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“KAZAKHSTANI TEXT” IN CONTEMPORARY CULTURAL MEDIA

Abstract. The article examines the phenomenon of the “Kazakhstani text” in contemporary cultural products
within the context of transmedial representation. The “Kazakhstani text” is understood as a constellation of
artistic, visual, auditory, and digital practices through which concepts such as historical memory, cultural
identity, and the sociocultural experience of Kazakhstan are articulated. The study analyzes the divergence
between the internal national text and the external image of Kazakhstan constructed in foreign cultural products
and mass media. Particular attention is paid to transmedial formats: literature, cinema, visual art, digital media,
video games, and esports, as spaces of dialogue between internal self-representation and external perspectives.
The article demonstrates that transmediality functions as a key mechanism for overcoming representational
asymmetry, enabling Kazakhstan to operate not as an object of exoticized depiction but as an active subject
of the global cultural narrative. In conclusion, it is noted that the “Kazakhstani text” possesses a multilayered
and dynamic structure. It is characterized by openness and the capacity for transformation across various
media formats. The “Kazakhstani text” is oriented toward preserving historical memory and representing a
polyphonic cultural identity. Within the context of the global media environment, this ensures the affirmation
of Kazakhstan’s cultural subjectivity.
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3AMAHAYHY MOJEHU OHIMJIEPIETT «KASAKCTAHJBIK MOTIH»

Anoamna. Makanana 3aMaHayy MOJICHH OHIMJIEpJIET] «Ka3aKCTaHIbIK MOTiH» (PEHOMEHI TpaHCMEHAIIBIK
pernpe3eHTanusl KOHTEKCiHAe KapacThIpbuiagsl. «Ka3zakCTaHIBIK MOTIH» TapuXH Kajd, MOJCHH Oipereimik
xoHe Ka3akcTaHHBIH CONMOMAIEHH TKIPUOECl CHAKTHI YFBIMIAp/Ibl MaHbIMAANTEIH KOPKEM/IIK, BU3YaI/IbIK,
ayInaNIbIK JKOHE IU(PIBIK MpaKTHKAIapIbIH KUBHTBIFBl PeTiHAe TYCIHAipiieni. ImKi YITTBIK MOTIH MeH
IIeTEIIK MOJCHH OHIMIep MeH OyKapasiblKk Meauajga KaiublnracaThlH KasakCTaHHBIH CBHIPTKBI OeifHeci
apachIHIAFbl AJIAKTHIK TalJaHaabl. OneOuer, KuHO, OeifHeney oHepi, IHMQPIBIK Mexua, OeliHeoWBIHIAp
MEH KHOepCIopT CHSAKTHl TPaHCMEAWANBIK (opMaTTapra iIIKi ©3iH-e31 pernpe3eHTalHsuIay MEH CBHIPTKBI
Ke3Kapac apachlH/Iarbl JUAJIOT KEHICTIT] peTiHae epeKIle Hazap ayrapbuiaael. Makanaga TpaHCMeJHANIbUIBIK
pernpe3eHTalrsUIBIK aCHMMETPHUSIHBI €HCepy/IiH Herisri TeTiri peTinae kepinic TabarsHEL, oHBIH Ka3akcranra
9K30TH3AIMSUIAHFaH CHITAaTTay OOBEKTICI peTiHae eMec, skahaHabIK MOJEHH HappaTUBTIH OelceH i cyObeKTici
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peTiHIe KpI3MeT eTyiHe MYMKIiHIiK OeperiHi kepcerinemi. KOpBITBIHABICHIHIA «Ka3aKCTAHIBIK MOTiHHIHY
KOIKaOaTThl opi AMHAMHUKAJIBIK KYPBUIBIMFA M€ eKeHJIri aran erineni. On alIBIKTBIFBIMEH JKOHE OpTYpIli
MequanblK popmarrapaa Tpanchopmanusiiany KadineriMeH cumartanaipl. «Ka3akcTaHABIK MOTIH» Tapuxu
JKAJThl CaKTayFa JKoHe MONU(OHUSITBIK MOJIEHN OipereinikTi penpeseHTanusiayra 6arpiTTanrad. JKahaupik
MeHaKeHICTIK JkaFaaiibiaa 0y KazakcTaHHBIH MOJICHU CYObEKTUTITH HBIFAUTYAbI KAMTAMACHI3 €TE/I.

Anezvic: 3eprrey Kasakcran Pecniy6mnkach! FpuibiM jkoHe yoFapbl 611iM MUHUCTpIIIriHIH FpUTbIM KOMHTETI
TapanbsiHaH Kapxkbutanabipbuiansl (Ne AP23489915 sxoba «Kasipri omemzix mopenuerteri Kaszakcran
OeitHeCiHIH TpaHCMEIHABIK )KOHE KOPKEM/IIK PEPE3CHTALIUSICHD).

Kinm ce30ep: Ka3aKCTaHIBIK MOTIH, TPAHCMEANANBIIBIK, MOJCHH XKa/Ibl, IU(PIBIK MOJICHUET, BU3YaIJIbIK
OHep.
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«KA3BAXCTAHCKHM TEKCT» B KYJIBTYPHBIX ITPOJIYKTAX
COBPEMEHHOCTH

Annomayusn. B crarbe paccMarpuBaercsi EHOMEH «Ka3aXCTaHCKOTO TEKCTa» B KYJIBTYPHBIX HPOIYKTaX
COBPEMEHHOCTH B KOHTEKCTE TPAaHCMEIHAIBHON perpeseHTanun. «Ka3axCTaHCKHMH TEKCT» IPEACTaBIISCT
c000ii COBOKYITHOCTD XY/I0’KECTBCHHBIX, BH3yaJIbHBIX, ayAHaIbHBIX M HU(PPOBBIX MPAKTUK, B KOTOPBIX HACTCS
OCMBICJICHHE TaKMX MOHATHH, KaK MCTOPUYECKAs NMaMATh, KyJIbTYpHash HICHTUYHOCTb M COLIMOKYJIBTYPHBIH
omnbIT Kazaxcrana. AHaIM3UpyeTCs: PACXOXKACHUEC MEKIY BHYTPCHHUM HAlMOHAIBHBIM TEKCTOM M BHEIIHUM
obpaszom Kazaxcrana, GpopMupyeMbIM B 3apyOSKHBIX KYJIBTYPHBIX HPOIYKTaX M MaccoBbIX Meaua. Ocoboe
BHHUMaHHE YCIISCTCS TPaHCMEnaIbHbIM (hopMaTaM — JIMTeparype, KHHO, BU3yalIbHOMY HCKYCCTBY, LIH(POBBIM
Me/na, BUICOUTpaM M KHOepCHopTy — Kak MPOCTPAHCTBAM AUAJIOra MEK/ly BHYTPEHHEH caMOpenpe3eHTaluei
U BHEIIHMM B3IISIIOM. B crarbe MOKa3aHO, YTO TPAaHCMEAHAIBHOCTh BBICTYIACT KIIIOYEBBIM MEXaHH3MOM
MIPEOJIOJICHHST PEIIPE3CHTAIMOHHOM acuMMeTprH, no3Boisis Kazaxcrany (pyHKIMOHHPOBATh HE KaK OOBEKTY
9K30TH3MPOBAHHOIO OIUCAHMS, a KaK aKTHBHOIO Cy0ObeKTa NI0OalbHOrO KyJIbTYPHOTO HapparuBa. B
3aKIJII0YCHNE OTMEUACTCS, YTO Ka3aXCTAHCKUI TEKCT» 00J1a1aeT MHOTOCIOHHOM U IHHAMHYHON CTPYKTYpPOH.
OH XapakTepu3yercs OTKPBITOCTBIO M CIIOCOOHOCTBIO K TpaHC(HOpPMALMK B PasIMYHBIX MEIHAIbHBIX
(bopmarax. «Ka3axcTaHCKHIl TEKCT» OPUEHTHPOBAH Ha COXPAHCHHUE HCTOPHYCCKON MaMATH U PEHPE3CHTALUIO
MOMM(OHUYHOR KyJIBTYPHOH HMICHTHYHOCTH. B ycloBHSX IIOOAMbHOI MeaHacpenbl 3T0 00ecreYnBacT
YTBEpIKIICHHE KyJIBTYpHOH cyObekTHOCTH KazaxcTaHa.

FBnazooapnocmu: Viccnenosanue dunancupyercsi Komurerom Haykn MUHHCTEPCTBA HAyKH W BBICIIETO
oOpazoBanusi PecnyOmukn Kazaxcran (mpoekt NeAP23489915 «TpancmenmanbHas W XyIOXKECTBCHHAS
penpeseHranus oopasa KazaxcraHa B COBpEMEHHON MHPOBOM KyJIBTYPE»).

Knroueevle cnosa: ka3axCTaHCKUN TEKCT, TPAHCMEUAIIBHOCTD, KyJIBTYpHAs NaMsTh, LH(poBas KyJIbTypa,
BHU3YyaJIbHOE HCKYCCTBO.

1. Introduction

In the context of globalization and the intensive development of media culture, the
problem of representing national identity acquires particular relevance. Contemporary
cultural media, including literature, cinema, visual art, and digital media, become spaces
for the active construction and reinterpretation of a country’s image both within the
national context and beyond it. In this regard, Kazakhstan represents a revealing example
of a culture situated at the intersection of multiple civilizational, historical, and symbolic
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vectors, which makes the analysis of its cultural representation especially significant for
contemporary humanities scholarship.

In recent decades, the concept of the “Kazakhstani text” has been increasingly employed
in academic discourse. It denotes a constellation of artistic, symbolic, and narrative practices
through which the historical experience, cultural memory, and identity of Kazakhstan are
articulated. By its nature, this text constitutes a supratextual structure. It takes shape across
diverse media formats. It is unified by shared semantic dominants, including motifs of
the steppe and nomadic civilization, the experience of the Soviet and post-Soviet periods,
multilingualism, cultural hybridity, and postcolonial reflection (Abisheva et al., 2025).

At the same time, an image of Kazakhstan circulates within the global cultural space
through foreign cultural products. This image is typically constructed from the outside
and follows the logic of imagological formation. It is oriented toward recognizability,
symbolic simplicity, and conformity with the expectations of an external audience. As a
result, a fundamental divergence emerges between the internal Kazakhstani text and the
external image of the country. It gives rise to a tense field of interpretations, stereotypes,
and counter-narratives (Moldagali et.al., 2025).

The aim of the present study is to examine the “Kazakhstani text” in contemporary
cultural products in comparison with representations of Kazakhstan in foreign cultural
contexts. Identifying the mechanisms of their formation, differences in approaches to
historical memory, and the potential of transmedial forms makes it possible to overcome
representational asymmetry. Particular attention is devoted to postcolonial and imagological
perspectives of analysis, which allow Kazakhstan to be understood not as a passive object
of description, but as an active subject of cultural expression.

The concept of “text” in the humanities has long transcended its purely literary
usage. Within the semiotic tradition, a text is understood as a universal form of cultural
communication capable of incorporating verbal, visual, auditory, and digital elements
(Lotman, 2010a).

In this sense, the “Kazakhstani text” may be regarded as a constellation of sign systems
through which culture comprehends itself and transmits its own experience across time and space.

2. Materials and methods

2.1 Research methods

The methodological strategy of this study is grounded in an interdisciplinary humanities-
based approach, which is determined by the very nature of the research object, namely
the “Kazakhstani text” as a complex, multilayered, and transmedial cultural structure. The
phenomenon under consideration cannot be fully described within a single disciplinary
framework. It emerges at the intersection of literary, visual, auditory, and digital practices.
It incorporates historical memory, social experience, and mechanisms of cultural
representation.

The research is based on an integrated methodological framework that includes: semiotic
analysis grounded in the understanding of culture as a system of signs; an imagological
approach to the study of external representations of Kazakhstan; a postcolonial perspective
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focused on symbolic asymmetry and power structures; and transmedial analysis aimed at
examining the circulation of meanings across media platforms.

The theoretical foundation of the study is based on a semiotic understanding of culture
as a system of signs and a mechanism for the realization of collective memory. Within this
framework, the “Kazakhstani text” is viewed not as a collection of individual works but
as a supratextual structure in which stable symbols, chronotopes, and narrative models are
consolidated. This approach makes it possible to analyze cultural products, ranging from
literary works to digital formats, as interconnected elements of a unified semantic field that
reflects processes of cultural self-description.

A significant role in the methodology is assigned to the imagological approach, which
is applied to the analysis of the image of Kazakhstan in foreign cultural products. Within
this perspective, the image of the country is understood as the result of an external gaze
and cultural construction governed by the logic of symbolic typification and stereotyping.
This makes it possible to identify differences between internal national self-representation
and external images of Kazakhstan, as well as to trace mechanisms of cultural complexity
reduction in both mass and authorial foreign representations.

Postcolonial theory is employed as a tool for the critical examination of representational
asymmetry and symbolic power in the global cultural space. Concepts such as Orientalism,
cultural hybridity, and the “third space” allow the Kazakhstani text to be interpreted as a
form of cultural resistance to externally imposed images and as a space for the production
of alternative narratives. It is important to emphasize that the postcolonial approach is
not aimed at opposing the “self” and the “other” but is used to analyze the conditions of
dialogue between the internal text and the external gaze.

Special attention is devoted to the analysis of cultural and historical memory as the
semantic core of the Kazakhstani text. Memory is treated not as a static archive but as
a dynamic process manifested in artistic images, visual codes, embodied practices, and
digital narrative forms. This approach makes it possible to examine how contemporary
culture reflects on dramatic historical experiences, the Soviet and post-Soviet periods, as
well as the continuity between nomadic civilization and urban culture.

The method of transmedial analysis occupies a central position in the study, as
transmediality is regarded as a key mechanism through which the Kazakhstani text functions
within the contemporary media environment. Cultural products are analyzed not in isolation
but as elements of a distributed narrative that unfolds simultaneously across literature,
cinema, visual art, digital platforms, video games, and esports. This approach enables the
identification of mechanisms of meaning transfer between different media formats and
allows for tracing how internal cultural perspectives are preserved or transformed within
the global media space.

2.2. Research materials

The study also employs qualitative analysis of specific cultural cases, which makes it
possible to correlate theoretical propositions with contemporary cultural practice. Artistic
films, visual art projects, digital media formats, and game-based representations are
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analyzed in which the Kazakhstani text manifests itself as a form of self-representation and
cultural dialogue. The selection of cases is determined by their significance for shaping the
contemporary image of Kazakhstan and by their integration into the international cultural
context.

Thus, the research methodology constitutes a coherent analytical model that combines
semiotic, imagological, postcolonial, and transmedial approaches. This makes it possible to
consider the “Kazakhstani text” not only as an object of description but also as a dynamic
process of cultural self-reflection unfolding within the conditions of global media culture.

3. Discussion

Drawing on the ideas of Yu.M. Lotman, who conceptualized culture as a mechanism of
memory, it may be argued that the Kazakhstani text performs the function of preserving and
processing collective experience. It records events, traumas, myths, and symbols that are
central to national consciousness and transforms them into stable cultural codes. Notably,
this text is not static. It is continuously renewed and enters into dialogue with new historical
conditions and media formats (Lotman, 2010a).

The Kazakhstani text is formed not only in literature but also in cinema, visual art,
theater, music, podcasts, and digital archives. This multichannel character makes it possible
to speak of its transmedial nature, in which the same meaning may be articulated through
different artistic means. It is precisely this transmediality that renders the Kazakhstani text
a visible participant in global cultural exchange.

For the analysis of external representations of Kazakhstan, the imagological approach is
of fundamental importance. Imagology conceptualizes the image of a country or a people as
a cultural construct shaped through the interaction of stereotypes, ideological frameworks,
and artistic conventions. Unlike historical or sociological knowledge, an imagological
image does not claim objectivity but possesses a high degree of symbolic effectiveness.

According to Pierre Nora, collective memory is anchored in symbolic “sites of memory”.
Within the Kazakhstani text, such sites include the steppe, the city, industrial spaces, and
sacred landscapes. In foreign representations, however, these sites often lose their mnemonic
dimension and are transformed into neutral or exoticized settings (Nora, 2000).

Postcolonial theory plays a particularly significant role in the analysis of the
Kazakhstani text, as it allows for the examination of differences between internal and
external descriptions of culture in the context of historical inequality and symbolic power.
Central to this perspective is Edward Said’s concept of Orientalism, within which the East
is understood as an image constructed by the West and functioning as an instrument of
cultural domination.

The ideas of Homi Bhabha concerning cultural hybridity and the “third space” make it
possible to interpret the Kazakhstani text as a form of resistance to such asymmetry. Within
hybrid cultural practices that combine local and global elements, the potential emerges
to reconsider imposed images and to generate alternative narratives. It is precisely in this
context that transmedial formats become an important instrument for the decolonization of
cultural expression (Bhabha, 2013).
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Theoretical analysis demonstrates that the Kazakhstani text and the image of Kazakhstan
in foreign cultural products represent distinct models of cultural representation based on
different types of perspective, memory, and subjectivity. The Kazakhstani text is formed
as a space of self-reflection and dialogue between temporal layers, whereas the foreign
image is more often governed by the logic of imagological simplification and postcolonial
asymmetry.

Contemporary Kazakhstani literature constitutes one of the key spaces for the formation
of the Kazakhstani text as a complex model of cultural self-representation. Unlike the
Soviet period, when literary expression was frequently subordinated to ideological canons,
post-Soviet and recent literature is oriented toward reflection on historical experience, the
reworking of past traumas, and the search for new forms of identity. It is in literature that
engagement with cultural and historical memory is articulated most consistently, shaping
the internal logic of the Kazakhstani text.

A characteristic feature of contemporary Kazakhstani literature is its polyphonic nature.
The Kazakhstani text is produced in multiple languages, including Kazakh, Russian,
and increasingly English, which reflects the actual sociocultural situation and reinforces
the effect of hybridity. Multilingualism functions here not as a technical device but as a
semiotic marker of identity, attesting to the plurality of cultural codes and historical layers.

Literary works actively develop motifs of the steppe, the city, ancestral memory, the
Soviet past, and post-Soviet transformation. The steppe appears not as an exotic landscape
but as a cultural chronotope in which the memory of nomadic civilization, a philosophy of
space, and a specific perception of time are concentrated. The city, by contrast, symbolizes
rupture, modernization, and the collision between tradition and global processes. This
opposition does not assume a binary character but forms a tense semantic field within
which the contemporary Kazakhstani text emerges.

A key role is played by the theme of historical memory, encompassing collective
displacements, repression, and the loss of language and cultural practices. Unlike external
representations, where these aspects are often neutralized, internal literature seeks to
articulate and symbolically interpret them. Memory here functions not as an archive but as
a living process that shapes both the present and the future. In this way, the Kazakhstani
text in literature is formed as a space of ethical responsibility toward the past (Assman,
2014).

4. Results

Cinema occupies a special place in the formation of the Kazakhstani text due to its
visual expressiveness and its capacity to work with space and the corporeality of memory.
Contemporary Kazakhstani cinema demonstrates a stable tendency to reject exoticization.
It is oriented toward an internal optic. It presents Kazakhstan as a complex, contradictory,
and living reality.

A significant stage in this process was the international recognition of films in which the
Kazakhstani text was articulated without adaptation to external expectations. Particularly
indicative in this respect is the film “Tulpan” directed by Sergei Dvortsevoy, in which
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the steppe appears as a space of everyday existence, labor, and waiting. The film’s
visual language is devoid of decorative qualities and is oriented toward anthropological
authenticity and a meditative rhythm. This approach allows the viewer to enter a different
temporal mode that is characteristic of the Kazakhstani cultural space.

Illustrative examples of cinematic representations of the Kazakhstani text that are
oriented toward an internal optic and engagement with cultural memory include the films
“Kelin” and “Tulpan”. Despite differences in artistic strategies, both works demonstrate a
principled rejection of exoticization and construct an image of Kazakhstan as a space of
“long duration”, embodied memory, and cultural continuity.

The film “Kelin”, directed by E. Tursunov, constructs the Kazakhstani text at the level of
an archaic chronotope, in which the absence of verbal speech becomes a key artistic device.
The refusal of language in its conventional communicative function shifts the narrative
into the domain of gesture, gaze, corporeal action, and ritual. Therefore, culture appears
not as an object requiring explanation but as a self-sufficient system of meanings that is not
oriented toward an external viewer. The steppe in the film does not perform a decorative
function. It functions instead as a space of cultural memory in which social and gender
roles, violence and subordination, love and loss are inscribed within a stable ritual order.
This approach differs radically from foreign representations of Kazakhstan, where space is
often deprived of historical depth and used as a universal “Eastern” backdrop.

In “Tulpan”, by contrast, the Kazakhstani text is formed through anthropologically
grounded everyday life. Here the steppe becomes a space of labor, waiting, and the slow
experience of time. The camera records not the exceptional but the ordinary, thereby
dismantling the exoticizing gaze and offering the viewer an alternative mode of perception,
that of engaged observation. Historical memory in “Tulpan” is present implicitly through the
rhythm of life, social practices, and the relationship between humans and space. Kazakhstan
appears here neither as a symbol nor as a metaphor but as a lived world endowed with its
own logic and stability.

Both films, having been successfully received at international festivals, demonstrate
an important feature of the transmedial representation of the Kazakhstani text. An internal
optic does not hinder global reception but, on the contrary, renders it more meaningful.
Unlike external images of Kazakhstan produced by mass culture, “Kelin” and “Tulpan”
do not offer ready-made interpretations and instead demand interpretive effort from the
viewer. In doing so, they shift Kazakhstan from the category of an “image” to that of a
cultural text, open to dialogue yet resistant to reduction.

Contemporary auteur cinema in Kazakhstan actively engages with themes of memory,
loss, and identity, employing minimalism, documentary aesthetics, and elements of
autofiction. In mass foreign representations, Kazakhstan often functions as a background
or as a symbol of “post-Soviet exoticism”. By contrast, domestic cinema focuses on the
human subject within historical space. It presents lived experience rather than the country
as an abstract object.

In this context, the Kazakhstani text in cinema increasingly enters into international
dialogue through participation in festivals and global distribution networks. This produces
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a situation of double address, as films are oriented simultaneously toward an internal viewer
and an external audience. Importantly, transmediality manifests itself not only as a formal
characteristic but also as a strategy of cultural mediation that makes it possible to preserve
the internal logic of the text while integrating it into the global cultural space.

Contemporary visual art in Kazakhstan has become an important site for the reflection
upon and deconstruction of external images of the country. Artists working in the genres
of installation, video art, performance, and conceptual photography actively engage with
themes of memory, postcolonial experience, and the symbolic legacy of the Soviet period.

The works of the artist Abdusamat Karimov often operate with fragments of history,
including archival images, industrial landscapes, and everyday objects, transforming them
into elements of artistic expression. This strategy makes it possible to demonstrate that
the Kazakhstani text is composed not of a unified narrative but of multiple intersecting
histories, voices, and visual traces. Unlike foreign exhibition projects, in which Kazakhstan
may be presented as an exotic space “between Europe and Asia”, internal art practices
emphasize the complexity and ambivalence of national experience. The role of visual art in
the process of reinterpreting the Soviet legacy is been significant. Industrial sites of Almaty
and architectural forms, symbols of the past, are incorporated into contemporary artistic
contexts in Karimov’s work, where they lose their ideological univocality and acquire the
status of objects of memory. In this sense, visual art becomes a form of “memory work”
aimed at integrating traumatic experience into contemporary cultural consciousness. A
central place in the artist’s discourse is occupied by the issue of historical memory as the
semantic core of the Kazakhstani text. Unlike foreign representations, where the history
of Kazakhstan is often fragmented or reduced to the recent past, the internal perspective is
oriented toward a longue durée that encompasses both nomadic civilization and the Soviet
experience. Historical memory within the Kazakhstani text does not perform a decorative
function. It determines the structure of the narrative, the system of images, and the ethical
position of the author. Through engagement with memory, culture reflects upon its own
traumas, losses, and points of continuity, thereby forming a coherent understanding of
itself in the present. This dimension proves to be both the most vulnerable in external
representations and the most significant for the preservation of cultural subjectivity.

The current stage is marked by the active formation of the Kazakhstani text within
the digital environment. Podcasts, multimedia projects, online archives, social networks,
and digital exhibitions generate fundamentally new forms of cultural representation
characterized by interactivity, fragmentation, and global accessibility. Digital formats
enable the Kazakhstani text to move beyond the boundaries of the national cultural field
and to enter global communication networks. However, they retain an internal orientation
toward memory and identity, often relying on microhistories, personal narratives, and local
contexts. This approach contributes to the democratization of cultural expression, in which
the right to shape the Kazakhstani text belongs not only to institutional actors but also to
individual authors, researchers, and artists.

It is important to emphasize that digital transmediality does not eliminate the problem
of the external gaze but creates instruments for overcoming it. The Kazakhstani text in
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digital media is capable of forming its own audience while bypassing traditional channels
of symbolic mediation. This strengthens cultural subjectivity and contributes to the gradual
convergence of the internal text and the external image of the country. Shafkat, a Kazakh
fighter from “Street Fighter 6”, became the first character to represent Kazakhstan in a
popular gaming franchise. His image combines elements of Kazakh culture, including
traditional ornaments and motifs, with the contemporary ethos of a combat character.

An analysis of contemporary literature, cinema, visual art, and digital formats
demonstrates that the Kazakhstani text constitutes a multilayered and transmedial structure
oriented toward an internal optic, historical memory, and the polyphony of identities.
Unlike the external image of Kazakhstan, which is often reduced and stereotyped, the
internal text strives for complexity, ethical depth, and cultural responsibility. In foreign
cultural products, Kazakhstan most often appears not as a subject of cultural expression
but as an object of interpretation embedded within external coordinates and expectations.
In this context, it is crucial to distinguish between the Kazakhstani text formed from within
the culture and the image of Kazakhstan produced through external observation. The
latter is generally governed by the laws of imagology and mass media communication,
where symbolic legibility and recognizability take precedence over historical and cultural
complexity.

In foreign mass culture, journalism, cinema, and literature, Kazakhstan is frequently
represented through reductive images, such as the steppe as empty space, industrial ruins as
signs of post-Soviet decline, and ethnic “variegation” as an exotic element. These markers
form a stable visual and narrative code that functions independently of the country’s actual
historical and cultural dynamics.

The most radical example of imagological reduction is the film Borat, in which
Kazakhstan is used as a conditional sign of cultural “backwardness” and absurdity.
Despite the satirical intention and the fact that the primary target of critique is Western
society, the media effect of the film proved to be asymmetrical. In mass consciousness,
a caricatured image of the country became entrenched, one deprived of historical and
cultural referentiality. From the perspective of postcolonial theory, this case demonstrates
a mechanism of symbolic appropriation, whereby a real country becomes an “empty sign”
filled with external meanings. Kazakhstan does not speak here; it is spoken for. Its history,
memory, and cultural codes are entirely displaced by a comic hyperimage functioning
within the global media space.

It merits attention that such representations are not neutral. They produce stable
cognitive frameworks that influence perceptions of the country in political, tourist, and
cultural discourses. In this respect, mass culture functions as a powerful instrument of
imagological construction, in which complex reality is replaced by an easily transmissible
stereotype.

Alongside mass culture, another type of foreign representation of Kazakhstan exists,
namely auteur and festival cinema oriented toward a more attentive and reflective depiction
of “other” space. In such works, Kazakhstan ceases to function solely as a background and
begins to be perceived as a space of human experience, social tension, and cultural memory.
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However, even in this case, a certain distance between the internal Kazakhstani text
and the external gaze remains. A foreign director working with Kazakhstani material
often focuses on universal themes, such as poverty, migration, and the collision between
tradition and modernity. While this makes the film accessible to an international audience,
it simultaneously smooths cultural specificity. The country’s historical memory in such
works is present in a fragmented form, more often as a background than as an active
meaning-generating element.

5. Conclusion

It is indicative that a deeper and more complex image of Kazakhstan emerges in cases
where the internal text is transmitted through international channels without substantial
adaptation. Films by Kazakhstani directors presented at international festivals demonstrate
the possibility of integrating an internal optic into global cinematic discourse. Across these
works, the external viewer encounters not an image but a text. In international contemporary
art, Kazakhstan increasingly appears as both a theme and a space of artistic expression.

Postcolonial theory makes it possible to interpret the distinction between the Kazakhstani
text and the foreign image as a manifestation of structural inequality in the sphere of
cultural production. External representations usually possess greater media resources and
broader audiences, which amplifies their influence on the global perception of the country.
The internal text, by contrast, is compelled to pass through filters of translation, festival
selection, and institutional expectations (Sabirova et.al., 2020).

However, the contemporary transmedial environment is gradually transforming this
situation. Digital platforms, international festivals, online archives, and podcasts create
conditions for direct cultural expression that bypass traditional centers of symbolic power.
Within these spaces, the Kazakhstani text can exist on equal terms with other cultural
narratives, without being reduced to an exoticized image.

Accordingly, the possibility of rapprochement between the internal text and the external
image arises. When a foreign viewer or reader encounters not a simplified representation but
a transmedial cultural text, a shift in perspective occurs. Kazakhstan begins to be perceived
not as the “other” but as a bearer of complex and meaningful historical experience.

The term “Kazakhstani text” has been actively shaped over recent decades by analogy
with already established literary models, such as the “Petersburg text” (Lotman, 1992b),
the “Moscow text” (Lyusyy et.al., 2013), the “Tallinn text” (Meimre, 2020), as well as the
“London” (Prokhorova, 2005), “Yaroslavl” (Erockhina, 2014), and “Yakut” (Noeva) types
of urban text. In Kazakhstan, this problem has been refracted through the concept of the
“Almaty text” (Shmakova, 2022; Kakilbayeva, 2016; Bayanbayeva, 2016; Kermeshova,
2018). An analysis of foreign cultural products shows that the image of Kazakhstan is
formed under conditions of imagological reduction and postcolonial asymmetry. Mass
culture tends toward stereotyping, while auteur and documentary forms allow for partial
complication, yet only the transmission of the internal Kazakhstani text is capable of
overcoming the gap between image and reality.

The concept of transmediality in contemporary humanities scholarship is used to describe
processes in which a unified semantic complex is realized simultaneously across different
media formats, including literature, cinema, visual art, digital platforms, and auditory and
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interactive forms. In the context of Kazakhstani culture, transmediality acquires not only
aesthetic but also strategic significance, as it enables culture to move beyond the local field
and to enter into dialogue with a global audience without losing its internal semantic logic.

Unlike traditional forms of representation oriented toward a single media channel,
transmedial practices generate a distributed cultural text in which each media element
complements and refines the others. This is particularly important for the Kazakhstani
text, which takes shape as a multilayered structure incorporating the memory of nomadic
civilization, the Soviet experience, post-Soviet transformations, and contemporary global
reality. No single media format is capable of encompassing the full complexity of this
experience. Transmediality, by contrast, makes its polyphonic representation possible.

In this regard, transmediality functions as a form of cultural mediation that allows the
internal text to be read from the outside without being reduced to a stereotypical image. It
is here that a potential zone of convergence between the Kazakhstani text and the external
image of the country emerges.

One of the key problems of the external representation of Kazakhstan is the dominance
of image over text. An image presupposes visual or symbolic coherence, simplification,
and rapid legibility, whereas a text requires time, interpretation, and immersion in a cultural
context. Foreign cultural products most often operate with the image of Kazakhstan as a
set of easily recognizable signs, while the Kazakhstani text is oriented toward extended
reading and interpretation.

Transmedial projects are capable of altering this optic. When Kazakhstan is presented not
in a single work but through a constellation of interconnected media expressions, including
films, literary texts, podcasts, and digital archives, the external viewer or reader encounters
not an image but an expanded narrative. This requires a transition from consumption to
understanding, from surface perception to analytical engagement.

Thus, transmediality contributes to the textualization of the image, transforming
external representation from a static picture into a dynamic system of meanings. In this
case, Kazakhstan ceases to function as a “background” or an “exotic space” and begins to
be perceived as a bearer of its own historical and cultural logic.

Transmedial formats that engage with archives, oral histories, and visual testimonies
create conditions for the actualization of memory within a contemporary context. In this
sense, the Kazakhstani text functions not only as an object of analysis but also as a model
of cultural work with the past that possesses universal humanistic potential.

The “Kazakhstani text” in contemporary cultural media constitutes a complex and
open transmedial system. It is oriented toward self-reflection, historical memory, and
dialogue with the world. Unlike the external image of Kazakhstan, which often relies on
simplification and stereotyping, the internal text preserves depth and polyphony.

Transmedial representation creates a space in which the asymmetry between image and
text can be reduced. It allows the internal voice to enter global circulation without being
transformed into an exoticized sign. In this framework, Kazakhstan functions not as an
object of description but as an active participant in the global cultural narrative.

Future research should examine how transmedial projects circulate across digital
and institutional platforms. Empirical studies may clarify how these formats influence

Nei, 90 vol, 2026 | "Keruen” M.O. Auezov Institute of Literature and Art 37



"KepyeH" Fol1bimu dicypHaavt Ne1, 90-mom, 2026 ISSN: 2078-8134 [ elSSN: 2790-7066

international perceptions of Kazakhstan. Comparative analysis with other postcolonial
cultural contexts would also help to identify broader structural patterns.
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