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Bicultural aesthetic interference in translations of
Kazakh poetry into English

Abstract. The article is devoted to the problems of poetic interference as a phenomenon of
bicultural intermediate aesthetics based on the example of Kazakh poetry, translated into English.
Foreign translations of the poems by Kazakh poets act as a factor in the unity of two cultural
phenomena and at the same time conjugative aesthetics. Poetic heritage and translations of the poet
serve as a factor of bicultural and simultaneously conjugative aesthetics. Translation analysis
clearly shows that the creative writings of Kazakh poet are a bright example of not only lingual-
cultural but also artistic and aesthetic interferentiality. This is a condition for simultaneous
"destruction” of aesthetic integrity of the original and formation of a new one in the translation. We
have outlined this phenomenon as conjugative one. Thanks to the introduction into the text of the
translation of Kazakh words and symbols, foreign reader often gets first emotional information of
communicative, evaluative, abstract synthesis, modal, explanatory nature at the unconscious level,
in other words, it focuses on the fact that (identification of common relations with surrounding
reality) is common for its perception, and is alien single (about specifics of national picture of the
world or fragments (often visual: ornaments, yurts, whip, etc.), and only after that receives the
implicit access to the world of content and form of artistic work.

Keywords: Kazakh poetry, translation, bicultural aesthetics, conjugation, interferential,
aesthetic tension.

Introduction. During the period of independence of Kazakhstan objectively there was a
wide opportunity for fruitful cooperation with the United States in all areas of socio-political and
cultural life. This process in every way contributes to the popularization of Kazakh and foreign
literature in Kazakhstan and the United States at the same time. Meetings of writers and poets of
two countries and presentation of their works are regularly held.

Modern Kazakh literature attracts the attention of the foreign reader mainly because it
reflects, on the one hand, the socio-economic and cultural-political changes of the modern post-
Soviet area, and on the other hand - the historical past of Kazakhstan, its present state and
aspirations for the future. In the world, in connection with the destruction of the boundaries of the
socio-religious, spiritual and cultural space, there is a surge of interest in learning, understanding
and perception of the "alien™ and rethinking of the national ethical, aesthetic and worldview
systems. Under these conditions, the reception of the symbolic function of national artistic concepts
repeatedly reinforces, which confirms the expansion of cooperation between Kazakhstan and the
United States of America in cultural sphere. In a short period of time two anthologies "The Stories
of the Great Steppe™ have been published. First Edition (New-York Columbia University: Cognella
Academic Publishing, 2013) and Summer Evening, Prairie Night, Land of Golden Wheat. The
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Outside World in Kazakh Literature. First Edition (New-York Columbia University: Cognella
Academic Publishing, 2015).

Translations of the works of Kazakh poets and writers into English appeared before foreign
readers as a kind of cross-border artistic aesthetic unity, reproduced through the interaction of two
discrete cultural systems. The recipient discovers that different artistic and aesthetic values
encounter in the process of reproduction of the foreign language material and there occurs a
confrontation and interference of complex socio-cultural discourses that lead to the emergence of
some "middle" marginal verbal bi-culture (the term by Qvortrup L). However, such "marginality” of
the translation is a kind of bridge with the oncoming movement, where all the linguistic and
structural-composition elements of the work intersect and intertwine in terms of discrete aspect.
Therefore the recipient observes, for example, in the translation of poems by Kazakh poets into
English language, the intense unity and struggle of poetic-structural opposites, which causes
aesthetic opposition, representing a single conjugation and interfering character of the translation.

Thus, the laws of aesthetic interference come into action and interaction. From this point of
view, translations of works of Kazakh writers and poets into the English language are vivid example
of the interpretation of such laws of literary cohesion. Taking into account this circumstance, in this
article an attempt is made to explain the nature of perception of the Kazakh artistic word in the
English language, where various forms of aesthetic interference are observed, which lead to a
different interpretation of the text which has its own characteristics. It should be said, that the
problem of artistic and aesthetic interference in science is deeply connected with psychology,
linguistics, culture, thinking, etc. (Gibson, 1988; David H. Hubel & Torsten N.Wiesel, 2005).
Pervading all spheres of socio-political and cultural life of the society, it presents an ambiguous
phenomenal character in literary criticism. This literary direction is extremely important for the
determination of various interferential aesthetic phenomena and processes. The thing is that in the
history of translation studies there were different points of view which were connected, one way or
another, with the difficulties that arose during the translation process. Precisely these difficulties
became the basis for interpreting the various worldviews of many scholars in the field of philology
and researchers. Therefore, in literary criticism there were constant disputes about the
"translatability" and "untranslatability” of the artistic work between the followers (Durishin D,
1979), (Kopanev P.1,1972).The idea of "untranslatability” has always been relevant for the
supporters of the idealistic approach, who believed that the world of artistic work cannot be
objectively interpreted and transmitted by means of another language. However, this was an
extremely univocal view of the translation process. It was based on the ideological principle of the
objective unknown ability of the universe and the whole essence of being. This approach was
opposed to the works of the dialectical school of translation. At the center of the materialist
approach there were representatives of the Czech tradition of translation, who were convinced that,
basically, the reproduction of any artistic text and adequate implementation of the aesthetic
principles of the original are possible. First of all, this was due to the materialist worldview on the
cognition of the existence and the Marxist-Leninist approach to the translation process (Durishin D,
1979).

Methods.The study of Kazakh poetic texts translated into English objectively requires a deep
comparative analysis. The interpretation of its results is based on theoretical approaches and
concepts of conjugation lyrics (Bogdanov A.A.,1989)..

Results. Translations of the works of Kazakh poets into the English language, which are
vivid examples of the manifestation of not only linguo-cultural, but also artistic and aesthetic
interferences in the literary text, prove that it is a simultaneous "destruction” of the integrity of the
original and the formation of a new aesthetic reality in translation. In this approach, there is no
problem of "translatability” and "untranslatability" of the artistic work. The identification of deep
correlation and genetic links between the conjugation form of the original and translation, the
determination of the essential reasons for their modification, ultimately indicates "some
simultaneous autonomy" of the translation from the original and from the tradition of the national
translated poetic language, and avoids the extremity. So, the translation of the works of the Kazakh



writers into the English language proves that it organically acts as a binary aesthetics and is a
product of artistic interference. In fact, there is an intertextual interpenetration of two different texts,
which, of course, gives a different aesthetic background. And this is clearly seen in the above-
mentioned anthologies published in America.

While working on the original, the translator of the anthologies has objectively faced many
problems related to the adequate transfer of the original content and form: This led to the aesthetic
tension, which resulted from the patterns of interference of different texts:

1. Interference due to the difference in the ideological concept of the original and the
translation / religious-spiritual, socio-cultural, political and psychological, etc.

2. Interference at the level of lexicon and symbol (words or sign of the original in
translation, or author's words, which are absent in the original).

3. Interference due to the dissimilarity of the poetic systems. The interpreter, because of
observance of the laws of the English verse, was forced to cast some meaningful elements of the
original. Prosodic and formal categories of the Kazakh syllabic verse complicated the task, which
resulted in a significant change in the artistic and aesthetic components of the original in translation.

4. Interference due to the difference in artistic means, contributing to the complication of
the perception of figurative expressions. Expressive and pictorial means create a different aesthetic
tension. Expressive means disappear completely in translation. Metaphor becomes a hard-to-
reproduce means of poetics. In translation into English language, the political discourse that is
present in the form of impersonal perception has intensified.

5. The whole concept of the symbolism of the original undoubtedly undergoes a serious
interference change in the translation.

6. Repetitions (spatial parallelisms, verbal and sound) of structural and compositional
elements originally act as aesthetic opposition in translation.

7. Leveling the narrative, i.e. the change in the expression, tonality, thythm, dynamics and
spirit-energy of the original often and imperceptibly leads to the aesthetic indices, prevents the
convergence of the translation to the original and reduces the level of their adequacy. G. Belger
believes that preservation of the breath, intonation, size, rhythm and melody impedes the process of
leveling the narrative (Belger G.K., 2011, 389).

It is impossible to investigate all the above-mentioned problems of interference of the original
and translation in one article. Therefore, this article discusses the issues related to the aesthetic
tension at the level of vocabulary and the symbol of the original and translation, which arise
because of interference between texts(Belger G.K., 2011:389)(Barannikova L.1.,1972).

Discussion. When reading "The Stories of the Great Steppe". First Edition (New-York
Columbia University: Cognella Academic Publishing, 2013) and Summer Evening, Prairie Night,
Land of Golden Wheat. The Outside World in Kazakh Literature. First Edition (New-York
Columbia University: Cognella Academic Publishing, 2015), the recipient's attention will
undoubtedly be focused on the cognition of the mysterious historical past of "Steppe». The artistic
epithet "great" carries a hidden semantic function and anticipates the existence of the important
historical information. The compilers of the anthologies aim at ensuring that English-speaking
readers can penetrate deeper into the secrets of Kazakh life, thereby learning the diversity of the
national world of the Kazakh people. The main thing is that behind this diversity there is a unified
system of views, ways of expressing real and surreal codes that unite people. The works of Kazakh
writers undoubtedly testify the high level of socio-cultural and artistic traditions of the Kazakh
people, which continue to influence certain forms of the national worldview.

The vast expanses of the Kazakh land are a mysterious and unexplored territory for the
English-speaking recipient, which significantly affectshis/herattitude and perception of the world.
The poetized image of the horse on the cover of the publication has a special cultural significance
for both the batyr-nomad and the American cowboy. The most interesting is that the antithesis is
aimed at leveling the zoo concept which assumes the with drawls of discreteness between symbolic
images in the reader's perception. The authors emphasize the primordial relationship between



human and nature (in this case Kazakh batyr - nomad and American cowboy), which is the same in
different parts of the globe, and proceed primarily from a holistic understanding of the things and
essences.

In the second anthology of Kazakh literature, "Summer evening, prairie night, land of golden
wheat", like in the first, special attention is paid to the design of this book. The open doors of the
yurt, from which one can see the expanse (sky, mountains, trees, etc.) - is a kind of symbolic
invitation to the generous and beautiful world of the nomads. The anthology reveals "how the
nomads of the Great Kazakh Steppe perceived the nature, and how this unique perception
influenced on the writers and poets, is reflected in their work™ [Ananieva S, 2015: 8].Undoubtedly,
this circumstance has an important symbolic meaning and specifically emphasizes the national-
aesthetic property of the reproduced material.

The sacred digital symbolism of the anthology "The Stories of the Great Steppe”, which acts
as a kind of interferential code in the aesthetic perception of the national world, attracts the
attention. It includes seven prosaic texts and poems of seven poets. The figure seven in the nomad’s
consciousness means the integrity of the perception of the world and attitude, which unites the
global horizontal and vertical structure of the nomads thinking. The horizontal line is the "four sides
of the world", the signs of the earth and the sky (“'shanyrak™), and the vertical are the three sides of
the existence "heaven-father, Earth-mother and 1 (ego, spirit)". For a nomad, such a representation
expresses, above all, spiritual harmony. The ancient nomad realized that his life was subject to the
laws of the universe and sought to know its essence. Creating a discrete situation, the compilers of
the Anthology want the reader to plunge into a completely different world where the national
landscape is mixed with onomastic, toponymic notions that lead to the marginalization of time and
space, including different epochs.

Seven contemporary Kazakh prose writers and seven poets are introduced to the American
readers as one author (an author), the names of Kazakh writers and poets may be known or
unknown to foreign readers. At a discursive level, they act as an abstract chief narrator, and in an
actualizing form as an impersonal narrator (L. Kossuth, 2015). At first the foreign reader will
perceive the Kazakh world not through the system of heroes and events, but through the prism of
the national discourse. First and foremost, Kazakh writers in an auctorial sense convey the discourse
of the natural, regular conditioning of human and nature, which is framed, first of all, by previously
unknown artistic national ornamentation and speech characteristics (what they say and how they
say, - A.H.).

Thus, the foreign reader often first at unconscious level receives emotional information of a
communicative, evaluative, abstract-generalizing, and modal character. He is focused on identifying
common links with the surrounding reality and the originality of the national picture of the world or
fragments which are often visual: ornament, yurt, kamcha, etc. And only then he gets the implicit
access to the world of content and form of the artistic work.

A single author who symbolizes the integral connection of the creative authors - writers and
poets, animates and reifies the national picture of the world, the steppe worldview through the
refraction of the events and circumstances, an artistic conflict where the heroes and characters
express the dominant objective and subjective idea. Using free imagination the recipient animates
described events or specific episodes, symbols, portraits, speech of the characters. In the perception
of a foreign reader, undoubtedly, the first stereotypes or stable signs, codes are being fixed in his
mind in the form of a cliché. They are not only notions-symbols: steppe, argimak - horse, nomad,
djailay - flocks, animals, dzhigit - a skilled, daring horseman, a young fellow, chaban - shephead,
kamcha - whip and other onomastic and toponymic glossaries (Kazakh words in the English text
functioning as etymological codes), but also ordinary words having analogies in the language to
which the artistic text is being translated: batyr-brave warrior, hero, dastarkhan-a low table, meal,
aryk-river, ata-father, apa - mother, etc.

Thus, in the Anthology we observe an important artistic and aesthetic interference
phenomenon: the "entry" of Kazakh words into the text in the foreign language. This affects the
aesthetic awareness of the foreign recipients. The preservation of Kazakh words in the Anthology



has different artistic functions. The reader can find an explanation of a complex, often
untranslatable words, and modal expressions and terms; they immerse the readers into a new, yet
unknown, imaginative world. In some poetic translations, Kazakh words perform a rhythmic-rhyme
function: "dress-arygs" by Zhambyl, "auyls-days" byAbay, "qymyz-hands'by M.Zhumabayev,
"steppes-trains”, "tulpars-daus” bysS. Seifullin, "forest - steppe™ by I. Zhansugurov, "light - steppe”
by A. Sarsenbaev, "Taras - banks" by A. Tazhibayev, etc.Through such unusual artistic
connections, the translator achieves complications in the logical and semantic categories of the
work, where the abstract names and titles of real things make the reader's perception unusual,
exotic. The translator at the sound level,"pushes” the words which have a linguistic difference, and
achieves a thickening of the emotional-appraising perception of the text.

Sometimes a translator exacerbates the verbal and semantic disconnection of the poetic
expression, based on contrasting opposition and associative figurative parallelism which result in a
sense of hidden interconnection at the intertextual level. The interaction between such "native -
alien” rhymes enables the appearance of the emotional state in the readers. In the anthology
"Summer Evening, Prairie Night, Land of Golden Wheat", like in the first, a glossary that focuses
on onomastic images (about one hundred new Kazakh words functioning as sign systems) plays a
contextual role in the perception of the original and performs a special artistic function in the text,
simultaneously being realized on the background of a narrow (micro-context) and a wide (macro-
context).

In the process of the artistic translation, a creative transformation of the text takes place.
Translator S. Levshin is well acquainted with the national life of the Kazakh people. At the same
time, the transcoding of the text with a significant number of lexemes which belong to a different
culture and a different world view is accompanied, sometimes, by the loss of sometimes of an
essential, semantic part of the original. The glossary serves as a bridge between the picture of the
world of the original and the picture of the world of the translation. Considering the lacunarity
(skipping, inconsistency) of the constituent components of the original, the translator tries to keep
the given form of the translated poem masterfully using Kazakh words with pronounced national
and cultural specifics to impart a special artistic, cultural and aesthetic background in translation.
Orientation to the initial meanings of the words and phrases has important meaning aimed to
significantly expand the reader's artistic world. Immersing the reader in the unknown world, the
translator hopes that he has information about the cultural life of the Kazakh people. Thus, Kazakh
words in a figurative translation system simultaneously perform the function of a micro-context and
a macro context, their interaction depends on the laws of aesthetic interference.

Koy OblublO, OBEUbIO B KaayLIKax JyOsT.
YuHAT myObl U CTETaHbIM cTapblil Xajar.
Monogyxu 1aTaroT IbBIPSABBIE IOPTHI,

A cTapyxu HeIeas MM HUTKHU Cydar.

KocskoM noTsaHyJIMCh Ha 10T KYypaBiu,
KapaBaHbl Bep0110/10B 10T HUMH MPOLLIH.
W B aynax — yHbIHbE U THUILIHHA.

Cwmex, Becenble UI'PBl OCTAJINUCh BIAJIH.

Translated into English:

Sheep skin and ox hide are soaking in wooden casks,
coats and quilted robes must be mended.

Young women are patching up holes in yurt shells,
while their mothers spin thread for weeks on end.

Cranes are starting their southward march,
passing over strings of caravans.



A melancholy silence fills the auyls —
where is the gay laughter of summer days?

The outlined Kazakh words in the English text at the micro-context level indicate only a
specific national subject and phenomenon. But at the macro-context level, these lexemes lead
readers into the world of national poetry and national spirit, give the poly-variance of aesthetic
meanings and positions, figurative paradigms. For example, in the English text a word from the
original has been entered: "in the auls”, which stands in the anaphoric position and is used as a
rhythmic-rhyme repetition in the structure of the verse. The same rhythmic function in this poem is
performed by the word "yurt". Readers have a feeling of two-dimensionality, the possibility of
correlating a binary / national and foreign / artistic space.

Some Kazakh lexemes emphasize the synonymic series, for example, in the poetic text along
with the word "apa" the English word "mothers” is used. The correlation of such pairs provides a
binary, not only synonymous, but also an antinomic system of symbolic codes of the native and
foreign. So, the reader in the literary text sees one of the laws of parallelism. On the other hand,
Kazakh words, entering into intertextual relations in the translated text, affect the foreign reader by
an unusual, romantically national sound. He/she sees a different sound complex, which carries a
certain aesthetic discrepancy in the worldview paradigm. The appearance of categorical "alien™
verbal series in the translated text: astapuralla, attan, argamak, agymadi, etc., undoubtedly enhances
certain interference difficulties between the recipient and the text. So, there is a tension between the
text and the perception. However, not all comments to the "Glossary" in the Anthology can transmit
an adequate content. For example, the Kazakh word astapuralla is explained as lord, have mercy,
and the word apyrym-ay as exclamation of surprise of amazement. In principle, these words can
perform the function of interjections and transmit the emotional exclamation of surprise and
astonishment. In the first case, perhaps, the translators relied on the context of the work.
Astapuralla, borrowed from the Arabic language, carries a deep religious content. It is formed from
two words: astahpurallah and denotes "the recognition of sinfulness before Allah". The lexical
component of the word apyrym-ay from the semantic point of view, which performs the
etymological function in the "genotext™ (Y. Kristev), is intensively used in the Kazakh society as
the lexemes aqun, aghay, aruana, aynalayn, beshbarmag, batur, bi and many others acting as
hetereregenic codes in the memory of the Kazakh people.They perform the function of a single
sustainable sign in translation, aimed at enhancing the "text perception effect" (R. Bart). For
example, in the poem by M. Zhumabayev "Sasukkol, My Native Land" we can compare in the
original and in the translation:

[Ttui Tyt 6e3 cuera, rayiiex HaJ OKPYroi MOBUC.
PE10BI TaK MHOTO, UTO TOJBKO JIOBH, HE JICHUCH.
balr1 ropnactele 31ech nepecyasl BEAYT,

BricTpo Mex Tem OeroneHHbIH B30UBas KyMbIC.

The skies teem with birds, fist abound:

You can catch them with bare hands.
Women gossip and chatter for hours on end,
Whipping their frothy gymyz.

S. Seifullin in the poem "In Our Land" poetizes not only his native land, but also praises the
people of labor:

Kax Tynmnapsl, Mbl CUIIbHBI,
C10BHO COKOJIBI, BOJILHEI,
YKpolars KOHEW CTPOITHUBBIX,
Bce MBI chI3ManbCTBA JOJDKHEI!



Wearestrongliketulpars,

like falcons free.

Each one of us learns in his earliest days
to tame a wild steed.

The introduction of numerous Kazakh words into the translated text is directly connected with
the characterization of the national picture of the world, with the reflection of the determination of
the national identity of the Kazakh people in a foreign audience. Kazakh words reveal the history,
language, traditions, culture (as a holistic core in the depiction of the national picture by O.
Spengler, A. Toynbee), religious beliefs, the specifics of the life style, landscape, etc.

Conclusions. Thus, Notions-symbols, rhythmic-rhymes and traditional Kazakh words
(glosses) in translation reflect the fine connection of the picture of the world with national specifics,
in particular, with the system of stereotypes in the cultural consciousness of the nomads (Latipova
Z.H., 2008)..At the same time, Kazakh words activate extensive perception in the process of
understanding and reflecting on the national picture of the world, refracted in the verbal form of
artistic comprehension of the existence, objectively contribute to the evolution of the artistic
consciousness of a foreign reader. Undoubtedly, finally they lead to a change or evolution of the
reader’s individual worldview (Belger G.K., 2011:403). Moreover, in some translations we observe
the language element as a factor that strengthens the author's poetic individuality. In general, the
language element is conditioned by the specifics of national values that reveal the artistic world of
the works (Zhutayeva A.K., Abdimanuly O.,2019).

The article may be of interest, first of all, for philologists and researchers of Kazakh
literature, as well as specialists in the field of translation studies. It highlights theoretical issues of
bicultural aesthetics on the example of the works of Kazakh authors, translated into English
(Khalizev V.E., 2009). The study of the features of translations of literary texts of Kazakh literature
shows that the original work in foreign language naturally acts as a factor of bi-cultural and
simultaneously conjugative aesthetics.
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Ka3ak mo33usicCbIH arbLIIIBIH TUTiHE Ay 1apMAaCBIHIAFbI
eKiMI/IeHHeTTIK ICTeTUKAJIBIK HHTeP(epeHus

Anparna. byn Makana aFpUIIIBIH TUTIHAET] Ka3aK MOA3USICHl HET131HIE, €Kl MOJCHUETTIH 03
apa KOCBUTYBIJIaH TMaiila OONaThIH MOJTUKAIBIK AICTETUKAIBIK HHTEphEpeHIus (CoilKecci3iK)
Macenenepine OarbiTTanFad. Kazak akbIHAapbl eJeHJAEpiHIH 0acka TULAEpAEri ayaapMaiapbl el
MOACHU-TYMaHUTApIbIK (EHOMEH peTiHAEe *aHa KOHBIOTATHBTI SCTETHKANBIK (aKTOp OOJBII
KanpinTacansl. Ka3zak akbIHAApBIHBIH OJICHIAEPIHIH aFbUINIBIH TUTIHIETT ayJapMalapblHBIH 63 apa
CANIBICTBIPMANBl TaJJIaybl ayJapMalapAblH TEK JIMHIBOMOJEHU (aKTOpFaHa €MECTEriH, J>XOHE
OJIapJIbIH ~ KOPKEM-ICTCTHKAIBIK OpPHEKKE alHaJaThIHBIH aWKBIH KepceTedi. AyaapMaarbl
MOATUKAJIBIK YKOHE ICTETUKAIBIK 3aHJIBUIBIKTAPBIHBIH «IIIUEJICHICY» 63 apa OpeKeTl - TYMHYCKAaHBIH
epeKIlle VJITTBIK JSCTCTHKAIBIK TYTACTBIFBIH «Oy3aplay JKOHE ayaapmajia OOBCKTHBTI JKaHa
ACTETUKANBIK TpaHchopMmanmsra (e3repictepre)anapaabl . AynapManapaarbl Oyi MoceneHi 013
KOHBIOTATUBTI Jien Oenrineiimiz. bynm KyObUIbIc Ka3ak ce3epl MEH poMI3JIEpiHIH aFbUIIIBIH
MOTIHIHE aynapbUIybl Ke3eHiHae ailkbiH kepiHemi. Iller Tinai oxeipMaH KeOiHECe 3MOIMOHAIIBI
eMec, KOMMYHUKATHBTI, Oaranay, AepeKci3->KaambuiaMa, MOJAIbJIBIK, TYCIHIAIPME CHIIATTAaFbl )KaHa



ACTETUKAIIBIK aKmaparThl ajnagsl. O jkKaHa KOMIIOHEHTTEpAl KaObLIAay YIIIH: OF0-OpHEKTep, Khi3
yilsiep, kaMuu, aprbIMaK >KoHe T.0.) KOpKeM IIbIFapMaHbIH Ma3MyHbl MEH (opma dieMiHe Kipyre
aybIH 00JIaIbI.

Tyiiin ce3mep: Kazak MOA3MACH, ayJdapMmMa, OpTa 3CTETHKA, KOHCTHTYIHSA, apajacy,
ACTETUKAIBIK IIHENICHIC.
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BuxkyabTypHas 3cTeTnYecKasi MHTep(epeHus B
nepeBoAax Ka3axCKOM M033MH HA AHIVIMHCKOM fI3bIKeE.

Pe3rome. Crarhs mocBslieHa MpoOieMaM IOITHYECKOW HHTep(EepeHIuN Kak sBICHHE
OUKYJIBTYpHOH TNPOMEXKYTOYHOH SCTETUKM Ha TMPHUMEpPEe Ka3axCKOW I033MH, IMEPEBEICHHBIC Ha
aQHTTIUMUCKUN A3BIK. HOA3BIYHBIE NIEPEBOJBI CTUXOTBOPEHUHN Ka3aXCKHUX I103TOB BBICTYNAIOT Kak
(dakTop €IMHCTBA JIBYX KYJIbTYPHBIX ()EHOMEHOB ¥ OJHOBPEMEHHO KOHBIOTaTUBHOW ICTETHKH.
CpaBHUTENIBHBIN aHAIU3 NEPEBOJOB CTUXOTBOPEHMM Ka3aXCKHM IOATOB HA AHIJIMICKOM SI3bIKE
OTYETIMBO TIIOKA3bIBACT, YTO TIEPEBOJBI CTAHOBHUTCA SPKUM OOpa3lloM TMpPOSBICHUS B
XYIOKECTBEHHOM TEKCTE€ HE TOJBKO JIMHIBO-KYJIBTYPHOH, HO M XYH0XKECTBEHHO-ICTETUYECKOU
uHTephEpeHTHOCTH. [IelicTBHE MOITHUECKUX M ICTETUYECKHX 3aKOHOB «HAIMPSHKCHUS» SIBISCTCS
OOBEKTUBHBIM YCJIOBUEM HEKOETr0 OJHOBPEMEHHOI'O «pa3pyLICHUs» 3CTETHUECKOW LETOCTHOCTH
OpUTMHAJIa U TOPOXAECHHUS HOBOI'O 3CTETHYECKOIO npeoOpa3oBaHuss B mepeBoje. JlaHHas
npobiemMa B IEpeBOJax HaMU OOO3HAYAeTCs KOHBIOTATMBHOM. JTOT ()EHOMEH OTYETIMBO
MPOSBIISIETCS M3-32 BHEJIPEHMS] B AHIVIMHCKUN TEKCT IEpeBOJa Ka3aXCKUX CJIOB M CHMBOJIOB.
WMHOS3BIUHBIN 4MTATENb YacTO Ha HMIIEPCOHAJIBHOM YPOBHE IIOJIy4aeT  3MOLUOHAIBbHYIO
nHGOpPMAIMI0O KOMMYHHKAaTHBHOTO, OIICHOYHOTO, aO0CTpaKkTHO-0000IIArOIIero, MOJAIBHOTO,
00BsICHUTENIBHOTO XapakTepa. OH COCpPeIOTOYEH Ha TOM, YTO JJIsl €r0 BOCIPHUATHS BHU3YallbHBIX
KOMIIOHEHTOB: OpHaMEHTOB, IOPT, KaM4H, aprbiIMaka M T.A.), YTO MOJATOTOBUT HMILTULIUTHBIN
JOCTYI B MUP COZIEpKaHUs U (DOPMBI XY/10’KECTBEHHOT'O IIPOU3BEICHHUS.

KiroueBble cioBa: kazaxckas MO033Us, NEPEeBOJ, OMKYJIbTypHas 3CTETUKA, KOHbBIOTALUS,
UHTEPPEPEHTHOCTb, ICTETUUECKOE HAPsKEHHUE.
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