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THE ARTISTIC WORLD OF THE LITERARY URALS REGION IN
THE RESEARCH OF S.G. SHARABASOV

Annotation. The purpose of this research is to examine and identify the distinctive
features of scholarly perspectives in Kazakh literary studies, as well as the unique
approach to the analysis of poetics in the works of Ural and Kazakh writers, as reflected
in the evaluation of Professor Serikkali Gabdeshevich Sharabasov. Particular attention is
devoted to the professor’s works, which aim to reinterpret literary texts that reflect the
artistic worldview of the urals literary region through the lens of modern methodologies
and technological approaches. The study analyzes Sharabasov’s research on the
representation of the artistic world in the writings of Ural authors — M. Yeslyamgaliyev’s
historical novel «Otiteke 6m» (Aiteke bi), M. Shuinshalieva’s collection «I1lybepek
KysIpmak» (Rag Doll), and Z. Kabdolov’s unfinished work on Makhambet.

The research of S.G. Sharabasov’s scholarly works is preceded by a review of
theoretical materials concerning the literary concept of the artistic world. Within this
framework, the article presents the key ideas and arguments developed by V. Solovyov,
V. Rozanov, V. Bryusov, B.M. Eikhenbaum, M.M. Bakhtin, B.V. Kondakov and T.D.
Popkova. The general consensus among these scholars is that the artistic world
represented in a literary text serves as a mode of the author’s self-expression. The paper
highlights the significance of employing synonymous concepts such as the general
aspects of being, world harmony — or, conversely, disharmony, chaos, and absurdity —
within the theoretical discussion. It also emphasizes the importance of the authors’
recreation of the “state of the soul” of their characters and their reflection on universal
human issues such as good and evil, honor and dishonor.

The concept of "artistic world" is considered by foreign researchers to be a "textual
world." It is most prominently represented in works by K. Vathanalaoha, M. Burke and
Canning.

The practical part of the article presents an overview of Professor Sharabasov’s
research devoted to the artistic worlds created by M. Yeslyamgaliyev, MShuinshalieva,
and Z. Kabdolov. According to Sharabasov, Yeslyamgaliyev objectively depicted a
philosophical perception of life and the unique phenomenon of Carnage (traditional
judicial authority) in the history of the Kazakh people, particularly within the Younger
Zhuz. In the view of the professor, Z. Kabdolov, for the first time in modern Kazakh
prose, achieved a masterful artistic interpretation of loneliness and alienation as the
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essential conditions of a tragic personality. The principal conclusion of the Ural literary
scholar is that the artistic world, created by the author’s imagination, serves as a form of
self-expression that reveals the individuality and inimitable style of each writer.

Keywords: artistic world, literary research, state of the soul, stylistic
individuality.

Introduction

The concept of the “artistic world” in literary studies is closely associated with
such notions as “the world of literature "and “the poetic world.” When reflecting on the
artistic world of a particular writer, one may explore the relationship between the
individual and the world created within their literary works, as well as its connection to
the general condition of reality. Russian writers such as L.N. Tolstoy and V. Korolenko
often used the word “world” (amem) in this sense. Consequently, by the late 19th century,
the term “world” had replaced a number of literary-critical concepts such as “content,”
“reality,” “environment,” “society,” “type,” and “hero.” Thus, the
term “world” acquired a greater semantic capacity and depth.

In the context of art and literature, “world” represents an integral picture of
spiritual life and serves as an indicator of its most essential aspects. As a result, a literary
work and the author’s creative output are perceived not merely as products of culture, but
as its primary sources. From this perspective, literary studies seek to uncover the universal
aspects of existence expressed by the author in a work of art — the world’s harmony, or
conversely, its disharmony, chaos, and absurdity. According to B.V. Kondakov and T.D.
Popkova [1, p. 130], all phenomena within the artistic world can be understood as
manifestations of the state of the soul. As V. Solovyov asserts, “the soul of the artist
(writer) is capable of individually perceiving and embodying the universal essential
meaning of the world and of life” [2, p. 401].

Materials and Methods

The materials of this study include scholarly, popular-scientific, and journalistic
works by Professor Serikkali Gabdeshevich Sharabasov (1946—-2016) which analyze the
artistic world of the Urals literary region as represented in the works of regional and
Kazakhstani writers.

The research is based on a comparative analysis combining theoretical and
practical approaches. The theoretical framework draws upon the conceptualizations of
the artistic world proposed by K. Vathanalaoha, M. Burke, P. Canning, V. Solovyov, V.
Rozanov, V. Bryusov, B.M. Eikhenbaum, M.M. Bakhtin, B.V. Kondakov, and T.D.
Popkova. The practical component examines Sharabasov’s literary analyses of M.
Yeslyamgaliyev’s historical novel Aliteke 6u (Aiteke bi), Z. Kabdolov’s unfinished
work on Makhambet, and M. Shuinshalieva’s collection of stories “Illy6epex
kybipmak”’ (Rag Doll), all of which contribute to the representation of the artistic
worldview of the Ural region.

Research Results

Life, Death, Truth, Goodness, Evil, Faith, Love, Beauty, Harmony, and Chaos —
as an interconnected system of essential human concepts preserved within traditional
religions — were analyzed by Vladimir Solovyov in the context of synthesizing humanistic
truths and their reflection in an author’s artistic world. Based on Solovyov’s philosophical
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ideas, one can better understand Professor S.G. Sharabasov’s admiration for the artistic
world of the Ural writer Mira Shuinshalieva, particularly as expressed in her republished
collection «Illy6epex kysipmak» (Rag Doll). This work received high praise from A.
Nurpeisov, President of the Kazakhstan PEN Club, and from the contemporary writer D.
Isabekov, who wrote an enthusiastic review.

In his commentary on Shuinshalieva’s creative works, Sharabasov refers to the
thoughts of the world literary classic Henrik Ibsen, who stated that “a person with a deeply
moral attitude toward life creates profoundly moral works.” By drawing this parallel, the
researcher associates Ibsen’s perspective with the stories of the Ural author. In his
article “Omipzain esinen oi tyiren” (Thoughts Drawn from Life Itself) [3, p.113],
Sharabasov emphasizes that Shuinshalieva’s artistic world is woven from the fabric of
beauty and suffering alike — an artistic reproduction of the author’s own destiny, since the
writer herself embodies inner and outer beauty. Sharabasov’s reflections on her artistic
world resonate with Solovyov’s interpretation of F. Tyutchev’s poetry as “a perfect
recreation of physical phenomena as states and actions of the living soul,” conveying “the
living beauty” as a manifestation of truth [2, pp. 466—467]. According to Sharabasov, the
characters in Shuinshalieva’s stories often mirror the author’s own fate, marked by
tragedy beginning with the early death of her mother. Like her heroine Aigul
in “IlyGepex kyslpmak” (Rag Doll), Shuinshalieva experienced the hardships of
orphanhood but retained throughout her life the ability to see and cherish its bright and
joyful moments. Citing M. Gorky’s observation about “two types of human behavior:
decay and burning,” Sharabasov concludes that Shuinshalieva’s life and creative world
exemplify the path of those who “burn” — the strong in spirit. Despite the loss of her
beloved husband and child, the author endured life’s hardships with resilience, raising her
children, maintaining family harmony, completing her education, working as a journalist,
and writing about the heroism and struggles of her contemporaries in the post-Soviet
period. In her stories such as “XKanrez6acter” (The Lonely One), “Oxininn” (Regret),
and “Ym remnemik” (Three Hills), Shuinshalieva artistically reinterprets the “states and
actions of the living soul” of her generation. Her characters undergo moral tests of
kindness, patience, wisdom, and humanity — facing the eternal struggle between
conscience and dishonor.

B.M. Eikhenbaum regarded the artistic (poetic) world as a manifestation of the
writer’s unique stylistic individuality [4, pp. XLIX—LII]. M.M. Bakhtin, in turn, viewed
the artistic world as a unified whole, complex in its spatial-temporal structure and defined
by the interaction of multiple “worlds of consciousness” [5].

The interpretation of the "artistic world" in foreign literary studies is unique. This
concept is analyzed as a "textual world." It is studied in the aspect of reader reception.
The most similar studies are presented by K. Vathanalaoha [6], M. Burke [7], P. Canning
[8].

Sharabasov identifies precisely this stylistic uniqueness and the interplay of
“consciousnesses” in Shuinshalieva’s works, which vividly reflect the moral and spiritual
world of people in the 1990s — a distinctive artistic universe of the author.

According to V. Rozanov [9, p.39], the artistic world must necessarily contain
ethical values, expressing ideals and moral relationships — between Good and Evil, Truth
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and Freedom. V.Bryusov, when analyzing the creative individuality of writers and artists,
used such terms as worldview, world contemplation, and world structure as near-
synonyms of artistic world, emphasizing their original meanings — “the view of the
world,” “the contemplation of the world,” and “the ordering of the world.” Unlike
Solovyov, Bryusov stressed the deep interrelation between the writer’s world and the
reader’s world [10].

In accordance with Bryusov’s interpretation, Sharabasov appeals directly to the
readers of Shuinshalieva’s works, asserting that her new collection immerses them in the
post-Soviet reality where the author reflects on Good and Evil, wisdom and carelessness,
honor and conscience, exploring the inner world of the human soul.

As B.V. Kondakov and T.D. Popkova note, the artistic world as a phenomenon of
spiritual reality is unique and individual. They also propose semantically close
expressions such as vision of the world, image of the world, and model of the world [1,
p-136].

The vision, image, and model of the world of the Ural writer M. Yeslyamgaliyev
are examined by Sharabasov in his article “XKypexk >xbipnaiiasl, sxputaiinsr” (The Heart
Sings and Weeps) [11, pp.179—-183]. Among Yeslyamgaliyev’s finest works, Sharabasov
highlights “Tonkea men arei” (Waves and Currents), “O3 xyperine yHUT (Look into
Your Own Heart), “Tyman imrinzgeri kym” (The Power Within the Fog), “Oiitexe
o6u” (Aiteke bi), “Tene 6u” (Tole bi), “Ilaptuzan Kaceim Kaiicenos” (Partisan Kasym
Kaisenov), “Ax 0ata” (Sincere Blessing), “JKaxanma JlocmyxambeToB” (Zhakhansha
Dosmukhambetov), and the tragicomedy “XXa3bikcbix Tamran sxac” (Tears Shed Without
Guilt). According to Sharabasov, these works reflect the manifestation of humanity,
moral values, the eternal struggle between good and evil, cowardice and courage, love of
one’s homeland, and bravery. The artistic world of Yeslyamgaliyev, in Sharabasov’s
assessment, is most fully revealed in the historical novel “Oiitexe 6u” (Aiteke bi). The
scholar compares its philosophical depth to Tolstoy’s War and Peace and Auezov’s The
Path of Abai, describing Aiteke bi as an enduring enigma — “a phenomenon yet to be fully
grasped by contemporary readers.” Sharabasov explains that while a state may have a
khan who governs wisely, a brave warrior who defends the nation, and an army that obeys
discipline, it is the bi — the wise judge — who must voice truth before the ruler and speak
on behalf of the people. This moral and philosophical essence is masterfully embodied in
the image of Aiteke bi, the chief bi of the Younger Zhuz. Through psychological
precision and realism, Yeslyamgaliyev succeeded in portraying the phenomenon
of biystvo (the institution of wise judicial authority) as a unique aspect of Kazakh cultural
heritage. Sharabasov stresses that the novel’s power lies not only in its stylistic mastery
but also in its deep philosophical foundation — rooted in the traditions of ancient Kazakh
orators (sheshens) such as Zhiyembet and Syrym, who resolved disputes through wisdom
and diplomacy. According to Sharabasov, the creative intuition of Yeslyamgaliyev — his
“inner sense” as an artist — allowed him to revive the forgotten moral and judicial
traditions of the Kazakh biys, making them part of modern literary art. In this way,
Yeslyamgaliyev stands out as the first in Kazakh literature, after M. Magauin’s earlier
attempts, to have successfully created the image of a bi as the defender of the people — a
realistic and spiritually rich symbol of Kazakh wisdom and justice.
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According to Professor S.G. Sharabasov, many authors have created works
dedicated to the personality of Makhambet Utemisov — beginning with Ygylman
Shorekov, Khalel Dosmukhambetov, and later M. Auezov, K. Bekkhozhin, S. Mukanov,
and K. Zhumaliev. These include short stories, novellas, poems, and novels. However,
what interested the researcher most was the interpretation of the fate of this historical —
and above all tragic — figure of the Kazakh batyr and poet, who fully experienced
loneliness, betrayal by former allies, and rejection by the very people for whom, together
with Issatay, he had endured and suffered so much. This interpretation belongs to the
writer and scholar Zeinolla Kabdolov (1927-2006). He is the author of a novel about
Makhambet, which, according to some domestic literary critics, remained unfinished. Yet
Professor S.G. Sharabasov holds a different view, which he presents in his article “byn
OHIpIH Oap cyIynbeiFel — Oip Fana Maxamberre Typ roil” (“All the Beauty of the Land
Lies in Makhambet”, translated by G.U.).

Discussing the characteristics of historical works about Makhambet written by the
above-mentioned authors, the professor from the Ural University believes that they are
united by the desire to comprehend the image of a strong personality — a defender of the
common people, a talented and unique poet who remains vivid in the people’s collective
memory.According to S.G.Sharabasov, Z.Kabdolov’s novel does not belong to the same
group of artistic works. It is unique, revealing the talent of a writer-scholar striving to
uncover the roots of human conscience and honor, the essence of a person’s multifaceted
inner world — his “nanotechnology” [2, p. 123]. Such is also the inner world of the novel’s
author himself, as Sharabasov emphasizes.

The Ural scholar connects the history of the novel’s creation with Kabdolov’s
visits to the Urals region — a short one in 1968 and a longer stay in 1979. During the latter
visit, the writer traveled to Uralsk, Ak Zhayyk, and Orda. The portrait of Makhambet,
created by Kabdolov based on stories heard from the local people, turned out, in the
author’s view, to be vivid, expressive, and memorable. Y i ke3re Teprce Kepricis
KapaHFbl, Kam-Kapa /1a, 0ac KOpIHTeH Kep OMBIN ajFaHIail amak, >Kam->KapblK. [imTi
aKpUIFa ChIiiMaibl, one0ip aK yJjina coyle MIaHbIpaKTaH cayJjan KYWBUIBII, IIBIMBIpP-
IIBIMBIP KaifHaI, IarblpMakK HYp-IIYFbUIACHIH Oac KipreH Oocarara Terinm Typ. by na
KyMOaK, MyHBIH J1a Kajail ekeHi 6enrici3» //"Inside the house it is pitch-dark — even the
sharpest eye can discern nothing; yet the place where the head can be seen is dazzlingly
white, blindingly bright, as if that very spot had been deliberately cut out to capture the
light. It is beyond comprehension. Unbelievable. It seems as though the rays of the sun,
boiling somewhere in the distance, have entered that part of the house and are
purposefully pouring and overflowing their grace, a stream of pure whiteness, from the
threshold to where the head is visible. This too is a mystery — it is impossible to understand
how such a thing can be." (Translated by G.U.)

What particularly amazes the literary scholar is the author’s depiction of the
simultaneous mystery and enchantment created by the play of sunlight within the room:
«AK MaMbIK apail alpbBIH-YHpIH ©3iHIH JKOFapblIaH TOMEH Terilyl KbI3BIK:
marbIpaMan b, OYJIBIH-OYJIBIH O1p 130€H KbIJTaHCHIPATTaHA KBUDKBIT, CYCHITT KYHUIIa b,
OcblfaH OKTa-TEKT€ MBIH-MBIH ThIpHA KO31HJAEH Ti3iie >KbUITBIparaH KyMIC arblH
aparjacajpl Ja, KYJIIpEyIITeH MaHAaWIara Kapai HIyObIpa CBIPFBIM, KOCBII-KOCHII
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eTeli. Opi ChIPIbI, 9pi CUKBIpIbD // "It is astonishing how the snow-white rays, like
weightless down, pour from above onto the floor: they neither scatter nor disperse, but
flow — swaying, twisting like a serpent, shimmering. It seems as if into all this there
imperceptibly merges a silvery stream, reminiscent of the pupils of a thousand cranes,
blending with it, gliding and gleaming from the smile on the face to the forehead.
Mysterious and magical at the same time." (Translated by G.U.)

What S. G. Sharabasov finds remarkable in the artistic style of Z. Kabdolov in this
novel is the author’s creation of the portrait of the protagonist’s head through the use of
antithesis and the play of light, just as in his description of the illumination of the room.
«Keckini TaHpIC TOpi3/i: Kapa miai, Kapa Kac, Kapa MypT — 0apije KkeMipaen Kapa, ThII-
TBIKBIP, KBIM-XKBUITBIP. Ocipece TOOECIH Teric KalnKaH Kapa MIAIIThIH Typl MEH Tyci
afpBIKIIA; KYHIBI3 CHUSKTBI, SIKH KYJIBIH CAybIPBIHBIH KO3 YsUITap THIKBIP TYT1 TOpi3i
KBUIT-KBIIT erefi. Mekreri Oip IIeKiM IMIOKIIA cakal Ja Kam-Kapa, KbIM-KbICKa,
Y3BIH/IBIFBI €Ki-aK €lli, TYI aFbl KYJITEJIeHIeH ThIFbI3. "Opi cyiy, api cycthl”" "The face
seems somehow familiar: black hair, black eyebrows, black moustache — everything is
coal-black, smooth and shining. Especially striking are the thick black locks evenly
covering the head: they gleam like beaver fur or like the glossy coat on the back of a foal.
On the chin — a small tuft of beard of the same color, bluish-black, very short, about two
inches long, with a dense fringe at the base. Both beautiful and formidable." (Translated
by G.U.)

Yet the narrator’s special attention is drawn to Makhambet’s eyes, which express
such contrasting emotions. They convey now fiery passion, now the fading sense of
sorrow — flaring up and dying down alternately. According to S. G. Sharabasov, many
writers have tried to turn Makhambet into a holy spirit (aruakh) or a museum exhibit, but
not Z. Kabdolov. The Ural scholar believes that Kabdolov managed to depict Makhambet
during the final, unsuccessful days of his life — after the loss of his friend, ally, and
comrade Issatay — portraying the most tragic period in the poet’s fate. Kabdolov achieved
this by employing modern artistic and literary techniques, characteristic of his poetics,
which were quite untypical for Kazakh literature of the Soviet period. Sharabasov asserts
that Kabdolov succeeded in psychologically precise and artistically vivid depiction of
loneliness and suffering of a tragic personality, as well as the multilayered complexity of
his inner world and spiritual state. Evidence of this is found in Makhambet’s meditations
in the novel: "Anamra Oip per OepiieTiH a3 FYMbIpAA TIPIIITIKTIH OCHI TYPAKCHI3/IbIFbIH
TinTi kKepe-oiny ne Kynaiasia Oyiipeirs! mbsirap-ay!?" (“Perhaps the instability of fate, in
this brief life given to man, is also God’s will!?”’ (Translated by G.U.)

According to Professor Sharabasov, the true value of Kabdolov’s poetic narrative
style lies in his ability to immerse the reader into Makhambet’s thoughts, into his
agonizing search for an answer to the question: why did the people who had once so
zealously supported him and Issatay in their uprising against the rulers of life turn away
from him? During the nine years following Issatay’s death, Makhambet is lost in
reflection. “It seems to him that human fate, like a woman’s inconstancy, is often fickle.
He notices that all living things around him have turned away, have renounced him. He
feels himself like a wandering camel. Nowhere does he belong. When he tries to talk to
anyone, they run away in fear. Those who once seemed his friends have changed, become
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different. Seeing him from afar, they avoid him or hide. As if they had seen a wolf. They
flee as from the plague. Everyone. Then for whose sake had he spent his life in the saddle,
endured hardships, fought in sweat and pain? What was it all for? A camp? Then who
was the one he used to call his people? Ah, the people who became the prey of the clawed
and the fanged!” (Translated by G.U.)

Makhambet’s reflections lead him to the conclusion that the cause of his people’s
misfortune lies in their indecisiveness and unwillingness to unite for their freedom. This
weakness is exploited by the masters of life — like leeches, they suck the people’s blood.

During the nine years he lived without Issatay, Makhambet traveled across the
lands of Khiva, visiting the Kazakh clans of Alim, Zhetiru, Baiuly, the Adai, and the
Alash. No one supported him. Only the faithful Akborik accompanied him everywhere.
Everyone else was cowardly, silent, disillusioned — as if their fangs had been broken.
These journeys, his attempts to find new like-minded companions, led to nothing.

In response to readers’ frustration and disappointment that Z. Kabdolov did not
include Makhambet’s poetry in the novel or depict any victorious battles involving him,
the well-known scholar of the Ural region explains that the writer’s distinctive artistic
style is characterized by ellipsis — by what is left unsaid. This feature is typical not only
of this novel but of many of Kabdolov’s works. It is precisely this that makes his style
remarkable: in accordance with modern theoretical principles of world literary studies, he
introduces “ellipsis” into his artistic works, awakening the reader’s interest and making
the reader’s reception the final link in literary communication.

For our part, we would add that Z. Kabdolov’s novel about Makhambet can be
classified as a work of existentialism, dealing with themes of alienation, the absurdity of
existence, and the loneliness of the individual, while focusing on the inner world,
freedom, responsibility, and the search for meaning.

Researcher K. Abdezuly, however, considers Z. Kabdolov’s novel about
Makhambet to be unfinished. Unlike Professor S.G. Sharabassov, he does not emphasize
existential problems but interprets Kabdolov’s work as an epic one, reflecting historical
events. K. Abdezuly draws attention to the images of Abulkhair, Bokey Sultan, the birth
of his son Zhakhanger, and the descriptive episodes of the Urals -
particularly Syrim, Karoy, Taisoigan, the lakes and rivers, and especially
the Xappimmmbikkan River (The Burst One/ translated by G.U.). The article also
highlights the special symbolism of the place Kapaoit (Dark Thoughts / translated by
G.U.), where the poet spent the last days of his life. The poet’s tragic death would later
occur in this very place.

Polyphony, as well as the particular role of nature and landscape in shaping the
fate of the hero, is emphasized by K. Abdezuly. He cites a passage from the text in which
father and son — Otemis and the young Makhambet — ride along a river with a telling
name: "JKaphIMIIbIKKaH — COHJIAW aNJaMINbl ©3€H, TEPeHI TCHTEK, TeK OeTi FaHa
kynemi" [9, p.3]. According to the researcher, the river’s name, serving as a symbol,
foreshadows the destiny of the protagonist. The article emphasizes Kabdolov as a master
of introducing landscape details as a means of conveying Makhambet’s psychological
state, and as one of the pioneers of intellectually oriented works in Kazakh literature.
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Conclusion

Returning to the studies of Professor S.G Sharabasov on the artistic world of the
Pre-Ural regionin the works of Ural and Kazakh writers, published in his
books "Oiitonrak: MyOJUIIUCTUKATIBIK Ka30ajap, 91e0u TOJFaHbICTAp, apHAyJap MeH
eckenikrep" and "Kexkuek: FpUIBIMU 3epTTEYIIEp, ICCeNep, KOpKeM mpo3a' , one arrives
at the conclusion that the author of these books values the understanding of the concepts
of “worldview,” “image of the world,” and “model of the world”through the distinctive
individuality of the writer. Such a writer is able, through space and time, to perceive and
comprehend the states and actions of the living soul of his characters, regardless of the
historical era in which they live. At the same time, according to Sharabasov, the artistic

world is a method of self-expression for the author of the work.
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Ymaposa I'.C., AkOys1aToB A.A.
IHNAPABACOBTBIH C.¥3EPTTEYIHAEI'I OAEBU OPAJI OHIPIHIH
KOPKEM 9JIEMI

AnpgaTna. MakanaHblH epTTeyAiH MakcaTel — M.OTemicoB aThiHIarbl batbic
Kazakcran wmemiiekeTTik yHuBepcuTeTiHiH mpodeccopbl Cepikkanu Fadmemnryisr
[MlapaGacoBTein  JKaifblk  eHipi koHe KazakcTan  jKa3ylIbUIapbIHBIH — 91e0u
HIBIFapMaJIapbIHBIH MTOTUKACHIH TaJIayJblH KOPKEMIIK ONEMiH TaHBITYIArbl Ka3ak
oneOueTTaHy FbUIBIMBIHA KOCKaH YJIECiH, FBUIBIMH €HOEKTep/eri Ke3KapacTapblH
3eprrey. IIpodeccopasin Opan eHipiHE TOH IYHHETAaHBIMBIH OCHHENCUTIH KOPKEeM
MOTIHAEP/l 3aMaHayHd TEXHOJIOTHsUIAD TYPFBICHIHAH KApacCThIpyFa YMTBHUIFaH €HOeKTepi
Oactel Hazapra anbiHABL [Ipodeccopnb Kaitblk kamamrepnepi M.EciasMranneBTiH
«OuTeke Om» Tapuxu pomansl, M.Iy#inmanueBanbiy «lllyGepek KybIpiiak» arThl
JKUHAFBI, 9ne0ueTini FaibM, xka3zymbl 3.KabmonoBTeiH MaxaMOeT Typamnsl askKraaMan
KaJIFaH IIbIFapMachIHbIH KOPKEMJIIK QJIEMIH 3epTTEreH MaKaiajaapbl KapacThIPbLIa bl

C.I.IlIapabacoBThIH FHUIBIMH €HOEKTEPIH 3€pTTEy OapbhIChIHIA «KOPKEM JAYHHUE
o/1e0M TYCIHITIH TYCIHyre apHaJlFaH TeOpUsJIbIK MaTtepuanaap Oepineni. byn acnekrine
B.ConoBees, B.Po3aHoB, B.Bprocos, b.M.Diixenbaym, M.M.baxTuHHiH,
b.B.Konnakosa, T.Jl.IlonkoBanapabiH Oyl TepMUHAI TYCIHIIPYHIH HETI3Ti epexenepi
KepceTuiredH. Makasia MoTiHIHJIe OeiiHEeIeHI'eH KOPKEMIIK JYHUE LIbIFapMa aBTOPbIHBIH
©31H-031 TAHBITY 9/iCi €KEHJIrl Typasbl 3epTTEYLIUIEPAiH JKalMbl MiKipaepi OepuireH.
3epTTeneTiH TEOPHUSIIBIK MaTepuai acleKTICIHAE OOJIMBICTHIH KalMbl acCHEeKTiIepi,
ONeMJIIK YHJECIMAUIIK HeMece Xaoc, abCypll CHUSKTHI CHHOHUMIEPi KOJIaHYIbIH
MaHBI3IBUTBIFBI Typasibl wiaes artan oTuteni. CoHpai-ak aBTOPIAPIBIH KEHIMKepsep
«KOHUT KYHiH» cypeTTey IIeOepiri, >KaKChUIBIK MEH 3YJIBIMIBIKTBIH, ap-HaMbIC NEH
JKANIMBl  amaM3aTThIK MOCENeNiepiH TalgayJarbl FaJbIMHBIH 3€pPTT€Y EHOEKTEpiHIH
MaHBI3IBIIBIFBI TAJTKbIIAHA B

«Kepkem ayHHWE» YFBIMBIH IIETENAIK 3EPTTEYIIUIep «MOTIHAIK oJeM» el
ecenteiini. On K. BaranamaoxaneH, M.bepkriH xoHe KaHHUHTTIH eHOEKTepiHIe €H
KOPHEKTI TYP/I€ YChIHBUIFaH.

YCBIHBUIBIIT  OTBIPFAaH MAaKaJaHbIH NPAKTUKAIBIK OeNiMIHJAE FaJbIMHBIH
M.EcnamramueB, M.11yiiamanuesa xxone 3.Ka0510B xacarad KOPKEMJIIK 9JIeM TypaJibl
FBUIBIMM €HOEKTepiHiH HoTDKenepi Typanbsl aiThuianel. C.IllapabacoB sxa3ymibl
M.EcnsmMranueB Typasibl «Ka3aK XaJKbIHBIH TapuXbIHAAFbl, ocipece, Kimn xky3
TapuxbiHIa eMipai (GUIocoPUANBIK TYpFhIIaH KaObUiaayabl, O (pEeHOMEHBI Typalibl
Oipereil KYOBUIBICBIH OOBEKTHBTI TYpIE KOPCETTI» JereH Oara Oepce, >Ka3yIbl
«3.Kab1010B Ka3ipri Ka3ak Mpo3achklHa ajlFalll peT TpareIusuIbIK TYJIFaHbIH KaJFbI3ABIK
MeH JKaTThIK KYWIH KOPKEMIIKNEH TYCIHE OUITeH» JereH TYKBIPBIM JKacauIbl.
OneOueTTanyIIbl FAIBIMHBIH HET13T1 TYXKBIPBIMBI — aBTOP/BIH KUSUIBIHAH TyFaH KOPKEM
JYHHE — Op aBTOP/IbIH J1apa, KalTajaHOac CTHIIIHIH ©31H-031 TaHBITY ()OpPMAaCHI.

Kiar ce3nep: kepkeMIik aneM, i3/IeHiC, KOHUT KYH, CTUIB/IIK JapalibIK.

135



WwAMp
B
L)

J;li'i;hnsx\{'é

BKY Xa6apuubicbi
BectHuk 3KY

4(100) — 2025

Ymaposa I'.C., AkOysaToB A.A.
XYJTOKECTBEHHBI MUAP IMTEPATYPHOI'O IIPUYPAJIbS B
HNCCIEJOBAHUSAX C.I'IIAPABACOBA

AnHoTtauus. Llens uccienoBaHusi — U3y4UTh U BBISICHUTH CBOEOOpa3ue B3rJIs10B
B HAy4HbIX TpPYyJaX IO Ka3axCKOMY JIMTEPAaTypOBEACHHIO, YHMKAJIbHOCTh aHAJIN3a
MOATUKU JIUTEPATYPHBIX MPOU3BEICHUM YPaJIbCKUX M Ka3aXCTAHCKUX MHCATENeH IO
OTOOpaKEHHIO WX XYJ0KECTBEHHOTO MHUpa B OmeHke mnpodeccopa Cepukkamu
labnemesnua IllapaGacoBa. AKueHTUpyeTCss BHUMaHuMe Ha paboTax mpodeccopa,
CTPEMSILErocsl C MO3ULUU COBPEMEHHBIX TEXHOJIOIMH PacCMOTPETh XYJ0’KECTBEHHBIE
TEeKCTBl, OTpaxkaromue KaptuHy Mupa Ilpuypanss. HcciaemoBanbsl — cTaTbu
JUTEPATYpPOBENIA MO OTPAKEHUIO XYJA0KECTBEHHOTO MHpa B IIPOU3BEACHUSIX YPAIbCKUX
nucarenei M.EcnsaMranueBa B UCTOPUYECKOM poMaHe «OHTeke Ou» / «AlTeke O6m»,
M.lyiinmanueBoit B coopHuke «lllydepek Kysipmaky / «Kykna U3 TpsmKuy, mucaTens-
yuéHoro 3.Kab00Ba B He3aKOHUEHHOM MpoU3BeieHuN 0 Maxambere.

UccnenoBanuto  Hayunbix  TpynoB  C.I.IllapaGacoBa  mpeAmiecTBYOT
TEOPETUYECKHE MaTEpHAlbl IO OCMBICJIECHUIO JIMTEPATYpOBEIUECKOTO  IMOHSITHS
«XYyIO)KECTBEHHbI MHUp». B 1TaHHOM acmeKkTe U3J0KE€Hbl OCHOBHbBIE IOJIOKEHUS
obocHoBaHus ykazanHoro TepmuHa B.ConoBbeBa, B.PozanoBa, B.bprocona,
b.M.Diixenbayma, M.M.baxtuna; b.B.KonmakoBa u T./[.IlonkoBoit. IlpuBoasrtcs
o0IIre MHEHHs MccieoBaTelIei 0 TOM, YTO OTPaXXEHHBIH B TEKCTE XYJ10’KECTBEHHBIN
MHUD SBJISIETCS METOJOM CaMOBBIPAKEHUSI aBTOpa MPOU3BEACHUS. BrienseTcs MbICIb O
BaKHOCTHU B aCIIEKTE UCCIEAYEMOr0 TEOPETUUECKOIO MaTepHalla UCIIOJIb30BAHUS TaKUX
CHHOHUMOB, KaK OOIIME acCMeKThl OBITHS, MHpPOBas TapMOHHUsS, WIH XK€, HAao0OpOT,
JTUCTapMOHUS, Xaoc, adcyp. [Ipu 3ToM roBopUTCS 0 3HAUHUMOCTH BOCCO3/JaHHS aBTOPAMHU
«COCTOSIHMSI IyIIN» T€POEB, OCMBICIIEHNE UMH 001I[eueIoBeUeCKUX mpoodieM 1o0pa u 31a,
4ecTu U OecuecTus.

[TonsiTie  «XymOKECTBEHHBIM MHUP» y  3apyOeKHBIX  HCCIIeOoBaTENCH
paccMaTpuBaeTcsi KaK «TEKCTOBbII Mup». boiee Bcero OH TIpeacTaBleH Yy
K.Vathanalaoha, M.Burke, Canning.

IIpakTHueckass 4acTh IMpEAJaraéMoil CTaTbU COAEPKHUT H3JI0KEHHE HAYUHBIX
tpynoB mpodeccopa C.I.IllapabacoBa 1Mo XyI0KECTBEHHOMY MHPY, CO3/IaHHBIM
M.EcasmranueBeiv, M.UlyiinmanueBoit u 3.KabmnoseiM. B.Ecasmranues, 1o
[[TapabacoBy, 0OBEKTUBHO 0TOOpa3ui GuIocohCKoe BOCTIPUATHE KU3HH, YHUKAITBHBIN
(eHOMeH OUiiCcTBa B UICTOPUH KAa3aXCKOTO HApOaa, 0COOEHHO B HICTOPUH MIa IlIero xy3a.
ITo Bugenuto mpodeccopa 3.KabmomoBa BHEpBbIE B COBPEMEHHON Ka3axCKOW Mpo3e
MacCTEpPCKU YJAJIOCh XYAOXKECTBEHHO OCMBICIIUTH COCTOSSHUE OJUHOYECTBA U
OTUY)XIEHHOCTH  Tparuyeckod  JHYHOCTH. (OCHOBHOM  BBIBOJ  YPaJIbCKOTO
JUTEpATypOBeIa — XYAOXKECTBCHHBIH MHp, CO3AaHHBIN (paHTa3weil aBTOpa, SBISETCS
dbopMoil caMOBBIpa)XEHHUS HMHIWBHUIYALHOTO HEMOBTOPUMOIO CTWJIS KaXXIOTO U3
aBTOPOB.

KuroueBble ci10Ba: XyJ0KE€CTBEHHBIM MHpP, UCCIEJOBAaHUE, COCTOSHHE IYLIH,
CTHJIEBAsI UHIUBUAYaIbHOCTD.
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