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The article deals with the works of writers who played a big role in the rise of literature and culture
in terms of postmodern concepts of the Tatar and Turkish literatures of the late 20"-early 21°
centuries, and explores ideological, aesthetic and philosophical ideas and techniques reflected in them.
The object of our research is the prose works of the Tatar writers F. Bayramova, Z. Hakim,
N. Gimatdinova, G. Gilmanov, M. Magdiev and F. Yakhin, and the Turkish writers I. Anar, O. Pamuk
and E. Shafak, who made significant contributions to the development of national culture. We inter-
pret the philosophical views of M. Magdiev, N. Gimatdinova, G. Gilmanov and Z. Khakim, the
features of their artistic thinking and their creative views in the literary and cultural context of the late
20"_early 21% centuries, the work of F. Bayramova and F. Yakhin is interpreted in terms of mytholo-
gy and metaphysics. The novels of Turkish writers are studied in connection with Arabic and Oriental
literature, within the framework of the the laws of post-modernist poetics.

The article explores and systematizes information and facts from various sources, related to the
postmodern paradigm in Turkish literature, and attempts to create an overview of its current state. For
the first time, the modern Turkish writer Elif Shafak’s work has been included in scientific circulation.
Scientific research is based on the comparative-historical, typological and hermeneutical methods, on
the rules and principles of the cultural-historical school.
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Introduction

The article aims to comprehend the change in
the philosophical and spiritual content of Tatar
literature caused by the influence of a new cultural
paradigm that began to take shape at the end of the
20" century and to interpret Tatar and Turkish
literature in the literary process and cultural
context of the late 20™—early 21" centuries. An
attempt is made to identify and compare interesting
literary and artistic innovations of that period,
reflected in the works of Tatar and Turkish writers.
Their comparative analysis has been included in
scientific circulation. The philosophical views of
the main representatives of the fraternal Turkic
peoples’ literatures contribute to the formation of
the theory of the literary scientific conception, the
solution of its theoretical problems, the enrichment
of Tatar and Turkic literature with new forms and
artistic techniques for the artistic embodiment of
human life. The features, highlighted above,
determine the scientific novelty and relevance of
the research topic.

At the end of the 20" century, the change of
social formations and periods in the former Soviet
Union changed the writers” worldviews. Since the
1980s, we can talk about the emergence of a new,
postmodern trend in Tatar literature. Researchers
perceive the new philosophical and aesthetic views
in Tatar literature differently: Yu. Nigmatullina
calls it “belated modernism” [1]; D. Zagidullina
proposes to accept it as one of the forms of
modernism [2]; A. Shamsutova urges to perceive
the new thinking, based on a new style, creative
and artistic features in the structure of the work,
within the framework of the literature of
«postmodernismy [3].

In this article, we consider postmodernism as a
new way of understanding all aspects of life within
the framework of a specially formed new cultural
and philosophical paradigm. This new creative
technique plays the leading role in shaping the
content of the literary work. The postmodern
paradigm that emerged in the West in the 1950s
and 1960s requires a different philosophy in
approaching the world through its own values. It
penetrated into Russia and Turkey in the 1980s.
Postmodernism has formed a new trend in
literature [3, pp. 45-49].

In Turkish literature, young writers, who began
writing in the 1980s, created works according to a
completely new thematic, figurative and artistic
system, based on avant-garde methods of depicting
the world. Turkish literary postmodernism
emerged in the late 20™early 21 centuries. World
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literature and Western literary criticism have
recognized the  originality  of  Turkish
postmodernism. It is evidenced by the award of the
Nobel Prize to the writer Orhan Pamuk in 2006.

In Turkish literary criticism on postmodern
literature, there are significant works by such
scholars as Samit Gumush [4], Yulduz Ajavit [5],
Ismet Emre [6], Ali Akay [7], Hassan Aydin [8],
Ulash Bingul [9] and others. In Turkish literature,
postmodernism is mainly considered in connection

with  the  socio-political situation,  with
“subordination to Western influence”
(“Westernization” or the process of

Europeanization of society) [10]. Most Turkish
scholars study the avant-garde style of national
writers not only in relation to the paradigm of
postmodernism.  Postmodernism is  generally
perceived as a Western phenomenon, which is
often assessed as a negative phenomenon in
Turkish literary criticism scholarly discussions.
[11, p. 5]. Often this leads to contradictions in the
assessment of modern Turkish literature.

Such techniques as “All the world’s a stage”,
the intersection of different philosophical ideas
(intertextuality) in one work, the concepts of
differentiation of earthly life and the human “self”
into  different  layers, games,  collages,
reminiscences, and allusions from the theorists of
postmodernism became the object of scientific re-
search in the middle of the 20" century in Europe
and in oriental literatures, including Tatar and
Turkish ones; they have formed the central layers
of image creation since ancient times as they
underlie Eastern mentality, embodied in works of
art. Modern Tatar and Turkish writers, whose
names are mentioned in the article, develop and
use these concepts and techniques in a new way. In
this way, the Oriental and Arabic synthesis is
formed and continued within the framework of the
art of writing [12, pp. 45— 49].

Materials and methods

Our subject of scientific research is genre
features, the structure of the poetics, thematic
innovations, general literary and aesthetic ideas,
concepts reflected in the work of Tatar and Turkish
writers, closely related to the current problems of
Tatar and Turkish literatures of the late 20" — early
21" centuries. The object of the study is the works
by Z.Khakim [13], [14], N. Gimatdinova [15],
G. Gilmanov [16], [17], M. Magdiev [18],
F. Yakhin [19], F. Bayramova [20], I. Anar [21],
[22], [23], [24], O. Pamuk [25], [26] and E. Shafak
[28], [29].
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The methodological basis of the article is
formed by modern literary concepts that illuminate
postmodern philosophy and are based on a
structural analysis of a literary text as a system of
signs and symbols. The authors rely on the works
on postmodernism by foreign scientists R. Barthes
[30], J.Baudrillard [31], J-F.Lyotard [32],
J.Ortega y Gasset [33], M. Foucault [34],
M. Heiderger [35], J.Huizinga [36], Russian
scientists 1. llyin [37], N. Mankovskaya [38],
I. Skoropanova [39], Turkish literary critics Yildiz
Ecevit [5], Ali Akay [7], Hasan Aydin [8], Zafer
Celer [40], ismet Emre [Emre, 2006] and others.
While relying on the theory of literature, we also
used the works by M. Bakhtin [41], Yu. Lotman
[42], V. Tyupa [43], [44] and V. Toporov [45], and
while studying Turkish literature, those were the
works of M. Repenkova [46], A. Suleimanova [47]
and O. Kareva [48].

To achieve this goal, the authors conducted
traditional types of analysis found in literary
criticism: literary-theoretical, cultural-historical,
hermeneutic, intertextual, structural-semantic,
receptive, comparative methods, as well as a new
narrative analysis and discourse analysis.

The cultural-historical method as the basic law
of the development of both literatures in relation to
national traditions and the historical process made
it possible to consider the work of the writers in
close connection with the literary process and
culture of the late 20™ — early 21% centuries. A
comprehensive study of Tatar literature in the
context of postmodern philosophy and the context
of Arabic and Eastern cultures led us to the use of
the comparative method, which made it possible to
identify the structural components of the Tatar
socio-philosophical, scientific, literary and
aesthetic thought of the beginning of the 21
century. In addition, the principle of intertextuality
and historicity was applied, which opened the way
to the study of literary phenomena from the point
of view of their origin, development and historical
connections.

Discussion

Postmodern concepts are reflected in modern
Tatar and Turkish prose. Among Tatar writers, the
work of Zulfat Khakim (11.08.1960) is of interest
from the point of view of postmodern philosophy
techniques such as irony, parody, pastiche and the
use of a mythological image, motif and its peculiar
development in a literary work. Z. Khakim has
come to literature unexpectedly and created a
completely new, unique style. He has enriched

48

Tatar literature, which for almost seventy years
was subject to the method of socialist realism, with
the method of irony and contextualism opening the
reader’s eyes to the harsh laws of life. According
to Mirgaziyan Yunys, Francois Rabelais, and
Garcia Marquez, Borges and Jerome Klapka, Mark
Twain, and even Cervantes, seem to be present in
the works of Zulfat Khakim. [13, p. 4].

Zulfat Khakim’s satirical novel “Agymsuda ni
Bulmas” (“What You Will Not Meet in Flowing
Water”) (1992) deserves special attention as the
work written within the framework of postmodern
paradigms [14, pp. 126-228]. The author includes
the image of the mythological Water Nymph in his
work simultaneously depicting modern life through
realistic means. The water motif is taken from the
poetic work of the same name by the Tatar poet
G. Tukay, the author relies on that fairy tale using
the technique of postmodernism reminiscence in
Tatar literature. The work “Agymsuda ni Bulmas”
(“What You Will Not Meet in Flowing Water”)
differs from its predecessors in its tone, since the
author here intends to parody the Soviet society,
this being his main goal. This technique can be
divided into several degrees [49, pp. 17-21].

Another approach enabling the author to create
a parody is the “games” category. As a result, in
“Agymsuda ni Bulmas” (“What You Will Not
Meet in Flowing Water”), “Kisher Basuy” (“A
Carrot Field”) by Z. Khakim and other works, our
life, world and relations between people are
described as “stage™. In our life, everyone has a
certain role, moreover, we behave differently in
different situations, we play different roles. Thus,
the image of Minlebaev is successful within the
framework of the “game” method, used in this
work. The author enjoys playing it. The use of the
“game” method is not only about describing the
roles, acted out by his characters. Here, their main
“manager” is the writer, the author. By placing the
characters into some funny or tragic situation, the
author, first of all, starts “playing” himself. In the
case of Z. Khakim, this is a game that arises from
his contemplation of the world, a process created
by the writer himself and directed at him.

For the Tatar reader, “a water nymph” is not
just a common image or a simple phrase. G. Tukay
and his fairy-tale poem of the same name
immediately come to our minds. Z. Khakim does
not only add a mythological image to his work, but
also introduces one storyline from G. Tukay’s po-
em. In order to attract “a water nymph”,
Mardansha plans to act in the same way as de-
scribed in Tukay’s fairy tale: he will steal a golden
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comb, at night; the Water Nymph will come to the
village to rescue the stolen item; her arrival will be
announced by the barking dogs; the Water Nymph
will knock on the window. This is the use of a
“quote” from a classic work.

At first glance, the very appearance of the
“Water Nymph” in the work, describing the reality
of the image, shows that this work is based on
play. In this case, the writer uses a new technique —
a collage. The reception collage is often found in
photographs and movies. It denotes the
superposition of one element upon the other. Here,
the technique enhances the parody and the
atmosphere of the game. Thus, searching for the
ways of influencing human consciousness,
Z. Khakim finds it successful to introduce a game
approach to the canvas of his work as the main
means of involving the reader in the flow of events
he describes. In literature, the category of play
means much more than just a method of creating a
parody. Z. Khakim uses it to show the absurdity of
the life of the Tatar people brought up in the Soviet
Union, to reveal how meaningless and absurd their
activities are. In this aspect, his works are close to
the works of Russian and Western literature, based
on the concept of “absurd theater”. The absurd
element, included in the text of the work, shows
that today’s reality is unstable. This understanding
of the artistic content of national history and
national life makes the writer approach them
through laughter. Through the “mask of a
hypercharacter”, Z. Khakim seeks to reveal the
formation of the Tatars’ worldview within the
framework of socialist discourse.

Zulfat Khakim’s work has much in common
with the Turkish writer Ihsan Anar in terms of
postmodernist techniques. lhsan Anar (lhsan Oktay
Anar, 21.11.1960) is known in Turkish literature as
a representative of the second generation of the
postmodernist  paradigm. Unlike the first
generation of postmodern writers, who came to
postmodernism through realism, Orhan Pamuk,
Nazli Eray, Bilge Karasu, Murathan Mungan,
Pinar Kur and lhsan Anar are close to the
“narrative modification” of postmodern philosophy
[48, pp. 10]. He should be considered the most
powerful of the authors of excellent works, which
clearly reflect the artistic and aesthetic elements of
postmodernism philosophy.

In the literature of 1990-2000, his work was
placed and perceived above other postmodern
“parrative writers” (H. Toptas, P. Yugor) [50, p. 7].
The works of the narrative style were characterized
by a fundamental change in the unity of time and
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place, the disclosure of characters and the strategy
of speech. This, in turn, led to a new form of
literary communication: “author—text-reader”. The
postmodern paradigm contributed to the activation
of the novel genre in Turkish literature. The genre
of the novel opened new possibilities for literary,
artistic and philosophical transformations. Inter-
genre and multi-genre novels were created [46]. In
the genre of the novel, a new form of the novel —
the historical-philosophical novel, was being
formed (in Russian literary criticism it is usually
called the “historisophical novel”) [51]. Ihsan Anar
should be described as the initiator of the historical
and philosophical novel in Turkish literature,
written within the framework of the postmodernist
paradigm.

Ihsan Anar’s works are viewed at the level of a
novel-discourse. They are based on the main
national concepts, universal and archetypal plots,
distinguished by the stability of topos and
chronotope. Thus, his novels are characterized by
archetypal thinking and disappearance of
personality with the layers of unconsciousness
showing through. Historical and philosophical
artistry results in emotional and aesthetic irony.
For example, in many of his works, Ihsan Anar
describes the frailty of the world and expresses his
eschatological ~views with the help of
carnivalization. In his works, we do not encounter
the phenomena of “renewal” and “liberation”, but
the reader discovers new ideas and new
perspectives on life and the world through the
“interesting, ironic destruction” of life. These
works include the following novels by Ihsan Anar:
“The Atlas of the Misty Islands” [22], “The Book
of Cunning” [24], “The Stories of Afrasiab” [23]
and “The Dumb” [25].

Ihsan Anar’s philosophical views on national
history and national life reflect a different
understanding and interpretation of the two types
of discourse that existed in Turkish society. The
writer calls for a rethinking of religious and
educational discourse. (In postmodern theory,
these types of discourse are considered at the level
of metanarratives). Within the framework of the
novel, the author ridicules or criticizes these two
types of philosophical national views through
laughter or irony. By using a new type of narrative
technique, called “hypercharacter mask”, lhsan
Anar shows that the perception of the world by the
Turks was formed as part of their religious
discourse. The ontological essence of historical
existence is re-examined in the ‘“semiotic direc-
tion” of the postmodern paradigm, founded by
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R. Barthes [30], Yu. Kristeva [52], V. Tyupa [44]
and V. Toporov [45].

In the abovementioned lhsan Anar’s novels,
historical events are presented as a narration (text).
A layer of reasoning and conclusions is intention-
ally removed from such a phenomenon as history;
it is replaced by a superiority of instincts, a libido,
a layer of collective unconsciousness. Scientific
discoveries and innovations are considered by the
Turkish society only as a “search for knowledge”.
This is where Turkish postmodern literature differs
from Tatar postmodern literature. In Tatar
literature, these layers of poetics are practically
non-existent.

As it was reflected in the trilogy novel “Atlas
of the Misty Islands” (“Puslu Kitalar Atlasi”) [22],
“The Book of Cunning” (“Kitab-tilHiyel”) [24] and
“The Stories of Afrasiab” (“Afrasiyab’in
hikayeleri’) [23] by Ihsan Anar, in Turkish
postmodern literature there is no temporal chain
connecting the line of events: just a fragmentary
description of episodes from life. “Past-today—
future” can be “thrown out” onto the plane of
different times and periods with no definite
sequence or connection between them. Most of the
characters from Ihsan Anar’s novels do not live as
full-blooded people, but as one-sided creatures
who have lost their faces.

In his novel “Atlas of the Misty Islands”
(“Puslu Kitalar Atlasi”) [22], Ihsan Anar, using the
“epistolary technique™, brings the “epistolary nov-
el” to the fore. In the novel, the “reception of a
letter” is found in two forms: the first one is the
form of separate letters and answers, the second
one is in the form of letters, which are used only
when it is necessary. [53, pp. 244-248]. This
novel, the first work of lhsan Anar, is very rich in
intertextual connections: the work begins with an
epigraph quote taken from “Carmina Burana”. In
other sections, literary montages are performed
using epigraphs from the Koran and the Bible. In
his work, Ihsan Anar refers to the French
philosopher René Descartes and his work
“Discourse on the Method” (“Yontem Uzerine
Konusma™): using the technique of parody, he
changes the titles of Descartes’ works and
introduces them into the text of the novel [54]. In
Turkish, R. Descartes’ aphorism “Cogitd ergo
sum” (“I think, therefore I am™) is represented
through irony, a play on words. Instead of the
sentence “Distiniiyorum, 6yleyse varim”, he offers
the reader “Diisliiyorum, dyleyse varim” (“I dream,
therefore 1 am™) in the form of a leitmotif. The
protagonist tries to interpret his life as an event that
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only happens through his dreams. This view of his
is criticized by the author with the help of a
parodic method; therefore, he proposes a slogan-
motto for the entire Turkish population— don’t be
idle, but work, think and try.

In “The Stories of Afrasiab”, Turkish society is
described as a stage based on a “game” (the
category of “Game” is explained in detail in the
works by I llyin [37], . Skoropanova [39],
Kogakoglu [11]). Nothing remains of people who
have fallen into the postmodern paradigm: they
lose not only their faces, but also themselves. For
them, there is no difference between Life and
Death; death is also perceived only as a game-
struggle for the sake of life.

It is the postmodernist historical-philosophical
(historisophical) novel that provides the writer with
such a descriptive space. The views of
enlightenment and statehood, which originated in
the Middle Ages, combined with the teachings of
Islamic philosophy, which were formed thousands
of years ago, shape the Turk as a person who is
“impossible to understand”, or a person from
whom “you can expect anything”. The essence of
such a person lies in the multifaceted idea of
“self”, the idea of “many masks”.

In the Ottoman period, described in Ihsan
Anar’s novel “The Atlas of the Misty Islands”
(“Puslu Kitalar Atlasi”) [22], we do not find many
characters of this type, only Bunyamin and Ebrah
Efende. In his work “The Book of Cunning”
(“Kitab-iil Hiyel”) [24], dedicated to the era of
reforms, the number of such “many-faced”
personalities does not increase: only cunning and
insidious scientists. However, in the novel “The
Stories of Afrasiab” [23], which describes life in
the middle of the 20" century, this number consid-
erably increases. The existence of ordinary people,
who want to adapt to the new socio-cultural
paradigm of their life in the republic, is food,
drink, entertainment and satisfaction of their sexual
needs. People lose the essence of a “conscious”
person, who understands and recognizes cultural
laws. As the author points out, “ordinary people of
Anatolia” become a kind of human creatures. Both
their existence and people themselves are
undergoing a metamorphosis (changes); their
existence turns into its antithesis — its value and
significance are incomprehensible (For example,
the murder and suicide of the characters; Death-
Man watching people in different periods of their
lives). Thus, as Ihsan Anar shows, the beast rises,
disturbing the national archetype and dangerous



TATARICA: LITERATURE

desires, hidden in the deepest layers of the human
realm of unconsciousness.

In lhsan Anar’s novel “The Dumb”
(“Suskunlar”) [25], published in 2007, didacticism
elements appear in the postmodernist historical and
philosophical concept. Interestingly, didacticism is
not unique to postmodern philosophy; but it is
precisely this layer that constitutes the essence of
historical novels. Through the image of Uzun
Ihsan, the protagonist, who loves to predict the
future, the author wants to convince both the
“silent” characters and the reader of the idea that
Truth is diverse. According to the writer, only
those people who recognize the diversity of Truth
can be saved. He emphasizes that the idea of
saving the Turks is based on chaos, not on a single
«logos» (word) in a single line. The chaos,
underlying Turkish society, can save humanity;
people need to get used to this chaos and learn how
to live within it. They will have to join the “chaos
maker game” and learn how to play a key role
there. Only then, assures the author, it is possible
to cognize the many-sided Truth. Thus, lhsan Anar
reveals the mentality and essence of the Turkish
people, their “layeredness” and notes the
impossibility of knowing what is going on in the
minds and thoughts of these people. He calls on us
to become “actors” and “players” like them, in
order to live along with such people, and expresses
the idea of being creators of this theater game. His
novels are forty boxes: as events unfold, they move
from one level to another, and each time they
move, it seems the paths behind them are closed —
the character believes that these events, or rather,
life itself, are locked behind the gates. At the same
time, a way out is shown: it may not be consistent,
as we know from the laws of realism, but
unexpected; it may even be found by “jumping”
into parallel realities.

Religious views in lhsan Anar’s novel “The
Dumb” are generally revealed on a different plane
unlike the religious views in Tatar literature. Islam
seems to put pressure on the Turks: the musician
Plato gets dumb because of the religious Truth and
the fortune-teller Yedikul gets blind. They perceive
the truth in their own way: they do not hear, they
do not see, they do not react. lhsan Anar’s novel
uses a very interesting metamorphosis. The dumb
musician Plato, killed by one dwarf, is found by
his twin brother Davud; while Neizen Batyn,
invisible to the human eye, “breathes life” into his
lifeless body.

In general, Ihsan Anar argues that people’s
view of the world cannot be as integral as in
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religious teachings, and that their desire to
understand life only makes it more difficult to en-
dure. The desire to reduce all people to a common
denominator gives rise to dissatisfaction,
contradictions and chaos in society. Thus, in his
works, the writer deliberately portrays life as
chaos, teaching his reader to survive “in the face of
events”. However, this only leads to a lopsided
existence of his characters, to their
excessive reliance on unconscious instincts.

In modern Tatar and Turkish prose, the use of
“myth-making” and “metaphysical realism” is a re-
flection of postmodern literature. In the last two
decades, the transition from socialist realism to a
new philosophical paradigm — postmodernism in
Tatar literature, is observed in the appeal to the
past statehood of the nation and even more ancient
layers — the pre-Islamic period. Tatar verbal art has
turned to mythology and myth-making is taking
big strides. Mythology inspires Tatar authors to re-
vive the archaic images and elements preserved in
the “historical consciousness” of the Tatar people,
“remind” them and revive them in the memory of
the modern reader [55, pp. 6-7]. In Tatar literature
as a whole, the attitude to mythology differs from
the one found in Turkish literature. Mythopoetics
and folklore images, in their turn, simultaneously
formed and launched a trend in Tatar prose called
“metaphysical realism”. The mythological images,
used in Tatar prose, go back to archetypes that
have lived in the oral tradition of the people for
almost a thousand years. “Bolyn” (“A Meadow™)
[20] and “Kanatsyz akcharlaklar” (“Wingless
Gulls”) [21] by F. Bayramova, written in the mid-
1980s, are excellent evidence of the transition to a
new philosophical and cultural paradigm in Tatar
literature. In the 1990s, this trend was continued by
N. Gimatdinova, and in the early 2000s, by
G. Gilmanov and M. Kabirov. The use of myth-
making, in other words, the reconstruction of the
model of the unreal world in their works, con-
firmed a new way of thinking, different from the
creative method of socialist realism in Tatar litera-
ture.

Tatar writers create their works not only
consciously, but also intuitively, according to a
mythological model, that is, they construct it as a
myth, taking ancient motifs, developing and chang-
ing them in their own way. The characters and
images they use may not exist in archaic thinking.
The authors create their own images and myths,
which are similar to the folk ones in their external
form. This aspect is called the creation of a myth
[55, pp. 6-7].
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The German scientist, psychoanalyst K.
G. Jung, on the other hand, calls the myth very
important  knowledge that accumulated the
experience of the human world and did not lose its
value in different periods [56]. The myth is not
only a determinant of ancient spiritual culture, but
also a system that evaluates the human world, it is
an artistic approach that reflects these aspects in
contemporary art. The first common quality of
works, based on mythopoetics and myth-making, is
the creation of a myth; the second is a wide and
successful use of “archetypes”, formed under the
influence of ancient ideas. K. G. Jung succeeded in
scientifically explaining the role of archetypes,
hidden in the “realm of the unconscious” (i.e.
ancient views, images) that affect the emotional
world of a person of a new era. The archetype
(translated from Greek as “an initial image”) is the
symbols of culture and myths, which are its
primary part, ancient universal symbols that
underlie folk art [56]. According to the scholar,
these archetypes form a system of small images
that create the image of Mother Earth, rooted in the
human mind. “Phylogenically, we grow from the
dark and cramped depths of the earth. As a result,
the most immediate factors have become
archetypes, and these archetypes “affect us in the
first place”, writes K. G. Jung [57, p. 133]. If these
images lie in the upper layers of consciousness in
the era of paganism, i.e. when people saw
everything through their connection with Earth and
Heaven and perceived them as symbols, then over
the centuries, as a result of the decline of historical
experience and in connection with the development
of culture, these images have fallen out of sight.
However, they have not fully disappeared, as Jung
defines, they have passed into the “field of
unconsciousness”. There, they are not inactive,
they have adapted to the new time thinking, acting
in culture through symbolism. As a result, at
present, the field of “human memory” resembles a
multi-storey building that combines cultural
achievements, ways of thinking, visions of the
world in different eras. All these K. G. Jung united
under the term “collective unconsciousness”. In his
opinion, this field called “collective
unconsciousness” and the archetypes
corresponding to each of its cells influence both
the form of world perception and the historical and
poetic direction of human self-knowledge.

“Thus, modern Tatar writers trace the roots of
Turkic identity to folklore, in connection with
literary and folk art, and restore them artistically”
[58, p. 91]. Such works include: “Kanatsyz
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akcharlaklar’  (“Wingless  Gulls”) [21] by
F. Bayramova, “Albastylar” (“Forest Spirits™) [16],
“Ocha torgan keshelar” (“Flying People”) [17] by
G. Gilmanov, “Bolan” (“Deer”) [15], “Karakosh”
(“The Raven”) [59] by N. Gimatdinova, “Nigez”
(“A  Native Hearth”) [60] by M. Galiev,
“Agymsuda ni Bulmas” (“What You Will Not
Meet in Flowing Water”) [14] by Z. Khakim,
“Sary yortlar sere” (“The Secret of the Yellow
Houses”) [61] by M. Kabirov, “Sikherche kyzy”
by F. Yakhin (“The Sorceress’s Daughter”) [19],
etc. Some of them are valuable from the point of
view of myth-making, others are appreciated in
terms of the unique use of ancient myths that
explain the essence of life. Their main force is the
construction of an intricate plot, the “resurrection”
of mystical and mythological images and the
introduction of archaic universals. A new national
consciousness is being formed in Tatar literature:
“writers take traditional forms of historical
folklore, which have absorbed the traditions of the
ethnic group, and endow them with a new
ideological content” [62, pp. 886-890].

The creation of myths and the discovery of
national archetypes are unique to Tatar and Turkic
literatures. In Tatar literature, there is no sense of
“peing” in time and space while descending into
layers of human consciousness permeated with
myths. Both events and memories line up in an
inextricable chain. In Turkish literature, the story
of unraveling the archetypes is revealed with the
help of the postmodern “performance” approach:
there is a tendency to take stories from the
Ottoman period of literature, re-analyze them,
reveal “many masques”, history, myths as a chaos
of events and epochs. As an example, we can cite
the works of N.Gimatdinova “Bolan” (“Deer”)
and G. Gilmanov “Ocha torgan keshelar” (“Flying
People™) from Tatar literature and the works of
Orkhan Pamuk “Kara Kitap” (“A Black Book”),
“Minem isemem Kyzyl” (“My Name is Red”), and
Elif Shafak “Soyunen Kyryk talabe” (“Forty Rules
of Love”) from Turkish literature.

We can cite one passage in the novels by
Nabira  Gimatdinova (26.10.1956) “Bolan”
(“Deer”) (1996) [15] and by Galimzhan Gilmanov
(01.02.1957) “Ocha torgan keshelar” (“Flying
People™) (2000) [17], which is full of mythological
thinking, forming the basis of events. We call it the
“cradle of events”. The event is presented here as
a center for understanding the interaction and rela-
tionships of the ethnic group with the place of the
event development the Mountain the
chronotope (the intersection of Time and Space).
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For example, in the work “Ocha torgan keshelar”
(“Flying People”), Mount Kala-tau is not only a
mysterious place, a place where spiritual experi-
ences and the purity of soul are the primary source
and a link to theology. The mountain of masters is
also a place responsible for the fate of nature and
the earth, preserving the purity of souls. The estate,
where the witch’s daughter lives, is a place, which,
in the spiritual memory of the protagonist, renews
the literary and artistic heritage, associated with the
World, thereby it purifies the boy’s soul.

Each time these places are perceived as unique
marginal zones. The works show that earthly in-
habitants cannot understand the essence of these
places; therefore, they treat them negatively and
call them places of witchcraft, malice and hatred.
However, in the end, this oppositional confronta-
tion helps to reveal the essence of both people and
these marginal zones. In each case, people who
sincerely thought they were doing the right thing,
turned out to be worse than these marginal places
associated with holiness, spirit and theology [63,
pp. 11-19]. We can say that these works are writ-
ten in terms of metaphysical realism associated
with paganism, they are based on images and mo-
tifs of Tengrianism (deer, mountain of masters,
mountain Kala-tau and spirits). Along with this, in
both works, the image of the mountain is called the
center of the world, and the Lord God is the pro-
genitor.

The poetic image of the Mountain, used in the
stories “Bolan” (“Deer”), “Ocha torgan keshelar”
(“Flying People™), is reflected in the mythology of
different peoples. Among ancient Turks, the image
of the Mountain was perceived as a sacred place,
and it was part of the Earth-Water cult. What was
the meaning of this image? According to research
on mythology, Horus was an image that conveyed
a model of the universe, considered the center of
the world [45]. Space migration passed through
this mountain and continued upward, indicating the
location of the North Star. The lower part of the
mountain was supposedly considered the under-
world. Such a mountain seemed to have three lev-
els. The top of the mountain was the place of the
Gods, in the middle — on Earth — people lived, in
the lower part of the mountain various spirits were
in charge. Such a division, as we see, is also found
in the work of G.Gilmanov “Ocha torgan
keshelar” (“Flying People”). On the roof of the
cave inside the mountain, the Morning Star is
drawn, connecting the Earth and Space. Sauban,
his father, son and Savia, whose fate is connected
with the Morning Star, accept it as the throne of

53

God. The fact that Mount Kala-tau “disappears”
once a year, and the strange, unusual sounds com-
ing from it, seem to confirm the existence of spirits
living in it. Myths say that there is a cave in the
mountain. The cave of Mount Kala-tau is also de-
scribed, through it both old Sauban and his son
pass into another world — the world of secrets. The
search for the essence of this connection continues
throughout the work and is revealed only at the
end. It becomes clear that the hidden cave of the
mountain is accessible only to those whose souls
are connected with God [64, pp. 90-92].

In this regard, of interest is F.Yakhin’s
(02.01.1961) story “Sikherche kyzy” (“The
Sorceress’s Daughter”) [19], explaining the
essence of the world. His work is significant due to
mythological and literary representations of
different eras in the memory of the characters and
the reader. The story “Sikherche kyzy” (“The
Sorceress’s Daughter”) openly quotes the works of
the Tatar poet of the early 20" century G. Tukay,
fairy tales, legends and myths, it also contains
allusions and reminiscences that are close to those
used in the description of fairy tale characters. In
literary criticism, this is commonly referred to as
“citations”. The Russian scientist M. Bakhtin,
French scientists Jean-Jacques Derrida, Roland
Barthes and Yulia Kristeva consider the memory
of a person of the new time to be a “text”, “woven”
from such quotations. The mention of
“modernization” of various “historical and cultural
periods” in the content of the work proves that this
work is written in a postmodern mode [40, pp.
237-243].

In the story “Sikherche kyzy” (“The
Sorceress’s Daughter”), one can clearly see
narration in the style of the ancient books
“Muhammadiya”, “Bakyrgan”. At the same time,
the image of the author is felt here, the one who
“returns” from today to his childhood. If the
events, described in the work, are connected with
the the boy’s return to the village, we assume that
the attitude towards these events is expressed from
the position of an adult person — the personality of
the author, since the young man sometimes thinks
like an adult.

In his work “Sikherche kyzy” (“The
Sorceress’s Daughter”), F. Yakhin tells stories
about evil spirits, water nymphs, demons and
Shurale, preserved in folk tales, in a fairy-like fash-
ion, but in the way of thinking typical of the pre-
sent time. These “fairy tales” are used fragmentari-
ly in the work. Fragments, coming together, reveal
the philosophical concept of the work. Thus, fairy
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tales and myths make the work both entertaining
and philosophical.

In Turkish literature, the works of Orhan
Pamuk (07.06.1952) deserve attention in terms of
myth-making. We would like to focus on his
novels “The Black Book” (“Kara kitab) [26] and
“My Name Is Red” (“Benim adim Karmizi”) [27].
“Kara Kitap” (“The Black Book”) is written as an
autobiographical novel within the prose of
postmodernist memoirs, it has two levels of
reading. “Two-level”, “layered” composition is
often observed in the structure of the work, in the
images of the main characters Galip and Jalal, and
other characters. The main character’s search for
his loved one in Istanbul is reminiscent of mystical
treatises often used in medieval Ottoman literature:
along the way, the protagonist takes part in various
unusual, strange events, which develop his spiritual
gualities. This is a philosophy of the first level of
this work. At the second level, the events and
memories of the protagonist “renew” the motifs of
Sufi literature, equating to the search for the
Creator of the Soul. It can be compared to the
return of a person to himself, to finding his own
essence.

“The Black Book” is a novel based on
beautiful collages, it is significant since it describes
the city of Istanbul, the cradle of Turkish culture,
to foreign readers. Orhan Pamuk renews in the pro-
tagonist’s memory the various parishes
(settlements) of old Istanbul. These memories are
introduced to reveal the ethno-cultural identity of
the Turkic people; to show that they could not be
representatives of Western culture; at the same
time, the purpose is to show the loss of Turkic-
Muslim traditions [47, p. 8]. According to the
writer, the Turks “remained locked” within these
two national-cultural paradigms. Kurshad Ertugrul
believes that the use of Western culture elements is
leading Turkish culture to extinction; the nation
becomes a copy of a foreign -culture, a
“simulacrum”, and loses its own face [65, p. 104].
This leads to the internal spiritual tragedy of the
people: a growing feeling of loneliness and
misfortune.

The text of the novel “The Black Book™ is
permeated with intertextuality. The paper provides
references and quotations from the works of
Western culture and Muslim writers and
philosophers. The novel raises the idea that at the
end of the 20" century, film industry was created
to influence the minds of people and warns the
viewers of the danger of leaving for a false world

54

through the films that are a “simulacrum” (false
copy) of life.

In the work “The Black Book”, Orhan Pamuk
depicts the Turkish people’s national traditions (tea
preparation; descriptions, imbued with love, of
adult’s communication on the streets; childhood
memories, etc.), which remind of the work of the
Tatar writer Muhammet Magdiev (01.12.1930 —
14.06.1995) “Bakhillashu” (“Farewell”) [18]. This
story by M. Magdiev is one of the first works,
written in the postmodern spirit. In the story, the
writer almost defiantly departs from the method of
socialist realism, its requirements for the creation
of the poetics, and the causal relationship between
the characters and events. The events here do not
follow one another, in a chronological order, “they
pass” [66, p. 34]. As a result, the plot loses its
traditional role, its function is performed by the
leitmotifs of the chapters, the narrative is
fragmentary. The chapters, in their turn, are
connected by associative moments, the opinion and
conclusions of the author are given at the end of
the chapters. The reader does not see the
development of a single event, as is customary in
the works of other writers, but various events at
different periods of reality. Thus, the impression is
created that life is like a kaleidoscope, changing all
the time [67, pp. 107-115]. The inaccuracy of the
composition, its incompleteness, its episodic
nature, the understatement of the main idea, all
these are specially chosen by the writer, because
fragments of reality, firstly, indicate that memories
follow one another; secondly, they show that life is
not whole that not only the Tatar village, but also
the Tatar character has changed, become multi-
layered, that the Tatar people do not have a strong
inner center. The image of the author, observing
the course of real events from the outside, does not
satisfy the writer, who enters his work, that is,
comes into the world he has created and
participates in it. In the story ‘“Bahillashu”
(“Farewell’), the author’s consciousness is not only
a way of organizing the narration of events, but
also an ideological center that clearly reflects the
ethical and moral position of the writer.

Orhan Pamuk pays special attention to the
symbol “House” in his novel “The Black Book”.
The house, in his opinion, is one of the most
important symbols that holds the family together.
For him, the collapse of the human world begins
with the postmodern chaos — an escape from home
and family. This also leads to the loss of national
self-consciousness and self-determination. It is the
idea that is reflected in M. Magdiev’s story
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“Bakhillashu” (“Farewell”). The story is called
“Bakhillashu” (“Farewell”) for reasons. Here, the
writer says goodbye to his youth, to the village
where his childhood passed and his parents live, to
the customs and traditions of the Tatar people (for
example, he writes about laying bread in the oven,
about haymaking), and the qualities that are
characteristic only of the Tatars (sharp language,
no complaints, children raised on the basis of
national culture, love for their homeland, love for
nature, respect of elders, help to younger ones) [68,
pp. 88-89].

Another novel by Orhan Pamuk “My Name Is
Red” (“Benim adim Karmizi”) [27] is also notable
for its poetics. It is based on the “short story”
technique popular in Eastern literature: a work
built on a detective story creates the feeling of a set
of fragmentary events. In the novel, based on the
attributes of a detective story, such as an unsolved
mystery, an open ending and a criminal who
accidentally exposes himself, the author uses
almost all kinds of “the author’s masks”. The novel
has several different historical and cultural levels,
in a beautiful and skillful form it reveals the
differences in the artistic and aesthetic laws of
Western and Eastern cultures. To express his
thoughts about life and the world around, Orhan
Pamuk uses the genres of “oriental miniature” and
“Husni writing” (Arabic calligraphy) as the central
theme of his work, which is highly artistic from an
aesthetic point of view. The author emphasizes that
the pure spiritual talent of the subtlest sensation is
no longer found among modern Turks, which
indicates a change in their attitude to the world.
Here, the writer again touches upon the topic of the
Turks’ self-determination. At the same time, in this
world of culture, which is the proof of divine
purity, as Yu. Kristeva notes, “we come across
various intrigues and murders”: it exposes the
frailty of life and people, emphasizing that life is
“multifaceted” (See: [40, p. 237]). It also says that
preachings, based on Islamic law, deviate from the
truth as they are following false motifs and

archetypes.
In Tatar and Turkish literatures there are also
works  written  within the framework of

metaphysical realism. This type of literature aims
to reveal the metaphysical level of life, that is,
based on spiritual research, it depicts in a peculiar
way the hidden places of the human heart, the
mysterious and unknown sides of the world
creation. In Tatar literature, “metaphysical real-
ism” is considered to be a unique technique.
Realism remains at the basis of this technique, with
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addition of “hidden world”, “hidden reality” and
“real reality” parallels. In Tatar literature, these are
the works “Kanatsyz akcharlaklar” (“Wingless
Gulls”) by Fauzia Bairamova, “Nigez” (“Native
Hearth™) by M. Galiev and works by M. Kabirov,
Z. Makhmudi. All of them are based on the
philosophical elucidation of the essence of man in
the light of the eternal struggle between man and
society. This is the philosophy of human existence.

In some of Fauzia Bayramova’s works
(05.12.1950), this thought is conveyed through the
inner world of a person and is closely connected
with the experiences of his soul. In most of the
writer’s works, Man is alone when he comes face
to face with Fate, which represents inevitability. It
is worth paying attention to another interesting
point: F. Bayramova unites a Human, consisting
only of a world of dreams and feelings, with Life
on Earth. And in the end, he emphasizes that in this
world it is very difficult and even pointless to live
without a friend, a close person who understands
and loves you.

In  her story “Kanatsyz akcharlaklar”
(“Wingless Gulls™), which is considered one of the
works written within the framework of the Tatar
postmodern paradigm, F. Bayramova considers the
“body” and “soul” as two separate worlds and
makes an overview of their “history” [21]. It is not
Ak mangay’s earthly life that the story highlights,
but the unreal world, in which his soul “wakes up”.
The author seems to deliberately “deviate” from
the realities of life and events. F. Bayramova
focuses on aesthetic details by comparing Earthly
people and those descending from Heaven. In her
opinion, there are two types of people on earth, but
even if they meet, they cannot fully understand
each other, because their life goals and desires are
different. The main idea of the works sets the di-
rection from here: Man is the unity of body and
soul, on Earth he is able to achieve happiness only
through the unity of his Mind and Soul, his belief
in Allah, his ability to live along the path that our
Creator has determined [69, pp. 31-32].

The course of metaphysical realism is
embodied in the work of the Turkish writer Elif
Shafak (25.10.1971). In his works, written in
English, “Ask” (“The Forty Rules of Love™) [28],
“The Architect’s Student” (“Ustam ve Ben” [29],
he highlights the archetypal problems associated
with the formation of the Turkish nation, the
Turks” way of life in different eras. The unhurried
«study» of their lives through the collection of
didactic ideas is a successful feature characterizing
the writer’s works. The philosophical aspect of
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E. Shafak’s work “Forty Rules of Love” (“Ask”) is
determined by a postmodernist technique, based on
opposition, de-mythologization (destroyer) and re-
mythologization (creator). The main characters of
the work are Zalaletdin Rumi and Shamsetdin
Tabrizi. The story is based on forty letters, written
by Sh. Tabrizi to the poet Rumi, thereby the author
destroys the usual religious doctrine (discourse) of
Turkish national history and in its place establishes
a new species-metanarrative form, grounded on
Tabrizi’s words about Life, about what should be
its essence. Turkish scholars explored this work for
historical correctness. They spoke out against
presenting the secretly strange relationship
between Tabrizi and Rumi as a mere novel, pass-
ing the verdict: there are no historical facts con-
firming this. However, for the readers who
understand that the work was written within the
framework of the postmodern paradigm and to the
literary critics it is clear that the work belongs to
metaphysical realism, and a new “myth” has been
created about these two great personalities. In the
work “Forty Rules of Love” (“Ask™), E. Shafak
reveals the meaning of the concepts “faith”,
«mindy»; emphasizing that behind these concepts
there are dark forces that always push the Turks
onto the wrong path, towards chaos, death and
thoughtless actions. The work consists of several
levels. At the first level, the Tabrizi-Rumi
relationship is transmitted through the creation of
the atmosphere of the era, while at the second
level, this is the field of the Turkish Nation and
Life. The writer points out that the Turks should
not lose their national face, their national self-
consciousness; to achieve this it is necessary to
rely on the philosophy of such great personalities
as Rumi and Tabrizi. In the work, the concept of
chaos differs from the “chaos” in the works of
I. Anar and O. Pamuk: despite the fact that events
are narrated fragmentarily in the form of a
“narrative”, “past-present-future” on the same time
line. Here, on the contrary, there is an escape from
chaos: by avoiding chaos a person will not become
a simulacrum (false copy) of man, which will lead
to his return to his essence by joining the Truth. On
the advice of Tabrizi, Alif Shafak realizes that only
a systematic life and the understanding of the
essence of the “Word” (“logos”), coming from
Truth, is the only way to get rid of chaos.

Results
1. Postmodern tendencies in Tatar and Turkish
literatures are reflected at the level of content and
in the form of narration when various techniques
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and motifs characteristic of postmodernism are
used. Although there are similarities in the
postmodern philosophy of Turkish and Tatar
literatures, we find the diversity of national
archetypes, underlying national cultures, the
originality of the writers’ views on the world and
lifestyles and different postmodern approaches.

2. In both literatures, writers do not go beyond
national cultural and historical discourse in
choosing a plot, in restoring historical and cultural
events.  Therefore, in  both literatures,
postmodernism has its own strong beautiful face,
its own national version, different from Western
literature. The works of the writers we have dis-
cussed in the article and their works require unique
research methods that fit into the framework of the
postmodernist paradigm. The new philosophical
terms, used in the work, proved to be effective in
scientific literary studies.

3. In the postmodern works of Tatar writers,
the emphasis is more on the mythological layer,
the creation of myths, Turkic and national
archetypes. The use of mythology helps the writers
to revive the ancient images and elements,
preserved in the “historical consciousness” of the
Tatar people, “remember” them and revive them in
the memory of the modern reader.

4. Myth-making in the works of the Tatar
writers enables the authors to reconstruct an unreal
model of the world, which is two-sided and two-
dimensional. The main force in all works is the
construction of an intricate plot, “resurrection” and
the introduction of mystical, mythological images
and archaic universals. From an external point of
view, the writers consciously return to the archaic
construction of their works. That is, the authors
create their stories in the spirit of ancient legends,
through antiquity, using archaic-ancient images,
plot elements, and motifs. In many cases, both
history and events here are based on the principle
of succession. However, through such techniques
as allusion and reminiscence, ancient myths,
“additions” from literary works, oral folk art of the
past penetrates into their works. A collage is made
from different eras and different realities.

5. The works of Turkish writers, such as
I. Anar, O. Pamuk, E. Shafak, describing the life of
a “fragmented”, “small” person in Turkish history,
mainly deal with the loss of the Turkish nation
identity. Approaching history from the point of
view of parody, irony, they explore the new values
of human life, looking for ways to survive in a
chaotically educated society.
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6. In the works of I.Anar and O.Pamuk,
history ceases to be a chain of events and takes the
form of a “narrative” / “text”. It is this quality of a
“narrative” that helps us to view history as a
collection of events going in different directions.
For Turkish writers, the historical process is not a
straightforward past-present-future flow, but a
world full of chaos dominated by random, sudden
events. Randomness is considered especially
noteworthy.

7. As a distinctive feature of postmodernism in
Turkish literature, it is necessary to note the
historical-philosophical (historiosophical) novel,
which took its shape in the work of I. Anar. The
poetics of this novel differs from the poetics of
ordinary historical novels: the plot of the work is
considered to be an allusion to the events of the
historical past, without accepting historical events
as facts. It is this phenomenon in Turkish literary
criticism that has caused controversy in relation to
the works of Orhan Pamuk or Elif Shafak. Literary
critics accuse these works, based on archetypal
images describing the formation of the Turkic
society and ethnic group, of lacking historical
truth. However, researchers overlook the fact that
they are written on the basis of postmodern poetry.
In fact, these works do not aim to reveal the fate of
famous historical figures, including them in the
context of historical events, but rather represent
dialogues and monologues, such as “The Fate of
Turkey”, “Confrontation between Turkey and the
West”, “History of the State and the End of the
World” .

8. This article is written in the form of a review
of postmodern works found in Turkish and Tatar
literature. Many unique works and authors in both
literatures have not been included in the article.
For this reason, both the work of other writers and
the works of the writers we have discussed require
a more complete and in-depth analysis. The results,
presented in the article, may be useful for
understanding the postmodernist paradigm in Tatar
and Turkish literatures.

Conclusion

From the foregoing, it is clear that the works in
Tatar and Turkish, written in a new descriptive
language, openly reflect the incompleteness of the
world, the fact that it is impossible to describe
reality with only one specific descriptive
technique. All this speaks of the birth of new
philosophical-aesthetic and socio-cultural concepts
about the place, purpose of life, etc. in both Turkic
literatures. This, in fact, is a new form of the
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postmodern paradigm of world perception, a
worldview and an artistic expression of the world.
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XX I'ACBIP AXBIPBI — XXI I'ACBIP BAIIBI HIOCTMOJAEPHU3M
M9o/IoHU KOHTEKCTBIHIA TATAP hoM TOPEK 9/19BUATJIAPBI

Auncy Ataac kbi3bl LlamcyToBa,

TP ®Anen I'.M6pahumoB ncem. Ten, oqo0usat hom coHraTh HHCTUTYTHI,

Poccust, 420008, Kazan 1., K. Mapkce yp., 12 Hue #opr,
aatlasl@mail.ru.

Mypart Yp@ar yJibl Y3yH,
M3mut benem hom conrars Mopkase,

Tepxus, 41100 Koxxasmu-M3mur m1., Kom Aiinsta WnkuH yp., 3 HIE HOpT,

tfimuratuzun@gmail.com.

Mokanoge XX racelp axwipbl - XXI racelp OambiHga Tatap hoM Tepek omo0MATIApBIHAATHI
MOCTMOJIEPHUCTHK KOHIEIIMSUIIOP SKTHUIBITBIHIIA SA90UATHBIH hoM MOJQHUSTHEH KYTIpENEIeH D 3yp
poJIb yiHaraH si3y4bUIapHBIH SCOpJIdpe, anap/a YarbUIbIl TalKaH HAes-3CTeTuK, dandadu naesnap,
anpIMHap Tukmepend. Tarap s3yusutapsl @. boiipomoBa, 3. Xokum, H. I'siiimaraunoBa, I
I'viiinbmanoB, M. Mohaues, ®. SIxun, Topek s3yusiiapsinHan W. Anap, O. Ilamyk, O. Illadakubig
MHJUTH MOIQOHUST YCEIIEH TO3MHUH HTKOH MpO03a dcopiiope (OHHHM THKIIEPEHYHEH OOBEKTHI OyIIbII
Topa. M. Mohaues, H. D'oiiimatamuoBa, I'. I'eritnemanoB, 3. XokumHeH (oncodu Kapammiapsl,
COHTaThUd (PUKEPIOYIOPCHEH XOCYCHATIOpE, IDKAT Kblfiomamapel XX racelp axpIpel — XX raceip
Oampl omobu hom MomoHM KOHTEKCTHIHAA, 0 . bolipomora hom @. SAXuHHBIH ocopiope MUDOIOTHK
hom Meradu3nk SCCBIIBIKTa HISPEXJIOHO. Tepek oammopeHeH pomaHHapsl l'ape® hom Illopeix
ome0usTIaphl OeNloH OSMIIOHENITd, NOCTMOJIEPHUCTHK dCIPIIOp MOITHKACK! KaHYHHApPhI KbICalapbIH/IA
OHpIHED.

Tepek onoOMATHIHAArEl MOCTMOJCPHUCTUK IapagurMara KarbUIBIIUIBI Tepiie YblraHaKJIapaaH
Morbiaymariaap hom dakrtmap Oapmana hom anapnma, Gep cucremara CcaliblHBIN, OYI'eHIre TOpeK
OIOOUSITHIHBIH TOPBIIIBIHA KY39TY TYABIPY OMTBUIBIIIBI sicajia. Xa3epre TOpeK 9A00HsAThIHA HUCOITIIE
s3yubl Onud Ilaoxs acapnope OepeHye Tankblp (OHHH SHIOHEIIKS KepTeso. DoHHU 33JI0HYISPId
YarelITHIPMa-TAPUXH, THIIOJOTMK hoM TIepMEHEBTHKAa METOUIApbIHA, KYJbTYPa-TapuX MOKTa0e

Kal"blfl;[@ﬂspe hom MPpUHIUIIIaApbIHA TasAHbLIA.

Ten TemeHYd19p: TaTap 90MATHI, TOPEK SA0HUATHI, IIOCTMOJACPHN3M, MU( TYABIPY, MeTapH3nK
peanm3M, HappaTHB, HHTEPTEKCTYaIbJICK, ApXETUILIAp

Kepem
Mokanons XX racelp axbIpeiHAa (opmanaina
OamutaraH siHa MOIOOHM IapajurMa TIICHPEHID
Tatap o9A00uATHIHBIH (hajicadu hom pyxu 3urosere
y3ropyeH, Tarap hoMm Tepek omo0usTIapbiH XX
racelp axwlpel — XXI racelp OambIHIArel 900U
mporiecc hoM MOJOHM KOHTEKCTTa MISPEXIY

MakcaTbl  Kyema. Tarap  s3yubutapel  hom
Tepkusnore KaJTOM/IQLIIOpE WKaTJIapbIHIA
YareUIbI  TAlKaH YOPHBIH KBI3BIKIBL 900U~

CoOHraTh AHAJIBIKJIAPbIH a4y OMTBUIBIIIbI scCalia,
YarelIThIpMa TUIaHAa (GOHHU SHIIOHEIIKS KepTelo.
TyraHgam TOPKH XalbIKIap OI00USTHIHBIH Tl
BOKWJUIOpeHeH  (anicodu  pukepiope  oao0uAT
OelleMeH OWPOHYHEH ThIAIBMH KOHIICMIIUACEH
(dbopmanamTeIpyra, aHBIH TEOPETUK
mpoOJaeManapblH Xl UTYId, Tartap hoM Tepek
9}196I/ISITHapBIH Keuie SINTCIIICH COHI'aThb49d
TOYISNOHCPYHEH siHA (opManapbl, TacBUPBIH
aIbIMHAphl OCNOH 0aeTyra Y3JIOpEHHOH —eJiell
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keptanap. FOrapeiia accei3bIKIaHTaH chliidatiap
Xe3MOT TEeMAachlHbIH (OHHM SHAJIBITBIH  hom
AKTyaJbJIeTeH OMIITEeNH.

XX racelp axwIpelHAa d7ekkere Coetnap
WIEHJ9 WKTUMarbli  (GopManusiiop, dopiap
alMally si3y4bUIapHBIH JOHbATA Kapallbl Y3ropyra
o oropme. 1980 emmapman  Gamutam - Tatap
OMoOMSTHIHAA SIHA, TOCTMOJIEPHUCTUK FOHAJIENI
Oapnbikka kuie. Tatap onoOMATBHIHAA YarbUIBIII
TankaH sHa (ancodu-3CTETHK — KapalliapHbI
TaIMMHOp Tepiedo Kalyn wurrenmop. MocanoH,
1. HUrbMoTy/UIMHA AHBI COHAPTAH MOJEPHH3MY
(«3amo3pmanblii  MOmepHU3M») 1um - ateiii  [1].
. 3ahunymmHa MojaepHU3MHBIH Oep (opmack
JIMIT KaOyJl UTY XaKbIH/Ia TOKBIUM O€JoH ubira [2].
A. IllaMcyToBa SHa CTHJIMCTMKAra HHUIE3JIOHTOH
gHaua  (QuKeployHe, ocop  CTPYKTypachiHIA
YareUIbIII TANKaH FOKAJAW-COHTATH Y3TraJIeKIIOpHE
«TIOCTMOJEPHU3M»  OAQOMATH  KbICAJIApbIHIA
tukmeps [3].
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Orere MOKaJIoAd aBTOpJap MOCTMOIEPHU3MHEI
Maxcyc (popMmanmamTeIpeUITaH sHa Oep MOIoHH-
(honmcodu mapaaurMa KbICadapbIHAA, TOPMBIITHBIH
OapIIbIK SKJIApHIH J1a siHAYa aHjaTta TopraH sHa Oep
aneIM Oymapak Kapslinap. by siHa mxat ansIMbIHIIA
ocop suTanereH (hopManamTeIpyaa oiasn Oapydsl
ponb ounrenons. Kenbateimura 1950-1960 ennapna
dopmanamkaH  TOCTMOJIEPHUCTUK  IMapagurma
neHbsTa Oamrka Oep doncado KpicanapblHaa SKBIH
KIJTYHE TaJIoNl WTO; aHBIH Y3 KBIMMMOTIape Oap.
Poccuss hom Tepkusa xuprnerenmo yn XX
racelpuablH 80 emmapeiHga yren kepa. Kypeno kwm,
MMOCTMOJIEPHU3M  9o0WATTa sSHA  FOHOJEIIHE
Oapabikka kutepae [3, 4549 6.].

Tepek omobusateinma uco 1980 emnmapma si3a
Oamurarad S aBTOPJIAP ©p-SHA TEMaTHKaJbI,
o0pasfbl, sIHa COHraTH CHCTeMara CajblHTaH,
JIOHBSIHBl  YarbUIABIpYJa aBaHrapj, ajbIMHapra
HUTE3JIOHTOH dCOpPIIdp TOKBAUM HUTTeNop. Tepek
omo0u ToCTMOIepHU3MEI 1a XX TachIPHBIH, COHTBI
yupereHno — XXI racelp OamibiHa TYpHl KHIIO.
Henbs opo0uatel hom KeHOATHIIHEIH, om00H
TOHKBINTE J©@ TOpeK  MOCTMOJIECPHU3MBIHBIH
Y3CHUOQJICKIIE XapakTepblH TaHbAel. 2006 enmga
s3yusl Opxan [lamykka HoOenbp npemwusicen
TaIIBIPy MOHA JSJIHI OYIIBIN TOpA.

Tepek omabusaT OeneMeHId MOCTMOAEPHUCTHK
onobusaT xakbiHma Comut [ymymn [4], Wbuiasi3
OxoBut [5], Ucmar Ompe [6], Amm Axait [7],
Xacan AwgeH [8], Ynam bunren [9] hom Gamrka
TaTUMHOPHEH CaJIBI, JKUTAW Xe3MOTIope Oap.
Tepek omoOUATHIHIA TOCTMOIEPHHU3M, KyOeceH o,
WKTAMATBIA-COSICH BO3THIATh O€JOH, «KOHOATHIII
TOICHUPEHd  Ompeny»  («BeCTEpHU3AIMS»  SIKU
XKOMTBISIThHE €BpPOMATAIITHIPY MPOIECCH) OeNoH
Ooitnmon kapana [10]. Kynuaenex Tepek raaumHape
MW  OMIIOPHEH aBaHTap] CTWIHCTUKACHIH
MOCTMOJICPHHU3M T1apaurMackl OEJIoH reHd Ooiiomn
Kapambiinap. Tepek omabust Oenemenmore GoHHN
TUCKYCCUSIIOpA® TOPeK TalMMHOPEHEH Kyoece
@UCH TIOCTMOJCPHM3M, TaadTTd, Kenbartsim
(¢eHomennl Oymapak kaOyn wurend hom  mryn
co0omie KYMBAakbIT YHal KypeHem Oynapak
Oosmormu [11, 5 6.]. Xazepre Tepek oJ00USTHIH
095IT9Y/10 KapIIBUILIKIIAP a8 KATEPeIl YbIrapa.

«TopMmbll — yi TeaTp», Oep 9Cop >KUPIIETeH D
Tepie hancodu (ukepiopHeH  Kucelrye
(uHTEpTEeKCTYaIBIIeK), JKup TOpMBIIIBIH hoMm amom
OanachlHBIH Y3€H Tepje KaTjaMHapra aepbll
KapaBbl KeO0EK KOHIECHIMSJIOpP, YEH, KOJJIaK,
PEMUHHUCIICHIINSA, aJuTIo3us Kebek ambiMHap XX
racelp yprajapblHna Aypynajga MOCTMOJEPHU3IM
TEOpeTUKIapsl TapapblHHAH (OHHM KHUPIEKTI
eiipoHenid Oanuiaca 1aa, KeHYBITBIT o100UAT-
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JapelHAa, LIyJ HMCONTOH TaTap hoM Tepek cy3
COHTraThJIOPEHID, ajap OOPBIHTBl HOpIapIaH YK
CYpPoT TYABIPYHBIH V39K KaTJIAMHAPBIH TOILKUII

UTKOHHOp. buirene Oynaranwa, amap oao0H
OCOpIIOPId  Y3CHYQNEKIE TOYIQNIOHEN  TalKaH
NIOPHIK  MCHTAIUTETHIHBIH, HUTE3CHID  sATajap.

Mokanoe nceMHope aTal YTEIAraH A3y4bUIap HCO
0y KOHLEMUMUIOpHE, ajJbIMHAPHBI OYyreHre Tarap

hoMm Tepek omoOHMATEI KUPJIETCHIO  sHa4a
ycrepanop, kysmaHanmap. Illym poBemuie cy3
conrare keicanapeiHga Illopeik  hom I'ape®
CUHTE3bIH (opManamTeipanap, sSHada JIoBaM

utanap [12, 45-49 6.].

DoHHU Xe3MITHEH MaTepuaJibl hom MeropIapsbl

Mokanoge XX racelp axwlpel — XXI raceip
Oambl TaTap hoM Tepek 9A00UATIapbIHBIH aKTyalb
npooJieManapsl OCJIOH ThIrbI3 OOHIIOHI9H TaTap
hoM Tepek s3ydbUIaphl OCOPISPEHAS YarbUIBIII
TaIKaH JKaHp Y3€HUYIEKIIOpE, 3CIP MOITHKACHIHBIH

Te3eNell CTPYKTypachl, TEMaTHK SHAJIBIKIAp,
TOMYMH 9Io0U-3CTETHK (ukepmape,
KOHLCTIVSUIOp  (OHHU — THKIIEPEHY  SIICHEH

npeaMeTsl Oynbin Topa. Tukmepy OOBEKTHIH HCO
3. Xokum [13], [14], H. Terimarounosa [15],
I'. I'etiimemanoB [16], [17], M. Mohaues [18],
©. Axun [19], ©. boitpomosa [20], [21], . Anap

[22], [23], [24], [25], O. Ilamyk [26], [27]
O. [ladax [28], [29] acopape TOIMIKUI UTD.
MokanoHeH METOI0JIOTHK HUTE3eH

MOCTMOJICPHUCTHK  (oNICooHe SKTHIPTKaH hom
91001 TEeKCTHBI, CHMBOJIIAp, OWJITeNsp CHCTEMACh
Oyrnapak eWpoHeI, CTPYKTYp aHalIHu3ra KOPBUITaH
3aMaH4Ya 9o0M KOHIENUIMSIOp TOIIKUI —HTO.
Astopmap P. baprt [30] , XK. boapuiisp [31], XK-O.
Jnotap [32], X. Oprera-u-T'accer [33], M. dyko
[34], M. Xaiineprrep [35], M. Xeitsuura [36]
kebek uuT win ramumHopeneH, WM. Wmpua [37],
H. Manbkosckas [38], . Ckoponanosa [39] kebek
Poccus hom Yildiz Ecevit [5], Ali Akay [7], Hasan
Aydin [8], Zafer Celer [40], ismet Emre [6] hom
Oarka Tepkus 2I20usT OeJreuIopeHe
MMOCTMOJICPHU3M TYPBIHIATBl X€3MOTIOPEHS TasHa.
lynait yk onoOUAT TEOPHSICEHS HUTE3IIOHTOHIID,
M. baxtun [41], }O. Jlorman [42], B. Trona [43],
[44], B. TomopoB [45] kebek TanMMHOPHEH
XE3MOTIIOpPE, TOPEK OJSOUSATHIHBIH  TOPBIIIBIH
TUKIIEeproumd, M. M. Penenkosa [46], A. C. Cy-
neiimanoBa [47], O. B. KapeBa [48] kebek
TAIMMHOPHEH XE3MOTIIope /19 KyJIJIaHbLIA.

Kyenran makcarka HUpelry ©e4eH, KHHKBIPJIbI
MOJIOHHU SICCBUIBIKTA D3JIOHYJIOp Aallblll OapbUIIbL.
Ono0usar OeieMe 6©4YeH TPaJUIMOH CaHalITraH
aHallM3 TOpPJIOPEHD — ONOOU-TEOPETHK, MOJIOHU-
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TapuXH, TEPMEHEBTHK, HHTEPTEKCTYyallb, CTPYKTYP-
CEeMaHTHK, peuenTus, YarelmThipMa-
KOMIIApaTUBUCTUK MeETOAJapra, IyjJail yK sHa
OyJiraH HappaTWB aHANW3, JUCKypC-aHalIHM3ra Ja
MOPIKITaTh UTEIAE.

MonoHN—Tapuxu METOIHBIH OIo0UATIAPHBIH
MWLM TPaAULUIop hoM Tapuxu mpouecc OelloH
OollIoHeIITs ycelle XaKbIHAArbl Tem KaHYHBI
SI3yYbUIApHBIH, MKATBIH XX racelp axblpbl — XX1
racelp Oambl omo0M OaphIlbl hoM MomoHHSATE
OeToH THITHI3 OOWIOHEINTd Kapapra MeMKHHIIEK
oupme. Tarap omoOHMATHIH TMOCTMOACPHHUCTHK
(homcodo hom I'aped hom KeHUBITHIII MomoHHSTE
KOHTEKCTBIHJA KOMILIEKCIbl eipony XXI racelp
Oambl Tarap IKTUMArblii-(osncodu, TBIAIBMHU,
omo0M-3CTETHK (ukepropeHeH CTPYKTYP
KOMITOHEHTJIAPBIH aepblll YbITapbIpra spaoM UTKOH
KOMITapaTUBUCTHUK METOJHBI (aiiianaHyra sTapre.
Bonapman Gamka omobu KypeHENUISpHE ajlapHBIH
OapibpIKKa KWITy, ycemie hoMm Tapuxu OoHIoHEIUIsSp
HOKTaCbIHHAH OUPOHYT 10J1 ayKaH
HMHTEPTEKCTyalblieK hoM TapuXHUIIBIK IPUHIUOBI fa
KYJUIaHBUIABIL.

Dukep ajabIlILy

Xozepre Tarap hoMm Tepek mpo3achiHIA
MOCTMOJICPHUCTHK KOHLETIHUSUISP Yarbuibli Tada.
Tarap s3yublIapbl apachblHIa TOCTMOACPHUCTHK
(oncooHer wupoHUS, Mapomaus, TACTHIN KeOeK
JIBIMHAPBIH 900U oCop JKMPJIET€Hd Maryp ypen
oupy, MuGOIOTrMK 00pa3Hbl, MOTUBHBI KyJUIaHY
hom anbl y3eHuUo y3nmomTepy SrbiHHaH 3eidar
Xokum (11.08.1960) mwxaThl KBIZBIKIBL. 3. XOKHM
o/1o0MATKA KOTMATOHId KHJIETI Keperl, OepKeMHe /19
KabaTaMblil TOpraH ep-siHa Oep CTHIIBI MKAT UTI
Oamutanpl. JKuTmem enra SIKBIH COLMAIMCTHK
peanm3sM MeToAbIHa OYHCHIHBIN ATKAaH TaTap
O/IOOMSTHIH MPOHUS ANBIMBI, HHTEPTEKCTYalIbIeK
0eoH 0aeTThl, TOPMBILIHBIH KbIPHIC KaHyHHAPbIHA
YKYYBIHBIH Ky3€H auvapra sipgoMm urre. «3endar
XokuM acopiopenns ®dpancya Pabne a9, [apcua
Mapxkec Ta, bopxec ta, JIxepom Knanka ma, Mapk
Teen ma, xorra CepBanTec Ta ©Oap IIMKeNe
Toenay,-au s3a M. F0usIc [13, 4 6.].

3. XokuMHeH «ArbiMcyna HE Oynmacy (1992)
CaTHpPUK POMaHBl MOCTMOAEPHHUCTHK MapaaurMa-
Jap KbICaChIHAA SI3bUIYbl O€JOH TarblH  J1a
urbTubapra maex [14, 126-228 6.]. byrenre
TOPMBIIIHBI PEATTUCTUK Oystynap OenoH CypaTiayra
KOpbUIraH acopro aBtop Mudonoruk Cy aHackl
oOpasbiH Kepren KuOapa. Cy aHachl XaKbIHJATbI
MOTUB uCo Tartap warblipe I'. TykalHbIH w1yn
HceMJIore MINI'bPH 9COPEHHOH ajiblHa, STbHU aBTOP
OHO WIyN OKHATKd HHIE3NIOHD. OJIMII  Tarap
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9Io0UATHIHAA MOCTMOJIEPHU3MHBIH
PEMUHHCLIEHINS ATBIMBIH (paiianana. «ATpIMCY/Ia
HU Oymmac» ocape  y3eHeH ahoHe  OenoH

anjarsUIapAaH aepbUIBI TOPa, Y4OHKH MOHA aBTOP
Y3€HEH TOIl MakcaTbl WTEN COBET >KOMIBIITCHO
naponusi sAcayHbel Ky3Zo Tota. Pomanparel Oy
ANBIMHBIH Y3€H TarblH OCpHHYS IOPIKOra aephll
Oyneip uze [49, 17-216.].

ITapoausiHe TynpIpylla aBTOpra «yeH» allbIMbl
apaomre  kwid. lllynerH HOTIKOCceHHmd, 3. Xeo-
KUMHEH «ATbIMcyza H1 Oynmacy, «Kumiep 6acys»
h.6. ocopmopeHIo TOPMBIII, MOHBS, KEIICIOPHEH
y3apa MeHJCo09Te «TeaTp» HTEN CYPITIOHD.
Topwmpbimta hopkeM HUHAWAED POJIb YIHHBIMA; anai
TbIHA Ja TyTeld, Kelle Tepiie CUTYyalUsnd Y3€H
TOpJEYd TOTa, TOPJE POIBIIPra Kepd. by ocopmo
«yeH» aJbIMBIH KyJUlaHy srelHHaH MuHeOacs
00pa3bl OTHIIUIBL. «YEH» aJbIMBbIH KyJUTaHy YII 9Jie
repoWIapHbIH OallKapraH poJbJIoPEH CYPITIdY
reHo Tyrea. MoHzAa Tenm «maapode» — yi sI3ydsl,
aBTop. [epoitmapHel Tere sxku Oy KeJKele,
(daxuranre CHUTyalFsUIopra Kyem, Vi, OepeHdue
YUpaTTa, y3€ «yHHbII». 3. XoKUM odparsiHaa 0y —
S3YYBIHBIH, Y3-Y3€HO IOHONTENI9H, ST'BHU Y3€
TyZIbIpraH JeHbSIHBI, IPOIECCHBI KY39TYAOH TyTraH
KAaHOTaThJIOHY POBEIICHITE YEH.

«Cy aHacpl» TaTap YKy4bICHI ©UE€H ragu odpa3
KU TaJd Cy3Te3Md reHo Tyren. besHeH xorepnas
myHayk I'. Tykaid, aHbIH LIyl HUCEMIOre OKHUST-
MO3MAack! siHapa. 3. XOKUM HCO 9C3p TyKbIMAachlHA
MUUK 00pa3 KepTen KeHo kanMmarad, 9 [. Tykaii
QCOpEHHSH Oep CIOXKET ChI3BITBIH Ja (aiianaHraH.
Mopnonma, «Cy aHacel»H Y3€HO KapaTy e4eH,
Tykail oKMATEHIOre4d JIUISPId TEJNU: UMEI, YII
ITBIH TapakHbl ypiblid, TeHno Cy aHacel aHBIH
apThIHHAH aBbUITA KWJIQ; aHbIH KHUJIYEH JITIOPHEH
epye xo09p uto; Cy aHachl Topa3ors uupta. by

MOMEHT KJIACCUK OCOPIOH allblHIaH «LUTaTay
KYJUIaHBUTY XaKbIHJa COMIH.
bepenue kapamika, peanb UYbIHOApJIBIKHBI

CYpOTJIOYTd HHIe3NoHIaH ocopro «Cy aHach»
oOpa3sl KwiIen Kepy Yy3€ YK OCOpHEH YyeHra
KOPBUTYBIH KYPCoTa. f3yubl Oy oupaxTa sHO Oep
aJbIM KOJUI&K aJbIMBIH KyJutaHa. Kommax
aneiMbl  hoTtorpadusaad, KHHOQUIMBHApHA eI
oupblif. Yn Oep oi0epHEH ©CTEHS HKEHYECEH
AOBIIITHIPYHBl ~ aHJaTa. ©OJere ajblM  9CapId
napoJiusiHe, yeH aTMOC(epachblH KOUOUTYTd Xe3MOT
uTd. JMMoK, Kelle aHbIHA TIICHP UTY IOJUIAPBIH
93719y OapblbIHAA A3Y4bl 3. XOKUM, YKYUbIHBI Y3€
CYPOTJIOroH BaKbIHTaNap arblliblHA TAPTYHBIH TOII
yapachkl HWTEI, 9COP TYKBIMACHIHA YEH aJbIMbIH
KEpTYHE OTBILLIBI UM CaHBbIA. ©10UATTa UCd YeH
KaTeporusice TMapoAHs TYAbIpyra ThIHA XE€3MOT
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UTMH. S3y4BIHBIH naponust QJIBIMBIH
KYJUIaHYBIHBIH MAaKcaThl — COBET YBIHOAPBITHIHIA
TOPOMSUIOHTOH ~ TaTap Keliece TOPMBIIIBIHBIH
abCcypAmnbITBIH, ajap OalmKapraH TaMaJIOpHEH
MOrbHOCE3, Oymi, Kenke OyiIyslH Kypcory. by
SKTaH  aHblH  9copiope  pyc, KeHOartkim
Oo0UATIAPBIHIATBI «abCcypaITBIK TeaTpb»
KOHIICTIMSICEHA9 KOPBUITaH dCOPIIaPTra SKbIH TOpa.
Ocop TEeKCTBIHAArBl a0Cypl 3JEMEHTHl OyreHre
YBIHOAPIIBIKHBIH TOTPBIKJIBI  OyJIMaBbIH KYpPCOTY
OypbIubIHA X€3MOT UTS. MWIIH TapUXHBIH, MUAJLUIA
TOPMBIIIHBIH COHTaTH DYTAJIETeH IIyJl pPIBelie
ayay s3ydblra ajapAad kahkaho Oemon kemy
MOMKHHIIETeH OUpo. 3. XoKUM TaTapHBIH AOHbSHBI
KalyJl UTye COLMAMCTUK AWCKYPC KbICAlapbIHIA
dbopManamyblH  «TUMIEPHEPCOHAK  MACKAChD)
SPAOMEH]IO a4y OMTBUIBIIIBIH SICHIH.

3. XoKkuM WXKaTbIHIA MOCTMOJCPHHCTHK
QIBIMHAPHBIH ~ KYJUIAHBIINBI  STBIHHAH — TOPEK
s3y4ublckl  xcan AmHap ©OelnoH  ypTakibIKIap
kypend. U. Anap (Ihsan Oktay Anar, 21.11.1960) —
TOpEK OOOHATHIHIA MOCTMOJICPHUCTHK
napajMrMaHblH HWKEHYe OYBbIHBI BOKHIE Oylapak
Ounrene. By roHonemko peanu3Mm ama KWITOH
OepeHue OybIH NOCTMOJICPHUCTHUK si3yubLiap OpxaH
IMamyk (Orhan Pamuk), Hasmer Opaii (Nazli Eray),
bunre Kapacy (Bilge Karasu), Myparxan MyHran
(Murathan Mungan), [TetHap Krop (Pinar Kur) kebex
IIOXECopAoH  aepMmaibl  Oymapak, WM. Amnap
MOCTMOJICPHUCTHK  (hancadoHeH «HAppaTUB
MO TU(HKAIUACE» FOHAIIEIIEHd SKBIH Topa [48, 10
6.]. AHbI ToCcTMOIEpHU3M (BaICODICEHEH COHTaTH-
3CTETHUK D3JEMEHTIIAphl AYbIK YarbUIBIII TalKaH
MaTyp 9COpJISp aBTOpJIAPHIHHAH WH KewJece IUI
aTay ypbIHJIBI OyIIbIp.

1990-2000 emmap omoOMATHIHIA aHBIH HIKATHI
Oarka MoCTMOJICPHUCTHK «HAPPATUB S3yUbLIapy»ra
(H. Toptas, P. Yugor) xaparauma eCTEHPIK KYpeJo,
spatein kabyn wrens [50, 7 6.]. «Happatusy
CTHJIBJIO S3BUITAH OCOPJIAPIS BakbiT hoM YpbIH
Oepuere, kahapMaHHAPHBI auy, corIoM
cTpaTerusice TONTOH Y3rapye Kys3orend. by wmco
«aBTOP-TEKCT-yKYYbl» CBHI3BITBIH TOLIKWI HTKOH
o11o0u OaryaHbIIIHBIH Ja (KOMMYHUKAIIMSHEH) SHA

oep paBel aJybIHa cobarm Oyia.
ITocT™MOIepHUCTHK napajurma TOpeK
oo0UATHIHAA poMaH JKaHPBIHBIH

aKTHBIAIITHIPYbIHA 3Topreu Oyna. PoMaH kaHpHI
JUEH/Id onabu-conraru-dancodu
TpaHcopmanusIopra 101 adsiia. JKaHprapapa,
KYIDKaHpJIbl pOMaHHap Oapiblkka Kwid [46].
PomaH >xaHpBIHBIH sSHA (OopMachl OyJraH Tapuxu-
(doncopu poman dopmamama (pyc omeOuUAT
OeneMeH/Id aHbl «UCTOpUCO(CKHN pOMaH» UM
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aray kapairaH) [51]. Tepek omoOusTHIHIA
MOCTMOJICPHUCTUK ~ TapagurMa  KbIcajapblHJIa
Tapuxu-honcodhu pomanusl Mxcan Anap Oamian
KUOIPa.

V. AHapHBIH  oCOpiope  POMaH-IUCKYPC
JIOPIKACCHS OJKUTKEPENToH. Amap Tem MWIJUIN
KOHIIENTJIapra, TOMYyMKelleJleK hoM apXeTHIHK
CIOKETJIapra  HHIE3JIOHO,  TOMOCHBIH  hom
XPOHOTOTHBIH TOTPHIKIIBITHI OETOH aephUIBIT TOPA.
Hormxomo apxerunuk (UKEpioyrs, IISXECHEH
9pen [orayblHa, aHCHI3NIBIK KaTJIaMbIHA KOPBUITaH
pomaHHap Oapiblkka Kwio. Tapuxu-goncodu
COHTATHYONIENIEK  AMOLMOHAIB-ICTETHK  WPOHUS
Oemon ToMamiana. Moconon, UW. Amap Kkyn
OCOpJIOPEHI®  JIOHbSHBIH  (aHWIBITBIH ~ hom
ACXATOJIOTUK  KapalUlapHbl  KapHABAJLISIITEPY
aJBIMBI SIPASMEH]ID CYPOTIIH. AHBIH
pOMaHHApBIHIA «STHAPBIID» hoM «a3zaT UTY-UTeNmy»
KeOeK KYpPEHENUISp OdYpamblii; oMMa TOPMBIIIHEI,
TOPMBIIIKA, JOHBSTA KaPAIIHBI «KBI3BIKIIBI, HPOHUK
JKUMEPY» alla yKy4bl oueH siHa (QUKepIIop, SIIoeil
XaKbIHJIATHI sTHA TepCleKTHBaNap aybiia. MoHIBIN
Tep oacopiopre Mucan wuren, M. AmnapHbIH
«Tomannel ytpaynap armacel» («Puslu  Kitalar
Atlasi») [22], «Moxkepnek kutabepy («Kitab-iil
Hiyel») [24], «Adpacnad XHUKISIIOPE»
(«Afrasiyab’in hikayeleri») [23]. «Tencesnop»
(«Suskunlar») [25] kebek ocopiopeH KHTEpepra
MOMKHH.

By pomannapna M. AHapHbBIH MWUIM Tapux,
MUJUTH TOPMBIII XaKbIHAATHl (HaIcodu Kapanuiapbl
TOPEK JKOMTBISTEHNIS SIS KHWITOH HWKE Tep
MUCKYypCHBI Oamikaya aHmayra hom amHjaryra
HUTE3JIoHA. SI3yubl auHuM hom MarbpudaTUeIeK
doncohu  muckypcenapelH  KabaTrtaH — Kapapra
yakeipa.  [loctmMomepHucTHK  Teopusige Oy
MUCKypCIap  METaHappaTHBIAD  JTOPIKICEHIID
kapana. PomaH kpIicamapbiHAa si3y4dsl Oy HKe Tep
(doncoors HHUTE3TOHToH MIJUIH — KaparuiapaH
kahkaho ama xeno KM aapHbl HPOHUS SPIOMEHIID
TOHKBIUTBJION YTo. TepekiopHEeH JeHbSHBI KaOyll
UTYe IMHU JUCKYPC KbICAIapbIHAa (PopMaanrybIH
WU. AnHap na «TuUHEepHEpCOHaX MAacKachbD HII
aTanraH SHA TOp XHUKOSUIOY ajbIMbl aiia adga.
Tapuxu SIQCITHEH OHTOJIOTHIK ACBUTBI
MOCTMO/IEpHUCTUK Mapaaurmanbly P. bapt [30],
1O. Kpucrena [52], B. Trona [44], B. Tonopos [45]
KeOeK  TaJMMHOP  HUTE3NIOTOH  «CEMHOTHK
IOHOJIEIIe» PyXbIHJa KabaTTaH Kapaa.

Tepek s3yUYbICHIHBIH I0TAPbIa aCCHI3BIKIAHTAH
OCOpIIOPEHId TapHX, TOPMBIII BAaKbIHTANAPHI TYJIbI
HappaTuBKa (TEKCTKA) TbIHA oWJIoHEN Kana. Tapux
JUTOH KYPEHEIITOH akbll OeNoH yHiay-HOTHXKS
scay KaTjaMbl MaxCcyc PoBEIITS aNbIIT TalLIAHbLIA;
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aHBIH YPBIHBIHA WHCTHHKTIAP OCTEHJIEre, THOUI0,
KOJUICKTHB aHCBI3JIBIK KaTJIaMbl KHJICI Kepa.
®oHHM aYbIIUIAP, SHATIBIKIAP J1a TOPEK JKOMIBIATE
oUeH «OemeM H3II0Yrd OMTBUIBIIDY HTEH KEHd
Kapana. Hokb MEHO ImyIbl SKJIapbl OCJIOH TOPEK
MOCTMOICPHUCTHK OIOOUSATHI Tarap
MOCTMO/ICPHUCTHK 900HMATHIHHAH aePbUIBIN TOPA.
Tarap ono0HMATHIHIA 9COpP MOITUKACHIHBIH Oy TOp
KaTJIaMHAPBI FOK TOPIKICEHID.

WN. AmnapupiH «TomaHmbel yTpaymap aTiacel
(«Puslu Kitalar Atlasi») [22], «Moxkepriek KAUTaObI»
(«Kitab-il Hiyel») [24], «Adpacnad XuKasIope»

(«Afrasiyab’in  hikayeleri») [23] pomamn-
TPUWIOTHUACCHID YarblJIbIII TallKaH4a, TOPCK
MOCTMOACPHUCTHUK 9I[96I/I$ITI)IHIla BaKLIfIFaJ'Iap

YBUIOBIPEIH OEpKETeN TOPYYbl BaKBIT YBLIOBIPHI
I0K: yJI TOPMBIII 3TH30AJIapbIH ©3€K-03€K OHPYT
KaWThII Kaja. «YTKOH-OyreHre-Kuiouok» TepJe
BaKbIT hoM Yopiap SICCHUIBITBIHA «BIPTBITHLIBIPIaY
MOMKWH; ajlap apachlHna ounrene Oep I3JIEKIeNeK
aku  OoloHem To OynMacka MOMKHH. SI3ydbl
POMaHHAPBIHBIH KYM4eJeK KahapMaHHApbl TYJIbl
KaHIBI Tepoiiap Oymapak Tyrem, o Y3 HeslmopeH
IOTalITKaH OEPBIKIIBI KeNIenap Oyaapax sIuiiop.

WN. Amnap, «Tomannsl yTpayiap aTjiackD»
(«Puslu Kitalar Atlasi») [22] pomaHbIHIa «Xatr
anmpIMbI»H  KyJutaneim  (epistolary  technique),
«AIUCTOIISIP poMany (epistolary novel) TepeH anrst
IUTaHTa YbIrapa. «Xart aJbIMbD» pOMaHAa UKE Tepie
KyJUIaHbUIa: OepeHdece MOCTOKBIHNb XaTinap hom
Oep-OepeHa KaBal IIOKEJCHJIIre Xariap Oyiica,
HKEHYece KHPOK BaKbITTa TblHA KyJUIAHBLIA
TOpraH XaTjap poBelieHId KypeHo [53, 244-248
0.]. OpumHeH Toyre ocope Oynran Oy poma
WHTEpPTEeKCTyalb  OarjiaHeplluiapra  OUK i

Oaid.
Macanon, acop «Carmina Burana»man anbiHran
nutara-nurpad — Oemon  Oammama.  bamka
oynexnopns Kopbon hom MHxui kurariapeiHHAH
QJIBIHIaH snurpaduap SIpIoMEHID olo0M MOHTaX
sicaita. M. Anap acopno dpanmys ¢unocodpsl Pere
Hexap (René Descartes) hom aHbiH «YOntem
Uzerine Konusmay IUroH Xe3MOTEHd MOPAKararh
WUTO: Tapoavs  aIbIMBIH  KYJUIAHBIN,  aHBIH
OCOpJIOpPEHEH HWCEMHOpPEH aJMallIThIPBI  POMaH
TekcThiHA KepTd [54]. P. lexapTabiH «Dukepium,
JTUMOK MUH SIIUM» a()OPU3MBIH TOPEKYS HPOHHUS,
cy3 yennl ama auva. «Dislinliyorum, Oyleyse
varimy skemiiace ypoiabiHa «Diigliiyorum, dyleyse
varimy («XpIsunIaHaMm, TUMOK MHH SIIHM») KeOek
JNEHTMOTUB (QOpPMAChIH/Ia YKYYbITa TOKBIAUM HTI.
Tem repoit y3 smioemieH Oapbl THK XBIAJUIAPHI
SPJOMEHJIO TEHO TOPMBIIIKA AalllKaH BaKbIATragap
JTUTI aHJIATBIPTa THIPBINIA. AHBIH Oy Kapalibl aBTOp
tapadblHHAH  TAPOJMS  allbIMbl  SIPJAOMEHJID
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TOHKBINTH YThIHA TOTHLIA, IITYJ poBelUIe O6TeH Oep
TOPEK  MHJUIOTE ©OUYeH  XBLUDIAHBIT  KbIHA
YTBIpMArbi3 — 3M1UIOre3, (QUKEPIIore3, THIPBIIIBITHI3
JIUTOH IMTaphb-JCBH3 TOKBIUM UTEIID.

«Adpacnad XUKOSTOPENHID TOPEK JKOMIBISITE
«yeH»Ta KOpBUIraH TeaTp OyJapak TacBUpJIaHa.

«Yen» kareropusice WM. Wmeun [37], WN.
CkopormnaHoBa [39], Kogakoglu [11]
XE3MOTIIOPEHIID THPOH aHJIAThLIA.

ITocTMOAEpHUCTUK MapagurMaza LIoXec Tapkaja:
Y3 He3eH TeHo Tyrel, XdTTa Y3€H [9 IOraiTy
OackbprupiHa SxuTKepend. lllymbel HOKTagaH SIKbIH
KWIO TopraH OoHmonmop edeH Smoy hom Yiem
apacplHa aepMa KaJMBlii; yJIeM A9 Aoy eYeH
Oapa TOpraH YyeH-kepamHeH Oep ¢dopmachk
Oyrapak KbHa KaOyI uTeno.

[MocTMOaEpHUCTHK Tapuxu-gpancopu
(uctoprcodckuiil) poMaH LI9KeNe A3yUblra KeleHe
Oy peBemule TacBHpiay MOMKHUHIETEH OHpa.
ToH3uMAaT YOpHIHHAH OalllIaHTaH MATbPU(DITIETIEK
hoM pgoynmoTuenexk kapanuiapbl MEH eJjutap dJeK
¢dopmanamkan uciaaMm ¢ancadace TOrbIUMATIAPE
(muckypciapel)  O€OH  KYIIBUIBIN,  TOPEK
KelleceH1o «aHjam Oerepen OyJIMBIH TOpraH»
HIOXECHE SIKM «OOTCH HOPCOHE [0 KOTIPrd
MOMKHH» KelleHe TyAblpa. MOHABIA KeUIeHEeH
acpUlbIHIA OepHHMYS ie3ne «MwuH» uzesce,
«KYIIMaCKaJIbUIBIK HJIEsICE SITa.

W. AunapubeiH «TomaHnbl yTpayiaap aTjiachl»
(«Puslu  Kitalar  Atlasi») [22] pomanbiHaa
CYPOTJIOHI'9H  TOCMaHjbl  YOPBIHJA  MOHJBINA
LI9XeCcIop a71€ a3, Oapbl THK byHpsmuna ham D6pax-
oboHme KeOeKIopAe TreHd KypeHs. ToHzumar
JoBepeHa OarbinuiaHran  «Mokepiiek KuTaObI»
(«Kitab-iil Hiyel») [24] ocopeHme a0 MOHIBII
«Kymiiesne» Kemensp yin Kaudp Kyn Tyrew:
XOHMIIOKOp, MOKepie TalMMHIp TeHo. © uHae XX
TachlpHbIH  ypTachlHAa  0apraH  TOPMBIIIHBI
TacBHpJIayHbl MakcaT HTen KyWran «Adpacuad
XHKISIIOPE» («Afrasiyab’in hikayeleri»)
poManbiHma [23] Oy Tun OoHIANAp  Ky0os.
JKeMhypHsAT TOPMBIIIBIHBIH —SHA WKTUMArbIN-
MOJIHM MAapaJWIMachlHA SPaKJIAIbIPra TeJOroH
rajgy XaJbIKHBIH SIIoeHle amay, 34y, KYHel ady,
KECHCU UXTHIDKJIAPHBI KAHOTaThISHACPYTd KaNThII
kana. Kemenopao MomoHM KaHYHHAapHBI aHJaraH,
TaHBITaH «aHJIbD» II9XEC JUTOH aChll IoTana; aBTop
KYPCOTKOHYD, «AHANONYHBIH TajHM XaJlKbD» IKaH
WSICCHEH HHUHAMAEp Oep TepeHo oWIoHeNn Kaja.
SAmoeemr T, amom Oamacel ma  meramopdosa
(Y3ropemn) KUYepo; SIS Y3CHEH aHTHTE3achIHA
9BEPEIId — aHBIH KaJIepe, KbIMMMATE aHJIaHbUIMBIM.
MacanoH, mepcoHaXJIapHBIH Y3-y3eH hom Oep-
Oepopen yTepye; AMISYHEH Tepiie
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MOYMAaKIIapbIHJa KEeIIeIdpHE KY39Tel HOpu TOpraH
Ynem-Keme h.6.map. lyn psapenute, Uxcan Anap
KYPCOTKOHYS, MWIIM apXeTHIHB OuMaszaarl
TOpPraH epTKBIWIBIK, aJloM OalachIHBIH aHCBI3JIBIK
OIIKACEHEH THPOH KAaTJaMHApBIHA SIIEPEHTOH
KYPKBIHBIU TEJIOKIIOpE O6CKS UbITa.

2007 enja Oacelran «Tencesnap»
(«Suskunlary) [25] pomanbinma W. AnapHbIH
TTOCTMOICPHUCTHK tapuxu-pamcodu
KOHIENIFSICEHS JTUAAKTA3M 3JIEMEHTIaphl KHIIeTl
Kepa. yHbIcH KBI3BIK: JTUTaKTH3M
mocTMoIepHU3M (parrcooceHo xac Tyrend; JIOKHMH
VI TapUXHA POMAaHHAPHBIH ACBUIBIH TOIIKWII HTY4YE
karinaM. Kunouokne dapasnapra sipaTa TopraH Tem
repoii Y3yn Mxcan oOpasel aiia aBTOp «TEJICE3»
kahapmanHapHBI hoM yKydbIHBI 12 XaKbIMKaThHEH
Kynrepie Oyily HIESCeHd WHAaHIBIPBIpra TeIu.
A3yusl QukepeH4Ys, Oapbl THK XaKbIMKaThbHEH
KynTepiie OyIIyblH TaHBITAH KEMIeNSp TeHd KOThLIa
ama. lllyHa na yn TepekiiopHeH KOTBLTY Hjesice Oep
JIUHUATY HUTE3IOHTOH «IOToCcTa» (CY3A9) Tyred, o
XaoCTa  WKOHEHS  0achlM  ACHIM. Tepek
KOMTBISITEHEH AaChUIbIHIIA ATa TOPTaH XaoCHbIK —
amoM OanachklH KOTKapa ana; KelleJlop UIyIIbI
Xa0CKa KYHETepra, aHfa Sopra eMpoHepra THEll.
XoTTa  «XaOCHBI  TYIOBIPYYBIHBIH  YEHBIHA»
KYWIBUIBIN, Y3JIOpE A9 ILIyHAA TeIl PoJib yiHapra
elipoHepra Tuenl. SI3y4bl 6aphl UIys BaKbITTa T'bIHA
KYTKBIpIBl XakblKaTbHE TaHBIpra Oyia TUToH
¢ukepHe acce3bIkibi. [lynm poBemme s3ydbl

TOPEK KCHICIIOPCHCH MCHTAJIUTCTBIH, AaCBIJIbIH,
alapHBIH  «KYIKAaTIaMib» OylyblH ada, Oy
KEIICJIOPHEH ~ aKbUIbIHIA, (DUKEPEHId  HOpCd
OynyelH  Oepkaliuan Jga  Oeyenmn  OeTepen

OynMasdarelH  Ownrend. MOHJIBIA Tep Kelenap
OeloH SOy ©4YeH JIAPHBIH Y379pe KeOeK YK
«aKTep», «yEeHYBD» OyJBIpra eHAM, XOTTa UIYLIbI
YEeH-TEaTPHBIH TYJABIPYYBICHI  OYJBIpra KHPOK
IUroH (UKEpHE S>KUTKEpPd. AHBIH POMaHHApHI
KBIPBIK TapTMaHbl XOTEPJIOT: BakbIdrajap TH3
Kyepa, Oep JOpOKSAOH HMKEHYECEHd  Kyuo,
YCTEpeNroH caeH, apTTa KajiraH lojuiap sObIITraH
KeOeK XuUC Tya — Tepoil Y3€H Bakblidranap,
Jepecpare, XosiT, ANl KalKaHbl  JYEHId
KaJraHjai Xuc UTo. OMMa MIyJl YK BaKbITTA YBITY
I0JIBl  JJa KYPCOTENd: Y, pealiu3M KaHyHHapBI
OyeHua 33JIEKIIe TYTell, O KOTEIMAraH 9, OUPAKIIbI,
XOTTa HapajuieNb YbIHOAPIIBIKIApTa «CHKepY» aiia
na OynbIpra MOMKUH.

W. Anapubeiy «Tencesnop» pomaHbIHAA AWHU
Kapammap, Tartap OMoOWSThIHIA YarblIraH JAWHU
Kapamap  OeloH  4arblNThIpraHjga, — Oarimka
sAcChUIbIKTa aublia. Mcimam Tepekiop euyeH Oep
OackiM KeOeK Kapania: My3bIKaHT O(QJISTYH JIUHH
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XaKblKaThTOH CaHrblpayiaHran hom  Tence3
KairaH, o Kypoaseue Wemmkyn — cyKblpaiiran.
XakpIiKaThHE [0 ajiap IOyImibl Kujem KaOyi
UTOJIOP: UIICTMHIIOP, KYPMUJIOP, ASUIMUISP. OIUI
poMaHIa OMK KBI3BIKIBI MeTamopdosa KyiiaHa.
bep xopmo TapadbsiHHAH YTEepeNnTaH caHrbIpay hom
TeNce3 MY3bIKaHT OQIOTYHHBI aHBIH HI€39K
Tyranbl JlaByn TaObIll ana, o KEIIENop KY3eH
KypeHmu smud TopraH HeiseH batbiH aHbIH
JKAHCBI3 JKOCabIHA GKaH epoy.

l'omymon anrannma, W. AHap UWHCaHHBIH
JOHBSATa KapallblH AUHU TArbIMMaTIapaarsl Keoek
OepbereH wrTen OyJiMBIH, AIIOCUIHE aHJIAI
Oerepepra TeJoBe aHBIH TOPMBIILIBIH
KaTJiayJaHplpa ThIHA JUTOH (QHUKep YTKapa. beren
KelleHe Oep cucTeMara KepTepra TeIdy HCd
JKOMTBISITHTS KaHOTaThCE3JIEK, KaPIIBIIBIKIAP, Xa0C
tyaeipa. Ulym cobomute, s3ydsl Y3 OCOpPISPEHID
AHJIBl POBEILT TOPMBILIHBI Xa0C UTEI YarbUIAbIpa,
Y3 VYKYYBICBIH «BaKbIAIamap KapLIbUIBITBIHAA»
CaKJIaHBIMN Kajblpra hoM smopra enpars. OmMma Oy
AHBIH TEpOMJIapbIHBIH OCpPBSKIBl T'bIHA SIIOBEHD,
AHCBI3JIBIK ©JIKICCHO HMIE€3JIOHISH MHCTHUHKTIIApra
I'blHA TasAHYT'da KUTECPI.

Xazepre tatap hom Tepek mpo3ackiHAa «MHUQ
TYIBIPY» hom «MeTapu3uK peanm3m»ra
MOPIKraTh UTY MOCTMOJCPHHUCTUK OIOOUSTHBIH
Oep yarbUTBIIIBI OyJbIT TOpa. Tartap omo0usThIHIA
COIMANIMCTHK pPEean3M arbIMbIHHAH sHAa (ancodu
napagurmara — mocTMOJEpHU3MIa OOpbUTY COHTBI
WKE JHCTS €7 DJYCHI® MIJUIOTHEH JI9YJIOTIe

JoBepeHo  hoM  TarblH  ga  OOPBIHTBIPAaK
KaTJlaMHapblHA — HUCJIaM JOUHEH KaOysl HTKOHI
KaJlopre  4opjapblHa  MOpaKaraTb  UTYIQ

Ky3otenae. Tatap cy3 coHrare 3yp hoM KbIfo
agpIMHAp OenmoH Mudonoruars, Mud TyasIpyra
OOpBUIIBI. MUQOIOTHITS MOPIKATaTh MTY TaTap
XaJIKBIHBIH «TapyXH aHBI»HIA CAaKJIAHTaH apXauK
oOpasmapHbl,  JJE€MEHTIapHBl  Kabar  eckd
YpIrapyra, ajlapHbl OYIeHre YKYYbIHBIH «HCEHd
TOIEPYTa», XOTEPEH I Kadar sIHapTyra SApIoM UTd
[55, 6-7 6.]. Tatap omeOMATHIHAA MH(OIOTHITD
MOPYKITaTh  UTY TOpeK  oao0usATel  OelnoH
YarelITHIPrania, TOMyMoH, Y3ra. Mudomostuka,
donpkiop oOpaznapbl, y3 YHpaThIHIA, TaTap
Npo3achblHIa «MeTapHU3UK pealu3mM» AWroH Oep
IOHOJIeHe 10 (QopmanamTeipasl.  Tarap
Mpo3achlH/a KyJUIaHBUITaH MHQOJIOTUK 0o0pasznap
XaJIbIKHBIH MEHBEIUTBIK aBbI3 WIKATBIHIA SIS
KWITOH apxeTuruiapra Oapsin Torama. Muwum cy3
CoHrateHeH sHa (ancou-MIIOHU TMapajaurmara
kyugemeHo 1980 emmap ypraceiHma s3puiran .
boitipomoBanbiy ~ «bombia»y  [20], «Kanarcei3
akgapiakiaapy ocope [21] matyp mommn OyIbIm



A.A.SHAMSUTOVA, M.U.UZUN

Topa. 1990 emnmapma Oy tonomemne H.
I'sriimatouaoBa, 2000 emmap Oambemma I
I'sriimeManoB hom M. KobupoB moBam uTo. Olere
OJIUTUISPHEH, 9Ccapiiope MU} TYABIpYra MOPIKIraTh
UTYJIOpe, SITBHU OCOPIOPECHI® Uppealb JOHbs
MOJIETICH TOPTHI3yNaphl OENoH TaTap 9Mo0HUATHIHIA
COUMAUCTUK  peajlu3M  WXXAaT  METOIbIHHAH
aepmanel Oynran siHada (UKEPIdy pOBEIIEH
pacrnapi.

Tarap s3y4buTapbl aHJBl POBEIITO TEHD TYTEl,
WHTYUTUB PIBEIITd /9 Y3 9COPIOPEH MHU(OIOTHK
MOJIENIEId KOpa, SITbHHU aHbl MU} PIBEIICHID TO3H,
OOpPBIHTBl MOTHUBJIAPHBI aJBIT, Y3€HYO YCTEpo,
y3ropTanap. Anap KyJUlaHTaH Trepoiiap, oopasiap
apxauk (QuKepnoyme OynMacka Ja MOMKHH.
ABTtopnap Oapsl ajapHBIH THIIKB (hopMaTapbIHa
OXILATBIN Y3 00pa3napbi, y3 MUGIIAPBIH TyIbIpa.
By acniexT mugh myowipy nun arana [55, 6-7 6.].

Hewmen rammme, ncuxoanamutuk K.I'. FOAT nca
MUGDHBI ~ «KeIIeJIeK JOHBACH  THKPUOSIOPEH
Tymiaran hoM Teprie dopmap eueH ohomusTEeH
foraaMaraf raste Mehum Oenem» IUI aTeiid [56].
Mud yn OOpBIHTBI  PyXH  MOIOHUSTHE
Ouirenoyye TeHO TYrel, KellelieK JeHbICHIHA
0ostoMo OMpyue cHUCTeMa Jia, Xd3epre COHIaThTd
OHO  IWIYyIIBI  ACMEKTIAPHBI  YarbUIABIPYYbI
XYZ0KECTBO anbIMbl jaa. Mudonostukara, Mud
TyIpIpyra HUIE3JIOHTOH OCOpIiopHEH OepeHue
yprak ceriarel Mud TyApIpyAa; WKEHYece —
OOPBIHTBI KY3aJLTayJiap TO3CUPEHAd (hopMaaiikan
«aApXCTUII»TAPHBI KYTILIaIT hQM YHBIIIIbI
kymnanyga. K. I'. HOHr sHa poBep KemieceHeH
KYHEJ JOHbSICBIHA TO3CHUP UTO TOPTaH «aHCHI3IIBIK
OJIKACEeHH SAIIEPeNroH apXeTUIUIAPHBIH (STBHU
OOpBIHTBl Kapall, oOpa3liapHbIH) TIICHUPH POJICH
(GoHHM SKTaH aHJATBI OWUPd aljabel. ApxXeTun —
(Tpex4amaH «OamnuIaHTBEIY 00pa3» UM TOPIKEMO
WTEJI9) MOJOHHUATHEH, aHbIH OalllJIaHThlY ©JIeIe
OyJyiraH MUQJIAPHBIH, XaIbIK HXKATBIHBIH HUT€3CHIO
ATYy4Ybl OOPBIHTBI TOMYMKEIIEICK CHMBOJIIAPHI
[66]. Tamum dQukepeHdys, ojere apxeTHUILIAp
KelIeHeH aHbplHA Kepen ypHamkaH JKup-aHa
00pa3bIH TYIBIPYYBI BaK-Bak oOpaznap
CUCTEMACbIH TOIIKHUI  HUTAJIdP. «DUIOreHETHK
MOHOCA00TTd 0e3 >KMpHEeH KapaHrsl hom KeicaH
TUPSHJICKIIOpEHHOH  ycenm  ubraOb3.  IllyHbIH
HOTHXKOCEHAQ  anere  OepkaTibl,  JUKepces
(haxkTopap apxeTuIuIapra aBpepeno, o 0y OepeHuen

oOpa3map, «OepeHYe uHMpaTTa, O0€3rs TOICHP
utamap»»  (Topxk. — Oesnexke A. ) («B
(UIOreHeTHIEeCKOM OTHOIIICHUU MBI

Mpou3pacTaéM W3 TEMHBIX M TECHBIX IIIyOWH
3eMiu. B pesyneraTe 3TOr0 camble HEMOCPENCT-
BEHHbIE (AKTOPHI NMPEBPATWIHCh B apXCTUIBI, a
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9TH MEepPBOOOPA3bl «BIUSIIOT Ha HAac B MEPBYIO Oue-
penby») [57, c. 133]. By obpasznap MaXycHJIeK 4o-
pBIHIAa aHHBIH OCKE KaTJaBBIHAA $TCa, ST'BHU
kemenop, hop Hopcomo Kup hom Kyk Oenon
OolioHe Kyper, aJapHbl CHMBOJLIAp Oyliapak Ka-
Oyn WTComop, TraceIpiap [OBaMBIHIAA MOISHUSAT
yceme anra KAty coboruie  hom  Tapuxu
TOKPHOAIOPHEH KBICPHIKIABBI HOTHKICEHIQ, dJIeTe
obOpaznmap WreTHOAp Y3OTCHHOH TOINEN Kaajap.
JlokwrH  amap  FOKKa  YBIKMBITap,  FOHT
OMJITENOroHY9, «aHCBI3BIK OJIKICE»Hd Kydd Oapa-
Jap; siHa 90p (PUKEPIOBEHS SPAKIIAIIBII, CHMBOJIH-
KalbUIBIK ~ aIlla MOJISHUATTS YUBITHIII SICHIATIAP.
Hotmxono, Oyredre yopra Kuiien >KUTKOHIID, «Ke-
HIeJIeK XdTepe» JAWUTOH OIIKS Teplie HYOpJIapHbBIH
MOIOHHM Ka3aHBIIIIAPhIH, (UKEpISdy pOBEIIeH,
JIOHBSIHBI KY3aJJIaBbIH TYILJIaraH KaTJIbI-KaTJibl OU-
HaHbl XoTepnaTe. Meno mrynapuel K. FOHr «komn-
JMEKTUB  aHCBI3IBIK» JTUTOH TEPMHH  OCIIOH
TOMYMUIISIITEPD. AHBIHYA, «KOJIIEKTHB
aHCBI3JIBIKY JTUTOH OJIKd hoM aHbIH hop Ky3oHOreHd
THH apXeTHUIUIap TOHbSHBI Ka0yd UTy (hopMackiHa
Jla, KeIIeHeH Y3-Y3€H TaHBIN-OellyeHeH TapHuxu-
MOATHUK IOHOJICIICHD 10 HBIK MOTBIHTHI SICHIM.

«yn peBemule, xa3epre Tarap SA3y4ybLIapbI
TOPKH Y30WMITEIOHEITHEH TaMbIpIapbiH (HOIBKIOp
ACOPJIOPEHID, 9MIO0MAT OEOH XaNbIK HMXKATHIHBIH
OoliyoHeIeHAD 33MWISP hoM CoHrarh STBIHHAH
topreianap» [58, 91 6.]. ®. BoiipoMoBaHbIH
«Kanarcp3 aKJapiIakaap» [21],
I'. TeiiinbMaHOBHBIH  «Anbacteitapy [16], «Owua
topran kemenaapy [17], H. I'vriiMaTaIuHOBaHBIH
«boman» [15], «Kapakomm» [59], M. TanueBHeH
«Hures» [60], 3. XoxkumHeH «ATBIMCyaa HH
oynmac» [14], M. Kabuposusin «Capsl HopTiap
cepe» [61], @. SxunubiH «Cuxepuye Kbi3bD» [19]
h.6. acopnop mIymipl AyNKBIHIA MKAT UTEITOHHIP.
AnapHblH Kaiibepimope MU} TyIbIpYy STHIHHAH,
WKEHYeIlope WCd OOpBIHTE  MH(D-pUBASITHIOPHE
SIIOCIIHEH, aChUIBIH aHJIATy ©4YeH Y3eHYSJICKIIe
KyJuiaHy 'XohoTeHHOH KbliiMMaTie. baprickiHaa na
UHTPUTANIBI  CHOKETKA  KOPY, MHUCTHK hom
MUGOIIOTUK ~ 00pa3iapHbl  «TEPENTY», apXaukK
VHHBEpCaIHiiap Tenm ked Oynbeim Topa. Tartap
OMoOMATHIHA STHA MIJLTH aH (GOopMaalITeIpy Oapa:
«SI3ydbiap 3THOCHBIH TPAIUIMSIIOPEH TyIUIaraH
Tapuxu (OJBKIOPHBIH TPATUIMOH (OpMaTapbiH
aNbIll, ajapra sHa WJICOJOTHK DUTAIIEK cajajapy
[62, 886-8906.].

Tarap hom Tepexk onmoOusTiapbiHIa MU
TYyAbIPY, MHLIM apXETUILUIAPHBI a4y XOCYCBIH
ceriipariaapra wusa. Tarap omoOMSTHIHAA Kelle
aHBIHBIH mugap OenoH CyrapbuUITaH
KaTiaMHapblHA KaJop TOINyJ® BakeiT hom
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MPOCTPAHCTBO STHIHHAH «OYJTaHIIBIKY» CH3EIMU;
Bakpliiramap Ja, XoTep IJIMHHSACE JIO D3JIEKIe
gBIIOBIpTa Te3elnen 6apa. Topek omoOuAThIHIA UCO
apXeTUILIap MOCTMOACPHU3MHBIH «IIepPOpMaHC

AJIBIMBL  APASOMCHOQ  aydblila: IN'ocmane qop
9,[[96I/I5{TI>IHHaH CIOXKETJIapHBI aJIbIII, AJIapHBI
«kxabaTTan aHAJIN3J1ay», «(KYIMAaCKaJIbUIBIK),

TapuxHbl, MU(IAPHBI BaKbliiragap, 4opjap Xaochl
WTENl ady OMTBUIbIIIBI Ky39Tend. Mucamra H.
I'siiMaTAMHOBAHBIH «bomnam» hom T.
I'oritnemanoBHBIH «Oya Topran kemensp» hom
Topek omebusaTeiHHAaH OpxaH [lamykseiH «Kapa
kuTany, «MwuHemM wucemMeM Kempumy, Ommd
[Hagaxuey «CetoneH KvIpbik Tamabe» acopiopeH
KHUTEP? anadsi3.

H. I'erfimatauHOBaHBIH (26.10.1956 ) «bonan»
[15] hom I'. T'siiinemanoBHBIH (01.02.1957) «Oua
Toprad kemeiaopy [17] wmmdonoruk dukepaay
OemoH CyrapblUITaH MTOBECThIIAPBIH/IA
BaKbIHTAIAPHBIH Y39I'€H TOTHII TOPYYBI TON YPBIH
Oap. bes aHbl «gakwiiiea Ouwiezey MU aTHIAOBI3.
Monzaa Bakbliira YCTEpENraH >KUP Tay
xpoHoTOOBI  (Bakeir hom  IIpocTpaHCcTBOHBIH
ypenenie) 3THOCHBIH y3apa TodcupeH hom y3apa
OoliIIoHEeIIeH TOIeHY Y3are OyJapakK YbITHIII SICHIH.
Macanon, «Oua TopraH Keuenap» acapenas Kana-
Tay cepie YpbHIH ThlHA TYrel, o pyxH
KHYEPEIUIOPHEH, JKaH Ca(IIBITBIHBIH YUIIMS OallIbl
Oynmran hom amapusr Wmahust Oenon Ooitmon
TOPYYbl XPOHOTON Ta. XyXKamap TaBel Jia
YKaHHAPHBIH CaQIIBITBIH CaKIIAl TOPYYbl, TAOUTATh-
JKUPHEH S3MBIIIBI ©9€H JKaBaruibl ypeiH. Cruxepue
KBI3HI SAIIM TOPTaH yTap MCQ TOI TePOHHBIH PyXH
xorepeHns JKuhan Oenon Ooiiyie 9100M-CoHTATH
MUpAcCHBl SIHAPTY4bl, IIYHBIH amla MaJaifHbIH
YKaHBIH ca(IaHABIPYYbl YPBIH OyIIBIT TOpA.

Onobu ocopiere Oy YpbIHHAp Y3€HUYSJICKIIS
MapruHajib 30Hajap Oyjapak KaOysl HTENaJap.
Kup xemrenopeHeH XPOHOTOIUIAPHBIH ACBLIBIHA
TOIIEHD ajMaBhl, IIyHA KYpo ajapra THCKIpe
Kapalll ypHaIlybl; CUXEpP, SABBI3JIBIK, YOBIP YPBIHBI
I aTalybl KypCoTeNd. ©OMMa 9COPIOPHEH
axXbIPBIHJIA oy OIIITO3UITUOH KapIIbUTBIK
KeIeTIOpHEH JI9, dJIere MapruHallb 30HaJlapHBIH Ja
aCBUIBIH auapra sipJioM UTd. Y3IIOpeH Jiepec oja,
rajiell raMollio, U3Te HUATTS JIUTT yHJIaraH Keeaop
W3TreNeK, pyX, wiahusaT OesoH OoHIOHEITS TOPTraH
hoM amapHBIH JKaHHApbIH  cakjam  TOPYYbl
MapruHaib YpbIHHap O€NoH YarblIThIPraHjaa,
ABBI3, Hayap Oymein ybramap [63, 11-19 6.].
Ocopiiop MIKYCHJICK KaThIlll METa(U3MK PEaTru3M
QIBIMBI OCJIOH SI3BUITaH, YOHKH aJapHBIH Y39TeHd
ToHpeueseK OenoH Ooiine o6pasz-MoTusnap (0oiaH,
Xyxamap TaBHI, Kama-ray, pyxiap)
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ypHawTeipburad. LyneiH Oenon Gepro hop uke
9COpAQ 1@ IeHBSHBIH Y39re WUTeN Tay oOpasblH,
TyAblpy4sl uten ToHpeHe-XonailHbl aThliap.
«bomany, «Oua TOpran KeIIeasp»
MOBECThJIAPbIHAA KyJUIaHbUIA TOpraH Tay HO3THK
00pa3sl Tepie XaNbIKIAPHBIH MH(OIOTHICESHID
YareUTbI TankaH. BopbiHTBl Tepkuiopas Tay
o0Opa3el m3re (cakpaiab) >KHp Oynapak KaOyn
utenraH hom yn XKup-Cy KynbTHIHBIH Oep ernenieH
TOIIKMJI HUTKOH. Osere o0pasra HUHAW MOIBHO
CaJIbIHTaH coH? lanumuop (ukepeHuo,
mudonoruaae Tay ramsomM MOAENEH YarbUIAbIPYUbl
00pa3, MeHbsIHBIH Y39re OyJibin canana [45]. Tamom
KYy4ope MEHO IIyIIbI Tay aiia yTel, Iorapbira tada
JoBaM uTo hom Kasplk HONABIZHBIH yPBIHBIH
KypcoTd. TayHBIH ackel eJieme JKUp acThl
JOHBSCHIH (apaziaran. MOHABIA Tay e4 1opaxKaie
UTeN Ky3aulanrad. TayHeiH Oamel — AJutamap
ypeIHBL, ypTana — JKupno — agom Oananapsl sy,
TayHbIH AacTblHA Tepje pyxJap Xyxa. MoHIbIl
Oymenemr ['. [piiineMaHOBHBIH «QOda TOpra
KELIETIop» JCOPEHAd YarbUIbII TankaH. TayHbIH
JUEHJIOTE MorapaHeH TyOaceHo 1m0 JKup OenoH
Kocmocubr  Ooiimont  Topyusl UYynman —Honasiz
scanrad. S3Mpimuapel Uynman Honaei3el OenioH
Oottnmonron Coy0oH, aHBIH oTHCe, Ykl hom CoBust
Tayusl ToHpe-AJiaHbIH ToxeTe Oynapak KaOyn
utanop. Kana-tayHelH en caeH Oep MopTa09
«koecesoHem» anybl, aHHAH ST, COEP TaBBIILIAP
WILETeNY aHbIH UCHIO pyXJiap OapibIrbIH PaCibIi
ceiMaH. Muduap/ja TayHbIH KyBIIIBI OyIly SWTeNo.
Kana-tTayHbIH Ja KyBIIIBI CYpSTJISHO, aHBIH aila
onkoH Coy0oH 119, aHBIH yJIbl Ja UKEHYE JOHBATa —
Cepiiop JOHBSAChIHA Kepa. by OoiimoHenHeH
achUIBIH 33J19Y OoCOopHEH OyeHHaH-OyeHa Cy3blia
hom yn Oapbl axplpna reiHa aubuia. Hokb MeHo
KaHHapel Mnahusat Oenmon Oofine 3arnmapra rbiHa

TAyHBIH SIOIEPEH  KyBINIBI ~ Ownrene  Oynysl
aupikinana [64, 90-92 6.].

JleHbsSHBIH ~ achUIBIH  aHJaTy  ArbIHHAH
@. AxunnpiH  (02.01.1961) «Cuxepye  KbI3bD»
noBecte [19] KbI3bIKIBL. AHBIH 9cope TepIe
yopjapra MeHoca0aTIe  MH(OJIOTHK,  oa0u

¢dukepiopHe repoil hoM yKyubl XoTepeHId Kadat
SHApTy sreiHHaH ohomwusaTie. «CHxepue KbI3bD»
noBecTeHga XX racwlp Oambl Tatap marbiipe I
TykallHBIH  9COPIIOPEHHOH  ©3€KIJIop-LHTaTajap,
OKHUSTIIOP, PUBASATHIOP, MH(OIOTUK MOTHBIAD Ja
KHTEPENd, OKUATIOPAQ CYpPITJIOHIOH Tepoiiap
XaJIOTEHd SKBIH aJUTIO3USIISP, PEMUHHUCLEHIUSIISP
19 KyJUIaHbUTa. Oa00uaT Oeneme (oHEHID Oy
KYpPEHEIIHE J>KbIHANl KbIHA «IIUTALUSIIOPY UM
ateiiinap. Pyc ramume M. baxtun, ¢paniy3
ranumuape Kan-Kaxk J[leppuna, Ponan Bapr,
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IOmus KpucreBanap sgHa JoBep KELIECEHEH
XOTEPEH SHO IIYHIBIH LUTAaTalapIaH «TYKbUITaH
«TEKCT» UTEIl Kapblinap. Ocop 3UTAIEreHAd TepIie
«TApUXU-MOJIQHU YOPJIAPHBL “saHapTy’ra
MOPKITaTh UTY dJIET€ 9CIPHEH NOCTMOAEPHUCTHK
pyxTa s3puTybiH» momwuin [40, 237-243 6.].

«Cuxepue KbI3bl» TIOBECTCHIAa OOPBIHTHI
«MeXxoMMoausD», «baxsIpran» KHATaTIaphl
CTUJICHIOTE XMKOSAJIQY albIMbl a4bK CHU3EMJIOHO.
JIokMH mIyn yK BakbITTa OYreHre KOHHOH TOPBII
0ana JarplHa «KaWTydbl» aBTOp 0Opa3bl Ja TOEM-
JaHa. OCOpAS CYpPOTJIOHTOH BaKblirajgap aBblIra
KyHaKka  KaliTkaH  Mamaii  oOpasel  ama
TOY/IQIOHEPENICY, dJIere BaKbIdTrazapra MOHICI0OT
OJIKOH IIoXeC — aBTOp WI9Xece MO3HULHUSICEHHOH
Oenzmepens, UOHKM SIIb Manaidl BaKbIT-BAKBIT
OJIKOHHOPUS (PHKEp HOPT OAILIBIN.

@. Sxun «Cuxepye KbI3bl» MMOBECTEHIa XaJIbIK
OKHUSITIIOPEHIS CAaKJIAaHBII KaJlraH AMIOJISP, Cy aHa-
Chbl, IIaWTaHHAp, LIYPAJICTIOP XaKbIHAATBI CHOKET-
JapHBl OKHMATH Yopra Kyel, oMma OyreHre KeH
KELIETIOpEHEH (UKEPIIdy POBELICHY SKbIHANTHII
cypatiu. By «okusaT»isp acopme ¢parmeHTIap
poBemieH® KylutaHeraH. ®parmentinap Oepro
JKBICTIBITI, 9COP/Id YArbLIBIII TAalKaH (ayicodu KOH-
LEeNUMsSHEe adbIKIapra sipaoM UTd. JIMMoK, oKuAT-
MUGIap OCOpHEH MAaBBIKTHIPIBIY OYIyBIH [a,
(ancodu ArbIH 1a TOIMUH HTD.

Mud Tyaplpy STBIHHaH TOPEK OMoOHMATHIHIA
Opxan Ilamyk (Orhan Pamuk, 07.06.1952)
ocopiope urbTHOapra jgack. AublH «Kapa kutam»
(«Kara kitab») [26] hom «Munem wncemem —
Keseu» («Benim adim  Karmizi») [27] muron
poMaHHApbHI Oy HOKTaJIaH KbI3bIKIIBL. «Kapa kuram»
(«Kara  Kkitab») mocT™MomepHHCTHK — MeMyap
po3achl KbICAJapblHAa aBTOOMOrpaguK poMaH
OyJlapak WXKaT WTEJT9H, aHBIH HKE JOPIKSAAre
VKeUIBIIIBL  O0ap. «UWke nopaxko»ra wus  Oymy,
«OepHUYS KaTJIBUIBIK» OCOPHEH CTPYKTYPachIHAA
Ja el Ky3arend. MacanoH, Ten repornap ['amun
OeoH Komon oOpa3napsiH/a, Oarka
MEepCOHAXJIApHBI auyaa Ja yarsuia. Ten repoiHbIH
Ucranbyn Oyinan celraHeH 33519Be YpTa Tachlp
TOCMaHJIbI 9/IS0MATHIHAA €1l KyJUIAaHBUITAaH MHCTHK
TpPaKTaTJIAPHBI ~ XOTepJoTd:  kahapmaH ol
JOBaMbIHIA TOpJE KbI3BIKIBI, COEpP XQJIOPIa
OUpHI, ajapga Y3eHEH pyxH chliiaTnapbia
keuoiTa. By — ocopHeH OepeHue IOPIKICEHID
aHnamerad Gancado. MkeHue Aopakoms repoit
TapraH BakbIdranap, XaTHPAIOp Cy(QHUUBLIBIK
o/Io0MATHI MOTHBIIAPBIH «SHApPTa» hoM JKaHHBIH
TynelpydsIHbI 33710Be O€I0H TOHTaJ Kapaia aja. by
HCO KEIICHEeH Y3-Y3€Hd KaiTybl, Y3 aCbUIBIH TaOYhI
0eJoH YarbIITHIPhLIA.
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«Kapa k#uTan»- 4uT W YKy4YbICHl ©U€H TOPEK
MofoHMATEHeH  Oumrere  Oynran — McranOyn
mohopeH ady sTbIHHaH OWK MaTyp KOJJIaX-
TacBUpiapra Hure3noHraH poman. O. [lamyk repoit

XOTEPEHID UCKe HcTanOynHbIH TepIe
MOXQJUIOIOpeH  (OMCToNopeH) — sHapTa. by
XaTUPAJIOPHE  KEPTYHEH  MakcaTbl —  TOPeK

KEUIECEHEH JTHOMOJAOHHU Y30WIresIoHeIIeH auy,
amapHelH KeHOaTem MomoHHSTE BOKHMie Oyna
alMaBBIH KYPCOTY, IIyI YK BaKbITTa TOPKH-
MecelIMaH TPaAULUIOPEH IOTalNTYblH auvbIKIay
[47, 8 6.]. SI3yusl (uKepeHUd, TOPEKIOP IIYIIIbI
WKE MIUUTH-MOIOHH MMapaiiT™Ma UeHId «OMKIOHeTT
Kajran». KeHOaThllll MOIoHHATE 3IIEMEHTIAPHIH
alny TOPKUM MOISHHUSTHE IOTANTyra WITS; MUJUIOT
YUT  MOIQOHHMATHEH  KOIUACE,  «CHMYIAKPBI»
poBelleH ana, y3 We3eH lorajra, AW CaHbIi

Kypmrag Opryrpyn  [65, 104 6.]. By wuce
KEIIeTIOPHEH JYKe-pyXu (akKuraceHs KUTEpa:
SUITBI3IIBIK, 09XETCE3IEK TOUTBICHI KOYISL.

«Kapa KUTAaI» POMaHBIHBIH TEKCTBI
WHTEPTEKCTYalbliecK OCJOH CyrapbUiraH. ©Ocopio
Kenbareimr  MomoHMsATEHEH homM  MecenmaH

SA3YYbUIAPBIHBIH, (UI0CO(IAPBIHBIH  JCOPISPEHD
MOPIKITATHIOP, LUTaTanap Kutepens. Pomanna,
ane XX racelp axbIpblHIA YK KELIEISp aHbIHA
TOICHUP HUTY ©YCH, KWUHO HHIYCTpUSCE TYABIPY
XaKkblHIa (QuKepmop Kysratblla, TaMalllaYbIHbI
TOPMBIIIHBIH ~ «CHUMYIISIKPBD)  (SUITAaH ~ KOTIHUSICE)
Oyiran KMHOMWIBMHAD allla SUITaH JOHbATa aJbIIl
Keper KUTY KYPKBIHBIYBI aCCBHI3BIKJIaHA.

Onere xe3MatHe s3raHga, O. IlamykHBIH
«Kapa xuTam» oCopeH9 TOPEeK XaIKBIHBIH MUJLIN
TpaauIUsIIOpeH OapiaBbl (4ol Iemiepy, ypamja
OIIKOHHOPHEH apaally bICYJIAPBIH SPATBIT HCKD
Telepy, Oalladak XaTHPOIIOPEH CArbIHBIN S UTY
h.6.) Tarap s3yupicel Mexommon MohaneBHeH
(01.12.1930 — 14.06.1995) «boxmmmomry» [18]
OCOpPEH XOTepIIaTTe. OJUIHEH dJere MoBecTe aa —
MMOCTMOJICPHUCTUK PyXTa IKAT HTENTSH TayTe
9COpIIOpHEH Gepce. S3yunt MOBECTHTA,
JEMOHCTPATUB POBEIITS JHSPIICK, COIHATHCTHK
peayin3M arbIMbIHHAH, aHBIH 9COPHEH MTO3THKAChIHA
KyeliTaH TaJIoIJIOPEHHOH, XapakTepiapHbl hom
BakKplirallapHbl  CYpOTIOYIore  CoOoN-HOTHXKD
OoliJIoHEIIEHHOH, SIBHU OCOpHE Oep CloKeTKa
KOpYZaH YUTKS KUTJ. Baksliiramap na Monaa Oep-
Oep apTIIbl, XPOHOJIOTHK TOPTHUIITS OUPETIMH, «ajap
Kyden Hepu» [66, 34 6. ]. HoTmxomo, S3y4bIHBIH
OCOpJISPEHS CIOKET Y3€HEH TPaJULIUOH PpOJIeH
foranta, aHelH  BasupacelH  OyleKIopHEH
JNEHTMOTHBIAPHI Oalikapa, XUKaAIoy (pparMeHnTapb
peBewiTe Oapa. bynexiopHe uco y3 uYMpaThIHIA,
acCcoIMaTUB MOMEHTJap, OYJeK axbIpiapbiHIa
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OupenroH aBTOp (HUKEpIIpe-HOTHKAISp hom 19
aBTOp 00pasbl y3e Ooilion Topa. YKydsl alIbIH/IA,
Oamrka s3ydblIap OcopiopeHasre Kkebek, Oep
BaKbIHTaHBIH ycrepererie Tyred, )
YBIHOAPJIBIKHBIH, ©3€K-63¢K hoM Tepie dYopaarbl
Tepie Bakbldranmapel moiga Oyma. Hlynm coborure
TOPMBIII YN KaleWZOCKON KeOEK resl y3ropydoH
auroH  ¢ukep Ttya  [67, 107-115 6.].
Kommnosunusaer TO3EK Tyreiere,
TOMaMJIAaHMATaHJIbIThl,  DMHU30JIap  POBEIICHIID
Oynybl, Ten (PUKEPHEH oWTEeN OETEPEIMOBE S3yUbl
TapadblHHAH Maxcyc calJlaHbUIraH, YOHKH
YBIHOAPIIBIKHBIH 03CK-03¢K KHCOKIIpE,
OepeHYeIoH, XOoTep KHIUTIIOpeH Oepam-Oepom
aKTapyra WIIapd, UKEHYEIoH, YJI TOPMBILIHBIH A2
OHO TIyNail Te3eK TYTeJUIEreH, TaTrap aBBUIBIHBIH
ITbIHA TYIEJ, TaTrap XapakTEepPbIHbIH Y3rOpPYEH,
KaTJiaylaHyblH, TaTap KEHIECEH 9 3UKe Oep HBIKIIBI

Y39KHEH OyJnMaBbIH KYPCOTa. Topmsim-
YbIHOAPIIBIKTArbl BAaKbIMTaJlapHBIH arblIbIH YUTTOH
Kapanm  TOpydYbl  aBTOp  00pa3bl  SA3Yy4YbIHBI

KaHOTaThIIOHACPMH, YJI Y3€ YK 9COpHEH, SITHHU Y3e
TyABIpraH [OHBSHBIH JYeHS Kepen KHUT9, aHjaa
KaTHama. «boxXWuIamy» MOBECTCHa XMKISUIOYYe
ABTOPHBIH aHbl, — XHUKOSIOYHE, BaKbIMTraJIaPHBI
09sIH UTYHE OCIITHIPY AJBIMBI THIHA TYTEN,  HOKb
MEHO SI3YYBIHBIH 3TUK hoM oxJIakbIii mo3unmsce
QuYbIK YarblIraH HICOJIOTHK Y39K Ta.

O. TIlamyk «Kapa kutan» poMaHbIHIA
MrbTHOAPHBI aepyda «MopT» CHMBOJIBIHA IOHONTO.
Wopr, anbiH (HKEPEHYd, TamiIOHE TOTHII TOpa
TOpraH MH TeN CUMBOJUIAPHEIH Oepce. S3y4sl eveH
WHCaH JIOHBSICHIHBIH KUMepenye
MMOCTMOJICPHUCTUK XaoC — HOPTTaH, TaWIdIoH
KauyjmaH Oamuiana. By w©Mco MWUIM  aHHBIH,
Y30MITeIoHEeTHEH, IoTalyblHa KuTeps. Hok mrymist
unest M. MohnueBHeH «boxuinionry» MmoBecTeHa
Jla 4YarpUTbIl Taba. ©Omadu ocop IOKKa TI'blHA
«boxmmnmonry» nmun  aranmMaran. MoHJa  SI3ydbl
Y3€HeH SIbliere, caOblil Yarel y3raH, oTHCE-OHHCE
SIIIOTOH aBbUI OCJIOH /9, TaTap XaJKbIHBIH roped-
rajgomiope (MOCAJIOH, UMM cajly, MEeYoH 4Yaldy),
TaTtap KEIIeCeHd TeHd Xac chiidariaap (Kop
TeJUIeNIeK, CaOBIPIIBIK, OaJaHbl MUJUTH MOIOHHUSITKD
HUTE3JIOHTOH aJIBIMHAP OCIIOH TOpOMSUIIOY, Y3 TyraH
JKUPEHHE spary, TaOuraTbHe sApary, XOpMaT HUTY,
OIIKOHHE CaHJay, KEYeJIopro spAoM UTY KeOek
celiidhatiap) 6emon 1o xymnaria [68, 88-89 6.].

O. IlamykubpiH «Munem ucemem — KbI3bun»
(«Benim adim Karmizi») [27] nuron ukende Gep
POMaHBbI IIyJal YK Y3€HEH I03THKAachl OEJIoH
aepBUIBINT Topa. YJI HISPBIK SA00UATHIHIAA SPATHII
KyJUIaHbIJIa TOPTaH «KBICAIBl KBIMCCA» AJBIMBIHA
HUTE3JIOHS: JIETEKTUB CIOXKETKa KOPBUITAH 9cap
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©3CK-03€K BaKbIATanap IKblEJIMACHIHHAH TOPY
TOICHPEH KaJIbIpa. AYbIIMaraH cep, adblk KajiraH
(uHaI, Y3€H SUITHIII KbIHA (Dalll UTKOH )KUHASTHYE
Kebek JCTEKTUB acape aTpuOyTIapeiHa
HUTE3JIOHT'OH pomana, A3yUBl «aBTOP
MAacKachI»HBIH OapibIK TOpIIOPEH 10 IUSpIIEK
KyJUlaHa. ©OCOpHEH Tepie Tapuxd hoM MomoHH
JIopaKace Kenbatbim ham Kenubireim
MOJIOHUSATIIOPECHEH COHTaTH-3CTETUK
KaHyHHapbIHAATbl Y3raJeKHe Kypcare hom awa.
OCTeTWK SKTaH [Orapbl COHTAaTh dcope OyIbIm

CaHAJTaH, CepJopeHd TOeIIeHY ©dYeH, MJHCTd
eJUIapHbl Oarpliiapra Typhl KWITOH —«IIOPBIK
MUHHATIOpackl» hoM «xecHu xar» (rapom

kaJuurpadusce) KeOeK KaHpIapHbI 9COPHEH Y39K
Temachl uten any O. Ilamykka sIoemiks, 1eHbsAra
KapalulapHbl ayapra MOMKHHJICK TyIbipa. SI3ydbl
OyreHre TOPEKIOpAS YTO HEUKd CH3EMIIOYTd WS
OyiaraH dYuCcTa pyXd TaJaHTHBIH OeTo OapyblH
ACCBHI3BIKIIBIN, Oy MCO aJapHbIH AOHbAra Kapallbl
Y3ropyra JoNuil HMKOHEH KypcoTs. MoHaa omun
TOPEKISPHEH Y30WIreIoHeIIe MIChAJIOCEH TarblH
O0ep kar Ttykrama. llym yk BakeiTTa wnahu
ca()JIBIKHBIH JTHJIe OYIIBIN TOPraH 9Jiere COHIaTh
neHbsiceiHaa na, 0. KpucrteBa OwmirenaroHuo,
«Tepie  MHTpUragap,  yTepeuudp  OyJyHBI
KYPCOTO»: SIIOCITHEH  hom KeIIeIopHEH
(aHUIBITBIH a4a, TOPMBIIIHBIH «KYIIIOPOKIICH
uKoHeHd OaceiM sichiii (Kapa: [40, 237 6.]). ©copad
uciaM  JMHE  KaHyHHapblHA  HUIE3JIOHIoH
BOra3buellopHEH SUITaH MOTHBJIApTa, apXeTUIuiapra
USIpeI, XaKbIHKaTbTOH YUTKY KUTYE J10 HCKIPTEID.

Tatap hom Tepek ono0uaTIapeIHIa METAPUIUK
peann3M KbIcajapblHAa SI3bIITaH 9Copiap 19 Oap.
MoHpplii Tep ocopiep SuiseniHeH MeTadu3UK
JOPYKICEH auyHbl y3MakcaT HTEN Kys; pPyXHu
93JIOHYJIOpHE HUre3 UTEN ajbll, Kelle KYHEICHEeH
AIepeH KaTJIaMHApbIH, JOHbS SPaTHUIBIIIBIHBIH
cepie, Owunrece3 SKIapblH Y3€HUAJIEKIE HTell
CYPOTIIH. «Metaduzuk ~ peanusm»  TaTap
OMoOMSTHIHIA Y3CHUSJNEKNIE alibiM OyJbll Topa.
Hurese Oynbln peanusMm Kajca Jia, aHA «sIIepeH
JIOHBS», <CILIEPeH YBIHOAPIBIK», «XAKBIMKBIN
YBIHOAPIBIKY JUTOH MapauIeNbIop ocTond. Tarap
omabusThiHAa Oy tonanemks d. Boaiipomosa, M.
I'anues, M. Kobupos, 3. MoxMynu wKaTiapblHHAH
aepbIM OCOPIIOPHE MHCAITa KUTEPEPre MOMKHH.
Amnap Kerie hom sKoMTBISITE apachIHAarbl MOHTEIICK
KOpaII SKTHUIBITBIHAA AJIOM OallaChbIHBIH acChUIbIH
(ancodu AKTBIPTYra HUTE3IoHS. AJIOM OaTachIHBIH
SIIoeIe XaKbIHAars! Gancada yi.

®. boitpomoBanbiH (05.12.1950) Gep Tepkem
9CopNapeHas Oy MIChallo, KEIICHEH 3YKE JAOHBSCHI
alra yTKopelen, jKaH, KYHeNl Kudepenuiope OelloH
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THITBI3, THPOH OoloHemTo Ouperns. Keme
HUHAWUJED KOTBUITBICHI3NBIKTAH THIHA TOPTaH
SI3MBITI  anmbIHAa SUITBI3BI  Kama. TaretH  Oep

KBI3BIKJIBI MOMEHTKAa HI'BTHOApP HTOPIro KUPIK:
omnb9 XbBISI, XHMC-KHUYEpPEIl [OHBbSICHIHHAH TI'bIHA
topran  MHcamabel JKup  TOopMBImIBI  OeoH
OopenemTteps. hom, HOTHXKOmS, Y3€H aHjaras,
sApaTKaH SKbIH AyCChI3, )KaH KapJollce3 Keuera Oy
NeHbsIIa SIIOYHEH TasiTh aBbIp OYIybIH, XoTTa
MOT'BHOCE FOKIIBITBIH aCCHI3bIKIIBIH.

D. bolipomosa Tarap Q1o0UATHIHIA
MOCTMOZIEPHUCTHK Tapagurmagap KblcalapblHIa
SI3bUITAH 9COpJISpHEH Oepce caHanran «KanaTchI3
aKJaplakiap» TOBECTeHAa «ToH» hoM <«GKaH»HBI
WKE aepblM MOCTOKbIMIb [OHBS HTEN Kapbll,
QIAapHBIH OapibIKKa KHIY «TapUXbI»HA KY39TY
saceiii  [21]. Ocopme Ak manraiueie  JKup
TOPMBIIIBI TYTEN, aHbl «ysSHa» TOPraH Hppeab
IeHBbSI KYOpPOK SKTBIPTBUIA. ABTOp Tys peajb
TOPMBIII aBBIPJIBIKIAPBIHHAH, BaKbIATralapbIHHAH
MaxCyc «4UTKo Taimbuiay. JKup kemenope OenoH
KykToH Temryuensp TypblHIA YarblUTHIpyJIap ama
@. boiipoMoBa 3CTETHK JETATBISPTS 0 UT'BTHOAD
IOHONTS. AHbIHYA, JKupao uke Tepie OoHAD SAIIH,
oMMa  oupalmicajap-KaBblIicaiap  Jla,  SIIJY
MakcaTiaphl, TeIOK-OMThUIBIIIIAPH! KaMa-KapIibl
Oyny coborute, amap Oep-OepceH TyJBICHIHYA
AHJIBIA aJIMBIN. OCOPIIOPISre TOIl Uaes 10 IIyHHaH
kmien gbira: Keme — Tor hom pyx 6epnere, XKupmo
yi1 6oxeTko Oapbl TMK akell OenoH JKan Oepiere,
ATBHA pyX ama rbiHa, Mnahusarks-Annahka
WHAHBII AUISOHR, TyABIPYyUbIObl3 OMIITEISraH 01
OeJIoH TOPMBIII UTKOH/I® TeHd upemnnd ana [69, 31—
326.].

Mertadusuk peannsM arbiMbl TOPEK SI3YUBICHI
Omu¢ Madax (25.10.1971) mxareiHOa ga MaTyp
arpuielll Taba. AmHblH «Mmahu  moxo009T»
(«Ask») [28], «Ocraspim» («Ustam ve Beny) [29]
Kebek 9COpIISPEHR TepeK STHOCBHIHBIH
¢dopmanamryblHa, TOPEK  KEIIECeHEH  TepJe
qopiapAa SII9y pOBEIIeHd Odiie apXeTHUIHK
npobnemManap KajkKy SKTBIPTBUIA. OCOPIIOPID
TOPMBIIIHBl AUJAKTHK (UKepiIopHe Oapnam Oapy
ala cajJMakK KbIHa «OHpoHY» — SI3YYbIHBIH OTHIILIEI
y3enuosnere. S3yusHbiH  «Mmahm  Moxo6601»
(«Ask») ocopenen doncodu  KupiereH Je-
MHUGOIOTU3aLuUs (Tapkaryubl) hom pe-
Mudosoruzaus  (TyIAbIpydYbl)  KapUIBUTBITBIHA
KOpBUITaH ITOCTMOJECPHHUCTHK albIM OWJIrenu.
OcopHeH Temn repoiiapel — JKomoneraun Pymu
hom Ilomcernua Tobpm3u. III. TobpusuHeH
marsliipp Pymura si3raH KbIpbIK XaTbIH 9COPHEH
HureseHo campin, ©. Iladak Tepex MuH
TApPUXBIHBIH ~ KYHETEIroH JIMHU  TOI'BJIMMATHIH
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(muckypebiH)  KUMepS hom  aHBIH  ypBIHBIHA,
Tobpm3uner Smmoem, aHBIH achbUTBl XaKBIHAATHI
CY3JIOpeH Y39KKS Kyemn, sHa Oep Kapari-
MeTaHappaTuB QopMmanamTeipa. bep mIoikem
TOPEK TaIUMHOpE Oy OCOpIoH TapUXH JOpECcIieK
a3mu. Anap, Tobpmusu hom Pymu apaceiana Oymiran
cepie-coep MOHOCOOITIIOpHE TaJd pOMaH HTel
KEHO auyra Kaplibl YbITHIN, OCOPAS TapHXH
(dhakTIap 0K JUTOH HOTIKD SCHIHIap. OMMa aHBIH

MOCTMOJZICPHUCTHK ~ MapaJurMa  KbIcallapbIHIa
S3BUTYBIH ~ aHJIaTaH  yKy4ybira  Ja, oIo0uAr
OenrewropeHs Mo oJere  9Ccopmo, MeTapHu3HUK

peasim3Mra HUTe3NIoHen, Oy wuke Oeek moxec
XaKbIHIA sSHA «MH(» TYIBIPBUTY KYpEHENm Topa.
«Mnahu Maoxo00a» («Ask») acopermo O. ladak
«UHAHY»,  «@KpUD»  KeOeK  TONIeHYIOPHEH
JUTONIETeH aya; anap apThiHAa hopBakbIT Tepek
KELIEeJIOpEeH SUITBIII I0Jra, XaocKa, YJIeMId, aHChI3
TaMoJUISPTd ITIPS TOPraH Kapa Kewiop OyiybHa
0aceIM SICBI. OcCop OEpHUYS JIOPIKITS WSl
Bepenuecenno ToOpuzu-Pymu MeHocobaTIOpEH,
YOpHBIH aTtMoc(epachlH TacBUpJay OHpesca,
UKCHYE JIOPIKIIS — TOpeKk MmntaTe ham Smroeme.
S3yusl KapamplH4a, TOpPEK Keliece Y3 MIUIN
He3eH, MHWUIM Y30MITEIOHEIIEH —oranTMacKa
Trenr, MOHBIH edeH Pymm hom Tobpm3m kebex
Oeck 1moxecnmopHeH (ancodonmopeHs TasHBIpra
KHPIK. Ocaprare xaoc koHuemnmusice M. Anap hom
O. IlaMyk ocopiopeHIQre «XaoC»TaH aepbuIa:
BaKkbIfraiap «HappatuB» (hopMachlHIA ©3€K-03€K
UTENl TacBUpPJAHCA [1a, «YTKOH-OYTeH-KHIIQUOK)
Owirene Oep BakbIT CHI3BITBIHA YTHIPTHUITAH.
MoHa, KHpeceHYd, XaoCcTaH Kady KypeHa:
Xa0CTaH Kauy aJioM OayachkiH MHCaH IWUTOH 3aTHBIH
CUMYJISIKPHI (sUIraH Komusice) OyiIyZaH cakjan Kajia
ana, XakbplKaTh O€JIOH KyHIBUTY Y3 achUIbIHA
kaityra kureps. Omudp ladax TobpuznuneHr
KHHOIILIapE ama, CHCTEMAJTbI AII9Y,
XaKbIMKaThToH KHATOH «Cy3»HEH (WIOTOC»HBIH )
aChbUIBIH aHJIay ThIHA XaoCTaH Kauy hom aHHaH
KOTBULY 4apachl UKOHEH AYBIKJIBIN.

Hatmxaaap

1. Tarap hom Tepexk omeOUATIAPBIHIA
MMOCTMOJICPHUCTHK TEHACHIMSUIOP SI3yYbLIAPHBIH
OCOPJIOPEHAD DJUTANEK JIPAKICEHNID, XUKISIOY
POBELIEHID yarelia: MOCTMOJIEPHU3MHBIH
KYyITepiie albIMHapbl hoM MOTHBIIAPHI OTHIIILIBI
Kyjutanbuia. HWke TyraHgam Ccy3 COHraTEHAD
MOCTMOJICPHUCTUK (honcodpors TasiHyAa OXIIall
SKJIap KY39TEJNCO 19, MUJUTH MOIQHILITIOPHEH
HUTE3CHI® sITa TOPraH MWLM apXeTUILIAPHEIH,
SI3yUYbLIAPHBIH JOHBSTA, ALISCIIKS KapalllapblHbIH
y3razere 9COPIIOPIR KyJUTaHbBLIA TOpraH
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MOCTMOJIEPHUCTHUK aJBIMHAPHBIH TOPJIEICTCHY 9
KHTEPA.

2. hop wke omobuATrTa Ja  A3y4bLIAp
CIOJKETHBI caitnayna, Tapuxu, MOJIOHU
BaKbIHTAJIAPHBI TOPTHI3YAA MU MOISHU-TAPUXU
TUCKypClap KbICaJapblHHAH YHUTKS YBIKMBIHATIAP.
[llyHa na amapaa mocTMoaepHU3MHBIH KeHOAThIII
oMo0uATIIaphIHHAH aCpBUIBINT TOPraH, Y3 1e3e, Y3

MWIUTA  BapuaHTel  (opmarnama.  Mokamomd
IIOPEXJIOHTSH  SI3y4blIap IDKAaThl hoMm  amapHBIH
ocopiope MTOCTMO/IEPHUCTHUK napajaurma

KbICAJIapbIHA CBIA TOPTaH, Y3EHYQJNEKIe OUPOHY
METOJUTAPBIH, BICYJUIAPBIH Ja TaJoN UTd. Xe3MTTd
KyJUIaHBUITaH siHa (Pascodu TepMUHHAD Y3II9pPEHEH
YHBIILIBI OYIYBIH JOIAIIISNC.

3. Tarap SI3y4blIAPbIHBIH
HOCTMOJCPHUCTHK  OCOPIOPEHAd  MH(DOJIOTUK
KaTmamra, wmud TyOplpyra, TOpKH, MWLM

apxeTHuIuiapra urbTudap uty kewe. Mudoiorusra
MOPKITATh HWTY s3ydYblIapra TaTap XaJKbIHBIH
«TapuXy aHBYHJA CaKJIAHTaH apXauK 00pa3iapHEI,
3JIEMEHTIIAPHBI OepeHYe TUIaHra Yblrapyra, aaapHbl
OYreHre YKy4bIHbIH «HCEHD TOIIEPYTa», XOTCPECHID
Kabar sHapTyTa SpJoM UTS.

4. Tarap omummopeHeH Mud TyABIpyra
MOPKATATEH UTYIIOPE, ATHHU dCOPIIIPEHID UpPeab
JIOHBSI MOJICTICH TOPTbI3YJaphl HWKE SIKJIBI, HKE
mwiaHga Oapa. ©OCOPJIOPHEH OapbIChIHAA 1A
WHTPUTaIbl  CIOXKETKAa  KOpY, MHCTHK hom
MUGOJOTHK  00pa3NmapHbl  «TEPENTYy», KepTeln
KUOSPY, apXaWK yHHBEpCAIWIIap Tem Chid(ar
Oynbin Topa. THINIKBI SKTAH KaparaHjaa s3ydbl
aHJIBI PIBEIITS Y3 9COPEH apXauKIAIITHIPa, ATBHU
ocopeH  OOpBIHTBI ~ PUBAATBHIOP  PYXBIHIA,
OOPBIHTBUTAIITHIPBINT  CYPITIIH, apXauK-OOPBIHTHI
00pasnapHbl, CIOXKET BIIEMEHTIAPBIH, MOTHBIIAPHEI
KyJutaHa. Tapux Ta, Bakeldraigap Jia, Kyl OYpaKTa,
93JIeKJIeNIeK  MPUHIMObIHA  HUTE3NIOHd. OMMa
QJLTIO3USI, PEMHUHHUCIICHINS KeOEK allbiIMHAp aIia
9Cop  JKUpNereHo OOpwIHTBI  Muduap, y3ras
qopiapaarst =) 1a) 7 OCOPIIOP/IoH, XaJIbIK
WXKATBIHHAH ~«OCTOMOJIopy» kuien kepd. [lyn
poBelLIe TOpIIe YopIap, Tepiie YbIHOAPIIBIKIApAaH
KOJIJTaX sicana.

5. W. Anap, O. Ilamyk, A. lladak kebek
TOPEK SI3YUbUIAPBIHBIH 9CIpJIope, HUre319, TOPEK
TApPUXBIHIA «BAKJIAHTAH», «KEYKCHO» KEIICHEH
AIIOCIICH  TacBUpJay, TOPEK  MIJUISTEHEH
Y30WITENIOHENIeH IoTaNITy Tpo0ieMackl  OeloH
THITBI3 OoioHroH. Tapuxka mNapoaus, HPOHUS
KY3JIETCHHOH SIKBIH KHJICTI, aJlap WHCAH SIIdCIICHEH
sTHA KBIMMMOTIIOPEH Oapiblif, XaoC POBEMICHI
OCIIKAH YKAMTBISTHTY aJ[oM OaJTaChbIHBIH UCOH KAy
I0JUIAPBIH 33ITH.
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6. W. Amap hom O. Ilamyk ocopmopeHd
TapuXu BakKbIirajap, YbUIOBIp OyIIymaH TYyKTarl,
«HappatuB» / «TeKkcT» paoBeleH aina. Hokb MeHd
«HappatuB» CHIM(ATBl TAapUXHBI TOpIE SAKKa
IOHOJNTENTOH  BaKbIMrajgap TyIUITAHMAachl — HTEIl
Kapapra spasM HTd. Tepek s3ydsUIapbl ©4eH
TapUXH TPOLECC, «YTKOH-OYTeH-KHIIOUOK» TYPHI
CBI3BIKJIBI arbIM TYTEI,  OUYPAKIIbl, KHHOTTOH TyraH
BaKbIfTalap ©OCTEHJICK HTd TOPraH XaocC TYJIIbI
JIOHbs, IIyHA J1a OYPAKIBUIBIK aepyda UrbTHOApra
JaeK, AWl CaHana.

7. Tepek omoOHMATHIHIAA MTOCTMOACPHU3MHBIH
y3eHuonekie Owmrece Oymapak, WM. Amnap
WKaTelHAa  (QopManamkaH — Tapuxu-Gancodu
(ucToprocoUK) POMaHHBI KYPCOTEPrd KHUPIK.
AHBIH TIO9THKACHl TaJoTH TAPUXHM POMaHHApJAH
aepblia: 9CopHEH CroKeThl hom ¢alynackl Tapuxu
YTKOHI® OylraH Bakblifranapra ajulto3us HTen
KeHO Kapaja, TapuXW Bakbliirasap (akT HuTemn
anplHMbIA. Hokbh MEHS WIIymibl KYpeHEIl TepeK
omebu  toHkemiTeHge O. Ilamyk, ©O. Illadak
9CapIIOpe TUPACEHId OIXACIOp yaATyra Kutepa. bep
TOPKEM TAIUMHOD TOPEK COIHMYMBIHBIH hom

3THOCBIHBIH (dopmanarysiH TacBHUpJIaraH,
apXeTUIUK oOpas3jiapra HUIE3JIOHIOH OCOPIIOPHE,
aJNapHbIH MOCTMOAEPHUCTHK MO3THUKAra
HUT'C3JI9HCII SA3bUTYyJIapbIHA I/IF’bTI/I6ap HUTMAY
cobomie, TapuXW JAOPECICKHE  KYPCOTMOYID
raemiwiep. by ocopiopms Tapuxu Bakbldraiap
KbICaJapblHA  yTHIPTBUIBIN, OWJTeNe  TapuxH

HIOXECIOP SIBMBIIIBIH CYPITIIdY MakcaT HUTel
KyelIMBbIH, KHPECEeHYd IHajioryiap, MOHOJIOIIap
«Tepkust s3mbimbly, «Tepkus hom KenOateim
KapIIbUIBITEDY, «IOYJST Tapuxbl hoM JOHBSHBIH
0eTye», «TOPEKIIOPHEH TApUXM SIIOY MOIbHACE»
KeOeK aepbIM KOHLENTIapHBI auyyra He3 ToTa.

8. Omere xe3MaT Tepek hom  Tarap
OMa0USTIAPBIHA YarbUTBIII TamnKaH
MOCTMOZAEPHHUCTHK SCIPIISPTra KY39Ty dopMackiHIa
Oamkapeuiipl. bep Mokano KelcamapblHIa HKe
O/10OUATHBIH Y3€HUOJIEKIIE QCOPIIOPEH, aBTOPIAPbIH
AKTBIpTY MeMKkuH Tyren. Lllym coborute Oamika
A3yYbUIAPHBIH  IDKATiIaphl, IOydaid yK (oHHHU
MOKAJIOHEH OHpPOHY OOBEKTHI OyJIraH SAUIUIOPHEH
ocopiope 10 TarblH Ja TYJBIPAaK, THPIHPIK
aHaJMM3NayHbl Tajom WTo. Mokansae OupenraH
HOTWXQNOp Tatap hoMm Tepek onobusTiapbiHIa
MOCTMOJICPHUCTHK napajiurManbl aHjayaa
apasmue Oyina ananap.

Homraxk
Xe3MOTTd LISPEXJIOHI'SH, SHAa CYpOTJIdy Tele
OeloH s3pUIraH  TaTap hoMm Tepek TeleHaore
OCOpIOpIld  NIOHBSHBIH ~ OepbeTeH  OynMaBbl,
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KOHKpPET Oep CypoTioy ajbIMbl SPJIOMEHII® TEHO
YBIHOAPIIBIKHBL TACBUPJAy MOMKHH TyTeluiere
aublk darpula. by WKe Tepku oao0usITTa Ja
KCILICHCH YPBIHBI, OWJTEIoHENIe, Sy MaKCaThl
h.6. Typeinaa sHA dancahm-3CTETHK, KTUMATBIH-
MOJIOHU KOHIICTIIUSIIOP TYYhI TYpbIHAA coitnmu hom
JOHbSHBI KaOyJl WTYHEH, Ky3aJUlayHbIH hoMm aHbI
COHTaTh4d  YarbUIABIPYHBIH  IOCTMOJCPHUCTHUK
nmapajgurMara HHWTE3JIOHToH sHa (hopMachl OyIIbII
Topa.
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XX-XXI| BekoB B cBeTe IOCTMOJECPHUCTCKOW KOHLeNnuuu. B (okyce BHUMaHHMsS aBTOpa CTaTbH
OKa3aJIMCh HJEHHO-3CTETUUECKOe cBoeOpasue HX Mpou3BeleHUil: Qunocodckue uaeH, KOTOpbIe
HAIIUTM OTPaKEHHE B MX TBOPEHUSX, XyJ0)KECTBEHHBIE IIPUEMBI, UCIIOJIb3yeMble aBTopaMu. OOBEKTOM
H3y4YeHHsI TIOCTYXKuUIa Mpo3a TaTapckux nucateneid . baiipamooit, 3. Xakuma, H. ['sriiMaTanHOBOM,
I'. T'mmemanoBa, M. Marauesa, @. SIxuna, Typenkux nucateneit 1. Anapa, O. Ilamyka, A. [agaxa,
00eCIICUMBAIOIINX PAa3BUTHE HAIMOHANBHON KyJibTypel. @miaocodckme B3rmsamer M. Marauesa,
H. I'mmataunoBo#, I'. I'mibpmanoBa, 3. XakuMa, UX XYyIJOKECTBEHHBIE NPUEMbl U ICTETUUECKUE
OPHUEHTHUPBl PAacCMAaTPUBAIOTCS B CBETE KYJbTYPHOIO W JIUTEPATypHOIO KOHTEKCTa KoHHa XX —
Hayaia XXI Beka, a mnpousBeneHus D. bailjpamoBoit u @. SxuHa HHTEPHPETUPYIOTCS B
MHU}OIIOTHYECKOI N MeTapU3MIEeCKOH TUIOCKOCTSIX, POMaHbl TypEeLKUX HHcaTeleld — B KOHTEKCTE MX
cBsA3el ¢ apaOCKOM M BOCTOYHBIMHU JIMUTEPAaTypaMHt, B paMKaX KaHOHOB ITOCTMOJICPHUCTCKOM MO3TUKU.

B crarbe cucrematu3upoBaHbl MHGOpMALMs ¥ (aKThl M3 Pa3IHMYHBIX HWCTOYHHKOB, MMEIOIINX
OTHOILICHHE K MOCTMOJICPHUCTCKOMN MapagurMe B TYPELKOH JuTepaType; aBTOPHI MOMBITAINCh AATh
0030p COBPEMEHHOM TYpeLKOH JuTepaTypbl. BriepBbie B Hay4YHBI 000pPOT BBOJSTCS MPOU3BEACHHS
coBpeMeHHOT0 Typernkoro mucarens Anuda [lladaka. MeTomomornueckoii OCHOBON HCCIICIOBAHUS
MOCIIY>)KMJIM ~ CPaBHUTEIbHO-UCTOPUUECKHUH, THUIIOJOTMYECKUA U TEPMEHEBTUUYECKHI METOHBI.
HccnenoBanue Besoch ¢ ONOPOH Ha JIyUIIUE TPAAULMU KYJIbTYPHO-UCTOPUUECKON IIKOJIBI.

KnaloueBble caoBa: TaTtapckas JIMTEparypa, TypelKas JHTeparypa, IOCTMOJIEPHH3M,
MHU(OTBOPUECTBO, METaQU3MUECKUH pean3M, HappaTHB, HHTEPTEKCTYaIbHOCTD, APXETUIIBI
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