HU3BECTHA KazYMOuMA umeru AbbLaaii xawa. Cepust “©UJI0/IOTHYECKHE HAYKH” No. 1 (80) 2026, 560-575 c.

YIAK 615:378.147
MPHTH 76.31
https://doi.org/10.48371/PHILS.2026.1.80.035

MOJEJIb UCITIOJIB30BAHUS UHTEPAKTUBHBIX METO/10B
B ITIPOIIECCE OBYYEHMS ®APMAIIEBTUYECKOM
TEPMHUHOJIOI'NU
lessikoBa T.B.!, "Jlucapuau E.K.%, Tarapenxo T.J[.>, Kynerunpauaosa T.A.*
I-4KazaxCKuil yHUBEPCUTET MEKIYHAPOIHBIX OTHOMICHHI U MUPOBBIX S3bIKOB
uM. AObLtait xaHa, Anmatel, Kazaxcran
2.3 KasHMY um.C.AchenausipoBa, . Anmarsl, Kazaxcran

AHHOTanus. B Hacrosmiel crtatbe mpencTaBieHa KOMIUIEKCHAsT MOJEINb,
KOTOpasi UHTETPUPYET UHTEPAKTUBHBIE METO/bI OOYUYEHHUS B MPOLECC U3YyUCHHUS
(apmaneBTHYeCKON TEPMUHOIOTUN M XMMUYECKOH HOMEHKJIATYPhl Ha 3aHATHSIX
10 JTATUHCKOMY SI3BIKY.

AKXTyanpHOCTb HCCIIeJOBAaHUS o0ycioBieHa BO3paCTaIOMINMH
TpeOOBaHUSAMH K KauecTBY NpOPEeCCHOHAIBHOW MOATOTOBKH  OyIyIIMX
¢dapmaneBTOoB, TIe BiajeHHME (ApMANEBTHYECKOW TEPMUHOJIOTHEH W
XMMHAYECKOM HOMEHKJIATYypOH Ha JIATUHCKOM S3bIKE SIBIISETCS KIIFOUEBHIM
SMEMEHTOM NpO(eCcCHOHANBFHONH KOMIETEHTHOCTH. B ycloBMSX pa3BuUTHA
udpoBoil 00pa30BaTENLHONW Cpelbl BO3pAcTaeT MOTPEOHOCTh B METOAMKAX
00yueHHsI, KOTOPbIE OTHOBPEMEHHO 00ECIIEUNBAIOT BHICOKYIO BOBJICUEHHOCTD U
3G PEKTUBHOCTH YCBOCHUS MaTepuaia.

HoBusna paboTsl 3akitodaeTcs B pa3padoTKe 1 000CHOBAaHUY KOMIUIEKCHON
MOJIENT! MHTETPallMi UHTEPAKTUBHBIX METOI0B O0y4YeHHs B MPOIECC U3yUCHHUS
JIATHHCKOTO S3bIKa B (hapMalleBTHYEeCKOM 00pa3oBaHWU. MoJens npeacTaBiseT
co0OH TMOCIIe0BaTeNbHYI0 CUCTEMY OT aHaJIM3a MOTPEOHOCTEN 00ydaromumxcs
70 WTOTOBOM OIIGHKH pE3yJbTaTOB, OPHUEHTHPOBAHHYIO Ha IIOBBIIICHHE
po¢heCCHOHAIBHOM TOTOBHOCTH CTY/ICHTOB.

Ilens wccrenoBaHUsl COCTOUT B CO3AAHUHM M OMHMCAHWM METOANYECKON
MOJICNIM,  HANpPaBICHHOM Ha  MOBBIIEHHE APPEKTUBHOCTH  OOyUEHHUS
(bapmaneBTH4IeCKON TEPMUHOIOTUN M XUMHUYECKOH HOMEHKJIATyPBI ITOCPEICTBOM
MIPUMEHEHHS WHTEPAKTHBHBIX TEXHOIOTUH.

B kagecTBe METONOB HCCIENOBAaHMS HCIIOIb30BAINCH AHAIN3 HAyYHON
JUTEPATYPHI 10 MEJaroruke u papManeBTHIecKoMy 00pa3oBaHUIO, CTPYKTYPHO-
(GyHKIMOHATBHOE  MOJENMPOBAaHHWE,  CHCTEMATH3alMsl  WHTEPAKTUBHBIX
TEXHOJIOTHH, a TakXe TIeJaroruueckoe HaOMIoIeHHEe M OIEHKa Y4YeOHBIX
JIOCTUKEHUH CTYIEHTOB.

B pesynmprate paspaboTaHa MHOTOATaNHAas MOJENb, BKIIOYAIOIIAS
MOTHBALMOHHBIA OJIOK, COOOIIEHHE TEeMbl W OXHIAEMBIX pE3yJIbTaToB,
NpeoCTaBIeHne HEeoOXoAMMO HH(pOpMAalWY, BBIIOIHEHWE HHTEPAKTUBHBIX
3aJaHui, TOJBEJEHHE UTOrOB M peduexcuto. OmnpeneneHbl KIIOYeBbIe
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MHTEPAaKTUBHbIE TEXHOJIOTMH, OOECIEeYUBAIONINEe AaKTUBHOE BKIIOUYECHUE
Ka)J10ro o0yuaroImierocsi B 00pa3oBaTesbHbIi U UCCIIEI0BATEIbCKUNA MTPOLECCHI.
VYcraHoBiI€HO, YTO pediaekcust SBISETCS BAKHBIM KOMIIOHEHTOM MOJEINH,
MO3BOJISIFOILMM CTYAEHTaM OCO3HaBaTh CIIOCOOBI JOCTHKEHHs yUeOHbIX Iieneid,
a IpenojaBaTell0 — OOBEKTUBHO OIIEHMBATH YPOBEHb NpOo(decCHOHAIbHON
TEPMHUHOJIOTUYECKONW KOMIIETEHTHOCTH.

Teopernyeckass 1IEHHOCTb HCCJEIOBaHHUSI COCTOMT B  YTOYHEHHH
CYIIHOCTH TIOHATUS «UHTEPAKTHBHBII» B KOHTEKCTE MPO(ECCHOHAIBHO-
OpPUEHTUPOBAHHOIO $I3bIKOBOIO 00pa3oBaHMsI U B OOOCHOBAHUU CTPYKTYPHBIX
9JIEMEHTOB  HMHTEPAaKTUBHOW  oOpasoBaresnbHOM  Mozenu. IIpakrtudeckas
LIEHHOCTb 3aKJIIOYAeTCsl B BO3MOYKHOCTH IMPUMEHEHUS MPEIJIOKEHHOW MOJeNn
IpU TPOBEICHUU 3aHATUN MO JIATUHCKOMY SI3bIKY B (papMaleBTHUECKUX
By3aX, YTO CHOCOOCTByeT Oosiee MPOYHOMY YCBOCHHIO Marepuala, pa3BUTHUIO
KOMMYHUKATHBHbIX HAaBBIKOB U IOBBIIICHUIO KayecTBa IMPO(eCcCHOHATbHOM
MIOJITOTOBKH CTYJECHTOB.

KiroueBble c10Ba: Mojeiab, MHTEPAKTHBHbBIE TEXHOJOTHHM, pedrexcus,
(apmaneBTHYECKAs TEPMHUHOJIOT U, XUMHUYECKast HOMEHKJIaTypa,
TEPMHUHOJIOTUYECKasi KOMIIETEHTHOCTb, 00y4eHUE, KOMMYHUKAaTUBHbIE HAaBBIKH

Beenenue

B snoxy pa3BuTus o0aIbHOTO 3paBOOXPAHEHUS POJIb (PapMaIieBTHUECKIX
CIELHAIMCTOB PACIIUPSETCs, U MOTPEOHOCTh B BBICOKOKBAIU(HIIMPOBAHHBIX
CTIEIMAJICTaX, XOPOIIO BIAJCIONMX (hapMaleBTHIECKOW TEPMHHOJIOTHEH,
CTaHOBUTCSI OoJiee OCTPOH, YeM KOraa-iu6o. TepMUHOIOTHS COCTaBISET OCHOBY
npodecCHOHATFHON KOMMYHHUKAIMH B (DapMareBTUIECKUX HayKax, MOICPIKABAsT
TOYHOE pacHpesiesieHHe JEKapCTB, MCCIIENOBAHUS, KIMHUYECKUE KOHCYIbTALUU
U MEXIYHapoIHOE COTpyAHHYecTBO. Crnienuanuct (papMaleBTHYECKON OTpaciu
JIOJDKEH CBOOOJIHO BiaJeTh (hapMalleBTUYECKONH TEPMUHOIOTHEH, OOTaHUYECKOi
U XMMHYECKOW HOMEHKJIATYPOH, IOCKOJBKY 3TOT TEPMHUHOJIOTMYECKHI armapar
SIBJISIETCSI OCHOBOM 115l IOHUMAaHMS PELIETITY Pbl, C KOTOPOi (hapMalieBT CTAJIKUBAETCS
B mnpodeccuoHanbHON aesTenbHOCTH. OnHAKO OCBOEHHE (apMalleBTUUECKON
TEPMHMHOJIOTUH MIPEACTABISET 3HAYUTEIbHbBIE TPYIHOCTH /ISl CTY/AEHTOB U3-3a €€
CIIO)KHOCTH, CHICIM(HUKH U JTATHHCKUX/TPEYECKHX S3BIKOBBIX KOPHEH.

CoBpeMeHHbIE TOTPEOHOCTH O0IIecTBa TPEOYIOT COBEPILIEHCTBOBAHMUS
MEarOTHYECKUX METOIUK ISl TIOATOTOBKM KOMIIETEHTHOTO —CIICIHAIACTA
moboi oTpacnu. B mnpakTHueckoil JesTeIbHOCTH CIELHUaTUCTa OTpaciu
3paBOOXPAHEHUS U (papMaldy BaXHOE MECTO 3aHMMAET TEPMHUHOIOTHYECKAs
KOMIIETEHTHOCTB, TOCKOJIBKY €€ BO3/I€HCTBHE CIIOCOOHO CYILIECTBEHHO MOBIUATh
Ha KaueCTBO MPEAO0CTABICHUS YCIYT.

[lon  TEepMHHOJIOTMYECKOM  KOMIIETEHTHOCTBIO  CIEAYeT IOHUMATh
COBOKYITHOCTh 3HAHWH, YMEHHH W HaBBIKOB, O0ECHEUMBAIOIINX IPABHIBLHOEC
MIOHMMAaHHEe, HUCIOJIb30BaHUE W HHTEPIPETAalUI0O TEPMUHOB B ONpEACIEHHOM
npodeCCUOHATBLHOM WM HaydyHOU cdepe.
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CrpykTypa TEpMUHOJOTHYECKOW KOMIIETEHTHOCTH BKJIIOYAET TpPH
OCHOBHBIX KOMIIOHEHTA!

1. KorHuWTUBHBIN — 3HAHUE TEPMUHOB, UX 3HAYEHUH, KJIaCCUPUKALIUN U
CUCTEMHBIX CBA3EH;

2. OmnepanyoHaabHbli — yMEHHE MPaBUIBHO YNOTPEOISATh TEPMUHBI B
YCTHOU U

MMCbMEHHOM peyu, B COOTBETCTBUM C HOPMaMH MpOo(hecCHOHATbHOIO
001IeHUS,

3. PednexcuBHO-01IEHOUHBIN — CLIOCOOHOCTH KPUTUYECKU OCMBICITUBATD
TEPMUHOJIOTHIO, BBISABIATh HETOYHOCTU U AJAlTHUPOBATh TEPMUHOJIOTUYECKUE
CpeICTBa K KOMMYHHUKATUBHOM CUTYallUU.

OCOOEHHOCTH TEPMUHOJIOTMUYECKONH KOMIIETEHTHOCTHU 3aKJIIOYAIOTCS B €€
MEXAUCHUIIMHAPHOM XapakTepe, JUHAMHUYHOCTH (ITOCTOSHHOM OOHOBJIEHHUU
TEPMUHOB) ¥ 3aBUCHUMOCTH OT YPOBHS HPO(GECCHOHAIBHOW IOATOTOBKH U
SI3BIKOBOM KYJIBTYPbI CIIELIMAJIUCTA.

TpaauuroHHBIE METO/BI MOJYUYEHUSI 3HAHUM, KOTOPBIE YacTO OIUPAIOTCS
Ha MEXaHMYECKOE 3ayyMBaHUE M I1aCCUBHbIE (QopMarbl JIEKUHUH, MOTYT He
OTBeYaTh MOTPEOHOCTSAM COBPEMEHHBIX YUAIMXCs, KOTOpPbIE NpPEYyCIEeBalOT B
TUHAMUAYHOM, OPHUEHTHUPOBAHHOW Ha CTyAeHTOB yueOHoi cpene.[3] [lorTtomy
pacTéT NoTpeOHOCTh B Pa3pabOTKe U MPUMEHEHUH WHTEPAKTHUBHBIX CTpATEruil
[IPENo/IaBaHus, KOTOPbIE HE TOJIBKO MOBBILIAIOT BOBJICUEHHOCTh YUallluXcs, HO U
CIOCOOCTBYIOT OCMBICICHHOMY, JIOJITOCPOYHOMY H3yUEHHIO (hapMalleBTUUECKON
nexcuku.[1, 10]

Cerognst akTyajdbHbl TEXHOJOTMYECKUE IOAXOIbl, CTUMYJIUPYIOLIUE
MHTEJJIEKTYaJIbHY0 aKTUBHOCTb YAl XCs U TOBBIILIAOLIUE IPOLECChl 00yUEHUSI.
K HMM OTHOCATCS UHTEPAKTUBHBIE TEXHOJIOTMH, UHTCHCU(DUIIUPYIOILKE ITPOLECC
[MOHUMAaHHUS, MOTUBUPYIOLIME 00yUYaIOINXCS K aKTUBHOMY Y4aCTHIO B y4eOHOM
npolecce, pealnu3yonue JNYHOCTHBIN MOAX0/ K CTY/IEHTY U 00eCIeUHBaIOIIe
Kaue€CTBEHHBIN YPOBEHb MOJITOTOBKH CIIELUATHNCTA.

3aHATHA MO JIATUHCKOMY S3bIKy C MCIIOJIb30BAHMEM COBPEMEHHBIX
TEXHOJIOTUH UMEET YETKYIO CTPYKTYPY, KOTOPasi COCTOUT U3 MOCIIEI0BaTEIbHBIX
stanoB. Kaxaplii Tan nMeeT nenb U AUJaKTHIeCKUe cocTaBsitomue. PaccMorpum
CTPYKTYpY Takoro 3aHSATHS B IIpoliecce U3ydeHus (apMaleBTUUYECKON
TEPMUHOJIOTUY, OOTAaHMYECKOM W XUMHMYECKOM HOMEHKJIATyp OymayIiux
(hapmarieBTOB.

Lenp cratbm — pa3paboTaTh MOJENb HCIOJIB30BaHUS HHTEPAKTUBHBIX
METO/IOB B XO7¢ 00y4eHHs (papManeBTUUecKor, OOTAaHMYECKOM M XUMUYECKOMN
TEPMHUHOJIOTUHU Oynymux (apMaleBTOB Ha 3aHATHSX 110 JIATUHCKOMY SI3bIKY.

Onucanue MaTrepuaJgoB U1 METOAOB

q)apMaHGBTI/I‘-ICCKaSI TCPMUHOJIOTHUSA  SABJIACTCA HEOTHEMJIEMOM YacCThIO
IOATOTOBKKU CICHHAJIMCTOB B obmactu (bapMauHH. Tpa,[[I/ILII/IOHHLIe y‘le6HHe
MCTO/ZIbI, OCHOBAHHBIC Ha JICKOHUAX W CaAMOCTOATCIBbHOM HU3YYCHHHU, HC BCCTa
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00eCTIeYNBAaIOT I0CTATOYHBIN YPOBEHD YCBOCHUS CIICIIUATN3UPOBAHHOM JIEKCHKH.
BHeznpenue B3aMMOIEHCTBYIOIIMX METOAOB U3yUEHHs MaTepuaia CiocOOCTBYET
MOBBIIEHUIO YPPEKTUBHOCTH y4eOHOM NEATENbHOCTH, YAydllaeT MOHMMAaHUE
Y 3allOMUHAaHME TEPMUHOJIOTHH, a TAKXKE Pa3BUBAET KPUTUUYECKOE MBILIUICHUE U
KOMMYHUKaTHBHBIC HAaBBIKH CTY/ICHTOB.

B HacTosiiiee Bpemst Bc€ 0osiee OYEBHIHBIM CTAHOBUTCS TOT (hakT, YTO B
UPOBYIO AMOXy O0OydeHHe OOJIbIIe HE OTPAaHUYMBACTCS WHIMBHIYaTbHBIMH
cpeaaMu, a ocyllecTBisercs B Oojee IIMPOKOM KOHTEKCTE€ CETEBBIX
B3aMMOEHCTBUI U pacrpeeI€HHbIX HCTOYHUKOB 3HaHUH. [9, ¢.313]

WntepakTuBHOE 00yyeHME OCHOBAHO HAa KOHCTPYKTHBHCTCKHUX U
KOMMYHHKaTHBHBIX ITOJIX0/[aX K 00pa30BaHHMIO, TTI€ 3HAHUS CTPOSITCS IIOCPEICTBOM
aKTHBHOI'O Y4acTHsl, [uanora u pazmbinuieHuid.[13] B koHTekcTe mpenogaBanus
(hapMareBTHIeCKOM TEPMUHOIOTUN TaAKHE METOJIBI CITOCOOCTBYIOT:

* Oosnee rTyOOKOH KOTHUTUBHON 00pabOTKe MOCPEACTBOM KOHTEKCTHOTO

WCTIOJIb30BaHMS,

* JIy4lIeMy COXPaHEHHIO NMaMSATH ITOCPEACTBOM aKTUBHOI'O y4acTHs;

* pa3BUTHIO THOKUX HABBIKOB, TAKMX KaK oOIIeHrEe U paboTa B KOMaH]IE;

* MOBBILICHUIO MOTHUBAIIUH 32 CYET TOT'0, YTO YUeOHBIH MPOLIECC CTAHOBUTCS
0oJjiee MHTEPECHBIM U PEIEBAHTHBIM.

[IpernogaBarensM MEIUIIMHCKOW TEPMHHOJIIOTUH HEOOXOAMMO BHIOMpPATH
TaKWe B3aUMOJICHCTBYIOIINE WHCTPYMEHTHI, KOTOpbIe OBLIM OBl HE TOJBKO
yA0OHBI 1IpH paboTe Ha 3aHATUAX, HO U JI0Ka3alIu Obl CBOIO A(PPEKTUBHOCTH MPH
MPEToJaBaHuH CIIOKHOTO MaTepHrasia papMamneBTHIeCKOW TEPMHHOIOTHH.

3nech cieayeT OTMETHTb, YTO MpH IPENnoJaBaHUU TI'PEKO-TaTHHCKOM
(apMarieBTHYECKO TEPMHHOJIOTHM HEOOXOIUMO YYHUTBHIBATh CICAYIOIIHNE
0COOEHHOCTH:

* papmarieBTHUECKAsE JICKCHKAa OXBAaThIBACT YpPE3BBIYAiHO OOJBIIOE
KOJIMYECTBO TEPMMHOB (Ha3BaHMH COEIMHEHUI U JIEKaPCTBEHHBIX BEILECTB),
IUISL YCBOCHUSI KOTOPBIX CTYICHTaM MPHUXOIUTCS 3ay4HBaTh HAU3YCTh JIOBOJBHO
3HAUUTENIbHBIA 00bEM MaTepuana;

* paznen (hapManeBTUYECKON TEPMUHOJIOTHH U METUIIMHCKOW PELENTYPHhI
perlaMeHTUpyeTCs Ype3BbIYaifHO OONBLIIMM KOJIMYECTBOM CTPOTHX IpaBHI,
TPeOYIOMHX OT OyAyIIUX CHEIHAINCTOB BHUMATEIFHOCTH, COCPEIOTOUYCHHOCTH
U CKpYIyJe3HOCTU (Hamp.: cTpoeHue (apMaleBTUYECKUX TEPMHHOB HMEET
CBOM OCOOEHHOCTH: Ha TIEPBOM MECTE CTOMT Ha3BaHUE JICKAPCTBEHHOU (HOpMBI
B VMeHuTEnbHOM majexe; 3areM HIET Ha3BaHUE CBIPbS, M3 KOTOPOTO OHa
W3TOTOBJICHA, B PoauTeNbHOM majesxe; U TONBKO MOTOM XapaKTEPHCTUKA ATOM
JICKapCTBEHHOM (DOPMBI: XKUIKUN SKCTpaKT KpacaBku — extractum Belladonnae
fluidum [14));

* IpU U3y4eHUU (hapMaleBTUYECKUX YACTOTHBIX CETMEHTOB y 00y4aeMbIX
JIOJDKHBI MAKCHMAIJIBHO Pa3BUBATHCSI HABBIKU 3PUTEIHHOTO 3aIIOMHHAHUS, YTOOBI
YMETh MPaBUJIBHO MUCATh U IPOU3HOCUTH HAa3BaHUsI COCTMHEHUN U BEIIECTB;
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* IIPY OCBOCHHUH CTPYKTYPHI pelieTTa 00yJarouecs T0KHBI MAKCUMATBHO
YETKO IIOHUMATh CTPOEHUE PELENTYpHOW CTPOKH, IpaBWiIa IPONUCHIBAHUS
peLenToB:

Recipe: lodoformii 2,5
Vaselini ad 25,0
Misce, fiat unguentum
Da.
Signa: Ma3p

* B MpOIIECCE€ O3HAKOMIICHHUSI ¢ TeMOl «XuMHueckas HOMEHKJIaTypa Ha
JIATHHCKOM SI3BIKE», CTYIEHTaM IIPEJICTOUT YCBOWTH IpaBWiIa OOpa30BaHUS
TPAAULMOHHBIX  JATMHCKUX  MONYyCHCTEMaTHYeCKHMX U  TPUBHAIBHBIX
HAaUMEHOBAHHHA HEKOTOPBIX XUMHUYCCKHX COCIUHCHHUH, KOTOPBIC SIBISIOTCS
HA3BaHUSMH JIEKAPCTBEHHBIX CPEICTB, T.K. OHH 3aHUMAIOT 3HAYUTEITHFHOE MECTO
B HoMeHkiatype jekapctB (Hydrogenii peroxydum, Calcii glycerophosphas,
Acidum acetylsalicylicum [14]).

MoTuBalusi B KaueCTBE NEPBOr0 3Tama 3aHUMAaeT 5—7 MHH. 3aHATHS.
E€ mwenp cocpemoTounTh BHHMAaHHE CTYACHTOB Ha MpoOleMe HW3ydeHUs
(hapManeBTHICCKUX, OOTAaHMYECKUX M XHUMHUYECKHMX TEPMHHOB, a TaKKe
BBI3BaTh MHTEpEC K (HOPMUPOBAHUIO MPOPECCHOHATEHON TEPMUHOIOTUYECKON
KOMITETEHTHOCTH.

DTOT ATan BakeH, MOCKOJIbKY HACTpanuBaeT ciyIiareneld Ha Y3 GEeKTUBHBIHI
MpOIIeCC MO3HAHUS, KOTOPBI HEBO3MOXKEH 0€3 0CO3HAHUS MOTHUBOB IOJTyYCHUS
3HAHUN U MOTUBAIUU Y4eOHO nesTenbHoCTH [2, ¢. 67].

YMECTHO HCIIOJIb30BaHNE PA3IMYHBIX MYJIBTUMEIUUHBIX TEXHOJIOTHH.
Hanpumep, «mukpodon» (mpemnomaBaTens CHpalIBaeT CTyIEHTOB: «B uem
3aKIo4aeTcss  npo(ecCHOHANbHAS ~ TEPMHUHOJIOTHYECKAas  KOMIIETCHTHOCTh
Oyayumx gapmarieBToB?». CTyI€HTBI MOIYYaI0T «yCIOBHBI MUKPOGOH)» U TAIOT
CBOM OTBETHI TI0 KPYTY MOOYEPETHO, @ KTO-TO OJWH U3 CTYIACHTOB CyMMHpPYET
OTBETHI), «KMO3TOBOH IITYpM» U T.1.

Coo0I1IeHIE TEMBI H 03KATAEMBIX PE3YJIbTaTOB €€ M3y UCHHSI SIBIISICTCS BTOPBIM
9TarioM, KOTOPbII 3aHMMAaeT OPUEHTUPOBOYHO 5 MUH. 3aHATHS. JunakTuyeckas
IIeTb 3aHATHS C WCIOJIH30BAHMEM COBPEMEHHBIX TEXHOJOTHH JIOJDKHA YETKO
OTpa)kaTh YPOBEHb YUEOHBIX JOCTHKECHUN. B MHTEpaKTUBHOIN MO/IETN CTYICHTHI
JOJDKHBI OBITh BOBJICUEHBI BO B3amMojeiicTBue. ClieZj0BaTeIbHO, Ha BTOPOM
JTarne 1enecoodpa3zHo MOMPOCUTH CTYIEHTOB OOBSIBUTH OXKUIAEMbIE PE3YIbTATHI,
KOTOpPBIE MOTYT OBITh OTPAXKEHBI CPEACTBAMH TPOTPAMMHO-TEXHOJIOTHYECKOTO
ydeOHoro koMriekca Ha ocHoBe SMART Board.

B xone um3ydeHuss marepuana OXHIAEMbIe PE3yJIbTaThl MPEANONIATAIOT,
9T0 OOy4arommecst OyIyT CIOCOOHBI: OOBSCHSATH OCOOCHHOCTH OOpa30BaHUs
u repeBoja (hapMaleBTUICCKUX TEPMUHOB, OOTAHUYECKUX M XHMHYECKHX
HOMEHKJIATYPHBIX €IWHHUII, OMPEACNSATh TUIIBI XUMHUYECKHX, OOTaHMYECKHX
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u (apmaneBTUUECKUX TEPMHHOB; CpaBHHUBaTh TI'paMMaTHYECKHE MOJENU
00TaHWYECKUX Ha3BaHUM M OOTAaHMYECKOW HOMEHKJIATYpbl NpPU BBEJICHUU B
CTPYKTYpPY PELENTOB U Jp.

TpeTbuM 3Tanom siBIsieTCs MpeloCcTaBleHe He0OX0aMMON HH(pOopMaluy,
KOTOpasi SIBJIIETCS OCHOBHOW JUIsl BBIMOJIHEHUS TNPAKTUUYECKUX 3a7ad MyTEM
B3aUMOJAEHUCTBHUS.

T0 MOXKET OBITh MUHH-JIEKLIUS C BU3yaJIU3ALIUEN, CTPYKTYPHO-JIOTHUECKHE
CXEMBI TEMBbI 3aHATHUS, CO3/IaHHbIE CPEACTBAMHU IIPOTrPAMMHO-TEXHOJIOTUYECKOTO
ydyebHoro komruiekca Ha ocHoBe SMART Board.

Ha sToM sTame BBOIMTCS HOBBIM CIOBapHBIM 3amac ¢ HCIOJb30BAHUEM
BU3YyaJIbHBIX, CIIYXOBBIX U KOHTEKCTHBIX METOJOB. 3/1€Ch  IOJIE3HBI
MYJIBTUMEIUMHbIE WHCTPYMEHTHI, Takue Kak mnpeseHTauuu PowerPoint,
AHUMHUPOBAHHbIEC BUJICO U BUPTYaJIbHbIE KAPTOUKH.

KitroueBbie METOABI BKIIIOYAOT:

* HTUMOJIOTMYECKHI aHanu3: pa30ueHue TEpMUHOB Ha NpedUKChl, KOPHU
u cyQuKchl (HanpuMep, «aHTUTUIIEPTEH3UBHBIN» = aHTH + TUIlep + TeH + UB);

* CceMeiicTBa CJIOB U CEMaHTHYECKHE MOJs: IPyNIHpPOBAaHHE TEPMUHOB
[0 TeMaTHKe (HampuMep, CepAeYHO-COCYAUCThbIE Mpenaparbl, aHTUOMOTHKH,
TOPMOHBI);

* HCIIOJb30BAHME AYTEHTUYHBIX MAaTepHUajoB: HTUKETKH, JIHCTOBKH,
penentypHbie OJlaHKH, (papMaKoIoruniecKkue 0as3pl JaHHBIX.

Ponp mpenonaBarenst 3akiO4aeTcss B IPEACTABICHHUM TEPMHUHOJIOTUU
B pealbHbIX (apMalEeBTUUECKUX KOHTEKCTaX U OOBSICHEHUH HE TOJbKO
3HAUEHU, HO U TUIIMYHBIX MOJIETIeH UX UCIOIb30BaHMs, TAKUX KaKk MOpP(OJIOoro-
CUHTAaKCH4YecKasi MOJeNlb «IeKapCcTBeHHass (opMa + pOIUTENbHBIN Naaex
neiictytomiero BeuiectBay (Tabulettae Paracetamoli), tnaronbHas MOZIENb
peuentypHoi ctpoku (Misce, fiat unguentum), a TakKe MPEIIOKHO-TIAICKHAS
MOJIeJIb YKa3aHus croco0a npuMeHenus (ad usum externum).

Oran  npenocTaBiieHUss — HeoOXoAMMOW — MHGpOpManuu  3aHUMAeT
OPUEHTUPOBOUYHO 1520 MuUH. 3aHATHSL.

YCKOpUTH 3TOT 3Tall MOMOMKET MpEeABApUTENIbHOE H3yueHUE Marepuasa
C DJJIEMEHTaMU «CMeIIaHHOro oOydeHus». «CmemaHHas ydeba» — 3TO
oOpa3zoBareibHasi KOHLENLNSA, IPU KOTOPOH 00ydaroluiicsa Noay4yaeT 3HaHUs U
CaMOCTOSITENIBHO U 110l PyKOBOJICTBOM IIpENOAAaBaTEIIs.

B pamkax pazpaGoTaHHONM MOJIEIH UCIIOJIH30BAaHUE IIM(PPOBHIX TEXHOJIOTUI
IPU HHTEPAKTUBHOM OOyueHUHM (PapMaleBTHUECKOH TEPMHHOIOTUU HOCUT
LIeJIeHAIIPaBJICHHbIN U (yHKIMOHAIBHBIN XapakTep. Tak, Ha 3Tare NepBUYHOTO
OCBOCHMs TEPMHHOJIOTMYECKOTO  Marepuaja IPHUMEHSAETCS  BHU3YalbHO-
aHAJIUTUYECKass MOJIe/lb, OCHOBAHHAsT HA MWCIIOJIb30BAHUU WHTEPAKTHBHOMN
JOCKM M MYJBTUMEIUNHBIX CPE/ICTB, MO3BOJISIOLUIMX [TO3TATHO aHAIU3UPOBAThH
CTPYKTYpY (apMalleBTUYECKUX TEPMUHOB U PELENTYpPHBIX (HOPMYIUPOBOK
(nanpumep, Tincturae Convollariae, Dentur tales doses numero). JlannHas
MOJIellb 00ECHeUnBaeT OCO3HAHHOE YCBOEGHHE MOP(OI0ro-CUHHTAKCUYECKUX
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3aKOHOMEpHOCTEN (papMalieBTUUECKO JaThIHU U CIIOCOOCTBYET (POPMUPOBAHUIO
YCTOMUYMBBIX HABBIKOB TEPMUHOJIOIMYECKOTO aHAJN3A.

HasTamne akTHBHOTO yCBOSHUS M 3aKPETICHUS 3HAHUH peasin3yeTcs MOIEIb
KOHTEKCTHOTO TMPUMEHEHHUS TEPMUHOJIOTUU C UCIHOIb30BAHHEM HH(PPOBBIX
MaTepHraioB U MHTEPAKTUBHBIX 3a1aHuil. PaboTa 00yuaromuxcs B MaJIbIX TPyIIIax
C DJEKTPOHHBIMH PEIENTYPHBIMU OJaHKamH, (pparMeHTaMu WHCTPYKUUH U
(hapmakorieil 1mo3BoJIsIET BOCIPOU3BOIUTE (hapMarieBTHIECKYI0 TEPMHHOIOTHIO
B MpO(eCCHOHATBLHO 3HAYMMBIX CHUTYallUsX, pPa3BUBas HABBIKU KOPPEKTHOTO
ynoTpeOJieHHsi TEPMUHOB U TIOBBIIIAS YPOBEHb YU€OHOM MOTHBAIIUH.

UeTBepTbIM U OCHOBHBIM 3TAIOM SBIISIETCS UCIIOJIb30BAHUE COBPEMEHHBIX
TexHoJoruid. CII0BO «HWHTEPAKTUBHBIIN» MPOUCXOAUT M3 AHIIIMICKOTO SI3bIKA:
«inter» — «MeXIy, B3aUMHBIN», «acty — «IelCTBOBaTb», TO €CTh COICPKUT
JIBA 3JIEMEHTa «AaKTHBHOCTB» U «COTpyaHUYecTBO» [4, c. 315]. D10 00yueHUHE
«TOTPYKEHHOE B O0OIIeHUE (IOTMONMHeHHOoe olmienueM)» [6, c. 136]. Pomb
MPEnoIaBaTeNsl YXKe HE SBIISCTCS TNIaBHOM, HAUMHAET Mpeo0iaaarh akKTUBHOCTh
camux oOyvarommuxcs. [lenaror pa3pabarbiBacT ypokK, ONpeAesieT ero TeMy u
KJIFOUEBBIE BOIIPOCHI, THUITUUPYET YICOHBIN MPOIIECC U HAPABIIAET X0/ 3aHATHS.
[12].

Hcnons3zoBanue WHTEPaKTUBHBIX TEXHOJIOTUHA AKTUBU3UPYET
[I03HABATEJIbHYIO AESATEIbHOCTD, a TAK)KE UMEET 1I€JIb — IPAKTUUYECKOE YCBOCHUE
Marepuaia.

B cBoux menarorn4eckux M MCUXOJOTMUECKUX HCCIEIOBAHUAX YUEHbIE
MPUBOAAT JaHHbIE IO 00BEMY MaTepuaia, KOTOPBI 3allOMHHAETCS B IpoLecce
M3y4yeHUs HOBOro mMarepuaia: 3anoMunaeMm 10% toro, uro npoutem; 20% Ttoro,
gyto ycubimmM; 30% Ttoro, yto yBumuM; 50% TOTO, YTO YBUIMM M YCIBIIIUM;
80% Toro, uro ckaxem; 90 % Toro, 4To BhIpa3uM B JelcTBUM [§, c. 9]. B xoze
MOJIy4eHUsI 3HAHWK 1O (HapMaIeBTUYECKON TEPMUHOJIOTHHU IS JOCTHKCHUS
LeJe 3aHATHSI MOXKHO UCIIOIb30BaTh CIEIYIOUIUME HHTEPAKTUBHBIE TEXHOIOTHU:

— «MEeTOJl KOOIePaTUBHOTO OOYUYEHHs»: CTYI€HThl 0OCYKIAal0T B IpyMImax
Mojienu 00pa3oBaHusl TEPMUHOB, YMECTHOCTh WX YHOTPEOICHUS, U TEM CaMbIM
Pa3BUBAIOT YYBCTBO OTBETCTBEHHOCTHU 32 KOPPEKTHOCTH KOHCTPYUPOBAHUS WU
MepeBo/ia CPOKOB;

— «OBpUCTHYECKasT Oecena»: CTYIACHThl OTBEYAIOT HAa CEMb KIIFOUEBBIX
BonpocoB: «Kto? Uto? 3auem? Kax? I'me? Uem? Korma?» mmst Toro, 4ToObl
HalTu cBeAeHUsT 00 0O0bekTe. OTBETHI MpeIaraloT perieHus Mo UCCICTyeMOMY
Bonpocy. [IpenonaBarens HampaBiseT oOyd4aeMbIX Ha (HOPMYIHUPOBKY HOBBIX
(17151 HUX) TOHATUMN, BBIBOJOB U YTBEPKACHUM, UCIIOIb3YET UX HAOIIOACHUS JIJIs
MOJIyYEHUS] BaXKHBIX MTPABUJI U TIOJyUEHHUsI 3HAHUK;

— «MO3TOBOM IITYpM»: MOOYK/IaeT CTYIEHTOB MPOSBUTH BOOOpaKEHUE U
TBOpUeCcTBO. O0ydaromnuecs 03By Y4MBaIOT BCE BOBMOXKHBIE CTIOCOOBI BHITUCHIBAHUS
pelenToB, UCMOIb3ys (hapMaleBTUUECKYI0 TEPMUHOJIOTHIO, OOTAaHUYECKYIO U
XUMHUYECKYIO HOMEHKIIATYPhl, «CEYEHUE CIIOBY;

— «MuKpodoH»: PpoHTaTBbHAS Pad0Ta KAXKIOTO U3 CTY/ICHTOB;

566 HU3BECTUA KasYMOuMS{ mmenu A6bLiali XaHa



MOI[CJ'H) HCITIOJIb30BAHUA MHTCPAKTHUBHBIX MCTOJ0B B ITPOILIECCE O6y‘I€HI/I$I

— «METOJ] TPOEKTOBY, «00yUas-yuychb»: IpH U3y4eHUH 0J10Ka HH(pOpMauu
0 TePMUHOOOPA30BaHUH;

— «KOMAaHJHas WIpay, «Kapyceib», «KOBPUK HAEH»: OIHOBPEMEHHOE
BKJIFOYEHUE BCEX YYAaCTHUKOB B aKTHBHYIO Pa0OTy Uil 0OCYKAEHUS CIOKHBIX
CJly4aeB IepeBOia TEPMUHOB, CIIOCOOOB UX CUHTAKCUYECKOH CBA3H.

Ilocnengnuii »Tam — OLEHKA M WTOTI 3aHATUS, KOTOPBIM JJIUTCS
opueHTUpoBoYHO 10-15 mMuH. CTyeHTaM Ba)KHO MPOAHAIU3UPOBATh, JOCTUIIIN
JIM OHU OKUJAEMBIX PE3yJbTaTOB, KAKUE MIPAKTUUECKUE HABBIKU ITOJIYUYMIIU, YEM
OHU TIOJIE3HBI JUIs Oyayliel npoeCcCUOHAIbHON AEATENbHOCTH.

«MeToJ; HE3aKOHUEHHOIO MPEAJIOKEHHS» ITIOMOXKET CTyACHTAM IOABECTH
utoru 3ansAtus. [Ipenonasarens npeangaraer KaxaoMy CIyLIATENO MPOAOIKUTh
npeioxkenue: «Ha ceropssmneM 3aHsaTuH o y3Ha ...», «CuuTaro, 4T0 JOCTUT
0XKU/IAEMbIX PE3YJIbTATOB, IOCKOJBKY...», «[loyueHHbIe mpakTUUeCK1Ee HaBbIKU
Oy/ayT MOJIE3HBI, TOTOMY YTO...» U Jp.).

Pe3ynbrarsl n 00cyxaenne

B pazamuHBIX  HayyHBIX  TpydaX  HMHTEPAKTUBHBIE  TEXHOJOTHUHU
MPEToIaBaHus PACICHUBAIOTCS KaK JIEHCTBEHHBIM MeXaHU3M (OPMHUPOBAHUS
npodeccuoHanbHON  TEPMUHOJOTMYECKOM  T'PaMOTHOCTH  (apMaieBTOB.
[TonuépkuBaercsi, YTO NPUMEHEHHE IUCKYCCUM, KEMCOB, MMUTALMOHHBIX WP
u UU@POBBIX MIATGOPM CHOCOOCTBYET INTyOOKOMY IOHUMAaHHIO TEPMHHOB
U UX HCTOJb30BAHUIO B PealbHBIX NpodeccHoHaNbHbIX cuTyarusax [1], [2].
B paGorax mo TeopurM MHTEPAKTUBHOTO OOY4YEHHUs OTMEYAETCS, YTO JaHHBIC
METO/IbI MOBBIMIAIOT yUeOHYI0 MOTUBAIUIO U aKTUBHOCTH CTyIeHTOB [4], [3], [11].
HccnenoBarenu Takxe akICHTUPYIOT BHUMaHHUE HA HEOOXOAMMOCTh UHTETPAITUU
MH(OPMAITMOHHO-KOMMYHHUKAIIMOHHBIX ~ TEXHOJIOTHMH W MYJIBTUMEIUHHBIX
pecypcoB B oOyueHue (apmareBTHYecKoi TepMuHONOTHH [5], [6]. DxcnepTsl
3 obmactu ¢apManeBTUKA M JTUHTBUCTUKHM YKa3bIBAIOT HA KIIOYEBYIO POIb
KOMIUIEKCHOTO HCTOJb30BaHUS HMHTEPAKTUBHBIX CTPATErHMil COBMECTHO C
CUCTEMHOHN MPOpabOTKOM HOMEHKIIATYPbl B TEPMUHOIOTUYECKUX CTPYKTYD [7],
[14]. B iesioMm aBTOpHI CXOASATCS BO MHEHHH, YTO MOJIETTb O0yUEHHUsI, OCHOBAaHHAs
HAa UHTEPAKTUBHBIX MeEToAaX, o0ecreurnBaeT Ooyee BBICOKHH YPOBEHb
npo¢eCCUOHATBLHOM MOATOTOBKH Oyaymux (hapMareBTOB.

Bo Bpemsi umHTEpakTHUBHOTO OOY4YEHHS CTYASHTBI y4YaTcCsi KPUTHYECKHU
MBICJIUTh, aHAJIU3UPOBaTh, UYBCTBYIOT c€0si KOM(OPTHO, UYyBCTBYIOT CBOIO
yCIEeBAaeMOCTh M MHTEIIEKTYyallbHYI0 CrmocoOHOCTh. [loaTOMy BakHO HdaTh
BO3MOKHOCTh CTYJICHTaM CaMOCTOSITEJIbHO OIIEHUTh CBOIO palbOTy Ha 3aHSITHH,
yKa3aTb Ha CBOM CHJIbHBIE M clladble CTOPOHBI BO BpEMs BBIOJIHEHUS
WHTEPAKTUBHBIX YIPAKHEHUH.

Pe3ynbrarhl MHTEPAKTUBHBIX 3aHSATHI MOTYT OBITh JOCTUTHYTHI TOJBKO
IIPU YCJIOBUH MPOBEACHUS pedICKCUU KaK 3aBepIleHUe JIF0O0H MHTEPAKTUBHOMN
TEXHOJIOTUU
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BaxxHemmM ¥ IpUHIUITHAILHEIM MOMEHTOM MHTEPAKTHBHOTO OOYYEHUS
sprsercs pedriexcus (nat. reflexio «3armbanue; oOpaiieHre Hazaay), KoTopas
MIPEJIIONaraeT, YTo CTYIEHT paccykJaeT O crnoco0e BBINOJHEHUS 3aJaHUM,
0 pes3ynbTarax JesATeNbHOCTH, O BO3MOXKHOCTH JaJbHEHIIEr0o HpUMEHEHHUs
puOOpPETEHHBIX 3HAHUM U HaBBIKOB [2, ¢. 72—73]. OOparHas CBsA3b JOKHA ObITh
HEIPEPBIBHON, KOHCTPYKTUBHON M OPUEHTUPOBAHHOM Ha cTyneHTa. [13]

3akioueHne

HNrak, Ha OCHOBE WPOBEIECHHOIO WCCIEIOBaHUs Oblla pa3paboTaHa
MOJIeIb HMCTIOJIb30BaHUSA LU(MPOBBIX TEXHOJOTUH B TPOIECCE HU3YyYCHUs
(hapmareBTHYECKOM TEPMUHOIOTHUN, OOTAHUYECKOM M XUMUYECKOM HOMEHKJIATY P
Oyayuux (hapmaiieBTOB, COCTOAIICH U3 CIEAYIOUINX ITAIOB:

* BBISICHEHHE MOTUBALIUU OyIyIINX CIIEIMAIUCTOB K MMO3HABATEIbHON

JeSATEIbHOCTH;

* 3HAKOMCTBO C TEMOMU 3aHATHUS U OKUJIAEMBIX YICOHBIX PE3yJIbTaTOB;

* IIpeJI0CTaBIEHUE HEOOX0AUMOI HHpOpMALIUK;

* WCITOJIb30BAaHUE MHTEPAKTUBHBIX TEXHOJOTHA;

* OLICHKA CTY/JICHTOB U UTOT 3aHSTHSI.

JlugakTiyecKre COCTABISIONINE KaXKJIO0TO dTara aKTUBU3UPYIOT MPOIECC
Mo3HaHUs; pedreKcuss TMOCie 3aBEepIICHUs WHTEPAKTUBHBIX YNPaKHEHUU
SIBJISICTCS] BAKHBIM MOMEHTOM, UTO JIAE€T BO3MOXKHOCTb U3JIOKUTD 33149y U ITOHSTh,
HACKOJIBKO YCTIEUTHBIM OBIJIO MCMOIB30BAaHIUE MHTEPAKTUBHBIX TEXHOJIOTHI.

CoBpeMeHHbBIE UHTEPAKTUBHBIE METO/IbI O0YUEHUS TTO3BOJISIOT:

* paccMaTpUBaTh YYallIerocs KaK KIIUYEBYIO U JesITeNbHYI0 GUTypy B

00pa3oBaTeIbHOM IeATETLHOCTH;

* IpUHMMAaTh BO BHUMAaHUE JIMYHBIA ONBIT W HWHAUBHIyaJbHBIC
XapaKTEePUCTHKU

Ka)KI0ro 00y4aromierocs;

* crtoco0CTBOBATh (DOPMUPOBAHHIO BAKHBIX JTUYHOCTHBIX KOMITETEHIIUNA

(cTpemMieHHE K CaMOPa3BUTHIO, KPEaTUBHOCTb, CIOCOOHOCTH UCIIONB30BATh
3HaHUS B PEAbHBIX CUTYalUSIX U JAPYTHE);

* YKPEIUIATh HABBIKH OOIIEHUS M COIUABbHBIE YMEHUS Y 00yUarouXCs;

* crt0cOOCTBOBATH PA3BUTHIO KOMMYHHMKAITMOHHBIX U COIIMAIBHBIX HABBIKOB

00y4Jarommxcs;

* pa3buBaTh M3y4yaeMblii MaTepual Ha 4YacTd, cO37aBas IpPU ITOM
YCJIOBHUSL JUIsl TIOCTENIEHHOTO IMEepexofa K CaMOCTOSITEIIbHOMY HCIIOJIb30BaHUIO
IPUOOPETEHHBIX 3HAHUM;

* IPOBOJUTH UHTEPAKTUBHBIE IUAJIOTH U JIETKO CIIPABJIATHCSA C yIIPABICHUEM
yueOHO e TeNbHOCTH;

* COCUHATh BCEBO3MOXKHBIE AJIEKTPOHHBIE MYJIbTUMEIUITHBIE Yy4YeOHbIE
MaTepuabl;

* PacUIMPUTh UHAUBUIYAIBHOCTh U JU(p(HepeHIIMPOBAHHOCTh 00yUYEHHUSI, B
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KOTOPOM POJIb U (DYHKIIMHM TIPETIOIaBATEIIS BBEITIONHSIOT MHTEPAKTHBHEIE CPE/ICTBA
o0OyueHus;

* copMHpOBaTh YMEHHS 10 PabOTE C COBPEMEHHBIMH TEXHOJIOTHSIMH, a
TaKXe aJanTupoBaTh OOYYAIOLIErocsl K YCHEIIHOW peanu3alyy MOJy4YeHHOIO
OTIBITA B COLMAIBHBIX YCIOBUSX.

HHTepakTUBHbIE MHCTPYMEHTHI MOJIyYEHUs] 3HAaHUN OOBEeIUHSIOT B cebe
IIMPOKHIA CIIEKTP 00pa30BATEIBHBIX MAaTEPHAIOB M CO3AAI0T IMMPOCTPAHCTBO IS
Pa3BUTHS U IEMOHCTPALIUHU KIIIOYEBBIX HABBIKOB.

LenenampaBieHHOE U TIOCIIEI0BATEIFHOE IPUMEHEHUE ITUX HHCTPYMEHTOB
B Ipolecce yu&€Obl MO3BOJIIET OpraHU30BaTh OOy4YeHHE, OPHEHTHUPOBAHHOE
Ha JIMYHOCTH, pa3padoTaTh HWHIUBUAYAIbHBIH 00pa30BaTENbHBIA MapIIPYT,
YUUTBIBAIOIIUNA 0COOEHHOCTH U 3alPOCHI KaXKJJ0T0 CTY/IEHTa, OBBICUTh UHTEPEC
K yueOe 1 00ecreunTh Ka4eCTBEHHO HOBBI YPOBEHb 00pa30BaHusl.

KntoueBble  mpeumylnecTBa  HMHTEPAKTHUBHBIX ~ METOJOB  OOy4EHHUS
3aKJIFOYAIOTCS B CIIEAYIOLEM:

* MIOBBIIIAETCS YPOBEHb MOTHBAILMM;, HMHTEPAKTHBHbBIE METOIbI AETIArOT
npouecc o0pa3zoBaHusi 00Jie€ HHTEPECHBIM U CTUMYJIUPYIOLIUM JJIsl CTY/IEHTOB;

* YIIy4IlIaeTCcsl TOHMMaHUE U 3allOMMHAHUE HOBOTO MaTepHalia, KOTOpOMY
CIOCOOCTBYET aKTMBHOE y4acTHE B MPOIecce O0yUEeHNUS;

* YCHWJIMBAIOTCSl KOMMYHUKATHBHbIE HaBBIKM, T.K. COBMECTHas pabora u
00CYXJIeHHE CTIOCOOCTBYIOT PAa3BUTHIO TUX HABBIKOB M KOMAHHOUW paOOTHI.

B cBsa3u ¢ oTHM, AanpHeHIIMEe HaydHbIE HCCIEIOBaHMA, MO HALIEeMy
MHEHHIO, JIOJDKHBI OBITH COCPEIOTOYCHBI Ha JIETAIbHOM M3YYEHUH BCEX ITAIlOB
U OLEHKE pEe3yJbTaTUBHOCTH IPUMEHEHHs HHTEPAKTHBHBIX TEXHOJIOTUH B
oOydeHnn (hapmMareBTUIECKON TEPMUHOJIOTUHM, OOTAHUYECKOH M XMUMHUYECKOU
HOMEHKJIAaType, 4TOObl IapaHTUPOBaTh BBICOKUH YPOBEHb MPO(ECCHOHATBHOM
TEPMHUHOJIOTUIECKON KOMITIETEHTHOCTH OyayImuX (papmarieBToB.
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OAPMAILEBTUKAJIBIK TEPMUHOJIOT USHBI OKbBITY
YJIEPICIHAE HHTEPBEJICEH/I OAICTEPII KOJJAHY YJIT'ICI
lesikoa T.B.!, "Jlucapuau E.K.%, Tarapenko T.J1.%, Kynerunpauuosa T. O.*

1.4 AGputaii xaH ateinaarsl Kaszak Xanbikapasisik Kareinacrap sxoHe Onem
Tingepi Yausepcureri, Anmarsl, Kasakcran
23Kas¥MVY C. K. Achennusipo arbiHaarsl, Anmarsl, Kazakcran

Anparna. byn makanazna natelH TUIl cabakTapbiHAa (hapMalieBTUKAIIbIK
TEPMHUHOJIOTHSI MEH XUMUSUIBIK HOMEHKIIATYPaHbl OKBITY YepiCiHe MHTEPAaKTUBTI
OKBITY 9JIICTEPIH OIPIKTIPETIH KEIIEH I MOJIEJIb YChIHBLIAbI.

3eprTeyiH ©3eKTUIr Oonamak (apManeBTTepaiH KCiOU TasipibIFbIHBIH
carmachlHa KOWBUIATBIH TaJanTapIblH apTybIMEH alKbIHAaIanbl, ce0edi JaThiH
TUTIHAET1 (PapMaleBTUKAJIBIK TEPMUHOIOIUS MEH XUMUSIIBIK HOMEHKIIATYPaHBbI
MEHIrepy KociOM KyY3BIPETTUTIKTIH HET13r1 Kypampaac Oeiiri OoJbin TaObLIaabl.
Hudpasik 611iM Oepy OpTachIHBIH AaMybl JKardaiiblHAa OUTIM allylIblIapabIH
KOFapbl JCHIeWJeri KbBI3BIFYIIBUIBIFBI MEH OKy MaTepHANIBIHBIH THIMI
MEHIepiTylH KaMTaMachl3 €TETIH OKBITY oJiCTeMeJepiHe JEreH KaXeTTUIIK
apTHIIT OTHIP.

MakanaHblH >KaHAIIbUIABIFBl — (apMaleBTHKAIBIK OU1iM Oepye JaThlH
TUTIH OKBITY Y€pICIHE UHTEPAKTUBTI TOCUIAEPAl OIpIKTIPYAIH KEeIIEeH A1 MOJEIIH
xKacay KoHE Herizney. byn moxmens OuliM  amylIbuIapAblH KaXETTUTIKTEPIH
TajjaaysiaH 0acTarn, OKy HOTHKEJIEpiH KOPBIThIH/IbI OaFajayFra JIeHiHI1 Ke3eHaepil
KAMTUTBIH, CTYASHTTEPAIH KOC10U MallbIHBIFbIH apTTHIPYFa OaFbITTaNFaH O1pi3i
XKyiie OOJIBITT TAaOBLIAIBI.

3epTTey/liH MaKcaTbl — MHTEPAKTUBTI TEXHOIOTUSIIAP/Ibl KOJIJJAHY apKbUIbI
(hapMareBTUKAIBIK TEPMHHOJIOTHSI MEH XUMUSUTBIK HOMEHKJIATYPAHBI OKBITYIIBIH
TUIMLUIITIH apTThIpyFa OaFbITTaNIFaH QIICTEMENIK MOJIETb/II KYpY JKOHE CUIIATTay.

3epTTey SicTepl peTiHe NeAaroruka xxoHe papmareBTUKaIbIK O11iM Oepy
CaJIaChIHIAFbl FBUIBIMU O€OMETTEp/l Tayujay, KYpbUIBIMIBIK-(QYHKIMOHAIIBIK
MOJIEIIBCY, HHTEPAKTHBTI TEXHOJIOT USTAPIbI KYHEIey, COHIal-aK ITeJarOT MKaJIbIK
0aKpUIay MEH CTYJICHTTEP/IH OKY JKeTICTIKTEpiH Oarayiay KOJIaHbIIbI.

3epTTey HOTHKECIHAE MOTHBALMSIIBIK OJOKTBI, TaKbIPBII MEH KYTLIETIH
HOTIKeNepal Xxabapiay[bl, KaXeTTI akKmaparTbl YCBIHYAbI, HMHTEPAaKTUBTI
TarnChIpMaNIapbl  OPBIHIAYAbl, KOPBITBIHIBIIAY MEH Kepi OalIaHbICTHI
KAMTHUTBIH KOICaThUIbI MOJAEb o3ipieH/l. OpOip OLIIM adylIbIHBl OKYy >KOHE
3epTTey YaAepiciHe OeNICeH Il TapTyabl KAMTaMachl3 €TETIH HETi3r1 HHTEPAKTUBTI
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TEeXHOJOTHsIIap alKbpIHAamAbl. Kepi OaiiylaHbIC MOIETBIIH MaHBI3IbI KypaMaac
Oeiri eKeHl aHBIKTAJbII, OHBIH CTYICHTTEpre OKYy MakKcaTTapblHa KETy
JKOJIAAPBIH CaHAJbI TYP/AE TYCIHYTE€, all OKBITYIIbIFa KOCIOM TEPMHUHOIOTHSIIBIK
KY3bIPETTUIIK AeHIeliH OObEKTUBTI OaFanayra MyMKIHJIIK OepeTiHl KopCeTi .

3epTTeyiH TEOPHUSUIBIK KYHABUIBIFBI KOC10M OaFbITTANIFaH TIIAIK O111M Gepy
KOHTEKCIHJIE «MHTEPAKTUBT1» YF¥BIMBIHBIH MOHIH HAKTbhLIAy/la )KOHE MHTEPAKTUBTI
OutriM Oepy MOJCTIHIH KYPBUIBIMIBIK SJIEMEHTTEPIH HEri3eyae KoepiHedl.
MaxkanaHbIH TOXKipHOETiK KYHIBUIBIFBI YCBIHBUIFAaH MOJIEINB/I1 (hapMarieBTUKAIIBIK
YKOFapbl OKY OPbIHAAPBIH/IA JIATBIH TUII cabaKTapbIH OTKI3Yy OapbIChIH/IA KOJIAAHY
MYMKIHJITIMEH aiKplHAanaapl. byl oKy MarepuanblHbIH Oepik MeHrepityiHe,
KOMMYHUKATHBTIK JaFIbUIapAblH JaMyblHA JKOHE CTYISHTTEPIiH KociOu
JasipIIBIFBIHBIH CAallaChbIH apTThIPYFa BIKMAJ €TEl.

Tipek ce3mep: Mozaenb, HHTEPAKTUBTI TEXHOJIOTHsUIAp, Kepi OaiiiaHbIC,
(apMaleBTUKAIBIKTEPMHUHOIOTHSI, XUMUSITBIK HOMEHKIIATY P, TEPMUHOIOT USLIIBIK
KY3bIPETTLIIK, OKbITY, KOMMYHHUKATHUBTIK JaF IbLIap

A MODEL FOR USING INTERACTIVE METHODS IN THE PROCESS
OF TEACHING PHARMACEUTICAL TERMINOLOGY
Shevyakova T.!, "Lisaridi E. ?, Tatarenko T.3, Kulgildinova T.*

!4 Kazakh Ablai Khan University of International Relations and World
Languages, Almaty, Kazakhstan
2.3 KazNMU named after S. Asfendiyarov, Almaty, Kazakhstan

Abstract. This paper presents a comprehensive model that integrates
interactive teaching methods into the teaching of pharmaceutical terminology
and chemical nomenclature in Latin-language classrooms.

The relevance of the study is determined by the increasing demands on
the quality of professional training of future pharmacists, where proficiency in
pharmaceutical terminology and chemical nomenclature in Latin is a key element
of professional competence.

The novelty of the work lies in the development and substantiation of a
comprehensive model for the integration of interactive teaching methods into the
process of studying Latin in pharmaceutical education. The model represents a
consistent system from the analysis of students’ needs to the final assessment of
results, aimed at improving the professional readiness of students.

The aim of the study is to create and describe a methodological model
aimed at improving the effectiveness of teaching pharmaceutical terminology
and chemical nomenclature through the use of interactive technologies.

The research methods used included analysis of scientific literature on
pedagogy and pharmaceutical education, structural and functional modeling,
systematization of interactive technologies, as well as pedagogical observation
and assessment of students’ academic achievements.

As a result, a multi-stage model was developed, including a motivational
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block, communication of the topic and expected results, provision of necessary
information, completion of interactive tasks, summing up and reflection. It has
been established that reflection is an important component of the model, allowing
students to understand ways to achieve educational goals, and the teacher to
objectively assess the level of professional terminological competence.

The theoretical value of the study lies in clarifying the essence of the concept
of “interactive” in the context of professionally oriented language education and
in substantiating the structural elements of an interactive educational model.
The practical value lies in the possibility of using the proposed model when
conducting Latin language classes in pharmaceutical universities.

Keywords: model, interactive technologies, reflection, pharmaceutical
terminology, botanical nomenclature, chemical nomenclature, terminological
competence, master of pharmacy
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ARTISTIC FORMS OF DEPICTING THE PSYCHOLOGICAL
PORTRAIT OF THE HERO IN THE STORY «KANUSHKA WANTS TO
EAT» BY 1. ODEGOV
*Altynbek A.!

*I Abai Kazakh National Pedagogical University, Almaty, Kazakhstan

Abstract. The story “Anushka Wants to Eat” by I. Odegov creates a
unified narrative space for examining the psychological construction of a literary
character through artistic expression. This research study aims to analyse the
creative strategies employed by the author to portray the protagonist’s inner
world, focusing on how narrative structure, linguistic techniques, and the use
of linguistic and symbolic imagery contribute to her psychological depth. The
relevance of this study lies in its contribution to contemporary literary analysis,
where character psychology has become central to narrative impact and reader
engagement.

The study employs qualitative textual analysis, utilizing close reading
strategies to interpret the protagonist’s emotional evolution and psychological
portrait. The findings demonstrate that Odegov constructs a linear yet emotionally
rich and stylistically textured narrative, in which the protagonist’s internal conflicts
are conveyed through subtle shifts in tone, rthythm, and temporality. Symbolic
spatial and temporal imagery further enhances psychological realism, while the
absence of overt authorial judgment invites diverse reader interpretations.

The novelty of this study lies in its focus on implicit psychological
construction achieved through non-verbalized artistic cues such as narrative
pacing, setting, and linguistic rhythm. The results suggest that the protagonist’s
evolving psyche contrasts sharply with the emotional stasis of secondary
characters, intensifying her psychological isolation and depth.

The theoretical significance of the study is its contribution to literary
narratology and psychological criticism, offering insights into how form shapes
meaning in character portrayal. Its practical value lies in its applicability for
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educators and literary scholars engaged in character development, narrative
therapy, and the pedagogical use of fiction in understanding human psychology.

Keywords: Odegov, artistic detail, appearance, emotional state, spatial
images, perception, internal conflicts, psychological realism

Introduction

Literary works often employ creative methods to portray the emotional
struggles of characters, allowing readers to engage with their inner world. I.
Odegov’s novella “Anushka Wants to Eat” presents a psychologically nuanced
portrayal of its protagonist, utilizing diverse creative strategies, including
narrative structure, symbolism, and imagery. The tale explores the character’s
inner struggles, desires, and emotions, which represent broader philosophical and
societal issues. This research study examines the creative approaches used in
the narrative to investigate how Odegov creates the protagonist’s psychological
depth and what underlying themes emerge from this representation.

Character perception and reader engagement are greatly affected by the
psychological profiles created in literary works. However, research into the specific
creative methods employed to develop these portrayals continues, especially in
contemporary literature. The story “Anushka Wants to Eat” by I. Odegov employs
an innovative method of storytelling, in which the protagonist undergoes a
psychological transformation while the other characters remain unchanged.

The difficulty lies in comprehending, without overt authorial judgment,
how narrative structure, artistic elements, and character reflections collectively
contribute to the overall psychological portrait. Although literary studies contain
extensive research on psychological characterization, there is a scarcity of
scholarship devoted to Odegov’s use of spatial and temporal imagery, emotional
depth, and narrative techniques in constructing a complex psychological profile.
By examining the creative processes that shape the protagonist’s inner world, this
study seeks to address this gap and provide deeper insights into the broader field
of psychological portraiture in literary narratives.

Specifically, the research focuses on I. Odegov’s story “Anushka Wants to
Eat,” analyzing how the author conveys the protagonist’s psychological depth
through structural devices, artistic details, and narrative strategies. Particular
attention is given to the use of temporal and spatial imagery, emotional reflection,
and the contrast between the static nature of the supporting characters and the
dynamic development of the central figure. Another significant aspect of the
analysis is the absence of explicit authorial judgment, which allows readers to
interpret the protagonist’s emotions and intentions independently.

This study aims to expand knowledge of psychological portraiture in
modern literature by exploring various creative techniques and demonstrating
how narrative components shape reader engagement and character perception.
Since the 1960s, humanity has entered a new era of postmodernity, in which
fundamental categories and concepts have been subject to reevaluation.
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The leading thinkers of the new era expressed doubts about the possibility
of further progressive evolutionary development, often articulated in large
prose forms as “the passing of the writer.” However, at the beginning of the
new century, it became evident that national cultures and the arts continued to
evolve, assimilating both tradition and elements of postmodernity. One of the
most prominent representatives of Russian-language prose in Kazakhstan, “who
captivated the backgrounds of postmodernism,” is I. Odegov. His writings capture
“certain national constants and the feeling of these coefficients” [1, p. 34].

The collection “Timur and His Summer,” comprising stories and narratives,
has emerged as a key turning point in the development of contemporary
Kazakhstani Russian literature. According to Odegov, the collection consists of
stories “about those who occasionally commit mistakes” [2, p. 251].

Stated differently, his paintings are particularly relevant to this study’s focus
on psychological portraiture, as they emphasize the complexity and paradoxes of
contemporary individuals. Many researchers have examined Odegov’s writings,
especially within the field of Kazakhstani literary studies. His works have also
been analyzed by Russian critics of fiction from various perspectives, including
psychoanalysis. L. Safronova and B. Bayzhigit, for instance, have studied his
stories through existential and psychological frameworks. Existing research,
however, often presents complete images of psychological portraiture without
undertaking rigorous comparative analysis. Analyzing and contrasting these
interpretations, highlighting their differences, and selecting the most relevant one
for studying Odegov’s narrative strategies is therefore essential.

L. Safronova and B. Bayzhigit [1, p. 33], in the article “Narcissistic
condition” Ilya Odegov novel, observe that “Purusha,” the main character,
undergoes a highly symbolic initiation that represents his transformation as he
imagines himself to be an Indian deity whose components constitute the world.
According to [1, p. 45], this act of self-identification corresponds to the Vedic
concept of “Purusha,” a cosmic being whose body forms the universe. While
this interpretation situates the protagonist’s journey within a mythological
framework, it simultaneously raises questions about the psychological and
existential implications of such a transformation.

In the article “Poetics of space”, the interdisciplinary nature of the stated
topic required its consideration with the involvement of psychological, cultural,
and sociological sources. The latest scientific works were examined, the analysis
of which made it possible to identify the range of problems in similar studies
on the subject under consideration. This analysis also confirmed that the chosen
approach has not yet been presented in them and suggested that the results obtained
may contribute additional scientific information to the overall understanding
of the stated problem. A special place is given to detailed consideration of the
concept of the “psychological portrait” in the work. In various areas of scientific
knowledge, there are multiple definitions of “psychological portrait”. In the
Dictionary of Literary Terms, “psychological portrait” is defined as one of the
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variants of depicting the appearance of people in literature. In contrast to the usual
portrait, whose primary purpose is to present a person, the psychological portrait
connects the appearance of the hero with the characteristics of his inner world. A
portrait description indicates the state of the hero’s soul, emphasizing the reader’s
attention to those details of the person’s appearance that convey information
about their thoughts, feelings, experiences, and moods. A psychological portrait
appears in literature when it begins to express one or another psychological state
that the character experiences at a given moment, or the change of such states [3].

The scientist emphasizes that psychological portraits reveal the character
traits and individual features of a personality in literary works. According to L.
Chitao and colleagues “psychological investigation practices diverse means”. It
is led out in the form of straight auctorial reproductions, in the form of personage’
self-analysis, or meanderingly, through the representation of their motions and
activities, which the person who reads, directed by the author, is anticipated
to understand. Among all these means of analysis, a special place belongs to
the external and internal speech of the characters” [4, p. 03003]. In modern
scientific literature, the psychological portrait is understood as a typological type
understood through the agreement of all indices of the atmosphere in the text,
objectifying a set of central mental constants of the hero’s personality, or a shape
of psychological traits that regulate his performance and builds his semantic
whole. It is also observed as one of the incomes of literary description, in which
the author discloses the typoscripts and expresses his arrogance toward them
over their image, appearance, figures, faces, clothes, movements, gestures, and
manners [5, p. 490].

The analysis of artistic techniques in literature highlights how authors
employ stylistic and linguistic devices to construct deeper psychological
dimensions of their characters. Previous studies have shown that language is not
merely a communicative tool but also a medium through which writers shape
the inner portrait of their heroes. For instance, scholars emphasize that authorial
neologisms in J. K. Rowling’s “Harry Potter” novels serve not only as creative
linguistic innovations but also as carriers of socio-cultural and psychological
meanings. This perspective underscores how literary form and language choices
directly contribute to the psychological depth of characters. In a similar vein,
examining [. Odegov’s story “Anushka Wants to Eat” provides valuable insights
into the artistic forms that depict the protagonist’s mental and emotional state,
thereby enriching the narrative with psychological realism. In other words, the
psychological portrait of the hero represents all the manifestations that actualize
the fundamental psychic constants of the personality, organizing its semantic
whole [6, p. 63].

This allows us to conclude that, in the process of modelling the hero’s
portrait, various artistic means are employed. Psychological portrayal attaches
the appearance of the protagonist, his exterior indexes with the structures of
the inner world, designates the expressive state of the character, and emphases
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devotion on those facts and features of performance that carry information about
the character’s opinions, moods, knowledges, and attitudes [7, p. 108]. Hence,
the article aims to study the artistic forms of modelling the psychological portrait
of the hero in the work of 1. Odegov. This paper investigates how 1. Odegov
constructs the psychological portrait of the protagonist in “Anushka Wants to
Eat,” focusing on the narrative techniques and stylistic strategies employed
throughout the story [8, p. 113]. Specifically, the study addresses several central
questions:

1. In what ways does I. Odegov employ narrative methods and stylistic
devices to construct the psychological portrait of the protagonist in “Anushka
Wants to Eat™?

2. What role do imagery and symbolism play in shaping the internal world
and expressive struggles of the main character?

3. How does the representation of the hero’s mind reflect broader communal,
existential, or logical themes within the story?

Underlying this analysis are two guiding hypotheses. First, it is assumed
that I. Odegov employs a combination of stream-of-consciousness narration,
interior soliloquies, and fragmented storytelling to construct a complex
mental representation of the protagonist. Second, it is proposed that imagery
and symbolism serve as essential creative tools for conveying the character’s
emotional state, internal conflicts, and subliminal needs. These hypotheses frame
the interpretive approach adopted in the paper, linking the textual strategies of the
author with broader thematic implications.

Materials and methods

The methodological basis of this research was grounded in authoritative
works on the psychological portrait of literary characters, developed by leading
scholars whose contributions have significantly advanced this field of study. In
defining the concept of the “psychological portrait of a literary hero,” the analysis
relies on the definitions proposed by these authors. I. Odegov’s psychological
portraiture is more effectively framed within a broader national and existential
context through the introduction of the concept of cultural constants in literature.
The use of thematic examination as a methodological tool for identifying
recurrent themes and mental constructs in the character’s description may be
guided by the recurring motif “wants to eat.” The appeal to the small epic genre
is not accidental, as it is richly and vividly represented in Russian-language prose
from Kazakhstan.

To test the hypothesis, different levels of the text were considered: figurative,
spatial, and narrative. The research process employed various scientific methods,
including structural, systemic, anthropological, psychoanalytical, mythopoetic,
and intertextual approaches. Each was directed toward uncovering the central
theme of the work. Key structural components of the text, particularly the concept
of creative space, were analysed using structural methodology. In addition, the
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study examined spatial organization and symbolic places, as well as the interaction
between psychological and physical spaces.

Character development and the overall meaning of the story are shaped
by the creative environment, which can be demonstrated through a systematic
and generalized methodological approach. The anthropoid method enabled the
interpretation of characters’ images by analysing their nominations, portrait
details, and speech. The psychoanalytical approach allowed for the identification
of archetypal images and their relation to the story’s characters, while the
mythopoetic approach drawing on symbols such as the Labyrinth and the Tree of
Life provided insight into the role of mythological and folkloric elements within
the work.

Results and discussion

The chief methods for creating a psychological image include artistic detail,
which is described as something small and seemingly insignificant that conveys
something larger and more significant [12, p. 45]. Moreover, constructing a
unified taxonomy is complicated by the frequent recurrence of creative features.
These details can be divided into four categories to enhance coherence: character-
logical (elements that reveal personality traits), implicating (subtle hints at
deeper themes or psychological states), clarifying (details that refine meaning or
context), and pictorial (visual imagery that enhances mood or setting) [9, p. 18].
I. Odegov, in his works, employs a range of artistic details that serve as tools for
constructing the integrity of a character’s image. The diversity and variability
of these artistic details make them difficult to classify. The action of the story
“Anushka Wants to Eat” begins with the narration of events connected to the
protagonist Raj, who lost his parents and was left alone with his sister Anushka:
“Since his father and mother died of fever after the prolonged spring rains, Raj
and little Anushka were left all alone” [10, p. 201].

Already the first sentence of the work allows us to infer something about
the social status of Raj, who was left an orphan, as well as the presence of a sister
whom the protagonist must care for. From the very outset of the narrative, the
reader encounters a character in a complex, borderline situation. It should be
noted that the author mentions Raj and Anushka’s parents only at the beginning
of the work, which allows this artistic detail to be attributed to the creation of a
social image [11].

The reader is confronted with a hero who has lost his parents, has been
physically maimed, and finds himself in the position of caring for his younger
sister. The writer depicts Raj’s borderline crisis between a familiar past and an
uncertain future. As researchers observe, “the motif of boundary, the boundary
situation, becomes the central motif in the life of the protagonist and his sister.
They are both positioned between past and future, between poverty and prosperity,
between hunger and satiety, and Anushka is also suspended between life and
death”.
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Describing physical appearance is essential for revealing the psychological
portrait of the characters [12]. The subsequent narration illustrates the complex,
crisis state of the hero: “Raj firstly found an occupation at a building site, but
afterward his hand was drained in a concrete mixer, his digits dried up up and
almost stopped twisting” So he could no lengthier carry weighty bags of cement
or dig pits [13, p. 29]. In this case, the disclosure of the hero’s psychological
portrait is achieved through the description of his physical features, specifically
the arm injury he sustained at the construction site where he worked.

The writer also returns to the image of Ra;j’s injured hand when describing
the crime he committed: “The woman shouted, and then Raj put his shrivelled
hand in her mouth, with his other hand he found a stone and hit her on the skull”
[13, p. 102].

Thus, the writer emphasizes the injury at the beginning of the work not only
to reflect the plight of the protagonist, which leads him toward moral decline,
but also to depict, through the physical ailment, Raj’s spiritual defectiveness,
confirmed by the crime he commits. The hand ultimately acquires symbolic
significance, becoming an external attribute of the hero’s inner state, his dried-
up, lifeless soul. The motif of bodily loss, corporeality, and the fragmentation
of the body is one of the central motifs in I. Odegov’s works. Moreover, as
researchers note, gift lets the writer to understand the miracles of the idea of his
time and to give them his own original clarification. Odegov seems to reconcile
the vocabulary of philosophical terms with everyday consciousness, existing and
thinking at a certain historical moment, when specific cultural dominants saturate
the atmosphere of human life for a person inclined to analysis and self-analysis”
[14, p. 226].

It should be emphasized that the writer presents Raj’s psychological portrait
dynamically, depicting its development through the transition from an honest
way of life to a criminal one, while paying attention to a sequence of events.
These life shocks caused the hero’s moral degradation: the death of his parents,
Anushka’s illness, and the lack of funds for treatment, all of which gradually led
Raj to make a fatal decision. Hence, in our view, it is more accurate to speak of
a psychodynamic portrait of Raj [15]. Anushka’s image, by contrast, is presented
statically; it remains virtually unchanged, and her brother’s spiritual decline is
vividly accentuated in comparison. Raj’s unstable emotional state is conveyed
through the description of his gaze: “His eyes fizzled with an angry sparkle”. The
author resorts to the direct characterization of the hero’s state, his despair, and
the rage caused by the deception of others. In this case, the eyes become a means
of reflecting the inner world of the hero, in whose gaze his demonic essence
is revealed. I. Odegov frequently resorts to the direct characterization of the
emotions, feelings, and experiences of his characters. However, their evaluative
characterization, expressed in either a positive or negative perspective, is absent,
and the connection of the fateful choice with traumatic external circumstances
significantly complicates the unambiguous identification of the hero as positive
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or negative. The writer concentrates on describing the characters’ experiences
and the events that caused them, leaving the reader to evaluate their behavior
and actions. It is impossible to reveal a psychological portrait of a character
without describing his feelings, emotions, inner states, and reflections. Overall,
it should be noted that Odegov’s works are marked by vivid psychologism. The
writer is more interested in the inner world and experiences of his characters than
in the acute social issues typical of Kazakh literature during the Soviet period.
According to researchers of Odegov’s works, this tendency is characteristic of
modern prose: “not description, but perception of modernity, and conversation
about it with readers in various forms, come to the forefront in literature; in the
presence of a plot, the latter is subordinated to the author’s reflection and driven
by it, and the narrative often covers only events marked by personal experience
and the emotional assessments of characters.”

The story analyzed by 1. Odegov is no exception: it vividly portrays the
emotional states and experiences of the protagonist, which become the main
factor in his decision to follow a fateful path. The hero is confronted with the
problem of moral choice: “Raj arrived the sanctuary and prayed to Ganesha”
He left him a trickle of rice and a flower head. Ganesha, the God of wisdom and
prosperity in Hinduism, is invoked at this crucial moment. Realizing, on the one
hand, the hopelessness of his situation and, on the other, the uncertainty of the
decision he had taken, Raj turns to God, which suggests that his soul has not yet
plunged into absolute darkness. The hero frequently appeals to divine powers:
“Raj then cursed fate, threatened his hand and the gods, who had a whole host
of these hands, then resigned himself to karma and prayed to the same deities to
give him one of their helping hands™ [15].

The complexity of the situation in which the hero found himself, along
with the injustice and cruelty of fate, generated his ambivalent feelings toward
the gods. In this case, the means of representing the psychological portrait and
emotional states of the character is prayer, Raj’s appeal to higher powers. The
prayer can be regarded as a characterological artistic detail intended to portray the
protagonist as unable to withstand the cruelty and challenges of the surrounding
world, to accept responsibility for what is happening in his own life, and at the
same time not devoid of faith in the divine, thereby not entirely losing the bright
side of his soul.

It should be emphasized that the objectification of fragments of the national
worldview in I. Odegov’s works is ideologically connected with the religion of
Islam. The appeal to descriptions of customs, traditions, and rituals associated
with the system of religious beliefs is shaped by the autobiographical element in
the writer’s prose. Odegov consciously embraced Islam, studied the Koran, and
sought “on the one hand, to present the view of religion from the outside, and on
the other hand, to convey the worldview of believing people from within” [1, p.
29]. In this respect, the relationship between the author and the hero he creates
is such that “the writer cannot be detached from his creative appeal” [1, p. 31].
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It is therefore essential to note that the portrayal of Raj as a believer, a man
seeking solace in faith, vividly illustrates the depth of his spiritual fall, allowing us
to conclude that in certain life situations even the most decent person can stray from
the right path. In the process of creating a psychological portrait of the personality,
considerable attention is given to the description of the hero’s verbal and non-
verbal manifestations: “He chanted this melody while running back lengthwise the
beach, and when he leftward the sea and hid in the scrubs from bikes and cars,
and only when the noise of the waves became completely inaudible, only when he
approached his house, Raj stopped singing” [13, p. 115]. Singing becomes a means
of reflecting the emotional state and excitement of the protagonist; the song itself
becomes a symbol first of his spiritual essence and then of his spiritual death, just
as the smile does in the finale of the work. The ingratiating smile at the beginning
of the story, “Every day he was given a bag with newspapers in different languages,
and with this bag he wandered along the beach, approached foreign tourists, and
with an ingratiating smile shoved a pile of newspapers under their noses, hoping
that one of them would attract attention” [13, p. 117], ultimately turns sinister in the
finale, giving the plot an even more tragic dimension.

An essential place in the work is given to the description of spatial and
temporal images, which become a means of depicting the development of the
protagonist’s personality and his decline: “it is still moral that my parents leftward
me a tiny house in the slum area”. Like this he did not have to sleep in outside
[13, p. 25]. It should be noted that the reference of slum area is an income of
reflecting the challenging condition in which the heroes create themselves [14].
In this case, the description of spatial images becomes an effective means of
illustrating the hero’s plight, which, in turn, contributes to his spiritual fall.

The description of the hero’s movement in space also becomes a means of
characterization, a tool for depicting the dynamics of the character. The following
fragment vividly demonstrates the writer’s use of this technique: “He seized the
cash, respired heavily, watched at the calm expressions of the boys, yowled from
helplessness, and ran away into the dark”. Raj ran at haphazard, not creating out
the highway [13, p. 87]. In this passage, the writer emphasizes the feeling of
powerlessness that makes the protagonist “howl,” reflecting the extreme degree
of his despair, inability, and helplessness in coping with the crisis in which he
finds himself. Hopelessness, sadness, and pain all drive Raj to run aimlessly,
without knowing the way. The movement to nowhere refers not so much to literal
motion as to a symbolic departure from the right path, concluding in the theft and
homicide on the seashore of a woman wrong by him for Babu [14].

Although Raj’s psychological deterioration is well described in the book,
there is no theoretical foundation to support the analysis. Incorporating literary
or psychological theories, such as narrative theory or psychoanalytic principles,
would enhance the interpretation and provide a deeper understanding of the
character’s mental state. Throughout the unfolding of the plot, the writer reflects
the tragedy of Raj’s destiny, illustrating his spiritual and moral decline as a
result of his inability to cope with both real and acute challenges. In this regard,
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researchers note that unintentional, accidental, apparently unplanned homicide
and theft is quite expected [12]. I. Odegov emphasizes that once a person strays
from the road, there is no return to it. A single rash act, committed even in a
moment of despair and hopelessness, can trigger spiritual downfall, even if
carried out with good intentions [13, p. 76].

Descriptions of appearance also play a significant role. The motif of
corporeality is central in I. Odegov’s work as a postmodernist writer. He seeks to
experiment rather than adhere to the canons of a single established method. In the
story, the protagonist’s injured hand acquires symbolic significance, serving as a
metaphor for his spiritual decline [14, p. 220].

When describing the situation of choice, the writer often refers to prayer.
It is essential to emphasize that the above problems are of great importance to
Odegov himself; this aspect reveals the personal and autobiographical nature
of his prose. The representation of the protagonist as a believer allows for the
reflection of the depth of his fall, emphasizing the tragedy of the transition from
ordinary life to a life of crime. In other words, the writer emphasizes that in
certain situations, such as during a crisis or difficult life circumstances, each of
us can make the wrong choice.

Description of verbal and non-verbal behavior (facial expressions, gestures).
The incessant song of the protagonist after the murder becomes a vivid reflection
of his emotional state, his excitement, agitation, and inability to cope with either
his feelings or the troubles and difficult life situations in which he finds himself.
The description of eyes, gaze, smile, and peculiarities of establishing visual
contact is intended to reveal the hero’s inner state.

Spatial and temporal images of the hero’s movement also serve as a means
of characterizing his inner states. Throughout the narrative, the speed of the
hero’s movements steadily increases: at the beginning of the work, Raj “walked
lengthways the seashore,” while at the end he “ran at haphazard, not precepting
the way.” The growing intensity of movement underscores the inevitability of his
further spiritual decline, as well as the accelerating loss of the “human in male”
that follows the commission of even a single immoral act. The description of the
space in which the events occur also functions as a means of characterization,
reflecting both the protagonist’s social status and his plight.

Conclusion

Using the narrative “Anushka Wants to Eat” by I. Odegov as a case study,
this research investigates how the psychological image of a literary hero is
portrayed in contemporary Kazakh writing. According to the analysis, Odegov
employs a variety of artistic details that fall into three categories: descriptive
(appearance, facial expressions, gestures, speech), spatial (the hero’s movements
within the environment), and psychological (inner experiences, emotional states,
and religious beliefs). These elements collectively create the psychological depth
of his characters. Together, they form a complex psychological portrait that sheds
light on the protagonist’s existential issues and inner conflicts.
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Although Odegov’s work demonstrates modernist and realist influences,
it does not fully conform to postmodernist norms. His storytelling maintains a
substantial psychological and philosophical focus, in contrast to postmodernist
narratives that often emphasize fragmentation, intertextuality, and metafiction.
His art distances itself from strictly postmodernist methods by emphasizing
existential dilemmas, individual emotional experiences, and in-depth reflection.
Nevertheless, his narrative style still exhibits postmodernist traits, such as the
merging of perception and reality. His distinct narrative stance could be clarified
further through a comparative analysis with other postmodernist authors.

Future research should examine Odegov’s storytelling strategies,
specifically his use of symbols, stream-of-consciousness narration, and the latent
psychological depth in character development. A deeper understanding of his
literary style may also be achieved by exploring how his philosophical reflections
on morality, human nature, and existential uncertainty shape the psychological
makeup of his characters. A broader comprehension of psychological portraiture
in contemporary Kazakh literature can be gained by extending the research to
include comparisons with other Kazakh authors.
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. OJEI'OBTBIH «AHYHIKA TAMAK KEI'ICI KEJEID»
OHI'IMECIHJET'T KEMINKEPIIH ICUXOJIOT USIBIK IOPTPETIH
BEMHEJIEYIIH KOPKEM ®OPMAJIAPBI
* AnThIHOEK A.!

*1 AGait aTbIHIarbl Kazak ¥nrreik [lenarorukanblk YHUBEpPCHUTETI
Anmarsl, Kazakcran

Anparnma. byn 3eprrey WM. OpneroBrelH «AHyIIKa TaMakK Kerici
KeJieNi» OHriMeciHae 0acThl KeWINKepiH TNCHXOJOTHSUIBIK OelHeciH jkacayna
KOJIJIaHBUIFaH HIBIFAPMAILBUIBIK TOCULAEPAl KapacThlpaibl. 3epTTey KOPKEMIIK
EPEeKIICTIKTEPAIH KEHIMKEePAiH TCUXOJIOTHSIBIK TEpPEHIIriHe Kaylaii acep
€TETIHIH ’koHe 06acThl KeHINKepAiH JUHAMUKAJIBIK JaMybl Oacka KeHinkepiaepaiH
CTaTUKANbIK TaOWFaThIMEH Kajail Kapama-KaWlibl KeNeTiHIH 3epTTeHi.

Series “PHILOLOGICAL SCIENCES” No. 1 (80) 2026 587



Altynbek A.

Hormxenep OneroBTblH Kypeni KeHinKep/l KaJbIITACThIPy YIIIH ChI3BIKTHIK
OasgHiay (GopMaThlH KOJJIAHATBIHBIH, SMOLIMOHAJBIK Kyiiepre, oiapra
KOHE Keke TaxipuOenepre Oaca Hazap aygapaTblHbIH Kepceredi. KeHicTiKTik
KOHE YaKbITTHIK OcifHenep 0acThl KeHiNKep/IiH 1IIKi oJIeMiH KYLIEHTe OTBIPHII,
NICUXOJIOTUSIBIK  OeiiHeneyni OailbiTazbl. AlTa KeTy Kepek, aBTOp aHBIK
Oaranay mikipJaepiHeH O0ac TapThIN, OKbIpMaHAapFa KEHINMKepIiH ce3imMaepi MEeH
OpeKeTTepiH e3/1epi TYCIHAIpyre MyMKiHIIK Oepei. by 3epTTey ncuxonorusiibiK
MOPTPETTEY/ACTI HO31K MIBIFAPMAIIIBUIBIK 9/IICTEP/IiH MaHBI3AbLUIBIFBIH aTall OTIIl,
oJIapIbIH OKBIPMaHHBIH KaObL11aybIHAocepiH KopceTeni. COHpIMEeH KaTap, 0astHaay
acleKTijepiH Oaranay apKbUIbl 3epTTey 970U LIblFapMagapa MCUXOIOTUsAIIbIK
TEPEeHIIKTIH Kallall jkacalaTblHbl Typasibl TYCIHITIMI3[l KeHEWTedl, 3aMaHayu
onebuerTeri KeHinkepsiepai AaMBITy JXKoHE OasHIay TAcLImepi Typalsibl KaHa
Tycinikrep Oepeni. CoHBIMEH Karap, aBTOPABIH OasHAaydarbl YHCI3MIK TIEH
KigipicTepai THUIMII KOJAaHYbl OKbIPMAaHJIbl OHTIMEHIH acTapbIHAAFbl KypJaeii
NICUXOJIOTUSJIBIK  KYHII ce3iHyre uTepMmelneiiii. OHriMeneri CUMBOIMKAIBIK
ANIEMEHTTEP MEH MeTaopanapIblH peiii 6acThl KeHINKepIiH 11IKi TOIFaHbICTAPbI
MEH yalbIM/IapbIH alKbIH jkeTKi3e/1. OJIeroBThIH KOPKEM/IIK CTUIIHIH epeKILeiri
KeHinKepsep apachblHAarbl AUAJIOITAPAbIH KbICKAJIBIFbI )KOHE COJI JUAJIOTTap/AbIH
apachlHaFbl MaFbIHAJIBIK aCTApFa epeKiie MoH OepyiHeH Jie kepiHeni. Ocpliaiiiia,
3epTTey aBTOPABIH MIHE3-KYJIBIK JeTalbIapbl apKbLIbl KeHINKepIiH 1Kl KyHiH
YKaH-’KaKThI allla TYCY TCUIIEPIH TEPEHIpEK TaljayFa MyMKIHIIK Oepei.

Tipek ce3mep: Oneros, KOPKEMIIK JA€Tallb, KeIOETi, SMOUHUSIBIK KYHi,
KeHICTIK OeifHenepi, KaObuiay, 1IKi KAKTBIFbICTAP, ICUXOIOTUSJIBIK PEATTU3M

XVIOXECTBEHHBIE ®OPMbI U30BPAKEHUSA
HCUXOJOI'MYECKOI'O IOPTPETA I'EPOS B PACCKA3E
«AHYHKA XOYET ECTbh» 1. OJEI'OBA
* AnteiHGeK A
"I Kasaxckuii Harmonanshsiii I[efarornueckuii YHuBepcuTeT
nM. Abas, Anmatel, Kazaxcran

AHHOTanus. /laHHOE HCCIe0BaHME TMOCBSIICHO aHAJIM3y TBOPYECKUX
puémMoB, mpuMeHseMbix Y. O1eroBbIM J171s1 CO3/IaHuUs TICUXOJIOTHYECKOTO 00pasa
[JIaBHOM F€pOMHU B pacckase « AHyIIKa XoueT ecTb». Oco00e BHUMaHUE yeseTcs
TOMY, KaKHM 00pa30M XyJ10’KECTBEHHBIE IeTaIN U IPUEMBI BIUSIOT HA yTITyOneHue
IICUXOJIOTUYECKON XapAKTEPUCTUKHU MEPCOHAXKA U KaK JTMHAMUYECKOE Pa3BUTHE
[JIABHOM TE€POMHU KOHTPACTUPYET CO CTATUYHOW MPUPOIOHW BTOPOCTENEHHBIX
JEUCTBYIOIIUX JIMII.

Pesynbrarel  anHanu3a  mokaspiBaroT, 4yTo  OnmeroB  BBICTpauBaeT
MOBECTBOBAHWE B JMHEHHOW (opMe, HYTO TMO3BOJSIET aBTOPY IMOCTEIIEHHO
pacKpbIBaTh MHOTOTPAHHOCTh XapakTepa repouHu. [Ipyu 3ToM akueHT aenaercs
Ha €€ SMOLMOHAIBHBIX COCTOSHMSIX, MBICISAX M JIMYHOM OMNbITe. TakoW MoaXox
obecredynBaeT yrIyOn€HHOE TIOHMMAaHUE BHYTPEHHETO MHpa IEpPCOHaXa:
MEPEKUBAHNS TEPOMHH NEPEHAIOTCS IMOCPEICTBOM TOHKHUX XYHAOKECTBEHHBIX
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Artistic forms of depicting the psychological portrait of the hero in the story ...

JeTajeld, CHMBOJIMYECKUX O0Opa3oB M TIIATEJIBHO OPraHU30BAaHHBIX CIIEH.
B pesynprare cosma€rcs ApKUil M 3allOMUHAIOMIMNCS o0pa3, o0amaroniuit
IICUXOJIOTUYECKON JOCTOBEPHOCTBIO.

3HauUMyI0 pojb B (POPMUPOBAHUH NICUXOJIOTHUECKOTO TOPTPETA UTPAOT
[IPOCTPAHCTBEHHbIE M BpEMEHHbIE 00pa3bl, KOTOPbIE YCHUIMBAIOT BIIEYATICHUE
0 OorarcTBe BHYyTpeHHEro Mupa repouHu. [Ipu 3toMm aBTOp M30€raer mnpsmbIx
OLICHOUHBIX CYKJEHUI, IPEA0CTABIIASA YUTATEI0 BOBMOKHOCTh CAMOCTOSITEIILHO
MHTEPIPETUPOBATh MOCTYIIKM U IEPEKUBAHUA IEpCcOHaxa. Takoil Nmpuém He
TOJIBKO YINIyOJsieT BOCHPHUATHE TEKCTa, HO U MOOYKIAeT K Pa3MbILUICHUIO O
CKPBITBIX MOTHBAX, YMOLIMOHAJILHOM AMHAMUKE U OCOOEHHOCTAX B3aUMOJICHCTBUSA
TEPOUHU C OKPYXKAIOLIEH CPEION.

Takum oOpa3om, wuccienoBaHWE TNOAYEPKUBACT 3HAYUMOCTH TOHKHUX
XyJOKECTBEHHBIX ~ CPEICTB B  CO3/aHUU  IICHXOJIOTMYECKOro IMOpTpeTa
JUTEPATYpHOIro repos. DTU NPUEMBI OKa3bIBAIOT CYLIECTBEHHOE BIIMSHHUE Ha
BOCIIPUSITHE YNUTATEN U IEMOHCTPUPYIOT, KaK CAEpKaHHAs aBTOPCKas MMO3ULIUS
cnocoOcTByeT (OPMHUPOBAHUIO MHOTOTPAaHHOTO M yOemuTenbHOro oOpasa.
AHanu3 NOBECTBOBATEIBHBIX 0COOEHHOCTEH pacIMpseT HOHUMaHUE TOro, KAKUM
00pa3oM B COBPEMEHHOH JUTEpaTrype JOCTUIAETCs MCUXOJIOrnuecKas IyOuHa,
npejuiaras HOBBIE NOAXOAbl K M3YYEHUIO NEPCOHAXKEH U MX XYLO0KECTBEHHOTO
BOIUIOIIEHUS.

KiroueBbie caoBa: OperoB, XyJA0KeCTBEHHas JieTajlb, BHEIIHOCTD,
SMOLMOHAIBHOE  COCTOSIHME, IPOCTPAHCTBEHHbIE 00pa3bl, BOCIpPHUATHE,
BHYTPEHHHE KOH(IIUKTBI, ICUXOJIOTUYECKUIA pean3m
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