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This article is the first review of the Russian translations of contemporary Tatar poems and general
trends in the practices of poetic translations from Tatar into Russian. The research results identify a
growing interest in translations from ethnic languages at the beginning of the twenty first century, as
evidenced by numerous collections of translations from the Tatar language released both in Moscow
(e.g., “The Anthology of New Tatar Poetry”) and Kazan publishing houses (collections of translated
poems by Suleiman, Mirza, Lenar Shaekh, et al). The quality of translations based on the original text
significantly differs from those based on the interlinear translation. The analysis of the translated
works enables us to conclude that contemporary translators find interesting forms in the Russian lan-
guage to adequately transfer the Tatar authors’ poetic styles; however, many patterns of contemporary
Tatar poetry still present difficulty for translation into other languages.
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Translation is a complex multi-faceted phe-
nomenon, certain aspects of which are the subject
of various studies. Translatology studies psycho-
logical, literary and other aspects of translation, as
well as its history.

The early twentieth century witnessed the first
publication of research works and practical guides
deepening the theory of translation and revealing
its principles and techniques (the works by A. Fe-
dorov [Fedorov], K. Chukovsky [Chukovsky],
A. Grivenko [Grivenko], K. Levin [Levin], et al.).
The first significant theoretical generalizations in
Tatar literary studies also date back to the begin-
ning of the twentieth century. In her research
works, as D. F. Zagidullina characterizes this proc-
ess follows: “Until 1907, translations from Oriental
languages prevailed, but in the period from 1907 to
1911 the focus shifted from Oriental to Russian lit-
erature. The Tatar reader had an opportunity to get
acquainted with the works by the classics of Rus-

sian literature (L. N. Tolstoy, A. S. Pushkin,
I. S. Turgenev, A. 1. Kuprin, N. V. Gogol,
A.P. Chekhov, etc.) and foreign authors

(D. Defoe, V. Hugo, J. Verne, M. Twain, Moliere,
etc.) [Zagidullina, 2011, p. 79]. By this time, a new
generation of translators had formed. It included
S. Rakhmankoliy, 1. Bogdanov, V. Akhmadullin,
G. Keram, V. Apanaev, 1. Kazakov. Apart from
them, the work actively involved writers such as
G. Tukay, F. Amirkhan, G. Kamal, S. Ramiev,
G. Iskhaki, G. Rakhim. Their aim was to familiar-
ize the Tatar reader with world literature. Entering
into a dialogue with a foreign author, Tatar writers
preferred to use creative approach rather than
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strive for literal translation. As T.N. Galiullin and
M.M. Khabutdinova noted in their article “Western
European Classics: G. Tukay’s Translations”,
“Creative translations of Shakespeare, Goethe,
Heine and Byron’s works bear the imprint of
G. Tukay’s poetic individuality”. [Galiullin,
Khabutdinova, p. 59].

The studies show that the translations were not
one-sided. Representatives of different strata of
Russian society were keenly watching the change
in the social and spiritual life of the Tatar people,
the evolution of Tatar literature. In parallel with
review articles about the state of Tatar ethnic lit-
erature, the Russian periodicals of that time also
contained translations of the works by the Tatar
writers who began to reform literary traditions:
G. Ishaki (1878-1954), G. Tukai (1886-1913),
S. Ramiev (1880-1926). This facilitated the begin-
ning of theoretical studies in the field of translatol-
ogy (G. Ibragimov [Ibragimov], F. Amirkhan
[Omupxan], F. Saifi-Kazanli [Coiidu-Kazanner]).

In his book “The Art of Translation”, Theodore
Savory wrote that everyone who is interested in
language cannot continuously keep their interest
within the scope of their mother tongue, and as
soon as their thought resorts to words and phrases
used in other countries, they face translation prob-
lems. As soon as they begin to understand the na-
ture of these problems, they almost immediately
and unwillingly start to admire them. Their attrac-
tiveness is in their complexity, the diversity of at-
tempts made to overcome difficulties in transla-
tion, and the absence of any final and universal so-
lutions [Savory, p. 35]. The translator, as well as
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the author of the original text, “thinks” with im-
ages, searches for linguistic, compositional and
other correspondences to these images and em-
ploys them. As G. Gachechiladze admits, “transla-
tion is always a reflection of the artistic reality of
the original, however, it is no less real than any
original text” [Gachechiladze, p. 253-254]. The
translator’s job is different only by its dependence
on the subject of the text which needs to be repro-
duced in a different language. G. Ibrahimov de-
fined the translator’s tasks as follows: the transla-
tor must not only grasp the author’s idea, but also
understand the author’s train of thought and scope
of feelings to avoid any contradiction between the
original text and its translation [Ibrahimov, p. 40].

The purpose of the translator is to produce a
text that creates the artistic impression similar to
the original. In the article “Verse Structures of the
Lyric Text and Poetic Translation”, S. Gon-
charenko notes that “the translator must primarily
strive for transferring the conceptual and aesthetic
information, sacrificing, if necessary, factual and
semantic equivalence” [Poetics of translation,
p. 110]. According to U. Eco, translation “is al-
ways possible if the source text has been inter-
preted with passionate involvement...” [Eco,
p. 439].

Russian literature traditionally refers to the
nineteenth century as the golden age of translation,
since this period witnessed the appearance of many
translations from foreign languages, and the prac-
tice of free translations started to be used in litera-
ture. As A. N. Girivenko writes, in the Romantic
period, “... the translated text is understood as a
nation’s “own” version of the original, and then the
entire Romantic period is nothing but a unique
stage of converting “other people’s words” into
“their own other people’s words”. This is a kind of
creative appropriation or creative adaptation of
foreign texts. Pushkin era literature is alleged to
have appropriated the cultural functioning of trans-
lation in the literary context, wherein translation is
understood as a nation’s “own” version of the orig-
inal” [Girivenko, p. 47].

In the twentieth century, the Russian language
became an important means of expressing the na-
tional culture and played the role of a bridge lan-
guage. According to the vivid expression by
Ch. Aitmatov, “it was the first to connect the artis-
tic riverbanks of the nationalities who had not been
aware about the existence of one another before”
[Aitmatov]. Obviously, this affected the internal
potential of Russian literature itself, as it is en-
riched by translations from ethnic literatures.
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As mentioned above, theoretical generaliza-
tions in the field of translation began to appear in
Tatar literature at the beginning of the twentieth
century, although a significant contribution to the
development of translatology had been made even
earlier by Q. Nasiri. In the nineteenth century, he
fulfiled the first works in the field of literary trans-
lation, in particular “Sample, or Grammar”, which
N. K. Dmitriev, a well-known turcologist, called a
manual for a future translator [Dmitriev, p. 47].

In modern translatology, translation is most of-
ten viewed as a kind of intercultural mediated
communication with the translator as the interme-
diary. The author of the original text appeals to his
audience; the translator must deliver the original
text to the other participants of the communication
to the best of his competence, and his work will
prove successful only if the act of intercultural
communication is carried out without losses. N.K.
Garbovsky defines translation as “dynamic bilin-
gualism which presupposes a contact not only be-
tween two languages, but also between two cul-
tures, and the translator accordingly is the place of
contact not only of languages but also of two cul-
tures” [Garbovsky, p. 316]. In recent years, re-
searchers often aim to describe ways of preserving
and transmitting various types of additional infor-
mation implicitly contained in the original text
(cultural background, connotative and expressive
features of linguistic units, discursive and commu-
nicative, stylistic originality of the source text, etc.)
in translation. This is especially important for fic-
tion, which represents a kind of compression of the
linguistic and cultural world-images.

However, after the 2000s there was practically
no serious theoretical work in the sphere of transla-
tion studies. At present theory of translation is
gradually moving to the field of criticism. Most of
the research is devoted to specific issues of transla-
tion of the elements of a particular text from the
language of one ethnicity into the language of an-
other.

The purpose of this article is to consider pecu-
liarities inherent in translation of Tatar poetry of
the late twentieth and early twenty-first century in-
to Russian, as well as to define general trends in
the practice of translating poetic texts from Tatar
into Russian at the present stage.

The world of contemporary Tatar poetry is
very diverse: the poets who started publishing in
the 1960s — R. Faizullin, R. Kharis, R. Akhmet-
zyanov, etc. — continue to create poems, poets of
the late 1980s (Suleiman, Aymet, etc.) developed a
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very interesting type of lyric poetry from the point
of view of stylistics, “New Tatar poetry”, repre-
sented by Luiza Yansuar, Lenar Shaekh, Yulduz
Minnullina, etc., stands apart from the mentioned
above. As the researchers note, “we can distinguish
between two periods in the poetry of the late twen-
tieth century: the poetry of the period from the
second half of the 1980s to early 1990s and the po-
etry of the late 1990s-2000s. The first period is
characterized with an increasing interest in socio-
political problems, the fate of the nation, which en-
ergized socio-political and civil lyric poetry. In the
second period, the focus shifted to philosophical
problems, reflections on the meaning of life, uni-
versal values, which in its turn energized philoso-
phical lyric poetry” [Yusupova, Ibragimov, p.
118]. The period from 2001 to the present can be
identified as the third. Contemporary critics em-
phasize that in recent years a lot of bright names
have gained recognition on the literary Olympus.
Describing the work of young Tatar poets,
D. F. Zagidullina notes, “Tatar poetry at the turn of
the twentieth and twenty-first centuries is charac-
terized with a large scale of postmodern experi-
ments” [Zagidullina, 2016, No. 4, p. 15]. In her
other article, the Tatar literary critic writes that
contemporary Tatar poetry “is characterized with
blending of artistic principles, diversity and a wide
range of experiments. The works by young poets
of the early twenty-first century contain some phe-
nomena that have become a discovery for Tatar lit-
erature” [Zagidullina, 2016, v. 158, p. 27].

By virtue of translations, wide readership has
got access to Tatar lyric poetry in recent years. De-
spite the fact that at the beginning of the twenty-
first century there appeared few theoretical works
in the field of translation, there is a growing inter-
est in the problem of translation from the lan-
guages of the Russian Federation, as evidenced by
stepping-up the process of translation from ethnic
languages since 2010. The following collections of
poetry translations from the Tatar language are the
most significant ones (not including numerous
publications in Kazan and Moscow periodicals):
“Contemporary Tatar Poetry” [Sovremennaia tatar-
skaia poeziia]; “From Century to Century. Poetry
of the Peoples, Using the Cyrillic Alphabet. Tatar
Poetry” [Iz veka v vek]; “Anthology of New Tatar
Poetry” [Antologiia novoi tatarskoi poezii], “Tatar
Train” [Tatarskii poezd]: Contemporary Poetry of
Tatarstan in Nikolay Pereyaslov’s Translation”
translation collections of poems by Suleiman —
“Signs of Times” [Suleiman], Mirza — “Behind that
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River” [Mirza], Lenar Shackh — “Moments Got
Lost in the Centuries” [Shaekh], et al.

Contemporary Tatar critics react sensitively to
the appearance of each collection. For example, the
leading Tatar literary critic T.N. Galiullin was one
of the first to react in the newspaper “Tarap
nenbsicel” (“Tatar World”) to the appearance of a
bilingual collection of poems by the Tatar poet
L. Shaekh “T'acwipna cdacwsumap Oyranran” (“Mo-
ments Got Lost in the Centuries”). He wrote about
the special linguistic feeling of the young poet,
about the abundance of different genres in
Shaekh’s work, about his “ability to penetrate into
the inner world of a hero”, about his attachment to
his time and “to the future of his people” [Galiul-
lin].

M. Safarov notes in his review of the collection
of translated poems by L. Shaekh “One of Us”,
“The collection is full of lyricism, purity, spring
freshness. How accurately Lenar Shaekh’s poetry,
his order of words and metaphors ran into the rich
stream of the Tatar literary tradition. It is full of re-
strained, virtuous lyricism. Today you can rarely
read such airy lines filled with love and affection
in the Russian language” [Safarov, p. 48]. He also
points out the talent of the contemporary transla-
tors Galina Bulatova and Alena Karimova, who
managed “to transmit Lenar Shaekh’s language
without spilling and any losses in the sense to the
Russian reader [Ibid., p. 49].

In the article “The best day has not been lived
yet!”, A. Nurislamova discusses both collections.
Her attention is focused on the creative work of
L. Shaekh, who is unusually open, according to
her, “with his own, elevated, but at the same time
confidential intonation” [Nurislamova, p.118].
While emphasizing the diversity of L. Shaekh’s
lyric poetry and the peculiarities of his poetic lan-
guage, A. Nurislamova does not dwell on the qual-
ity of the translations published in these collec-
tions. It might be explained by the fact that Galina
Bulatova and Alena Karimova translated both col-
lections.

In recent years, translators have started to pay
their attention not only to poems written by maitres
of Tatar poetry, but also to the ones written by the
young poets who came to the literary forefront not
so long ago. For example, the collection “Tatar
Train” includes poems written by such famous Ta-
tar poets as Razil Valeyev, Renat Kharis, Ramis
Aymet, Zinnur Mansurov and Mukhammat Mirza,
translated by Nikolay Pereyaslov, Secretary of the
Board of the Russian Writers Union. Speaking
about the peculiarities of this poetic collection,
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A. Nurislamova stresses that “every poet — an en-
gine driver of the Tatar train, — representing our
republic (Tatarstan — E.N.) to the Russian reader, is
unique, significant and bright in their own way
[Nurislamova, p.114]. Along with positive aspects
of N. Pereyaslov's translations, she also points out
some shortcomings. She writes, “In the Moscow
poet’s translation, the well-loved poems unfold in a
new, unexpected way.” But speaking of Razil
Valeev's poem “My Day” in particular, she empha-
sizes, “However, in Nikolai Pereyaslov’s transla-
tion, the famous poem sounds more somber and
tragic [Ibid, p. 115].

“Anthology of New Tatar Poetry” includes the
translations of young poets of the twenty-first cen-
tury: Ruzal Akhmadiev, Bulat Ibragim, Luiza Yan-
suar, Gulnur Kurbanova, Lenar Shaekh, Aidar
Dzhamal, etc. [Antologiia novoi tatarskoi poezii].

The collections of 2015 were translated by the
contemporary Russian poets, who actively work at
translations both from ethnic and world languages,
Viktor Kulle, Vladimir Gandelsman, German
Vlasov, Nikolai Pereyaslov, etc. All the translators
used the interlinear method. Contemporary poets
of the Republic of Tatarstan, such as Sergei Maly-
shev, Roza Kozhevnikova, Liliya Gazizova, Vera
Khamidullina, Alena Karimova and others, are also
actively doing translations from Tatar.

Contemporary Tatar poetry attracts the atten-
tion not only of Russian translators, it is translated
into the languages of the near abroad countries. For
example, “Anthology of New Tatar Poetry” was
published in the Azerbaijani language in 2016. The
translators familiarized the Azerbaijani reader with
the poems by Yoldiz Minunullina, Luiza Yansuar,
Gulnaz Gazizova, Alena Karimova, etc. In the
preface of the anthology, the authors note that they
had been guided by “Anthology of New Tatar Po-
etry”, published in 2015 in Moscow. Nevertheless,
the works of young Tatar poets were translated into
Azerbaijani not only using Russian translations,
but also from the original language [ Yeni tatar seiri
antologiyasi].

By virtue of the appearance of “Tepku
omebusar” (“Turkic Literature™) series in Tatarstan
in 2015, Tatar readers had an opportunity to get
acquainted with the literary works of the Turkic
peoples living on the territory of the Russian Fed-
eration. Within the framework of this series, in par-
ticular, the poems by the Kyrgyz poet Omor Sol-
tanov [Soltanov] and the Yakut poetess Nataliya
Kharlampieva [Kharlamp'yeva] were published in
the Tatar language. The small forewords prepared
by L. Shaekh help us learn about the main themes
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and motives of their creativity, plunge into their ar-
tistic world [Soltanov]. The books of the series
“Turkic Literature” allow modern Tatar readers to
come in contact with the unique world of poetry of
the peoples living in the Russian Federation,
whereas Kirghiz and Yakut readers, in their turn,
can read the works of Tatar poets in their mother
tongue.

The growing interest in Tatar literature in the
world community is evidenced by the fact that in
2016 A. Karimova became the winner at the fifth
literary festival “Open Eurasian Literature Festival
& Book Forum” in the category “Literary Transla-
tion”. The poetess from Kazan translated the poem
“Kyrryy yire kabap aiirmaii, wakeiprnaii” (“The
Northern wind came unexpectedly into your
house”) by Narsuluu Gurgubayeva (Kyrgyzstan)
[Nauchnaia khronika tiurkskogo mira, p. 281]. The
high skill of young Tatar poets was recognized by
the Russian-Italian literary prize “Bella”. The lau-
reates of the nomination “Touch of Kazan” were
L. Yansuar for her poem “Love, huge as the
sky...” translated into Russian by Alena Karimova
(Argamak, 2013, No. 4) and Yu. Minnullina for the
poem “A Day as in a Dream” translated into Rus-
sian by German Vlasov (October, 2015, No. 8)
[Khabutdinova, p. 52].

A translated text becomes part of national lit-
erature and performs the same role, but the degree
of correspondence between the translation and the
original literary text is changing with time. It is
high at the stage of ethnic literature formation,
when the latter is not yet sufficiently aware of its
own identity and uniqueness. Thus, in the early
twentieth century the number of translations of
Russian poetry sharply increased in Tatar litera-
ture. These were basically so-called “free” transla-
tions, in which the distinctions between the origi-
nal and the translator’s own creative work were
blurred out. In 1930s, Tatar translators realized that
a work chosen for translation has its own ethnic
identity, which must be reproduced in translation.

Contemporary translation school is character-
ized with two features: using interlinear transla-
tions and self-translation, the latter is typical for bi-
lingual poets. For example, the collection “Signs of
Times” contains many poems by Suleiman trans-
lated by the author himself [Suleiman].

Most of the translators use the interlinear
method to reproduce poetic texts, regardless of
whether they live in Tatarstan or belong to the
Moscow school. The main reason to use the inter-
linear method is the translator’s ignorance of the
source language, which forces him to turn to an-
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other translator for help in doing literal translation
first. Interlinear translation usually emasculates the
original, because the figurative system of the latter
is not reducible to its vocabulary. At the same
time, it leaves room for the translator’s imagina-
tion, supported mainly by the key words and story-
lines of the original text. Therefore, interlinear and
“free translation” are interrelated phenomena.

Interlinear translations encourage translators to
use their “own” understanding in explaining a
“foreign” thought thus achieving the unity with the
latter. However, in most cases an interlinear trans-
lation leads to unification of the differences of the
literatures coming in contact.

Below is the contrastive analysis of contempo-
rary Tatar poetics translations based on an interlin-
ear translation and those based on the original text.

As an example, we analysed the poem “by
Topa3zd” (“Window”) by Suleiman (translated by
L. Gazizova). Contemporary translators are usually
able to transfer many formal features of the poetry
of Tatar authors in terms of their rhythm and
rhyme. They aim for equivalence of lines and
rhythm, try to follow not the word, but not the
spirit of the original.

In the translation of the poem “By Topa3a”
(“Window”) the poet-translator L. Gazizova “ad-
justs” Suleiman’s verse to the Russian reader [Sulei-
man, p.23]. Her poem is structured on the canons of
traditional Russian versification. Suleiman’s poem is
divided into two stanzas (the first stanza consists of
11 short lines, the second stanza comprises 9 lines).
The translation is presented in two quatrains. The
thoughts, which were only outlined in Suleman’s po-
em with dots, are expressed straightforwardly in the
translation; the density of the word and the inner satu-
ration of the original disappear.

The table presents the comparison of the sec-
ond stanza of Suleiman’s poem and its Russian
translation:

bepoy kankauna- |Ho kto-TO 3a- But someone

PBIH STITHI: KpBIJT TOporoe closed the dear
Kapa — Kapa, OKHO. window.

arel J1a Kapa, U Genwblii cBeT And the white
KapaHIbl — Ka- 4yepHbIM oTMeuveH. |light is marked

PaHTHL, A xunynu kamessb |with black.
SIKTBICHI /1 Ka- — pa3omIIoch When they threw
PaHTHI. .. OHO... a stone — the win-
Bep Tamr tupge —  |[dyma Bcs —3ur-  |[dow broke.
yenmopoMo kmi-  [3aramu TpemmH | All the soul is

ne: [Suleiman, p. 23] |zigzagged with
HOKB MUHEM (translated by L. |cracks

KyHenem mHJE... |Gazizova). (the literal trans-

lation of the Rus-
sian version).

[Suleiman, p. 19].
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The translator joins the dialogue with the Tatar
poet and brings the thoughts, hidden behind the el-
lipses of the original to the logical conclusion. Su-
leiman repeats the word “xapa” (“black”) several
times, it is important for him to create the atmos-
phere of emptiness that surrounds the lyrical char-
acter. In the translated poem, this atmosphere is
preserved by combining incompatible concepts: “U
Oenblii cBeT yepHbIM oTMeueH” (“the white light is
marked with black™), but at the same time it creates
the sense of complete hopelessness in the transla-
tion, which is not felt in the original. Interestingly,
Suleiman writes about the shutters with which the
window was closed, while Gazizova only uses the
epithet “moporoe” (“dear”) (window) in transla-
tion. It is also important to note that in the transla-
tion the window breaks, whereas in the original it
does not.

Suleiman’s poetic thought is characterized with
depth and originality of its expression in a verse.
Reading his works makes us recall the poems by
Derdmend, the Tatar poet of the early of twentieth
century. Suleiman uses pithy symbols in his po-
ems; his language is concise and laconic, but filled
with inner meaning. “Suleiman’s poems are rich is
metaphorical comparisons and epithets, original
tropes and occasional words. For example,
“TopMeimn — ketyde kypae” (‘life is a shepherd’s
kurai’); “Tapuxka uymrens kabepiop — TYSIKH
Karmyblkka siMaynbeik” (‘and graves are patches of
the Earth’) (translated by the author), “xyx hom
xup — terepmon Tanuiap” (‘heaven and earth are
millstones'), etc.” [Nagumanova, p. 234].

Suleiman is a bilingual poet, who has the op-
portunity to speak to the reader both in Tatar and in
Russian. So we are interested in how the original
poetics of Suleiman is reflected in his own transla-
tions.

Here is one more poem by Suleiman:

’Kuhau — 6epan  |Bcenennas — Hu- |The universe is
TyTen, — 4TO, — nothing, —

Ompl 6ep Kkoil. 3BYKOB BUXPb. A whirlwind of
Henss —06epan  |Mup cyeTHsIi sounds.

TYremn, — 3eMHOH — The mundane and
Outbl 6ep MOH. Tonbko Berep. earthly world
I'omep — 6epun  |U xxu3Hb cama —  |Is just a wind.
TyTen, — HHUYTO, — And life itself is
lagu 6ep moii.  |I'pyctu coHM. nothing, —
Anom — OepHU U yenosek — Hu- |A swarm of sor-
TYyrem, — 410, — rOws.

Tamgm Gep xeoH. CrycTok BOJIH. And the man is
Monrenek TeiH.  |A BHXps TBepab — [nothing, —
Monrenek ThIn. |Tpu Bemmx Bemmu: |A bunch of
Monrenek ThIH |mokos xpyr, waves.
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[Suleiman, p. 50].

Y JKU3HH BJIOX,
1 BEUHBIU OyX...

[Suleiman, p. 56]
(translated by the
author).

And the firma-
ment of the
whirlwind con-
sists of three pro-
phetic things:

The circle of qui-
et,

And the inhale of
life,

And the eternal
spirit...

(literal translation
of the Russian

version).

The Tatar poem is based on parallelism. The
poet uses combinations of short six- and tetra-
syllabic lines.

These features were completely transferred in-
to the Russian language. The Tatar poem consists
of 11 lines (8+3). Preserving the rhythmic and sty-
listic image of the first 8 lines in Russian, Sulei-
man finds a very successful way of conveying the
meaning of the last three lines, which evidently
cannot be understood by the reader if translated lit-
erally. He increases the number of lines, resorts to
the sound repetition (“mpu sewux sewu” — ‘tri
veshchikh veshchi’ (three prophetic things)), each
successive line fixes the limit to which the man
goes: peace — inhale — the eternal spirit.

This poem has the bright features characteristic
of modern avant-garde poetics: accented rhythm,
free usage of poetic metres (the poem combines
iambus and trochee). The translation becomes an
example of the embodiment of Suleiman’s original
poetics in the Russian language and occupies its
niche in contemporary literature.

As a result of interaction between ethnic lan-
guages and cultures, there appears a “double paral-
lel perception of the ethnic and “foreign” systems
of views of phenomena and the objective world; it
(perception) should have a connection with bilin-
gualism or monolingualism in speech development
in one form or another” [Vygotsky, p. 336]. A bi-
lingual person’s parallel perception of cultures
contributes to the formation of a special view of
the surrounding reality. A bilingual person first of
all resorts to universal culture codes, singles out
concepts that can participate in the interpretation of
other cultural concepts.

Cultures differences always present certain dif-
ficulties in communication, therefore the translator,
who perceives a “foreign” world, strives not for
literal accuracy, but for adequacy. Understanding
the original text involves interpreting the basic
principles of the source language, revealing the au-

thor’s individual features and mind-set. The trans-
lated text not only influences the recipient, but is
itself exposed to the influence of a different cul-
ture. As the contemporary translator Alena Kari-
mova notes, “when we begin to translate anything,
we <...> are forced to live a piece of life in a dif-
ferent reality, in a different time, in other circum-
stances” [Karimova, p. 43].

The translator establishes a relative balance be-
tween the translation and the original on the basis
of their linguistic and cultural experience, to the
best of their creative potential. Successful transla-
tions can expand the readership of the original and
meet the needs of the readers having no knowledge
of the source language. Translations created with
no regard for the spirit of the original, on the con-
trary, can alienate the Russian-speaking reader and
cast doubt on the poet’s talent.

This can be noticed in the translations of some
young Tatar poets’ works into Russian in “Anthol-
ogy of New Tatar Poetry” (October, 2015), in
which the translations are done by Russian poets.
In this case, it is important to see how ambiguously
Russian-speaking readers can perceive poetry of a
different ethnicity; it is important to capture the
remains of the Tatar poetry school in translations.
Modern critics can give an ambiguous assessment
to the translations presented in “Anthology...”: al-
though they successfully transfer the poetic
thought of the Tatar authors, the language culture
of a different ethnicity is represented very sche-
matically in the translations. In our opinion, the
number of unsuccessful translations in “Anthol-
ogy...” exceeds the number of successful ones
[Antologiia novoi tatarskoi poezii].

We use the translations of Luiza Yansuar and
Lenar Shaekh’s poems as examples.

Luiza Yansuar is a talented poetess and an in-
terpreter, combining creative work with teaching.
In “Anthology ...” her poems are presented in the
translation of the young poet, prose writer, and es-
sayist Vadim Muratkhanov. The poem “Kemienop”
(“People”) has original poetics [Antologiia novoi
tatarskoi poezii, p. 129]: Yansuar divides the poem
into two parts, the second part consists of two stan-
zas, in which the meaning of human life is reduced
to approaching death, therefore, it is so important
for the lyrical heroine to find her beloved on earth,
as people are not able to overcome eternity. In the
second part, the poetess refuses to use capital let-
ters, and it slows down the process of reading. We
see the lyrical heroine’s stream of consciousness.
All these features are recreated in the Russian
translation. The free translations of Yansuar’s po-
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ems present an attempt to combine the philosophy
of her poetry with Muratkhanov’s original poetics
(critics called the language of his verse Russian,
but seen in a strange Turkic perspective: the poet is
one of the founders of the Tashkent poetry school).

One of the problems of literary translation is
the possibility of conveying the ethnic identity of
the original. The internal specificity of the national
color is associated with the native language. Each
language has its own specific features, inherent on-
ly in it. The wider writers use the features of their
native language, the more difficult it is to translate
their works into another language. Specific fea-
tures inherent in the language are most clearly
manifested in translation when it is based on the
comparison of the two language systems. The dif-
ficulties that the translator inevitably encounters
can be overcome only after having mastered all the
laws of these languages.

Unfortunately, we did not see it in the transla-
tions of Lenar Shaekh’s poems by Vladimir Sali-
mon. Below are the original of the poem
“Sparam!..” (“I love”) along with the translation
by G.Bulatova provided to help understand the po-
em).

OIIoHOM, JIJIOHOM — Tap-
pa-Tam,

VYpampa an-ak kap cu0amu,
OMIoHaM aK KapJiap

TUPAJIH. Slparam, sipatam, sipatam!..
Ouam MUH, 0O9aM MUH —
Tap-pa-Tam, Ypamaa ak 6oxeT cubomm,
Spatawm, siparam, spatam!.. | Tupbaomxom ak kapiap
TUPAIH.
Ypamuaa smxke kap cubanu, | Muu Oyren 6oxetiie — Tap-
Butemos ak kapnap TUranu. |pa-Tam,
SApatam, spatam, sparam!..
[Shaekh, p. 8].

roma,

S muibIBY 110 cHeram Hay-
raj

W, cyacTnuBbii, U3 CHETa
JIETITIO

S mo6iro, 51 Mo0I10, S
moor0!

[Shaekh, p. 8] (translated
by Galina Bulatova).

Ilove! I love! Snowfall is outside, snow-

I sing in the mornings. fall.

It is snowing outside the I am flying, glad with this

window. snowiness,

Tar-ra-tam, tar-ra-tam! And catching snowflakes
with delight:

Snow has been swirling all |Ilove! I love! I love!
day long.

Tar-ra-tam, tar-ra-tam!
Ilove! I'love!

Snow with rain in half.

Snowfall is the soul, snow-
fall.

How pearly the snowflakes
are hovering!

I am spinning and singing
with them:

I love! I love! I love!

Or light as a feather
Pure soft snow,
Tar-ra-tam, tar-ra-tam,
Got on my tooth

(the literal translation of
the Russian version).

Snowfall — oh, what a
snowfall,

I am swimming through
the snow blindly

And molding with the
snow happily:

Ilove! I love! I love!
(literal translation of the
Russian version).

S mobmo! A mobimo!

S oo mo ytpam.
ChIreT CHeT 3a OKHOM.
Tap-pa-tam, Tap-pa-Tam!

CHer Kpy»HTCSI BECh JICHb.
Tap-pa-tam, Tap-pa-Tam!
S mo6uro! S nmro6mro!
CHer ¢ J0XAeM IOIOJIaM.

Wnu nerxuii, kak myx,
YucThlil MATKANA CHEXKOK,
Tap-pa-Tam, Tap-pa-Tam,
MHE Tonaj Ha 3y0ok!
[Antology of New Tatar
Poetry, p. 187] (translated
by Vladimir Salimon).

Cueromnaj Ha IBOpe, CHe-
romas,

S neuy, 3TOW CHEXKHOCTH
pan,

U ¢ BocTOproM CHEeXXHHKH
JIOBJIIO:

S1 mro0ut10, 51 100ITIO, 5T
106110 !

Cueromnaj Ha ay1ie, CHe-
romas,

Kak xeMay>KHO CHeXKUHKH
napsr!

BwMmecTe ¢ HUMU KPYXKYCh U
I010:

51 mo0mro, s 100110, 5
o010

Cueromaj — ax, Kakoi CHe-

Vladimir Salimon, who does not speak the
source language, is trying to create some illusion
of being close to Shaekh’s poetics by preserving an
unfamiliar word and repeating it in each stanza:
“Tap-pa-mam, map-pa-mam”(“Tar-ra-tam, tar-ra-
tam”). This makes the Russian text an example of
an easy verse, devoid of any meaning. Such trans-
lations done by young poets undermine the whole
impression produced by contemporary Tatar lyri-
cism. There are many examples of such transla-
tions in “Anthology of New Tatar Poetry”.

Undoubtedly, it is important for each poet to
find their “own” translator who feels deeply all the
features of the language and is able to convey
many nuances of the original work. One of the
breakthroughs of 2016 was the appearance of Le-
nar Shaekh’s poetry collections in translations of
two talented poetesses: Galina Bulatova and Alena
Karimova [Shaekh]. As Alena Karimova writes in
the article “Translation as a Sacred Duty”, “young
poets more often write free verses, expressing pure
feelings, having vivid imagery, only slightly based
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on “earthly” logic. Translating them is easier in a
sense, because they initially contain style keys re-
lated to contemporary Russian poetry; and here we
do not have to answer the question what to focus
on, and what Russian context “to insert” these texts
in. However, there are some pitfalls here too: there
is a risk of losing ethnic identity, sight, accents,
and a subtle plane of existence, no matter how pa-
thetic it may sound... <...> In contrast to classical
works, translation of contemporary poetry requires
fundamentally different approaches” [Karimova, p.
40-41].

Galina Bulatova has a “feminine” view of
Shaekh’s poem, she does not strive for literal trans-
lation, it is more important for her to recreate the
atmosphere of great joy in the soul of Shaekh’s lyr-
ic hero in Russian. Despite many deviations from
the original text, the translator aims to recreate the
formal features of the poem in the Russian lan-
guage: thyme, repetition of words. She is able to
find such Russian expressions that enable the
translation to convey the poetics of the original
without literalism or excessive liberty.

The particularity of culture in some cases
makes it impossible to translate a work of art into
the language of a different culture. Modern schol-
ars note that non-translatability reveals itself in the
“points of contradiction” of languages, “moments
of contrast”, in which “languages act in fundamen-
tally different ways, so that no contact can be
found between them” [Smirnov, p. 39]. The phe-
nomena reflecting the contrast between creative
works, primarily non-translatability, reveal their
identity and uniqueness.

The identity of contemporary Tatar poets is
sometimes not as pronounced as, for example,
those of G. Tukay and Sh. Babich, but the superin-
dividual nature uniting ethnic literature can be
clearly traced in the lyrics of both “senior poets”
included in the collection “Tatar Train” and young
poets.

In this case everything depends on the linguis-
tic feeling of the poetry translator. If the translator
is able to see the subtlest shades of the other per-
son’s words, the translated work, included in a dif-
ferent poetic space, continues to bear the echo of
the “foreign” culture, being at the same time un-
derstandable for the Russian-speaking reader (for
example, Suleiman’s translations). If this does not
happen, the identity gets completely lost in transla-
tion.

M. K. Popova notes that we need to “see the
study of the problem of ethnic identity as a path
leading to a better understanding of a literary
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work”, “all its components: ideological richness,
the artistic world, its elements including a system
of characters and their images, as well as artistic
details” [Popova, p. 48]. For example, the ethnic
identity of the Tatar poet Aymet in the poem
“Tem” (“Dream”) is manifested primarily in the
use of facts of Tatar history and mentioning the
names of Tatar literature representatives: Sagit
Ramiyev, Gayaz Iskhaki. N. Pereyaslov’s transla-
tion preserves Aimetov’s main idea about the past
and present of the Tatar people, but the Russian
poet does not deeply feel the tragedy of Tatars,
therefore some lines are translated not quite ade-
quately:

Tyap MukoH Tatap uptace 6ep,

Koenblp MukoH kabaT nansinma?

(literally: Will the morning of Tatars rise once, //
Will they bask in the glory again?).

...TaK TaTap BEYHO TOYUT H TJIOKET
MBICITb 0 ciaBe 3a nansmu Jjet [Tatar Train: Con-
temporary Poetry in Nikolay Pereyaslov’s translation,
p. 62].
(literally: ... thus the idea of glory in distant future
always gnaws and bothers Tatars).

Knowing the centuries-old history of the Tatar
people, it is impossible to perceive Pereyaslov’s
translation of these lines as a successful version of
recreating the features of the original poem. It
seems that the Tatar ethnos lives only by the idea
of glory. It is important that Aymet’s poem has
references to the works of Tatar -classics:
S. Ramiev’s poem “Tan BakbiTel” (“The Dawn”)
(1908) [Romiyev] and G. Iskhaki’s novel “Hxke #ie3
enman coH wHKHIMpa3” (“The End of the World
Will Come in Two Hundred Years”) (1902-1904)
[Iskhakii]; they create the general atmosphere of
the past and connect the history of the Tatars of the
early twentieth century to the modern era; these
aspects are lost in the Russian translation.

However, this does not affect the general qual-
ity of the translations, because N. Pereyaslov finds
interesting forms in Russian to transfer the poetics
of the Tatar versification adequately: this is mani-
fested at the level of composition, euphony, and
rhythmic organization of the work. We should not
forget that the translations are aimed at the Russian
reader. “While for the Tatar reader the fate of their
people and homeland is an unconditional value and
usually occupies the first place in poetry”, “the
Russian modern reader will regard such grandilo-
quence as insincerity, a tribute to the political con-
juncture”, writes Alena Karimova [Karimova,
p- 39].
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The review of the Tatar poetry translations
showed the high level of the contemporary transla-
tion school in Tatarstan. According to the results of
the analysis, it is more difficult for translators to
convey the poetics that do not fit into the tradi-
tional paradigm (for example, in Suleiman’s
works). Russian-speaking readers got the chance to
get familiarized with his poems only thanks to his
own translation. In other cases, Tatar poetry finds
its reader thanks to the translators who have a good
linguistic feeling and are familiar with the cultural
peculiarities of the Tatar ethnos. Translations
based on the interlinear method can be assessed
ambiguously: on the one hand, they become equiv-
alent to the original in the host culture, on the other
hand, numerous inaccuracies can undermine the
image of Tatar poets of the early twenty-first cen-
tury and their skills. It all depends on the transla-
tor’s proficiency.
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B IIEPEBO/JIE HA PYCCKHUH SI3BIK: K IOCTAHOBKE ITPOBJIEMBI
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Kazanckuil ¢penepanbHblil YyHUBEPCUTET,
Poccus, 420008, r. Kazauns, yn. Kpemnesckas, 1. 18,
ehlviran@yandex.ru.

B nanHO# craThe BHEpBBIE NpeIaraeTcs 0030p MepeBOAOB CTUXOTBOPEHUI COBPEMEHHBIX TaTap-
CKHUX TTO3TOB Ha PYCCKHH S3BIK; OMPEAENAIOTCS OOLINe TEHICHIINH B MPAKTHKE IIEPEBOJIa CTUXOTBOP-
HBIX TEKCTOB C TaTapCKOTO s3bIKa Ha pyccKui. Kak moka3pIBacT MpOBEICHHOE UCCIIEOBAHUE, B HAaYa-
ne XXI Beka BO3pacTaeT HHTEPEC K MEPEBOJAM C HAIIMOHAIBHBIX A3bIKOB, O UEM CBUETEIbCTBYET I10-
SBJICHHE MHOTOYHCIICHHBIX COOPHUKOB MEPEBOAOB C TATAPCKOTO S3bIKA, BHITYIIECHHBIX KaK B CTONNY-
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HBIX M3/IaTeNECTBAX (K MpUMeEpPY, «AHTOJIOTHS HOBOH TaTapCKOM MOA3UM»), TaK U Ka3aHCKUX (COOpHH-
KM TiepeBoioB cTuxoTBopeHuit Cynelimana, Mup3sl, Jlenapa [llaexa u ap.). CyIiecTBeHHO OTIUYaeT-
CsA KaueCTBO IEPEBOJOB B C60pHI/IKaX, A€ NMpeaACTaBJICHBI IMEPEBO/JIbI, BBIIIOJIHEHHBIC C OpHUI'iHAJIa, U
MePEeBO/Ibl, CO3JaHHbIE MO MOJCTPOYHHUKY. AHAINU3 MEPEBOAHBIX NMPOU3BEICHUIN MO3BOJIAET NMPUUTH K
BBIBOJIy O TOM, YTO COBPEMEHHBIC NTEPEBOJUMKH HAXOST HHTEPECHBIE (DOPMBI B PYCCKOM SI3BIKE JIJISI
a/ICKBaTHOM Mepenadn MOATUKH TaTaAPCKUX CTHXOTBOPEHHH, OJJHAKO MHOTHE 00pa3llbl COBPEMEHHOM
TaTapCKOM JIMPUKU OKA3bIBAIOTCS TPYAHONEPEBOIMMBIMHU HA JIPYTHE S3bIKH.

KiroueBble ciioBa: COBPCMCHHAA TaTapCKas 1033ud, NEPeBOJA, OPUTHUHAII, pYCCKI/Iﬁ A3BIK, ITOOTH-

Ka, MACHTUYHOCTD.

[lepeBog — 3TO CIOXKHOE MHOTOTPAHHOE SIBJIE-
HUE, OTJEJbHBIE AaCMEeKThl KOTOpPOTO CTaHOBATCS
NpEeAMETOM HCCIEIOBaHUS pa3HbIX HayK. B pam-
Kax TepeBOJOBEJICHHUS HW3YYalOTCA JINTEPaTypo-
BEIYECKHE, TICUXOJOTHYECKHE U APYTHUE CTOPOHBI
MEPEBOAUECKON ACSITENBHOCTH, a TaKXe HCTOPUS
epeBoa.

C mawama XX Beka HAYMHAIOT ITyOJIMKOBaTh
HCCIICIOBaHUSl U MPaKTUYECKUEe MocoOusi, B KOTO-
pPBIX Ha Marepuaje pa3HbIX S3BIKOB YTIIyOJSUIHACH
3HaHUSA O TEPEeBOJie, PACKPHIBAIUCH MPUHIUIBI U
MpUeMBbl TIEPEBOAUYECKON NesATeTbHOCTUH (paboThI
A. ®epoposa [Penopos], K. Uykosckoro [Hykos-
ckuit], A. I'mpuBenko [I'mpuBenko], K. JleBuna
[JleBun] u ap. B Tarapckom nuTepaTypOBEICHUH
MepBble 3HAUYMMBIC TeOpeTHdecKkre 000OIIeHHUS B
00J1acTH TIepeBO/Ia MOSBUITUCH TakKe B Havaie XX
cronmetus. /. @. 3aruayummHa B CBOUX HCCIIEIO-
BaHUAX TaK XapakTepusyeT 3TOT mnporecc: «Ecnn
mo 1907 roma mpeobmaganu mepeBOABl ¢ BOCTOY-
HBIX S3BIKOB, TO ¢ 1907 o 1911 rr. mensiercsa opu-
€HTallisd C BOCTOYHOM JIMTEpaTyphl Ha PYCCKYIO.
TaTapckuil yuTaTenb MMeEN BO3MOXKHOCThH IMO3HA-
KOMHTBCSI C IPOU3BEACHUIMHU KIACCUKOB PYCCKOM
mureparypsl  (JI. H. Toncro#t, A. C. Ilymkus,
N. C. Typrenes, A. W. Kympun, H.B. T'oromns,
A.Il. YexoB ® Aap.) W 3apyOSKHBIX aBTOPOB
(1. Hedo, B. T'toro, XK. Bepn, M. Tsen, Monbep u
ap.)» [3aruaymnuna, 2011, c. 79]. K atomy Bpeme-
HU ycneno c(hopMUPOBaThCS HOBOE TOKOJICHHE
nepeBomqunkoB: C. Paxmankomnsii, W. bormamos,
B. Axmanymnus, I'. Kepam, B. Ananaes. 1. Kaza-
koB. Hapsimy ¢ HuMU B 3Ty paboTy aKTUBHO BKITIO-
yunuck nucatenu: I'. Tyxkai, . Amupxan, I'. Ka-
man, C. Pamues, I'. Ucxaku, I'. Paxum. Ouu cra-
BUJIM CBOEH LENbI0 MO3HAKOMHUTH TaTapCKOTO YH-
TaTens ¢ NPOU3BENCHUSIMHU MIPEACTaBUTENIEH MUPO-
BOM JuTeparypel. Berynas B auanor ¢ MHOSI3bIY-
HBIM aBTOPOM, TaTapCKHe MUCATEed HE CTPEMH-
JUCH K JIOCIOBHOCTH, CO3JaBaJId TBOPYECKHUE Iie-
penoxenus. Kak mumyt T. H. Tamuynnua u
M. M. XaOyTnuHoBa B cTaThe «3amaJHOCBPOIICH-
CKasl KJIACCUKa B MepeoxeHusix Tykas», «TBopUe-
ckue nepenoxkeHus npoussenenuit lllexcrnupa, I'e-

73

te, I'eitHe, balipoHa HeCyT OTIEYaTOK IO3THYE-
ckoil maauBHayanmpHOCTH camoro I'. Tykas» [Ia-
TUyJUMH, Xa0yTIUHOBA, C. 59].

Kak moxa3pIBaroT MccieoBaHus, MepeBObl HE
HOCWJIM OJHOCTOpOHHUI Xapakrep. IIpencrasure-
T pasHbIX CJIIOEB PYCCKOro OOIIECTBa C MHTEpE-
COM HaOJIoOaMM 3a MPOIECCOM H3MEHEHHUS B 00-
IIECTBEHHO-AYXOBHOI KM3HHU TaTapcKoro Hapona,
SBONIOLMEN TaTapcKol nureparypbl. B pycckoit
MEPUOANYECKON MMEeYaTH MNOABIUINCE HE TOIBKO
0030pHBIE CTaThU O COCTOSHUH TaTapCKOW HaIHo-
HaJIBHOM JMTEpaTyphl, HO U MEPEBOABI POU3BEIE-
HHUH TaTapCKUX MHcaTeliel, BCTaBIIMX Ha MyTh 00-
HOBJIEHUsI JIUTepaTypHbIX Tpamuuuid: I'. Mcxaku
(1878-1954), I'. Tykas (1886-1913), C. Pamuena
(1880-1926). D10 CcrOCOOCTBOBAIO TOSBICHHUIO
HEPBBIX TEOPETHUYECKUX HCCIIEI0BaHUI B 001acTH
nepeBojoBeaenus (I'. Moparumor [M6pahumos],
®. Amwmpxan [Omwmpxan]|, ®. Caiipu-Kazanmnsl,
[Coitdu-Kazanms].

Teogop CaBopu, aBTop KHUTH «HICKyCcCTBO TTe-
peBona», mucanm: «Kaxapii, KTO HHTepecyercs
A3BIKOM, HE MOXKET JIOJITO YJEPKHUBATh CBOM MHTE-
pec B Ipenenax pOJHOTO A3bIKa, M KaK TOJIBKO
MBICTIb €70 00paIraeTcs K CIIOBaM U BBIPAKEHUSM,
KOTOPBIMH OJIB3YIOTCS B IPYTHX CTpaHaX, OH OKa-
3BIBACTCS JIMLIOM K JIMILYy C IIpoOJieMaMH MepeBoa.
W kak TONMBKO OH HAaYMHAET pa3OWpaTbCs B CyIIe-
CTBE 3TUX NPOOJIEM, OH MOYTH Cpazy ke Monajaaet
B CETH BOCXMILIEHHUS UMH. VX MpuBIeKaTeIbHOCTh
3aKIII0YeHa B X CJIOXHOCTH, B MHOTOOOpa3uu Mo-
IBITOK, KOTOPBIE JAENajuCh Uil TOTO, YTOObI Tpe-
OJI0JIETh TPYJHOCTH IE€peBOJAa, U B TOM, YTO HE
CYWIECTBYET KOHEUYHBIX M YHUBEPCAJIbHO MpPHEM-
meMBIX pemeHui» [Savory, c. 35]. IlepeBomguuk,
Kak MU aBTOp MEpPEeBOJUMOIO UM IPOU3BEAEHUS,
«MBICTIUT» 00pa3aMu, HAXOAUTCS B IIOMCKAX U pe-
aNMU3anny S3BIKOBBIX, KOMITO3UIIMOHHBIX M JIPYTHX
cooTBeTCTBHI 3TUM  oOpasam. Ilo cnoBam
I'. l'auednnanse, «mepeBoO]l BCEria €CTh OTPAKEHUE
XYIO’)KECTBEHHOH JEHCTBUTENBHOCTH MOIIMHHUKA,
OJTHAKO OH HE MEHee NCHCTBUTEINeH, YeM Jroboe
OpUTHHAIBHOE TpoM3BenecHue» [l'aueumnanse,
C. 253-254]. Otnuune neaTeNbHOCTU TIEPEBOAUHNKA
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OT OPUTHHAIBHOIO TBOPYECTBA 3AKJIIOYAETCS B €r0
3aBHCHMOCTH OT IMpeJaMeTa IepeBoja, KOTOpBIH
HEO0OXOJMMO BOCIIPOM3BECTH Ha JIPYTOM SI3BIKE.
I'. MOparuMoB Tak oOmpemessul 3amadd, CTOSIINE
mepes MepeBOJYNKOM: OH JOJDKEH HE TOJBKO IO-
CTHYb aBTOPCKUH 3aMbICEIl, HO U TIOHATH XOJ MBbIC-
Je U MUp YYBCTB MUcATeNs, YTOOBI MEPeBOJ HE
poTHBOpeyn opuruHany [Mopahumos, c. 40].

Lens mepeBomyvka B TOM, 4YTOOBI CO3AaTh
MPOU3BEICHUE, HECYIIEee XYyA0XKECTBEHHOE BIIE-
YaTJICHWE, aHAJIOIMYHOe OpuruHaily. B craTtbe
«CTHXOBBIE CTPYKTYPHI JINPHUECKOTO TEKCTA H T10-
stuueckuil nepeom» C. I'OHUapeHKO OTMeuvaer,
YTO «IEPEBOTUUK AODKEH CTPEMHUTHCS B IEPBYIO
ouepens K mepefade KOHIENTYalbHOTO CMBICTA U
3CTETHUECKOH HH(QOpMannu, >KepTBYsS B cllydyac
HEOOXOIUMOCTH (PaKTyaTbHO-CMBICIIOBOW SKBHBa-
nentHocThio» [[loaTuka mepeBona, c. 110]. Tlepe-
BOJ, MO cjoBaM Y. DKo, «BCerja BO3MOXEH, €ClIU
TEKCT-UCTOYHUK OBbUT MHTEPIPETHPOBAH CO CTpa-
CTHBIM cOy4dacTHeM...» [Dxo, c. 439].

B pycckoii nurepaType TpaIHuLIHOHHO 30JI0ThIM
BEKOM IlepeBoja HasbiBaloT XIX BEK, UMEHHO B
3TOT MEPHUO]I MOSABJISIETCS MHOXKECTBO NIEPEBOJIOB C
WHOCTPAHHBIX S3BIKOB, B JIUTEPATypPy NPHUXOIUT
MpakTHKa BOJBHBIX TepeBojgoB. Kak mumer
A. H. T'upuBeHKoO, B 310Xy pOMaHTH3MA «...Iepe-
BOJI IOHUMAETCA Kak ,,CBOM‘ HAllMOHAJILHBIN BapH-
aHT OpWTHHAJA, U TOT/a BCS 3M10Xa POMaHTH3Ma —
€CTh HE YTO MHOE, KaK YHUKAJbHBIM 3Tam mnepepa-
OOTKH ,,9yXHX CJIOB“ B ,,CBOM-UYKHE CJIOBa“. DTO
CBOETO POJia TBOPUYECKOE NMPUCBOCHNE, TBOPUECKAs
amanraius 4yxoro. IlpucBoeHueMm muTeparypsl
MyIIKHHCKOH 3MOXH 0003HAYald KyJIbTYypHOE
(yHKIIMOHUpPOBaHUE IEPEeBOJa B JIMTEPATyPHOM
KOHTEKCTE, IMEpPEeBOJa, MOHUMAEMOT0 Kak ,,CBOM
HallMOHAJBbHBIA BapUaHT OpuUruHana» [I'upuBeHko,
c. 47].

B XX Beke pycckuil A3bIK CTal BaKHBIM Cpel-
CTBOM BBIPOKEHHUSI HAIIMOHAIBHON KYJIBTYpHI, BbI-
MOJHSIIOIIUM POJb SI3bIKA-MOCTA, «COEAMHMBILIETO
BIIEPBBIE B UICTOPHHU, — IO OOPa3HOMY BBIPaKEHHIO
Y. AlitmMaToBa, — XyJ0KECTBEHHBIC Oepera Hapo-
JIOB, HE3aJ0JIT0 IO 3TOr0 HE 3HABIIMX O CYIIECTBO-
BaHUW Apyr Jnpyra» [AWtmaro]. EcrectBeHHO,
YTO 3TO MOBJHUSUIO Ha BHYTPEHHUI NMOTEHIMAN ca-
MOU PYCCKOW JIUTEpaTyphl — OHA oboramaercs 3a
CYET MEPEBOA0OB U3 HALIMOHAIBHBIX JIUTEPATYP.

Kak yxe ObIIO CKa3aHO BBIIIE, B TaTapCKOH
JAUTEpaType TeopeTHIecKue 0000IeHus B 001acTu
MepeBoJia CTalM MOSBISATHCA B Hadalle XX Beka,
XOTS 3HAYUTEIBHBIN BKIIAJ] B Pa3BUTHE IEPEBOIIE-
ckoro jnena emie BHec K. Haceipu. Mim Obinu mipen-
craBiieHbl B XIX Beke mepBble paOOTHI B 00JIACTH
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XYJIO’)KECTBEHHOTO TIepeBoJia, B yacTHOCTH «O0pa-
e, wnun  ['pammaruka»  («HomyHo,  siku
OHMY39K»), KOTOPBIH W3BECTHBIH  TIOPKOJIOT
H. K. ImutpueB Ha3Balm y4eOHUKOM OymyIero
nepeBomumnka [murpues, c. 47].

B coBpemMeHHOM MEpeBOJOBEACHUH TIEPEBOJ
yalnie BCEro pacCMaTpUBAETCS KaK BUJA MEKKYJIb-
TypHOM OMOCPEIOBAHHON KOMMYHHUKAIMH, I10O-
CPETHUKOM B KOTOpOMW SIBISieTCA MEPEBOAUMK. AB-
TOp TEKCTa OpUTHMHANIA O00paliaeTcs K CBOeH ayau-
TOPHUH, NEPEBOJUUK B CHIIy CBOEH KOMIIETCHIUHU
JIOJDKEH JOHECTH TOJUIMHHUK J0 OCTAJbHBIX yda-
CTHUKOB KOMMYHUKAIINH, U TOJIBKO TOTAA €ro TpyH
OKa)ETCsl YCHEIIHBIM, KOI/Ia aKT MEXKYJIbTYPHOUI
KOMMYHUKAIlM{ ~ OCYHIECTBHTCA 0€3  IOTepb.
H. K. T'apOoBckuii omnpejenser nepeBoja Kak «Ou-
JIMHTBU3M TUHAMUYECKUH, IPU KOTOPOM B KOHTAKT
BCTYHAIOT HE TOJBKO /IBA S3bIKA, HO U JBE KYJIbTY-
pBl, @ MEPEBOJYUK COOTBETCTBEHHO SBIISIETCS Me-
CTOM KOHTaKTa HE TOJIbKO S3BIKOB, HO M JIBYX
KyaeTyp» [["apOoBckuii, c¢. 316]. B pabortax mo-
CIIETHUX JIET 1O MEPEeBOJOBEICHHUIO HCCIIE0BaTe-
JHM Yalle BCEro CTaBAT 3a/Jady OIMHUCATh CIIOCOOBI
COXpaHEHHUs W Tepellayd pazHoOoOpa3HOW IOIOII-
HUTENBbHOW WH(pOpPMAINK, UMIUTMIUTHO COJEpIKa-
mieiicst B TeKcTe opuruHana (KyJabTYpHBIH (oH,
KOHHOTaTHBHO-3KCIIPECCUBHBIE OCOOCHHOCTHU S3bI-
KOBBIX E€IUHUL, IUCKYPCUBHO-KOMMYHUKATHBHOE
U YKaHPOBO-CTHJIMCTHYECKOE CBOEOOpazue UCXO[-
HOTO TeKcTa W T. A.) B mepeBoae. OCOOEHHO 3TO
BAXKHO JUISl IPOU3BEJIEHUM XYyI0KECTBEHHOM JINTE-
paTypsl, KOTOpBIE MPEACTaBISAIOT COO0OW CBOEOO-
Pa3HYyI0 KOMIIPECCUIO SI3BIKOBOM M KYJIBTYpPHOH
KapTUH MUpA.

Omnako mocne 2000-X ToI0B CEPhE3HBIX TEO-
peTndeckux paboT Mo MepeBOAOBENICHHIO MPAKTHU-
YEeCKH He ObLITO, B HACTOAIIEE BPEMs TEOpUS Tepe-
BOJ/Ia BCe OOJIBIIIE CMEMAeTCsl B 00JACTh KPUTHKH.
BosbIIMHCTBO HCCIIEIOBAHUI TMOCBSIAETCA KOH-
KpPETHBIM BOIIPOCaM IMEPEBOAA OTIEIbHBIX 3JIEMEH-
TOB TEKCTa C OJHOIO HAI[MOHAJIBHOIO S3bIKA Ha
JPYTOM.

Llenbto naHHOM CTaThbU ABISIETCA PACCMOTpE-
HUE OCOOCHHOCTEH IepeBoJia TaTapCKOW IMO033UHU
koHla XX — Hayana XXI Beka Ha pyCCKUM S3bIK,
ompeneneHne OOMIMX TEHICHIWH B MpaKTHKE Iie-
PEBOIa CTUXOTBOPHBIX TEKCTOB C TATAPCKOIO SI3bI-
Ka Ha PyCCKHUI HA COBPEMEHHOM 3Talle.

Mup cOBpeEMEHHON TaTapCKON MO33MH BECbMa
MHOTOJIUK: TPOJOJIKAIOT TBOPUTH IMOI3THI, HAYaB-
e myOamkoBaThes emie B 1960-e roasr — P. daii-
3ysuuH, P. Xapuc, P. AXMeT35HOB U Jp., MOSBU-
Jlach ¥ BEChbMa MHTEPECHAs C TOUKH 3pEHUS CTUIIH-
CTUKU JIMpUKA IMO3TOB, BOLICAIIMX B JIUTEPATYp-
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HEIH miporiecc B koHIe 1980-x romoB (Cyneitman,
AliMeT U 1Ip.), OCOOHSIKOM CTOMT «HOBas TaTapcKas
1033Us», MpeACTaBleHHas nMeHaMu Jlynssl SHcy-
ap, Jlenapa Illaexa, FOnny3 MuHHYJUIMHOW U Ap.
Kax oTmeuaroT mccrienoBareny, «B MOI3WH KOHIA
XX BEka MOYKHO BBIACIUTH [IBA MEpPUOAA: MOI3UA
BTOpOH mosnoBuHbl 1980-x — Hau. 1990-x rr. u no-
a3mst koHMa 1990-x — 2000-x rr. [yis mepBoro te-
pHoJia XapakTepHO BO3pacTaHHE MHTEpeca K COIH-
ANBHO-TIOJINTUYECKUM TpoOIeMaM, K TeMe CYIbObI
Hall{, 4YTO HAXOAMT OTPa)KEHUE B AKTUBU3ALUHU
COLIMAJIBHO-TIOJIMTUYECKOW U T'PAKJAHCKON JIMPU-
ku. Bo BTOpoii nepuoj ycunuBaercs ¢unocodcekoe
HaYaJo, pa3MBIIIUICHUS O CMBICTIE )KU3HH, 00IIede-
JIOBEYECKUX IIEHHOCTAX, YTO MPOSABISETCS B aKTH-
Buzaiuu (unocopckoi mupukm» [FOcymosa, M6-
parumos, c¢. 118]. C 2001 roma nmo cerogHsUIHUI
JIeHb MOXXHO BBIACIHUTH TpeTui mnepuon. Compe-
MEHHBIE KPUTHKH TMOJYEPKUBAIOT, YTO B MOCIEN-
HUE TOAbl Ha jutepaTypHoM OIuMIIe 3acUsIIO0
MHOXECTBO sApkux uMmeH. JI. @. 3arunyiivHa, xa-
pakTepu3ys TBOPYECTBO MOJIOJBIX TaTapCKUX IIO-
9TOB, oTMevaeT: «Tarapckas moIsusi Ha pyoOexe
XX-XXI BB. XapaKTepU3yeTCs MacITaOHOCTHIO
ITOCTMOJIEPHUCTCKUX 3KCIIEPUMEHTOBY [3arumyi-
nuHa, 2016, Ne 4, c. 15]. B apyroii cratee Tatap-
CKUI JIUTEpaTypOBE MUILIET, YTO COBPEMEHHAsI Ta-
TapcKas MOA3US «XAPAKTEPHU3YETCsl pa3MbIBAHHUEM
XYJ0’KECTBEHHBIX MPHUHILHUIIOB, MHOTOJUKOCTBIO U
LIUPOTOH 3KCIEPUMEHTOB. B TBOpUuecTBE MOJIOABIX
[03TOB, 3asABUBIIKMX O cebe B Hayaje XXI B., BO3-
HUKAIOT Takue SIBJICHUS, KOTOPBIE IJISl TaTapCcKOn
JUTEpaTypbl CTAIM OTKPBITUEMY» [3aruayJijivHa,
2016, 1. 158, c. 27].

B mocnennmne roxpr 6marogaps mepeBojaM Ta-
TapCcKasl JIMPUKA OKa3ajlach AOCTYIHOW IIMPOKOHR
yuTaTeNbCcKo ayautopuu. HecMoTpsa Ha TO 4yTO B
Havane XXI Beka MosBIseTCS Majlo TeopeTHde-
CKHX paboT B o0JacTH MEepeBojia, HHTEPEC K MPO-
oneme mnepeBoga ¢ s3pikoB CHIT pacrer, o uem
CBUJICTENBCTBYET AaKTUBU3ALMS IEPEBOAYECKOIO
mporiecca ¢ HAMOHAJIBHBIX S3BIKOB HAdWHAS C
2010 roma. OTMETUM caMbIe CYIICCTBEHHBIC COOp-
HUKJ TIEPEBOJIOB IMO33MH C TATApCKOTO s3bIKa (HE
cundTas MHOTOYHCIIEHHBbIE MyONHWKalud B TEPHO-
nuyeckux m3ganmsx Kazanu u Mockser): «CoBpe-
MEHHas TaTapckas moa3us» [CoBpeMeHHas Tarap-
ckasi moa3us]; «M3 Bexka B Bek. [lo33usg HapomoB
Kupwnaeckoil a30yku. Tarapckas moasus» [U3
BEKa B BEK|, «AHTOJOTHSI HOBOW TaTapcCKOM IIO-
33UU» [AHTOJIOTMSI HOBOM TaTapcKol mMo33uu],
«Tarapckuii moe3n. CoBpeMeHHas mo33ust Tarap-
ctaHa B nepeBojax Hukonas Ilepescnosa» [Ta-
TapCKUid 1oe3/|, COOPHUKHU TEPEBOJIOB CTUXOTBO-
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penuit CyneitmaHa — «3Haku Bpemen» [Cyneit-
MaH], Mup3sl — «3a Toi pexoi» [Mupsa], Jlenapa
[Maexa — «3a0myIuiMCh MIHOBEHbS B BEKax»
[[Taex] u ap.

[Ipruem Ha mOSIBIEHHME KaXXIOro COOpPHHUKA
YYTKO pearupyroT COBpPEMEHHBbIE TaTapCKUE KpH-
tukd. K mpuMepy, oqHMM M3 NEpBBIX Ha TOSBIIE-
HUE JIBYS3BIYHOTO COOpHHKaA TaTapckoro moara JI.
[laexa «I"aceipaa ¢aceuntap OyTtanran / 3a0myau-
JIMCh MTHOBEHbS B BEKaX» OTKIMKHYJICS BEAYIIMH
tarapckuit nureparyposen T. H. INanmnyniun B ra-
3ere «Tatap nmemmsicel». OH mumer o6 ocobom
S3BIKOBOM YYThE€ MOJIOJIOTO I103Ta, O OOraTrcTBe
*kaHpoB B TBopuecTBe Illaexa, o ero «ymeHun
MPOHUKHYTH BO BHYTPEHHHH MHP TEpOsS», O €ro
NPUBSA3aHHOCTH K CBOEMY BPEMEHH, «K OyayLieMy
cBoero Hapoja» [["anuymnuH].

M. CadapoB B pelieH3uHN Ha COOPHHUK ITEPEBO-
noB ctuxotBopenuit JI. laexa «Oaun u3 HAC» OT-
MmeuaeT: «COOpPHMK, HAIOJHEHHBIH JMPUYHOCTHIO,
YHCTOTOM, BECEHHEH cBeXecThio. Kak TOYHO BO-
nuia, Berynwia noasus Jlenapa Illaexa, 3agaHHbIN
UM TOPSAJIOK CJIOB M MeTadop B Ooraroe pycio ta-
Tapckoi snuTeparypHod Tpamuuuu. CraepiKaHHBIH,
HEJOMYIPEHHBIN JINPU3M — KaK PEIKO Ha PyCCKOM
A3BIKE TeTepb MOKHO MPOYECTh TAKHE BO3TyIIHbIE
CTPOKH, HAIOJHEHHBIC JIOOOBBIO W HEXHOCTBHIO»
[Cadapos, c. 48]. OH Takke OTMEYAET TAJAHT CO-
BPEMEHHBIX NepeBONYUKOB ['anmHbl bynatoBoil u
Anensl KapuMoBoii, KOTOpbIM yJalloCh «HE pac-
IUIECKAB, HE yTEPSIB HU €JMHOTO CMBICIIA, TOHECTH
s3Ik Jlenapa Illaexa» mo pycckoro umrarens [Tam
x)e, c. 49].

A. HypucnamoBa B crarbe «Jlyummii gens emie
HE TPOKHUT!» TOBOPHUT cpa3y ke O JIBYyX COOpHH-
kax. B nenrpe ee BHumanus teopuectso JI. IIlae-
Xa, TI03Ta, TI0 €€ CJIOBaM, HEOOBIYHO OTKPBITOTO, «C
COOCTBEHHOM, BO3BBILIEHHOM, U BMECTE C TEM JIO-
BEpHUTEIbHON WHTOHarmei» [Hypucmamona. Jlyd-
it gens euie He npoxut! C. 118]. Opnako, noa-
yepkuBas, MHOrooopasue mupuku JI. Illaexa, oco-
OeHHOCTH ero MmoATHYecKoro si3bika, A. Hypucna-
MOBa HE OCTAaHABJIMBACTCA MOJPOOHO HA KAUeCTBE
NEepEBOJIOB, OMYOJUKOBAHHBIX B 3TUX COOpPHMKAX,
BO3MOXHO, TTOTOMY, YTO B 00OMX COOpHHUKAax Tie-
peBogunkamu BeIcTynanu l'anuHa bynaroBa u
Anena Kapumosa.

B nocnennue roas! nepeBo UMKy 00paIaoTCst
K CTUXOTBOPEHMSIM KaK M3TPOB TaTapCKOil M033MH,
TaKk M MOJIOABIX ITO3TOB, BOMIEIIMX Ha JIMTEpaA-
TYpHY!O aBaHCleHy HenaBHO. K mpumepy, B cOop-
HUK «Tarapckuii moe3q BKIIOYEHBl CTHXU W3-
BECTHbIX 103TOB Tarapcrana — Pa3uns Baseesa,
Penara Xapuca, Pamuca Ailimera, 3unnypa Man-
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cypoBa u Myxammara Mup3bl, nepeBejieHHbie Hu-
konaeMm IlepescnoBeiM, cekperapem IIpaBnenus
Coroza mnucarenedt Poccum [Tarapckuit moesn].
A. HypucnamoBa, ToBopsi 00 OCOOCHHOCTSX IaH-
HOTO MO3THYECKOT0 COOpHUKA, MOTIEPKUBAET, YTO
«KaXIBIN MOAT — MAIIMHICT ,,TAaTApPCKOro moe3aa’,
— TpeACTaBIsONMIA Hamry pecnyonuky (Tarap-
ctad. — 3. H.) poccHiicCKOMyY YUTATEII0, TI0-CBOEMY
YHHUKaJIeH, 3HauuTeneH u spok» [Hypucnamosa.
ITostnueckuit moesn, c. 114]. OHa BbIzENsAET Kak
MOJIOKUTENIbHBIE CTOpOoHBI TiepeBosioB H. Ilepesic-
JIOBa, TaK M HEKOTOPHIE HemoueTsl: «B mepenoxe-
HUU MOCKOBCKOTO TIO3Ta IJIFOOMMBIE CTHXOTBOpE-
HUSI OTKPBIBAIOTCSI C HOBOM, HEOXKUJIAHHOW CTOPO-
Hb». B yacTHOCTH, TOBOpPSI O CTUXOTBOpEeHUH Pa-
3uns BaneeBa «Moil AeHb», OHa NOJYEPKUBAET:
«Onnako B obpaborke Hukonas IlepescioBa us-
BECTHOE CTHXOTBOPEHHE OKpamieHo B Ooyiee Mpad-
HBIE, Tparnueckue ToHay [Tam xe, c. 115].

B «AwnTonmorun HOBOW TaTapCKOW MO33UN»
MPEACTABIICHBl MEPEBOABI MOJIOABIX IO3TOB, BO-
weamux B aureparypy B XXI Beke: Py3ans Axwma-
nueBa, bymara Ubparuma, Jlymser Sncyap, ['yib-
Hyp Kyp6anoroii, Jlenapa Illacxa, Aimapa Jlxa-
Maja ¥ JIp. [ AHTOJIOTHS HOBOW TaTapCKOM ITOA3UH .

B cbOopuukax 2015 roma B kayecTBe IEpeBO-
JYUKOB BBICTYIHIIA COBPEMEHHBIE PYCCKHUE MO3THI,
W3BECTHBIE TEM, YTO AKTUBHO 3aHUMAIOTCS Iepe-
BOJAMHU KaK C HAI[MOHAJIBHBIX S3BIKOB, TaK U MH-
poBbix: Buxtop Kymms, Bnagumup [ManpenscMman,
I'epman BnacoB, Hukomnaii IlepesicioB u ap. Bcee
MepeBo/ibl OBUIM BBIMOJTHEHBI IO IOJICTPOYHHKY.
AKTHBHO 3aHUMAIOTCS NEpPEeBOJaMH C TaTapCKOro
sI3pIKa U COBPEMEHHBIe TI03ThI Pecyomuku Tarap-
cran: Cepreit Mansimes, Poza KoxxeBaukosa, JIu-
mus ['aznu3oBa, Bepa Xamunymimna, Anena Kapu-
MOBa U Jp.

CoBpeMeHHasi TaTtapckas I033Usl MPUBJIEKAET
BHHMAaHHE HE TOJIBKO PYCCKHX IEPEBOTINKOB, OHA
MEPEBOAUTCS Ha SI3BIKM HAPOJOB OJIMIKHETO 3apy-
oexpst. K mpumepy, B 2016 romy BEIIIIA « AHTOJIO-
r'vss HOBOM TaTapcKoWl MO33WM» Ha azepOaiikaH-
CKOM s3bIKe. IlepeBoAuMKM MO3HAKOMMIIM a3ep-
0aif[UKAaHCKOTO YHTATENIsI CO CTUXOTBOPEHUSMHU
IOnny3 Munnynnuno, Jlyussl SAucyap, I'yiabHas
l'asuzoBoit, Anensl KapumoBoit u ap. B mpeau-
CJIOBMM K @HTOJIOTUU OTMEYAETCsl, YTO €€ COCTABU-
TEeIM OPUEHTUPOBAIUCH HAa «AHTOJOTHI0 HOBOMU
TaTapckoil mo33mm», Beimenmyi B 2015 romy B
MockBe, HO IPH 3TOM IIPOU3BEICHHUS MOJIOJBIX Ta-
TapCKHUX TIOSTOB INEPEBOIMINCH Ha a3epOaikaH-
CKMH $3BIK HE TOJBKO Yepe3 PYCCKHE MEPEBOBI,
HO W c s13bIKa opuUruHaia [Yeni tatar seiri antologi-

yast].
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bnarogaps Tomy, uto B 2015 roxy B TaTapcra-
He nosiBuiiack cepusi «Tepku omabusar» («Tropk-
CKasl JIUTepaTypa»), TaTapCKUE YUTATEIH I1OJIyYH-
U BO3MOXHOCTh IO3HAKOMHUTBECSI C TIPOHU3BEIC-
HUSIMH TIOPKCKHX HapoJOB, TPOXKMBAIOIINX Ha
tepputopuu CHI'. B pamkax sToi cepuu, B yact-
HOCTH, OBUTM OIyOJINKOBAaHBI HA TaTAPCKOM SI3bIKE
CTHUXOTBOpEeHHs Kupruzckoro mosra Owmopa Co-
nranoBa [ContaHoB] U SIKyTCKO#M mo3Tecchl Hata-
npn XapnamibeBod [XapnammnbeBa]. brnaromaps
HEOOJBIIMUM  NPEAUCIOBHUSM, IOATOTOBJICHHBIM
JI. [lTaexoM, MBI y3HaeM 00 OCHOBHBIX Te€MaX M
MOTHBax MX TBOPYECTBA, MOTpyXk,aeMmcd B MX Xy-
noxectBeHHbl Mup [ConraHoB]. Kuurm cepun
«Tepku omgo0uAT» MO3BOJSAIOT COBPEMEHHBIM Ta-
TapCKUM YHUTATEISIM COMPUKOCHYTHCS C YHHUKANb-
HBIM MHpOM 11033un HaponoB CHI', a kuprusckum,
AKYTCKAM YHUTATENSIM, B CBOIO O4epeb, IPOYUTATh
MIPOU3BEJICHNUSI TaTapCKUX IO3TOB Ha CBOEM pOJI-
HOM SI3BIKE.

O TOM, YTO pacTeT UHTEPEC K TaTapCKOM JUTe-
patype u B MHPOBOM COOOIIECTBE, TOBOPUT TOT
¢axt, uro B 2016 rogy Ha MATOM JHUTEPATyPHOM
tdectuBanme «Open Eurasian Literature Festival &
Book Forumy» B kareropuu «JlutepaTypHbiii iepe-
BO/» mobenutenem crana A. Kapumosa. [Toarecca
n3 Kaszanm nepesena cruxorBopenue Hapcymyy
I'ypry6aesoit «KyTrTyy yiire kabap aiTmaii, da-
KpIpTai» («CeBepHBIM BETPOM HEKIAHHBIM BO-
nua B TBoi nom») (Keipreizcran) [Hayunas xpo-
HUKa TIOPKCKOTo Mupa, c. 281]. Bricokoe mactep-
CTBO MOJIOJIBIX TaTapCKUX MO3TOB OBLIIO OTMEYEHO
POCCHICKO-UTAIIBSIHCKON JIMTEPATYPHOU IMpEMUER
«benmna»: naypearamum B HomuHauuu «Kacanue
Kazaam» B 2016 romy cramu JI. SIHcyap 3a cTmxo-
TBOpeHue «JI1000Bb, orpoMHas Kak He0O...» B Ie-
peBojie Ha pycckuil s3p1k Anenbl Kapumooit (Ap-
ramak, 2013, Ne 4) u FO. MuHHYUTMHA 32 CTHXO-
TBOpeHue «JleHb Kak BO CHe» B IEPEBOJIE Ha pyc-
ckuil s3Ik ['epmana BmacoBa (Oxtsa0ps, 2015,
Ne 8) [XabyTauHoBa, ¢. 52].

IlepeBog Kak TEKCT CTAHOBHUTCS YacThIO Ha-
[IUOHAJBHON JIUTEpaTyphl U BBIMOJHAET POJb, Xa-
pakTEpHYIO AJIs MOCIENHEH, OJHAKO CTENEHb COB-
MaJIeHusl TepeBoja C MPOU3BEICHUSMH OTE4eCT-
BEHHOW JIUTEpaTyphl MCTOPUYECKH HN3MEHUYMBA.
OHa BBICOKA Ha JTale CTAaHOBJIEHHS HAIIMOHAIBHON
JUTEpaTypsl, KOTJIa MOCIEAHs €Ille HEAOCTaTOYHO
OCO3HAeT CBOIO caMOOBITHOCTh. Tak, B TaTapckoit
auTeparype Hadaja XX BEKa Pe3KO YBEIUYHIIOCh
YUCIIO TIEPEBOJOB PYCCKOM TO33MH. DTO OBUTH B
OCHOBHOM TaK Ha3bIBAaeMbI€ «BOJIBHHBIE» MTEPEBOIHI,
B KOTOPBIX CTHPAIOTCS PaziIudus MEXIy OpUTHHA-
JIOM ¥ COOCTBEHHBIM TBOPYECTBOM IEPEBOJUMKA.
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K ocoznanuto Toro, 4ro BEIOpaHHOE IJIS TIEPEBOJIA
mpou3BeleHHe O0JalacT CBOUM HAIlMOHAJIbHBIM
CBOEOOpa3reM, KOTOpoe MpH MepeBojie HEOOXO0 -
MO BOCIIPOM3BECTH, TaTapCKUE MEPEBOTUNKHU MPH-
i B 1930-51€ TOOBIL.

OnHoll U3 XapakTepHBIX 0COOEHHOCTEH COBpe-
MEHHOU MePEeBOYECKON IIKOJIBI SIBISETCS TIEPEBOT
10 TMOACTPOYHHUKY W aBTOIIEPEBOJ, MOCIEAHAN Xa-
paxkTepeH Iuia mo3ToB-OMauHrBOB. K mpumepy, B
cOopHHKe «3HAKH BPEMEH» MpeACTaBIeHbl MHOTHE
ctuxoTBopeHus: Cyleiimana B TepeBOJiE aBTOpa
[Cyneiiman].

BonbmmHCTBO e TepeBOTYHKOB, HE3aBUCHMO
OT TOTO, KUBYT JIM OHU B Tarapcrane wim MpuHA/I-
JIe)KAT K MOCKOBCKOH IIKoJie, paboTaroT Mo Ioj-
CTpouHUKy. OCHOBHas MpUYMHA BO3HHUKHOBEHUS
MMOJICTPOYHHKA — HE3HAHHE IEPEBOIYMKOM S3bIKA
OpUTHHAJA, YTO 3aCTaBIIET €r0 OOpaTUTHCS K II0-
MOIIM MEePEeBOAYHKA, BBICTYMAIOMIETO B POJIM OYK-
Bamucta. [lomcTpodHuk, Kak TpaBuio, oOeHSET
OpUTHHAJ, TOTOMY YTO oOpa3Hasi CHCTeMa IIo-
CIIETHETO HE CBOJMMA K €ro JIEKCHKE; OJIHOBpE-
MEHHO OH OCTaBJSIET MECTO JAJs pa3BepThIBAHUSA
BOOOpaKEHHS TEPEeBOINKA, MOMJIEPKIUBACMOTO B
OCHOBHOM KIJTFOUEBBIMH CIIOBAMH U CIOKETHBIMHU
XogamMu opurvHaia. llosToMy mNOACTpOYHMK U
«BOJILHBIH TTEPEBOJ» — B3AUMOCBSI3aHHBIE SIBIICHUSI.

[TomcTpoyHrK mOOMmIPsSeT TEpeBOAYMKA pac-
MIPOCTPAHUTh «CBOE» HA «UyXOE€» U JOCTUTaTh Ta-
KuM o0pa3oM emuHeHus ¢ HuM. OjHaKoO TMo0j-
CTPOYHUK B OOJBIIMHCTBE CIy4dacB BeIET K YHH-
(uKanuu pazauuuil B TUTEpaTypax, HaXOIAIINXCS
B JIMaJIore.

PaccmotpuM ocoOeHHOCTH Tiepenadd COBpe-
MEHHOM TaTapcKON MO3TUKU B MEPEBOAAX, BBINOJ-
HEHHBIX KaK I10 MOJCTPOYHHUKY, TaK U C OpPUTHHA-
na.

B kagectBe mpruMepa oOpaTUMcsi K CTUXOTBO-
pennto Cyneiimana «by Topazo» («OkHO») (TIepe-
Box JI. I'a3uzoBoii) [CyneiimaHn, c. 23]. CoBpemeH-
HbI€ TIEPEBOMYNKH, KaK MPaBUJIO, HA YPOBHE PHT-
MUKU W pUQMOBKH TiepeialoT MHoOrHe (popMalib-
HBIE 0COOCHHOCTH CTUXOB TaTapcKHUX MO3TOB. OHU
CTPEMSTCS K 3KBWJIMHEAPHOCTH M IKBUPUTMUYHO-
CTH, CTapaloTCsl CIeqoBaTh He OYKBE€, a AYXY
OpHUTHHAaJA.

B cnyuae ¢ mepeBomom cruxoTBopeHus «by
TOPa39» CTOUT OTMETUTh, YTO TOAT-NIEPEBOTUNK
JI. T'a3m3oBa «mozactpamBaeT» ctux CyreiiMana
MO/l PYCCKOTO 4YMTaTelNs, € CTHUXOTBOPEHHE IIO-
CTPOCHO IO KaHOHAM TPAIWUIIMOHHOTO PYCCKOTO
crtuxocioxenus. CruxorBopenue Cyneitmana me-
auTcs Ha aBe cTpodsl (mepBast cTpoda COCTOHUT M3
11 kopoTkuX CTpOK, BTOpas ctpoda — u3 9). Ilepe-

BOJ TPEACTABISICT COOOW JBa KaTpeHA; MBICIIH,
HamMedyeHHbIe B cTuxe CynemMaHa MyHKTHPOM, OKa-
3BIBAIOTCSl BBICKA3aHHBIMH TPSIMOJIMHEHHO; TIOT-
HOCTh CJIOBA, BHYTPEHHSS HACHIIICHHOCTh OPHTH-
Hajla UCYE3aeT B IEPEBOJIC.

CpaBHMM OpHUTHHall U TIEpEeBOJ BTOpPOHl cTpo-

¢w1 Cyneiimana:

bepoy kankaunapbiH ANTHL:
Kapa — Kapa,

arel J1a Kapa,

KapaHTbl — KapaHTbl,
SIKTBICHI J1a KAPaHTHI. ..

bep tam tune —
YENIopOMa KUITJIE:

HOKB MUHEM

KyHenem uHze. .. [Cemnoli-
MaH, c. 19].

Ho kto-T0 3aKkpbL1 IOpOroe
OKHO.

U Genblii cBET YEPHBIM OT-
MEYEH.

A KHWHYITH KaMEHb — pa3-
OUIIOCH OHO. ..

Jyma Best — 3ur3aramu
TPEIIIH

[Cynetiman, c. 23] (mepe-
Boj JI. "'a3u30Boit).
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[ToaT-nIepeBoAYMK BCTYMAeT B AUAJIOT C TaTap-
CKHM TIO9TOM W JIOBOJWT IO JIOTHYECKOTO 3aBep-
IICHUsI T€ MBICIU, KOTOPbIE OBUIH CKPBITHI B OpH-
ruHane 3a MHororouusiMu. CyseiliMaH HECKOJBKO
pa3 MOBTOPSIET CIOBO «Kapa» ‘UepHbI’, eMy Bax-
HO CO3/1aTh aTMOC(Eepy MyCTOTHI, KOTOPasi BOKPYT
JUPUYECKOTO Teposi, B IEPEeBOJE COXpaHEeHa 3Ta
atMoctepa 3a cYeT COETUHEHHS HECOETUHUMBIX
TIOHSATHUH: «OENbIi CBET YSPHBIM OTMEUEHY, OJTHAKO
B OpUTHHAJIE HET OIYIIECHUS TIOJHON Oe3HaIeKHO-
CTH, KOTOpast TposBUJIachk B IiepeBose. MHTepecHo
u 10, uTo CyJeiiMaH MUIIET O CTaBHIX, KOTOPBIMH
IPUKPBLIN OKHO, B IepeBone ['a3u3oBoi mosiBiis-
€TCs JIUTET «IO0poroe» (OKHO), CYIMIECTBEHHO TO,
YTO B MEPEBOJIE OKHO pa30MBaeTCs, B OpUTHHAJE
9TOTO HET.

ITostnueckass mpicnp CyreilmMaHa OTIMYaETCA
TIyOMHOM M OPUTHHAIBHOCTHIO BOTUIONIECHUS €€ B
CTHXE, YUTas €ro TMPOM3BEICHUS, BCIIOMHHACIIH
CTUXM TaTapcKOro mo3ta Hawana XX Beka [[ap-
nMenna. CyneliMaH HCIONB3YET B CTUXaxX €MKHe
CHMBOJIBI, OH HEMHOTOCJIOBEH, €T0 SI3bIK JaKOHH-
YeH, HO HAMOJIHEH BHYTPEHHUM CMBICTIOM. «B cTu-
xax CyneliMana MHOTO MeTaQOpPHUECKUX CpaBHE-
HUW W JMHUTETOB, OPUTHHAIBHBIX TPOTIOB W OKKa-
3UOHANBHBIX CcNOB. Hampumep, ,, mopmobii
kemyue Kypae'* (‘)KU3Hb — TACTYIIMHA Kypaii’);
,mapuxxka uucens Kabepnap — 2ysAKU KANUbIKKA
amayaeix “ (‘M MOTHJIBI — 3aIUIaTKe 3emMutn’) (TIepe-
BOJI aBTOPA), ,,KYK haM dcup — me2epman mauiia-
por” (‘HE00 W 3eMJIT — MEILHUYHBIC JKEpHOBA') U
np.» [Harymanosa, c. 234].

CyneliMaH — TO3T-OWJIMHTB, WMEIOIIMIA BO3-
MOJKHOCTh TOBOPHTH C YUTaTeJIeM Kak Ha TaTap-
CKOM, TaK M Ha PYCCKOM SI3BIKaxX, U, KOHEYHO, HAM
HHTEPECHO MPOCICAUTh, KaK OTPaXKACTCS OpPUTH-



E.F.NAGUMANOVA

HajbHas modTHKa CylefiMaHa B ero COOCTBEHHBIX
MIepeBoOaX.
[IpuBenem erre 0JJHO CTUXOTBOPEHHE TIOATA!

Bcenennas — auuTO, —
3BYKOB BUXPb.

Mup cyeTHbII 3eMHOU —
Tonbko Betep.

W >xn3HB cama — HUUTO, —
I'pyctu conm.

U denoBex — HAYTO, —
CrycTok BOJH.

Kuhan — 6eprn Tyremn, —
Outel Gep Ko

JleHbs — OepHU TYTEH, —
Oubl Gep MOH.

T'omep — 6epuu Tyren, —
Tamu Oep moi.

AnoM — OepHH TYTEI, —
Tanm Gep xeol.
Monrenek ToiH.

Monrenex ThIH. A BUXps TBEpIb —
Momnrenek ThIH [Cenoii- | Tpu BemUX BEIIN:
maH, 50]. TTOKOSI KPYT,

Y KH3HH BJIOX,
U BeuHbI! ayX... [Cymnei-
MaH, c. 56] (mepeBoa aBTo-

pa).

TaTtapckoe CTHXOTBOpPEHHE IMOCTPOCHO Ha Ma-
pamnenusme. [1oaT ucmonp3yer coyeTaHUe KOPOT-
KHX CTPOK: 6 / 4 CIIOKHBIX.

Ha pycckom s3pIke 3TH OCOOCHHOCTH Tepena-
HBI MOJTHOCTHI0. TaTapckoe CTUXOTBOPEHUE COCTO-
ut u3 11 crpok (8+3), HA pyccKOM SI3BIKE, COXpa-
HSISL PUTMHUYECKUN W CTUJIMCTUYECKOW PUCYHOK
nepBeix 8 cTpok, CyneliMaH HaXOOUT BeCbMa
yAayHBIA BapuaHT Tepeladyd CMBICIA TTOCIETHUX
TpeX CTPOK, KOTOpbIE, HECOMHEHHO, HE MOTYT
OBITH TIOHSITHI YMTATEIIEM TPU JOCIOBHOM IEPEBO-
ne. OH yBenmMYMBaeT KOJIMYECTBO CTPOK, OOparia-
eTCs K 3BYKOBOMY TIOBTOPY (mpu eewjux eewju),
KaXJas TOCIEAyIomas CTpoka (UKCHPYET TOT
npeaes, K KOTOpoOMy MIET YeIOBEK: MOKOM — BIOX
— BEYHBIN JyX.

B 3TOM cTHXOTBOpEeHWW ¢ HaWOOJbBIIEH CHUION
MPOSIBIJINCH YEPTHI, XapaKTepHBIC ISl COBPEMECH-
HOM aBaHTapJMCTKOW MOATHKH: yJIapHAas PUTMHUKA,
CcBOOOIHOE OOpalmeHne CO CTUXOTBOPHBIMH pa3-
MepamMu (B CTHUXOTBOPCHHU COCIAHMHSIIOTCS SIMO |
xopeit). IlepeBog CTAaHOBHUTCS HPUMEPOM BOILIO-
MEHUsI OpuUruHaIpHOM moATHKU CyreiiMaHa Ha
PYCCKOM $I3BIKE, OH 3aHUMAaeT CBOIO HHIIY B CO-
BPEMEHHOM JIUTEPATYPE.

B pesynbrate B3auMoIeHCTBUS HAIIMOHATBHBIX
S3BIKOB M KYJNBTYp BO3HUKAeT «IBOWHOE Tapai-
JIETFHOE BOCTIPUATHE HAIMOHAIBHON W ,,dyKOi‘
CUCTEM B3IJIAIOB Ha SBICHUS W MPEAMETHBIA MHP,
OHO (BOCITPHATHE) TOJDKHO OOHAPYKHUTH B TOW WITH
WHON (popMe WIH CTENEHU CBS3h C JBYS3BIIHEM
WU OJHOSI3BIYUEM B PEYCBOM Pa3BUTHN» [BBITOT-
ckuit, c. 336]. [NapannenbHOE BOCIIPUATHE KYIbTYD
CIOCOOCTBYET (hOPMHUPOBAHHUIO OCOOOTO B3TIISLAA
OWIMHTBA HAa OKPYXKAIOUIYI0 JCHCTBUTEIHLHOCTS.

[ToaT-OMIMHTB Tpek/ie BCEro aleuTupyeT YHUBEp-
CaJIbHBIMU KOJIAMHU KYJIBTYPBI, BBIACTSET TOHSTHS,
CIOCOOHBIE Y4acTBOBaTh B MHTEPIPETAIIMA WHBIX
KYJbTYPHBIX KOHIEIITOB.

Paznuume KynbTyp Bcerja co3maeT oOTmpene-
JICHHBIC TPYJHOCTH MPHU OOIICHHUH, TIOITOMY Tepe-
BOJYMK, BOCHPHUHHUMAIOIINHA «4Yy>KOH» MHp, CTpe-
MUTCS HE K OyKBaJTbHOM TOYHOCTH, a K aICKBATHO-
ctu. [lonnManue TeKcTa OpUTHHANA MMPEIoaracT
HMHTEPIPETALUI0 OCHOBHBIX HNPHUHIIMIIOB UCXOJHO-
rO SI3bIKa, BBISIBIIEHUE WHAWBHUIYATBHBIX OCOOCH-
HOCTEH aBTOpa, Crmocoda ero MBIUICHUS. T[eKCT
MepeBo/ia HE TOJbKO BO3ACHCTBYET Ha PELUMHUCH-
Ta, HO U caM IOJBEpPraeTcsi BO3JEHCTBUIO HUHOU
KynbTypel. Kak oTMeuaeT coBpeMEeHHas IEpeBO-
muuna Anena KapuMoBa, «korma Mbl Oepemcs 1ie-
PEBOAUTDH TY WU UHYIO BElllb, MBI <...> BBIHYXK/]IE-
HbI [IPOKHBATh KyCOYEK >KM3HU B MHOU PEAbHO-
CTH, B APYrOM BPEMCHH, B JPYTUX OOCTOSATENIHCT-
Bax» [Kapumosa, c. 43].

IlepeBoAuMK yCTaHAaBIMBAET OTHOCUTEIBHOE
paBHOBeCHE MEXKIy MEPEBOJIOM W OPUTHHAJIOM Ha
OCHOBE CBOETO SI3BIKOBOTO M KYJIBTYPHOI'O OIIBITA,
B MEpY CBOEro TBOPYECKOrO MOTEHIMaa. Y Iad-
HBIC TIEPEBOJBI CIIOCOOHBI OOECIICUYHTH OTIOTHH-
TEIBHYIO ayJAUTOPHUIO OPUTHUHATY, TTO3BOJIAIOT yA0-
BJICTBOPHUTH MOTPEOHOCTH YHMTATENICH, HE BIaJlElO-
IIMX S3BIKOM HCXOgHOro tekcra. IlepeBoabl, co3-
JlaHHBIE Oe3 yueTa |y Xxa OpUrHHajlla, Ha000poT,
MOTYT OTTOJKHYTh PYCCKOSI3bIYHOTO YWTATEIs,
YCOMHUTBCS B IO3TUYECKOM JIAPOBAHUU OITA.

OT0, K IpUMepy, MBI OOHApy)XHBaeM B Tepe-
BOJaX HEKOTOPBIX CTUXOTBOPEHHUH MOJIOABIX Ta-
TapCKUX IMMOATOB HA PYCCKUH SA3BIK B «AHTOJOTHUHU
HOBOU Tartapckor mod3um» (OktssOps, 2015), rae
MPEICTABICHBI MIEPEBOABI, BHITIOJTHECHHBIC PYCCKH-
MU NO3TaMU [AHTOJIOTHsSI HOBOHM TaTapcko Io-
33un]|. B naHHOM ciydae BaXXHO YBHUJETh, Ha-
CKOJIPKO HEOJHO3HAYHBIM MOXXET OBITH BOCIIPH-
STHUE WHOHAIIMOHAJILHON MO33UM HOCUTEISIMU PyC-
CKOI'O 513bIKa, BaKHO YJIOBUTH TO, YTO OCTAJIOCh OT
TaTapCKOM MOATHYECKON IMIKOJBI B iepeBogax. Co-
BPEMEHHBIM KPUTHUK MOXET JaTh BEChbMa HEOJHO-
3HAUHYIO OIICHKY MEepeBOAaM, MPEACTABICHHBIM B
«AHTOJIOTHH...», TIOTOMY YTO, HapsAly C yAa4HOU
nepegayeil MO3ITUYECKON MBICIU TaTapCKUX aBTO-
POB, MBI BUJIUM BEChbMa CXEMaTUYHOE IIpe/ICTaBIIe-
HUEe 00 WHOHAITMOHAJTLHOM SI3LIKOBOW KYyJBTYpE B
nepeBosiax. B aHTONOTMH, ¢ HAIIEH TOYKHU 3PCHHUS,
YHUCII0 HEYAAUHBIX TEPEBOJOB IMPEBBIMIACT YUCIIO
YIAauHbIX.

B kadecTBe mpumepa BBIICTUM EPEBOJIBI CTH-
xorBopenuli Jlyussl fucyap u Jlenapa Illaexa.
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Jlyuza SAucyap — TanaHTivBas moarecca, rnepe-
BOJYHMK, COBMEIIAIOIas TBOPUYECTBO C MPENOAaBa-
TEJIBCKON NeATeabHOCThIO. B «AHTONOrHHU...» €e
CTHUXOTBOPEHUS TPEICTABICHBI B TIEPEBO/IE MOJIO-
JIOTO TI03Ta, Mpo3amka, accercra Bagmma Mypart-
xa"oBa. CtuxorBopenue «Kemenop» («JIrogm»)
[AHTONOTUSI COBPEMEHHOI TaTapcKOM MO33UH, C.
129] oTnmuaeTcss OpUTrHHANBHON TTOITHKOW: SHCY-
ap JeTUT CTUXOTBOPEHHE Ha JBE YacTH, BTOpas
4acTh COCTOUT M3 JBYX CTPOd, B KOTOPBIX CMBICI
YeJIOBeYeCKOi JKM3HU CBOJAWUTCS K TPHOIMKEHUIO
CMEpTH, IO3TOMY TaK Ba)KHO JIMPUUECKOHN TepOrHE
HaWTH BO3IMOOJICHHOTO HA 3eMJIe, TaK KaK JIOJH He
CIOCOOHBI TTOOOPOTH BEYHOCTh. VIMEHHO BO BTO-
pOi "YacTu mosTecca OTKa3bIBAETCS OT 3aryIaBHBIX
OykB, 4TO jAeiaeT 4reHHe OoJiee 3aMeJICHHBIM,
repe] HaMH TPEJICTAaeT MOTOK CO3HAHHS JIMpUYe-
CKOH TeponHH. Bce 3T 0COOESHHOCTH BOCCO3aHBI
B pyCCKOM IepeBojie. BosibHbIE MepeBOIbl CTUXO-
TBOpeHU SHCyap SBISAIOTCS MOMNBITKOW COEIU-
HATH PIIIOCOPUIHOCTE ITOI3UN TATAPCKOTO aBTOPA
C OPUTMHAJIBHOM MOATHKON camoro MyparxaHoBa
(KpUTHKH, TOBOPS O SI3BIKE €ro CTHXa, Ha3bIBAIHU
€ro PYyCCKHM, HO YBHJIEHHBIM B CTPaHHOW TIOPK-
CKOH TepCIeKTHBE: MO3T SABJISAETCA OJHUM M3 OC-
HoBatesnel TalKeHTCKON MO3THUECKOM HIKOJIBI).

OpHUM W3 BOIPOCOB XYA0XKECTBEHHOTO Tepe-
BOJa SIBIISIETCSI BOMPOC O BO3MOXKHOCTH TI€peNaTh
HallMOHAJbHOE CBOeoOpasue opuruHana. BHyT-
peHHss crnenudUKa HAIMOHATBLHOTO KOJOPHTA
CBf3aHA C HAIMOHAIBHBIM SI3BIKOM. Y Ka)JIOTO
s3bIKa €CTh CBOM clieluuieckue 4epThl, IPUCY-
LI1€ TOJIBKO €My, YeM ILMpe MHCATEeNb HUCTIOIb3YeT
CTUXHUIO CBOETO HAI[MOHAIBHOTO SI3bIKA, TEM TPY/I-
Hee TEepPEeBOANTH €ro MPOM3BEACHHUS Ha IPYrou
si3pIK.  Cneruduueckue OCOOCHHOCTH, IMPUCYIIHE
SI3BIKY, HaHOOJIee APKO MPOSBISIOTCS TPU TEPEBO-
Iie, KOTJa TIPOUCXONUT COTIOCTABJICHHE JIBYX SI3BI-
KOBBIX CHCTEM. T[pymHOCTH, C KOTOPBIMH HEH3-
0EKHO CTAJIKMBAETCS MEPEBOIYHK, MOXKHO paspe-
[IUTH TOJBKO MPH YCIOBHHU BIIAJICHHUS BCEMH 3aKO-
HOMEPHOCTSIMH 3THX SI3BIKOB.

OToro Mel He 3aMETHJIM B IepeBofax Bianu-
mupa CanumoHa cTuxoTBopeHuit Jlenapa Illaexa.
Brimenmum ctuxotBopenne «Spatam!..» («S mro6-
mo») (A7l TMOJMHOTO0 TOHMMAHMSI CTUXOTBOPECHHUS
TATApCKOTO T03Ta TaKXKe TPUBEACM TIEPEBOJI
I'. BynaToBoii):

Ypampa sHKe Kap cuoo,
butemo ak kapnap TUronu.

THPOJIH.

MuH Oyren 6axeTiie — Tap-
pa-Tam,

Spatam, spatam, spatam!..
[Taex, c. 8].

51 mo6umro! S nroGuro!

S moto no ytpam.
ChIIeT CHET 3a OKHOM.
Tap-pa-tam, Tap-pa-Tam!

CHer Kpy»KHUTCS BECh JICHb.
Tap-pa-tam, Tap-pa-tam!

S mro6imro! S mro6mro!
CHer ¢ J0XeM IOTI0JIaM.

Wnu nerkuii, xak myx,
UuCThIN MATKUN CHEXKOK,
Tap-pa-Tam, Tap-pa-Tam,
MHE TIoTaJl Ha 3yOOoK!
[AnTONOTHS HOBOII TaTap-
CKOIf m033uH, ¢. 187] (me-
peBon Bagmvupa Camnm-

Cheronaj Ha ABOpe, CHe-
romap,

4 nedy, 3TOHN CHEXXHOCTU
pan,

U ¢ BOCTOpTrOM CHEXHHKH
JIOBJIIO:

S mro0ut10, 51 1F00ITIO, S
Jr001T10!

Caeronan Ha Jay1ie, CHe-
romna,

Kak sxeMuy>KHO CHE:KUHKH
napr!

BwMmecte ¢ HUMU KPYXKYCh H
I010:

S mro6mro, 51 00O, S
mo0ro!

MOHa).
CHerormaj — ax, Kakou CHe-
roma,
S mibIBY 110 cHeram Hay-
raj

W, cyacTnuBbIi, U3 CHETa
JIETUTIO:
S mo06iro, s Mo0II0, S
mo06ro!

[[Taex, c. 8] (mepeBox 'a-
nmuHEl BynatoBoit).

VYpampa an-ak kap cu0amu,
OMIIoHAM aK KapJap

OIIoHOM, JIJIOHOM — Tap-
pa-Tam,

TUPJIU. Sparam, spatam, apartam!..
Ouam MUH, 09aM MUH —
Tap-pa-Tam, Ypampaa ak 6oxeT cubomm,

Sparawm, sipatam, spatam!.. | TupOoom ak kapmap

Brnagumup CanuMoH, He BJIANCIONIUN SI3BIKOM
OpWUTHHANA, TBITAETCS CO3MIaTh HEKYI0 WJLTIO3UIO
omm3octu k modtuke lllaexa 3a cyer coxpaHeHUs
HE3HAKOMOTI'O CJIOBA, MOBTOPSS B KaXKIOW cTpode:
Tap-pa-mam, map-pa-mam. ITO IPUBOAUT K TOMY,
YTO PYCCKUU TEKCT CTAHOBHUTCS 00pPa3IloM JIETKOTO
CTHXa, JINIIEHHOTO BCSAKOTO cMbicha. [logoOHbIe
MEepPEBOJIbl CTUXOTBOPEHUH MOJIOJBIX IO3TOB CHU-
JKAIOT 00llee MPEJICTaBICHUE O COBPEMEHHOM Ta-
Tapckoii aupuke. [IpuMepoB mogoOHBIX TEPEBOIOB
B «AHTOJIOTUH HOBOM TaTapCKOM MO33UM» HEMAJIO.

beccriopHo, m71s1 KaXIOTO MO3Ta BAKHO HAWTH
«CBOETO» TIEPEBOJMYMKA, TOHKO YYBCTBYIOIIETO
CTUXHUIO s3bIKa W CIIOCOOHOTO TepeAaTh MHOTHE
HIOAHCBl OPUTMHAJIBHOIO MpousBeneHus. OmaHuM
U3 JOCTHXEHUH crtano mossiieHne B 2016 Tomy
cooprukoB miepeBonoB Jlenapa lllaexa B mepeBo-
Jlax TallaHTIWBBIX modtecc: ['anuHbl bynaTtoBoit u
Anensr Kapumosoii [[laex]. Kax mumer Anena
KapumoBa B cratee «llepeBonm Kkak cCBSIICHHAS
00513aHHOCTEY», «B TBOPYECTBE MOJIOJBIX HAMHOTO
Yaie MOYKHO BCTPETUTh CBOOOIHBIE CTHUXH, YUCTOE
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YyBCTBO, SPKYH0 0Opa3HOCTh, JIMIIG CIETKa OIH-
paromiyrocs Ha ,,3eMHYI0“ oruky. IlepeBoanTts nx
B KaKOM-TO CMBICIIE JIerye, IOTOMY YTO OHU HM3Ha-
YalbHO HECYT B ceOe CTUJIeBBIE KIIOUH, POJCTBEH-
HbIE€ COBPEMEHHOH PYCCKOH IMO33MHM — M 3/1eCh HE
BO3HUKAET BOIpPOCA, HA YTO OPHEHTHUPOBATHCS, B
Kakoil pycCKUH KOHTEKCT ,,BIMCATh" 3TU TEKCTHI.
OpHako W 37ech €CTh MOJBOJHBIE KaMHHU: €CTh
OTMACHOCTD MOTEPSITh HAIIMOHAJIBLHOE CBOEOOpasue,
Kak Obl MATEeTUYHO 3TO HU 3BYYAJIO, MIOTEPSATH yTOI
3peHus], aKIeHThl, TOHKAW TUIaH... <...> TepeBo.
COBPEMEHHBIX II03TOB, B OTJIIMYHE OT IEpeBoja
KJIACCYECKUX TPOU3BEACHUH, TpeOyeT NpUHIIH-
MUAJIbHO UHBIX TTOAX0J0B» [Kapumosa, c. 40—41].

Y Tanunbl BynaTtoBoi «KEHCKUI» B3I Ha
ctuxorBopenue lllaexa, oHa He cTpeMUTCS K AO-
CJIOBHOW Iepe/iade TaTapcKoro CTUXOTBOPEHUS, el
Ba)KHEE BOCCO3AAaTh HA PYCCKOM S3bIKE Ty aTMO-
cdepy pamocTu, KOTopasi B AylIe JTUPUUECKOTO Te-
post 1llaexa, omryTuBmiero Bemukoe 4yBcTBO. lle-
PEBOIYHK, HECMOTPSI HA MHOTHE OTCTYIUICHHS OT
OpUTHHANA, CTPEMHUTCS BOCCO3JaTh Ha PYCCKOM
si3bIKe (hOpMalibHbIE OCOOCHHOCTH CTUXOTBOPEHUSI:
pupMOBKY, MOBTOPHI cioB. OHAa HAXOAWT TaKWe
BBIPQXEHHUS B PYCCKOM $I3BIKE, KOTOPBIE ITO3BOJISA-
10T TepeaTh MO3THKY OpUTHHANA, HE yXOIs B 00-
JacTh OyKBaJIM3Ma WM U3JIHUIITHEH BOIBHOCTH.

WNHakoBOCTh KyNbTYpHI B HEKOTOPBIX CIydasx
MIOPO’KJAeT €€ HENepeBOANMOCTh Ha S3BIK JIPYroH
KyJabTypbl. COBpEMEHHBIE YUYEHBIE MHUIIYT O TOM,
9TO HEMEPEBOJUMOCTh OOHApYy>KHWBaeT ceOsS B
«TOYKaX HECOMPUKOCHOBECHHS» SI3BIKOB, «MOMCH-
TaX KOHTPAcTa», B KOTOPBIX «SI3bIKU BEIYT ceOs
MIPUHIUAITHAIBHO Pa3judHbIM 00pa3oM, Tak, 4TO
MEXIy HAMHU HENb3s HAaTH KOHTaKT» [CMHPHOB,
c. 39]. B ¢penomenax, oTpakaromux KOHTPAcT Me-
YKy TIPOU3BENICHUSAMH, B IIEPBYIO OYepeb B Hele-
PEBOIMMOCTH, OOHAPYKHUBACT ceOsT UACHTHIHOCTD.

N aeHTHIHOCTh COBPEMEHHBIX TaTapCKUX II0-
ATOB TIOPOH MPOSBISIETCS HE TaK SAPKO, KaK, K MPH-
mepy, v I'. Tykas u 11I. babwuua, HO 3TO HaABIHIH-
BHIyaJbHOE Hadauo, OOBEIUHSIONIEE JUTEPaTypy
KaK HaIlMOHANBHYIO, OTYETIMBO IPOCIECKUBACTCS
U B JUPUKE «CTapIINX TOATOBY», BKIIOUEHHBIX B
coopauk «Tatapckuit moe3my, U B CTUXOTBOPCHHU-
SIX MOJIOJIBIX TIO3TOB.

B nanHOM ciy4ae Bce 3aBHCHT OT SI3bIKOBOTO
YyThs [I03TA-TIEPEBOMINKA. ECIN TIepeBOTUMK CITo-
cOO€eH YBHJIETh TOHYAWIINE OTTEHKH HY)KOTO CIIO-
Ba, TO MEPEBOJHOE MpPOM3BENEHHE, OyAy4H BKIIIO-
YEeHHBIM B WHOE MTO3TUYECKOE MPOCTPAHCTBO, OCTa-
eTCsl TIPOM3BENEHUEM, HECYIIUM OTIOJOCOK «Uy-
JKOM» KyJIBTYpHl, HO U MOHATHBIM PYCCKOSI3bIYHO-
My duTaTelno (K npuMepy, nepeoasl Cynelimana).
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Ecnu ke 3Toro He NPOUCXOMUT, TO MOJHOCTBIO Te-
psAeTcs B TIEPEBOJHOM MPOU3ZBEACHUH HUIACHTHY-
HOCTb.

M. K. IToroBa oTMe4YaeT, 4TO €CTh HEOOXOIH-
MOCTh B TOM, YTOOBI «paccMaTpWBATh W3YUCHHE
npo0JieMbl HAIIMOHAILHOW HJCHTUYHOCTH Kak
MyTh, BEAYIIUM K JIy4llleMy MOHUMAHUIO JIUTEpa-
TYPHOTO TIPOW3BEICHUSN», «BCEX €r0 COCTABJISIO-
LIIMX: UAEHHON HACBIILIEHHOCTH, XyJ0KECTBEHHOIO
MHUpa, €ro JIEMEHTOB: CUCTEMBI MepCcoHaxKeH, 00-
Pa30B INIaBHBIX M€POEB, XYI0)KECTBEHHOU JETAIIN»
[[Tomoga, c. 48]. K nmpumepy, HarmoHanbpHas HACH-
TUYHOCTb TaTapCKOro mosra AiiMeTa B CTUXOTBO-
pernn «Temn» («Cony») [Tatapckuit moesm, c. 62]
MPOSIBIIIETCS TIPEXKIEC BCETO B HCIOJIH30BAHUH
(hakTOB TaTapCKON UCTOPHM M YIIOMHHAHWUU WMEH
npeacTaBuTeNell Tatapckod jutepatypbl: Caruta
Pamuesa, ['asiza Ucxaku. B nepesone H. Ilepesic-
JIOBa COXpAaHEHA OCHOBHAs MBICIb ANMMETOBa O
MPOLUIOM M HACTOSAILIEM TaTapcKOro Hapojaa, Of-
HaKO PYCCKHM IIO3TOM HE JO KOHIAa IPOYyBCTBO-
BaHa Tpareaus TaTap, OTCIOJa M HE BIIOJIHE aJleK-
BaTHBIC BAPUAHTHI IEPEBOJIa HEKOTOPBIX CTPOK:

Tyap MukoH TaTap upTace oep,

Koenslp MukoH xabaT nansraaa?

(mocn.: B3o#iaer nu ogHax el yTpo Tarap, / Ucky-
MaeTcs JId BHOBH B cliaBe?).

...TaK TaTtap BEYHO TOUMT U TIIOKET
MBICJIb O CJIaBe 3a JAaysiMu JieT [ Tam xe].

3Hasi MHOTOBEKOBYIO UCTOPHIO TaTapCKOTO Ha-
pojia, HeNb3s BOCIIPHHUMATH MEPEBOJ 3THX CTPOK
IlepesicnoBbIM Kak yJauHbI BApUaHT BOCCO3AAHMS
ocoOeHHOCTeH opuruHana B cTuxorBopeHun. Cos-
JlaeTcs BIIEYATIICHHWE, YTO TATAPCKUN ATHOC JKUBET
TOJIBKO MBICJIBIO O cllaBe. B cTuxorBopeHun Aii-
MeTa BaXXHbl OTCBUIKM K IIPOU3BEICHMSM TaTap-
CKMX KIaccWkoB: cTtuxoTBopeHnto C. Pamuera
«Tan BakwITE (1908) [PomueB] u moBectn I'. Hc-
xakn «Mke #e3 emmaH coH wWHKBIApas» (1902—
1904) [Mcxakblii]; oHH CO3[alOT OOIIyIO aTMO-
chepy MPONLIOTO W CBS3BIBAIOT HCTOPHUIO TaTap
Hayaja XX BEKa C COBPEMEHHOCTBIO, 3TU aCIEKThI
B PYCCKOM II€PEBOJIE TOTEPSHBI.

OpHako 5TO He CKa3bIBaeTcs B LIEJIOM Ha Kade-
CTBE NepeBooB, motoMy uro H. Ilepesdcnos Haxo-
UT WHTEPECHbIE (OPMBI B PYCCKOM SI3BIKE IS
aJIeKBaTHOM Tepefjayu TO3THUKH CTHUXOTBOPEHUMN
TaTapCKUX TO3TOB: 3TO MPOSIBIAETCS M Ha YPOBHE
KOMIIO3MIIMH, 3BYKOITMCH, PUTMHYECKON OpraHu-
3anuu npousBeeHus. He cTonuT 3a0bIBaTh U O TOM,
YTO MEePEBOIBI OPHEHTUPOBAHBI HA PYyCCKOTO YUTA-
tenst. Ecnu «uig Tatapckoro uuTartens cyapda ero
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Hapoja, ero pojaHas 3eMisi — Oe3ycloBHas IIeH-
HOCTb, U B NTO33UH Yallle BCETO HaXOIUTCS Ha Mep-
BOM MECTE», TO «PYCCKHUH K€ COBPEMEHHBIN YnTa-
TeNh TOAOOHYI0 BBICOKOIIAPHOCTH PACHEHHUT CKO-
pee Kak HEHWCKPEeHHOCTh, HaHb IOJIMTUYECKON
KOHBIOHKTYpe» — nuieT Anena Kapumona [Kapu-
MOBa, C. 39].
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CTPOYHUKY MOTYT OBITh OIIEHEHBI HEOHO3HAYHO: C
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Cenatiman. Bakpit kacace: [Toama hoM mmwrsipsiop.
Kazan: Morapug-Baxkesir, 2014. 111 c.

Xapnamnvesa H. Kesre SHrbIpiap: UIUTBIPHIAP
[axytuaman JI. Iloex, A. 3apunosa, A. l'ammesa, I'.
[Tuhamnosa, P. Conax Topx.]. Kazan: Tarap. kut. Homip.,
2016. 94 6.

Omupxan @. Topxemo — Todcup // Ocopnap: AypT
ToMaa. 4 T.. ONo0HMAT-COHraTh TOHKBINTE, OHOrpaduk
marepuayuiap, xariap. Kasan: Tarap. kur. Homp.,
1986.156-159 6.

Yeni tatar seiri antologiyasi. Baki: «Hodofy» Nosrlor
Evi, 2016. 232 s.

Savory Th. The Art of Translation. London, 1957.
159 p.

X93EPI'E TATAP ITIO33USACE PYC TEJIEHO TOP’KEMO9/19:
MOCbOJIOHEH KYEJIBILIbI

dusupa Pupaadya kei3sl Harymanosa,

Kazan ¢enepans yHUBEpCUTETHI,
Poccus, 420008, Kazan 1., Kpemis yp., 18 Hue opT,
ehlviran@yandex.ru.

Mokanae xo3epre Tarap IarkiiphiIdpe dCIPIOPEHEH PYC TEICHD TOPIKEMAIOPEHS OepeHUEIOPIoH
OyJIBINT KY39TYy sicaia; NIMIbPU TEKCTJIAPHBI TaTap TEJICHHOH pycyara TOP)KeMd MpPaKTHKACBIHAATHI
TOMYMH TEHACHIMSISP OWirenoHs. bamkana HompusTiapsiHaa (MocanoH, «SlHa Tatap moaswmsice
antonorusice») hom Kasan Oacmaxanomopenzo (Cesnoiiman, Mup3sa, Jlenap Illoex mwmrsipbiope
TOPIKEMAJIOPEHEH JKBICHTBIKIIAPhI) TaTap TEJICHHOH pycyara JUCTAIOTOH TOPIKEMO JKBICHTHIKITAPBIHBIH
Oaceurysl XXI racelp OamiblHAa MIJUTH TEIUIOPIOH TOPIKEMOJIOPTS HUIbTHOAP apTyHBI KYpCOTo.
Kuramiapnarsl OpurdHanIaH TOPKEMAJIOP CY3Ta-Cy3 TOPIKEMAJIOPISH OTaphl CHIA(ATIBI OyIyiIapsl
OCIoH aepbUTBIT TOpa. TOpIKEMo UTENTroH OCOPIIOPro aHAIHM3 Xd3epre TOPKEMOUETOPHECH TaTap
HIATBIPBIIOPE TOITUKACHIH PYC TEJIEHd TOrajl OMPYHEH Tepie KbI3bIKIbI (opManapelH TaOyJaphl
XaKbIHJ]Aa HOTHKD sicCapra MOMKHUHIICK OMPa; OMMa Xd3epre Tarap JUPHUKACBIHBIH KYI KSHO YPHOKIIOpe

YUT TCIJIJIIPId aBbIP TIPIKEMI UTCIII.

Ten TemeH4aI9P: Xa3epre TaTap MOI3UACE, TOPIKEMI, OPUTHHAIL, PYC Tee, HOITHKA, OepIoiiex.
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