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The works of the famous Tatar writer A. M.
Gilyazov have already attracted attention of schol-
ars (see e.g. [Kurakova], [Khabutdinova, 2009],
[Khabutdinova, 2010], [Khabutdinova, 2011],
etc.). Some of his works have been translated into
the languages of the peoples of the Russian Federa-
tion and the CIS, into English, Hungarian, Turkish
and Czech. The study of the writer’s work with re-
gard to translation was very promising
[Khabibullina].

Tatiana Mainagasheva translated A. M. Gilya-
zov’s drama “Three Arshins of Land” into the
Khakas language in 2015. The object of our re-
search was the text of the production of “Pyrom
Tasta, Chirim” (“Forgive Me, Land!”) based on A.
M. Gilyazov’s story “Och Arshyn Zhir”(“Three
Arshins of Land”) and the drama of the same name
[“Pyrom Tasta, Chirim”]. The subject of the re-

search is the specifics of reflecting the linguistic
and cultural features of the original text in the
translation to the Khakas language.

The purpose of the research is to reveal the
most characteristic elements of the translator’s lin-
guistic world view in the dramatic discourse.

The studies of the language ethno-cultural spe-
cifics reflected in the idiolect of its speaker are still
relevant today, which, in its turn, determines the
relevance of this study.

Today, the issue of translation of drama is one
of the least studied aspects of translation studies.
As L. L. Babaeva correctly notes, the analysis of
contemporary literature on the problem convinc-
ingly demonstrates the insufficient study of theatre
translations. Almost all the research on the transla-
tion of drama published since the beginning of the
1990s start in the same way: translators and phi-
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lologists whose work is connected with the theatre
have received little attention from the researchers
until now” [Babaeva, p. 71]. This was also pointed
out by other researchers [Schultze, p. 178], [Bass-
nett, p. 119].

Among the main reasons why the translation of
drama has not received a comprehensive theoreti-
cal justification yet, the researchers point out the
following ones: the ambiguous nature of drama,
difficulty in determining characteristics of drama,
the connection between the translation of drama
and its interpretation on the “other” stage.

I. Levyi, a representative of the translation
school in former Czechoslovakia, was one of the
first people to define the potential purpose of
drama for the stage as a separate problem of trans-
lation and to give it a scientific justification. His
conception proceeds from the basic characteristics
of the stage dialogue, which requires the immedi-
ate attention of the translator working on the text
of the play [Levyi, p. 188—196]. According to D. A.
Olitskaia, the key idea in the Levyi’s concept is to
perceive the target text of the play not as the ulti-
mate goal, but as a means to create scenic images
in interaction with the rest elements of the play on
its basis [Olitskaia, p. 20]. Such interaction re-
quires a certain degree of flexibility from the text,
so I. Levyi denotes a specific measure of accuracy
in the dramaturgic translation as “uneven”. It is
caused by the translator’s flexible attitude to the
text, as sometimes the most important thing is to
convey the subtlest connotation accurately; and
sometimes it is vital to preserve the style, or into-
nation [Levyi, p. 209]. However, in general, the
translator should translate and artistically recreate
the entire text of the drama.

As D. A. Olitskaia notes, I. Levyi includes not
only the stage of interlingual transformation of the
text of the play in the process of theatre translation,
but also the possible prospect of its further trans-
formation into a theatrical text. At the same time,
direct interference appears between the translation
and the production: on the one hand, taking every
specific decision, the translator should be guided
by his conception of the principle idea of the play.
On the other hand, the interpretation of the play is
of direct practical importance for the production,
and sometimes it can be crucial, for example, when
interpreting the characters on the stage. However,
these relations can remain quite free due to the
phenomenon of translation plurality, which Levyi
considers the best alternative to the method of
stage interpretation [Olitskaia, p. 20]. I. Levyi em-
phasizes that a director who wants to interpret the

play differently than it was done in translation will
need significant changes in the text and consider-
able efforts made by the troupe. Therefore, canoni-
zation of a single, standard and exemplary transla-
tion can be justified for the drama less than for any
other genre [Levyi, p. 216].

When translating a dramatic text, the translator
should achieve the “speakability” of lines. M.
Snell-Homby explains “speakability” (German —
“Sprechbarkeit”) as the properties of the language
and organization of the text of the play which al-
low actors with their voice and breathing as “in-
struments” to reach every person in the audience.
To achieve this, the rhythm of sentences in transla-
tion should coincide with the natural rthythm of the
actor’s breath [Snell-Hornby, p. 107]. P. Pavis, a
French theatre theorist, and A. M. Wachsmann, a
German researcher, argued against this primitiviza-
tion of the translation [Pavis, p. 224],
[Wachsmann, p. 51].

The key idea of Pavis’s concept is to subordi-
nate the translated text to the production, since
only in this case it will be connected to the situa-
tion of the stage statement: “This property of the
theatre translation allows the actor to substitute the
text with all kinds of acoustic, plastic, mimic and
body language techniques” [Pavis, p. 224].

The German theatre critic E. Fischer-Lichte
addresses the issue of drama translations in an even
broader context, notably in the context of a cultural
transfer: the theatre “interprets” the drama trans-
lated from a foreign language into one’s own lan-
guage, from another culture (source) into one’s
own, embodying it on the stage in the conditions in
which the theatrical processes take place in the re-
ceiving culture [Fischer-Lichte, p. 129].

As D. A. Olitskaia points out, the presented
points of view on the problem of the translation of
drama demonstrate diversity of approaches (liter-
ary, linguistic, pragmatic, theatrical, and cultur-
ological) merged into one and thus revealing its in-
terdisciplinary nature. Firstly, it is caused by the
“borderline” position of drama between literature
and theatre, on the other hand, by the status of the
theory of translation itself. Secondly, contempo-
rary studies describe the specifics of translation of
drama at the intersection of translation and theatri-
cal (stage) discourse. In this common space, trans-
lation and production converge organically based
on such concepts as transformation, interpretation,
concretization, and adaptation. Thirdly, when
translating a drama, the translator views the target
text as an a priori given goal in two different ways:
the first one presupposes the preservation of a po-
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tential set of stage implementations in the transla-
tion included in the original text (e.g. as “theatrical
potential”); in the second case, the target text is fo-
cused on the “theatrical idiolect” (E. Fisher-
Lichte’s term) of a specific director, that is, it con-
tains one of their own “ideal” productions [Olit-
skaia, p. 23]. Thus, it is obvious that the controver-
sial issue of theatricality as “the quality or integral
nature of the text”, or as “the pragmatic use of the
stage tools” plays an important role in the theory of
drama translation [Pavis, p. 366].

Tatiana  Mainagasheva’s “Pyrom  Tasta,
Chirim” is a dramatic text generated to be staged.
In Khakassia, she is known as a translator of W.
Shakespeare (“King Lear”), G. Figueiredo (“Ae-
sop”), Ch. Aitmatov (“The Day Lasts Longer than
a Century”, “Mother’s Field”, “Mankurt”), S. Zlot-
nikov (“A Man Came to A Woman”), F. Buliakov
(“Old Women Got Married”, “You Love Me —You
Do Not Love Me”), etc. into the Khakas language.
T. Mainagasheva is truly experienced in translating
dramatic texts and staging prose. When creating
the production based on the story “Three Arshins
of Land” and the same drama by A. M. Gilyazov,
T. Mainagasheva took into account the fact that
she was doing it for staging the production in the
Khakassian theatre.

“I learned about the play “Three Arshins of
Land” at the festival a year ago, | happened to see
only the end of the play just before our group left
the festival. Unfortunately, and maybe fortunately,
I did not see the whole performance. But those last
scenes hooked me up so much that I became en-
thusiastic about staging the play in Khakas”, said
Turii Mainagashev about his idea concerning the
production of “Forgive Me, Land” [“For me this
performance is a penance”] in his interview about
The Seventh Karim Tinchurin International Thea-
tre Festival of the National Drama (September
2014) and the production of “Three Arshins of
Land” by the Naberezhnye Chelny Tatar State
Drama Theatre (Premiere on March 15-16, 2014)
[Khabutdinova, 2014, Stsenicheskaia istoriia...],
[Khabetdinova, 2016]. During the discussion of the
play, Tu. Mainagashev got acquainted with Nakiia
Gilyazova, the writer’s widow. The fate of the
work tugged at heartstrings of the Khakas director:
it took him a whole year to think through the mate-
rial.

The premiere of the play “Pyrom Tasta,
Chirim” (“Forgive Me, Land”) based on “Three
Arshins of Land”, the story and the drama by A.
M. Gilyazov, took place on the Khakas stage on
November 27, 2015. This project, realized as part

of the Year of Literature, gave a new impetus to
the strengthening of friendship between two related
peoples. The play was favourably received by both
ordinary spectators and experts [Kilchichakova,
Sagataeva], [Kashapova], [Tatar Kklassigy...],
[Tolmashova], [Khabetdinova, 2016].

Among the first people to respond to the pro-
duction were the staff of the “Khakas publishing
house”. In her response, N. A. Tolmashova notes
the universal aspect of the theme of A. M. Gilya-
zov’s work: “The tragic story narrated in the play
and the fate of the main characters are relevant not
only for the Tatar people, but also for the Khakas
and many other peoples living in Russia”. The
methodologist of the publishing house believes that
Tatiana Mainagasheva managed to convey “the
main idea of the work, which is that the land of an-
cestors, the language and the faith should not be
betrayed, sold or destroyed. Thousands of Khakas
families experienced the events narrated in the
play. The translator was able to successfully con-
vey the theme of the return to historic and national
roots in the Khakas language. She seeks to bring
up a sense of love for “the small homeland” in the
reader, the land where, during the “crisis”, the fate
brought much bitter experience to the protagonist:
the life lived in a foreign land, longing for the
homeland, disappointment, etc.” [Tolmashova].

As she was not proficient in the Tatar lan-
guage, T. Mainagasheva had to translate A. M. Gi-
lyazov’s work [Gyilazhev, 2002, pp. 48—101], us-
ing the sources written in Russian as well: the
translation of the story “Three Arshins of Land”,
written by I. Gizzatullin [Gilyazov] in 1964, and
the translation of the same tragedy, done by A. M.
Gilyazov himself [Archive of A. M. Gilyazov]. In
the 20" century, the Russian language became an
important means of expressing the ethnic culture,
fulfilling the role of a “bridge” language, “that for
the first time in history connected the artistic
shores of peoples who have not known about each
other before”, wrote Ch. Aitmatov [Aitmatov, p.
82].

Literary connections with other peoples were
crucial during many periods of Tatar literature,
though the amount of translated works was always
different. The share of translated literature and its
significance increased during transitional periods.
“It is vitally important for Tatar literature not to
become isolated in its own space, to grow and de-
velop, including being translated into other lan-
guages...”, says Alena Karimova, an interpreter.
“It is the only way for Tatar literature to get a real
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opportunity to be inscribed in the world cultural
literary context” [Karimova, p. 35].

There are general requirements for literary
translation. The main thing is that such translation
must be true to the original; must accurately con-
vey the content of the original, not only in general
terms, but also in detail. According to E. F. Nagu-
manova, “the translator’s work differs from the
original work in its dependence on the subject of
translation, which must be reproduced in another
language” [Nagumanova, p. 73].

Language is a bright indicator of a particular
national culture. The language in which the work is
written often abounds in the realities of life, his-
tory, culture, which are characteristic of particular
native speakers. The difficulties in translating lit-
erature result exactly from this. There is a socio-
cultural barrier between languages, which appeared
due to the differences between the source culture
and the target one. Thus, translation from one lan-
guage to another is not just a replacement of the
language, but also a functional replacement of cul-
tural elements. Fortunately, Tatar and Khakas lan-
guages belong to the Turkic languages of the Al-
taic language family, spoken by numerous peoples
and ethnic groups of Russia: the majority of the
population of Uzbekistan, Kazakhstan, Azerbaijan,
Kyrgyzstan, Turkmenistan, Turkey, some part of
the population of Iran, Afghanistan, Mongolia,
China, Romania, Bulgaria, Albania [Gadzhieva, p.
527]. However, the absence of translations of Tatar
works into Khakas from the source language and
almost lost contacts between these kindred peoples
have made the work of a translator very difficult.

According to the translator’s own admission,
before starting the work on the production, she
conducted a linguistic and cultural analysis of the
text to identify the discourse units, the cultural
meaning of which could interfere with the transla-
tion and the perception of the performance by the
audience. To that group T. Mainagasheva referred
those units that are the most significant “markers”
of the linguistic and cultural meaning of the Tatar

language:
e proper nouns, toponyms (Mupeanu, [llomce-
eaan, Munaywo, Illopugocan, Ilatixpaswiil,

Tauga, Kapauypa, Yyan, Yyke, Kvizvinap,etc.);

For example, when translating from Tatar into
Russian, the meaning of the set expression kbie-
Kypman was turned into the exact opposite with the
element of idealization —Kudriavyi les (Curly for-
est):

BPUT'AJIUP. A ecnm mompoGoBaTh Ha CTaHLUH
Kynpseeiii mec?.. Ilomamer MHe. AKT mopmumiere?
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(BRIGADIER.What if we try it at the station
“Kudriavyi les”?... I’ll be in trouble. Will you sign the
act?) [Archive..., p. 6];

* names of national dishes and clothes:
koumax (rus. onanpy; eng. pancakes), corvixecane
(rus. oBcsHBINA KHcenb; eng. oatmeal jelly— thick
mushy meal made of oatmeal flour), moxmau (rus.
cym-namma; eng. noodle soup), kymau (rus.
Oymouka; eng. a bun), wymnanet 6Ganews (rus.
OOJBITION TTUPOT, MOAABACMBIA ¢ OYIHLOHOM; eng. a
big traditional pie served with broth), 6a0ai
umokne Kyamok (rus. TIaThe C  MEIKUMH
obopkamu; eng. a dress with small frills), mecken
Oypex (rus. mamka ¢ TOJXYCPEPUUECKHUM BEPXOM;
eng. a hat with a hemispherical top), etc.;
tools and objects of everyday life:
bacmeippix  (rus. ApweiH; eng. a bludgeon),
aocunkanka (rus. KepAsHble BOpOTa; eng. sectional
gates), namasavix (rus. MOJIUTBEHHBIN KOBPHK; eng.
a prayer rug), uukkaHcence (rus. BBIIIUTOE
nojioteHle; eng. an  embroidered towel),
azauoembe (rus. O0oTaso — pHIOHAS CHACTH; eng.
botalo — a fishing tackle), etc.

For example: Bopoma opvinom ne 3axpenunu
(“You didn’t fix the gates with a bludgeon”) [Ar-
chive..., p. 21];

* idioms: yeimsipman kya (rus. Kpemkue py-
yuia; eng. strong big arms) xkaun xarmeipan (rus.
IpOXKaTh OT cTpaxa; eng. shiver with fear), ocene
komuipa (Trus. paccepIUThCS HE Ha IIYTKY; eng.
burst into anger), kapaxero (Tus. ¢ XMypbIM JTUIIOM;
eng. frowning face), yinawuer emex (rus. BIIUBas
HeBecTa; eng. a lousy bride), uynpaxbaws (rus. ps-
MUYHAs ToJIoBa; eng. a numb-head) etc.

S1-To myman, yTo MUpBaIK K CBOUM JPYXKKaM YMO-
Tal, a OH, OKa3bIBACTCS, YBEJ KOHS, YTOOBI IIPHBE3TH B
MOW JIOM 3Ty BIIMBYIO HeBecTy! Sl ke BO3Bpamaroch
JIOMOM, Kak >XaJKWi OemHSK, OMyCTHB HH3KO TOJIOBY.
Hy, tpsmuunas tBOs romosa, uro 3acteura?! (I thought
Mirvali took off to his buddies, but he stole a horse to
bring me this lousy bride! I will come back home, like a
miserable beggar, keeping my head down. And you, a
numb-head, why are you standing here frozen?!) [Ar-
chive..., p. 22].

When preparing an authorized translation into
Russian A. M. Gilyazov replaced Tatar idioms
with similar ones from the Russian language:

<...>mIyn Xoepde TacThIMAIbl 6YEeH SIPMHUHKS Kaaap
SAPMUHKOHE Tanuian kadykaH aureH! bepeHdue TamksIp
SAPMHUHKOTS WKe aT jxurem OapapMm!.. hom kaWThIm
KWJIOM,  sIpibl-g0araiickiMaH, ChIHap aT  OeJoH
tepkenzon!... XypasirbiHHaH yiopiek! Mo, kuGok6a,
HU Tepanen karTeiH? [Gilyazov, 2012, p. 72].
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Shakhrazyi Bai calls his daughter-in-law
xaepue macmuimanvi— ‘the towel of a beggar’, calls
himself ‘a miserable beggar’— apnwvi-s6acaii, and
he refers to his wife with an insulting phrase
Kubaxoaw— “a numb-head’.

M. Gilyazov even translated the idiom xwi3611
ymavl iopmmazul kKanmaii myzen [ibid.] with a pe-
jorative word — uwiroxa (a whore) [Archive..., p.
22];

» mythological figures: Honxup-Meonxupnop
(the angels interrogating the deceased afterlife),
easpaun (rus. Aspaun; eng. Azrail — the angel of
death), asicoaha (an evil demon in shape of a ser-
pent). Aubin ma HubIPaM — dJUEHHIH MIHee Myl-
Mmac axcoaha xuren ma ywiea [Gilyazov, 2012, p.
78]. While editing the authorized text, A. M.
Gilyazov resorted to omission (Bom, eom... Ca-
Mmoiti onvuwioi...; eng. This, this... the biggest
one...), which deprived the line of expression;

* mythical images. Thus, the faith of the
Tatars in the return of the soul-bird was reflected
in the Horus’s song:

Ha crapom xiranburie, B
CTOpOHKE,

CTOUT COCHa, KaK ObI 00-
HSBIIHCH

¢ Oepe3Koi TOHKOIO HaBe-
KH.

Ilox Tuxwuit mojor Uux BeT-
Bet

[[MamcerasiH B poiHYIO
3EMITIO

OITHOCETbYAHE TIOJTOKHIIH.
Hx 6110 MHOTO, COXpa-
HUBIIIHAX

B IyIIE €€ MPOCTOE MM,
MIPHIIEIINX BCTPETUTHCS,
MIPOCTHUTHCS

H, TI0 00BIYAI0 OTIIOB,
YCThIPE HOBBIC CKBOPCYHU
B YIUJIaX OTpajbl YKpENu-
. ..

Uewm Gosbiie y Te0st poj-
HH,

Ipy3ei, — TeM TOJbIIe ’
CBeTIIee

TIPOJUTUTCS TaMSATH O TeOe!
[Archieve..., p. 40]

* metaphors, proverbs, vulgarisms,

In the old cemetery,

there is a pine further off
as if embracing a thin birch
forever.

In the native land, under
their branches, Shamse-
gaian was buried

by her fellow villagers.
Many of those, who re-
membered her name,
came to say goodbye to her
for the last time,

and, following the ances-
tors’ tradition,

they fixed four new star-
ling houses

on the angles of the
fence...

The more relatives and
friends you have, the
longer you will be remem-
bered!

dialec-

tisms, etc.: wankato (rus. BIHYTh, OOBUCATH; eng. to
fade, to sag), emex (rus. HeMpUBIEKATEILHBIN, He-
TTOJTHOIICHHBIN (YeoBeK), oOOpBaHell; eng. an
unattractive, defective (person), a ragamuffin),
6ypcy (rus. mpeTh, TYXHYTh; eng. to become rotten,
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to go bad), oraxmueipy (rus. cocnarb, 3arHaTh; eng.
to exile, to hunt down), uaykanwix (rus. Moaoaou
Oepe3nsik, Oepe3oBbI KYCTapHUK, eng. young
birch forest, a birch shrub), weipasix (rus. 4dama,
gamoba, TycTeie 3apociu; eng. a thicket, dense
thickets), xanparo (rus. 3anaBaTbcsi, BRICOKOMEPHH-
yaTh; eng. to peacock, to behave arrogantly), noocy
(rus. cMATYUTBCA, TEPATH AIACTHYHOCTH (00 OBO-
max He NepBOod cBexectn); to soften, to lose
elasticity (about not fresh vegetables)), ammanroy
(rus. cienuTh, KOe-Kak yCTPOUTh, COOPYAUTH; eng.
to form, to make , to build of the things available,
usually not of a good quality), etc.;

* words used to address people in the Tatar
language: abwlii, Kbi3bIM, MY2aHKall, HCU3HU;, Oax-
oau is word used by Mirvali to address a hospital
horse; konviHbIM, capblObLIOBLIBIM, HCAHAUBIM aTe
nicknames given to close people (a child, a be-
loved person, a husband, a wife, etc.); adaw is the
word used to address the namesake, etc.

The list of the lexical units that require clarifi-
cation in the target text were identified as follows:
Axbysamis  benokpeuiblii, Apramak (White-
winged, Argamak horse) in Russian translation;
linear measures — waxpvim — Bepcra (1,5 km)
(verst), the distance at which the voice can be
heard; weight measurements — nom — myx (16 kg)
(pood), an obsolete unit of weight measurement,
etc.

Having revealed the culturological potential
contained in such units and “having deciphered the
cultural codes” of the Tatar people, T. Maina-
gasheva filled it with Khakass ethnic content in or-
der to make the text more understandable for the
Khakass audience.

The translator always follows the basic re-
quirements, which is to preserve the semantic and
structural equality and equal communicative and
functional properties. Despite these requirements,
T. Mainagasheva decided to change the name of
the original text completely: instead of “Three Ar-
shins of Land”, the translated work was entitled
“Pyrom Tasta, Chirim” (“Forgive Me, Land”). In
this case, the pragmalinguistic goal of the transla-
tion is to achieve the desired impact (communica-
tive effect) on the recipient of the translation. The
task of the translator was to give a summary of the
plot of the Khakass production. This method of
translation is aimed at improving the perception of
the content of the work by the audience. The trans-
lator made the motive of penance the leading one.
Yu. Mainagashev builds the play as penance; how-
ever, in A. Gilyazov’s version, the main character
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did not repent and did not apologize to fellow vil-
lagers [Khabetdinov, 2016].

The literary critic M. Khabutdinova argues that
translated into the Khakas language, the structure
of the original Tatar play underwent a radical re-
structuring: “The action of A. Gilyazov’s story
“Three Arshins of Land” (1962), on the basis of
which the drama in three acts was created (1972),
comprises a whole era in itself: New Economic
Policyl, collectivization, the Great Patriotic War of
1941 — 1945, post-war construction, the Khru-
shchev “thaw””. The life of the main characters —
Mirvali and Shamshegaian — is inscribed in this
huge frame. The writer’s attention focuses on the
ordinary representative of the people — an ordinary
worker who became a victim of the era of “the
great breakthrough”. In his play, A. Gilyazov
shows what a gap there was between the human
striving for creation and destructive tendencies of
the era.

The social life violated the natural course of
life, took the hero away from the ground, from the
origins. The author considers it the main cause of
the character’s tragedy, his moral degradation.
With A. Gilyazov’s idea in mind, director Yu.
Mainagashev follows the interpreter and “in-
scribes” the life of his main characters— Andrus
and Altynakh — into the chronicle of collectiviza-
tion and political repressions in the Republic of
Khakassia. One of the consequences is the change
of toponyms: Abakan is used instead of Karachur,
the Abakan River, one of the largest left-bank
tributaries of the Yenisei, is used instead of the
river Chual. The outlines of the Tatar village van-
ish and the Tatar homeland is turned into the land
of Khakassia, to which the protagonist repents.

The chorus of forces of nature turns into
NKVD? officers who dominate in the Khakas pro-
duction and performance. They read decrees,
documents, orders of the Soviet authorities, whis-
tling and commanding to give the rhythm to the
performance. Thus, the audience witness a political
conflict between the totalitarian power and the

! (In the Soviet Union) a program in effect from 1921 to
1928, reviving the wage system and private ownership
of some factories and businesses, and abandoning grain
requisitions (Translator's Note).

? The Khrushchev “thaw” is an unofficial name of the
period in the history of the USSR after the death of Jo-
seph Stalin (from 1953 to 1964) (Translator's Note).

3 NKVD, The People's Commissariat for Internal Af-
fairs abbreviated NKVD was the leading Soviet secret
police organization from 1934 to 1946. (Translator's
Note).
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people. The creators of the play focus on the politi-
cal process of the formation of the Soviet power in
the region. The storyline of Andrus and Altynakh
is dominated by the political conflict. The main
traits of Andrus, the features of his inner world,
appearance and behavior, are determined by his at-
titude to collectivization. All this is reflected in the
stylistics of the stage interpretation of Gilyazov’s
story. The production “Forgive Me, Land!” is dis-
tinguished by its documentary nature and strict ad-
herence to the facts. As the plot develops, the play
takes the form of a tragic chronicle [Ibid., p. 10-
11].

According to the responses in the press, in her
literary translation, T. Mainagasheva managed to
convey the feelings and emotions of the characters
from A. M. Gilyazov’s work. The production is
characterized by scrupulousness in depicting the
images. Grammatical means are of great impor-
tance in depicting the psychophysical state of the
characters. At the syntactic level, emotionality is
achieved by changing the usual order of words, us-
ing ellipsis, inversions, repetitions, rhetorical ques-
tions, exclamation sentences:

AHapyc: Hume? Apaubuian xamapua uTue3ep
6e? Baronna na Too3bul map6asbiH, 1?7 TaObpax xblita
unibizepre kecteHuedep O0e? Mucer Jie monOa3bIH,
cipepae jae meipo nonbaseiH, A7 [Pyrom Tasta, Chirim,

p- 8].

Below is the comparison of the original and its
translation:

MUPBAIJIN. Yro? U3baBuThCS mOCKOpee XOTUTE?
Jlumes OB He 31ech, HE B BaroHe, ymepna, a? [Ar-
chive..., p. 3]. (MIRVALI What? Do you want to get
rid of me as soon as possible? Hoping I would not die
here, not in the train car, eh?)

To reflect the state of the character in the text
of the performance through the dialogue, T.
Mainagasheva resorts to graphic means (pauses are
marked with dots, dashes, etc.). The emotional
pauses in Andrus’s remarks express his irritation,
protest against interference in his life:

Arnpyc: Kem? Xaxan? Xaitmay? Kjm minmepre
XbIH4a3ply. [lonblc mosap mom3ay, MOJBIC, IIOJBIC
nmonbasay... [Pyrom Tasta, Chirim, p. 10].

Below is the comparison of the original and its
translation:

MUPBAJIN. Ee Hemp3s KiIacTb B OOJBHUILY...
Henw3s ee octaBmsare. (MIRVALI: We shouldn’t take
her to hospital... We shouldn’t leave her alone.)
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<...>

MUPBAIJIN (3acopaxcusas 0sepv 6 kyne). Hert!..
(I1s050 mo na @envowepa, mo na bpueadupa.) Vinu BeI
JIyMaeTe, s 1Mo CBoei oxore cobpaics B gopory?.. Cka-
KU €, UTO €€ XOTAT BbICAJANUTh, OKaXeT oHa BaM!.. Bce
PaBHO OHA HE OCTAaHETCS, XOTh HAa YCTBEPCHBKAX, JIa TM0-
noiser 3a moe3noM ... Jlo KapauypoBo oHa Toponurcs
nmoexath!.. (Ocexwiucy 1 ClLO6HO GCNOMHUE UYMO-MO.)
Jlamuo!.. B camom nerne. .. Kak s panbine He cooOpa3mn?
Hano ocraButh Hac. Ocranemcst Mbl. XOTBCHIION, JaHa-
nmoocraButhee [Archive..., p. 5]. (MIRVALI (blocking
the door in the compartment). No!..(Looking at Para-
medic, then at Brigadier.) Or do you think I really
wanted to go?.. Tell her that they want to drop her off,
she will teach you a lesson!.. She will not stay here
anyway, even if she has to crawl by the train ... To Ka-
rachurovo, she hurries to get there!..(Stopped talking as
if remembering something.) Okay!.. In fact ... How did
I not realize it before? You should leave us. We will
stay here. We must keep her here even if we have to
force her).

While preparing the translation, T. Maina-
gasheva restored the words related to Turkic lan-
guages, which allows the translator to transfer the
ethnic spirit of the original text.

For example, we observe this by using the
word “at”, which stands for the horse both in Tatar
and Khakass:

Aunapyc: I[ap3a, ikjney mapapOsic. Ikjuey chix-
xa0bIc, iKjey ainaHapObic. AT mupiHep, xa3aaja aT
kjprem [PyromTasta, Chirim, p. 16].

In an authorized translation of the drama, this line
is presented in the following way:

MUPBAIJIN. Ecnu yx exaTh, TO TOJBKO BJIBOEM...
BnaBoem Beiexanu, BaBoeM U BepHeMcs. (Ilaysza.) Kows!
Maiite mue xons! Ecim yXx He CMOINIM COXpaHHUTH ei
’KU3Hb, TO HE TOXaJehTe, gaiTe KoHsA!.. B KoHroIIHE 51
npumertni... benoro, Genokpeutoro!.. Jlaiite MHe ero
[Archive..., p. 10]. (MIRVALL If you really want me to
go, then only together with her... Together we left, to-
gether we will return. (Pause.) The horse! Give me the
horse! You failed to save her life, then don’t be mean,
give me the horse!.. I saw one in the stable... The one
that is white, white-winged!.. Give it to me)

However, we think that when translating, T.
Mainagasheva narrowed the capacity of this word,
as in the source text the image of the horse has a
deeper meaning. M.Khabutdinova argues that the
image of the horse takes an important place in
AM. Gilyazov’s novel. Akbuzat appears in the
work as an “assistant”. The Tatar writer depicts
him as a character of Tatar epos (“The Dastan
about Chur Batyr”, “Zyiatyuliak and Susylu”), and
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Russian literature (S. Yesenin “Sorokoust™) [Kha-
betdinova, 2014, p. 571].

In her translation, T. Mainagasheva restores the
religious elements of the Tatar and Khakas lan-
guages, which are not used in the Russian lan-
guage, e.g. Xooaui — God, Lord, Allah:

Mapuc: Oomap Kener caamda moiapiap. Xyaai
onapHsI Kjp3iH [PyromTasta, Chirim, p. 6].

It is the specific choice of words and phrases
that helps the translator to create the ethnic atmos-
phere. For example, the word naza (child) can also
be found in the Tatar language:

AHIOpyc: (xazvipnanvin): Cuniy KCH
yaxaliaxTapsly Mauaa kupek ne? Yepek ausiprapua 6a?
CuH Xypymn TmapuaH auaccely... Tajla Jgaa TjpiT
nmonbazery!!! [Ibid, p. 34].

In an authorized translation, Mirvali angrily ad-
dresses the following charge to his wife:

Tr1 xxe mycrouser! becruiognsiii myctouser! [Ar-
chive..., p. 33]. (You're a barren fig-tree! A fruitless
tree!)

The literary Khakas language, not completely
identical with any of its dialects, selectively com-
bines phonetic (as well as morphological and lexi-
cal) features peculiar to different dialect groups.
Thus, in the literary norm, the sibilant sounds [c]
([s]), characteristic of the speech of the Sagais
people and the Beltyr people are placed instead of
common Turkic fricative sounds [q], [ma] ([4], [J]),
which are preserved in the Kachinsk dialect-mac
(stone) (compare it with the Tatar mawt), common
Turkic “nqg”, “qa”, “ta”.

The same is observed when using the word
0gepy (door) in the target text (compare with the
Tatar word uwex):

Acan (izsixk moxnramua): Dunep! Ty mapasiyap
6a? I3ik aseryap? [PyromTasta, Chirim, p. 18].—

O, ornoxau uyto au? B nepw cryuar (hence for-
ward the translation is done by the author — V.K.)

(Hey, are you deaf? There is someone knocking at
the door)

When reading attentively, it is easy to notice
phonetic correspondences found in Khakas and
Tatar languages, but absent in the text of the au-
thorized translation of the work: xyz (Khak.) — xyz
(Tat.) ‘hand, xyc (Khak.) — xy3 (Tat.) ‘eye, narmsi
(Khak.) — 6arma (Tat.) ‘axe’, wup (Khak.) — orcup
(Tat.) ‘land’, nwiuax (Khak.) — newwax (Tat.)
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‘knife’, xyoaii (Khak.) — xooaii (Tat.) ‘God’, moii
(Khak.) — my (Tat.) ‘wedding’.
For example:

AHOpyc (kunemin): XaWma manTh?
Tasta, Chirim, p. 31].

[Pyrom

Below is the comparison of the original and its
translation:

MUPBAIJIA (nocre naysvt). Bpems erme...ecTb...
Ects Bpems. .. I'me Tomop? [Archive.. ., p. 30].

(MIRVALI (after a pause).We still have time ...
have ... We have time ... Where is the axe?)

w¢e

Creating a portrait of the people, Tatiana
Mainagasheva retains in the text the fragments re-
lating to the characteristics of the ethnic cuisine.
So, the translator preserves the episode with a tea
ceremony:

Ken Yapwuu: Yiyu mabawm, 4eii izepre mapaay.

UruaT: AMOX, XBI3BIXaubIM, aMoX...(myosin ai-
ya). Kivir ceIpTiioxaubM, XycxaxaublM MuHiy... Camo-
Bap Typubic canuaszap? [PyromTasta, Chirim, p. 41].

Below is the comparison of the original and its
translation:

MUJIAYIIA. [denyuika, gaif moiaem muTs!

JIECHUK. Ceiiuac, nouenbka, ceituac... (I[loumas
ee.) DX, Tbl, Ky3HEUMK MaJieHbKUH... CoIoByIIKa...
Camosap, 3HaunT, noctapwiau? [Archive..., p. 42].

(MILIAUSHA. Grandpa, let's have some tea!

FORESTER. In a minute, darling, in a minute...
(Catching her.) Oh, you, my little grasshopper ... my
nightingale ... They put on the Samovar, huh? [Archive
..., p-42].

Translating the text, T. Mainagasheva restored
the vocabulary of kinship characteristic of the
speaking culture of the Tatar and Khakass people,
which A.M. Gilyazov did not preserve in the Rus-
sian text: words such as nabam — 6abam “my
grandfather” portray the ethnic atmosphere. This is
how the translator pays tribute to the ethnographic
traditions of the Tatar and Khakass people.

At the same time, there are loan words from
the Russian language in the text, functioning both
in Tatar and Khakass languages.

Umxi (Ammeinaxcap xjpin). Opaii... paloHHAy
UMXi KureH. .. Opai. ..

(AHapycxa) PallonHay mMXi MalIMHANBIU KHII-
red. On cipepni amap camap  u4upiyepsep.
[Migikreprumuenmupem [PyromTasta, Chirim, p. 14].

14

Below is the comparison of the original and its
translation:

BPAY (npuxpwvie Lllamceeasn npocmuinetr). W3
paiiona MammHa TpHOBIIA. XOTSA KPIOK IMOPSIOYHBIM,
OHM COTJIaCHBI JI0BE3TH NOKoWHuLy 10 Kapauyposa.
CBHIETENRCTBO O CMEPTH MBI BaM HamumeMm [Ar-
chive..., p. 10]. (DOCTOR (covering Shamshegaian’s
body with a sheet). The car has arrived from the district
town. Although they will have to make a detour, they
agree to take the deceased to Karachurov. We will issue
the death certificate to you).

This is a good example of using semi-calque,
consisting partly of the word-forming elements of
the Russian language. We can observe the same
example when using ideonyms, such as xoaxo3 (a
collective farm):

AnteiHax: Kinybra yeibuibiu uptipyenep. Ilap
Kuiepre MOJTUAH. Xa03ap XBIUBIPUAH.
[Tabamkonxosxakipue [PyromTasta, Chirim, p. 28].

Below is the comparison of the original and its
translation:

HTAMCET ASIH. Ham Hanmo ObIIO CXOAWTH Ha COO-
panue. W Xaiinap-a03blii Benen NpPUNATH... 3HaEIIb,
oTrery MOW  Toxe  coOupaeTrcsi  BCTyNUTh B
konxo3<...>[Archive..., p. 29].(SHAMSHEGAIAN.
We should have attended the meeting. And Haidar-
abzyi told me to come ... You know, my father is also
going to join the collective farm <...>)

Or xynak (kulak, a prosperous landed peasant
in czarist Russia, characterized by the Communists
during the October Revolution as an exploiter):

Xab63ap: Xapaa ujpuebic, MBIPOOBIC TacTa.
Usibuibluay  Tapacxian4adbic.CHH HOua YbIbLIbIUA
knibeesiy? [Tic KyJIaKTapHBI yamaactupua
caublHYaObIC... MaJI-XYCTapblH MBIHHAY Ccepepre.
Ikinxizec  caubICTHIWIApAayap  4Y0OX  MapuaH...
Cunneyepkjnranacrapnapbutuan [PyromTasta, Chirim,
p- 28].

Below is the comparison of the original and its
translation:

XAWJIAP. He obeccympTe, 4TO MOTPEBOXKUIN BAC
cpemu Houn. C coOpanus uaem, cocex Mupsamu. C co-
Opanus... Y KyJIJakoB PEIIMIN OTHAThH XO35HCTBA, a ca-
MHX UX BbICIaTh U3 nepeBHU. O KoJeOomuxcs cepe-
HSIKax Toke paszroBop Obul... M 0 TeGe Tam MHOTO pas-
roBopy Opmio <...> [Archive..., p. 29]. (KHAIDAR.
Sorry for disturbing you in the middle of the night. We
are coming back from the meeting, neighbour Mirvali.
From the meeting... They have decided to take away
the farms from the kulaks, and kick them away from the
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village. There also talked about the indecisive medium
peasants, t00,... And there was a lot of talk about you...
<)

These historicisms convey the atmosphere of
the era of collectivization in the country.

Toponyms, for example, heprun (Berlin) and
byoanewm (Budapest) did not undergo any lin-
guistic transformations in the translation:

Ta#tiuanszi. Kjm aumec... CuH on ec xaamau
YHpHI TjpeeH-jCKeH uupiyHey cypuasery? TjpeeH ump —
aapiaplu  uyup. Yuaa apasiu  uyup. Hunxe uup-
CYUXBUIAPBIOBICTBIY MAcTapbl XbIMbIH MapuaH, Iy YUpHi
apaubuian. I'pakJaHCkall 4yaazna, COOHay HEMELTEPHEY
YaanacxaHHap, MO3ep ailllaHMUH, Tacxa YWpne 4YaJbl-
obicxanHap... bepmunane, Bynanemre... CuH caublHMa,
juesin cauaa yooxTaHdaMm Tirn. Ye mic my uupibicTi Kjo
YpULIAp apadbliam, xakpamramdabeic. Ec xaamau gmp
auaa acxbpiHax ump. CHH Kjo cypuassly, AHApYC.
[omuan Ha mymyyac uupHiy aapieiu... CuHIy cOOHIa
Iy YHUp KeJre aijlaH mapuaH IoJuaH, 9e Imic Tucmneeoic,
gupibicTi oyIauiH TypubIcxalsIC. ..
(Tancacnunuanap.)[PyromTasta, Chirim, p. 41].

Compare the original and its translation:

JIECHUK. He muOT0? THI BEmlb 3TH TPH apIiInHa y
poAHOM 3eMiM mpocuulib! A OHa Jopora — pogHasi 3eM-
n! Ox, kak gopora! CKOJIBKO HANIMX 3eMIISTKOB MOTHO-
JI0 Ha KPOBABBIX MEKax B TPAXTAHCKYI0 BOHHY? A
CKOJIBKO 0OaTBIPOB CIIOKMIIO TOJIOBY M3-3a HEE Ha TyKOH
ctopone? B bepnune, B bynanemre!.. He mogymaii, 4to
s U3-32 JKECTOKOCTH, HO Y MEHsI €CTh IOJIHOE MPaBo 3a-
IIUINATh KaXAbIA Bepiiok »Tod 3emnu!.. Tpu apiimHa
Maso emy!.. Kaxkercs, xu3Hp TeOs emie He Haydwia?
MHororo Tel npocumib, MupBamu! Kaxnaslii Bepiox
3emiu popor! Ymen toraa us KapadypoBo, yHUUTOXKHIT
Bce, ocTaBmiI nocse ceds 30my! CKOJIBKO ABOPOB TOTJa
cropeno!.. [Archive..., p. 41]. (FORESTER.Few? You
are asking for these three arshins from your native land!
And it is dear, the native land! Oh, how dear it is! How
many of our fellow countrymen perished on foreign soil
during the civil war? And how many batyrs fell on the
battlefield for it in foreign lands? In Berlin, in Buda-
pest!.. Do not think that I don’t give it to you because of
cruelty, but I have every right to protect every inch of
this land!.. Three arshins are few to him!.. It seems that
life has not taught you yet? You ask a lot, Mirvali!
Every inch of the land is precious! When he left Kara-
churovo, having destroyed everything, there were noth-
ing but ashes behind him! How many houses burned
down then!..)

In the authorized translation of the drama
“Three Arshins of Land”, as in the story, there are
many elements of folklore that play a special role
in the source text. Obviously, the translator faced a
certain difficulty translating proverbs. She had the
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task not only to convey the meaning of the popular
saying, but also to preserve its ethnic colour, mak-
ing the translated unit understandable for represen-
tatives of other worldviews and culture. To achieve
this, the translator, according to L. S. Barkhudarov,
should not only have a perfect command of a for-
eign language, but also “...take into account the
real situation lying behind the text” [Barkhudarov,
p. 22]. According to A.V. Fedorov, a disdainful at-
titude toward this requirement leads to the text los-
ing its individual peculiarity, and due to the im-
pression caused it will acquire some other features,
but never identical literary work™ [Tsvetkova, p.
152].

For example, the reader is exposed to the trans-
lated proverbs in the dialogue between Mirvali and
Shamshegaian standing at the well. In Tatar and
Khakass cultures the attitude to the well is ambiva-
lent. On the one hand, both peoples demonstrate
obvious reverence for the well as a source of water,
and hence a source of life. On the other hand, they
are superstitious and fearful of the well, as they
perceive its sacred significance, which is the en-
trance to other realms [Khabutdinova, 2014, Folk-
lornye obrazy...]

AHppyc IIpait XxoMaif
XOPUBICTApBIYHBI, iKiHXiJIeCTepiyHi
YBIBIITYAM, XyTyX TE€OIH3Ep TacTaIrdam.

AntseiHax. Aagpyc!.. Hume ur canmery? Ily am-
applu Xapa CyyXaxXThlu €C XyTyX, CHH aHbly TeOiHe
KIpJIIr CauBICTAPBIOBICTHI TACTAOBICTHLY... APBIU CYUHBI
Kipnebe — i3zepre mee xwmimizep. [PyromTasta, Chirim,
p.43].—

Aunapyc. Bce uepHoe rope, kotopoe mojacrepe-
rajo Hac, BCe CTPaXXM M TPEBOTH, TOCKY U COMHEHHUS,
HaBETH! 3JIbIX JIIOAEH — BCe, BCEe ATO s Opocaro B ITH
Be/Ipa M OTIIPABIISAIO0 HA TEMHOE JTHO KOJIOJIIA.

A nTbiHax. Yto TeI cenan? 3To ke TpU KOoJoa1a,
TpY 4UCTHIX Kimoya. OHU JODKHBI OBITH BCET/IA YHCTHI-
Mu. borock.

(Andrus. All the black grief that has been waiting
for us, all the guards and anxieties, longing and doubt,
evil people’s slander —all these, I throw all these in these
buckets and send them to the dark bottom of the well.

Altynakh. What have you done? These are the three
wells, the three clean springs. They should always be
clean. Now I'm terrified.)

CauBICTAPbIYHBI,
My KjHEKTepre

T. Mainagasheva resorts to word for word
translation for the proverb about the sacredness of
water in the well, which exists both in the Tatar
and Russian languages:

Koera Texepmo, kaifThIn cybIH 39apceH [Isanbat, p.
318]. — He mmoit B Komojer — BOABI HCITUTH MPUICTCS.
(Don't foul the well, you may need its waters)
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N. Isanbat gives a number of proverbs about
the well testifying to the sacred attitude of Tatars
to well water:

Koera cy tambuiMenii— Boxy B komomern He
HocaAT.(One should not bring water into the well)

Koera rtam Tammiay >KuHeln, ajnysl aBblp. — B koso-
JIe1] JIETKO OpOCUTHh KaMeHb, HO HEJIETKO HOAHATH 00-
parno.(It is simple to throw a stone into the well, but it
is not easy to take it back)

KoeratexepenraiuTeipaaimMacchiH. — [IITFOHYB B KO-
Jozell, He 3acTaBUINb ero BeUIMBaThes (Once you spit
into the well, you do not make it pour out)[Ibid, p. 318—
319].

In his drama, A.M. Gilyazov resorts to a hex:
throwing buckets into the well, Mirvali seeks to
protect his fate from sorrows, programming his life
for happiness:

O xa3ep OenroHHOpeHe YKbl. be3He caranaran kapa
KaWThIJIApHBI, YTKOHHOPEH hoM KypodoreH, carbli-
XOCPaTHE, ycaJd KOHTOM raii0oTHe HIYIIBI YMIIOKISPI
TYTHIPHIT Koe ToOeHd canam [Gilyazov, 2002, p. 71].

In the authorized translation of the drama, re-
membering that the text is written for a foreign au-
dience, A. M. Gilyazov extends this dialogue so
that the meaning of the words spoken by the char-
acters is more transparent to the reader:

MHPBAIJIM. A Tenepb cMOTpHU U YMTail CBOU MO-
mutBbl! Bee uepHoOe rope, koTopoe HojcTeperago Hac,
BCE CTPaxu M TPEBOTH, TOCKY, COMHEHHS], HABETHI 3JIbIX
JroJell — Bce, Bee 3TO s Opocaro B 3TH Benpa U OTIIPAB-
JISI0 Ha TEMHOE JIHO KoJoual

IHAMCETAAH. 4Yro T8I cpenan? (B cmpaxe
cmomps Ha Mupeanu.) O1o xe Tpu Komoama, TpH 94uc-
THIX Kiroda!.. OHU JAODKHBI OBITH BCETHAa YUCTHIM... S
60toch!..

MUPBAJIN. Huuero.

ITAMCET'ASIH. He k n0o6py 3to0... I X041y, 4TOOBI
ayJqyaHe HMKOIJa IUIOXO O Hac He rosopuiu!.. [Ar-
chive..., p. 20].

(MIRVALI. All the black grief that awaited us, all
the fears and anxieties, longings and doubts, the slander
of evil people —all these, I throw all these in these buck-
ets and send them to the dark bottom of the well.

SHAMSEGAIAN. What have you done? These are
the three wells, the three clean springs. They should al-
ways be clean. Now terrified!..

MIRVALLI. Do not worry.

SHAMSEGAYAN. It's no good ... I don’t want our
fellow villagers to speak ill of us!..)

M. Khabutdinova reveals the evolution of the
author’s idea in the story and the drama “Three Ar-
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shins of Land” in her works [Khabutdinova, 2014,
Stsenicheskaia...]. Shamsegaian believes in the
power of curses, so he does not want the inhabi-
tants of the village to curse them for desecrating
the well. She understands that during the cleaning
of the well, the buckets will be found and their
owner will be recognized (see more for details:
[Khabutdinova, 2011]).

The opposite tendency may be observed when
translating proverbs of the episode in which Mir-
vali and his wife come back to their native home:

MHPBAIJIN. Hy, [amcerasu!.. Ckolbko BpeMeHH
MPOIIO, KaK Mbl OOPYYHIINCH, a THI €Ille HE MepecTyIu-
Ja Topora 3TOr0 JA0oMa. 3aHUMai camMoe MOYeTHOe
mecro! [Archive..., p. 35].

(MIRVALI Well, Shamsegaian!.. Much water has
flowed under the bridge since we got engaged, and you
have never crossed the threshold of this house. Occupy
the most honourable place!)

T. Mainagasheva complements the episode
with Khakas material — she introduces the ritual of
fire worship. As part of the ritual of fire worship,
old Taipa leads the young around the hearth and
blesses them:

YypT oabIH, ANTHIHAX,

AM/IBI CHH TYT Tap.

Yackanislu nonslyap,

[Tama-napxaa mait nomnsryap [PyromTasta, Chirim, p.
39]. -
Ouar, AnTeiHal, Tebe Aep)KaTh.

CuacTbs BaM B JOME 3TOM.

Boratel OyapTe 1eTbMH U BHYKaMH. ..

Altynai, you will take care of the hearth.

I wish you happiness in this home.

You will have a lot of children and grandchildren...

The features of the eethnic worldview are re-
flected in the following episode:

MUPBAIJIN. babymka Taiida, mbr ¢ LlamcerasH
PELIMIN, YTO €CNIM IepeesieM Crojia, To U Teds K cebe
BO3bMeM. UTo TeOe ocTaBaThCs TaM OJJHON?

TAM®A. Her, ner, netu mou. Passe st 6pomry cBoit
nmom? [Archive..., p. 26].

(MIRVALI Grandmother Taipha, Shamsegaian and
I have decided that if we move in here, we'll take you to
our place. Why do you need to stay there alone?

TAIFA. No, no, my children. How can I leave my
house?)

T. Mainagasheva gives the following transla-
tion:

Taiima (na npeodnooicenue monoowix) (Taipa (an-
swering the suggestion of the young couple)):
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Yox, 4ox, upKeiepiM, MOIMHI TacTammojaOacIbIH.
[MocTbly Typassl mocxa 4suibiu [Pyrom Tasta, Chirim, p.
40]. — B cBoem nome — cebe Temno (Taipa (answering
the suggestion of the young couple): “My house makes
me feel at home”))

In this episode, we face a problem of an un-
translatable meaning. The lineal translation does
not reflect the potential of the words said in the
Khakas language.

As M. Khabutdinova notes in her review, re-
taining the structure-forming images characteristic
of the original text (“apba / Temera cyapObI”;
“araba / the cart of fate™), the translator “ethicizes”
Tatar images of the world or creates new ones, i.e.
Khakass ethnic images contributing to better un-
derstanding. “In the Khakass production, the trans-
formable araba is given new meanings. Depending
on the choir of NKVD officers, the araba turns into
a stove-bench, then into a house, then into an ala-
chykh (a wedding hut), then into the podium, then
into the Stolypin train car, then into the scaffold-
ing, then into the well, then into the arch symboliz-
ing the Gates of Eternity...”[Khabetdinova, p. 11].

T. Mainagasheva also reinterprets one of the
author’s symbols — the image of a towel. As M.
Khabutdinova correctly noted in her review, “be-
ing in a foreign land, Altynakh is holding a white
towel with coloured patterns along the edges”. As
a detail of household, it turns into a symbol of “a
long white road”. “Axron” (“white road”) means
“the road of happiness” in Tatar. Homecoming be-
comes an everlasting dream for the main charac-
ters. At the same time, in the monologue of the
heroine, the “towel” turns into a capacious phi-
losophical symbol — a symbol of life: “A white
towel is like a white road. But everything has an end,
and our road has it too...” [Archive..., p. 37].

Xop: Choir:
Tlonorenie Oenoe — Oenass A white towel is like a
JIOPOXKKA, white road

IMonepex noporu — uepHas
CTEXKa...

[onoTenne Gemoe u pon-
HoMH nopor!

Bot oHu, 3HaKOMBIE Mec-
ta! [Tam xe].

A black path-way crosses
the road...

The white towel and the
native home!

There they are, familiar
places! [Ibid.]

“The towel is used in the play very organically

as an element of a wedding ritual: Yu. Maina-
gashev introduced the ritual of worshiping the
hosts of heaven, the goddess of fire, into the pro-
duction. The Khakas bride must come to the
groom’s house on a horseback, holding the leading
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ropes. In the play, this element is revealed in the
mise-en-scene, when Andrus talks with the fiancé.
The lovers freeze in front of the audience, raising
their hands upwards, holding the yoke. In this
composition of images, the motif of the araba also
manifests itself. Remember the fact that the word
“cynpyr” (“spouse”) was borrowed from the Old
Slavonic language. It is the derivative from
ChIpyWTH (singular — cerpsry), i.e., “cCTAHYTH, CO-
€JIMHUTB, 3anpsyb”’ (to pull, to join, to yoke). Lit-
erally, the word “cympyru” (spouses) means “joint
with one yoke”. From that moment, the fate of
Andrus and the fate of Altynai were tied together.

At the end of the performance, the towel turns
into an invariant of a tape used by the Khakas for
funeral rituals. As V.A. Burnakov points out, the
Khakas consider ritual textiles as an indispensable
attribute of a person’s final departure. During the
funeral ceremony, they tied ribbons to the mane
and tail of a horse belonging to the deceased. This
ritual took place when leading the funeral proces-
sion and the horse to the cemetery [Burnakov, p.
180]” [Khabetdinova, 2016, p. 12].

Preparing the staging based on the story and the
drama by A. Gilyazov “Three Arshins of Land”, T.
Mainagasheva studied the writer’s works and the
stories of their creation. The translator managed to
select the best linguistic means for revealing their
scenic images and their speech as she thoroughly
studied the characters of the drama.

Based on the analysis of theatre interpretations
of the work, T. Mainagasheva chose not to strictly
follow the plot of the original, but create a stage
version based on the original text in Tatar. She in-
scribed the private story of the couple in the era —
the era of collectivization and repression. On the
one hand, the translator tried to adequately recreate
the ethnic component of the original drama in the
target text; on the other hand, to bring the work
closer to the Khakas audience, to adapt the mate-
rial to the stereotypes of the Khakas reader and the
audience, she had to make some necessary
changes. This manifested itself at the level of
proper names (the technique of using “characto-
nyms”: Altynai, etc.). Moreover, T. Mainagasheva
showed flexibility in choosing the translational
techniques from her toolbox and demonstrated the
ability to compromise in order to compensate for
possible loss of meaning through bold inventions
and successful substitutions. T. Mainagasheva is a
sensitive and profound psychologist able to read
the implied senses between lines. The translator
employs the cultural approach to translation and
manages to retain the original potential set of stage
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decisions in the text thus liberating herself from the
“theatre idiolect” of the director.
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K BOIIPOCY O CBOEOBPA3HHU XYJOKECTBEHHOI'O TIEPEBOJA
NBECHI ASI3A TUISI3OBA «TPU APIIIUHA 3EMJIN»
HA XAKACCKHU SA3BIK

Buxkropus Anexkceesna Kapamamena,

Xakacckuid rocygapcTBeHHbI yHuBepcuteT um. H. @. Karanona,

Poccus, 655000, r. AbGakan, mpocr. Jlenuna, a. 90,
zsultrekova@mail.ru.

B crathe mpencTtaBieHBl pPe3yNbTaThl CPAaBHUTEIbHO-CONOCTABUTENBHOTO aHAIM3a XaKacCKOM
nHcneHnpoBky «IIsipom Tacta, unpim» («IIpoctu mens, 3emus!y»), coznanHod TaresiHONM Maiinara-
IIEBOI TI0 MOTHBAM TOBeCTH u apaMbl A. M. T'mszoBa «O4 apursiH xup» («Tpu apmmHa 3emimy). B
XOJIe aHaJIM3a TEKCTOB OBIIIN ONpPENENICHBI XapaKTEPHBIE JIEMEHTHI SI3IKOBOM KapTHHBI MHpa MEPEBO-
muaunbl. JlokazaHo, uro T. MaliHarameBa 1eMOHCTPUPYET JUTEPATypOBEAUECKUN U KyJIbTYPOJIOTHIE-
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CKHMI MOJXOJ K IEPEBONY, €1 yIaeTCsl COXPAaHUTh B TEKCTE IMOTEHIMAIBHOE MHOKECTBO CLIEHUUECKUX
pelIeHni, He OTPaHUYUBASICh «TEaTPaIbHBIM MIEOJIEKTOMY» OJIHOTO PEKHUCCEpPa, a TAKXKE yAauHO OTO-
Opa3uTh TUHTBOKYJIHTYPHBIE OCOOCHHOCTH OPUTHHAIBHOTO TEKCTA.

KiioueBble c10Ba: TMHIBOKYJIBTYPOJIOTHS, IEPEBOJ, TaTapcKasl IUTepaTypa, XakacCKuil sA3bIK, A.
M. I'mnsizoB, «Tpu apmmHa 3emnmy, «IIsipoM TacTa, aupimy».

TBOpYECTBO M3BECTHOTO TATApPCKOTO IMHCATENS
A. M. Tl'uns30Ba Beeraa ObUTO B IIEHTPE BHUMAHWMS
yuenbix (cM. Hamp.: [Kypakosa], [XaOyTtauHoBa,
2009], [XabytmuHoBa, 2010], [XaOytmuHOBa,
2011] m ap.). OTnenpHBIC MPOW3BEICHUS TEpPEBE-
JIeHsl Ha s3pIku HapogoB PO, CHI, a takxe Ha
AHTTIMUCKUM, BEHIepCKUM, TYpELUKUH, YelICKUN
S36IKA. BechMa MepCHeKTHBHBIM OKa3aJioch H3Y-
YeHWe TBOpUYECTBA NHCATENs B IEPEBOJOBEIIE-
CKOM Iu1aHe [ XaOuOysuimHa).

Hpama A. M. T'unszoBa «Tpu apimHa 3eMian
Opta mepeBeneHa TarbsiHOW MaitHarameBoit Ha
xakacckuil s3bIK B 2015 rony. OOBEKTOM HaIero
WCCIIEIOBAHUS CTaJl TEKCT HHCIEHUPOBKU «IIbIpoM
tacta, yupim» («IIpoctu MeHs, 3eMis!») MO MOTH-
BaMm moBectd A. M. ['misizoBa «OY apmibiH KHP»
(«Tpu apmwHa 3eMiIM») U OJHOUMEHHOH JIpambl
[«ITerpoM Tacta, gupim»]. [IpeameT uccmeqoBaHms
— crenuduka OTOOpaKEHHs JIMHTBOKYJBTYPHBIX
0COOEHHOCTEH OPUTHHAIBHOTO TEKCTa B MIEPEBOJC
Ha XaKaCCKHH SI3bIK.

Llenp wccnemoBaHusl — BBIIBUTH B JIpamaryp-
THYECKHX JTUCKypcax Hamboliee XapakTepHBIE dJie-
MEHTBI SI3bIKOBOM KapTUHBI MHUpa TepeBOMYHKA
tekcra «I[IppoM TacTa, aupimm».

W3ydyeHrne TMHTBOKYIBTYPHBIX OCOOEHHOCTEH
SI3BIKOBOTO CO3HAaHUSA U KOMMYHUKAaTHBHOIO ITOBE-
JIEHHUsI OTHOCUTCSI K BEIyIIMM HAlpaBJICHUSM CO-
BPEMEHHOHN JIMHI'BUCTUKU. Bompocel oTpaxeHus
STHOKYJIbTYPHOU CHEIU(HKH S3bIKA B HWAMOJECKTE
€ro HOCHUTEIls Ha CETOJHS HE TepPSIOT CBOCH aKTy-
ANBHOCTH, YTO, B CBOIO OY€pe/Ib, OTPEIETSIET aKTy-
aIbHOCTh HACTOSAIIETO UCCIIEOBAHNS.

[IpoGiiema mepeBoga ApamMaTypru4ecKux TeK-
CTOB Ha CETOJHS SIBJISIETCS OIHUM W3 HaWMeHee
M3YYCHHBIX acleKTOB TepeBonoBeaeHus. Kak Bep-
o moamerwia JI. JI. baGaera, «aHanu3 coBpeMeH-
HOH JIMTEpaTyphl, MOCBAIIEHHOW 3TOW mpobieme,
yOeIUTENBHO CBHUIETENBCTBYET O HEAOCTATOYHON
M3Y4YEHHOCTH JipaMaTryprudeckoro nepesoaa. [lou-
TH BCE pabOTHI MO TEPEBONY IpaMaTypPruYeCcKuX
TEKCTOB, KOTOpbIE BBIILIA ¢ Hadasa 90-x rojios,
HAa4YMHAIOTCSA OJMHAKOBO: IO CHX IOp IEPEBOIYH-
KaM u (puyoyoram, KOTOpble paboTaroT B o0nacTu
TeaTpa W JJIS TeaTpa, YIeNseTcs He3HauMTeIbHOe
BHMMaHHE CO CTOPOHBI HcciemoBaTenei» [babae-
Ba, ¢. 71]. Ha 3T0 Takxke ykaszanu Ipyrue UCCieno-
Barenu [Schultze, c. 178], [Bassnett, c. 119].
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Cpeny OCHOBHBIX MPHUYUH, MOYEMY IEPEBOJ
JpaMbl TaK 7O CHX TOP U HE MOIYYHIT KOMIUICKC-
HOTO TEOPETHYECKOr0 OOOCHOBAHUS, HCCIEIOBa-
TEIM YKa3bIBAIOT CICAYIOIIME: ABOMHAS MpHUpPOAA
JIpambl, CIIOKHOCTb ONPEICICHUS XapaKTEPUCTUK
JpaMaTypruueckoro TEKCTa, CBSI3b MEXIY IepeBO-
JIOM IpaMaTHU4eCKOro MPOU3BEACHUS U €ro CLUEHU-
YECKOW MHTEpHpETAIIMEN Ha «1Y>KOH» CIIEHE.

OmHUM U3 TIEPBBIX, KTO MOTEHITMAIBHOE TIPEI-
Ha3HAYEHUE TEKCTa JIpambl JIsl CICHBI OMpPEaeTuI
KaK OTJEJbHYIO poOJIeMy HepeBosia U Jal eil Ha-
y4HOEe 000CHOBaHHUE, ObUIT MIPEACTABUTEIb IEPEBO-
JIoBequeckoil mKoiabl ObiBiIer YexocnoBaxkuu U.
JleBpiii. B cBOEll KOHIIEMIIMA OH HMCXOOUT U3 OC-
HOBHBIX XapaKTEPUCTUK CLEHUYECKOIO JUaiora,
KOTOpEIE TPEOYIOT MPUCTATBHOTO BHUMAaHUS TIepe-
BOJIYMKA, pabOTAaOIIEro Haj TEKCTOM mbechl [Jle-
BbId, c. 188—196]. ITo muenuro . A. Onuukoi,
«KJTIOYEBBIM MOMEHTOM B KOHIIEHINH JIeBoro sB-
JISIeTCS TTIOHUMAHKE MEePEBEACHHOTO0 TEKCTa MbECh
HE KaK OKOHYATEJIbHOM IIeNH, a KaK CpeicTBa IJis
CO3/IaHUs Ha €r0 OCHOBE CIIEHMYECKNX 00pa3oB BO
B3aUMOJICUCTBUA C OCTAIbHBIMU DJIEMEHTAMHU
criektakyis» [Omunkas, c. 20]. Takoe B3aumoiei-
CTBHE TpeOyeT OT TEeKCTa OIpPEeTIeHHON ITOIBIIK-
HocTH, odToMy . JleBwiii 0603Hauaer cnenudu-
YEeCKyI0 MEpPy TOYHOCTU B JpaMaTyprUYeCKOM Iie-
peBoze Kak «HepaBHOMEpHYIO». OHa sBisieTcs pe-
3yJbTaTOM THOKOTO OTHOIICHUS MEPEBOMUMKA K
TEKCTy, TaK KaK «HMHOTJAa Ba)XHEE BCETO0 ObIBAaCT
TOYHO MepefaTb TOHYAWIIMN OTTEHOK CMBICHA, a
WHOW pa3 — CTWIb WM WHTOHaIUIO» [JIeBbIl, c.
209]. OgHako B 1ETOM MEPEBOAUMK JOJKEH Iepe-
BECTU U XYJOKECTBEHHO BOCCO3/1aTh BECh TEKCT
JpaMaTHYECKOro MPOU3BEICHUSI.

Kak ormeuaer JI. A. Ommnkas, «. JleBwrit
BKJIIOYAET B MPOIIECC APAaMaTypruvuecKoro mepeBo-
Jla HEe TOJBKO 3Tall MEXbI3BIKOBOTO Mpeodpa3oBa-
HUS TEKCTA MECHI, HO ¥ BO3MOXKHYIO TICPCIICKTHBY
ero JanbHelmIeld TpaHcopMaluU B TEKCT TeaT-
panbublid. [Ipu 3TOM Mexny mepeBoJOM U MOCTa-
HOBKOM YCTaHaBJIMBAIOTCSI OTHOLUEHUS NPSIMOTrO
B3aMMOBJIMSIHHSI: C OJIHOM CTOPOHBI, TPUHUMAS
KKJ0€ KOHKPETHOE pPEIICHHE, NEPEBOIUYUK HO0J-
JKEH PYKOBOJCTBOBATHCSI CBOMM MPEIACTaBICHUEM
0 Benylle maee CIEKTakys, ¢ APyrod — IepeBo-
JMYecKass WHTEPHpeTalnus NheCchl HMEET MPsSMOe
MPaKTUYECKOE 3HAUYCHUE JIA MOCTAHOBKH, a MHO-
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I/1a ¥ pelaromiee, HarpuMep B BOIIPOCE TPAKTOBKU
XapakTepoB Ha CIieHe. B To ke BpeMs 3TH OTHO-
[IEHUS MOTYT OCTaBaThCs JIOCTATOYHO CBOOOIHBI-
Mu Onaromaps (peHOMEHy IMepeBOAHONW MHOMKECT-
BEHHOCTH, KOTOpYto JIeBblil cunTaer Jydiien aib-
TEPHATUBOW TIPUEMY CICHHYECKOW 00pabOTKI»
[Omuukas, c. 20]. «<..> Pexwuccepy, KOTOpbIi 3a-
XO0YeT TPaKTOBATh MbECy MHAYE, YEM 3TO CAETaHO
B nepeBoje, — noauepkusaer W. JleBwlid, — notpe-
OyrOTCSl 3HAYUTEIbHbIE U3MEHEHHUS B TEKCTE U 3HAa-
YUTeNbHBIE yeriust Tpymmsl. [losTomy mnst mpamsl
MeHee, YeM JIIs JII000TO JIPYroro >KaHpa, MOXKET
OBITh OTIpaBJaHa KAaHOHU3AIUS €IMHOTO CTaHAPT-
HOTO U 00pa3IoBoro nepeoaa» [JIessrid, c. 216].

[Ipu nepeBose ApamMaTyprudeckoro TeKcrTa Ie-
PEBOAYUK JOJDKEH JOCTUYD «yIOOHOIPOHU3HOCHU-
Mocti» pernuk. M. Caemn-Xopuou (M. Snell-
Hornby) mom «ymo0ompon3HOCUMOCTBIO» (aHTII.
Speakability, Hem. Sprechbarkeit) monumaer Takue
CBOWCTBa $S3bIKA M TaKyK) OpraHHM3alMI0 TEKCTa
MTbECHI, KOTOPBIE TO3BOJISIIOT aKTepy, MCIIONB3YIO-
eMy B Ka4eCTBE «MHCTPYMEHTOB) T'OJIOC M AbIXa-
HHE, OXBATUTh CBOEH PEILIMKON BECh 3PUTEIIBHBII
3ai. JIjst 3TOro puTM MPEUIOKEHUM B IEPeBOJIe
JOJDKEH COBITAAAaTh C €CTECTBEHHBIM PHUTMOM JIbI-
xaHust akrepa [Snell-Hornby, c. 107]. ®paniys-
ckuil Teopetuk tearpa II. [laBu u Hemeukuil uc-
cnemoBarenb A. M. Bakcmann (M. Wachsmann)
BBICTYIIWJIA TPOTUB TMOJAOOHOW MNPUMHTHUBU3AIUN
nepeBopa [[1aBu, c. 224], [Wachsmann, c. 51].

B xonmemnuu (paHIy3cKOro TEOpEeTHKa Teat-
pa I1. ITaBu kiroueBoO siBNIAETCS U MMOJUUHEHUS
TEKCTa MepeBOja MOCTAaHOBKE, TaK KaK TOJBKO B
ATOM Clly4ae OH OyJeT IOJAKIIOYeH K CHTYyalluu
CIICHMYECKOTO BBICKA3bIBaHHUA: «ITO CBOWCTBO
CIIECHMYECKOT0 IMEepeBOa MO3BOJISET aKTepy 3ame-
HATh TEKCT BCSKOTO POa aKyCTUYECKHMH, IUIa-
CTHYECKUMH, MUMHYECKUMHU, & TAK)KE CBSI3aHHBIMHU
C TIOJIO’KEHHEM Tena mpueMammy [[1aBwu, c. 224].

Hemenxuit tearpoBen D. ®umep-Jluxre (E.
FischerLichte) paccmaTpuBaeT mpobieMy mepeBo-
Ia IpaMbl B eme Oosiee MHUPOKOM KOHTEKCTe, a
MMEHHO B paMKax TaKOTO SIBIICHUA, KaK KyJIbTyp-
Helii TpaHcdep: «IlocraHoBka “mepeBomUT”’ TIEpE-
BEJICHHYIO C UY>KOTO S3bIKa Ha CBOH JIpaMy W3 dy-
KOW KyJbTYpH! (OTHAIOLIEH) B CBOIO, BOILIONIAS €€
Ha CIIEHE B YCJOBHUAX, B KOTOPHIX MPOTEKAIOT Te-
aTpajbHBIE MPOIECCH B TPUHUMAIOIIEH KYJIbTYPE»
[Fischer-Lichte, c. 129].

[IpencraBneHHble TOUYKH 3pEHUsI HAa MPOOIEMy
nepeBojia aApambl, Kak ykaszwpiBaeT J[. A. Onwuikas,
JEMOHCTPUPYIOT pa3zHooOpasue IOAX0JI0B (JIUTe-
paTypoBEIYECKOr0, JMHTBUCTHYECKOTO, Iparma-
TUYECKOTO, TeaTPOBEIYECKOTO, KYyJbTypOJIOTHYE-
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CKOT'0) B paMKax COOCTBEHHO MEPEBOOBEIICCKOTO
noaxona U OOHApY>KMBAIOT TEM CaMbIM €€ MEX-
MUCIHMILTUHAPHBIA XapakTep. OH 00ycCIOBIIEH, ¢
OJIHOM CTOPOHBI, «IIOIPAaHUYHBIMY» IIOJIO)KEHUEM
JIpaMbl MEXIy JUTEpaTypoll W TeaTpoMm, a C Apy-
roil — craTycoM caMoOM Teopuu IepeBona. Bo-
BTOPHIX, ONHCaHWE crenu(uku TepeBona apama-
TUYECKOTO MPOM3BEACHUS B COBPEMEHHBIX HCCIIE-
JIOBaHUSAX 3aKOHOMEPHO OCYILIECTBIISETCS Ha IMepe-
CEYCHUU TMEPEBOAUECKOT0 U TEaTPAIBHOTO (CIICHH-
YeCKOT0) ANCKYpCOB. B 3TOM 00IIeM mpocTpaHCT-
BE MPOUCXOAWUT BIIOJHE OPTaHUYHOE COIIKEHUE
MepeBo/la U MOCTAHOBKM Ha OCHOBE TaKUX IMOHS-
TUH, Kak TpaHchOpMaIlys, WHTEPIpeTanus, KOH-
KpeTH3anus, ajanrtanus. B-TpeTpux, MmocTaHOBKa
KaK a priori 3ajaHHas Ieldb B Cliyyae IMepeBojia
JpaMbl COTJIACHO PACCMOTPEHHBIM KOHIICTIIIHSIM
MOXXET YUYUTHIBATHCSl IMEPEBOJAYMKOM JIBYMs pas-
TUYHBIME criocobamu. [lepBriil mpeanonaraer co-
XpaHEHHE B MEPEBOJIC MOTEHIUATLHOTO MHOXKECT-
Ba CIIEHWYECKHUX pealn3alliii, TeM WIH HHBIM 00-
pa3oM 3aJIOKEHHBIX B TEKCT OpUTHHANA (HampH-
Mep, B BHJE «TeaTpaJbHOro MOTEeHLuana»). Bo
BTOPOM CJIy4yae TEKCT IEPEBOJIa OPUEHTUPOBAH Ha
«TeaTpaJbHBI WAMONEKT» (TepMuH J. Dumep-
JInxTe) OTAETBHOTO peXUccepa, TO €CTh CONEPIKUT
B ce0c OJHY COOCTBEHHYIO «HICaIbHYIO» IIOCTa-
HOBKY [Omurikas, c. 23]. Takum o6pazom, odeBUI-
HO, YTO Ba)KHOE MECTO B TEOPUH NEPEBOJIA IpaMbl
3aHUMAET JUCKYCCHOHHBIA BOMPOC O TeaTpasbHO-
CTH KaK «0 KaueCTBE WJIH HEOTHEMJIEMOM CYIIHO-
CTH TEKCTa» WM KaK «O MParMaTu4ecKoM HCIOIb-
30BaHUH CLIEHUYECKOTO MHCTpyMeHTapus» [[laBu,
c. 366].

«IIppom Tacta, unpim» Tatesuer Maitnaramre-
BOW MpencTaBisieT coOOi JApaMaTyprauecKHid
TEKCT, OPUEHTUPOBAHHBIM HA CLIEHHMYECKOE BO-
momenre. OHa u3BecTHa B XaKaCUM KakK MepeBo-
muanra npousenennii B. Illekcnmpa («Kopois
Jlupy), I'. @wuretipeno («3230m»), Y. AlTmaroBa
(«M1 mompmre Beka IIUTCS ACHBY, «MaTepHHCKOE
nose», «MaukypTt»), C. 3noraukoBa («IIpumen
My4nHa K xeHumne), @. bynskosa («Beixoaunu
0abku 3aMyx», «JOOMIIE — HEe THOOHIIBLY) U Ap.
Ha xakacckuil s3bik. Y T. MaliHarameBoidl HaKom-
JIEH OIIBIT 10 MEPEBOAY JpaMaTypPrUyecKuX MpPOU3-
BEJICHUN M MOJArOTOBKE HMHCLUEHUPOBOK IO IIPO3E.
IIpu co3naHuy MHCLEHUPOBKU IO MOTHBAM IOBEC-
™ «Tpu apivHa 3emMyin» U OJIHOMMEHHOU Jpambl
A. M. I'mnszoBa T. MaiinaramieBa yuuThIBana, 4To
CO3JaeT MPOU3BEACHHUE JISl IOCTAHOBKU HAa CLICHE
Xakacckoro tearpa.

«O meece ,,Tpu apmmHa 3eMIN* s y3HaI roj
Ha3aj Ha ¢ecTuBase. Tak MMOIyYUIIOCh, YTO Mepe]
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CaMbIM OTBE3IOM HAIIEH TPyNmsl s MMOCMOTpPEN
JUIIb KOHIIOBKY criekTakis. K cokanenuto, a Mo-
KET, U K JIy4IIEMY BECh CHEKTaKilb 5 HE YBHJEIL
Ho 3Tn nocnenHue CueHsl Tak MEHS 3aLeNIAIN, YTO
g 3aropesicsl TOCTaBUTh MbECy y)K€ Ha XaKacCKOH
OCHOBE», — TaK BCIOMUHAET 00 HCTOPHUHU 3apOKIe-
Hus 3ambicna cnekrakis «IIpoctu mens, semmal»
pexuccep Opuit Maitnarames [«/lng mens 3to
CIEKTaK/Ib-TIOKasHUe»]. B uHTepBBIO peub uuer
VII MexayHapoqHoM TeaTpalbHOM (hecThBale
HallMOHAJIbHOW ApamaTtypruu uMm. Kapuma TuHuy-
puHa (centsops 2014 r.) n cnekrakie HaGepex-
HOYEITHUHCKOTO TaTapcKoro TroCyIapCTBEHHOTO
JIpaMaTHYecKoro Tteatpa «TpH aplmnHa 3eMII»
(ITpembepa 15-16 mapta 2014 r.) [XaOytauHoBa,
2014, Cuenuyeckas ucrtopus...], [XoberauHOBa,
2016]. Bo Bpems obcyxnaenust nbechl 0. Maiina-
rames rmosHakomuics ¢ Hakuelt I'nnszoBoi — BIO-
BOM mucarens. XakacCKOro pexuccepa B3BOJHO-
Baia cynp0a MPOM3BEIEHHs, HAa OCMBICICHHE XY-
JO’KECTBEHHOTO MaTepHaia yIiel Leblid Tof.

[Ipembepa cnexraxns «lIsipom Tacrta, "upim»
(«IIpoctn mens, 3emis!») MO0 MOTHBaM MOBECTH U
npambl A. M. T'wisizoBa «Tpu apiinHa 3emMiin» co-
cTosAJach Ha Xakacckoil ciene 27 Hos0psa 2015 .
OTOT MpOEKT, pealn30BaHHBIN B paMkax ['ona nu-
TEpaTyphbl, JaJl HOBBIA UMITYJIbC JIENY YKpPEIUIEHUS
IOpYy>KObl MEXAY IOBYMS POACTBEHHBIMH HApOIOB.
IIbeca Hamula OTKIMK KaK y PSAOBBIX 3pHUTEICH,
Tak u y cnenuanuctoB [KunpunuakoBa, Caratae-
Ba], [Kamamosa], [Tatap knaccursl...], [Tonma-
moBa], [ Xoberaunosa, 2016].

OpHMMH M3 TMEpBBIX Ha MOCTAHOBKY OTKIIHK-
Hymuck coTpyaHukn I'BYPX «Xakacckoe kHMX-
HOC HM3JaTelILCTBO». Tak, B cBoeM OT3hiBe H. A.
TonmMamoBa oTMe4aeT OOIICUETOBEUSCKHI aCIeKT
npoOiieMaTuku npousBeneHus A. M. I'mmszosa:
«Tparndeckass WCTOpHs, H3JI0XKEHHAs B IIbECE,
CyIbOBI TJIAaBHBIX TE€POEB AaKTyaJIbHBI HE TOJBKO
JUId TaTapCKOTro Hapoja, HO TaKXKe M AN Xakac-
CKOTO M MHOTHX IPYTHX HAapOJOB, MPOXKUBAIOIINX
B Poccum». MeTOOUCT KHUXHOIO M3aTENIbCTBA
cuutaer, yro TarbsHe MaiiHarameBoil yaajioch
nepeaTh «IJIaBHYIO MICH MPOU3BEACHUS — 3eMIIs
IIPEIKOB, S3bIK U Bepa HE AOJKHbI ObITh IPENaHbI,
MpojAaHbl WM yHHYTOXKEHBbI. COOBITHS, 3aTpOHY-
ThI€ B NbECE, KOCHYJUCh MHOTUX THICSY CEMEH Xa-
Kacckoro Hapopa. IlepeBomumma cymena ynadHo
repeaaTh Ha XaKacCKOM SI3bIKE TEMY HCTOPUH BO3-
BpallleHUus K MCTOPUYECKHMM U HALHWOHAJIBHBIM
KOpHsAM. OHa CTpEMHUTCS BOCIHTaTb B YHTATEIIC
YyBCTBO JIOOBU K ,,MaJION POIWHE, 3eMIIe, T1Ie BO
BpeMs ,liepenoma’ cynpba mpernogHecia HeMalo
TOPBKUX HCHBITAaHUM TJIaBHOMY T€pO0: JKU3Hb,
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MPOKHTAs Ha 4yXOWHE, TOCKa MO POIHON 3eMmile,
pazodapoBanue u Jp.» [Tonamamosal.

BBuay He3HaHuUs TaTapcKOTo s3bIKA B COBEP-
meHcTBe, T. MaitHarameBa BRIHYXI€Ha OblIa Tie-
peBonuTh mpomsBeneHue A. M. T'mmsasosa
[[pritnoxkes, 2002, c. 48-101], moms3ysack ucTOU-
HUKAMH U Ha PYCCKOM si3bike. Peub uper o mepe-
Bojie moBecTH «T'pH apmuHa 3eMIIn», BBITOIHEH-
HOM B 1964 1. U. I'm33arynnunsiM [['nisi308] 1 ne-
peBOIC OTHOMMEHHOM Tpareauu, MOArOTOBICHHOM
camuM A. M. T'wisizoBbeiM [ApxuB A. M. T'unszo-
Ba]. B XX Beke pycckuii S3bIK CTaJI BAKHBIM Cpe/l-
CTBOM BBIPQ)XECHHSI HALMOHAIBHON KYJBTYpHI, BbI-
MOJIHAIOIIMM POJib SI3bIKA-MOCTA, «COEIUHUBILIErO
BIIEPBBIE B HICTOPUH, — TI0O 0OPA3HOMY BBIPAKEHHIO
Y. AlitmMaToBa, — XyJIO)KECTBEHHBIC Oepera Hapo-
JIOB, HE3aJ0JITO 10 ATOr0 HE 3HABUIMX O CYIIECTBO-
BaHUWU APYT Apyra» [AUTmMaTos, c. 82].

Ha pasHbIX 3Tanax UCTOpUU TAaTapCKOW JIUTE-
paTyphl Ha MEPBBIM MJIaH BBICTYHAIHU CBS3H C JIU-
TepaTypaMu Jpyrux HaponoB. B pasHble ronbl
00beM MEPEeBOTHON JINTEPATYPhl ObLI Pa3IHYHbIH.
Joiyis mepeBoJHON nHUTEpaTypbl U €€ 3HAaYCHUE
YBEJIUYHMBAINCH B NIEPEXOAHBIE TEPUOABI. « /[ Ta-
TapCcKOW JINTEpaTyphl )KU3HEHHO BAXXHO HE 3aMBbl-
KaTbCs B COOCTBEHHOM IPOCTPAHCTBE, pacTu H
pa3BUBATHCS, B TOM YHUCIe U OyIydd TepeBeicH-
HOH Ha Jpyrue A3bIKU...», — CUUTAET NEPEBOTUHIIA
Anena KapumoBa. «Beab ToIbKO Tak OHa Modyd4a-
€T pealbHYK) BO3MOXXHOCTH OBITh BIIMCAHHOW B
MHUPOBOW KYJbTYPHBIM, JIUTEPATYPHBI KOHTEKCT
[Kapumoga, c. 35].

CymiecTByroT 00IIHMe TpeOOBaHUs, MPEIbIB-
JsieMble K XYAO0>KECTBEHHOMY IepeBoay. I nmaBHoe
— IMEepeBOJl JIOJDKEH OBITh BEPEH OPUTHHAIY; JOJ-
JKEH TOYHO TepeAaBaTh COepKaHHE MOJTMHHHUKA
— HE TOJIBKO B OOIIMX YepTax, HO U B neTaisx. 1o
cripaBensiiBoMy ytBepxkjaeHuto J. @. Harymano-
BOH, «OTIMYME JAEATEIbHOCTH IIePEeBOJYMKA OT
OpUTHMHANBHOIO TBOPYECTBA 3AKJIIOYAETCS B €ro
3aBUCUMOCTH OT IIpeIMEeTa IepeBoa, KOTOPBIi
HEOOXOAMMO BOCIIPOM3BECTH HA JPYTOM S3BIKE»
[Harymanosa, c. 73].

S3bIK — sSpKU MOKa3aTeNb TOW WM MHOM Ha-
UOHAIILHOW KYJBTYphI. SI3bIK, HA KOTOPOM HaIH-
CaHO TPOU3BEJIEHUE, YAaCTO H300MIyeT pearusiMu
JKU3HU, OBbITa, UCTOPHUH, KYJIBTYpBI, KOTOPHIE Xa-
PaKTEpHBI IJIs1 JAHHOTO HApOJa-HOCHUTENSl, UMEHHO
C 3THUM CBSI3aHBI TPYJHOCTH TPU TIEPEBOJE MPOU3-
BeJIeHHA. MexXay S3bIKaMH CYIIECTBYET COIHallb-
HO-KYJIETYPHBIH Oapbep, OOYCIOBIICHHBIN pa3iu-
YUSMH MEXAY KyJIbTypOH OTIpPaBHTENS TEKCTa U
KyJIETYpOH BOCHIpHHUMAIOLIEH cpeapl. Takum 06-
pa3zoM, IEPEBOJ ¢ OJHOIO fA3BbIKA HAa APYTrod — 3TO
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HE IPOCTO 3aMEHa $53bIKA, 3TO OJHOBPEMEHHO U
(yHKIIMOHABHAS 3aMEHA JJICMEHTOB KYJBTYPBIL
bnaro, uto TaTapckuil U XakKacCKUMl SI3bIKM OTHO-
CATCSL K BETBHU TIOPKCKUX SI3BIKOB QJITAlCKOU SI3bI-
KOBOU CEMBH, Ha KOTOPHIX TOBOPSAT MHOTOUHCIICH-
HbIC HapOJIbl U HAPOJIHOCTH Poccuu, OONBITMHCTBO
HaceneHus: Y30OekucraHa, Kazaxcrana, A3zepOaii-
Joxana, Keipreiscrana, Typkmenucrana, Typoum,
yacTe Hacenenus Hpana, Adranmcrana, Monro-
muu, Kwuras, Pympiaum, bBonrapum, AnGanun
[Tamxuesa, c. 527]. OnHaKO OTCYTCTBHE TEPEBO-
JIOB TaTapCKUX IPOU3BEACHUN HAa XAKACCKUH C
SI3bIKA OPUTHHANIA U TIOYTU YTPAYCHHBIE KOHTAKThI
MEXIY 3TUMH POJACTBEHHBIMH HapoJaMU 3aMETHO
3aTPYyIHUIIM pabOTy MEPEBOIUMKA.

[To coOCTBEeHHOMY MpPHU3HAHHIO TMEPEBOIYHUIIBI,
mepes HavyajaoM paboThl HaJ TEKCTOM WHCIICHH-
POBKH €10 OBUT TIPOJIENaH JINHTBOKYJIBTYPOJIOTHYE-
CKMH aHallu3 TEKCTa C TOYKU 3PEHUS BBIABICHUA
SIUHUI] TUCKYpCa, KYJIbTYpPHBIM CMBICI KOTOPBIX
MOT OBl CO31aTh TOMEXH TpPHU TEPEBOJIE U B TIPO-
1ecce BOCIPHUITHS CIIEKTaKIs 3purensmu. K Tako-
BeIM T. MaiinaraiieBa oTHecja T¢ S3BIKOBBIE €/IH-
HUIIBI, KOTOPBIE SBISIFOTCS HanOojee 3HAYUMBIMU
«HOCUTEJSIMUY» JIMHTBOKYJIBTYPHOTO CMEIC/IA Ta-
TapCKOTO S3bIKA:

* WMEHa COOCTBEHHBIE, TOTIOHWUMBI, SBIISIO-
IIUECS OCHOBHBIMHU SI3BIKOBBIMUA MapKepaMHu Ta-
Tapckoil  KymbTypsl  (Mupsanu, Llomceeasn,
Munaywa, [lapugocan, [Loiixpaseiii, Taugpa, Ka-
pauypa, Yyan, Yyxe, Kvizvin sp u 1p.);

Hampumep, mpu mepeBoje C Tarapckoro Ha
PYCCKUH CMBICI YCTOMYHMBOIO BBIPAXKEHUSI KbleK
ypmar OBLT TIPEBpAIICH B MPSMO MPOTHBOIIOIOXK-
HEI C 3JIEMEHTOM HJeanu3auu — Kyopsswiil iec:

BPUT'AJIUP. A ecim mompoOoBaTh Ha CTaHLUH
Kynpsserii nec?.. [Tonager mue. Akt noanuiere? [Ap-
XUB..., C. 6];

* Ha3BaHWSA HAIMOHAIBHBIX OJIOM M OJEXbI:
Kotimax (0NaabH), cobl Kecae (OBCIHBIN KUCETh —
rycTas KamerneoOpasHas NHIIa U3 OBCSHOH MYKH),
mokmay (Cymn-namniia), kymay (OyJI04Ka), uiyinaivl
Oanew (OONBIION HAIMOHAIBHEIN MHUPOT ¢ OYIIHO-
HOM), 02021 umaokie Kyamax (IUIaTbe C MEIKUMH
o0opkamu), mecker Oypek (Wanka c moxycdepu-
YECKUM BEPXOM) H JIp.;

* WHCTPYMEHTHI W TIpEIMETHI ObITa: Hacmol-
poik (ApBIH), Jguakanka (KepAsSHbIE BOPOTA), HA-
Masznvlk  (MOJUTBEHHBIA KOBPUK), YUKKIH coOjlee
(BBIIMTOE TOJIOTEHIIE), acau Oombe (Ooranmo —
pBIOHAsI CHACTD) U 1.

Hanpumep: Bopoma Opvinom He 3axpenunu
[ApxuB..., c. 21];
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* (pa3eonoTU3MBIL: ybimblpMan Kyi (KpEerKue
pyuuiia) xau kaimwipan (ApoxkaTh OT CTpaxa),
Jicene komvipa (paccepauThes HE Ha LIYTKY), Kapa
Kot (C XMYPBIM JIUIIOM), ViHawubl omex (BITUBAS
HEBeCTa), yynpak b6aus (TPSTMYHAS TOJIOBA) U JIp.

S-to myman, uro MupBaim K CBOUM APY>KKaM yMO-
Tal, a OH, OKa3bIBACTCs, YBEN KOHS, YTOOBI MIPHUBE3TH B
MO JIOM 3Ty BIIHBYIO HeBecTy! S ke BO3Bpamaroch
JIOMOM, Kak >XaJKui OemHSK, OMyCTHB HH3KO TOJIOBY.
Hy, Tpsmuanas TBos ronosa, uTo 3acteuia?! [Apxus...,
c.22].

Ilpu moAroroBke aBTOPU30BAHHOTO MEPEBOIA
Ha pycckuii A. M. ['unsi3oB 3aMEeHMII TaTapcKue
(hpazeonoru3mMel Ha OJIM3KHE 1O CMBICIY U3 pycC-
CKOrO s3bIKa:

<...> IIyJ Xoepue TACTHIMAJIBl OUCH SIPMUHKD KaJIop
SPMUHKOHE TAallUTall KaykaH JurceH! bepeHde Tamkeip
SPMHUHKOrS HWKe aT jxurem OapapMm!.. hom kaWThIm
KoM, SpNbl-sg0araii  chIMaH, CHIHAp aT OeloH
tepkenzon!... Xypnbirbigaan yiaopnek! Mo, kuGok Gar,
HU Tepanen KarTeiH? [[britnoxes, 2012, c. 72].

[Maxpa3erii 0aii 003BIBACT HEBECTKY Xoepue
macmuimMaisl ‘TIOJIOTEHIIE HUIIETO , ce0s Ha3bIBAeT
JKAIKUM OCIHSKOM — Apavl-sibazail, a K jKeHe 00-
pammaercss ¢ OCKOPOUTEIBHBIM KuOoK 6au “MSIKUH-
Has TOJIOBA’.

Dpas3eosoTU3M  Kbi3bldl VMLl  UOpMmazwvl
koumatl myzen [Tam xe] Ipu mepeBoze ObLT CBEP-
HYT A. M. ['UI30BBIM 710 OJTHOTO CJIOBA — ULIOXA
[ApxuB..., c. 22];

* MudoyoTHYECKHEe TepCoHaXu: Houkup-
Moeukupnap (aHTenbl, BEAyIIHE TOMPOC YMEPIIETO
Ha TOM CBETE), 2azpaun (A3pauil — aHTeJ CMEPTH),
adicoaha (3101 neMOH B ¢dopMme 3Mmen). Ausin ma
HCUOIPIM — DUEHHIH MIHee myumac axcoaha Ku-
sen ma yviea [I'snitnoxes, 2012, c. 78]. Ilpu mox-
TOTOBKE aBTOpH30BaHHOrO Tekcta A. M. ['misizoB
npuder k omymenuio (Bom, éom... Camviii 60/1b-
wou...), YTO JIUIIIIIO PETUTUKY SKCIIPECCHU;

* MmudonoruzupoBanHeie o0pasel. Tak, Bepa
TaTap B BO3BpallleHHE AYIIM-NTHIBI HAIIA OTpa-
’KeHHE B TiecHe Xopa:

Ha crapom xiranourie, B CTOPOHKE,
CTOHUT COCHA, KaK ObI OOHSBIIKCH

¢ Oepe3Koil TOHKOIO HAaBEKH.

TTox Tuxwuii mojior ux BETBEH
[[TamcerassH B pOJHYIO 3€MITIO
OHOCEIbYAHE TOJIOKHIIH.

Wx GBII0 MHOTO, COXPaHUBIINX

B IyIIE €€ MPOCTOe MM,

TPUIICIIINAX BCTPETUTHCS, TIPOCTUTHCS
H, TI0 00BIYAI0 OTIIOB,
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YeThIPe HOBBIE CKBOPEUHH

B yIJIax Orpajibl YKPEIuiu. ..

Yem Oosblire y T€0s pojiHHU,

JIpy3ei, — TeM JIOJIbIIIC U CBETIICE

MPOTUTCS aMsITh o Tebe! [Apxus..., c. 40];

* Metadophl, TapeMHu, NPOCTOPEYHs, AHa-
JMEKTH3MBI M JIp.. wonkato (BSHYTh, OOBHCAThH),
emek (HETIPUBIICKATEIHHBIN, HEMTOJIHOIICHHBINA (-
JOBeK), obOopBaHemn), Oypcy (WpeTb, TYXHYTH),
onakmuipy (COCIaTh, 3arHATH,), YAYKAIbIK (MOJO-
o Oepe3HsK, Oepe30BbI KyCTapHUK), WbIPIbIK
(danra, vamio0a, TYCThIC 3apoCiin), Kanpato (3ana-
BaThCs, BBICOKOMEPHUYATB), 7122Cy (CMSITYUTHCS,
TEpATH JIACTUIHOCTE (00 OBOIIAX HE MEPBOH CBe-
KECTH)), amMmanidy (CICIUTh, KOe-KaK yCTPOUTH,
COOPYAWTH) U T. IL.;

* pedeBoe MOBEJEHUE, 3aKPEIIEHHOE B TaTap-
CKOM SI3BIKE: abblll, Kbl3biM, MY2AHKAL, HCUSHU —
cJIoBa, 0003HAYANOIIUE JIUIO, K KOTOPOMY OOpa-
mieHa pedb; Oaxbai — oOpamienne MupBamm K
OONBLHUYIHOW JIOMIAMHN; KOJbIHLIM, Capbl OblL1ObI-
JIbIM, HCAHAULIM — TIPUMEPBI 00paIieHus OIN3KUM
moasiM (peOeHKY, BO3IIO0IEHHOMY, MYXKY, JKE€HE U
T. 11.); adaus — oOpaInieHne K Te3Ke U Jp.

Bbumi BBISIBIICHBI JIEKCHUECKUE CTUHHMIIBI, TPe-
Oyrolue MOsICHEHUSI B TEKCTE mepeBoja: Axoyzam
— B pycckoM mnepeBojae benokpbuiblii, Apramak;
MepBl IIUHBI — waxkpwuim — Bepera (1,5 kM), pac-
CTOSIHHE CIIBIIIMMOTO T0JIOCA; SAMHUIA MEPHI Beca
nom — nyn (16 xr), ycrapeBinas eIuHHIIA U3MEpe-
HUS Macchl | Jp.

BbIIBUB KyJNbTYpPOJOTHYECKUN MOTEHIMAI, CO-
Jep Kaluicsl B MOJOOHBIX eIWHMLAX, «pactud-
pOBaB KyJbTypHBIE KOJBD» TaTapckoro Hapoja, T.
Maiinaramena, , HamoJHHWIIA €TO0 XaKaCCKUM Ha-
LUUOHAIBHBIM COJIEpKaHUEeM, YTOOBI MPUOIU3UTH
TEKCT K XaKaCCKOMY 3PHUTEIIO.

[lepen mepeBOTYMKOM BCETJa CTOSIT OCHOBHBIC
TpeOoBaHHS COXpaHeHHe CEMaHTHKO-
CTPYKTYPHOT'O PaBEHCTBA W PaBHBIX KOMMYHHUKa-
TUBHO-(YHKIIMOHAIBHEIX CBOHCTB. Hecmorps Ha
naHHbIe TpeOoBanus, T. MaiiHaraimieBa periuia
MOJTHOCTBI0O W3MEHHUTh HAa3BaHUE OPUTHHAILHOTO
mpou3BeieHNs: BMecTo «Tpu apuinHa 3emiin 1e-
pEeBOHOE TPOW3BEJEHHE TONYYHJIO Ha3BaHHE
«[IeipoMm Tacra, uyupim» («IIpoctn MeHs, 3eMIIsI»).
B nmanHOM crydae mparMalMHTBHCTHYECKas IIeIb
MepeBoia 3aKIIFOYaeTCs B IOCTKEHHUH JKETTaeMOTO
BO3/IeHCTBHS (KOMMyHUKaTuBHOTO 3(dekra) Ha
peuMnuenTa mnepeBoja. 3ajada IMEepeBOJYMKa 3a-
KITFOYallach B KPATKOM OTOOpakK€HUH CIOXKETa Xa-
KacCKOM HMHCHEHHPOBKHU. Takoil crocol mepesoja
HafpaBJieH Ha YJIy4LICHUE BOCIPHSTHUS 3pUTEIEM
coJiepKaHusl Tpou3BeAeHus. Bemymmm mepeBo-
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Juuia caenana Moty nokasHus. FO. Maiinaramies
BBICTpanBaeT CIEKTaKJb KaK MbeCy-MOKasHUe, OJl-
Hako y A. 'uns3oBa repoil Tak U He packasuics U
HE MTOBUHUJICS nepen OJIHOCENIbYaHaMHU
[XoberauHOBa, 2016].

[To nabmoaenusm nurepatypoBena M. XaOyT-
JUHOBOM, MpHU NEPEBOJE TATAPCKOro MPOMU3BEIE-
HUSI HA XaKAacCKUM S3bIK KapJIMHAJIBHOW mepe-
CTpPOMKE MOJABEPIIIACh U €ro CTPyKTypa: «JleucT-
Bue noBectu A. I'mmszoBa «Tpu apmmHa 3eMin»
(1962), Ha ocHOBE KOTOpO¥ OBLIa CO3MaHa JApama B
3 nmetictBusx (1972), BMemniaer B ce0s IEIyIO SII0-
xy: HOII, xomnextuBuzanus, Bemukas Oteuect-
BEHHas BOIlHA, IIOCJIIEBOEHHOE CTPOUTEILCTBO,
,OTTEIENh . B 3Ty TpaHIHO3HYIO pamMy BIHCaHA
JKU3Hb TJIABHBIX repoeB: Mupsanu u IllamcerasH.
Baumanue mnwucatenss NOPUKOBAHO K PSIOBOMY
MPENCTABUTEII0 HAPOJA — MPOCTOMY TPYKCHHKY,
CTaBILIEMY JKE€PTBOM 3IOXH ,,BEIHKOTO IMepesoMa.
A. Tunsa3oB B cBoel Ibece MOKA3bIBAET, Kakas
MPOIACTh JIeKaja MEXKIY CTPEMIICHHEM 4YeJIOBEKa
K CO3MIAHMIO M Pa3pyIIUTEIbHBIMU TE€HACHIUIMHU
3MOXHU.

CounanbHas )KU3Hb HApYyLIWJIA XOJ KU3HU €C-
TECTBEHHOH, OTOpBaJia T€pos OT 3€MJIH, OT HCTO-
KOB. B »TOM BUAMT aBTOp MEPBONPUYUHY Tpare-
MU Teposi, €ro HpaBCTBEHHOM aerpamauuu. OT-
TOJKHYBIIKCH OT 3ambicia A. I'mnsizoBa, pex. HO.
MaiinaraiieB Bcies 3a IEPEBOAUULIEN BIUCHIBAET
JKU3Hb CBOUX repoeB — AHapyca U ANTbIHAX — B
XPOHUKY KOJUJIEKTUBU3ALUUU U IMOJUTUYECKUX pe-
npeccuii B PecnyOnmke Xaxkacus. B pesymnprarte
MEHSIOTCS JIaHAIa(THEIC Ha3BaHus: BMecTo Ka-
padypa ucronb3yercs AOakaH, BMECTO PEUyIIKH
Uyan — pexa AbakaH, OJUH U3 KPyITHEHIINX JIEBO-
OepexxHbIx npuTokoB Ennces. KonTypsl Tatapcko-
ro ayjia, TaTapcKON pOAMHBI Pa3MbIBAIOTCS U TIpe-
BpAIIAIOTCSl B XaKACCKYI0 3€MJIIO, MEepell KOTOPO
TTOBUHWJICS TJIaBHBIN repoi.

Bmecto Xopa u3 Ilpupognbix ctuxuif, B Xa-
KACCKOM MHCIICHUPOBKE M CIEKTaKJIe TOCHOJCTBY-
ot opumepsr HKBJ/I, xoTOphie uWTaloT yKassl,
pachopsDKeHUsI COBETCKOM BIAcTH, O3BYYHBAIOT
JNIOKyMEHTBI, 3aJaBas CBUCTKAMH U KOMAaHJIHBIMHU
OKpPMKaMH{ PUTM CHEKTako. Tak Ha riazax y 3pu-
Tesneil oOpeTaeT CBOM KOHTYPBI MOJHTHYECKHUH
KOH(UIMKT TOTAJIUTApHOW BIIACTH U Hapoja. B meH-
TpEe BHUMAHUS CO3JaTeIel CIIEKTAKIISI OKA3bIBACTCS
MOJTUTHYECKUH TPOIECC CTAHOBIIEHUS COBETCKOM
BIacTu B peruone. CrokeTHas TUHUS AHApyca H
AnTBIHAX pa3BUBAETCS, MOAYUHSACH IOJUTHYE-
ckomy koH(pnuKTY. OCHOBHBIE CBOICTBa AHpYyCa,
0COOEHHOCTH €ro BHYTPEHHEr0 MHpa, OOJIMKA H
MOBEACHUS OMPENEISIOTCS €ro OTHOIICHHEM K
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KOJUTEKTUBH3alnu. Bce 3TO HAXOIUT OTpakeHHne B
CTWJIMCTUKE CIICHUYECKONW HHTEPIPETAIlUN THIISI-
30Bckoi nmosecT. CrekTakib «IIpocTu MeHs, 3em-
nsl» OTIHYaeT JOKYMEHTAlbHOCTh, CTPOTOE Clie-
noBanue ¢akram. [lo Mepe pa3BUTHS CHOKETa
CHEKTakiIb mpuobperaeT ¢GoOpMy TpareIuiHON
xponuku» [Tam xe, c. 10-11].

Cyns mo otkimkaMm B mpecce, T. Maiinararre-
BOM B CBOEM XYJOXKECTBEHHOM IIEPEBOJIC YAAIOCH
repeaaTh 4YyBCTBA U TIEPEKUBAHUS T€POEB MPOU3-
BeaeHus: A. M. I'misizoBa. THCLIEHUPOBKY OTJIMYa-
€T CKpYIyJIE3HOCTh B H300pakeHHH 0O0pa3oB.
Baxxnoe 3HaueHuWe mpu mepenade NCUXOpU3NUE-
CKOTO COCTOSIHUSI TIEPCOHAXKEeH WMEIOT TpaMMaTH-
YecKhe cpeacTBa. Ha CHHTaKCHYECKOM YpOBHE
SMOIIMOHANEHOCTh JOCTUTACTCS] MPU TOMOIIH H3-
MEHEHHsI OOBIYHOTO MOpSIKA CIIOB, HCIIOJIH30Ba-
HUS DJUTANITUYECKUX KOHCTPYKIMM, HHBEPCUH, TTO-
BTOPOB, PUTOPUYECKUX BOMPOCOB, BOCKIMIIATEIH-
HBIX TPEJIOKEHUH:

Auapyc: Hume? Apaubman xamapua uTde3ep
6e? Baronga na Too3bUT nap6asbiH, 5?7 Tabblpax xblita
unibizepre kecreHuesep O0e? Mucer Jyie mos0asbH,
cipepze e meipo nondaseiH, 5?7 [[Isipom Tacta, uupim,
c. 8].

CpaBHHTE C aBTOPU30BAHHBIM N1EPEBOJIOM:

MUPBAIJIN. Yro? UzbaBuThCa mOCKOpee XoTute?
Jlvs O He 37€ch, HE B BaroHe, ymepina, a? [ApXus...,
c. 3].

Jtst oTpakKeHHsSI COCTOSIHUS TIEPCOHAXKA B TEK-
CTE€ MHCLEHUPOBKU 4epe3 auanor T. Malinaramesa
npuoderaeT K rpaduIecKuM cpencTBaM (Iays3bl Tie-
penaroTcs Py MOMOIIM MHOTOTOYHIA, TUPE | T. 1.).
Tak, sMOIIMOHANILHEIE TTay3hl B peIUTKax AHApyca
BBIPQXAIOT €ro pasJpaKeHue, MPOTeCT IPOTUB
BMEIIATEILCTBA B €0 JKU3Hb:

Anpapyc: Kem? Xaxan? Xaiinay? Kjo minepre
XbIHYa3bly. [losibic momap monsay, MOJbIC, MOJBIC
monbazay... [[TsipoM Tacta, ampim, c. 10].

Cp. aBTOpH30BaHHBIN NIEPEBOJ OpUTHHAIA

MUPBAJIN. Ee Henp3s knactb B OONBHHUILY...
Henb34 ee ocTaBisTh.

<...>

MUPBAIJIN (3azcopascusas 0sepv 6 kyne). Hert!..
(In1s05 mo na @envowepa, mo na bpueadupa.) Vi BeI
IyMaeTe, s 1o CBoeH oxore cobOpaics B gopory?.. Cka-
KU €if, UTO ee XOTST BhICA/IUTh, TIOKaXET OHA Bam!.. Bee
PaBHO OHA HE OCTAHETCS, XOTh HA YETBEPEHbKAX, Ja MO-
nosseT 3a noe3aoM ... Jlo KapauypoBo ona Ttoponurcs
nmoexath!.. (Ocexwucs, u ClLO8HO 6CNOMHUE UMO-MO.)
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Jlagno!.. B camom nene... Kak s panpiie He coobpasmn?
Hano ocrtaButh Hac. OcraneMcss Mbl. XOTh CHIIOM, Ja
HaJl0 OCTaBUTH €€ [ApXWUB..., C. 5].

ITIpu moaroroske nepesoga T. Maitnaramesa
BOCCTAHOBHJIA CJIOBA, KOTOPBIE SIBIISIOTCS B TIOPK-
CKHX SI3BIKaX POACTBEHHBIMH, YTO TO3BOJISIET ITe-
PEBOAUMKY IEpelaTh B NEPEBOJEC HALMOHAIBHBIN
JlyX TEKCTa-OpUrHHAJIA.

Hanpumep, Mbl 3T0 HabIOAaEM NPU UCIOJIb-
30BaHUU CJIOBA «aT», KOTOPOE M HA TATapCKOM, U
Ha XaKacCKOM 0003HauaeT JIOIMAa/b:

Aunpyc: Ilap3a, ikjney mapapOsic. Ikjmey chix-
xa0pIc, iKjuey aitmaHapObic. AT THpiHep, Xaszaada ar
kjprem [[Iepom Tacra, gupim, c. 16].

B aBTOpH30BaHHOM IE€pPEBOJE paMbl aBTOPOM
9Ta PeIUIMKa BRITJISAUT CICAYIOIUM 00pa3oM:

MUPBAJIN. Ecmu yx exatb, TO TOIBKO BIIBOEM...
Bnsoem Briexanm, BaBoeM u BepHemcs. (/1ayza.) Kons!
Haiire mue xous! Ecnmm yx He cMOTnM COXpaHUTH e
J)KU3Hb, TO HE TOXKajehTe, AaiTe KoHsA!.. B KoHIONIHE 5
npuMmeTuil... benoro, Oenokpsutoro!.. Jlaiite MHe ero
[Apxus..., c. 10].

OpHako, Kak HaM KaxeTrcs, npu nepesoxe T.
MaiinararieBa cy3uia HOTEHIMA 3TOTO CI0BA, TaK
KaKk B TEKCTE€ OpUTMHaIa o0pa3 JOIMaad HMEeT
riyOokuii cmbici. Tak, M. XabyTauHoBa B cBOeM
UCCIIEZIOBAaHUM OTMEYaeT, 4To B moBecTH A. M.
I'uns3oBa 00pa3 somany 3aHUMAaeT BaXKHOE MECTO.
AkOy3aT BBICTYIAeT B IPOU3BEACHUN B POJIH «IIO-
MOLIHKKa». B ero pa3paboTke Tarapckuii mmca-
Tenb OPHEHTUPYETCd KaK Ha TpagulMd HaIUO-
HanpHOTO 3moca («acran o Uype G6atbipe», «3bls-
Tynsak 1 Cycbuly»), Tak U OIBIT PYCCKOM JnMTepa-
Typsl (C. Ecenun «Copokoyct») [XobeTnnHoBa,
2014, c. 571].

T. Maiinaramniesa B I€peBOJI€ BOCCTaHABIUBAET
PENUTHO3HYI0 JIEKCHKY, BCTPEYAIOLIYIOCS Y TaTap-
CKOTO M XaKacCKOr0 HapoJOB, HO YyXIYIO pyc-
CKOMY sI3BIKY, Hampumep Xodaii — OOT, BCEBBIIII-
HMH, Annax:

Mapuc: Oomap Kener caamda moiapiap. Xyaai
onapHs!I Kjp3iH [[Iepom Tacta, gupim, c. 6].

Uto0b! mpuaaTh TEKCTY HAIMOHAIBHBIM KOJIO-
pUT, BIyM4HBO OTOMpaeT Jekcuky. Hanpumep, na-
na (peOEHOK), MMEIIIUE MECTO M B TaTapCKOM
A3BIKE:

AHIOpycC (xazvipranvin): Cuniy KEH
yaxaiiaxTapsly Mauaa kupek rne? Uepek ausiprapua 6a?
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CuH Xypyln TmapuaH auacchely...
nonbazpry!!! [Tam xe, c. 34].

maja Jaa Tjpir

B aBTOpu3oBaHHOM nepeBoae MupBaiu B T'He-
B€ B aJpec >KEHBI MPOM3HOCUT ClleAyloliee 0OBU-
HEHHE:

Tr1 xe myctouset! becrutonusiit myctomser! [Ap-
XUB..., C. 33].

JlurepaTypHbIi XakacCKMH SI3bIK, HE Oyayun
MTOJTHOCTHIO OJMHAKOB HU C OJHUM M3 CBOHX IHa-
JIEKTOB, BBIOOPOYHO codeTaeT QoHeTHdeckue (a
TaKke MOP(QOJOrHYECKHE W JIEKCUYECKHE) OCOo-
OCHHOCTH, CBOWCTBEHHBIC DPAa3HBIM JHUAIEKTHBIM
rpynnam. Tak, B JIUTepaTypHOH HOpME 3aKperuie-
HBI XapakTepHBIE JJIsl PeUH caraiiieB u OeIbTHIPOB
CBUCTSIIUE «C» HAa MECTe OOMIETIOPKCKUX IIHUTIS-
X «9» U D, COXPAHSIIOMINXCS B KAUWHCKOM —
mac ‘kameHb’ (CpaBHUTE C TATapCKUM maut), 00-
LIETIOPKCKOE «IIQ», «qay, «tay.

To xe camoe HabIrOAaeM NPU UCIIOIH30BAHUU
CJIOBa J6epb B TEKCTE mepeBoa (Cp. ¢ TaT. uuiex):

Acan (izik moxaamua): Dunep! TyH mapaeryap
6a? I3ik aseryap? [IIeipom Tacra, uupim, c. 18]. —

Dif, ormoxy uto nu? B mBeph crydat (3mech U na-
nee moCTp. mep. Ham — B. K.)

[Tpu BHUMATETHLHOM YTEHUH JIETKO MOXHO 00-
HapyXUTh (OHETHUYECKHE COOTBETCTBHUS, BCTpeE-
Yarolecss B XaKacCKOM M TaTapCKOM SI3bIKaX, HO
OTCYTCTBYIOIINE B TEKCTE aBTOPU30BAHHOTO Mepe-
BOJIa MPOW3BENEHUS: Xy (XaK.) — kya (Tatr.) ‘pyka’,
Kyc (xak.) — ky3 (tat.) ‘Tnasz’, naimsl (Xak.) — 6ai-
ma (tar.) ‘ronop’, yup (Xak.) — ocup (TaT.) ‘3eM-
s, noluax (Xak.) — nuiwak (TaT.) ‘HOX’, Xxyoail
(xak) — xo0aii (tar.) ‘0or’, mou (xak.) — myi (Tar.)
‘cBampba’.

Hanpuwmep:

AHnpyc (kunemin): Xaiga nantel? [[Isipom Tac-
Ta, 9yupim, c. 31].

Cp. ¢ aBTOPH30BaHHBIM [1€PEBOJIOM:

MUPBAIJIN (nocae naysvl). Bpemsa emie...ecTs...
Ecte Bpems... I'ne Tomop? [Apxwus..., c. 30].

CoznmaBass mopTper Hapona, Tarbsna Maiina-
rameBa COXpaHsSeT B TEKCTe (pparMeHThI, Kacaro-
ecss 0COOSHHOCTEW HAaMOHATBLHOW KyxHH. Tak,
B ITIEPEBOJIC COXPAHSACTCS AIU30]] C YACTTUTUEM:

Ken Yapwuwu: Yiyu mabam, 4eii izepre mapaay.
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UruaT: AMOX, XBI3bIXaUBIM, aMOX... (myosin ai-
ya). Kidir ceIpTiioxaubiM, XycxaxaubiM MuHiy... Camo-
Bap Typusbic canuazap? [[Ieipom Tacta, umpim, c. 41].

Cp. ¢ aBTOPU30BaHHBIM IEPEBOJIOM:

MUJIAYIIA. [Jenymika, daii moiaeM maTh!

JIECHUK. Ceiiuac, nodyennka, ceiuac... ([lotimas
ee.) DX, Thl, Ky3HCUHK MaJieHbKHH... CoJOByIIKa...
CamoBap, 3Ha4YHT, TOCTaBWIN? [ApXHB..., C. 42].

B npouecce nepesona T. Maiinaramesa Boc-
CTaHOBWJIA JIEKCHKY pOJCTBA, XapaKTEpPHYIO I
pEeUEeBOM KyJbTYphl TaTAPCKOTO M XaKaCCKOr'O Ha-
POZIOB, KOTOpasi HE COXPaHWIIACh B TEKCTE aBTOPH-
30BaHHOrO nepeBoga A. M. ['mnsa3zoBa Ha pycckuit
SI3BIK: TAKHE CJIOBa, KaK nabam — babam ‘MOHU ne-
Jlylika’, mepeaaloT HallMOHAJIbHBIA KOJIOPUT Tepe-
BOJIHOTO TIPOW3BEACHHA. JTO JaHb NEePEeBOIYMKA
STHOTpaUIEeCKUM TpagulusiIM TaTapcKOro W Xa-
KAaCCKOr0 HapOJOB.

B Toxe Bpems B TEKCTE BCTPEUAIOTCS 3aUMCT-
BOBaHMs U3 PYCCKOTO s3bIKa, MMEIOUINecs Kak B
TaTapCKOM, TaK U B XaKaCCKOM SI3bIKaX:

NUmxi (Ammeinaxcap xjpin). Opai...
UMXi KuireH... Opai...

(AHnpycxa) PallonHay MMXi MallMHAIbIU KHJI-
reH. Ou cipepHi anap canap unpiyepsep. Iligikrep THM-
Hern nipeM [[Ieipom Tacra, unpim, c. 14].

paiioHHay

Cp C aBTOPU30BAHHBIM INEPEBOAOM OpUI'MHA-
Jja:

BPAY (npuxpwvie Illamcezasn npocmeinetr). U3
paliona MamuHa TpHOBUIAa. XOTS KPIOK IMOPSIOYHBIH,
OHHM COTJIaCHBI JIOBE3TH NOKoWHHIY a0 Kapauyposa.
CBuETENHCTBO O CMEPTH MBI BaM HamumeM [ApXuB...,
c. 10].

OTO SpKUM NpUMEp HUCIOJIL30BaHUS TEPEBO-
JUUIEd TONyKaldbKH, COCTOSIIIEN YacTHUYHO U3
CJIIOBOOOPA30BATEIILHBIX  JJIEMEHTOB  PYCCKOTO
s3pIka. To ke caMoe MbI HaOIIOAaeM TIPU MCIIONb-
30BaHUU UJICOJIOTEM, HAIIPUMED KOJIXO3:

Anteraax: KinyOra usbmbsiu umpripuenep. Ilap
Kuiepre nosruad. Xabzap xsrubipuad. [Tabam konxosxa
kipue [IIepom Tacta, gupim, c. 28].

CpaBHHUTE ¢ aBTOPU30BAHHBIM MIEPEBOJIOM:

ITAMCET'ASIH. Ham Hano ObLIO CXOAUTH Ha COO-
panue. W Xaiinap-a03blii Benen NpPUNATH... 3HaEIIb,
oTell MOM TOXXE COOHMpaeTcss BCTYNHTh B KOJIX03 <...>

[Apxus..., c. 29].

WJH KYaK:
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Xa63ap: Xapaa ujpuyebic, MBIPOOBIC TacTa.
Usibiblugay  Tapacxiandadbic.CHH HOua 4YbIbUIbIUA
kusbeesiy? Iic KYyJIaKTapHBI yajaactupua
caublHYaOBIC... MaJ-XyCTapblH MBIHHAY cepepre.
Ikinximec  causIcTBIWIapayap  4YOOX  Mapuad...
Cunneyep kjn Tamacrap mnapsutuaH [[Ieipom Tacra,
qmpim, c. 28].

CpaBHI/ITe C aBTOPU30BAHHBIM IIEPEBOAOM:

XAWJIAP. He obeccymbTe, 4TO MOTPEBOXKUIN BAC
cpenu Houn. C cobOpanust unem, cocen Mupsanu. C co-
OpaHus... Y KyJlakOB PELIMJIM OTHSATH XO35HCTBa, a ca-
MHX HX BBICHATh n3 gepeBHU. O KOJIEOMOmUXCs cepel-
HSIKaX TOKe pasroBop Obul... M o Tebe Tam MHOTO pas-
roBopy ObIIO <...> [ApXUB..., c. 29].

OTH UCTOPU3MBI MEpearoT aTMocdepy 3MoXH
KOJUIEKTUBU3ALMY B CTPAHE.

BHe s3BIKOBBIX TpaHC(HOpPMALU OCTaTUCh B
nepeBoJie TOTMIOHUMBI, Hanpumep bepiun u byoa-
newm:

Ta#uansasszi. Kjm Humec... Cun on ec xaamau
YHUpPHI TjpeeH-jCKeH uupiyHey cyp4asbly? TjpeeH ump —
aapiplu  4yup. Yuaa apielu yup. Hunaxe uwp-
CYUXBLIAPBIOBICTBIY MAcTapbl XbIABIH MApUaH, Iy YUpHi
apaybuian. ['paxkqaHckail yaana, COOHay HEMELTEpHEY
YaanacxaHHap, M03ep aillaHMUH, Macxa Yuple 4Yajbl-
opicxanHap... bepmurane, bynamemre... CuH caublHMa,
juesin cauaa gooxtaH4aMm Tin. Ye mic my umpibicTi Kjo
YypULIAp apadvbuian, xadpamtam4adoeic. Ec xaamau gup
auaa acxbiHax yump. CHH Kjn cypuasbly, AHApYC.
IMomuan Ha mynyyac uupHiy aapieiu... CuHly COOHIa
Iy Yup Kenre aiylaH mapuaH HojuaH, 4ye mic Tucneeoic,
4yupibicTi oynaiam TypusicxaOsic... (Tancacnunyaiap.)
[[TerpoMm Tacra, uupim, c. 41].

Cp C aBTOPU30BAHHBIM BAPHUAHTOM:

JIECHUK. He muoro? Tsl Beb 3TH TPH aplLINHA Y
poJHOM 3emiin mpocuib! A oHa gopora — pojaHasi 3eM-
qs1! Ox, kak popora! CKOJBKO HAIUX 3€MIIIKOB MMOTHO-
JI0 Ha KPOBAaBBIX MEXaxX B TIPaXJaHCKyl0 BOHHY? A
CKOJIBKO OaTBIPOB CIIOKMIIO TOJIOBY M3-32 Hee Ha Uy KOH
cropore? B bepnune, B bynanemre!.. He noxymait, uro
ST U3-3a )KECTOKOCTH, HO Y MEHS €CTh IIOJHOE TPaBo 3a-
OIUIIATh KaXKABIA Bepimok 3toi 3emum!.. Tpu aprmmHa
Mano emy!.. Kaxkercs, »xu3Hp TeOs eme He Haydma?
Mmororo TeI mpocumib, Mupsanu! Kaxasiii Bepmiox
3emin gopor! Ymen toraa u3 KapadypoBo, YHHUTOXKHI
Bce, ocTaBmi mocie cedst 30imy! CKOIBKO ABOPOB TOTA
cropeno!.. [ApxuB..., c. 41].

B aBTOpu3zoBaHHOM mnepeBoje apamel «Tpu
aplIMHa 3eMIN», KaKk U B IOBECTH, BCTPEUAETCS
MHOXECTBO 3JIEMEHTOB (DOJIBKIIOPA, BBIIOJIHSIO-
mMx 0co0yr0 poiib B TekcTe opuruHaina. OueBun-

27

HO, YTO IIEPEBOAYMIA HCIIBIThIBAIAa H3BECTHYIO
TPYJHOCTb IIpu IepeBoac napemuil. Ilepen Hent
CTOSUIA 3a/1a4a HE TOJIBKO IIE€PeAaTh CMBICT Hapo.-
HOT'O M3PEYEHHs], HO U COXPAHUTh €ro HallMOHAJb-
HBIA KOJIOPUT, Jenasi TOCTIKEHHE MEePEeBOIHOMN
€JVHHUIBl JIOCTYIHBIM JJIi HOCHUTENeH Jpyroro
MEHTAJINTETa U KyJIbTYpbl. [ 3TOro nepeBoavuK,
mo cioBam JI. C. BapxynapoBa, JOKEH HE TOJIBKO
B COBEPIICHCTBE BIa/J€Th MHOCTPAHHBIM SI3BIKOM,
HO U «...yYHTBIBaTh JISKAIIYIO 32 TEKCTOM pealib-
HyI0 cuTyaruio» [bapxymapos, c. 22]. IIpenebpe-
JKUTEIBHOE OTHONICHWE K JaHHOMY TPeOOBaHHIO
BeneT, no Meiciu A. B. ®demopoBa, k yTpare B
HPOU3BEICHHUH «... €[0 MHIUBUIYaIbHOH OKPACKH
M K TOMY, YTO IO BBI3GIBAEMOMY BIEUATIEHUIO OHO
OyzeT coBmaaaTh C KaKUM-THOO IPYyTUM, HO BCE
e HE TOXKAECTBEHHBIM IPOM3BEICHUEM JIHUTEpa-
Typsl» [LIBeTKOBa, c. 152].

Tax, MBI cTaJKHUBaeMcsl ¢ MepeBEICHHBIMU I10-
ciosuuamu B nuanore Mupsanu u lllamcerass y
KoJjioAna. B tarapckoil U XxakacCKOW JIMHTBOKYJIb-
Typax MPOCIEKUBAETCS JBOWCTBEHHOE OTHOIICHNE
K 3TOMy coopyxeHuto. C 0HOH CTOpOHBI, 00a Ha-
poZia IEMOHCTPHUPYIOT SIBHOE ITOYUTAHUE KOJIOALA
KaK MCTOYHHMKA BOJBI, & 3HAYUT, UCTOYHHUKA KHU3-
HU, C JIPYTOW CTOPOHBI, OTHOCATCS K 3TOMY CO-
OPYXXEHHUIO C CYEBEPHBIM CTPaxoM, TaK KaK BOC-
NPUHUMAIOT €r0 CAaKpaJlbHOE 3HA4Y€HHE — BXOJ B
apyroii mup: [XaOytaunoBa, 2014, ®onpkiopHbIe
o0passl... |

AHIOpyc IIpait  xomaif
XOpUBICTapBIyHBI,  IKiHX1IEcTepiyHi
YBIBITYaM, XyTYX TeOiH3ep TacTamyuam.

AntsiHax. Agapyc!.. Hume ur cangery? Ily an-
applu Xapa CyyXaxThlu €C XyTyX, CHH aHbly TeOiHe
KIpJIT CaublCTapbIOBICTBI TaCTAOBICTHIY... APBIU CYUHBI
Kipnebe — i3epre nee kuiizep. [[IplpoM Tacrta, unpim, .
43]. -

Aunpyc. Bee yepHOe rope, KoTopoe moacrepe-
rajo Hac, BCe CTPaXH M TPEBOI'H, TOCKY U COMHEHHS,
HaBeTHl 3JbIX JIIOJEH — Bce, BCE 3TO s Opocaro B 3TH
BeJ[pa U OTIIPABIISAIO HA TEMHOE JTHO KOJIOALA.

AnTsiHax. Uro TeI caenan? 3To ke TPH KOJIOALA,
TpY YMCTHIX Kimto4a. OHHM JTOJDKHBI OBITH BCET/Ia YKHCTHI-
Mu. boroce.

caubICTapblyHBbI,
My KjHEKTepre

T. MaiiHaramesa KalbKHUPYET IOCIOBUIY O
CaKpaJbHOCTH BOJBI B KOJIOJLE, KOTOpas BCTpeya-
€TCs B TATAPCKOM M PYCCKOM SI3BIKAX:

Koera Texepmo, kalfThin CybIH 34opceH [McoHOOT,
c. 318]. — He muito#t B Kosozel — BOAbI UCIIUTh MPUACT-
csl.
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H. VcoHOoT IpUBOIUT HETBIA PSII TTOCIOBHUIL O
KoJoa1e, CBUACTCILCTBYIONUX O CaKpaJlbHOM OT-
HOIIIEHUH TaTap K KOJOAE3HOH BOJIE:

Koera cy TambuiMelil. — Bogy B konozen He HOCST.

Koera rtam Tamay »uHel, anysl aBblp. — B kono-
JIell JIETKO OpOCHUTh KaMEHb, HO HEJIETKO MOAHATH 00-
partHo.

Koera Tekepen TamTelpa anMacchlH. — IImoHYB B
KOJOJEL, HE 3acTaBUIIb €ro BbUIMBaThed [Tam ke, c.
318-319].

B nmpame A. M. I'mis3oB mpuberaer Kk 3aroBo-
py: MupBanu, 6pocast B KoJlozell BeApa, CTPEMUT-
Csl 3alllUTUTh CYABOY OT TOpecTei, 3arporpamMMu-
POBaTh CBOIO KU3Hb HA CYACTHE!

O xo3ep OenroHHopeHe yKbl. besHe caramaraH xapa
KalTBIIapHBI, YTKOHHOPEH hoM KypodoreH, carbli-
XOCPOTHE, ycall KOHTOW Tail0oTHE IIyNIbl YHMIIOKIJIOPT
TYTBIPBIN Koe Te0eHs canam [[britnaxes, 2002, c. 71].

B aBTOpH30BaHHOM mMepeBOAE Apambl, MOMs-
Tysl, YTO TEKCT OPUCHTHPOBAH Ha MHOS3BIYHYIO ay-
nutopuio, A. M. T'uns30B pacmpsieT 3TOT AUAJIOT,
YTOOBI CMBICT MPOW3HECEHHOTO TepPOosSMHU ObIT 60-
Jiee Mpo3payveH Uil YUTATEIIs:

MUPBAIJIN. A Tenepb CMOTPH M YHTail CBOM MO-
nmutBel! Bee wepHOe rope, KoTopoe mojcTeperago Hac,
BCE CTPaxH U TPEBOTH, TOCKY, COMHCHHS, HABETHI 3JIBIX
JIo/ielt — Bce, BCe 3TO 51 Opocato B 9TH BelIpa U OTIIPAaB-
JISI0 Ha TEMHOE JTHO Koo al

IHAMCETASH. UYro TB1 cuenan? (B cmpaxe
cmomps Ha Mupeanu.) 910 ke Tpu Konoana, TpH YuC-
TeIX Kiroua!.. OHM HOJDKHBI OBITH BCETZA YHUCTBIM... S|
001oCB!..

MUPBAJIN. Huuero.

IHAMCET ASIH. He x noGpy 3T0... S X04y, 4TOOBI
ayadaHe HUKOTJAa IJIOXO O Hac He roBopmiu!l.. [Ap-
XUB..., . 20].

OBOJIONUSA aBTOPCKOTO 3aMBICIIa B TIOBECTH U
npame «Tpu apiimHa 3eMiIu» packpbita B paboTax
M. XaOytnuHoBoli [XaOytauaosa, 2014, Cienu-
geckad...]. [llamcerasn BepuT B CHIIy MPOKJISTHH,
[IO3TOMY HE XOUET, YTOOBI KHUTEIH ayJia MPOKIISIIN
WX 32 OCKBepHeHHWe Kkononana. OHa MOHUMAET, YTO
BO BpeMs OYHCTKH KOJIOAINA Beapa HAHWAYyTCS U TI0
HUM Y3HAIOT XO3siKy (CM. moapoOHee: [XaOyTau-
HOBa, 2011]).

C oOpaTHOW TEHACHIWEH TPH TEPEBOJAE II0-
CJIOBHIT MBI CTAJTKMBAEMCSI TIPH TEPEBOJIE AU301a
BO3BpalleHus MupBaiu ¢ )KEHOM B POJTHON JOM:

MUPBAIJIN. Hy, Hlamcerasa!.. CKoTbKO BpeMEHH
MPOLIIO, KaK MBI OOPYYHIINCH, a THI ellie He NepecTyIH-

28

Jla mopora 3Toro JoMma. 3aHuMail camoe TOYeTHOE Me-
cro! [Apxus..., c. 35].

T. MaiinaramieBpa JOHOJHICT DSIH30] XaKac-
CKMM MAaTe€pHaJIOM — BBOJUT PUTYyal MOKJIOHEHHUS
ordto. Crapymka Talinma B paMmkax puTyana IMo-
KJIOHCHUS OTHIO BOIUT MOJIOABIX BOprr oyara u
0J1arOCIIOBIISET:

Uypt onb1H, ANTHIHAX,

AMJIBI CHH TYT Tap.

Yackanislu nonslyap,

[Mana-napxaa naii noneryap [[IsipoM Tacrta, dupim,
c.39]. -

Ouar, AnTeiHal, Tebe AeprKaTh.

CuacTbs BaM B JOME 3TOM.

Boratel OyapTe 1eTbMH U BHYKaMH. ..

OCOOEHHOCTH HAIMOHAIBHOTO MHPOBHICHUS
OTPA3WINCh B CIACAYIONMIEM SITHU30/C:

MUPBAIJIN. babymka Taiida, mbr ¢ LlamcerasH
PELIMIN, YTO €CNIM IepeesieM Crojia, To U Teds K cebe
BO3bMeM. UTo Tebe 0cTaBaThCsl TaM OTHOMN?

TAM®A. Her, ner, netu mou. Passe st 6pomry cBoit
nmom? [ApxusB..., c. 26].

B nepesoze T. MaitnaranieBoit untaem:

Taiina (na npednoscenue Moa0ObIX):

Yox, 4ox, mpkeiepiM, MOIMHI TacTam IoJj0acIIbIH.
[MocTely Typassl mocxa ysuibiu [[Teipom Tacrta, gupim, c.
40]. — B cBoeM mgome — cebe Termio.

3/1ech MBI CTAIKMBAeMCsI C CUTyallued Herepe-
BojiuMoro 3HaueHus. IloJcTpouHbld TEpeBOj] HE
OTpakaeT TOTCHIIMAJ MPOU3HECCHHOT'O0 Ha XaKac-
CKOM SI3BIKE.

CoxpaHsisi CTpyKTypoOpasyromue o0pasbl, Xa-
pakTepHbIe I TEKCTa opuruHana («apba / Tenera
CyIbOBI»), TEPEeBOMYMIIA, KaK OTMEUacT B CBOCH
perersun M. XaOyTIWHOBA, «HAMOHATU3IUPYET»
TaTapckre oO0pas3bl MUpa WM CO37]aeT HOBBIE — Xa-
KaCCKUE HAIMOHAIBHBIC 00pa3bl, KOTOPBIE CIIOCO0-
CTBYIOT yTiyOlieHHOMY TmoHUMaHHIoO. «B xakac-
CKOM CITeKTaKie apoe-TpaHchopMepy NpHCBanBa-
IOTCSl HOBBbIC 3HauYeHWs. B 3aBucMMOCTH OT XOpa-
HKB/IpmnukoB apba mpeBpamaercsl TO B JIeXkKaH-
Ky, TO B JIOM, TO B aJla4ybIX (CBaJeOHBII IIaJIalI), TO
B TpUOYHY, TO B CTOJIBINIMHCKUAN BaroH, TO B
CTPOUTEIBHBIC JIECa, TO B KOJIOJEI, TO B apKy - BO-
pOTa BEYHOCTH...» [XobeTauHoBa, c. 11].

ITepeocmbicnsier T. MaiiHaramieBa U OJuH U3
aBTOPCKUX CHMBOJIOB — o0Opa3 mosioTeHma. Kak
BepHO mnoamermna M. XaOyTauHOoBa B CBOEH
peleH3uH, «B pyKax AINTHIHAX Ha YyXOWHE MBI
BHJIUM «0€JIOe TIOJIOTEHIIE CO IBETHBIMHU y30paMH
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1o kpassM». M3 OBITOBOM JeTaar OHO IIPEeBpaIacT-
Csl B CUMBOJI <«JUIMHHO# Oesoi goporu». B Tarap-
CKOM sI3bIKE «aK Ioi» («Oemast mopora») mepeBo-
IUTCA Kak «Jopora cyacTbs». BozBpamieHue no-
MO U1 TepOeB CTAaHOBHUTCA HEM3OBIBHOW MEUTOM.
B T0 k€ BpeMs B MOHOJIOT€ TE€POUHU «IIOJIOTEHLE»
npeBpanaercss B eMKUH (UI0COPCKUHA CUMBOJ —
CUMBOJI >KM3HEHHOro nytu: «besoe mnosoTeHue,
Kak Oenast mopora. Ho y Bcero ects KoHel, U Ha-
LIEro MyTH TOXeE...» [ApXuB..., ¢. 37].

Xop:
[MonoTenue 6enoe — 6ernast JOPOKKa,
ITonepek noporu — uepHas CTEXKa. ..

[Momorextie 6emoe u poHOM TOPOT!
Bort onu, 3Hakombie mecta! [Tam xke].

«IlonoTeHlle UCHONB3YETCS B CIIEKTAKIIE OYEHb
OpTaHUYHO KaK DJIEMEHT CBaJcOHON OOPSITHOCTH:
1O. MaiinaraieB BBeJ B CIIEKTAKJIb OOPS/] MOKJIO-
HeHUs HeOecHBIM cBeTHIIaM, OoruHe orHs. Hesec-
Ta y XaKacoB JIOJDKHA TPHUOBITH B JIOM JKEHHXa
BEpPXOM Ha KOHE, Iepkach 3a 4eMOyp. B crexraxie
STOT BJIEMEHT SIBJICH B MHU3AaHCIICHE, Korna AHAPYC
JIOTOBApUBAETCS C CyKeHOoW. BmroOneHHbIE Tepon
3aMHUPAIOT IEpE] 3pUTENEM, BO3JEB BBEPX PYKH,
KOTOpBIE AepKaT KOPOMBICTO. B 310l koMno3uuuu
0o0pa3oB Takke JaeT o cebe 3HaTh MOTHB apObl.
Bcnomuute, cioBo ,,cynpyr 3aMMCTBOBaHO U3
ctapocnaBsiHcKoro. [IponsBonnoe ot cenpymry (1
1. el. 4. — CBIpATY), T. €. ,,CTAHYTh, COCIUHUTD,
3anpsub. BykBaJlbHO Cynpyru O3Ha4daeTr ,,Compsi-
JKEHHbIE, B 0HON ynpsku‘‘. C 3TOil MUHYTHI Cyb-
Obl AHJpyca U ANTBIHAM OKAa3aJIUCh CTSHYTHI BO-
€I1HO.

[TomoteHnnie npeBpamaeTcs B (puHANE CIIEKTaK-
I B UHBAPUAHT JICHTHI, HCTIOJIB3yEMOU XaKacaMu B
norpebanpHOM 00psiie. Kak ykaseiBaetr B. A. Byp-
HAaKOB, Y XaKacoB ,,pUTYaJIbHbIN TEKCTUJIb BBICTY-
Iajg HEeMPEMEHHBIM aTpUOyTOM TIPOBOIOB HEIIOBE-
Ka B MOCIeAHMUM myTh. B mpoliecce MOXOpOH OHU
MOABSI3BIBATIN JIEHTHl ,,K TPUBE U XBOCTY KOHS,
MIPUHAIIICKABIIETO MMOKOHHOMY. DTO 00pSIOBOE
JIEHCTBUE MPOUCXOAMIIO MPH OTHPABICHUU IMOXO-
POHHOI1 MPOIECCHH U CaMOTO KOHsS Ha Kiaaouiie™
[Bypnakos, c. 180]» [XobeTnuHOBa, 2016, c. 12].

T. MaiinaraimieBa npu MOATOTOBKE HHCIIEHU-
POBKHM 10 MOTHBaM MOBeCTU U Apambl A. ['miszoBa
«Tpu apurHa 3emMin» MO3HAKOMWIACH C TBOpYE-
CTBOM TIHCATENsI U WCTOPUEH CO3MIaHUs TPOU3BE-
nennil. [logpoOHO M3yuYMB XapakTepbl ACHCTBYIO-
IMX I JpaMbl, TIepEeBOAYHIIA BhIOpalia OMNTH-
MaJIbHBIE SI3BIKOBBIE CPEACTBA JISI PACKPBITUS UX
CIICHMYECKUX 00pa30B, a TAKXKe Mepejadun uxX peuu.
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W3y4nB UCTOPHIO CICHHYECKHMX HHTEPIPETA-
uMid npousBeneHusa, T. MaliHarameBa He cTaja B
CIOXETE CTPOro CIEeN0BaTh OPUTHHANY, a MpPEearo-
wia CO3/aTh WHCIECHHPOBKY IO MOTHBAaM Tarap-
CKOI'0 OpHMIMHala, BIMCAB YACTHYIO HCTOPHIO Ce-
MEWHOW napel B paMmy 3MOXHU — 3MOXU KOJUIEKTUBH-
3anuu, penpeccuil. C OJHOW CTOPOHBI, NEPEBO-
J4MIla CTpEMHUJach aJcKBaTHO BOCCO3/aTh B TEK-
CTe TMepeBoja HallMOHAJIBHBIH KOMIIOHEHT OpHUIHU-
HaJIHOM Apambl, C JAPYroil CTOPOHBI, YTOObI HpH-
OJMU3UTH IMPOU3BEACHHE K XaKaCCKOMY 3pHUTEIIO,
aJanTUPOBaTh MaTepHajl IO CTEPEOTHIIbI MBbIII-
JICHWsI XaKacCKOTO YMTaTeNId M 3pUTENs, el IMpH-
IIJIOCH BHECTH HEOOXOAHMMBIE H3MEHEHHs. OTO
MIPOSBUJIOCH HAa yPOBHE MEPeBOJa MMEH COOCTBEH-
HBIX (TIpUEM «TOBOPSIIET0 MMEHH»: ANTHIHAH M
np.). lIpu stom T. MaiiHarammeBa mposiBuia ruo-
KOCTb B BBIOOpE CPEICTB U3 IEPEBOAUYECKOIrO ap-
CeHaJla ¥ MPOJEMOHCTPUPOBAJIA CIIOCOOHOCTh HIITH
Ha KOMIIPOMHUCC C IIEJbI0 KOMIIEHCHPOBATH BO3-
MOJKHBIE YTpaTbl CMBICIIA IOCPEICTBOM CMEIBIX
n300peTeHni 1 yaadnbix cyoctutynuii. T. Maiina-
rameBa SBISETCS YYTKAM W TIYyOOKHM ICHXOJIO-
TOM, JOCTaTOYHO XOPOIIO 3HAET KU3Hb U MUp Ye-
JIOBEUECKUX TIEPEKMBAHUN, WMIUIMIHPYEMBIX U
KOHHOTaTHpPYEMbIX B MOATEKCTe mnepeBoia. Ilepe-
BOJIUMIIA JJEMOHCTPUPYET JTUTEPATYPOBETUECKHNA U
KYJIbTYpPOJIOTUYECKUM TMOJAX0Jl K TmepeBoay. Ei
YAAJIOCh COXPaHUTb B TEKCTE IMOTEHIHMAILHOE
MHOJKECTBO CLIEHUYECKHUX PEIIEHUH, HE OrpaHUYu-
BasICh «TE€ATPAIBHBIM HJEOJIEKTOM» OIHOIO pe-
JKUccepa.
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A3 I'BINJIOKEBHEH, «OY APIIBIH )KUP» IIBECACHIH XAKAC
TEJEHO 9191 TOPKEMO UTY Y3EHUYOJIET'E
MOCbOJ/IOCEHO KAPATA

Bukrtopus AnexceeBna Kapamaiuesa,

H.®. Karanos ncem. Xakac 19yJI0T YHUBEPCHUTETHI,
Poccus, 655000, Abakan m., JlenuH npocr., 90 HUBI HOpT,
zsultrekova@mail.ru.

Moxkamone A.M. I'sliinoxeBHeH «OU apuIblH KUp» TOBecTe hom apamackl MOTHBIApH OyeHUa
Tarpsina MaiinaranieBa TapadblHHaH COXHOJOIITEPENTaH Xakac TeneHgore «IIepom Tacra, 4upim»
(«'ay uT MuHe, KUp!») 9COPEHS YATBIIITHIPMA aHAIN3 HOTHXKAIOPE TOKBIUM HTENd. TeKcTaapHBI
THUKIIEPY OaphlIIIbIHAA TOPIKEMIUCHEH JOHbs TeJl KApTHHACHIHA Xac OyJraH dJeMEeHTIap OMIIresIoHs.
T. MaiiHarameBaHblH TOP)KEMAra o700MAT hoM MOIOHMAT OEJIEeMHOpPEHS HHIE3JIOHEN SIKBIH KHIIYe,
TEKCTTa Oep PEKUCCEPHBIH «TeaTp WANOJIEKTHD) OENOH YHMKIIOHEN KaJIMblilua, COXHOTS KYyEIBIIIHBIH
KYII TepJie MOMKHHJICKJIOPEH, LIyJail YK OpWUTHMHAJIb TEKCTHBIH TeJl hoM MOJIOHM Y3CHYQJCKIIOpEH
CaKJIall Kalyra Hpemrye IIHIUIoHS.

Tenm TOWIEHYdJIP: JIMHIBOKYJIBTYPOJIOTHS, TOPXKEMd, Tarap oIo0OHATH, Xakac Tele,
A M. I'sritnoxxeB, «O4 apmisH xXupy», «IIsipom Tacta, aupim».
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