaHbIM 3BYKOM B [ eliTcXen-xome.

Translation technique: metaphorical preservation and contextual adaptation.

This example is important because the word discord does not simply mean disagreement. It
creates a metaphor of disharmony. Jane feels that she does not belong to the Reed family and is
perceived as something alien and disturbing. A literal translation such as s 6b11a pasaornacuem would
sound unnatural and would not convey the emotional meaning of the phrase. The variant
gy KepOoJHBIM 3ByKOM preserves the metaphorical image and expresses Jane’s alienation. Here the
translator uses contextual adaptation to make the image natural in Russian while maintaining the
emotional effect of the original.

Another emotionally significant example is connected with Jane’s childhood suffering:

Original: I felt physically weak and broken down.

Translation: 5l uyBcTBOBaNa ceds pu3anyecku ciabdoi U COBEPIICHHO MOAaBICHHOM.

Translation technique: lexical transformation and intensification.

The phrase broken down includes both physical exhaustion and emotional collapse. If it is
translated only as cnomnennoi, the psychological nuance may be preserved, but the naturalness of
the target text may suffer depending on the context. The variant coBepieHHO MOaBICHHON
intensifies the emotional state and helps the reader understand the depth of Jane’s suffering. This
technique corresponds to Nida’s idea of dynamic equivalence, where the emotional response of the
target reader becomes one of the main criteria of adequacy.

Bronté often represents emotion through metaphorical images. These images are especially
important because they show the heroine’s inner state indirectly. One of the most powerful
metaphorical patterns in the novel is connected with fire. Fire symbolizes passion, life, rebellion and
emotional energy.

Original: The vehemence of emotion, stirred by grief and love within me, was claiming mastery.

Translation: Cuna 4yBcTB, IpoOyXKIeHHAs BO MHE TOPEM H JIF0OOBbIO, HAUMHAJIA OBJIAJCBATD
MHOIO.
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Translation technique: modulation and syntactic adaptation.

In this sentence, emotion is represented as a force that can dominate the human being. The
translation preserves the idea of emotional power but changes the structure of the phrase to make it
more natural in Russian. The verb claiming mastery is rendered as HaunHaJIa OBJIaIeBaTh MHOIO,
which accurately conveys the idea of inner emotion becoming stronger than rational control. This is
a clear example of modulation, because the translator changes the grammatical and lexical form but
keeps the semantic and emotional meaning.

Jane’s emotional independence is especially evident in her speech to Rochester. One of the
most famous passages of the novel expresses her protest against social and emotional inequality:

Original: Do you think, because I am poor, obscure, plain, and little, I am soulless and heartless?

Translation: Bel gymaete, 9to ecnu st OeHa, He3aMEeTHA, HEKpacHBa U MaJia POCTOM, TO Y MEHSI
HET Iyl u cepaua’?

Translation technique: preservation of rhetorical question, syntactic parallelism and lexical
equivalence.

This sentence demonstrates the emotional and ideological centre of Jane’s character. The
rhetorical question expresses pain, dignity and resistance. The adjectives poor, obscure, plain, and
little form a sequence that emphasizes Jane’s social vulnerability. In translation, it is important to
preserve this accumulation of characteristics. The phrase soulless and heartless is translated as et
nyum u cepana, which successfully conveys the emotional and moral meaning of the original. The
translator keeps the rhetorical structure, because changing it into a declarative sentence would weaken
Jane’s passionate self-defence.

The continuation of this speech is equally important:

Original: I have as much soul as you — and full as much heart!

Translation: ¥ MeHsI CTOJIBKO ke JTYIITH, CKOJILKO Y Bac, U CTOJILKO XKe cep/nal

Translation technique: syntactic preservation and emotional equivalence.

Here the emotional effect is created by parallelism and exclamation. Jane asserts her equality
with Rochester not in social terms, but in spiritual and emotional terms. The translation preserves the
structure as much... as, which is essential for expressing equality. The exclamation mark is also
important because it conveys the intensity of Jane’s emotional protest. According to Newmark’s
theory, expressive texts require preservation of stylistic force; therefore, the emotional rhythm of such
sentences should not be unnecessarily simplified.

Bronté’s emotiveness is also closely connected with expressive syntax. The novel contains
many exclamatory sentences, rhetorical questions and repetitions. These syntactic features create
emotional rhythm and reveal the heroine’s psychological tension.

Original: I am no bird; and no net ensnares me.

Translation: I He nTUIa, 1 HUKaKask CETh MEHS HE YACPKUT.

Translation technique: metaphorical preservation and compensation.

This sentence is one of the strongest expressions of Jane’s independence. The metaphor of a
bird and a net symbolizes freedom and captivity. The translation preserves the metaphor but slightly
adapts the verb ensnares. The Russian variant He ynepxut is more natural than a literal translation
such as He moiimaeT B ceTh. At the same time, it keeps the idea of resistance. The technique of
compensation is used because the exact lexical image is slightly changed, but the emotional and
symbolic force is preserved.

Another example shows how Bronté uses short emotional statements to express psychological
shock:

Original: My heart beat fast and thick.

Translation: Moe ceparie OUI0ch OBICTPO U TAKEIO.

Translation technique: contextual translation.

The phrase fast and thick cannot be translated literally, because thick in this context refers to
the heavy, suffocating rhythm of the heartbeat. The Russian translation 6sIcTpo U TsKETO conveys
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both physical and emotional tension. The translator must understand that this is not a purely
physiological description; it is a sign of fear, excitement and inner disturbance.

Emotiveness in Jane Eyre is also expressed through evaluative adjectives. Bronté frequently
uses adjectives that reflect Jane’s subjective perception of people and events. These adjectives do not
merely describe reality; they show how Jane emotionally experiences it.

Original: A strange, regretful consciousness of some barrier divided us.

Translation: CtpanHOe, rOpbKOE CO3HaHUE KaKOW-TO MPerpaabl pa3aessiio Hac.

Translation technique: modulation and intensification.

The adjective regretful has a complex emotional meaning. It includes sadness, disappointment
and painful awareness. The translation ropskoe co3Hanue intensifies the emotional nuance and makes
the phrase stylistically appropriate for Russian literary prose. This example shows that the translator
sometimes needs to move away from direct lexical correspondence in order to preserve emotional
adequacy.

The Gothic atmosphere of the novel also plays an important role in creating emotiveness.
Scenes connected with the red-room, mysterious laughter and night landscapes are emotionally
charged. They combine fear, uncertainty and psychological pressure.

Original: The red-room was a spare chamber, very seldom slept in.

Translation: KpacHas komHara ObLia 3amacHOW CHadbHEW, Iie TMOYTH HHUKOT/Ia HHUKTO HE
HOYEBaJl.

Translation technique: lexical equivalence and contextual clarification.

At first glance, this sentence seems neutral. However, in the context of the novel the red-room
becomes a symbol of fear, punishment and childhood trauma. The translation preserves the name of
the room and clarifies its function. The emotional meaning is not contained only in one word; it
develops through context. Therefore, the translator must preserve the atmosphere of isolation and
anxiety in the surrounding sentences as well.

Another Gothic example is the mysterious laughter associated with Bertha Mason:

Original: It was a curious laugh; distinct, formal, mirthless.

Translation: 910 ObLT CTPaHHBIM CMEX — OTYETIIMBBIM, CyXOH, JTUILIEHHBII BCSIKOTO BECEIbS.

Translation technique: lexical transformation and compensation.

The word mirthless is especially difficult to translate because it means “without joy” but also
suggests something unnatural and disturbing. The translation JuieHHBII BCAKOTO BECEbsS Preserves
the semantic meaning, while cyxoif compensates for the emotional coldness of the original. This
technique allows the translator to reproduce the disturbing atmosphere of the scene.

Jane’s emotional world is often represented through contrast. Bronté contrasts coldness and
warmth, darkness and light, silence and speech, imprisonment and freedom. These oppositions are
stylistically important and must be preserved in translation.

Original: I desired liberty; for liberty I gasped; for liberty I uttered a prayer.

Translation: fI sxaxana cBo0o/bI; 0 CBOOOIE 5 3a/1bIXAsICh MEUTaJa; O CBOOO/IE 51 MOJIUIACK.

Translation technique: repetition preservation and emotional intensification.

This sentence is built on repetition. The word liberty appears three times, creating emotional
rhythm and semantic emphasis. If the translator replaces repeated words with synonyms, the stylistic
effect may be weakened. The translation preserves the repetition of cBo6oaa, which is necessary for
conveying Jane’s passionate desire for independence. The phrase I gasped is rendered as 3anpixasce
meurana, which intensifies the emotional and physical feeling of suffocation. This solution is justified
because the original presents freedom as an urgent existential need.

The problem of rendering emotiveness is also connected with cultural and stylistic norms of the
target language. English Romantic and Victorian prose often allows a high degree of emotional
expressiveness. In Russian translation, excessive literalness may sound unnatural or melodramatic.
Therefore, the translator must balance fidelity to the original with the stylistic norms of the target
language. This corresponds to Komissarov’s view that translation equivalence is not mechanical
sameness but functional correspondence between the source and target texts.
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For instance:

Original: My soul began to expand, to exult, with the strangest sense of freedom.

Translation: Most qymia clIOBHO pacnpaBisiiach M JHKOBaJIa, OXBaY€HHAss HEOOBIKHOBEHHBIM
YyBCTBOM CBOOO/IBI.

Translation technique: metaphorical adaptation and compensation.

A literal translation such as most gyma navana pacmupsatecs would sound awkward. The verb
expand in this context expresses emotional liberation. The variant cnoBHO pacmpaBisiiach preserves
the metaphor of inner opening and makes it natural in Russian. The verb nukoBama conveys the
emotional elevation of to exult. This example demonstrates that stylistic adequacy sometimes requires
creative transformation rather than literal reproduction.

Discussion

The analysed examples show that emotiveness in Jane Eyre is not limited to separate emotional
words. It is created by the interaction of vocabulary, syntax, metaphor, rhythm and narrative
perspective. Since the novel is written in the first person, every emotional expression is connected
with Jane’s identity. Her speech is sincere, passionate and morally strong. Therefore, the translator
must preserve not only the emotional content but also the ethical and psychological force of her voice.

The most frequent translation problem is the danger of emotional neutralization. If emotionally
marked words are translated too generally, Jane’s speech loses its intensity. For example, translating
desolate simply as rpycrnas would be insufficient, because the word often implies loneliness,
abandonment and inner emptiness. Similarly, translating I am no bird; and no net ensnares me in a
simplified way would weaken the symbolic meaning of freedom.

Another difficulty is the translation of metaphorical emotion. Bronté’s metaphors are deeply
connected with the thematic structure of the novel. Fire, darkness, imprisonment, flight and light are
not accidental images. They express Jane’s inner struggle and development. For this reason,
metaphorical preservation is often preferable. However, when literal preservation sounds unnatural,
the translator should use metaphorical adaptation.

The analysis also demonstrates the importance of expressive syntax. Rhetorical questions,
repetitions and exclamations should be preserved where possible because they create emotional
rhythm. Jane’s famous declarations of dignity and freedom depend not only on lexical meaning but
also on syntactic structure. As Leech and Short note, stylistic choices in fiction are meaningful and
contribute to the interpretation of the character and the text as a whole.

Thus, the translation of emotiveness in Jane Eyre requires a combination of accuracy and
creativity. The translator should not mechanically reproduce the original but should reconstruct its
emotional and stylistic effect in the target language. This approach corresponds to the principles of
dynamic equivalence, communicative translation and functional adequacy developed in the works of
Nida, Newmark and Komissarov.

The study of linguistic and stylistic features of rendering emotiveness in the translation of
Charlotte Bronté’s Jane Eyre shows that emotiveness is one of the central components of the novel’s
artistic structure. Bronté’s emotional style is realized through emotionally charged vocabulary,
metaphorical imagery, expressive syntax, rhetorical questions, repetitions and evaluative adjectives.
These elements reveal Jane’s psychological state, moral resistance and spiritual independence.

The translation of such emotiveness requires more than literal accuracy. The translator must
preserve the emotional effect of the original, the individuality of Jane’s voice and the stylistic
atmosphere of Bronté’s prose. The analysis of examples shows that the most effective translation
techniques are contextual adaptation, modulation, compensation, intensification, metaphorical
preservation and syntactic preservation.

The examples from the novel demonstrate that emotional adequacy is achieved when the
translation reproduces not only the meaning of the original but also its psychological depth and
aesthetic force. Therefore, rendering emotiveness in Jane Eyre should be understood as a complex
process involving semantic, stylistic and pragmatic decisions. A successful translation allows the
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target reader to perceive Jane not only as a literary character but also as a living emotional
consciousness whose voice remains powerful across languages and cultures.
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Abstract. This article examines the representation of national identity and cultural context in
Harper Lee’s novel To Kill a Mockingbird. The study focuses on the way the novel reflects American
values, Southern cultural traditions, racial injustice, moral education, family reputation, gender roles
and the conflict between democratic ideals and social inequality. The theoretical basis of the article
includes the works of Claudia Durst Johnson, Richard Gray, W. J. Cash, Harold Bloom, Wayne Flynt,
Toni Morrison and other scholars who studied American literature, Southern culture and racial
discourse. The article argues that Harper Lee’s novel presents national identity not as a fixed and
harmonious concept, but as a field of moral conflict. Through the fictional town of Maycomb, the
author shows the contradictions of American society: the belief in justice exists together with racial
prejudice; the idea of freedom is limited by social hierarchy,; and childhood innocence is gradually
transformed into ethical awareness.

Keywords: Harper Lee, To Kill a Mockingbird, national identity, cultural context, American
South, racial injustice, Southern society, moral values.

Harper Lee’s To Kill a Mockingbird, published in 1960, is one of the most significant novels
in American literature. The novel is set in the fictional town of Maycomb, Alabama, during the Great
Depression and presents the story through the perspective of Scout Finch, a young girl who gradually
becomes aware of the injustice and moral contradictions of the adult world. Although the plot is
centered on the trial of Tom Robinson, a Black man falsely accused of assaulting a white woman, the
novel is not limited to a legal conflict. It explores broader questions of national identity, cultural
memory, social morality and the meaning of justice in American society.

The relevance of this topic lies in the fact that To Kill a Mockingbird represents American
identity through contradiction. On the surface, the United States is associated with democratic ideals,
equality before the law and individual freedom. However, the cultural world of Maycomb reveals that
these ideals are often undermined by racism, class prejudice and rigid social traditions. Claudia Durst
Johnson notes that the novel must be read in relation to the historical and legal realities of the
American South, because its central conflict reflects deep social tensions connected with race and
justice [1]. Therefore, Harper Lee’s novel becomes not only a story about childhood and morality,
but also a literary investigation of the American national conscience.

The aim of this article is to analyze how national identity and cultural context are represented
in To Kill a Mockingbird. The article examines the image of the American South, the role of race,
the symbolism of law and justice, the importance of family reputation, gender norms and the moral
function of childhood narration.

The cultural context of To Kill a Mockingbird is inseparable from the historical reality of the
American South. Maycomb is fictional, but it is clearly modeled on small Southern towns of the
1930s. The Great Depression forms the economic background of the novel, while the legacy of
slavery and segregation shapes its social structure. Richard Gray argues that Southern literature often
presents the South as a region burdened by memory, tradition and unresolved historical guilt [2].
Harper Lee’s Maycomb reflects this cultural condition: the town lives according to old customs,
inherited prejudices and strict social divisions.

National identity in the novel is shown through the contradiction between American democratic
ideals and the everyday reality of racial discrimination. The courtroom should symbolize justice,
equality and rational truth. However, Tom Robinson’s trial reveals that legal procedure alone cannot
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guarantee justice when society is governed by racial prejudice. Atticus Finch believes in the moral
importance of law, but the verdict shows the limits of legal idealism in a racist community. This
conflict demonstrates that American national identity is not only built on noble principles, but also
challenged by the failure to apply those principles equally.

W. J. Cash, in his study of Southern culture, emphasizes that the American South historically
developed a strong code of honor, hierarchy and communal loyalty [3]. These features are visible in
Maycomb society. People are judged not only by their actions but also by their family names, social
class and racial background. The Finch family is respected because of its history and moral reputation,
while families such as the Ewells occupy a marginal social position. At the same time, even poor
white people are placed above Black citizens in the racial hierarchy. This shows how class and race
interact in the cultural structure of the town.

The figure of Atticus Finch is central to the novel’s representation of national identity. He
embodies the ideal of moral responsibility, civic duty and respect for justice. However, Harper Lee
does not present him as a heroic figure detached from society. He is a lawyer, a father and a member
of Maycomb community. His moral strength lies in his ability to act ethically within a flawed social
system. Wayne Flynt observes that the Southern setting of the novel is important because Atticus’
moral position becomes meaningful precisely in a society where racial prejudice is normalized [4].
Thus, Atticus represents a possible ethical version of American identity: one based on conscience,
responsibility and courage.

At the same time, the novel shows that individual morality cannot easily overcome collective
prejudice. Tom Robinson is innocent, but the jury convicts him because the racial assumptions of the
community are stronger than factual evidence. This episode reveals the tragic gap between national
ideals and social practice. The United States presents itself as a nation of law and freedom, but in
Maycomb these ideals are applied selectively. Toni Morrison’s reflections on race in American
literature are relevant here: she argues that American literary identity has often been shaped by the
presence and exclusion of Black experience [5]. In To Kill a Mockingbird, Black characters are
central to the moral conflict, yet they are also socially marginalized within the fictional world.

Scout Finch’s narrative perspective plays a crucial role in the representation of cultural context.
The story is told through the consciousness of a child, but the narration also contains the reflective
awareness of an adult remembering childhood. This double perspective allows Harper Lee to expose
social injustice without turning the novel into direct political commentary. Scout does not fully
understand the racial and social codes of Maycomb at first, and this lack of understanding becomes a
powerful literary device. Through her questions and observations, the reader sees how absurd and
cruel many adult social rules are.

The child’s perspective also helps reveal the process of national and moral education. Scout,
Jem and Dill learn that society is not always fair, that adults are not always wise, and that public
opinion can be morally dangerous. Their childhood becomes a symbolic space where American
identity is questioned and reinterpreted. Harold Bloom notes that the enduring power of the novel is
connected with its moral drama and its ability to present injustice through a deeply accessible
narrative form [6]. The simplicity of Scout’s voice makes the ethical conflict more direct and
emotionally powerful.

Cultural context is also reflected in the novel’s treatment of gender. Scout does not fit the
traditional model of Southern femininity. She prefers overalls, physical activity and direct speech,
while Aunt Alexandra tries to teach her the norms of “lady-like” behavior. This conflict shows that
Maycomb society controls not only race and class but also gender. The image of the Southern lady is
part of the region’s cultural mythology. Scout’s resistance to this model reflects a broader questioning
of inherited social roles. Her identity develops through tension between personal freedom and cultural
expectation.

The concept of family is another important element of cultural identity in the novel. In
Maycomb, family background determines social perception. People are often described according to
family reputation: the Finches, the Cunninghams, the Ewells. This reflects the traditional Southern
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emphasis on genealogy and social memory. However, Harper Lee also criticizes this system. The
moral worth of a person cannot be reduced to family name or social status. Walter Cunningham, for
example, comes from poverty but is treated with respect by Atticus because dignity is not dependent
on wealth. Bob Ewell, by contrast, belongs to the dominant racial group but is morally corrupt. In this
way, the novel challenges superficial cultural judgments.

The symbolic meaning of the “mockingbird” is directly connected with the moral and national
dimension of the novel. The mockingbird represents innocence, vulnerability and harmlessness. Tom
Robinson and Boo Radley can both be understood through this symbol because they are damaged by
society despite causing no real harm. The destruction of innocence becomes a criticism of a culture
that fails to protect the vulnerable. From the perspective of national identity, this symbol suggests
that a society should be judged by how it treats those who cannot defend themselves.

The image of Boo Radley adds another layer to the cultural analysis. At first, Boo is perceived
by the children through rumor and local mythology. He is turned into a frightening figure by the
imagination of the community. Later, Scout learns to see him as a human being. This transformation
is important because it parallels the novel’s broader ethical message: prejudice is often based on
ignorance, distance and inherited stories. The ability to see another person’s humanity becomes one
of the novel’s central moral principles.

Harper Lee’s language also contributes to the representation of cultural context. The novel uses
Southern speech patterns, local expressions and socially marked dialogue. These linguistic features
help create the atmosphere of Maycomb and distinguish characters by age, class, race and education.
In literary terms, language becomes a marker of social belonging. This is why the novel is significant
not only thematically but also stylistically. The cultural world of Maycomb is not described abstractly;
it is heard through speech.

The national identity presented in the novel is therefore deeply ambivalent. On the one hand,
the text affirms values such as justice, empathy, courage and human dignity. On the other hand, it
shows that these values are constantly threatened by racism, conformity and fear. The novel does not
reject American ideals; rather, it exposes the distance between ideal and reality. This is what gives
To Kill a Mockingbird its continuing relevance. It asks whether a nation can honestly call itself just
if justice is not equally available to all.

The cultural context of the novel also reflects the historical moment of its publication. Although
the story is set in the 1930s, it appeared during the Civil Rights Movement of the 1950s and 1960s.
Readers of the time could connect Tom Robinson’s trial with contemporary struggles against
segregation and racial injustice. Claudia Durst Johnson emphasizes that the novel’s legal and racial
themes gained particular resonance because of the social changes taking place in mid-twentieth-
century America [1]. Thus, the novel speaks simultaneously about the past and the present: it
remembers the Depression-era South while addressing the moral crisis of modern America.

The novel’s treatment of empathy is one of its most important contributions to the discussion
of national identity. Atticus teaches Scout that understanding another person requires imagining life
from that person’s point of view. This principle becomes the ethical foundation of the novel. It
challenges the narrowness of local prejudice and offers a broader vision of citizenship based on moral
imagination. In this sense, national identity is not presented as blind loyalty to one’s community, but
as the ability to criticize injustice within that community.

Harper Lee’s To Kill a Mockingbird presents national identity as a complex and contradictory
phenomenon. Through the fictional town of Maycomb, the novel explores the cultural world of the
American South, including its traditions, racial hierarchy, class divisions, gender norms and moral
codes. The novel shows that American identity cannot be understood only through ideals of
democracy and justice; it must also be examined through the historical realities of racism, inequality
and social exclusion.

The cultural context of the novel is essential to its meaning. Maycomb represents a society
where family reputation, race, class and gender shape human relationships. At the same time, the
novel offers an ethical critique of this society through the figures of Atticus, Scout, Tom Robinson
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and Boo Radley. Each of these characters reveals a different aspect of moral identity: conscience,
innocence, suffering and misunderstood humanity.

The works of Claudia Durst Johnson, Richard Gray, W. J. Cash, Wayne Flynt, Toni Morrison
and Harold Bloom help demonstrate that To Kill a Mockingbird is not merely a regional story about
the American South. It is a national narrative about the struggle between justice and prejudice, law
and inequality, moral courage and social conformity. Harper Lee’s novel remains important because
it forces readers to confront a difficult question: what kind of national identity is possible when a
society’s highest ideals are contradicted by its everyday practices?

In conclusion, To Kill a Mockingbird represents national identity as an ethical responsibility
rather than a simple cultural inheritance. Harper Lee shows that true national values are not proved
by speeches about freedom and justice, but by the willingness to defend the dignity of the most
vulnerable.
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Abstract. The article examines the peculiarities of rendering cultural realities and
philosophical concepts in F. Scott Fitzgerald’s short story “The Curious Case of Benjamin Button”.
The research focuses on the translation of culturally marked lexical units, historical references, social
norms, institutional names, and philosophical ideas related to time, aging, identity, social acceptance
and human destiny. The analysis shows that Fitzgerald’s story presents translation difficulties not
only at the lexical level, but also at the conceptual and cultural levels. The translator must preserve
the ironic tone of the original, the atmosphere of nineteenth-century American society, and the
philosophical paradox of reverse aging. The study argues that successful translation requires a
balance between semantic accuracy, cultural adaptation and stylistic adequacy.

Keywords: Fitzgerald, Benjamin Button, cultural realities, philosophical concepts, literary
translation, time, identity, aging, irony.

F. Scott Fitzgerald’s “The Curious Case of Benjamin Button” is one of the most unusual short
stories in American literature. It was first published in Collier’s on May 27, 1922, and later included
in Fitzgerald’s collection Tales of the Jazz Age published in the same year. Project Gutenberg’s
edition of Tales of the Jazz Age also includes this story and identifies Fitzgerald as the author of the
1922 short-story collection. The plot is based on a paradoxical situation: Benjamin Button is born as
an old man and gradually becomes younger instead of older. This fantastic premise allows Fitzgerald
to explore not only the comic possibilities of reverse aging, but also deeper philosophical questions
concerning time, social norms, identity and the instability of human existence.

The relevance of this topic is determined by the fact that Fitzgerald’s text combines cultural
specificity and philosophical universality. On the one hand, the story is deeply rooted in American
social reality of the nineteenth and early twentieth centuries. It contains references to family
reputation, social respectability, business, education, military service and upper-middle-class values.
On the other hand, the central idea of reverse aging raises universal questions about the meaning of
life, the relationship between body and personality, and the inevitability of human decline. Therefore,
the translator must deal with two interconnected tasks: to render the cultural atmosphere of the
original and to preserve its philosophical depth.

In translation studies, cultural realities are understood as words and expressions that denote
objects, institutions, customs and concepts specific to a particular culture. According to P. Newmark,
such elements often require special translation procedures because they do not always have direct
equivalents in the target language [1]. M. Baker also emphasizes that non-equivalence often appears
when a word is closely connected with a cultural context and has no identical counterpart in the target
language [2]. In Fitzgerald’s story, cultural realities are not decorative details. They help construct
the social world in which Benjamin Button is judged, rejected and misunderstood.

The purpose of this article is to analyze how cultural realities and philosophical concepts in
“The Curious Case of Benjamin Button” can be rendered in translation. The article is written without
formal classification, because the aim is not to divide the material mechanically, but to show how
cultural and philosophical meanings function together in the literary text.

The first difficulty in translating Fitzgerald’s story is connected with the title itself. The word
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curious has several shades of meaning. It may mean “strange”, “unusual”, “interesting”, “odd” or
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“worthy of attention”. A literal translation into Russian as “JIro0onbITHBIN citydaii benmkamuna
barrona” or into Kazakh as “benmxamun baTToHHBIH KBI3BIK OKUFachkl” preserves only part of the
semantic field. The Russian adjective mo6onbITHbIN may sound slightly neutral or even playful, while
the English curious contains both intellectual interest and strangeness. A variant such as “3aramgounas
uctopus benmxamuna battona” emphasizes mystery, but weakens the ironic tone. In Kazakh,
“benmxamMuH baTTOHHBIH TaHFaJapJIBIK OKUFAckl” may better express the unusual nature of the story,
while “Kkb13bIK OKHFa” sounds more colloquial and less philosophical.

This example demonstrates Newmark’s idea that literary translation often requires a choice
between semantic closeness and communicative effect [1]. The translator should not only ask what
the word means, but also what effect it produces. Fitzgerald’s title prepares the reader for a text that
is strange, comic and reflective at the same time. Therefore, the title should not sound too tragic or
too humorous. It must preserve the balance between curiosity and absurdity.

The cultural background of the story is also important. Fitzgerald places Benjamin Button in
Baltimore in the second half of the nineteenth century. This setting is not accidental. Baltimore
functions as a symbol of respectable American society, where family reputation and public opinion
are highly significant. The Button family belongs to a social environment in which abnormality is
perceived not as a private tragedy, but as a public embarrassment. When Benjamin is born old, the
main anxiety of his father is not only medical shock, but also social shame. This cultural logic must
be preserved in translation.

For example, the phrase “The Roger Buttons held an enviable position, both social and
financial, in ante-bellum Baltimore” contains several culturally marked elements. The expression
ante-bellum Baltimore refers to the period before the American Civil War. In Russian, it may be
translated as “B moBoenHom bantumope”, but this version may be unclear because Russian readers
may ask: before which war? A more accurate variant is “B bantumope no I'paskganckoii BoiHbI". In
Kazakh, the phrase can be rendered as “A3amat corbichiHa aeiiinri bantumopaa”. Here, explicitation
is necessary because the cultural and historical reference is not automatically clear for all target
readers.

E. Nida’s concept of dynamic equivalence is useful in such cases because the translator should
create a comparable understanding in the target reader [3]. If the English reader recognizes ante-
bellum as a historically marked American term, the Russian or Kazakh reader needs a translation that
reveals this historical meaning. A literal or overly compressed translation may preserve the form, but
not the cultural function.

Another important cultural reality is connected with names and forms of address. The name
Benjamin Button itself has a comic and symbolic quality. The surname Button is short, simple and
slightly humorous. It may suggest something small, ordinary or even childish, which contrasts with
the extraordinary nature of the character’s life. In Russian and Kazakh translations, the surname is
usually transcribed as barron. This is a reasonable solution because translating the surname
semantically as Ilyrosuna or Tyiime would sound grotesque and would destroy the realistic social
setting of the story. However, the comic undertone of the surname is partly lost. This is a typical case
of inevitable translation loss, which may be compensated by preserving Fitzgerald’s ironic tone
elsewhere in the text.

L. Venuti’s distinction between domestication and foreignization helps explain this problem
[4]. If the translator domesticates the surname, the text becomes artificial. If the translator foreignizes
it through transcription, the cultural form is preserved but some semantic nuance is lost. In this case,
transcription is more appropriate because the name functions primarily as an American proper name,
not as a transparent metaphor.

The rendering of social institutions also requires careful attention. Fitzgerald mentions family
status, business reputation, social visits, education and military service. These elements are culturally
specific because they reflect American social norms of the period. For example, when Benjamin later
attends Yale, the university name carries strong cultural meaning. Yale is not just an educational
institution; it symbolizes elite education, social prestige and American upper-class identity. In
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Russian, Mensckuii yauBepcuter is a stable equivalent. In Kazakh, Mens ynusepcuteri is also
acceptable. The translator should preserve the name because replacing it with a generic phrase such
as yHuBepcuTeT or 6eneni oKy opasl would weaken the cultural reference.

The same applies to references to Harvard, military academies, business firms and social clubs.
These elements create the social map of the story. According to S. Bassnett, translation is never purely
linguistic because language is always embedded in culture [5]. Therefore, the translator should
preserve the cultural markers that help readers understand the society in which Benjamin lives. If all
such references are generalized, Fitzgerald’s American setting becomes blurred.

The philosophical core of the story is the concept of time. Fitzgerald reverses the biological
order of life, but he does not reverse social expectations. Society continues to judge Benjamin
according to ordinary age norms. When he is physically old but legally a child, he is treated as a
scandal. When he becomes physically younger, his social roles become increasingly unstable. This
creates the central philosophical paradox: identity is not determined only by the body, but society
often reads identity through the body.

The translation of this philosophical meaning requires consistency in rendering words
connected with age. English words such as old man, baby, boy, youth, middle age, childhood are
simple, but in the story they acquire conceptual force. They do not merely describe age; they expose
the contradiction between appearance and social status. In Russian, equivalents such as crapuk,
MJIQJICHEIl, MaJb4HK, IOHOINA, CPETHMI Bo3pacT, neTcTBo can be used. In Kazakh, possible variants
include xapT agam, cobu, 6ana, ’ac XKIiriT, opra xac, 6anansik mak. The translator must avoid random
synonymic variation because these terms form the philosophical structure of the text.

A. Wierzbicka argues that key cultural and emotional concepts are deeply connected with the
semantic systems of particular languages [6]. In Fitzgerald’s story, the concept of aging is not only
biological but also cultural. To be “old” means not only to have an aged body, but also to occupy a
certain social position. To be a “child” means not only to be young, but also to be dependent, innocent
and socially incomplete. Benjamin’s life destroys these associations. The translator must preserve
this conceptual tension.

The philosophical concept of identity is also central. Benjamin Button is the same person
throughout the story, but his body moves in the opposite direction. This raises the question: what
makes a person the same person over time? Is identity based on memory, body, social role, name or
consciousness? Fitzgerald does not answer this question directly. Instead, he dramatizes it through
irony and absurdity. The translator should not make the philosophical meaning too explicit because
Fitzgerald’s style depends on understatement.

For example, a sentence describing Benjamin as “a man apparently about seventy years of age”
may be rendered into Russian as “my»xunnHa Ha Buf jaeT cemunecatu’ and into Kazakh as “ceipT ke3re
XKeTIic mamacbiHaarsl ep agam’. The phrase apparently is important because the whole story is built
on the gap between appearance and reality. If it is omitted, the philosophical contrast weakens. A too
simple translation such as “cemMuaecaTuneTHH MyX4uuHa” Or “XKeTIic kacTarbl agam” would be
inaccurate because Benjamin is not truly seventy in chronological terms; he only appears so.

This example also shows the importance of what V. N. Komissarov calls communicative
equivalence [7]. The translator must preserve not just the denotative meaning, but the relation
between the utterance and the situation. In this case, the phrase expresses uncertainty and visual
perception, not factual age.

Fitzgerald’s irony is another major difficulty. The story treats an impossible situation in a calm
and socially realistic manner. This contrast creates comic effect. The narrator often describes absurd
events with the tone of ordinary social commentary. If the translator makes the language too
emotional, the irony disappears. If the translator makes it too dry, the story loses its literary charm.
Therefore, the tone of translation must remain controlled, elegant and slightly ironic.

For example, when Benjamin’s father reacts to the birth of an old man, the situation is
grotesque, but Fitzgerald does not turn it into open horror. The absurdity is filtered through social
embarrassment. In Russian, this tone can be preserved through restrained expressions such as “kpaiiae
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HEJIOBKOE TOJIOKEHUe”, “‘ceMeifHoe cMmytenne”, “obmectBeHnbiil ckanaan”’. In Kazakh, equivalents
may include “eTe bIHFalChI3 KaFmail”, “oTOACBUIBIK aOBIPKY”, “KOFaM aijablHAarbl yaT . These
phrases preserve the social rather than purely emotional nature of the conflict.

The concept of respectability is culturally significant in the story. Benjamin’s parents are
concerned with how society will perceive the family. This reflects the values of bourgeois American
culture: reputation, proper behaviour, class position and conformity. In translation, the word
respectable may be rendered into Russian as pecnekTaOenbHBINA, yBa)KaeMblil, Or HPUIMYHBIH,
depending on the context. In Kazakh, possible variants are kypmeTTi, 6eaeni, 97enTi opTara caii, or
aosipoiinsl. The choice is not mechanical. If the context emphasizes social status, pecriekTaOenbHbIN
/ 6enenni is better. If it emphasizes moral acceptability, npunuunsiii / onenke caif may be more
appropriate.

M. Baker’s theory of non-equivalence is relevant here because a single English adjective may
cover several meanings that require different target-language solutions [2]. The translator must
identify the cultural function of the word in context. In Fitzgerald’s story, respectability is not simply
personal morality. It is a social performance. The Button family must look normal, successful and
respectable in the eyes of others.

The philosophical treatment of time in the story is closely connected with memory. Benjamin’s
life moves biologically backward, but his social experience moves forward. This creates a tragicomic
disjunction. He gains life experience while losing the bodily signs of maturity. Later, as he becomes
younger and younger, his mental world also fades. The story therefore suggests that identity is fragile
and dependent on memory, language and social recognition.

G. Lakoff and M. Johnson argue that abstract concepts are often understood through metaphor
[8]. Time is one of the most metaphorically structured concepts in human language. We speak of time
as movement, possession, loss or direction. Fitzgerald radically disturbs the usual metaphor of life as
forward movement. Benjamin’s body moves backward, while historical time moves forward. In
translation, this conceptual contradiction should be maintained through accurate rendering of
temporal expressions.

For instance, phrases such as growing younger, as the years went on, his mind began to wander

2 ¢e

back, and he forgot should be translated with special care. In Russian, “cTtaHoBmiics mMomoxe”, “c
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rogaMu”, “‘ero CO3HaHHE BO3BPAIIAJIOCh Ha3a ", “‘oH 3a0bIBai’” may preserve the paradox. In Kazakh,
variants such as ‘““xacapa Tycti”, “XbUIgap 6TKEH CalbIH, “‘CaHachl KeHiH MeTIHreHaeH 00ab1”, “o
ymbita Oactaasl” can be used. The translator should preserve the repeated tension between
chronological progress and biological regression.

Another concept that requires careful translation is normality. The society around Benjamin
constantly tries to force him into conventional categories. He must be a baby when he is physically
old; he must be a son when he looks like a grandfather; he must be a husband and father when his
body begins to contradict these roles. This social pressure gives the story its satirical force. Fitzgerald
criticizes not only the strangeness of Benjamin’s condition, but also the rigidity of social norms.

The translation of this satire depends on the preservation of social vocabulary. Words connected
with propriety, embarrassment, family pride, public opinion and institutional expectations must not
be flattened. For example, scandal can be translated as ckanman in Russian and >xankan or mackapa
xarnaii in Kazakh. However, mackapa xarait may better express the shame-based social dimension
in some contexts. A purely neutral equivalent would fail to convey the emotional pressure of society.

The story also contains philosophical elements connected with childhood and disappearance.
At the end, Benjamin’s consciousness gradually dissolves into infancy. The narrative becomes softer
and more fragmented. This ending requires a different translation rhythm. The translator should avoid
heavy philosophical vocabulary and instead preserve the simplicity and fading perception of the
original. The final movement of the story is not explained theoretically; it is represented through
sensory impressions, loss of memory and the disappearance of self-awareness.

This is where literal translation may fail. If the translator uses too abstract a style, the ending
becomes cold. If the translator uses too sentimental a style, the restrained tragedy of Fitzgerald’s
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prose is weakened. The best solution is to preserve the simplicity of perception. In Russian, short
phrases and soft rhythm can convey the fading consciousness. In Kazakh, natural sensory vocabulary
such as »kapbIK, KapaHFBUIBIK, HIC, 1aybIC, 93 ce3iM may help preserve the atmosphere of gradual
disappearance.

The story’s cultural realities and philosophical concepts are therefore inseparable. Cultural
references create the concrete social world of Baltimore, family honour, education and class
expectations. Philosophical concepts give this world deeper meaning by questioning time, identity,
aging and normality. The translator must work with both dimensions simultaneously. A culturally
accurate but philosophically flat translation would be incomplete. A philosophically expressive but
culturally vague translation would also distort Fitzgerald’s text.

F. Scott Fitzgerald’s “The Curious Case of Benjamin Button” presents a complex challenge for
literary translation because it combines cultural specificity with philosophical depth. The story is
rooted in American social reality, especially the values of family reputation, respectability, education
and public opinion. At the same time, it raises universal questions about time, aging, identity, memory
and the instability of human life.

The rendering of cultural realities requires careful treatment of historical references, proper
names, social institutions and culturally marked words. Some elements should be preserved through
transcription or established equivalents, while others require contextual explanation. The rendering
of philosophical concepts demands consistency, stylistic sensitivity and attention to the symbolic role
of age-related vocabulary. Words connected with childhood, old age, memory, time and normality
should be translated not only according to dictionary meaning, but also according to their conceptual
function in the story.

The works of P. Newmark, M. Baker, E. Nida, S. Bassnett, L. Venuti, V. N. Komissarov, A.
Wierzbicka and G. Lakoff help demonstrate that translation is not a purely linguistic act. It is an
interpretation of cultural meanings and conceptual structures. In Fitzgerald’s story, the translator’s
task is to preserve the ironic tone, the American cultural background and the philosophical paradox
of reverse aging. A successful translation should allow the target reader to perceive Benjamin Button
not only as a fantastic character, but also as a symbol of the human condition.

In conclusion, the translation of “The Curious Case of Benjamin Button” requires a balanced
strategy that combines accuracy, cultural awareness and philosophical sensitivity. The translator must
not simply transfer words from one language into another; they must recreate the strange, ironic and
thoughtful world of Fitzgerald’s story.
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Abstract. The article examines the individual authorial style of Terry Pratchett and the problem
of preserving its linguistic, stylistic and cultural specificity in translation. The research is based on
the novel Hogfather, one of the Discworld novels, first published in 1996. According to the official
Terry Pratchett website, Hogfather was published on 7 November 1996, bibliographic records also
identify it as a Gollancz edition with 285 pages. The article focuses on the main features of Pratchett’s
style: irony, parody, satire, intertextuality, wordplay, comic contrast, philosophical subtext, and the
use of culturally marked fantasy realia. Particular attention is paid to translation strategies that may
help preserve the author’s stylistic individuality, including compensation, adaptation, functional
substitution, explicitation, and creative recreation. The analysis shows that literal translation is
insufficient for rendering Pratchett’s prose because his humour and meaning are often created
through semantic ambiguity, unexpected stylistic shifts and cultural allusions. Therefore, the
translator should not merely reproduce the surface meaning of the text but reconstruct its pragmatic,
comic and philosophical effect in the target language.

Keywords: Terry Pratchett, Hogfather, authorial style, literary translation, humour, wordplay,
satire, translation strategies.

The problem of preserving individual authorial style is one of the most complex issues in
literary translation. A literary text is not only a sequence of lexical meanings but also a system of
stylistic choices through which the author creates a specific artistic world. In this regard, the
translation of Terry Pratchett’s prose is especially challenging. His novels combine fantasy, humour,
parody, social satire and philosophical reflection. This combination makes his authorial style highly
recognizable and, at the same time, difficult to reproduce in another language.

Terry Pratchett’s Hogfather occupies a special place in the Discworld series. The novel is built
around the fictional festival of Hogswatch, which functions as a comic and satirical analogue of
Christmas. However, the novel is not limited to festive parody. Beneath the humorous surface,
Pratchett discusses belief, childhood, death, morality, imagination and the social need for myths.
Thus, the translator faces a double task: to preserve the comic tone of the text and, at the same time,
to retain its deeper philosophical meaning.

The aim of this article is to analyse the individual authorial style of Terry Pratchett in Hogfather
and to determine the main translation problems connected with its preservation. The research focuses
on lexical, stylistic and pragmatic features of the novel and suggests possible translation strategies
for rendering them adequately.

Authorial style can be defined as a set of linguistic and stylistic features that distinguish one
writer from another. According to G. Leech and M. Short, style in fiction is revealed through lexical
choice, syntax, figurative language, narrative perspective, dialogue and the interaction between
linguistic form and literary meaning [7]. Therefore, preserving authorial style in translation requires
attention not only to what is said but also to how it is said.

In translation studies, the problem of equivalence has been discussed by many scholars. E. Nida
emphasized the importance of dynamic equivalence, according to which the translated text should
produce a similar effect on the target reader [9]. P. Newmark distinguished between semantic and
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communicative translation and argued that the translator should consider both the meaning of the
original and the response of the target audience [8]. M. Baker also notes that translation difficulties
often arise at the level of idioms, collocations, pragmatic meanings and cultural references [2].

The translation of humour is particularly difficult because humour is often based on linguistic
ambiguity, cultural knowledge and unexpected associations. S. Attardo considers humour a complex
linguistic and cognitive phenomenon that depends on incongruity, script opposition and contextual
interpretation [1]. In literary translation, humour cannot always be transferred literally; it often
requires compensation or recreation. D. Delabastita’s studies of wordplay also show that puns and
verbal humour may be translated through substitution, paraphrase, compensation or omission,
depending on the linguistic resources of the target language [4].

Pratchett’s prose requires exactly this type of flexible translation approach. His humour is not
decorative; it is a structural element of meaning. If wordplay, irony or stylistic contrast disappears in
translation, the reader receives not Pratchett’s text but only its simplified plot. Keickacsl, croxxet aman
Kanapl, Oipak [IpatueTTTiH “Haychl” ®KOFaIBIT KETEIi.

Terry Pratchett’s Individual Authorial Style in Hogfather. Terry Pratchett’s authorial style in
Hogfather is characterized by several dominant features. The first feature is the combination of
fantasy and satire. The world of Discworld is fictional, but its problems are clearly connected with
real human society. In Hogfather, the disappearance of a mythical figure becomes a way of discussing
belief, social rituals and the psychological importance of stories. Pratchett uses fantasy not to escape
from reality but to examine it from an unusual comic angle.

The second feature is irony. Pratchett’s irony often appears in the gap between the seriousness
of a situation and the absurdity of its verbal presentation. For example, Death, one of the central
figures of the novel, tries to replace the Hogfather and imitate festive behaviour. The comic effect is
based on contradiction: Death is traditionally associated with fear and finality, while the Hogfather is
associated with gifts, children and celebration. The translator must preserve this contrast because it
forms the basis of the novel’s humour.

The third feature is wordplay. Pratchett often creates humour through names, invented terms,
semantic ambiguity and unexpected literalization of metaphors. The very title Hogfather is a
culturally marked neologism. It is connected with “Father Christmas”, but it is transformed according
to the logic of Discworld. The word “hog” adds a grotesque and archaic comic element. A literal
translation may preserve the surface image, but it may fail to reproduce the cultural association with
Christmas. Therefore, the translator needs to find a solution that keeps both the festive reference and
the comic strangeness.

The fourth feature is intertextuality. Hogfather refers to Christmas traditions, fairy tales,
children’s stories, myths, popular culture and religious symbolism. However, Pratchett does not
simply repeat these sources; he parodies and transforms them. This creates a multilayered text in
which the reader recognizes familiar cultural patterns but sees them in a distorted comic form.

The fifth feature is philosophical humour. Pratchett’s jokes often lead to serious conclusions.
In Hogfather, laughter becomes a way of discussing why people need belief and imagination. This is
one of the most difficult aspects for translation because the translator must avoid making the text
either too comic or too serious. The balance between humour and depth is essential for preserving
Pratchett’s individual style.

Translation problems in rendering Pratchett’s style. The first translation problem is the
rendering of culturally marked fantasy realia. Words such as Hogfather, Hogswatch, Auditors, Tooth
Fairy and other Discworld-specific terms contain cultural, humorous and narrative meanings. If they
are translated too literally, the target reader may not understand their function. If they are adapted too
freely, the specific atmosphere of Discworld may be lost.

The second problem is the translation of proper names. In Pratchett’s novels, names are rarely
neutral. They often characterize the personage, create comic effect or contain hidden semantic clues.
Research on the translation of proper names in Pratchett’s novels confirms that semantically loaded
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names function not only as labels but also as means of characterization. Therefore, transcription alone
is often insufficient.

The third problem is the translation of wordplay. English wordplay may be based on
homonymy, polysemy, sound similarity or idiomatic expressions. Since these mechanisms rarely
coincide in two languages, the translator must recreate the humorous effect rather than copy the form
mechanically.

The fourth problem is the preservation of stylistic contrast. Pratchett often combines elevated
philosophical language with colloquial expressions. Such contrasts create humour and irony. If the
translator smooths the style and makes it uniformly neutral, the comic energy of the original
disappears.

The fifth problem is the translation of Death’s speech. Death in Discworld has a distinctive
voice: formal, direct, emotionally restrained and often unintentionally comic. His speech should
sound solemn but not heavy, strange but not artificial. This balance is very delicate in translation.

Practical analysis of translation strategies. The following examples are analytical translation
variants proposed for research purposes. They are not presented as official published translations.

Original Possible translation Translation problem Strategy
element
Hogfather Kab6an-Orer; / Xpsikyc / | The word combines | Creative
Hen Xpsikyc Christmas associations and | adaptation
comic grotesque imagery
Hogswatchnight | Hour CrpaxnectBa /| Invented cultural realia with | Neologism
Kabanoub / HOYb | festive meaning recreation
XpsIKAECTBEHA
HO. HO. HO. XO0. XO. XO. / XO-XO- | Mechanical imitation  of | Graphic and
XO. festive laughter by Death phonetic
preservation
The Auditors Aymuropel / Peuzopsl | The term has bureaucratic and | Functional
PeanbHOCTH metaphysical meaning equivalent
Susan Sto Helit | Cprozan Cto I'enut Proper name connected with | Transcription with
Discworld geography preservation
Death CmepTh Personified abstract concept | Direct equivalent
Tooth Fairy 3yOHas dest Cultural figure known in | Established
English tradition equivalent
belief Bepa / cmocobHocTh | Philosophical keyword of the | Contextual
BEpPHUTh novel translation

The translation of Hogfather is especially important because the title concentrates the stylistic
essence of the novel. A literal variant such as “Ka6an-Oren” preserves the lexical components but
sounds too direct and may not produce the intended humorous effect. A more adaptive variant, such
as “Jlen Xpsikyc”, creates a comic parallel with “JIlex Mopo3s™ and better reflects the cultural function
of the character in Russian. However, this solution domesticates the image and partially changes the
structure of the original. Thus, the translator must choose between semantic closeness and functional
effect.

The phrase HO. HO. HO. is another example of stylistic difficulty. In the novel, Death’s attempt
to imitate festive laughter is comic because it sounds mechanical and unnatural. The translator should
preserve the fragmented graphic form. A smooth translation such as “Xa-xa-xa” would be less
effective because it sounds too human and natural. Therefore, “X0O. XO. XO.” is more appropriate:
it keeps the artificial rhythm and visual comic effect.

The word Auditors also creates a translation problem. On the one hand, “Ayauropsr” is a direct
equivalent. On the other hand, in the novel these figures are not ordinary auditors but metaphysical
bureaucrats who want to remove disorder from the universe. The variant “PeBuzops! PeanbHoctu”
may be more expressive, but it adds interpretation. In this case, the best solution depends on the
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translator’s general strategy: whether to preserve Discworld terminology strictly or to make its
function clearer for the reader.

Preservation of Humour and Satire. Humour in Hogfather is not based only on jokes. It emerges
from the whole narrative structure. Pratchett creates comic effects through paradox, exaggeration,
unexpected comparison, bureaucratic absurdity and the collision of myth with everyday logic. For
instance, Death’s participation in a festive ritual creates humour because the reader sees a
mythological figure placed in an inappropriate social role.

To preserve this humour, the translator should avoid excessive explanation. If every joke is
explained directly, the humour disappears. At the same time, complete literalness may make the joke
unclear. Therefore, the translator needs a balanced strategy: preserve the form where possible, adapt
where necessary and compensate when direct translation fails.

Compensation is especially useful in translating Pratchett. If a pun cannot be translated in the
same place, the translator may introduce a similar comic effect nearby. This strategy helps preserve
the general humorous density of the text. However, compensation must be stylistically justified and
should not distort the narrative voice.

Satire in Hogfather is also difficult to translate because it is often indirect. Pratchett does not
moralize openly. Instead, he lets absurd situations reveal social and philosophical problems. The
translator should preserve this indirectness. Overly explicit translation weakens the satirical effect
because satire works best when the reader discovers the criticism through humour.

Preservation of philosophical subtext. Although Hogfather is a comic fantasy novel, its
philosophical dimension is very strong. The novel explores the idea that human beings need stories,
myths and symbols in order to understand the world. Belief is presented not merely as superstition
but as a fundamental part of human consciousness.

This philosophical layer creates another translation challenge. Words such as belief, truth,
humanity, children, fear, justice and imagination carry conceptual weight. They should be translated
consistently and carefully. For example, belief may be translated as “Bepa”, but in some contexts
“crocoOHOCTE BepuTh or “yOexkmeHne” may be more accurate. The translator must consider not only
dictionary meaning but also the conceptual role of the word in the novel.

Pratchett’s philosophical humour also depends on tone. Serious ideas are often expressed
through comic situations. If the translator makes the language too solemn, the text loses its irony. If
the translator makes it too comic, the philosophical meaning becomes shallow. The translator’s task
is to maintain the same tonal balance as in the original.

The analysis shows that Pratchett’s authorial style cannot be preserved through literal
translation alone. His style is built on the interaction of several elements: fantasy terminology, comic
logic, parody, satire, intertextuality, philosophical reflection and distinctive narrative voice. Each of
these elements requires a specific translation solution.

The most effective strategies for translating Hogfather include:

1. Creative adaptation - used for invented names and culturally marked realia.

2. Functional substitution - used when the original comic effect cannot be reproduced
literally.

3. Compensation - used when wordplay is lost in one fragment and recreated elsewhere.

4. Explicitation - used carefully when cultural references may be unclear.

5. Stylistic preservation - used to maintain contrasts between solemn, colloquial and absurd
registers.

6. Neologism recreation - used for Discworld-specific terms.

The translator should not aim at mechanical equivalence. In Pratchett’s case, the key aim is
functional and stylistic equivalence. The translated text should make the target reader experience a
similar combination of amusement, surprise and reflection.

Terry Pratchett’s Hogfather demonstrates a highly individual authorial style based on humour,
satire, fantasy world-building and philosophical depth. The preservation of this style in translation is
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a complex task because many stylistic effects are created through wordplay, cultural allusions,
invented terminology and tonal contrast.

The main difficulty lies in the fact that Pratchett’s humour is inseparable from meaning. It is
not an additional decorative element but a way of thinking and narrating. Therefore, the translator
must recreate not only the plot but also the author’s intellectual and comic manner. Literal translation
may preserve separate words, but it often fails to preserve Pratchett’s stylistic identity.

The most productive translation approach is a combination of semantic accuracy and creative
transformation. The translator should preserve key concepts, maintain the comic rhythm, recreate
wordplay where possible and compensate for unavoidable losses. Only such an approach allows the
translated text to retain the recognizable voice of Terry Pratchett.
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Abstract. The article deals with the linguistic, stylistic and pragmatic problems of translating
headlines in English newspapers into Kazakh and Russian. Newspaper headlines represent a specific
type of media discourse characterized by brevity, semantic density, emotional expressiveness and
pragmatic influence on the reader. The difficulty of their translation is determined by the structural
differences between English, Kazakh and Russian, as well as by the specific nature of journalistic
language. The article considers the translation of English newspaper headlines not as a mechanical
replacement of lexical units, but as a complex process of transferring informational content, stylistic
effect and communicative intention. The analysis shows that the translator should preserve not only
the factual meaning of the headline, but also its pragmatic force, emotional tone and cultural
relevance for the target audience.
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The translation of newspaper headlines occupies a special place in modern translation studies
because the headline is one of the most condensed and functionally significant elements of media
discourse. It is not merely the title of a newspaper article; it is an independent communicative unit
that attracts attention, summarizes the news, evaluates the event and shapes the reader’s interpretation
before the main text is read. According to A. Bell, the language of news is determined by institutional
aims, audience expectations and the specific conditions of media production [1]. Therefore, the
headline should be studied not only as a grammatical structure, but also as a pragmatic and ideological
element of newspaper communication.

The relevance of the problem is connected with the growing role of English-language media in
international communication. News materials published in English are often translated into Kazakh
and Russian for readers in Kazakhstan and other multilingual contexts. In this process, the translator
faces a number of difficulties caused by the differences between English, Kazakh and Russian
linguistic systems. English headlines are usually short, elliptical and dynamic. Kazakh and Russian,
by contrast, often require more explicit grammatical and semantic structures. As a result, literal
translation may lead to unnatural, unclear or stylistically weak headlines.

T. van Dijk emphasizes that news discourse is not neutral because the selection and organization
of linguistic means influence the reader’s perception of reality [2]. This idea is especially important
for headline translation. A single word in a headline may contain evaluation, political position or
emotional pressure. For example, English verbs such as slam, hit, vow, urge, warn, face, spark are
compact but semantically rich. When they are translated into Kazakh and Russian, the translator must
decide whether to preserve their emotional intensity or to make the headline more neutral. This
decision affects the pragmatic meaning of the translated text.

The aim of this article is to analyze the main problems of translating headlines in English
newspapers into Kazakh and Russian from the point of view of linguistic structure, pragmatic
meaning and stylistic adequacy. The study is based on the theoretical principles of media linguistics
and translation theory.

Newspaper headlines are characterized by a high degree of compression. In English journalism,
auxiliary verbs, articles and sometimes even the main verb may be omitted. Such structures are natural
for English newspaper style, but they may sound incomplete or artificial in Kazakh and Russian. D.
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Reah notes that the headline has its own grammar, which differs from ordinary sentence structure and
is determined by the need for brevity and impact [3]. This means that headline translation requires
grammatical transformation rather than word-for-word rendering.

For example, the headline Government under pressure over new migration policy can be
translated into Russian as I/lpasumenbcmeo oxkazanocs noo dagieHuem u3-3a HOB0U MUSPAYUOHHOU
normumuxu and into Kazakh as Yximem owcana xowi-xon cascamvina Oatiianvlcmovl KblCblMed
yuipaost. The English headline does not contain a finite verb, while Russian and Kazakh translations
require a complete predicate. If the translator renders it literally as IIpasumenvcmeo noo oasnenuem
U3-3a HOBOU MUSDAYUOHHOU NOIUMUKU OF YKIMem Hcana Kouli-KoH cascamvina OAulIanblCMbl KblCbIM
acmuinoa, the result may be understandable, but it will sound less natural as a full newspaper headline.
Thus, the translator must reconstruct the implicit grammatical relations of the original.

Another important difficulty is the use of the present tense in English headlines to describe past
events. This feature gives the news a sense of immediacy and urgency. However, Kazakh and Russian
do not always use the present tense in the same way. A headline such as President meets business
leaders amid economic concerns may refer to an event that has already taken place. In Russian, it can
be translated as [Ipezudenm ecmpemuics ¢ npedcmasumensimu OusHeca Ha GoHe IKOHOMUUECKUX
onacenuti. In Kazakh, a natural variant would be [llpesudenm sxkoHOMUKANBIK ANAHOAYUIBLIBIK
Jrcazoativinoa buznec oxinoepimen kezoecmi. In both translations, the past tense is more appropriate
because it corresponds to the norms of Kazakh and Russian news style.

From the point of view of translation theory, this case demonstrates the importance of functional
equivalence. E. Nida argues that translation should aim at producing an equivalent response in the
target audience rather than preserving the formal structure of the original at any cost [4]. Therefore,
the translator should not mechanically copy the English tense form, but should reproduce the
communicative effect of the headline in the target language. If the English present tense creates
immediacy, the Kazakh or Russian translation may achieve the same effect through word order,
lexical choice or concise syntactic structure.

The translation of emotionally marked vocabulary is also a serious problem. English newspaper
headlines often use short and expressive words because they are visually effective and easy to
remember. Words such as crisis, row, blow, threat, warning, clash, chaos are typical of English media
style. Their translation into Kazakh and Russian is not always direct. For example, the headline New
tax plan sparks political row may be rendered into Russian as Hogwiti Hanozoeviti nian 6vl3eai
noaumuueckutl ckanoan and into Kazakh as JKana canvix orcocnapur casacu oay myowipowvt. The word
row cannot be translated literally as ps0 or kamap, because in the journalistic context it means conflict
or dispute. This shows that the translator must consider the contextual meaning of the lexical unit.

M. Baker states that one of the most frequent problems in translation is non-equivalence at word
level, especially when a word has a specific contextual or cultural function [5]. This principle is
directly applicable to newspaper headlines. Many English headline words are polysemantic and
acquire a special meaning in media discourse. The verb 7o hit, for example, may mean “to strike”, “to
affect negatively”, “to reach a level” or “to criticize”. In the headline Inflation hits families hard, the
Russian translation may be Hrgprayus cepvésno yoapuna no cemvim, while the Kazakh version may
be Ungnayus ombacvinapea ayvip acep emmi. The Russian version preserves the metaphor
“ynapuna”, while the Kazakh translation uses a more natural expression “aysip acep erti”. Both
variants are acceptable, but they follow different stylistic strategies.

The problem of metaphor is especially important in headline translation. R. Fowler argues that
media language often reflects ideology through lexical and metaphorical choices [6]. Headlines do
not simply inform the reader; they frame the event. For example, the headline Markets shaken by
political uncertainty presents the economy as something physically affected by external force. In
Russian, this may be translated as Pwoinku nompsicenvt nonumuyeckoii nHeonpedenénnocmoio. In
Kazakh, a more natural version would be Cascu 6encicizoix napvikmapza acep emmi or Cascu
bencicizoik Hapvikmapowl watikaimmol. The second Kazakh variant preserves the metaphor more
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strongly, while the first one sounds more neutral. The translator’s choice depends on whether the
target text should maintain the emotional intensity of the original headline.

P. Newmark distinguishes between semantic and communicative translation and notes that the
translator should choose the method according to the type and function of the text [7]. Newspaper
headlines usually require communicative translation because their purpose is not only to convey
information but also to attract attention. However, this does not mean that the translator may freely
change the meaning. The headline must remain accurate, especially when it deals with political, legal
or social issues. Inaccurate translation may distort public perception and create misinformation.

The translation of culturally marked references is another significant problem. English
newspapers frequently use references to political institutions, parties, places and public figures that
may not be immediately clear to Kazakh and Russian readers. Words and expressions such as
Whitehall, Downing Street, Westminster, Tory, Labour, GOP, Capitol Hill carry specific cultural and
political meanings. For example, the headline Downing Street faces questions over spending claims
cannot be translated literally as /[aynune-cmpum cmankusaemcs ¢ eonpocamu... in all contexts. In
Russian, it may be translated as hpumanckoe npasumenbcmeo CMOIKHYIOCH C BONPOCAMU NO NOBOOY
sasenenuti o pacxooax. In Kazakh, an appropriate version may be ¥ioiopumanus ykimemi wviebinoap
mypanvl MaiMoemenepee obatianvicmol cypakmapea man 6oaovl. Here, Downing Street is replaced
by its functional meaning, namely the British government. This is not a loss, but a necessary
adaptation for readers who may not associate the street name with the institution.

V. N. Komissarov emphasizes that equivalence in translation is achieved not only at the lexical
level, but also at the level of communicative purpose [8]. This idea is essential for headline translation.
If the original headline uses a culturally specific reference, the translator should decide whether to
preserve it, explain it or replace it with a functional equivalent. The wrong choice may make the
headline either unclear or too long. In media translation, the balance between clarity and brevity is
crucial.

Kazakh translation presents additional challenges because of structural differences between
English and Kazakh. Kazakh is an agglutinative language with a different word order and a developed
system of suffixes. English headlines often place important information at the beginning of the
sentence, while Kazakh may require a different syntactic arrangement. For example, the headline
Climate risks threaten global food security can be translated into Russian as Krumamuueckue pucku
yepoocarom 2100anbHol npooosonbemeenHol bezonacnocmu. In Kazakh, the natural version is
Knumammuix xayinmep ocahanowix asvik-mynik kKayincizoicine xamep meonoipedi. The Kazakh
translation is accurate, but it is longer due to the structure of the language. Therefore, the translator
should not force Kazakh into an English syntactic pattern. Oiitnece aynapma emec, aFbUIIIBIH
CoiNIeMiHIH “Ka3aKia KM KATeH KOeIIipMeci OOJIBIM MIbIFaIbl.

Russian translation usually allows a more compact structure than Kazakh, but it also requires
stylistic adaptation. Russian newspaper headlines can use nominal constructions, passive forms and
expressive verbs. However, excessive literalness from English may produce unnatural phrases. For
example, the English headline Minister quits after corruption allegations should not be translated as
Munucmp yxooum nocie koppynyuonusix oosunenuti if the context refers to a completed resignation.
A more natural Russian version is Munucmp ywén ¢ omcmagxy nocie o68uneruli 8 koppynyuu. In
Kazakh, the headline may be translated as Munucmp covibatinac scemxopivlK atiblnmayiapbiHan Ketin
omcmaexaea kemmi. The translation clarifies the action and preserves the cause-effect relationship.

The problem of wordplay is also one of the most difficult aspects of headline translation.
English newspapers often use puns, alliteration, rhyme and idiomatic transformations. These devices
are closely connected with the phonetic and lexical structure of English. When translated into Kazakh
or Russian, they often lose their original form. In such cases, the translator may use compensation by
creating another expressive device in the target language. However, compensation must be used
carefully because journalistic translation requires factual accuracy. The translator cannot invent a
witty headline if it changes the meaning of the original.
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Headlines in English newspapers may also contain implicit evaluation. The difference between
protesters gather, protesters clash, protesters storm and protesters demand is not purely lexical. Each
verb frames the event differently. In Russian and Kazakh, this evaluation must be transferred
accurately. For example, Protesters storm parliament building may be translated as Ilpomecmyowue
gopeanucy 6 30anue napramenma and Hapaswineix 6in0ipywinep napiamenm 2umapamviia 6acvin
kipoi. The verbs eopsanucey and 6acwvin kipoi preserve the intensity of the original. A softer translation
such as cobpanuce y 30anus napramenma Or NAPIAMEHM UMAPAMBIHBIY AN0bIHA HcUuHAI0bl would
distort the meaning because it removes the element of force.

From the perspective of discourse analysis, headlines are closely connected with power,
ideology and public opinion. T. van Dijk argues that media discourse participates in the production
and reproduction of social knowledge [2]. This means that translators of newspaper headlines have
an important responsibility. They should not unconsciously strengthen or weaken ideological
meanings. In multilingual societies, such as Kazakhstan, the same English headline may reach readers
through Kazakh and Russian translations. If these translations differ significantly in emotional tone
or political framing, they may create different perceptions of the same event.

The translation of headlines also requires attention to the target audience. A headline translated
for a general readership should be clear and accessible, while a headline translated for a specialized
analytical publication may preserve more foreign cultural references. For example, Fed signals
possible rate cut may be understandable to economically informed readers if translated into Russian
as @PC cuenanuzupyem o 8o3modicHom cHudicenuu cmasxu. In Kazakh, depending on the audience,
it may be translated as @PK monwepremeni memenoemyi Mymxin ekenin 0in0ipoi or more explicitly
as AKIIl ®eodepanovix peszepg oicyiieci natvi30vlk MOUEPIeMeHi MOMEHOemyi MYMKIH eKeHIiH
manimoedi. The second version is longer, but it is clearer for readers who may not know the
abbreviation.

Thus, the translation of English newspaper headlines into Kazakh and Russian requires a
combination of linguistic competence, cultural knowledge and media literacy. The translator must
understand how headlines work in English journalism and how similar functions are realized in
Kazakh and Russian journalistic traditions. Literal translation may be useful only in cases where the
structure and meaning of the headline are transparent. In most cases, however, the translator needs to
transform grammar, adapt vocabulary, clarify cultural references and preserve pragmatic effect.

The study shows that the translation of headlines in English newspapers into Kazakh and
Russian is a complex linguistic and pragmatic process. The main difficulty lies in the specific nature
of the newspaper headline as a compressed, expressive and functionally loaded unit of media
discourse. English headlines often rely on ellipsis, present-tense forms, metaphor, emotionally
marked verbs, cultural references and implicit evaluation. These features cannot always be transferred
directly into Kazakh and Russian.

The works of A. Bell, T. van Dijk, R. Fowler and D. Reah demonstrate that newspaper language
is shaped by social, institutional and ideological factors. The theories of E. Nida, P. Newmark, M.
Baker and V. N. Komissarov show that translation should preserve not only lexical meaning, but also
communicative intention and pragmatic effect. Therefore, the translator of newspaper headlines must
act not only as a linguistic mediator, but also as an interpreter of media discourse.

In translating headlines into Russian, the translator often preserves compactness but restructures
grammar and clarifies implicit meanings. In translating headlines into Kazakh, syntactic expansion
and contextual adaptation are more frequent because of the structural features of the Kazakh language.
In both cases, the translator should avoid blind literalism and excessive explanation. A successful
headline translation should be accurate, concise, natural and pragmatically effective.

In conclusion, the translation of English newspaper headlines into Kazakh and Russian requires
a flexible approach based on functional equivalence, contextual interpretation and stylistic adequacy.
The translator’s task is not simply to reproduce the words of the original headline, but to recreate its
informational value, emotional force and communicative impact for the target reader.
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Abstract. This article examines the translation of futuristic vocabulary in H. G. Wells’s science
fiction novel The War of the Worlds. The study focuses on lexical units connected with alien
civilization, advanced technology, astronomical concepts, military destruction, and apocalyptic
imagery. Special attention is given to the translation of such terms as Martians, Heat-Ray, fighting-
machine, cylinder, tripod, Black Smoke, and handling-machine into Russian and Kazakh. The
theoretical basis of the article relies on the works of E. Nida, P. Newmark, M. Baker, J. C. Catford,
V. Komissarov, D. Suvin, and R. Scholes. The analysis shows that the translation of Wells’s futuristic
vocabulary requires not only lexical equivalence but also the preservation of scientific credibility,
narrative tension, and the atmosphere of technological threat. The most productive translation
strategies are calque, descriptive translation, functional equivalent, concretization, contextual
adaptation, and compensation.

Keywords: H. G. Wells, The War of the Worlds, futuristic vocabulary, science fiction, literary
translation, neologism, translation strategy, equivalence.

H. G. Wells’s The War of the Worlds is one of the most influential works in the development
of science fiction. The novel was first published serially in 1897 in Pearson’s Magazine in the United
Kingdom and in The Cosmopolitan in the United States; it appeared in book form in 1898. The work
describes a catastrophic conflict between humanity and technologically superior Martians and is
widely regarded as a landmark text of science fiction.

The relevance of this study is determined by the fact that futuristic vocabulary plays a central
role in constructing the artistic world of Wells’s novel. The author creates a convincing image of the
future not by using a large number of artificial neologisms, but by combining scientific terminology,
technical description, military vocabulary, and imaginative metaphors. This lexical system produces
the effect of “scientific plausibility”: the reader perceives the Martian invasion as fantastic but
internally logical.

The aim of the article is to analyse the main types of futuristic vocabulary in The War of the
Worlds and to identify the translation strategies used or potentially applicable in rendering them into
Russian and Kazakh. The examples in the table are given as analytical translation variants, not as
quotations from official published translations.

The translation of futuristic vocabulary is closely connected with the general problem of
equivalence in literary translation. J.C. Catford defines translation as the replacement of textual
material in one language by equivalent textual material in another language [4]. However, in science
fiction, equivalence is not limited to dictionary correspondence. The translator must reproduce the
conceptual novelty of the source text.

E. Nida’s theory of dynamic equivalence is important for this type of translation because the
target text should create a similar effect on the reader [10]. In Wells’s novel, the reader must feel fear,
uncertainty and fascination before the unknown technology of the Martians. Therefore, futuristic
vocabulary must sound both understandable and strange.

P. Newmark distinguishes semantic and communicative translation [9]. This distinction is
useful in translating Wells’s technological terms. For example, the term Heat-Ray may be translated
semantically as “TeroBoii 1yq” or ‘““Kputy coyseci”, but in some contexts it may require a stronger

0 “MexayHapoJHBIA HAyYHO-UCCIefoBaTenbcKui 1eHTp “Endless Light in Science”


https://doi.org/10.5281/zenodo.20372737

Impact Factor: SJIF 2023 - 5.95 ®UJ0JIOTUYECKUE HAYKU

2024 - 5.99 PHYLOLOGICAL SCIENCES st

communicative equivalent such as “cMepToHOCHBII TemIoBOK y4” / ““KOHKBIH JKbUTYy coylieci” to
preserve its destructive force.

M. Baker emphasizes that translation problems often appear at the level of non-equivalence,
collocation, idioms and culturally marked expressions [2]. Futuristic vocabulary in The War of the
Worlds creates similar problems because some words are not ordinary technical terms but
fictionalized scientific concepts.

In science fiction studies, D. Suvin’s concept of “cognitive estrangement” is especially relevant
[12]. According to this approach, science fiction combines rational explanation with a sense of the
unfamiliar. Wells’s vocabulary works in exactly this way: words such as cylinder, tripod, Heat-Ray
and Black Smoke are simple in form, but in the novel they acquire terrifying futuristic meaning.

Futuristic Vocabulary as a Stylistic Feature of Wells’s Novel

The vocabulary of The War of the Worlds may be described as “proto-scientific futuristic
vocabulary.” Wells does not overload the text with invented scientific terms. Instead, he takes familiar
words and places them into a new technological and cosmic context. This is one of the reasons why
the novel still reads convincingly: the language is clear, but the situations are extraordinary.

Project Gutenberg classifies the novel as science fiction and notes its central images: Martians,
metal cylinders, heat rays, toxic weapons and the collapse of human resistance. These elements form
the lexical core of the novel’s futuristic system.

The main groups of futuristic vocabulary in the novel are:

1. Astronomical vocabulary: Mars, opposition, observatory, telescope, planet, Earth.

2. Alien civilization vocabulary: Martians, tentacles, cylinder, extraterrestrial beings.

3. Technological vocabulary: Heat-Ray, fighting-machine, handling-machine, tripod.

4. Military-destructive vocabulary: Black Smoke, artillery, ironclad, torpedo ram, guns.

5. Apocalyptic vocabulary: panic, evacuation, destruction, collapse, extinction.

These groups are interconnected. Astronomical vocabulary creates scientific background; alien
and technological vocabulary constructs the image of a superior civilization; military and apocalyptic
vocabulary intensifies the atmosphere of catastrophe.

Comparative Translation Analysis

Table 1 — Translation of Futuristic Vocabulary in The War of the Worlds

Original Russian Kazakh Translation Commentary

term translation translation strategy

Martians MapcuaHe mapcteiktap /| Direct The word is clear in
Mapc equivalent /| Russian as “mapcuane”. In
TYPFBIHIAPbI concretization | Kazakh, “mapcteikTap” is

concise, while “Mapc
TYPFBIHAAPLI” 1S more
explanatory.

Heat-Ray TETIJIOBOM JTyd JKBLTY CoyJieci Calque The compound structure is
preserved. The term
sounds  scientific and

threatening.
fighting- OoeBas MalllMHA | COFBIC Calque /| The term  combines
machine MaIIMHAChI functional technology and military
equivalent function. Literal
translation works well.
handling- oOciyxuBatomasi | 6acKapyIbl Descriptive A direct literal variant may
machine MalliHa / | MauHa / | translation sound unclear, SO
MaHUIYJISATOP- MaHUIYJISATOP- explanatory translation is
MalluHa MalluHa more effective.
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cylinder MATUHAD MATUHAD Direct The word is already
borrowing international and
scientifically neutral.
tripod TPEHOKHHUK /| YIIASKTBI Concretization | “Tripod” as a simple
TpexHorast MalvHa object becomes a
MaIluHa terrifying war machine in
context.
Black YepHblii JpIM Kapa TyTin Calque The capital letters show
Smoke that it functions as a
special destructive
weapon.
mechanical | MexaHudeckwii MEXaHUKAaJIbIK Semantic The phrase expresses the
intelligence | pazym caHa / | translation cold technological
MaIlMHAJBIK superiority of the
AKbUI Martians.
metallic METAJUINYECKOE | MEeTaJUl ICHE Literal Preserves the alien, non-
body TEJ0 translation human image.
tentacles IIyTaabiia kapmanaysimrap | Contextual Kazakh translation may
/ mybamaHKBI | equivalent require contextual
MypTIIaIap adaptation depending on
image and style.
observatory | obcepBaTopus obOcepBaTopus Borrowing Scientific  international
term.
opposition | nmpotuBocTosiHKe | MapcThiH Kapchl | Terminological | “Onmo3urus” 1S more
of Mars Mapca Typybl / Mapc | translation scientific; “kKapcbl TypybI”
ONIO3ULUSACHI is clearer for general
readers.
ironclad OpoHeHocel caybITThl ockepu | Functional Historical-military ~ term
Keme equivalent needs contextual
explanation in Kazakh.
torpedo ram | TapaHHBIH TOPIIEIAITBIK Descriptive The term belongs to 19th-
MUHOHOCEI] / | TapaH kemeci translation century naval vocabulary
TOpIEIaJIBIK and needs clarification.
TapaH
destruction | pa3pyuieHue Kupay / xovibury | Contextual Choice  depends  on
equivalent whether  the  context
emphasizes physical ruin
or total annihilation.

Analysis of Key Examples

1. Translation of Martians

The word Martians is one of the central lexical units of the novel. It does not simply denote
inhabitants of Mars; it represents the Other, a technologically advanced and biologically unfamiliar
civilization. In Russian, the translation “mapcuane” is natural and established. In Kazakh, two variants
are possible: “mapcteikTap” and “Mapc TypFeIHAAPHI .

The variant “mapcTeikTap” is more concise and suitable for literary narration. The variant
“Mapc typreiHIapel” is more explanatory and can be used when clarity is more important than
stylistic compactness. According to Komissarov, translation equivalence depends on the preservation
of the communicative function of the original unit [6]. Therefore, the translator must choose the
variant that best fits the narrative tone.

Example:
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The Martians were advancing.

Russian: Mapcuane HacTynanu.

Kazakh: MapcThIKTap ajFa sKbUDKBIT KeJle )KaTThI.

Here, the translation should be short and dynamic because the sentence expresses movement
and threat. A long explanatory variant would weaken the tension.

2. Translation of Heat-Ray

The term Heat-Ray is one of Wells’s most powerful futuristic images. It is technically simple
but emotionally strong. The word heat gives a scientific impression, while ray suggests an invisible
or directed destructive force. Britannica’s summary of the plot also highlights the Martians’ “Heat
Rays” as a decisive weapon against human military forces.

The Russian equivalent “reruioBoii myd” and the Kazakh equivalent “xbimy coyneci” preserve
the structure of the original. This is a clear case of calque. However, in highly dramatic contexts, the
translator may intensify the phrase:

Neutral translation:

Heat-Ray - TerioBoii 1yd / )KbuTy coyJeci.

Contextual intensified translation: the deadly Heat-Ray - cMepTOHOCHBIN TEIIJIOBOM JTyd / a)al
IIAIIKAH XKBLTY COyJIeCi.

This demonstrates Newmark’s idea that translation may shift between semantic accuracy and
communicative effect depending on context [9]. The neutral variant is terminological; the intensified
variant preserves emotional and narrative force.

3. Translation of fighting-machine

The term fighting-machine is a key example of Wells’s futuristic vocabulary. It is not a
sophisticated neologism, but its simplicity makes it effective. The reader immediately understands
that it is a machine designed for combat, while the exact form remains terrifyingly unfamiliar.

Original: fighting-machine

Russian: 6oeBast mamnHa

Kazakh: corpic mammHacsel

This is a calque combined with functional equivalence. The term must remain technical and
direct. Translating it as “po6ot1” would be inaccurate because Wells does not describe the machines
as modern robots. Translating it as “Tank” would also distort the historical and fictional context. The
translator should preserve the broader and more mysterious meaning of “machine”.

Example:

The fighting-machine moved across the field.

Russian: boeBasi mammHa 1BUrangach yepes mnouie.

Kazakh: Corpic MammHachl gajaHbl KeCii oTin 0apa xKaTThl.

The Kazakh version “corpic MammHacer” is understandable, but in literary style “ansin corbic
MamHachl” may be used if the context emphasizes size and fear

4. Translation of tripod

The word tripod literally means a three-legged object. In Wells’s novel, however, it becomes
the image of an enormous Martian war machine. This is a good example of semantic transformation:
an ordinary object name becomes a futuristic military concept.

Possible translations:

Russian: TpeHOKHUK / TpeXHOTasi MallIMHA.

Kazakh: ymaskrel MammHa / yII TipeKTi ajiblll KYPBUIFbI.

The Russian “Tpenoxxnuk” is compact but may sound too ordinary. “TpexHoras mammHa” is
more descriptive and helps the reader visualize the object. In Kazakh, “ymaskrer manmna” is the most
direct variant, while “ymr TipexTi ansim Kypeutrsl” sounds more descriptive and dramatic.

Here, concretization is necessary because the futuristic meaning depends on visual perception.
The translator must help the reader imagine not a simple tripod, but a moving mechanical monster.

5. Translation of Black Smoke
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The term Black Smoke is another fictional weapon. It combines simplicity and horror. The
capitalization shows that the phrase functions almost as a proper name of a weapon.

Original: Black Smoke

Russian: YepHslii 1M

Kazakh: Kapa tyTtin

This is a successful calque. The phrase is semantically transparent and emotionally strong. It
should not be over-explained in the text. A variant such as “sg0BHUTBII YepHBIH A6IM” / “yIBI Kapa
TyTiH” may be used only if the context requires explanation.

Example:

The Black Smoke spread over the town.

Russian: UepHblii 1bIM pacrpOCTPaHUIICS HAJl TOPOJIOM.

Kazakh: Kapa TyTiH KajgaHbIH YCTiH OaCTHI.

The Kazakh phrase “kananbis ycTin 6acTsl’” is more natural than a literal “rapanasr” in a literary
context because it creates an image of suffocation and threat

6. Translation of cylinder

The word cylinder is scientifically neutral, but in the novel it becomes a symbol of invasion.

The first Martian object appears as a cylinder, which makes the event seem both mysterious
and technically plausible.

Original: cylinder

Russian: nummaap

Kazakh: nunmuamp

This is direct borrowing. No adaptation is necessary because the term exists in both Russian
and Kazakh scientific vocabulary. However, the translator should preserve its repeated use, because
repetition increases suspense. Every new “cylinder” means a new stage of invasion

7. Translation of military and historical vocabulary

Wells combines futuristic technology with 19th-century military vocabulary. This contrast is
important: human weapons belong to the author’s contemporary world, while Martian weapons
represent a terrifying technological future.

Examples include artilleryman, ironclad, torpedo ram, guns, and warship. The famous warship
Thunder Child belongs to this lexical field. Such words should be translated with historical accuracy.

Original Russian Kazakh Comment
artilleryman | aptuinepuct apTUILICPUCT /| “3enbipexmi” is more understandable
3eHOIpeKIT in Kazakh.
ironclad OpoHeHoceIl CaybITTHI 9cKepHu keme | Descriptive translation is better in
Kazakh.

torpedo ram | ToprieHBIH TopHenanblk  TapaH | Requires historical-military
TapaH Kemeci explanation.

warship BOCHHBIN 9CKEpH Keme Direct equivalent.
KopalJib

This group shows that futuristic vocabulary in the novel cannot be isolated from historical
vocabulary. The contrast between old human military technology and alien machines creates dramatic
irony: human civilization appears technically advanced, but still helpless

Translation Techniques Used in Rendering Futuristic Vocabulary

The comparative analysis allows us to identify several productive translation techniques.

1. Calque

Calque is effective when the structure of the original term can be preserved without loss of
meaning.

Examples:

Heat-Ray - TeruioBo# J1yd / 5KbUTy coyJieci.

Black Smoke -Uepnsiit apiv / Kapa TyTiH.

fighting-machine - 6oeBast MamHa / COFBIC MAIITHACHI.
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This technique preserves the scientific and technological form of Wells’s vocabulary.

2. Direct borrowing

Borrowing is used for international scientific terms.

Examples:

cylinder - muuHAp / UIHHD.

observatory - ob6cepBaropus / o6cepBaTopus.

Mars - Mapc / Mapc.

Borrowing helps preserve the scientific register of the novel.

3. Descriptive translation

Descriptive translation is necessary when a direct equivalent may be unclear.

Examples: ironclad - caybITThI ockepu Keme.

handling-machine - manunynsaTop-mammaa / 6ackapyuisl MamiuHa.

torpedo ram - ToprieaIbIK TapaH KeMeci.

This technique is especially useful in Kazakh translation, where some historical-military or
technical terms may require explanation.

4. Concretization

Concretization makes the image more precise for the target reader.

Example: tripod - TpexHorast MammHa / yIaskThl ajibll MalluHa.

The original word is simple, but the context requires a more visual translation.

5. Contextual adaptation

Contextual adaptation is used when the emotional or stylistic force of the word must be
preserved.

Example:

The Black Smoke covered the land.

Russian: UepHbIil 1bIM HAKPBUT 3€MITIO.

Kazakh: Kapa TyTiH >xep OeTiH TyMIlIanasl.

The Kazakh verb “rymmrananer” strengthens the image of suffocation and danger.

The analysis shows that Wells’s futuristic vocabulary is based on a balance between scientific
clarity and imaginative fear. The author does not create a completely artificial language. Instead, he
uses ordinary scientific and technical words in extraordinary contexts. This makes the Martian
invasion believable.

From the point of view of translation, the main difficulty is to preserve three elements at the
same time:

-Scientific credibility - the terms must sound technical and rational.

-Futuristic novelty - the vocabulary must suggest something unknown and advanced.

-Emotional tension - the words must preserve the atmosphere of danger and catastrophe.

If the translator makes the terms too simple, the futuristic effect disappears. If the translator
makes them too complicated, Wells’s clear narrative style is lost. Therefore, the translator must avoid
both excessive simplification and excessive modernization.

For example, translating fighting-machine as “po6ot” would modernize the text too much. It
would impose a 20th—21st-century technological concept on a 19th-century novel. On the other hand,
translating Heat-Ray only as “myu” / “coyne” would weaken the scientific and destructive meaning.
The best solution is to preserve the compound structure and adapt it only when the context requires
additional emotional force.

Futuristic vocabulary in H. G. Wells’s The War of the Worlds is a central element of the novel’s
science-fiction poetics. It creates the image of a technologically superior alien civilization and
intensifies the atmosphere of fear, uncertainty and human helplessness. The most significant lexical
units include Martians, Heat-Ray, fighting-machine, tripod, cylinder, Black Smoke, handling-
machine, and military terms such as ironclad and torpedo ram.

The comparative analysis of English, Russian and Kazakh variants shows that no single
translation strategy is sufficient. Calque is effective for transparent technological compounds;
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borrowing is appropriate for international scientific terms; descriptive translation is necessary for
historically or technically complex words; concretization helps preserve visual imagery; contextual
adaptation maintains emotional impact.

Thus, the translation of Wells’s futuristic vocabulary requires a flexible approach. The

translator should preserve not only the lexical meaning of the original terms but also their stylistic
function, scientific atmosphere and narrative tension.
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PECULIARITIES OF TRANSLATING EMOTIONAL AND STYLISTIC NUANCES
IN JOJO MOYES’ NOVEL ME BEFORE YOU
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M. Auezov South Kazakhstan University, Shymkent, Kazakhstan

Abstract. The article examines the peculiarities of translating emotional and stylistic nuances
in Jojo Moyes’ novel Me Before You. The study focuses on the ways in which emotional tension, irony,
colloquial speech, psychological contrast, narrative intimacy and culturally marked expressions can
be rendered in translation. The article argues that the translation of Moyes’ novel requires not only
semantic accuracy but also emotional and stylistic sensitivity. The translator must preserve the
contrast between Louisa Clark’s lively, spontaneous voice and Will Traynor’s restrained, ironic and
often bitter manner of speech. Particular attention is paid to the translation of emotional vocabulary,
dialogue, humour, understatement, inner tension and culturally specific references. The study shows
that excessive literalness may weaken the emotional force of the text, while excessive adaptation may
distort the author’s individual style.

Keywords: Jojo Moyes, Me Before You, literary translation, emotional nuance, stylistic nuance,
equivalence, dialogue, irony, emotional vocabulary.

Jojo Moyes’ Me Before You is a contemporary novel that combines elements of romance,
psychological prose and social drama. The book presents the relationship between Louisa Clark, a
young woman from an ordinary working-class background, and Will Traynor, a wealthy man whose
life changes radically after an accident. The official Jojo Moyes website describes the novel as a love
story about two people who have almost nothing in common but transform each other’s lives; Penguin
Random House lists the U.S. ebook edition as published by Penguin Books on December 31, 2012,
with 400 pages, while later paperback editions contain 416 pages.

The relevance of this topic is determined by the fact that Me Before You is built not only on
plot development but also on subtle emotional and stylistic contrasts. Moyes creates the emotional
depth of the novel through everyday speech, humour, silence, irony, hesitation, pain and intimate
psychological details. Therefore, the translator’s task is not limited to conveying the literal meaning
of sentences. The translator must reproduce the emotional rhythm of the text, the individuality of the
characters’ voices and the stylistic balance between lightness and tragedy.

In literary translation, emotions are especially difficult to render because they are expressed not
only through direct emotional words but also through syntax, intonation, pauses, repetition,
understatement and culturally specific behaviour. V. I. Shakhovsky emphasizes that emotions are an
essential part of language and communication, while A. Wierzbicka shows that emotional meanings
differ across languages and cultures [7; 8]. This is highly relevant to Moyes’ novel, where the same
emotional situation may be expressed indirectly, humorously or even through silence.

The aim of this article is to analyze the peculiarities of translating emotional and stylistic
nuances in Me Before You and to identify the main principles that allow the translator to preserve the
author’s emotional and stylistic intention without turning the text into either sentimental melodrama
or dry narration.

The emotional structure of Me Before You is based on contrast. Louisa Clark’s speech is lively,
spontaneous, sometimes naive and emotionally open. Will Traynor’s speech is sharper, more
controlled, ironic and intellectually distant. This contrast is one of the central stylistic mechanisms of
the novel. If the translator fails to preserve the difference between these voices, the psychological
tension of the novel becomes weaker. G. Leech and M. Short argue that fictional style is revealed
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through the interaction of vocabulary, syntax, dialogue and narrative perspective [5]. In Moyes’
novel, dialogue is not simply a way of presenting information; it is a means of character construction.

Louisa’s language often contains colloquial expressions, emotional reactions and ordinary
everyday details. Her speech should not sound too literary or artificially elegant in translation. For
example, a simple phrase such as I didn’t know what to say may be translated into Russian as S ne
3HaJa, 4To cka3ath, and into Kazakh as Men ne aitrapeimast 6inmeniM. These variants are accurate
because they preserve the simplicity and emotional vulnerability of the character. If the translator
uses an overly formal variant such as S 3aTpyaHsnace ¢ GopmMyIupoBKOW OoTBeTa or MeH xKayanTbl
TYKBIpbIMJIayFa KHHAII6IM, the emotional immediacy disappears. MyHpaii sxep/e “FpUIBIMU CTUID
eMec, Tipl aJaMHBIH JJayChl KEPEK.

Will’s speech, by contrast, often requires restraint. His irony is not merely humour; it is a
defensive mechanism. In translation, this irony should not be exaggerated into open sarcasm in every
case. For instance, if Will uses a short ironic comment, the Russian or Kazakh translation should
preserve its compactness. A phrase like How delightful may become Kak muso in Russian or Kannai
tamamia in Kazakh, depending on context. However, if translated too strongly as Hy, mpocto
BenukoJienHo or Kepemer eken, 0acka He kepek, the tone may become heavier and more aggressive
than in the original. P. Newmark notes that literary translation requires attention to both semantic
meaning and communicative effect [2]. In this case, the effect is created by understatement, not by
emotional exaggeration.

One of the major difficulties in translating Me Before You is the rendering of emotional
understatement. English prose often expresses strong feelings indirectly, especially in situations
connected with grief, shame, trauma or love. In Moyes’ novel, characters do not always name their
feelings directly. Instead, emotion appears through short sentences, interrupted dialogue, avoidance,
humour or physical reaction. E. Nida’s concept of dynamic equivalence is useful here because the
translated text should produce a similar emotional response in the target reader [1]. If the translator
merely reproduces the surface grammar, the emotional depth may be lost.

For example, the phrase I’'m fine may have different meanings depending on context. It may
mean real emotional stability, denial, irritation or an attempt to avoid conversation. In Russian it can
be translated as S B mopsinke, Co MHOU Bc€ HOpmanbHO, or Jla Bcé HOpMmanibHO, while in Kazakh
possible variants include Men »xakceiMbIH, bopi nypeic, Emrene 6omnran xok. The correct choice
depends on the emotional situation. If the character is hiding pain, [{a Bcé HopmansHo or Emrene
OonraH oK may be more natural than a direct translation. M. Baker emphasizes that equivalence
should be considered in context, since words do not function independently from situation and usage
[3].

The translation of humour is also important. In Me Before You, humour often softens painful
situations. Louisa’s colourful personality and awkward honesty create moments of comic relief, while
Will’s dry remarks introduce intellectual irony. The translator must preserve this humour without
making it vulgar or excessively comic. The novel’s emotional power lies precisely in the coexistence
of laughter and pain. If the humorous elements are removed, the text becomes too tragic. If they are
intensified, the ethical seriousness of the novel may be weakened.

A typical difficulty appears when translating colloquial jokes or playful remarks. English
informal speech often uses short phrases, phrasal verbs and idiomatic constructions. Russian and
Kazakh equivalents may be longer or stylistically different. For example, a phrase like Don’t be
ridiculous can be translated into Russian as He roBopu epynas or He cmenn menst, and into Kazakh
as Omait neme or boc ce3 aiitna. Each variant gives a different emotional tone. He roBopu epyHsI is
sharper, He cmermm mens is more ironic, Onaii neme is softer, and boc ce3 aiitna is more direct. The
translator must choose according to the relationship between the characters and the emotional
pressure of the scene.

The stylistic nuance of the novel is also connected with social contrast. Louisa and Will belong
to different social worlds. Louisa’s background is modest, local and family-oriented. Will’s world is
associated with wealth, travel, professional success and cosmopolitan experience. The official
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description of the novel emphasizes this contrast, presenting Louisa as an ordinary young woman and
Will as a man whose previous life involved business, extreme sports and worldwide travel. In
translation, this contrast should be reflected not only through plot details but also through lexical and
stylistic choices.

Louisa’s world may require natural, everyday vocabulary. Her family conversations should
sound warm, sometimes chaotic and emotionally direct. Will’s world may require more restrained,
educated and ironic language. However, the translator should avoid making Louisa sound primitive
or Will sound unnaturally aristocratic. The difference should be subtle. V. N. Komissarov argues that
translation equivalence should preserve the communicative function of the original text [6]. In this
case, the function is to show social difference without turning characters into stereotypes.

Another important aspect is the translation of culturally specific references. The novel contains
references to British everyday life, social class, family relations, employment, care work and local
habits. Some of these details may be unfamiliar to Kazakh or Russian readers. L. Venuti’s theory of
domestication and foreignization is useful in explaining the translator’s choice [9]. If the translator
domesticates too much, the British atmosphere disappears. If the translator foreignizes everything,
the text may become difficult or overloaded. A balanced approach is more effective: culturally
important elements should be preserved, while unclear references may be clarified through context.

For example, place names, names of institutions, everyday objects and forms of address should
generally be preserved or transcribed. At the same time, certain cultural expressions may need
contextual adaptation. The name of a café, a local shop, a social benefit, or a British household item
may carry social meaning. If translated too generally, the local colour disappears. If explained too
heavily, the narrative becomes slow. The translator’s skill lies in making the foreign culture
understandable without flattening it.

The emotional vocabulary of the novel requires special care. Words connected with love, pity,
dignity, pain, fear, dependence and choice are central to the narrative. These words are ethically
sensitive because the novel deals with disability, autonomy and emotional responsibility. The
translator must avoid vocabulary that sounds either too sentimental or too judgmental. For example,
English words such as care, pity, dignity, choice, pain and love have broad semantic fields. In Russian,
3a00Ta, KAJIOCTh, IOCTOMHCTBO, BBEIOOpP, 00ib, JFOOOBH may be used; in Kazakh, xaMKOpIBIK,
asymIbUIbIK, Kaaip-KacueT, TaHIay, aybIpChIHY/>)kaH aypybl, Maxab0ar are possible. Yet these
equivalents are not interchangeable in every context.

The word pity is especially difficult. In English, it may express sympathy, compassion or
condescending pity. In Russian, sxamocTs can sound humiliating in some contexts, while couyBcTBHE
is softer. In Kazakh, asymsuisik may also sound emotionally unequal, while sxanamsIpiibik expresses
more respectful compassion. Therefore, if a scene emphasizes Will’s rejection of being treated as
helpless, xanocTs / asymbulblK may be appropriate because it conveys the painful emotional
imbalance. If the scene emphasizes sincere care, co4yBCTBHE / JKaHAIIBIPIBIK may be better. A.
Wierzbicka’s research on emotions across languages supports the idea that emotional words are
culturally and semantically complex [8].

The concept of dignity is equally important. Will’s character is built around the tension between
physical dependence and personal autonomy. The translator should be very careful with words
describing his condition. The language must not reduce him to his disability. In Russian, the
difference between wuHBamMA, 4YEIOBEK C WHBAJIMIAHOCTBIO, IMapajin30BaHHbIN, and dYeIOBEK,
NPUKOBAaHHBII K HHBAIMIHOMY Kpecny is not merely lexical; it carries ethical and stylistic
implications. In Kazakh, similar sensitivity is needed when choosing between myreaek, MyrenexTiri
6ap amam, can Oonbin KanraH, and apbameH Ko3ranaTelH ajgaMm. In literary translation, the choice
depends on the narrative voice, character perspective and period of the text. The translator should
preserve Moyes’ emotional realism without adding unnecessary harshness.

The novel’s title also creates a translation problem. Me Before You is grammatically simple
but semantically open. It can mean “the person I was before meeting you,” “my life before you,” or
even “my self before your influence.” A literal Russian translation S go Te6s preserves ambiguity
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and emotional intimacy. In Kazakh, Cenen Oypbsiarel MeH or MeH ceneH OypbiH may be possible. The
first variant sounds more natural and conceptually clear because it emphasizes the transformation of
identity. This title is not merely romantic; it reflects the novel’s deeper structure, where both main
characters are changed by their relationship. Newmark’s view that titles often require communicative
rather than purely literal translation is relevant here [2].

Narrative voice is another major stylistic issue. Moyes’ prose is accessible, emotionally direct
and based on character-centred narration. The style should not be made too academic or overly poetic
in translation. If the translator uses elevated vocabulary throughout the text, Louisa’s voice becomes
false. If the translator uses too much slang, the emotional seriousness is damaged. The correct
translation should preserve the balance between everyday speech and psychological depth.

This balance is particularly important in scenes of conflict. Emotional arguments in the novel
often include short sentences, repetitions and incomplete phrases. Such features should not always be
“corrected” in translation. In literary prose, broken syntax may represent emotional breakdown. Leech
and Short note that stylistic deviation can be meaningful in fiction [5]. Therefore, if a character speaks
in fragments, the translator should preserve the fragmentary rhythm where possible. Smoothing every
sentence into standard literary language may weaken the psychological realism.

The translation of silence is also significant. In Me Before You, much is communicated through
what is not said. Silence may express shock, shame, tenderness, anger or helplessness. Although
silence itself is not translated as a word, it is represented through punctuation, rhythm and surrounding
description. The translator must preserve pauses, short responses and restrained narration. If the
translator explains every silent moment, the subtlety disappears. If the translator ignores these pauses,
emotional tension becomes weaker.

From the perspective of Shakhovsky’s linguistic theory of emotions, emotional meaning is
encoded in lexical, grammatical and stylistic forms [7]. This means that the translator should search
for emotional meaning not only in words like love or pain, but also in sentence length, modality,
repetition and tone. For instance, modal verbs such as can, must, should, have to may express
obligation, helplessness, pressure or moral conflict. In Russian and Kazakh, these meanings require
contextual rendering: MOJDKEH, HYXHO, NMPUXOIUTCS, HE MOTY, KEPEK, THIC, MOKOYp, KOJBIMHAH
kenmmeii. A literal choice may not always preserve the emotional pressure of the original.

The ethical dimension of the novel also influences translation. Me Before You deals with
difficult questions of choice, love and bodily autonomy. The translator should avoid simplifying these
issues. Emotional vocabulary must remain nuanced. Will should not sound merely cruel, and Louisa
should not sound merely naive. The tragedy of the novel depends on the fact that both characters have
emotionally understandable positions. The translator’s task is to preserve this complexity.

In this regard, Baker’s concept of pragmatic equivalence is particularly useful [3]. The meaning
of an utterance depends not only on its words but also on speaker intention, relationship between
participants and implied meaning. When Will says something cold, he may be protecting himself.
When Louisa says something cheerful, she may be hiding fear. A successful translation must allow
the reader to feel these layers.

The rendering of stylistic nuance in Russian and Kazakh may require different strategies.
Russian can often preserve irony through compact syntactic structures and expressive particles such
as Hy, ke, Belb, 11a, pa3Be. Kazakh can convey emotional nuance through particles, word order, modal
constructions and intonation: Foii, 11161, FOH 631, eMec T1e, MbIHBIMEH, opuHe. However, these elements
should be used carefully. Too many particles may make the speech sound overly colloquial; too few
may make it emotionally flat.

For example, English Really? can be translated into Russian as IIpaBaa?, Cepbé3no?, [a ny?,
depending on tone. In Kazakh, possible variants are Pac ma?, [IletasiMen 6e?, Koitmbi?. If the context
is sincere surprise, LlsiHpMen Oe? is appropriate. If the context is ironic disbelief, Kofimb1? may work
better. Such small choices create the emotional texture of dialogue.

The translation of stylistic nuances in Moyes’ novel therefore requires an integrated approach.
The translator must consider character voice, emotional situation, cultural background, ethical
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sensitivity and narrative rhythm. Literal translation may preserve information but lose feeling. Free
translation may preserve emotion but distort meaning. The most effective solution lies between these
extremes: accurate but flexible translation that recreates the emotional and stylistic function of the
original.

The translation of emotional and stylistic nuances in Jojo Moyes’ Me Before You is a complex
literary task. The novel’s emotional power is created through contrast, dialogue, irony,
understatement, colloquial speech, psychological tension and culturally marked details. The translator
must preserve the difference between Louisa Clark’s lively and emotionally open voice and Will
Traynor’s restrained, ironic and painful manner of expression.

The theoretical works of E. Nida, P. Newmark, M. Baker, G. Leech and M. Short, V. N.
Komissarov, V. I. Shakhovsky, A. Wierzbicka and L. Venuti show that literary translation requires
more than lexical accuracy. It demands communicative, pragmatic, emotional and stylistic
equivalence. In Me Before You, this means that every emotionally significant word, pause, joke,
hesitation and ironic remark should be translated with attention to context.

The main difficulty is preserving balance. The translation should not make the novel too
sentimental, too neutral, too formal or too colloquial. It should retain Moyes’ accessible but
emotionally rich style. A successful translation allows the target reader to experience the same
mixture of humour, tenderness, discomfort, pain and reflection that the original creates. In other
words, the translator must carry not only the words across languages, but also the heartbeat of the text
— otherwise the plot remains, but the novel’s emotional life disappears.
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Abstract. The article examines the linguistic representation of social dialect features in Mario
Puzo’s novel The Godfather and the strategies used to render them in the Russian translation. The
study focuses on the speech of Italian-American mafia characters, where social identity is expressed
through lexical choices, forms of address, criminal jargon, Italian cultural borrowings, code-
switching, politeness formulas, and family-based terminology. The article argues that the translation
of social dialect in The Godfather requires more than lexical substitution: the translator must
preserve the social hierarchy, ethnic colouring, criminal subculture and pragmatic force of the
original. The Russian version generally combines borrowing, transcription, calque, contextual
adaptation, neutralization and compensation. The analysis shows that complete equivalence is rarely
possible, because the Italian-American sociolect of the novel has no direct analogue in Russian.
Therefore, the translator’s main task is to recreate the social function of dialectal markers rather
than mechanically reproduce their linguistic form.

Keywords: Mario Puzo, The Godfather, social dialect, sociolect, Russian translation, mafia
discourse, code-switching, translation strategies, literary translation.

Mario Puzo’s The Godfather is one of the most influential novels about Italian-American
organized crime, family loyalty and power relations. The novel was published in 1969 and later
became widely known through Francis Ford Coppola’s film adaptation. In Russian, the novel was
first published in the journal Znamya in 1987, in a translation by Maria Kan and Alexandra IIf;
bibliographic sources also record later Russian translations, including versions by M. Kan, S. Sycheva
and 1. Zabelin, I. Mansurov, and M. Molchanov.

The linguistic importance of The Godfather lies in the fact that the novel does not present mafia
discourse only through plot and action. It constructs a whole social world through language. The
speech of the characters reflects hierarchy, ethnic identity, criminal professionalism, family solidarity,
masculinity, silence, threat and respect. The novel’s social dialect is especially visible in the use of
Italian-American terms such as Don, consigliere, caporegime, omerta, Sicilian, Family, and in the
specific pragmatic style of dialogue, where direct words often conceal indirect power.

The relevance of this topic is determined by the fact that social dialect is one of the most difficult
elements of literary translation. When a character speaks in a socially marked way, language becomes
an indicator of class, ethnicity, profession and group membership. If these features are neutralized in
translation, the reader may understand the plot but lose the social atmosphere of the original. In The
Godfather, such loss would be especially serious, because the mafia world is built on verbal rituals,
forms of respect and coded communication.

The aim of this article is to study the main social dialect features in The Godfather and to
analyze how they are rendered in the Russian version of the novel. The article does not treat dialect
as a simple deviation from the standard language; rather, it considers it as a meaningful social and
stylistic device.

The notion of social dialect is closely connected with sociolinguistics. W. Labov demonstrated
that linguistic variation is not random but socially conditioned: pronunciation, vocabulary and
grammar can reflect class, ethnicity, region and social group [1]. P. Trudgill also emphasizes that
language variation is linked with social identity and group belonging [2]. In literary texts, such
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variation becomes an artistic tool: the writer uses socially marked speech to characterize people and
their position within society.

M. A. K. Halliday’s idea of language as social semiotic is also important for this research.
According to Halliday, language functions within a social context and expresses relationships
between participants [3]. In The Godfather, speech is not merely a means of communication; it is a
form of social behaviour. A character’s choice of words may show obedience, loyalty, aggression or
distance.

From the perspective of translation studies, the problem of social dialect is connected with
equivalence. E. Nida’s concept of dynamic equivalence suggests that translation should produce a
comparable effect on the target reader [4]. However, in the case of sociolects, this effect is difficult
to achieve because the social meanings of dialectal forms are culturally specific. P. Newmark notes
that culturally marked words often require a combination of semantic and communicative translation
[5]. M. Baker also argues that non-equivalence at word level appears when the source language
contains culture-specific concepts or socially loaded lexical units [6].

L. Venuti’s distinction between domestication and foreignization is especially relevant here [7].
In translating The Godfather into Russian, the translator must decide whether to make the mafia
sociolect more familiar to Russian readers or to preserve its foreign Italian-American colouring.
Excessive domestication may turn the mafia world into a generic Russian criminal environment.
Excessive foreignization may make the text overloaded with unfamiliar terms. Therefore, the most
effective strategy is a balanced one: key cultural markers should be preserved, while obscure
meanings should be clarified through context.

V. N. Komissarov’s theory of translation equivalence also helps explain this problem.
Komissarov emphasizes that equivalence may be achieved at different levels: lexical, syntactic,
semantic and communicative [8]. In translating social dialect, the most important level is often
communicative-pragmatic equivalence. The translator should reproduce not only what the character
says, but also what social role the utterance performs.

Social dialect as a marker of mafia identity. The social dialect of The Godfather is formed
through the interaction of several linguistic layers. The most visible layer is Italian-American
vocabulary. Words such as Don, consigliere, caporegime and omerta are not ordinary borrowings.
They are signs of a closed social system. They indicate hierarchy, ethnic origin and the rules of the
mafia community.

The word Don is one of the central markers of power in the novel. In Russian translation, it is
usually preserved as noH, for example mon Kopneone. This solution is appropriate because the word
has already entered Russian cultural consciousness as a title associated with Italian or Spanish-
speaking contexts. Translating it as rocroaus, otery or rraBaps would be inaccurate. 'ocrioauH 1s too
neutral, orer is too literal, and riaBaps is too openly criminal. The borrowed form non preserves
respect, hierarchy and foreign cultural colouring.

The title The Godfather itself is also socially and culturally complex. The Russian title
Kpécrtnpiit oren is formally accurate because it corresponds to the religious meaning of godfather.
However, in the context of Puzo’s novel, the phrase acquires a second meaning: it becomes a
metaphor of patriarchal criminal authority. This double meaning is preserved in Russian quite
successfully. The title sounds religious, familial and powerful at the same time. That is why
Kpéctnpiit orenr works better than possible explanatory variants such as MauO3HBII TOKPOBUTENH OF
rnaBapb ceMbu. Those variants would explain the meaning, but they would destroy the symbolic
power of the title. Mo, xelize Typa ayaapMa aa sxeHell — CUPEK, O1pak o/1eMi KeHE/I.

Another important term is consigliere. In Russian translations, it may be rendered as
KoHcuIbepH or explained as coBetHuk. The borrowed form koHcunbepu preserves the Italian cultural
element and the internal hierarchy of the mafia family. The word coBetnuk is understandable, but it
loses the specific ethnic and institutional flavour of the mafia world. Therefore, the best translation
solution is to preserve koncuibepu and allow the context to clarify its meaning. This is a foreignizing
strategy in Venuti’s sense [7].

0 “MexayHapoJHBIA HAyYHO-UCCIefoBaTenbcKui 1eHTp “Endless Light in Science”



Impact Factor: SJIF 2023 - 5.95 ®UJ0JIOTUYECKUE HAYKU

137
2024 -5.99 PHYLOLOGICAL SCIENCES

The term caporegime presents a similar problem. A literal or descriptive translation such as
KaluTaH, rJiaBa rpyIIbl, Or pyKoBoAUTENb oTpsia may help the reader understand the function, but
it weakens the Italian-American atmosphere. The transliterated form kamo or kamo pexuma preserves
the cultural specificity but may require contextual support. In literary translation, such terms are often
kept because they construct the authenticity of the fictional criminal world.

Criminal jargon and pragmatic power. The mafia sociolect in The Godfather is not limited to
Italian words. It also includes criminal euphemisms and indirect expressions. The characters often
avoid direct naming of violence, murder or illegal activity. This linguistic indirectness reflects the
mafia code of secrecy. In sociolinguistic terms, it is a form of in-group communication: members of
the group understand what is meant, while outsiders may not.

For example, expressions connected with “business”, “family”, “respect” and “friendship”
often have hidden criminal meanings. The word Family in the novel does not simply mean relatives.
It refers to a criminal organization structured according to kinship metaphors. In Russian, the
translation cembst preserves this ambiguity well. It sounds natural and at the same time becomes a
term of mafia hierarchy. If translated as xman or rpynmupoBka, the criminal meaning would become
explicit, but the family metaphor would be weakened.

The phrase to make an offer is another example of pragmatic indirectness. In ordinary English,
it sounds neutral. In the context of the novel, however, it can imply pressure, threat or unavoidable
agreement. Russian translation must preserve this hidden force. A phrase such as cnmenars
npeIoxKeHrue may be too neutral in some contexts, while mocTaBuTh 1epe;1 BEIOOPOM Or TIPEAJIOKHUTH
YCIIOBUS, OT KOTOPBIX TPYJIHO OTKa3aThcsl may better express the pragmatic meaning. The famous
formula associated with the novel, “an offer he can’t refuse,” is usually translated into Russian as
MpeUIOKEHNE, OT KOTOPOrO OH HEe CMOXeT oTkaszarbes. This version preserves both the surface
politeness and the underlying threat.

This kind of indirect speech is central to the novel’s style. Mafia power is often expressed not
through shouting but through calm, controlled phrases. The translator must therefore avoid excessive
emotional intensification. If every threat is translated in a rough criminal slang style, the image of
Don Corleone changes. His authority is based on restraint, not noise. A successful Russian translation
should keep this calm menace.

Italian-American code-switching in Russian translation. Code-switching is one of the strongest
indicators of ethnic identity in the novel. Italian words and expressions appear in English narration
and dialogue to show the cultural background of the characters. Such switching creates a hybrid
linguistic space: the characters live in America, speak English, but preserve Sicilian and Italian
cultural codes.

In Russian translation, code-switching is usually rendered through transcription or borrowing.
Words such as 1oH, koHcunbepu, omepTa, Cunmnus, madus and kanopemkume preserve the foreign
layer of the text. This is important because replacing all Italianisms with Russian equivalents would
erase the ethnic identity of the characters. For example, translating omerta simply as momuanue would
be insufficient. The word omepta means not only silence, but a social law of silence, loyalty and
refusal to cooperate with authorities. A descriptive phrase such as 3akon Mmoganust may be used when
the concept needs clarification, but the term itself should be preserved.

The Russian language has its own criminal argot, but using it too actively in translating The
Godfather would be risky. Russian criminal slang belongs to a different cultural and historical
environment. If the translator replaces Italian-American mafia discourse with Russian prison slang,
the novel may begin to sound like a story about the Soviet or post-Soviet criminal world. That would
distort the cultural identity of Puzo’s text. Therefore, the translator should use Russian criminal
vocabulary very selectively.

For instance, English words such as boss, soldier, button man and hitman may be translated
into Russian as 6occ, conmar cembu, Kuuiep, HaéMHbBIA yowuiia, depending on context. However,
Russian slang equivalents such as aBTopureT, 60€BUK, MOKpYIIHUK or OpartBa should be used
carefully. They may sound expressive, but they can shift the text into another criminal culture. The
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challenge is to make the Russian version understandable without “russifying” the mafia world too
much.

Forms of address and social hierarchy. Forms of address are extremely important in The
Godfather. They show hierarchy, distance, loyalty and respect. Characters address Don Corleone not
simply as a man, but as a social institution. The form Don Corleone is preserved in Russian as goH
Kopneone, which is the most adequate solution. It keeps the foreign title and its symbolic authority.

The use of first names, surnames and titles also marks social relations. In the mafia
environment, calling someone by the wrong form may signal disrespect or hostility. Russian
translation must therefore be attentive to the difference between TelI and BbI, between first-name
address and title-based address. English does not have a grammatical distinction between informal
and formal “you”, but Russian does. This means that the Russian translator must interpret social
distance and choose either o1 or Bbl. This is not a mechanical choice; it is an act of pragmatic
interpretation.

For example, when a subordinate addresses Don Corleone, BwI is usually more appropriate
because it expresses respect and distance. In conversations between close family members, To1 may
be natural. However, even within the family, power relations may make the speech more formal. This
is one of the cases where Russian translation can actually make social hierarchy more explicit than
the English original.

The same problem concerns politeness formulas. Mafia characters may use polite language to
express threat. Russian has rich resources for such indirect politeness. Phrases like st mpomry Bac,
C/IeTIaiiTe MHE O/I0JDKEHHE, MBI XOTEITH OBl IOTOBOPUTKCS, BBI IOJDKHBI MOHATH can sound calm on the
surface but threatening in context. The translator should preserve this contrast between polite form
and violent implication.

Neutralization and loss of social colouring. One of the unavoidable problems in translating
social dialect is neutralization. Some English social markers cannot be fully reproduced in Russian.
For example, Italian-American pronunciation, immigrant speech patterns or regional features may be
difficult to transfer without creating artificial or comic effects. If the translator tries to imitate accented
speech too strongly, the Russian text may become caricatured. If the translator removes all markers,
the characters may sound too standard.

In many cases, Russian translation chooses partial neutralization. This means that non-standard
grammar or ethnic speech features are softened, while key cultural terms are preserved. Such a
strategy is reasonable because Russian readers may not accept heavy imitation of foreign accent in a
serious literary text. However, excessive neutralization may reduce the social diversity of the novel.

The translator can compensate for this loss through vocabulary, forms of address and culturally
marked terms. Even if pronunciation cannot be reproduced, the text can still preserve mafia identity
through words like non, koHCHIbepH, omepTa, cembsi, CuUllMIMs, yBaXKeHHE, 4ecTb, AOAT. These
lexical markers help maintain the social atmosphere of the original.

M. Baker’s approach to compensation is useful here: when a meaning or stylistic effect cannot
be reproduced in the same place, it may be recreated elsewhere in the text [6]. In The Godfather, this
means that the translator may not reproduce every dialectal feature, but should preserve the general
density of social markers.

Translation strategies in the Russian version. The Russian version of The Godfather generally
demonstrates a combination of foreignization and adaptation. Borrowing is used for Italian
institutional terms: noH, koHcuiabepu, omepra. Calque is used for metaphorical structures such as
cembs for Family. Contextual adaptation is used when literal translation would be unclear or
stylistically weak. Neutralization appears when English sociolectal or colloquial features cannot be
naturally reproduced in Russian.

This mixed strategy is appropriate because the source text itself is hybrid. It is written in
English, but it contains Italian cultural codes and American criminal discourse. A fully domesticated
Russian translation would destroy this hybridity. A fully foreignized translation would make the text
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difficult and unnatural. Therefore, the translator must constantly balance readability and cultural
specificity.

From the perspective of Nida’s dynamic equivalence [4], the Russian reader should perceive
the mafia world as closed, hierarchical, dangerous and culturally specific. From the perspective of
Newmark’s communicative translation [5], the Russian text should remain clear and effective. From
the perspective of Venuti’s foreignization [7], the translation should not erase the Italian-American
identity of the novel. These principles do not contradict each other if the translator applies them
flexibly.

The social dialect features of Mario Puzo’s The Godfather play a central role in the construction
of character, hierarchy and cultural identity. The novel’s language reflects the Italian-American mafia
world through borrowings, code-switching, criminal euphemisms, forms of address, family
metaphors and indirect speech strategies. These features are not decorative; they are part of the
novel’s social and ideological structure.

The Russian translation faces several difficulties. First, the Italian-American sociolect has no
direct equivalent in Russian. Second, Russian criminal slang belongs to a different cultural tradition
and cannot be used as a full substitute. Third, some English social markers, especially pronunciation
and immigrant speech patterns, are difficult to reproduce without distortion. Therefore, the translator
must preserve the function of social dialect rather than copy its form.

The most effective translation approach is a balanced combination of borrowing, transcription,
calque, contextual adaptation, neutralization and compensation. Terms such as 10H, KOHCHIIBEPH,
omepta and cembs help preserve the cultural and social atmosphere of the original. At the same time,
Russian syntactic and pragmatic resources allow the translator to express hierarchy, respect and
hidden threat through forms of address, politeness formulas and controlled stylistic tone.

Thus, the translation of social dialect in The Godfather is not simply a lexical problem. It is a
problem of transferring an entire social world. A successful Russian version should allow the reader
to hear not only what the characters say, but also who they are, what group they belong to, and what
kind of power stands behind their words.
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Abstract. This study examines stylistic transformations in the translation of The Picture of
Dorian Gray by Oscar Wilde. The research focuses on how translators preserve the author’s style,
symbolism, and expressive language in the target text. Comparative and descriptive methods are used
to analyze lexical and syntactic transformations in selected passages. The findings show that
translation strategies such as adaptation, modulation, and amplification help maintain the aesthetic
and em otional effect of the novel while reflecting cultural and linguistic differences.

Keywords: stylistic transformations, literary translation, translation strategies, equivalence,
adequacy, domestication, foreignization, stylistic analysis, cultural adaptation, expressive language,
symbolism, irony, lexical transformations, syntactic transformations, Oscar Wilde, The Picture of
Dorian Gray

Introduction

Relevance of literary translation in modern linguistics.

Importance of studying stylistic transformations in literary works and preserving the author’s
individual style in translation.

Importance of translating The Picture of Dorian Gray by Oscar Wilde.

Difficulties of conveying symbolism, irony, and expressive language in translation.

Aim and objectives of the study.

To analyze stylistic transformations used in the translation of the novel and identify the main
translation strategies.

Research methods.

Comparative, descriptive, and stylistic analysis of the original text and translated passages.

Scientific novelty and practical value.

The study examines the preservation of Wilde’s stylistic features and may be useful for literary
translation studies.

In modern linguistics and translation studies, literary translation is viewed as one of the most
challenging forms of intercultural communication. Unlike technical translation, it involves not only
transferring the meaning of the text but also preserving its stylistic features, cultural background, and
artistic value. This becomes particularly significant when translating classical literature, where the
author’s unique style strongly influences the reader’s perception of the work.

The relevance of this research is determined by the increasing scholarly interest in stylistic
transformations in literary translation. The Picture of Dorian Gray by Oscar Wilde is an important
subject for translation analysis because the novel combines symbolism, philosophical reflections,
irony, and expressive language. In this case, the translator’s task is not limited to conveying factual
meaning; it also includes reproducing the aesthetic atmosphere and stylistic individuality of the
original text.

From a theoretical point of view, literary translation covers several interconnected levels,
including lexical, syntactic, stylistic, and cultural aspects. On the lexical level, translators face
difficulties related to polysemantic words, connotations, and emotionally colored vocabulary. Syntax
also plays a significant role, since sentence structure influences the rhythm and tone of narration. In
addition, stylistic devices such as metaphors, irony, and epigrams are essential elements of Wilde’s
writing style and therefore require careful rendering in translation. Cultural references and historical
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realities may also create challenges because equivalent expressions do not always exist in the target
language.

One of the key concepts in translation theory is equivalence, understood as the relationship
between the source text and its translation. Contemporary scholars emphasize that equivalence should
not be interpreted as complete similarity, but rather as preservation of the communicative and artistic
effect of the original. Closely connected with this idea is adequacy, which focuses on the purpose of
translation and the expectations of the target audience.

To overcome translation difficulties, translators use various strategies and stylistic
transformations. The most common approaches are domestication and foreignization. Domestication
adapts the text to the cultural norms of the target audience, while foreignization preserves the national
and cultural characteristics of the original work. In practical translation, these approaches are often
combined with techniques such as modulation, transposition, adaptation, omission, and amplification.

The language of The Picture of Dorian Gray is distinguished by sophisticated vocabulary,
symbolic imagery, aesthetic descriptions, and philosophical dialogue. Wilde’s prose is especially
known for its irony and epigrammatic expressions, which represent one of the major difficulties in
translation. The translator must preserve not only the direct meaning of such expressions but also
their stylistic and emotional impact.

Another important challenge is the translation of idiomatic expressions, metaphors, and
stylistically marked vocabulary. Since many of these elements are culturally specific, literal
translation may distort their meaning or artistic function. As a result, translators frequently apply
equivalent expressions or compensation techniques in order to reproduce the intended effect of the
original text.

The purpose of this study is to examine stylistic transformations in the translation of The Picture
of Dorian Gray. The research focuses on lexical, syntactic, stylistic, and cultural changes that occur
during translation and identifies the most effective strategies for preserving Wilde’s literary style.

The research is based on descriptive and comparative analysis, as well as contextual
interpretation. These methods make it possible to compare the original text with its translated versions
and evaluate the translator’s stylistic choices. The scientific novelty of the study lies in the detailed
analysis of stylistic transformations used to recreate Wilde’s aesthetic manner. The practical
significance of the research is connected with its potential application in literary translation studies
and translation practice.

In conclusion, literary translation demands not only linguistic competence but also creativity
and sensitivity to the author’s artistic vision. The analysis of stylistic transformations in the translation
of The Picture of Dorian Gray demonstrates the importance of maintaining a balance between
semantic accuracy, stylistic expressiveness, and cultural adaptation.
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Abstract. Brief overview of the research focus, aims, methods, and key findings related to
literary translation and dystopian fiction. This study examines the specific linguistic and cultural
difficulties encountered when translating the totalitarian reality of George Orwell’s 1984. It analyses
the rendering of Newspeak, political neologisms, and stylistic devises that create the atmosphere of
oppression. The research highlights the balance between domestication and foreignization strategies
to preserve the ideological impact of the original text.

Keywords: dystopian fiction translation, literary translation, translation strategies,
equivalence, adequacy, domestication, foreignization, George Orwell, 1984, stylistic analysis,
cultural adaptation, Newspeak, political neologisms, translation difficulties, translation difficulties,
narrative style, ideological discourse.

Dystopian fiction occupies a border zone between art and political commentary. Fredric
Jameson, in Archaeologies of the Future, argues that dystopia is always a mirror of contemporary
anxieties about authority and control. This dual nature - aesthetic and ideological - makes its
translation especially vulnerable to shifts in meaning.

In translation studies, the concept of equivalence is central. Eugene Nida distinguishes between
formal equivalence, focused on form and content, and dynamic equivalence, aimed at producing a
similar effect on the target reader. In dystopian works, dynamic equivalence often becomes ethically
charged the target text should provoke the same sense of unease, surveillance, and psychological
constriction as the original. This aligns with the concept of adequacy, introduced by Alexander
Shveitser, who emphasised that a translation must correspond to the communicative purpose of the
source text. If the purpose of Newspeak in 1984 is to demonstrate mental limitation, an adequate
translation must reproduce this functional effect rather than merely transmit lexical meaning.

Lawrence Venuti’s distinction between domestication and foreignization is particularly
productive when analysing dystopian translation. Domestication adapts the text to target-culture
norms, making it fluent and transparent. Foreignization, by contrast, retains the strangeness of the
original, reminding the reader that the text belongs to a different linguistic and cultural universe.
Venuti himself advocates for foreignization as an ethical choice, arguing that “fluent translation”
erases cultural difference and assimilates the foreign text into dominant target-language values.
Translating 1984, a novel about the dangers of ideological assimilation, raises the question: does a
domesticated translation inadvertently replicate the very mechanisms of thought control that Orwell
condemns?

Umberto Eco, in Experiences in Translation, suggests that the translator is a negotiator who
must decide how much of the original strangeness can be preserved without alienating the reader. Eco
claims that “translation is always a form of interpretation, and in extreme cases, of rewriting.” In the
case of 1984, the translator negotiates not only between two languages but between two political
semiotics. This is consistent with Yuri Lotman’s concept of the semiosphere, where texts carry
cultural codes that may be misread or lost when transferred into another linguistic system. For
Lotman, translation is never a simple transmission but a transformation across semiotic boundaries.

Victor Klemperer’s analysis of the language of the Third Reich, LTI - Lingua Tertii Imperii,
offers a direct parallel to Orwell’s Newspeak. Klemperer demonstrates how totalitarian regimes
pervert language to limit independent thought. His work reinforces the notion that translating political
neologisms such as doublethink, thoughtcrime, or crimestop is not a technical exercise but an
ideological one. Each of these terms condenses a whole system of oppression into a single lexical
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unit. A translator who treats thoughtcrime as merely “crimen de pensamiento” or
“mpIcenpectyruieHre’” without considering its conceptual weight risks trivialising Orwell’s political
warning.

Orwell’s linguistic experiment in 1984 stands at the intersection of literature and political
philosophy. The author himself, in his essay “Politics and the English Language,” argued that the
corruption of language and the corruption of political consciousness are inseparable. In the novel,
Newspeak embodies this thesis its vocabulary shrinks every year, eliminating words that could
express dissent. The notion that “if a thought cannot be expressed, it cannot be thought” transforms
language from a means of communication into a mechanism of cognitive policing.

For a translator, Newspeak presents a paradox. The language is intentionally artificial,
simplified, and ugly-sounding - qualities that must be recreated in the target language. Russian
translations of 1984 illustrate different strategies. Viktor Golyshev, whose 1989 translation is
regarded as canonical in Russia, chose to render Newspeak as “HoBos13,” a neologism that successfully
conveys the artificial and ideological character of the original term. Doublethink becomes
“nBoemeiciiie,” a compound that mimics the English structure while sounding natural in Russian.
These choices preserve the cognitive dissonance embedded in the original concepts. By contrast,
earlier translations, such as those produced for samizdat circulation, often resorted to explanatory
paraphrases, which weakened the oppressive compactness of Orwell’s terminology.

Thoughtcrime, for instance, combines the abstract thought with the legal crime, creating a term
that is simultaneously psychological and juridical. Any translation that loses one of these dimensions
-by making it too abstract or too concrete - alters the ideological mechanism it represents. The Italian
writer and translator Italo Calvino, reflecting on the ethics of translation, noted that “translating is the
most absolute form of reading” because it obliges the translator to confront every semantic and
stylistic decision. In 1984, these decisions bear political weight mistranslating a single term can
distort the entire architecture of oppression.

Beyond individual neologisms, the translation of 1984 must address the stylistic tonality that
sustains the novel’s atmosphere of claustrophobia and dread. Orwell’s prose is deliberately plain,
cold, and bureaucratic - a stylistic choice that mirrors the dehumanised world it describes. The third-
person narration, focalised almost entirely through Winston Smith, places the reader inside a
consciousness that is gradually crushed by the Party.

Anthony Burgess, author of A Clockwork Orange and himself a linguistic experimenter, praised
Orwell’s ability to “make language sweat with fear.” Burgess believed that the translator must
reproduce not only the semantic content but the “nervous rhythm” of the original prose. In practice,
this means paying attention to sentence length, punctuation, and register. Orwell’s syntax in 1984
often becomes fragmented when Winston is under extreme stress. If a translation smooths out these
fragments into more conventional sentences, it risks neutralising the psychological impact.

Russian theorist of translation Irina Alexeeva emphasises that stylistic features such as
repetition, lexical scarcity, and syntactic monotony are not defects in a dystopian text but functional
elements of its artistic design. In 1984, the recurring phrases - “big brother is watching you” “War is
Peace,” “Freedom is Slavery” function as ritual incantations, reinforcing the omnipresence of the
Party. The translator must treat these formulas with liturgical respect: their rhythm, brevity, and
semantic paradox must remain intact.

The concept of bureaucratic euphemism represents another translation challenge. Terms such
as “Ministry of Truth” (which disseminates lies), “Ministry of Peace” (which wages war), and
“Ministry of Love” (which tortures) rely on semantic inversion. A translation that fails to capture this
contradiction -for example, by softening the irony - destroys the satirical mechanism. Here, Umberto
Eco’s idea of “translation as negotiation” becomes crucial: the translator negotiates between fidelity
to the semantic paradox and the target language’s expressive possibilities.

Applied to 1984, translation strategy oscillates between domestication and foreignization
depending on the specific textual element. Political institutions benefit from foreignization: the
“Ministries” should sound alien because they represent an alien system of logic. Conversely,
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emotional passages describing Winston’s memories of his mother or his relationship with Julia may
benefit from a degree of domestication, allowing the reader to connect affectively. This hybrid
strategy reflects what Gideon Toury calls the “initial norm” in translation -the fundamental choice
between adequacy to the source text and acceptability to the target audience.

Lawrence Venuti, as noted, considers foreignization an ethical imperative. Yet the practical
application of foreignization in 1984 demands sensitivity. A Russian reader encountering the direct
calque “MunuctepctBo m006Bu” may find it both meaningful and eerie, because the Russian word
“mo00BB” carries strong positive connotations that clash with the institutional context. This clash
reproduces the original effect. By contrast, an excessively domesticated equivalent - for example,
“Komuret mo nenam mro6Bu” would sound bureaucratic but lose the paradoxical compactness that
makes the original so disturbing.

Compensation is another essential strategy. Some features of Newspeak — such as its English-
specific morphological contractions — cannot be replicated exactly in Russian or other languages. In
such cases, the translator may introduce artificial brevity elsewhere, by creating clipped words or
awkward compounds that evoke a similar sense of linguistic impoverishment. The Soviet translators’
experience of working under ideological censorship ironically provided them with a unique
awareness of how language can be manipulated, which feeds into the translation choices made in
1984

Several literary figures have questioned whether dystopian fiction can be fully translated at all.
Yuri Lotman argued that ideologically coded texts are particularly resistant to translation because
their meaning is generated within a specific cultural and political semiosphere. 1984 was written in
the context of post-war Britain, informed by Orwell’s observations of Stalinism, Nazism, and
capitalist propaganda. When this text enters a different cultural environment, its references and
warnings may be interpreted differently — or even reversed.

The Spanish writer and translator Jorge Luis Borges, who admired Orwell, remarked that “the
power of a book like 1984 lies not in its plot but in its atmosphere.” Borges’s insight implies that a
translation must prioritise atmospheric fidelity over verbatim accuracy. If a translated version of 1984
fails to evoke the same paranoia and helplessness as the original, it fails regardless of lexical
correctness. This challenges translators to consider emotional impact as a criterion of quality
alongside semantic equivalence.

From a different perspective, the Russian poet and translator Joseph Brodsky insisted that
“poetry is what is lost in translation,” and argued that prose, especially politically charged prose,
suffers similar losses if the translator lacks a comprehensive understanding of the source culture’s
mechanisms. Brodsky’s view underscores a central tension in dystopian translation: the text is
simultaneously art and argument. Losing the art diminishes the argument; losing the argument turns
the text into empty entertainment.

Translating the dystopian elements of George Orwell’s 1984 represents a unique challenge
within the field of literary translation. The novel fuses stylistic minimalism, political allegory, and
linguistic innovation into a genre-defining whole. The present analysis has shown that effective
translation depends not merely on lexical equivalence but on a comprehensive reconstruction of the
ideological function that language performs in the original. Newspeak, political neologisms,
bureaucratic euphemisms, and repetitive slogans all function as integral components of a repressive
semiotic system. Any translation decision that alters one component risks distorting the whole.

The insights of writers and theorists — from Lawrence Venuti’s ethics of foreignization to
Umberto Eco’s negotiation, from Anthony Burgess’s “nervous rhythm” to Klemperer’s totalitarian
linguistics — confirm that the translation of dystopia is a deeply interpretative act. Translators must
be aware of the ideological weight they carry, especially when the target culture has its own history
of totalitarianism and censorship. Golyshev’s Russian version of 1984 demonstrates that a thoughtful
balance of foreignization, calque, and compensation can preserve both the semantic density and the
atmospheric tension of Orwell’s world.
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PECULIARITIES OF RENDERING CULTURAL REALITIES AND
PHILOSOPHICAL CONCEPTS IN F. SCOTT FITZGERALD’S “THE CURIOUS CASE
OF BENJAMIN BUTTON”
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Mukhtar Auezov South Kazakhstan University

Abstract. The article examines the peculiarities of rendering cultural realities and
philosophical concepts in “The Curious Case of Benjamin Button” by F. Scott Fitzgerald. The study
focuses on the translation of cultural elements, historical references, and philosophical ideas
connected with time, aging, identity, and human existence. Special attention is paid to translation
strategies used for preserving cultural specificity and philosophical depth in literary translation. The
paper analyses examples from the original text and discusses the difficulties translators face when
rendering stylistic and conceptual meanings into the target language. The research proves that
literary translation requires not only linguistic accuracy but also cultural and philosophical
interpretation.

Keywords: literary translation, cultural realities, philosophical concepts, Fitzgerald,
translation strategies, literary discourse, artistic translation, cultural adaptation

Introduction

Literary translation is one of the most difficult forms of translation because it combines
linguistic, cultural, stylistic, and philosophical aspects. The translator must preserve not only the
semantic meaning of the original text but also its emotional atmosphere, symbolic elements, and
cultural context. Cultural realities and philosophical concepts are especially difficult to translate
because they are closely connected with the worldview of a particular society and historical period.

F. Scott Fitzgerald is considered one of the most important representatives of American
literature of the twentieth century. His short story “The Curious Case of Benjamin Button” combines
satire, fantasy, social criticism, and philosophical reflection. The story explores unusual ideas about
aging and human life through the image of Benjamin Button, who is born old and becomes younger
with time. This reversed process of aging creates philosophical discussions about identity, time,
human relationships, and social expectations.

The purpose of this article is to analyse the peculiarities of rendering cultural realities and
philosophical concepts in the literary translation of “The Curious Case of Benjamin Button” and
identify the main translation strategies used for preserving artistic and philosophical meaning.

1. Cultural realities in literary translation

Cultural realities are words and expressions connected with the traditions, history, social life,
and everyday culture of a particular nation. They often do not have direct equivalents in another
language because they reflect unique cultural experiences. According to translation studies, cultural
realities may include historical references, geographical names, social institutions, traditions,
clothing, food, and forms of communication.

In Fitzgerald’s story, many cultural realities are connected with American society of the late
nineteenth and early twentieth centuries. The author describes social values, family expectations,
military traditions, and class distinctions typical of that historical period. Such elements create
cultural authenticity and help readers understand the social environment in which the characters live.

For example, references to social status and elite society reflect the values of American upper-
class culture. Literal translation of these elements may sound unnatural or unclear in the target
language. Therefore, translators often use adaptation or explanatory translation in order to preserve
cultural meaning and readability.
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Another difficulty appears in translating forms of politeness, social etiquette, and historical
realities. Some expressions carry implicit cultural associations that may be unfamiliar to foreign
readers. In such cases, the translator must balance cultural preservation and reader comprehension.

2. Philosophical concepts in the story

One of the central philosophical concepts in “The Curious Case of Benjamin Button” is the idea
of reversed aging. This unusual phenomenon allows Fitzgerald to explore philosophical questions
related to time, identity, and the meaning of human existence. Benjamin experiences life differently
from ordinary people, which creates emotional isolation and social misunderstanding.

The concept of time plays an especially important role in the narrative. Unlike traditional
literary representations of life progression, the story reverses the natural order of aging. This artistic
device symbolises the instability of human identity and the temporary nature of life. Translators must
preserve this philosophical symbolism because it forms the conceptual foundation of the story.

Another important concept is the conflict between external appearance and inner identity.
Benjamin’s physical condition does not correspond to his psychological and emotional development.
This contradiction creates irony, social discomfort, and philosophical reflection about human nature.
Rendering such ideas in translation requires careful lexical and stylistic choices.

The story also raises existential questions about loneliness, social expectations, and the
impossibility of fully belonging to society. Fitzgerald presents human life as unpredictable and
temporary. These philosophical meanings are often expressed indirectly through irony, symbolism,
and narrative description. Therefore, translators should focus not only on linguistic equivalence but
also on preserving conceptual depth and emotional resonance.

3. Translation strategies for rendering cultural and philosophical meanings

Literary translators use different strategies in order to preserve cultural realities and
philosophical concepts. One of the most common strategies is adaptation. This method helps make
culturally specific elements more understandable for target readers while preserving the general
meaning of the text.

Another important strategy is modulation, where translators change the perspective or structure
of an expression in order to preserve the emotional or philosophical effect. This strategy is often
necessary when literal translation sounds unnatural or fails to convey the implied meaning.

Compensation is also widely used in literary translation. If a stylistic or cultural nuance cannot
be reproduced directly in one part of the text, the translator may recreate a similar effect elsewhere.
This strategy helps preserve the overall artistic atmosphere of the original work.

For example, Fitzgerald frequently uses irony and satire when describing social behaviour and
public opinion. Translating irony is especially difficult because ironic meaning often depends on
cultural context and tone. Literal translation may weaken the satirical effect or distort the author’s
intention.

The translator must also preserve the philosophical tone of the narration. Fitzgerald’s style
combines simplicity with symbolic depth. Long descriptive sentences are often followed by short
emotional remarks that create reflection and irony. Maintaining this rhythm is important because
stylistic structure influences readers’ perception of philosophical meaning.

Translation analysis demonstrates that rendering cultural realities and philosophical concepts
requires both linguistic competence and interpretative ability. Successful literary translation depends
on the translator’s understanding of historical context, cultural symbolism, and philosophical subtext.

Conclusion

In conclusion, rendering cultural realities and philosophical concepts in “The Curious Case of
Benjamin Button” is a complex and creative process. Cultural references, historical context, irony,
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and philosophical symbolism create significant challenges for translators. The translator must
preserve not only semantic meaning but also the artistic and conceptual depth of the original text.

Translation strategies such as adaptation, modulation, paraphrasing, and compensation help
reproduce cultural specificity and philosophical atmosphere in the target language. Successful literary
translation requires linguistic knowledge, cultural awareness, and sensitivity to philosophical
interpretation. The analysis proves that literary translation functions not only as language transfer but
also as intercultural and intellectual communication.

REFERENCES

[a—y

Baker, M. (2018). In Other Words: A Coursebook on Translation. London: Routledge.

2. Bassnett, S. (2014). Translation Studies. London: Routledge.

Fitzgerald, F. S. (1922). The Curious Case of Benjamin Button. New York: Charles Scribner’s
Sons.

Komissarov, V. N. (2001). Modern Translation Studies. Moscow: ETS.

Newmark, P. (1988). A Textbook of Translation. New York: Prentice Hall.

Nida, E. A. (1964). Toward a Science of Translating. Leiden: Brill.

Venuti, L. (2017). The Translator’s Invisibility: A History of Translation. London: Routledge.

(98]

Nowk

0 “MexayHapoJHBIA HAyYHO-UCCIefoBaTenbcKui 1eHTp “Endless Light in Science”



Impact Factor: SJIF 2023 - 5.95 ®UJ0JIOTUYECKUE HAYKU

2024 - 5.99 PHYLOLOGICAL SCIENCES il

https://doi.org/10.5281/zenod0.20372905
VIIK 811.161.1°243(=512.162):81°25
OIINBKU UHTEP®EPEHIUU U POJIb TIEPEBOJIA B OBYYEHUU PYCCKOMY
A3BIKY (HA MATEPUAJIE A3EPBAFII[7KAHCKHX CTYAEHTOB)

CABUHA UJIPUC BATUPOBA
JlotteHT Kadeapsl pyCcCKOTOo S3bIKa
bakuHCKOro CNaBSHCKOrO YHUBEPCUTETA
baxy, Azepbaitmxan

Annomauus. B cmamve paccmampugaemcsi poib nepesood 8 npoyecce 00VYeHust PYCCKOMY
A3bIKY KAK UHOCMPAHHOMY Y azepbaudcanckux cmyoeumos. Ocoboe GHUMAaHUe YOelsiemcs e20
DYHKYUOHATLHBIM 803MONCHOCIIAM 8 (YOPMUPOBAHUU PeHeBOll U KOMMYHUKAMUBHOU KOMNemeHYuU, a
makoice GIUAHUIO HA paA3eumue OUTUHSBATbHBIX HABLIKOS. AHAnuzupyemcs npomueopeyusulil
Xapaxkmep UCHOIb308AHUSL NePedodd 8 YueOHOM npoyecce. ¢ OOHOU CMOPOHbL, OH CHOCOOCMBYem
boniee ObICMpPOMY YCBOCHUIO A3bIKOBO2O MAMEPUANA U NOHUMAHUI) 2PAMMAMUYECKUX CMpPYKmMyp, ¢
Opy20il — MOdICem YCUIUBAMb NPOsLEIeHUs. S3bIK0GoU unmeppepenyuu. Ha ocnose nabniooenuil 3a
peuesoll 0essmenbHOCMbI0 CHYOeHMO8 BbIAGIAIOMCA MUNUYHbLE OUUOKU, 00YCl081eHHble GIUSHUEM
pooHoeo szvika. Ilpednazaromcesi npakmuveckue YNpAadCHeHUusl, HANPAGIeHHble HA UCNOIb308AHUEe
nepesooa Kax Memooudyecko20 UHCMPYMEHMA, GKIYdAs CONOCMABUMENbHbI, 00pamublil U
KOHMeKCmHbll nepegod. [lenaemcs 661600 0 HEOOXOOUMOCMU MemOoOUUecKy 0OOCHOBAHHO20
8KIOYeHUsl nepegooa 6 cucmemy obyuenus PKHU ona nosvluenus s¢hghexmusnocmu hopmuposanus
peuesbix HaABbIKOE.

Kniouesvie cnosa: pyccxuil s136ik Kak UHOCMPAKHBILL, NEpesoo, a3epOauo’CancKue cnmyoeHmol,
peuesas KOMnemeHuusl, s1361K08as unmepgheperyus, OUIUHSBUSM.

Beenenne. Bomnpoc wucnonb3oBaHus IepeBoja B OOYyYEHMH pYCCKOMY S3bIKY Kak
unoctpanHomy (PKUM) ocraércs omHMM W3 3HAYUMBIX HaIpPaBICHUNW COBPEMEHHON METOIUKU
npenonasanud. HecMoTpss Ha pa3BUTHE KOMMYHHKAaTHMBHOIO IIOJXOZAa, IEPEBOA INPOJOKAET
paccMarpuBarbess Kak A()(eKTUBHBI HHCTPYMEHT (OPMHPOBAaHUS S3BIKOBOM U pEUeBOi
KOMIETeHUuH oOydaroumxcs. B coBpemeHHoil Meromuke mnpenogaBanuss PKW  mepeson
paccMaTpuBaeTcs Kak OJMH W3 BO3MOXKHBIX CIIOCOOOB OCMBICIICHHS S3BIKOBOTO Marepuajia u
(opMHpOBaHUS KOMMYHHUKAaTUBHBIX HAaBBIKOB 00yUaIOLIMXCs, YTO OTpaXkeHOo B padbotax . I. A3umona
u A. H. llykuna [1, 8].

B nponecce opnanenust PKM nepeBoa BeINMOIHIET HE TOJIBKO (DYHKIUIO TOHUMAHUS S3bIKOBOTO
Marepuana, HO M CIOCOOCTBYET (POPMHPOBAHUIO HABBIKOB COMNOCTABJIEHUS SI3bIKOBBIX CHCTEM,
Pa3BUTHIO SA3BIKOBOM OCO3HAHHOCTH U Oojiee IITyOOKOMY YCBOCHMIO JIEKCHKO-IpaMMaTHYeCKHX
CTpYKTyp. B ycioBusix OWIMHIBaJbHOTO OOpa30BaHHMS OH CTAHOBHUTCS Ba)XKHBIM MEXaHHU3MOM
KOTHUTUBHOW 00paboTku nnpopmanuu. H. /1. I'ansckoBa u H. 1. T'e3 oTmeuarot, 4to corocTaBieHe
SI3BIKOBBIX CUCTEM CIIOCOOCTBYET 00JIe€ OCO3HAHHOMY YCBOECHUIO MHOCTPAHHOT'O SI3bIKA U Pa3BUTHIO
peueBoil nearenbHOCTH 00yyarouuxcs [3].

TeopeTnyeckue OCHOBBI HCIIONB30BAaHUSI TIEPEBO/la KaK CpPEACTBA MEXbS3bIKOBOTO U
MEXKYJIBTYpHOTO B3aMMOJIEHCTBHS paccMmarpuBaiorcs B paborax B. H. KomwmccapoBa, koTopblit
MOJYEPKUBAET, UTO NEPEBOJ CBSI3aH HE TOJBKO C Iepejnadyell 3Ha4eHHs, HO U C MpeoOpa3oBaHuEM
pEUEBBIX CTPYKTYp B COOTBETCTBUM C HOPMaMU APYToro sizbika [9].

OcoOyr0  3HaUYUMOCTHb  HCIIONIb30BAaHME  N€peBOoAa  MpHoOpeTraer Hpu  OOyuyeHUU
azepOailPKaHCKHUX CTYJIEHTOB, JIJIs1 KOTOPBIX PYCCKUH A3bIK N3y4YaeTcs B TOCTOSHHOM COTNOCTaBICHUU
C POAHBIM SI3BIKOM. B 3TuX ycnoBusiX mepeBo crocoOcTByeT Oojiee 3p(HEKTUBHOMY YCBOECHHIO
yu4eOHOro Marepuana, pacHIMpeHHI0 Npo(ecCHOHAIbHON JIEKCUKH U (HOPMHUPOBAHUIO OCHOB
OWJIMHIBJIBHOTO MBIIIIEHUS. MEXKYyJIbTypHBIH acnekT oOOy4eHHsT B TIOAOOHBIX YCIOBHUAX
npuobperaer 0coOyr0 3HaYMMOCTh, IOCKOJIbKY OBJIJICHUE SI3BIKOM CBS3aHO HE TOJBKO C YCBOCHHEM
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JICKCUKO-TPAaMMaTH4YeCKUX CPEICTB, HO U C MOHMMAHUEM KYJIbTYPHBIX OCOOCHHOCTEH peueBOro
noBeneHus [2, ¢.125-130].

Bwmecte ¢ TeM B MeToauke npenoaasanust PKM coxpansercs npoTuBopeyme: ¢ OAHON CTOPOHBI,
nepeBoyi o0yierdaeT mporecc OOydeHHs, ¢ JIPYrod — MOXKET CIIOCOOCTBOBATh BO3HHMKHOBEHHIO
UHTEPPEPEHIIMOHHBIX OMMOOK 1 (POPMUPOBAHUIO OYKBAJIBHBIX PEUEBBIX MOJENIeH. DTO omnpenesisier
HE00XOJJUMOCTh PAacCMOTpPEHUs MepeBofa HE KaK YHHMBEpPCAJIbHOIO MpHEMa, a KaK METOIUYECKU
PEryanpyeMoro HHCTpyMEHTa 00y4eHusl.

AKTyabHOCTh HCCHeAOBaHUS 0OyCIIOBJI€HAa HEOOXOMMMOCTBhIO TOMCKAa 3()PEKTUBHBIX
croco00B  (OPMHpPOBAaHUS PEYEBOM W KOMMYHUKAaTHBHOM KOMIIETEHIIMM Y  CTYJACHTOB-
azepOaipKaHIEB, U3yYAIOIINX PYCCKUH S3bIK B YCIOBHSIX OUITUHTBAIBLHOW CPEIBI.

Lens paOoThl 3aKiIr0UaeTCs B aHAIM3€E POJIU NepeBojia B npouecce o0yuenust PKU u BeisiBieHun
€ro BIIMSHUS Ha Pa3BUTHE SA3BIKOBOM U PEYEBON KOMIETEHIIMH 00yUYaIOIIUXCS.

Pe3yabrarbl McciaenoBanus. B pamkax uccienoBaHus ObLT MPOBEAEH aHANM3 MPAKTUKU
oOyuenuss PKU, KoTOpBIi MMOKa3bIBaET, YTO MEPEBOJ B paboTe ¢ a3zepOailPKaHCKUMH CTyJIECHTAMU
BBITIOJTHSET HE TOJIKO BCIIOMOTATEIbHYI0, HO M KOTHUTHBHO-OPTaHU3YIoLIyIo pyHKIHUI0. B porecce
OCBOCHHMSI HOBOTO SI3BIKOBOTO MarepHajia OOydarollhecs HEpeaKO OMHPAIOTCS Ha POAHOU S3BIK,
UCIIOJNIB3ys TEpPEeBOJ KaK CIoco0 MEPBUUHOTO MOHUMAaHMS M 3aKPEIUICHUS 3HAYEHHUS SA3BIKOBBIX
€IMHHULL. DTO MO3BOJSET YCKOPUTH MPOLIECC CEMaHTHU3AIMH JIEKCUKH U CHU3UTh YPOBEHB S3BIKOBOTO
HaINpsHKEHUS Ha HauaJlbHBIX dTarnax ooydeHus. [logoOHas onopa Ha BHYTPEHHIOIO peub U MEXaHU3MBI
PEUEMBICITUTENHON JIEATENbHOCTH COOTHOCUTCSI C TICUXOJMHTBHUCTHYECKMM ToaxoaoM A. A.
JleonTnena [6, 78-82].

BwmecTte ¢ Tem HaOmroneHus 3a yueOHOM AeATeTbHOCTBIO CTYIEHTOB CBUJETEIBCTBYIOT O TOM,
YTO HEKOHTPOJIMPYEMOE HCIOJIb30BAHUE JOCIOBHOTO MEPEBOAA HEPEIKO NMPUBOIUT K YCTONUMBHIM
omuOKaM HHTep(EepeHIIMOHHOTO XapakTepa. Hawnbonee TUMUYHBIMU SBISAIOTCS HapyIICHUS B
00JIaCTH CHHTAKCHUCA, CBI3aHHBIE C TIEPEHOCOM CTPYKTYP a3epOaiipkKaHCKOTO sI3bIKa B PyCCKYIO peub,
a TakXe KaJIbKUPOBaHHE YCTONYMBBIX BBIPAKEHUH, UTO CHUYKAET €CTECTBEHHOCTh BHICKA3bIBAHUSI.

B xonme mnpaktuueckoil paOoThl OBLIO YCTAHOBJIEHO, YTO HamOOIbIIyl 3((EKTUBHOCTH
JEMOHCTPUPYIOT 33/1aHHs, B KOTOPBIX MEPEBOJ UCHOIB3YETCs HE KaK caMollellb, a KaK CpPElICTBO
(dbopMHpOBaHUST PEUYEBHIX HABBIKOB. OCOOEHHO pE3yJbTaTHBHBIMH OKA3bIBAIOTCA YIPAKHEHUS
COTOCTABUTEIBHOTO XapaKTepa, HaNpaBlICHHbIE HA BBISIBICHHE Pa3IWYUi B TpaMMaTUYeCcKOM
oQopMIIeHNH BBICKAa3bIBAaHMN B JBYX SI3bIKaX, a TAKXKe 3aJlaHusl Ha TpaHC(HOpMAIUIO TEKCTa MpHU
COXPAaHEHHUU €TO CMBICIIOBOTO COAEPKAHUS.

Kpome Toro, momoxuTenbHOE BIMSHHE HAa pa3BUTHE KOMMYHUKATHBHOW KOMIIETEHLIUU
OKa3bIBACT UCIIOJIb30BAHNE KOHTEKCTHOTO MEPEBOA, IPU KOTOPOM CTYACHTHI HE POCTO MOAOUPAIOT
SKBUBAJICHTHI CJIOB, @ COOTHOCST SI3BIKOBBIC CIMHHIIBI C KOHKPETHOM CUTyaluen oOmieHus. Takoit
MOAXOJ1 CIIOCOOCTBYET (POPMUPOBAHHIO OOIee THOKOTO PEYEBOI0 MOBEACHUS U CHU)KAET 3aBUCUMOCTh
oT OyKBaJbHOI'O IEPEBO/IA.

[Tony4yeHnHsle pe3ynbTaThl MOKa3bIBAIOT, 4yTO nepeBox B oOyuenun PKU aszepOaiimxaHcKuX
CTY[IEHTOB JIOJDKEH HOCHUTh YHpaBISEMbli U MeTOoJu4YecKu OOOCHOBaHHBINM xapakrep. Ero
UCIIOJIb30BaHUE CTAHOBUTCS A(PQPEKTUBHBIM TOJIBKO B YCIOBHUSAX MHTETPALUU B KOMMYHUKAaTUBHO-
OPUEHTHPOBAaHHYIO CHCTEMY OOyueHHus, IZle OH BBICTYNAE€T KaK CpPEICTBO pa3BUTHUSA PpPEUYEBOM
AKTUBHOCTH, a HE KaK MEXaHUYECKUI crmocob nepenadn nHGOopMaIi.

IKcnepuMeHTaJIbLHAas1 padora. C 1enbro mpoBepku 23 (HEKTUBHOCTH UCIIONIB30BAHUS MIEPEBOIA
B mnpouecce oOyuenuss PKU Obiia mpoBeneHa SKCIEpUMEHTaldbHAas paboTa C  ydyacTHEM
azepOalKaHCKUX CTYJIEHTOB T'yMaHUTapHoro mnpoduins. B wuccienoBaHuu NpUHSIM ydacTue
ctyneHTsl Il kypca, usyuaronie pycckuil s3slk Ha ypoBHe B1-B2. DxcnepuMeHT npoBoawics B
TE€UYEHHE OJJHOTO yueOHOro cemecTpa M ObLJI HAlpaBJIeH Ha BbISBICHUE BIMSHHS MEPEBOJUECKUX
ylnpakHeHHH Ha (OPMUPOBAHUE PEYEBON KOMITETeHIIMU oOy4atouuxcs [4, ¢.166-171].

Ha HauanpHOM 9Tame HCCIEIOBaHUS  OCYIIECTBISUIOCH HAONIOACHHE 3a  peueBOi
JESTEIbHOCTBIO CTYACHTOB B IPOLECCE BBINOJIHEHMSI YCTHBIX M NUCBMEHHBIX 3a/JaHui. AHanu3
MoKa3aj, 4To0 OOJBIIMHCTBO OOYYarOUIMXCS aKTHBHO MPHOEraroT K BHYTPEHHEMY IEpPEBOLY MpHU
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MOCTPOCHUU BBICKA3bIBAHWI HAa PYCCKOM si3blke. Hamboiee 4acTOTHBIMM OKa3aJMCh OIIUOKH,
CBSI3aHHBIE C HAPYIICHHEM TMOPSAKA CJIOB, HEMPaBUJIBHBIM YIOTpEeOICHUEM MaJCKHBIX (OopM,
OyKBaJbHBIM TEPEBOJIOM YCTOMYUBBIX BBIPAKEHUH W TMEPEHOCOM CHHTAKCHYECKUX Mojenen
azepOaiiIKaHCKOTO A3bIKa B PYCCKYIO Peyb.

s ompeneneHUs WCXOMHOTO YPOBHS PEUYCBBIX HABBIKOB CTYAEHTaM OBUTH TPEATIOKCHBI
3a/laHusl Ha MEPEeBOJ, COCTABJICHHUE JUAJIOTOB U Iepecka3 TeKCTa 0e3 IpeaBapUTEIbHON S3bIKOBON
omopel. HaOmiomenust Tmoka3anw, 4dYro OOyYaromIyecs HCHBITHIBATM  3aTPyJHEHUS  IPU
CaMOCTOSITENIbHOM ~ (OPMYJIMPOBAHUM MBICIIM HAa PYCCKOM SI3bIKE M 4YacTO HCIIOJIb30Bai
KOHCTPYKIIMH, XapaKTEPHbIE ISl POJHOTO S3bIKA.

Ha crnenytomem stane B yueOHBIN Mpoliecc ObUIM BKJIIOYEHBI ClIeLHaIbHbIE MEPeBOAUECKHE
yIpakKHEHHUsI COMOCTABUTEIILHOTO, KOHTEKCTHOTO U TpaHchopMaoHHOro Xapakrepa. CTyneHTHI
BBIIIOJIHSAJIM  33/IaHMSI HA AHAJIW3 TIPaMMaTHYECKHUX pA3JIUMYUA  JBYX S3BIKOB, HCIPAaBJICHHE
MHTEP(EPEHITMOHHBIX OMMOOK, MOJ00P KOHTEKCTYallbHO YMECTHBIX BApHAHTOB MEPEBO/IA, a TAKKE
yIOpa)KHEHUS Ha MpeoOpa30oBaHUe CUHTAKCHUECKUX KOHCTPYKIIUHA.

Ocoboe BHUMaHHE YAETSUIOCh (POPMUPOBAHHIO HABBIKA CMBICIOBOTO, @ HE JIOCIOBHOTO
nepeBona. [lomoOHbI Mmoaxon cooTHOocUTes ¢ monoxkeHueM P. K. Munbsp-benopydesa o Tom, 4ro
5 EeKTUBHBIA TIepeBO]| IMpEAIoiaraeT IMepenadyy CMBICIAa BBICKA3bIBaHUSA, a HE MEXaHHYECKOe
BOCIIpou3BeieHHE si3b1koBOM opmel [10]. B mportecce paboTsl 00ydaroniuecs y9uiuch COOTHOCHTD
SI3BIKOBBIC €IMHUIIBI ¢ KOMMYHUKATUBHOW CUTYallUeH, YUUTHIBATh OCOOEHHOCTH PYCCKOTO PEUEBOT0O
odopmiieHus: U N30eraTh MEXaHUYECKOTO MIEPEHOCA CTPYKTYP POTHOTO S3bIKA.

KoHTpompHBIi 3Tan 3KCepruMeEHTa MOKa3all MOJIOKUTEIIbHYI0 TMHAMUKY B PA3BUTHU PEUEBBIX
HABBIKOB CTYACHTOB. Y OOy4aromIuxcsi CHHU3WJIOCH KOJIWYECTBO HHTEP(EPEHIIMOHHBIX OUIMOOK,
MOBBICUJIACH TOYHOCTh YIOTPEOIEHHS IpaMMaTHUECKUX KOHCTPYKIUI U YayUYlIHIach ClIOCOOHOCTh
K CaMOCTOSITEJIbHOMY IOCTPOEHHUIO CBS3HOTO BBICKa3bIBAHMS Ha pyccKoM s3bike. Kpome Toro,
CTYIEHTBI CTallu pexke mnpuoderatb K OyKBaJIbHOMY IEPEBOY M YBEPEHHEE HCIIOJIb30BaTh PYCCKUI
S3BIK B y4eOHOI KOMMYHUKAIIUH.

[lomyueHHble pe3ynabTaThbl CBUIETENBCTBYIOT O TOM, YTO METOAMYECKH OpPraHM30BaHHOE
WCIIONB30BaHUE TIEPEeBO/Ia CIIOCOOCTBYET pPAa3BUTHIO OWJIMHTBAIBHON pPEUYEBON KOMIETCHIIUU U
noBeImaeT 3¢ pexTuBHOCTH 00yueHust PKU B azepOaiimkaHCKO# aymuTopun.

IIpakTnyeckas yacTh (mepeBogueckuii acnekT B 00yyennu PKH)

B pamkax uccnenoBanust Opl1M pa3paboTaHbl M allpoOMPOBaHbl YIIPAKHEHUS, HAPaBICHHbIE
Ha HCTONBb30BAaHME TIEPEeBOAa Kak CpeacTtBa (POPMHUPOBAHUS PpPEUYEBOM KOMIIETCHLUU Y
azepOaiiKaHCKUX CTYIeHTOB. MeToanueckas cucteMa BKIIO4alia pa3InyHble TUIIBI IEPEBOAUECKHUX
3aJlaHui: COMOCTABUTENbHBINA, OOpaTHBIH M KOHTEKCTHBIM MEPEBOMA, a TaKKe YNpPaXKHEHHUS Ha
BBISIBIICHUE W UCITPABJICHUE WHTEPPEPEHIIMOHHBIX OMMUOOK. Takoi KOMIUIEKCHBIN TTOAXO]] TTO3BOJIHIT
paccMaTpuBaTh MEPEBO HE KaK BCIOMOTAaTENIbHBIM 3J€MEHT, a KaK HMHCTPYMEHT OCO3HAaHHOTO
dhopmupoBaHUs OMITMHTBATIFHON KOMITETEHITUH.

I. ConocraBuTe/bHBIN NMEepeBO (JIEKCHKO-TPAMMATHYECKHI YPOBEHb)

CryneHTtaM mnpeajiarajuch MperioKeHus Ha a3epOalKaHCKOM S3bIKE C TMOCIEAYIOLUIIM
MIePEBO/IOM Ha PYCCKUM SI3bIK M aHAJTU30M IPaMMaTHUECKUX pa3nuduil. OCHOBHAs 11€J1b JAHHOTO TUIIA
YOpaKHEHUH 3aKiroyanach B (OPMUPOBAHUM HABbIKA OCO3HAHHOTO COIOCTAaBJICHUS S3BIKOBBIX
CTPYKTYp H MpeynpexAeHIH OyKBaJILHOTO MIEPEBO/A.

Yupa:xxnenue. IlepeBennrte npensioxxenusi U 00bSICHUTE Pa3JIM4YMs B CTPYKTYpe.

Mon kitab oxuyuram. — A wumaio kuue).

O universitetds oxuyur. — OH yuumcs 8 ynugepcumeme.

Biz sabah gériisacayik. — Mwvi 6cmpemumcs 3aempa.

Mon yeni sozlori oyronirom. — A uzyuaio Hogvle cosa.

O dorsda ¢ox sual verir. — OH 3a0aém MHO20 60NPOCOG HA YPOKe.

Mon rus dilini oyranmoak istayirom. — A xouy uzywamo pycckuti s3viK.
Biz bu mévzunu artiq kegmisik. — Mol yoice npoxoounu smy memy.

O har giin kitabxanaya gedir. — On kasxcowiii 0enb Xo0um 6 6uOIUOMeEKY.

So N O N W~
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9. Miiallim talobalara yeni tapsiriq verdi. — Ilpenodasamens 0an cmyoenmam HO8oe 3a0aHue.

10. Moan darsdan sonra dostumla goriisacayam. — A ecmpeuyco ¢ Opyeom nocie 3aHAmuil.

11. Onlar imtahana hazirlasirlar. — Onu comosamcs K IK3aMeH).

12. Biz auditoriyada yeni matn oxuduq. — Muvl npouumanu Howlti mexcm 6 ayoumopuu.

13. Talobalor miiallimi digqatls dinlayirlor. — Cmydenmovl 6HumMamenvho caywarom
npenooasameisi.

14. Mbon bu sozii diizgiin basa diismadim. — A nenpasunbHo nousi 3mo cioso.

15. O rusca sarbast danisir. — On c60600HO 2080puUm NO-PYCCKu.

Memoouueckuil s¢hghexm:

JlaHHOE ynpa)XHEHHE CIIOCOOCTBYET PAa3BHTHIO TpPaMMAaTHYECKOW OCO3HAHHOCTH, (hopMupyer
MMOHMMAaHHE PA3INYHA B TOPSIKE CIIOB, YIIPABICHUH IIIAr0JI0B ¥ BRIPAKCHUH BPEMEHHBIX OTHOIIICHUN
B IIBYX si3bIkax. Oco0oe 3HaueHHe MMEET MPENOTBPAIEHHE MPSMOTO CTPYKTYPHOTO TIepeHOoca W3
azepOaiiKaHCKOTO SI3bIKA B PYCCKYIO PEUb.

I1. O6partHblii nepeBoa (pa3BuTHE peueBOil TMOKOCTH)

OOparHbIli TIEpeBOJ] HCIIONB30BAJICS KaK CpPEJACTBO KOHTPOJS TOHUMAaHHS CMBICIA W
(hOpMHPOBaHUST YMEHHSI COXPAHITh COJCPKAHUE BHICKA3bIBAHUS TIPU CMEHE SI3IKOBOTO KOJIA.

Tekcr:

Ceeo0nst cmyoenmvl 00CyHCOAIU pe3yIbmamvl NPOEKMa HA 3aHAMUU U 2OMOBULU KPAMKUE
coobuenusl.

Dtanbl paboThI:

1. [TepeBox Ha a3epOaiKAaHCKUHN S3BIK

2. O0OpaTHBIN TEPEBOT HA PYCCKUH S3BIK

3. CpaBHEHHUE C OPUTHHAJIIOM U aHAJIU3 PACXOXKICHUHN

Jononnumenvhoe 3adanue:

OObsicHHUTE, KaKHE JIEMEHTHI N3MEHWINCH TIPH 00paTHOM IIEPEBOJIE U TIOYEMY.

Memoouueckuil s¢hghexm:

VYnpaxHeHHEe pa3BHBAET CHMOCOOHOCTH K CMBICIIOBOMY aHAIM3y TEKCTa, (POPMHPYET HaBBIK
COXpaHCHHS JIOTUKO-CEMAaHTUYECKOW CTPYKTYpPhl BBICKA3bIBAaHHS W CHHUXAET 3aBUCUMOCTh OT
JOCTIOBHOTO TIEPEBO/IA.

I11. KoHTeKkcTHBIH nepeBo] (KOMMYHUKATHBHBIN YPOBEHb)

JlaHHbIN TN ynpaKHEHWH HampajieH Ha (OpPMHUPOBAHHME YMEHHUS HCIIONb30BaTh MEPEBON B
pEeaNbHBIX CUTyalusX OOIICHHS, TJe BaKEH HE OTACIbHBIA SKBHUBAJICHT, a IIEIOCTHOE DPEUYEBOE
JIICUCTBUE.

Cumyayus 1:

o Na vaxt darsimiz baglayir? — Bo cKoOIbKO HAUUHAIOMCSL HAWU 3aHAMU?

» Sabah ilk dors hansidir? — Kaxkoti npeomem 6yoem nepgvim 3aempa?

» Bu giin ne¢a darsimiz var? — CKONbKO y HAC Ce200HA 3aHAMUL?

» Cadval dayisib? — Pacnucanue usmerunocs?

» Dors hansi auditoriyada olacaq? — B kaxoti ayoumopuu 6ydem 3ansamue?

» Sabah dars olacaq? — 3aempa 6yoem 3anamue?

= [kinci ciit hansi fandondir? — Kaxas oucyunnuna 6yoem na émopoii nape?

» Miiallim dorsi toxira salib? — Ilpenooasamens nepenéc sanamue?

= Cadvali telefondan géra biloram? — Moey au s nocmompems pacnucanue 6 menegone?

» Hanst giin rus dili dorsimiz var? — B kaxoii 0env y nac pycckutl sA36ik?

» Dors na vaxt bitocok? — Kozoa 3axonuumcs sauamue?

» Bu giin sonuncu doars hansidir? — Kaxoii npeomem nocieonuii cecoons?

» Cadvalda dayisiklik var? — Ecmw au usmenenus 6 pacnucanuu?

» Miihazira saat ne¢ada baslayir? — Bo ckonvko Hauunaemcs aekyus?

» Sabah neg¢a ciit olacaq? — Ckonvko nap 6yoem 3asmpa?

» Dars onlayn olacaq, yoxsa auditoriyada? — 3ansamue 6yoem onnatin unu 6 ayoumopuu?

= [mtahan cadvali hazirdir? — Pacnucanue 5K3aMeHO8 yice 20mo6o?
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» Masgala hanst korpusda kegirilacak? — B xaxom kopnyce 6yoem npoxooums 3ansmue?

» Bu giin dars [2gv olunub? — Ceeco0us 3ausmue ommenuiu?

» Cadvali kimdan ala bilorom? — 'V kozo s mo2y 63ame pacnucanue?

Cumyayus 2:

Bbrl X0THTE 0OpATUTHCS K TMPEMOABATEIO C BOIPOCOM.

Bapuantsi:

® Mon bu movzunu basa diismadim. — A ne nousn smy memy.

e Zohmat olmasa, izah eda bilorsinizmi? — He moznu 661 6b1 00vacHUmb?

o Mon bir sual vera bilorom? — Mooicno 3a0ame gonpoc?

® Bu sozii neca istifada etmak lazimdir? — Kax nyoicno ynompebnsamo 5mo cnogo?

o Monim cavabim diizgiindiir? — Mot omeéem npasunvHulli?

® Bu mévzu imtahanda olacaq? — Oma mema 6yoem na sxzamene?

o Mon tagdimati na vaxt etmaliyam? — Koeda s 0ondcen gvicmynums ¢ npezenmayueri?

o Moan bu ciimlani diizgiin qurmamisam? — A nenpaeunvho nocmpoun 3mo npeonodxceHue?

e Moan alava material ala bilorom? — Moey nu s noayuums 0onoaHumensHuld Mamepuan?

o Ev tapsirigim hara gondarmoaliyam? — Kyoa nyoxcno omnpasums domawnee 3adanue’?

e Mon darsdon sonra yaxinlasib sual vera bilorom? — Moey s noootimu nocne 3anamus u
3a0ams gonpoc?

® Bu ifadanin forqi nadir? — B uém paznuya medxncoy smumu eblpaxceHusmu?

o Mon bu sozii neca talaoffiiz etmaliyam? — Kak mue npousnocums 3mo cioeo?

o Mon bu movzuda ¢atinlik ¢okirom. — A ucneimsigéaro mpyonocmu ¢ 5mot memoii.

® Bu qaydanin istisnalar: varmi? — Ecmb 1y ucknouenus u3 smoeo npasuia?

o Mbon cavabi basqa ciir deya bilarom? — Moey nu 1 ckazams omeem no-opyzomy?

Memoouueckuil s¢hghexm:

dopMupyercss CIOCOOHOCTh K CUTYaTUBHOMY BBIOOPY SI3BIKOBBIX CPEICTB, Pa3BHBACTCS
KOMMYHHUKATHBHAS! THOKOCTh M YMEHBINAETCS 3aBUCHMOCTH OT JOCIOBHOTO TIEPEBOA.

IV. UcnpaBiienue naTepdepeHIMOHHBIX OIIHO0K

CryneHTaM mpensaraiuch MpeiosKeHus ¢ OMMOKaMu, BOSHUKIIUMHE TIOJ BIASHUEM POIHOTO
SI3bIKA. 3a/1a4a 3aKJIH0YaIach B UX KOPPEKTUPOBKE U OOBSICHCHUN TIPUYMHBI OLITHOKH.

Ynpaxuenune. Haiiiure u ncnpaBpTe OLIHOKH.

1. A 6 ynusepcumem uody saempa. — A 3aempa udy 6 yHugepcumemn.

2. On yumaem kuuea. — OH yumaem KHUZ).

3. Met 0enaem oomawinss paboma. — Mul Oenaem domawniow0 pabomy.

4. Ona eosopum na ypok pycckuil a3vik. — OHa 2060pum Ha ypoKe no-pyccKiu.

5. A noonro ouenv smom npeomem. — A ouenv 1106110 3mom npeomem.

6. Mul suepa 6vLiu 6 bubnuomexa. — Mol 6uepa Oviiu 6 bubIUOMEKE.

7. A xopowo nonumaio smom mema. — A xopowio nonumaro smy memy.

8. On nomoecaem 6cezoa ceoum opyzvam. — OmH 8ce20a nomozaem c8ouUM OPY3bsM.

9. Cmyoenmul caywarom eHumamenvho npenooasamens. — CmyoeHmvl SHUMAMENbHO
cywarom npenooagamerns.

10. A xouy cmamu xopowuii cneyuanucm. — A xouy cmamo XOpowum cneyudaIucmom.

11. Mot obcyscoanu unmepecHulti cmamws. — Mol 06cysrcoanu unmepecHyo cmamoio.

12. Ona 6vicmpo nuwem pycckuti crosa. — OHna 6vicmpo nuwem pycckue ciogd.

13. A uacmo odenaro owubku 8 epammamuxa. — A uwacmo oenarn owmudKU 8 cpammamuxe.

14. On 3naem xopowio pycckuil sa3vik. — OH XOpOwLo 3Haem pyccKuti A3vlK.

15. M1 comosumcs Kk 6adxcHblil 9K3ameH. — Ml 2omosumcs K 8adCHOMY SK3AMEH).

Memoouueckuil s¢hghexm:

VYnpaxHeHUE CITIOCOOCTBYET Pa3BUTHIO SI3BIKOBOM 4yBCTBHTEIIBHOCTH, OPMUPOBAHHIO HABBIKA
CaAaMOKOHTPOJIS ¥ CHI)KCHUIO YCTOWYMBOTO BIMSIHHSI HHTEP(PEPEHITUH.

V. IlepeBoa ¢ Tpanchopmanueil (IONOJTHUTEIbHBIN dTaN)
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Jlis ycunenus pedeBoii THOKOCTH CTyI€HTaM Mpe/Iarainch 3aaHNs Ha H3MEHEHHE CTPYKTYPhI
BBICKA3bIBAaHUSI TIPH COXPAHEHUH CMBICIIA.

3aganue: nepegopmyanpyiite npeaioKeHus.

o 5 ynTaro KHUTY KaXblii 1eHb. — Kakaplii 1eHb s 3aHUMAOCh YTEHUEM KHUTH.

o CTyICHTBI TOTOBSITCS K 9k3aMeHy. — [10roToBKa K 9K3aMeHY BEIETCS CTyJACHTAMH.

Memoouueckuil s¢hghexm:

Pa3BuBaeTcsi yMeHHE BapbHpPOBATh S3BIKOBBIC KOHCTPYKIIMU M TEPEXOAUTH OT CTaHIAPTHBIX
¢dopMm Kk Gosiee pa3BepHYTHIM PEUEBBHIM MOJICIISIM.

[IpencraBneHHas cucTteMa yIpaKHEHUH TMOKasbIBaeT, 4yTo nepeBos B oOydenun PKU moxket
3¢ (deKTUBHO QYHKIIMOHUPOBATH KaK CPEICTBO (POPMUPOBAHUS S3BIKOBOM U PEUEBON OCO3HAHHOCTH.
HauOomnbiiass pe3ynbTaTUBHOCTh JOCTUTAETCS TPU COYCTAHWU COIMOCTABUTENBHBIX, OOpATHBIX,
KOHTEKCTHBIX M TPaHC(OPMALMOHHBIX 3aJlaHUH, YTO O00ECIIEYMBACT MEPEX0J]] OT MEXaHUYECKOTO
nepeBo/la K OCMBICIICHHOMY BJIAJICHHIO SI3BIKOM U CIIOCOOCTBYET Pa3BHTHIO OWJIMHIBAJILHOU

KOMIICTCHITUH.
BoiBoabl. Pe3ynbrarthl aHanmm3a MOKAa3bIBAIOT, YTO MEPEBOJ B OOYYEHHH PYCCKOMY SI3BIKY
azepOalKaHCKUX CTYAEHTOB HeENb3s paccMaTpuBaTh OJHO3HAYHO — KakK IOJIHOCTBIO

MIOJIOKUTENIbHBIM WM OTpUIATeNbHBIA MeToauueckuii mpuéM. Ero sddexTuBHOCTH Hampsmyro
3aBUCHUT OT TOTO, KAK MMEHHO OH BKJIIOUEH B y4eOHBIN Mpollecc U Kakue 3aJadd C €ro MOMOILbIO
pemaTcs.

B ycnoBusix OMIUMHIBaJIbHOM Cpe/bl IEPEBOJL BHICTYIIAET €CTECTBEHHBIM CIIOCOOOM OIOPHI Ha
y’ke chopMUpPOBaHHYIO SI3BIKOBYIO CHCTEMY, 00Jerdyas IOHMMaHHe HOBOTO MaTepHalia U yCKOpsisi €ro
ycBoeHue. OHaKo Ipy OTCYTCTBUHM METOJIUYECKOIO KOHTPOJISI OH HAYMHAeT paboTarh KaK HCTOUHUK
YCTOMYMBBIX HMHTEP(EPEHIIMOHHBIX OIIMOOK, OCOOEHHO Ha YpPOBHE CHHTAKCHCAa M YCTOMYMBBIX
pEeYEBBIX KOHCTPYKIUH.

[IpakTuueckas anmpoOarus mokasasna, 4To Hanbosee IpOIyKTUBHBIM SIBISETCS HE OYKBaJIbHBIH,
a CMBICIIOBOW U KOHTEKCTHBIHM MEepeBOl, @ TAaKXKe 3aJaHMsl, I1Ie€ CTYIEHThI BBIHY>KIEHBI COMIOCTABIISATh
S3BIKOBBIC CUCTEMBl M TE€pPEeCTpanBaTh BHICKa3bIBAHHME B 3aBHCHUMOCTH OT KOMMYHUKATHMBHOU
cuTyaluu. B Takux ycioBusix nepeBoj nepectaér ObITh MEXaHUYECKUM JEHCTBHEM U CTAHOBHUTCS
WHCTPYMEHTOM OCMBICIICHHS SI3bIKa. DTO COOTBETCTBYET KOMMYHUKAaTUBHOMY IOJXOAY B OOy4EeHUHU
MHOCTPAHHBIM SI3bIKaM, B paMKaxX KOTOPOTo peyeBas AesiTeIbHOCTh pacCMaTpUBAETCS MPEXK]IE BCETO
KaK CpeJICTBO peanu3anuu oomenus [7].

Takum o6pazom, nepeBon B o0yuenun PKU nmproOGpeTaeT 11eHHOCTh TOJIBKO TOT/AA, KOTJla OH
BCTPOCH B CHUCTEMY pa3BUTHUSI PEUEBOM AKTHMBHOCTH M HAIpaBJIIeH Ha (OpMHpOBaHHE THUOKOTO
S3BIKOBOTO moBefeHus. Ero wucnonbp3oBanue TpeOyeT HE HWCKIIOYEHHS, a METOIUYEeCKOn
MEPEOPUEHTALIMM — OT JIOCJIIOBHOTO IMEPEHOCa K OCO3HAHHOW paboTe CO CMBICIIOM U peYeBOU
CUTyalMe. DTO COIMacyeTcsi ¢ COBpEMEHHBIMH moaxonaMu k oOydenuto PKU, B koTopsix ocoboe
BHUMaHUE YNENSETCS YUETY MEKKYIBTYPHBIX Pa3uyvid U MPEIyNpekTCHUI0 KOMMYHUKATHBHBIX
Heynad [5, ¢.55-61].
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VIK 811.161.1°243:004.9
HHTEI'PAIINA THOOPMAIINOHHO-KOMMYHUKAIIMOHHBIX
TEXHOJIOT UM B NPOLECC OBYYEHMUSI PKU: TEOPETUYECKHUE OCHOBBI U
IMPAKTHYECKAS PEAJIU3ALIUA

MEXPUBEAH BAMPAMOBA 3AKHP
Houent kadeapsl Pycckoro si3bika
BakWHCKOTO CIaBsTHCKOTO YHUBEPCUTETA
Baky, AzepOaiimxan

Annomauus. B cmamve paccmampusaiomcs meopemuyeckue U Npakmuyeckue acnexmol
npUMeHeHUs. UHDOPMAYUOHHO-KOMMYHUKAyUuoHublx mexuonocutl (MUKT) 6 npoyecce obyuenus
pycckomy a3vIKy kak unocmpannomy (PKH). Ocoboe snumanue yoensemces ponu yughposwix pecypcos
8 hopmuposaHuu peyesblx HABLIKOG 00VUANWUXCA U NOBBIUEHUU IPDEKMUBHOCHU Y4eOHO20
npoyecca. AHAMU3UPYIOMCA  803MONCHOCU — UCNONb308AHUSL  MYIbMUMEOUUHbIX — MAMepuailos,
00pazo6amenvbHblX NIAMMOpM U UHMEPAKMUBHBIX CEPBUCO8 OIS PA3BUMUSL AYOUPOBAHUS, UMEHUs,
2oeopenus u nucoma. Ha ocnose meopemuueckux nonoscenutl paspabomana cucmema 3a0anull ¢
ucnonvsosanuem HKT, Hanpasiennas Ha nogvluieHue Y4eOHOU MOMUBAYUU U AKMUBUZAYUIO
Nno3Ha8amenvHol deamenvHocmu cmyoenmos. Iloxazano, umo @ueopenue yugpposvix mexHoIo2uil
cnocobcmeyem UHOUBUOYAIU3AYUU  OOYUEHUsl, PACUWUPSIEn BO3MONCHOCMU CAMOCHOSMENbHOU
pabomsl U nosviuaem NPAKMUKO-OpueHmuposanHocms sauamuti no PKHU. [lepcnekmugbi
UCCe008aHUSA CBA3AHBL C OdbHeliuell pa3padomKol Memooudeckux mooenel yupposoco 0oyueHus.

Knrwouesvie cnosa: ungopmayuoHHO-KOMMYHUKAYUOHHbBIE MEXHONO2UU, PYCCKULL A3bIK KaK
UHOCMPAHHbLL, MEMOOUKA NPEno0asanus, Yupposvle mexHoi02uu, 00pa30eameibHole Niam@opmsl,
UHMepaKmugHoe obyuenue, peyesble HasbiKl, V4eOHAs MOMUBAYUS, CMEeUAHHOe 00VYeHuUe.

BBenenne. OKOHOMHUYECKOE U KYJIBTYPHOE COTpyAHHMYECTBO Mexay Poccuelr u
AzepOaiiykaHOM, TPEIBSABISIOT HOBbIE TpeOoBaHusi K oOydenmio PKUM. 3a mocnemnume robI
Meronuka npenonasanus PKU  BeiaBuHyna psi IJIOAOTBOPHBIX MJEHW, KOTOPBIE IIOBBIIIAIOT
3pPeKTUBHOCTb OOy4YeHHMs pPYCCKOMY s3bIKy. Bce 3TO OTKpbIBaeT HOBBIE HAaIlpaBJICHUS
WCIIONIBb30BaHUS WH(POPMAITMOHHO-KOMMYHHUKAIIMOHHBIX TexHojorui (MKT). OpnHoil W3 TIIaBHBIX
3ajay  mpenopjasatens sBigercs ucnonaszoBanue HKT, uTto cnocoOcTByeT —peannzanuu
BHYTPHUIIPEIMETHON U MEXIPEAMETHON UHTETPALIUY TPU 00yUYEHUU HHOCTPAHHOMY SI3BIKY [6].

B nponecce u3ydeHus pycckoro si3pika kak ”HocTpaHHOTo KT OTKpBIBaIOT JOMOIHUTEIbHBIE
BO3MOKHOCTH U1l Pa3BUTHSA SI3BIKOBBIX KOMIETCHIUH W (HOPMHUPOBAHMS PEYEBBIX YMEHUH
oOyuaronuxcs. biarogaps UCIONB30BaHUIO BUAEOMATEPUAIOB, MHTEPAKTUBHBIX 3aJlaHUM, OHJIAMH-
KOMMYHUKAIIUH ¥ TU(GPOBBIX NPHIOKEHUN 0O0ydaromuyecs IMOydaloT BO3MOXHOCTh paboTaTth C
aKTyaJbHBIM MaTEpUAJIOM M BOCIIPMHUMATh PYCCKUH S3bIK B €CTECTBEHHOH pedeBoil cpeze. Takue
cpeacTBa OOydeHHs CHOCOOCTBYIOT Pa3BUTHIO MHTEpeca K IpPeIMETy, MOBBIIAIOT aKTUBHOCTh
CTY[CHTOB Ha 3aHATHAX M MOMOTAlOT CJenaTh Npolecc U3ydeHMs si3blka Oosee 3(PPEeKTUBHBIM U
MIPaKTHUKO-OPUEHTUPOBAHHBIM [3, c. 86-92].

HNHpopMallnOHHO-KOMMYHHKAIITMOHHBIE TEXHOJOTMM TPEJCTaBIAIOT COOOW COBOKYIMHOCTb
HM(POBBIX CPEACTB, OOECHeYMBaIOIMX O00pabOTKy, XpaHeHMEe U mepenady uHpopmanuu. B
o0pa3oBaTeabHOMN NPAaKTUKE OHU BKIIIOYAIOT KOMIIBIOTEPHI, HHTEPHET-ILIAT(OPMBbI, MYJIBTUMEANIHBIE
pecypchl, MOOUIIbHBIE IPUIIOKEHHS] U UHTEPAKTUBHBIE CEPBUCHI.

ITpumenenne UKT no3BonsieT MoAennpoBaTh peajlbHble KOMMYHHUKAaTUBHBIE CUTYallUH, YTO
ocobeHHo BaxkHO npu u3ydennu PKU, rioe ctynenTam He0OX0AMMO He TOJIBKO 3HATh SI3bIK, HO U YMETh
IIPUMEHSITH €TI0 B PAa3JINYHBIX COLMAJIBHBIX KOHTEKCTAX [5].

Pe3yabTarsl ucciaenoBanus. B pesynbrate npoBe€HHOTO UCCIEIOBAaHUS YCTAaHOBIEHO, YTO
ucnons3oBanre KT nonoxurensHo oTpaxkaercs Ha ¢ ¢pexktuBHocTH 00yuenus PKU. Buenpenune
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COBPEMEHHBIX IM(POBBIX CPEACTB MO3BOILET IMpeoOpa3oBaTh yueOHBIH Mpolecc, Aenas ero donee
rMOKMM TI0 CTpPYKType U Oojee BoBiIeKaomuM i oOydarommxcst [7]. Kpome Toro, Takue
TEXHOJIOI'MU OPUEHTUPYIOT 00ydeHre Ha (POPMHUPOBAHUE MPAKTUYECKUX KOMMYHUKAaTUBHBIX YMEHUN
Y aKTUBHOE y4acTHE CTYJIEHTOB B y4eOHOM NesATeIbHOCTH.

B xome 3amaTuii y cryneHToB (opMmHupyeTcss Oosee BblpakeHHas y4yeOHash MOTHBALIMSA:
MOSIBJIIETCS TOTPEOHOCTh B MOJIyYEHUU HOBBIX 3HAHUI, YCHIIMBAETCS MMO3HABATENbHBIN UHTEpPEC U
CTpEeMJICHHE K JalbHEHIIeMy H3Y4YeHHI0 MaTepuasia. PaboTa ¢ KOMIBIOTEPHBIMH TEXHOJIOTUSMHU
MO3BOJIIET CTYJEHTaM aKTHBHO OCBAaMBaTh HOBBIM MaTepual U CaMOCTOSITENIbHO KOHTPOJIMPOBATH
YPOBEHb CBOMX 3HAHUN U YMEHUU.

Oco0yto 3HaunMOCTh B Tiporiecce ooyuenust PKU npuobperaer ucnoab30BaHne ay TEHTHYHBIX
MaTepuaioB, TaKUX KaK BHMJIEOPOJIMKM, CTaTbd, NECHU W peajbHbIE IUAJOrH. Takue pecypcsl
CIOCOOCTBYIOT 00Jiee €CTECTBEHHOMY IOTPY>KEHUIO B SI3BIKOBYIO CPEly W 3HAYUTEIHHO MOBBIIIAIOT
UHTEPEC CTYACHTOB K N3YUYEHHUIO PYCCKOT'O SI3bIKA.

B pamkax wmccnenoBaHHsl YCTaHOBJIEHO, YTO KOMITBIOTEPHBIE TeXHOJIOTHMH B oOyueHun PKU
BBITOJTHSIOT HECKOJIBKO KITFOYEBBIX (DYHKLIWH: OHM HCIIONB3YIOTCS KaK CPEICTBO NPEACTABICHUS
y4eOHOro MaTepuaia, MHCTPYMEHT KOHTPOJS M OIICHKM 3HaHHWM, a Takxke Kak mmiardgopma s
OpTraHu3allui CaMOCTOATEIBHON paboThl oOyuarommxcs. [Ilpumenenne o6pa3oBaTeNbHBIX CEPBUCOB
Moodle n Google Classroom, a Tak)ke HHTepakTUBHBIX NTpuioxkeHuit Quizlet u Kahoot crioco6¢cTByeT
CUCTEMAaTHU3ALNU U 3aKPETUIEHUIO U3yUYEHHOIO MarepHalia, a TakyKe IMOBBIIIAET Y4eOHYH0 MOTHUBALUIO
CTYIEHTOB [4].

Kpome Ttoro, ncnonp3oBaHue OHJIANH-3aHATUN W 3JIEKTPOHHBIX 00pa30BaTENIbHBIX PECYpPCOB
MO3BOJISIET PEAIM30BLIBATH AIEMEHTHI CMEIIAHHOTO O0YYEeHHUSI, PH KOTOPOM TPaTUIIMOHHBIE (POPMBI
MIPETIOJIaBaHNsl OPTaHUYHO COUYETAIOTCS C HU(PPOBBIMH TEXHOJIOTHUSAMHU. Takoil MOmXon jaenaer
oOpa3oBareIbHBIN Mpolecc Ooee TMOKUM, aIalTUBHBIM U YIOOHBIM KakK Ui MpenoaBaTens, Tak u
JUISL CTY/ICHTOB.

Ha ocHOBe paccMOTpEHHBIX TEOpPETHUECKHX TOJOKEeHH Oblla paspaboTaHa cucTeMa
MPAaKTUYECKUX 3aJaHUi C MCIIOJNIb30BaHUEM HWH(POPMAIMOHHO-KOMMYHHUKAIIMOHHBIX TEXHOJIOTHH,
HampaBlieHHas Ha (OPMHUPOBAHKE PEUEBBIX HABBIKOB OOYYAIOIIMXCS, U3YYAIOIIUX PYCCKUH SI3bIK KaK
MHOCTpaHHbIN. J[aHHas cucTeMa OpUEHTHUPOBAaHA Ha MHTETPALMIO IU(PPOBBIX PECYPCOB B PA3IUYHBIE
BUJIBI PEUEBOM IEATEIHHOCTH M UX MCIOIb30BAHKUE B yUeOHOM IpoIiecce.

[IpakTHueckasi 4acTh HCCIEIOBaHMS OPUEHTHPOBAHA Ha Pa3pabOTKy CUCTEMBbl 3aJaHUN C
ucnonb3oBanreM WKT, HanpaBiaeHHbIX Ha (OpPMUpPOBAHME pPEUYEBHIX HABBIKOB CTY/IEHTOB,
M3YYaIOIIUX PYCCKUH A3bIK KAK MHOCTPAHHBII.

1. Paboma ¢ aymenmuunvim suoeomamepuanom (YouTube / obpaszoeamenvrvie niamegpopmul)

L]env.: pa3BUTHE HABBIKOB ayqUpPOBAaHUS U IOHUMAaHUs YCTHOU peyH.

3aganue 1. IIpocmoTtp Buaeo

OOyuaromumcst npeajaraerTcs MpocMOTp BHUAEOMAarepuasia ¢ IMOCIEIYIOIMIUM BBITOJTHEHUEM
3agaHui (2—5 MHUHYT) Ha PyCCKOM S3BIKE.

[Tocnie mpocMOTpa BBIMOIHAIOTCS 3aJaHUS:

1. OtBeTbTE HA BONPOCHI:

e O 4éM roBOpUTCS B BUAECO?

 Kakue KiroueBbl€ CJI0Ba Bbl yCJIBIILIATN?

e K10 siBIIsSIETCA YyYaCTHUKAMH CUTYyallu?

2. Bepno / HeBepHO:

e B Buzieo obcyxmaercs Tema oopa3oBaHusl.

o [1aBHBIN repoit KUBET B MOCKBeE.

e B TekcTe ynmoMHHaI0TCA COBPEMEHHbIE TEXHOJIOTHUH.

3. Kparkoe nucemennoe 3ananue: Hanummre 5—6 npensioxkeHuii 0 Cofep:kaHuu BUJIEO.

2. Unmepaxmusnoe 3aoanue (Quizlet / Kahoot)

L]env: 3akperuieHue JeKCUKH 1Mo Teme «HpOopMamoHHbIE TEXHOIOTUN

3ananue 2. [londop TepMuUHOB
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CooTHecuTe CII0Ba U ONPECTICHHS:

e KOMITBIOTEP

e UHTEPHET

e MyJIETUMEINA

e maropma

e IIPUIIOKEHHE

Onpenenenus:

1. ITporpamMma 1151 BEITIOJTHEHUS 3a/1a49 HA MOOMJIBHBIX YCTPOHCTBAX
2. I'mobGanbHas ceTh ast oOMeHa nHpopmanmen

3. DIEKTPOHHOE YCTPOUCTBO JJIsI 00pabOTKU JaHHBIX

4. CoBOKYIIHOCTb ayJJu0- U BU3YaJIbHBIX CPEJCTB

5. Cpena st oOydeHus: ¥ B3aUMOJICHCTBHUS MTOJIh30BaTEIICH
3. 3a0anue na pazeumue 208operus (Zoom / OHIAUH-YPOK)
[]env: pa3BUTHE YCTHOUN peun

3aganue 3. {uckyccust

OTBeThTE Ha BOMPOCHI:

1. MoxHo 11 yunthes 63 TeEXHONOTHit?

2. Kakue 1udpoBble TEXHOIOTHU Bl MCTIONB3yeTe B MPOIECCE O0YUEHHs M TTOBCEIHEBHOTO
oOrmieHus?

3. Kak KOMIBIOTEp OMOTaeT BaM B M3yUYEHUH PYCCKOTO S3bIKa?

Pa6ora npoBoauTCs B napax Wid MUHHU-TPyIIax.

4. Paboma c ounaiin-cro8apamu u mexcmamu

L]env: pa3BUTHE HABBIKOB YTEHUS U MIEPEBOJIA

3ananne 4. AHAJIU3 TEKCTa

[TpounTaiiTe TEKCT U BBINOIHUTE 3aJaHUS:

o Halinure He3HAKOMBIE CJIOBA

e [IepeBeiuTe UX ¢ HOMOIBIO OHJIAH-CIIOBAPSI

e CocTaBbTe 5 NpeyIoKeHUI C HOBBIMM CJIOBAMHU

5. Jlexcuxo-epammamuueckoe ynpasicnernue (Google Classroom)

L]env: 3aKkpernieHue rpaMMaTHKH

3ananme 5. 3anoHNTE NPOILYCKH

1. Mpl ... (M3yyaTh) pyCCKUH S3bIK C UCIIOIb30BAHUEM KOMIIBIOTEPA.

2. CtyneHTsl ... (paboTarh) ¢ UHTEPAKTUBHBIMU 3aJaHUSAMU.

3. IlpenonaBarens ... (MCHONb30BATH) MYJIBTUMEINNHBIE MAaTEpUAIbl HA YPOKE.

6. Ynpaosicnenus na pazeumue ayouposanusi

AynupoBaHue SBISETCS OJHUM K3 HauOOJee CIOKHBIX BHJIOB PEUEBOM JNESITEIBHOCTU IS
MHOCTPAHHBIX CTYIAEHTOB. Vcnonb30BaHME BHJIEOMATEPHAJIOB, AyJUO3AMUCEH M MHTEPAKTUBHBIX
IaTGOpPM MO3BOISIET CO3ATh YCIOBUS /ISl BOCIIPUATHUS €CTECTBEHHON PyCCKOW peyn.

3aganue 6. IlpocaymaiiTe TeKCT U ompeneJnTe, Kakue NMpodjaeMbl CTYICHTOB B HEM He
HA3BaHbl, HO MOI'YT BO3HMKHYTb IPH UCI0JIb30BAHUM TE€XHOJIOTHI.

Tema: «CoBpeMeHHbIE TEXHOJIOTHH B KHU3HH CTYCHTOBY

Tekcr:

«CerofHst TpPyAHO TPEJACTaBUTh JKU3Hb CTYJIEHTOB 0€3 COBPEMEHHBIX TEXHOJIOTHMH.
BonbmmHCTBO 00yYaromuxcst €XEeIHEBHO HCHONb3YIOT KOMIIBIOTEPHI, MOOWJIbHbIE TEIEPOHBI U
UHTEepHeT-pecypchl. LludpoBble TEXHOJIOrMM MOMOTalOT TNONydaTb HH(OPMAIMIO, BBIIOIHATH
3a/laHus ¥ O0IIAThCS C MpenojaBaTeIsiMu.»

[locne npocimymmBanus:

1. OTBeThTE HA BOMPOCHI:

— O uéM roBopuTcs B TEKCTE?

— Kakue TexHonoruu ynoMmmuHaroTcs?

— JI1st yero CTyeHThI HCHONB3YIOT LU(POBBIE pecypchl?
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2. JlonosHUTE NPEJIOKEHUS:

Kaxnaplii 1eHb CTYAEHTHI UCTIONIB3YIOT

DNEeKTPOHHBIE PECypChbl TOMOTAOT .

B nporecce nzydeHust pyccKoro si3plka CTyACHTBI YaCTO UCIIONIB3YIOT

3. Haiinure kirodeBblie cioBa Tekcra [2, ¢.166-171].

7. VYnpaosicnenus na pazeumue Hagviko8 umerust

[Tpu o6yuennu PKU BaxkHO hopmMupoBaTs ymeHue paboTarh ¢ pa3InUHbBIMUA TUIIAMH TEKCTOB!
y4eOHBIMH, TyOTUITUCTHIECCKUMH, HHPOPMAITMOHHBIMH.

3aganue 7. IlpeacraBbre, uro BbI mnpenogasarejb PKHW. Bam HyXHO 00BSICHUTH
CTYIeHTaM, 3a4eM HCNO0JIbL30BaTh HH(poBbIe TexHoJorun. Kakue apryMeHTBI U3 TeKCTA Bbl
HCNOJIb3yeTe U KaK Bbl UX MPEJACTABUTE HA 3aHATHH?

«I1udpoBbie TEXHOJIOTUN UTPAOT BAXKHYIO POJIb B COBPEMEHHOM oOpa3zoBaHuu. OHHU JenaroT
oOy4yeHue OoJiee JOCTYNMHBIM M TO3BOJSIOT UCIOIB30BATh Pa3IHUHbIe (HDOPMBI B3aUMOJCHCTBUS
MKy MPEeToiaBaTeieM U CTYICHTOM.)

Brmmonaute 3aganus:

1. OnpenenutTe OCHOBHYIO MBICITh TEKCTA.

2. HaiimuTe B TEKCTE CJIOBA, CBSI3aHHBIC C 00Pa30BaHUEM.

3. IlonbepuTe CHHOHUMBI:

JIOCTYITHBIA —

BaKHBIN —

HCIIOJIb30BaTh —

4. CocraBbTe IUIaH TEKCTA.

8. Vnpaosicnenus na passumue nucomennou peuu

HcnonpzoBanue mu@poBbIx IaTGopM ciocoOCTBYET Pa3BUTHIO MTUCHbMEHHONW KOMMYHHUKAIIUH.

3ananue 8. Hanumure He0oIbIIOE ICCE

Tema:

«MokeT JIn COBpeMeHHOE 00pa30BaHUE CYIIECTBOBATh 0€3 TEXHOIOTHIN 7

IInan:

1. Beenenue

2. OcHOBHag 4acTh

3. CoOCTBEHHOE MHEHUE

4. BriBog

O060ném: 100-120 cnos.

9. Vnpaoicnenue na popmuposanue ouanocuseckou peyu

Curtyanusi o01eHust

CryneHt A u cTyaeHT b 00cyX1atoT MpenMyIiecTBa U HeTOCTaTKH JUCTAHIIMOHHOTO 00yUYeHUSI.

Hcnomnp3yiiTe KOHCTPYKIUU:

— A nymato, 4To...

— 1o Moemy MHEHHUIO. ..

— 1 cornaceH / He cOIIaceH. ..

— MoxxHO 100aBHTh, YTO...

IIpumep:

CryneHnr A:

— S cuuraro, YTO AUCTAHIIMOHHOE 00yUYEHUE YIKOHOMUT BPEMSI.

Crynenrt b:

— S cormnacen, oqHAKO IPU TaKOM OOYUYEHHH YMEHBIIAETCS KOJMYECTBO KUBOTO OOIICHUSI.

10. Hzposvle mexnonoz2uu kaxk snemenm yu@pposozo obyyeHus

Hcnonb3oBanne UTPOBBIX 3JIEMEHTOB MO3BOJISIET TOBBICUTh MOTHBAIMIO CTYIEHTOB U CO3/1aTh
ONaronpusTHYIO TICUXOJIOTHYECKYI0 aTMochepy.

3aganue 9. «Yragai cjioBo»

[IpenogaBarenb IEMOHCTPUPYET U300PAKEHUE WU OTIMCAHUE TIOHSITHS.
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Hamnpumep:

«3ITO YCTPOMCTBO UCTIONB3YETCS IS XpaHEHHsI M 00paboTKu HH(OpMAITHH.»

CTyneHThI TOJIKHBI Ha3BaTh CIOBO:

CKOMIIBIOTEPY.

Jpyrue BapuaHThbl:

— UHTEpPHET

— IPUIOXKEHHE

— caiT

— TEXHOJIOTUs

— JIEKTPOHHAs MoYTa

11. Paboma c uzobpasicenusimu

BusyanbHblit MaTepHrall ciocoOCTBYET pa3BUTHIO peud U POPMHUPOBAHHIO CIIOBAPHOTIO 3araca.

3apanme 10. Onumnre n300pakeHune

[1nan onucanwus:

1. Yto nzobpaxkeno?

2. I'me npoucxoaut nercreue?

3. Yro nenarot mronu?

4. Kakue TeXHOJIOTHH UCTIONb3YOTCS?

[Ipumep otsera:

«Ha wu3o0paxenun mpenctaBieHa ydyeOHas ayautopus. CryaeHTbl paboTaroT 3a
KoMIibtoTepamMu. OHU BBIONHSIOT 3a/1aHNS U UCTIOJb3YIOT JIEKTPOHHBIE MATEPHUAIIBL.»

12. Paboma c onnaiin-niameopmamu

Hcnonp3oBanue oOpa3oBareibHbIX IIaT(GOPM IMO3BOJIIET OPraHU30BATH CaAMOCTOSITENIbHYIO
NEeSITENBHOCTh O0YYaIOIIUXCS.

3apanme 11. CtyneHTam mpenaraeTcsi 3aperucTpupoBaThCsl Ha 00pa3oBaTeIbHON IaThopme
Y BBITIOJIHUTD CIEAYIOIINE NEHCTBHUS:

— OTKPBITh YUEOHBIN MaTepHalr;

— BBITIOJIHUTH TECT;

— OTHPABUTH JOMAIITHEE 3a/1aHUE;

— HamMcaTh KOMMEHTapUH.

[Tocne BbIMOIHEHMS 3aaHMsI 00y4YarOIIMecs: OMUCHIBAIOT CBOU JAEHCTBUS HAa PYCCKOM SI3bIKE.

13. Konmponw snanuii nocpeocmeom UKT

Hcnonp3oBanue HUPPOBBIX TEXHOJIOTUH 3HAUNTENIBHO 00JIErdaeT NpoLecc KOHTPOIIs 3HAaHHH.

Ipumep mecmoguix 3adanuii

Bri6epuTe npaBuibHBINA BapUaHT OTBETA.

1. Yto oTHOCUTCS K HH(POPMAITMOHHO-KOMMYHHUKAIIMOHHBIM TEXHOIOTUSM?

a) TeTpajib

0) KOMIBIOTEP

B) pyuKa

2. Yro sBisieTcsl ay TEHTUYHBIM MaTepuanom?

a) TabnuIa yMHOXKCHUS

0) peasIbHBIN TUATOT HOCUTENCH S3bIKa

B) CJIOBapb TEPMUHOB

14. Kommynuxamugroe 3adamnue

IIpoexmnas paboma

Tema: «Texnonoruu OymayIero»

DTarbl BHITOTHEHUS:

1. IMoxGop napopMaruu

2. Pabora ¢ HHTEpPHET-UCTOYHHUKAMU

3. Co3nanue npe3eHTanuu

4. TlpencraBieHue nNpoekTa
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BeiBoabl. Takum o6paszom, ucnons3oanue KT B mpouecce oOyuenuss PKU mpencrasnser
co00#1 BaKHBI KOMIIOHEHT COBPEMEHHOW oOpa3oBarenbHOM mMpakTHkU. L{udpobie cpernctsa He
3aMEHSIIOT NIPENOAABATENS], OTHAKO CYIIECTBEHHO PACIIUPSIOT €70 METOJUYECKUE BO3MOXKHOCTH [1].

[TpakTHueckas cucTema 3alaHuM, MPEICTaBICHHAA B CTAThE, IEMOHCTPUPYET BO3MOYKHOCTD
nnterpauuu UKT B pasnnynble BUABI peueBOil JEATEIBHOCTH: ayIUPOBAHKUE, UTEHUE, TOBOPEHUE U
nucbMo. [IpuMeHeHne MHTEPaKTUBHBIX PECYPCOB CIIOCOOCTBYET (POPMUPOBAHUIO KOMMYHHKATUBHON
KOMIETEHIUHN, DPAa3BUTUIO CAMOCTOSTENBHOCTH OOYYalOmUXCS M TIOBBIICHUIO MOTHBAIMUA K
U3YYEHUIO S3BIKA.

[lepcriekTHBBI JalbHEHIIUX HMCCIEIOBAHUM CBsI3aHBI C Pa3paOOTKON HOBBIX METOAMYECKUX
MoJIeNIeld MCTIOIb30BaHus ITU(MPOBBIX TexHoJIoTuid B 00ydeHun PKU u m3ydeHnem ux BIUSHUSA Ha
(hopMUpOBaHUE SA3BIKOBOM JIMYHOCTH 00YYaIOIETOCs .

CIIMCOK UCITIOJIB30OBAHHbBIX HCTOYHUKOB:

[a—

3axaposa U. I'. UTHpopManimoHHbIe TEXHOIOTUH B 00pazoBanuu. — M.: Akagemus, 2015. — 256.
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171. — DOI: 10.5281/zen0do.19029537. — URL: https://irc-els.com/ru/journals/61-zhurnal-
mart-20
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comrat-culegere-de-articole-3.pdf

4. Tlonar E. C. [luctanunonHoe obyueHue: Teopus U npaktuka. — M.: Brnanoc, 2017. — 272 c.
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EQUIVALENCE AND ADAPTATION STRATEGIES IN THE CROSS-CULTURAL
TRANSLATION OF TOURISM TEXTS

APTYKXO/XKAEBA MAJIMKA BAXPOM>KOHOBHA
Crynentka unonornyeckoro daxynsreta FOkHO-KazaxcTaHCKOro yHUBEpCUTETAa HMEHH
M.Aya30Ba

Hayunsriii pykoBoautens — CAJIBIBEKOBA ®APUJIA MYPATOBHA
[IsivkenT, Kazaxcran

Abstract. The translation of media headlines is recognized as one of the most taxing fields in
translation studies due to their brevity, emotional density, and deep cultural resonance. Journalists
frequently employ idiomatic and metaphorical language to capture attention and provoke a
communicative effect. However, transferring these nuances across languages often results in issues
of equivalence, cultural misalignment, and semantic ambiguity. This article analyzes the theories of
equivalence proposed by Nida, Newmark, Catford, and Baker. It examines specific translation
strategies, including literalism, paraphrasing, substitution, and functional equivalence, concluding
that no single universal strategy exists for this complex task.

Keywords: Equivalence, translation, metaphor, idioms, media headlines, figurative language,
communicative translation, functional equivalence.

Translation has always played an important role in communication between different cultures
and societies. Through translation, people gain access to foreign literature, news, scientific
discoveries, and cultural experiences. Nevertheless, translation is not simply the replacement of words
from one language with words from another. It is a complex process that requires linguistic
knowledge, cultural awareness, and the ability to transfer meaning accurately. One of the biggest
difficulties in translation appears when translators deal with figurative language, especially idioms
and metaphors. These expressions are widely used in media headlines because they attract attention,
create emotional impact, and make the news more memorable. Journalists intentionally use figurative
language to make headlines dramatic, persuasive, and interesting for readers. However, the figurative
nature of such expressions often creates difficulties for translators. Media headlines differ from
ordinary texts because they are short, condensed, and highly expressive. In many cases, headlines
omit grammatical elements, use unusual lexical choices, and rely heavily on cultural references. As a
result, translators may struggle to preserve both the meaning and stylistic effect of the original
headline.

The concept of equivalence occupies a central position in translation theory and has been
discussed by many scholars. Catford defines translation as the replacement of textual material in one
language by equivalent textual material in another language. According to this view, the translator’s
task is to find linguistic elements in the target language that correspond to those of the source
language. Nida distinguishes between two major types of equivalence: formal equivalence and
dynamic equivalence. Formal equivalence focuses on preserving the form and content of the original
text as closely as possible. Dynamic equivalence, on the other hand, aims to create the same effect on
target readers as the source text has on source readers. Newmark also discusses semantic and
communicative translation. Semantic translation attempts to preserve the original meaning and
stylistic features of the source text, whereas communicative translation prioritizes readability and
naturalness in the target language. In media translation, especially in headlines, dynamic and
communicative equivalence are often more effective than strict formal equivalence.

Challenges in Idiomatic and Metaphorical Translation

Idioms are fixed expressions whose meanings cannot always be understood from the meanings
of their individual words. Idiomatic expressions are highly culture-specific and often reflect
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historical, social, and cultural experiences. Journalists often use idioms in headlines because such
expressions make the text more attractive, emotional, and memorable for readers. Expressions such
as “Government Under Fire,” “A Political Storm is Brewing,” or “Markets Take a Hit” create
emotional impact and attract readers’ attention immediately. These expressions are usually
understandable for native speakers, but they may create serious difficulties for translators. One major
issue is the absence of direct equivalents in the target language. Some idioms are deeply connected
to the culture in which they originated and cannot be translated literally without losing their meaning.
Literal translation may produce unnatural or even meaningless expressions. For example, the English
expression “to throw in the towel” means to surrender. Translating this word-for-word into another
language may confuse readers who are unfamiliar with the cultural background of boxing. In such
cases, translators often prefer paraphrasing or replacing the expression with a culturally familiar
equivalent.

Metaphorical language creates similar translation difficulties. A metaphor describes one thing
in terms of another in order to produce a symbolic or emotional meaning. Media discourse relies
heavily on metaphors because they simplify complex issues and make news vivid and persuasive.
Political, economic, and sports headlines especially contain metaphorical language. Headlines such
as “The Economy is Bleeding,” “Oil Prices Skyrocket,” or “The Team Crushed Its Opponents” create
strong mental images that shape readers’ understanding of events. According to Lakoff and Johnson,
metaphors are not only literary devices but also part of everyday communication and thinking.
Nevertheless, translating metaphors is not always easy because metaphorical images may differ from
one culture to another. Some metaphors are universal and can be translated literally without difficulty,
while others are culture-specific and require adaptation. Translators must therefore decide whether to
preserve the original image or focus mainly on the communicative effect. In many cases, achieving
both stylistic and semantic equivalence at the same time is impossible.

One of the main translation problems in media discourse is the difference between the literal
meaning of words and their figurative interpretation. Headlines are often intentionally ambiguous or
symbolic, and a literal translation may fail to communicate the intended message. Another important
problem is cultural difference. Certain idioms and metaphors depend heavily on cultural knowledge.
In addition, media headlines are usually very short, aiming to communicate maximum information
with minimum words. This creates another challenge for translators because target languages may
require longer expressions to explain the same idea. Emotional and stylistic effect is also difficult to
preserve. If the translator focuses only on meaning, the translated headline may lose its stylistic power
and attractiveness. Wordplay and puns also present extreme difficulties because they depend on the
specific features of the source language.

Translators use different strategies to solve equivalence problems in media headlines. Literal
translation is effective when the metaphor or idiom has a similar equivalent in the target language.
However, translators frequently rely on paraphrasing, which involves expressing the meaning of the
headline in a clearer and more natural way without preserving the original metaphorical image.
Substitution is another useful strategy, where the translator replaces the original idiom or metaphor
with a different expression that produces a similar effect in the target language. Functional
equivalence is also widely used, focusing on reproducing the same communicative function and
emotional effect instead of preserving exact words. In some cases, omission may be necessary if
metaphorical elements are too culture-specific or difficult to understand, though excessive omission
can weaken the expressive power.

In conclusion, translating idiomatic and metaphorical expressions in media headlines remains
a difficult task because of linguistic and cultural differences between languages. Headlines are
characterized by brevity, creativity, and cultural specificity, which makes achieving equivalence
particularly difficult. The study demonstrates that idioms and metaphors often create semantic and
cultural problems because many figurative expressions do not have direct equivalents in the target
language. Translators must analyze each headline carefully and choose the strategy—such as literal
translation, paraphrasing, substitution, or functional equivalence—that best preserves meaning,
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communicative effect, and readability. Therefore, successful translation of media headlines requires
not only linguistic competence but also creativity, cultural sensitivity, and professional judgment.
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KA3AK ITPO3ACBIH OKBITYJIAYbI UTHHOBAIUAJIBIK OAICTEP
HNCJIAM HAJAEXIA UCJITAMKBbBI3bI
Frumbivn xetexini: CEHITY TAHOBA A.K. ¢.F.K., Ka3aK, opbic (DHIOIOTUSACH HKOHE

JKYpHATMCTUKA KadepachIHBIH KaybIMIACTBIPBUIFAH MPOECCOPHI
AMaHX0JI0B YHUBEpCUTETI, OckemeH K., Kazakctan

Annomauua: Maxkanaoa Kazipai 3aManavl HCo0apbl MeKmenme Ka3ax npo3acbli OKbl)0dzbl
UHHOBAYUANLIK 20iCmepOiy mMeopusivblK-20icmemeniK He2izoepi Kapacmulpbiiadvl. 3epmmeyoe
OKbIMY YPOICiH 02cmypai penpoOyKmuemi MooeivboeH cmyoeHmke 6ag0apian2aH, UHMepaKmuemix
JHCoHe 3epmmeyuiNiK CUNammaewl KHeytiece KOWIpy maceneci manoanaovl. Mnmepakmuemik aoicmep
(nikipmanac, pondiK OUbIH, Kelc-Cmaou, MONMbIK MAn0Ay), HCOOANbIK JHCIHe 3epmMeEYULiiK
macinoep, MYIbMUMEOUSIbIK JHCoHe YUPDPILIK KYpanoap, COHOAU-AK UHMeZSPpAmusmiK JiCoHe
MAOEHUemapanvlK YCmaHblMOapobly OUOAKMUKALBIK dlleyemi AUKbIHOANAObL.

Kinm ce3dep: Kazax npo3acvl, UHHOBAYUSANBIK OKbINY, UHMEPAKMUBMIK 20iCmep, CblHU OUNAY,
AHCOOANbIK 20iC, 3epMMEYWINIK OKbIMY, MYIbMUMEOUIbIK MeXHOI02UANap, Yuppivlk Kypaioap,
MIOEHUEMapPaiblK OKbLMY.

Kasipri 3amMaHFbl )KOFapbl MEKTENTE Ka3aK MPO3achlH OKBITY YPIICi TE€K MOTIH/I OKBII, OHBIH
Ma3MyHBIH TYCIHYMEH IIEKTEJIMEH, CTyACHTTEPJIH CBIHHM OiJiay, 3epTTEYNIIIK JKOHE
HIBIFAPMAIIBUIBIK KaO1JIETTEPiH JaMBITyFa OarbITTaIFaH HHHOBAIMSIIBIK 9/1iCTEPi KOJIJaHy bl Tajarl
ereni. byn ypaic ctyneHTTepaiH OeiceHIl KaThICyblH KaMTaMachl3 €TETIH OKBITY TOCUIAEPIH, OKY
MaTepHaIbIMEH HHTEPAKTUBTI OpPEKET jKacaylbl, MOTIHHIH KYPBUIBIMJIBIK, CEMAaHTHKAJBIK >KOHE
KOHTEKCTIK epEeKUIeNIKTepIH KaH-KaKThl TajAaydbl KaMTuIbl. VHHOBALMANBIK 9MIiCTEDP OKBITY
YPZIICiHIE CTYISHTTEpIiH TEK akKmaparThl KaObUIAayblHA €MeC, OHBl CaJbICTBIPBIN, TaJlJam, ©3
KOPBITBIHBIIAPBIH jKacayblHa MYMKiHiK Oepesi. COHbIMEH KaTap, OVJ1 9icTep 9J1eONeT IIEH MOJICHH
KOHTEKCT apachlHAarbl OaiJIaHBICTBl TYCIHYre€ BIKHAl €Tell, OWTKEeHI CTYACHTTep MOTIHJETI
QJIEYMETTIK, TAPUXHU KOHE MOJICHH JIEMEHTTEP/I1 3ePTTEIL, OJap bl Ka3ipri OLTiMIIK HEeMece MOICHH -
KOTHUTHBTIK KOHTEKCTKE COMKecTeHipe anaabl. MyHIail TOCUT OKBITY YPIICIHAE CTYACHTTIH TCK
O11iM anymisl emec, OeJIceH 11 3epTTeYIIll, ChIHU OMIANTHIH XKOHE HIBIFAPMAIIbIIBIK KaOiJIeTl JaMbIFaH
TYJIFa PEeTiHE KAJbIITaCybIHA JKOJI allla Ibl.

Kazak mpo3achlH OKBITY YPHiCiHIE€ MHTEPAKTUBTIK dJIICTEP CTYIASHTTEPAIH cabakka OerceH i
KAaTBICYbIH KaMTaMmachl3 €TETIH HeTi3ri KypaiamapiaelH Oipi Oombim TaObuiaabl. byn omictep
CTYIEHTTEepIIH TEeK akKmaparTbl KaObUIIayMeH IIEeKTeIMeH, OKy MaTepHhajibiMEeH e3apa OpeKeT
’KacayblH, OHBI TaJlJall, CAJBICTHIPYBIH KOHE KOPBITBIHIBI KacayblH Ke3naeiai. OKpITy ypaiciHae
WHTEPAaKTUBTIK QJlicTepre MiKipTamac, peJaik OWbIHAAp, KeWc-CTaau, TONTHIK Taijay,
OpeMHCTOPMUHT CUSKTBI TOCUIAEP Kipeai.

[TikipTanac xoHe pesIiK OMbIHAApP CTYACHTTEPIIH 91601 KeHinKkepaep i HeMece IMIbIFapMaHbIH
CIOXKETIH TepeH TYCiHylHe MYMKIHIIK Oepeai. MpbIcanbl, CTYJEHTTEp MpPO3aJbIK IIbIFapMajarbl
KeHinkepiepIiy pesjaepin 0eicim, olapablH MIHE3-KYJIKbI, HIEIIM KaObulgay epeKIeTiKTepl xKoHe
QJIEYMETTIK JKarnaiiapblH 3epTreial. byn oxmic cTyneHTTepre KeMinmkepiepAiH 1MKi TYHHECIH,
MOTHBAIIMSICHIH JKOHE OpPEKEeTTepiHIH cedemn-cangapiblK OaillaHbIChIH JKaH-KAaKThl KapacThIpyFa
MYMKIHJIK Oepeni.

Pennix o#biHIap MEH TMiKipTamzacTap apKbUIBI CTYACHTTEp MIBIFAPMAaHBI IMACCHUBTIK
KaObu1aynaH OesceH il 3epTTey AeHreiline kerepeni. Onap o3 oiylapblH AdJenIel OTHIPHII, OpTYpIl
WHTEPIPETANMSIIAPAbl  CANBICTBIPAbI, TANKBUIAWIBI JKOHE KOPBITBIHIBI Kacainbl. byn mporiecc
CTYIEHTTEp/IH aHAJIUTUKAJIBIK, CbIHM OIay >KOHE UIbIFapMalIbLIBIK KaOUIETTepiH KEeTUIAipenl,
COHJIali-aK MOTIHTe JIeTeH JKaH-KaKThl KO3KapaCThl KAJIBIITACTHIPAIbI.
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CoHbIMEeH KaTap, MiKipTajJac TIEH peAiK OHBIHAAp CTYASHTTEPAiH KOMMYHUKATHUBTIK
JarabplIapblH, TONTHIK ©3apa JpeKeTTecy KaOUIeTTepiH »MKOHE oJeYMETTIK pesjepAl TYCIHYiH
nambITagel. CTyneHTTep KeHinkepriepaiH MIeHIMIepiH 63 ToXKipHOeciMeH cajbICThIpa OTHIPHIIM,
MOPAJIBJIBIK, 9JICYMETTIK dKOHE MOJCHU MACeJIeNIepre ChIHU TYPFhIJIaH Oara Oepei.

Ocpinaiinia, mikipTauac koHe PeliK OUbIHAAp ofeOueT cabaKTapblHAa KalalblK KOHTEKCTTI,
KEHIKepIIEP/IiH SJICYyMETTIK KOHE TICUXOJOTHSIIBIK €PEKIISTIKTEPIH TAIIAYABIH THIMII 91C1 OOJIBII
TaOBLIAIBI, OJT CTYICHTTEP/IIH MOTIHTE IETeH JKaH-)KAKThl KO3KAPACHIH KAIIBINTACTHIPHII, CHIHU KOHE
aAHAJTMTUKAJIBIK OWJIay KaOlIETTEpiH NaMbITyFa KaFIai KacanIbl.

Keiic-cTagy »*oHe TONTHIK Talfay oJicTepi CTYACHTTEPAiH OKYy MaTepHaJIbIH MPAKTUKAJIBIK
TYPFBIIAH 3€pTTEyiHe Karnmaid skacaiipl. CTyIeHTTep HAKThl MOTIHAIK HEMece OJICYMETTIK
KarJalmapapl Tangail OTBHIPHIN, ©3 KOPBITBIHIABLIIAPBIH JONENI TYpAe KOPFaIbl, MaTepual
apachIHJIaFBl ceOeMn-canapiblK OalIaHBICTApbl AHBIKTAW/IBI JKOHE JIOTHMKAJBIK OWjay KaOlleTiH
KETUaipeni. byl OKbITY YpAICiHAE CTYIACHTTEPAIH KOMMYHHKATHBTIK JaFIbUIAPBI, TOMTA KYMBIC
)acay KaOijeTi )KoHe MPe3eHTAIMSUTBIK TaFAblIaphl JaMHUIbI.

Ocpuraiiina, THTEPaKTUBTIK 9/1icTep Ka3ak MPO3achlH OKBITY YPIICiH OesiceH i, JMHAMHUKAIIBIK
XoHe Kemememal eteai. Onap CTyIeHTTEpAIH TeK OUTIM alTyIbl peJIiHAE KaaMayblHa, 63 OWIapbiH
epKiH JKeTKI3yTe, TaJKblIayFa KaThICYFa KOHE IIBIFApMAIIbUIBIK TYPFBIIAH KYMBIC jKacayFa BIKITaj
erefi. VHTEpaKTUBTIK TOCUIAEPAIH THIMIUIT CTYJISHTTEPAIH CHIHH, AQHAIUTUKAIBIK KOHE
KOMMYHHUKATHBTIK KaOlJeTTepiH KeMIeH A1 TYp/A€ JaMBITYbIHA KOPIHE/I].

Kazak mpo3acelH OKBITY YpHAICIHAE XKOOAJbIK XOHE 3EPTTEYIIUIIK OMiC CTYIASHTTEPIiH
3epTTEYLIUTIK  JKOHE IIBIFAPMAIIbUIBIK ~ KaOUIeTTEepiH JaMbITyFa OarbITTalFaH  MaHBI3IBI
WHHOBAIMSUTBIK TOCi OOJIBIT TaObUIaabl. bysr ofic OKBITY YpIiCiHAE CTYISHTTEPHAiH TEK JailbIH
aKmapaTThl KaObUITAybIHA €MEeC, OHBI 3€PTTEIl, CaJBICTBIPHIN, KOPBITHIHABI jKacayFa MYMKIHIIK
Oepexni.

XKobanbIK omic OOMBIHIIA CTYIEHTTEP OPTYPJIi IIBFApMAIIBUIBIK jK00amap, Mpe3eHTalusIap
HEMece FBUIBIMU 3€pPTTEY KYMBICTAPhIH OpbIHAANbI. OKBITY YpAICiHIE MEAaror TeK OarbITTayIIbI
pOJIH aTKapa OTBIPHIN, CTYyIEHTTEPIH 63 3epTTey OarbIThIH aHBIKTayblHA, MAaTEPHAIABI TaJJayFa
KOHE KOPBITBHIHABI kacayFa kemekreceni. CTyaeHTTep MOTIHAEPi CalbICThIpPMANbl TYpAe Tajjaar,
OJIAPJIBIH TAKBIPHINTHIK, KOMITO3UIUSUIBIK JKOHE Ma3MYH/BIK MMapauieibIepiH aHbIKTal anaasl. by
TOCIT ONapIblH AaHANUTHKAIBIK OWIAyblH, OKYWeIl KOPBITBIHABI JKacay KaOUIeTiH KoHe
HIBIFAPMAaLIbUIBIK TYPFBIIAH 3€PTTEY JKYPri3y AaFAbLIaPbIH KETUIIIPEI.

3epTTeyliTiK 9IIC OKBITY YpHAICIHAE CTYISHTTEpIiH OeJCeHAl TaHBIMIBIK OpPEKETiH
BIHTANAHABIpaasl. Onap 3 3epTTey OarbITTapblH TaHIAN, HAKTHI MPOOJEeMaHbl MICHIyre HeMmece
HIBIFAPMaHbIH Oenriii Oip acmekTiCiH Tanjayra OaFbITTalfaH OpEeKeTTepl *Ky3ere achlpanabl. by
TOCUI CTYIEHTTEPI1H JIOTUKAJIBIK OiJIay KaO1IeTiH, ChIHU OWJIay JIaFAblIapblH, COHIal-aK aKmapaTThl
KYHel Typie KyphlIbIMAay KaOiJeTiH JaMbITyFa BIKIAN eTell.

KobanplK >koHE 3epTTEYIIUIIK 9JIC Ka3aK IMPO3achlH OKBITY YPHAICIHAE CTYIEHTTEPAIH
3epTTEYIIUNK, AHAIUTUKANBIK JKOHE  IIbIFAapMalIbUIBIK  KaOUIeTTepiH  KemeHAl  TypAe
KQJIBINITACTRIPYFa MYMKIHJIK O€peTiH THIMII IUIAKTHKAIBIK Kypan OoJbim TaObuiaabl. by omic
OKBITY YPAICiH OeJICeH/Ii, KOIeIIeM/Al JKoHe NPAKTUKAIBIK TYPFbIIaH Ma3MYH/IbI €TeIl.

Kazak mpo3acblH OKbITY YpAICIHIIE MYJbTUMEAMSUIBIK XKoHE IUPPIBIK KypajaaapAbl KOJIJaHy
3aMaHayu Oi1iM Oepy TeXHOJIOTHsIapPbIHBIH MaHbI3/Ibl ACTIEKTIC1 O0JIBIN TaObLIa bl By Tocis OKbITY
YpAICIH KOpHEKi, WHTEPAKTHBTIK >XKOHE KbI3BIKTHI €TIN YHBIMIACTBIpYFa MYMKIHIIK Oepei.
DNEeKTPOHIBl OKYJIBIKTAp, ayIUOBU3YaIIbl MaTepuaijap, BHUPTyalabl IaaTdopmanap, OHIANWH
TaIKbUIAY KYpalaapbl CUSIKTHI TEXHOJOTHSIIAP CTYJAESHTTEPAIH MOTIHMEH ©3/1IT1HEH KYMBIC JKacaybIH
KEHUIETE Il )KOHE OJapbIH TAaHBIMIBIK OCICEHIUTITIH apTThIPaIbL.

OKpBITY YpaiciHe BUPTyalsl KapTanap MeH 3D-Monenbaep apKbUIbl IPO3aIbIK IIbIFapMaHbIH
QJIEYyMETTIK HEMECe TAPUXU OPTACHIH KOPCETY CTYACHTTEPAIH KEHICTIKTIK )KOHE KOHTEKCTIK oniay
KaOUIeTiH JaMbITaIbl. Ayauoska3danap MeH OciiHeMaTepuaiiap apKblIbl KEHITKEePIepIiH IMOIHSICHI
MEH iC-9pPEKETiH Ce31HY, OJapIbIH MiHE3-KYJIKBIH )KOHE 9PEKEeT MOTHBALIMSCHIH TYCIHY/I KEHIJIETE 1.
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Byt Tacin cTyneHTTepIiH MOTIHMEH KOIeJIIeM Il dKYMBIC jKacayblHa, IIbIFAPMAaHbIH KYPBUIBIM/BIK,
Ma3MYHJIBIK JKOHE JIEYMETTIK aCleKTUIepiH KEIIeH/ T TalIayblHa BIKIA €Te/Il.

CoHbBIMEH KaTap, MyJIbTUMEIUSIIBIK KYpajiap OKbITY YPAICIHIE CTYACHTTEPAIH 3epTTEYLITIK
JKOHE CBIHM Oilay KaOUIeTTepiH NaMBITYIbIH THIMAI 91ici 6osbin Tabputanbl. Onap mMaTepuabl
©3JIirHEeH 3epTTeM, TaJjall, CAIbICTBIPBIN, KOPBITHIHABI XKacay apKbUIbl €3 OUTIMIH XKyHeni Typae
KaJBITacThIpaZbl. Bupryannel mnatgopmanap MeH OHJIAWH TajKbulaylap CTYACHTTEPAIH
KOMMYHHUKATHBTIK >KOHE MPE3eHTALMSUIBIK JaFIbIapbIH KETIIAIpyre MYMKIHIIK Oepeni, oWTKeHi
oJIap ©3 OMJIAPBIH JIOJIENII TYP/IE KETKI3II, OpINTECTEPIMEH MIKip aMacabl.

Kopsita aiiTkanaa, MyJIbTUMEIUSUIBIK XKoHE HU(DPIBIK Kypanaapasl KOJIaHy Ka3zak Mpo3achklH
OKBITY YPIICIH/IE OKYIIBLIAPABIH OUTIMIH KOPHEKi, HHTEPAKTHUBTIK JKOHE KOIeJIIeMIl MEHIepyre
BIKIIAN €Te/i. byJT Tocinm OKBITY YPAICIH 3aMaHayH TajlanTapra cal THiMIi, KbI3BIKTHI )KOHE OeICeH/Il
eTe/ll, CTYACHTTEP/IH CBhIHHM, AHAIWTHKAJIBIK >KOHE 3EpTTEYIIUIK KaOUIeTTepiH KemeHAl Typhe
JTaMBITyFa MYMKIHZIK Oeperi.

Kazak mpo3achiH OKBITY YP/IICiHIE CBIHH OMJIayFa OaFbITTAIFAH 9JIICTEP CTYACHTTEPIiH MOTIH/II
TeK KaObUIayFa eMec, OHBI TEPEH TaJlIayFa, CATIBICTBIPYFa )KOHE 03 MIKIPiH JANIeN I TYPAE )KETKi3yTe
yipereni. OKpITYy YpaiciHme Oy omicTep CTYACHTTEPIl Op MNPO3aJbIK IIBIFApMaHbl OipHeIe
MHTEpIpEeTaus TYPFBICBIHAH KapacThIpyFa BIHTAJAHIBIPAJIbL, MOTIHIIK JIONENIep apKbUIbI
KOPBITBIHBLIAP KacayFa >KOHE JIOTMKAJBIK apryMEHTAIUSHbI 1aMbITyFa OarbITTalIFaH.

CeiHM oitayFa OaFbITTAlIFAH TOCUT OKBITY YPIICIHAE CTYACHTTEPHAIH aHAIUTUKAJIBIK
KabureTTepin keTiaaipeni, cededi omap MOTIHAETI HETi3ri uaesgap MEH KOCAJKbl MaFbIHAJIAPIbI
aHbIKTaN, e3apa OaimansicTapabl 3eprTeiai. COHBIMEH Karap, CTYACHTTep opOip MIbIFapMaHBIH
KOHTEKCTI MEH KeWiNKepjep MiHe3-KWIKbIH CaJbICTHIPBIN, CalbICTHIpMalbl Talfay >Xyprizyre
yiipeneni. byn omapapiH ceben-canmapiblk OaiiaHBICTapABl TYCIHY, OH KOPBITBIHIBLIAY KOHE
aKImapaTThl Xyielni TypAe eHaey KaOlleTTepiH HbIFalTaIbl.

OKpITy YpAICiHIE CBIHM OWjay oHiCTepi CTYACHTTEPAIH KOMMYHHUKATHBTIK JKOHE
MPEe3EHTAIMUIBIK JaFAbLIapbIH TaMBITyFa Ja bIKHanl eteni. CTyAeHTTep 63 KOPBITHIHABLIAPBIH TOII
QJIBIHAA HEMECE CHIHBINTAFbl TAJKbUIAyda JSJEIAl TYpAe YChIHA OTBIPHIN, ©3 OMJIApbIH KyHeni
KETKI3Y1 KOHE 9PTYPIi MIKIpIEPMEH JKYMBIC Kacay bl YUpEHE .

CoeiHE oWnayra OaFbpITTaJIFaH OMICTEp Ka3aK NPO3achlH OKBITY YPIICIHIE CTyIEHTTEpIiH
AQHAIUTUKAIBIK, 3€PTTEYLITIK OHE CHIHM OWjay KaOineTTepiH KemeHAl Typle OaMbITyFa
OarpITTaIFaH THIMA1 TUIAKTUKAIBIK Kypasl 00ibll TaObuia el bysl Tocin OKbITY YpAiciH OeiceH/l,
MHTEPAKTHBTIK JKOHE KOMeeM Il eTelll, CTYACHTTEPiH MIbFapMaIIbUIbIK JKOHE MHTEIIEKTYaJ/IbIK
JaMybIHA BIKIAJ €TEe/Il.

Ka3zak mnpo3achlH OKBITY YpIICIHAE MHTETPATUBTIK MKOHE MOJCHHETApalbIK SJIICTEpAiH
KOJJAHBUTYBl CTYACHTTEPIIH OKYy TOKIpUOECIH KeHEeWTIin, oaeOuerri Oacka MOHAEPMEH
OailimaHbICThIpa Tajjayra MyMKiHAIK Oepexi. bynm omictep OKBITY ypHiCiHAE MPO3aNbIK
HIbIFapMasap/pl TeK 9/1€0M KOHTEKCTIIEH IIEKTeMeH, oapAbl TApuXxu, GUIOCOPUSIIBIK, dJI€YMETTIK
’KOHE MOJICHU aCIIEKTLIep TYPFhICBIHAH KapacThIpyFa OarbITTaJIFaH.

WHTErpaTuBTIK TOCUT CTYICHTTEPAIH KOmeJeMAl oiay KaOUIeTiH JaMbITaibl. MbIcabl,
MPO3aJIbIK IIBIFApMaHbl TAPUXH KE3EHHIH QJIEYMETTIK JKaraibIMeH, GHI0COMUSIIBIK UACIapbIMEH
HEMeCe MOJCHHU epeKIICTIKTepiMEeH OalIaHbICThl TalAay CTYIASHTTEPre MOTIHI TEPEH >KOHE JKaH-
KAKTBI TYCIHyre MyMKiHAIK Oeperi. OKbITY YpaAiCiHIe CTYACHTTEep 9pOip LIbIFApMaHbIH KOFaMJBIK,
MOJICHH YKOHE WHTEJUICKTYaJJIBIK KOHTEKCTIH €CKEPIM, MOTIH/1 CAJIBICTBIPMAIIBI TYPJIC 3EPTTEH/IL.

CoHbIMEH KaTtap, MOJICHHETAPAJIBIK 9/1iCTEp CTYACHTTEPAIH KOMMYHHUKALMIIBIK JaFIblIapblH
nambITyFa bIKMan erefl. CTyaeHTTep opTypili MOJIEHM KOHTEKCTTEpHl KapacTblpa OTBIPHIIL,
oneOueTTiH kahaHIBIK XKOHE YJITTHIK ACMEKTUIEPIH CaNBICTBIPBIN, ©3 OMIApPBIH ISJENIl TYpIe
KETKI3yAl yHpeHemi. byn Tocin omapasliH CBHIHM Oilay, Tanmay >KoHE HWHTEpIpeTalus jkacay
KaOlIeTTepiH XKeTUipeai, CoHai-aK ofaeOueTKe JereH TepeH TYCIHIK NMEeH MOJICHU CayaTThUIBIKTHI
KaJIBINTACThIPAIbI.

KopsbiTa aiiTkanna, MHTETPATUBTIK KOHE MOJCHHETAPAJIBIK oJiCTEp Ka3aK MPO3aChIH OKBITY
YpAiCiHAE CTYACHTTEPIH KONOJIIEM I, CBIHU XOHE 3epPTTCYIIIIK Oilay KaOlIeTTepiH AaMbITyFa
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OaFpITTaIFaH TUIMI TUIAKTUKAIBIK Kypad Oousbin Tabbuiafbl. byn omictep OKBITY ypuhiciH Oai,
KOPHEKI )KOHE MHTEPAKTHUBTIK €Ty apKBUIBI CTYACHTTEPAiH IIBIFapMAIIBUTBIK )KOHE HHTEIUIEKTYaJTBIK
JaMybIHA BIKIIAJ eTell.

Ka3zak mpo3achIH OKBITYAaFbl MHHOBALMSUIBIK 9ICTEP CTYJCHTTEP/IiH IIBIFapMAaIIbUIBIK, ChIHH
KOHE 3epTTEyLIUNK KaOUIeTTepiH JaMbITyFa OarbITTasniFad. VHTEpakTHBTIK QICTEp, >KOOAJBIK
KYMBICTAp, MYJIbTUMEAMSIIBIK Kypayjiap >KOHE WHTEIPATUBTIK TOCUIAEP OKYy YpAicCiH OesceHi,
KOpHEKI koHe KemeumeMi ereni. OChl 9MiCTepAiH YisleciMi CTYACHTTIH TeK OJliM allylisl eMec,
OeJICeH Il 3epTTEYIlli, CHIHU OWIANTBIH JKOHE IIBIFAPMAIIBUIBIK KaOlJeTi JaMbIFaH TYJIFa PETIHJIE
KAJIBINITACYbIHA BIKIIAJ €TEIi.
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FOLKLORE POETIC TRADITIONS AND THE MODIFICATION
OF TRADITIONAL GENRES IN THE POETRY OF NABI KHAZRI

FIDAN VALIYEVA
PHD student, Department of Azerbaijani Literature, Baku Slavic University, Baku, Azerbaijan

Abstract. Folklore traditions and oral folk creativity have remained one of the principal sources
of poetic thinking in Azerbaijani literature from the classical period to modern times. Folk literature
has preserved national memory, moral values, and aesthetic thought, thereby exerting a significant
influence on the development of written literature. One of the prominent representatives of twentieth-
century Azerbaijani poetry, Nabi Khazri, reflected folklore motifs, folk wisdom, traditional poetic
forms, and oral literary semantics deeply within his creative work. In his poetry, the poet synthesized
traditional genre elements such as bayati, folk song intonations, admonitory expressions, elegiac
motifs, and mythological-ethical confrontations with modern artistic thinking, transforming folklore
poetics into a means of expressing contemporary social and moral problems. This article examines
the functions of folklore poetic traditions in Nabi Khazris poetry, the poetic transformation of
traditional genre models, and the reconstruction of folklore-aesthetic thinking within modern lyric
poetry. The study analyses the semantic structures, poetic imagery, ethical-philosophical content, and
genre characteristics of the poems “Flower,” “Beyond the Horizons,” “The Meaning of the Word,”
and “Good and Evil.” The findings demonstrate that Nabi Khazri presents folklore not merely as an
aesthetic element, but as a poetic system expressing national identity, moral responsibility, and
collective memory.

Keywords: folklore, Nabi Khazri, folk literature, poetic tradition, genre modification, bayati,
admonition, Azerbaijani poetry.

®OJIBKJIOPHBIE ITIOTUYECKHUE TPAIUIIUHN U MOINDPUKALIUA
TPAINLIUMOHHBIX ’KAHPOB B 1102311 HABU XA3PU

®UJIAH BEJIMEBA
JoxTopaHT kadenpsr azepbaiiykaHCcKoi uTeparypsl, bakuackuii ClTaBSHCKUN YHUBEPCHUTET,
baxy, Azep0Oaiimkan

Annomavusn. DonvkiopHvle Mpaouyuu U yCmHoe HaApooOHoe MEOPYecmeo HA NPOMIHCEHUU
gcell ucmopuu azepoaOHCAHCKOU TUMepamypsbl — Om KAACCUYECKO20 Nepuooa 00 COBPEeMEeHHOCMU
— 0CMasaIUCh OOHUM U3 OCHOBHBIX UCMOYHUKO8 NOIMUUECK020 Mblulienus. Hapoonas numepamypa
COXPAHANA HAYUOHANLHYIO NAMAMb, HPABCMBEHHblE YEHHOCU U ICMEemuyeckoe MUuposospeHue,
OKA3bIBASl MeM CaMblM 3HAYUMENbHOe GNUAHUE HA pa3eumue nucbmenHo rumepamypuol. OOun u3
svldarouuxcs npedcmagumerneu asepoaiioxicanckol nodsuu XX eexa, Haou Xaspu, amnyborxo ompasun
8 CB0EM meopuecmae onbKIOPHbLE MOMUBYL, HAPOOHYIO MYOPOCHb, MPAOUYUOHHBLE NOIMUYECKUEe
Gopmbl U cemanmuxy YCmMHOU Cl08eCHOCMU. B e20 nossuu makue mpaouyuoHHble HCAHPOBble
NleMeHmbl, KaK 6asamol, UHMOHAYUU HAPOOHBIX NeCeH, HA3UOAMeENbHbLE 8bICKA3bIBANHUS, dNecUudecKue
Momuevl, Mughonoeuyeckue u 3MuyecKue nPOmuUBONOCMAagIeHUs, CUHME3UPYIOMCI ¢ COBPEMEHHbIM
XY00HCECMBEHHBIM MblULTEHUEM, NPespauas @ONbKIOPHYIO HOIMUKY 6 CPeOCmEO BblpANCEeHUS
AKMYanbHbIX COYUANBHBIX U HPABCMBEHHbIX npobiem. B cmamve paccmampusaromces gynkyuu
@onvbKIOPHBIX nodMuUYecKUx mpaouyuii 8 meopyecmee Habu Xaspu, nosmuueckas mpancgopmayus
MPAOUYUOHHBIX HCAHPOBLIX MOOeNel U PEeKOHCMPYKYUSA QONbKIOPHO-ICMEMULECKO20 MbIULEHUS 8
COBPEMEHHOU TUPUYECKOU Nod3ul. B ucciedo8anuu anaiusupyiomes ceMmanmudeckue CmpyKkmypbl,
nosmuueckue  o0pasvl, IMUKO-QULOCOGPCKOE — cooepicanHue U  IHCAHPOBble  OCODEHHOCmU
cmuxomeopenuti «Llgemoxy, «3a copuzonmamuy, « Cmvicn cnosay» u «obpo u 3no». Pezynomamuol
uccneooganusi nokasviearom, umo Habu Xazpu npeocmagniem QonrbKiop He MONbKO Kak
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ICMemudecKutl d1eMenm, HO U KAK NOIMUYECKVIO CUCEMY, BblpadCAiowyio HAYUOHATbHYIO
UOEHMUYHOCMb, HPABCIEEHHYIO OMBEMCMBEHHOCb U KOJIEKIMUBHYIO NAMSIMNb.

Knroueswie cnosa: gonvinop, Habu Xaspu, napoonas numepamypa, nosmuyeckas mpaouyus,
ACAHPOBAS MOOUDUKAUUA, Oasmbl, HA3uOaHue, a3epOAuONCAHCKASL NOI3UA.

Introduction

Folklore and oral folk creativity have historically served as one of the primary aesthetic
foundations of written poetic tradition in Azerbaijani literature. The historical memory, moral world,
social experience, and aesthetic consciousness of the people have been transmitted from generation
to generation through folklore, significantly influencing both classical and modern poetry.

Tradition and folklore are closely interconnected concepts. Tradition represents a social and
cultural mechanism preserving the historical memory and moral values of a society. Folklore, in turn,
functions as the poetic and artistic expression of these traditions [1]. The principal characteristic of
folklore lies in its collective nature, its preservation of popular consciousness, and its poetic
expression of social and moral experience [5].

In Azerbaijani folklore, poetic thinking has largely been shaped through forms such as bayati,
goshma, gerayli, epic narratives, elegies, proverbs, and mythological motifs [9]. Throughout different
historical periods, poets have referred to these traditions and reinterpreted them within various artistic
and aesthetic systems. Consequently, the transformation of folklore within modern poetry has
acquired particular significance.

Twentieth-century Azerbaijani poetry demonstrates a remarkable synthesis between folklore
poetics and modern intellectual thought [8]. Poets of this period approached folk creativity not merely
as a nostalgic or decorative element, but as a source of national self-consciousness and moral identity.
One of the most prominent representatives of this poetic direction was Nabi Khazri.

Nabi Khazri’s poetry is distinguished by its deep connection with the rhythm, intonation,
semantic layers, and imagery system of folk poetry. The poet reconstructs folklore elements within
modern lyricism, transforming them into expressive means for contemporary social, ethical, and
philosophical issues. In his poetry, folk wisdom merges with personal emotion, folklore symbols
acquire new semantic meanings, and traditional genre models undergo modification within modern
poetic structures.

The purpose of this article is to investigate folklore poetic traditions and the poetic
transformation of traditional genre models in Nabi Khazri’s poetry, as well as to analyse how folklore
poetics is reconstructed within modern lyric poetry. Within the framework of the study, the semantic
structures, ethical-philosophical meanings, poetic forms, and genre characteristics of the poet’s works
are systematically examined.

The Poetic Essence of Folklore and Tradition

Folklore and tradition are among the principal foundations of national culture and play an
important role in the formation of poetic consciousness. Tradition ensures the continuity of
historically formed behavioural, intellectual, and aesthetic models within society. Folklore functions
as the poetic and artistic expression of these traditions.

Tradition (from the Latin traditio — transmission) refers to the complex of behaviours, beliefs,
customs, and modes of thought transmitted from generation to generation within a particular
community or group possessing historical and symbolic significance [3]. Its essential function
consists of preserving cultural identity, regulating social norms, and transmitting moral heritage
across generations. Tradition is not static; it is dynamic and capable of change while preserving its
essential core.

Folklore (English folklore — folk knowledge) represents the oral poetic and artistic creativity of
peoples and possesses an ancient historical foundation. Its essence lies in preserving heroic ideals,
collective thought, and moral heritage while transmitting them to future generations [10]. Folklore
reflects both the material and spiritual experience of an ethnic community existing within oral
tradition. Azerbaijani folklore is recognized as oral folk literature and possesses a rich heritage.

0 “MexayHapoJHBIA HAyYHO-UCCIefoBaTenbcKui 1eHTp “Endless Light in Science”



Impact Factor: SJIF 2023 - 5.95 ®UJ0JIOTUYECKUE HAYKU

171
2024 -5.99 PHYLOLOGICAL SCIENCES

Every poet’s appeal to folklore can be explained on poetic, aesthetic, and philosophical levels.
First of all, folklore functions as a spiritual point of reference within poetic creativity. The poet
connects to the language, rhythm, and imagery system of the people through this source. The rhythm
and intonation of folk poetry constitute one of the most natural origins of poetic expression. At the
same time, the poet uses folklore genre models as ready-made structural frameworks. For example,
the bayati form represents an ideal model of concise but profound lyricism, while epic structures
embody heroic struggle and resistance motifs [2].

Folklore simultaneously broadens the expressive possibilities of poetry. Folk expressions,
aphorisms, archaic metaphors, and stereotypes enrich poetic language. Finally, the poet’s appeal to
folklore strengthens national identity, thereby increasing the emotional and artistic power of poetry.
As Eliot stated: “The poet speaks as an individual, but in the depth of his voice the voices of thousands
of years are heard” [4, p. 38.].

The modification of traditional genres refers to the preservation of the recognizable structural
features of folklore and classical poetic genres, such as bayati, goshma intonations, proverb-
admonition forms, elegiac motifs, and mythological-ethical confrontations while adapting them to
new meanings, new functional roles, and modern artistic contexts. In this process, the structural
framework and poetic codes of the genre are preserved, yet their semantics expand; archaic symbols
and motifs become means of expressing contemporary social and moral problems. Consequently,
modification does not represent the mechanical repetition of traditional forms, but rather the
reconstruction and actualization of traditional models within a modern poetic system.

Throughout Azerbaijani oral folk literature, traditions and oral creativity have consistently
functioned as points of reference for poets and writers. From classical figures such as Nizami Ganjavi,
Muhammad Fuzuli, and Imadaddin Nasimi to modern poets, each demonstrated deep attachment to
oral folk literature and traditions within their creative works.

One of the distinguished representatives of twentieth-century Azerbaijani poetry, Nabi Khazri,
deeply reflected folklore traditions in his creative activity. In his poetry, he appealed to the rich
sources of folk literature, particularly bayatis, proverbs, epics, and folk songs renewing national spirit
and cultural heritage within modern artistic forms. In Nabi Khazri’s poetry, folklore elements function
not only as descriptive devices but also as carriers of ideological and philosophical meaning, creating
a powerful embodiment of national colour. As G. Veysalova notes, when Nabi Khazri’s poetry is
examined through the prism of folklore, it becomes impossible not to recognize his profound
connection to the spirit of the people [11].

Folklore Semantics in the Poem “Flower”

It is appropriate to analyse Nabi Khazri’s relationship with folklore and tradition through his
poetic works. His poem “Flower,” written in 1944, provides a significant example:

“Bu giin gozlorima daydi bir ¢i¢ak,
Yarpagi bazakli, rongi sahar tok.
Onu man uzaqdan goriirkan, diizii,
Qopdu dodagimdan «gézaldiry sozii.
sesksk skesksk skeksk

Mban ona yanasib baxdigim zaman
Oziim 6z séziima oldum pesiman
Demo, saxta giilmiis o zarif ¢icok
Yarpagi bazakli, rangi sahartaok.

skskosk skoksk skeksk

Canland: garsimda nurani tizlii
Oziz, marhum babam dodag sozlii
Elb bil soyladi yenidan bu an:
"Zahira baglanma baxib uzagdan”. 6, p. 36]
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Translation:

“Today a flower caught my eye,

Its leaves adorned, its colour like the morning sky.
As I gazed at it from afar, I confess,

The word ‘beautiful’ escaped my lips.

sksksk

But when I came closer and looked again,

1 regretted my own words then.

That delicate flower had bloomed in deceit,

Its leaves adorned, its colour morning-sweet.

sk

Before me appeared, with radiant face,

My dear late grandfather, full of wisdom and grace.
It was as though he spoke once more that day:

‘Do not cling to appearances seen from far away.’”

Although “Flower” represents an example of modern lyric poetry, its content and ideological
foundation are closely connected with folklore thinking. At first glance, the poem appears to describe
a simple observation: a flower that seems beautiful from a distance but proves artificial upon closer
inspection. Yet this simple observation transforms into an artistic expression of folk wisdom such as
“Do not be deceived by outward beauty; true beauty lies within” and “External appearance is
deceptive.”

The flower image carries special significance because of its foundation within folklore
semantics. In folk literature, flowers usually symbolize purity, love, renewal, and the joy of life. Nabi
Khazri, however, reverses this traditional symbol by presenting a flower that appears beautiful yet
lacks authenticity. Thus, the folklore symbol becomes an antithesis, and the artificiality of a visually
attractive flower transforms into a symbol of falsehood within human life.

The sudden recollection of the grandfather represents one of the most explicit traces of folklore
and traditional genre structures within the poem. In Azerbaijani folklore and collective memory, the
grandfather figure symbolizes wisdom, life experience, and moral guidance. The grandfather’s
admonition - “Do not become attached to appearances from afar” - restores collective folk wisdom
within lyric poetry itself.

The structure and language of the poem further reinforce its closeness to traditional poetic
thought. The brevity of the lines, the clarity of rhythm, and the melodic simplicity of expression recall
the intonation of folk goshmas and geraylis. Consequently, the poem preserves the folklore function
of universally understandable wisdom.

Social Folklore Motifs in “Beyond the Horizons”
Let us examine the poem “Beyond the Horizons,” written in 1999:

Hardasa acligla ¢carpisan insan,

Isti xorak goriir 6z yuxusunda.

Sanki Ay ¢orakdir, Yersa dastarxan iifiiqlor arxasinda.
sesksk skesksk skeksk

Yoxsulun illari asta oliimdiir,

Gizlonib goz ila qas arasinda

Harinliq basara boyiik ziiliimdiir iifiiqlor arxasinda.
seskosk skesksk skeksk

Nematdir qagqina bir par¢a ¢orak,

Dostuyla béliistir, o yarisin da
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Bundan ibrat alsin insanlar gorak iifiiglor arxasinda. [7, p. 50]
Translation:

“Somewhere, a man struggling with hunger
Sees warm food within his dreams.

As though the Moon were bread, and the Earth a tablecloth
Beyond the horizons.

kskosk

The years of the poor are a slow death,

Hidden between the eye and the brow.

Greed is a great oppression upon humanity
Beyond the horizons.

sk

A single piece of bread is a blessing to a refugee,
He shares even half of it with his friend.

Let people take a lesson from this

Beyond the horizons.”

One of the principal semantic structures within the poem is the symbol of bread. In Azerbaijani
folklore, bread represents not merely food, but also life, prosperity, peace, divine blessing, and the
sacred reward of honest labour. Nabi Khazri revives this archaic semantic layer within modern social
lyricism, transforming bread into a central image symbolizing poverty, humanity, and social injustice.

The opposition between the poor and the wealthy also constitutes a strong folklore element
within the poem. In Azerbaijani bayatis, elegies, goshmas, epics, and folktales, this conflict appears
on both social and ethical levels. In folklore, greed symbolizes moral blindness, ingratitude, and
distance from labour. Nabi Khazri continues this tradition by portraying greed as a form of oppression
against humanity.

The refugee image similarly reflects folklore consciousness, where the displaced individual
symbolizes both sorrow and resistance. In Azerbaijani elegies and refugee songs, a piece of bread is
often regarded as divine mercy, while sharing bread with another person represents solidarity and
moral integrity.

The expression “beyond the horizons™ also reflects a spatial-metaphorical code characteristic
of folklore thinking. In folklore, the horizon symbolizes the hidden side of life, divine decree, or an
invisible reality. Khazri transforms this image into a metaphysical centre representing both social
suffering and universal injustice.

The Sacred Word in “The Meaning of the Word”

Nabi Khazri’s poem “The Meaning of the Word” (15-16 January, 2000) represents the
restoration and reconstruction of the admonitory, ethical, and sacred understanding of the word within
modern poetry [Xozri, N. Secilmis osorlori : 2 cilddo. II cild / N. Xozri. — Baki : “Lider” Nosriyyati,
2004. — 264 s.]. In Azerbaijani folklore, the word is perceived not merely as speech, but as a living
force carrying moral responsibility.

This concept is clearly expressed at the beginning of the poem:

“Urak atasindan s6z su i¢ondir,
Odu da, suyu da yaxib kegcondir.” |7, p. 7]

Translation:

“From the fire of the heart the word drinks water,
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Yet it burns through both fire and water.”

This stanza is based upon the folklore understanding of the “word coming from the heart.” In
folk wisdom, the value of the word is measured through sincerity. The poet emphasizes the word’s
ability both to burn and to purify, thereby bringing it closer to the mystical layer of archaic worldview.

In folklore poetry, the word often symbolizes authority, judgment, and sacredness:

“So6z asl sultandir, s6z padsahdrr.
Soz ulu mabaddir, s6z qiblagahdir.” [7, p. 7]

Translation:

“The word is a true sultan, a sovereign king.
The word is a sacred temple, a holy sanctuary.”
Here, the presentation of the word as “sultan,” “king,” “temple,” and “sanctuary” elevates it
from the material world to a spiritual centre. This approach reflects the folklore and religious idea of
“bowing before the word.”

Later in the poem, the warning and ethical functions characteristic of folklore become more
explicit:

‘}S‘o"z ki ham asgardir, hom da sarkarda.
Oliirsa, mardana, oliir sangarda.” |7, p. 7]

Translation:

“The word is both a soldier and a commander.
If it dies, it dies bravely upon the battlefield.”

In this stanza, the word appears as a warrior and commander, a metaphor characteristic of epic
poetry. Within folklore consciousness, a person who dies defending truth is considered courageous.
Nabi Khazri merges this archaic heroic concept with modern ethical meaning.

The poem concludes with the following lines:

‘.‘.Urakdan galmayan iiraksiz olur.
Uraksiz soz da ki, garaksiz olur.” [7, p. 8]

Translation:

“What does not come from the heart becomes heartless.
And a heartless word becomes meaningless.”

These lines poetically express the widespread folk wisdom that a heartless word is a dead word.
The poet presents the “heart” not physiologically, but as a moral category and the principal measure
of human behaviour.

Ethical Dualism in “Good and Evil”

Nabi Khazri’s poem “Good and Evil” (21 December, 1996) represents a modern poetic
interpretation of one of the oldest and most stable models of Azerbaijani folklore: ethical dualism,
namely the confrontation between good and evil [7, p. 126].

At the beginning of the poem, the world is portrayed as a space of chaos and danger:
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“Diinya burulganlar diinyast olub,
Izlayir har yerda dahsati dohsat.” [7, p. 126]

Translation:

“The world has become a world of whirlwinds,
Everywhere, horror follows horror.”

The image of whirlpools reflects folklore and mythological conceptions of the world as

unstable, dangerous, and filled with trials. In folktales and epics, heroes are frequently cast into worlds
where order has collapsed.

The poem proposes the idea that good and evil originate simultaneously:

“Balka Xeyirlo Sor birga dogulub
Birisi isiqgdw; birisi ziilmat?” [7, p. 126]

Translation:

“Perhaps Good and Evil were born together—
One is light, and the other darkness?”

The opposition between light and darkness constitutes one of the principal symbolic dualities

within Azerbaijani folklore and broader Eastern mythological systems, representing good and evil,
life and death, truth and falsehood.

Later, the poet associates ethical collapse with the spiritual erosion of the age:

“Niya ¢alxalanmr yerlo asiman,
Balka asrin itan etigadidir? ” [7, s. 126]

Translation:

“Why do the earth and sky tremble in turmoil?
Perhaps it is the lost faith of the age?”

The confrontation between earth and sky reflects mythological thinking characteristic of

folklore. In folk consciousness, the harmony between earth and heaven ensures cosmic order; their
disturbance symbolizes moral and social crisis.

The origins of good and evil are then explained through folklore-religious semantics:

“Xeyir — ilahadan galon armagan,
Sor isa seytanmin kor évladidir!” [7,s. 126]

Translation:

“Goodness is a gift bestowed by the Divine,
While Evil is the blind offspring of the devil!”

Here, good is presented as a divine gift, while evil emerges from demonic blindness. This clear
ethical division corresponds directly to the didactic structures of folklore.
The poem culminates in a moral affirmation:
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“Boyiikdiir Xeyirin sabri ozii tok.” (“The patience of Goodness is as great as Goodness itself.”)

In Azerbaijani folklore and folk wisdom, patience represents one of the highest qualities of
goodness. Heroes who remain patient eventually achieve victory, while haste is often associated with
evil.

The poem ends with a distinctly optimistic folklore tone:

“Xeyir — tez yol agar xeyirxahliga!” (“Goodness swiftly opens the way to benevolence!”)

This line reflects the folklore belief that goodness generates further goodness and spreads
socially through human behaviour.

Conclusion

The conducted analysis demonstrates that folklore in Nabi Khazri’s poetry functions not merely
as an aesthetic or nostalgic element, but as a poetic thinking system and spiritual point of reference.
By incorporating the rhythm, intonation, lexical layers, and imagery system of folk poetry into
modern lyric structures, the poet preserves the vitality of national poetic colour while reinterpreting
it within contemporary ideological contexts.

Based on these findings, it may be concluded that in Nabi Khazri’s poetry traditional genre
models — including proverbial-admonitory forms, mythological-ethical confrontations, elegiac
motifs, and social bayati intonations — preserve their structural forms while undergoing semantic and
functional transformation within modern poetic contexts. The poet does not mechanically repeat
folklore traditions as fixed formulas; instead, he enriches them with contemporary ideological
meaning and thereby realizes the modification of folklore genres through expanded semantics,
renewed functions, and transformed symbolic meanings.

As a result, folklore in Nabi Khazri’s poetry functions both as a carrier of national identity and
as a poetic mechanism expressing the moral problems of modern humanity.
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