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KHWPHULI (pancada noxropu (PhD) nuccepranusicu aHHOTAIUSICH)

Juccepranusi MaB3yCMHHMHI  Joj3apOuaurum Ba 3apypusath. KaxoH
agabuETIIYHOCIUTUAA 3aMOHABUM JIpaMaTyprUusiHUHT BY)KY/Ira KeJTUIIN, YHUHT TTO3TUK
TapaKKUETUHU TAJIKUK JTUII MYXUM axaMusT kacO stamau. JKymiangaH, 3aMoHaBUN
TYpPK ApaMaTyprHsACUHUHI 03ara KeJWII apa€¢HW, IAKUIAHWII OMWJUIApU Ba
TaAPWKANH OOCKUWIApPH XamJa >KaHp TapaKKUETUTa MyXUM XHCCa KYyITaH
apamaTypriap WKOJIWHW WIMHUN-Ha3zapud skuxarnaH Yypranum Oyrynru [llapk
aa0uETIIYHOCIUTH OJIANAAa TypraH acocuil BazudanapiaaH Oupu XucOOIaHAIU.
Ma3skyp TaaKUKOT TYpK ana0uETHa 3aMOHABHM JApaMaTyprUsSHUHT MIAKIUIAaHUIIA Ba
VHUHT TapakKUETUTa ¥3 XHUCCACHHU KymmraH 3abapmact apamatypr XamayH Tanep
JpaMajapUHUHT MOATUKACU MacallaJlapuHU TaJIKUK 3TUIITA Oaruiuianrad. buno6apum,
Xanayn Tanep npaManapuHUHT TO3TUKACMHU WJIMUNA AaclEKTAa TaAKUK HTHII
MaB3YHUHT JI0JI3apOIUTUHU Oeruiaiiu.

JyHé anaOueTniyHOCIUruaa, XycycaH, y30€K MIapKIIYHOCIWTHAA XaM JpamMa
KAHPH, YHUHT MIAKJUIAaHUII Ba TapakKUET WYIiapu, ApaMaTuK acapiiap MO3THKACUHU
TaJKUK 3TUIL MyXUM J0J3apOiuK KacO dTaau. «bupok agaObuéTuryHoCIuKaa ApaMaHu
Vpranumira >bTHOOPHUHT OMPO3 CYCTJIMTH, YKYBUM OMMAHUHT JpaMaTUK acapiap
MyTOJIaaCura KaMpOK KU3UKHUIIH, TAbIUM TU3UMUJIA YIApHU YKUTHIITA Ky/Ja KaM BaKT
aXpaTHIraHugaH OVyiaca kepak, Oy Macajaga OKcalll OOpJIMTHMHH XaM TabKHJIJIAII
no3uM. XoJ0ykd, Apama agaOMETHUHT TEHT XYKYKJIM BaKWIH, JEMaK, YHH YyKyp
Vprauuin amgaOuETIIyHOCTUK 3uMMacuaaru Basudamaup. IllyHaka skan, Oynrycu
¢dunomor-myraxaccuciap OyHM XamuIna €nga TyTHODIApH, V306K Ba JKaXOH
JpaMaTyprusiCAHUHT SHI capa HaMyHaJlapuHM KyHT OwiaH VKuO, ynapra Oamuuit
OapkaMoITMK OaxIm 3TraH OMWJUIAp, KyMJIaJaH KOMIO3UIIMOH KYPWJIHIIUHU YYKYp
ypramunuiapy n03uM 6ynagu»'. JIyHé anaOuETIIyHOCIMIUIA TaAKUKOTHMH3 00BEKTH
xucoOmanran XanayH TaHep acapiapu, XycycaH ApamMaiapura Ouja TaAKUKOTIAp
MyaiisiH Japakaja Ky3aTwiraH Oyiica-ia, Ipamarypr JIpamMallapuHUHT TMOITHKACH
anoxuaa MoHorpaduk mianaa ypranuamarat. [lyHra kypa, ¥30ek MapKIryHOCIUTHIa
WUpHUK TypK apamaTypru XaiayH TaHepHHHT WKOIWW (paonusTH, 3aMOHAaBUN TYpK
apaMaTyprusicura KyIlIraH XWCCacd, JpaMajJapuHUHT TO3THK XYCYCHSITIIApUHU
MOHOTpadUK TUIaH1a TAAKUK STUIL MyXUM aXaMUsIT KacO 3Taju.

Mamnakatumuzga oiaud OopriIaéTraH KeHr MHUKECIAaru MCIOXOTIAPHUHT SHTU
JaBpHlia KapJoll TYpK XaJKM OWIaH ajoKaJapHH sHaja MycTaxkamjail, TypKus
OWwIaH WMKTUCOIUN, MaJaHUN Ba caHBAT COXACUIArd XaMKOPJIMKHU SIHTHM OOCKHYra
oJIM0 YMKHUII Bazu(acu NaBjiaT cuécaTy Japakacura KyTapwiau, MamiakaTIapuMH3
Vpracuma  wiaMm-daH, amabuér  coxacWmard — MyHocabaTiiapuMu3 — ToOopa
MycTaxkamiaanuo Oopmokaa. XycycaH, myxrtapam lIpesuneHTuMu3HUHT Typkus
PecniyOomukacu IIpe3unentu Xy3ypuaard Xaink KyTyOXOHACMHUHT TaHTaHAIM OYMJIMIILI
MapocUMHUJa Cy3jaraH HyTKuJa: «BU3HHMHT IOPTUMH3/Ia XaM TYpK anabuétu Ba
caHbaTUTa KU3MKUII ToOOpa opTuUO, ylap WIMHUN Ba TabJIMM MacKaHJIapuia KEHT
ypraruiaMokaa. Masnono Xanomuaoua Pymuii, FOnyc Ompo, Axman Ilomro, Caiign
Amn Pauc KorubOwmii, Tommmmkamm AxE, Xammu Yamabuii cuHrapw OYIOK IOHUpiap
WOKOIMHM XanKuMu3 ceBuO Ykuiiau. Illy Owman Oupra 3amoHaBUll TypK agaObUETH,

1 Quronov D. Adabiyot nazariyasi asoslari. Akademnashr, - T., 2018. - B.218.



XaJIK JIOCTOHJIAPH, aHTOJIOTHsIAp Y30eK THIIM/IA HAIIp STHINO, KUTOOXOHJIapUMU3HUHT
MabHABUIl MYJIKUra aillTaHTaHUHU TabKUJIAII JIO3UM»?, — 116 TypK aja0HMETHHHUHT
y30ek aabuéTiryHocaapyu TOMOHH/IaH KEHT YpranuiaaéTraHura ajoxuaa ypry oepaiu.
Ymly ¢uxpnapau nHobarra oiaraH xoijaa y30eK KUTOOXOHUHHM TYpK aJa0METHHUHT
capa HaMyHaJlapy OWJaH TaHUIITUPHIL, OoHUTHIL, Oy O0pana OYIOK MKOAKOPIAPHUHT
MaIIXyp acapjapyuHu Tap)KMMa KWINII Ba TAAKUK STUII OJITUMHU3TA KYWHUITaH MyXUM
Bazuda HKAHJIUTUHU TAabKUTa0 YTUIIIMMHU3 Kepak.

V36ekucron PecnyGmukacu IIpesupentunumur 2017 iun 7 despanmaru
[1D-4947-corn  «V30ekicTOH PecryOaMKacHHN sHAjA PHBOXKIAHTHPHII OYifrda
Xapakatnap crparerusicn Tyrpucuma»ru  dapmonu, 2017 wmn 17 deBpanmarn
I1K-2789-con «®annap akageMusicu (HaoiausaTH, HIMAK-TaIKUKOT WIUIAPWHHA TAITKHIT
ATHUIN, OOIIKApHII Ba MOJMUIAIITHPHUINHU sHaJa TaKOMWUIAIITHPUIL —Yopa-
tapoupmapu Tyrpucuga»tu Ba 2017 vimn 20 anpenmaru 11K-2909-con «Ommit Tabaum
TH3UMUHU SHAaJa PUBOXJIAHTHUPHIN dYopa Tamoupiaapu Tyrpucumarru, 2020 i
16 ampenmarm IIK-4680-con «lllapkmryHocnuk coxacuja Kaapiap Tarépiiamn
TU3UMUHN TyOJaH TAKOMWUIAIITHPHUII Ba WIMHH CaJOXUATHHU OIIMPHUII YOpa-
TagOupiIapy  TYFPUCHAA»TH  Kapopiapu  Xamja OOmKa  MEbEPHUU-XYKYKUH
XyXoKatiaapaa Oenruianrad BasudasapHd aMajra ONIMPHUIIAa Ma3Kyp AUCCEepTaIus
TAIKUKOTH MyalsiH Jlapaxkaga Xu3maT KujIaau.

TaakKuKoTHUHT pecny0/uKa (GaH Ba TEXHOJOTHSLUIAPH PUBOKJIAHMITHHUHT
YCTYBOP HyHAIMILIAPHTA MOCIMTH. Ma3Kyp TamKukoT ¥Y30ekucToH Pecry6iukacu
dbaHn Ba TeXHoJOrUsJIapu TapakKMETHHUHT |. «AxOopoTiamraH >KaMHuSIT Ba
JEMOKPATUK JABJIATHH WXTUMOMWM, XYKYKUH, HWKTHUCOIWM, MaJaHWUW, MabHaBUU-
MabpuPUii PUBONKIIAHTUPHIIIA WHHOBAIMOH FOSUIAp THU3WMUHU IIAKIUIAHTHPHII Ba
yJIapHU amalira OIIMPHUII WYILIapu» YCTyBOp HyHamuImra MyBo(uK Oakapuiras.

MyaMMOHUHT YPraHWJITAHJIUK JApPaKach. 3aMOHABUN TypK ApamMaTyprusiCUHU
TaJKUK ATHIL, Iy OwiaH Oupra XanayH TaHepHUHT Hacpuid Ba JpaMaTHK acapiiapura
km3ukuin XX acpHur 60-immapunan Oomnad Oup Katop OJMMIIAPHUHT TAIKUKOT
obbekTHura ammanau. JKymmaman, Oy macana Typk amabuérimmyHocnaurumaa M.AHT,
I''Axapcy, @.Akatim, Y.Akwo3, X.Anamyp, @D.Anpmau, @D.Apcnon, b.barman,
V Baitpok, Y.I'upurmu, C.Illenep, T.V3axman, ¥ .Hyrky, M.Muscyran, M.Kypykuy,
3.Unmmpyrnu, KSAmwmn, C.Urpenep, A.Xuamu, IYamypnman, C.JSnuun,
N H.Viican, A.JOxcen, X.Amusaman, H.Texexpex, H.Oupuaunyrm®, TFap6
agabuérmynociuruga b.Po6con, H.A.Jlemnan, A.Hemkecc? ToMmoHUIaH VPpraHwIIx.

2 ¥3gexucron Pecrybmmkacu Ilpesumentu 1L.Mupsuéeannr Typkus Pecry6Gnmkacu IIpesunentu Xy3ypumard Xajk
KyTyOXOHACHHMHT TaHTAHAIH OYIIIHII MAPOCUMHUIATH HYTKH, «XaJkK c¥3m» razetacy, 2020 iimn 21 despaib, Ne 38.

3 And M. 50 Yilin Tiirk Tiyatrosu. —~Ankara: Tiirkiye Is Bankasi Yaymlari, 1973; And M. Cumhuriyet Dénemi Tiirk
Tiyatrosu (1923-1983). —Ankara: Tiirkiye Is Bankasi Kiiltiir Yaymlari, 1983b; And M. Turk Tiyatrosunun Evreleri. —
Ankara:Turhan Kitabevi, 1983a; Akarsu G.Kabare Tiyatrosu’nu Haldun Taner Anlatiyor. // Varlik, 1967, Nel1, S.706; Akath
F. Haldun Taner’e mektup. Haldun Taner Kitab1.— Istanbul: Yapi Kredi Yay.,1993; Akyiiz C. Haldun Taner’in «Kesanli Ali
Destani» ve Axel Olric’in Epik Yasalar1.// Adiyaman Universitesi Sosyal Bilimler Enstitiisii Dergisi, 2012. Yil:5, Say1:8,
Ocak, S.1-11; Anamur H. Haldun Taner’in Tiyatrosunda ‘Oyun iginde Oyun’ Uygulamalari ve Kisilik Sorgulamalar1 Uzerine.
Haldun Taner Kitab1. — istanbul: Yapi Kredi Yay.,1993; Andag F. Oykiiciiniin Kitab1. —Istanbul: Varlik, 1999; Arslan F.
Oykiiniin Sesini Kismak. — Erzurum: Salkimsagiit Yaymlari, 2009; Batiman B. Haldun Taner’in Hikayeleri. —Yeditepe, 1955,
Ne7, S.79; Bayrak O. Haldun Taner’in Hikdyelerinde Ruhsal Degisim Siireci //Turkish Studies International Periodical for the
Languages, Literature and History of Turkish orTurkic, Volume 4/8, P. 684-697; Giritli O. Dogan Hizlan’la Haldun Taner
Uzerine.//Argos, 1988, Nel; S.148; Sener S. Cumhuriyet'in 75. Yihnda Tiirk Tiyatrosu. —Ankara:Tiirkiye Is Bankas Kiiltiir
Yaymlari, 1998; Sener S. Insam Gegitlerde Sinayan Sanat: Dram Sanati. —Istanbul:Mitos BOYUT Yay., 2003; Sener S.
Yasamin Kirilma Noktasinda Dram Sanati, 3. Baski. —Ankara:Dost Kitabevi, 2007; Sener S. Cagdas Tiirk Tiyatrosunda
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[ynunraek, XanayH Tanep wxonnnu ypranumaa E.A.Oranosa, JI.H.CrapocToB
kabu pyc, W.B.IIpymKoBcKas® CHHrapM yKpauH aJaOUETIIYHOCIAPUHUHT KYINTaH
XUccalapu xaM Karta axamusar kacO sragu. Xycycan, E.A.OranoBa «Tpamuiuu
HApOJHONW JpaMbl B COBPEMEHHOH Typeukoil apamaTyprum»® (2006) oMM
HOM3OJJIMK JMCCEepPTAlMsICHIa aHbAHABHM TYpK TeaTpu XyCyCHATIapUHHUHT TaHep
IpaManapuja KaHJail IIakijga akc STraHjiurd Macajgacuja TyxTanraH. «Tpaauinuu
snuyeckoro teatpa bepronpaa bpexta B coBpeMeHHOU Typeukod ApaMarypruu (Ha
npumepe nbeckl XanayHa Tamepa «Ilosma 06 Amm w3 Kemama»’ (2002), «Hosoe
NpoYTEHHEe KIACCHMKU B Jpamaryprum XanmyHa Tanepa» (2007)% nomium wmmmuii
pucojiaiapuia 3aMOHAaBUM TypK JIpamMaTyprusicujia dSMHUK TeaTrp XyCYCUSATIapUHU
Tanep npamamapm mucommma Eputnd Oepran. JIL.H.CtapoctoB «HoBblii >xaHp B
TypeukoM TeaTpe (o Tearpe-kabape X.Tanepa u ero mbece «lllaban, cmacarommii
BaTaH»)»° xamna «CoBpeMeHHas Typenkas npeca»’ (1977) nomum uiMuii acapnapuia
TanepHUHT Kabape TeaTpu XyCyCUSTIapura KUCMaH TYXTala lu.

Kaxon amabuérmynocnuruaa XauayH Tanep Hacpu Ba ApaMaryprusicu OuiaH
OornMK Oup KaTtop TaAKUKOTIAp onub  OopwiraHura Kapamai, y30ek
HIAPKIIYHOCTUTHIAa Ma3Kyp Map3yra OarvMIUIaHraH WIMHM TaJIKUKOTIAp LIy KyHraya
MaBxKyZ amac. YHyHoHun, XauayH TaHep WKOIWHHUHT alpyuM KUPPATIApU TypK, HHIIIU3,
HEMHUC, PYC, YKpPauH, 03apOaiikoH™ anabuéTIyHOCIapy TOMOHHIAH TaJKUK JTHJITaH

Ahlak, Ekonomi, Kiiltiir Sorunlar1 (1923-1970). — Ankara:Ankara Universitesi Dil ve Tarih-Cografya Fakiiltesi Yaynlari,
1971;Sener S. Cagdas Tiirk Tiyatrosunda Insan. — Ankara: Ankara Universitesi Yaymnlari, 1972; Ozakman T. Oyun ve
Senaryo Yazma Teknigi. — Ankara:Bilgi Yay.,2001; Nutku O. Kesanli Ali Destant.//Tiirk Dili, 1964, Ne8, S.155; Nutku O.
Yasayan Tiyatro. —istanbul: Cagdas Yaymlari, 1976; Miyasoglu M. Haldun Taner.—Ankara:Kiiltiir ve Turizm Bakanlig
Yayinlari, 1988; Koriikcii M. Haldun Taner’in Hikayeleri.// Varlik, 1972, Nisan, Ne11, S.775; Ipsiroglu Z. Haldun Taner ve
Elestirel Diisiince.// Milliyet Sanat, 1986, Ne54, Agustos; S.149; Ipsiroglu Z. Haldun Taner’in Sanat Anlayis1.// Gosteri, 1988,
Ne9, S.11; Yesil K. Haldun Taner: Modern ile Gelenek Arasinda Bir Hikayeci.//Tiirk Edebiyat1 Ayhik Fikir ve Sanat Dergisi,
2011, Ne4,S.14-17; igdeler S. Haldun Taner’in Oykﬁlerinde Tipler. Lisans Tezi,.—Ankara: AU DTCF, 1983; Yavuz H. Canlar
Olesi Degil. Milliyet Sanat, 1986, 145, 1 Haziran, S.30-31; Camurdan E. Haldun Taner Oyunlarmda Ol(ma)mak Sorunsalz./
Uluslar Arast Haldun Taner’de Yerellik ve Evrensellik Sempozyumu, — Ankara: Bilgi Yaymevi, 2010; Camurdan E. Haldun
Taner Seyir Defteri. — Ankara: Bilgi Yaymevi, 2006; Yal¢in S.D. Haldun Taner’in Hikayeleri ve Hikayeciligi.— Ankara:Bilgi
Yaymevi, 1995; Uysal I.N. Haldun Taner’in Hikayelerinden Tiirkge Sézliik’e Katkilar.//Adiyaman Universitesi Sosyal
Bilimler Enstitiisii Dergisi, Yil: 5, 2012, Sayi: 8, Ocak, S.113-120; Yiksel A. Haldun Taner Tiyatrosu. — Ankara: Bilgi
Yaymevi, 1996; Adiyaman H. Haldun Taner Hayati, Sanati Ve Eserleri. Doktora Tezi.—Ankara:Ankara Universitesi Sosyal
Bilmler Enstitlst, 2012; Tekerek N. Popiiler Halk Tiyatrosu Gelenegimizden Cagdas Oyunlarimza Yansimalar.— Ankara:
Kiiltiir Bakanligi Yayinlari, 1993; Firidinoglu N. Kesanli Ali Destani./ Uluslar Aras1 HaldunTaner’de Yerellik ve Evrensellik
Sempozyumu. — Ankara:Bilgi Yaymevi, 2010.

4 Robson B. The Drum Beats Nightly: The Development of the Turkish Drama as a Vehicle for Social and Political Comment
in the Post-revolutionary Period 1924 to the Present. // Centre for East Asian Cultural Studies, 1976, Ne. 17; Dellal N.A.Die
Darstelung fon Deutschen in den Verdffentlichungen des Tiirkischen Schriftstellers Haldun Taner.//Turkish Studies, Ankara,
Volume 8/8, Summer 2013, P.39-52; Nemkess A. A Comparison between Brecht and Taner. — Chicago: University of
Chicago, 1992.

® TIpymkorckas V.B. Mctopus pasBuTHs TypeLKO# aBTOpCckoii apambl (pectybnnkanckuii nepuoa 1o 1980 r.) Kuesckuit
Harmonanensiii Yausepcutet uM. Tapaca [lleBuenko, 2014,

6 Oranosa E.A. Tpajuuuy HapoIHOM JpaMbl B COBPEMEHHOM Typelkoii pamarypruu. M., UICAA MT'Y, 2006.- 272 c.

" Oranosa E.A. Tpaauimu snudeckoro Teatpa bepronbia Bpexta B COBpeMEHHOMN TypelKol apamaryprum (Ha TIpHMeEpe
nbeckl Xamyna Tanepa «Ilosma 06 Amu u3 Kemanay) (tesucer)// Co0pHUK MaTtepraioB JIOMOHOCOBCKMX YTEHHH, alpels,
2002 T, c. 235 - 241.

8 Oranosa E.A.HoBoe npoutenue Kiiaccuku B apamatyprun Xanayna Tanepa. Borpocs Tiopkckoit dutonorun, Ne 7, ¢. 250-
268, 2007

® Crapocros JI.H. Hogelii xaHp B TypeikoM Teatpe (o Teatpe-kabape X.Tanepa u ero mbece «lllaban, criacaroumii Barany) //
«Teatpy, Nel0, 1968.

10 Cospemennas Typernkas nmpeca. Cocrasurens JI.Crapoctos, M., 1977.

11 Aykac¢ O. Giingdr Dilmen’in Deli Dumrul ve Haldun Taner’in Kesanli Ali Destan1 Adli Oyunlarinda Destan Motifleri.
Ortaq Tiirk Kegmisindon Ortaq Tiirk Galocayina. «Tiirk Epik Ononasinde Dastan»VI Uluslararast Folklor Konferansi, Bakii,
2010.-S..371-375.



Oynca-ma, WUPHK JpaMartypr JIpaMallapHHUHT TMOATHKACH ajloXuaa MOHOTrpaduk
IJIaHAA YPraHWJIMaraH.

TaaKuKoT MaB3yCHHUHI JWcCepTANMS OajkapwiraH oJuil TabJIuM
Myaccacacd WIMHA-TQAKHKOT MILUIAPH pekajapu OwiaH  OOFJIMKJIUIH.
Huccepramusi MaB3yd TOIIKEHT JaBiaT MMAPKIIYHOCIWK YHHUBEPCUTETH WIMUUN
TaIKUKOT HIuIapu pekacuHuHr «lllapk MamiakaTiapu anabuérhaa 3aMOHABHN
IpaMatyprus», «AnaOUETITYHOCIMKHUHT Ha3apuil acociapu» MaB3yCcHUJaru WIMHUMN-
TAJKUKOT MYHAMIIUTApU JOUpaCcCKIa OasKapuiIIn.

TaaKuKoTHHMHT MakKcaau XanayH TaHep JpamMallapyHUHT TTOITUKACH, XYCYCaH,
IpaManapuja FOSBUH-3CTETMK Ma3MyH Ba  Xapakrepiapapo KOH(MJIMKTHUHT
XaCTUIITUTH, PAM3UWIMKHUHT KYI OXaHrmm wudojacu, Oamuuii THI Ba yCiIyo
MacajaJapuHu ouub OepuIiaH noopar.

TaakukoTHUHT Bazudasapu. Acocuil MakcaagaH Kenud YMKu0, TaJKUKOT UIU
OJIAUra Kyiuaaru WiMui Bazudanap Kyuniau:

3aMOHABUU TypK JApaMaTypTUSICHHHUHT IIAKUIAHWUII OMWJUIAPH Ba TaApPHIKUN
OOCKUYJIApUHU YPraHUIIL;

XannyHn Tanmep wkoamma ApaMaTHK >KAaHPHUHT TO3TUK TAPaKKUETUHU TaJIKUK
OTHIIL;

Xannyn Tanep apamanapuja FOSBHM-ICTETMK Ma3MyH Ba XapakTepiapapo
KOH(M)JTUKTHUHT XAETUHINTAHN TAIKUKOT OOBEKTH XHMCOOJAaHTaH acapiap MHCOJHIIA
TaXJIAJI STHUII,

JpaMaTypr apaMajiapujiard pam3JIapHUHT KYTIOXaHJIM U(OoJacu Ba y3ura Xoc
XYCYCHSITIIAPHHI aHUKJIAIIT,

Tanep apaMamapuHUHT THJIM Ba ycloyOuTra XOC XYCyCHSTIAp, Oaauuid THIIIAH
doitnananuga 1pamMaTypr MaXopaTHHU TAJAKUK THIIL,

JpaMaTyprHUHT TUIUK oOpasjap spaTWil Ba OOpa3japHUHT PyXyUd AYHECUHU
npama skaHpuaa udoaa dTuin dopacuaaru MaxopaTuHu 04r0 OEpHILL.

TagkukoTHUHT 00bekTH XanayH TanepHuHr «GUnin Adami» («ByryHHHUHT
omamm», 1957), «Disardakiler» («Tamkapumarumap», 1957), «Ve Degirmen DoOnerdi»
(«Termpmon xamoH aiianap »aw», 1958), «Fazilet Eczanesi» («®a3unar
nopuxonacu», 1960), «Lutfen Dokunmayin» («Mntumoc, termaur», 1961), «Huzur
Cikmazi» («Xy3yp Oepk kydacu», 1962), «Kesanli Ali Destani» («Kemannuk Asm
noctonm», 1964), «Gozlerimi Kaparim Vazifemi Yaparim» («Ky3napuman romwuo0,
BasupamHu amo staman», 1964), «Esegin GoOlgesi» («Dmrakaunr cosicu», 1965),
«Vatan Kurtaran Saban» («Baranau kytkapran Illaban», 1967) napamanapu
XUCOOIaHa u.

TaagKUKOTHMHT MpPeIMeTH: 3aMOHABUN TYpK JApaMaTyprUsCHHUHT TapaKKUETH,
XycycaH, XauayH TaHep IpaMalapuHUHT TOATHK XYCYCHUSATIAPUHU TaJKUK OJTHUII
WIITHHUHT IIPEeIMETH XHUCOOJIaHa .

TagkukoTHUHT ycysuiapu. Jluccepranusiia Kuécui-tapuxuid, Ouorpadux,
KUECUI-TUTIONOTUK, JIMHTBOTIOATUK TaXJIMJI METOIIapuaH (ponIaIaHrIIH.

TagKUKOTHUHT MJIMUUA AHTUJIATH:

XannyH Tanep apamanapuaa FOSABUN-3CTETUK Ma3MyHHUHI XAETUMIMIU BOKEa-
XoJucanap >kapa¢Hua Keda€TraH J>KOW, BaKT, CaxHaJard XoJaT Ba KaxpaMOHJap
PYXUSATHHUHT XapaKaTh acocaH kabape TeaTpu HaMyHaJlapu MHUCOJIH/IAa NCOOTIIaHTaH;



Xannyn Tanep xapakrepiapapo KOH(DIUKTIAp BOCHTACHAA y3 JaBPUHUHT OUp-
Oupura Kapama-Kapmu ojamiap Xa€TUHU JpaMajapUHUHT  CIOXKETHJA  aKC
STTUPTAHJIUTH, IIYHUHTJIEK, YIIa JaBp HYKTau HazapuaaH MHIIaT OWiaH Keda€éTra
MYKH Kypaluiap Ba 3UIUATIap acapiapy y4yH acoc OYJIraHIMri o4nbd Oepuiray;

ApaMaTypr JApamaiapuja PpaM3UWIMKHUHT KYTOXaHTJHM HQogacu XaETHUHT
dancadpuii MOXUATHUHH, MYIIOXajaaragad MabHOJAPUHU Oaauuii Kamid STUIA,
KaxpaMOHHUHT Mypakkad Ba OeTakpop pyxuil JyHECMHU EpUTHIIIA, 1Ty OWIaH Oupra
BOKCJIIMKHUHT Oab3uja JpaMaTHK, Oab3uaa KOMHUK KHXATJIApUHU TaHKUIUN pyXaa
TaJIKUH KWIHILIA MyXUM BOCUTA OYJIraHINTY JAJTUIUIAaHTaH;

XannyH Tanep acapnapuga coIaIvKHU CaKIa0, KaXpaMOHJIAPHU V3 JaBPUHUHT
TWINTA SKWH, TYIIYHApJIA CY3JIATHIN OPKAJIH, JpaMaaa Cy3 KyJulall MEbEpPUra amal
KWJITaHJIUTH, BaxojaHku, EBpoma MagaHUSTUHUHT TapruOoTducu cudaTuaa Xxam
dpaHily3, HEMHUC, MHIJIM3 TWIMIATU Ccy37apJaH KeHr Kynamjaa (oigaiaHraHIuru
ACOCJIaHTaH.

TagKMKOTHMHI aMaJIMi HATHKAJIAPH. 3aMOHABUM TYpK IpamMaTyprUsCHHHAHT
Hupuk Bakwam XamayH TaHep Jpamanapy MMO3THKacura OaFWIIaHTaH MasKyp
JTUCCEPTALIMSIHUHT  WJIMHM ~ XyJiocajapu 3aMOHAaBUW TYypK JpaMaTyprusCUHUHT
IIaK/UITAHUIIM ~ Ba  JIpaMaTyprHUHT WXKOAWMK  (aonusaTH, JApaMaTHK acapiapu
TYFpUCHAard OumuMiIapuMu3Hu Ooiutrad. [{uccepranusra wioBa cudaTuaa TaBCUs
kuanHrad «KemaHiauk Ay JOCTOHHM» IPAMACHHMHT Yy30eKua TapKuMacu'’ y30ek
KUTOOXOHJIapuHU XaiayH TaHep apamacu OWiaH SIKMHIAAH TaHUIITHPAAM, XamJia
XO3UpPry  Y30€K JApamMaTypriap amjiofura TypK JApaMaTyprUsCHHUHT —HWXKOJIUMN
TaXpUOAIapUHU Y3IalITUPHUIIAA BA PUBOKIIAHTUPHIIIAa UMKOH SIpaTraH.

TaakukoT HATHKAJIAPUHUHT HITOHYWIHJTATH 3aMOHAaBUI TYpK
JIpaMaTyprusiCAHUHT ~ STHTH ~ MaHOanapu, JKaxoH aJa0uETHIYHOCIUTH  Ha3apui
KapallUIJQpUHUHT  TAJAKAKOTra Kajl0 dSTWITAHJIWTH, WIIHUHT  KUECUM-TapUXUA,
ounorpaduk, KUECUN-TUIOJIOT UK, JIMHTBOIIO3TUK TaxXJIUI MeTo iIapura
aCOCTIaHTaHJINTH, Ha3apuil (QUKp Ba XYJIOCATAPHUHT aMalIMETra >KOpUN STUITAHIINIH,
OJIMHTaH HATWKaJApHUHT BaKOJATJIM TAIIKWIOTIAp TOMOHHWIAH TaCAWKJIAHTaHJINIU
OMJIaH U30XJ/IaHAIH.

TagKMKOT HATWKAJAPUHMHI MJIMHH Ba aMaJuil axaMUATH. TaakuKOT
HATWXKUIAPUHUHT WIMUKA aXaMUATH YHJIArd WIMHH XyJIocajlap Ba Has3apuu
yMyMJammManap aaaduér HWyHaIMmmMaa TaakKUKOT MIUIapuHU onub  Oopuiiia,
3aMOHABUN TYpK ApaMaTyprUsCUHU YpraHuiiia, TypK ApamaTypriiapyu HWXKOJIWHU
TaJKWK STHUIIJIa MyXUM aXaMUSATra STaJIury OuilaH Oenruianay.

TaaKUKOT HATVDKAJIADUHUHT aMaJIni aXaMUATUH 3aMOHABUM TYPK ApaMaTyprusicu
Oyiinya WIMUN TaAKUKOTIIAp 0JuO OOpHIlaa, OJIUi TahJIUM Myaccacallapy Tajabanapu
Y4yH JapCiMK, YKyB KYyJUIaHMa Ba Maxmyanap €3umpga, «Twim ypraHunaérran
MamJiIakaT afabuéTu (Typk)», «MyTaxacCUCIMKHUHI Hazapuil macananapu», «lllapk
XaIKIapu aaabuéru mnodtukacu», «KaxoH amabuétu» Ba «3aMOHABUU TYpK
apaMaryprusicu» (Qannapu Oyiindya wMabpy3aiap YKUIa KeHr (QolgamaHuIn
MYMKHWHJIUTY OWJIaH U30XJIaHaIH.

12 Tanep X. Kemannuk Amu goctoru. M. Karomona tapsxkumacu. -Tomkent: TIITY, 2021.



TagKuKOT HATHKAJAPUHHMHI  KOpuUil  KwiMHMmM. XanayH  Tanep
JpaMaJapUHUHT TIO9TUKACH Macajamapu OVitmda ommbO OopwiraH TaaKUKOTHHHT
WIMHI HaTH>KaJlapy aCOCHJIA:

3aMOHABUM TYPK ApPaMaTypPrusSCHHUHI HIAK/UIAHUII OMWUIapu, XailayH TaHep
npaMaryprusicd, yHuHr “Kemanmuk AW JOCTOHW® JpaMacHHUHT Y30€K TWJIHTra
Tap>)KUMAacu OpPKAJIM aCapHUHT yclyOu Ba Twiura ouj xyhocanapunan “Typk Tuim”
(2-xkucm)  pmapcawruauar - “Typk  gpamarypruscu”  xamaa  “XaagyH — Tanep
npamaryprusicn” Gobnapunn é3umna doinananmirad (Y306eKkucTon Pecry6imkacu
Omuii Ba ypra mMaxcyc TabiauMm Basupiaurunudar 2021 iun 25 pexabpnaru 538-con
OyipyFH). Harwmxana, TaIKUKOT Marepuaiiapu 3aMOHABHI TYpK
a7a0METIIYHOCIMTMHUAT  J0a3ap0d  MyaMMoJIapy  Ba  TaXJWwl  METOMJIAPUHH
Oaradcunpok ypraHuiira 3aMuH sipaTras;

3aMOHABUU TYpK JIpaMaTyprusiCMHHUHT WIK JaBpu Oynran TaHzumotnaH
Kymxypuar naBpurada OyJaraH pUBOXIIAHWII Ba IIAKJUIAHUIIUTA OWJ XyJocajaapJaH
“Typk amabuérn” (3-KUCM) AApCAMTMHUHT 2-000MHM €3umaa  ¢oiiaraHuIrad
(V36exucron Pecrry6mukacy Onuii Ba ¥pTa Maxcyc TabIuM BasHpIMrHHKUAT 2021 iwn
25 nexkabpaaru 538-con Oylipyru). Unmuil HaTHKAHUHT aManuEéTra TaAOUK ATHUIIHIIN
acHOCHJAa 3aMOHaBUU TYpK JpamMaTyprusiCMHUHT TaJpHKUA PUBOXKH >KapaCHIIapH
AQHUKJIAHTaH,

Typk apamarypruscu TapaKKMETHHUHI CYHITH JAaBPHU >Kapa€HJapu Ba WHPUK
apamatypr XauayH TaHEepHUHI WXKOIM, APAMATHK aCapJapUHHAHI Y3Wra XocC
XYCyCHUSITIIapH, YHUHT YCIIyOH Ba Oauuii MaxOopaTHUHH TaJIKUK KUJIHUIITa OarvuIUIaHraH
TaXIUMil  (QUKpIApM  Ba  HA3apHil  XyJIOCATApUIAH  Y30CKMCTOH — MHIUIMH
TenepaguokoMnanusicuHuHT “O‘zbekiston” tenepagmokanamu YK myxappupusitu
ToMOHUAAH TaWépnanran “Assalom, O‘zbekiston!” xamma “UMxon 3aBKu” HOMIIA
KYpcaTyBIapH CIeHApHiapuHy Taiépiamna oiinananmiran (Y36eKUCTOH MHILINIA
tenepaguokommnanusicn  “O‘zbekiston” Tenepanuokananu JAYKuunr 2021 iun
23  nexabpmarm  01-13-17-41-con wmabaymotHOMacH). Wnmuit  HaTWXaJapHUHT
KYJUIAaHWIMIIN afabuETIIyHOoCHap Ba y30€K KUTOOXOHJapura MabIyMOT OepuIa,
TOMOIIAOWHJIADHM TYypK aJaOMEéTH HaMyHallapuJaH OaxpamaHa OJTHIIIA MYXUM
axamMuAaT KacO dTau.

TaaKuKOT HATHKAJAPUMHUHI anpodamusicn. TaAKUKOT HaTWXKalapu 3 Ta
Xallkapo Ba 2 Ta pecnyOiuka WIMHH-aMaliWii amXKyMaHIapaa MyXoKamajaaH
YTKa3WJITaH.

TagKMKOT HATHKAJAPHMHMHI IbJOH KWIMHTAHJWIH. J[Uccepranus MaB3ycH
6¥itnua xamu 18 Ta wiMuit v yon stunran. lymapnan, Y36ekucron PecrryGnukacy
Basupnap Maxkamacu Xy3ypuzard Onuil atrectanyss KOMHUCCHSCUHHMHI JTOKTOPIIMK
QYCCEepTaLMsIapU ACOCUM WMWK HATWKAJIIAPUHM YOIl STUII TaBCHUS ITWITAH WIMHUI
Hampyiapaa / Ta Makoia, yiapaaH 4 Tacu pecrmyOsiHvkKa XamJa 3 Tacu XOPWKUN
KypHaIIap/ia HallIp STUJITaH.

JuccepTalUsiIHMHT TY3WIMIIM Ba Xaxkmu. Jlucceprammsi kupuii, yd 000,
XyJjioca Ba doiiaianuiTad afaduériaap pyrxaruaad Tallkuil TonraH 0yan0, yMyMui
xaxmu 151 caxudanu Tankui sTaau.
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JIACCEPTAIIMSTHUHT ACOCHUI MA3ZMYHHA

Kupum xucmuza MaB3yHUHT JON3apONMIH  Ba  3apypaTd  acoClIaHuoO,
TaJKUKOTHUHT MakKcaJld Ba Bazu(aiapu, 0OObEKTH Ba MPEAMETH aHUKJIAHTAH, YHUHT
pecnyonukacu (aH Ba TEXHOJOTHSUIAP TAapaKKUETUHUHT YCTYBOp HYHaluIUIapura
MOCTIUTY KypcaTWiraH, TAAKUKOTHUHT WJIMMNA SHTUJIUTH Ba aMaliuid axaMusaTH OaéH
sriiirad. ONWHTaH HaTWXKAIApHU aMaliuéTra >KOpUM KWIWII, anpoOanusicd Ba
JUCCEPTAIUSTHUHT TY3WINILIN OYHnYa MabIyMOTIIAp KEJITUPHUIITaH.

JuccepranmusHuHT OMpuHYM 000 «3aMOHABMIi TYypK ApPaMaTyprusiCHHUHT
makIannmy Ba Xaaayn TaHep wkoauaa apama skaHpu» 1e0 HomiaHuo, 600 Y3
HaBOaTHga  MKKHTa  (daciara  axpaTwiraH. boOHMHT  «3amonasuii  mypk
OpamamypeusCUHUHe WaKLIGHUW Macailaiapu» HOMIIH WIK (aciauia 3aMOHaBHHA TypK
JIpaMaTyprusiCHHUHT TapUXUil MIAKJUTAHUIIY, OMWJUIAPU Ba TaApWKUN OOCKUWIApH
TaJKUK STUIIJIN.

Typk amabu€runa apama >xaHpuHUHr mnaigo Oymumm XIX acp 3amoHaBuit
npaManapy OwiaH yerapajanMaiau. Typk agabuérnaa 3aMOHAaBHI IpaMaHUHT 03ara
KUK Tacoaud OYnmMaii, Y3MHUHT TapuXWii, MaJaHU Ba TUIOJOTUK OMUJUIApHUra
sra. 3epo, 3aMOHAaBHH TYpK JApaMaTyprUsACHHMHI MAaiIOHTa KeJIWIIW OMpUHYM]IAH,
XanK 0&3aKu udcoou awvbaHaniapu, UKKUHYUIAH, Eepona ea scaxon opamamypausicu
madicpubanapu 6unaH OOFIUK.

XycycaH, TypK XajK OF3aKd WXKOJIWJIAa TOMOIIA CAaHbATH «AHBAHABUU TYpPK
TeaTpu» 1e0 HOMJIaHAIU. AHBAHABUI TypK T€aTpu UKKUTa OYInMO Ypranuiaiu:

1. Typk KMIIJIOK aHbaHABUH TeaTpH.

2. Typk xaJK JpamacH.

OHanynuna KEHr TapKaliraH KWIIUIOK aHbaHABUM TeaTpu TapkuoOura kyca
ViuHIapu, KyHIaIMK Xa€éT caxHajapu, XyHapMaHJyIap MapoJvsCH, SKUHIAp OwuiaH
OofnuK ViuHmap, 4YynoH VHuHIapu, XaWBOHJapra TakKJIuyiap, AaWTUIIYB Ba
dpTAKIapIaH yWMHMHIIAp, Xa3WUlap Ba Cy3CH3 YHWHIAP, KYFUPUYOK YWWHIIAPU CUHTApU
TOMOIIIA TypJIapy KUPAIH.

[yHuHrAEK, TYpK XajK JApaMacHHUHT WXKpOUMjapu MaIIoX, KYFUPUYOKO03,
Macxapabo3 €KM KH3UK4YM J1e0 opuTwiaau. Ynap xa€rna ydpaluraH BOKEalapHU
KyJITWIM Tap3/a TOMOIIAOWH »bTUOOpUra XaBoja 3Taauiap. Typk XajK Jpamacura
KyWuJarujiap Kupaju:

1. Xokkabo3/1IuK.

2. Yanrnunnuk — Kyuakunnmk — XKypxKyHaOo3/u1K.

3. Magnoxiuk.

4. KYyFupuokOO3IHK.

5. Cos yitnau — Kopakys.

6. Ypra yiinnn.

AnbanaBuil Typk TeaTpu XX acpHHMHI Oolllapura Kajaap XKaMUSTHUHT TYpJd
KATJaMJIapUHUHT TabJUM Ba MaJaHUN XOpJAWKKa OYJIraH SXTUEKWHU KOHIMPraH.
Kamusaroaru cuécnii, IHKTUMOHM Ba MaJlaHu y3rapunuiap Ty(daiau aHbaHaBUN TypK
IpaMaTyprusicd YpHUHU FapOra Xxoc 3aMOHABHUI TypK ApaMaTyprusicu srajuiaau. Fapo
TabCUPUJATH TYPK JPAMATYPTUsCH YU JlaBpra 0ynmo ypranuiaau:

1. Tanzumot Ba Mctubmon naspu apamatyprusicu (1839-1908 itnmnap).
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2. Mampytust  (KOHCTUTYIIMOH ~ MOHapxus)  JaBpu  JApaMaTyprusiCH
(1908-1923 iinmnap).

3. Xymxypusar naspu apamarypruscu (1923 iinnnan xo3upru KyHrada)s,

TaH3uMOT naBpu ApamaTypriapu WXKOJIWHUHT Y3Ura XOC XYCYCHUATH UIYHIAKH,
ynap yma naBp EBporna MagaHUSITH TabCHUPHUIA CaXHA acapiiapura CUECHUN Ba aXJIOKUU
TOMOHJIaH KaTTa 3bTUOOp Kaparumrad. CaxHaJalITUPWITaH IpaMaTUK acapliapHUHT
Oy JHaBpiard acocuil TabCUPH, CaxHaja HaMOWMII >TUNAETraH acapiap OpKalu
WHCOHJIAD OHTHAA XYpPpHUAT XUCCHHHM IMAK/UIAHTHPHUINAA OHT KywWwId BOCHTA
Ba3uhacHHU OaKapUILIN/IA dIH.

Typk 3aMoHaBUN JpaMaTyprusiCHHUHT IIAKUIAHUIIWTA OSKUITUNR  TabCUp
KypcaTrraH MKKHHYY OMIUT — KaXOH JpaMaTypTUscH, alHUKCca, pyc, (paHIy3 Ba HEMHUC
apamaTyprusicu xucoOnanaau. «1859 ¥wina Hamp STUITaH WIK TapkuMmanap (FapO
MICbpUATH HamMyHasapu, (ancaduii auamor Ba poMaH) Oup iwnman cyHr MOopoxum
[IuHOCHIHMHAT FapO aHBaHAJIApUra MyBOGUK WIK TYpPK IpaMAaCHHHWHT SPATHIINATA
TypTkn Oynnu. XycycaH, TaH3uMOT pgaBpuja acoc cojquHran «Babiali Tercime
Odas1», «Enctimen-i Danig», «Cemiyet-i Ilmiye-i Osmaniye» Tamkunoriapu rapo
aJaOUETHHUHT TypK THIIMIa TapKMMa KWIMHMIINAA KaTTa axamusTra sra»i4, — neb
0axomnaitnn Conuxa Ilakep. Mosbep acapiapuHUHT TYpK THJIMIa Tap>KUMacu OuiaH
mryxpar kKozonran Axman Beduk ITomo xam «Enclimen-i Danis» TamiKWIOTHHHHT
ab30CH OYJTAHIUTH MABIIYM.

[ynunraek, TaH3uMOT naBpuaa TypK TeaTpuaa XOpWKHUM mbecanap OuiaH Oup
Karopjla MaxaJUui MyauidIapHUHT Thecallapy caxXHajamrtupuia Oonutaau. Mk
apamaTtuk acapiap TtaxmuHaH 1800 Hwmnmapga €3wnran VckepiaeyHUHr yd mapaaiu
«Bakon axunbu Ba xaBomucu rapubaiim kamidrap Axman» («Vak’ ayi-i Acibe ve
Havadis-i Garibe-i Kesifger Ahmet / Pabuggu Ahmet’in Garip Vak’alari ve
Sergiizestleri») acapu Ba 1844 winnna Xaiipymiox Adanaum TOMOHUAAH €3WITaH TYPT
napaanu «Xukositu M6poxum ITomo Ba Mopoxum ymmanuit» («Hikaye-i Ibrahim
Pasa ve Ibrahim Giilseni») acapuamp. Xap MKKana acapHUHT Ked TOMHJITaHIMTH
cababmu  U6poxum Ilunocuithuar  «llloupHuHr yWmaHumm» acapu TYpK
agabuéruaaru wik apamatuk acap xucoonanaau. M.1Iunocuitnan kevinn Anu Xaitnap
tomonugan «Capry3amru [lapsusz» («Serglizest-i Perviz») Ba «UkkuHum Dpcacy
(«Ikinci Ersas») Hommu mespuii pecanap ipaTuIaim.

1940 ¥innraya caxHa acapJiapyd MOCJIALIHII Ba Tap:KuMa cudaTuga MaBxy 1 0Yiuo
Kojaau. XycycaH, Oy naBpaa SHr kyn Merepaunk, Momnbep, ['onmmonun, Cunres,
Codokon Ba lllexcriupHUHT caxHa acapjapd TapkKuMa KuidHrad. (O-Hummapaa
EBpona Ba AMepuka gpaMaTypriapuHUHT TaHUKJIM acapiapu, skymiaaas, XK. I1.Captp,
Makc ®pui, Opuapux lropperamart, Aptyp Mwuiep, Teccu Ywisimc, bepromnbna
bpext, DOnBapn An6um, I'aponn Ilmatep, EBrenuii Monecko kabu 3amMoHaBUI
E3yBUMJIADHMHT acapiiapd TypK TWIHTa TapKUMa KWJIMHUO, HAMOWHIN STHIIIH.
lynunrpex, XX acp ypranapuga €3wiraH TypK IpaMacura HEMHUC ApPaMaCUHUHT
TabCUPUHU XaM MHKOP 3TUO O6ynmaiinu. Xycycan, 1960-1980 iinnnapaa Typk Teatpura
kupu6 kenran bepronbn bpextHunr (1898-1956) «imwmk Teartp» TYIIyHYacH TYPK
JpaMaTyprusicua KECKUH OyPUIHIII SCaH.

13 By xakna kapanr: Metin A. Turk Tiyatro Tarihi. Cep Universitesi. «iletisim» Yaymlart , 1999.
14 Paker S. Yazinsal Ceviri: Yazin Incelemeleri ve Polisistem Kurami. Adam Sanat, Say1: 14. 1987. — S.58-59.
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1960 #mnpmary pgaBnaT TYHTApUIOUAAH CYHT MaMilakaTia KaJajulalira
VKTUMOMM-CUECUN XAET TeaTpra Xam y3 TAbCUPUHU YTKa3[u. paManapHUHT MaB3yCcHU
y3rapa Oouuiaau, SHIWINKIA MaulInil MaB3yJap Ouiian Oup Karopna MaBxXyz CUEcui
Ty3yMra Kapiii YUKW, WKTUMOMNA Xa€TIard KaMuMJIuKIap yCTUJAH auyyuK KyJIUII
TYpK ApaMaTyprUsICHHUHT aCOCUN MaB3ycura aiiaH/u.

by #mmnmapmna Typk Teatrpupa Asu3z Hecunnumar «Topoc é€By3m» («Toros
Canavar»), «bap6apoc Habupacu» («Barbaros Torunu»), Bocud Varypersunr «Ocué
KaHnai KyTkaprtaau?» («Asiye Nasil Kurtulur?»), Hexarn Xymamuauar «XaBdiu
xanrap» («Tehlikeli Guvercin»), Ypxon Acenanunr «®amuk uemmn kus» («Fadik
Kiz»), Ypxon Kamonuunr «72-kamepa», («72.Kogus»), «Kopasya Myprazo» («Beki
Murtaza»), Cepmet Yarannunr «O€k ¢padbpukacu» («Ayak Bacak Fabrikas1»), Xamnyx
Tanepuunr «Ky3mapumau iomamad, Basudamuu kKuiaaman» («GOzlerimi Kaparim,
Vazifemi Yaparim»), «Kemanmuk Amam goctonn» («Kesanli Ali Destani»), Typon
Odnasyrmuuunr «Tenba HM6poxum» («Deli Ibrahim») momnu mneecamapu mryxpart
KO30H/H.

Yy 606HUHT uKkUHYU haciau «Xanoyn Tanep usxcoouoa Opamamuk HaHpHuHe
ypuu» ne0 HomuaHrad. YmoOy Qaciga 3amMOHaBHA TypK JApaMaTyprUsSCHHHUHT
PUBOXKMTa KaTTa Xucca KYIITaH Ba yHH CEpMa3MyH JApaMaTuK acapiapu OuiiaH
OouTran apamatypr XauayH TaHep JApaMajJapUHUHT MOATHK TapakKUETH Xycycuia
¢ukp roputunaad. XycycaH, YHUHT aJaOuE€T onamura KupuO kenmummuuaa 0obocw,
OHACH Ba XOJACHUHMHI TabcupH OyiraH. Keiimnuanuk ["anaracapoid auueingaru Jasp
€3yBUM TyHEKAPAIIMHUHT MMAK/UIAHUIINAA MyXUM axamusaT kacO strad. JIunelHuHr
¢bpaniy3 amadbuétn ykutryBunucu Mucbke [lapa yHaa Oupunum OYnuO E3yBUMIIMK
yukyHuHu €kkad. ¥ O. ne banw3ak, [I.Mepume Ba I'.®@no0ep cunrapu ¢pasiry3 E3yB-
YIJIAPUHUHT acapiiapu OwiaH skuHAaH TaHumruprad. X. Tanep 1955-1957 itwnnapna
Bena ynuBepcutetnna ¢ancada Ba Tearp coxanapuaa TawiuM onanu. by hummapaa
€3yBuM SmmmyamMaary KMHO KOMITAHHUSUIApU YUYYyH CLeHapuinap €3nu. Bena maxpunaa
VTKa3raH MKKM WWUIMK JaBpu AaBoMuja y 700gaH OpTHK CHEKTaKUIapHU TOMOIIA
KWIUII Ba TAHUIIWII UMKOHHUTA dra OYiau, Yia nanmiapaa MyMmMTo3 TeaTp Ounan Oup
KaTopJa OSNUK TeaTpra KW3MKHIOA opTad. MyHmp VY3kyn Ownad Gupraamkna
1969 imnna «bu3HMHT Tearp»ra acoc comaau. 1977 Hunga mKTHcoaui cabaliapra
kypa, «Tyakym KabGape»naru ¢aomustuau tyratub, «Ted Kabape» tearpura acoc
comanu. E3yBum madaxara umkkyHra kagap AHKapa YHMBEPCHTETHA, Xap ONMHMHT
cynrru xadracuna AHKapajarua apaMaTyprus MHCTUTYTHA T€aTPIIYHOCTUKIAH 1apcC
oepamu. Xannyn Tanep 1981-1982 iiumnapna bepnunra wimn ro3acupaH Takiaud
KWJIMHTAH BaKTH JaBOMHAA TYPK WITYAJIAPUHUHT axXBOJWHHU YpraHuil OwiaH Oupra,
YHHUBEPCHUTET/a TeaTpAaH cabok Oepanu Ba bepnuH paguocuaa CyxaHIOHINK KUTaIu.

1949 imnma é3yBum «Yasasin Demokrasi» («SmacuH aeMOKpaTHs») HOMIIA
XHKOsu1ap TytuiamMu xamaa «Guniun Adami» («ByryHHMHT onamu») JpamMacuHH HAIIp
srrupaau. [lyHu anoxupa Tabkuanam kepakku, XaianayH Tanep Typkusna xabape
TEATPUHU TAIIKWJI 3TUO, YOy XaHPHUHT AAcCTIa0KHM HaMyHaJapWHUA TaKIAM OT/IH.
EsypunHMHr BpexT M3M0IIM SKAaHIMIM Xakuaa 3axpo Mnmupyenu iryHpail Quxp
ounmupamu: «XanayH TaHep WKOIUHMHI SHT Ky3ra KypuHran Xxycycusitu Fap6
MaJaHUSITHTa AaCOCJIAHTaH TaHKUAWW (QuKpiam, MyamMmonapra Oup TOMOHIJIaMa
EHIAIMIIIAH KOYHI, V3-Y3MHM JIOMMUWA HaMOWHWIN KWIMIIHKA Tanad KWIMIIra
nynantupuimn 5a4. By Hyktam Hazapnan Tanepra Tabcup KypcaTran Myaimud
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Bepronba bpexr sau»'®. Xangyn Tamep acapmapu pyc, MHIVIM3, HEMHMC, Y€X, KO30K,
03ap0Oaii’koH, TPY3HH Ba y30eK TWILIapura TapKMMa KimmHras. 1958 iummma YpxoH
Kamon 6unan xammyammuduukaa é3miran «Daglart Delen Ferhat» («Tofiapuu yitran
dapxoa») HOMJIH CICHAPHUICH YIYH MaTOYOTHHUHT «DHI SXIIH CLICHAPHHA MyaLTH(pU»
mykodotura cazoBop Oymmu. 1972 #wmnma «Sersem Kocanin Kurnaz Karisi»
(«bedapocar spHHHT aii€p XOTHHU») HOMJIH Ibecacu OmnaH «TypK THIH JKaMUSTH»
(TDK) teatp mykodotunu onau. 1972 #unma AHKapa caHbaT HXJIOCMaHIJIApU
YIOIIMAacH TOMOHHUJAH WHIIHUHT 3HT MyBadakusITian apaMaTypru, 1ed TaH OJMHA/IM.
buz TamkukoTMMH3AAa JOpaMmartypr WKOAWHU Ky3aTHUIIMMW3 HATWXKACHIA YHHHT
JpaMaJlapiHd UKKW JaBpra O0ynu0 Vpranauk: Oupunum naBp, 1949-1964 iiumnaphu,
ukkuH4YM 1aBp 1964-1985 immtapau ¥3 uuura onagu. bupuHuu naBp MXOIKOP YUyH
Ypranuii, Taxxpuda AaBpu XucoOi1aHuO, Oy AaBpia KyHUAard acapiiapy sipaTHUiTaH:
«GUnin Adami» («byrynnunr ogamu», 1949), «Disaridakiler» («Tamkapumgaruap»,
1957), «Ve Degirmen DOnerdi» («Terupmon xamon aitmanap sam», 1958), «Fazilet
Eczanesi» («®asmnatr popuxonacu», 1960), «Lutfen Dokunmayin» («Mnrtumoc,
termanr», 1961), «Huzur Cikmazi» («Xy3yp Oepk kyuacu»,1962).

WNkkuH4M 1aBp 3ca, WKOAKOPHUHT €TYKJIUK JaBpu Oynuo, Oy maBpia Kyiumaru
npamatuk acapiapu &€3wimran: «Kesanli Ali Destani» («Kemannuk Aim mocToHW,
1964), «GoOzlerimi Kaparim Vazifemi Yaparim» («Ky3mapumuu roMu0, Basu(amMHH
ano sraman», 1964), «Zilli Zarife» («Illammox 3apuda», 1966), «Sersem Kocanin
Kurnaz Karisi» («bedapocar spaunr aii€ép xortunm», 1971), «Esegin Golgesi»
(«DmrakauHr costcn», 1965), «Ayisiginda Samata» («O# Hypumaru oBKuH», 1977)
neecanapu Xxamaa «Vatan Kurtaran Saban» («Batanuu kytkapran Illaban», 1965) ,
«Bu Sehr-i Stanbul Ki» («by — maxpu Hcranbym», 1968), «Astronot Niyazi»
(«ActponaBt Huésuii», 1970), «Ha Bu Diyar» («3Oi, muépum», 1971), «Din... Bugln»
(«Keua Ba Oyryn»,1972), «Ask-U Sevda» («Mmk caBmocu», 1973), «Dev Aynasi»
(«JleB ky3rycu», 1973), «Yar Bana Bir Eglence» («Ep MeH yuyH GUp KYHMHMIXYILTHK,
1974), «Haneler» («Xonamonmap», 1974), «Ciktik Agik Alinla» («Ouunk meroHamap
ounan gukauk», 1977), «Yalan Dinya» («Enron myué»), «Kapilar» («Dmmkmiap»),
«Marko Pasa» («Mapxko [Tomro») (1985) kabape y4ayH MyDKaJIaHTaH MTbECaTapH.

XannyHn Tanep xamum 12Ta npama Ba 12ta kabape mbecacuHu &3raH OYHO,
YIIAPHUHT Oapyacy CaXHaIAIITHPHIITAH.

WNxonMHuHT OMpUHYM TaBpUHU ApaMaTUK Mbecanap €3uliiand oomiarad XaiayH
Tanep wukkunum gaBpuga «Kesanli Ali Destani» («Kemanmuk Anm  J10CTOHH»,
1964)nan 6omnutabd «3MUK TeaTp» WYHANMINNA VKO KWIUIITHK Oommaiau. by aca, ¥3
HaBOaTtuja cUECUi TaHKWJ OujlaH OOFIMK OYiranu Tydaiiau, 1eH3ypa TOMOHMJIAH
yerapaynanuimmra cabad 6ynrau, Tanep 1967 fiwnnman ¥3 nbecagapuHy OYWK Tap3aaru
Kabape Tearpu yuyyH Myipkamuiald €3aaurad Oynau. Anu0 siHru yciny0aa XalKUHUHT
pean XaéTuHM EpPKWH TacBUpJaraHu OOWC TypK JIpaMaTypTUSCHHUHT MaIixyp
é3yBumyapuian Oupura ainmanau. Typk apamacura siHrM kKabape TeaTpu yCIyOHHH
OJTMO KUPJY Ba TYPK IPaMaTypPTUsSCH Tapuxuaa EPKUH U3 KOJTUPIH.

TangkukoTHUHr «XaaayH Tahep apamManapuaa FOABHUHM-ICTETHK MAa3MYH,
KOH(JIMKT Ba PAM3MIJIUKHUHT KYNOXAHIJIH M(OIACH» HOMIM UKKHMHYH OOOHHMHT
nactiabku aciuna «/[pamada 2os8uti-scmemux MazmyH 8a 0aOUUll KOHOIUKMHUHE

15 Ipsiroglu Z. Haldun Taner ve Elestirel Diisiince. Milliyet Sanat, 149. Agustos. 1986a. -S.54.
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YuyHaueu» ypraswiarad. Jlpamana rosBUM-DCTETUK MA3MyHHUHI XAaETUMIIMIH BOKea-
Xoaucanmap JkapaéHuja Ke4ya€TraH >KOM, BakT, CaxHaJard XoJjaT, KaxpaMOoHiap
PYXUSITUHUHT XapakaTuaa sIKKOJ akc »Taad. [pama >xanpunma Oupop Oup xacruit
BOKEa-XOAHCANIAp TYJIWK TaCBUpJIAaHMAWAW, YHJIa HWHCOH XAETHUHHHI DSHI MYXUM
KUppaiapu HaMOEH Oyianu, SbHU JIpaMaTypr FOSBUIA-ICTETHK HHUSTUTA Kapab acapia
OyTyH Oup BOKeaJapHM IIyHAaW HdogaTalianKyd, TOMOIIAOMH HWHUPHUK XaKmaaru
BOKE€aIap MOXUSITUHU KUYMK TaCBUpJIapJaH XaM TYIIYHUO eTaju.

3aMOHaBUN TYpK JAPAMATYPTUSICHHUHI HUPUK WXKOJAKOpJapuaaH Oupu XaiiyH
Tanep npamanmapua Xam FOSBUM-3CTETUK Ma3MYyHHHUHI XAETHUMIMIHU SIKKOJI Ky3ra
TalUIaHau, TaCBUpJaHAETTaH BOKEa-XOoJucallap MOXUATH KUTOOXOHHHU y3ura xaiud
3Taiy, Ke4a€TraH >kapa€Hra KU3HKTHUpaa, (PUKp-MyJioXa3ajap TYFAUPAId Ba Ky4dIH
XaspKoHTa conaau. XauayH TaHep wmkoawra Hazap cojicak, y XX aCpHUHT OMpPUHYHU
SpPMUJIaTH WKTUMOUN-MaJaHuN y3rapunuiap JaBpuHUA Oommaad yTkazau. VMKkuH4M
AXOH ypYIIU, YHUHT OKuOatinapu, TypKusaara UKTUCOAUN TaHTJIMK, KTUMOUNM OFUP
BAa3MAT, XAJIKHUHI MaopU(PCH3IUIM Ba MAJAHMHA >KUXATIAH KOJIOKJIWIH, MUJUIAT
TaKJIMPUHHUHT XaB( OCTH]Ia KOJIUIIK TaHep JpamMallapuHUHT aci FOSICUHU OenTuiaiim.
ynu anoxuaa TabKUIJIAl KEPAKKU, UCIOXOTUMIIMK, MabpU(aTIapBapiIuK FOsUIapH
WKOJIKOP YUyH Xap JOUM FOSBHUA acoc OynuO xu3maT Kwirad. XajiayH TaHep ¥3
JaBPUHUHT J0J13ap0 Ba MyXHMM FOSUIapUHU anabuil skapaénra onub uumkau. JlaBp
KUIIIWIAPUHU TYpJiM Xa€TUM BazusTIIap acocuja Kypcatud, ynapaard O0op wiuiaT-y
(dazunaTiapHd Tyjda Ba TOMOIIAOMHIAa TabCHp KWIAAWraH Tap3ia o4ud Oepuil
IpaMaryprian karra maxopar Ttanad staau. lynunr yuyn xam Xanayn Tanep
IpamMaTyprusi HyHaIMIIu1a MaXOpaTUHU OIIUPHUIIT MaKCaAuaa KYTuiad FOSIBUM-ICTETUK
Ma3MyHJIary ApaMajiapra KyJ ypau.

Kymmanan, y «Tamkapumarmnap» («Disardakiler») ©Hommum —apamacuHH
1949 iinnna wamp stunrad «Coxub-u Ceiid-y Kanem» xukosicn acocuna 1952 finnna
é3a Oomutaran.’® Acap rodcM pean BOKEIMKHM TakAMM OTajgy, SBHU OOJaIapH
TOMOHHUJAH MapBapHilra MyXTOX, Kapusjap yWWra KOWIallTUPWITaH OTa-OHajap,
MOJIUABHM (poiifa ONUIN YyUyH TypMyIlTra YUKa&Tran €m Ku3jiap, CU€CUn-mKTUMOUN
0ocUMIaH KYpKaJWraH ojamiiap ypTacujaru HU3o0yap opkaiu Oepwianu. XXymanas,
Xannyn Tanep npamatuk acapiapuja KyWuaard macajanap Ba (DUKpIaApHU WUITapU
Cypra:

- [ITaxCHUHT >KaMUSITIAry SiIall Ba Kyparl Tap3u;

- Kamusitnarn sXmmiuK Ba EMOHJIMKJIAPHU caThpa ycyiauaad (oigananud akc
ATTUPHILL

-OCKM Ba AHrM JyHE slIall Tap3uja apocaTna KoJraH KHUIIWJIapHU TaHKUA
KHWIHILL

- «kKypmaranHuHI KypraHu KypCHH» 3aiIuga KyH KypYBUYM MHCOHJIAPHU TaHKUJ]
KWJIHIIL

- )KamusiTiaru 1oKkopy Ba macT Tabakara OuJi MHCOHJIAPHUHT MKKHUIO3IaMaYyUJIUT U~
10 TOBJIAMAYMJIMKJIAPUHU 0UrO Oepuiil.

IOxkopunaru duxpiap Ba Kapamuiap acocuja Kypubd TypraHUMM3ICK, sIIail Ba
Kypalll, SXIIWIKK Ba EMOHJIMK, OCKU Ba SIHI'M AYHE, KypMaraH-Kypras, IOKOpy Ba macT
TabaKara ouj] MHCOHJIAp TaJIepHsCH Yy3-Y3unaH Oanunuii KOH(DIUKHU r03ara KeJITUP/IH.

16 Yiiksel A. Haldun Taner Ttyatrosu. Bilgi Yaymevi, Istanbul. 1986. -S.31-32.
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Hpamatypr acapiapuja FOSABHI-3CTETUK Ma3MYHHUHI XAaETUHIMIMHU TabMHUHJIALI
Makcaauga KOH(MDIMKTIM Ba3usAT Ba XapakTepiapJaH yHymiId ¢oiianaHa OJIu.
Mabinymku, «KoHGIMKT, aBBajo, 3CTETUKAHUHT TY3aJUIMK MpoOjemMacu OuiiaH
MycTaxkaMm OofFnmuK. XaéTna rysajl Hapca Ba XoJAucaiap opacuia JOMMUN 3UATUSATIIAp
60p. XyHyK BOKeaJapHUHT (DOII KUITMHUIIH, KOPAJAHUIIH Ty3all BOKEAJapHU YIyFJIall
BOocUTaNapuiaH Oupuaup. VoKTMOMI BOKEaJapHUHI Ty3an cudariaapd KOHQIMKT
Tyaiiny TYIapok HaMoEH 6yau».t’

Jlapxakukar, xaétaaru xap Oup sSXmu Ba EMOH TylIyHYanap 3UAIUSTIAp OoHUAA
sHaJa SIKKOJI akC 3TaaM, IIyHJal Kapall acocuaa MyKammall Xa€T XaKMKaTh HaMOEH
O0ynagu. HCOH XapakTepuaru KapaMma-KapUImIMKiIap 3¢a YHUHT acia KU€pacuHu akc
aTTUpany, y30ek apamatypru A.ABnonuit «Typkuil ['ynucton €xyn axiok» acapuia
TabKUAJaraHuAeK, OUp TOMOHJAH AUEHAT, OUp TOMOHJAH XUEHAT CHHIApH SIXIIU Ba
€MOH XyJIKJIap MHCOH Xa€TH Ba TaKAMpHUAAa MyXUM axaMusT kacO stanu. lllyHuHraex,
IpaMaTUK KOH(MJIUKTHUHT cHenupuK XyCycHATH, Xaé€Taaru KOHQIMKTAAH (apKu
IIYHJAKW, YHAAQ Xa€Tnard KypamHd Oup KyHJIMK Xoauca cudatuaa udopamarania
XaM, Y30K MHJUIap AaBOMUAArd TypMyLI KOH(MIMKTH Tap3uja akc 3TTUpPraHja xam, y3
MOXHMSATHHH Ba XyCyCHSTUHHM cakjiab Komamm.'®

Kymmanan, npamatyprauHr «byryHHUHT omamu» («GuUnun Adami») HOMITH
Apamacusia NpoQEeCCOPHUHT TYpiU XapakTepiiap, XyCyCcaH, AacCHUCTEHTH, VFIIH,
KalHOTacH, KalHUCHU Ba KOTHOAcH ypTacuaaru Maiaa KOHQIUKTIAPU aKC ATTUPUITaH
0ynuo, OynapHUHT Oapyacu acocuil KOHQIMKT — MYKU KOH(JIMKTTa 3aMuH cudaruaa
xu3Mar Kwiamd. [pamarypr «byryHHuHr omamu» («Gunun Adami») acapu Oomn
KaXpaMOHHU PO(ECCOPHUHT astHUIN TAKAUPU OPKAJIM acap KaXpaMmOHJapy OWIaH yiap
AAETraH Xa€Tud I[IAapoUT oOpacuJard KOH(MJIUMKTHU IOKCaK MaxopaT OWiIaH akc
STTUPAIMN.

«Kemanmuk Amu gocronm» («Kesanli Ali Destani») npamacuaa xabape tearpu
ycnyounu cuHa® kypran XanayH Tadnep, KoOJOK Oup Xyayana o3 Oepran
Oy3UJTUIUIAPHUHT Oapya KUppaJapuHU TYpiIu KOHQIMKTIAp OpKaiu ouuO Oepaiu.
Acap KaxpamMoHM AJnja IIAaK/UIAaHTaH Kapama-Kallld TyUIyHYajlap YHUHT Y3 cy3napu
ouan Oepuiran: «Xaéraa € 33mIn0, 0K OCTUra Tylacu3 €Kd Ternara Yukuo, OUpoBHU
»3acu3. MKkana BasMaTHMHr ypracu Hyk»'®. KaxpamMoH HyTKuga XaM <«O3HJITaH» —
«I3raH» HMKKUTAa Oup-Oupura 3uj Xapakrepiap Xa&Tui MUCOUIap acocujia 04uo
Oepuiira xapakaT KWIMHraH. Acap KaxpaMOHM TabKUUIaraHUAEK, JApamMaja
XapakTepjaap MKKM Ta0akara axpaTwiraH XoJjja TacBUpiaHaau. bup tabaka
BaKWUIapU J3WIraH, alJaHraH, XypJlaHraH, XaKopaTJaHIaH Ba HMUMOH-IBTUKOAU
MOMMOJT STUJITaH aOpIuiiia KUIIIOK ojamiiapu Oyiica, MKKUHYM TabaKa XaJlKHU 310
KeJraH, ajjaraH, XypjaraH, XakoparjaraH, WIIOHYMHM CYHCTE€bMOJ KWJITaH
amanopaapaal uoopat 4. TaHepHUHT Oapua apamManapuaa Ky3aTWITaHUACK, YIIOy
JpaMacuiia XxaM acocuii KOH(QUIMKT — MaBXyJ Ty3yM OWJIaH MamjiakaT Qykaposapu
Vpracugard 3UIIUSAT, MyaUTMQHUHT Xa€TUH IIapOUTAAH HOPO3WIUTruaup. by
KOH(MDJIUKT ONIUN XaTKHUHT OFUpP TYpMYII Tap3u, YHHHT OUp TyAa 3ypaBOHIIAp
TOMOHHUJIAH 33UINO KEIUILWra JaBiaT XOKUMHUATHHUHT OemapBO MyHOca0aTH, HOXAK

17 Anabuér nasapuscu. |l Tommux. I tom. T., @an, 1978. -5.208-209.

18 Jmomon B.V36ek apamaryprusicia Maxopar Macanagapy (Xapakrep Ba koH(uIKT). Do, pam. g0K. aucc.—TONIKeHT:
1968. - b.323.

19 Taner H. Kesanh Ali Destant.-Istanbul: izlem Yaynlari, 1964. -S.29.
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TaJIOH-TAPOK KUJIMHAETIaH OJIaMJIAPHUHT Y3 XaJIOCKOPUHU U3JIAIIN BOKEAJIapU OpKaIH
aKc STTupuiaau. XaJKHUHT ¥3apo KeCKWH Oup-Oupuiaan (apk KUIaaWraH HKKH
Tabakara axpatn6 KypcaTmimmm, Goitnap (YHOpaHap cysonacd) Ba KamGaramiap
(Amu Ba yHMHr Ttapadopiapu) cuHbU YpTacugard MHUIJATIA Kypall MyXUT Ba
XapakTepiaapapo KOH(IUKT OpKaJld HAaMOEH OYraiu.

«Dmakuuar cosich» («Esegin  GOlgesi») apaMacHHHMHT CrOKETH  OOIIIaH
oxupuraya KoH(IuKT acocura Kypwirad. [pamama O6ua Ba 30xua ucMiIM 0ot
caBaorapiapHuHT Kynuaa unuiaiaurad [1ladan Ba MacToH ucMiIM MIOTHPATIAPUHAHT
y3apo TOPTHUIITYBH CY/I, IaBJIaT MapJIaMeHTH, CUECUI MapTUsIap MUKECUTA KYTapuiuo,
OyTyH AOnans Homud Xaénuii Mmamuiakat Gykapoiapu UKKU ¥3apo ayliMaH Tapadra
axpanu0 kernmura onu0 kenaau. Jpamaga Mactonnunr Illabanra MUHMID y4yyH
DIIAKHU WKapara OEpuIlM, YyJapHUHT Oupra uyjara YUKW, WYIAa XaBOHUHT
UCCUKJIUTU Ty(Qaillli MKKUCUHUHT SIIaK COSICMHHM Tajamu0 KOJUIIM Ba HATHXKaja
MactoHn, [[labaHra S1IaKHUHT COSICUHU AMac, OalKy YHUHT Y3UHU MoKapara OepraHuHu
alTuO, SIIAKHUHT COSICM y4yH OUp TaHTa cyparaHu ydyH to3ara KejraH TOPTHIIYB
BOKeacu KOH(IMKTHUHT TYryHU OViu0 xuzmar kunaau. [1laban Oup TaHra TynamigaH
Oom Topramu. YmOy Oaxc-MyHO3apa HaTwkacuja OOoIIaHTaH TYKHAIIYB CY/]l
3anuraya eTuod Oopaau.

Xannyn Tanep npamanapuja Xxapakrepiapapo KOHGIMKTIAp BOCHUTAacHIa Y3
JTABPUHUHT OUp-OMpHUra Kapama-Kapiiym ojamiiap Xa€TUHU aKC ATTUPHUILNTa SPUILIH.
[IyHuHr ydyH XaM JapaMarypr JIpaMaJapUHUHT CHOKETH XaCThil KOH(IUKTIAp
acocura Kypwiaau, XaéTaa muagaT OuiaH KedaéTraH XapakTepiapapo KypallulapHH,
3UIUATIIAPHU ACOCUI MaKcal KO OJ1ajIu.

Nkxkunun  O600HMHT wukkuHuM  dacnu  «Xandyn Tanep  Opamanapuoa
PAMBULLTUKHUHE KYRoXaHeau ugooacu 8a baouuti mankuHu» J1e0 HOMJIAHTaH.

Xannyn Tanep JApamanapujga paM3UAJIMKHUHT — KYMOXaHIVIM — UQoaacu
KaXpaMOHHUHT Mypakka® Ba OeTakpop pyxui NyHECHHU EPUTHUIIIA MyXUM axaMUST
KacO stagu, ury OujaH Oupra BOKEIMKHMHT Oab3uja JIpaMaTvK, O0ab3uia KOMHK
KUXATIAPUHA TaHKUIWKA pyXJa TaJdKUH dTaau. XaéTHUHT dancaduii MOXUITHHH,
MyIIoxajaaTanad MabHOJAPUHHU pamiziiapra uyrpwiran udojanap opkaid Oaauuid
Kaiig Taju.

Kymnanan, Xanagyn Tanep npamanapuparv kol Homiapu — «Kemanauk Amau
noctoun» («Kesanli Ali Destani») acapumarn CuHekmumar, «DIIAKHUHT COSICH»
(«Esegin GoOlgesi»)narn AGnans, aciauaa jkaxojaraa Koiran Typkus. Myammd Oy
epiuK XaJK Oomura TYIITaH KYpryJaukiaap, 3yJIM-3YpaBOHJIMK, TaxXKHUpJail, Xak-
XYKYKJIaQpUHUHT TOWMOJ KWJIMHHUILIK, OIOPOKpaTHsi Ba TMOPaXYpJIUMKHUHT aBXK
OJITAaHJIUTH KY3TYCH OPKAJM TOMOIIAOHMH KY3 YHIUAa ¥3 I0pTH, Y3 XaJIKU Ba XaTTO, LIy
TOMOIIAOMHHUHAT Y3 KUCMAaTH (POKEHIUIMTUHU TaBaalaHTupanu. Jlemak, xap WKKaia
acap xaM OyTyH OolUIMYa paM3UIJIMKKA aCOCIaHTaH.

«Kemannuk AJld TOCTOHU» acapuiard akcapusaT oOpaszapHUHT HUCMJIApU Xam
pam3uii MabHOJA KYJUIAHWINO, Y KaXpaMOHHHUHT (hehI-aTBOpUTA HINOpPA KHUJIAJIH.
bemBakT Hué3uit - Gemr BakT HaMo3 VKHIIHM KaHAa KAJIMaWAUraH ojam, AJIMHUHT
nycrnapuaan oupu. VMxé Yaopan (Onaran — Typk THIHAA Ty3aTamuraH») — KarTa
KYPYBUWIMK HIUPKATHHUHT MYIUPU, WUITOWIAPMOH, 30J]arOH, KYJIHMIaH XaMMa HII
Kenaau, Xycycad, oxaM yiauptupuil xam. pamamaru Pycram Illoxon — HOMapf,
3YpaBOH, XUITaKop ojaM. AJTMHUHT OKCOKOJUIap cainoBuaaru pakuou. Kosum Taka —
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KUHOUN TYNAaHUHT OOUUIMFHU, Y XaM OKCOKOJUIAp CaMJIOBUTa HOM3OIMHU KYIHO,
HOKOHYHUH WYn OWiIaH AJMHHWHT CAiJIaHWUIINTa MOHETUK KWJIaad, TY30K Kypaad Ba
y3u Kyiiran ty3orura y3u tymaau. bypu Cabpu — Ko3um Takanuur mepuru, Xymrak
Camum — Ko3um Takanunr torypaaru. Yamyp Uxcan (Tap:kumacu— bamank 9xcoH) —
3ynaitxoHuHT ToFacH, VIX¢ YHOpaH TOMOHMIAH YImUpTHPUAraH Madus OOILIHFH.
Manbsik XKabbhap — Uamyp MxcanHuHT KOTWiau, €mtaHMa KoTwi. bomika acocuit
OynMmaraH KaxpaMOHJIap MCMHJIAa XaM pPaM3UIIMKHU Kypulnl MyMmKuH: JloBya
Hontabon, Jlypmona [lontabon, Kosmm Kanrabon, Komuna Kanrabon, /ly3umia
Hy3tabon, Iokup Illaxmabon, Ioxunma Illakmabon, Kantabon, JlanraGoH,
[upakaiid Pocux Ba Oomkanap.

«JmakauHr cosicm» («Esegin GOlgesi») npamacuma Bokea xolu Myamumag
TOMOHHUIaH AOnans ned HomiaHrad. Typk THIIHIa aXMOK CY3MHUHT MyKoOwu- aptal.
[y cy3nuHr y3arugaH kenu® 4ukuO, AOMansHu aXMOKJIap MamilakaTd, J1e0 ararl
MyMKUH. By HOM xam ¥3 HaBOaruga pam3uil MabHOHM Tamuigu. Acap Oomm
KaXpaMOHJIAPVHHHT y3ap0O TOPTHUILNYBIAPY aHbaHABUW Typk Tearpuuaru Kopakys Ba
XO0KUBOT aWTUIIYBJIAPM CHUHTapH akCc STTUPWIraH. Jlpamarypr Makcaau YTMHIIIA
XQJIKHUHT OolIura TyHITaH TYpJIM MOKapoJiap, Xajlokariap-y KyidaTiapHu Typiu
Oaauuii BocuTanap, pam3uil oopasziap opkanu udona >TUIl OunaH Oupra, y YTMUII
xa€TH Ba 11y acocia spaTHiraH a@CoHa-pUBOATIAPHU XaM Jipamara CHHTIUpHO, Y3
JABPUHUHT MaH3apajapyHu KypcaTHINra XapakaT Kuiaaud. XaiakK OoIlHMJaH KedraH
VTMUIIIHYU, peall Xa€THU XaXBUW BOKeajdap Ba pam3uil oOpasznap OuiaH KOPHUIIUK
maKjga Kajgamra oJajiu:

«Gittikge azitn dava

Is inada bindi

Ikiye bolindi Abdalya

Iki taraf birbirine girdi

Bir yanda Golgeciler

Ote yanda Esek¢iler»?°
(bopean capu Kyuaiiou 0aveo,
Katicapnuxoan xeu myxmamaou.
Hxkuea 6ynunubd Aboania,
Xamma mapagma-mapag 6yiou.
bup momonoa Cosauunap,
bup momonoa Dwakuunap.)

By acap pamsuii mabHOAa TypKusHU akc STTUpraHu Tydaim, OUpuHYM MapTa
caxHara YMKapwiraiaaH CyHr, XajlayH TaHep Ba caxHAJAIITUPYBUYM PEXKUCCEDP Cyara
YaKUpWINO, acap CIOKETH KahTa KYypuO UMKWIMINUHUA Tamad Kwiagu. Acap
1965 #wnna E3unrannmrura Kapamaid, 1995 imnma, €3yBuM ynuMumaH KEHWHTHUHA
HAIlIp 3TWITaH. ACApHUHT «DIIAKHUHT COSICU» CapJIaBXacH XaM pam3Huil MabHOTA dra.
OWAaKHUHT Y3U HUMa-to, cosick Huma? IllyHua xan KWIMHMILM Kepak OyiraH
MyaMMoOJIap TypraHja, XOKUMUAT, MapjaMeHT, CyJl Ba MHapTUsUIap ap3uMailiuraH
MyaMMOHHU [JIo0al MyamMmora aijmaHTtupuO, Y3apo TOPTHUINYB OaxoHacura
alimanTUpaauIap. «DUMAKHUHT COSCH» JApaMacH dPTaKJapHUHT paM3uil Ma3MyHUJaH

20 Taner H. Esegin Golgesi.-Ankara: Bilgi Yaymevi, 1995.-5.96.
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omMHraH Xxaxsui acap,”l — mes Tabkumuaiiom AJOkcen. By Owmam A.JOkcen
Tanepuunr mazkyp apamacura spamusHusr 120-160 iwnnapuaa smaran Oup caiéx Ba
¢aitnacyd JIykssHyCHUHT 3pTaru pam3 cuatuia OJTMHTaHIUTUra UIopa KUJIaIu.

Xanayn Tanep ¥3 Apamanapuaa «TYSKyID» CY3MHH METOHUMHS cudaTuaa Ky
KyJUTaiu. XaTTo Y31 acoc COJTaH WK Kabape TearpuHu xaMm «TysKymr kabape» ned
Homuanau. [pamarypr «Tyskyur» HOMH OCTHAA Xap KaHAail XaBd-xatap onauaa
OOIIMHU KyMra CyKuO, TaxJIMKaHUHI YTHO KETUIIMHU KyTHO TypaauraH Kyl
MHCOJIMAA IIyHIal OJAMIIAPHU, X€4 KaHJal Xarapra y3WHHM KyWHIIHA UCTaMauuraH,
xa€Taa KUWMHYWIMK Taigo OynraHmga, Y3uHW dYeTra onub KouyajauraH, >KOHUHU
KOMUTHIIIHA MCTaMalUral, MUAJUIaTH, BaTaHU Y4yH (PUIIOKOPIMK KWiia OJMaiiiura,
KYIIMHYa, KOHCEPBAaTUB XapakTepra sra OynraH Ba xa€rna Xedy KaHJaill Y3rapuirHu
XOXJIaMaiuran, (akat >KOHMHUHT XY3YPUHH YHIaiiiuraH WHCOHJIApHU acapilapujia
akc orrupanu. Kyiupga Oy Xxakuzga €3yBUMHUHT Y3u 3bTHPOG OSTraH NapyaHu
kenrtupamus: «Bwknonwii xam MamuyH («Ky3mapumean romu0, BasudaMHU a0
ATaMaH» JipaMacH KaxpaMoHaapu — Tabkul Ou3Huku M.K.) kaOu aqyunK XaKuKaTIapHU
KYpMacIlIMK Y4yH OOIIMHU KyMra CYKKaH, JICKHH raBJJaCHHU O0apya Tax IMKaiapra O4uK
KOJLTUPraH OMp TYSKYII MHECOIMAUP...» 22

[ynunraek, XanayH Tanep wxonumaa pams3uil udpora HaMyHaJAPUHU YHUHT
kabape y4yyH €3raH JpaMallapuHUHT JHT EpKUH HaMmyHacu OVnmuin «BataHHu
kyTkapran Illadan» («Vatan Kurtaran Saban») Homiu acapuia XaM Ky3aTHIIHMH3
MyMKHUH. TaHEepHUHT ¥y3U TabKUJJIaraHujieK, Kabape TeaTpu pamziiapra WyFpuira,
OyprTupma TeaTp XucoOmaHamu. JlekmH Xap KaHAalh pam3uii MabHONIA XaM
XaKUKAaTHUHT aci Ku€dacu Hamo€H Oynaau. By npama kaTta caxHa IO3MHM 1037120
MapTa KypraHjaH KeWMHH Typkjiapjaa Y3 JaBO3UMHIa HOMYHOCHO pax0ap XOJUMHU
«Vatan Kurtaran Saban», ne6 nommnam ypdra ainanrad. byau TypkussHUHT Mamixyp
KruHO Ba Tearp aktépum Metun AxnuHapHuHr 2015 inn 26 HosOpma McranOynga
tamkui 3tiiarad Tanepauar 100 dwmmwrura OaFuNIIaHTaH CHMITO3UYMJIA CY3jiaraH
HYTKHJIa XaM Ky3aTHIIUMHU3 MYMKHH: «¥Y maiTiapaa Ha Ous, Ha TaHep KelaKakHU
Kypa onap SAMK, Ha MAMJIAKaTHMHU3 OMp KajaM oJFa Ky3raiap 9au. Yina BakTaa 6u3
«Barannu kytkaprad Illaban»Hu TaHWOMK. ... SlpaTran Ou3Hu >HAWIMKAA «BatanHu
KyTtkapran IllaGam»napman acpacun.»”® TamepHuHr ¥y3 acapuma spatran «lllaGam»
pam3uii 00pa3u TypK aaduérura ssHru pam3 cudaTuaa KUpuo Kenu.

XycycaH, XanayH TaHep pam3uilIMKKa WyFPUITaH acapjapy OpKaJid XaKUKaT Ba
Xyp QUKp 1eH3ypa TOMOHMJIAaH TabKUO KUJIMHTAH JaBp/la XaM KaTrTa XaKUKaTIapHU
aiiTa OJUIII MMKOHUSTUTA JPUIIIA, UKKUHYM TOMOHJIAH 3Ca JpaMaJlapHUHT Oauuii
CaJIMOFWHU siHaja ommpuiira myBaddax 6ynau. [y cababnu xaM yHUHT Jpamaiapu
FOSIBUM-0aIMMiA KUXATJAH MYCTaxXKaMJIUTH, J0J3apOoauru OwilaH TOMOIIIaOWHIIAP
MEXpPUHH KO30H/IM Ba OyryHraua TeaTp caXHajJapuaaH TylIMail YHHaIUO KeIMHMOK/IA.

TankukoTHUHT yurH4YM 000u «XajaayH Tanep apamanapupa 6aaumii TWI Ba
yciay0 MacajJacCMHUHT TAAKUKW» 1¢0 HoMmlaHraH OYiuO, yHUHT Wik dacau «baouuii
munoan @oudaranumoa opamamype MaxopamuHuHe emaxKyu MmamMouuiIapu»Ta
OaruIllIaHTaH.

2L Yiiksel A. Haldun Taner Tiyatrosu.-Ankara: Bilgi Yay., 1986a.-S.93.
22 Y{iksel A. Haldun Taner Tiyatrosu.-Ankara: Bilgi Yay., 1986a. -S.87.
23 Akpimar M. Haldun Taner 100 Yasinda, 26-27 Kasim 2015. Pera Miizesi, «Milliyet» Sayz: 6.
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3aMoHaBUN TYpK IpaMaTyprUsSCHHUHT TapakKUET TaBpPH SHIU OOIUIaHTaH Oup
nantaa, XaiuayH TaHep apamaTHK acapiIapUHUHI THJIM MAcajlaCura ajJOXHIa JHUKKAT
Kapatran »1au. J[pamarypr acapiapujga xap Oup cy3 Ba ubopa KaxpaMOHIJap
XapaKTepH, Ba3UAT-X0JaT PUBOKUHUHT XAaETUMIIUTMHA TabMHUHJIOBYM acCOCHUM BOCHUTA
SKAHJIIMTHHUA Kypcatub Oepau. XycycaH, Apamarypr KaxpaMOH HYTKHHH sIHaja
KYJITHJIMPOK Ba TabCUPYAHPOK KYpCaTUIl y4yH cy37aH (oHgalaHUIIHUHT KyWHJIaru
NyJuiapura Mypoxaat KAJIaJIiu:

1) Cy3 Viimaum - X.TaHepHHHT 3HT KyN KyJUlaraH ycyJulapuuaH Oupu OYimo,
HYTKHUHT OyHJal MaKJIuHU Xap Oup apamMacujia yYpaTUulIMMU3 MyMKUH:

X y m T a k. Huma xoxtasincan?

H 'y p u. X03up OEFUMHUHT OCTUTa OJIMO STHUAMaH.

Xyt a k. O3pok orup 6y, KUMHH OEKOCTH KHJIAPKAHCAH, OIITraH XaMup?

H y p u. Cenu Tenkumnaiiman, Morop 6ocrad kapam!

Xy T a K (nuyodunu yukapaou). Kauu sSKuHIAMMUO KYp-uu, MAYOFUM/JIaH
encan!

bakanoxmonuuusdu. (XywmakHune ounacuru Kauupaou, nNu4ox myuuo
kemaou.) Huma kunacas, ypacanmu?

X y m T a K. IYK, OFa’O0H, 00007IMa KECHIII YIYH OO IOPraH/IIM. ..

2) TaHepHWHT caxHa acapjapuja TOMOIIAOWHHM KyJIUpuIlra cabab OyiraH
WPOHUsTIApTa XaM KV Tyd KeTUIITMMHA3 MyMKHH:

A 1 1. A3u3 Baranaouuiapum!

Xanonuk (onxuwinatiou): bapakana!

FOxopu maxamna ogamnapu: XymoMaaryiiap, jaranoapaopiiap!

A 1 u (yrapea mukka xapa6). Xum Ooymunr! (bupoan xammacu scum 6yau6
Konaou. Kammux o06o3unu  matiuniaumupudb, HOMUWOKIUK  OUIAH).  CYIOKIU
BaTaHIONIIIApUM, >XymMa Hamosuna d3auM. llyHuHr yuyH Oupo3 Ked KOJIUM.
KarTaHru3sHuHr KyJIMHIU31aH, KHIMTUHTU3HUHT KY3JapUHTA3AaH yIiaMaH !

Taman omamiapra kapad Ky, Ky3iIapuHu KypcaTuo UMO-HUIIOpa KUIIAIH.

H u € 3 u i (catinosuunapea). Xarro KaMOKXOHaja XaM O€Il BaKT HAMO3WHU
tanuama6au. J{un nemsosiapu AnuHU Gexopra yuuiab KoJIumraaMu?2

Hpamana Anu uponuk obpas cudarua raBaaiaHTUPUIAIN.

3) Tauep napamanapuaa aprojapHUHT HMIUIATHIMIIN — KYJATHHH  sIHaja
Kydautupaau. Anv Ba 3yJaUXOHUHT JUAJIOTMAA ApPrOHMHI Ty3al HaMyHacu
KEeNTUPUIITAH:

A nu (Bynaiixoea). Anaputud HUMA, X0i aXMOK?

3yunaix o. Huma 6ynca-yma! Aittumira Mmaxoyp amacman!

A 1 u. I'annu kyn uy3aunr, nekud. [omma-uun, ceH OuiaH Y3UHT TyIIyHaIUTaH
TWa ramaman. (bup mapcaxu mywupaou.)

3ynaiix o. Uykon, ker! SApamac aituk, ker!

Typranacu oupgan: Kanu, ranup!

A 1 u. OHa TuMHrAa ranup!

3ynaix o (ro3unu oypuwmupaou). Kynmakka Tymrad EBBOWH HOKCaH

24

126

24 Kyjpcarmnran acap — 5.50.
%5 K3jpcarunran acap — 5.62-63.
26 Kypcarunran acap — b.124.
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4) Typk xamKk OF3akd WXKOAWAATH aWTHIIYBIap XaM XaiuayH Tadep
KaXpaMOHJIAPUHUHT HYTKUHU SHAJ1a ’KO3U0AJIA KWJITaH:

SABAN VE MESTAN: Ah Ah!

SABAN: Ben aptalligima agliyorum.

MESTAN: Ben safligima.

SABAN: Benim goziimde boncuk titer.

MESTAN: Benim de Gullubahar.

SABAN: Senin kolun kiriksa benim de kanadim.

MESTAN: Yaylamiz yok yurdumuz yok

SABAN: Davarimiz yok kurdumuz yok.?’

(LLIABAH BA MACTOH: Ox! Ox!

LIABAH: Men axmoxnueumea uunaanman!

MACTOH: Men 3ca coooanueumea!

LITABAH: Ky3napumea myHUOKAGp KYPUHANMU.

MACTOH: Menune xy3napumea sca I ynbaxop.

LIABAH: Cenune Kynune cunearn 6yica, MeHuHe KaHOMmuMm.

MACTOH: Ha sunosumus 60p 8a Ha ropmumus.

LIIAFAH: Ha 6up uwumusz 60p, na oup 6ypumus.

Tanepna Oapua ymnyr wKoakopiapaa OynraHu kabW MEpCOHaXIAp HYTKUHU
VMHAUBUAYAUTAIITUPUIL, SHT aBBAJIO, JIEKCUK CY3 TaHJaIllia HaMoEH Oynaau. YyHoHuYH,
«Kemannuk Alld TOCTOHU» acapuja OJIui XalK Bakuiulapu OYnran Anwm, 3ynaiixo,
Xymrak, Hypu, Huésuit wytkuHM c¥y3namyB yciayoura xoc Oyniran cysiap,
(dbpazeosnoruk nbopanap Tamkwi Kuiaau. AitHu acapHuHr Manam Ombra, mipodeccop,
VHopamap omna ab3oiapd (GpaHIy3da cys3iap, IOKOPH Tabaka BAKMILIAPU THIMHHUHT
KUMXKHMAJIOp OXaHTM Ba Mypakkad KypWIMIUIM TallapHu KyI KyJoladaumiap.
Kuécnam yuyH KaxpaMoHJIap HyTKUJaH mapyanap KeJITUPAMU3:

KesanliAli: «Gulis yaptiniz mi bari?»?®

By perukana «kulis» (caxna optr) cy3u «gulis» 1e6 0y3ub KyIaHUIraH.

N iy azi: Artik porpugandaya kuvvet. 2

by xymnama «propogand» (mpomaranma) cy3m «porpugand» npe6 Oy3ub
KYJUIAHUJITaH.

[Myaunraek, Tymopu ku3 3ynaiixora Magam Omnbra HyTK OJOOMHM YpraTHINTa
KaH4Ya YPUHMACHH, KU3HUHT KYIIOJI CY3JIallyB yCIIyOH Y3rapManu:

...Bir kerem ben size muhatap olamam.°

«Kere» (Mapota0da)cy3uHHUHT YpHHUTa «KErem»UIIaTuiIraH.

XannyH Tanep acapimapuia XOpWMKAM THUJUIAPAAH OJIMHTAH CY3JIAPHU MKKU XUII
KYpUHUIIA KYJUIAIn:

1) Cy3mapHUHT TypKYa YKUIUIIAHA KEATUPAIH:

Ahmet’in eski gorlfrendi mi?3!

... risorg.®

2) Xopwkuil THIIIa KaHaan OYiica, IyHIai ojau:

27 Taner H. Esegin Golgesi.-Ankara: Bilgi Yaymevi, 1995.-S.97.

28 Taner H. Kesanli Ali Destant.-Istanbul: izlem Yayinlari, 1995.-S.26.
2 Kyjpcarmnran acap — 5.27.

%0 Taner H. Kesanh Ali Destan1.-Istanbul: izlem Yayinlari, 1995.-S.77.
31 Taner H. Ayisiginda Samata.-Ankara:Bilgi Yaymevi, 1996.-S.23.

32 Kyjpcarunran acap — b. 33, 34.
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P. Ismet -What is the matter with you this night?

Sevim -Nothing, I dont know.*

... Bir ¢esit public relation sefi gibidir. 3*

Mesela, for example... ®

Hly Ownan Oupra XanayHn Tanep Typk anabuil TUIMHHHT PHBOXHIa V3
XMCCAaCUHM KymraH aaub cudatuma acapiapuia acil TYpKHA — cy3napaaH
doiianaHumra XamMm xapakar KUIau:

Heyvan oglu heyvanlar.®® (Xaiisonnune 6onracu xaiieon 6ynaou.)

Konusg allasen. 3" (Oxupeaua anupcane-uu.)

«bedapocar ospuunr anép xoruHm» («Sersem Kocanin Kurnaz Karisi»)
npamacuaa xam Jlanaun Kalicepu naxxacuaa cyxoariamaim:

- Usta konsantre yapor.® (- Yema guxpunu ocamnaanmu.)

Dandini: Ah! Eyvah! ...tadorum?® (Janounu: Ox! Diisox! ...orcuzapum.)

«Tamkapunarmnap» («Digardakiler») napamacuma XaMm 1eBara Xoc alpum
CY3JIapHU YYPATUIINMU3 MYMKHH:

- O gazatact zippesinin hediyesi mi yoksa?» “° (- Hyxca, y oaugpma
AHCYPHATUCHUHE Xa0scUMu?)

Xanayn Tanep Typk amgaOuil Tuimura Xoc JyFaT OOWIUTH, CY3 sCaTuIIM Ba
rpaMMaTHK KOHYHHSTIAp MOXHMATHHH 4YyKyp OWJITaH mKoakop cudaruga Typk
TWIMHUHT MYKaMMAQJUTUTUHU JpaMaiapy OpKalId aMaluil KUXartaaH acociad Oepiu.
Kymnaman, Xannyn Tanep sparran aWpuM KaxpaMmoOHIap TWIHAA — XaJK
MaKOJUTAPUHUHT TYPJIM Ma3MyH/Iaryl HAMYHATApPUHH XaM ydpaTaMus3:

Aldin ipek sattin ipek, hani karin a kopek.*

(Onoune unax, commune unax, KaHu KOpuH, Xou Kynnax?)

... Sen bir garip c¢ingenesin, vur beline kazmay:.%?

(Kypnaneea kapab oéx yzam.)

Asag tukirsem sakal yukar: tukirsem bryigim.*®

Avimcam muaum, aummacam OUIUM Kysiou.

Mestan- (Gozleri parlar) Mihtr kimde ise Stileyman odur.**

Macmon: ( Kyznapu nopaaiiou.) Myxp kumoa 6yiaca, Cyraiimon youp.

Buzukmurg- Kul sikismayinca Hizir yetismezmis.*

(By3ykmypu: Kynnune 6owuea Kyagpam mywmazynua, Xusp keimaiou.)

Horozu ¢ok olan kdyde sabah erken olurmass.*°

(Xyposu xyn 6ynean Kuuiioxoa mome 3pma omaou.)

33 Kyjpcarmnran acap — 5.24.

34 Kyfpcarmnran acap — 5.28.

35 Ky/pcarunran acap — Bb. 33.

% Taner H.Gozlerimi KaparimVazifemiY aparim.-istanbul:CemY ayinevi,1979.-S.43.
37 Kypcarunran acap — b.91.

38 Taner H.Sersem Kocanin Kurnaz Karisi. —Ankara: Bilgi Yaynevi, 1971.-S.17.
% Kypcarunran acap — b.17.

%0 Taner H.Disardakiler.-Ankara: Bilgi Yaymevi, 1990.-S.113.

#1 Taner H. Sersem Kocanin Kurnaz Karisi.-Ankara: Bilgi Yaymevi, 1971.-S.29.
42 Kyjpcarunran acap — B. 36.

3 TanerH. Giiniin Adamu.-Istanbul: Necdet Sander Yaynlari, 1953.-S.18.

4 Taner H. Esegin Golgesi.-Ankara: Bilgi Yaymevi, 1995. -S.24.

45 Kyjpcarunran acap — Bb. 63.

%6 Taner H. Kesanh Ali Destan1.-Istanbul:Izlem Yayinlar1, 1995.-S.12.
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HOxopuna TavkummaraHuMu3IeK, ApaMaTyprHUHT HadakaT KaXpaMOHIapy THIIH,
OasTky IpaMallapUHUHT THJITU XaM Oup-Ooupuaand Gapk Kuiaam.

Yyunun OOOHMHr MKKUHYM (acmu «Xardyn Taumep Opamanapunune yciayouti
y3uea xocnueu» ne® HOMIIaHTaH. ABBarM OoOiapaa TabKuIaraHUMu3Iek, TaHep
BpexTHHHI KaTTa MyXJHMCH Ba M3A0LIM XUcoOnaHagu. XaiayH TaHep wik Oop Typk
napaMaryprusicura BpeXTHMHr »nuK TeaTpuHd TaaAOuK dTau. byHu &E3yBum ¥3
VOKOJMHUHT MKKWHYM JIaBpU — TYKJIMK JaBpH JApamManapuiad Oonuiad HamMoEH 3Ta
oonaau. «Kemannuk Ay JOCTOHW» Jpamacd TaHEpHUHT WK OJIHK TeaTpH
xucobnmanagu. TaHep bBpexT cuHrapm aHbaHaBUH «apUCTOTENYa» TeaTplaH
y30KJIAIN0O, <«OAMUK TeaTp» TaMOWWIIApWHM Kyiai Oomnuiagu. SHrum  Oamuuit
TaMoWmIra Kypa, acoCWid TWUKKAT OJAMHUHI WYKHA OJIaMHTra 3Mac, OaJKd YHHHT
WKTUMOUM Ba3usTra, WXKTUMOMM 3yJIM Tap3ura Kail gapaxana OOFJIUKIUIUra
KAPATHIIUILH JIO3UM 3717

BbpexTya «3nMK TEaTp»HUHI MYXUM JKUXAaTU — Oy TOMOIIAOWHHUHT XHC-
TyHUFycura smac, aKJI-WJIpOKura acociaaHumaup. «J/[pama TeaTpu»HUHT II0XOHA
acapiapu TOMOIIAOMHHM «CaXHAa BOKeaJlapura HIIOHTUPHII OpPKAIW» YHU Iy
BOKCAJIAPHUHT MINTUPOKYUCUTA alJIaHTUPUO KelraH Oyiica, SMUK TeaTp acapiapH dca
Maco(aHM cakJjall, HyKTau Ha3apJapHU TAKKOCIHAII, TaXJIWJI 3TUII aCOCUTa KypUJraH.
Bbpext cunrapu Tanep xam Ipamanapuia BOKEaJaH «UEKHMHTUPHIID® Ba YHra sSHrU4a
KYy3 OWaH Kapaill, «XoJid YKuI» (FOKAupuin) Koujpacura aman kuiagu. by Tanep
JIpaMaTypPrusiCHHUHT Y3UTra XOCJIHWTU, TOMOIIAOWHHU (DUKpIIAI, TaxXJWid 3THII, XyKM
YUKapUILTa JAabBaT STUII Taabu OwiaH Oenrwmianrad 3au. «Tanepuunr «Kemanmuk
Am poctonn» Ownan OouwianuO, «bedapocar 3pHUHT al€p XOTHHH», «IIMIAKHUHT
cosicn», «[Hannon 3apuda», «Kyznapumuu romu0, BazudamMHu ago dTaMaH»iap Kaou
TYpK TEATPUHUHT OyTryHTM KyHTaua 3HT KYI CaxXxHAJAIITUPWITaH ApaMajapu OwiaH
JaBOM 3TraH Oy «3MuK» NaBp Hadakar €3yBUMHHUHT Y31 YUyH, OaJIKM T€aTpUMU3 yUyH
XaM OypuJIUIIl HYKTacu XUCOOJIaHaauW», — Ae0 TabKuiaiau anabuériryHoc SBy3
[Texman.*®

1960 wwima é€3mnran «®a3winar AOPUXOHACH» JIpaMacd XaM JIMHK JpamMa
XYCYCHUSTJIIApUHU y3HU1a MyKaccaM Kuiaau. AubaHaBuid Kopakys Teatpuaaru cuHrapu
MaxaJUiii atMocdepaaa sipaTuwiran Oy acap y4 KyHJIUK BakT OpaJIuFuaa YH WHIIIHK
BOKEaJapHU akc JTtupanu. Tanep 27 Hadap KaxpaMOHHHHT OMp-OMpuUra aloKacu
OynmaraH XUKOSICMHM BOKEaJaH-BOKeara Kyuuil Hynu OwiaH udopanany OpKaiu
TOMOIIIAOMHTa XyKM YHUKAPTUPUIIH, acapaa XUKos KUiaubd OepyBun oOpa3 TOMOHHIaH
BOKCAJAPHUHT CYy371a0 Oepwiviliy 3MUK TEaTPHUHT acocuil  OenruiapujiaH
XUCOOIaHa u.

1961 iunpa é3unran «Mntumoc, TerMaHr» JpaMacu XaM Katop OpexTda TeaTp
YHCYPJIADUHM y3HJIa My)KaccaM KuiraH. bupuHumaan, aqpamana KyJUIAHWITAH «TeaTp
nuuja TeaTp» TexHukacu bpext tearpura xoc. Y OpexTya, «CIEKTAKIHUHT CTIEKTaKIIb
AKAHJIMTUHU TOMOIIAOWHJAH SIIMPMACIUK KEpak» TYIIyHYacH OWIaH CYyFOPHJITaH.
HNkknHunaaH, acap/ia TaApuxXui BOKeajiapra, SbHU Y CMOHUIJIAp TApUXUATA OUJT XaKUKUN
BOKeaJlapra Mypo»aaT KWJIMIII XaM SIUK TeaTp XyCyCUsTIapuiaH Oupy XUCOOIaHA IH.

47 Xopwxwuii Teatp Tapuxu. Mkxkunun kuto6. XIX —XX acpiap Ospyno mamnakatiapu Ba AKII teatpu tapuxu. (Kaiita
unuiosur Ba tapxkuMoH C.Typcyu6oes).-TomkeHT: AGy anu noH CuHo HOMumarn THOOMET HampuéTn, 1999.-b.162.

8 Pekman Y. CagdasTiirk Tiyatrosunda Geleneksellik. Doktora Tezi. istanbul Universitesi Edebiyat Fakiiltesi Tiyatro
Elestirmenligi ve Dramaturji Bolimd, 2001. -S.17.
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ynunrnek, Tanep bpexTt ycnyOunu npamanapuaa Kyiiap 3KaH, YHUHT Y3u OyHTra
IIyHJIail MyHocabaT Owinaupanu: DNk TeaTp Ha bpexT Ownan OonutaHau Ba Ha y
Ounad Tyraav. Y Tapux JaBOMUJA TYpJM IIAK/UIApAa Y3MHM HAMOEH 3THO KEJral.
bpexr VY30k Illapk, roHOH, ypra acp Ba EmnuzaBerra paBpumaru Tearp
«YEKUHUII»IapaaH Gongananul, yJaapHu TH3UMIAIITUPIU. bpexTua TeaTpHu y3mapu
aKC ATTUPMOKYM OYiraH FOSHUHI $rOHA Ba aXpajiMmac BocuUTacu Jed Owiral
€3yBumiap Oy KOTHO KOJITaH KoJuMNnra €nuimd oNMuuIapy mapTt aMac. AKCUHYA, yaap
V3 MyXUTHra, KeJIUO YMKHIIM Ba TadakKypura MypoKaaT KWIMILIAPU Ba SHTU-STHTU
SMHK HYJUIapUHY M371a0 TONUILIAPU Kepak.*

HpamaTypr OpexTua MUK TeaTp KOJUMMHUHT Y3uaaH (oiasaHuOruHa KoJMai,
acapiapura MWUIMH, aHbaHaBUW pyxHU cuHrauprad. FOkopumarm 0oOriapaa
KEITUPWITaH acap napyaiapu opkaiu TaHepHUHT Xap Oup Apamacu aHbaHaBUH TypK
XalK TeaTpHHHHT YHCYpNapH, XycycaH, Ypra Vitmam, Kopakys TeaTph, Majiox
VAMHIApUHU  y3uJa My’KaccaMJalTUPTaHJIUTMHUHT TyBoXu Oynauk. Tanep
IpaManapuja OpexTdya BMIHUK TeaTp TEXHUKACHUHH, XYCyCaH, MYCHUKAa HWIITHPOKHU,
XOPHHUHT Ba JIOXH/1a KAXPAMOHJIAPHUHT KYIIUK KyHIallu, XUKOSYMHUHT BOKEATAPHU
0a€H KWIMIIM, MPOKEKTOP XapakaTjaph, TOMOIIAOMHHM CaxHa BOKeajlapura >Xajo
KWIWII, TeaTp HaMOWWIIM NalTHIa KaXpaMOHJApPHUHI TOMOIIAOMHIApra, TEXHHUK
XOAUMJIapra 3pKUH MypoxKaaTu, Aespiau Xap Oup caxHaJaH OJAMH IUIaKaTiIapAar
€3yBIap OpKajau coaup OYyiaérraH BoKeajdapra M30XHHM OJIMO YMKHIN KaOW XoJaTiap
MyKaMMaJl Japakajia TaAOUK dTUIITaH.

Tanep bpext anpananapunu, XycycaH, kabape TeaTpUHU TypK JpaMaTyprusicura
om0 KUpap 5KaH, YHUHI Makcanau EBpoma €xu Oomika OMp MWJUIAT MaJaHUATHATA
TaKJIuj KWIMII 5Mac, Oalkd JpaMaTyprusHAHT JAyHEAArd 3aMOHABUM WIIFOP
yciyOnapuHu TypK MIWUIMA TEaTpUHM PHUBOXJIAHTHPUIIIA KYJUlalll Ba TaTOMK
sTUIIIaH ubopat »au. Tanep ¥3 wxoauii MynuHU OOcKO yTap dKaH, YHUHT Xap Oup
acapu MWUIaTWra, BaTaHura OyinraH OyloK Myxa00atu Ba (UIOWMIIMTUHU AaKC
STTUPAIMN.

YMYMUA XYJIOCAJIAP

1.3amoHaBuii Typk anabuéruaa ApamMaTHK AacapiapHUHT BYXKYJra KeJlull
KapaéHu, MaKUIAaHUIIN Ba TapaKKUET OOCKUWIApHU Y3Ura XOC MaKiaa HaMo€H OViu.
TaH3uMOT JaBpura Kajuap TypK €3yBUWJIApHU MXKOAMAA TEaTp HaMYHAJIApU JEspiId
Ky3aTtuiamarad. JIeKuH Typk XajK OF3aKky WKoauJa OMp Kapaljia Tearpra yxmanl Ba
KAMUSTHUHT TeaTpra OyiraH SXTHEKWHU KOHAMpa oyraH «Kuluiox Tomolianapu»,
«Kykna», «Kopakys», <<§7pTaz[arH ToOMoIIIap», «MaggoxjIMK» CHHTapy TOMOIIA
Typiaapu wmamxyn Oynran. Illynra kypa, 3amMoHaBUN TypK ApaMaTyprusiCAHUHT
MIAKJUIAHUTIT OMWJUIAPUIaH OMPUHYUCH — TYPK XalK OF3aKd FIKOAW aHbaHAIApU
XUCOOIaHUO, YHJIa OF3aKd JIpaMaJIapHUHT TabCUPH CE3WJIapiN Japakaia dKAHJIUTH
Ky3aTUJIaau.

2.3aMOHaBUM TYpK JpaMaTyprUSCHHUHT IIAKJUIAHUIIUTA SKUIJIAN TabCHUP
KypcaTrraH UKKHHYM OMIJI KaXOH JpaMaTyprusich, alHUKca, pyc, (paHIly3 Ba HEMUC
IpamaTyprusicu xucoosanaau. Typk apamaTyprusicujia aHbaHaBHil Jpama 3aMOHaBUMN
npama OujaH CHHTE3JaHMI >kapaéHuaa (paniy3 €3yBurcu Mosibep Xamaa HEMHUC

49 Taner H. Kesanli Ali Destani.-Ankara: Bilgi Yaymevi, 1995. -S.158.
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ApamMaTypru bpexTHUHT koau MyXuM axamusitra sra. Xycycas, 1960-1980 iiunnapaa
Typk Tearpura kupu0® kenran bepromsa Bpextaunr (1898-1956) «ommk Tearp»
TYIIYHYACH TYPK ApaMaTyprusicuia KECKUH OYpUIIHIIL SICAIH.

3.XIX acpHUHT WKKHHYM SpMUJIaH >bTHOOpaH EBpoma apamartyprusicu Typk
agabuérura V3 TabcupuHu YTkaza Oonuiagu. Illy naBpman Oomuiad  FapO
a1a0METUHUHT IpaMaTHK acapiapy TypK THUJIUra Tap>KMMa KWIMHUO, cCaxHaIallITHpUIa
oouranau. by naBp Typk agabuéruna TanzuMoT naBpu O6Yau0, KaTop TypK aauOnapu
Oy naBpum «FapOmammmr gaBpu» («Batilasma Hareketi»), 1e6 xam TaJIKHH KHTHIIAIH.

4.Cuécuil TaHKUAra acoclaHTaH <«3MHK TeaTp» TYUIYHYaCHHH JpamaTyprusra
om0 kupran bepronbn bpexTt abHamapm XX acpHUHT ypTajapura KeiauoO, TypK
JpaMaTypruscura nactaBBal Bacud VHIYpeH TOMOHMEAH ONMMO KHPHIM, CYHT
XannyH TaHep TOMOHHMJAaH TaKOMUJUTAIUTUPUIUO, TYpK IpaMarTyprusicuiia Y3UHUHT
SHT IOKOPHU YYKKUCHUTA IPULIIH.

5.xKoMMHUHT OWPUHYM [aBpUHU JpaMaTUK TMbecajap €3uniaH Oonuiarad
Xanayn Tanep wkkwHum pgaBpuna «Kemanmuk Amu goctonm» («Kesanli Al
Destani»)aan 6omad «3muK TeaTp» WYHAIMIINIA WKOA KWIUITHY Oonutaian. by aca,
V3 HaBOaTHAa CUECUIl TaHKU OWiaH OOFNMMK Oynranu Ty(aiiau, HeH3ypa TOMOHH]IaH
yerapaianuimra cabad 6ynrad, Tanep 1967 iiunman ¥3 npecalapuHu OYHK Tap3Aard
kabape TeaTpu yuyH Mymxamnad €3amuran OVnmu. Anu0 sHTH ycinyOna XalKUHHHT
pean XaéTuHM EpPKUH TacBUpJjaraHu OOWC TypK JpaMaTypTUACHHUHT MaIixyp
ApamMaTypriapuaal Oupura aimanaw. Y TYpK JApamacura sHTH Kabape Tearpu
yCIyOUHU OJTMO KUP/IH.

6.MIKKuHYM )KaXxOH ypyIIX, YHUHT OKuOatnapu, TypKusiard MKTUCOIUIN TaHIJIHK,
WKTUMOWM OFUP Ba3WAT, XaJKHUHT Maopu(CU3INTH Ba MaJaHUN JKAXATIaH
KOJIOKJIUTH, MIJIJIAT TAKAUPUHUHT XaB( oCTHIA KONMIIM TaHep JpaMalapuHUHT aci
roscuan  Oenmrmnaiinu. Illyam anoxunma TabKuiamn Kepakkd, HMCIOXOTUYHIINK,
MabpudaTIapBapiIuK FOSIIAPU WHXKOAKOP YUYH Xap JOWUM FOSBUN acoc OYnmmb xu3mar
KWJITaH.

7. XannyH Tanep npaManiapyjia XaM «FOSIBUM Ma3MyH XA€TUH Ma3MyH JOUpacw»
Ownan yambapuac Oofnuk. [lpamarypr apaManapuia TypK XaJIKUHUHT MUJLIHNA
KaJpusTiapu, yph-onariapy, anHbaHaiapu Ouiiad Oupra 3 JaBpUHUHT MyXHM BOKea-
XOJIMCAJIApUHY, JaBjaT OOIIKApYBHJIArd aWpuM MaHCaOJOpJapHUHT  XaTTH-
XapakaTJIapuHU, TypiaHu KacO srajapuHUHT Xa€THaH JIaBXaJlapHU KajaMra ojlad Ba
Xa€Tuil Ma3MyHHH OYpTTHpMaraH xoJjja €pKUH Ba peayl MaH3apajlapHU caxHara oyuo
YUKAIH.

8.Jlpamanapaaru simamn Ba Kyparl, SXIIAINK Ba EMOHIMK, SCKU Ba SIHTH JYHE,
KypMaraH-KypraH, IOKOpH Ba TacT Tabakara OWJ WHCOHJIAP TaJlepHsiCH Y3-Y3umaH
Xapaktepyiapapo KOH(MIUKTHU ro3ara Keatupau. JpamaTypr acapmapupa FOSBUM-
ACTETUK Ma3MYHHUHT XaETHMIUTHHU TabMUHIIAI MaKcaauaa KOHQIUKTIN Ba3usT Ba
XapakTepiapAaH yHyMIn ¢oiiganaHa OJIu.

9.Xannyn Tanep akcapusaT JpaManapuja Xapakrepiapapo KOHQIMKTIAp
BOCHTACHJa Y3 NaBpUHHUHT Oup-OMpura Kapama-Kapiid ojamiap XaéTHHU aKc
arrupuiira >puiay. HIyHuHr yuyyH Xam apamatypr ApamaniapuHUHL CIOKETH XaETUI
KOH(MIUKTIap acocura Kypwuiaaw, xa€tna muanaT OwinaH keya€TraH KypalulapHH,
3UIMATIAPHU acOCU Makcan KuiubO onaau. [[pamaryprHuHr «ByryHHUHT ofamm»,
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«DJIIaKHUHT cosich», «Kemannuk AJin JOCTOHM» CUHIApU acapiiapuaa aHa IIyHAau
KOH(MDITUKTIAPHUHT HaMyHAJIApH SIKKOJI KYPUHA/IH.

10.Xannyn Tanep napamManapuaa paM3HIUIMKHUHT —KYHOXaHIIM — Mdoaacu
KaxpaMOHHUHT Mypakka® Ba O€Takpop pyxuil AyHECMHM €pPUTULIAA MYXUM axaMHsT
kacO osTamu, mry OwjaH Oupra BOKCIMKHHHT Oab3uja JIpaMaThK, Oab3uma KOMHK
KUXATIAPUHU TaHKUIUNA pyxXJa TaJdKUH dTaau. XaéTHUHT dancaduii MOXUITHHH,
MylIoXajgaTanad MabHOJApUHU pam3iapra Hyrpuwiran udojanap OpKaiu Oaauuii
Karg 3Tajau.

11.Xanayn Tanep EBpomaga wktumouit Xaér, caHbar, agaOUéT pUBOKJIAHTAH
Oup naBpaa, OFUP IKTUMOMM axBOJHM OommjgaH Keuupaérran TypKUSHUHT
agabuéTura SHTWINK KUPUTHUII, YHUHT TapakKuETura VY3 XUCCACMHU KYIIMIITra
UHTWIAA. AKCApUATHM TalIKWJ 3TraH CaBOJCH3 AaXOJMHWHI OHTMHH YCTHUPHIL,
«KY3UHU OUHMII» MaKcaauJa uopatiau Apamanap €310, ylapHU XaJlKKa HAMOMMII STUIII
OpKaJIM OAJUM XaJIKHUHT AyHEKApAIIMHU Y3rapTUPHIITa XapakaT KUJIIu.

12.Xannayn Tanep paM3uMWJIMKKA UYFPUJITaH acapiapd OPKaJIM XAKHUKAT Ba Xyp
(buKp 1eH3ypa TOMOHUJAH TabKUO KWJIMHIaH JaBpja XaM KaTTa XaKUKaTJIapHU anTa
OJIUIII WMKOHMSITUTA OSPUIIIM, WKKAHYM TOMOHJIAaH 3Ca JApaMallapHUHT Oaauuid
CAJIMOFMHH sIHaJa omupuira MmyBagdak 0yiam.

13. «Kemannuk Ay JOCTOHU» IpaMacHMHUHT THJIM XaJKOHA, KOHJIM CY3JallyB
TUINra SIKUH, conna oynca, «Mnatumoc, TerManr» acapuja apucToKpaTda Cy3JIalluiil
yCIIyOu, WIMHUN JIEKCHKA €TaKYWIMK KWIaau, «OIIAKHUHT COSICH» JpamMacujia 3ca
mebpui-mwioxud oxanr, «Bartannu Kytkapran [IllaGan» acapupa XaXKBUIIIHK,
«TernpmMoH XaMOH aitaHap >AuU»/1a TMPUK-0aTUU PYXHUHT YCTYBOPJIUTH Ky3aTHIIIH.

14. Tanep y3 mbecanapuja COAAATMKHU cakiaad, KaXpaMOHJIAPHU Y3 JaBPUHHHT
TWINATA SKWH, TYLIYHApJIA CY3JIaTUII OpPKAJIM, JpaMaaa Cy3 KyJulall MebEpUra amal
Kwiaau. Y EBpona MagaHUSTUHUHT TapruOoTurcu cudatuga xaMm JapamMaiapuia
(dbpaHily3, HEeMHC, WHIJIU3 TWIMAArd cy3iapaadH KeHr kyinamaa Qoiinananagu. Iy
OwraH Oupra aApaMajJapuHUHT Oaquuil THIWJA JHATCKTH3MIIAP XaM MYXUM axaMUsT
KacO aTajau.

15. IpamatyprauHr HadakaT KaxpamMOHIapy THIIM, OajaKy JApaMalapuHUHT THUIH
xaMm Oup-Oupunan dapk Kuigaau. XycycaH, YHUHT SHT Ky MapoTaba caxHa FO3WHU
Kyprad apamacu «Kemanmmk Ay JOCTOHU»HUHT Oaauuii THIM OOINKA Jpamaiapu
TUIMAAH TyOnaH ¢gapk Kuiaau. Yynonun, «Kemannuk Al 1OCTOHW» Ba « DIMIAKHUHT
COSICU»HUHT TIEPCOHAXIIAPH Jespiid Oup Xuia JaBpjaa siiaral Kummiap. AMMO
yJIapHUHT OOMIUTY Ba MXKTUMOMM Japaxkacua tadoByT Oyica-aa, MalaHUusATH, OMIIUM
caBusicu nespiau oup xwui. Iy caGabmm XaMm ylmapHUHT TWIMAA XajdKoHa uOopanap,
XaJIKOHA JKyMJlaJlap, XajlK MaKoJIJIapH Ky3ra sIKKOJI TalllJTaHa u.
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INTRODUCTION (annotation of the PhD thesis)

Relevance and necessity of the theme. In world literature, the emergence of
modern dramaturgy, the study of its poetic development is of great importance. In
particular, the scientific and theoretical study of the process of emergence of
modern Turkish dramaturgy, the factors of formation and the stages of formation, as
well as the creativity of playwrights, which made an important contribution to the
development of the genre, is one of the main tasks facing today's Eastern literature.
This research is devoted to the study of poetics of the dramas of the great
playwright Haldun Taner, who contributed to the formation and development of
modern playwright in Turkish literature. Consequently, the study of the poetics of
Haldun Taner dramas in scientific aspect determines the relevance of the subject.

The study of the genre of drama, its ways of formation and development, the
poetics of dramatic works is also important in world literature, especially in Uzbek
oriental studies. «However, it must be mentioned that in literature there is a lack of
attention to the study of drama, the public is less interested in reading dramatic
works, the education system devotes very little time to teaching them. However,
drama is an equal representative of literature, which means that its in-depth study is
the task of literary criticism. Therefore, future philologists should always keep this
in mind, diligently read the best examples of Uzbek and world drama and study in
depth the factors that gave them artistic perfection, including compositional
constructionst. Although the works of Haldun Taner, which are the object of our
research in world literature, and in particular the studies of dramas, have been
observed to a certain extent, the poetics of playwrights’ dramas has not been studied
in a separate monographic plan. Accordingly, in Uzbek oriental studies, the creative
activity of the great Turkish playwright Haldun Taner, his contribution to modern
Turkish drama, the study of the poetic features of his dramas in a monographic plan
is of great importance.

In the new era of large-scale reforms in our country, the task of further
strengthening ties with the fraternal Turkish people, bringing economic, cultural and
artistic cooperation with Turkey to a new level has risen to the level of state policy.
In particular, at the opening ceremony of the People's Library under the President of
the Republic of Turkey, President stated: «Interest in Turkish literature and art is
growing in our country, and they are widely taught in scientific and educational
institutions. Our people love to read the works of such great poets as Mawlana
Jalaliddin Rumi, Yunus Emro, Ahmad Pasha, Saydi Ali Rais Kotibi, Toshlijali
Yahya, Hamdi Chalabi. At the same time, it should be noted that modern Turkish
literature, folk epics, anthologies have been published in Uzbek and have become
the spiritual property of our readers»?, he said, emphasizing that Turkish literature
is widely studied by Uzbek literary critics. Taking into account these ideas, it should
be noted that the important task before us is to acquaint the Uzbek reader with the
best examples of Turkish literature, to enrich them, to translate and study the
famous works of great artists in this regard.

! Quronov D. Fundamentals of Literary Theory. Akademnashr, T., 2018. -P.218.
2 Speech by the President of the Republic of Uzbekistan Sh. Mirziyoyev at the opening ceremony of the People's Library
under the President of the Republic of Turkey, «Khalq suzi» newspaper, February 21, 2020, Ne 38.
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This dissertation research will serve to a certain extent in the implementation
of the tasks set out in the resolutions like Decree of the President of the Republic of
Uzbekistan No. PR-4947 of February 7, 2017 «About the strategy of actions for
further development of the Republic of Uzbekistan», No. PP-2789 of February 17,
2017 «On measures to further improve the activities of the Academy of Sciences,
organization, management and financing of research activities», PP-2909 of April
20, 2017 «On measures to further develop the system of higher education», No. PP-
4680 of April 16, 2020, «On measures to radically improve the training system and
increase the scientific potential in oriental studies» and other regulations.

Relevant research priority areas of science and developing technology of
the Republic. This research was carried out in accordance with the priority of the
development of science and technology of the Republic of Uzbekistan I. «Formation
of a system of innovative ideas and ways to implement them in the social, legal,
economic, cultural, spiritual and educational development of an informed society
and democracy».

The degree of study of the problem. The study of modern Turkish drama, as
well as interest in the prose and dramatic works of Haldun Taner, has been the
subject of research by a number of scholars since the 1960s. In particular, this issue
is studied in Turkish literature by M.And, G.Akarsu, F.Akatli, Ch.Akyuz,
H.Anamur, F.Andach, F.Arslon, B.Batman, O.Bayrog, U.Giritli, S.Shener,
T.Uzakman, O.Nutku, M.Miyasoglu, M.Kurukchu, Z.lpshiroglu, K.Yashil,
S.Igdeler, Ya.Khilmi, E.Chamurdan, S.D.Yalchin, [I.N.Uysal, A. Yuksel,
H. Adiyaman, N. Tekekrek, N. Firidinoglu®, studied in Western literature by
B. Robson, N.A. Dellal, A. Nemkess®*.

8 And M. 50 Yilin Tiirk Tiyatrosu. —~Ankara: Tiirkiye Is Bankasi Yaymlari, 1973; And M. Cumhuriyet Dénemi Tirk
Tiyatrosu (1923-1983). —~Ankara: Turkiye Is Bankasi Kiiltiir Yaymlari, 1983b; And M. Turk Tiyatrosunun Evreleri. —
Ankara:Turhan Kitabevi, 1983a; Akarsu G.Kabare Tiyatrosu’nu Haldun Taner Anlatiyor. // Varlik, 1967, Nel1, S.706; Akath
F. Haldun Taner’e mektup. Haldun Taner Kitab1.— Istanbul: Yap1 Kredi Yay.,1993; Akyiiz C. Haldun Taner’in «Kesanli Ali
Destani» ve Axel Olric’in Epik Yasalari.// Adiyaman Universitesi Sosyal Bilimler Enstitiisii Dergisi, 2012. Yil:5, Sayz:8,
Ocak, S.1-11; Anamur H. Haldun Taner’in Tiyatrosunda ‘Oyun Iginde Oyun’ Uygulamalari ve Kisilik Sorgulamalar1 Uzerine.
Haldun Taner Kitab1. — Istanbul: Yap1 Kredi Yay.,1993; Anda¢ F. Oykiiciiniin Kitab1. —istanbul: Varlik, 1999; Arslan F.
Oykiiniin Sesini Kismak. — Erzurum: Salkimsogiit Yaymlari, 2009; Batiman B. Haldun Taner’in Hikayeleri. —Yeditepe, 1955,
Ne7, S.79; Bayrak O. Haldun Taner’in Hikayelerinde Ruhsal Degisim Siireci //Turkish Studies International Periodical for the
Languages, Literature and History of Turkish orTurkic, Volume 4/8, P. 684-697; Giritli O. Dogan Hizlan’la Haldun Taner
Uzerine.//Argos, 1988, Nel; S.148; Sener S. Cumhuriyet'in 75. Yilinda Tiirk Tiyatrosu. —Ankara:Tiirkiye Is Bankas1 Kiiltiir
Yayinlari, 1998; Sener S. Insani Gegitlerde Sinayan Sanat: Dram Sanatt. —istanbul:Mitos BOYUT Yay., 2003; Sener S.
Yasamin Kirilma Noktasinda Dram Sanati, 3. Baski. —Ankara:Dost Kitabevi, 2007; Sener S. Cagdas Tiirk Tiyatrosunda
Ahlak, Ekonomi, Kiiltiir Sorunlar1 (1923-1970). — Ankara:Ankara Universitesi Dil ve Tarih-Cografya Fakiiltesi Yaynlar,
1971;Sener S. Cagdas Tiirk Tiyatrosunda Insan. — Ankara: Ankara Universitesi Yaymlar;, 1972; Ozakman T. Oyun ve
Senaryo Yazma Teknigi. — Ankara:Bilgi Yay.,2001; Nutku O. Kesanli Ali Destan1.//Tirk Dili, 1964, Ne8, S.155; Nutku O.
Yasayan Tiyatro. —Istanbul: Cagdas Yaymlari, 1976; Miyasoglu M. Haldun Taner—Ankara:Kiiltiir ve Turizm Bakanhg
Yayinlari, 1988; Koriikgii M. Haldun Taner’in Hikayeleri.// Varlik, 1972, Nisan, Nel1, S.775; Ipsiroglu Z. Haldun Taner ve
Elestirel Diisiince.// Milliyet Sanat, 1986, No54, Agustos; S.149; Ipsiroglu Z. Haldun Taner’in Sanat Anlayist.// Gosteri, 1988,
Ne9, S.11; Yesil K. Haldun Taner: Modern fle Gelenek Arasinda Bir Hikayeci.//Tiirk Edebiyat1 Aylik Fikir ve Sanat Dergisi,
2011, Ne4,S.14-17; igdeler S. Haldun Taner’in Oykﬁlerinde Tipler. Lisans Tezi,.—Ankara: AU DTCF, 1983; Yavuz H. Canlar
Olesi Degil. Milliyet Sanat, 1986, 145, 1 Haziran, S.30-31; Camurdan E. Haldun Taner Oyunlarinda Ol(ma)mak Sorunsalt./
Uluslar Arast Haldun Taner’de Yerellik ve Evrensellik Sempozyumu, — Ankara: Bilgi Yaymevi, 2010; Camurdan E. Haldun
Taner Seyir Defteri. — Ankara: Bilgi Yaynevi, 2006; Yal¢in S.D. Haldun Taner’in Hikayeleri ve Hikayeciligi.— Ankara:Bilgi
Yaymevi, 1995; Uysal I.N. Haldun Taner’in Hikayelerinden Tiirkce Sézliik’e Katkilar.//Adiyaman Universitesi Sosyal
Bilimler Enstitlisti Dergisi, Y1l: 5, 2012, Say1: 8, Ocak, S.113-120; Yuksel A. Haldun Taner Tiyatrosu. — Ankara: Bilgi
Yaymevi, 1996; Adiyaman H. Haldun Taner Hayati, Sanati Ve Eserleri. Doktora Tezi.—Ankara:Ankara Universitesi Sosyal
Bilmler Enstitlisl, 2012; Tekerek N. Popiiler Halk Tiyatrosu Gelenegimizden Cagdas Oyunlarimmza Yansimalar.— Ankara:
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The contribution of Russian and Ukrainian literary critics such as EA Oganova,
LN Starostov and IV Prushkovskaya® is also important in the study of Haldun
Taner's work. In particular, EA Oganova in her dissertation «Tpaguiiuu HapoIHOM
JipaMbl B COBPEMEHHOM Typelkoi qpamaryprumn»® (2006) touched upon the question
of how the features of traditional Turkish theater are reflected in Taner's dramas. In
the scientific pamphlets «Tpagumuu smudeckoro Teatpa bepronapma bpexta B
COBPEMEHHOW TypelKoW apamMaTypruu (Ha IpuMepe Iibechl XaiayHa TaHepa
«ITooma 06 Amu n3 Kemana»’ (2002), «kHoBoe MpoYTeHUE KIACCHKU B APaMaTypTrUn
Xanayna Tanepa» (2007)% he described the features of epic theater in modern
Turkish dramaturgy on the example of Taner's dramas. In the scientific works by
L.N.Starostov «HoBsrit s)xanp B TypernikoMm tearpe (o Teatpe-kabdape X.Tanepa u ero
neece «lllaban, crmacaromuii Batan»)»® and «CoBpeMeHHas Typelkas mbeca»’
(1977) Taner’s cabaret theater features were partially mentioned.

Although a number of studies have been conducted in world literature on the
prose and drama of Haldun Taner, there is still no research on this topic in Uzbek
Oriental Studies. For example, although some aspects of Haldun Taner's work have
been studied by Turkish, English, German, Russian, Ukrainian, and Azerbaijani'!
literary critics, the poetics of the great playwright's dramas have not been studied in
a separate monographic plan.

Relation of the theme of dissertation with the scientific- research works of
higher educational institution, which is the dissertation conducted in. The topic
of the dissertation was carried out in the framework of the research plan of the
Tashkent State University of Oriental Studies on «Modern dramaturgy in the
literature of the East», «Theoretical foundations of literary criticism».

The aim of the research is to scientifically substantiate the poetics of Haldun
Taner's dramas, in particular, the ideological and aesthetic content of his dramas and
the vitality of interpersonal conflict, the multi-tone expression of symbolism, artistic
language and style.

Objectives of the study. Based on the main goal, the research was set the
following scientific tasks:

Kiiltiir Bakanlig1 Yayinlari, 1993; Firidinoglu N. Kesanli Ali Destani./ Uluslar Arasi HaldunTaner’de Yerellik ve Evrensellik
Sempozyumu. — Ankara:Bilgi Yaymevi, 2010.

4 Robson B. The Drum Beats Nightly: The Development of the Turkish Drama as a Vehicle for Social and Political Comment
in the Post-revolutionary Period 1924 to the Present. / Centre for East Asian Cultural Studies, 1976, Ne. 17; Dellal N.A.Die
Darstelung fon Deutschen in den Verdffentlichungen des Tiirkischen Schriftstellers Haldun Taner.//Turkish Studies, Ankara,
Volume 8/8, Summer 2013, P.39-52; Nemkess A. A Comparison between Brecht and Taner. — Chicago: University of
Chicago, 1992.

° TIpymkorckast .B. Hcropust pa3sBuTHs TypeLkoii aBTopckoii apambl (pecryonukanckuil nepuon a0 1980 r.) Kuesckuii
Harmonanensiii Yausepcutet uM. Tapaca [lleBuenko, 2014,

6 Oranosa E.A. Tpajuuuy HapoIHOM JpaMbl B COBPEMEHHOM Typelkoii Jpamarypru. M., UICAA MT'Y, 2006.- 272 c.

" Oranosa E.A. Tpaauiuu snudeckoro Teatpa bepronbna Bpexta B cOBpeMeHHOMN TypelKkoil apamaryprum (Ha TpHMepe
nbeckl XanayHa Tanepa «[losma 06 A u3 Kemmanay) (te3ucer)/ CoopHuK MatepraioB JIOMOHOCOBCKHX YTEHHMH, arpelib,
2002 T, c. 235 - 241.

8 Oranosa E.A.HoBoe npoutenue Kiiaccuku B apamatyprun Xainayna Tanepa. Bornpocs! Tiopkckoit duonoruu, Ne 7, ¢. 250-
268, 2007

® Crapocros JI.H. Hogelii xaHp B TypeikoM Teatpe (o Teatpe-kabape X.Tanepa u ero mbece «l1laban, criacaroumii Batany) //
«Teatpy, Nel0, 1968.

10 Cospemennas Typernkas nmpeca. Cocraurens JI.Crapoctos, M., 1977.

11 Aykac¢ O. Giingdr Dilmen’in Deli Dumrul ve Haldun Taner’in Kesanli Ali Destan1 Adli Oyunlarinda Destan Motifleri.
Ortaq Tiirk Kegmisindon Ortaq Tiirk Gelocayina. «Tiirk Epik Onenssinde Dastan»VI Uluslararast Folklor Konferansi, Bakii,
2010.-S..371-375.
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to study the factors of formation and stages of development of modern Turkish
drama;

to show the role of Haldun Taner's work in the development of modern Turkish
drama;

to study the poetic development of the dramatic genre in the work of Haldun
Taner,

to analyze of the ideological-aesthetic content and vitality of interpersonal
conflict in Haldun Taner's dramas on the example of works considered as the object
of research;

to identify the multifaceted expression and specificity of symbols in playwright
dramas;

features of the language and style of Taner’s dramas, the study of the
playwright’s skill in the use of artistic language;

to reveal the playwright’s skill in creating typical images and expressing the
spiritual world of images in the drama genre.

The object of research is Haldun Taner's «Glnin Adami» («The Man of the
Today», 1957), «Disardakiler» («Outsiders», 1957), «Ve Degirmen DOnerdi» («The
Mill Was Still Spinning», 1958), «Fazilet Eczanesi» ( «Fazilat’s Pharmacy», 1960),
«L0tfen Dokunmayin» («Please Don’t Touch», 1961), «Huzur Cikmazi» («Huzur
Berk Street», 1962), «Kesanli Ali Destan1» («Epopee of Ali of Keshan», 1964) ,
«GoOzlerimi Kaparim Vazifemi Yaparim» («I Close My Eyes, | Do My Duty»,
1964), «Esegin Golgesi» («Shadow of a Donkey», 1965), «Vatan Kurtaran Saban»
(«Shaban who saved the native land», 1967).

Subject of research: The development of modern Turkish drama, in
particular, the study of the poetic features of Haldun Taner's dramas is the subject of
the work.

Research methods. The dissertation uses methods of comparative-historical,
biographical, comparative-typological, linguo-poetic analysis.

Scientific novelty of the research:

The vitality of ideological-aesthetic content in the course of events of the
place, time, state of the scene and the movement of the psyche of the characters in
Haldun Taner's dramas is proven mainly by the examples of cabaret theatre;

It is revealed that Haldun Taner reflected the life of conflicting people of his
time in the plot of his dramas using inter-character conflicts, as well as the intense
internal struggles and conflicts from the point of view of that time were the basis for
his works;

It has been proved that polyphonic expression of symbolism in dramatist's
dramas was an important tool in the artistic discovery of the philosophical essence
of life, the meanings of observations, in illuminating the complex and unique
spiritual world of the hero, and at the same time in interpreting the sometimes
dramatic, sometimes comical aspects of reality in a critical spirit;

It is based on the fact that Haldun Taner followed the standard of using words
in the drama by maintaining simplicity in his works, and by making the characters
speak in the language of his time in a comprehensible manner, however, as a
propagator of European culture, he used extensively French, German and English
words.

32



Practical results of the research. The scientific conclusions of this
dissertation, devoted to the poetics of the dramas of the great representative of
modern Turkish playwright Haldun Taner, enrich our knowledge about the
formation of modern Turkish drama and the creative activity in H. Taner’s dramatic
works. The Uzbek translation of the play «Kesanli Ali Destani» 2 recommended as
an appendix to the dissertation will acquaint Uzbek readers with H. Taner's drama,
as well as allow the current generation of Uzbek playwrights to master and develop
the creative experience of Turkish drama.

The reliability of the results of the study is explained by the new sources of
modern Turkish drama, the involvement of theoretical views of world literature in
the study, the work is based on comparative-historical, biographical, comparative-
typological, linguo-poetic analytical methods, theoretical ideas and conclusions.

Scientific and practical significance of research results. The scientific
significance of the dissertation is determined by the importance of its scientific
conclusions and theoretical generalizations in the conduct of research in the field of
literature, the study of modern Turkish drama, the study of the works of Turkish
playwrights. The practical significance of the study results in conducting research
on modern Turkish drama, writing textbooks, manuals and collections for students
of higher education institutions, «Literature of the country where the language is
studied (Turkish)», «Theoretical issues of specialization», «Poetics of Oriental
literature», «World Literature» and «Modern Turkish Dramaturgy» can be widely
used in reading lectures.

Iplementation of research results. Based on the scientific results of a study of
the poetics of Haldun Taner's dramas:

Factors of formation of modern Turkish dramaturgy, Haldun Taner's
dramaturgy, through the Uzbek translation of his drama «Kesanli Ali Destani», the
stylistic and linguistic conclusions of the work were used to write the chapters
«Turkish Dramaturgy» and «Khaldun Taner Dramaturgy» in the textbook «Turkish
Language» (Part 2). (Order of the Ministry of Higher and Secondary Special
Education of the Republic of Uzbekistan No. 538 of December 25, 2021). As a
result, research materials provided a basis for a more detailed study of current issues
and methods of analysis of modern Turkish literature;

The conclusions about the development and formation of the first period of
modern Turkish drama from Tanzimot to the Republican period were used in
writing chapter 2 of the textbook «Turkish Literature» (part 3), co-authored with P.
Kenjaeva and N. Azizova Order of the Ministry of Higher and Secondary Special
Education of the Republic of Uzbekistan dated December 25, 2021 No 538) During
the application of the scientific result in practice, the processes of the gradual
development of modern Turkish drama were identified;

The latest developments in Turkish drama and the work of the great playwright
Haldun Taner, the peculiarities of his dramatic works, analytical ideas and
theoretical conclusions devoted to the study of his style and artistic skills were used
in the preparation of the scripts for the program «Assalom Uzbekistan» and «ljod
zavqi» in the National Television and Radio Company of Uzbekistan (Reference of

12 Tanep X. Kemannuk Amu goctoru. M. Karomona tapsxkumacu. -Tomkent: TIITY, 2021.
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December 23, 2021 of the SUE «Uzbekistan» TV and Radio Channel of the
National Television and Radio Company of Uzbekistan). The application of
scientific results plays an important role in informing literary critics and Uzbek
readers, in providing the audience with examples of Turkish literature.

Approbation of research results. The results of the study were discussed at
3 international and 2 national scientific conferences.

Publication of research results. A total of 18 scientific papers on the topic of
the dissertation have been published. Of these, 7 articles were published in scientific
journals, 4 of which were published in national and 3 in foreign journals.

The outline of the dissertation. The dissertation consists of an introduction,
three chapters, a conclusion and a list of references, the total volume is 151 pages.

MAIN CONTENT OF THE DISSERTATION

In the introductory part, based on the relevance and necessity of the topic,
the goals and objectives, object and subject of research are identified, its relevance
to the priorities of science and technology development, scientific novelty and
practical significance of the research. There is information on the implementation of
the results, the approbation and the structure of the dissertation.

The first chapter of the dissertation is entitled «The formation of modern
Turkish dramaturgy and the drama genre in the works of Haldun Taner»,
which is divided into two chapters. The first paragraph of the first chapter named
«Problems of the formation of modern Turkish drama», examines the historical
formation, factors and stages of modern Turkish drama.

The emergence of the drama genre in Turkish literature is not limited to
nineteenth-century modern dramas. The emanation of modern drama in Turkish
literature is not accidental, but has its own historical, cultural and typological
factors. Indeed, the development of modern Turkish drama is associated, firstly,
with the traditions of folklore, and secondly, with the experiences of European and
world drama.

In particular, in the Turkish folklore, the art of spectacle is called «Traditional
Turkish Theater». Traditional Turkish theater is studied in two parts:

1. Turkish Rural Traditional Theater.

2. Turkish folk drama.

Widespread rural traditional theater in Anatolia includes performances such as
«kosa» games, daily life scenes, artisan parodies, crop-related games, shepherd
games, animal imitations, games from tales and fairy tales, jokes and wordless
games, and puppet shows.

Also, the performers of Turkish folk drama are called meddah, puppet, clown
or comedian. They bring the events of life to the attention of the audience in a funny
way. Turkish folk drama includes:

1. Juggling.

2. Skiing - Street - Jurjunabozlik.

3. Meddah.

4. Puppetry.

5. Shadow theater - Karagoz.
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6. Orta oyunu.

Until the early twentieth century, traditional Turkish theater met the needs of
various segments of society for education and cultural recreation. Due to political,
social and cultural changes in the society, traditional Turkish drama has been
replaced by modern Turkish drama typical of the West. Western-influenced Turkish
drama is studied in three periods:

1. Dramaturgy of the Tanzimat and Tyrannical period (1839-1908).

2. Dramaturgy of the period of constitutionalism (Constitutional monarchy)
(1908-1923).

3. Dramaturgy of the Republican period (from 1923 to the present) =.

A distinctive feature of the work of the playwrights of the Tanzimat period is
that they paid great attention to the plays from the political and moral point of view
under the influence of the European culture of that period. The main influence of
the staged dramatic works of this period was that they acted as the most powerful
tool in the formation of a sense of freedom in the minds of the people through the
works performed on the stage.

The second factor that had a significant impact on the formation of modern
Turkish drama was world drama, especially Russian, French and German drama.
«The first translations published in 1859 (samples of western poetry, philosophical
dialogue and novels) a year later led to the creation of the first Turkish drama by
Ibrahim Shinasi in accordance with Western traditions. According to Soliha Paker,
in particular, «Babiali Terclime Odas1», «Enclimen-i Danis», «Cemiyet-i {lmiye-i
Osmaniye»**, which were founded during the Tanzimat period, play an important
role in the translation of Western literature into Turkish. Ahmed Vefik Pasha, who
became famous for translating Moliere's works into Turkish, is also known to be a
member of «Encliimen-i Danis».

Also, during the Tanzimot period, along with foreign plays, local once also
began to be staged in the Turkish theater. The first dramatic works were Iskerleg's
three-act work, «Vak’ayi-i Acibe ve Havadis-i Garibe-i Kesifger Ahmet / Pabuggu
Ahmet’in Garip Vak’alar1 ve Sergiizestleri» (Strange Cases and Adventures of
Pabugcu Ahmet), written in the 1800s and the four-act work «Hikaye-i Ibrahim Pasa
ve Ibrahim Giilseni» (The Story of Ibrahim Pasha and Ibrahim Gulshani), written in
1844 by Hayrullah Efendi. Due to the late discovery of both works, Ibrahim
Shinasi's «The Poet's Marriage» is the first dramatic work in Turkish literature.
After 1.Shinasi, Ali Haydar created the poems «Serglizesht-i Perviz» and «ikinci
Ersas».

Until 1940, stage productions remained available as adaptations and
translations. In particular, during this period most of the plays of Maeterlinck,
Moliere, Goldoni, Singen, Sophocles, and Shakespeare were translated. Famous
works of European and American playwrights of the 1970s, including works by
contemporary writers such as J.P. Sartre, Max Frisch, Friedrich Durrenmatt, Arthur
Miller, Jessie Williams, Bertolt Brecht, Edward Albee, Harold Pinter, Eugene
lonesco, have been translated into Turkish. There is also no denying the influence of

13 Find about it: Metin A. Tiirk Tiyatro Tarihi. Cep Universitesi «iletisim» Yayimnlart , 1999.
14 Paker S. Yazinsal Ceviri: Yazin Incelemeleri ve Polisistem Kurami. Adam Sanat, Say1: 14. 1987. — S.58-59.
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German drama on Turkish one written in the mid-20th century. In particular, Bertolt
Brecht's (1898-1956) concept of «Epic Theater», which entered Turkish theater in
1960-1980, marked a turning point in Turkish drama.

The accelerated socio-political life in the country after the 1960s also had an
impact on the theater. The theme of the dramas began to change, and now, in
addition to domestic themes, oppositions to the existing political system and bitter
laughter over the shortcomings of social life had become the main theme of Turkish
drama.

During these years, in the Turkish theater, Aziz Nesin's «Taurus Monster»
(«Toros Canavari»), «Barbarossa’s grandson» («Barbaros Torunu»), Vasif
Ongoren's «How to save Asia?» («Asiye Nasil Kurtulur?»), Nejati Jumali's
«Dangerous Dove» («Tehlikeli Guvercin»), Orkhon Asena's «Girl named Fadik»
(«Fadik Kiz»), Orkhon Kamal's «Camera 72», («72.Kogus»), «Guard Murtaza»
(«Bekci Murtaza»), Sermet Chagan’s «Foot Factory» («Ayak Bacak Fabrikasi»),
Haldun Taner’s «l Close My Eyes, | Do My Duty» («G06zlerimi Kaparim, Vazifemi
Yaparim»), «Epopee of Ali of Keshan»(«Kesanli Ali Destani»), Turon Oflazoglu's
poems «Fool Ibrahim» («Deli Ibrahim») became famous.

The second paragrapf of this chapter is entitled «The Role of the Dramatic
Genre in the Works of Haldun Taner». This paragraph focuses on the poetic
development of the dramas of the playwright Haldun Taner, who made a great
contribution to the development of modern Turkish drama and enriched it with
meaningful dramatic works. In particular, his grandfather, mother, and aunt were
influential in his entry into the world of literature. Later, the period at Galatasaray
Lyceum played an important role in the formation of the writer's worldview. Miser
Dard, a high school French literature teacher, was the first to ignite a spark of
writing in him. He closely acquainted with the works of French writers such as
Honore de Balzac, Prosper Merimee and Gustave Flaubert. H. Taner studied
philosophy and theater at the University of Vienna from 1955 to 1957. Over the
years, the writer has written screenplays for film companies in Yashilchan. During
his two-year stay in Vienna, he was able to watch and get acquainted with more
than 700 performances, during that time his interest in epic theater as well as
classical theater increased. Together with Munir Ozzkul in 1969 he founded «Our
Theater». In 1977, for economic reasons, he ended his career at «Ostrich Cabaret»
and founded the «The Tef Cabaret» Theater. Until his retirement, as a member of
the LHGF at the University of Ankara, he had taught theater studies at the Ankara
Drama Institute in the last week of each month. During 1981-1982s when Haldun
Taner was invited to Berlin, while studying the situation of Turkish workers he
taught theater studies at the university and was a radio presenter on Berlin Radio.

In 1949, the author published a collection of short stories «Yasasin
Demokrasi» and the drama «Ginin Adami» («Man of Today»). It should be noted
that Haldun Taner founded the cabaret theater in Turkey and presented the first
examples of this genre. Commenting on the author as a Bertolt Brecht’s follower,
Zahro Ipsiroglu said: «The most prominent feature of Haldun Taner's work was his
critical thinking, avoiding a one-sided approach to problems, and focusing on the
need for constant self-expression based on Western culture. It was Bertolt Brecht
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who influenced Taner in this regard»®. «Haldun Taner's works have been translated
into Russian, English, German, Czech, Kazakh, Azerbaijani, Georgian and Uzbek.
In 1958, he won the «Best Screenplay» award from the press for his screenplay
«Daglar1 Delen Ferhat» («Ferhat who carved the mountains»), co-authored with
Orhan Kamal. In 1972, he received the Turkish Language Society (TLS) Theater
Award for his play «Sersem Kocanin Kurnaz Karisi» («The Cunning Wife of a
Foolish Husband»). In 1972, he was recognized as the most successful playwright
of the year by the Ankara Art Enthusiasts Association. As a result of our
observation of the playwright’s work in our study, we studied his dramas into two
periods: the first period, 1949-1964, and the one 1964-1985. The first period was a
learning and experimentation for the artist, during which the following works were
created: «GiUnin Adami» («Man of Today», 1949), «Disaridakiler» («Outsiders»,
1957), «Ve Degirmen Donerdi» («The Mill Was Still Spinning», 1958), «Fazilet
Eczanesi» («Fazilat Pharmacy», 1960), «Lltfen Dokunmayimn» («Please Do Not
Touch», 1961), «Huzur Cikmazi» («Huzur Berk Street», 1962).

The second one was the period of maturity of the artist, during which the
following dramatic works were written: «Kesanli Ali Destani» («Epopee of Ali of
Keshan», 1964), «Gozlerimi Kaparim Vazifemi Yaparim» («I Close My Eyes and
Do My Duty», 1964), «Zilli Zarife» («Shrewish Zarifa», 1966), «Sersem Kocanin
Kurnaz Karisi» («The Cunning Wife of the Foolish Husband», 1971), «Esegin
Golgesi» («Shadow of the Donkey», 1965), «Ayisiginda Samata» («Moon noise in
the light» (1977)) and «Vatan Kurtaran Saban» («Shaban who saved the native
land», 1965), «Bu Sehr-i Stanbul Ki» («This is the city of Istanbul», 1968),
«Astronot Niyazi» («Astronaut Niyazi» 1970), «Ha Bu Diyar» («Oh, my
homeland», 1971), «Dun... Bugiin» («Yesterday and today», 1972), «Ask-U Sevda»
(«The Sale of Love», 1973)), «Dev Aynasi» («Giant Mirror», 1973), «Yar Bana Bir
Eglence» («Bride is just for fun for me», 1974), «Haneler» («Households», 1974),
«Ciktik Acgik Alinla» ( «We came out with open foreheads» (1977), «Yalan Dlnya»
(«False World»), «Kapilar» («Doors»), «Marko Pasa» («Marco Pasha», 1985)
which were poems designed for cabaret.

Haldun Taner has written a total of 12 dramas and 12 cabaret plays, all of
which have been staged.

Haldun Taner, who began the first period of his career writing dramatic plays,
continued his career in the second one in the direction of «epic theater», starting
with «Kesanli Ali Destan1» («Epopee of Ali of Keshan», 1964). This led to
censorship, which in turn led to political criticism, and since 1967 Taner had been
writing his plays for the open-air cabaret theater. The writer became one of the most
famous writers of Turkish drama, as he vividly portrayed the real life of his people
in a new style. He introduced a new cabaret style to Turkish drama and left a bright
mark on the history of Turkish drama.

The first paragraph of the second chapter of the study, «ldeological-aesthetic
content, conflict and multicultural expression of symbolism in the dramas of
Haldun Taner» examines «The combination of ideological-aesthetic content and

15 Ipsiroglu Z. Haldun Taner ve Elestirel Diisiince. Milliyet Sanat, 149. Agustos. 1986a. -S.54.
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artistic conflict in drama». The vitality of the ideological and aesthetic content of
the drama is clearly reflected in the place, time, situation on the stage, and the
movement of the psyche of the protagonists in the process of events. In the genre of
drama, no life events are fully described, it shows the most important aspects of
human life, that is, the playwright, depending on the ideological and aesthetic
intentions, expresses a whole event in the play in such a way that the audience
understands the essence of large-scale events.

One of the great creators of modern Turkish playwrights, Haldun Taner, also
demonstrates the vitality of ideological and aesthetic content in his dramas. If we
look at the work of Haldun Taner, he experienced a period of socio-cultural change
in the first half of the twentieth century. The Second World War, its aftermath, the
economic crisis in Turkey, the difficult social situation, the uneducated and
culturally backward people, the threat to the nation’s destiny define the original idea
of Taner’s dramas. It should be noted that the ideas of reform, enlightenment have
always served as an ideological basis for the writer. Haldun Taner brought the
current and important ideas of his time into the literary process. It takes a great deal
of skill on the part of the playwright to show the people of the period on the basis of
various life situations, to reveal their flaws and qualities in a way that fully and
effectively affects the audience. That is why Haldun Taner has directed many
dramas of ideological and aesthetic content in order to improve his skills in the field
of dramaturgy.

In particular, in 1952 he began writing the drama «Disardakiler» (Outsiders)
which is based on the story «Sahib-i Saif-u Kalem», published in 1949, The idea
of the work presents a reality that is given through conflicts between parents in need
of care by their children, placed in nursing homes, young girls getting married for
financial gain, people who are afraid of political and social pressure. In particular,
Haldun Taner in his dramatic works put forward the following issues and ideas:

- The way of life and struggle of the individual in society;

- Satire depiction of good and evil in society;

- Criticism of those who are stuck in the old and new worlds;

- Criticism of people who make a living by «money to burnx;

- To expose the hypocrisy and extortion of the upper and lower classes of
society.

As we can see from the above thoughts and views, the gallery of life and
struggle, good and evil, the old and the new world, the unseen, the upper and lower
classes, has created an artistic conflict. The playwright was able to effectively use
conflict situations and characters in order to ensure the vitality of the ideological
and aesthetic content in his works. It is well known that «Conflict is, first of all,
strongly connected with the problem of the beauty of aesthetics. There are constant
contradictions between beautiful things and events in life. Exposing and
condemning ugly events is one of the means of glorifying beautiful events. The
good qualities of social events are more fully reflected in the conflict»'’.

16 Yiiksel A. Haldun Taner Ttyatrosu. Bilgi Yaymevi, Istanbul. 1986. -S.31-32.
17 Anabuér nasapuscu. |l Tommux. I tom. T., @an, 1978. -5.208-209.
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Indeed, every concept of good and evil in life is more vividly reflected in the
background of contradictions, so that the reality of perfect life is revealed on the
basis of such a view. Contradictions in human nature reflect his true nature, as the
Uzbek playwright A. Avloni noted in his «Turkish Gulistan or Morality», that good
and bad behavior, such as religion on the one hand, and betrayal on the other, play
an important role in human life and destiny. Also, the specific feature of dramatic
conflict, in contrast to the conflict in life, is that it retains its essence and character,
both when expressing the struggle in life as a one-day event and as a life conflict for
many years*é.

In particular, the playwright's play «Ginin Adami» («Man of the Day»)
depicts minor conflicts between different characters of the professor, in particular,
assistant, son, father-in-law, brother-in-law and secretary, all of which serve as the
basis for the main conflict - internal conflict. The playwright skillfully depicts the
conflict between the heroes and the living conditions in which they live through the
tragic fate of the professor who was the main character of «Glnin Adami» («Man
of the Day»).

Haldun Taner, who tried the cabaret theater style in the drama «Kesanli Ali
Destani» («Epopee of Ali of Keshan»), reveals all aspects of the disturbances that
took place in a backward region through various conflicts. The contradictory
notions formed in the work of the character Ali are given in his own words: You
will crush or will be crushed. There is no middle ground between the two.'® «The
character in his speech also tries to reveal two contradictory factors «to be crushed»
- «crushed» on the basis of real-life examples. As the protagonist points out, in the
drama the characters are portrayed in two layers. One class consisted of villagers
who were oppressed, deceived, humiliated, insulted, and persecuted, while the other
class consisted of officials who oppressed, deceived, humiliated, insulted, and
abused the trust of the people. As can be seen in all of Taner's dramas, the main
conflict is between the current system and the citizens of the country, the author's
dissatisfaction with living conditions. This conflict is reflected in the difficult
lifestyle of the common people, the negligence of the state authorities to its
oppression by a group of violent people, the events of unjustly looted people
looking for their savior. The sharp division of the people into two very different
classes, the fierce struggle between the rich (Unoran dynasty) and the poor (Ali and
his supporters) class is manifested through the environment and inter-character
conflict.

The plot of the drama «Esegin Golgesi» («Shadow of the Donkey») is based on
conflict from beginning to end. In the drama, the rivalry between Shaban and
Maston, novices in the hands of wealthy merchants named Obid and Zahid, rises to
the level of courts, state parliaments, political parties, and the entire imaginary
country named Abdalya is divided into two opposing sides. In the drama, Maston
rents a donkey to ride Shaban, they go out together, the two quarrel over the shadow
of the donkey due to the heat of the road, and as a result, Maston tells Shaban that
he rented himself, not the shadow of the donkey, and asks for a coin for the shadow

18 Jmomor B.V3bex apamaryprisicmma Mmaxopar Macanamapu (Xapaktep Ba koH(muKT). Puion. QaH. IOK. aHCC.—
Tomxkent:1968.- 5.323
19 Taner H. Kesanh Ali Destant.-Istanbul: izlem Yaynlari, 1964. -S.29.
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of the donkey. Shaban refuses to pay a penny. The confrontation that started as a
result of this debate will reach the courtroom.

In the dramas of Haldun Taner, he managed to reflect the lives of the
conflicting people of his time through interpersonal conflicts. That is why the plot
of the playwright's plays is based on life conflicts, the main goal of which is the
intense interpersonal struggles and contradictions in life.

The second paragraph of the second chapter is entitled «The Multilingual
Expression and Artistic Interpretation of Symbolism in the Drama of Haldun
Taner».

In Haldun Taner’s dramas, the multifaceted expression of symbolism plays an
Important role in illuminating the complex and unique spiritual world of the
character, while at the same time interpreting the sometimes dramatic, sometimes
comic aspects of reality in a critical spirit. He discovers the philosophical essence of
life, the meaning of observation, artistically through expressions flowing into
symbols.

For example, the place names in Haldun Taner's dramas are Sineklidag in
«Kesanli Ali Destani» («Epopee of Ali of Keshan»), Abdalya in «Esegin Golgesi»
(«Shadow of the Donkey»), in fact, Turkey in ignorance. The author portrays the
tragedy of his country, his people and even his own destiny in the eyes of the viewer
through the mirrors of the suffering, oppression, humiliation, violation of human
rights, bureaucracy and corruption. Hence, both works are based entirely on
symbolism.

The names of most of the characters in the epic «Kesanli Ali Destani» are also
used symbolically, which refers to the character of the hero. Beshwaqt Niazi is a
man who does not hesitate to pray five times a day and is one of Ali's friends. lhyo
Onoran (onaron in Turkish is «correcting») is the head of a large construction
company, a businessman, a nobleman, and he can do anything, even murdering.
Rustam Shakol - in the drama is a naughty, violent, cunning man. Ali's opponent in
the elders' election. Kozim Taka is the leader of a criminal gang who, too, is
running for the elders’ election, illegally obstructing Ali’s election, setting a trap
and falling into the trap he set himself. Buri Sabri is Kozim Taka's partner; Hushtak
Salim is Kozim Taka's servant. Chamur lhsan (translated by Balchik Ihsan) is
Zulayho's uncle, a mafia boss who was killed by Ihyo Onaran. Maniac Ja'far is the
Killer of Chamur Ihsan, a hired assassin. Symbolism can also be seen in the names
of other non-main heroes: David Doltabon, Durdona Doltabon, Kozim Kaltabon,
Komila Kaltabon, Duzisha Duztabon, Shakir Shaglabon, Shahinda Shaglabon,
Kaltabon, Daltabon, Shirakayf Rosih and others.

In the drama «Shadow of the Donkey» («Shadow of the Donkey»), the scene is
called Abdalya by the author. The Turkish word for fool is stupid. Based on this
word, Abdalya can be called a country of idiots. This name, in turn, carries a
symbolic meaning. The arguments of the protagonists of the play are reflected in the
traditional Turkish theater as in the Karakoz and Hajivot arguments. The
playwright's goal is to express the conflicts and catastrophes of the past through
various artistic means and symbolic images, as well as the past life and the legends
created on this basis. The people describe the past, the real life, in a mixture of
humorous events and symbolic images:
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«Gittikce azitri dava

Is inada bindi

ITkiye bolundu Abdalya

Iki taraf birbirine girdi

Bir yanda Golgeciler

Ote yanda Esek¢iler»®°
(The claim became more tension,
Stubbornness did not stop.
Everyone started opposing
By dividing Abdalya into two.
Shadow supporters on one side,
Donkey supporters on another.)

Because the play symbolically portrayed Turkey, after it was first staged,
Haldun Taner and the stage director were summoned to court to demand a
reconsideration of the plot. Although the work was written in 1965, it was published
in 1995, only after the writer’s death. The title of the work, «The Shadow of the
Donkey», is also symbolic. What is a donkey, and what is its shadow? When there
are so many problems to be solved, the authorities, parliaments, courts and parties
turn an insignificant problem into a global problem and turn it into an excuse for
mutual controversy. The drama «Shadow of the Donkey» is a comedy based on the
symbolic content of fairy tales?!, - says A.Yuksel. In this way, A.Yuksel points out
that this drama of Taner was taken as a symbol of the tale of Lukyanus, a traveler
and philosopher who lived in 120-160 AD.

Haldun Taner often uses the word «ostrich» as a metonymy in his dramas. He
even called the first cabaret theater he founded «Ostrich Cabaret». The playwright,
in the name of the ostrich, which puts his head in the sand in the face of any danger
and waits for the danger to pass, reflects people who are not able to sacrifice for,
often, have a conservative character and do not want any change in life, thinking
only of the presence of the soul. Here is an excerpt from the author's own
confession: «Vijdoniy as a Mamnun is like an ostrich with its head in the sand but
not exposed to all dangers, so as not to see the bitter truths...»?? (the characters of
the drama «I close my eyes and do my duty» — my explanaition M.K.).

We can also see examples of symbolic expression in Haldun Taner's work
«Shaban, who saved the native land» («Vatan Kurtaran Saban»), which is the
brightest example of his dramas written for the cabaret. As Taner himself points out,
cabaret theater is a symbolic, embossed theater. But in any symbolic sense, the
original image of truth is revealed. After seeing the drama on the big stage hundreds
of times, it has become a tradition in Turkey to call an incompetent leader «Shaban,
who saved the native land». This can be seen in the speech of the famous Turkish
film and theater actor Metin Akpinar at the symposium dedicated to the 100th
anniversary of Taner in Istanbul on November 26, 2015: «At that time, niether we
nor Taner could predict the future. Then we recognized «Shaban, who saved the
native land». ... May the Creator protect us from the Shaban who saved the native

20 Taner H. Esegin Golgesi.-Ankara: Bilgi Yaymevi, 1995.-S.96.
2L Yiiksel A. Haldun Taner Tiyatrosu.-Ankara: Bilgi Yay., 1986a.-S.93.
22 Y{iksel A. Haldun Taner Tiyatrosu.-Ankara: Bilgi Yay., 1986a. -S.87.
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land?®». The symbolic image of «Shaban» created by Taner in his work has entered
Turkish literature as a new symbol.

In particular, through his symbolic works, Haldun Taner was able to tell great
truths even in times of truth and freedom of thought pursued by censorship, on the
other hand he was able to further enhance the artistic weight of dramas. For this
reason, his dramas have won the love of the audience with their ideological and
artistic strength and relevance, and are still performed on theatrical stages.

The third chapter of the study is entitled «A Study of the Problem of Literary
Language and Style in Haldun Taner’s Drama», the first chapter of which is
devoted to «Guiding Principles of Playwright Skills in the Use of Literary
Language».

At a time when the period of development of modern Turkish drama had just
begun, Haldun Taner paid special attention to the issue of the language of his
dramatic works. In the works of the playwright, every word and phrase showed that
the character of the characters is the main means of ensuring the vitality of the
situation. In particular, the playwright addresses the following ways of using the
word to make the protagonist’s speech more humorous and effective:

1) Word play is one of the most commonly used methods by H. Taner, and this
form of speech can be found in every drama:

H u sh t a k. What do you want?

N uri. Now | will take you under my feet and crush.

H u sh t a k. Calm down, whom are you going to crush, a dough-head?

N u ri. I'll kick you, moldy cabbage!

H u sh t a k (pulls out knife). Dare to come closer and you will taste my knife!

Afatpoliceman. (He whistles his wrist and the knife falls.) Are you
going to hit me?

H u sh t a k. No, uncle, | was carrying an aaaaple to cut ... %

2) In Taner’s plays, we can also come across a lot of irony that makes the
audience laugh:

Al i. Dear compatriots!

Crowd (applause): Excelent!

People of the upper neighborhood: Flatterers, boasters!

A 11 (looking straight at them). Be quiet! (Suddenly everything falls silent.
Softening his voice): My dear compatriots, | was at Friday prayers. So | was a little
late. | kiss elderlies’ hand, little one’s eyes! Gestures to people, showing his hands
and eyes.

N iyo z iy (to voters). Even in prison, he did not stop praying five times a day.
Did the clergy keep Ali in vain? ®

In the drama, Ali is portrayed as an ironic character.

3) The use of slang in tanner dramas further enhances laughter. A beautiful
example of argon is given in the dialogue of Ali and Zulayha:

Al (to Zulayho). What's an aperitif, you idiot?

Zulayho. Whatever! | don't have to say!

23 Akpimar M. Haldun Taner 100 Yasinda, 26-27 Kasim 2015. Pera Miizesi, «Milliyet» Sayz: 6.
24 Mentioned novel — P.50.
25 Mentioned novel — P.62-63.
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A | i. You talked too much, though. Wait, let me speak to you in your
language. (Slaps.)

Zulayho. Goaway! Naughty bear, go away!

Suddenly all four: Oh, Speak!

Al i. Speak your mother tongue!

Z ulay h o (frowns). Wild fruit that fell into the pond! %

4) Controversies in Turkish folklore also made the speeches of Haldun Taner's
heroes more attractive:

SABAN VE MESTAN: Ah Ah!

SABAN: Ben aptalligima agliyyorum.

MESTAN: Ben safligima.

SABAN: Benim g6ziimde boncuk tuter.

MESTAN: Benim de Gilltbahar.

SABAN: Senin kolun kiriksa benim de kanadim.

MESTAN: Yaylamiz yok yurdumuz yok

SABAN: Davarimiz yok kurdumuz yok.?’

(SHABAN AND MASTAN: Oh! Oh!

SHABAN: | am crying for my stupidity!

MASTAN: And | for my modesty!

SHABAN: | see the beads.

MASTAN: And | see Gulbahor.

SHABAN: Your arms are broken, my wings are broken too

MASTAN: We have neither pasture nor country.

SHABAN: We have neither job nor wolf

In Tanner’s works, as in all great artists, the individualization of the speech of
the characters is manifested, first of all, in the choice of lexical words. For example,
in the work «Epopee of Ali of Keshan» Ali, Zulayho, Hushtak, Nuri, Niyazi, who
are representatives of the common people, form words and phrases that are typical
of the style of speech. Madame Olga, a professor of the same work, members of the
Unoran family often use French words, the quiet tone of the language of the upper
classes, and complex constructed sentences. For comparison, here are excerpts from
the heroes' speeches:

Kesanli1Ali: Gulis yaptiniz mi bari?»?®

In this replica, the word «kulis» (behind the scenes) is distorted as «gulis».

N iyazi: Artik porpugandaya kuvvet. 2

In this sentence, the word «propaganda» is misused as «porpugand».

Also, no matter how hard she tries to teach Madame Olga the etiquette of
speech, the girl's rude speech will not change:

... Bir kerem ben size muhatap olamam.*°

The word «Kerem» was used instead of «kere» (times).

26 Mentioned novel — P.124.

27 Taner H. Esegin Golgesi.-Ankara: Bilgi Yaymevi, 1995.-5.97.

28 Taner H. Kesanli Ali Destant.-Istanbul: izlem Yayinlari, 1995.-S.26.
29 Mentioned novel — P.27.

%0 Taner H. Kesanh Ali Destani.-Istanbul: izlem Yayinlari, 1995.-S.77.
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In his works, Haldun Taner uses words from foreign languages in two different
ways:

1) Cites the Turkish reading of words:

Ahmet 'in eski gorlfrendi mi?3!

... risorg.?

2) As in a foreign language:

P. Ismet -What is the matter with you this night?

Sevim -Nothing, I dont know.%

...Bir ¢esit public relation sefi gibidir. 3

Mesela, for example... %

At the same time, Haldun Taner, as a writer who contributed to the
development of the Turkish literary language, also tries to use the original Turkish
words in his works:

Heyvan oglu heyvanlar.®® (An animal's child becomes an animal.)

Konusg allasen. 3" (Speak to the end.)

In the drama «The Cunning Wife of a Foolish Husband» («Sersem Koca's
Kurnaz Karisi»), Dandin also speaks in Kayseri dialect:

Usta konsantre yapor.® (- The master makes his minds up.)

Dandini: Ah! Eyvah! ...tadorum» 3¢ Dandini: Oh! Alas! ... my liver.)

In the drama «Outsiders» («Disardakiler») we can also find some dialectal
words:

- O gazatact zUppesinin hediyesi mi yoksa?» 40 (- Or is it an elevator
journalist's gift?)

Haldun Taner, as a writer with a deep knowledge of the richness of vocabulary,
word formation and grammatical laws inherent in the Turkish literary language,
practically substantiated the perfection of the Turkish language through his dramas.
In particular, in the language of some of the heroes created by Haldun Taner, we
find examples of folk proverbs with different meanings:

Aldin ipek sattin ipek, hani karin a kopek.*

(You bought silk, you sold silk, where is your stomach, you are bastard)

... Sen bir garip cingenesin, vur beline kazmay:.*

(Know your place.)

Asagi tukursem sakal yukar: tukirsem biyigim.*

My tongue will tell the anger of my heart, Or else my heart concealing it will
break.

31 Taner H. Ayisiginda Samata.-Ankara:Bilgi Yaymevi, 1996.-S.23.

32 Mentioned novel — P. 33, 34.

33 Mentioned novel — P.24.

3 Mentioned novel — P.28.

35 Mentioned novel —P. 33.

% Taner H.GozlerimiKaparimVazifemiY aparim.-Istanbul: CemYayinevi, 1979.-S.43.
37 Mentioned novel — P.91.

38 Taner H.Sersem Kocanin Kurnaz Karsi. —Ankara: Bilgi Yayevi, 1971.-S.17.
% Mentioned novel —P.17.

40 Taner H.Disardakiler.-Ankara: Bilgi Yaymevi, 1990.-S.113.

4L Taner H. Sersem Kocamn Kurnaz Karisi.-Ankara: Bilgi Yaymevi, 1971.-S.29.
42 Mentioned novel —P. 36.

3 TanerH. Giiniin Adamu.-Istanbul: Necdet Sander Yaynlari, 1953.-S.18.
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Mestan- (Gozleri parlar) Mihir kimde ise Stileyman odur.*

Mestan: (Her eyes are sparkling.) Who pays the piper calls the tune.

Buzikmirg- Kul stkismayinca Hizir yetismezmis.

(Blzikmdarg: Hizir will not come until disaster strikes the slave.)

Horozu cok olan kéyde sabah erken olurmus.*

(In a village where there are many roosters, the morning comes early)

As mentioned above, not only the language of the playwrights’ characters, but
also the language of their dramas, differs from each other.

The second paragraph of the third chapter is entitled «The Methodological
Specificity of Haldun Taner’s Drama». As mentioned in previous chapters, Taner
Is a big fan and follower of Brecht. Haldun Taner was the first to introduce Brecht's
epic theater to Turkish drama. The writer began to represent it from the second
phase of his work - the dramas of the period of maturity. The drama «Epopee of Ali
of Keshan» is Taner's first epic theater. Like Brecht, he moved away from
traditional «Aristotle» theater and began to apply the principles of «epic theater».
According to the new artistic principle, the main focus was not on the inner world
of man, but on his dependence on the social situation, the style of social
oppression®’.

An important aspect of Brecht's «Epic Theater» is that it is based on the
intellect of the audience, not on their feelings. While the royal works of the Drama
Theater have made the audience a participant in these events by «convincing them»
of the events of the stage, the epic theatrical works are based on distance,
comparison and analysis of views. Like Brecht, Taner follows the rule of
«retreating» from the event in his dramas and looking at it with a new eye. This was
marked by the uniqueness of Taner’s dramaturgy, the need to encourage the
audience to think, analyze, and judge. It began with Taner's «Epopee of Ali of
Keshan» and continued with the most staged dramas of Turkish theater to date, such
as «The Cunning Wife of a Foolish Man», «The Shadow of a Donkey», «Shrewish
Zarife», «I Close My Eyes and Do My Duty». The epic period is a turning point not
only for the writer himself, but also for our theater», said literary critic Yavuz
Pekman.*®

The drama «Pharmacy of Fazilat», written in 1960, also features epic drama.
Created in a local atmosphere, as in the traditional Karagoz Theater, the play
reflects a decade of events over a three-day period. One of the hallmarks of epic
theater is Taner’s ability to judge the audience by portraying the unrelated story of
27 characters by moving from event to scene, and the narration of events by the
narrator in the play.

The 1961 drama «Please, don't touch» also incorporated a number of Brecht
theatrical elements. First, the «theater within theater» technique used in drama is
unique to the Brecht’s theater. He is irrigated with the concept of Brecht style, «the

% Taner H. Esegin Golgesi.-Ankara: Bilgi Yaymevi, 1995. -S.24.

#> Mentioned novel — P. 63.

%6 Taner H. Kesanh Ali Destan1.-Istanbul:izlem Yayimnlar1, 1995.-S.12.

47 Xopwxwuii Teatp Tapuxu. Mkxkunun kuto6. XIX —XX acpiap Ospyno mamnakatiapu Ba AKII teatpu tapuxu. (Kaiita
unuiosur Ba tapkuMoH C.Typcyu6oes).-TomkeHT: AGy anu noH CuHO HOMumarn THOOMET HampuéTn, 1999.-b.162.

8 Pekman Y. CagdasTiirk Tiyatrosunda Geleneksellik. Doktora Tezi. istanbul Universitesi Edebiyat Fakiiltesi Tiyatro
Elestirmenligi ve Dramaturji Bolimii, 2001. -S.17.
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performance should not be hidden from the audience that it is a performance».
Second, the play's reference to historical events, that is, real events in Ottoman
history, is also one of the features of epic theater. Also, as Taner uses the Brecht
style in his dramas, he himself reacts to it as follows: Epic Theater neither began
with Brecht nor ended with it. It has manifested itself in various forms throughout
history. Brecht systematized them using theatrical «retreats» from the Far East,
Greece, the Middle Ages, and Elizabeth. Writers who see Brecht Theater as the only
and integral means of the idea they want to portray do not have to fix on it. Instead,
they need to address their environment, their origins, and their thinking, and find
new epic ways®.

The playwright not only used the Brecht epic theatrical style itself, but also
instilled a national, traditional spirit in his works. Through the pieces of work
presented in the above chapters, we have witnessed that each of Taner’s dramas
incorporates elements of traditional Turkish folk theater, in particular, the Orta
oyuni, the Karagoz Theater, and Maddah games. In Tanner's dramas, there are epic
theatrical techniques, such as the participation of music, the singing of choruses and
individual characters, the narrator's storytelling, projector actions, engaging the
audience on stage, the heroes' free access to the audience, the technical staff during
theatrical performances, and posters before almost every scene. Cases such as
commenting on events through records have been perfectly applied.

While introducing the traditions of Brecht style, especially Cabaret Theater, to
Turkish drama, his goal was not to imitate the culture of Europe or any other nation,
but to apply modern advanced methods of drama in the development of the Turkish
national theater. As Taner traverses his creative path, each of his works reflects his
great love and devotion to his nation, his homeland.

GENERAL CONCLUSIONS

1. In modern Turkish literature, the process of emergence, formation and stages
of development of dramatic works are manifested in a unique way. Until the
Tanzimat period, theatrical samples were almost non-existent in the works of
Turkish writers. However, in the oral tradition of the Turkish people, there were
such types of performances as «Village performances», «Puppets», «Karagoz»,
«Orta oyuni», «Maddah», which at a glance resembled a theater and could meet the
needs of society for theater. Accordingly, the first factor in the formation of modern
Turkish drama is the tradition of Turkish folklore, in which the influence of oral
drama is significant.

2. The second factor that has had a significant impact on the formation of
modern Turkish drama is world drama, especially Russian, French and German
drama. In particular, Bertolt Brecht's (1898-1956) concept of «epic theater», which
entered Turkish theater in 1960-1980, marked a turning point in Turkish drama.

3. From the second half of the 19th century, European drama began to
influence Turkish literature. From this period, dramatic works of Western literature
were translated into Turkish and staged. This period is the period of Tanzimat in

49 Taner H. Kesanli Ali Destani.-Ankara:Bilgi Yaymevi, 1995. -S.158.
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Turkish literature, and a number of Turkish writers also interpret this period as the
«Age of Westernization» («Batilasma Hareketi»),

4. Bertolt Brecht's tradition of introducing the concept of «Epic Theater» based
on political criticism into drama was introduced to Turkish drama in the middle of
the twentieth century, first by Vasif Ongoren, then by Haldun Taner, and reached its
peak in Turkish drama.

5. Haldun Taner, who started the first period of his career by writing dramatic
poems, in the second period, began to create in the direction of «epic theater»,
starting from the «Epopee of Ali of Keshan» This led to censorship, which in turn
led to political criticism, and since 1967 Taner had been writing his plays for the
open-air cabaret theater. The writer became one of the most famous playwrights in
Turkish drama, as he vividly portrayed the real life of his people in a new style. He
introduced a new cabaret theater style to Turkish drama.

6. World War II, its aftermath, the economic crisis in Turkey, the difficult
social situation, the uneducated and culturally backward people, the threat to the
fate of the nation define the original idea of Taner’s dramas. It should be noted that
the ideas of reform, enlightenment have always served as an ideological basis for
the writer.

7. In Haldun Taner’s dramas, «ideological content is closely related to the
scope of vital content». In his plays, the playwright captures the national values,
customs and traditions of the Turkish people, the important events of his time, the
actions of some government officials, the lives of various professionals and brings
to life bright and realistic scenes without exaggerating the meaning of life.

8. The galleries of life and struggle, good and evil, the old and the new world,
the unseen, the upper and lower classes, in the dramas have spontaneously created
inter-character conflict. The playwright was able to effectively use conflict
situations and characters in order to ensure the vitality of the ideological and
aesthetic content in his works.

9. In most dramas, Haldun Taner has managed to portray the lives of
conflicting people of his time through interpersonal conflicts. That is why the plot
of the playwright's plays is based on the conflicts of life, the struggles and
contradictions of life. Examples of such conflicts can be seen in the works of the
playwright, such as «Man of the Day», «The Shadow of a Donkey», «Epopee of Ali
of Keshan».

10. The multifaceted expression of symbolism in Haldun Taner’s dramas plays
an important role in illuminating the complex and unique spiritual world of the
protagonist, while at the same time interpreting the sometimes dramatic, sometimes
comic aspects of reality in a critical spirit. He discovers the philosophical essence of
life, the meaning of observation, artistically through expressions flowing into
symbols.

11. Haldun Taner At a time when social life, art and literature are developing
in Europe, he sought to contribute to the development of Turkish literature, which is
experiencing a difficult social situation. He tried to change the worldview of the
common people by writing exemplary dramas and showing them to the public in
order to raise the consciousness of the illiterate population, which constitutes the
majority.
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12. Haldun Taner, through his symbolic works, was able to tell great truths
even in the period when truth and free thought were persecuted by censorship, while
on the other hand he was able to further enhance the artistic value of dramas.

13. The language of the drama «Epopee of Ali of Keshan» is close to the
vernacular, lively, simple. The predominance of lyrical-artistic spirit was observed
in his work «Humor», «The mill was still spinning».

14. Taner follows the norm of using words in drama, keeping the simplicity in
his poems and telling the protagonists in a way that is close to the language of his
time and understandable. As a promoter of European culture, he also makes
extensive use of French, German, and English words in his dramas. At the same
time, dialectics also play an important role in the artistic language of their dramas.

15. Not only the language of the playwrights’ characters but also the language
of their dramas differs from each other. In particular, the language of his most
popular drama, Epopee of Ali of Keshan, is radically different from the language of
other dramas. For example, the characters in «Epopee of Ali of Keshan» and
«Shadow of the Donkey» lived in almost the same period. But despite their
differences in wealth and social level, their culture and level of knowledge are
almost the same. That is why in their language folk phrases, folk sentences, folk
proverbs stand out.
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BBEJIEHUE (aBTopedepara auccepranuu aokropa ¢puiocoduu (PhD) mo
(pU10J10rNYeCKMM HAyKaM)

Hean uccienoBanus - Hay4HO 00OOCHOBATh MOATUKY JipaM XanayHa Tanepa, B
YaCTHOCTH, HUJEHHO-3CTETUYECKOE COJACp)KaHWe €ero JApaM U KU3HEHHOCTb
MEXJIMYHOCTHOTO  KOH(MJIWKTa, MHOTOTOHAJIBHOCTh  BBIPAXKEHUS  CHMBOJIUKH,
XYJI0’)KECTBEHHOTO SI3bIKA U CTHUJIS.

O0bexkTOM HcciieoBaHusl ObUTM BbIOpaHBI JpaMbl XainayHa Tanepa «GUnUn
Adami» («[epoit mus», 1957), «Disardakiler» («JIromm w3 BHe», 1957), «Ve
Degirmen Donerdi» («A menpauIa Bc€ Beprercs», 1958), «Fazilet Eczanesi» («Ilo
Beduepam B anteke», 1960), «Litfen Dokunmayin» («IIpocbba, He Tporate», 1961),
«Huzur Cikmazi» («Tymuk Xy3yp», 1962), «Kesanli Ali Destan1» («Cara 06 Amu u3
Kemana», 1964), «Gozlerimi Kaparim Vazifemi Yaparim» («['nma3a s 3akpsiBaro u
noiar cBod BeImoyHsOo», 1964), «Esegin Golgesi» («Tenb ocma», 1965), «Vatan
Kurtaran Saban» («Illa0aH, cacaromuii Batau», 1967) .

Hayunasi HOBH3HA MCC/IeI0BAHUSA 3aKII0YAETCS B CIEYIOIIEM:

B qpamax XanayHa TaHepa Ha OCHOBE HAYYHOI'O aHaJW3a JOKa3aHa FapMOHUS U
KU3HEHHOCTh MIEHHO-3CTETUUECKOIO COJEPKaHUs JTI0Ka3bIBAETCs IIIaBHBIM 00pa3oM
Ha IIpuMepax TeaTpa kabape;

MEXJIMYHOCTHBIE KOH(MDIIUKTHI JII0JIeH ¢ pa3HbIMU B3IJIAJIaMU TOTO BPEMEHHU U UX
IPOTUBOCTOSIHUE JAPYT JAPYTY JIETJIM B OCHOBY CIOKETOB Jpam XaiigyHa TaHepa, a
TaK)K€ HaIlpsOKEHHAsh BHYTPEHHsT O0pbO0a M KOH(MIMKTBI C TOYKM 3pPEHUS €ro
COBPEMEHHUKOB SIBUJIICh OCHOBOM IS €r0 PaOOTHI;

J0Ka3aHO, YTO TMONM(OHMYECKOE BBIPAKEHHE CHMBOJIM3Ma B Jpamax
ApaMatypra SBHJIOCh BaXXHBIM  CpPEICTBOM  XYIOXXECTBEHHOTO  PACKPBITHS
¢dbusiocodckoil CyIHOCTH KM3HU, CMbICTIa HAOMIOJACHUMN, B OCBEIICHUU CJIOKHOTO U
HEMOBTOPUMOT'O TyXOBHOTO MHpPA T€POEB, U B TO K€ BPEMsI B MHTEPIIPETALMN HHOTA
JApaMaTU4YeCKUX, UHOTIa KOMUUYECKUX aCHEKTOB JNEHCTBUTEIBHOCTH B KPUTUYECKOM
AYXe;

o0ocHOBaHO, yTo XanayH TaHep ciefoBaj CTaHAApTy HCIOJIb30BAHUS CJIOB B
ApamMe, COXpaHssl MPOCTOTY s3bIKa B CBOMX IPOU3BEJICHUSX, 3aCTaBIIsAsA MIEPCOHAKEM
TOBOPUTH Ha SI3bIKE CBOETO BPEMEHU B MOHITHOM MaHepe, a TakkKe, KaK aruTaTtop
€BPOIEHCKON  KYJIbTYphl, IIHPOKO HCHOJB30Baj (paHIly3KHe, HEMELUKHEe U
AHTJIMKACKHE CJIOBA.

BHenpenue pe3yjbTaToB HcceaoBaHusa. Hayunsie pe3ynpTaThl, MOTyYCHHBIE
NpH U3YYCHHUH MMOATUKH IpamMM XanayHa Tanepa ObUTH MCTIOIB30BaHbI M BHEIPCHBI:

[lpu wamucanmm yueOHWKa «Typenkuii s3pik» (wacte 2). (Ilpuka3s
MuHHCTepCTBa BBICIIETO M CPEIHEro CHenualbHOro o0pa3zoBaHus PecmyOmmku
V36ekucran Ne 538 ot 25 nekabpst 2021 roma), ObUT KCMOJIB30BaH TEPEBOJ €O
apambl «Cara o0 Amm u3 Kemana» Ha y30ekckuil s3bIk (rmaBa «Typenkas
apamaryprusi» u  1iaBa  «Jlpamaryprus XanngyHa Tanepa».  Marepuansl
WCCJIEIOBaHMsSI MOCIY>KHJIM OCHOBOW i O0Jiee JeTalbHOTO HM3YYEHMs aKTyalbHbIX
BOIPOCOB ¥ METOJIOB aHaJIN3a COBPEMEHHOW TYPELIKOW JINTEPATYPHI;

BbIBO/IBI O Pa3BUTHH U CTAHOBJIEHUH MEPBOTO MEPUO/Ia COBPEMEHHOM TypeLKOM
apaMatypruu oT TaH3umaTa 10 pecrmyOJMKaHCKOTO MepuoAa ObUIM MCHOJB30BaHBI
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IIPH HAIMCAHWU TJIaBbl 2 yuyeOHuKa « Typerkas TuTeparypa» (4acTh 3) B COABTOPCTBE
c Il. KenmxaeBori u H. AsuzoBoit (IIlpuka3 MuHHCTEpCTBa BBICHIETO M CPEIHETO
cnenuaibHoro obpa3oBanus PecnyOnuku VY30ekuctan Ne 538 ot 25 pexalps
2021 roma). B xojme mpakTHYECKOTO0 MPUMEHEHHS HAyYHOTO pe3yjbTaTra ObUIH
BBISIBJICHBI TIPOIIECCHI TIOATAITHOTO Pa3BUTHSI COBPEMEHHOM TypeIKO IpaMaTypTuu;

AHanUTHYECKHE WJIEW W TEOPETUYECKHE BBIBOJBI, IOCBSIICHHBIE H3yYCHUIO
HOBEWIIMX TEHACHIIMA B TYPEIKOM JIpaMaTyprdd ¥ TBOPYECTBA BEJIMKOTO
npamatypra XaimgyHa TaHepa, 0COOCHHOCTEH €ro apamMaTHYeCKHX IPOU3BEIACHUM,
€ro CTWJIS M XYJO0’KECTBEHHOTO MacTepCTBAa ObUIM HCIIOJIB30BAaHBI MPH TOJATOTOBKE
crieHapueB mporpamm «Assalom, O°zbekiston!» («3apaBcTByi, Y30ekucran!») u
«Mxon 3aBku» («Hacnmaxnmenwe  tBopuecTtBoM») I'VII  Tenmepaguokanaia
«O‘zbekiston» HamuonanpHOW TenepamuokoMmannu Y30ekuctana (CopaBka
I'VII Tenepannokanana «QO‘zbekiston» HamnumonansHO# TelepaiuOKOMIAHUU
V36ekucrana Ne 01-13-17-41 ot 23 ngexabps 2021 roma V30ekucraHa
HanuonansHoro TteneBuaeHuss u Paanokommanwust). Vcnonb3oBaHMe Hay4dHBIX
pe3ybTaTOB HMMEET OOJIbIIOE 3HAYCHHE [JIsi TpeloCcTaBiIeHUs HHGOpMAIUH
JUTEpATypoBeaM U Y30€KCKUM 4YHUTaTeNsIM, a Takke JJid TNpelOCTaBICHUS
ayJIMTOPUH BO3MOKHOCTH O3HAKOMHUTHCS C 00pa3aMu TypELKOW JTUTEPATYPHI.

Ctpykrypa M 00beM auccepraunmm. [luccepramusi COCTOUT W3 BBEACHUS,
3-X TJaB, 3aKJIIOYEHUSA M CHHCKa JuTeparypbl. OOmmii o0beM paboOThl COCTABISIET
151 crpanuny.
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