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In the literary text, writers express their worldview through their people’s history and way of life,
revealing their national mentality and demonstrating linguistic, visual and artistic resources of their
native people.

The article clarifies the issue of other people’s perception of the famous Tatar writer Ayaz
Gilyazov’s novel “Yara” (“The Wound”), which was translated into Turkish by Fatih Kutlu in 2018.
To this end, we analyzed and evaluated the critical articles, the opinions of readers and the works of
master’s students, related to this work and published in Turkish.

Literary translation is the most important method that makes it possible to convey the results
achieved in the cultural life and in the literary process to other peoples, thereby achieving mutual
understanding between different nations. The exchange of national heritage leads to the literary and
cultural dialogue. The article raises the issue of promoting Tatar literature in the literary space of the
Turkic world and the world as a whole.

The article clarifies the main conditions for the positive perception of Ayaz Gilyazov’s work by
Turkish readers, and its psychological impact reflecting the Tatar reality and transmitted in translation.
The theme of war cannot leave other Turkic peoples indifferent, while the traditions of the Tatar
people resonate with the Turkish audience. It is noted that the language of the work has not lost its
originality in translation, as the translator has the ability to convey the writer’s thought with all its
depth and integrity.
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Introduction

Being the art of speech, a literary work is
limited by the framework of a separate language,
which can be perceived by the reader who speaks
this language, understanding all its nuances.
Literature created by representatives of one nation
can be transferred to other nations, to readers
brought up in a different environment within the
framework of other cultural values, mainly in the
form of literary translation. Tatar literature has
made many successful steps in this field over the
past two decades. Literary works, written in the
Tatar language, have been published in translations
into many languages spoken by the Turkic peoples
— Azerbaijanis, Kazakhs, Karakalpaks, Yakuts,
etc., especially those speaking Turkish. The
prerequisites and results of these literary activities
are reflected in the following works [1], [2], [3],
[4], [5], [6], [7], [8], [9].

Ayaz Gilyazov can certainly be called one of
the Tatar writers most translated into Turkish in
recent times. The communication between the
writer and Fatih Kutlu influenced the latter’s
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further translation activities. The first attempt in
this direction was made when the prose writer’s
story “Och Arshyn Zhir” (“Three Yards of Land”),
known to a wide circle of Tatar readers, was trans-
lated. This work took its rightful place in the list of
striking examples from the Tatar literature history
in the second half of the 20" century, it is with
philosophical depth that the story reveals the
spiritual state of the Tatar man who went through
difficult trials [10]. After some time, Fatih Kutlu
translated into Turkish and published one after
another A. Gilyazov’s works “Zhomga kon kich
belen” (“Friday Night...” — “Cuma giinii, aksam...”,
2013) [I1], “Yazgy kerwannar” (“Spring
Caravans” “Bahar kervanlari”, 2018) [13],
“Yara” (“The Wound” — “Yara”, 2018) [13].

The most interesting question for scholars
studying literary translations is the problem of how
a literary work exists in another cultural reality.
The main goal set in this article is to use the
example of A. Gilyazov’s story “Yara” (“The
Wound” — “Yara”, 2018) [13] to assess how the
works of Tatar literature are perceived by the
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Turkish audience. Translators and scholars are
concerned with the question whether the word of a
Tatar writer can deeply excite and artistically
influence foreign readers who were not aware of
the history of the Tatar people in Soviet times, did
not know the essence and the subtleties of
preserving Tatar national identity, national
traditions and customs in conditions of
totalitarianism... The fact that the work was
translated relatively recently enhances this interest
and shows that the question is relevant today.

Turning to previously translated works, one
can pay attention to the fact that the writer’s story
“Och arshyn zhir” (“Three Yards of Land”) was
highly appreciated by Turkish readers and accepted
on the same level as Ch. Aitmatov’s novel “Jyldan
ozyn kon” / “Mengelek buran” (“The Day Lasts
More Than a Hundred Years”). In 2012, the
translation of A. Gilyazov’s work was noted by the
Union of Eurasian Writers as the best translation
from Turkic languages into Turkish. This is
evidenced by dozens of reviews of the work.
Turkish writer Nazmiya Danizer emphasizes the
author’s skill in conveying the psychological state
of his characters, designed to remind the readers of
the love for their native land, the duty of each
person to their Motherland and parents. After
reading the story “Och arshyn zhir” (“Three Yards
of Land”), Tagir Taner called A. Gilyazov “the
Tatar Stendhal.” He was struck by the problematic
nature of the work and the breadth of the Tatar
writer’s philosophical thinking [3, p. 56]

Thus, there is a reason to believe that the first
translated work of Ayaz Gilyazov was perceived
by the Turkish readership as an important event, as
a literary key to Tatar life, it found its reader and
was introduced into scientific circulation.

Materials and research methods

The writer’s story “Yara” (“The Wound” —
“Yara”, 2018) did not leave readers indifferent.
The veracity of this judgment is confirmed by a
significant number of statements made in relation
to this work. The object of the article is public re-
sponse, that is, the readers’ opinion regarding this
translation, the articles written by Turkish writers-
art critics and research works conducted by
students and scholars.

Research methods were chosen with regard to
the specifics of the object of our study: first of all,
we used the cultural-historical and comparative-
historical methods of analysis, the commentary-
hermeneutic method of evaluating a literary work,
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as well as the principles of historicism and
nationalism.

Discussion

A. Gilyazov always recalled this work with
special love: “The closest thing to my soul is
“Yara” (“The Wound”)” [14]. The writer planned
to write it in 1983 when the moral crisis was
growing in Soviet society. This is how the writer
assessed his work in a letter to T. Aidi: “The story
“Yara” (“The Wound”) is my face... I finger the
buttons of the rosary and feel: they are decreasing!
A successful work is a happy old age, it prolongs
life, and most importantly, leaves a testament for
future generations. I also firmly believe that the
Tatars will live on Earth and that the story “Yara”
(“The Wound”) will not be forgotten” (For more
details, see: [15]).

Tatar readers received this work warmly. This
story has been thoroughly studied by scholars [15],
[16],[17], [18], [19], [20], [21].

In the course of work on the main topic of this
research, our attention was drawn to the
publication “Ortak Acilarin Kitab1 / Yara” (“The
Book of Common Sorrow / The Wound”) by Caner
Almaz, placed on the reader’s website on the
Internet [22]. At the end of his article, the author,
who introduced himself as an “Okumayr ve
yazmay1 sever” (“a lover of reading and writing”)
entitled his article in such a way as, in our opinion,
to reveal the true essence of the analyzed work. In
this article, the author shares impressions of his
acquaintance with A. Gilyazov’s story “Yara”
(“The Wound”), his attitude towards the work of
the Tatar writer and his thoughts on the story. The
author writes it has been for the first time that he
got acquainted with the work of this Tatar writer,
that through this work, he has discovered a new
world — the work of a writer who occupies an
important place in Tatar literature. He expresses
regret that he did not know this writer before. Dis-
cussing the time when the work “Yara” (“The
Wound”) was written, Caner Almaz reveals the
following truth: “Life, death and wounds of war
participants; the feeling of loss, the pain of those
who were left behind (in their native land) — moth-
ers and fathers who could not take their eyes off
the road, along which their beloved sons had
walked away, their wives and children... War is the
only thing that humanity does not need. There is
not a single positive thing created by war. War
breeds nothing but human death and a new war”
(“Savasanlarin yasadiklart, oliimleri,
yaralanmalari; kaybolan insani duygular, geride
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kalanlarin elemleri, sevdiklerinin yolunu gozleyen
anneler, babalar, esler, cocuklar... Savas,
insanligin ihtiyact olmayan tek sey. Savasin var
ettigi iyi hi¢chbir sey yoktur. Savasg, insan oliimiinden
ve yeni bir savastan baska hicbir sey dogurmaz”).

Speaking about the fate of the main character,
the author of the article emphasizes that this work
makes it possible for its readers to familiarize
themselves with the Tatar people’s culture noting
that the culture of the Turkic-Tatar people has
much in common. In particular, he notes the com-
mon features characterizing village life. “The
writer Gilyazov’s lyrical language attracts the
reader, you see real sorrows consumering the pro-
tagonist’s life. It is this aspect that “ties” you to the
work. You cannot help but think that war brings
common suffering, that the wounds, inflicted on
every nation, are the same. And he concludes:
“’The Wound’ is one of the works that has the
ability to evoke deep feelings in the reader”.

After reviewing the article, we came to the
following conclusions: Caner Almaz, as one of the
Turkish literary readers, clearly understands the
essence of A. Gilyazov’s story “The Wound”, its
main idea that war brings only troubles, wounds
and misfortunes; comparing it to his world, the
worldview of his people, their cultural wealth, he
managed to identify and evaluate common aspects
in the life of the two nations, their worldview. That
means the translation of the work has achieved its
goals.

Esra Karadogan’s (Esra Karadogan) article
“Savagin Actigi Biiyiik Yara” (“The Great Wound
of War”) [23] is an example of critical thinking. At
one time, a graduate of the Turkish Anadolu
Lyceum (Anadolu Lisesi) and Istanbul University
(Istanbul Universitesi), known to the Turkish
audience for her reviews of literary works on the
pages of periodicals, she published this article
immediately after the translation of the story “The
Wound” (March 29, 2018) into Turkish. The arti-
cle attracts the readers’ attention from the very first
sentence: “The Wound” is one of the four books by
Ayaz Gilyazov, translated into Turkish by Fatih
Kutlu, which I have read for the first time. Reading
a book by the writer I still know little about, I can
say without hesitation: “The Wound” is a
fascinating story based on real life. You are
overcome by the yearning that prevails in the book
from its very first lines. This yearning is associated
with those who live in conditions of war.” (“Yara
benim de ilk kez okudugum yazar Ayaz Giylecev’in
Fatih Kutlu tarafindan Tiirk¢e'ye c¢evrilen dort
kitabindan biri. Hentiz tamimadigim bir yazarin
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kitabimi okurken bazi tereddiitlerim olmuyor degil
ama Yara, okuru saracak, gergek¢i bir hikdye.
Daha ilk satirlarda kitaba hakim olan hiiziin sizi
yakaliyor. Bu hiiziin savasin ardinda kalanlara
ait.”’)

The art critic sees the essence of A. Gilyazov’s
work in the fact that through the fate of one person,
one family, he conveys, in a simple and accessible
language, the tragedy of thousands of families who
survived the war. “Siileyman Ihtiyar’in son iimidi
de sondii. En kiiciik oglu cepheden donmedi”
(“The hope of old man Suleiman went out. His
youngest son did not return from the war”). This
sad story begins by describing the feeling of yearn-
ing experienced by the old man Suleiman who is
desperately waiting for his only son. The readers
are clearly mistaken if they think that for the par-
ents, who watch the flower bloom and the songbird
land on the windowsill, it might seem better to hear
the news of their son’s death than to live in igno-
rance, such news is unacceptable for parents — this
is what the author of the article believes in, relying
on the psychological state of the characters, focus-
ing on the skill of the writer who brilliantly con-
veys the mental state of each character (Gabdulla,
his parents, his beloved Zaituna). The force of life
in each of these characters is their hope for the re-
turn of Gabdulla, and this hope will never fade
away, “they keep away from others, withdrawing
into themselves, but still striving to live, like a tree
branch broken off from the trunk.”

The author, thus, highlights one of the essential
qualities of A. Gilyazov’s story — his ability to
reveal the psychological state of a person, and
explains the influence this tragic story has on the
reader. The author sees the essence of this sad and
beautiful story in showing how deeply the warfare
penetrated into the everyday life of the Tatars, it
happened not only at the front, it affected all the
people of that time.

The article by Mehmet Akif Ozturk “Gunlum
Hep Seni Ariyor, Neredesin Sen” (“My Soul
Always Looks for You, Where Are You?!”) was
published after the publication of the work “Yara”
(“The Wound”) in Turkish, making it the object of
research in this article. The title of the paper is
consonant with the song of the Turkish-Chechen
singer Nesheta Ertash “Neredesin sen?” (“Where
Are You?”), which indicates that the theme of the
work is not alien to the Turks.

The author cites Sadyk Hidayat’s words
“Shundyi yaralar bar tormyshta, makhau awyruy
shikelle ekren-ekren hem yalgyzlyktan ashyi
torgan, kimere torgan yaralar” (“There are
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wounds in life that, like leprosy and loneliness,
corrode and gnaw slowly”) at the beginning of his
article, which helps the reader to reveal both the
essence of the article and the main theme of the
story.

In his article, M. Ozturk calls World War II
one of the largest wars in history and notes that
many works, dedicated to this war, have been
created in world literature. In terms of the
influence this war exerted on the lives of home
front workers, A. Gilyazov’s story “Yara” (“The
Wound”) is especially close to the work “Anam
kyry” (“Mother’s Field”) by Ch. Aitmatov.

This article is notable for being informative: it
introduces Turkish readers to the personality and
work of the Tatar writer A. Gilyazov, familiarizing
them with his works translated into Turkish. It
provides information about the original structure of
the 160-page work “Yara” (“The Wound”), its
characters, events and plot. Referring to the title of
the work, the author notes that the mental state of
the characters is connected with the fate of their
sons lost in the war; a change of yearning for hope
runs through the entire story and increases emo-
tional pain.

When describing the image of Zaytuna in the
story, the author of the article refers to the work
“Kyzyl yaulykly guzelkeem” (“My Beauty in a
Red Scarf”) by Chingiz Aitmatov. This story was
made into a film in Turkey (1977), where the
famous Turkish film star Turkan Shoray played the
role of Asiya. The article draws a parallel between
the way Asiya was waiting for her husband and the
way Zaituna was waiting for her Gabdulla; this
helped the Turkish reader delve into the work of
the Tatar writer and understand the feelings expe-
rienced by its characters.

M. Ozturk draws attention to the fact that the
history of one family is conveyed through the
experiences of parents and their sons, and the
bitterness of war is conveyed through a love story,
which is the success of the “Yara” (“The Wound”)
author. “The characters are described in a true-to-
life way, the time and place are conveyed with
amazing skill and with great success. The main
thing is that the events are convincingly depicted,
and that the reader is truly immersed in the book.
The end of the story is unexpected”.

As one of the valuable aspects of the story, the
author notes the abundance of Tatar traditions and
customs; summing up the idea, he writes that
“*Yara’ (‘The Wound’) is one of the best novels
that I have read recently. I look forward to other
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works by A. Gilyazov coming to the Turkish
reader...”

Adalet Chavdar’s (Adalet Cavdar) article
“Savas hakkinda bugilinlerde okunmasi gereken
eserlerden: ‘Yara’” (“Works about war that should
be read today: ‘The Wound’”) [25] begins by
introducing the Turkish reader to the biography of
the Tatar writer, his fate and his works translated
into Turkish by Fatih Kutlu.

““Yara”, savas hakkinda belki de bugiinlerde
okunmasi gereken onemli eserlerden biri. Ayaz
Grylecev biitiin diinya icin gecerli ortak bir acidan
bahsediyor ve bu aciyr bir anne ve babanin
hikayesi ile anlatmaya basliyor. Ne kadar klise bir
ctimle olarak tinlasa da kulagimizda Yara, okurken
okurunu yaralayan romanlardan biri. Kalbinizi
avucunuzun iciyle sitkmayr gayet iyi biliyor”.
(“Yara’ (‘The Wound’) is one of the significant
works about war that is worth reading today. Ayaz
Gilyazov describes the grief common to the whole
world and explains this situation through the story
about parents. No matter how repetitive it may
sound, “Yara” (“The Wound”) is a novel which
makes the reader feel emotional pain while read-
ing. The author knows perfectly well the secrets of
how to squeeze hearts with his palms”) [25].

The author of the article points out that the es-
sence of the work is in the power of love, in the
feelings experienced by the parents of Tatar sons
wounded in the war, missed and captured; he notes
the author’s skill to show unrecognizable changes
caused by the complex fate of Gabdulla. “Their
meeting many years later turns out to be truly trag-
ic. Inside the story, there are scenes in which a per-
son’s soul falls apart. Thanks to the mastery of
Ayaz Gilyazov’s description, it seems as if you
were watching some kind of an emotionally diffi-
cult film. You will think about the young people
who left, did not return, could not return and could
never be the same as they used to be before. If one
of your loved ones is among them, the novel will
be perceived as reality, not as fiction”.

The work describes ordinary fates. The article
concludes we should be ashamed if we are not able
to understand that, despite the fact that almost a
century has passed, the war has not brought any
benefit to humanity, only pain.

If we seek to determine how A. Gilyazov’s
work will be perceived by the Turkish audience, it
is important to refer to the opinions of young
scholars giving a scientific assessment of the
writer’s work, including this story. Written by
Burak Donmez (Burak Dunmez), a student of the
Department of Turkish Language and Literature at
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the Institute of Social Sciences of the Turkish
[nonii University (Malatya), the master’s thesis,
based on the story “Yara” (“The Wound”), is
distinguished by a deep reflection on the work. It is
gratifying that the scientific advisor of this work is
our fellow countrywoman, Prof. Ramilya
Yarullina-Yildirym who used to work at Kazan
Federal University.

This 175-page work “Edebiyat ve kiiltiirel
degerler baglaminda tatar yazar Ayaz Giylecev’in
Yara romani” (“The Tatar writer Ayaz Gilyazov’s
novel “The Wound” in the context of literary and
cultural values™) [26] is of interest to the Tatar
reader, primarily, as a part of the course of “cagdas
edebietler” (modern literatures) in Turkish
universities: the literatures of the Turkic peoples,
including Tatar literature.

The fact that the work was prepared and pre-
sented by a reader - a Turk who is not very familiar
with Tatar literature and culture, justifies the fact
that a significant part of the work consists of
information on the history of the Tatar nation, its
current state, works of Tatar oral folk art and
history of literature. Three parts of the work are
devoted to the place Ayaz Gilyazov holds in the
history of Tatar literature, biographical information
about the writer and materials about his creative
path, his prose and drama works.

The main part of the work is devoted to the
analysis of the novel “Yara” (“The Wound”). It
should be noted that the value of this master stu-
dent’s paper is his study of a significant number of
articles related to A. Gilyazov, introducing them
into scientific circulation, providing Turkish read-
ers with the opportunity to familiarize themselves
with these works.

While analyzing the story, the Turkish student
makes interesting judgments about the plot of the
work, the construction peculiarities of its sections,
the techniques used, its genre features and
composition. Our attention is drawn to the fact that
the young scientist pays special attention to the
concept of “Yara” (“Wound”) and makes an at-
tempt to reveal the essence of the work through it.

The master’s thesis focuses on the fact that the
author tests all the characters in the story through
the concept of “wound”. The young scholar points
out that this word is used as a key to test his char-
acters for human qualities.

Reflecting on the meaning of the word
“wound”, Burak Dénmez (Burak Dunmez) reasons
as follows:

“Firstly, the word is used in its literal meaning:
the numerous wounds of the main character of the
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story — Gabdulla. Gabdulla was wounded several
times in battle, mortally wounded several times,
but despite numerous and serious wounds, he sur-
vived. It seems that there was something protecting
this man... This conclusion prompts the author to
look for the explanation; makes him think about
the protagonist’s parents, relatives and fellow
villagers[26, p. 92].

Before describing Gabdulla’s wound, the au-
thor draws our attention to the fact that the word
“wound” is used both literally and figuratively to
reveal the fate of his characters:

The famine of 1921 deeply wounded the souls
of many. Having described one event associated
with those years, the researcher evaluates it
through the concept “wound”. One night, a poor
man Badri’s son Kamali comes into Zuleikha and
Suleiman’ house to steal a piece of bread, but
Suleiman catches him. In anger, he rushes at
Kamali, brandishing his axe. At this moment, his
wife Zuleikha, for the first time in her life,
contradictes her husband and gets her hand
wounded with that ax. Thus, Zuleikha, risking her
own life, saves Kamali from death and her husband
from murder. Since then, she keeps helping her
neighbours, saving many of them from starvation
with her cows’ milk. The wound on Zuleikha’s
hand and the emotional wounds of the surviving
neighbours remain as the memories of those
difficult years.

As another example, Burak Dunmez mentions
the event related to Shakur. He realizes that the
meeting of the parents, who are waiting for their son
from the war, with Shakur, who has returned from
the war, is a way to explain how deep and heart-
breaking the wound inflicted by the war is. Before
the war, Shakur was a slender, tall, strong young
man, but now he is skin and bones, with a bent
back, with traces of wounds on his face. “These
words show that the war and the totalitarian regime
oppress, weaken and humiliate people physically
and spiritually. Describing Shakur’s physical and
mental state before going to the war and after
returning from the war, the writer shows what
disastrous consequences war leads to. In addition to
physical and external wounds, the young man
experiences psychological pressure, fear and des-
pair, all of these states of mind are reflected in his
behaviour and manner of communication. The
return of Shakur initially gives hope to Suleiman
and Zuleikha, but when they hear from him what
happened in the war, their hopes fade”. In this case,
the hero’s external and mental wounds are the focus
of the author’s attention.
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The young scholar draws attention to the part
of the story telling about two other Zuleikha and
Suleiman’s children, besides Gabdulla. When
talking about their daughter Razia, the reviewer
does not describe her as a kind girl showing con-
cern for her parents; so, in the end, Razia, having
married a Russian guy, leaves the village, wounds
her parents in the heart and moves away from them
and from her nation. Here, the young researcher
touches on another issue: mixed marriages, and
comes to a great generalization: “In the image of
the girl who has forgotten about her Tatar origins,
the author discusses those who marry a
representative of another nation and forgets their
language, he calls this “a national disease” inherent
in all modern Turkic peoples”. He emphasizes that
what happens is a tragedy, a great spiritual wound
for the nation.

Another wound in Suleiman and Zuleikha’s
souls is the senseless death of their second son
Yusufzyan who did not even go to the war.

The master student specifically highlights the
image of Zaituna whom Gabdulla loved before the
war. The war cut her happiness short. The young
scholar understands that she got married out of
despair. He is right when he says that the girl’s
marriage is her misfortune and a mental wound for
Gabdulla’s parents.

“In the novel, Zaituna experiences a spiritual
upsurge. She moves to become a support for
Gabdulla who has renounced the whole world
suffering from mental and physical wounds and
hoping she has been waiting for years. Ayaz
Gilyazov characterizes Zaituna as the guardian and
continuer of the nation, she is characterized by
patience and pride, which are inherent in the Tatar
people”.

Thus, at the end of his analysis, the Turkish
student comes to the conclusion that these
sorrowful wishes, the prayers of the parents who
survive great disasters, whose mental wounds
never get healed, finally make Gabdulla, exhausted
by mental and physical wounds, return to his
native village, give him the strength to overcome
himself. The writer Ayaz Gilyazov does not de-
prive his parents, Suleiman and Zuleikha who
patiently survive all these trials and wounds, from
their last hopes, the author lets them see their son,
and the fact that Zaituna, having taken her child,
comes to Gabdulla’s home, testifies to the degree
of the author’s justice and mercy.
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Result

Our analysis of the articles and notes by the
authors who familiarized themselves with the
translation of Ayaz Gilazov’s story “Yara” (“The
Wound”) into Turkish served as the basis for the
following conclusions:

Firstly, we would like to emphasize how im-
portant literary translation is for the world
recognition of Ayaz Gilyazov’s works and Tatar
literature in general. Of course, by conducting
systematic work in this direction, we promote
translations into different languages of the most
striking works that reflect the noble qualities of the
Tatar people, historical truth, the principles of
Tatar life, creating multifaceted national images.
By familiarizing other peoples with the literary
heritage of the Tatars through translations into
other languages, we enhance literary interactions,
spiritual and moral mutual understanding of
peoples and contribute to the dialogue among cul-
tures.

The translator should be able to convey the
meaning of the work to a foreign audience, owing
to his/her thorough knowledge of the language,
his/her ability to think creatively and a clear
understanding of the unique living conditions and
worldview of both nationalities.

The clear perception, subtle analysis and the
ability to truly appreciate Gilyazov’s text indicate
that the translation was carried out by Fatih Kutlu
with a deep understanding of the language
specifics.

The authors of the analyzed articles, as
indicated above, clearly understand the semantic
depth of the story “Yara” (“The Wound”) and its
main idea. A. Gilyazov shows the life of ordinary
residents of one Tatar village during World War 11
and in subsequent years. The characters, depicted
in the work, undergo difficult trials throughout
their country’s history; at the same time, they
preserve their humanity.

Making an attempt to interpret the multifaceted
meaning of the title of the story “The Wound”,
Turkish readers make conclusions that give
impetus to reflection.

The authors of the articles focus on the most
important technique employed by Ayaz Gilyazov —
his psychologism, the ability to reveal the spiritual
world of a person. At the same time, this story
places emphasis on reflecting the national
traditions of the Tatar people, which have a lot in
common with the Turkish people.
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Conclusion

Thus, reading the work of Ayaz Gilyazov in
translation, the Turkish audience realizes that the
essence of the story “Yara” (“The Wound”) is the
deep experiences, adversities and incurable
wounds inflicted by World War II on the life of the
Tatar people, that war is an unnecessary source of
disasters and misfortunes for humanity. Discussing
this translation, the authors are doing important
and useful work disseminating knowledge about
Tatar literature and the works of Ayaz Gilyazov
among Turkish readers.
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A3 I'bIJI9KEBHBIH, «IPA» IOBECTE:
TOPEK YKYUBICBIHJIAI'BI PELHEIIIUACE

daépa CorbliiTh Kbi3bl ColiyiIuHA,

Kazan ¢enepanp yHUBepCUTETHI,
Poccus, 420008, Kaszan ., Kpemis yp., 18 Hue Hopr,
fsaifulina@mail.ru

Ona0M TEeKCTTa S3ydbl Y3CHEH JOHbSI TypBIH/A KY3QJIIaBBIH Y3 XAJIKBIHBIH TOPMBIIIBI, TapHUXEI,
KOHKYpeIlle alla YarbUIIbIpa, aHblH MHJUIM MEHTAJUTETHIH ada, TYTaH XaJKBIHBIH Te-CypaTiIay
YyapajapblH, COHIaTH PECYPCIIapbIH KYPCaTa.

Mokaino TaTap XaJKbIHBIH TaHBUITAH S3y4ybIChl As3 ['blitnoxeBHBIH Topek TeneHo Partux Kytmy
(Fatih Kutlu) TapadbeinHan Topkema utenran «Slpa» («Yara», 2018) moBecTeHBIH YUT ayJUTOPHS
tapadblHHAH KaOyJ WTeNye MOCOJoceH adyblkiayra OarbllUIaHraH. ©OJiere MakcaTrka Hperry
IOHOJICIICH/I9 MOKaJId aBTOPbI TapadblHHAH OMPOHY OOBEKTHI MTEN allbIHFaH 9CoPra MOHICI0oTIIE
TOPEK TEJCHId OACBUIBIIN, AOHBS KYPTroH TOHKBIAAM MOKAISJIOP, YKy4bUIap (hrukepe, acpbiM By3iapia
yKy4bl Maructpiap tapaplHHaH OaliKapbUIraH Xe3MaTIISp aHaIU3JIaH/Ibl, O3sUIoH IE.

Ono0M  TOpKEMd — XaIbIKHBIH MOJIOHHM TOPMBIINIBIHIA, oA0M OaphlIBIHAA HMPEIIKoH
Ka3zaHBIIUIAPbIH Oalllka XaJlbIKiIapra >KUTKEpepra, HIYHBIH alla Tepie XajbIKJIapHBIH Oep-OepceH
aHJIayJapblHa UPEIIYTd ATOpEI SIChI TopraH uH MehuM anbiM. MU Mupac OeoH ainMalry o1a0u
hoM MomoHM nmnaniorka KUTeps. ABTOp Tapa(blHHAH TaTap ONOOMATHIH TOPKM Xalblkiap howm,
TOMYM9H, JI0HbsI 91901 IIPOCTPAHCTBOCHIHA YBITaPY, TAHBITY MACHAJICE 1O KYTIpea.

Moxkamoge As3 I'BIIOKEB 9COpEHEH TOPEK YKYUYBICHI TapadblHHAH yHal KaOynl WTENyeHEH Tell
IIapTaapbl, TaTap YbIHOAPJIBITHIH YarbUIABIPraH hoM TOp)KeMoAo TeHo KUTKEPENTdH 9COPHEH TepeK
YKYYBIChIHA IICUXOJIOTHUK AKTAH TI3CHUPE, CYTBIIT TEMACBIHBIH Oarka TOPKH XaJIbIKJIIAPHBI Aa 6I/ITapa(1)
KaJIIBIPMaBHl, TaTap XaIKBIHBIH TOped-rafdTiiope TOPEeK ayIuTOPHACEHAd /9 aBa3JallIbIK TaOysl
aubIKIIaHA. OCIP TEICHEH TOPKEMOIQ JQ TOI HOCXOAITe TIICHUPIIEICIEH IOTAITMABEI, TOPKEMOUEHEH
A3y4bl (prKepeH OeTeH TUPIHIIEre, OOTEHIIETe OSJIOH KUTKEPY COITOTEH Usl OyITybl OMITeIIoHd.

Ten TemeH4ya dp: As3 ['blilnoxeB, Tatap Npo3ackl, MOBECTb, 910K Topkema, Datux Kytiy,
o1o0MATTa CYTHIII TEMACHI

Kepewm XamblK BOKWJUIOpEe TapadblHHAH  TYIBIPBIITaH

Cy3 conrate OyiaraH omo0H ocop aepbiM Tel  oAd0MsATHBI Oalllka Xajblkjaapra, Oallka MOXHTTI,
KbIcaJapbl OCJIOH YMKIOHTOH hoMm yn ojere TemHe  Oamika MOAOHHM — KBIMMMOTIOpP — KbhIcalapblHIA
OenroH, aHbIH OOTEH HEUYKOJICKIOpeH aHjaraH TOpOMSUIOHTOH  YKydblra,  HHUre3nd,  94o0u

YKy4bl Tapa(bplHHAaH ThIHA KaOyn uteno ana. bep
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TOPXKEMOZ® TEHO JKUTKEepepra MOMKHH. Tarap
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oMo0MATEI COHTBI MKE JHCTY euiapaa Oy eIlKoIo
IIaKTHINA YHBIIIIB afpIMHAp scaisl. Tarap TeneHms
SI3BUITAH 9Mo0MAT YpPHOKIOpE aepyda TyraHIall

TOPKM  XaJblKilap —  a3op0aibkaH,  Kazax,
Kapakaimak, sSkyT h. 0. Temmopro, aepydya akTHB
POBEIITS  TOPEK  TEJICHO  TOPIKEMd  HTel

0acTBIPBUIABL. OJere IOHAJEIITITe JIIYSHICKHEH
anmapTiaapel hoM HOTHXKAIOpE MOKalId aBTOPSI
TapadplHHAH OamIKapbpUIraH alnarbl Xe3MOTISPAd
no garsutein tants [1], [2], [3], [4], [5], [6], [7],
[81, [9].

Tepek TemeHs COHrBI YOpAa MH KYI TIPIKEMd
WTENToH TaTap S3YYbUIAPBIHBIH Oepce Oymapak,
huumvkces, As3 [bliJIOKEB HCEMEH arapra
MOMKHH. Momhyp s3y4bl y3€ HCOH BakbITTa
Oynran ceiinomye-apanamysl Parnx KyTimyHBIH
KHJIOUOKTS  TOPIKEMOUENIeK JIIEHD  KepelryeHo
HOTBIHTHI sICBIH. By foHoNemTs OepeH4e OMTBUTBIII
— TPO3aMKHBIH KWH KaTiaM TaTrap YyKy4bIChIHA
TaHBUITaH, XX TaCHIPHBIH HKEHUYE SPTHICHI TaTap
OMoOUSATHI  TApUXBIHBIH ~ KYPKOM  YPHOKJISpE
HCEMJIETEH/IS JIACKIIBI YPBIHHBI alTaH IOBECTE —
(doncopu THpoHNmexk OeNOH KaTiayiabl  CHIHAY
eIUTapbhlH y3raH TaTap KEIIECEHEH PYXH XaloTeH
adyra IOHOJAEPENToH «Odu apumbiH Kup» («Bir
avuc toprak», 2008; 2011) ocopeH TopKEeMo
utyneH Oanutanasl [10]. KynMenep BakbITTaH COH
Top)kemMoue  TapadblHHaH ~ Oep-Oep  apTJbl
A. I'viitnoxxeBublH, «KoMra keH, Ku4d O€JoH...»
(«Cuma giinli, aksam...», 2013) [11], «S3ret
kopBanHap» (‘“Bahar kervanlari», 2018) [13] ,
«Spa» (“Yara”, 2018) [13] ocopmope TopKemMo
utener;, Tepkusge  JeHbS  Kyple, TepeK
YKYYbLIAPbIHA TOKBIUM UTETIJIE.

Ono0M  TOPKEMAJIOPHE OHpoHYYe TaIUMHIP
OUEH — OCOpPHEH WKEHYE MOJOHHM UBIHOAPIBIKTA
SIIIOBE, Y3 YKYUYBICHIH Ta0yhl MPOOIEMAaChIH OMPOHY
aepyda KbI3BIKJIBI MAChOJIS. ©OJEre MOKaloI
KyenraH Tell MakcaT Ta — A. ['bliinoKeBHbIH «Spa»
(«Yara», 2018) [13] moBecTe MHCaIbIHIA TaTap
O/IOOUSTHI YPHOKIIOPEHEH TOPEK ayJUTOPHUSICCHIID
SAIIOBE-TApPaNyblH, YKy4bl TapablHHaH KaOyI
UTENYEH, HUHOM TO3CHP KaJABIPYBIH OQsUIoyIoH
reritbapor. CoBeT HOpHIHAA apajap epakialikaH,
TaTap XaJKbl TapUXbIHHAH Xo0apmap OynMaraH,
TOTAJIUTAPU3ZM HIapTJIapbIHAa MUJLTA
SIoeIIeOe3HEH, roped-ragoTiopede3HeH
CaKJIAaHBIMIBI ACHUTBIH, HEUKAJICKIOPEH OEIIMOraoH,
aHJamMaral YUT W1  ayJUTOPUSICEHd  Tarap
S3YYBICBIHBIH ~Cy3€ OeTeH THpoHiere OesoH
upeniepMe, ajlapHbl Jia  JIyJKBIHIaHBIPBIPMBIL,
COHTaTH SKTaH TOICHUP WTOpPME ITUTSH copayliap,
oNI09TTo, TOpKEMoueHe 19, Oy  MOCBhOJIoHE
OMpoHYYe TaTUMHOpPHE OO0 OOpUYBIil. OCOPHEH

66

YJarellIThIpMayda COHTBI BAKBITTA TIPIKECMI HTCIIYC,
SAr'bHU BAKBIT apaJibII'bIHBIH KbICKA 6YJ'IYBI — JJICTC

KBI3BIKCHIHYHBI ~ aepyda  apTThipa, MOCHOJIOHE
AKTYaJbJIdIITEPI.
Annmapak  TOpXKEMd  UTEITOH  JCOPIOPEHD

MOPIKITaTh UTCIK, A3YyUBIHBIH «OU apIUbIH KUP»
MOBECTE TOPEK YKydblUlapbl TapadblHHAH FOTaphI
Oosutonen, Y. AiitmaroBublH «M  gonblle Beka
IuTcs AeHbp» («Enman 036IH KeH») poMaHbl OeIoH
O0ep Iopaxkome KaOynm UTENYeHd WrbTHOAPHBI
roHanTepra MeMkuH. 2012 enga A. I'plitnoKeBHBIH
anere acapeHeH TapxKemace EBpazus S3yusiiap
OepIiereHeH TOPKU TEIUIOPIOH TOPEKYra UH SXILbI
TOPXKEMd HTEIroH ocope Oynapak — Ourenarn
yTenae. ©Ocopro SI3bUITaH JTUCTANIOIOH O9sIoMaTIop
myn xakta ceinmu. Tepek s3yusicel Hazmus
Januzep ykydbliapaa TyraH >KUpra Moxo009T, hap
WHCAHHBIH ~ TyraH okupe hom  aTa-aHacHl
KapIIbIHAArbl OYypbIUbl TYpPBIHAA HMCKY TOLIEPYId
FOHOJITENITOH reponIapHbIH MICUXOJIOTHK
XapaKTepPUCTUKACHIH oupyne ABTOPHBIH
OCTJIBITBIH  aCCHI3BIKJIBIA. «O4  apUIbIH  KUP»
moBecTeH ykbirad, Tahup Tanep A. ['vlitnoxeBHBI
«ratap CreHgane» IUN aTblii. AHBI OCOpPHEH
npoOJjeMaTHKackl, TaTap S3yYbICHIHBIH (Hancodu
(uKepIoy KUHJIETe COKIanapIpa [3, 6. 56].

lyn poBenuie, As3 ['BIATOKEBHBIH TOPIKEMO
UTENTOH OepeHdYe ocope TOpeK  YKYYbLIApHI
aynmuTopusceHns Oep Bakbliira Oymapak KkaOyn
uTeN/ie, TaTap TOPMBILIBIHA o/190M auKbId KeOek
UT'BTHOAp Y30TEH/IS TOPABI, Y3 YKYYbICHIH TAIIThI
hom ramumuop TapadbiHHAH (OHHH SWUIOHEIIKS
KepTeJJie UM bILIaHbII SUTEepra HUre3 oap.

Tuxkmepeny Marepuajiapel hom Mmeromiiapsl

Szyuabiabiy «Spa» («Yara», 2018) mosecre na
YKy4dblHBI OuTapad kaiameipmaael. by ¢ukepHeH
XaK OyJybIH OCOpre MOHOCO0JTTd  SI3BUITaH
(uKepIopHEH LIaKThIA OyIybl paciblid.
MokanoHeH @ HpoHY OOBEKTHl Ja — MIYIIbI
KaiiTaBas, SITHU QJIEre OWPIHETd TOPTaH SCOPHEH
TOP)KEMOCEHd  MOHOCA0OTNE  SI3BUITAH  yKYYBI
¢uxepe, TepeK SI3Y4bI-TOHKBIHTHUEIISPE
tapadblHHAH S3BUITAH MOKAJIAJIOP, CTYJCHTIAP
ayJIUTOPHUSICCHEH, TATMMHIPHEH (oHHU dIIIape.

Tukmepy METOAJAap B olpoHy
OOBEKTHIHBIH ~ Y3€HYQJIETeH  HMCONKS bl
callmaHipl: OepeHYe dYUpaTTa, AaHAIU3IAYHBIH
KYJIbTypa-TapHXx, YarelITHIPMa-TApUXU
METOAJIAphl, 9190M SCopHE OOSUIOYIS IIOpPeXJIoy-
TepMEHEBTHKA allbIMbl (halilamaHblIIbl, UIyJail YK
TapUXWIBIK hoM MIUIWIEK NPHUHIUIUIAPBI Y39KTO
TOTBUIABI.
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Dukep ajabIlILy

A. I'eiiinmoxkeB Oy acopeH hopBakbIT aepbIM Oep
spary OenoH Tenre ana: «OKaHbpIMa MH SIKBIHBI —
«Ipa» [14]. Omun amsl 1983 enma, coser
KOMIBIITCHIQ OXJIAKbli KpU3UC Keddsd Oapran
BaKBITTa YK S3apra HUATION KyiraH Oyma. «“Spa”
MOBECTE YA — MHHEM #e3 aKIbITbIM... TocOux
TOUMOJIOPEH CaHBIMM J]a CAHBIIAM, CU30M: aJlap KU-
Mern Oapa! YHBIIUTEI 9cap — OoXeTiie KapTibIK YiI,
TrOMEpHE 03alTy4bl 1opMaH, UH MehnMe — KHI9YoK
OybIHHapra BacChIATh TO yJ. OJie MHH TaTapiap
KUPAQ SIS, TaTap SILIOTOHI, «Spay» mosecThiia-
PBI OHBITBIIMAC JUII HBIK bIIIAHAM», — IUI OdsIN
ocopeH s3yusl T. OWaure s3rad xaTeiHaa [15].

Tarap yky4buiapbl Oy ocopHe OHK KbUIbI KaOyI
urrensp. l'anumusp TapadbiHHaH na Oy TOBECTH
maKTeIil eitponenron [15], [16], [17], [18], [19],
[20], [21].

Tem TemaHbl ady OapbIIBIHAA WT'BTHOAPHBI
Yanep Amnmaz (Caner Almaz) wucemie Kutam
YKYYBIHBIH VIHTEpHET uYenTopeHasre calThIHIa
ToKbIUM HTKOH «Ortak Acilarin Kitab1 / Yara»
(«Yprak xocpoTiiop KuTadbl / SIpa») s13Mackl Kaem
urre. [22] MokamoceHeH — axbIphIHAA — Y3€H
«Okumay1 ve yazmay1 sever» sSTrpHH «YKyHBI hom
SI3YHBI COI0YE)» AWM TOKbIUM HUTKOH QJIeTe IISXEC,
MOKAJIOCEHEH HCceMeH, Oe3HeH yHiaBbIObI34a,
aHaJM3JIaHa TOpPraH OCOPHEH YbIH  ACBUIBIH
auapiblK, MOTbHOJE WTen OuproH. S3mackiHAa
aBTop A. I'eriinmokeBHBIH «Slpa» moBecTe OeloH
TaHBIIy OapblllbIHIA TyraH (UKepiope, TaTap
SI3Y4bICHI MKaTbIHA MOHACO09TE, MOBECThKa Oaiiie
yitnanynapsl OenoH Oynems. SI3Ma aBTOpBHI arere
TaTap SBYYbICHI WXAThl O€JoH OepeHdue TaIlKbIp
T'bIHA OYPAIybl TYPBIHIA X909p UT9; 9Cap aiia y3e
©UCH SIHA JIOHbS — TaTap of0MATHIHAA ShomusTie
YPBIH TOTKaH SI3y4bl WMXXATBIH adybl hom orera
KaJop WIYHABIH S3y4YblHBl OEIIMOBE, TAHBIMAaBHI
OUeH KYHEJCHIId YKeHed KeOek Oep XHC TObI
XaKbIHJA 513a. OCOPHEH S3bUIYy BaKbITBI, TEMAChIHA
TYKTaJIbIl YTKOHHOH coOH, Yanep Amnmas «Spa»
oCope TIICUPEHJI TyraH TYOOHJOre XaKblMKaThHE
ada: «Cyrpimra KaTHAIYYbUIAPHBIH TOPMBILIEL,
YJIeMHape, spallaHyJapbl, [OTajiraH KeIIeleK
TOUTBUIAPEI, apTTa (TyraH >KMpAQ) KalydblIapHBIH
OpHYJIope, SipaTKaH yJulapbl KUTKOH IOJJaH KY3€H
aJIMaraH OHWISP, aTtajnap, XaTbIHHAp, Oamnainap...
CyTblll — KEMIENEeKKd KHPOKMATOH (MXTBISKBI
OynmaraHn) 6epaonOep oiidep. Cyrsim TapadbIHHAH
TyIBIPBUITaH Oep TeHo yHaH aibep A9 oK. Cyrsiim
Kelle YJeMEeHHOH hoM sHa cyrelmTan Oamika

hudabep oiitbep Tymplpmblii».  («Savasanlarin
yasadiklari, Oliimleri, yaralanmalari; kaybolan
insani  duygular, geride kalanlarin elemleri,
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sevdiklerinin yolunu gozleyen anneler, babalar,
esler, cocuklar... Savas, insanligin ihtiyaci
olmayan tek sey. Savasin var ettigi iyi hicbir sey
yoktur. Savas, insan Oliimiinden ve yeni bir
savastan bagka hicbir sey dogurmazy).

IToBecTbTars! Ton kahapMmaH S3MBILIBIH KY319H
KUYEPTOHHOH COH, Si3Ma aBTOPHI dJIeTe 9cap amia
TaTap XaJKbIHBIH MOJASHHATE OCNoH TaHBIILY
MOMKHHIIETEH acChI3bIKIBIA  hom  Tepek-Tarap
XaJIBIKJIAphl MOIOHHUATEHIO OMK KYII YPTaK SIKiIap
OapIBITBIH TOWMBIHYA KaJbIll OyJIMaBBIH UCKOPTI.
Aepyya aBbIJI TOPMBILIBIHAATE! YPTAKIIBIKIAPHBIH
ocop OyeHua 1oBaM WTYEH OWITENon YTo. «S3ydst
I'bIliNIoKEBHBIH JIMPUK TEJIE YKYUbIHBI Y3€HO TapTa,
Cce3 FCpOﬁ TOPMBIIIBIHAATBl XJACPITIIOPHE HHYCK
OynraH, mrynail kypace3. Hokbs mrymmbl sk cesHe
ocopra «Ooiinon Kys». CyTBIIIHBIH YPTaK XocpaT
KaTepye, hop MWIIOTKS [0 sicaraH sipajapsl
Oeprepie  WKHoJere  TypblHAA  yilllaMblifda
Oynmeipa amMBIACHI3. «Spa» — YKyYbIHBI THPOH
TOWIBUTApTa caly KeueHd usi OynraH Oep acop», —
JIATOH OMraK sIChIi.

SI3mMa OenoH TaHBIIIKAaHHAH COH TYOoHIOTE
HOTIDKArD Kuiiobe3: YaHep AiMas, o1o0usT coroue
TOpPEK YKYUYbLIAPBIHBIH oepce Oynapak,
A. I'pllinoXeBHBIH  «fIpa» MNOBECTEHBIH AaCBUIbIH,
CYTBIIIHBIH Oapbl THK adaT, spa, XOCPITIOp TEHD
KHUTEPYE XaKbIHAArBI TOI (PMKEPEH TUPOH aHJIaraH;
Y3 A6HbsCHI, Y3 XaJKbIHBIH JOHbAra KapalllblH,
MO/ISHU OalNIBITBIH KY3 aJAbIlHOA TOTKAaH XOJo,
HUKE MUWJIJISTHEH, SINICIICHAATE, JOHbiATa
KapalulapblHOarsl ypTaKk SIKJIApHBI aublKJIaraH,
Oosiim  anrad. SIrbHU OCOPHEH TIpKeMace —
MaKcaTbIHA UPEIIKIH.

Ocpa Kapanoran (Esra Karadogan) «Savasin
Actigi Biiylik Yara» («Cyrein TapadbiHHaH
scanraH oOnbl  sApa») [23] s3Macel  MOKald

ABTOPBIHBIH UT'BTUOAPBIH TOHKBIMIU (BUKEp YpHIre
Oynapak jKoJen UTTe. Y3 BakbIThIHAA TepKusHeH
Amnanony nuneeH (Anadolu Lisesi) hom UctanOyn
YHUBEPCHTETBIH (Istanbul Universitesi)
ToMamJjiaraH, TOpPEK ayJUTOPHUSICEHd BaKbITIBI
MaTOyrat OUTIIOPEHIIO 97001 9CoPIIOPTa PEICH3HS-
OosuToMonope O€NloH TaHBUITAH OJieTe XaHBIMHBIH
«Slpa» TOBECTEHBIH TOPEK TEICHId TOPKEMICE
OacbuIbI YblkKaHHAH COH (29 mapt 2018) neHbs
KYProH MoKajace OepeHuYe >KOMIIOCEHHOH YK
YKy4bl WTBTHOAPBIH JKAJEN WT: «Slpay MuHEM
OepeHde TanKelp YKbIraH, As3 [BIHIOKEBHBIH
@arux Kyrny Tapa@blHHaH TOPEKYArs TIPIKEMI
UTEIIMOH JIYPT KHUTAOBIHBIH Oepce. OJera Kaaap
TaHbIl OynMmaraH Oep S3y4YbIHBIH KHTaOBIH YKy
HOTHKACEH/Id, Oep /A0 HMKENOHMHYS MIYHBI OUTO
amam: «Slpa» — yKydYbIHBIH KYHEJIEH Owniom ana
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TOpraH, YbIHOAPJIBIKTAH aJlbIHIaH XuKds. Kuranra
OepeHUe FOJUTAPBIHHAH YK OCTEHJIEK MTKOH CarbIll
cesHe dopHam anma. by carelm  CyrBII
HIapTiaapbeIHAa SMISy4Yenopra 0siine» («Yara benim
de ilk kez okudugum yazar Ayaz Giylecev’in Fatih
Kutlu  tarafindan  Tiirkce’ye  ¢evrilen  dort
kitabindan biri. Heniiz tamimadigim bir yazarin
kitabint okurken bazi tereddiitlerim olmuyor degil
ama Yara, okuru saracak, gercek¢i bir hikdye.
Daha ilk satirlarda kitaba hakim olan hiiziin sizi
yakaliyor. Bu hiiziin savasin ardinda kalanlara
ait».)

TonkbiiiTeue A. I'bliIOKEB 9COPEHEH ACHUIBIH
Oep kemie, Oep TaWiao S3MBIIIBI alla CYTBIIIHBI
OalIbIHHAH KUYSProH MEHHOPYO Tauiio S3MBIIIBIH
Y3€HEH YHUKaJb Tele OeloH OWK Taiu 119, YTemie
719 UTeI KUTKEPYEHId Kypo. «Siileyman Ihtiyar in
son iimidi de sondii. En kiiciik oglu cepheden
donmedi». — Onere MOHCY XHWKdsl CYTHIIITaH
OepaoHOEp yIBIH KoTer, eMeTe o3enroH CenoiiMaH
KapTHBIH CarblllIbIH CYpOTIdy OeclloH OamniaHa.
OMMa Yo4oK aTKaH TeNrd Kapan Ta, TOpa3d Te0eHD
KHJICT KyHT'aH KOIIHBI KYPEeI T, AXIIbITa FoparaH,
OepHUHIM X009p IOKIIBIKTaH Yapachl3 KaJraH ara-
aHa oueH, OoJIkM, yiIeM Xo0ope KWIco 19,
XKUHEIEePOK OyJblp WAe JOWN yimaraH yKydYhl,
QN0ATTS, SUITHIINIA, MOHJIBIA X000p aTa-aHa ©uYeH
huu kaOys1 uTMaciek O6ep HOpCa, AuI GUKEp HOPTd
MOKAJId aBTOPBI 9COpP TepOMIAPBIHBIH MCUXOJOTHK

XalloTe XakblHAa yinaHeln, hop TepoiHbIH
(I'abnynna, aHBIH OTH-OHHCE, COWIroHEe 39UTYH9)
KYHENl XaJoTeH s3y4bl CYy3 OCTachl Oynapak
cypoTnonm  OMpyeHa  OacklM  sCBIH. — Olere
repoiapublH ~ hopOepceHeH  smdy Kede —

Ia0OaysuiaHbIH KaWTHIp eMeTe OesioH Oaiiie, hom Oy
eMeT huu CcyHMosuoK. Auap Oamkanapias
YUTIIOUI,  Y3-Y3JIOpEHo  OHMKIISHONOp,  JIOKUH
KOYCOCCHHOH KaephLiraH Oep arau Oortarbl KeOek
OapbIOep, AMISPTa OMTHLIAIAP.

[lyn peBeme, Mokano aBTopsl, A. I'bliinokeB
MOBECTEHBIH  achll  chiiarmapsiHHaH  Oepce
OyJiraH — KelIeHEH TMCUXOJOTHK XaJdTeH ady
OCTAJIBITBIH aephIll KYpcoTa hom oarnere carbinuibl
TapUXHBIH YKydYblla TOICHpP KOYEHEH Co000eH
aHyiaTa. OJere CcarblDIbl hoM TYy397 XHKOsSHEH
acbul  (QuUKEpeH s3Ma  aBTOPbl  CYTBILIIHBIH
TaTapiapHbIH KOHJQJEK TOPMBIIIBIHA HUKAIAIP
THPOH YTENl KEProHeH KypcoTyso hom  aHBIH
¢poHTTa reIHA OapMaBBIH, IIYJ Y0P KEIIEISPEHEH
carsIlibl OyJIbI YarkUIbI TaOybIH paciayna Kypa.

Mbohmor Axud O3srypkaeH (Mehmet Akif
Ozturk) «Gunlum Hep Seni Ariyor, Neredesin
Sen» («KyHenmem hopuak cune 331m, Kaifnapaa
cun?!y») [24, 6. 65-66] aum atanraH s3Machl Aa
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oJiere MOKAJIS® OUPIHY MaTepPHalbl UTEH aJIbIHTAH
«pa» ocopeHeH TopKeMoce OachUIBII YBITY
VHAaGHHAaH JIOHbSl Kypo. SI3MaHBIH HCEMe Tepek
YoUOH-)KbIpYbICKl Homor OpramsbeiH «Neredesin
sen?» («Kaimapma cuH?») Hcemie KbIPHIHHAH
aNBIHTaH OYIYybI YK — 9COPJIOTE TEMaHbIH TOPEKIOP
©UCH JI9 YUT OYJIMaBBIH KYPCOTI.

ABTOp TapadblHHAH MOKAJIOCCHEH OallbiHaa
kurepenroH  Campik  hwupaitotnen  «[llynowuii
apanap 6ap mopmvliuma, Maxay agulpybl WUKeLLe
oKpeH-aKpeH hom SISLI3ILIKMAH  Quublll MOpP2aH,
KUMepa mopear spanap...» - JHATOH CY3J9pe
VKy4YbITa SI3MaHbIH achll (PUKEPEH 9, MOBECTHHBIH
TOI MAChAJIOCCH JI9 auapra ApJIoM UTa.

M. O31ypk  y3eHEH MoKamoceHno VkeHue
beTeHIoHbS CYTHINBIH — TapuXTarbl HH 3yp
CYIBIIUTAPHBIH Oepce aum arelii homM JeHbs
OMoOUATHIHAA QJIETe CYTBINIKA OarblllIaHraH OHMK
KYTI 9COpIIop MKAT UTENTOH OYITyBbIH OMITENON YT9.

CyrplIIHBIH ~ THUIAA  SILIOYYENOp  TOPMBILIBIHA
MOTBIHTBICHIH TaCBUP HUTyYyC ATrbIHHAH
A. I'sliinoxeBHEH «Ipa» MOBECTHIH

Y. AUTMAaTOBHBIH «AHAaM KbIPbD» 9COPEHd aepyya
SKBIH OYJTYBIH HCKOPTS.

onere sA3Ma MOTrbIymMatd Oynyel  OelioH
AepBUIBIII TOpa: YN TOPeK YKy4bICBIH TaTap
s3ydbIChl  A. ['BIATTIOKEB II0Xece, WXKAThl, aHBIH
TOPEK TeNeHd TOPXKEMd HTEIroH  dcopiope
TYPBIH/A KbI3BIKCBIHABIPHIPJIBIK UTET TAHBILITHIPA.
160 6utToH TOpraH «Spay ocopeHeH Y3eHUSJIEKIIe
CTPYKTYpP Te3elelle, kahapMaHHapBbI,
BaKbIMranapsl, CEO’KEThI TYPBIHAA MOI'bJIyMaT Oupa.
OCOpHEH HMCEMEHd MOHOCa09TiIe, TIepOHIapHbIH
PYXH XaJoTe CYTHINITA IOTalTraH yIIapblH 3apbITbII
KOTY, OMETJIOHY, OMETCE3JIeKKd TOIlly, TarblH
OMETIIOHY KeOeK KHuepeluiop OeoH 0aiine OyIysl,
ocop OyeHua emeT hom emercessieKk XHCIIOpEHEH
ANBIIIBIHBII, OSTBIPHHE I3TAIOBEH OWITEIIaN YT9.

IToBecTbTarsl 30lTYHS 00pa3bIH CYpOTISTIHD,
MOKao aBTOpbl UBIHIBI3 ANTMAaTOBHBIH «KBI3BLT
SyNbIKIBl  ['y3omkoem» (Tarapua Top)KeMace —
«'y3omeM ©OcCom») OoCOpPEHO MOPIKOraTh HTI.
Tepkusine ¢uiabm Oynapak TeLIEPENTaH Jere
acopmere (1977 en) Acus pojeH OamikapraH
aTakKJIbl TOPEK KMHOCHI HOJIBI3bl akTpuca TypkaH
[opaliHBIH UpEH KOTKOH IIUKEIUIE 30MTYHOHEH 119
l'abpynmacelH  KeTye apacblHOa Iapaelbiap
YTKOpeT, TOpeK yKYy4bICBIHA TaTap SA3Y4YbICHI
OCopeH, Tepoillapbl KHUYEpEHUIdpEH Kysamiapra
SAPAOM UTO.

«Slpax» acaperio M. O3TypK aBTOPHBIH YHBIIIIBI
Oynmapak, Oep Tawio TapuXbIH ara-aHaJIaphI,
aNapHbIH YIUIapbl KUYEpelUIope ama OupenyeHo
urpTHOAp UT9, aepyda CYIBII XJCPITIOPEHEH
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MOX9000T TapuXbl ama >KUTKEPENyeH aephll
KYPCOTa. «OCOpHEH kahapmazHapHI
TOPMBIIITATBIYA, TOBECTHTA BAKBIT hoM YPBIH-KHP
TaKoen OCTaNbIK OeNoH, OWK YHBIIUIBI OMPENToH.
Wy mehmme, Bakpliiranap bIIAHABIPA, YKYUYbl YBIH
MOT'BFHOCEH/IO KUTAITHBIH 3YEHD allblll Keper KHTo.
OCOpHEH aXbIphl CIOPIIPU3 OCIIOH TOMaMIIaHa.
ABTOp, mIynall YK, OCOpHEH KBIIMMOTIIE
SKJIapblHHAH Oepce Oymapak, acopae TaTap
MWDIOTEHEH Homanapel, Troped-raiomiiope My
uten OupenyeH arblii hoM ¢ukepeH Homrakmarl,
«,Spa‘ COHIbI BakbITJIApAA MHUH YKbITAH WH IS
pomMaHHapHBIH Oepce. A. ['BIHTOKEBHBIH OYToH
OCOpJIOpEHEH 19 TOepeK YKYyYbIChIHA  KHIIEMN
UpELIYeH Ty3eMce3JIeK OCTIoH KOTAM...», — JIHII s3a.
Ananor YaBmapueiH (Adalet Cavdar) «Savas
hakkinda bugiinlerde okunmasi gereken eserlerden:
“Yara”» («Cyrpin  XxakelHAa OyreHre KeHJQ
VKBUIBIpTa THENUIE ocopiopaeH: «Spay) [25]
SI3MacChl TOPEK YKYYBICBIH TaTap S3YYbICHIHBIH
ouorpadusice, SI3MBIIIIBI, darux Kytny
TapadblHHAH TOPEK TEICHY TOPIKEMd HTEIToH
ocoprope OeoH TaHBIITHIPYAaH OaluIaHa.
«“Yara”, savas hakkinda belki de bugiinlerde
okunmasi gereken onemli eserlerden biri. Ayaz
Guylecev biitiin diinya icin gecerli ortak bir acidan
bahsediyor ve bu aciyi bir anne ve babanin
hikayesi ile anlatmaya basliyor. Ne kadar klise bir
ctimle olarak tinlasa da kulaginizda Yara, okurken
okurunu yaralayan romanlardan biri. Kalbinizi
avucunuzun igiyle sitkmayr gayet iyi biliyory.
(«SIpa» cyrbin TypbiHIa OYTeHre KOHD YKbUIBIPra
THeNUIe ohoMusiTie ocopiopHeH Oepce. As3
IbifinokeB O6TEH JOHBA ©uUeH ypTak OyjraH
XOCPITHE CypoTiid hoMm Oy XoNHE 9TH-OHH TapUXBbI
ama annara Oanuield. Hukamop kabaTnanran
(xmme) Gep KoM KeOeK KoJIarerbi3ia SHrbIpaca
na, «Slpa» yKbIraH BakKbITTa YKYYbIHBI SIPaNIbIi
Topran ocop (poman). Meporeresne yubl GeoH
KBICY CEpIIOpEH OUK o10aT Gend aBTop.) [25]
Mokalo aBTOpBI, IIyJali YK 9COPHEH achUIbl —
CYTBIINITA SIPANaHTaH, IOTANraH, KyJira OSJOKKOH

TaTap YJJIApbIHBIH aTa-aHaJlapbl KHYEpeluIope
TypbIHIA, MOX9009T Keye TypolHAa OyIybIH
Kypcots; [l'aOmynnaHblH — TaHBIMACIBIK — OYJIBII

Y3ropye, KaTlayJibl S3MBIIIBIH KYPCOTY OCTAIBITBIH
owrmremon  yrto. «0O3ak emmap YTKOHHOH COH
oupaiity, 2JI09TTS, (QaKura paBelIeHAd Oupeo.
Poman »4eHno WHCAaHHBIH JKaHBIH Mapdya-rapya
TETKAJIOTOH COXHONOp Oap. As3 [bIilIo)KeBHBIH
cypoaTiioBe hoM Tene amia ce3HEH Ky3 ajJblHIa
aBelp Oep ¢uIBM Kaparan KeOeK TodcHp Kaja.
KutkoH, kaliTmaran, xaidta amMarad, MOHHaH COH
Ocepkaiiuan jma »dnekkere kebek Oyma anmaran
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SIIIBIIOP TypbIHAA YHIasdyakchl3. bomap apacslHza
Ce3HEH SKBIHHAPHITBI3HBIH Oepce Oyica, poMaH
POMaH TYTell, 9YbIHOAPITBIK OYIIBIT KaOyJT NTETOUK.

Ocopo ypTaKk sA3MBIILIAP CyPOTIOHS. Mes
eljap4a BakbIT YTCO [19, CYTBIIIHBIH KEIIEICKK
Oep (daiima ma KUTEPMOBEH, aHHAH Oaphl THK OPHY
TCHO KalyblH aHJaMaBbIOBI3 ©4YeH OAT OyibIpra
THEIID, — IUTOH HOTHKD SICHIH yiI.

A. TorimoxeB ocopeH TOpeK ayJuTOopHsce
HUYEK KaOyJl UTYEeH aublkiayAa S3y4ybl MXKAThIH,
OIyJl  HMCONTOH  oNere  9copeH 19  (hoHHH
aHajgusnmapra, 0o OWpepro OMTBUITAH  SIIh
TaIUMHOp Xxe3MoTe a9 ohomusmie. TepkusHeH
OHOHU ynusepcutersinbie, (Manaths mohope)
Wxxtumareiii hoHHOp MHCTUTYTHI Tepek Tene hom
omo0uATEL OyNEreHmd YKydbl MarucTpant bypax
Henmesnen (Burak Donmez) «Sfpa» mnoBecte
OyeHua s3raH MAarucTpJBIK JII€ 9CdP TYpBIHAA
IIaKTBIA THPOH (GUKEp WepTenm S3buraH OyIybl
OelloH aephUTBIT TOpa. OIlere Xe3MoTHeH (oHHU
JKUTOKYECe — SKTalIbIObI3, Y3 BakbIThiHIa KDY na
SIIISTSH ranuMa — npodeccop Pamums SApymmunHa-
VIBUTIBIpEIM GYITyBI KyaHBIWIbL

175 6urron Topran anere «Edebiyat ve kiiltiirel
degerler baglaminda tatar yazar Ayaz Giylecev’in
Yara romani» / «Tarap s3yusichl  As3
I'eiiiioxeBHBIH «SIpa» poManbl 91001 hom MoIoHU
KBIAMMOTIIOP KOHTEKCTBIHIA» [26] aum atairaH
qjlere Xe3MoT TaTrap YKy4bIChl ©YEH Tepiie SIKTaH
KBI3BIKJIBI.

Bepenuenon, Tepkus By3napbiHma «cagdas
edebietler» ArpHA «3aMaHmaI 9A0UATIAPY KYPCHI
KbICaJlapblHAAa TOPKH XaJBIKJIAp oA0MSTIapH,
OIyJI WCOMNTOH, TaTap 9Jo0MATHI Ja eupoHenye —
YHail KypeHel.

ON0TTI, XE3MOTHEH YUT ayauTOpusl — TaTap
OMoOUATHI, MOIOHUATE O€NoH OWK SIKBIH TaHBIII
OynMaraH  TOpPEK  YKy4ybiChl  TapadbIHHAH
93epiIoHeN, Iy MIapTiapAa SKJIAaHybl, Xe3MOTHEH
LIAKTBIA 3yp eJIeHIeH Tarap MHUISTE, aHbIH
Tapuxbpl, OyreHre TOPBIIBL, TaTap XajblK aBbI3
WKATBl  9COpJIope, ONo0MAT TAapUXBIHHAH A
Oenemmonop  OupenyeH  akibll. OmHeH 3
Oymekdoce — s3yubl As3 ['BIIOKEBHBIH TaTap
OIOOMATHI TAPUXBIHAATEl YPBIHBL, SI3y4Ybl TYpPBIHA
Oouorpaduk MarbiayMartiap, s3y4blHbIH HKaT I0JIbI,
po3a, [paMa eJIKSCEHAIre SIIYoHIIere TYPbIHIATbI
MaTepraIapHbI TyIUIaI Oupa.

OmHeH Tem eneme  «Slpa»  poMaHBIH
aHanu3Jayra OarblllIaHraH. by OJICIIT
MaruCTPaHTHBIH A. T'eriistoxxeB MKaThIHA
MOHOCO0OT/IE  IMIAKTBIH  MOKamojuop  OeroH

TaHBIIIKAH OYyIIybl, OJieTe XE3MOT aIia ajapHbl
OIJIOHEIIKd KepTye, TOPEeK YKYYbICHIHA TaHBIIIY
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MOMKHUHJICTEH TYyJbIpy STBIHHAH Jia JIIHCH
KBIAMMOTEH OWIITEIION YTePra KUPoK.

Tepex CTYHEHTHIHBIH aHaIW3 OapbIIIBIH/IA
OCOpHEH  CIOXKETHI, OYJEeKJIOpeHeH  Te3eNell
Y3eHYaIeKIIape, YKYYBIHBI KBI3BIKCBIHIBIPY
MaKCaThIHHAH KYJUIAaHBUITaH ajbIMHAp, JKaHD,
KOMITO3UIIMSI XaKbIHJIa KBI3BIKJIBI (UKepiope Oap.
Be3neH urpTHOapHBI aepyda SIib TaTUMHEH A.
I'vlitnoxeBHEH onere TmoBecTeHIa — <«Spay
TOIICHYOCCHO aepsIM WTbTHOAp OHpye, oCopHEH
MOI'bHOCEH IIYIIbI TOIICHYS allla aYbIpra OMTHLUTYBI
Y3€HS TapTTHL.

MarwucTpIsik J1me aBTOPHI 9CopHEH
repoiiapblH  KY3A0H  KHYECPIoHAD,  aJapHBIH
OapbICBIHBIH,  J1a aBTOp TapadblHHAH  «sIpay

TOLIEHYACE allla ChbIHAY YTYIOPEHS MIbTUOAp HTO.
S ramuM  osere Cy3HEH Kyl IepOHIIapHBI
Kemlienek chliigatiapbl Oyinybl STHIHHAH ChIHAY
AYKbIYbl KEOCK KYJJIaHBUTYbIH KYPCOTS.

«SIpa» cy3eHeH ocopAo caJbIHTAaH MOTIBHICE
TypelHAa yiinasein, bypak JleHme3 TyOoHmoreuo
¢bukep HepTd: «ONOSTTI, OepeHYenoH, ocap
aBTOPBI AJIETE CY3HE TYPBl MOTBHOI, JCOPHEH TN

kahapmanbl — [aOAynnaHblH KYICaHJBI  TOH
spalapbl XaKblHAA sI3TaH OyJIybIH HCKIPTo.
labgynma cyreimra  OepHHYo KaT — spajaHa,

OEpHMYS TAIKBIp YJIeM THIPHATHIHHAH BIYKBIHA,
spanapbl HUKanop Kym hoM Kutau OyiybiHA
KapamacTtaH, yi hamaH uCoH Kana. Olnere repoiHb
HUZEp Cakiblii KeOek... OJere HOTIKS aBTOPHBI
IIyIIBl XOJHEH ¢2000eH 331opra; kahapMaHHBIH
OTH-OHHUCE, TYTraHHAphl, aBBULAANUIAPHI TYPBIHJA
yiUTaHBIpTa ATOpeENI SCKIi» [26, 6. 92].

One [abmymnaHelH sSpaJapblH  CYPOTIIOVTD
KaJop YK S3Yy4Ybl «spa» cy3eHeH hoMm Typsel, hom
KY4epenMa MOTBbHOI TepIie Iepoilyiap S3MBIIIBIH
avy/a KyJUlaHybIHa UTBTHOAP UTS:

1921 enrsl auwiblKk KYIUIOPHEH KYHEICHID
TUPSH sipa OyJbIN Kaja. Ojere esuiap 0enon Ooitie
Oep Bakbplifrara TYKTaJblIll, CTyIEHT Oy BaKbIMTaHbI
Ja onere TemeHYd ama Oosu.  XoIepoK
TOPMBIIITA SMISTOH 3enosiixa hom CenoiiMaH eeHd
Oep TeH sipabl boapu oI aThl YBIKKaH KEIIEHEH
yibl Kamanu adnmbiktan Oep KHCOK MKMOK ypliay
eueH Kepo, MokuH CesloliMaH aHbl AIIOKTEpeN aja.
Auynan Ganta OenoH centonen, Kamanura xu3ons.
[y BakbIT XaTBIHBI 30I0iiXa TOMEpEHId OepeHYe
TanKbIp MPEHd KapIibl TOIId, 0anta aHblH KyJbIH
xKopaxariu. llyn papenwne 3emoiixa y3 TOPMBILIBIH
KYpKBIHBIY acThlHA Kyen, KamanuHbl yJIEeMH9H,
WPEeH Kellle YTePY/oH cakiian Kajna. AHHaH COH Ja
KYPIIEIOpEHS  SIPJOMIISIICTI  SAIIH, KYIUIOpHE
CBIEpIIapBIHBIH COTE O€NOH ay YIEMHOH KOTKApBII
Kayia. OJiere aBBIp CIUIAPHBIH HCTOJEre OYIIbI,
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3emolixaHblH Kyl ~ fdpacbl, HCOH  Kajral
KYPLIETOPEHEH KYHEJ Spachl Kaja.

WNkenue wmmcanm Oymapak, osmeHns bypax
Henmes Illokyp OenoH Oofiiie BaKbIUTaHBI HCKJ
ana. YiapelH CYTBIIUTaH KOTKOH aTa-aHaHbIH
cyreimTad KadTtkaH lokyp OemoH oupamrysr —
CYTBIII SIPACBIHBIH HHUKAJdp THUPSH, OOTHIPBIIOPID
YTEll KepepiieK, OMETIIOpHE ©39plieK OyiIyblH
aHJIaTy ©4YeH KYJJIAHBUIYbIH aHjian O9sIM SIIHEH
aBTophl. CyTHIINITaH alaa Te3, OueK OyiIbl, Kewie
erer OynraH Illokyp — Tupe hoMm cesKIopro reHs
KaJITaH, apKachl OOKPOWroH, OWUTEHID spa dI3IIope
ApeUIbIl  sTa. «by CY37m0pAoH aHJAIIBIIraHya,
CYTBIII hoM TOTaIUTap PEKUM KelIeTIapHe (PHU3HK
hoM pyxu sKTaH W30, 30TBIH(BIOHAEPd, MECKEH
xonra  kutepd. llIokypHeH CyrblIKa KUTIp
anaplHHAH hoM CyrblITaH KalTkau OynraH (Qpusuk
hoM KyHen XajoTeH KYpCoTell, si3y4bl CYTBIIIHBIH
HUHIY asHBIY HOTHKQJIOPIS KUTEProHEH KYPCITo.
OU3HK, THILIKBI SpajapAaH ThILI, €reT ICUXOJIOTHK
0acblM KWYEproH, KypKbIHTaH, ©METEH >KyHWraH
UKSHIIETe aHbBIH Y3-Y3€H TOTYbIHHAH,
cellmomryeHHoH 19 Toenbin Topa. IIokypHeH
kaiitypl Oamrta CenoliMan OcioH 3eJoiixaHbl
OMETIIOHIEPCATIAP, aHapaaH CYTBIIITA
OyJIraHHapHBl HILETKYY, aTa-aHaHbIH eMEeTIope
CYHO», — UM 095N TOPEK CTyAEHTH. by oupakra
Jla TEepOWHBIH THINIKBI KOPOXdTiope hom skaH
spanapbl — aHBIH UI'bTHOAD Y39TeH 19 TOpa.

3emnoiixa hom CenoiimanneiH ["abpymnamgan
Oamka wKe Oajanapbl TYpPBIHIATBl OYJIEKKd 19
uretTHOap uTo Awb ranuM. Kemmaper Pasus
TypblHAa (UKEp HOPTKOHAS A9, 9capHE Oastoyue
aHBIH OTH-OHHCEHd WreJieKlIe KbI3 OyJIMaBbIHA,
axpIp KW, pyC ereTeHd KUAYTd YbIThII, aBbUIIaH
KUTKOH Pa3usi oTu-oHUCEHEH HepareHno >Kopaxar-
apa Kanaplpa, hom amapmaH, hoM MWIIOTTOH
epakiama, — 1un 0951 Oupa. By ypeIHaa siiib ramum
TarblH Oep MOChaJora — KaTHall —HUKaxJjap
MOCHOJIOCEH 19 TyKTaja hom OJIBI
TOMYMUIISIITEPYTS KUIID: «Y3€HEH Tarap aHachlH
WMeIl YCKOHEH OHBITKaH KbI3 0aia oOpa3blHa ama
aBTOp Oallka MMJUIOTKS KHUSYTS YBITBII, Y3E€HEH
TeJIeH, KeM MKOHEH OHBITYYbLJIapHBI 3aMaHa TOPKU
XaJBIKJIapHBIH OapbhIChIHA /12 Xac OyjiraH «MHJUTH
XacTaJIBIK» AMIl OosUiM. ©OJlere XolHEH MHIUIOT
¢daxxurace, MIJUIST ©4€H OJIbI PyXH sipa OynybIHA
6achIM SICHIil.

Cenoiiman hom 3esnolixaHblH emMeTaope OymbII
TyraH HKeHue yuIaphl MOCHI(KAHHBIH CYTBIIIKA
OapbIll JKUTKOHYE YK MOI'BHOCE3 YyieMe — aTa-aHa
KYHEJICHIO TarklH Oep sipa OYJIBIIT sTa.

OmHe Oamkapydsl cTydeHT ['a0mysuiaHblg
CYIBIIIKA KaZdp YK spaTbll HOproH KbI3bl —
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30iiTyHo 00pa3biHa aepbIM TyKTa. CyTHII aHBIH Ja
6METEH ©39, 00XETEH KUCO. AHBIH KHUSYIQ UBITYHI
na — Oamrka eMeT KajaMmayaaH OyiIyblH aHJIbId SIIb
ranuM. KbI3HBIH  KUSYT® UBITYBl —  aHBIH
Ooxercesnere, [ aOay/mmaHelH OTH-OHHWCE ©YEH —
YKaH sIpachl OYIIBIT 9BEpeItd, UI0e OENIOH XaKJIbL.
«Pomanna 30MTYHO pyxu ycemr Ku4epd. YI
pyxu hom ToH spanapeiHa Ay4ap uTenen, O0eTeH
NOHbAMAaH Ba3 KHYkoH [aOmymmara Tepok Oyiy
OUeH Y3€ J9 enayAaH hoM XacpoTToH apeiHy hom
emap Oye KOTKOH ©METEHd Mpelly eYeH KydeHo.
As3 I'eiinoxeB 3oHTYHOHE, TaTap XajKbIHA Xac
Oynmran  cabOeipaslik  hom  TOpypnmeik  Kebek
ChliiaTiapHbl, MWDISTHE CaKiaydbl, JoBaMm
UTTEpYUEe OyJapak TOKBIUM UT», — TUIT OISITH.
[yn poBemwie, aHaiIM3 axbIpPblHA OJIET€ OJIbI

XOCPOTJIOPHE  KHMYEPIdH, JKaH spajapbl hud
OacpIMaraH ara-aHaHbIH JKaH aybIChl OEJIoH
TEJOTOH TeNore, Joramapsl — KyHen hoM ToH

sipaapbel OEToH TapUILUIOHToH ['abmaruiaHel COHTHI
TaIKbIp TYT'aH aBbUIBIHA KaHThIPra 3Tapa, Y3eH-y3¢
KUHOPTo KoY OHUpo, JUIOH HOTHIKAID KHIIO TOPEK
cryaenTsl. [lymibl kanop chiHAYTapHBI-SIpAapHBI
caOBIpIBIK OeoH KuuepraH ara-aHa — CesoliMaH
Ocnon 3enoiixaHbl A3ydbl As3 ['BIHIOKEB COHIBI
OMCTIIODCHHOH  aepMaraH,  yJuiapel  OeloH
KaBBIITHIprad hom 30l TYHOHEH 110 0aachlH allblll,
aHBIH ©CHO KWJIYe — aBTOPHBIH COH J9PIKIID
rajiest hom Mopxomatiie OyJybIH paciblid, U A3a.

HoTuxp

As3 ['bliinaKeBHBIH «Spay MOBECTEHBIH TOPEK
TEJICHS TOP)KEMace YBIKKaHHAH COH 9cop OeNoH
TaHBIIIBIN, Y3 (UKEPIOPEH YKY4Ybila >KUTKEPIoH
aBTOpJIap sA3Majaphl OCJIOH TaHBIIIY, aHAJIU3JAY,
aNapHBIH Tell (PUKepeH aephll yblrapy TYOoHIore
(buKepIapra Kuiepra Hure3 OyJibl.

bepenuenon, As3 ['BIIUIOKEB 9COPIOPEH TEHO
Tyrel, TOMYMOH TaTap oJQOUSATHIH JIOHbATA
TaHBITY/1a o100u TOPKEMOHEH HUKaJ3p
KbIiMMOTIIC hoM Kupakiie 311 OyilyblHA TarklH Oep
KaT ©0aceIM SICBICEI KWIQ. OJI0JTTd, JJIeTre
FOHAJICLITATe IIYOHIIEKHE TUIAHIIBI POBEIITS 19BaM
UTTEpEN, TaTap XaJKbIHBIH achll ChIA(ATIAPbIH
KYPCOTKOH, TapuXHW [OpecieKHe, Tarapya SIoy
MPUHIUTUIAPBIH YarbUTABIPraH, KUHKBIPIIBI MUJUTH
oOpas3iap TyAbIpraH WH MaTyp OCOpJIOpHE Tepie
TEJUIOPra TOPIKEMd HUTY — KHPaKie hom akryalb
smr. bamika temropra Top:KeMo WTeNy aia TaTtap

omobu  mupacel OenoH  Oalllka — XalbIKJIAPHBI
TaHBIIITHIPY, omedusTIap aJMaIIbIHYTA,
XaNBIKJIApHBIH ~ Oep-OepceH  TaHybIHA, PyXH-

OXJIaKbIi aHJjianryra, MoJ9HU AUAJIOTKa roJuUIap ava.
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On00TTd, OCOPHEH MOTBHOBH aChbUIBIH, CY3
ahoHeH YUT ayJIUTOPUSIT KUTKEPYID
TOPIKEMOUCHEH OCTAIIBITBI, TEITHE HEUKICKIOPEH
Kanop Oeiye, y3eHeH /19 Wwkaau Gpukep reprye, hap
WKe  MHWUIOTHEH /0  Y3CHYQNEKNIe Sy
NIAPTIAPBIH, JOHBSIHBI Ka0yJl UTY POBEIICH TOTANT
KY3aJUIaBHI 3apyp.

['bIfIoXKEB TEKCTBIH TOPEK YKyUYbLIAPBIHBIH
aHyTan KaOyn UTye, HEUKONISI aHaJM3/IaBbl, OsUH
amynapsl — acap TopkemaceHeH ®Patux Kytmy
TapaplHHAH  OCTa, THPOH  aHjam,  Tell
Y3EHYQNEKIopeH Toen OarmkapbuiraH OyJIybIH [

pacibIi.
AHanu3naHraH MoOKajld  aBTOpJiapbl, ajjaa
KYPCOTENIroHY9, «SIpa» IOBECTEHBIH MOIbHOBU

TUPSHJIETEH, 9COPHEH TOIl HIESICEH TOeral aHJal
s uTonap. A. ['bliyiokeBHBIH raau Oep TaTtap
aBpUIBIH/A  SIOy4Ye  KemenopHeH — VkeHde
berennenpst cyreimmbl  hom  aHHaH — anmarsl
eJuIapAarbl TOPMBILIBIH KYPCITd. OCop repoinapel
CIOKeT OapbllIbIHAa OBl ChIHAY €JUTapbIH Y3bII,
KELIETIEKJIENEK KBIHMMOTIOPEH ToYINISHAEpET],
TaTap MWUIOTEHEH HHUre3 TalUIapblH —TOIIKHI
WUTKOH, TyraH JKUpro, BaraHra TyrpbUIBIKIEL,
HUKaAop ¢Gu3uk hoM KaH IKOpoXoTe KHUYEProH
Oyncanmap na, KWH KyHelUle, Oamikamap TyphIHIA
OOpPYBLIBIN SIISYYe, HBIK Y39KJIE KEIIeNap OyJbI
Kajla ajraHHap, HUHIM aBbIP XD JI9 OMETIOpEH
IorajJTMaraHHap JAWT9H HOTIDKS IIYJT XaKTa COMIH.
«flpa»  TIOBETEHBIH  HCEMEHS  CaJIbIHIaH
KYIKBIPIIBI MOI'bHOHE aHJiay SITBIHHAH Ja TepeK
YKY4bUIaphI sicaral HOTHXKS YIJIaHBIPra 3Tapa.
Mokanons aHaJIM3JIaHTaH XE3MAT aBTOPJAPbI
A. TBIHIOKEB OCOpPEHAOre WH TONm albIMra —
KEIICHEH pyXH JIOHBSACHIH ady OCTalbIThIHA,
NCUXOJI0Tu3Mra UrbTrdap utonap. LlyHbiH GenoH
Oepro, moBecTbTa TaTap XaJlKbIHBIH Toped-
TaJoTiope 4YarbUIBIIIBIHA, aHBIH, HHUIE3/19, TOPEK
XaJIKbl O€JI9H ypTak OynybIHa Ja OachIM sicana.

Homrak

yn peBemute, Asa3 ['vrimoxeB acopeH
TOPKEMSJ® YKbIraH TepeK ayauTopusice «Spax
IOBECTEHEH TOII achUlbl — keHue boTeHnoHBS
CYTHIIIBI KHUTEProH adomIopHEH TaTap XallKbl
TOPMBIIIBIHAA ~ KaJABIPraH TUPSH  XOCPOTIIAp,
apoTNop, MOHIE TO3JIMOCIEK THPSH sipanap
TypblHAa OYJIybIH aHJaN, CYTBIIIHBIH KelleJIeKk
JIOHBSCHl ©YeH KUpaK Oynmaran Oep adoar,
Ooxerce3neKk ublraHarbl OyJIybIH aHjam 310 HUT9.
OJiere TOPXKEMd TyphIHIa QUKep A3ydbliap — TaTap
OmoOMSTHIH, Tyn HWconToH As3  [eriliioxkes
OCOpJIOpPEH TOpEeK YKYYBICHI apachlHAa Tapary,
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TaHBITY, OCOPHEH TOI Y3CHYQJICKIOPEH aHJIaTy
SITBIHHAH J1a KUPOKIIe, haiaarel 31 Oamkapanap.

OII0usAT

1. Xannanos P. Tepex-tatap ono0u OaryaHbIm-
napsl (Typeuko-Tatapckue IUTepaTypHble CBS3H) //
Kazan ytaapsr. 2011. Ne 2. b. 78-83.

2. Caughyruna . C. Tatapcko-Typeukue
KyJIbTYpHBIC W Hay4HBIC B3aWMOCBS3U: HCTOPHA |
coBpeMeHHOCTh // @umonorus u Kynsrypa Philologie
and Cultur. 2014. Ne 2 (36). C. 322-326.

3.  Xabubynruna O. K. SI3pIKOBBIC TpaHChOpMAIUN
NpU TIEPEeBOJIE TATapCKOM JUTEpaTyphl Ha TYpELKHH
SI3BIK: IUC. ... KauA. ¢unoiH. Kazans: KOV, 2016. 283 c.

4. Caugyruna @. C., Bamesa A. Fatih Kutlu:
A Translator and advocate of Tatar Literature in Turkey
/ ®. KyTiy Kak nepeBOAYHK U TPOIAraHJucT TaTapcKoii
murepatypsl B Typuum // Tatarica. 2017. Ne2 (9).
b. 42-63.

5. Caugynuna @. C. Ponp mepeBOmOB TIOPKOS-
3bIYHOM JIUTEPaTYphl B MEXKYJIbTYpHOM Juaiore //
COopHHK  MaTepualioB  MEXIyHapOIHOH  HaydHO-
npaktnaeckoit koH(pepenmun «IIAKAPMMOBCKUE
UTEHUA — 2022, noCBALIEHHONH TBOPYECTBY BEIUKO-
ro TyMaHHCTa, TeHUAJbHOTO MBICIHTENS, KllacCUKa Ka-
3axckoit smtepaTtypbl lllakapuma KynaitGepauesa. -
Cewmeii: HAO Vaus. uMm. [llakapuma, 2022. C. 23-27.

6. Caugyrmuna @.C. COBpEeMEHHOE COCTOSHUE
NepeBojia TaTapCKOM JIMTEpaTyphl HAa TIOPKCKUE S3bl-
ku // Matepuaisl MexayHapogHOH Hay4HO-
TEOPETHYECKOH KOH(EPEHINMH «AKTyalbHBIC BOIIPOCHI
uccienoBaHus (OJBKIOPA W HMCTOPUH  JIUTEPATYPHI
TIOPKOSI3BIYHBIX HApoJ0B» (K 90-nmeTnio 3aciyeHHOTO
nesarens Hayku Pecriyonukun KapakanmakcraH, JokTopa
¢uronornueckux Hayk, npodeccopa Abamcanta [lax-
patnuHoBa). Hokyc, HI'TIM mm. Axwunusza, 2023. C.
12-16.

7. Caugynuna Q. C, Muneazosa  JI. U.
Crparernu nepeBojia TaTapcKoOil JIUTEpaTyphl Ha
TIOPKCKHUE SI3BIKH: UCTOPUSI U COBPEMEHHOE COCTOsTHHE //
[ToAMAMHTBUAIBHOCT U TPAHCKYJIBTYPHBIE NPAKTHUKH.
2023. Tom 20. Ne 4. C. 659-672.

8. Bupcen Opyowg Acnan, Xatipemounoeéa P.P.,
Hycygh Ozuoban, Cadexosa A. X. Tatapckas quTepary-
pa B Typuun: ocobeHHOCTH OBITOBaHUS M M3ydeHHs //
Tatarica. 2019. Ne 2 (13). b. 51-27.

9. 3apunosa-Uemun Y. A., Hypmyxamemosa P. C.
TpynHocTH niepeBosia: Ha MpUMeEpe MepeBoa Ha Typell-
kUil sA3bIk moBecTH ['amumkana MoOparmmosa «Yyba-
pwrit». // Tatarica. 2023. Ne 2 (20). C. 7-25.

10. Guylecev A. Bir Avug Toprak / A. Tbliinoxkes.
Ou apmuH xup) / TopK. ©. Komel. Onkapa: «boHTy»
Homp., 2013. 113 6.

11. Gwlecev A. Cuma ginii, aksam.. /
A. T'vritmoxeB «Komra keH, Ku4d OCNIoH...» / TOPK.
®. Komisl. OHKapa: «bonry» Homip., 2013. 202 6.

12. Gzylecev A. «Bahar kervanlari» / T'briinoxes
«3re1 kopBanHapy // TopkK. @. Kotier // Istanbul: Palto
Yayinevi, 2018. 96 6.

13. Guwylecev A. («Yaray, / Teiiinoxes «SIpa» / TOpiK.
@. Kotuer // Istanbul: Palto Yayinevi, 2018. 160 6.

14. Kamaremounosa P. Kompotne cy3 wmsice //
CeemOuka. 1998. Ne 1. B. 12-14.

15. Xobemounosa M. M. As3 TsiitnoxeBuer 1986-
1991 emmap wkKatelHa TOMYMH KYy3aty // D'bliinoxes
A. M. Caiinanma acopnop 6 T. — 5 1. Kazan: Tarap. xur.
HomIp., 2016. 582617 ©.

16. Muynynnun @. banta sBBI3NAp KyJBIHJA:
911901 TOHKBIMTH MoKa-no-nope. Kazan: Tarap. kur.
Homip., 1994. 143 6.

17. Caxanos O. Xaksliikath #e3e // Mupac. 1999.
Ne 6. 102-152 6.

18. 3ahuoyinuna J. 1960-1980 emmap Tatap
omo0uATH:  SHApBHIII MoMgaHHapel hom  aBaHrapn
a310HYNIop. Kazan: Tatap. kur. Hommp., 2015. 346 ©.

19. Xabymounosa M. CaxpanpHas TOITOHUMUKA B
TBOpuecTBe Asza ['misizoBa // BectHux Tarapckoro
rOCY/IapCTBEHHOTO I'YMaHHUTapHO-IIeJarorndecKoro
yausepcureta. 2010. Ne 4 (22). C. 235-240.

20. Xabymounoea M. ®onbkiopHbie 00pa3bl B
moBectd A.M. T'mnszoBa «Pana» // Donpkiiop B
CHCTEME  HANMOHAIBHBIX W OOIIEYeIOBEYECKUX
LEHHOCTeN: MaTepuaiabl MexXIyHapoAHOH Hay4dHO-
MPaKTUYeCKoi KoH(epeHIu:, mocBamenHon 110-
JETUIO CO IHSA POXICHMS Xamuaa XyCHYTIUHOBHYA
SApmyxamerona. Kazans: USJIN, 2014. C. 200-205.

21. Xabymounosa M. XpoHOTON 08epb U €TO
(yHKIMOHHMPOBaHKUE B MpOM3BeIeHUAX As3a I'misa3oBa
// S13bIk W nUTepaTyphl HapoJoB [10BOMKbBS: TPOOIEMBI
MEXKYJIbTypHOU KoMMyHuKaruu: COpHUK TpynoB |
Bcepoccuiickoit MHTEPHET-KOH(pEePEHIIUH c
MEeXTyHapOoAHbIM yuacTheM. Kazanb, 1-3 oktsiOps 2012
r. Kaszane: W3g-Bo Kaszanckuit yrmBepcurer, 2012.
C. 132-138.

22. Caner Almaz. Ortak Acilarin Kitabi / Yara
(Vprak  xocpormop  kmtaber  /  Spa). URL:
http://www.neokuyorum.org/ortak-acilarin-kitabi-yara/
(MepakoraTh uty gatacel: 01.03.2024).

23. Esra Karadogan. Savasin Agtigi Biiyiikk Yara
(Cyrpim  TapadpiHHAH =~ sfcairaH OBl spa)  //
M. XoberauHoBa nroxcu apxuBsiHHaH. 2018. 2 6.

24. Mehmet Akif Ozturk. Gunlum Hep Seni Ariyor,
Neredesin Sen («KyHenem hopuak cuHe 3311, Kaitnapaa
cun?!») // Tommy3: Uctanbyn. 2018. Ne 12. b. 65-66.

25. Adalet Cavdar. Savas hakkinda bugiinlerde
okunmasi gereken eserlerden: «Yara» /I
edebiyathaber.net © Mart, 2018). URL:
http://www.edebiyathaber.net/yara-adalet-cavdar
(Mepaxkorath uty garacel: 01.03.2024).

26. Burak Dénmez. Edebiyat ve kiiltiirel degerler
baglaminda tatar yazar Ayaz Giylecev’in Yara romani:
YUKSEK LISANS TEZi. / DANISMAN Prof. Dr.
Ramilya Yarullina Yildirim. Malatya: INONU
Universitesi, 2023. 174 s.

72


http://www.edebiyathaber.net/yara-adalet-cavdar

TATARICA: LITERATURE

IHOBECTbD ASI3A THJIA30BA «PAHA»
B PEHEIIINHU TYPEILKUX YUTATEJIEN

®aépa CaruroBna Caiidyiauna,
Kazanckuii ¢penepanbHbIil yHUBEPCHTET,
Poccus, 420008, r. Kazansb, yn. Kpemnesckas, a. 18,
fsaifulina@mail.ru

B nuTepatypHOM TEKCTe mMucaTtelsb BBIPAKAeT CBOE MUPOBO33PEHUE YEpe3 KHU3Hb, HCTOPUIO, OBIT
CBOET0 Hapo/ia, PacKphIBAET ero HAMOHAJIbHBIH MEHTAJIUTET, AEMOHCTPUPYET S3bIKOBBIE M N300pa3u-
TEJIbHBIE CPEACTBA, XyI0KECTBEHHBIE PECYPCHI POIHOTO HAPOIa.

B cTarbe cucTeMaTH3MPOBaHbl M IPOAHAIM3UPOBAHBI PELICH3UH U OT3BIBBI TYPEIIKUX YUTATEICH Ha
TypernKkuii mepeox nmoBect Asiza ['misizoBa «Spay («Yaray, 2018), Bemonaernb @atnxom Kytiy.

JlutepaTypHbIi nepeBo]] — BaKHEHIIEe CPEACTBO, MO3BOJIAIONIEE JOHECTH 10 OPYTHX HapoIOB
KyJIBTYpHBIC IOCTIDKCHUSI CBOCH HAIlMM M JOOMTHCS B3aMMOINOHHUMaHUS. biaromaps KylbTypHOMY
00MeHy Hal[IOHAJBbHBIM HACJEIHEM OCYLIECTBIISICTCS JIUTEPATypHbIH U KyJIbTYpHBIA quajior. JlanHas
CTaThs MOCBSIIEHA IPOOJIeMe TIPOIBHKECHUSI TATAPCKOW JINTEPaTyphl B MUpE.

B craTtbe koHCTaTHpyeTCs, UTO Npou3BeAeHue As3a ['MiIf30Ba MOTY4HIIO HOJI0KUTENbHBIM OTKIINK
y TYpeuKHX 4uraTenedl. B pereHs3usax W oT3bpIBax MO JAOCTOMHCTBY OLIGHEHO MAacCTEpPCTBO IHCATENIS:
IICUXOJIOTU3M IIPOM3BEICHUS, JIOCTOBEPHOCTh B Iepefade PeanbHOCTH, NETaJbHOe H300pakeHue
HalMOHAJIBHBIX 00pa30B MUpa Tatap U ux oObrvyaeB. [lepeBomunKy ynanock 6e3 HCKaXeHHs NepenaTh
0COOEHHOCTH XyIO’KECTBEHHOTO MHPA IHCATEs, 00TaTCTBO €ro sI3bIKa.

KiroueBbie cinoBa: As3 w308, TaTapckas mpo3a, NOBECTb, JUTEPATYpHBIA nepeBon, daTtux
Kytny, Tema BOMHEBI B IUTEpaType
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