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Eco-memoir as a sub-genre has a capacity to narrate both the destructive
and constructive forces of personal and environmental issues. It differs from
a personal autobiography because eco-memoirs embrace both autobiography
and nature writing within the scope of personal and ecological identity and
memory. At the individual level, the transformed self can be seen through
different stories of one’s own life in eco-memoirs. Both in individual and
societal level, eco-memoirs speak of change and interaction between a
specific person through the narration of the land itself. In Diane P.
Freedman’s article “Maternal Memoir as Eco-memoir”, it is asserted that
memoir so as eco-memoir cross genres and disciplines that subsequently
become an open form:

Thus what these recent volumes demonstrate about the surge in
memoir and now eco-memoir is not just the personal voice, not just
the issues being explored, but the fact that these powerful writings
cross genres and disciplines and are intended for a range of readers
inside and outside the academy, inside and outside “literature”.
Memoir is thus a supremely open form, wide-ranging in its allusion
and debts, subjects, users, uses. They are works of hope and
trepidation, of activism and call to arms. (Freedman 48)

Thus, memoir as a genre is considered to be a mode of expression for an
individual’s life and it also has a potential to cross the personal level. For
instance, Terry Tempest Williams’ Refuge (1991) and Linda Hogan’s The
Woman Who Watches Over the World (2001) cross boundaries of genres and
disciplines and as memories, both their works can be considered as
intermingled with personal/societal trauma and grief. Following this subject
matter, in Terry Tempest Williams’ Refuge (1991) and Linda Hogan’s The
Woman Who Watches Over the World (2001), I argue that both Williams’ and
Hogan’s novels bear similarities about transforming and healing oneself
through grief. This paper aims to analyze these transformations by focusing
on subjects like family relations, cultural heritage, personal health, ecological
transformations and sociocultural backgrounds of both writers. Both writers
suffer from similar traumas throughout their lifetimes. For instance, in
Sidonie Smith’s Reading Autobiography: A Guide for Interpreting Life
Narratives, Terry Tempest Williams’ autobiographical book Refuge is
mentioned in the term “ecobiography”: “... this term for narratives the story
of a protagonist with the story of the fortunes, conditions, geography, and
ecology of a region, and reflect on their connection (and perhaps its failure)
as a significant feature of the writing. Terry Tempest Williams’s Refuge is a
case in point” (Smith 194). So, Williams’s Refuge becomes an example of
ecobiography or eco-memoir in which protagonist’s story is intermingled
with ecology of region and the writer’s work gives emphasis to reflections of
this connection. Similar to Terry Tempest William’s point of view, Linda
Hogan’s own words in the Woman Who Watches Over the World clarify the
need for the restoration and healing of the self both in personal and societal
level:
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In such great universes as ours, we should try to match
ourselves to the outside world, the faith healer called river, or a
clay woman, broken, who watches over the earth. There are those
who journey to retrieve the souls of the ill, to restore the breath of
the world, the great store of cloud forest, the medicines in
mountains, and the blue eye of the sea that closes or open. This, the
range of a world. (Hogan 206-207)

In these lines, it can be derived that Linda Hogan tries to make a
connection with the land that she belongs to as she also defines her book as a
“native memoir” in the title. Hogan identifies the healing of self with the
healing of the ecological landscape. Thus, she finds the ultimate healing in the
nature: the faith healer called river and a clay woman who watches over the
earth. Regarding these assumptions, Hogan returns to the “mother nature” in
her journey to retrieve the souls of the ill and survive.

Initially, as I argue that both Hogan’s and Williams’ life narratives bear
similarities about transforming and healing oneself through grief; their
family relations, cultural heritage, personal health, ecological
transformations and sociocultural backgrounds become significant for the
purpose of analyzing their eco-memoirs. As a starting point, I would like to
put emphasis on Terry Tempest Williams' eco-memoir Refuge. Williams
named her book fully as Refuge: An Unnatural History of Family and Place.
Thus, considering the full title of book, Williams’ narrates her family and land
in an unfamiliar and personalized way where she tries to find her “refuge” in
writing so as in her autobiographical book: “I am slowly, painfully
discovering that my refuge is not found in my mother, my grandmother, or
even the birds of Bear River. My refuge exists in my capacity to love. If I can
learn to love death, then I can begin to find refuge in change” (Williams 178).
So, her refuge is based on the meaning of love. Also, she tries to embrace
death so as it’s grief while trying to find refuge in these changes.

In detail, Terry Tempest Williams (1955-) is both an author and an
activist. She writes about American West especially the landscape of her
native land Utah and Mormon culture. Aside from Refuge: An Unnatural
History of Family and Place (1991), she is author of many books which
includes Finding Beauty in a Broken World (2008), Coyote's Canyon (1989),
Pieces of White Shell: A Journey to Navajoland (1984), The Hour of Land: A
Personal Topography of America's National Parks (2016) also her collected
essays The Open Space of Democracy (2004) and Red: Passion and Patience in
the Desert (2001). Williams is a naturalist who advocates environmental
protection and values her land highly in her works. For instance, in Refuge
she explains how she values family and her native land Utah’s significance as
a sense of history: “I have known five of my great-grandparents intimately.
They tutored me in stories with a belief that lineage mattered. Genealogy is in
our blood. As a people and as a family, we have a sense of history. And our
history is ties to land” (Williams 14). So, Williams sees a direct connection
between personal and societal history as she mentions “our history is ties to
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land”. This history is taught by her relatives and due to her upbringing, she
becomes an advocate of her land’s and its peoples’ survival.

As an example of her point of view her interview with David Petersen can
be mentioned: “... in Refuge, 1 looked at the landscape of my family, the
landscape of my childhood and the landscape of the Bear River Migratory
Bird Refuge adjacent to Great Salt Lake. The story turns on the juxtaposition
of events within my family and the refuge” (Petersen 17). So, she expresses
her narrative style where she looked at the landscape of her family and she
continuing to narrate environmental issues near Great Salt Lake: “Great Salt
Lake was rising and there was nothing to blame it on, nothing to be angry
about, nothing to fight—just a complete acceptance that the refuge, those
vast priceless wetlands, would be flooded and lost through a natural
phenomenon” (17-18). Similar to Great Salt Lake’s loss of vast wetlands,
Williams makes an analogy between losing her family and her land:
“Similarly, I had to learn and acknowledge and accept the loss of my mother
and grandmother. That's the premise of Refuge—that an intimacy with the
natural world initiates an intimacy with death, because life and death are
engaged in an endless, inseparable dance” (17-18). Williams tries to accept
the grief of her mother’s and grandmother’s loss through channeling it into
nature’s cycle of life and death. In the same interview, Williams also explains
that writing Refuge took her to spend seven years and this time she filled 22
journals. She continues to explain this process by saying: “I guess it was my
way of articulating on an intensely personal level what was happening, and I
didn’t talk about it. When you are engaged in the process of dying—helping
someone you love to die—there’s work to be done; you just do it” (Petersen
19). So, in order to face with the grief, Williams uses writing as a medium of
dealing with it and she chooses to transform it into a work of art. Williams
accepts that her dialogue with death is via her writing: “My journals allowed
me to dialogue with death. And Refuge came directly out of those journals”
(19). She expresses that her writing comes out of her life and in every other
work, she derives a question from each novel. Furthermore, in Refuge she
raises a question “How does one find refuge in change?” and throughout the
novel, she deals with the change that death causes her to experience. So, she
tries to accept these transformative periods during her life. She even finds
refuge or take shelter in these changes since her writing has a therapeutically
healing effect on her.

In the end of the book, Terry Tempest Williams comes into conclusion
that “tolerating blind obedience in the name of patriotism or religion
ultimately takes our lives” (Williams 286). Since, both her mother and her
grandmother possibly developed cancer from nuclear fallout in Utah in 1957
where bomb tests were initiated by the decision of the United States
government, Williams feels the urge to question everything even if it means
losing her faith. Because in her culture, one cannot question everything, the
only thing that matters is to abide by the rules. But Williams realizes the
wrongness in basis of culture as she says “For many years, [ have done just
that—listened, observed, and quietly formed by own opinions, in a culture
that rarely asks questions because it has all the answers” (286). So, she dares
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to become an independent thinker in a world of submissive believers. Her
transformation into a thinker from a believer results from her family’s
illnesses: “... one by one, I have watched the women in my family dies
common, heroic deaths, we sat in waiting rooms hoping for good news, but
always receiving bad. I cared for them, bathed their scarred bodies, and kept
their secrets...” (285-286). Subsequently, her family’s illnesses and her grief
for the loss of them, aid her to find refuge in change while transforming
herself into an independent, strong woman.

Similarly, Linda Hogan in her book The Woman Who Watches Over the
World, narrates her personal and communal traumas and transforms her
grief into a work of art. Hogan’s healing is never complete. She shapes a
metaphor for her and for all other wounded women. She bought a clay
woman while naming her “The Bruja Who Watches Over the Earth” (17).
Hogan says that “Bruja is Spanish word for woman healer” and during
shipment, clay woman'’s legs, nose and hands broke. She tries to glue all of
them together but then she realizes that “The woman who watches over the
world was broken. Despite my efforts she remained that way, fragmented
and unhealed “(18). In the book, she draws a parallel between the clay
woman and herself. As Julie Fiandt asserts in her article entitled
“Autobiographical Activism in the Americas: Narratives of Personal and
Cultural Healing by Aurora Levins Morales and Linda Hogan”, Hogan's
personal and communal traumas are reflected in the book via the metaphor
of clay woman: “Initially disappointed, Hogan soon realized that the clay
woman proved an apt metaphor for her own journey through physical and
psychological pain, and the earth’s journey through such painful events as
colonialism and environmental degradation (Fiandt 568-569).

In detail, as a brief information, Linda Hogan (1947-) was born in Denver,
Colorado whose father was a Chickasaw. Her parents were from working-
class family and she began working at age fifteen and later on, she received
an MA degree in English and creative writing. She published poetry
collections such as Eclipse (1983), Seeing through the Sun (1985), Savings:
Poems (1988) and The Book of Medicines (1993). Her novels include Mean
Spirit (1990), Solar Storms (1995), Power (1998). She also has a collection of
essays entitled The Sweet Breathing of Plants: Women and the Green World
(2001) and lastly in her eco-memoir The Woman Who Watches Over the
Earth: A Native Memoir she narrates the relationship between the land and
her own psychology as it is explained in the book (Arnold 130-131):

“Memory is a field full of psychological ruins,” wrote French
philosopher Caston Bachelard. For some that may be true, but
memory is also a field of healing that has the capacity to restore the
world, not only for the one person who recollects, but for cultures
as well. When a person says “I remember,” all things are possible.
(Hogan 15)

As Linda Hogan explains in her memoir, memory is both a field of
psychological ruins and healing. Because it offers an opportunity to restore
both ruins of psychology and the land. As she mentions in her memoir, she
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tries to use memory as a medium for healing in both fields since “With all our
medical discoveries, we are still, like the clay woman, coming apart and
breaking” (Hogan 19). Even Hogan identifies herself with the land itself as
she says: “... my doctors become earth, water, light, and air. They were
animals, plants, and kindred spirits. It wasn’t healing I found or a life free
from pain, but a kind of love and kinship with a similarly broken world
(Hogan 16). Similar to Terry Tempest Williams who finds the solution in the
mother nature as a healer, Linda Hogan turns her face to the mother earth
and tries to merge the broken pieces of herself so as the clay woman.
Moreover, while doing this, Hogan tries to heal the pain and grief of her
Native American ancestry as it is asserted in Alette Willis’ article “Restoring
the Self, Restoring Place: Healing Through Grief in Everyday Places”: “It is a
pain too large to be encompassed by words like sadness, depression or grief,
and yet it is the act of putting words to the pain through story telling that
ultimately brings about healing...” (88).

Thus, similar to Terry Tempest Williams, Linda Hogan transforms her
grief into a healing process with the medium of storytelling. In the sub-genre
of eco-memoir, storytelling assists both writers to deal with personal,
communal, cultural and ecological issues in a therapeutic way. Hogan as a
firm believer of the union of personal history and the history of the land,
describes Indian people’s history as their illness. She uses language in order
to give a voice the grief of Indian people: “We Indian people who had
inhabited the land of the fountain of youth had not been meant to survive and
yet we did, some of us, carrying souls of our ancestors, and now they speak
through us” (Hogan 49). Thus, she explains that her use of language
inherently reflects the voice of her ancestors and she survives through its
existence: “It was this that saved my life, that finally contained me. Or better
said, I contained it” (49). On the other hand, in her lifetime, Linda Hogan
suffers from fibromyalgia, sleep disorders and she survives from a fatal
accident. In the hospital, she evaluates her life and expresses the premise for
healing in the future: “I asked the unaskable questions, broke through the
silences of all the previously unspeakable things in our family. I entered the
country of the past so the future would hold healing...” (178). Similar to Terry
Tempest Williams who questions everything while saying “I must question
everything, even if it means losing my faith...” (286), Linda Hogan asks the
unaskable questions about the unspeakable things in her family. Moreover,
both writers write eco-memoir which has a capacity to explain both the
destructive and constructive forces of personal and environmental issues.
Thus, Terry Tempest Williams’ Refuge (1991) and Linda Hogan’s The Woman
Who Watches Over the World (2001) are memoirs which consist both writers’
traumas and griefs throughout their personal lives. ~While writing about
their personal lives, they narrate the history of the land and their cultures as
well. So, both in societal and personal level, Hogan and Williams try to heal
themselves from the grief with using literature’s therapeutical effect. To sum
up, Louise DeSalvo explains in her book Writing as a Way of Healing: How
Telling Our Stories Transforms Our Lives that writing about difficulties enables
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the writer to transform oneself into a state of wholeness and connectedness
between the oneself and the world:

Writing about difficulties enables us to discover the wholeness
of things, the connectedness of human experience. We understand
that our greatest shocks do not separate us from humankind.
Instead, through expressing ourselves, we establish our connection
with others and with the world (DeSalvo 43).
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Cialasvili Gordeyeva Yelena SALVOVNA, Sevindi RAMAZANOV

Posp HalMOHAJIBHBIX JIMTEpAaTyp B JHajore KyJbTyp BecbMa
3HAYMUTe/IbHA, IOCKOJbKY HapsAAy C HalMOHA/JIbHBIMHU S3bIKAMH OHHU
SIBJIAIOTCSI HOCUTEJ/ISIMU U BbIPAa3UTEJISIMA MEHTA/IUTETA HAPO/Ia, €r0 3TUKU U
3CTeTUKHU. [103TOMy B 3HAKOMCTBE C HApPOJIOM, C €r0 S3bIKOM BaXKHYIO POJIb
UrpaeT epeBo/ XyJ0XKeCTBEHHbIX IPOU3BEJ€HUH.

[TocKoIbKY TNepeBOA SIBJSETCA Pe3yJbTaTOM B3aWMOJEHCTBUS JABYX
SI3BIKOB, /ABYX KYJIbTYp, TO INEPEBOJYUK BCErJa CTOUT Iepes BbIGOPOM
onpefe/IEHHOr0 NPUHLMIA IepeBoja: JIMOO C OpUEHTAalMed Ha fA3bIK U
KyJabTypy UT, 1160 c opueHTanuet Ha s3biK U KyabTypy [IT. [loguépkuBas
BaXXHOCTb BbIOOpA NEPEBOAYMKOM TOT'O MJIM UHOTO NMPHUHIMIA, U3BECTHBIN
pycckuii yuéHoiii A. B. ®eopoB B cBoell kHUre «OCHOBBI 006IIed TeopUu
nepeBo/ia: JUHIBUCTUYECKUH 04epK» IPUBOJUT HA 3TY TEMY OYeHb CXOXKHE
oOpa3Hble BbICKa3bIBaHUS [JBYX HeMenkux ¢unocopoB HoraHHa
BoJsib¢ranra l'éte u Ppugpuxa llneitepmaxepa: «CyuecTByeT [ABa
NpUHIMIIA [lepeBoJia: OJUH U3 HUX TpebyeT NepecesleHUS] WHOCTPAHHOTO
aBTOpa K HaM, — TaK, YTOObI Mbl MOTJIM YBU/ETb B HEM COOTEYECTBEHHHKA,
JIPYTOH, HAaNPOTUB, IPebABJISET HaM TpeGoBaHUE, YTOOBI MbI OTIPaBUJIMCh
K 9TOMY Yy)Ke3eMIly U NPUMEHWJIHCh K €ro YCJIOBUAM KU3HH, CKJIAZy €ro
SI3bIKa, ero ocobeHHocTsiM» / U.B.I./; «[lepeBoAYHK NGO OCTABJSIET B TIOKOE
nycartesiss M 3acTaBJseT 4YUTATeJsd J[BUraTbCd K HEMy HaBCTpeuy, JIMGO
oCTaB/seT B IIOKOE 4YMUTaTes]s, W TOrja HJATH HABCTpedy IPUXOAUTCA
nucarento. 06a MyTH COBEPIIEHHO Pa3JIMUHBI, CJ1e0BaTb MOXHO TOJIBKO
OJIHUM U3 HUX, BCIUeCcKHU usberas ux cMeleHus..» /O.IL./ [1].

CxeMaTHYeCKH 3TH BbICKA3bIBAHUSI MOXHO IepesjaThb CJeAYIOLUM
ob6pasom:

[IpyHUMN OpHeHTAaMM Ha A3bIK M | [IpUHIMIO OpHeHTAUMM Ha fA3BIK U
KyabTypy IIT KyabTypy UT

WHocTpaHHbIM aBTOp — CTpaHa Yurtatenb — CTpaHa HWHOCTPAHHOTO
YUTaTeNs aBTOpa

[ucatesnb — YuTaTesnb YuraTesb — [lucatesnb

Pe3ysbTaT paboOThl NepeBOJYMKA 3aBUCUT HE TOJIbBKO OT HPHUHIUMNA
nepeBo/ia, HO M OT BBIPAOOTKH OMNpeJleJIEHHONW CTpaTerud MepeBoa,
noAipa3yMeBawlleil, B INepByI oOuepeb, BbIGOp /s IepeBoZa TaKHUX
Xy/10’KECTBEHHBIX TEKCTOB, KOTOPhIE, OKa3bIBasi 3CTETUYECKOe BO3JeHCTBUE
Ha 4YHUTaTeJis, CIOCOOGCTBOBAIM Obl MOHUMAHHUI0 UX MECTA U POJIU Kak B
HAallUOHAJIBHBIX, TaK WU B MHUPOBBLIX HWCTOPHUKO-JIHUTEPATYPHBLIX IPOLeCcCax,
MMpUBJIEKAJIH 6]31 BHHMaHHWEe K HAIlMOHAJIbHBIM peaJIMdM Pa3HbIX HApPOAOB,
(bOpMI/IpoBaJII/I 6])1 MOJIUKYJIbTYPHYIH0 KOMIIETEHTHOCTD yyuTaTeJeH.

Ha nporsxeHun 20-ro Beka pyCCKOA3BIYHBIM 4YWUTaTesJb HMel
BO3MOXXHOCTb O3HAaKOMHTLCS C TPOU3BEJEHUSIMU CaMbIX W3BECTHBIX
TypeLKUX NucaTesied, MO3TOB U ApaMaTyproB: HaseiMa XukmeTra /Nazim
Hikmet/, A3usa HecuHa /Aziz Nesin/, Pemasa Hypu 'onTekrHa /Resat Nuri
Giintekin/, ®aspia XwochHio Jarnaapmxku /Fazil Hisni Daglarca/, fAmapa
Kemans /Yasar Kemal/, Kemansa OpxaHa /Orhan Kemal/, CabaxaTTuHa Anu
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/Sabahattin Ali/ , Hemxuna ®a3bia Keicakiopeka /Necip Fazil Kisakiirek/,
daxkupa Baiikypra / Fakir Baykurt/.

PaccMoTpuM pyccKue mepeBoJAbl NPOU3BEeAEHHH 3THX NMUcaTeNded U
NMONbITAEMCSA ONpee/JUTh, YeM 0G'bACHAETCA UX BbIGOD AJIs NepeBoAa U
NMonyJIIPHOCTb Yy YUTaTEJIEH.

1. Hazbim Xukmert - o Typuuu u Poccun: «Cibimy aBa A3bIKa,
CJBIIIY MJIaY, C/AbIIY CMeX JABYX JTIOOUMbIX MOUX...»

HaubGosiee spkoil ¢urypodl cpeau TypeLKUX MHcATeNel SBJSETCS
JsaypeaT Mex/yHapoaHo# npemuu Mupa - Haseim XukmeT PaH. TBopueckuit
nyTb M 6oppba 3a OCylleCTBJIeHHE CBOMX W/eaJoB IPHUBEJNH €ro
BIOCJIEACTBUM K MNOJUTHYeckod smurpanuu B CoBerckuin  Coros.
ComnocTaBJifisl €ro TBOPYECKYI0 3HAYMMOCTb B TYPELKOH JiMTepaType CO
3Ha4YUMOCTbIO [lylIKMHA B PYCCKOW JIMTEpAType, ero Ha3blBalOT «TYPELKUM
[lymkuneiM» [2]. sIBAsieTCs OJAHUM K3 HauboJiee CMeJbIX pepopMaToOpoB
TYpeLKOH JIMTepaTyphl, BBEJIIMM B [033UI0 aBaHrap/HblE, AUCCOHAHCHbIE
PUTMBI, KOTOpblEe BOCIPHUHSAJN y PYCCKUX aBaHrapJUCTOB, B YAaCTHOCTH, Y
MasikoBCKOro. B cBSI3M ¢ 3TUM ero HasbIBAlOT U «TYpeLKUM MasKOBCKHM»
[3]. HasbiMm XuKMeT CuYMTaeTCsd OCHOBAaTeJeM LEJOro IMO3THYECKOTO
HalpaBJleHUs B TypeLKoH JuTepaType. OpaTopckas MaHepa NUCbMa M
NaTEeTUYHOCTD, XapaKTepHbIe /I pAaHHEro Nepro/ia ero TBOPYeCTBa, M103Ke
YCTYNUJIM MeCTO TJyOGOKOH Juph4yHOCTH. CyllecTByeT HeMaJso IIEeceH,
HaIMCAaHHBIX HA CTUXU XUKMeTa.

Pox/IéHHBII B apUCTOKPAaTUYECKOW ceMbe - €ero Jej IO OTL0BCKOH
JINHUM B pa3Hoe BpeMs Obla1 ry6epHaTopoM B Jlusp6akeipe, Anenno, Konbe
u CuBace, BXoAwa1 B cyQUHCKHH opjaeH MeBJeBH U HCHOBEJOBAJ
nubepasbHble B3I/SAAbI, A JeJ, 0 MAaTepPUHCKOM JIMHUU GbLI U3BECTHBIM
OCMaHCKHM TeHepasjioM -/ieBATHaJALAaTUIeTHUM IOHOLIEH, nepej, KOTOPbIM
OTKpPBIBAJIOCH BJiecTsliee obecriedeHHOe 6yayiiee, Ha3biM XUKMeT GeXUT U3
Ctambysia B AHATOJINIO, YTOGBLI MPUCOEJUHUTHLCSA K MOBCTAHI[AM, BeAyIIUM
0CBOGOAUTENbHYI0 BOWHY NPOTHB OKKYNaHTOB. B cBoed mocienHei
aBTo6Horpadudeckoil kHure «KH3Hb - NHpeKpacHasi Bellb, OpaTHIIKa»
/«Yasamak giizel sey be kardesim»/ on paccka3sbiBaeT 0 TOM, YTO IPUBEJIO
€ro Ha POAVHY PEBOJIIOLUU:

«TpuauaTh NATH AHEH, paBHbIX TPUALATU NATU TrojAaM, NMpPoOBeJ s B
Jopore, f, CTaMOYJbCKHHA OTPOK, BHYK MNamd. Tak § MO3HAKOMUJICS C
AHaTosiMel;, M BOT Telepb BCe, UTO A BUJEJ U IEepexuJ, Jexaao nepeso
MHOW, CJIOBHO OKpPOBaBJIEHHbIH pBaHbIH MJIaTOK... CMOTPIO U CHOBA CTBIXKYCh
ocobHsKa B Yckiogape. CMOTpIO — U MHe X04eTCs [JIaKaTb, CMOTPIO — U KPOBb
yAapsieT MHe B roJioBy. Pemali, roBop1o s cebe, peliai, npusiTesb... He kKHUrH,
He y0ex/leHHs], He MOe COLlMaJIbHOE MOJIOKEHUE IPUBEJIU MeHs TyZa, KyJa s
npuuies. MeHs npuBesa TyZa AHaTOJ/IUsl, KOTOPYIO f1 pasrJisifies elle Tak
IJIOXO, C OJJHOT0 Kpaellika. Moe cep/ilie MpUBeJIO MeHS Ty, KyAa s npuuie!
Bort - Tak-To!» [4].
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Bcé 3ameuaTespHOe TBopyecTBO HaspiMa XHMKMeTa Tak »ke KOHTPACTHO,
KaK KOHTpacTHa ero 6uorpadus, Kak KOHTPACTHA UCTOPHUA 4YesI0BeYecTBa.
06 5TOM pasMbIIJISIET MO3T B CBOEM cTUXO0TBOpeHUU «Hagexzaa». C ogHOM
CTOPOHBI — 3HAYUTEJbHBINA TEXHUYECKUH porpecc /«PaboTaloT peakTopsbl U
CcMHXpOda30TPOHBI, U NPOJIeTAlOT CIYTHUKH, KOTJAa BOCXOAUT COJIHIE»/, C
Jpyroil CTOpoHbl - HeBeposiTHas GeJHOCTb Hapoja / «Korja BocxoauT
COJIHLe, TaXaThb BBIXOAUT B I0JIe KPeCTbSIHUH C JOMOYaJllaMU — >KEHO U
ocioM. Océs ¢ )KeHOW - B OJIHOM ymnpspkke. A Bcsl 3eMJisl — C JIAZOHb»/ U
yApy4amouas xecTokocTb / «Korga BocxoAUT COJIHIIE, pe6EHOK yMUpaeT B
JBEHA/JlaTh JleT Ha Kolike B XUPOCUME... IULIb IIOTOMY, YTO OH POJMJICS B
copok natom». Ho Hajex/Aa HUKOrla He MOKKgaeT noata. OH Bcerja BepuJ,
yTo OyAyllee YejioBeyeCcTBAa B pykax 4esioBeka. ToJbKO JIIOAY,
00'beIMHEHHbIE OJHON O0OLIeH ujeell, CMOTyT paccesiTb TbMY HHUILETHI,
»KeCTOKOCTH, HecllpaBelJINBOCTH:

«Bedw ecnu s1 2c0pembs He 6ydy,
u ec1u muvl 20pems He Gydeuls,
u ecs1u Mbl 20pems He Gydem,
mak Kmo Jice 3decb
pacceem mvmy?» — CTAaBUT NO3T PUTOPUYECKHI BOIIpoOC.

Tema cyap6bl 4yesoBeKa B 0O0LiecTBe, HEU30EKHOCTH CTOJIKHOBEHUS
TBOPYECKOH JIMYHOCTM M 06llecTBa 3aTparuBaeTcs B Ibecax HaspiMa
XukMeTa «3a0bIThIM YesnoBek», «Uynak», «Mycannsage Jxensns CenbMmar.
[Ibeca «A 6611 iu BaH UBaHOBUY?» — 0 MepTBslel cujie 6lopokpaTusMa. B
anomnee «YesoBevyeckas maHopaMa» AaéTcs noaTH4eckas ucrtopusa 20 Beka. B
c6opHUKax CcTuxoB «[lecH mboOIWUX coJjHLE», «835cTpok», «[opof,
NOTePABIINH roJI0C» 3By4aT TeMbl 60pbObI 3a CIPaBe//INBOCTb, HaZeX/Abl Ha
Jlydllee, JOCTOMHOe OyAyllee, a TakKXe MOTHBbI OJMHOYECTBA, CMePTH,
pasayku c PoguHod. U xorsa HaspiM XuMKMeT HEOJAHOKPATHO TOBOPUJ O
Poccun kak o cBoed BTopoil PojuHe, Tocka mo ero Jiro6umod Typuuu
HUKOI/]a He yTUXaJla B ero cepjilie U B ero cruxax. [Ipoussesenusa Haseima
XukKkMeTa nepeBejieHbl Ha pyCCKUH A3bIK epeBogyukamu E. Butkosckum, M.
[laBnoBo#, P.®uiem, C.CeBepLeBbIM, JI. MapTBIHOBBIM.

BosibminHCTBO TeM, nogHUMaeMblXx HaspiMOM XMKMeTOM, aKTyabHBbI AJ14
pycCKOro uyuTaTesisl, BocUTaHHOro Ha suTepatype A.C. 'puboesnosa, H.B.
['oroas, AIl. YexoBa, M. T'opbkoro, B.B. Masikosckoro.

WszBecTHBI pycckuit noaT EBrenunit EBTymeHko coBeplIieHHO
CIpaBeJJIMBO CKasaj, 4YTO «TakKhe JIIoJW, Kak Ha3elM, He OBIBalOT
VHOCTPaHLAMU HU B KakoH cTpaHe. Ux cepjlie CTaHOBUTCS BCEMHPHBIM
nacoptoMm» [5]. H. Xukmer mnpoxun B Poccum mnocnegsnue 10 set u
noxopoHeH B MockBe Ha HoBoJieBHubeM kitazabuiie. O )XU3HU U TBOPUECTBE
nucareJss pacckasblBaeTcs B 6uorpadruyecKux CBeJIEHHUAX,
ony6snkoBaHHBIX A.K. CBepueBCKOM M B MeMyapax »eHbl nucaTesiss B.B.
TynskoBoi-Xukmer [6].
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2. Aziz Nesin - «UTo TbI ecTb?»: «f HagesJicd, YTO Korjaa
JIIOAU OyAYT O6pamiaThbCs KO MHe, 1 CTaHy 3aJyMbIBaTbCA
Ha/J, TeM, YTO A ¥ KTO sI».

A3us Hecun / Aziz Nesin/ - ofuH u3 nceBgoHuMoB MexmeTa HycpeTta -
TYpEeLKOro nucaTeJis, paMaTypra 1 nyoaunucra. OH U3BECTEH KaK CaTUPUK,
MacCTePCKH BJIAAEIOLIMI NpHeMaMH IPOTECKa, MaHEPOH peajuCTHYECKOro
NMCbMa M CTHJIEM HapOJAHOTIO CKa3a.

Ha pycckuil A3bIK TnepeBesieHbl C/lefylollMe €ro HpOU3BeJeHH:
CO60pHMK MpoOM3BeJeHUH, KyZJa BOLLIM H30paHHble CaTUPUYECKHE U
IOMOPUCTHYECKHE HOBeJlIbl, HanrcaHHble B 1956 - 1959 rogpr: «Ecnu 66l 5
Obl1 —XKeHLIMHOW», «KoHrpecc xupyproB», «CpaeTca sTax», «Tuxuit
ocobHAK», «/la 3gpaBcTByeT Kpal pozHO#!», «IlepBas OykBa AsipaBHUTa»
/TlepeBox Akmnepa Arap3sl orsibl ba6aeBa, M. KepumoBa, H. AlizeHmuTeliHa, P.
AraHuHa/; COOPHHK pacCKa3oB, COAepXalMi MOJUTHYECKHe NaMQJieThl
caTUpUYeCKHe U IOMOpPUCTHYECKHe paccka3bel nucarens /IlepeBoxy K.
I'nasynoBoii, I'. AnekcanzapoBoii/; poman «Koposb ¢yT6osia» - Becesas
UCTOPHSA 0 pOGKOM I0HOLIE, KOTOPOro 6e33aBeTHas JIl060Bb 3aCTaBUJIA CTATh
3Be3ol ¢yT6Hosa. B poMaHe faérca TakkKe CBOeoOGpa3HOEe COLMAJIBHOE
ucciaenoBanre «pyT6oJbHONA GOJIE3HU», CATHPUYECKOE OMHUCAHHE HPABOB,
napAwux B npodeccuoHanbHoM crnopTte /IlepeBoy B. ®eonosoi, C.
CBepueBCKOM/.

Kak noxaspIBalOT pe3yJbTaTbl KOMIIApaTHBHBIX aHAJU30B [7], MHOTrHe
npousBeZieHUs Asusa HecuHa HamucaHbl B JIyYIIMX TPaAULUAX PYCCKOTO
komusMma, B ctuauctuke H.B. Torosa, M. E. CanrteikoBa-lUleapuna, A.Il
YexoBa, BbI3bIBaloOlIEe B PyCCKOM YUTAaTeJe «CMeX CKBO3b CJIE3bI».

3.lmap Kemannb
«Mou KHUTH IpeBpaTAT JI060r0 YUTaTe/Is1 BO Bpara BOHHBI».

Amap Kemans /Yasar Kemal/ - mnposauk-peasiucT, TMO3T U
npaBo3alUTHUK. [IpousBenenus fmapa Kemans oTinyaeT TrJy60KUH
ryMaHH3M, MO3THUYHBIN, HCHOJHEHHBbIH (GOJBKIOPHON 06pa3HOCTH S3bIK.
OcHOBHBIe  NpoO3aWyecKHe  TNPOU3BeJEHU: poman  «XecTsiHKa»,
NOBECTBYWIIUA O MNPOTUBOCTOSSHUM HHTEJ/UIMTeHTa C MOMeIlMKaMH |
JyX0BeHCTBOM; poMaH «Tomuii MeMen», paccka3bplBalOIIUN O HepaBHOH
60pbbe aHAaTOMHCKUX KPeCTbsIH 32 CBOM NpaBa; NoBecThb «Jlerenaa ['opbl»,
HalMcaHHad 1Mo QOJbKJIOPHBIM MOTHMBAM U INepejawolias UCTOPUIO JIO6BU
ropAoro M cMmesoro ropua Axmejsa M Jodepd mnawmu [ynbbaxap U
MHOCKa3aTe/JbHO 3aTparuBawllas BaXKHeHIIMe Npo6JeMbl, BOJHYMOLINe
nucateisi; nopectu «Ecin yo6uTh 3Meto» U «Pa360HHHK», ONHKCBHIBAIOLINeE,
NpeuMylLleCTBeHHO, *U3Hb aHATOJHUMCKOr0 KpeCTbSHCTBA B INPOILJIOM M
HacrtosiueM /IlepeBon A. U6parumoBoi, T. MenukoBa/ [8].

ConuajipHasi TeMaTHKa mNpousBejeHUH Swmapa Kemasns, nmpuselB K
ryMaHU3MY, K JpyK6e U 6paTCTBy MEX/Jy BCEMH HAapO/aMH, Hace sI0IUMU
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TypHI/IIO, BbI3bIBA€T GOJIBIION HUHTEepeC MHOTOHAallUOHAJIbHOTO
PYCCKOA3BIYHOT'O YU TATEJIA.

4. Pewmaa Hypu N'oHTeKkHuH: «Ye10BeK XKUBET U
NPUBA3bIBAETCA HEBUAUMBIMU HUTSMH K JIIOAAM,
KOTOpBbI€e ero OKpYy>KaioT... KaKApId pas, Korja HUTH
0GpPBIBAIOTCA Y Cep/la, Ye10BeK UCHBIThIBAET CAMYI0
OCTpYyI0 60J1b.»

Typeukuit pomanuct Pemap Hypu T[loHTekMH - aBTOp caMoro
M3BECTHOTO PYyCCKOMY YMTaTeJI0 U 3pUTes0 npousBefeHus «Koposnék -
nThyka neBuas» [«Calikusu» - mnepeBox MU. IleyeHeBa/. B pomane

3aTparuBarOTCH TaKMe BeYHble TeMbl MUPOBOM KJIACCUKH, KaK CEMbs U JIOJT,
JIMYHOCTb U OO6IeCTBO, JIO60Bb M M3MeHa, 60Jb U PajocTb. [lo aToMmy
pOMaHy CHAT OJHOHMMEHHBIN XyJoxecTBeHHbIH ¢uabM. KpoMe HazBaHHOrO
CylIecTBYeT ellé HeCKOJIbKO BapMaHTOB IIepeBo/ia 3TOro NPOU3BEJEeHUA Ha
pycckuit  a3plk:  «[ItTuuka mneB4asi», «[lTuuka mneBuas YaubIKyiiy»,
«ABTOGHOrpadUs TyperKon AeBYLIKU».

Bosibioit HHTepec BBI3bIBAEeT TaKXke poMaH «3esiéHas Houb» /Yesil Gece
- nepeBoz, M. ManbiueBoii/. B HEM nucaTesnb H306paxkaeT HalMOHAJIBHO-
0CBOOOJAUTENBHYIO  00pbOy  Typeukoro  Hapoga. Jlaérca  oGpas
MI0JIOKUTEJIBHOTO Teposi — pecnyO6/MKaHLa, KOTOPbIH, 10 MHEHUIO aBTOPa,
HeCET OTBETCTBEHHOCTH 3a OyAyliee rpakjaH ctpadsl/ [9].

Ha pycckuil fi3blk nepeBefieHbl Tak)xe poMaHbl «Jluctonan» / «Yaprak
Dokiimii» - nepeBop 10. ABepbsiHoBoit/ u «KneliMmo» /Damga - nepesoj JI.
Mexagenko/.

[Ipoussenenus Pemaga Hypu M'oHTekrnHa NONYyJIIpHBI Y PyCCKOA3BIYHbBIX
yuTartesel, 6saroAaps ONMCAaHUIO CaMbIX €CTECTBEHHbIX W CaMbIX
HMCKPEHHUX YeJI0BeYeCKUX 3MOLMH — YyBCTBA JIIOGBU MEXAY MYXYUHOM U
YKEeHIIUHOU, MeX/y POAUTENAMH U [eTbMH, YyBCTBAa OTBETCTBEHHOCTH 3a
TeX, KOTO Mbl IpUpy4YaeM.

5. Kemasb OpxaH: «ByAb 6/1arocJioBeHHa TIOpbMa... 3€Ch
BcTpeTuics ¢ HazbimoMm Xukmerom. 3a€ech s
OKOHYAaTeJbHO 0CBOGOAUJICS OT WIII03UI. 3AeCh s MOHSLI,
4YTO 51 B MHpe He OJJUHOK».

Kemanp OpxaH /Orhan Kemal/ - KpynmHeHIIMH TypeLKUH HuUcaTeJb,
MacTep OCTPOro yBJIEKATEJbHOIO CIoXKeTa. 3a MponaraHy «KpacHbIX HUAeH»
HEKOTOpoe BpeMsI Hax04WJICS B 3aKJIlI04eHUH BMecTe ¢ HaspiMoM XukmeToM,
M3Y4YWJ C €ero IOMOLIbI0 PYCCKUH $A3BIK, NMO3HAKOMUJICS C PYCCKOH H
coBeTCKOM suTepaTypoil. KeMmasb OpxaH U3BECTEH TaKXKe KakK MepeBOJYHK
pomaHa M. A. lllosioxoBa «[logHATas LieJMHa».

['epoii ero mpou3BeieHUI — «MaJIeHbKHUH YeJI0OBEK», C €er0 CJA60CTAMU U
MOpa)XeHUsIMH; OJJHAKO B X0/le TOBECTBOBAHMUS NUCATE/b 3aCTaBJISIET CBOETO
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reposd copepuiaTb TakKuWe IOCTYIIKH, KOTOpbl€ BO3BBIIIAIOT €ro A0 3BaHUA
YesoBeka. Ha I)YCCKI/Iﬁ A3BIK IIepeBeeHbl JIy4dlllre IPOU3BEeJeHHA ITUCaTe Id:

[ToBecTh «CeMbjecAT BTopass kamepa» / «72. Kogus»/, co3jaHHasi Ha
TIODEMHOM MaTepuaJjie. ABTOP 3HAaKOMHUT CBOEro 4YHUTaTeJs C SIPKUMH,
3alOMUHAIMUMUCI o6pa3aMu JioJed. ITo HeGosabLIoe MO0 06BEMY
NpOU3BeJleHHE HACBILIEHO COZepKaTelbHbIMU AUAJOTaMU U BHYTPEHHUMU
MOHOJIOTaMHU, UHTEPECHBIMU MBICJISIMU U TJIy60KUMH 3MoLusiMu. /IlepeBoj -
P. duma/.

Poman [xxemune /«Cemile»/, B KOTOPOM aBTOP OMHUCHIBAET ObIT U }KU3Hb
GeiHSAKOB-TIepecesieHL|eB, B YaCTHOCTH, CEMbU NATHALATUIeTHEN JeBYIIKH
[bxemuse. B neHTpe pomMaHa uCTOpUs ee Jw6BA. Ha myTh K cyacTbio
JleBYLIKe IPUXOJUTCsI IPeo0/eBaTb MHOXKEeCTBO NPeNsATCTBUH.

Poman «bpouenas B 6e3gHy» /«El Kizi»/ moBecTByeT O COOBITHSX,
npoucxoasauux B nepuo ¢ 20-pix no 50-e roabl. YuTaTeg I 3HAKOMATCS C
3M0X0M KeMaJIMCTCKOW peBOJIIIMH, C JKAbMH, 3aHUMAKLMMHU pa3Hoe
coLlMa/IbHOE MOJIOKEHUE U SABJIAILIUMUCA AeTbMH CBOEH 3M0XH; C UCTOpHeN
HeKorza 60JIbLI0H, HO NOCTENEHHO pacnajallelcs ceMbH, IPUHUMalOIEeN
ykacHble yaapsl cyab6bl /IlepeBos C. CtepkuHoH, 10. [InoTHHKOBa/.

Poman «IlpoucuiectBue» /nepeBoj b. Ciynkoro/ CBOMM CHOXETOM
HaloMHHaeT poMaH «/[KeMusie», ofHaKo ecau JhxeMuse yAaércs camo
onpesie/IUTh CBOIO CyAbOY, TO FepOMHs 3TOro poMaHa — ['o/LII0 — 0Kasajach
cnaba mepej rposHO# cusod Tpasuuuil. Eé nopaxeHue B Gopbbe 3a
HEe3aBUCHMOCTb B CEMbe U 00OIECTBe 6bLIO Hen36exHbIM. E€ 6YHT npoTuB
dbeoZaIbHBIX MOPSIKOB TaK M OCTAJICS OYHTOM oAMHOYKH [10].

B npeiiHo-TeMaTHYeCKOM COJlep>KaHuU NpousBeJeHuil OpxaHa Kemans,
O/IHMM M3 NIepBbIM B TYpELKOH JIUTepaType HayaBIIMX MHCATh O PaboyHX,
3aMeTHO BJMsAHHe Makcuma [opbkoro. OGIHOCTb TeM MO3BOJISIET
PYCCKOSI3bIYHOMY YHWTATEJNI0 OTYETJMBee YBUJAETb TYpelKHe pealuu U
aBTOPCKYIO MO3UIUI0 HCATEIS.

6. Ca6axaTTuH AsM: « BOJIBIIMHCTBO JIIOAEH C CaMOro poXKJeHus u
/10 KOHIIA JHEei CBOUX Jake He MO 03PEBAIOT 0 GOraTcTBe 1
rJiyoUHe CBOEro BHyTPEHHEro MUpa...»

CabaxaTtTuH Anu /Sabahattin Ali/ - W3BeCTHBIH TYpeLKHH NHcaTesb,
MacTep >KaHpa ICUX0JIOTHYecKoro poMaHa. Ha pycckuil si3blk mnepeBefeHbI
ero cjeAyolive Npou3BeleHU:

«Hcyd ns Kyrwomkaka» / Kuyucakli Yusuf / - pomaH o 4YesioBeKe, He
MOTYILIeEM HaWTH CBOEro MecTa B OOLIeCTBe, NPECMBIKAIOLIEMCS Iepes
HeYeCTHbIMH NpPEJCTaBUTENSIMU BJIACTH WU GOraTbIMHM JIOABMH. «/bsSBOJ
BHYTpM Hac» / Icimizdeki Seytan/ - ncuxosorudeckuit pomaH,
MOBECTBYIOIMH O HEYZAaYHOH JIIO6BU CTaMOyJIbCKOro HHTeInreHTa OMepa
K CTyJleHTKe KOHCepBaTopuu Mamxuze. ABTOp MacTepCKH pHCYeT
BHYTPEHHUH MHUpP OTpPHUIATEJbHBIX IepCOHAaXXel poMaHa, HocHTesel
damucrckol ugeosorud. «MaJjoHHa B MexOBOM MaHTO» / Kiirk Mantolu
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Madonna / - moBecTBOoBaHHe 006 HMCTOpHUs JIO6BH Typka Pauda, menkoro
0AaHKOBCKOTO CJy)Kalllero, U HeMeIKOH XyJoXXHHIbI Mapuu. JeiicTBue
npoucxoauT B 1920-e rogbl B Bepaune u Ankape. C uctropuel xxu3Hu Pauda-
3denau B Typuun u F'epMaHuy, ¢ ero JyXOBHbIMH IIOUCKaMHU U TeP3aHUSAMU
yyuTaTesJb 3HAKOMUTCA M3 JHEBHUKA [JlaBHOTO repos [11]. AsTop,
HECKOJIbKO JIET NPOXUBWIMH B [epMaHUM, PUCYeT MHOMXECTBO SIPKUX,
[CUXOJIOTUYECKH TOYHBIX 0OOpa3oB HEMIlEB U TYPOK IMepuoja IMocje
nopaxxeHus:i B [lepBoii mMupoBoii BoiiHe. / IlepeBoxa JL.U. Menseako, A.C.
ABpyTtuHo#, A.W. [IbL1eBa/.

PycCKOSI3bIYHOrO0 YMTAaTeJsl NpUBJEKAT B TBopuyecTBe CaGaxaTTHHA
Ay 3K3UCTEHLUaJbHble TEHJAEHIMY, XapaKTepHU3yWlLlMe MHPOBYIO
JIUTepATypy NnepBoi nmoyoBUHbI 20-ro Beka [12].

7. ®a3puL1 XwcHo Jarinapaka: « Typenkui s3bIKk — Moe 3Bydalnee
3HAMA».

®azbL1 XwocHwo Jlarnapmxka / Fazil Hisnii Daglarca /- aBTop 06pa3sHbIX,
SAPKUX, OPUTHHAJIBHBIX CTHUXOB, 3aHUMAIOLIMA 0co60e MecTo B TypelKou
N1033UH KaK OIMH U3 pedopMaToOpoB TYpPEeLKOIro M03THYECKOro si3bika. [10aT,
0 KoTopoM A3u3 HecuH ckasas, 4TO OH «B /leHb MHUIIET MUHUMYM [J€CSTb
CTUXOTBOPEHUH, U3 HUX NATb — BEJIMKOJIENHBI, TPH — IPEBOCXOJHBI U JBa -
npekpacHbl». O 4eM 6bI HU nucas Jlariap/pka, — 0 BeUHbIX Ipo6sieMax 6bITHS
/COOPHUK CTHUXOB «Acy»/, 0 MHMOJIETHBIX YYBCTBaX HJIM O pealusix
aHATOJIMICKON JepeBHU/CO0pPHUK cTUXOB «3emss Poanasi»/, o cBoux
BIIeYATJIEHUAX OT moe3jku B Poccuio / c6opHUK cTuxOB «IIbsiHHULA»/ -
TOYHBIH, BHUMAaTe/JbHBIH U IJIy6OKO 3aMHTEpPECOBAHHBIH B3IJIAJ M03TA HA
OKPY)KalOIIMH MHp, HENOBTOPUMOCTb €ro IO03THYECKOH HWHTOHALUY,
06pa3HOro cTposi, o6paleHue K HENPUBBIYHBIM acCOLUALMSAM ONPEeEeSIoT
€ro MecTO KaK OJIHOTO M3 BbIAAIOLIUXCS COBPEMEHHBIX TYPeLKHX N03TOB. Ero
CTUXHM TO WIYTJMBBl, TO CEPbE3Hbl, TO YAUBHUTE/bHbl, HHOIZJA MOTYT
N0Ka3aThCs CTPAHHBIMHU, HO OHM BCerjja My3blKaJIbHbl, BCErJjla UHTEPECHbI
KaK TypelKoMy, Tak U pycckomy yuTtaTesto /IlepeBog Unxama bagan6eiiny,
dazunsa Uckangepa, B.Peonosoit/.

OZHUM U3 NepBbIX COOPHUKOB TYpelnKol suTepaTypbl 20-ro Beka cTasl
c6opHUK «H3 Typernkoi moa3uu 20-ro Beka», B KOTOPBIM HapsiAy co
ctuxoTBopeHussMu  @aspuia  XwcHio  Jlarsap/pky,  BKJIKYEHbl U
CTUXOTBOPEHUS TaKUX TYpPeLKHX NM03TOB, kak OkTtal Pudar, Pudar bliras,
Axmer Apud, TBOpPUECTBO KOTOPBIX HauboJsiee XapaKTepHO JiJis
COBPEMEHHOTO 3Tana pa3BUTHUs TypenKol noasuu /llepeBox T. MennkoBa/
[13].

8. Hemxun ®asblia Keicakwopek: «IIpaBaa yesoBekxa...
Taiina...Camas TpyAHas TailHa BcesleHHOM...»

Hemxun ®aswin Keicakiopek /Necip Fazil Kisakiirek/- npejcraBuTeNb
cUMBoOJIM4YecKod mno3suu B Typunuu. OfWH M3 HavboJsiee NHOMYJSPHBIX U
JNIO6UMBIX THcaTesJed. Bo3MOXHO, ero mHomyssipHOCTb BbI3BaHA YETKHUM
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CJIOTOM M CMeJIbIMH 3KCIepUMEHTaMH, BO3MOXHO — TeMaMH, KOTOpble OH
NOJAHUMAa B CBOUX TeKcTax. COOPHUKMU JIMPUYECKUX CTUXOB «llayThHa»,
«MocToBbIe» BbIJIBUHYJIM UX aBTOpa B psij BeAYILIUX 03TOB-CHMBOJIUCTOB.
CBOé MO3THYECKOe KpeJo OH U3J0XKUJI B «[l03THKe», MPUIOKEHHOU K
COOpPHUKY CTUXOB «McnblTaHHe». ABTOpP OBITOBBIX NbeC «3epHO», «Yes0BeK
poauics», «Jenbru». Ha pycckuil s13bIK NepeBejieHbl TaKKue MPOU3BeeHUs
Hemxuna ®asbuia Keicakwopeka kak «[layTuHa», «MoctoBbie», «f u Bcé
octasbHOe», «beckoHeuHbI KapaBaH», «CTpajaHue», «Mou CTUXUY,
«Yenosek TBopuecTBa» /IlepeBop E. Tuienko/ [14].

B TBopuecTBe 3TOro Mo3Ta HauboJjiee MPUBJIEKATEIbHbI TaKUE TJIY6OKO
SMOIMOHaJ/JIbHbIe MOTHBBI, KaK OXHJaHHUEe, OJAHWHOYEeCTBO, IIPEKpPaACHO
M3BeCTHble PYCCKOSI3BIYHOMY YMUTaTesJl0 Mo npousBeseHusm M.IO.
JlepmoHTOBa / «Humwuit»/, K. CumonoBa / «Kau MeHs, u s BepHycb»/, U.
Bpoackoro / «Postsckriptum»/, BeI3bIBatolye cCOepeXxMBaHNe B CUY CBOeH
aKTYaJIbHOCTH /LIS J1II060r0 YesI0BeKa, He3aBUCUMO OT ero NPOUCXOXAEeHHS.

9. dakup BaiikypT: «O 4yeM Gbl s1 HA MUCAJ, B JIIOG0M CBOEM
Npou3BeAeHNH A BbIPaXKalo MeYTy O JIy4llleM MUpe»,

dakup Batikypt / Fakir Baykurt/ - TypeyKuii nucarteb, aBTOP POMaHOB
Ha OCTpOCOLMa/lbHble U JilepeBEHCKHE TeMbl, UCCIeL0BaTelb TYPELKOro
dosbkiopa. [ucatenbckuil cTuab bBalKypTa oT/IM4aeTcsl KUBOCTbIO U
3aHMMAaTeIbHOCTbIO, UCKPSIIIUMCS HAPOJHBIM IOMOPOM.

Ha pycckuii s13bIk nepeBeJléH poMaH « MecTb 3MeH», HOBECTBYIOIUH O
TSDKEJIOW KM3HM COBpPEMEHHOHM TypelLKoH JepeBHH, poMaH «KypomaTka»
/«Keklik»/, croxeTHas mpocToTa KOTOPOIro COYeTaeTcsl C MaHOPAaMHBIM
II0Ka30M COBPEMEHHOI0 0611ecTBa CHU3Y U JI0 CAMBIX BEPXOB U HECKOJIBKO
paccka3oB u3 c6opHuka «Pakup balkypT. U36paHHOE», PUCYIOLUX XKU3Hb
ceJIbCKOH M ropojckoi Typuuu, 3aTparuBarmoLiMX TPYAHOE MOJIOXKEHUE
TypeLKMX SMUTPAHTOB B CTpaHax 3anasAHoi EBpomnbl.

[IpoxkuBas ¢ Havana 80-bix romoB B [epmaHuM M paboTasd TaMm
npenoJiaBaTesieM B IIKoJaxX s AeTel Typok, ®akup BallkypT cTaHOBUTCSA
CBU/JIeTeJIeM MHOTOYMCIEHHBIX IP06JIEM TYPOK, KOTOPBIE, CTOJKHYBUIUCH C
3alaZiHON peajbHOCTbIO, HCHBITBIBAIOT KYyJbTYPHBIM WLIOK W TepTAT
npeHeOpeXXHUTeIbHOe OTHOLIeHHWe K cebe cO CTOpOHBI eBpomeineB. Ero
BOJIHyeT Tparvyeckas cyJbba TYp4yaHOK, MYy»XXbsl KOTODBIX yexajJd Ha
3apaboTtku B EBpomy, JeTeil M3 TypelKUX ceMel, KOTOpble MJIaJleHI[aMH
OblIM BBIBE3€Hbl TyZAa WM POAMJINCH TaM W BOCHUTBHIBAIOTCS Ha YYXKHUX
KyJIbTYPHBIX LIeHHOCTSIX. B UTOre, OHU OKa3bIBAlOTCA YYXKMMU U Ha CBOEH
HCTOPHUYECKOW POZMHE, U B TOH CTpaHe, rje »uByT [15].

OnuceiBasd XKM3HEHHblE TPYJHOCTU CBOUX TepoeB, NMUcaTesJb B TO e
caMoe BpeMs IIOKa3blBaeT MX JYXOBHYI0 U HPABCTBEHHYIO CHJIy, KOTOpas
IIOMOTaeT MM IpeojiosieBaTh 3TU TPYLHOCTH U HAXOAUTb CBOE MeCTO B
)KU3HU. KMeHHO 3TOT ONTUMHM3M M HApOAHBIA IOMOp Hapajy C
peaJMCTUYHOCTBIO ONIMCAHUSA NPUBJeKaeT K TBopuecTBy Pakupa Baitbypra
KaK TYpeLKOro, TaK U PyCCKOSI3bIYHOTO YHUTaTeJIs.
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W3 coBpeMeHHBIX TYpelKHUX NucaTesjedl HauboJiee MEePeBOJUMBIMH Ha
pycckuii A3bik sBisTcs Opxad [lamyk /Orhan Pamuk/, Anes Anatiiel /Alev
Alatli/, Cepnap O3kaHn / Serdar Ozkan/, 3mud Madax / Elif Safak /.

PaccmoTpum UeHHO-TEMAaTHYECKOE coiep>KaHue ux
NpousBeieHNH, NepeBeJEHHBIX HA PYCCKU A3bIK.

10. OpxaH Ilamyk: «/Jla — MHOro0 KyJbTyp, HAeH, Bcero. Ho uyto
o6beguHAEeT HAac? UTo AelaeT MUP MHTEpPECHee?»

OpxaH IlaMyKk - BCEMHPHO M3BECTHBIH TYpeLKHH NuUcaTesb, JlaypeaT
HoGesneBckoi mpemMuu. B ero poMaHax BCTPEYalOTCHd U COCYLECTBYIOT
3anagHasa u BocrouHas nuBuiusanuu - EBpona u mycynbmaHckas Typuust.
[Mucaresnb anmesupyeT K KyJbTYPHOMY KOHLEITY, CMbIC KOTOpPOTO — BO
B3aMMOIIOHMMAaHHUU U B3aHMOYBaXKEHUHU JIIOJieH, HApOJ0B, KYJIbTYP, A3bIKOB,
penuruid. [laMykK KOHCTPYUPYHOT CBOM TEKCTbI, IOCJIE[OBATENbHO
npeojoJieBass TpPaHULBI He TOJbKO MeXAY PasHbIMU KyJbTYPHBIMU
JUCKypCaMM, HO U MeX/Jy TEKCTOM M XHU3HbI), YTO BOOGILE SBJSETCS
XapaKTepPHOH YepTOH INOCTMOAEPHUCTCKOM JIMTEpAaTypbl. JTH TEKCTHI
CMOCOGCTBYIOT BOCIIPUATHIO Ky/IbTYP 3anaza 1 BocToka kKak paBHONPABHBIX,
uMelomux obumuye ¢yHAaMeHTaJlbHble KopHu [16]. Kak roBopuTcs
B peieHu HobGesieBckoro komuTeTa, [laMyK «B IOMCKax MeJIAHXOJUYHOH
JYLIM ero poJHOro ropoja o6HapYXHUJ HOBble CUMBOJIbI CTOJIKHOBEHUS U
nepenJieTeHuss KyJbTyp». Ha pycckui s3bIk nepeBefieHbl BCe pPOMaHbI
nucaresist. PACCMOTPUM HEKOTOpbIE U3 HUX:

PomaH «/I>keBJieT-6€el 1 ero cbiHOBbs» /Cevdet Bey ve Ogullari - uctopusi
Tpex TOKOJIEHUH COCTOSITEJbHON CTaMOYJIbCKOW CeMbH, NMepeXHuBaloLiel
npolecc nepexoja K HOBOMY 00pa3y >XM3HH, K HOBBIM II€HHOCTSIM U
npuoputetaM / IlepeBos M. lllapoBa/. «besnas kpenoctb» / Beyaz Kale -
nepeBos;, B.®eoHOBOl / - 3TO UCTOpUYECKOe IMOBECTBOBaHHE O CyAbOe
MOJIOJIOTO UTa/bsIHLA, KOTOPBIKA MONaJ B IJIEH K TYpKaM U BCTPETHUJ TaM
CBOEro JBOWHMKA, OKa3aBIIETroCs TaJAHTJMBBIM y4yeHbIM. [lo MHeHHIO
aBTOpa, CyLIecTByIOlasd TOYKa 3peHUs O pasjesjieHuu Bocroka M 3amaja
npeZHa3HavyeHa JUILIb AJIs TOTO, YTOOBI OTJAAJUTh JPYT OT Apyra U JIoAeH, 1
UX KYJbTYPHI.

«MeHns 30ByT KpacHblit» / Benim adim Kirmiz - nepeBoj, B.®eonoBoii/ -
MHCTUYECKOEe TpPOU3BeJleHHe 00 HCJIaMCKOM  MCKyccTBe. B HéM
pacckasbIBaeTcsl 0 Aylile YOUTOr0 M3BECTHOTO XYJOXKHHKA, KOTOpas HILET
CBOEro youiiny.

«YépHasa kuura» / Kara Kitap - nepeBox B.deoHoBOI#i/ - 4yeTBepThIi
poMaH, B KOTOPOM aBTOD BIIEpBble Iepelles OT TPAJULUOHHOTO CTHJS
U3JI0KEHUsI K TOCTMOJEPHU3MYy. JTO pPOMaH 006 HCTOPUH OCMaHCKOTO
Cram06yJia, mepemyieTeHHOH C pealusIMU CerofHsurHero ropoja. Cpezau
repoeB poMaHa - caM NMcaTeJb U ero )eHa, Cpe/IHeBeKOBbIN 1103T, Besinkuit
[Tawa, Hacnepgnuk [lpectosa, BoeHHble cTyfeHTHl. ['epoii pomaHa 'anun B
NoMcKax »eHbl MedeTcs no Ctam6ysy. [loBecTBOBaHME O MOMCKaxX repos
CcBOEeH MPUUYYAJUBOCTbIO HAallOMUHAET YUTaTeN0 CKa3ku «ThIcs4M U OfHOM
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HOYM». JDTOT POMAaH B HacTosllee BpeMs ABJAETCA OAHMM H3 CaMbIX
NOIYJIAPHBIX B TYPELKOH JIUTepaType, U Ha €ro OCHOBE CHAT QH/IbM IOJ
Ha3BaHueM «TaitHoe suno» [17].

«ChHer» / Kar - nepeBoj A. ABpyTHHOH/ - 3TO HONBITKA OCMBICIUTH
)KU3Hb COBpeMeHHOH TypLuM, ee B3aUMOOTHOIIEHUs ¢ 3amajioM. B kHure
ONMCBIBAIOTCSA COOBITHSA, MPOUCXO/sIMe B HEGO/BIIOM TypelKoM ropojke
Kapce. [IpocsiexxuBatoTcsi TpY CIOXKeTHble JIMHUM: ONMCaHUEe MOJUTHYEeCKUX
COGBLITHH B 3TOM rOpo/iKe, PeBOJIIOLIUOHHOIO IBM>KeHUs IPOTUB UCJIaMUCTOB
U UCTOPUM JIO6BU TIJaBHOro repos. [loBecTBoBaHHe BeAETCS OT NEPBOIO
JIMILA, IPpU4€éM, eC/IM BHa4aJsle pacCKa3uMK POCTO ONKChIBAET IPOUCXOASIINE
COGBITHS, TO IOTOM OH CaM CTAHOBUTCS UX HENOCPeACTBEHHBIM YYaCTHUKOM.

«Cram6ya. Topos BocnomuHanuit» / Istanbul: Hatiralar ve Sehir -
nepeBoa M. llaposa, T. MesirikoBa/ npeJcTaB/sieT COG0M LUK CBSI3aHHBIX
Jpyr C JpyroM O4YepKOB M COeAUHseT INoBecTBoBaHHMe o CTaMbyse c
aBTobuorpapudyeckumMmr MotuBaMu. Crambysn mpezactaseH OpxaHoM
[TaMykoM Kak ropoj, nepexuBaloIU{ 3M0XaJbHble U3MEHEHHUS — CTOJIMLA
KaHyBILIEeHd B HEOBITHE UMIIEPUH C morubawueld Kyabtypol [18]. [lucarens
10C/Iel0BaTeJbHO 3HAKOMHUT 4MTaTesedl co cBoell ceMbéH, CO CBOUM
KWIMIEM C JIOMAllHUM OBITOM; IOAPOGHO IepevyucasieT IpeMeThI
JIOMaLIHero 06Mx0/a, YKa3bIBaIOIMe, C OJHOW CTOPOHBI, HA BKYChbl U 06pa3
YKU3HU UX X0351€B, a C IPYrOX CTOPOHBI — SAABJSAIOLIMECS NIPUMETON BpeMEHHU U
»KM3HEHHOTI0 YKJa/ia ropoJickoro o6uecrtsa [19].

06p33 CTaM6yfIa CKJIaAbIBA€TCA y NUcaTesisd He TOJIbKO U3 HCTOPUYECKUX
peajmﬁ, HW3BECTHLIX TOIIOHUMOB, HO U U3 Cy6'beKTI/IBHle dBTOPCKHX OLI€HOK,
3a4acTyro CKJIaAbIBAKIINXCA non BJIMAHHUEM yxe ycrodaBlierocsa
XyA0XEeCTBEHHOI' o o6pa3a ropoJa.

«Myseli HeBUHHOCTU» / Masumiyet Miizesi - nepeBoj A. ABpyTUHOW/
pacckasblBaeT O IeyaJbHOM MCTOpPUM JIIOOBM 06OraToro HacjleJHHKA K
0e/lHOM pOJCTBEHHHULE M, KOHEYHO e, CHOBA Tomorpapuyeckd TOYHO
onucbiBaeT CTaMOyJ1 ¥ NlepeJjaeT HENOBTOPUMYIO aTMOChepPy 3TOTO ropoa.
['1aBHast MBIC/Ib TPOU3BEJIEHHUS — N0KAa3aTh TECHYIO 3MOIMOHAJIBHYIO CBS3b
YyeJIoBeKa C BelllaMH, KOTOpPble OKPY»KalOT ero Ha MIPOTSHKEHUH BCeH XXHU3HU U
BbI3bIBAlOT MHOXKECTBO BOCIIOMUHAHUH U accouuanui. 1o cioBam [lamyka, 8
C80UX POMAHAX OH cMApAemcsl NOKA3ams «n033uio seujeli».

3cce «Jlpyrue usera» /Oteki Renkler/ cocTaBjieHO IO NpPUHIMIY
KaJlefJjockona M3 caMbIX pa3HBIX TEKCTOB M BKJWYaeT B cebs
aBToGHOrpadudecKie 3apUCOBKH, HEOOJIBbIINE PACCKa3bl, Pa3MbIIJIEHUS O
TBOpPYECTBe JIIOOUMBIX M CaTeel, HOGeeBCKYIO JIEKIHUIO ITHcaTeJIsl, 04epK O
cTaMOyJIbCKUX 3eMieTpsiceHUsX /IlepeBog A. ABpyTHHOH/.

PomaH «PbpkeBosiocas xeHiuHa» /Kirmizi Sagh Kadin/ noBecTByeT 06
UCTOPHUM JIIOGBH IOHOI'0 CTaMOYJ/IbCKOI'O JIMLEUCTA K aKTpuce OpoAsdero
TeaTpa, 3araJlouHod PepkeBosiocoil YKeHIuHe, KOTOpas KaXAyl HOYb
paccka3blBaeT HEMHOTOYMCJEHHOH My6JMKe CTapuHHblE CKa3Kd U
npejaHus. [IpoHecs 3To YyBCTBO JIIOGBU Yepe3 BCIO XKU3Hb, YepPe3 TPU/LIATD
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JIET TJIaBHBIM repoll BHOBb BCTpe4yaeTcss €O CBOMM mpouuibiM /IlepeBon A.
ABpyTHHOH/.

PomaH «Mou cTpaHHble MbICIU» /Benim garip diistinceler/ Ha3bIBalOT
CaMbIM «CTaMOYJbCKUM» U3 BCeX MPOU3BeAeHUM mucatess. Ero gelictBue
oxBaThIBaeT 6oJiee copoka JyieT — ¢ 1969 mo 2012 roj. ['taBHBIM repoi
MeBnT paboTaeT Ha ynunax Cramb6ysia, Hab/awAAsA, KAK MEHSIETCS KU3Hb
ropoja /IlepeBoz A. ABpyTHUHOH/.

PomaH «HoBast :xu3Hb» /Yeni Hayat/ - camoe 3araZjouHoe Ipou3Be/ieHHe
nucaTesss 0 TauHCTBeHHal KHure, KoTopas BbIGMpaeT uMUTaTeJs
CaMOCTOSITEJIbHO M BbIB3BaeT B HEM HeNpeoj0JIMMOe CTpeMJeHue K
MyTEeLIECTBHUIO U K MOUCKaM Apyroi peasbHocTH /IlepeBos A. ABpyTHUHOM/.

PomaH «/loMm TuluHbI» /Sessiz Ev/ nosecmeyem o cyib6ax repoes,
HECNOCOOHBIX M36aBUTHCS OT MPOILJIOro, OKa3bIBAIIIETO pellarllee
BJIMSIHME Ha UX MbICJIU U tocTynku /IlepeBoj A. ABpyTHHOI/.

TeMbl, KOTOpble mHcaTelb MOAHUMAaeT B pOMaHaX, OAUHAKOBO
aKTyaJbHbI Kak As1s Typruu, Tak ¥ AJs AyMamoLUX JoJeld G0JIbIIHHCTBA
CTpaH MHUpa, B TOM 4Mcie U A Poccuu. «B riy6uHe AyIIM Mbl 3KeJaeM,
YTOGBI MOCJeAHHE CJeJbl BEJUKOHW KyJbTYphbl, HAC/leJCTBA KOTOPOH MBI
OKa3a/IMCb HEeJOCTOMHBbI, KaK MOXHO ObicTpee Hcye3nw, U B Crambyse
MOXKHO ObLJIO Gbl HAaKOHel, NOCTPOUTb BTOPOCOPTHYIO, 6JIEZHYIO KOIIHIO
3anaZiHON LIMBUJIM3ALUU» — C COXajJeHHeM ropoput OpxaH I[laMyk ycramu
cBoero repos Ka - yxxe He Typka, HO elllé He eBponeiina.

Hpo6neMa IMOCTpPOEHUs eBponeﬁcxoro 06U.LeCTBa C AeMOKpPaTHY€CKUMU
LOEeHHOCTAMH, HO B TO XK€ CaMoe BpeMdA, C COXpaHEHHeM CaMOOBITHOM
KYyJIbTYDbI BOJIHYeT CeroH4d KakK TypelKoro, Tak 1 pyCCKOro UHTeJIJIMIeHTa.

11. AneB Anatasbl: «fl c4uTal0, YTO, KAK TYPHCT, BlepBbie
NOCEeTUBIIUNA KaKoe-JIN60 MECTO, KaXKAbI YUTATE/Ib
HUCOBITBIBAET IJIyGOKHUE U sIPKUE 3MOIUY NPHU YTeHUM
Npou3BeJeHUui 0 APYyrux CTpaHax».

Anes Anatabl /Alev Alatll / - coBpeMeHHasi TypelLKasi MMcaTeJbHUALA U
ny6auuuct. CaMoe M3BeCcTHOe ee Npou3BefleHHe - 3TO (aHTaCTHYeCKUN
pomaH - aHTtuytonus «Kor llpexnunrepa» /"Schrédinger'in Kedisi”’/, B
KOTOPOM aBTOp JAaéT NPOrHo3 Ha Gyjyllee B YCJIOBUAX HOBOIO MHPOBOIO
nopszxa.

TBopuecTBO AsieB ANaTJibl IPEJICTABJISIET 0COGBIA HHTEPEC AJIs1 PYCCKOTO
YHTaTeJsIs, TaK KakK, 10JIroe BpeMsl U3ydasi pyCCKyIo KyJbTYpy U JIUTEPATypy,
nucaTeJbHUIIA NBITAETCS, C OJJHOH CTOPOHBI, BBIACHUTD CYI[HOCTb PYCCKOTO
YyeJioOBEKA M, C JIPyrOod CTOPOHBI — HAWTH TO o6IlIee, YTO O6BEJUHSET
HOCHTeJsIed TYpeLKOH U pycCKOH KyabTyp. «Mbl nyiadyeM 06 OJJHOM U TOM 3Ke,
Hac OTJIMYaeT JWIIb GopMa OJeX/bl: KelKa, T6eTedka Wik KadpTaH» -
roBoput AseB Asnatiael B poMmaHe «He mpocBemeHuneM, HO ceppauem» /
«Aydinlanma Degil, Merhamet!» - nepeBog W. [lpuru/. 3TOT poMaH y40CTOEH
auTepaTypHo# npemuu lllosoxosa.
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Poman «He mnpocBemeHneM, HO cepAuneM» - 3TO HepBas KHHUra
terTpasioruu Anes Anatanl «Ilo crnegam Torons» /«Gogol'un Izinde»/, wap
KOTOpPOM aBTOp paboTaeT Ha MNPOTSHKEHUHM mocaeJHux JieT. CoObITUS B
poMaHe npoucxoadat B 90-ble rozbl, B MOMeHT pacnaza CoBetrckoro Corosa u
BO3poxkAeHUs1 Poccuu. OTOT 60/1e3HEHHBIN NpoLecc MPOUCXOJUT Ha IJa3ax
O/ZIHOM UX T€pPOUHBb — TYPELKOH JIeBYILKH, JaJIEKO HE CJIy4YalHO OKa3aBlleics
«3/1eCb U ceryac».

JluTepaTypHoe IOJIOTHO NPOU3BEJEHHUS CIUIETAETCH M3 peabHbIX
COOBITUHA KaK pYCCKOM, Tak M TypeUKOW HCTOpUHM, U3 IepecKasa
NpPOU3BEJIEHUN KJIAaCCUKOB pycckod JuTepatypbl - H.B. Toross, @.M.
JloctoeBckoro, B.B. Ha6okoBa, A.W. ComkeHUIIMHA U COBPEMEHHON PYCCKOU
Ny6JUIUCTUKH.

OzHa ¥ Ta e HHOOpMauUMs J[ABaX/JAbl [POKPYYMBAeTCs BHadajle B
CO3HAHUM HOCUTEJS] TYPeLKOH KyJbTYpbl U NIPU NOMOIIM ONpejie/eHHbIX
npoLesyp aAanTHPYeTCs K COLMAJbHO-KYJbTYPHBIM YCJOBHUAM TypPelnKoH
JIeACTBUTENILHOCTH, a 3aTeM, y2Ke 6y[ydy NPUCIOCO6IeHHOH K a/leKBaTHOMY
BOCNIPUATHUIO TYpPeLKUM 4YHTaTeJseM, NepeK/JaZblBaeTCsl Ha PYCCKUH f3BIK,
IIpY 3TOM TEKCT PYCCKOro nepeBoja — 3TO He YTO MHOe KaK «B3IJIAL» Ha
PYCCKYI0 [JeCTBUTEJbHOCTb CKBO3b NpPU3My €€ BOCIPHUATHUA HOCHTEJeM
TypeLKO! KyJbTYpBbl.

[lepex rsiasaMu 4yuTaTessl NPOXOAAT IPEJCTABUTENU Pa3HbIX BPEMEH,
pa3HbIX CJI0EB U PA3HBIX YOEXJEeHUH: A3BIYHUKU U CTapOBEPHI, MACOHBI U
KOMMYHHCTBI, JUCCHJEHTbl U «HOBbIE PYCCKHe», JIIOJU W3 IJIyOUHKH U
apUCTOKPAThI, UHTEJJIEKTYaJIbl U NMOJUTHKAaHbl. Bopb6a uzield MPUBOAUT K
$OpMHPOBaHUIO ABYX NPOTUBOGOPCTBYIOIIMX JIarepei: ¢ 0JHOW CTOPOHBI -
3TO CTOPOHHUKM €BPONEU3UPOBAHHON Poccuu, ¢ Apyrod - CTOPOHHHKH
HMCKOHHOH Pycu.

QdopmupoBaHue o6pasa Poccum B poMaHe TNPOUCXOJUT NYTEM
MOCTOSIHHOTO COOTHEeCeHHUs BCEr0  YBUJEHHOTO,  YCJBbILIAHHOTO,
NPOYYBCTBOBAHHOIO, MPOYUTAHHOTO B 3TOH CTpaHe M 06 3TOH CTpaHe C
COOTBETCTBYIOIIMMHU HCTOPpUYECKUMHU CO6I:ITI/IHMI/I, JINTEPATYPHBIMH
TeKCTaMH, KyJIbTyPHBIMU NaMATHUKaMHU poAHOH TypIyH, C ONBITOM JIIOOBU
K cBoell PosivHe, mepexxvBaHUs 60JIM U TOP/IOCTH 32 HEE.

[naBHbIM Bompoc «['e ke oHa - HacTosilass coBpeMeHHas Poccusa?»
3XOM OTZAETCA B CO3HAHUU U B CepAlie MHOCTPAHKU-MycCyJbMaHKU: «[' e xxe
coBpeMeHHass Typuusa - B HCJaMCKOM IMpPOIIJIOM WM B €BpPONENHCKOM
HacToseM?» ABTOp Z@aéT 0HO3HAYHbIN OTBET: BeJIMUME 3TUX CTPAH — B UX
MYTH K CAMUM cebe, K [yXOBHBIM HayasiaM uX KyJabTyp [20].

12. Cepaap O3kaH: «Bce B 3TOM MHpe NpoXoAuT. UMeHHO 103TOMY
»KU3Hb 6eccMbIcieHHa. [loaToMy 3aBeplIeHNe )KU3HHU U
HaJeJIEHO CMBIC/IOM...»

Cepnap Oskan/ Serdar Ozkan/ - aBTop poMaHOB ¢HJIOCOPCKOro
xapakTepa. B cBoux npousseienusix Cepaap O3kaH noJg4yepKUBaeT TO, B 4YeM
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CXO0XH BCe JIIJH, a He UX pasan4us. OH NbITaeTcs NMoKasaTh, YTO, HECMOTPSA
Ha TO, 4YTO KaX/Jblid 4YeJIOBeK HABJAETCA HOCUTeJEeM OIpeJe/éHHON
KyJbTYpbl, 00LI[1e 4epThl, 00111e LIeHHOCTH ropas/io BaKHee, YeM pPas/INyus
Mexay Hapojamu. K atomy y6exzaeHuto Cepaap O3kaH mpuién BO BpeMs
NPOXKMBAaHUSl B TeyeHHe YeTbIPEX JieT B AMepUKe, Cpefi COBepIIEHHO
YyXKJ0M eMy KyJbTyphl [21].

Ha pycckuiéi s3blk nepeBefHbl poMaHbl nucatens «Ceppue posbl»/
[lepeBopg C. OpsioBuy/ u «Kitod xusHu» /nepeog O. Masnoii/.

[lepBbIi pOMaH - 3TO UCTOPUSI 06 aMepPUKaHKe, KOTOpasi OTIPABJISETCS B
CTtamOyJs1 B IOMCKax CBOeH cecTpbl-G/iM3Hena. B mpouecce moBecTBOBaHUS
aBTOp JaeT MNPUYYAJIMBBIA CIJIaB MYCYJbMAHCKHX, XPUCTHAHCKHUX U
A3bIYE€CKHUX MHCTHYECKHX y‘{eHI/II‘/’I. HyTeLLIECTBI/Ie reporuHU HAYHWHAETCAd B
Can-®paHiucko, a 3akaH4yuBaeTcs B Typuuu, B JApeBHeM Idece. s
nucaTesist Idec - 3TO CUMBOJI YeJI0BeUeCKOH AyIIN: «anodpeo3 CKPOMHOCTH U
TIEC/IAaBHUsI», «TOPOJ eJUHCTBAa NPOTHUBOIOJOXKHOCTEN», «rOpPOJ, KOTOPLIN
TaK [I0X0 Ha K&K 0r0 U3 Hac».

BTopoii poMaH - 3TO yAUBUTEJbHAs HUCTOPHUS O ApYyOGe MaJbyuKa U
JenbdrHa.  Ilucatenp  obpamjaercs K = HAEAM  HEOIJIATOHU3MA,
cOpMHUpPOBABLUIMMCA B pe3yJbTaTe B3aUMOJEHCTBUS 3amafHbIX U
BOCTOYHBbIX ¢usocoPckux TedeHUH. Ilo croxeTy, aHresbpl INepesaloT
Ma/IbUMKy U peOEHKY TallHoe 3HaHMe O TOM, YTO €CJH KaXAbIH M3 HUX
CyMeeT MpeoJoJieTh TPaHMULBbl COOGCTBEHHOro «f» M cTaTb eAWUHBIM
CYILEeCTBOM, TO OHU CMOT'YT BOATH B BEUHBIH MUD CBETA, JIIOOBH U CYACTHS.

W3-3a ocoboro uHTepeca Ceppapa O3kaHa K MUCTUYECKUM YYEHUAM U
GUIMCOPCKUM  pa3MbILUJIEHUAM, HCKYCHO BIJIETAEMBIM B HappaTHUB
pPOMaHOB, €My ONpeJeJH/IM MeCTO U B MHUPOBOH JIMTepaType, Ha3blBas
npeeMHUKOM [laosio Ko3sibo Uin «BTOpPBIM JK310IepU» [TaM Xke|, uTo JesaeT
ero ewlé 6oJiee NONYJISIPHBIM CPe/IH PYCCKOSI3bIYHBIX YUTATENEH.

13.3au¢ lMadak: cBOU KHUTU NOCBALIAET TEM, KTO CJIABIIIUT U
BUJMT».

dmu¢ Wladaxk /Elif Safak |/ - Typenkas nucaTeJbHUIA-OGUINHIB,
NULIylass Ha TypeukoM W aHIVIMHCKOM fA3blKaX. ABTOp pOMaHOB,
ocBemapIUX GUI0COPCKO-KYNAbTypOJOruyeckde MpobseMbl BocTtoka u
3amajia, MpoIIOro U HacTosero [22].

Poman «Yectb» /mepeBogunk - E. BosbmenanoBa/ mocBeleH
npob6JieMaM reH/iepHOH uaeHTHYHOCTH. [loBecTByeT 0 cy/bbe ABYX CecTép-
GJIM3HSIIIEK, POJMBIIMXCS B IJIYXOM TYpeLoM ceJsle Ha rpaHure ¢ Cupuel, rae
UCIIOKOH BeKa CyIeCTBYIOT HellMCaHble, HO HEYKOCHUTEJbHO COBJII0laeMble
IpaBuJa NOBEJIeHUA >KEeHIIUHB], HapylleHHhe KOTOPbIX MOXET MOCIY>KUTb
MOBOJIOM /ij1s1 eé yOUKCTBa BO UMs CIaceHHUs1 4YeCTH ceMbH. [1o4TH Bo Bcex
ONMCbIBAaE€MbIX aBTOPOM CEMbSX - OCTaJUCh JIA OHU Ha BocToke, uan
nepeceJIMJIMCh Ha 3anaf — Mbl CTaJKUBAaeMCs C )KepTBaMHU 3TUX TPaJULHML.
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He meHee dKTyaJIbHa B pPOMAHE€ TaKXeé TeMa 3THHU4YEeCKUX pasnmm?l )44
TOJIEPAHTHOCTH.

PoMaH «Y4eHHUK apXUTEKTOpa» — 3TO MyTelLIeCTBHE BIJIyOGb UCTOPHUH, B
anoxy pacuseta OcMaHCKOW MMIEpUH, B paMKax KOTOPOW aBTOp
paccMaTpuBaeT BeYHble MP06JeMbl CBO60O/bI TBOPYECTBA, IPOTUBOOOPCTBA
HayKu U ¢paHATU3Ma, CTOJIKHOBEHUH JIIDOBU U HEHABUCTH.

B pomane mnoBecTByeTcsi O JABeHaJlaTHIeTHeM MaJjbuyuke J[kaxaHe,
KOTOpbI  BOJIEI0  CyAbObl  CTAaHOBUTCS  YYEHUKOM  BbIJAIOLIETOCSH
apxutekTopa CuHaHa. XKu3sHb /IkaxaHa IMOJIHA NPUKJIOYEHUH: TPU JBOpe
MOTYIIECTBEHHOI0 CYJITaHA OH 0OpeTaeT Apy3el U BCTpeYyaeT CBOO JI0O0Bb.

B npousBeseHusx dau¢ lladak UCKycHO mMepenyeTalTcs UCTOPUSA U
COBPEMEHHOCTb, CyJAbba TrepoeB U CyAbba LUBWIM3ALUH, JIIO60Bb U
HEHaBUCTb, 3HaHUE U HeBeXXeCcTBO. KOHPACTHOCTb CIOXKETOB, MOHTAXXHOCTh
KOMITO3UIIUH 3aMHTPUTOBBIBAIOT YUTATeJIs], NpeBpallasl Npolecc YTeHUs B
CBOEro pojia Npoxox/eHHe yepes Ja6UPHUHT.

Kak BuAMM, TypeLkas JMTepaTypa OT/IMYAeTCs OOJBLUIMM HJEHHO-
TeMaTU4YeCKUM pa3HooOpa3ueM. bopp6a 3a coluaIbHO-IOJUTHYECKYIO
cB06O/1y, B3aUMOJeHICTBHE TPAAULUHA U COBPEMEHHOCTH, TEMA «MaJIEHBKOI'O
yeJioBeKa», mpob6sieMbl Typok B EBpomne, Boctok u 3amaj, ucropudeckue
TEeMbl, TeHJlepHble IPO0GJeMbl, BOIPOCHl TOJEPAHTHOCTH, JHPHYECKHE
MOTHBBI aKTyaJ/IbHbI /151 JII0Jlel BCEro Mupa.

Kak crnegyer wu3 asToro 0630pa, pYCCKOA3BIYHOMY YHTATEJIO
Ipe0CTaB/JeHa BO3MOXHOCTb 3HAKOMCTBA C OCHOBHBIMU NPOU3BEAEHUSAMHU
TypeLKOH JIUTepaTyphbl, C HUX PA3HOOOpPA3HOH TEeMAaTUKOH U HAeHHBbIM
CoZiep’)KaHUEM, XOTs, 10 MHEHHI0 3KCIEePTOB, YPOBEHb IEepPEBOJOB
HEKOTOPbIX W3 HUX He BCerja OTBEYaeT COBPEMEHHBIM TpPeGOBaHUAM
XyJL0’%KeCTBEHHOr0 nepeBoJa [8].

Ha ocHoBe aHa/M3a BbISIBJIEHBI JKaHPOBble, HAEHHO-TeMaTHYECKHUE U
JINHTBO3CTETHYECKHE OCOOEHHOCTH TepeBeJléHHbIX Ha PYCCKUH SA3BIK
TYpPEeIKUX JIUTEPATYPHbBIX POU3BEIEHUH, TO3BOJISAIONME CeIaTh BBIBOJ O
TaKUX TEHJEHIUAX B 0TGOpe MepeBOJYMKAMU OPUTHHAIBHBIX TEKCTOB, KaK
Ha/IM4yMe UJeHHO-TeMaTUYeCKNUX CBs3ell MeXAy JIMTepaTypaMu;
CylIeCTBOBaHME CXOAHBIX COIJUA/IBHO-TIOJIUTUYECKUX CUTyanuid B
CTpaHax; JIMHIBO3CTeTHYeCcKnue oco6eHHocTu UT; o6Gumue TBopYecKue
WHTEPEeChI MUcaTe/isl U NepeBoJYrKa.

Bo/JIBIIMHCTBO NepeBOJYUKOB, UCNOJIb3Yys NPUHIMI OpPUEHTALMU Ha
a3blK U KyJabTypy WUT, BeAéT 3a c060H pyCCKOA3BIYHOrO YUTaATess B
Typuuio - cTpaHy aBTOPOB - TEPPMTOPHAIbHO GJIU3KYI0 U 3HAKOMYIO
CBOMMHM MaTepHa/IbHBIMU AOCTIKEHUSAMM, OJAHAKO B KYJbTYPHOM
OTHOLIEHUHU - C TOYKHM 3peHUsA OBITYIOIIMX TaM NOHSTHH, 06GbIYaeB,
YCTaHOBOK, OCOGEHHOCTel TMOBeJeHHUsl, AYXOBHbIX LeHHOCTEd WU
AI3BIKOBOTO 6GOraTcrBa - He BCerja MOHATHYI0. IMeHHO NOCTHXKEHMIO
3THX CTOPOH »KU3HU COCEJHEero Hapo/Ja CnocoGCTBYIOT TypeljKO-pycCKHe
XyA02KeCTBeHHbIe NepeBOJbl.
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AHanu3 4YUTaTeJbCKMX OT3bIBOB M KOMMeHTapueB Ha ¢opymax
NMOo3B0JIA€T CYJMTh O IlepeBeJEéHHBIX MNpPOU3BeJEeHHAX KaK o
XyA0XKECTBEHHbBIX TEKCTAaX, KOTOPbhle, OKAa3bIBasi 3CTETUYECKOEe BO3/elCTBHE
Ha PYCCKOSI3bIYHOTO YU TATEJIs], CHOCOOCTBYIOT MOHUMAHUIO UX MECTAa U POJIU
KaK B HalMOHAJbHbIX, TaK U B MHUPOBBIX HCTOPUKO-JUTEPATYPHBIX
npoiieccax, IPUBJIEKAIOT BHUMaHUE K HAllMOHAJbHBIM PeaiusiM TYypPelKoro
Hapoja, GOPMUPYIOT MOJUKYJBTYPHYI0 KOMIETEHTHOCTb PYCCKOS3bIYHBIX
YyUTaTEJNEN.
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Orhan Pamuk is one of the most acclaimed authors in contemporary
Turkish literature and interestingly, he often states his fascination with other
writers in his non-fiction such as Naive and Sentimental Novelist, and he often
makes reference to well-known authors mostly from the European canon,
including Flaubert, Proust, Mann and Italo Calvino. However, Pamuk usually
refers to only two specific Turkish authors: Ahmet Hamdi Tanpinar and Oguz
Atay. This study will particulary concentrate on Atay, who, in many ways,
could be said to be the first major post-modern writer in Turkish literature. |
will compare Atay’s first novel Tutunamayanlar (The Disconnected) (1971-
1972) and Pamuk’s Kara Kitap (The Black Book) (1990), identifying some of
the characteristics which the two novels share, both in terms of subject
matter and writing techniques.

In his collection of essays Oteki Renkler (Other Colors) (1999), Orhan
Pamuk discusses Atay’s influence on him as a novelist, after having read
Tutunamayanlar as soon as it was published. He even wrote an article on
Tutunamayanlar, entitled ‘Oguz Atay’mn Romanlan Uzerine’ (On Oguz Atay’s
Novels) when he was in his early twenties.3 He explains that if he had been
twenty years older, he himself could have written it,* which can be regarded
as evidence for his identification and sense of kinship with Atay.

Set in the second half of the twentieth century, Tutunamayanlar is about a
group of young people who are attending Istanbul Technical University, yet
are more interested in literature and philosophy than engineering. At the
time of reading the novel, Pamuk was himself a student at the university but,
like Atay’s characters, instead of being interested in technical subjects, he had
a passion for literature. As he explained in the collection of lectures Saf ve
Diistinceli Romanci, (The Naive and Sentimental Novelist), in his youth,
particularly during the years between 1970 and 1982, he devoted himself to
reading novels.>

Apart from this autobiographical overlap, according to Pamuk, another
reason for his internalisation of the novel is that it is profoundly different
from and more innovative than other Turkish novels of the era; in
Tutunamayanlar, for instance, the narrator talks to his alter ego, whom he
names Olric, ironically making fun of every concept in the book including the
concept of the alter ego. Pamuk the critic asserts that for the first time in
Turkish literature, everyday routines that everybody experiences but nobody
had written about, such as listening to football matches on the radio or
learning how to drive, are described by Atay.6 Moreover, Pamuk justifiably
presents Atay as the first author to write about intellectuals who are
interested in Western culture, yet feel torn between Western and Turkish
ways of living.” However, unlike other authors, Atay is the first to write about

Pamuk, Oteki Renkler (Istanbul: Iletisim Yayinlari, 2010), p. 190.

Ibid,, p. 189.

Pamuk, The Naive and Sentimental Novelist (London: Faber and Faber, 2010), p. 4.
Pamuk, Oteki Renkler, p. 190.

Ibid., p. 189-90.
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these people empathetically, considering them as ordinary people rather
than criticising them.8

The experimental style of the novel immediately strikes the reader. The
novel contains two prefaces. The first, entitled ‘Sonun Baslangici’ (The
Beginning of the End), is supposedly written by a journalist, who we are told,
is the last person to have seen Turgut Ozben - the protagonist - before he
disappears. It is Turgut who asks him to publish his novel.?

At the end of this preface, the narrator suggests that Turgut Ozben and
his characters in the novel represent real people; however, the second
preface, entitled, ‘Yayincinin Ag¢iklamasi’ (The Statement of the Publisher),
asserts that the characters and the stories in the novel are imaginary. In other
words, the latter preface undermines the validity of the former.10 The first
preface is a parody of the traditional novelistic preface. In European novels
such as Daniel Defoe's Robinson Crusoe, the preface becomes a tool for
making the novel more convincing. However, the second preface underlines
the fictionality of the novel, leaving the reader with a narrative discourse
which demolishes itself.

Atay’s novel is a ground-breaking text for the Turkish literary system. It is
the first meta-fictional novel to incorporate modern elements such as stream
of consciousness and post-modern elements such as parody and metafiction.
It concentrates on intellectual, yet unsuccessful individuals and their
melancholy as a result of living in a society where they feel alienated; and,
further, their act of writing or rather their failure in writing. Unlike many
novels of its era, Tutunamayanlar does not follow a linear timeframe. The
language constantly changes as well: ‘it includes a language inbetween a
petition and a letter, a pastiche of Ottoman language, a parody of archaic
Turkish, songs and Socratic-style dialogues’.1! Before the publication of this
novel, the Turkish novelistic tradition was mainly faithful to the nineteenth-
century realist model both in terms of subject matter and style. Mostly,
novels focused on the peasantry, and the dialectic between the oppressor and
the oppressed was regarded as one of the most significant themes for the
Turkish literary canon. The first examples of the Turkish novel began to
appear in the Reformation period (Tanzimat donemi) between 1839 and
1876 and during this era their function was largely didactic. This attitude, to
a certain extent, was still dominant at the end of the 1960s when
Tutunamayanlar was published. In that decade many intellectuals supported

8 Ibid.

9 Ibid.

10 Bena Moran, Tiirk Romanina Elestirel Bir Bakis 1I: Sabahattin Ali’den Yusuf Atilgan’a
(istanbul: iletisim Yayinlar1,1997), pp. 201-2.

11 Jale Parla, Don Kisot'tan Giiniimiize Roman (istanbul: iletisim Yayinlari, 2010), pp.
204-25.
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socialism and writers often viewed consumer society critically, pointing to
the negative effects of capitalist systems on artistic activity.12

However, even though it criticises the individual as being the petit-
bourgeois construct of a consumerist society, Oguz Atay’s novel was not
appreciated by literary critics when first published. Only a few critics, such as
Murat Belge, praised the work. Yet he still questioned the morality of the
character Selim, who rejects every option for himself except suicide, and
criticised him for not seeking a better future.13

Nevertheless, Tutunamayanlar has gained recognition and become
popular over the course of time and initiated a new tradition in Turkey.
Indeed, it would not be overstating its influence to argue that Pamuk
descends from that tradition. On one level, Tutunamayanlar is a novel about
the existential troubles of well-educated, Westernized Turks and employs
experimental writing techniques. Novels like Tutunamayanlar were highly
influential on younger, next generation authors such as Pamuk. Therefore,
when considering Kara Kitap and Tutunamayanlar, we can recognize the
existence of a visible intertextual relationship which contains a number of
common features.

In Tutunamayanlar, the family man and good citizen Turgut Ozben learns
about the suicide of his old friend Selim from the newspaper that his wife
shows him. Thinking about his friend and their past constantly, Turgut is
transfixed by the idea of Selim, who as a struggling intellectual could not hold
on to life (or refused to hold on), and ended his life as the author of a few
unfinished writings. Rejecting middle-class conformism, he was not properly
understood by anybody, including even his ‘intellectual’ friends, whereas
Turgut appears at the beginning of the novel to be a successful, albeit
intellectually superficial lawyer, adopting almost the opposite values in life.
Married with two children and a seemingly ‘perfect’ wife, he lives in a
typically bourgeois house without much character. After his marriage, the
two friends stop seeing each other. Nevertheless, Turgut's life changes
dramatically after learning about the incident. He seeks out Selim’s friends in
order to learn more about the details of his life, and tries to find clues to his
suicide by travelling to different cities while telling his wife that he is on a
business trip. Ultimately, he abandons his family and his old lifestyle and the
restrictive gender responsibilities of being a good father and husband.
Selim’s suicide causes Turgut Ozben - his surname literally means ‘I self or
‘inner self’ (an explicit foreshadowing of his personal journey) - to question
his life at a profound level and sends him on a spiritual journey to discover
his inner self. At the end of the novel he describes himself: ‘“Turgut Ozben,
issiz giigsiiz takimindan, bazi anormal belirtiler gosteriyor. Kendi kendine
konusuyor [...] kendini bir trene bindirdi, istasyon istasyon dolasiyor’ (p.

12 Y1ldiz Ecevit, Ben Buradayim: Oduz Atay’in Biyografik ve Kurmaca Diinyas: (Istanbul:
iletisim Yayinlari, 2007), p. 233.

13 Murat Belge, ‘Tutunamayanlar’, in Oguz Atay’a Armagan: Tiirk Edebiyatinin
Oyun/Bozani (Istanbul: iletisim Yayinlari, 2008), pp. 155-7.
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718: Turgut Ozben, a non-worker, he demonstrates some abnormal
symptoms. He speaks to himself [...] he put himself on a train and travels
from one station to another). He takes train journeys to random destinations,
possibly covering his traces to such an extent that no one can find him. He
metaphorically turns into Selim after his death, finding peace in the memory
of his lost friend. By turning into Selim he also becomes a writer and writes
the novel Tutunamayanlar.

Set in Istanbul, in the second half of the twentieth century, Kara Kitap is
also a metafiction like Tutunamayanlar. In it ‘Isleri yolunda, diiriist, ¢aliskan,
akli basinda, 6l¢iily, iyi bir vatandasimiz’ (‘An industrious, successful, clear-
thinking, even-tempered, good-hearted citizen’), Galip, learns that his wife,
Riiya, has abandoned him, and seeks her out in Istanbul.14 Yet, in looking for
her, it is their lost past that he is searching for. Therefore, like Turgut, Galip’s
quest is surely a spiritual one in order to discover his inner self. He meets her
friends and examines clues. Finally, he abandons his old identity and
becomes somebody else, namely his older cousin Celdl, a writer, and begins
to write columns under his cousin’s name.

Here, an interesting intertextual reference, a very-well known post-
modern element, is marked: the character of Celal Salik, who writes a column
five times a week for a well-known newspaper, Milliyet, using the unusual
pen name ‘Selim Kagmaz' (ironically, Kagmaz means ‘does not run away’,
‘does not disappear’), may possibly refer to Selim in Tutunamayanlar. As
already mentioned, if Turgut metaphorically turns into Selim and Kara
Kitap’s Galip metaphorically becomes Celal the writer (as [ will explain more
further on), and if Celal is already Selim’s Doppelgcdnger, then all the major
characters of both novels indicate one particular character: Selim, the
inspirational icon of writing. Therefore, even this small detail concerning a
pen name connects both novels with regard to intertextuality.

The critic Yildiz Ecevit contrasts Turgut and Selim by highlighting how
they represent a clear binary: idealism versus realism. Accordingly, Selim is
closer to the pole of idealism, while Turgut initially is closer to realism.
However, in the second phase of the novel Turgut’s character evolves and
acquires creativity.15 If this binary is correct then the same pattern exists in
Kara Kitap. Celal Salik may stand for idealism with his interesting ideas,
dream-like columns and imagination while Galip, in the first phase, may
represent realism, he becomes more creative in the second phase. Here, the
fact that both Turgut and Galip are lawyers may not be coincidental. Since
initially they are both members of the conformist middle class, being lawyers
may arguably consolidate both their worldviews and their status in society as
members of the respectable professional class. Furthermore, lawyers can be
considered as more than just members of the establishment, but as its

14 pamuk, Kara Kitap (istanbul: iletisim Yayinlari, 2000), p. 95; The Black Book, trans.
by Maureen Freely (London: Faber and Faber, 2006), p. 4. Further references to
these editions are given after quotations in the text proper.

15 Y1ldiz Ecevit, ‘Ben Buradayim...’, p. 276.
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guardians who uphold its laws and enforce its social mores. The change in
occupation which they both undertake, from lawyer to writer, may symbolise
a transformation from realism to idealism, from merely applying rules to
conceivably challenging those rules or at least developing a more critical
mind which involves some degree of imagination.

Both works may also be studied as examples of Kiintslerroman: novels
about naive artistic characters who become mature writers, which is also one
of the major themes in Cevdet Bey ve Ogullari. In Tutunamayanlar, the reader
witnesses the metamorphosis of Turgut into a writer. Apart from Turgut
Ozben, the novel features a number of non-conformist writers as well. In
Kara Kitap, the reader witnesses Galip’s adventure of becoming a columnist,
the last episode of the novel heralds his new skill. Like Galip, Turgut begins to
complete unfinished texts of these non-conforminst writers.

While Galip is looking for his past in the course of seeking his wife and
cousin, Turgut is looking for Selim’s past. As a matter of fact, he is seeking his
own past and inner self, which means Selim, who stands for his inner self, is a
reflection of Turgut. Likewise, Riiya and Celal are the reflections of Galip, in
other words, they symbolise different features of the same character; Celal is
the creative mind while Riiya is his memory. Almost never appearing as an
active character, Riiya is like her name which means ‘dream’ in Turkish. The
statement that Celal makes in one of his columns, ‘memory is a garden’ is
completed by Galip in his reference to ‘Riiya’s gardens’.16 Consequently, the
concepts of memory and dream come into being in Riiya’s character.

Throughout the novel, narrators/protagonists and minor characters
argue that identities are not fixed, people are created in pairs. For instance,
Galip’s aunt Hale’s voice is strangely similar to a stranger who calls Celal.
Similarly, Hale tells Galip: ‘Biliyor musun, sesin gercekten telefonda
Celal'inkine ¢ok benziyor’ (p. 62: ‘Do you know, you sound just like Celal on
the phone’, p. 57). As the novel provides an active reading, open for
interpretation, it can be argued that either Galip turns into Celdl gradually
and writes Kara Kitap, or that it is all the old writer Celal’s imagination, who
tries to remember or recreate his past. However, in the end, both characters
signify each other. In his column entitled, ‘Someone’s Following Me’ Celal
asks: ‘Do you have a hard time being yourself? and Galip's answer would
possibly be ‘yes’ because there is apparently a lack of self.

This act of characters signifying each other is also mentioned by Turgut in
a conversation about his friends: ‘Ben Kaya'yim, Kaya da Mehmet'tir. Turgut,
Kaya, Mehmet, bir arada olduktan sonra.. bir goriiniitiiniin ¢ aynada
yansimasi gibi bir olay. Mehmet'in karisi, bana Turgut diyecegine Kaya dedi’
(p- 331: ‘I am Kaya, and Kaya is Mehmet. Whereafter Turgut, Kaya, Mehmet
are together.. It is an incident like an image reflected on three mirrors.
Mehmet's wife called me Kaya, instead of calling me Turgut’). These three
friends belong to the ‘same animal family’, according to Turgut.l” They live

16 Ibid. p. 3.
17 Ibid.
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sheltered lives similar to Galip before he becomes Celal; eating similar food
and living in similar houses, and they barely display unique personality traits
or a self that will differentiate one from another. For that reason, one can
easily replace another. Hence, the novel’s major theme is about Turgut's
decision to forsake being Kaya and Mehmet and to become Selim Isik or his
derivatives Siileyman Kargi, Salman Kargu and Saffet Korkmaz - all these
names and characters signify each other and remind the reader that
Tutunamayanlar is a fiction. Ironically, while searching for his inner self,
Turgut Ozben (Turgut Inner self/Real self) cannot find a unique self but just
finds another category that he would fit into better. Turgut's act may
symbolise that there is no original/real self, and everybody is a copy of
another person.

The Significance of Everyday Objects

In his novel, which adopts a notably critical and ironic language, Atay
defines the word ‘Tutunamayanlar’ (The disconnected or the people who
cannot manage to hold on to life) as:

Garip Yaratiklar Ansiklopedisinden: Tutunamayan (disconnectus erectus):
Beceriksiz ve korkak bir hayvandir. insan boyunda olanlar1 bile vardir. Ilk
bakista, dis goriinlisiiyle insana benzer. Yalniz, penceleri ve odzellikle
tirnaklar1 ¢ok zayiftir. Dik arazide, yokus yukari hi¢ tutunamaz. Yokus asagi,
kayarak iner. (Bu arada siksik diiser). Tiyleri yok denecek kadar azdir.
Gozleri ¢ok biylk olmakla birlikte, gorme duyusu zayiftir. Bu nedenle
tehlikeyi uzaktan géremez. (p. 149)

A quotation from the Encyclopaedia of Eccentric Creatures: Tutunamayan
(Disconnectus Erectus) is a clumsy and cowardly animal. Some of them are
even an average man’s height. At first glance, it looks like a human. However,
its claws and nails are very weak. On a hilly land, it cannot cling to the
upward sloping ground. Downhill it descends by slipping (and doing so, it
often falls over). It scarcely has any hair. Although its eyes are pretty wide, its
eyesight is weak. Therefore, it cannot foresee a danger from a distance.

This detailed pseudo-scientific parody of encyclopaedic language lasts
more than two pages. Apparently, this weak species does not know how to
live in a community and they are incapable of protecting themselves from
other species. Nonetheless, because of their imitative nature, they may get
involved in fights with other animals. They live close to towns and cannot
conform to family life.

As one can deduce from the above definition, the novel is about the
tragicomedy of the weak and the discordant people who have problems
adapting to their society. The opposite category is ‘yumusakgalar’, survivors
with considerable adaptive skills who can fit into their society pretty easily.
No doubt, Turgut is a ‘yumusakc¢a’ (mollusc) at the beginning. Being an
ordinary family man, he lives according to Turkish petit-bourgeois codes like
most of his fellow citizens. Nonetheless, the novel is constructed in order to
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satirise these codes. The objects of everyday life function as the instruments
that signify that particular way of living:

‘L bigimi salona dondii, maroken taklidi plastikle kapli rahat koltuguna
oturdu’ [...] Selim esyalariniza alisamadim, yadirgadim onlar1 der. Salon-
salamanjeyi, deniz gibi biliyiik ve kaucuk kopiiklii yatagi olan karyolayi, ayni
takimin yaldizli gardrobunu ve gene ayni takimin sifonyerini ve gene ayni
takimin tuvaletini sevemedim. (pp. 30-31)

He came back to the L-shaped living room; sat down on his cosy armchair
covered with plastic which is an imitation of morocco leather.’ [...] Selim says
‘I could not get used to your stuff and find them strange. I could not like le
salon-salle a manger, the bedstead which is as large as the sea with a
mattress with rubber fabric and the silvered wardrobe of the same furniture
set and the chest of drawers of the same set again, and the dressing table of
the same set again’.

The quotation hints that the objects, such as cosy armchairs and endless
furniture sets, are connected to the institution of marriage, and family life
which may minimize the freedom of the individual. As the microcosm of his
life, Turgut’s house is full of tacky, unoriginal, characterless belongings which
are too suffocating for Selim. The L-shaped living room, which was a very
popular design with the middle classes in the second half of the twentieth
century in Turkey, the comfort of an armchair and the pieces of furniture
which have to match each other, all indicate the lethargy and futility of this
conformist lifestyle.

Many times, when he is in his living-room, the family man Turgut is
described sitting in his comfortable armchair looking around with blank eyes
or leaving his chair slowly and dragging his slippers. The action of dragging
one’s feet while wearing a pair of slippers is notably meaningful in terms of
pointing out the inertia and the comfort zone of a petit-bourgeois man who
has hardly any domestic tasks. Dragging also signals Turgut’s reluctance and
lack of energy to perform in his role. He asks clichéd questions such as
‘Marifetli karim gene neler pisirmis?’ (p. 82: ‘What has my skilful wife cooked
again?’), but boredom and anger do not stop following him. His half-
heartedness implies the upcoming transformation of Turgut, who has already
become alienated from his mundane life.

Everyday objects play an indispensable role in Kara Kitap and almost all
of Pamuk’s other novels. Sometimes the objects are described in detail, and at
other times they are only presented to the reader in a long list. It appears that
one of the main distinctions of the novel is the atmosphere that these objects
create. ‘Alaaddin’s shop’, with all its ordinary and strange items, illustrates
that atmosphere. In one of his columns, Celal states that:

Clinkii aslinda, ben de biitiin 6mriim boyunca hikdye anlattiktan sonra,
O0lmeden o6nce Alaaddin’den unuttugum her seyin, diikkanindaki siselerin,
damga pullarinin, kibritlerin tizerlerindeki resimlerin, naylon c¢oraplarin,
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kartpostallarin, artist resimlerinin, seksoloji yilliklarinin, firketelerin ve
namaz kitaplarinin hikdyelerini bir bir dinlemek istedigimi anlattim. (p. 48)

Because my problem was this: After a lifetime telling stories, I wanted to
sit back and listen to Aldaddin tell me tales about the cologne bottles, revenue
stamps, illustrated matchboxes, nylon stockings, postcards, artist’s drawings,
sexology annuals, hairpins, and prayer books that [ had seen in his shop once
upon a time, only to have my memories of them vanish without a trace (p. 42)

The novel almost personifies these objects, which have their own lives
and tales. It seems to Galip that if he learns about these stories then he will
become more aware of the world he dwells in and acquire more self-
awareness. Consequently, objects function like building bricks in order to
remember the past which shapes his present. For instance, in order to know
more about Riiya, he should understand the language of the objects and what
they have meant for her: ‘Bir kuyu vardi aklinda, aklimda, aklimizda; bir
diigme, mor bir diigme: Dolabin arkasindan ¢ikan paralar, gazoz kapaklari,
diigmeler’ (p. 421: ‘Inside your mind, my mind, our mind there was a well; a
button, a purple button; coins, bottle caps, buttons, lost behind the cabinet’,
pp. 439-40).

It seems as though Riiya’s belongings tell much more than the people she
is associated with with. If Galip wishes to find his wife, instead of looking for
her in the houses of acquaintances and in the streets of Istanbul, he should
seek her in their house where she left all her memories behind:

Ik tamstigimizda ilizerinde gérdiigim cicekli elbisenin mor diigmesi,
bindokuzyiizaltmish yillarda Avrupa dergilerindeki becerikli ve saglikl
kadinlarin ytizlerinde goériinmeye baslayan ve ayni yillarda Riiya'nin alt1 ay
takip sonra attig1 iist kenarlar1 ¢ekik ‘modern’ gozliikler; birini sac¢larina iki
eliyle yerlestirirken 6biiriinii dudaklarinin kenarinda tuttugu kiigiik, kara
firketeler; yillarca kayip diye hiiziinlendigi ve icine dikis igneleriyle ipliklerini
koydugu tahta vakvagin kuyruktan kapagi; Melih Amca’nin avukathk
dosyalar1 arasinda kalmis ve bir ansiklopediden kopya ederek hazirlanmis
Kafdagi’'nda yasayan efsanevi Simurg kusuna ve onu arayanlarin
seriivenlerine iliskin edebiyat &devi; Suzan Yenge’'nin sa¢ fir¢asina takili
kalmis sag telleri; bana yazilip verimis bir siparis listesi (ldkerda, ‘Beyaz
Perde’ dergisi, ¢cakmak i¢in gaz, findikli Bonibon ¢ikolatasi); Dede’yle birlikte
yapilmis bir aga¢ resmi; alfabedeki at; ondokuz yil énce kiralik bir bisiklete
binerken ayaklarinda gérdiigiim yesil coraplarin teki. (p. 441)

A purple button from the flowery dress she was wearing when we first
met; a pair of ‘modern’ glasses with pointy corners that you saw European
beauties wearing in all the best magazines in the 1960s, and that Riiya wore
for six months before discarding them; the small black hairpins she liked to
put in her hair, using both hands but always with a spare in her mouth; the
tail of a hollow wooden duck in which she’d kept her needle and thread,
mislaid many years before but sorely missed and never forgotten; and,
among Uncle Melih’s legal files, a homework assignment for literature [...]
strands of her hair on Aunt Suzan'’s hairbrush; a list of things she’d asked me
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to buy on my way home (smoked fish, a copy of Silver Street magazine,
butane for her lighter, and a bar of Bonibon nut chocolate); a picture of a pine
tree, drawn with Grandfather’s help; a lone green sock I recognized as
belonging to the pair she was wearing when we went out for a ride on rented
bicycles nineteen years ago. (p. 460)

A button is not only a simple button but the key to access the memory of
the first time he met her. Or an object sometimes reminds Galip of minor
incidents but the text does not reveal these nostalgic connotations clearly.
Hence, they are mysterious, exciting reminders that evoke dreams, or
interchangeably, Riiya, both are made of same kind of material.

However, Galip is at peace with the objects that surround him. He
describes every object with the excitement of a collector. Here, he is different
from Turgut, who describes or lists items in order to satirize the concepts
they refer to, unless they belong to Selim. Whereas Turgut puts all his effort
into leaving behind all these intoxicating objects, which together create a big
cage for him, Galip embraces them almost obsessively to recreate a realm for
himself where he understands his past in order to understand his inner self.
Consequently, Kara Kitap is less polemical against bourgeois life and more
nostalgic about objects that can be associated with the bourgeoisie, whereas
Tutunamayanlar criticises that kind of life and often through the objects that
symbolize it.

The only time when Turgut shares Galip’s interest in objects is if they are
Selim’s belongings. Both characters display excessive devotion to the lost
person - although Tutunamayanlar is more extraordinary since the lost
person is only an old friend, and not even a close one - constantly
remembering them and disconnecting from everyday life in the process.
Turgut intends to find the stresses that caused his friend to commit suicide.
He examines even the most ordinary cues like a detective:

imtihan giinleri, calisma programlary, [...] randevular, Ingilizce kelimeler
[...] aylik biitce hesaplari: ev kirasy, terziye, bakkal, kitap, alinan para, [...] gene
resimler, portreler, karikatiirler, bir denklem ¢6ziilmiis, harfler, sayilar -
iistiine miirekkep damlamis, kirmizi kalemle devam etmis - imtihana kag giin
kaldiginin hesabu [...] (pp. 343-44)

Exam dates, study timetables, [..] appointments, English words, [..]
monthly budget calculations: house rent, tailor, grocery, book, money that
has been received, [..] pictures again, portraits, caricatures, a mathematical
equation that has been solved, letters, numbers - ink was spilled on it, he
continued to write with a red pen - the calculation of how many days were
left for the exam.

Ordinary details of young Selim’s life; his notebooks that contain his exam
dates and timetables, matter considerably for Turgut since they belong to the
person who has disappeared. These trivial notes are the parts of that
person’s life, which seem as though they would bring Selim back if Turgut can
only bring all the details together. The paper which has an ink stain on it is
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invaluable for him because that ink was spilled by Selim. Even seeing that
little detail creates proximity between the one who leaves and the one who is
left behind since it is the sole way to enter his/her inner world, or the garden
of their memories, if one speaks like Celal. Surely, what the seeker is also
looking for is a clue about himself. It is very likely that Turgut wishes to
encounter a note which includes his name. In that way, it would be possible
to assure him that he has occupied some part in Selim’s life. A similar scene
exists in Kara Kitap:

Gecenin ge¢ saatlerinde Riiya’nin, Celdl'in 6giidii lizerine, kendi
gecmisinin kiiciik bir miizesini kurdugu eski dolabin ¢ekmeceleri iginden
cikardig defterlerin sayfalarini mektubun kadgidiyla karsilastirdi: Yumurtanin
diizinesinin alti kurustan hesaplandig ilkokul aritmetik defteri; din dersinde
zorla tutulmus ve arka sayfalarinda gamali haclar, sas1 hocanin karikatiirii
¢izilmis dua defteri; kenarlarina etek modellerinin ¢izildigi ve bazi
uluslararasi film yildizlarinin, yakisikli yerli sporcularin, pop sarkicilarinin
adlarinin yazildigi bir edebiyat defteri [...]. (p. 53)

He spent most of the night going through the old chest of drawers [s]he
had (at Celal's suggestion) turned into a museum of [her] own life, checking
Riiya’s letters against every notebook he found: [her] arithmetic exercise
book from primary school, in which [s]he’d calculated eggs to cost six kurus a
dozen, the compulsory prayer book whose back pages [s]he would cover with
swastikas and caricatures of [her] cross-eyed teacher, and the Turkish
literature notebook whose margins were decorated with sketches of models
and names of international film stars, along with Turkey’s own best-looking
singers and athletes. (p. 48)18

In Kara Kitap, Pamuk for the first time heralds the central idea of
Masumiyet Miizesi, where the belongings of the beloved are preserved. Like
Kemal, the protagonist of Masumiyet Miizesi, Galip finally can enter Riiya’s
unknown territory after he loses her. The hope that he can be an abiding part
of Riiya’s life takes Galip to her primary and secondary school notebooks. The
importance of these unremarkable childish doodlings stems from the
significance of the beloved for the lover. Like Turgut, Galip desires to find
evidence that he has been loved. However, it seems that he was never a figure
in adolescent Riiya’s fantasies; she dreamt of handsome actors and
sportsmen. Thus, unfortunately, Galip’s only solution for coping with the
disappointing reality seems to be to tell himself: ‘diislinme diisiinme
kiskanirsin’ (p. 11: ‘Don’t think, don’t think, it will make you jealous!’, p. 3).

18 There is a negative shift in this translation excerpt. In the source text, the narrator
mentions skirt patterns, as well as the names of film stars and handsome Turkish
sportsmen, that Riiya drew on her literature notebook. In this context, ‘model’ in
Turkish means ‘pattern’, and ‘etek modelleri’ means skirt patterns or styles, but
Freely omits the word ‘skirt’ in her translation, and retains the Turkish word ‘model’
as it is, which means ‘fashion model’ in English.
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Like Galip, Turgut cares about Selim so much that he does not care about
anybody else. Nevertheless, the novel does not discuss the reasons why his
life becomes so distanced from Selim’s. Selim is only twenty-eight when he
commits suicide. In other words, all memories about him are juvenile
recollections; therefore, in a metaphoric sense, Selim represents Turgut’s
youth. Since Turgut’s loss of Selim means losing his youth and ideals, he
enters into the idea of Selim wholeheartedly, at the cost of losing common
sense. He spends most of his time talking to his imaginary servant Olric, who
calls Turgut ‘your majesty’, first appearing at the brothel scene where
Turgut’'s madness becomes explicit: ‘Cok konusuyorum kendimle bu
giinlerde. Ne yapayim? Baskalarinin sohbetlerinden hoslanmaz oldum.
Miisterileri de kagirdim sonunda. Hepsi Olric yiiziinden’ (p. 290: ‘I talk to
myself a lot these days. What else can I do? I don’t like conversations of
others any more. I frightened the clients away in the end. It is all Olric’s
fault’). The people around him notice his lip movements and he is often late
answering questions and continuing conversations. He sometimes cannot be
sure whether he has already replied to these questions. His mind is almost
never in the present, haunted as he is by his dead friend; he constantly thinks
about the past and loses his ability to notice things around him. His
connection with the everyday world visibly weakens. Unconnected thoughts
follow each other fast. Clearly, it is Turgut’s realisation that he has yielded to
the ‘petit bourgeois’ lifestyle that he scorns, that drives him insane. From
now on, writing is the only means to survive and Turgut writes
Tutunamayanlar about the ones who are incapable of connecting to life, and
he completes the work that Selim began.

However, he too experiences jealousy and feels he has been left out and
forgotten. Why did Selim not call him before he decided to commit suicide?
Why did Selim not mention Turgut's name even in one line in his songs in
which he narrates his life story? Surely, Turgut is not an irreplaceable friend
for him. During the entire novel, the agony that his feelings for Selim are not
reciprocated tortures Turgut as if he were a passionate lover. He holds a
grudge against almost everybody in Selim’s circle such as Burhan and Metin:
‘Bana haksizlik ettin Selim; agiklamalara Metin’i bile koydun. Kim bilir
neden?’ (p. 247: ‘You were unfair to me, Selim; you include even Metin in the
explanations section. Who knows why?’), he reproaches Turgut and he
disparages these people as much as he can. For instance, he asks Metin to
write a letter to him about Selim, yet after reading Metin’s life story, he
rewrites it by claiming that Metin was a liar and a selfish friend who
tyrannised Selim and led him to suicide.

Likewise, Galip cannot cope with the fact that he was left out. Finding
excuses to call Rilya several times a day while he is working in his office, he
never receives an enthusiastic response from his wife. He puts lots of effort
into understanding Riiya’s thoughts, but she seems to have no other interests
other than reading ‘Aldaddin'den aldig1 fistiklar1 yer gibi yutarak okudugu
kotii gevrilmis bir roman’ (p. 38: ‘one of those detective novels she
consume[s] as ravenously as the pistachios she [buys] from Alaaddin’s, p.
32’). Yet, her mind is an inaccessible area for him, which is an indicator of
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poor communication between the couple, or that symbolically, Galip cannot
access his memory. It is very likely that Riiya’s connection to everyday life is
quite weak just as Turgut’s is after he learns about Selim’s suicide. As their
mutual friend Belkis asserted, Riiya might be interested in a different kind of
life: ‘Sen hayatindan memnun, lobideki resimlere bakarken, kolundan
sefkatle tuttugun karini balkona ¢ikan kalabalikla birlikte goriiniirken o,
duvarlardaki afislerde ve kalabaligin icinde kendisine baska bir diinyanin
kapilarini acacak bir yiizii arardr’ (p. 197: ‘Looking at the posters in the lobby,
moving up to the stairs to the balcony with the crowd, always keeping a
gentle hand on your wife’s arm - I could see you were happy with your wife -
but when your wife looked into the crowd, when she looked at those posters,
she was searching for a face that might open up a door to another world’, p.
199). Riiya almost never has her own voice and the reader learns about her
from other characters such as Belkis but mostly through Galip’s account.
Therefore, our interpretation is primarily based on Galip’s narrative, which is
hardly reliable. Yet, according to the presentation of Riiya, it is possible that
she might have thought Galip cannot understand her needs, evoking Turgut,
who believes that it is futile to reveal his inner self to his wife, Nermin. Galip
does not question everyday life before Riiya abandons him, like Nermin, who
never seems to ask any philosophical questions and feels comfortable living
only in everyday reality. Thus, it seems that the gates of ‘Tutunamayanlar’s’
world are closed to the ones who can engage themselves in life.

Galip claims that Riiya has not even left a proper letter before leaving. She
deems Galip worthy only of ‘ondokuz kelimelik terk mektubu’ (p. 53: ‘a
nineteen-word goodbye letter’, p. 48), written negligently at the last minute.
This cruel indifference takes Galip back to his childhood memories in which
he plays hide-and-seek with Riiya. He has hidden and thinks she is going to
be worried about him, but when she never appears their roles change and he
begins to look for her. Disappointed, he learns that she has already
encountered Celdl and ‘Riiya ile Celdl Aldaddin'in diikkanina gittiler’ (p. 58:
‘Celal and Riiya have gone off to Aldaddin’s shop’ p. 53). Ignored even as a
child, Galip is doomed to experience loneliness for the entire novel, which
brings him closer to Turgut and Selim who also suffer from extreme
loneliness and exclusion.

Conclusion

By introducing modern and post-modern novelties to Turkish literature,
Atay was definitely a pioneer. He is one of the two authors Pamuk most
esteems in Turkish literature. A generation younger than Atay, Pamuk was
highly influenced by his avant-garde writing style and his subject matter of
the intellectual individual who cannot conform to society. Pamuk has
followed the literary path of Atay and, thanks to him, has been able to work in
the more liberated literary atmosphere of a society which has already been
introduced to post-modern experimentalism.

Meta-fiction, the focus on everyday objects are some of the common
points of both novels. The parallels in the general plot-lines are also
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distinctive. Both novels narrate the story of a protagonist who finds his own
identity while seeking another person. Even though both characters borrow
someone else’s identity, arguably, they still manage to become creative and
productive by the end of the novel. Both novels present a world where there
is no original or ‘real’ self. For example, even Selim, who is imitated by
Turgut, admires and imitates Christ. In a world such as Kara Kitap, where
signifiers signify each other, the characters have the freedom to choose an
identity since no character is original.

Both novels have widened the scope of Turkish literature as their authors
did not restrict themselves to the local literary norms that were more
interested in social realism and the tension between the oppressed and the
oppressor, typically the relationship between the farm labourer and the
landowner. In that way, both novels have contributed to the provision of a
freer and a more diversified literary space for prospective authors.
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