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Kadn, tarih boyunca toplumsal yapinin en onemli unsurlarindan biridir. Bu yéniiyle toplumu sekillendiren en onemli yapi tasidur:
Kadin ve toplum karsilikli etkilesim i¢indedirler. Bu etkilesim de toplum igindeki kadin tiplerini meydana getirmektedir. Ortaya
¢tkan bu kadin tipleri edebiyatin bir¢ok tiiriinde goriiliir. Bu tiirlerden biri de hikdayedir. Hikdyelerdeki kadin tipleri, yasadik-
lart bolgelere ve bulunduklar: toplumlara gore kadina atfedilen sorumluluklar yéoniinden bir¢ok farklilik gostermektedir. Bazi
toplumlarda kadin, sadece anne veya es olarak deger kazanirken bazi toplumlarda ise bu sifatlarin disinda yalnizca birey olma
yoniinden bir degere sahiptir. Bu toplumlardaki kadina yiiklenen anne ve es olma gorevi, bir¢ok sorumlulugu da beraberinde
getirmektedir. Bu sorumluluklar tiim toplumlarda ayniyken bunun kadimin yasamina yansimasi ise ¢esitlilik gostermektedir. Bu
cesitliliklerin meydana gelmesinde ise yasanilan toplumun sosyokiiltiirel yonleri etkilidir. Bu sorumluluklar ve beraberinde gelen
yasamlarindaki farkhilik, toplumlarin sosyolojik yapisiyla birlikte farkli kadin tiplerinin olusmasina yol agmaktadwr. Olusan bu
tiplerin yardimiyla kadinlarin yasadigi toplumla alakali bir¢ok bilgi elde edilebilir ve bunun yasama yansimalart goriilebilir.
Toplumlara gore farklilik gosteren bu kadin tiplerinin yagamini yansitmada hikdyeler dikkate degerdir. Bu ¢alismada Iran’da ya-
savan Giiney Azerbaycan hikdyelerindeki kadn tipleri incelenecektir. Iran’daki kadinlarin sinifsal durumu ve kadinlara taninan
haklar, Giiney Azerbaycanli kadinlart da etkilemektedir. Bu durum Giiney Azerbaycanl kadinlarin milli benlikleri ve yasadiklar
toplumun kurallart ile birgok farkli tipin meydana gelmesine zemin hazirlanistir: Rukive Kebiri'de Iran’da yasayan Giiney Azer-
baycanli bir kadindir ve bu konu dikkatini ¢ekmis, eserlerinde iginde bulundugu bu durumu yansitmak istemistir. Calisamada bu

konulara dikkat ¢eken Rukiye Kebiri nin 16 hikdyeden olusan ‘I¢imdeki Kiz’ adl kitabindaki kadun tipleri incelenecektir.

Anahtar Kelime: Iran Tiirkleri, Giiney Azerbaycan, Tipoloji, Kadin, Rukiye Kebiri

Abstract

Women have been one of the most important elements of the social structure throughout history. In this aspect, it is the most
important building block that shapes society. Women and society are in mutual interaction. This interaction also creates the
types of women in society. These emerging types of women are seen in many genres of literature. One of these types is the
story. The types of women in the stories show many differences in terms of the responsibilities attributed to women according
to the regions they live in and the societies they are in. In some societies, a woman gains value only as a mother or a wife,
while in some societies she has a value only in terms of being an individual, apart from these adjectives. The duty of being a
mother and wife imposed on women in these societies also brings with it many responsibilities. While these responsibilities are
the same in all societies, the reflection of this on women's lives varies. In the formation of these diversities, the socio-cultural
aspects of the experienced society are effective. These responsibilities and the accompanying differences in their lives, togeth-
er with the sociological structure of societies, lead to the formation of different types of women. With the help of these types
formed, a lot of information about the society in which women live can be obtained and its reflections on life can be seen. The
stories are remarkable in reflecting the life of these types of women, who differ according to societies. In this study, the types
of women in the stories of South Azerbaijan living in Iran will be examined. The class status of women in Iran and the rights
granted to women also affect women from South Azerbaijan. This situation has prepared the ground for the formation of many
different types of South Azerbaijani women with their national selves and the rules of the society in which they live. Rukiye
Kebiri is a South Azerbaijani woman living in Iran, and this issue attracted her attention, she wanted to reflect this situation
she was in in her works. In the study, the types of women in Rukiye Kebiri's book ‘The Girl in Me’, consisting of 16 stories that

draw attention to these issues, will be examined.

Keywords: Iranian Turks, Southern Azerbaijan, Typology, Woman, Rukiye Kebiri
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Giris

Kadm, giincel TDK sozliigiinde “Eriskin disi insan; hatun, hatun kisi, bayan, kari, nisa, zen” (TDK, 2023)
anlamindadir. Toplumun en 6nemli yapi taglarindan biri kadindir. Birgok toplumda kadin ¢ok 6nemli bir yere sahiptir.
Bu topluluklardan biri de Tirklerdir. Tiirkler, tarih boyunca kadini el iistiinde tutmus, degerli bir hazine olarak
gérmiis ve kiymet vermislerdir. Tirklerde kadin, sosyal hayatin temelini olusturur ve kiiltiirel yap1 icinde 6nemli
bir unsurdur. Ancak kadina bununla birlikte bir¢ok sorumluluk da verilmistir. Bu sorumluluklar kimi zaman kadinin
birey olma yoniiniin 6niine ge¢cmistir. Kadina yiiklenen anne, es, abla gibi roller bu sorumluluklarin baslicalaridir.
Kadinlar bu sorumluluklart cogu zaman kendileri isteyerek iistlenirken kimi zaman ise bu sorumluluklar kadinlara
dayatilmistir. Bu da kadinin toplumdaki yerinin sadece bu roller ile kisitl kalmasina sebep olmustur.

Kiiltiirel unsurlar kadinin toplum igindeki sorumluluklarini nitelerken yasalar ise kadinlarin kanun 6niindeki
haklarini nitelemektedir. Kadinlara verilen haklara bakildiginda ge¢misten giinlimiize bu haklar degismis, kadinlari
koruyucu ve erkekler ile esit olmalarini saglayan degisiklikler yapilmistir. Ancak kadinlara giinlimiizde bir¢ok hak
verilse de hala bazi toplumlarda kadin ikinci sinif vatandas konumundadir. Bu toplumlardan biri de Iran’dir. iran’da
da var olan bu durum orada yasayan ve azinlik durumda olan Gliney Azerbaycan halkini ve diger Tiirk halklarin
da etkilemektedir (Giizelce, 2006, s. 9). Islamiyet’in kabuliinden sonra kadinlara yiiklenen sorumluluklar haliyle
degisiklik gdstermistir. Ancak Arap ve Iran kiiltiirlerinin etkisiyle bu degisiklikler farkli yorumlanmis ve kadimin
toplumdaki yerini Islamiyet degil kiiltiirel etkenler belirlemistir (Giizelce, 2006, s. 9). Iran’da kadinlarin zaten
kisitlt olan haklar1 Islamiyet’in kabuliiniin kiiltiirel etkenler aracilig1 ile yorumlanmasi ve ardindan gergeklesen
Iran islam Devrimiyle birlikte daha da kisitlanmustir.

fran Islam Devrimi sonrasinda kadimlarm birey olma y&nii bastirilmis, bunun yerine kadinlara yalnizca annelik
sorumlulugu verilmistir. Bu da kadinin toplum iginde tek basina birey olma yonii arka plana atilmasma ve
annelik gorevinin 6n plana konulmasina yol agmistir. Yani bu devrimle kadinin toplumdaki yerini annelikle
sinirlandirmislardir. Ancak bu devrimde kadinlarin birey olarak biiyiik bir etkisi oldugunu da sdylemek yanlig
olmaz (Cakir, 2022, s. 67).

Devrim sonrasi 26 Subat 1979’da Aileyi Koruma Yasasi yiriirliikkten kaldirilmistir. Bununla birlikte kadinlara
verilen bir¢ok hak da bu yasayla birlikte geri alinmistir. Bu yasanin kaldirilmasiyla birlikte kizlarin evlenme yast
13’e diisiiriilmiistiir. Ancak verilen tepkiler sonrasinda geri 16’ya ¢ikarilmistir. Bunun yaninda bosandiktan sonra
esit olarak pay edilen miras hakki kadindan alinmistir. Biitiin kadinlara is yerlerinde hicap takma zorunlulugu
ile birlikte ¢ok esli sistem getirilmistir. Bu ve bunun gibi kadinlarin hayatini kisitlayict yasalar kabul edilerek,
erkek egemen bir toplum diizeni olusturulmustur (Cakir, 2022, s. 67). Giiniimiizde de Iran’da kadinlar, ikinci sinif
vatandas olarak goriilmektedir. Hatta ortiinme aliskanligi olmayan kadinlar is yerlerinde ortiinmek zorundadirlar,
ortiinmezlerse islerine son verilmekte ve hatta iilkeyi terk etmek zorunda birakildiklar1 bilinmektedir. (Cakar,
2022, s. 72) iran’da kadinlar bu ve bunun gibi bir¢ok zorluklara maruz kalmislar ve hala da kalmaktadirlar. Bu
zorluklara sadece Iran halki degil iran’da yasayan Giiney Azerbaycan halki da maruz kalmaktadir. Elbette bunlarimn
yansimalarini edebi eserlerde de gérmek miimkiindiir. Bu konularin edebiyatta yer almasinda 6nemli bir rolii olan
kadm yazarlar, Iran’daki erkek egemen toplum yapisindan dolay1 geri planda kalmislardr.

Bu yasadiklar1 zorluklardan dolayr duygularimi ifade ederken siirekli erkek edasiyla seslerini duyurmaya
caligmislar hatta eserlerinin toplumda benimsenmesi ve yayimlanmasi i¢in kadin olduklarini gizleyip erkek adlar
kullanmislardir (Giin, 2024, s. 215).

Biitiin bu engellere ragmen iran edebiyatinin mithim bir kismni olusturan kadin yazarlar, bu edebiyatin gelismesini
saglamakla birlikte modern dénemde Tiirk kiiltiir ve tarihinin eserlerde yasatilmasina da katki saglamistir. Bunlarin
yani sira toplumsal kurallar1 kapali bir sekilde elestirmislerdir. Bundan dolay1 kadin yazarlarin eserlerinde dile
getirdikleri konular 6nem kazanmistir. Bu vesileyle kadin yazarlarin hem bireysel hem de toplumsal konularm dile
getirilmesinde ne kadar 6nemli olduklar1 ve bunlarin ciddiye alinmasi gerektigi anlasilmistir (Giin, 2024, s. 216).

“Iran’da Azerbaycan edebiyatmin gelismeye baslamasimin bazi sebepleri vardir. Pehlevi Hiikiimeti Dénemi’nde
tek dil tek millet ideolojisiyle Fars olmayan milletlerin bir siire ana diliyle yazi yazmasi yasaklanir. Sehriyar’in
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“Haydar Babaya Selam” ve Bulut Karacorlu’nun (Sehend) “Sazimin Sozi” gibi eserleri bu yasak donemde
ses getirir. Son dénemlere dogru geng topluluklar iran Anayasasi’nda yer alan haklara dayanarak ana dillerini
Ogrenmeyi talep eder. Bunun disinda kitle iletisim araclariin gelismesi, toplumsal taleplerin hizla yayilmasi ve
genglerin Tirk dilli komsu iilkelerde egitim almasi vb. sebepler bu edebiyatin gelismesinde etkili olur. Azerbaycan
Tiirkgesiyle kaleme alinan roman ve hikayelerdeki artis, Iran’da Azerbaycan Tiirkgesinin yavas yavas standart bir
hale geldigini gosterir” (Basar, 2020, s. 29).

Iran edebiyatina katki saglayan Giiney Azerbaycanl Tiirk yazarlardan birisi de Rukiye Kebiri’dir. Rukiye Kebiri’nin
‘Icimdeki K1z’ adl1 eseri kadinlarin toplumsal ve bireysel anlamda bulunduklar1 i¢sel durumu anlatmaktadr.

1. Yazar Hakkinda

Iran’m Hoy sehrinde diinyaya gelen Rukiye Kebiri (d. 1963), edebi eserlerini Azerbaycan Tiirkgesiyle kaleme
almistir. Kebiri, iran’da Tiirkge hikdye yayimlayan ilk kadin yazardir. Kebiri, “Kasket” adli Farsca bir hikayeyle
yazim hayatina baslamistir. Devam eden birkac y1l i¢inde “Romantik Bir Gece” adli hikayesiyle ana dilinde eserler
verir. Ayn1 zamanda iran Yazarlar Birligi {iyesi olan Kebiri’nin “Bu Kap1 Hi¢ A¢ilmayacak, Evim, Online Yazilar,
Indim Cesme Basina, Sagaktan Sacilmis Ejderha, Diinya’dan Nasir Cikmis Arkadas, Yerden Uca Toprak, Agora’da
Yakin Beni” adli eserleri roman, hikdye ve gezi kitaplarindan bazilaridir. Yazar, eserlerinde toplumsal konulara
gercekei bir bakis agisiyla yer verir. Toplumsal cinsiyet ayrimciligina karsi olan Kebiri, eserlerinde giiglii kadin
karakterlere siklikla yer vermesini sdyle agiklar: kadinlar da erkekler gibi tarim toplumundan 6nceki savasgi ruhu
tasir ve zorluklarin ustesinden gelebilecek giiclii bir yapiya sahiptir. Bu nedenle gii¢lii kadin karakterin sayisi
coktur. Yazarm ilgi duydugu konular: Iran’da tarih boyunca siire gelen toplumsal meseleler, go¢, ayrimeilik, kadin,
insan varligi, insan haklar1 ve insanin kendi igindeki celigkisidir (Kaya, 2023, s. 10-11).

Kebiri’nin, “Kuslar Artitk Korkmuyor” adli romanmin Farsga gevirisi Mihrigan1 Edebiyat Odiilii; “Igimdeki
Kiz’da yer alan “Mavayil” adli hikdye Azerbaycan’da birincilik o6diili alir. “Giivercin Kizlar” adli hikayesiyle
Kaggarli Mahmut Hikaye Yarigsmasi’nda tUgiinciiliik; “Pasibanhayi Batnem” (Karnimin Bekgileri) adli hikayesi
Senaryolastirmak Uzere Kaleme Alman Hikdyeler Yarismasi’nda ikincilik odiiliine layik goriiliir. “Agurada
Yandirin Meni” adli hikayesi ise Kasgarli Mahmut Hikaye Yarismasi’nda iigiinciiliik 6diilii alir. igimdeki Kiz’da
bulunan “Kar Yagiyor” adli hikaye kisa film olarak cekilir. Ad1 gegen eserlerin ulusal ve uluslararasi diizeyde 6diil
almasi, yazari basarisim1 gostermektedir (Kaya, 2023, s. 10-11).

Rukiye Kebiri’nin ‘Igimdeki Kiz’ adli eserinde on alt1 kisa hikaye yer alir. HikAyelerde kadin karakterler kimi
zaman Oliimciil hastaliklarin karsisinda psikolojik bir savasin i¢indedir kimi zaman da kadinlar olumsuz aile
iliskileriyle yiizlesir. igimdeki Kiz’da yer alan tiim kadinlar her seye ragmen dik durusludur (Kaya, 2023, s. 10-11).

Toplumlarda yasanan siyasal, sosyal ve kiiltiirel pek ¢ok olay tipleri meydana getirmistir. Rukiye Kebiri’'nin
‘Icimdeki K1z’ adl1 eserindeki kadin tiplerinden bahsetmeden dnce tip ne demek? Buna deginmek gerekir. Fransizca
‘type’ kelimesinden Tiirkgemize gecen bu soziin tanimi1 TDK’de “Ayni cinsten biitiin varliklarin veya nesnelerin
temel 6zelliklerini biiyiik 6l¢iide kendinde toplayan. Tiir, ¢esit” (TDK, 2023) seklindedir. Edebiyat alanindaki tipe
baktigimizda TDK su sekilde tanimlamistir: “Hikaye, roman, tiyatro gibi uzun anlatima dayali edebi eserlerde kisi
kadrosu i¢inde yer alan ve belli bir diigiincenin, toplulugun zihniyetini ve ideolojinin temsilciligini yiiklenen kisi”
(TDK, 2023).

Ismail Cetisli’ye gore tip; “kendine has bireysel nitelikleri ile degil, herhangi bir smifin, grubun veya meslek
mensuplarimin ortak deger ve niteliklerini sahsinda tasiyip yasayan kahramandir” (Cetisli, 2016, s. 91).

Mehmet Kaplan’a gore tip; “Tipler sosyal bakimdan manalidir. Onlar muayyen bir devirde toplumun inandigi
temel kiymetleri temsil ederler. Bunlar arasinda toplumun sevmedigi, kii¢iik gordiigi, alay ettigi tipler de vardir”
(Kaplan, 2001, s. 5).

Buradaki tanimlardan da anlasilacagi iizere tip, toplumdaki ortak diisiincenin, fikirlerin yansimasini gosteren
kisidir. Edebi eserlerde de bu tipler donemi yansitmak i¢in kullanilmistir.
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2. icimdeki Kiz Kitabindaki Kadin Tipleri

Yazar hikdyesindeki bazi karakterlere isim verirken bazi karakterlere isim vermemistir. Karakterlerin bazilarini
oglu, kocasi, babasi, garson, gogiissiiz komsu gibi adlandirirken diger karakterleri de Nigar, Ramin, Rana vb.
sekilde adlandirmistir.

2.1. icimdeki Kiz Hikayesi

Hikayedeki kadin ¢ekingen, utangac bir yapiya sahiptir. Bir¢ok konuda kendini baskilamistir ve kendisiyle devamli
bir i¢ catisma igerisindedir. Bu ¢atisma igerisinde bir yandan da i¢ sesiyle kendini rahatlatmaya ¢alismaktadir.
Hikayenin kadin kahramani beraber yolculuk yaptigi (hoslandig1) adamin karsisinda kendisini yetersiz gérmektedir
ve adamin ilgi duydugu seyleri arastirip 6grenmesi gerektigini diisiinmektedir. Hikdyedeki “Ne de olsa benden
daha iyi egitimliydi. Sorsaydim bana giilerdi. Kendi kendine belki de bir sey anlamadigimi diisiiniirdi” (Kebiri,
2022, s. 12) bu ciimleden de anlasilacagi iizere kadin stirekli i¢ ¢catigma halindedir.

Bu hikayede kendini yetersiz géren ve bu durumu kendi icinde asmaya ¢alisan, i¢e kapanik bir tip vardir.
2.2. Sar1 Tren Hikayesi

Buradaki kadinin akil saghigi yerinde degildir. Babasiyla yasamaktadir ve her giin ayn1 kafeye gitmektedir.
Yiiriidiigli yoldaki gazeteciden oturdugu kafedeki garsona kadar hepsi artik bu kadini tanimaktadir. Bunu kitaptaki
su ciimlelerle 6rnekleyebiliriz: “Gazeteci giilerek yanindaki adama kiz1 isaret edip ‘simdi baslayacak.” dedi. ikisi
birlikte giiliistiiler” (Kebiri, 2022, s. 21). Kadin gergekte gelmeyecek olan birini her glin ayni saatte ayni yerde
beklemektedir. Kizin bekledigi kisinin erkek oldugu kitaptaki su ciimleden anlagilabilmektedir: “O ise gozlerini
oglanin ¢antasina dikmisti. ‘O ¢antanin yerine bagka bir ¢anta olsaydi, bir de yanindaki kiz onunla olmasaydi iste
0 zaman onun o oldugunu anlardim...” Saatine bakti. Gorilisecekleri zamandan uzunca bir siire gegmisti” (Kebiri,
2022, s. 24-25). Bu climleden aslinda kadinin daha 6ncesinde bu kisiyi gormedigi sdylenebilir. Cilinkii iceri giren
herhangi bir adamin sadece ¢antasini degistirerek ve yanindaki kiz olmasaydi o olabilecegi fikrine variyor. Bu
hikayede hayali ile gercegi ayirt edemeyen, bir seyleri kafasinin i¢inde yasayan bir kadin tipi vardir.

2.3. Mavayil Hikayesi

Bu hikayede kadinin 1 haftas1 anlatilmaktadir. Eserdeki kadin kahramanin bir hastalig1 vardir. Bagirsaklari tikanik
oldugu i¢in kadina naylon bir torba takiliyor ve bu torba disar1 sarkik bir sekildedir. Bu da kadinin psikolojisini
cok etkilemektedir. Kadin bu durumdan dolay: kendini ¢irkin, pis olarak nitelendirmektedir. Bu hikayedeki su
climlelerden anlasilmaktadir: “Kendimden igreniyorum, dusa giriyorum” (Kebiri, 2022, s. 35). Ailesi de bu konuda
ona destek olmamaktadir. Oglu bu durumla alay ederken kocasi ¢cogu zaman duyarsiz ve kizt da bu durumuna
tiksinerek bakmaktadir. “Oglum yiiziinii saklayamadan kikirdadi” (Kebiri, 2022, s. 30) ve “Kafasin1 e§en kocam
agzim sapirdatiyordu. Yemek yerken kasig1 sanki kamyona toprak yiikleyen bir kepceydi. Agzina dolu alip bos
dondiiriiyordu. Kizim sofranin basindan kalkip eliyle agzin1 tutarak disari kostu” (Kebiri, 2022, s. 30). Bu 6rnekler
ailesinin genel tutumunu gdstermektedir. Onlarin bu tutumundan dolayr kadin ailesini rahatsiz etmemek igin
kendini yalnizliga hapsetmektedir. Bu sayede ikinci kattaki gdgsii alinmig komsusunu fark edip onun hissettiklerini
daha iyi anlamaya baslamaktadir. Kitapta ge¢en “gogiissiiz komsumuzun diislincesi beni rahat birakmiyor. Onun
hormonlarmin yiikseldigi zaman goégiislerinde kalan yara izlerini diisliniiyorum. Acaba o regl zamaninda ne hale
geliyor? Gogiisleri actyor mu? Derisi biizlisiiyor mu? Belki de yaralarinin yeri morartyor...” (Kebiri, 2022, s. 33).
Orneginden de anlasildig1 {izere zaman zaman kendisini o komsusunun yerine koydugu sdylenebilir. Yalniz kaldig
giinlerde kendinden tiksinmekte, 6fke nobetleri gecirmekte ve bunlarin hepsini tek basina yagamaktadir.

Tiim bunlara bakildiginda hikayede, basina gelen hastaliktan dolay1 yalnizlasan ve bu durumla tek basina miicadele
eden bir kadin tipi karsimiza ¢ikmaktadir. Yazar, kadinin hastaligindan dolay1 girdigi bu ruh halinin yan1 sira bu
durumun ailesi ile olan iliskisini nasil etkiledigini de anlatmak istemektedir.

2.4. Koroglu da Yaslanirmis Hikayesi

3

Bu hikayenin kahramani Rugsen’dir. Adinin Rusen oldugunu kitapta gegen su ciimlelerden anlayabiliriz: “‘niye

acele ettin?’ diyorum: ‘Rusen! Biraz sabretseydin, kirat kanatlanmisti...”” (Kebiri, 2022, s. 38). Kitaptaki bu
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climleler disinda Rusen ile ilgili pek bir bilgi yoktur. Rusen’in okudugu kitabin iginde yasadigi sdylenebilir.
Okudugu eserdeki Koroglu adli kisiye asiktir. Bu durum kitaptaki su climlelerle 6rneklendirilebilir: “Koroglu’nun
kolu Nigar’in beline dolanirken benim de koluma dokunuyor. Sanki bir kazan dolusu kaynamis su basimdan asagi
dokiilmiis gibi oluyorum” (Kebiri, 2022, s. 41). Onlarin asklarin1 okumakta ve sanki o hikdyenin i¢inde yastyor gibi
bu eserdeki duygular1 anlatmaktadir. Bu anlattiklarinin okudugu bir kitap oldugu su ciimlelerden anlagilmaktadir:
“Gozlerimi yumuyorum. Kitab1 masanin iistline birakiyorum” (Kebiri, 2022, s. 41).

Hikayeye bakildiginda burada kitaplarin i¢inde yasayan, okudugu kitaptaki kurguyla ger¢ek hayati ayirmakta
giicliik ¢eken hayalperest bir kadin tipi oldugu sdylenebilir.

2.5. Aslanin Erkegi Disisi Olmaz Hikayesi

Buradaki kadin karakterin adi Serare’dir. Serare, bir kahvehaneye gitmistir. Bu bakildiginda ¢ok olagandisi bir
durumdur. Ciinkii yazarin yasadigi yerde kahvehaneye sadece erkekler gider. Buradaki erkekler Serare’ye bakarak
onu rahatsiz eder. Ancak Serare kendinden emin bir sekilde durur ve kendi kendine konusarak onlarla alay eder,
onlart elestirir. Serarenin kahvehaneye gelis nedeni asik oldugu Ramin’dir Ramin ile bir Nokia telefon i¢in iddiaya
girerler. Yarim saat kahvehanede durmasi karsiliginda anlagirlar. Ancak Serare’nin derdi telefon degildir. Bunu
kitaptaki su cimlelerden anlayabiliriz: “Ama Rana ‘Serare! Degmez! Dokunmatik Nokia telefon i¢in gidip o
kadar kisinin i¢ine karisacaksin.’ dedi. Ben de ona benim derdim Nokia degil diyemedim ki...” (Kebiri, 2022, s.
49). Serare’nin aski karsiliksizdir. Ramin Perisa’ya agiktir. Buradaki Serare karakteri biraz saf olsa da kendinden
cok emindir. Ne istedigini bilen ve kendini ezdirmeyen dik duruslu bir karakterdir. Bunu kitaptaki su climleden
anlayabiliriz: “Ramin Bey! Bak bakalim bu kadar adamin arasindan nasil dimdik gecip gidiyorum” (Kebiri, 2022,
s. 56).

Burada toplumsal normlar ile savasan, zorlansa da buna direnen, yer yer kendi i¢cinde 6z elestiri yapsa da bildiginden
sasmayarak kendi sinirlarini zorlayan bir kadin tipi anlatilmaktadir.

2.6. Pathican Renkli Mazda Hikayesi

Bu hikéyedeki karakterin ad1 Rilya’dir. Hikaye Rilya’nin kocast Ahmet’le kavga etmesiyle baslamakta ve olaylar
bunun {izerinden devam etmektedir. Riiya, kocasinin arabalartyla baska bir kadini1 biraktigini 6greniyor ve buna
sinirleniyor. Bunun {izerine kavga ediyorlar. Riiya kendisini de komsusu olan Kemal Bey’in alip birakmasima
kocasinin kizacagini diisiindiigii icin gizlemektedir. Bu durum kitapta su sekilde anlatilmaktadir: “Kemal’in
arabastyla beni eve getirdigini iyi ki sdylemedim. Yoksa yilan gibi tislardi. O 6fkelense de ben hep idare ediyorum”
(Kebiri, 2022, s. 58). Riiya, kendi ayaklari1 iizerinde duran, calisan hatta esinin kullandig1 arabanin borcunu 6deyen
bir kadindir. Ancak kendini bir¢ok konuda da kisitlamistir. O gece kavga ettikten sonra evden hisimla ¢ikip arabaya
biniyor ama arabay1 uzun siiredir kullanmadigi i¢in siirmeyi beceremiyor ve kaza yapiyor. Ayrica kaza yaptiktan
sonra ne yapacagini bilemeyip kocasina mesaj atiyor. Riiya, bunlarin iistesinden gelebilecek gii¢lii bir kadindir.
Ancak devamli kocasinin gerisinde durmus, kendini koreltmistir. Annesinin bunun iizerinde etkisi vardir. Bunu
hikayede gegen su climlelerden anlagilabilir: “Annem de inanmaz. Durmadan Ahmet’i dver ne soylu ogland1 der”
(Kebiri, 2022, s. 61). Ama yine de biitiin bunlara ragmen pes etmemektedir.

Yazar bu hikayede kadin ve erkegin esitsizligine vurgu yapmistir. Hikdyede her seyi yapabilme yetisine sahip ama
kendini sinirlandirmis, giiclii oldugunun farkinda olan ancak yasadig1 diizenden dolay1 bu kaliplart kiramayan bir
kadin tipi vardir.

2.7. Sessizce Asag1 inen Merdivenler Hikayesi

Bu hikayede tek bir kisiden s6z edilmemektedir. Hikayede bir kadin sokaktan gecen kadinlar1 ve erkekleri
incelemektedir. Bu hikayedeki olay orgiisii belirli bir diizende gitmemektedir. So kaktaki insanlar1 inceleyen kadin
oradaki hayat kadinlarindan, tatlicidaki ve diirimciideki insanlarin davranislarindan bahsetmektedir. Tatlicidan
esiyle birlikte ¢ikan bir adamin karisindan uzaklasarak kiza gizlice isaret yapmasi, diirimciideki adamlarin camdan
bakan kiz1 masalarina buyur etmesi, hayat kadinlarinin 6niinde duran araba ve bir hayat kadinin o arabaya binip
gitmesi gibi olaylardan bahsedilmektedir.
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Bu hikayeye bakildiginda tek bir kadin tipinden bahsedilmemektedir. Hayat kadinlarindan, disaridaki erkeklerin
devamli laf attig1 kadinlardan bahsedilmektedir. Eserde sokakta yasanan bu olaylara bakarak toplumda kadinlara
gosterilen muamele anlatilmaktadir.

2.8. Bu Yemek Kekreye Benziyor Hikayesi

“Kekre: Tarim bitkilerine zarar veren yabanci bir ottur. Tad1 ac1 olup yiyen hayvanlarda kekre tutmasi denilen bir
tiir zehirlenme goriiliir” (Kebiri, 2022, s. 71).

Bu hikéyedeki kadin ¢alisip kendi parasini kazanan, bakimli biridir. Ancak evin igerisindeki biitiin sorumlulugun
kadinin {izerinde oldugu, diger aile iiyelerinin de onun hayatini kolaylastiric tavir ve davranislar i¢inde olmadigi
gorilmektedir. Ayrica aile tyelerinin saygisiz bir tutumda olduklari da sdylenebilir. Bu durum kitaptaki su
ciimlelerle 6rneklendirilebilir: “Kocasina ‘Iki defadir birinin siparisi {izerine yaziyorum’ dedi. Kocas1 sigarasini ay
¢ekirdegi kabuklarmin tizerine sondiirdii” (Kebiri, 2022, s. 73).

Oglu ‘Acliktan 6ldiim yahu! Hala aksam yemegi hazir degil!” dedi. Tabaklar1 aceleyle masanin iizerine dizerken
bir tanesi elinden yere diistii. Yiiregi agzina geldi. Tabak paramparca olmustu. Oglu misafir odasindan seslendi:
‘Kadinin kirdig: tabaktan bir sey olmaz ki! Simdi biz olsaydik...’ (Kebiri, 2022, s. 73).

Orneklerden de anlasildig1 iizere aile iginde kadina kars1 saygisizlik ve umursamazlik vardir. HikAyenin geneline
bakildiginda da bu tutum devam etmektedir.

Bu hikayede kendi ayaklar1 tizerinde duran, hayatindaki (ailesindeki) zorluklara kargi sabirli ve gii¢lii duran bir
kadin tipi ele alinmustir.

2.9. Kar Yagiyor Hikayesi

Bu hikayede karin yagisina sevinen ve bunun heyecanini ailesiyle paylagsmak isteyen bir kadin anlatilmaktadir.
Ancak kadinin ailesi bu heyecanina ve mutluluguna kayitsiz kalmaktadir. Kadin bu siirecte kari izleyerek
cocuklugunda kar yagarken yasadigi bir anty1 hatirlayarak biraz da olsa keyiflenmektedir.

“Bilgisayar basinda oturan ogluna bakip ‘Yorulmadin mi1?’ diyor. Oglan basimi ekrandan kaldirip, higbir sey
duymamis gibi donuk bakislarla onun yiiziine bakiyor” (Kebiri, 2022, s. 75) ve “Pencerenin 6niinden uzaklasip,
kocasinin yanina oturdu. ‘Kar yagacak! Gokyiizii fena kizarmis.” diyor. Adam, elindeki gazeteyi Oyle dikkatle
okuyor ki birakin yanma birinin oturup oturmadigini, karisinin konustugunu bile fark etmiyor” (Kebiri, 2022, s.
76) 6rneklerinde goriildigii tizere aile tarafindan bir vurdumduymazlik s6z konusudur.

Bu hikayede etrafindaki olumsuzluklara ragmen heyecanini ve i¢indeki cocugu kaybetmeyen bir kadin tipi vardir.
2.10. Adres Hikayesi

Bu hikéyede tek basina yasayan yash bir kadin vardir. Kadin evlidir ve kocasinin 6ldiigii sdylenebilir. Bu kitaptaki
su ciimlelerden anlasilabilir: “Kocasinin fotografini masanin tizerinden alip elini gergevenin camina gotiirdii. Cami
nedense tozlanmist1” (Kebiri, 2022, s. 79). Hikayede evin telefonu devamli ¢almaktadir. Ancak kadin telefonun
calmasint umursamamaktadir. Bu hikdyede yalniz bir kadin tipi vardir.

2.11. Kale Hikayesi

Bu hikayede kocasi1 6lmiis tek bagina yasayan bir kadin vardir. Kadin, ¢ergevenin icerisinde resmi bulunan kocastyla
konusmakta hatta satrang oynamaktadir. Bu durum kitaptaki su ctimlelerle 6rneklendirilebilir: “Elindeki satrang
kutusunu masanin tizerinde agtiktan sonra beyaz taslar1 kendisi i¢in dizdi. Siyah taglar1 dizmeden duvardaki adamin
resmine bakarak ‘bu sefer siyah taslarla sen oyna’ dedi” (Kebiri, 2022, s. 81). Bunun yaninda kadinin kocasini
sevmedigi sOylenebilir. Kitaptaki su climleler bunu kanitlar niteliktedir: “Kadin elinde ¢op posetiyle sokagi basina
gider gitmez doniip ikinci kati penceresine dogru bakti. Bir anligina adamin pencereden ona baktigini hissedip
tiksindi” (Kebiri, 2022, s. 83). Bu hikayeye bakildiginda yalniz bir kadin tipi vardir.
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2.12. Sar1 Gomlek Hikayesi

Bu hikayede bir kadinin kiiclikken yasadigi olumsuz bir olayin onda olusturdugu travma ve bu travmay1 sosyal
hayat igerisinde tetikleyen durumlar anlatilmaktadir. Kadin bir taksiye binmistir ve soforiin gémleginin rengi bir
anda dikkatini ¢ekmistir. Bu gomlegin rengi kadinin travmasini tetiklemistir. Kitaptaki su ctimleler bu durumu
kanitlar niteliktedir: “Puslanan gozligiinii ¢ikarmadan esarbiyla silmek isterken gozii soforiin gomlegine takiliyor.
Islanmis viicudu tepeden tirnaga titriyor” (Kebiri, 2022, s. 85-86). Kadin kiiglikken babasinin diikkaninda saldirtya
ugramistir. Ona saldiran kisilerden birinin {istiinde sar1 gomlek vardir. Kitapta bu durum soyle anlatilmaktadir:
“Babasina aglayarak ‘Sa... Sa... Sar1 gomlek giymisti!” demisti”, “Babas1 yalin ayak sokaga c¢ikmisti. ‘Bana
saldirdi... Saldirdi.’ diyerek babasinin kucagina atildi” (Kebiri, 2022, s. 87).

Bu hikdyede gegmiste yasadigi saldirinin travmasiyla yasamini stirdiiren bir kadin tipi vardir. Ancak bu kadin tipi,
yasadig1 olumsuzluklara ragmen hayatina devam etmektedir. Bu yoniiyle gii¢lii bir kadin tipinin de varligindan s6z
edilebilir.

2.13. Neden Simdi Hikayesi

Bu hikayedeki kadinin ad1 Rukiye’dir. Rukiye babasinin hastaligina yakalanmistir. Bu yiizden gecmiste yasadigi
anilart hatirlar. Rukiye teshisi konulan bu 6liimciil hastaligi kabullenememektedir. Hikaye i¢inde siirekli boyle bir
hastaligin kendisini bulmamasi gerektigini, daha gen¢ oldugunu ve ondan dnce 6lmesi gereken insanlarin oldugunu,
hatta bu insanlarin arasinda annesinin de oldugunu dile getirir. Bu diisiincesi kitapta su cimlelerle anlatilmaktadir:
“Belki de doktor dogru soyliiyor. Ama ben annemin besinci kiztyim. Benden dncekiler, benden biiyiikler varken
ben mi gideyim yani? Daha onlardan 6nce annem var” (Kebiri, 2022, s. 91). Bu durumdan dolay1 Rukiye’nin
yasamay1 ¢ok sevdigi sdylenebilir. Bunun yaninda kendisine bir sey olursa ¢ocuklarina ne olacagini, esine ne
olacagini diistiniip endiselenmektedir. Ayrica kendisine bir sey olmasi durumunda kocasiin baska bir kadinla
evlenecegi diisiincesi de onu derinden yaralamaktadir. Kitapta gegen “Olecegim. Yahu 6liim bdyle kolay m1?! Daha
sapasaglamim! Benim de bogazim babam gibi tikanirsa ne yapacagim?” (Kebiri, 2022, s. 94) bu ciimlelerden de
anlagilacag tizere Rukiye, 6liimii kabullenememektedir.

Rukiye i¢in yasamayi1 ¢ok seven, yakalandigi Sliimciil hastaligi kabullenemeyen zayif bir tip denilebilir. Ancak
oliimciil bir hastalikla kars1 karstya kalmasina ragmen ¢ocuklarina ne olacagini diigiinen fedakar bir tip de vardir.
Biitiin bu duygu karmasalarindan dolay1 Rukiye, zayif bir kadin gibi goriinse de hikdyeye bakildiginda biitiin bu
duygularla tek basina savasmaktadir. Bu yoniiyle de aslinda giiclii bir kadin tipini simgelemektedir.

2.14. Sisifos OyKkiisii

Bu hikayede yalniz yasayan, seslere asir1 duyarli bir kadin karakter vardir. Komsusunun ayak sesleri, su sesi ve
evdeki bircok ses dikkatini ¢cekmektedir. Aslinda bu sesleri fark etmesinin nedeni i¢inde bulundugu yalnizliktir.
Bu durum kitapta su sekilde ifade edilmistir: “Insan ancak sessizlikte, tek basina oldugunda o sesleri duyabilir”
(Kebiri, 2022, s. 99). Bu yalnizliktan dolay1 i¢i daralmaktadir. Bu bunalimin i¢inden ¢ikmak i¢in 6nce kendini
sevmesi gerektigini sdylemektedir. Giinleri ise bu sesler esliginde rutin olarak devam etmektedir. Kahramanin
giinlerinin rutin bir sekilde devam ediyor oldugu, olaylarin tekrar etmesinden anlasilmaktadir.

Buradaki kadin tipine baktigimiz zaman i¢e doniik, yalniz bir kadin tipi vardir. Ancak bu yalmzligin i¢inde
bunalmasina ragmen yine de kendi kendine yetmeye calisan, kendini sevmesi gerektigine inanan bir tipin
varligindan da s6z edilebilir.

2.15. Karga Tuzu Hikayesi

Buradaki kadin arkadaslartyla birlikte Semerkant’a gitmistir. Baz1 konularda arkadaslariyla ayni fikirde degildir.
O bu sehre ve bu sehrin hikayesine farkli bir bakis acisiyla bakmaktadir. Bu kisi, kendi fikirleri olan ve bunlari
s0ylemekten ¢ekinmeyen bir tiptir. Rityasinda Timur’u goriiyor ve cesaretle bir¢ok seyi Timur’a sdyleyip soruyor.
Sorarken ne kadar yiiregi pir pir etse de yine de merak ettigi seylerin pesini birakmamaktadir.

Bu kisi ne istedigini bilen, istedigi seylerin pesinden giden, cesur ve kendini ifade etmekten ¢cekinmeyen giiclii bir
kadm tipini simgelemektedir.
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2.16. Vu Vei Hikayesi
“Vu Vei: Eski Cin felsefesinde siradan ve dogal davranmak™ (Kebiri, 2022, s. 109).

Bu hikayedeki kadin gogiis kanserine yakalanmistir. Bu kadin yalnizdir. Kitaptaki su ornekler bunu kanitlar
niteliktedir: “O zamanlar hala kendimi zamana birakamiyor hala kendimle savasiyordum. Aglamak istedigim
icin degil kendi halime {iziiliip aglamistim. Beni avutan kimse de olmamist1” (Kebiri, 2022, s. 115), “Doktor tek
basima gegirdigim kirk iki yili yeniden aklima getirdi” (Kebiri, 2022, s. 116). Bu durumuna ¢ok {iziiliir. Kadin
ameliyat olup gogiisleri alinmadan 6nce ¢iplak bir fotografini ¢eker ve bu fotografi bastirmak ister. Bastirmaya
gittiginde fotograf¢1 adam sasirir ve bunu basamayacagini, zabita yakalarsa diikkanini kapatacaklarini hatta
kendisini hapse bile atacaklarindan bahseder. Kadin tam gidecekken vazgecip fotografciy1 ikna eder. Hikayedeki
kadina bakildiginda karamsar, hiiziinlii ama ayni zamanda tek basina tiim bu zorluklarin iistesinden gelen bir kadin
tipinden bahsedilmektedir.

Sonug¢

Giiney Azerbaycan’in toplumsal yagamini, kadinlarin toplumdaki yerini ve aile i¢indeki konumunu bizzat iginde
yasay1p deneyimleyen Rukiye Kebiri, bunu eserlerine yansitmaya ¢alismistir. Rukiye Kebiri’nin “I¢imdeki Kiz”
adl1 eserine bakildiginda Iran’da yasanilan giigliikler, kadinin sinifsal konumu ve bunun sonucunda ortaya gikan
toplumsal sorunlart iglemis ve giiclii bir kadin tipi olusturmaya calismistir.

Giiney Azerbaycanli olan ve Iran’daki kadin konusuna dikkat cekmek isteyen Kebiri, kadinlarin genel olarak aile
ve toplum tarafindan zorlandigini anlatmaktadir. Ancak yazar calismalarinda yasadiklar: iilkede kadimnin yeri ve
bunun yasalara yansiyisinin kadinlar tizerindeki etkisinden bahsetmemistir. Kitabin son hikayesi olan ‘Vu Vei’ye
bakildiginda oradaki yasanan fotograf bastirma olay1 Iran’daki durumun ufak bir 6rnegi olsa da genel olarak eserde
bu durum ele alinmamaktadir. Iran’daki kadin ayrimciligindan rahatsiz oldugunu ifade eden yazar, eserinde bu
durumu Iran iizerinden degil de genel aile yapisini ele alarak anlatmaktadir. Kitapta bulunan ‘Mavayil’, ‘Patlican
Renkli Mazda’, ‘Bu Yemek Kekreye Benziyor’, ‘Kar Yagiyor’ hikayelerindeki kadin tipleri, ailesi tarafindan yalniz
birakilan ve hayatlarindaki zorluklarla tek baslarina miicadele etmek zorunda kalan tiplerdir. ‘Adres’, ‘Kale’, ‘Vu
Vei’ hikayelerinde ise tek basina yasayan kadinlardan bahsedilmektedir.

Yazar, kadinlarin esit goriillmedigini ve tek basina ayakta durmalar1 gerektigini tim gergekligiyle gozler dniine
sermektedir. Yazar yasadigi sosyokiiltiirel ¢evreden dolay: giiclii, ne istedigini bilen, belirli zayifliklar1 olmasina
ragmen kendi ayaklari iistiinde duran kadin tiplerini ele almistir. Hikayelerinde kadinlarin her zorlukla tek baslarina
miicadele ettiklerine, ailelerinden ya da herhangi birilerinden bir yardim goremediklerine dikkat ¢ekmektedir.
Stirekli giiglii bir karakter ¢cizmeye ¢alisan Kebiri, tabii ki yagsadigi bolgeden 6tiirii bazi kisitlamalara gitmistir.
Bunun sonucunda da eserinde yasadig: lilkenin kadin haklari ile ilgili sorunlari tamamen yansitici hikayelere ve
kadin tiplerine rastlanilmamaktadir.

Kitaba biitlin olarak baktigimizda genel olarak hikayelerde yalniz, hasta, ailesi tarafindan yalnizlastirilmis kadin
tipleri yer almaktadir. Yazarin bu hikayeler ile vermek istedigi mesaj: kadinlarin tek baglarina hayatlarindaki
zorluklarla, hastaliklarla basa ¢ikabilecegi, ancak kadinlarin da bu meziyetlerini bilerek kendilerine deger vermeleri
gerektigidir.
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Extended Abstract

One of the most important building blocks of human life is a woman. Women have a very important place in
many societies. One of these communities is the Turks. Turks have held women in their hands throughout history,
considered them as a valuable treasure and valued them. Women form the basis of social life in Turks and are an
important element in the cultural structure. However, along with this, many responsibilities have been given to
women. The roles given to women such as mother, wife, sister are the main reason for these responsibilities. While
women usually willingly take on these responsibilities themselves, sometimes these responsibilities are placed on
women. The rights granted to women have changed from the past to the present, many changes have been made
that protect women and keep them equal to men. But despite the fact that many rights are granted to women today,
women are still second-class citizens in some societies. The geography, traditions and customs that have been
experienced have influenced this situation. One of these societies is Iran. Women in Iranian society are different
from Turkish societies. After the acceptance of Islam, the responsibilities imposed on women have changed in
form. However, these changes were interpreted differently due to the influence of Arab and Iranian cultures, and
cultural factors, not Islam, determined the place of women in society. After the Islamic Revolution in Iran, the
individuality aspect of women was suppressed and instead they were given the responsibility of motherhood. But
women had a great influence on this revolution. Women have fought hard for this revolution. But this revolution,
which was won thanks to them, was against them. After the revolution, the Law on the Protection of the Family
was repealed on February 26, 1979. However, many of the rights granted to women have also been taken back by
this law. With the abolition of this law, the marriage age of girls was reduced to 13. However, after the reactions,
it was increased to 16 again. In addition, the right of inheritance, which was divided into two after the divorce,
was taken from the woman. When a woman is killed by her husband, the girl's family must pay the price for the
murder of that man in the same way. This situation also shows that women and men are not equal. Like these
and others, laws were passed restricting women's life, and a male-dominated social order was established. Today,
women are considered as second-class citizens in Iran. Women in Iran have been subjected to this and many similar
difficulties. This situation in Iran also affects the South Azerbaijani community and other Turkish communities
living there and in a minority situation. In Iran, the aspect of women's individuality has been suppressed, and
the title of mother and wife has come to the fore. This situation has also revealed many types of women. In this
article, the types of women here are examined by taking the example of Rukiye Kebiri's work ‘The Girl in Me’
in South Azerbaijani fairy tales. Rukiye Kebiri, who has personally lived and experienced the social life of South
Azerbaijan, the place of women in society and their position in the family, has reflected this in her works. There
are 16 stories in Rukiye Kebiri's work 'The Girl in Me'. Different types of women are covered in each of these 16
stories. Although these types of women differ depending on the situation they live in, they all have one thing in
common about being a ‘strong woman’. However, Rukiye Kebiri has considered the mental state of women in her
works not from a social point of view, but from an individual and family point of view. When we look at Ruqiya
Kebiri's work “The Girl in Me", she addressed the difficulties experienced in Iran, the class position of women and
the social problems that arose as a result, and created a strong type of woman. The author shows with all her reality
that women are not considered equal and they should stand alone. Rukiye Kebiri touched upon the types of women
who are strong due to the socio-cultural environment in which they live, who know what they want, and who stand
on their own feet despite having some weaknesses. Despite this, when we look at these stories, there is no ‘strong
type of woman’ who is accepted by everyone. Kebiri, who is constantly trying to draw a strong character, has of
course gone to some restrictions because of the region he lives in. As a result, reflective stories about women's
rights in the country where she lives and the types of women are not present in her work. It is seen that women
are forced by family and society in general. However, the class position of women in the country where they live

and the impact of its reflection on the laws on women were not mentioned. While the types of women in this work
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actually show the types of women influenced by the Turkish culture of the people of South Azerbaijan in a sense,
the pressure on women in a social sense is not expressed literally. In fact, it reveals its existence in a completely
opposite situation from this aspect. Because this study shows the attitude of the country they live in towards women
and women's rights, the impact of the cultural structure of that society on people who dominate Turkish culture in
South Azerbaijan, and the assimilation caused by it.
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(04
Ara;ﬂrma Makalesi Insanoglu, dogdugu andan itibaren icinde bulundugu toplumun kiiltiirel égeleriyle karsilasmaktadir. Bu dgeler, bire-
Research Article yin ¢evresiyle kurdugu iliskiler, gozlemleri ve deneyimleri yoluyla zamanla i¢sellestivilmektedir. Boylece kisi, bu siireg

igerisinde ait oldugu toplumun toplumsal degerlerinin bir parcasi hdiline gelmektedir. Kiiltiir, duragan ve degismez bir

yapidan ziyade, siirekli olarak déniisiim gegiren, canli ve dinamik bir yapi sergilemektedir. Bu yoniiyle kiiltiir, her donem-

d de toplumsal, siyasal ve ekonomik degisimlere bagh olarak yeniden sekillenebilmektedir. Kiiltiirel degerlerin kusaktan

kusaga aktarimi ise ¢ogunlukla semboller;, anlatilar, ritiieller ve sanat araciligiyla gerceklesmektedir. Bu aktarim siire-

10.5281/ cinde ozellikle sinema, gii¢lii bir anlati ve ifade bigimi olarak énemli bir rol iistlenmektedir. Sinema, sahip oldugu gorsel
zenodo.15768958 ve isitsel anlatim giiciiyle toplumsal normlari, degerleri ve kiiltiirel 6geleri genis kitlelere ulastirarak kiiltiirel aktarim
stirecinde etkili bir islev gormektedir. Ayni zamanda toplumlarin bellegini canli tutmakta ve ulusal kimlik bilincini pekis-

Gelis/Received: 08.04.2025 tirmektedir. Kirgiz sinemasinda ise ozellikle bagimsizlik sonrasi donemde, ulusal degerlerin, tarihsel anlatilarin ve kiiltii-
KabuI/Accepted: 26.06.2025 rel kimligin sinema araciligiyla yeniden insa edilmesi dikkat ¢ekmektedir. Bu ¢calismada, 2014 yapimi Kurmanjan Datka
Yayim/Published: 30.06.2025 Sfilminin Kirgiz kiiltiiriinii ve tarihini nasil temsil ettigi ve bu temsiliyetin tarihsel gerceklikle iliskisi incelenmektedir. Film,

Kirgiz halkinin kahramanlik éykiilerini ve kiiltiirel degerlerini islerken, tarihi gerceklige de sadik kalarak ulusal kimligin
sinemasal bir yansimasini sunma agisindan biiyiik bir 6neme sahip bulunmaktadir. Arastirma, Kurmanjan Datka filminin
tarihi ve kiiltiirel ger¢ekligi nasil yansittigini ve Kirgiz kimligi a¢isindan hangi onemli anlatilart sundugunu ortaya koy-

maktadir. Filmdeki kiiltiirel 6geler ve tarihsel temsiliyet de ayrintili bir sekilde incelenmektedir.

Anahtar Kelime: Kurmancan Datka, Kirgiz Kimligi, Kirgiz Sinemasi

Abstract

From the moment of birth, human beings are exposed to the cultural elements of the society they live in. These elements

are gradually internalized through the individuals interactions, observations, and experiences with their environment.

Thus, the individual becomes a part of the social values of the society throughout this process. Culture is not a static

and unchanging structure, rather, it is a living and dynamic entity that continuously undergoes transformation. In this

respect, culture can be reshaped in every period depending on social, political, and economic changes. The transmission

TM of cultural values from generation to generation primarily takes place through symbols, narratives, rituals, and art.

- \ In this transmission process, cinema, as a powerful form of narrative and expression, plays a significant role. Cinema

OPE N & )‘ \ ACC Ess effectively functions in the cultural transmission process by conveying social norms, values, and cultural elements to
\ wide audiences through its visual and auditory language. At the same time, it keeps the collective memory of societies

alive and reinforces the awareness of national identity. In Kyrgyz cinema, especially in the post-independence period, the

reconstruction of national values, historical narratives, and cultural identity through cinema has attracted attention. This
study examines how the 2014 film Kurmanjan Datka represents Kyrgyz culture and history, and how this representation
relates to historical reality. While portraying the heroic stories and cultural values of the Kyrgyz people, the film also
holds great importance in providing a cinematic reflection of national identity by remaining faithful to historical facts.
The research reveals how Kurmanjan Datka reflects historical and cultural realities and presents significant narratives

in terms of Kyrgyz identity. The cultural elements and historical representation in the film are also examined in detail.
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Introduction

When examining the history of humanity, it is evident that culture has been influenced by different stages of the
life cycle in every era, and as a result, it has become a whole consisting of the material and spiritual values of
society. As members of society, individuals encounter these values from birth and internalize them. However, just
as individuals undergo changes over time, the material and spiritual elements of culture can also be transformed.
This demonstrates that culture possesses a dynamic and ever-changing structure (Ozbek, 2020). The social norms
and technical structures specific to a society form the cultural whole of that society (Kafesoglu, 1997, p. 16). Based
on this, culture can be defined in its broadest sense as a continuously evolving and changing body of social values
that is transmitted from generation to generation. This structure, which persists through various cultural elements
within society, is shaped and sustained by values such as cuisine, music, traditional sports, clothing, and other
elements embraced by the community.

Culture is transmitted from one generation to the next through symbols, thereby creating a link between different
generations. Individuals from each culture interpret, analyze, and make sense of the symbols they encounter in the
communication process in accordance with their own cultural contexts (Kartari, 2023, p. 15). The ultimate goal
of societies is to preserve the core elements of culture and pass them on to future generations despite the changes
experienced over time. This transmission takes place through various means that convey culture, and cinema can
be regarded as one of the most significant tools in this cultural transmission process. Like other branches of art,
cinema is shaped by social dynamics. For this reason, cinema can incorporate many cultural elements such as
language, clothing, music, food, and rituals.

The cultural indicators in films consist of the symbolic meanings encoded by a given culture. These indicators
include the norms, values, beliefs, narratives, myths, and accepted moral judgments that shape the way of life
of a society (Edgar-Hunt et al., 2012, p. 29). In Kyrgyz cinema, while films followed a specific line during the
Soviet period, following the country’s independence, there has been an increasing emphasis on conveying cultural
identity and national values through cinema. Especially after the influence of Soviet propaganda that dominated
productions up to the 1960s, Kyrgyz filmmakers began producing films that emphasized the nation’s historical
heritage, natural beauty, and heroic stories in order to strengthen national consciousness and a sense of belonging.

This study focuses on the question: What kind of narrative does the 2014 film Kurmanjan Datka, directed by
Sadyk Sher-Niyaz and one of the most prominent examples of this cinematic transformation, present about Kyrgyz
history, and what are the features of this narrative in terms of historical accuracy and cultural representation? In
this context, the study aims to examine to what extent the film Kurmanjan Datka remains faithful to historical facts,
how it reflects Kyrgyz culture, and how it contributes to the shared historical heritage of the Turkic world.

The reason this film has been selected is that it stands as one of the most successful productions of Kyrgyz cinema in
recent years and serves as a valuable case study for analysis from various perspectives. In particular, its nomination
for the Academy Awards in the Best Foreign Language Film category, its wide viewership on platforms such as
YouTube, and the fact that it was state-funded by the Ministry of Culture and Tourism of the Kyrgyz Republic
have increased the film’s impact both nationally and internationally. Furthermore, the strong interest shown by
Turkey and other parts of the Turkic world has helped the film generate broader cultural resonance. By portraying
events from the era of the Russian Empire, the film recalls lived experiences and known events from the historical
experiences of Turkic peoples, making it a topic worthy of academic discussion. Thus, analyzing the film from an
academic perspective is of great importance.

This research seeks to answer the following questions: To what extent does the film reflect historical and cultural
reality? What kind of narrative does it present in terms of Kyrgyz identity and historical consciousness? What is
the significance of Kurmanjan Datka in the context of Kyrgyz and Turkic world cinema?

The study adopts a qualitative research method, using content analysis to examine the film’s content.

When examining the existing literature, it becomes evident that the theme of strong female identity in Central
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Asian cinema is frequently addressed, particularly through films such as Kurmanjan Datka and Tomiris. Narinova
and Zhamankulova (2024) focused on the representation of female leaders in Central Asian cinema, analyzing the
cultural and social impacts of these films. Kurmanjan Datka has been addressed from historical and ideological
perspectives. Yetimova (2024), in her analysis of the film’s historical accuracy and ideological subtexts, discusses
how female leadership and public resistance are reflected in cinema. Meanwhile, Nergiz (2022) emphasizes the
importance of the Kurmanjan Datka character in historical and cultural contexts, providing a detailed analysis of
this legendary leader’s female identity and leadership traits. Lastly, Koca and Koca (2024), analyzing the film
through semiotic theory, examined how symbolism in the film influences the meaning-making processes of the
audience.

In this study, however, the focus is on how the historical narrative of Kurmanjan Datka shapes Kyrgyz cultural
identity and how the film balances historical accuracy with cultural representation.

1. Representation of Kyrgyz History and Culture in Cinema

Kyrgyz history and culture have been transmitted to both local and international audiences through cinema, playing
an important role as a visual representation of Kyrgyz identity. Kyrgyz cinema began to take shape during the
Soviet Union era, but produced works that more distinctly reflected its national identity after independence (Tiirk,
2024).

Kyrgyz culture, especially through its epic tales, traditions, and strong connection with nature, is represented in
cinema. Epic tales are literary texts that reflect the cultural identity of the society they belong to and pass these
values from one generation to the next (Altun, 1995, p. 22). These narratives, as the bearers of national identity,
establish a connection with the past and carry cultural heritage into the future. Rooted epics like the Manas epic
often appear, either directly or indirectly, in many films, highlighting values such as heroism and solidarity among
the Kyrgyz people. The nomadic lifestyle, equestrian culture, and steppe life are also frequently featured themes
in these cinematic narratives, visualizing the historical experiences of the Kyrgyz people and conveying them to
the audience.

The representation of Kyrgyz history in cinema is generally shaped around national heroes and significant historical
figures. For example, the film Kurmanjan Datka: Queen of the Mountains (2014) dramatizes the struggle for
Kyrgyz independence and the critical role played by a female leader in this process. Kokborii: Game of the Tough
(2018), directed by Ruslan Akun, centers on the traditional Kyrgyz sport of Kokborii, highlighting the theme of
territorial struggle while drawing attention to societal issues. Similarly, the 2015 film Sutak (Cyrak), directed by
Mirlan Abdikalikov, although not a direct historical film, reflects the cultural identity, social norms, and family
structure of Kyrgyz society. Historical realities, which were not sufficiently addressed during the Soviet era, are
now being explored through cinema by the new generation of Kyrgyz directors, contributing not only to the field
of cinema but also to the broader public’s understanding of Kyrgyz history (T6lomiisova, 2015). These films have
been instrumental in the construction of Kyrgyz identity and in promoting it internationally.

In Kyrgyz cinema, alongside local motifs, the works of Cengiz Aytmatov hold a significant place. Aytmatov’s
works brought the conflict between traditional Kyrgyz life and modernization to the forefront in cinema, inspiring
many directors. His stories are considered important sources that reflect the historical memory of the Kyrgyz
people (Tiirk, 2024).

Today, Kyrgyz cinema continues to convey its cultural heritage through both independent films and international
co-productions. These films, which combine traditional elements with modern narrative techniques, play a vital
role in promoting Kyrgyzstan’s cultural richness and history on a global scale.

2. Kurmancan Datka

Kurmancan Datka was born in 1811 in the village of Orke, located in the Osh region of Kyrgyzstan. Historical
sources highlight that she was raised in the Turkish-Islamic cultural tradition and possessed a courageous,
determined, and combative personality. Three key turning points in her life shaped her historical role. First, she
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made the independent decision to separate from her forced marriage to Kul Seyit. Then, she supported her husband,
Alim Bek, who worked in the administration of the Kokand Khanate. Finally, after the death of her husband,
she was given the title of Datka and led a resistance against Tsarist Russia in the Alay Valley. Following peace
negotiations, she was awarded the title of the “Queen of Alay” (Kalayci, 2021, p. 160).

In 1832, Kurmancan married Alimbek, the bey of the Alay region, marking the beginning of a new phase in her
life. Alimbek had joined the service of the Kokand Khanate at the age of 27 and was awarded the title of Datka by
Madali Khan when he was 31 years old (Abitov, 2000, p. 156, 173). After being appointed as the bey of the Andijan
region at the age of 32, he frequently had to leave the region for administrative duties, and during his absences,
Kurmancan took on the region’s social and economic responsibilities (Alimbayev, 2021, p. 2).

In 1862, after the death of Alimbek Datka, Kurmancan took on both political and economic responsibilities. In the
same year, when Kudayar Khan ascended to the throne for the second time, the Emir of Bukhara came to Osh and
met with Kurmancan. Recognizing her influence over the people, he granted her the title of Datka (Yuvagev, 1907,
p- 965). Although this title went against traditional Muslim rules, it officially granted Kurmancan a leadership role
(Yuvagev, 1907, p. 905). The title Datka means “just ruler” and signifies an important status within the Khanate.
There were two primary reasons for granting this title to Kurmancan: her authority and respect among the people,
and her influence in political changes within the Kokand Khanate. With this title, Kurmancan began officially
governing the Alay Kyrgyz and became more involved in the political processes within the Khanate (Alimbayev,
2021, p. 3).

Towards the end of the second half of the 19th century, the Russian Empire invaded southern Kyrgyzstan, eliminating
the Kokand Khanate in 1876 and establishing the Fergana Oblast. The Alay Kyrgyz, however, resisted Russian rule
and led uprisings under the leadership of Abdildabek. The Russians made two attempts to gain control over the
Alay region. In the first attempt, the Russian forces, commanded by General M.D. Skobelev, failed and retreated.
In the second attempt, in July 1876, Kurmancan Datka refused to surrender and fled toward Pamir. However, on
July 26, Skobelev and Konov’s Russian forces captured her and bestowed upon her the title “Queen of Alay.” After
negotiations, Kurmancan promised peace, and she, along with her son Mahmudbek and other Kyrgyz, returned to
Alay (Alimbayev, 2021, p. 4, 6).

Kurmancan Datka, as the leader of her people, her resistance against foreign domination, and her eventual
contribution to peace, holds a significant place in Kyrgyz history.

3. The Importance of Kurmancan Datka for the Kyrgyz People and the Turkic World

Kurmanjan Datka is a significant figure for both the Kyrgyz people and the broader Turkic world due to her crucial
role in the Kyrgyz struggle for independence during the 19th century. As a courageous and capable leader, she
united her people, defended their rights, and demonstrated strong leadership during difficult times. Exhibiting both
political and military leadership, Kurmanjan Datka made great sacrifices for her people and secured her place in
history (Keserci, 2020, p. 53).

Kurmancan Datka is known as a symbol of women’s participation in state governance within Kyrgyz society,
and her diplomatic skills earned her respect from the rulers of neighboring countries. Her political awareness
was shaped by her husband, Alimbek Datka, who served as a senior official in the Hokand Khanate. Alimbek
Datka, defying societal norms of the time, involved Kurmancan in political and social processes, mentored her,
and supported the development of her leadership skills. This approach not only broke traditional beliefs about
the role of women in society but also laid the foundation for Kurmancan to become an influential figure in state
governance, not just within the family but also on the national stage (Omiirzakova, 2002, p. 42-44). After the death
of her husband Alimbek Datka, Kurmancan Datka assumed leadership over the Kyrgyz people under the Hokand
Khanate, becoming a respected leader not only in the Alay Mountains but also in regions like Kashgar, Fergana,
and other Turkistan Khanates (Keserci, 2020, p. 47). The title “Datka,” a high-ranking administrative title of the
period, signifies her position in Turkish history and the respect that was accorded to her (Kalayci, 2021, p. 160).
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The most significant factor that made Kurmancan Datka a key figure not only for the Kyrgyz people but also for
other communities in Central Asia was her courageous resistance to the imperialist policies of Tsarist Russia and
her strategic actions. Not only did she defend her people’s rights, but she also led the struggle against Russian
occupation in Central Asia, alongside her sons. This resistance, lasting more than thirty years, led to her recognition
as a heroic leader in Turkish and world history (Keserci, 2020, p. 52).

Throughout her life, Kurmancan Datka faced numerous challenges but emerged as a leading figure in the Kyrgyz
people’s fight against colonization. She not only exhibited military and political prowess but also demonstrated
diplomacy and social organization. Her efforts to protect her people from the expansionist policies of Tsarist
Russia made her renowned not only as a warrior but also as a strategist and mediator. Particularly during her
resistance in the Alay region, she was able to unite the local population and played a pivotal role in maintaining
social and economic order. Her leadership was decisive during negotiations with Russian authorities, contributing
to the preservation of her region’s cultural and political identity. Both during the Khanate and Tsarist Russia’s
rule, she fought for her people’s rights, challenging Russian authorities with her family. However, as the reality of
confronting the Russian Empire became apparent, she attempted to prevent unnecessary harm to her people. Her
diplomatic efforts played a crucial role in bringing an end to the struggle and facilitating a peaceful resolution.
The respect Tsarist authorities held for her, combined with her diplomatic efforts, played a significant role in the
conclusion of the conflict (Alimbayev, 2021, p. 8). In this way, Kurmancan Datka remains an important figure not
only in her time but also in the collective memory of the Kyrgyz people today.

4. Historical Significance as a Leadership and Female Figure

In history, women in Turkish society have not only been recognized for their role as mothers but also as crucial
components in the organization and functioning of society. Turkish women have been accepted as individuals
with equal rights to men, without encountering any restrictions in social and political spheres (Ceylan, 2021, p.
37). They have played significant roles in shaping societies and forming leadership structures. Having existed
throughout a vast geography, Turkish women have fought alongside men in the nomadic lifestyle and have been
featured in heroic tales (Bolat, Yilmaz and Sirer, 2023, p. 1347). These important stories highlight that Turkish
women actively participated in society and had a profound impact on shaping social structures.

In historical literature, certain female figures have exhibited leadership according to the conditions of their time,
guiding their communities and influencing historical processes. Kurmancan Datka, who stands out as an important
female hero in Turkish history (Aytag, 2024, p. 119), is also recognized as the first Turkish female general (Keserci,
2020, p. 44). In this context, the title “Datka” was awarded to her for the first time to a woman (Buyar, 2024, p.
125). The granting of the “Datka” title to Kurmancan Datka reflects her significant position and influence within
historical and social structures (Aytag, 2024, p. 119). Kurmancan Datka is one of the prominent figures in Turkistan
history, having earned respect not only in Kyrgyz history but also across the entire Turkic world (Omiirzakova,
2002, p. 91). Even more notably, Kurmancan Datka, one of the prominent female figures in Kyrgyz history, became
an important symbol in shaping Kyrgyz national identity after the establishment of the Kyrgyz Republic in 1991,
during the process of building the new state structure (Buyar, 2024, p. 128).

Kurmancan Datka gained attention with her political influence and was respected by the leaders and notable figures
of neighboring countries. Moreover, during the 19th century, when the Kyrgyz people faced the Russian Empire,
Datka played a critical role in protecting her people and leading their struggle for independence. Kurmancan Datka
was at the forefront of the resistance against the Russians, and during this struggle, she met Alimbek Datka, the
leader of the Alay region, and married him. Alimbek Datka was an important figure in the Kyrgyz people’s fight
for independence and had guided resistance movements in East Turkestan. As the wife of such a strong leader,
Kurmancan developed her political and strategic skills. Her husband Alimbek trusted her and consulted her on
matters of state governance. Thanks to her intelligence and wisdom, she became a leader respected within the society.
During times when her husband was away on military campaigns or at the Hokand palace, Kurmancan managed
the leadership of the Alay Kyrgyz people and acted as their leader. Kurmancan’s role was not limited to family life;
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she was also her husband’s closest advisor, confidant, and, when necessary, a military and political leader. After
her husband’s death, she took on the leadership of the Kyrgyz people, and with her courage and diplomatic skills,
she quickly expanded her influence and gained recognition in Fergana, Kashgar, and other Turkistan khanates. Her
leadership qualities were recognized in 1876 when she was honored with the title “Datka” by the Emir of Bukhara,
Seyit Muzaffer ed-Din. Even before receiving the “Datka” title, Kurmancan Datka had led her army on horseback
and played an active role in military leadership as a leader whom the people trusted and consulted on matters of
strategy (Dagdeviren, 2021, p. 204). The trust she instilled in her people and her leadership abilities allowed her
to have a significant impact, not only on the battlefield but also on the cultural and social dynamics of the society.

5. Methodology

This study examines the narrative presented in the 2014 film Kurmanjan Datka, directed by Sadyk Sher-
Niyaz, focusing on its portrayal of Kyrgyz history. By analyzing the features of historical accuracy and cultural
representation in the film, the study evaluates how the work reflects Kyrgyz culture and contributes to the shared
historical heritage of the Turkic world. The film’s nomination for the Academy Awards, its wide audience on
social media platforms, and its state-sponsored production have increased its national and international influence.
Moreover, the strong interest it has received from Turkey and the broader Turkic world has amplified its cultural
resonance. By focusing on the period of the Russian Empire, the film sheds light on historical events and serves as
a valuable example for academic analysis.

This research seeks to answer the following questions: To what extent does the film reflect historical and cultural
reality? What kind of narrative does it offer in terms of Kyrgyz identity and historical consciousness? What is its
position within the context of Turkic world cinema?

This study adopts a qualitative research method. Qualitative research aims to reveal individuals’ perceptions and
events comprehensively and authentically within their natural environments and collects data through methods
such as observation, interviews, and document analysis (Yildirim and Simsek, 2016, p. 19). The data analysis
method used in this study is qualitative content analysis. Carl Roberts (1997, p. 14) defines content analysis as any
methodological measurement process applied to a text or other symbolic materials for a specific purpose within
the context of social sciences. This method aims to systematically collect and evaluate written texts to derive
meaningful conclusions (Neuman, 2014, p. 466).

The main features of qualitative content analysis are as follows: The formation of a category system during the
analysis process is a fundamental component, and the data is examined within contextual integrity. The method
seeks to uncover implicit and indirect meanings in texts, conducted within a structured and systematic framework.
Emphasis is placed on reliability and validity, and texts are viewed not as static, but as dynamic processes. When
necessary, extra-textual elements may also be included in the analysis to enrich interpretation (Gdkge, 2019, p.
49-50).

6. Kurmancan Datka Movie

Film Details

Director: Sadik Ser-Niyaz

Release Year: 2014

Release Date: 2014

Duration: 130 minutes

Genre: Historical Epic Drama / Biography

Screenplay: Sadik Ser-Niyaz, Bakitbek Turdubayev

Producer: Kyrgyz Film, Aytis Film

Cast: (Main Roles) Nazira Mambetova, Aziz Muradilov, Elina Abaykizi, Mirlan Abdulayev, and others.

18



BURANA DERGISi 2025, 3(1), 13-29

6.1. Short Summary of the Film

The film Kurmancan Datka (2014) is a historical drama set in the early 19th century in Central Asia, portraying
the story of how the Kyrgyz people’s fate was shaped. The film focuses on Kurmancan’s life journey, starting as a
young girl, and emphasizes the personal and societal responsibilities she faces in the face of historical and cultural
challenges. At the beginning of the film, it is foretold that Kurmancan, through a prophetic vision, will play a crucial
role in saving her country from destruction, changing the fate of her people. This prophecy is contrasted with the
lack of value placed on women during that era and the critiques surrounding Kurmancan'’s societal position.

Kurmangan’s story begins when she is forced into marriage with a man she does not love or desire. At a young age,
she meets Alimbek Datka during a scene depicting a punishment for adultery by the river. Alimbek, an important
local leader known for his justice, influences Kurmancan. Over time, Kurmancan leaves her forced marriage with
the help of Alimbek and marries him. However, shortly after, Alimbek is killed, and Kurmancan is left a widow
with children, taking on a huge responsibility for her people’s safety and independence.

After her husband’s death, Kurmancan Datka decides to fight for her people’s freedom. Facing the colonial policies
of the Russian Empire and its strong military presence in Central Asia, she is forced to make peace with the
Russians. However, the peace does not last long, and the Russians arrest her son and execute him. Kurmancan must
make a choice between her son’s life and the fate of her people. The film tells the dramatic story of Kurmancan
Datka’s personal traumas, her strong leadership qualities, and her struggle to secure the well-being of her people.

6.2. Historical and Cultural Analysis of the Film Kurmancan Datka

In Kyrgyz family structure, although patriarchal elements are prominent, the sharing of domestic authority
between men and women is notable. In this context, the integrity of the Kyrgyz family is shaped by an egalitarian
understanding of structure (Unal, 2017, p. 126).

Photo 1: The Singer of Elegy Laments

Photo 2: Koshukcu Sees the Future of Kurmancan

As in Turkish culture, having children holds great significance in Kyrgyz society. In the film, the koshukchi (a
traditional Kyrgyz poet and singer), who mourns the history of the Kyrgyz people, is approached by Kurmancan’s
parents, who express their wish to have a male child. In response, the koshukchi calls Kurmancan over and tells
her family that she will be a figure equivalent to having ten male children. This scene reflects how highly fertility
is regarded in Kyrgyz culture from a societal perspective. Indeed, in Kyrgyz society, women who cannot have
children are considered to face a significant shortcoming and can be ostracized by the community. It is even known
that such women are often not allowed to participate in important social rituals such as the “besik toyu” (baby
cradle ceremony) or weddings (Celtik¢i and Kayhan, 2016, p. 64).
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Photo 3: Kissing Hands in Turkish Culture

In Islam, the act of kissing is associated with various rituals. It can involve actions such as kissing the hand, feet,
forehead, eyes, the holy book, or the Kaaba, among other things (Soylu, 2017, p. 60-271). In Turkish culture,
“kissing the hand” is a traditional gesture performed by younger individuals to show respect and affection to their
elders. The act involves kissing the elder’s hand and then bringing the hand to one’s forehead (Selguk, 2005, p. 6).
The hand-kissing scene in the film Kurmancan Datka carries a dual significance, reflecting both societal respect
and religious elements. In the film, the act of kissing koshukchi’s hand can be interpreted as a reflection of deep
respect for elders in Kyrgyz culture. Furthermore, in Islam, the act of kissing holds significant meaning as both a
recognition of respect and religious authority. Since the koshukchi is portrayed as a prominent figure of authority
in the religious and cultural life of the people, kissing their hand symbolizes both adherence to social norms and
devotion to religious authority.

Photo 4: Tiger Figure Photo 5: Tiger Gets Stronger

The tiger has been used as a symbol of power and bravery in Central and Inner Asia (Coruhlu, 2002, p. 137-138).
In the film Kurmancan Datka, the tiger figure holds significant symbolic meaning. The tiger not only represents
physical strength and courage but also embodies values such as leadership and heroism. Kurmancan’s combative
and resilient identity is linked to the tiger figure, emphasizing her strength and determination on the path of
heroism. This cinematic representation of the tiger serves as a tool in the film to symbolize the inner strength of the
characters and their societal struggles.

Photo 6: Punishment of a Woman Accused of Adultery
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Photo 7: Russian Soldier Cuts Woman’s Hair

Hair, particularly long hair, has been considered one of the most important indicators of femininity within the
framework of patriarchal societal norms. The cutting of a woman’s hair without her consent is seen as a sign of
depriving her of her right to subjectivity, reducing her to an object under conditions typically granted only to men
(Kayali, 2013, p. 21).

In the film, the cutting of the woman’s hair, accused of adultery, is presented as a punishment in accordance with
Sharia law. In Central Asian societies and within Islamic culture, adultery is considered a serious crime, and the
methods of punishment vary according to the society and the era. Here, the cutting of the hair functions as a ritual
of humiliation and social exclusion; the notion of the woman’s honor being damaged is physically symbolized by
the cutting of her hair. Society views this punishment as an appropriate application based on the traditional and
religious rules of the time.

On the other hand, when the Russian soldier cuts the woman’s hair, it is done as both a physical and psychological
insult. This act presents the cutting of the hair as an act of degradation, a display of power, and an attack on the
woman’s will. However, this is not accepted by society and is seen as an offense. To protect the woman’s honor, a
decision is made to kill the soldier. In this scene, the hair-cutting act is viewed by society as a grave offense, and it
is decided that the perpetrator will be punished.

Photo 8: Punishment of Women by Stoning

According to Sharia law, the punishment of stoning (recm) refers to the execution by stoning imposed on married
men and women who commit adultery. While this punishment is not explicitly stated in the Qur’an, it is legitimized
based on certain hadiths and the practices of the four caliphs (Esen, 2013, p. 443). In the film Kurmancan Datka,
the cutting of the hair of the woman accused of adultery, followed by her being sentenced to stoning, illustrates
how societal moral norms are linked with bodily politics. This scene not only refers to the application of stoning in
Islamic law but also includes the hair-cutting ritual, which symbolizes the woman’s loss of dignity. The community’s
participation in the punishment process reveals that such practices are not just legal mechanisms but also serve as
collective moral regulatory systems.

Photo 9: Invalidation of a Woman’s Testimony
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In Islamic law, there is a distinction between the testimony of men and women; in certain cases, the testimony of
women is not considered valid, and in other situations, the testimony of two women is considered equal to that of
one man (Dalgi, 2005, p. 8). This distinction can be linked to the different roles that men and women are assigned
in Islamic societies. The limitation of a woman’s testimony can be seen as a factor that reduces her representation
in the public sphere and her influence in legal processes. In the film Kurmancan Datka, some scenes portray the
perception that women’s testimony holds less value than men’s. Specifically, it emphasizes that for Kurmancan
to have a say in a male-dominated society, she needs not only personal courage but also the ability to transform
societal perceptions. The events in the film reveal how a woman’s testimony is limited not only in legal terms but
also in social and cultural dimensions.

Photo 10: Hair in Kyrgyz Culture

In Kyrgyz folk culture, hair holds both aesthetic and symbolic meanings. Influenced by Shamanism and ancient
Turkic beliefs, hair is considered sacred during important life transitions such as birth, marriage, and death. Women’s
and children’s hair is associated with beauty and fertility, while the length and braiding of hair are seen as symbols
of abundance and prosperity. Additionally, there are folk beliefs that hair protects against evil spirits, and cutting
hair is believed to lead to negative outcomes. These cultural elements elevate hair as a protective symbol in Kyrgyz
society (Bayrak Iscanoglu, 2022, p. 296). The braiding of a woman’s hair in Kyrgyz folk culture is not only an
aesthetic expression but also carries social and symbolic meaning. Hair symbolizes a woman’s beauty, fertility, and
societal role, and its braiding highlights her marital status and commitment to her family. Braided hair also signifies
protection, as it is believed to ward off evil spirits. This symbolic meaning is reinforced by the custom of attaching
the key to the dowry chest to the hair. The key symbolizes a woman’s personal space and her role within the family,
and when combined with her hair, it represents both her physical and spiritual protection. The connection between
the dowry chest key and hair signifies a woman’s deep connection to the values and traditions of her community.
In this context, the relationship between hair and the dowry chest symbolizes a woman’s social identity, her status
within the family, and the traditional responsibilities assigned to her.

Photo 11: Kurmanjan’s Escape from Kul Seyit

Kurmancan’s escape from Kul Seyit symbolizes her quest for personal freedom and resistance against societal
norms. Under the pressure of Kul Seyit, Kurmancan represents the independence and autonomy of women, and
her flight is not just a physical escape but also a cultural and societal struggle for freedom. This act reflects her
inner strength and her effort to reclaim her identity. Moreover, it can be seen as an expression of women’s efforts
to reshape their place in society and their demands for equality. This act can be regarded as a powerful symbol of
the fight for women’s independence and freedom.
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Photo 12: Archery in Kyrgyz Culture

Archery has played a crucial role throughout history as a survival and combat tool for nomadic societies and
warrior cultures. Over time, it evolved into a form of entertainment and sport, and the Turks adopted archery as a
way of life. The bow and arrow became symbols of masculinity, bravery, and justice, acquiring a religious meaning
as virtues in both pre-Islamic and Islamic cultures. Archery was further reinforced through religious rituals such as
prayers, blessings, and the recitation of Bismillah in mosques, and today it remains a sport (Kiigiik, 2018, p. 189).
In Kurmancan Datka, Kurmancan stands out as a strong, brave, and independent female character within traditional
Kyrgyz society. From the very beginning of the film, her strength and leadership qualities emphasize her place in
society and her independence. Kurmancan is not only a warrior but also a figure who challenges societal values.
Despite being a woman, she fights alongside men and makes decisions as a leader, transcending gender roles. This
symbolizes the strength of women in Kyrgyz culture while also questioning cultural traditions and social norms.
Kurmancan becomes an important figure for both her family and society, representing the defense of social justice
and freedom, as well as the power of women.

Photo 13: Use of Horses in Kyrgyz Culture

The economic, social, and political strength of the Kyrgyz people is historically rooted in their nomadic culture.
Like other pastoral nomadic communities, the Kyrgyz have traditionally sustained their livelihoods through
livestock and have maintained a horseback nomadic lifestyle. Although they transitioned to settled life by the early
20th century, their love and respect for horses have endured (Aytbayev, 1962, p. 27). This shows that horses still
play an important role among the Kyrgyz, even for those who have adopted a settled lifestyle. In Kyrgyz culture,
the horse is not only seen as a means of transportation or a weapon of war but is also considered a highly valuable
and respected entity. The important place of the horse in Kyrgyz culture is evident in their oral history, such as the
epic tales of Manas, Semetey, Seytek, as well as the stories of heroes like Kurmanbek, Er Tostiik, and Sirdakbek.
For the Kyrgyz people, the horse has become perhaps one of the most fundamental elements of their socio-cultural
structure (Belek, 2015, p. 120). In Kurmancan Datka, Kurmancan’s relationship with the horse creates both a
cultural and social bond. The horse, more than just a means of transportation, becomes a symbol that provides
Kurmancan with strength and freedom on her heroic journey. In Kyrgyz culture, the respect and value placed on the
horse is strengthened by Kurmancan’s deep connection with her horse, further solidifying her identity and heroic
stance.
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Photo 14: Alimbek Datka’s Prayer Before Death

The assassination of Alimbek Datka is carried out in a cold-blooded manner, with the anonymous assassins wearing
simple clothing and concealing their faces. The death sentence issued by the Khan of Khogand symbolizes Datka’s
execution as both a political figure and a societal symbol. Approaching death with submission during prayer, Datka
embodies a spiritual maturity, while being treacherously killed by the assassins. This form of execution represents
not just a physical killing, but also a spiritual death. Datka’s demise reflects how the ideological conflicts and power
struggles of the era played out on a personal level and demonstrates their impact on social structures.

Photo 15: Giving Datka Title to Kurmancan

The title “Datka” given to Kurmancan represents the highest level of leadership during the periods of the Khokand
and Bukhara Khanates. This title refers to the sole authority figure in charge of a province, serving as the religious
and political leader, the problem solver in society, the judicial officer, and the military commander (igde, 2020,
p- 49). The “Datka” title given to Kurmancan highlights that she is not only a political leader but also a figure
who guides and protects her community. In the film, Kurmancan Datka’s leadership qualities stand out through
her ability to solve both military and societal issues. Particularly in the scenes of the film, it is evident how Datka
occupies a central place in the eyes of the people, both as a ruler and as a symbol of justice and peace. Her character
presents itself as an authority figure who unites the community, while scenes also emphasize her struggle to ensure
the safety of her people, leaving a strong impact on the audience.

Photo 16: Kurmancan Datka Signs Agreement with Russians

Kurmancan Datka’s decision to negotiate with the Russians reflects the harsh conditions brought by war and her
desire to protect the future of her people. The film emphasizes how a leader is forced to make difficult decisions to
ensure the survival of her people. In a situation where her community faces the threat of annihilation, Kurmancan
realizes that continuing the resistance would increase the risk of genocide and result in the deaths of more innocent
people. This highlights that, in addition to being a soldier and warrior, she is also a leader who must consider the
broader consequences of her actions.
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Kurmancan’s agreement with the Russians does not mean she compromises her beliefs or the values of her people.
On the contrary, it is a strategic move made to protect the lives of her people. The terms of the agreement reflect
her aim to preserve her people’s religious, cultural, and social rights. In this way, the film portrays Kurmancan’s
struggle not just as a physical fight but as an effort to protect her people’s cultural identity, freedom, and dignity.
The film can be interpreted as showing that a hero’s leadership is not limited to warfare but extends to making
difficult decisions for a peaceful resolution. Kurmancan’s choice reflects the complex nature of leadership, where
sometimes making concessions and taking difficult paths is necessary to safeguard the future and well-being of the
community.

Photo 17: Photographing Kurmanyji

Photo 18: Regiment Queen Kurmancan Datka

Kurmancan'’s title as the “queen of the regiment” symbolizes both her status within society and how she is perceived
externally. This title represents a form of both honor and objectification; while Kurmancan shapes her power and
identity through her own will, she is also confined to a role defined by the system. The scene where her photographs
are taken in the final moments of the film signifies the immortalization of her image and her recording as a public
figure in history. The photograph functions not only as a memory object but also as an instrument of authority;
while it documents Kurmancan’s existence, it simultaneously reinforces the control over her image and legacy.
This duality reflects the tension between personal autonomy and the larger societal or political forces that seek
to define and control individual identities. Kurmancan, in this case, becomes both the subject of her own story
and an object of historical representation, showing how personal agency can be constrained by public perception
and institutionalized power. The photographs, then, serve as a powerful metaphor for both the preservation of her
legacy and the limitations imposed upon her by the broader societal structures.

Conclusion

In the film Kurmancan Datka, it is emphasized that the social status of women in Kyrgyz society is shaped through
fertility. The portrayal of Kurmancan as a figure with the equivalent of ten male children suggests that, in a
patriarchal society, women could gain value through their individual capabilities. However, this also highlights
that stepping outside traditional roles was an exceptional situation. The scene of kissing hands in the film reflects
the practice of respect, reverence, and recognition of authority in Kyrgyz culture, symbolizing the internalization of
one’s cultural identity and religious values. The tiger figure represents Kurmancan’s leadership and heroic values,
reinforcing her fighting spirit and importance in the social context.
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The hair-cutting scenes in the film carry different meanings within the context of social norms and power relations.
The cutting of the woman’s hair, accused of adultery, is depicted as a form of punishment within the traditional and
religious rules of the time, while the same act performed by a Russian soldier is perceived by society as an insult.
This shows that hair functions as a symbol of social honor and female identity. Moreover, the scene of punishment
for adultery highlights disciplinary practices on women’s bodies as part of social control mechanisms. The limitation
of women’s ability to testify is addressed as a reflection of gender roles in society, while Kurmancan’s struggle
underscores the potential for women to have a voice within patriarchal structures.

Hair, carrying deep symbolic meanings in Kyrgyz culture, also represents freedom and heroism, as exemplified
by Kurmancan’s connection with her horse. The horse is seen as a reflection of the historical nomadic culture of
Kyrgyz society.

Kurmancan'’s title of “Datka” emphasizes her importance as a political leader who guides and protects her people.
Her decision to accept an agreement with the Russians showcases her strategic leadership, symbolizing a difficult
decision to ensure the safety of her people. This decision highlights that leadership requires not only courage in
warfare but also foresight and bravery in peaceful resolution processes.

Finally, Kurmancan’s title of “Queen of Alay” symbolizes her social status and power, but it also reflects her
confinement to a specific role defined by the system. The photographic scenes in the film solidify her position as
a public figure, while also symbolizing the external observation and control of her personal strength and identity.
This situation emphasizes the tension between being remembered and being shaped by external forces.
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Abstract

Since social phenomena are constantly changing and evolving, the vocabulary of a language also undergoes transformation. In order to

meet the need for mutual communication among individuals, vocabulary continually expands with new words or synonyms. The obsoles-

cence and eventual disuse of certain words and meanings is recognized as a complex process that unfolds over a long period of linguistic

development. For instance, some archaic words in contemporary Kyrgyz Turkish are found both in Mahmud al-Kashgari'’s Diwan Lughat

al-Turk and in the variant of the Manas epic compiled by Sagimbay Orozbakov. Although some of these words are no longer part of the

TM active vocabulary of modern Kyrgyz Turkish, they continue to live on in the collective memory of the people and are still used in folk litera-

__ | ture, geographical place names, literary texts, and other written or oral sources. The language of the Manas epic, with its rich vocabulary

o P E N | y 9 Acc E s S and particularly striking artistic expressions, is regarded as a standard model of the Kyrgyz vernacular. Researchers have stated that there
‘ - ‘ is approximately an 80% lexical similarity between modern Kyrgyz Turkish and the language of Diwan Lughat al-Turk. Of course, this

similarity represents only one aspect of the connection between the two linguistic stages. Another important point is that Kyrgyz Turkish of

the last century was even closer to the language of the aforementioned dictionary. This is evidenced by the numerous archaic words that
appear both in the Manas epic and in the dictionary compiled by H. Karasaev, and that also exist in Mahmud al-Kashgari’s work. Thus,
the deeper one traces back the layers of Kyrgyz Turkish, the closer it appears to the language of Diwan Lughat al-Turk. The aim of this
article is to compare archaic words in contemporary Kyrgyz Turkish with those found in Diwan Lughat al-Turk. During the research pro-
cess, lexical, morphological, and semantic comparative methods were employed. As a result, it was determined that many archaic words

in Kyrgyz Turkish appear in Mahmud al-Kashgari'’s work with similar meanings. The findings obtained from this study may be utilized in

1:) buranadergisi.com educational settings and scholarly publications. Moreover, the ideas presented in this article are proposed to the academic community for

further consideration.

Keywords: Diwan Lughat al-Turk, Active Vocabulary, Archaic Words, Lexical Meanings, Kyrgyz Turkish
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Kupumyy

Typx anepuHUH OPTOK WIIMMIIO3Y, yiIyy Typkojor, Tuiaun Maxmyy Kamkapunus “/luBan-u jgyrar aT-TypK~ SMIeru
0OIOHYA YeT OJIKOYK TYPKOJOTIOPAYH apachblHla KOl KbULAap OO0 KbI3BITYYJap »Kapasblll, Oalika THIAEpre
KOTOPYITYI, WIMMHUH UIMKTOOre anbiHrad. OmioHa0H 3J1e SMrekTuH X1 KbUIbIMAArsl TYPK ypyyJiapblHa, aHBIH HYHH/]IE
KBIPTbI3 3JIMHE J]a THEIIeCH 0ap SKEHIMTHY JKOHYH® OU-TTUKUPIIEP alThUIbII, «/lMBaH-U JIyraT ar-TypK», SMIETUHUH
TUJIM MEHEH a3bIPKbl KBIPTBI3 THJIWUHHH KAKBIHIBITHl JKOHYHIOTY MACEJICHHH aTallblH U3WJIIOOHYH OOBEKTHCHHE
AJIBIHBIIIBI yUyp/a KbIPThI3 TN WIMMUHACTH akmyandyy maceneiepoun Oupu 00y cananar. byryHky KyHre uyeiinH
«JluBaH-u Jyrar ar-TYpK» IMTETHHUH KbIPThI3 THJIMHE KAHUYAJBIK JACHIIAIC JKAKbIH SKCHIUTH U3WII00UyIepIyH
apacblHa TaNKyyIapbl )KapaThlil KeleT. M3unneeuynep a3plpKbl KBIPThI3 TUIM MEHEH OPTO KbUIBIMAATHI «/{uBaH-u
JIyraT ar-TYPKTYH» TUJIHH CAIBIIITBIPHII, 3K06 133piuK 80 maiibi3ra :aKkblH SKSHJIUTMH OeIruien ketumiet. by - axu
TUJI apaChIH/IAThI )KAKBIH/BIKThI TAUIIO0HYH OUp TapaObl. AJl 3MU SKUHYH TapaObl, THI ©CYI-OHYTYII, ©3repyIIyIl
Typyy4y KOOMJIYK KyOyityIir OOJTOHIyTyHa OalTaHbIIITYY, a3bIPKbI KbIPTHI3 TUIIA OPTO KbLIBIMIATI KbIPTHI3 TUJINHEH
Oup ToN albIpMaJIaHTaH BIThl TAOUTHIN KOPYHYII J)KaHA OTKOH KbUIBIMJIATHI KbIPTbI3 THIMHUH Maxmyn KarikapuHuH
TUJIMHE aj1Jla KaH4a )KaKbIH OOJITOHIYTYH Ja Oenrmiien keTkuOus kenetT. Macenen, K. K. IOnaxunaun «Keiprei3ua-
opycua Ce3myryHae» jkaHa «MaHacy SMOCYHJa KE3[CIHIKEH JCKUPTEeH, KAIMbl 3] YUYYH MAaHHCH TYIIYHYKCY3
KOOHOPreH cesnepay (yumax, candyeay x.0.) Maxmyn KamkapunuH «J{uBaHbIHAH» Ke3/ICIITUPHIIT )KaTaObI3. [lemexk,
©TKOH KbUIbIMJIAp/Iarkl KbIPrbl3 THIH «J{MBaH-H JIyraT ar-TYpK» dMIerH *Ka3blIraH THITe ajijla KaH4ua jKaKblH OOJITOH
JlereHre Herus OOJIOT.

VYryn xarmainan anranzga, Oya Makanaga a3blpKbl KbIPIbI3 TWIMHACTH K33 OUp KeeHepreH cesnep Maxmyn
Kamkapunun «/luBan-u nyrar ar-Typk» smreru MmereH CarsiM6aii Opo30akoBayH BapHaHTBIHIATEl «MaHacy 31ocy
CaJIBILUTHIPBIIBII, AHAATHI JICKCUKAJIBIK JKAIBIIBIKTAp HIMMHNA 46Hpere CyHyIITAbII )KaTar.

W3nnieeHyH HETU3UH/IE YbITapbLITaH KBIHBIHTHIKTAD, HIMMUN KOPYTYHy-ITUKHPIIED JKaHa TONTOJITOH Marepuaiiap
KBIPTBI3 THJIMHAH TAPBIXbIH U306 YIYH HIMMUN-TEOPHSIIBIK KaHa TPAKTHKAJIBIK )KaKkTaH 0ail, kepekrtyy, Oaanyy
MaTepua OOJIyII CaHajar.

H3unoeonyn maxcamul. A3bIPKBI KbIPTbI3 THIMHIETH KOOHOPTOH co3nep Maxmyn Kamkapuana «/lnBan-u myrar at-
TYPK» OMIETHHJIETH CO3/I0p MEHEH CaNBIIITHIPHUIBII, alapblH napaiesaepiH Talyy MEHEH aHAarsl JIEKCUKAIBIK
OMPHUMIUKTEPIN U3MJIJI06 MAKCAThIH KO3/IOMUT.

H3unoeenyn oynaxnaamanvix oasacei. Makanana Maxmyn Kamkapuaun «/luBan-u jryrar aT-TypkK» SMIeTHHHH
KBIPTBI3 )KaHa OpyC THIAEpUHAETH KoTopMoopy, Careimbaii Opo30ak yyIyHYH BapuaHTBIHAArbl « MaHacy» AMOCyHYH
akageMusIIbIK OachutbImibl, X.Kapacaesnus xana K.K.FOnaxuHuH ce3ayKTepy KOIIOHYITY.

Hszunoeenyn vikmanapvl. Maxanaga HETU3WHEH, JKAIIMbl THII WIMMHHIETH, TYPKOJOTHSIATHI KaHa KBIPTHI3 THII
WIMMHHJETH WINMHR-TEOPUSIIBIK KOPYTYH/Ty-ThITHAKTapTa, K03 Kaparirapra TasHyy MeHEH, H3WI00HYH KO3/16TeH
MakcaTblHa, airaH OarbIThIHA, Ma3MyH-HaTBIHKAaChIHA JKapallla CalbIITHIPYY, 0alK00 KYpry3yy, TONTOO, OAsTHII00,
YKAIITBITO0, CATTBIIITHPMa-TapbIXbIH KaHa 3apBUIIBITIHA XKapalia TPaHC()OPMAIHSITBIK BIKMaJIapbl KOJIOHYITY.

JKvlitbinmeikmapovl  KonooHyy mapmaeel. MakanaHblH (pakThl-MaTepUaiapbl JKOTOPKY OKYY JKalJIapbIHbIH
CTYACHTTEPHHE KBIPTBI3 THIIHHHUH JIEKCHKOJIOTHSI, TPAMMATHKACHIH/Ia KOJIOHYyTa 600T. ONIOH/I0M 3J1¢ H3MITI00HYH
KBIUBIHTBIKTAPBl KOPYTYHAY-THISHAKTAPBI, JIEKCUKOJIOTHSI, MOP(OIOTHUSI CHISKTYY WIMMHUI OarbiTTapia, KbIPTbI3
THJIMHUH TapBIXBIH, CABIIITHIPMA K€ STHMOJIOTHSITBIK CO3MYKTOPYH TY3YY/1© HU3MIIOOHYH MaTepraiaapsl 0aanyy
WIMMHNA-TEOPHSUIBIK Oyliak Ooiyn Oepe ajar.

1. A3BIPKBI KBIPIbI3 THJIHH/IECTH KOOHOPIOH CO3/16P KaHa “/IlMBaH-! Jyrar ar-Typk” 3Mreru

Maxmyn Kamkapunun “JluBaH-u JIyraT aT-TypK~ aTTyy SMI€rd OYMHOJIYK THJI WIMMHHHH TapbIXblHIA ©3YHYH
0afbIPKBUTBITHI JKaHa SHIUKIONEINSIIBIK 0aaryylryry MeHEH TeHICIICH3 MaaH!uTe 33 OOJITOH TYPK THIAYY JIAEPINH
enbec-ednec acsll Mypachkl 6omym scentenet (Cynranammes, 2015, c. 4). Maxmyn KamkapuauH ce3ayry — TypK
YPYYJapbIHBIH WYMHEH KBIPTHI3 DJIMHUH MaJaHUATHIHA, THINHE, TAPBIXbIHA, Kaa/la-CalThIHA, YPII-a1aThlHa, OHYTYII-
OCYIIYHO THKE KaTBIIITYY 30p dMreK. OMOHAYKTaH KbIPTHI3 THIMHUH THIOBIIITHIK TY3YJIYIIYHAOTY, TPaMMaTHKAIIBIK
(hopmamappIHAarel JKaHa JIEKCUKAJIBIK KypaMbIHAATBl ap TYPAYY ©3TOUYOIYKTOpAY TWIAWUK (QakThuIap MEHEeH
TEKTEITUPYY apKBUIYy aHBIKTOOTO MYMKYHUYJYK anadei3 (Axmaros, 2011, c. 7).

Maxmyn Kamikapuaus «/luBaH-u JyraT aT-Typk» 0aajiyy 3CTEIUIH a3bIPKbl TYPK THUJIICPUHUH MBIHIAH MUH JKbLI
Me3ruJI Mypaarsl kepyHytry oonyn cananar. [Ipodeccop T.K.Axmaros: “/luBan” ... - XI kbutbIMaarsl 0aa sKeTKUC
ACTeNHK. By CO3MYKTYH MaTepuaibiHa TasHBIT, a3bIPKBI KE3/IE TUIHOU31e KONTOHYITYII )KaTKaH KONITOTOH CO3IOpAYH
JKaHa rpaMMaTHKaJIbIK (DopMaiap/ibiH apXeTUIITEPUH KaJIbIObIHA KEJITUPHIL, TUIIUOU3IECTH THIOBIIITHIK ©3repYYJIepay,
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aiippIM KyOyiTyInTapAbl YeuyMesen TYIIYHIYPYYTre MYMKYHUYIYK ana0bi3”, - nen xasrad (Axmaros, 2011, c. 6). Tun
ME3THII OTKOH CaliblH ©3TrepyIl, OHYTYI-6CYII TypraH COUMAIIBIK KyOynyml. Yiyy aansiM Maxmyn Kamikapwu sxamari,
CO3JIOPAY JKbIMHAI KUATEI KBUIBIM Ka3blll KWHUHKWIIEPTe KaITHIPBIM, a1 ydypJlaH MUH KbUI YaMachl yOaKbIT OTYII,
Oyn mesruwiepae ap KaHaai esrepyysep 0oayn eTTy. MbIHA OLION ©3repyYiep THI/E, aHbIH JIEKCUKAChIH/A JKaHa
rpaMMaTHKAChIHAA KOI-Kell >KaHbUIaHYyJIapllaH, ©3repreH KepyHYWTepaeH Oaiikanar. CanbITelpMa-TapbIXblid
METOJl YYYH THIIUK (aKThulap TEKTEI THIIACPACH allblHA TYPraHIbIThl JKaJIIbl THJ WIMMHHE MaajibiM. Mucaisl,
9MIeK MEHEH a3bIPKbI KbIPThI3 THIIMHJIETH CO3AOPAYH OKIIOMTYTYH Oenruiee kepek. Kaa oup ce3nep poHeTuKaibik
ailbIpMavbUIBIKTapra 3 OOJTOHY MEHEH OupJeil MaaHWHHM TYIOHTYII, CEMaHTHKAIbIK TEHJCIITHKKE 3. Jlemek,
CaJIBIIITHIPMAa-TapbIXbIH METOJI, TUIIZICTH ©3ropYYJIOpAYH ceOen-HaThliKanapblH OaiaHBIITBHIPHIN, aHBIH MbIH3aM
YEHEMJIYYIIYKTOPYH auyyra, H3H10ere TOIYK MYMKYHIYK OepeT. CasbIThIpMa-TapbIXblid METO] 9H 000y THIIHK
OHYTYYTO aHaJIU3 5Kacooro OarbITTanrad. THUIIHH JTeKCUKAChIHIArbl K33 OUp CO311ep, anapIblH MaaHHJICPH SCKUPHII,
KOJIIOHYYJlaH YBbIKKaH, aHbIH STHMOJOTHSCHIH UYEUMENI00/10 TapbIXbIH-3THMOJIOTHSIIBIK METOALY MaijanaHadbI3.
Ce0eOu a3bIpKbl KBIPTHI3 THIMHIE ajl Co3/1ep YHYTYIYI Kaibll, OMpok smrek MeHeH CarbiMOaii Opo30akoBayH
BapUaHTHIHJATH «MaHacy» dMOCyH/a Ke3CIIKeHHH Kopooy3.

art — amryy, na6an (Maxmyn Kamrapu, 2016, ¢. 62). «/luania» MpiHaail Makan 6epunet: «Armigiigi dsik art bolur»
- DPUHYIAKKE UMK apT (KYK, YIIYII CBIAKTYY) 00JI0p. Apm o3y a3bIpKbl KbIPIbl3 TUIMHAE KeP-Cyy aTajblITapblHIa
caktainsin Kanrad. An smu K.K. FOnaxunaus ce3nyrysae apm ce3yHYH auwiyy Mmaanucud oeprenaurut, Kerapr (Kex-
Apr), Kezapr (Ke3-Apt), Karsinapr (KatslH-ApT) arajbluTapblHoa CakTajbll Kanrangsrbl aiteuiar (KOpaxwu,
1965, c. 70). Omwonnoii ane «MaHacy 3IOCYHAA Aa apm CO3Y auiyy MAaaHUCUH OepeT:

Kabak-Apt menen Capsi-Kommo

KaObIpra tyyran keimuak 6ap (Manac, 1995, 1, c. 152).
JKy3 31yy MUH ackepuH

KeBaprTer ke3neit kantarein (Manac, 1997, 1V, c. 35).

davan — amryy (Maxwmyn Kamrapu, 2011, c. 62). «/luBan-1 1yrat aT-TypK» dSMTerHH/Ie allyy MaaHucHuH Oepet. Kopzeo
Myuice myuyyeo, 0asan auica aulyyad, kapa scep Kyuca Kyuyyea o6aapwioviz mer konoayk! (JKakpimoek, 1995, c.
370). laban (x331¢ ajgadusTrapaa - AaBan). JlaBaa (H) — auyy, 6en nerenau TymyHaypet. Opyc THIMHIC aliTKaHIa
“rOpHbI MepeBa” JereH ce3. Dnubdusae Oy co3 OUp Kbliijla KEHUPHU Tapasiblll, VI 3¢ MAaHUCUHJIC aulyy JHETCH
CO3re CHHOHHMM 0O0IyT Kanar. /[abdan co3y KaTbllIKaH xKep-cyy artapbl KbIprbI3cTanbpH Oap/blK TepPUTOPUSIChIHAH
yaypaiiT: [Jaban (maBan), Apua-/laban, /laBan-Caii, Kaman-/laban, XKans-/laban, Kapa-/laBan, Terepek-/laban,
[[n6e-HaBan, Dcku-/asan x.6. (Mcaes, 1977, c. 25). «MaHnac» saniocyH/1a fia 0agaH ce3y auilyy MaaHUCHUH/IE alThLIaT:

Amnorcusn, Kawxap srcepunu,
Bysyx kviicax awap6bols
Mys-Jlabanowvin 6enunu (Manac, 1995, 1, c. 388).

ashq — Oyynait (Maxmyn Kamrapu, 2016, c. 120). Awmbix co3y a3bIpKbl KbIPrbl3 THWIMHIE 2 OYYyOati MaaHUCHH OepuTl,
3CKUPreH co3/1epre KHUpeT. DNJIUK 003€KH uYblrapMaiapia Ken ke3zemeT. «MaHac» 3MoCyHAa Ja TOMeHAeryaei
canTap MEHEH aiTbuIaT:

Toxoti-opmon uep 6oneoH,

Apacvinoa ariuviivik

Awmuix avidan, man bazap

AsbiHo0 Oezen dicep boneon (Manac, 1995, 11, c. 252).

baraq — 6apak ut (kyaayy ut). Typk snaepunne MeIHIAH Oup ymambim (AmeHuM) Oap. JKakbrHaam keje skaTKaH
KapbUIBITBIH CE3T€H OUp OYPKYT KM KyMypTKa TYyHT Ja, Oachll 4birapar. Bup s>kyMypTKachblHaH UT Yblrapart, aHbl
Oapax zien ararmar, aj 3H KYJIYK, alrsIp O0JIOT. A SKHHYMCHHEH OallanaH YbIThII, ajl aKbIPKBICH! 00Ty Kajat (Maxmyn
Kamrapu, 2016, c. 322). K. K.IOnaxunaann ce3nyryHae oapak ce3y KyHayy Maanucuuae kenet (FOmaxun, 1965, c.
109). X.KapacaeBauH co3IyTyHIO KYHY KaJblH, TyTa OOIOH KaJbIH TYK OackaH MaaHWCHH OepreH. Mirepu OGapax
a1 60JI0T mevy 37e, Tyna 00roH Tyk 6ackad aen tymyHaypet (Kapacaes, 2016, c. 158). A3BIPKBI KBIPTHI3 THIIHHIIC
Oapak ce3y ICKUPTEH CO3 KaTaphl TAPBIXBIM UbTapMasiapaa yaypaiT: Capuvibail 0apoo syxetiun, cakcatiean bapax
JACYHOYY um Konyha xupe myuyn nec oondy (Kacermoekos, 1990, c. 482). «MaHac» 3MIOCYHIIA 6apak Co3Y KYHIYY
MaaHUCHHE KE3ACIIIEHT.
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bog — 6oxuo (Maxmyn Kamrapu, 2016, c. 97); ¢og — 6ok4o, Oytom cajbiaran 6okdo (Maxmyn Karrapu, 2016, 111,
c. 97). boxuo — yn, mynk, oponron TaHeik (Kapacaes, 2016, c. 199). Keumen typmyInTa KepekTyy Maiiga-uyiine
Hepcesep/u ke 6aanyy OyroMIap/ibl calblll Oaitar, TYHYI KOIoydy TYHYHYOKTY O0KYO JiemkeH. «MaHacy snocyHaa
Jla TOMOHAOTYA6U 3CKEPUIIET:

Kanua Tam Tonron aynyie 6ap,
ApTTHIpHIT O0KU0 Karmanap! (Manac, 2006 , VI, c. 55).

K. CelinakmaToBnyH nmukupu 6oroHua « TypK jkaHa MOHTOJI THIIACPUHETH OOKYO0 cO3y OOK+YO0 AereH OOIyKTOpIoH
Typar. MyHyH 00K YHTrycy OallbIpKbI TYPK THIHHIIE O02 TYPYHII® alThUIraH. boe ce3y KbIPTbI3 THIUHIE OVY, batiia
MaaHUCHH OepreH (anzpiH cbhisrad O0u3 — T.0K.). A jKoJIro KepekTenyydy CyMKa KaTapbl TYIIYHYK OepwuIl, ara -4a
MYUecy KalraHyyaaH OOKJYO ce3y KeNWN YbIKKaHABIThIH aitar (Ceitnakmaros, 1988, c. 57). Dmrekre bog, ¢og
(hopMachIHaa KEIUTI, THIOBIILITAPBI AIMAIIbLICA J]a O0KYO MaaHUCHH OEpHIl, CEHpEK aiThLIAT.

bitik — xuren. O/ bitik ¢éikdi — An Outuk (kutemn) yektu (kaszasl). «AMBaH-1 Jyrar aT-TypK» 00I0HYA OMTHK CO3YHYH
MaaHuiIepu TeMeHerynep: 1. bitik —kurer; 2. bitik — kar, ’xa3yy. DTUIITEH >KacaaraH aro04 ce316H 00TyIIy MyMKYH.
Anin bitigi balgiiliikk — anbin xxa3yycy 6enrmnyy. 3. bitik — tymap (Maxmyn Kamrapu, 2016, c. 329) maanucun 6eper.
Butnk cesy XapaGatunun “dakp-Hame” sMrerunae aa sckepuwier (Mypymes, 2022, c. 241). Butuk - xasyy, Kar,
ypirapma. Kelprei3 anocropynaa — “ouuuk’ aen aiftouiat (Kapacaes, 2016, c. 196). A3bIpKbI KbIPrbl3 THIMHAE OUTHK
CO3Y ICKUPIeH o3 00y KOJIJOHYYAaH YblKKaH. TapbIXblii poManaapaa ke3zaemeT: «KomyHa Kyl KOHIypra, Kemep
KypUyHTaH aKcakaJJblH CYpeT jKacaThl YerHJIreH 3aHrell Talka MbiHAal outuk tymry» (XKycymos, 1995, c. 108).
«Manacy smocynaa OUTUK OM4KK (GOpMAChIHAA AUTHUIBIIN, KACUETTYY KHTEH JKe MaJl KUTEell MaaHUCHH OepeT:

Ap3aH KUIIA MEH OeIreM,

bunumuMm cenaeH kem 6enem?

BuuukreH Oup xy3 oKyayMm,

Wmamum cennen kem 6enem? (Manac, 1997, 1V, c. 134).

bork — 6epk, 6epyk. Tatsiz tiirk bolmas bagsiz bork bolmas — Tarcei3 Typk 605100¢, Oaticei3 6epk 0osdoc. «/IuBaH-u
Jyrar ar-TYpK» sMrerusje 6am xuiinm Maanucunae keiet (Maxwmyn Kamrapu, 2016, 1, ¢. 300). A3BIpKBI KBIPTHI3
TUIIMHJIE J1a Oann KUAUMIUM OWIIIpeT, OUPOK ICKUPIeH CO3/IOPAYH KaTapblH TONYKTAHUT. hFopx O3y DIIMK 003EKU
yplrapMaliapja Keszeuier. «MaHacy» 31ocyH/a 1a TOMOHKY/1ei alTbLiar:

Kan exymyH Tuitrusau,

«Kan TaaxpIcHl ynry» - aer,

Op MaHacTbiH OarnibiHa

Keiranyy 6epkry kuiiruzau (Manac, 1995, 1, c. 398).

jarp —xapmn. JXKapmsl xa3euran xy3 (Maxmyn Kamrapu, 2016, 11, c. 6). Anin jarp: jazildr — AHBIH %apTibl )Ka3bUIIbL,

13

KeHYIy Kymobak Oomnmy. XKapm — 5Ky31yH aubIKTHITBL, XapbIKThIrbl. Maxmyn Kamkapununa «Ce3nyrynae» “iapmn” —
JKY3IYH KapBIKTHITBIH Omiraupred. KultnHuepask “Hapri, sxapi’” )Keke aiTeuioacTaH, ‘“9ka3puryy’ JIeTeH o3 MEHEH
Oupre xxype TypraH 6oxyn ketkeH. “YKapm xa3putyy” — “kabak TYHYIyyHYH Kapama-kapinsl xarsl (Kapacaes, 2016,
c. 290). Yuypaa kepkeMm uslrapManapiaa kKeszemer. Mucaibl:

KapriTel sxa3blil, xKarajijianrap,
JKan mepuk 6ap e3yHIOH.

jat — #flaga ramel. Jat¢r jatladr — Xaiiusl sxaiinaapl, skaiiusl Haja Tamka ay0a OKyH >KaMIblp Yakblpabl. bByn Oup
CBIMKBIPYBLIBIK O0OT. YKamrelp, mraman skaHa Oamikaiapael OONTYpyII YYYH CHIMKBIpAYy (Haza) TamTapAblH
Kapaambl MeHeH chliikpipiaiiT (Maxmyn Kammrapu, 2016, 111, c. 3). XKaii Tam — sxamrbIp, Kap, 00pOOH YaKbIpyydy JKe
KYH adyydy Tam. byn ces: iar, xan, sxana tam nen skaspuras (Kapacaes, 2016, c. 276).

ATBUIBIN YbIKKAH TaIITapaaH
JKait tam neren yiry 6ap,
XKep ycryHae kanar ai,
AlaM aHBI TaaHBIOAMT,

2Ken anat sxen kepron man (Manac, 2014, VIII, c. 105).
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JKaif Tamr - KyH *aaaplpyy eHepyH/1e NaiaiaHbulyydyy e3rede Talll - Kapa KOHayH HUMHEH 4ublraT aenet. XKail ramn
a3pIp J1 MUUHJIC aUTHUIOAMNT.

jak - mwaiiran (Maxwmyn Kawmrapu, 2016, 11, c. 120). “Bilmiys jdk bilmdziik kisiddn jdg — beliTaanpll KAmuaeH
TaaHbIII [IANTaH KaKWIbl,- el SMreKkre OepuiireH. JKek — a3relpyydy, maiitas, aze3ui Maanucut oepet (Kapacaes,
2016, c. 654). XKek ce3y a3bIpKbI KbIPrbl3 TWIIMHAE MIAWTaH TYIIYHYTYH OepOeiT, OMpOK KaKThIpOaranabl TYIOHTAT.
X.Kapacaes Oyi1 ce3 KbIprbl3 THIMH/E SCKUPIeH €03 KaTapbl al ThUITaHBITBIH OCIruiIen KeTKeH. «MaHac» S1ocyHaH
MUCaJ KeNTHPEOH3:

TarTbl )KaHbIH aMaHaT
Kex kepynep ezyHe (Manac, 1997, IV, c. 242).

konik — xeneuek, kenok (Maxmyn Kamrapwu, 2016, 1, ¢. 335). Keipre3 Tunun e 033 caaranra bIHraiiiiyy 4oprocy 0ap
TEPHJICH JKacairaH uenek Maanucus oepet (FOmaxun, 1965, c. 422). «MaHacy 31M0CyH/1a TOMOHIOT Y01 3CKSPUIICT:

9p Kexuenyn Kaparym,
Tepr keHeK CYT KeTepyIl,
OmukTeH Kenau MbiHa Oy (Manac, 2006, V, c. 331).

Kenexk “koxkaHoe BeI€PKO ¢ HOCHKOM (CITyrKaliee MoJOWHUKOM IPH JJOSHUH KOOBLIHIT), KOHOUOK MaJICHBKOE BEIEPKO
“game u3 BepOmokber koxkn” (FOmaxun, 1965, c. 422). Kenek ce3y a3blp KOJIIOHYIIOAH KaJIbII, aHBIH OpIyHA YaKa,
Yellek CHHOHUM CO3/10pY alTBUIBII, apXan3MIe aillaHbIIl, KKOHOKTOII KYI0Y», «KKOHOK Oaln», KKOHOKTOH KeeIn JereH
CBIAKTYY CO3 allKaIllTapbIH/Ia Ke3/IeTIeT.

kiir — 9p xypek. Kiir dr — kyp (kypekryy) 3p (Maxmyn Kamrapu, 2016, I, c. 283). Cesnykre: “Kim kiir bolsa
kdvaz bolur — Kum 3p xypek 0oico, kaiitiac 6os10p”, - neren makai oap. [Ipodeccop K.K.FOnaxunae kyp cioBo, B
Pa3IMYHBIX COUETAHUSX BBIPAKAIOIIEE CHITY, 3lI0POBbE U T. 11.; Kyp OOJIYIl KaJlraH »KUTUT MapeHb, B KOTOPOM (Tak M)
OypiuT My>KCKasi cuia; Kyp *ep 3emiis TyuHas u Hetponytas (FOmaxun, 1965, c. 469). A3BIpKbI KbIPTBI3 TUIHH]IE KYP
CO3Y ICKUPIEH CO3TIOPAYH KaTapblH TONYKTaIl, «MaHac» SMoCcyH/a Ja Ke3/eIIeT:

XKepu Tanac xyp 6o:0T,
Uennne xenred 3p 6oiot (Manac, 1995, 11, c. 301).

AHBI KOPTOH aIaM/IbIH

VYury kyHzie kyp 0oy,
Uennne kenreH 3p 6onyn (Manac, 2014, VIII, c. 201).

sandu/Ja¢ - 6ynOyn, canasirad (Maxmyn Kamrapwm, 2016, 1, ¢. 436). X.KapacaeBauH ce3nyTryHae canmyrad Oyaoys
nen Oepmnred (Kapacaes, 2016, ¢. 654). A3BIpKBI KBIPTBI3 TWIMHIE CAHAyBad CO3YHYH Mapajuienu — OymOyi.
Canmysaud ke canmyrad co3y K.K.FOmaxuaana ce3ayrynne kesaemmeit. bupok, «Manacy 31mocyHAa CaHIyTad co3y
OynOys1 MaaHUCUH/IC KEJICeT:

Ap karbIH/1a anap/bH

Canoyzau 6ynOyn caiiparas,

Typayy ryny rynnerexn

Typnyy OynOyn cyiineren (Manac, 1995, 11, c. 74).

caruq — 4apbIk. At ¢aruq, kii¢i-azug — ’XeenyH (MMHIEH) aThl — 4apblK, KY4y — a3blk. TYKTYY TepuieH OyTka
tapteuiran yokoit (Kapacaes, 2016, c. 770). Yapblk — ublIrelid TepuaeH (koOYHUYO KbUIKBIHBIH, TOOHYH) KYHYH
CBIPTBIHA KapaThblIl, )KUIT MECHEH ap KaHChl )KEPUHEH WIIMII-Yablll, OyTKa *YH OalIaKThIH CBIPTHIHAH KUinII-Oaiinan
ana typras Oyt kuiium. «MaHacy» 310CYH/Ia TOMOHIOTY61 aiThUIaT:

Yapwievim 0K OyTymza,
JKbIaH asiK o1 0achlr,
Muntun mwopym kaitnaran (Mawnac, 1995, 11, c. 219).

iirtiik - »xankerd, xabyy (Maxmyn Kamrapu, 2016, 1, ¢. 111). YpTyk %)a0yycy, Y0OH KUIIFIISPAUH KaOBIPBIHBIH YCTYHO
JKaOBIITaH achUT JKUOCK, ke JKalblTa TypraH Oalika Hepcelepau ilirtik — ypTyk aenm anTeuiaT. KeIprel3 TwmmHIe
ypmyk dhopmaceraaa anteuiat (Kapacaes, 2016, c. 748). Koozmonron keiM0ar ar xalyy, ajarta aTThlH COOpyCYyHa
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alle HMEcC, aTka OYTYH/IeH jkaObUITaH JKbUIyYyJIaHTaH aT jkalyy KaTapblHjaa Jia Mainananbiuirad. YPTYK ce3y YpT+YK
OOJIYKTOPYHOH Typar. A3BIPKbI KbIPTbI3 THIIMHJAE ypmyK KOOHOPTOH CO3IOpAYH KaTapbhlH TONYKTaWT. «MaHacy
AMOCYH/IA Ja Kal0yy MaaHUCHH/IE alThLIaT:

JunneneH )KyreH KaTblHAp,
KonbopcTon ypryk apteiHap (Manac, 2006, VI, c. 354).

iridn — spkexrep (Maxmyn Kamrapu, 2016, 1, c. 89). Ardn gamug qaqisdi — dpennep 6aapbl KarblThl, GUpu GHpHHE
auyyJIaHBIIITHL. O CO3YHYH CelpeK yuaypai TypraH KeNTYK CaHaarsl Oup yarycy. peH — KY4Tyy, 9p JKypekK Oaarsip
(FOmaxun, 1985, c. 461).

An 3amaH[a apenoep

Tamaberaa xetkern (Manac, 1995, 11, c. 193). Dpen ce3y kepkeM dbIrapMaiapia, bIp camTapblHAa
KOJIJIOHYJIAT.

A — o111, XKoJIoII, KoxKoroH (Maxmyn Kamrapu, 2016, 1, ¢. 66). A3BIpKBI KBIPTHI3 THIHH/E Ja 311 CO3Y KOOI, TOC
MaaHUCHH/IE KOJJAOHYJAT JKaHa dCKUPTCH CO3MIOpre KUpeT. Yurynd 3je ce3re «JluBanmarsny mucan, “Nd¢d munduz
drsd dgdzgii, nd¢d dgri drsd jol dzgii — Kanua akmak 00J1co (1) — 311 (00JIToH) MK, KaHYa Hipu 00JICo (J1a) — JKOJ
(Gonron) mitrn”,- nen Jka3puirad. DIl ce3y agabuil ublrapmanapia, «MaHacy 3MOoCyHJa alThlIaT:

blitman mMeHen Gem 6oy,
blpac sxanra sm 6onmy (Manac, 2006, V, c. 146).

bamuq — mambik, naxra (Maxmyn Kamrapu, 2016, 1, ¢. 324). “/luBanna” damyx dhopmacbiHaa alThUIraH MAMbIK
(hoHETHKATIBIK ©3TOPYYTe yUyparaHabITel OaikanaT. A3BIPKBl KBIPTHI3 TUIHMHIC MAMbIK CO3Y ICKUPTEH CO3AOPIYH
TU3MECHH TONYKTaWT. “MaHac” 3mocyHaa TOMOHIOTYI0U KE3/ICIICT:

Bbawwina mamvix koronmyp,
Kon-aszvin woronmyp (Mamnac, 1995, 11, c. 216).

tiiméin — Tymen (Maxwmyn Kamrapu, 2016, 1, ¢. 342). Tiimdn tirliik sozlddi — Tymen-typayy cyineny.Tymen -
caHchI3, asgbait ken (FOmaxun, 2000, c. 429). “bupauku — MUHIe, MUHIUKA — TYMOHI'®” CHIAKTYY MaKajiap/a, aaa0ouit
gpIrapMaliap/ia Ke3IeIInll, 003eKH KeTTe CeHpeK KOJTOHYIIAT.

AnTaii TOOHY *Kep/ereH
Tymenneres xwuKkbl Oap, (Manac, 1995, 11, c. 278).

uldan — ynran (Maxmyn Kamrapu, 2016, I, c. 121). Taman, OyT KHMUMAWH TaMaHbL. ltga uvut dtsd uldan jamds —
Utke yaT kence, ynranas! (mbliipak) xedec (Makan). bupeeHyH anuHAe cyaTaH OOJTOHYO, ©3 AIUHAE YATaH 00
(maxam).

baitHekTepu capbl aJIThIH
Kby kp1HAaH cyypranaa
KbIiikbIpbill MEH Aa Typrasja,

Vanbac ynran 6etnbu (Manac, 2014, VIII, c. 353). Vaman ce3y etme MaaHuJie KaJIbIH O€T, YATCHI3 JCI
Carpimbait Opo30akoBIyH BapHaHTBIHAATEl «MaHac» 3MOCyH A SCKEPHIIET.

ucmaq — “/luBannga” Oeliuml, xanHaT MaanucuHae keier (Maxmyn Kamrapu, 2016, 1, c. 123). Yumak — Oeiinm,
XKbIprail, Oepexenyy MaaHHHU OCPHIL, a3bIPKbI KbIPrbl3 TUIIMHE aiThi0aliT (Kapacaes, 2016, c. 743). bupok “Manac”
3MOCYHIA YUMAaK CO3Y Oeliuus MAAaHUCUH]IE alThLIAT:

Kotneanvinovl cytinoodon
Yumaxmor ko306t yuacuoiy,
Hyp xoizvinan Kyuacwiy.
Kannammet ke30eii acanaceiy (Manac, 1995, 111, c. 42).
KopyTtynay
JKBIABIHTBITBIHIA, a3bIPKBl KBIPTbI3 THIIMHACTH K33 OWp YHYTTa KajraH ce3iepAyH “‘/luBaH-u myrar ar- Typk”

OMIEeTUH/IE KEe3ACIINIINH, OKIIOMTYKTapAbl aHBIKTOO MAaKCATbIH aJJIbll'a KOUTOHOY3. MbIHa OLIOJ MaKcaTThl KY36re
amelpyyzna Oup Tom abpoiinyy MiauMuil Oymakrap maiganaHbuiabl. “Manac” smocyHaH mucangap Oepuiau skaHa
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CaJIBIIITHIPMA-TapbIXbIH METOAMYH HETH3MHJEC M3WIJICHHII, HaThlibkana O0all Marepuangap Tontonay. buz mmcan
KEJITUPTEH K39 OUp co3/16p TWIIUH aKTHBIYY KOpYHaH YbIKKaH MEHEH, 3JIJIUK 003CKH aadbusTTa, Oalikada alTKaHa
“Manac” snocyHja skaHa “/luBanaa” cakTalbll Kajdrad. AHAa KeITHPWITeH (aKThIIapAbIH KbIHBIHTHITBIH/IA KbIPTHI3
TUJIMHJIETH KOOHOPreH co371ep "MaHnac” 3mocy kaHa “J[uBaHmarsl” aTalbllTap *Kalbl SKSHIUTH OSITHIYY O0JITy.
ABBIPKBI KBIPTbI3 THIIMH/IE KOJIZIOHYY/IaH YbIKKaH ce3/1ep “Manac” anocyHaH xaHa Maxwmyn KamkaprHuH sMrernHex
TabbUICa, IeMEK, OTKOH KbUIBIMIBIH OMPHUHYN JKapbIMBIHATH, MBIHAAH JKY3 JK€ aH/JaH KOl )KbUT Myp/arsl KbIprbi3
i “JluBaH-u Jyrar ar-Typk”’ 3MIeTMHUH THJIMHE Jarbl Jla )KaKblH SKCHJAUTMHEH Kabap Oeper. “/luBaH-u jyrar
aT-TYpPK~ SMTerd MEHEH KBIPTbI3 THIMHAETH >KaJIbUIBIKTAp, KAKbIHJBIKTap OM3 M3MWIJIETeH OHYT apKblIyy KEeHEeH
Kapajayyra THANIL.
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Extended Abstract

In recent years, there has been a noticeable increase in scholarly interest in the history of the Kyrgyz people and, in
parallel, the Kyrgyz language. Researchers are increasingly focusing on comparative studies between contemporary
Kyrgyz and ancient Turkic written monuments. Among the most significant medieval works being explored across
disciplines is Diwan Lughat al-Turk (“Compendium of the Turkic Dialects”), compiled by the distinguished scholar
Mahmud al-Kashgari. Born in the village of Barskan (historically known as Barsghan, near Ysyk — Kol lake, Kyrgyz
Republic), located in the Jeti-Ogiiz district of present-day Ysyk-Kol Region, Mahmud al-Kashgari’s full name was
Mahmud ibn al-Husayn ibn Muhammad.

According to various scholarly studies, Mahmud began writing this monumental work in 464 AH (25 January 1072
CE) and completed it in 469 AH (9 January 1077 CE). Having studied in major centers of learning such as Baghdad,
Bukhara, Samarkand, and Kashgar, Mahmud received an advanced philological education. His work is not merely
a dictionary but a comprehensive linguistic and cultural encyclopedia of the Turkic world in the 11th century. In it,
Mahmud collected and analyzed a vast number of Turkic words, systematically identifying similarities and distinctions
among the various Turkic dialects of his time. He examined the lexical richness, grammatical structures, phonological
patterns, and semantic nuances of these languages, thus preserving invaluable data for posterity.

The Diwan offers detailed insights into the lifestyles of nomadic Turkic peoples, including the Kyrgyz, who, according
to the lexicon, engaged in animal husbandry, agriculture, leatherworking, craftsmanship, and various traditional arts.
Each entry is not just a lexical unit but is enriched with illustrative materials, including proverbs, poetic excerpts,
geographical data, and cultural references, which serve to contextualize the vocabulary. As a result, this work is not
only a linguistic resource but also a cultural and historical mirror of Turkic life in the medieval period.

Importantly, the Diwan Lughat al-Turk holds special relevance for the study of modern Kyrgyz. It has been noted by
scholars such as Tolubaev (1991) that many of the words used in the Diwan closely resemble those in contemporary
Kyrgyz, especially in their original or archaic forms. The renowned Kyrgyz writer and academician Tugolbay
Sydykbekov also emphasized this linguistic proximity, stating that “the root of the ancient Turkic lexicon collected
by Mahmud Kashgari in the 11th century is closest to the Kyrgyz language” (Sadykbekov, 1982, p. 36).

Language, like society, is in constant evolution. As social phenomena develop, languages adopt new words to meet
emerging communicative needs while older terms may become obsolete or fall out of general use. However, many
of these archaic words survive in oral traditions, poetic language, geographical place names, and literary texts. This
phenomenon is particularly evident in the Kyrgyz language, where some words that have fallen out of everyday use
still persist in epic narratives, such as the Manas epic (particularly in the version transcribed by Sagynbai Orozbakov),
and in scholarly works like Hussein Karasaev’s dictionary Kamus Nama.

By comparing archaic Kyrgyz words preserved in these sources with the lexicon recorded in the Diwan, we observe a
remarkable overlap, both morphologically and semantically. This comparison not only underlines the continuity and
resilience of the Kyrgyz language but also affirms the importance of Mahmud al-Kashgari’s work as a foundational
reference for historical linguistics, particularly for Turkic languages. Linguists estimate that the lexical similarity
between contemporary Kyrgyz and the language of the Diwan exceeds 80%, which underscores the close historical
ties between the two. Moreover, the vocabulary recorded in the Diwan often matches archaic terms that were once
part of the active Kyrgyz lexicon but are now preserved only in folklore and academic records.

This article applies lexical, morphological, and semantic comparison methods to highlight these linguistic connections.
The analysis identifies multiple archaic Kyrgyz words that appear in Mahmud al-Kashgari’s dictionary with similar
meanings and usages. Such findings are not only academically significant but also serve as rich material for lectures,
educational curricula, and further linguistic and cultural research. They offer a deeper understanding of the diachronic
development of the Kyrgyz language and its rootedness in the broader Turkic linguistic heritage.

In conclusion, the Diwan Lughat al-Turk remains a timeless masterpiece and an essential source for tracing the
history of Turkic languages, including Kyrgyz. Its encyclopedic nature, coupled with its linguistic precision, renders it
indispensable for historical lexicology, philology, and cultural studies. The continued identification and etymological
analysis of archaic Kyrgyz words in the light of Mahmud al-Kashgari’s work reinforces its relevance and affirms its
role as a bridge between the past and present of the Turkic-speaking world.
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[ran’daki Tirk niifusunun 6nemli bir bdlimi,
iilkenin orta ve bati kesimlerinde yasamaktadir. Bu
cografya, tarihi kaynaklarda “Irak-1 Acem”™' olarak
bilinmekteydi. Orta Iran’da yer alan Kazvin, Elburz,
Tahran, Hemedan, Merkezi, Kum, Isfahan, Caharmahal
ve Bahtiyari ile Luristan illeri, bu toplulugun 6ne
cikan yerlesim bolgeleri arasinda yer almaktadir.
Bat1 iran’daki Tiirkler ise Kiirdistan ve Kirmangsah
illerinde yasamlarint siirdiirmektedir. Son yillarda,
ad1 gecen bolgelere iligkin kiiltiirel caligmalar artig
gostermis olmakla birlikte, s6z konusu topluluklarin
hem demografik farkliliklarin ¢oklugu hem de zengin
kiiltiirel birikimi dikkate alindiginda, alana yonelik
daha derinlikli aragtirmalara ihtiyac1 da artirmaktadir.
Bu baglamda, Orta ve Bati Iran Tiirklerine iliskin her
yeni ¢aligsma, beseri bilimler literatiiriine 6zgiin ve ¢ok
boyutlu katkilar sunma potansiyeline sahiptir. Bu ¢aligmada incelenen Komican Halk
Bilimi adli eser, Iran’in Merkezi ilinde yer alan ve halk arasinda Borgallu, Borgalle,
Borgelu (Komijani, 2018, s. 49); resmi belgelerde ise yakin gecmise kadar Bozgelu
(Moradi, 2009, s. 46) adiyla anilan Komican il¢esinin halk bilimine odaklanan ilk kitap
olma 6zelligini tagimaktadir.

Toplam 160 sayfadan olusan Komican Halk Bilimi adli eser, Komican Tiirklerinin
folklorik unsurlarinin gesitli yonlerini belgelemektedir. Eserde yer alan mani, atasozi,
alkis ve kargis gibi folklorik materyaller Arap harfleriyle Azerbaycan Tirk¢esinde
kaydedilmis olup, diger baz1 boliimler ise Farscga olarak kaleme alinmistir. Eserin 6n
kapaginda dort adet gorsel yer almaktadir. Bu gorsellerden ikisi, bolgenin edebi ve
tarihl sahsiyetleri olan Fahreddin Iraki ile Adi1 Bahadir’a aittir. Diger iki gorsel ise
yerel hali motiflerini® ve geleneksel diigiin térenlerinin pargasi olan “tdyma gotirmok”
gelenegini yansitmaktadir.

Yazar, kitabin giris boliimiinde c¢aligmasinin ¢ikis noktasinin, geng yasta kaybettigi
agabeyinin ardindan onunla paylastigi ortak anmilar1 yazmaya baslamasi oldugunu
belirtmektedir. Zamanla, kaleme aldigi bu anilarin biiyiik bir kismimin Komican

1 Irak-1 Acem Tirkleri hakkinda ayrintili bilgi i¢in bk. (Ghasemkhani, 2024a).
2 Komican bélgesine ait hali dokuma gelenegi, “Borgelu (Bozgelu) Hali Dokuma Sanati” adiyla Iran’in ulusal somut
olmayan kiiltiirel miras listesine daha 6nce resmi olarak kaydedilmistir (Ghasemkhani, 2021).
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bolgesinin folkloruyla iligkili oldugunu fark etmis ve bu durum onu, bdlgenin tarihine, sosyolojisine ve halk
bilimine dair on iki farkli eseri hazirlamaya yoneltmistir.

Caligmanin girig boliimiiniin ardindan, folklorik konulara geg¢ilmeden 6nce Komican bolgesinin niifusu ve
beserl yapisina iliskin bilgilere yer verilmektedir. Muhammed Komijani, “Asenayi ba Komican” (Komican ile
Tanigsma) baglikli boliimde Komican’in tarihsel kimligine su ifadelerle deginmektedir: “Tarihsel olarak Komican,
Hemedan’mn® bes bolgesinden biri olan Velayet-i A’lam’in* bir pargastymis. Giiniimiizde her ne kadar Merkezi
eyaletinin bas sehri olan Erak yonetimine bagli olsa da, kiiltlir ve dil bakimindan Hemedan’in dogu bolgelerine
daha ¢ok benzemektedir” (s. 14).

Ayrica eserde, yazarin iran’in Bat1 Azerbaycan ilinde yer alan Nekede bdlgesinde yasayan Karapapak Tiirklerine
hitaben kaleme aldig1, “Borg¢oludan Siz Qarapapaqlara Solam” baslikli bir mektup yer almaktadir. Bu mektupta
yazar, Karapapaklara duydugu sevgi ve saygiy1 ifade ederken, Komican Tiirkleri ile Karapapaklarin ayni etnik
kokenden gelmelerinden 6tiirlii duydugu mutlulugu da dile getirir (s. 16).

Calismada yer alan halk bilimi verileri, tematik olarak cesitli bagliklar altinda smiflandirilmistir. Bu bagliklar
arasinda ozellikle gecis donemi ritiielleri (dogum, siinnet, evlenme, diigiin ve 6liim merasimleri), cocuk oyunlari
(cizlix pozmax, gizlonpag (saklanbag), qoz qoz (ceviz oyunu), assux (astk), duvax®, diiz, ti¢ diiz, bilbillar (bes tas),
numurta oynamax (yumurta tokusturma), golcax, vb.), sozIlii halk edebiyati (mani, cocuk siirleri, masallar, asik
hikayeleri®, atasozleri, alkislar ve kargislar), geleneksel merasimler (kiile carsembe’, beyram (Nevruz Bayrami),
dama ¢ixmax®, diigiin salmax’®, muncux salmax'’, ina salmax", muharrem merasimleri vb.) ve halk inanglar1 (al,
doban yalwyan, qizlar asi, ag das, qara dag, subast asi, Qazala bulagi vb.) yer almaktadir.

Bunlara ek olarak, eserde halk hekimligi'?, geleneksel 6l¢ii birimleri (uzunluk ve agirlik sistemleri), asik sanati,
geleneksel takvim bilgisi ile maddi kiiltiir ve el sanatlar1 baglaminda 6zellikle hali dokumaciligina dair bilgiler de
sunulmaktadir. Bu yoniiyle kitap, Komican bolgesi Tiirklerinin kiiltlirel yapisini ¢ok yonlii bigimde yansitan zengin
bir halk bilimi derlemesi niteligi tasimaktadir.

Kitabin 78 ila 97. sayfalari, Komican bdlgesine 6zgii geleneksel diigliin merasimlerinin ayrintili bigcimde
aciklanmasina ayrilmistir. Yazar, bu merasimleri sirasiyla su basliklar altinda ele almaktadir: senasayi (tanisma),
danusmaq (soz kesme), il¢ilik (kiz isteme), nisan qoymax (nisan takma), toy varage'®, toya ¢agurmax (diigiine
davet), sagdus (sagdiclik), toy hamame (diigiin hamamu), gizlin hona'*, paltar bicmak®, com hona (kina gecesi),
ganimat gerefton az xane-ye arus (gelin evinden ganimet alma), toymo gotirmaq (diigiin hediyesi getirme), bag
bazatmax (damadi siisleme), ganimoat gerefton az damad (damattan ganimet alma), galin dalundan gidmax (gelinin
arkasindan gitme), golin gatirmax (gelini getirme), alma atmax (elma atma), ocaq ¢érage (ocak ekmegi), yagl
sira'®, gordok otage (gerdek odasi), qurut azmax (kesk ezmek), bagle galma, sanad-e eftexar-e arus va damad (gelin ve
damat i¢in onur belgesi), gazayi benam-e mustafa'’ (Mustafa adinda bir yemek) ve askas nahare'® (askes 6gle yemegi).

3 Hemedan hakkinda ayrintili bilgi i¢in bk. (Giin, 2022, s. 1246-1247).

4 Velayet-i A’lam hakkinda ayrintili bilgi i¢in bk. (Sharafi Safa ve Changizi Ardahaei, 2020).

5 Duvak/Duvah oyunu hakkinda ayrntili bilgi i¢in bk. (Giin, 2023, s. 189)

6 Komican’da anlatilan asik hikayeleri ile ilgili ayrintili bilgi i¢in bk. (Ghasemkhani, 2024b).

7 Hicri Semsi takvimine gore, Nevruz’dan 6nceki yilin son ¢arsamba giinii diizenlenen ve ates yakma ritiieliyle birlikte gergeklestirilen geleneksel bir torendir.
8 Nevruz bayraminin on liglincii giiniinde, aile bireylerinin 6gle yemegini birlikte gegirmek ve giinii kutlamak amaciyla evlerinin damina ¢ikmalariyla icra
edilen geleneksel bir toérendir.

9 Nevruz bayraminin on iigiincii giiniiniin 6gle sonrasinda, 6gle yemeginin ardindan dogaya ¢ikilir, bireyler iglerinden dilek tutarak yesil otlar1 diiglimleyerek
sembolik bir ritiieli yerine getirirler.

10 Komican bélgesine 6zgii geleneksel torenlerden biri olan ve Kurban Bayrami sirasinda gergeklestirilen “Muncux Salmax” merasimi 2018 yilinda fran’in
ulusal somut olmayan kiiltiirel miras listesine resmi olarak kaydedilmistir (Safari, 2018).

11 Kurban Bayrami’nda gerceklestirilen bu fal gelenegi, uglarina pamuk baglanmis ignelerin su dolu bir kabin lizerine birakilmasiyla uygulanir.

12 Komican ilgesinde kullanilan sifali bitkiler ve uygulama bigimleri hakkinda ayrintili bilgi i¢in bk. (Ghasemkhani ve Ghasemkhani, 2024). Ote yandan,
Komican bélgesine 6zgii geleneksel tedavi yéntemlerinden biri olan Mamatek yapma pratigi, iran’m somut olmayan kiiltiirel miras ulusal listesine resmi olarak
kaydedilmistir. Bu yontem, 6zellikle ¢iban ve deri alt1 enfeksiyonlarinin tedavisinde halk arasinda yaygin bigimde kullanilmaktadir (Abbasi, 2025).

13 Diigiin ekmegi pisirilmeden 6nce, tandirda yakilacak kuru otlarin ve odunlarin toplanmasi anlamindadir. Gegmiste bu is, diigiin hazirhiklarinin 6nemli bir
pargasi olarak kabul edilirdi. Toplanan yakacaklarin ana malzemesini ise halk arasinda “varak™ olarak bilinen, bilimsel ad1 Rosa persica olan bir bitki tiirii
olusturuyordu.

14 Gizlin hana (gizli kina), kina gecesinden birkag giin 6nce yalnizca ¢ok yakin akrabalar arasinda gerceklestirilen 6zel bir torendir.

15 Diigiin hazirliklar1 kapsaminda gergeklestirilen kadinlara 6zgii merasimlerden biri gelinliklerin prova edilmesi siirecidir.

16 Sade yag ile liziim pekmezinin karigimi

17 Nohut, piring, et ve keskten hazirlanan bir ¢orbadir.

18 Diigiinden sonraki giin misafirlere ikram edilen 6gle yemegi
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Bu baglamda, kitabin 93. sayfasinda, Tiirk kiiltiirlinde kokli bir yere sahip olan “ocak™ kavrami, “ocaq ¢orage”
baslig: altinda ele alinmaktadir. Yazar Muhammed Komijani, bu gelenegin gelinin damadin evine ilk kez adim
attig1 anda gerceklestirildigini belirtmektedir. Buna gore, gelin odaya girmeden once karsisina biraz ekmek ve tuz
tutulur; gelin bu ekmegi 6piip bir parca agzina koyar. Bu sembolik eylem, gelinin artik yeni ailesinin tuzunu yemesi
anlamina gelir. Ardindan “ocak ¢orege” olarak adlandirilan bu ekmek, diigiin konuklarina ikram edilir. Konuklar
ise bu ekmegi bereketli ve ugurlu saydiklari icin ondan bir parca alip yanlarinda gotiirmeye ¢aligirlar.

Komican boélgesi halk biliminde tas kiiltiiniin'® 6nemli bir yere sahip oldugu, Komican Halk Bilimi adli eserin
105-106. sayfalarinda yer alan “ag das” ve “qara das” basliklar1 altinda verilen bilgilerden agik¢a anlagilmaktadir.
Yazar, Komican’in Koéhne Kale mahallesinde bulunan ve aslinda artik islevini yitirmis bir degirmen tagi olan ag
das hakkinda halk arasinda anlatilan ilging bir inanis1 sdyle aktarmaktadir: “Insanlar, bu tasn kdyiin koruyucusu
olduguna inanirlardi. Gece olunca yerinden kalkarak yuvarlanir, kdyiin biitiin sokaklarini dolasir, her yere giiven ve
huzur sagladiktan sonra tekrar eski yerine donerdi.” Komijani’ye gore, Komicanlilar ilkbaharin belirli giinlerinde
bu tasin etrafinda ¢ok sayida ocak yakar, “sut agi*®” adi verilen bir tiir ¢orbay1 pisirir ve sonunda bu ¢orbadan bir
kaseyi ag das’in lizerine dokerek ona da pay verirlerdi (s. 105). Ayn1 boliimde yer alan “qara das” hakkinda ise, bu
tasin Komican’in Kéhne Mescid adli camisinin girig kapisinin yaninda yer aldig: belirtilmektedir. Kitapta verilen
bilgilere gore, 6zellikle persembe giinleri kadinlar, adak olarak hazirladiklar: fetir*' adli geleneksel ekmeklerle bu
tas1 ziyaret ederlerdi (s. 106).

Kitapta sunulan ilging konulardan biri de Komican Tiirklerinin inaniglarinda farkli kuslarin énemli bir yere sahip
olmasidir. Ornegin, kitabm 109. sayfasinda saksagan kusuyla ilgili su aciklama yer almaktadir: “Kanatlar1 siyah
ve beyaz renklerden olusan bu kus, bir damda oturup 6terken, ev sahibi ¢ok sevdigi bir yolcunun geri dénmesi
haberini alir gibi evin avlusuna cikarak sdyle derdi: “Saxsaqgan®, xaober, xobor, xeyra xobor, Isalla (insaallah)
oglumun toyunda yagli bogarsux (bagirsak) ataram biloyo (senin i¢in).”.

Caligmanin son boliimiinde, o bolgenin 6énemli bilim, sanat ve din adamlarinin fotograflarina yer verilmistir, ayrica
halk bilimi ve toplumsal etkinliklerine dair ¢esitli fotograflar paylasilmistir. Bu albiimde, Muhammed Komijani’nin
Bakii’de diizenlenen Diinya Borgalilar1 toplantisina katildigi anlar1 gosteren fotograflari da gérmek miimkiindiir.

Giriste belirttigimiz iizere, inceledigimiz eser Komican bolgesinin folkloru {izerine yazilan ilk kitap olmasi yoniiyle
biiyiik 6nem tagimaktadir. Kitapta ele alinan konular ¢esitli olup, bolgenin halk bilimi hakkinda kapsamli bilgiler
sunmaktadir. Ornegin, evlenme merasimleri gibi bazi konular ayrintili ve titizlikle incelenmistir. Kitapta belli
basliklar altinda bolgeye 6zgii yerel agizda folklorik deyimler ve oyunlar aktarilmistir. Bunlardan bazi 6rnekler
vermek gerekirse bilbillor (bir birler), cizlix pozmax (¢izgi bozmk), numurta oynomax (yumurta oynamak), assux
(asik), nagil (nagil/masal), bag bazatmax (bey bezetmek), toy varage (dligiin veregi), ina salmax (igne salmak),
doban yaliyan (taban yalayan), qizlor asi (kizlar gorbasi) ve saxsagqgan (saksagan) kelimeleri sayilabilir.

Yukaridaki bilgiler diginda kitabin iist kapaginda yer alan fotograflardan ikisinin kitabin baglig1 ile ilgisi olmadig1
dikkati ¢eker. Bunlardan biri, Fars edebiyatinin klasik sairi Fahreddin Iraki’ye, digeri ise Safeviler doneminde
“Ad1 Bahadir” lakabiyla taninan ve Bozgali elinin ilhani olan Aziz Aga’y1 temsil eden bir heykele aittir (Pursafar
Ghassabinejad, 1998, s. 538). Ayrica kitabin igindekiler boliimiinde ana bagliklar farkli boliimler altinda
siniflandirilmaliydi. Kitabin temel konusu folklor iken, yazar ek olarak konu disi bolgenin dil bilgisi ve iinlii
kisilerini tanitmaya ¢alismistir. Baz1 6rneklerde basliklarin yalnizca Farsca olarak yazilmasi, Tiirk¢e karsiliklarinin
yer almamasi bir eksikliktir. Ozellikle bu eksiklik kendini masal ve asik hikdyelerinde daha belirgin bigimde
gostermektedir; mensur boliimlerin tamami Farsgaya cevrilirken, manzum boliimler Tiirk¢e yazilmistir. Bu
boliimlerin de Komican bolgesinin Tiirkge agzi ile verilmesi, okuyucu ve arastirmacilar i¢in daha isabetli olurdu.

Sonug olarak, Komican Halk Bilimi kitab1, Orta Iran Tiirklerinin folkloru iizerine yapilan énemli arastirmalardan
biridir ve bolge kiiltiiri lizerine ¢alisan aragtirmacilar i¢in degerli bir kaynak 6zelligi tasimaktadir. Yazar1t bu
caligmasindan otiirii kutlar, diger caligmalarinin da en yakin zamanda yayimlamasii dileriz.

19 Komican Tiirklerinin tas ve kaya kiiltleri hakkinda ayrintil bilgi i¢in bk. (Giin ve Kasimhani, 2023a).

20 Komican ilgesine ait kiiltiirel miras unsurlarindan biri olan “sut ag1” merasimi, siit ve bugday yarmasinin birlikte pisirilmesiyle hazirlanan geleneksel bir
yemegi igermektedir. Bu toren, Iran’in ulusal somut olmayan kiiltiirel miras listesine daha énce resmi olarak kaydedilmistir (Abbasi, 2025).

21 Un, su, siit, seker, az miktar yag ve act hamur yani maya karigimiyla yapilan hamurun tandirda pisirilmesiyle elde edilen tatli bir yiyecek tiirtidir (Glin ve
Kasimhani, 2023b, s. 131).

22 Saksagan kusunun Komican bolgesi folklorundaki yeri hakkinda ayrintili bilgi igin bk. (Ghasemkhani, 2018).
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Myxammen (c.a.B.) — aKBIpKBI TMaWramoOap. A

Kitap inceleme S st AJIaxThIH 3TYMCH KaHa OYTKYI aaamsarka Tyypa
Book Review MEVLIT KOJIY KOPCOTKOH OH YIyy KON Oamrdbl. AHBIH

i oty b e OMYpY ajen-axiak, MOOPHMAYYIYK, CaGBIpLyyIyK

JKaHa aJWIETTYYIYKTYH YITrycy. Al amamaapibl

d OUpUMIMKKE, Ta3alblKKa >KaHa Tyypa MINEHUMIE
10.5281/ DE, ANARK YOROMEZ YaKBIPBII, 5H JKOTOPKY YAry 000 anraH. AHBIH
zenodo.15768979 - cyHHOTY — OYTKYJ MyCyIMaHIap Y4yH TYOOJyK oI
KOPCOTYYYY KapblK. AJIax agamaapiblH MYHHEH H

Gelig/Received: 07.05.2025 s ok ji JKOTOPKY Japakajarsl HWHCaH Karapbl Myxamenau

Kabul/Accepted: 25.06.2025

A ,‘;J} (c.a.B.) TaHmam airad. AHBIH KapbIK TYHHOre KeTUIIN
Yayim/Published: 30.12.2025 %

na Oamrka maiiramOap jKaHa Karapnarsl ajgamaapriaH
e3reuesieHYNl TypaTr. Ay JylHeneH KalTkaHAaH
KAWAWH J]a aHblH YMMOTY aHbl YHYTKaH >KOK. Tyynrax
KYHYHJIe ajlamMziap 4oryilyn ara ayOanap jkaHa cajaBarTapibl okywmar. IladiramOapabin

[ ¢ FHBENGU

Tepenylly, Oajnaiblk 4arbl, nairamOapIblK MHCCHSCHI JKaHa eMYpP KOy Tyypallyy
OastHAapIBl aUTHIN, aHBl YPMATTOO JKaHa ara OOJTOH CYWYYCYH OMIAMPYY MakcaThIHAA
ackepyynepay yromrypymar. Myxammen [afiram6ap (c.a.B.) 60/mk0 MeHeH 57 1 -KbITbI
(XmKpuH KBUT caHarbl OOIOHYA) paOWyl-aBBaJI aWbIHBIH 12-KyHY, AYHIIOMOY KYHY,
Mekke 1maapbelHaa TOPONTeH. YOaKbITTHIH OTYITY MEHEH Oyll KYH YOH MaipaM KaTapbl
OenruiieHe OalITarad skaHa ap KaHJai AMHUM XKepeJiresiep arkapblirad. byl KblbIHraH
WIITEp JKaHa TUHHUN JKepesire e Maipamuap Maeaud IEreH aTajiblll MeHEH OeNruiyy
oonron. Mcnam mananusiteiana Oyn kyH Maeauo an-Habu nen aranar. Keipreizua
Masnud xe 007100c0o maynud Oen aWThUIBIN XYpoT. byn ce3 apabd tummuaern veladet
OPEN Y ACCESS JIETeH CO3110H KeNreH. 1yyayy, myyiean jxcep e myyiean Ky 1ereH MaaHuHU OMIIANpeT

‘ (https://islamansiklopedisi.org.tr/mevlid). Byn ce3 Myxamenaun (c.a.B.) Tyyjirasd
KYHYH/1e OKYJI4y AMHHM jkaHa afabuil uplrapManapra OepuireH >kaimnsl aransim. Menam

\ ™

anabuAThIHAA MaBIH] ©3YHUYe Oup anabuii skaHp Karapbl KadbnraHrad. b.a MaBiug —
nairamOapabIH TOPONYIIYH, O©MYPYH, KEPEMETTEPHUH, MUCCHSCHIH OassHAAI, YIYYIyTryH
JaHaszajaraH anaduil upirapmasiap. HermsuHeH mosTukanblk Gopmazna >ka3bUIbl, bIP
TYPYHZI® OKyJar.

Typx nyitHecyHIe MaBiuj anabuii >kaHPbl KCHUPH Taparad. TypKusjia 371 apachiHia
Mesnum, Mesym, Meanyo e aiuteuica, AzepOarikania Mesaum, MoXaIym, MOsiyoutle,
Me81y0, moenyo, mesrudutie aemn aranar (Memmenosa, 2023, 6. 11). byn TypayH sH
oenrunyy yirycy 15-xeuibiMpa Cyneiiman YUeneOu TapaOblHaH jKa3bUIraH. Mamiuj
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Vesiletii 'n-necat nen aranar. MbeiHaaH Thilkapbl bateimn @pakust xkana Oreli apangapbl, boCHUS MaqaHUSTHIH]IA,
nmerene OCMOH WMMEPHUSICHIHBIH KapaMarslHma OonroH ejkenepnae, bomrapws, Kaekas, WMpak, Kwump, Tyrmyk
Makenonusi, omoHa0# 311e O30ekctan, Kazakcran, Tarapcran, Typkus sxana Keipreizcranga Oyn anaduil sxaHp
KEHUPH TaparaH »xaHa MaBiuJ KyHYH Oenrwieniet. batein dpakus sxaHa Jrell apaniapbiH y3ak yoakslT OcMOH
UMIIEPUSCH OallIKapraHbIKTaH, UCIAMABIK MaJaHHUAT KaHa TUHWHN )KOPeITeIep aHbIH HIWHE MaBITU/I CANITHI Oy
aiiMakTa TepeH TaMBbIp XKalraH. YOaKbITTHIH 6TYLIY MEHEH OyJl cajT YIIeHYY TOMIOpI0, CYHHOT KepeJresepyHe,
Ka3a OOJITOHJOP/Y ICKEPYY/He jkaHa Oalllka JUHHUM WIn-dapanapiaa kojgoHyiran (Mosiamemer, 2023, 0. 26).
OcCMOH UMIEpUsCHl TaparaHjgaH KuiinH na, bareim DpakusHBH 3708 Oya CanTThl CaKTall KalbIl, aHbl YIyTTYyK
JKaHa JMHUA WACHTTYYIYKTY OEKeM1004y JIEMEHT KaTapbl KOJIOHYT KelreH. ByryHKy KyHze Dreil apangapbeiHaa
MaBITUJT alPbIM JKamaaTTap TapaOblHaH JIaThl JIeJie OTKOPYIIYII Typar. bupok Oy:1 sxkepesre MypyHKyaal aublK-aiKbIH
sMec, KoOyHUO a3 CaHJarbl )kKamaaTTap apachblH/la OTKepyJeT. bocHHs MamaHUATHIHA Ja MaBiIua cantel OCMOH
UMIIEPHACH apKbLTyy Taparad. by aliMakTapra OCMOHIYKTap KypraH MEUHTTEp, MEAPECcesep MaBIH] CalThIHBIH
CakTaJyyCyHa »aHa YJaHbIl KeTYyCcyHe ceOen OonroH. 20-KbLIBIMIBIH OalllbiHa YEeWHH OOCHUSUIBIKTApAbIH
apaceiana CyneriMaH YeneOMHIH MaBIuan abiaH OenTriyy OOy CalnTTBIK MaBIUATE ailaHraH. bUpok MaBmuj
OCMOH TYPKY6CY MEHEH OKYJITaHJBIKTAaH MaBJIUJ a3eMJIEPUHE KaThIIKAHAAPIbIH KOMUyIyry TYLyHOeu, O0cHuUS
TWIMHJETH MaBIH/Te CypoOo-Tajar naiaa 6onaron. OmenTun O0CHUSUIBIK aKbIHAAp O0CHUS THIIMHIE MaBIIH] Ka3a
Oamrramkan (baunvanun, 2023, 6. 40-43). An smu bonrapusiza MaBiu canThl UCJIaM JIUHUHE HINEHTEH MYCYJIMaH
JKamaarTap/blH apacbinaa OenruiieHeT. COlMaNUCTTHK pexuM yuypyHaa (1944-1989-xbuinaper) Oyir caiT Ker
YEKTOOre albIHraH JKaHa KOMMIYIYK ydyplaa MaMJIeKeTTHH Ke3eMenyHaAe OonroH. COnMaIuCTTHK PEeXUMINH
Kynaibel MeHeH (1989-2022-xpuinap) bonrapusiga tuHTe 4eKTOeI6p TOKTOroH. JKaOblIraH MeUnTTep adybUIraH, THH
TapMarbIHIarsl OMauM Oepyy JKainapsl Kaiipanan uinreit 6amraran (Benart, 2023, 6. 55-61). byrynky kynne Kaskas
OJIKOCYHYH XapbIMbIHaH K00y MycynmManaap (Dpmaxus, 2023, 6. 64). Masmuz cantsl Oyt aitMakTa Iarsl aeie oap.
Byn afimakTapza 1a MaBu 1 ataiiblH 000H )kKaHa MaKaM MEHEH OKYIIYTI, YKKaH alaMap PyXHid THIHUThIKKA OOIOHYII,
K93/Ie TepEeH OMro 4eMYIYI, KI3e pyXaHHil Mac adaira TYHIYIIOT. A3eM Y4ypyH/Ja jKaHa COHYyHJa KOHOKTOPIO
mepOeT, TYPAYY TaMak-aITap )kana TaTTyyaap Tapryyinanar (Opmaxud, 2023, 6. 67). Meiaman Teimkaps! Kaskaszma
JKalarad ’THOCTYK TONTOPAYH OMPH UepKecTep, IPY3UHAEP, Kapadail MajKap TYPKTOpPY, KyMyKTap/a A2 MaBJIn OKYY
cantsl 0ap. byn Tonrop Cyneiiman YeneOMHIUH MaBIMAMHUH KOTOPMOCYH AMTHIN KEIHIIKEH. AJl 9MU KyMyKTapaa
KOTOPMO MaBJIMIIEP MEHEH OMpre MaBIH]I )Ka3raH aKbIHAap Jaa 00aroH. Mucanra ancak, AOycymnsH Akaes. A Oy
OarpITTa Ko uInTereH xana Kaside-i Biirde Terciimesi attyy smreru Oenruinyy (Opmaxun, 2023, 6. 73-74). Upax
TYPKMOHOPY apachlH/ia /1a MaBIH OKyTyy ©Te Kell Ke3JeIIKeH caiTka aiianrad. bop6op maapsl barmannan
Oamran, Mpakrarer Kepkyk, Opown, Mocyn, Canaxeqnua, Jnana skaHa ymryn obimycrapra KapamTyy Ky31eTeH
paiioH, aifpul-aliMakTap/a jkallaral TYPKMOHIep apachblHJa MaBJIUA OKYTYy CAIThl HETHU3TH AMHIMK YKOPOIre
KaTapbl CaHaJIaT JKaHa YIOIITYpYyJIraH MaBlIu a3eM/IepruHe oTe 4oH 0aa OepuieT nen aiitca 6osor (baitamier, 2023,
0. 84). MaBnua keOyHU® WH aabIMIAphl )K€ MEUUTTETH MMamaap TapaOblHaH okynar. Kumpma MaBiw caiTel
OalIka KenTereH MCiaM OJIKeIepYHAel HEerH3uHEeH MyCyJIMaH KOOMUYIyTYHYH apackiHaa oeiruwieHet. Mapnuike
OalimaHBIITYy CanTTap KaHa a3zeMaep TOPT HeTu3ru O0edykke OenyHOT. DH 3CKU kKaHa OupuHuUM azeM Masnuod
KaHOuwiu JieT atanar. MaBiua KaHJUINHAE MEUHTTEp/e KypaH okyiyr, Cyneiiman YeneOWHWH MaBIUAM OKYJIaT
(Peiixanormy, 2023, 6. 111). DKUHUUCH 61yM26 OAUIAHBIUMYY CANMMAP, MOPONLYY HCaAHA baraza OAULAHbIUIYY
caammap, 3H aKbIPKBICBI A0akmap aen atanar. TyHnyk Makenonusga na OCMOH UMIEPHUSCHIHBIH Oyl aiiMaKkka
KEJIMIIT MEHEH MaBJIH]I a3eM/IepH KbUTBIMIAp OO0 MUHMIA JKaHa MaJlaHUi OaaTyyayKTap Karapbl KaObLI allbIHTaH.
Masnua azemzepu cajiTKa aijlaHraH, bIMBIK KYHAOPAe e TYHAOPAe, oYM, TOpPeiYY, CYHHOT a3eMH CBIIKTYY
ap KaHgail cebenTep MEHEH YIOMITYPYIyH KeJTreH jkaHa a3bIpKel KYHJAe Narbl yromrypyiar. Masmua Kananmu
JKaHa Oarrka bIBIK TYHIOpAe Yckyn, Kankannenen, [ocruBap, Mmrun, Yerpymna, Oxpu, Yerpyra xana Oamrka
UpHU [Iaapiuapia jkaHa alapAblH TereperuHierd aupuinapia, MEUuTTepae Masiauza okyityn kener (Mcemawmnm,
Baku, 2023, 6. 133-137). ©30ekcTanna naiiramOapbIObI3IbIH (C.a.B) TYYITaHABITBl TYypalyy KeNTereH KUTENTep
kaspuirad. Mmam bap3emxuHuH apa0d TWUIMHICTH MaBlWi KUTEOM »kaHa XuiBatd HaMaHraHWHUH TypK4e
Kaspuran Mevlud un-nebi dpirapMackl MaBIu azeMAepUHAE OKyiar. byn sku usirapmansl apa® apubuHze naa,
KUPWIT apuOWH/IE Ja JKa3bUIraH HYyCKAachlH TaOyyra OonoT. AHawxkaH, ®eprana sxana HamaHran alimakTapbiaa
uMaM bap3eHKMHUH MaBiIH]| KUTEOMH OKyy caiTka aimanraH. Kamxkanapeis, Cypxanmapbis skana Camapkasn
aitmaxTapbiHIa 00co XWIBAaTHHUH MaBJIH KUTEOU OKynaT. byryHKy KyHne, bap3eHknHUH KUTeON MEHEH Karap
XWIBaTUHUH KUTEOWHEH ke allpbIM ©30eKue HaaTTapJaH OKyy caiThl aarel Oap (Caidymmox, 2023, 6. 151). An
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smu Tartapcranga mMaBnun KyHY OenrmiieHeT. Bynm cant xeOyH4e MedHTTep/e jkaHa YH-OYJIeNyK doryiyiTapaa
yIomTypynar. byn xyHy maiiramOapra apHam THJIEKTEp aWTBUIBIN, aHBIH OMYPYH, WII-apakeTTePHH ICKEPHUIIIHII
MaBIUAAepAd oKymar. KotopMmosop MeHeH Oupre TaTapiapabiH apachlHaa TaTap THIMHIE MaBJIK )Ka3ranaap Ja oap.
Magnu xa3rad akbiHIapAbH Kemuyiryry Cyneiiman UeneOWHIH MaBIHIMHEH TaaCUPIICHUIIKEH. A3BIPKBI yaypAa
Kazann, Mocksa, [lerepOypr kuTenkaHazapbIHaa TaTap THIWHAC *Ka3burad MaBuaaep 6ap (CeiroarymimnHa, 2023,
0. 166). Typkusia MaBIHI caiaThl HCIAMIBIH HETM3TH MaipamMIapbIHaH 00Ty caHanat. MalipaM chlii-ypMaT MEHEH
OCITUIICHHUIT, KON yuypJa MEUUTTEpAe, KOOMIYK JKaiiapa kaHa Yi-0yJie MYYeJepYHYH apachlHIa OTKOPYJIOT.
Typxusga Oy KyHAy Oenrnieene aTallblH WII-4apajiap YIOUWITYpylaT, aHbiH nuuHae Kypan okyy, MycyiMaHmap
YUYH JIEKUUsIIap, Taacupayy AWHUA MyTaluMACPIUH CO3A0pY ’KaHa AMHUHM My3blKa YTyy caiT OOyl 3CenTeseT.
Typkue maBnujepauH OamibiHga, anoerre, Cynetiman YUeneOunun Vesiletii'n-Necdt artyy dpirapMmachl Typar.
Typk anaOusaTeIHIA MaBIU A€TeH e KOOYHYO yIIyl dblrapMa aiTear. bupox Mevlidii'n-Nebi, Mevlidii'r- Restil,
Mevlid-i Serif chIAKTYY aJllbl aTTap MEHEH aTajlraH MaBJIUIepeH ThiKapsl, Vilddet-i Resiil, Umiizii'l-Miiznibin,
Kiit-1 Rithi ceisiktyy masiuiep na 6ap (bunrun, 2023, 6. 180).

KsIpreiscrana MaBiu eTe KEHUPH TaparaH sMec, abaan celipek. Kelpreizgapaa MaBiu/ OKyy jkaHa jKasyy calThl
0oroHuYa MaajbIMarTap jAa ceipek. Jlerene, OyryHKy KyHIe Oyl canT IUHMN KaMmaaTTapblH apachlH/Aa KalblUIraH
JKaHa alipbIM Yi-Oynenepne nairamOap 3CKeprItIl, KypaH OKyJaT jKaHa KaKIIbl THICKTEp aiThiat. MaBiua TYHY
MaBJIH] KaCHAAIapbl OKYIyTI, maiiramOap Myxammer (c.a.B.) KeHYH/10 OasHIapAbl yTyy MaKCaTbIHAA MyCYJIMaHaAap
JKBIMHAJIBIIIAT. BYTYHKY KYHIe KbIpTbl3ua MaBiH] KATENTepru KoOyHU® apad, Gpapchl, TYpK ke e30eK THIAECPUHAEC
JKa3bUITaH KJIACCHKAIBIK MaBIHIACPIMH KOTOPMOCY K€ Kaipa WINTEIHUI YbIKKaH BapHaHTTapbl 0ap 3KeHAMIHH
alTBIN KYPYWOT. MBIHIAH THIMIKAPHl a3bIPKbI KYHT® YEHWH CAKTaJNbIN KeNreH apad Tamra MEHEH jKa3bUIraH
KbIPIbI3ua MaBIHIAEp Aa Oap sKeHIuru Oenrunyy 0ommy.

OKyMyIITYY, HIMMIANH Kaumuaartapsl Pexen Mypymes xana Anapa Mypymesmun Kirgiz Tiirkcesiyle Bir Mevlit
(Ses Bilgisi, Sekil Bilgisi, Ceviri Yazi, Sozliiklii Dizin, Tipkibasim) attyy xutebu TypkusiHbiH 60pOOpy AHKapa
H1aapeiHa, anradkel 6ackuTeimbl “benry” 6acma yity TapabbiHan 2023-KbUThI aBTYCT aiibIHAA OACHUTBHINT YbIKKAH.
Kurtentun anraukel O€THHIE AaBTOPJIOPAYH ajirbl ce3y Oap jkaHa MaBIIWJ JKOHYHIe KbICKaua MaajbIMaTr Oepyy
MEHEH Oupre agadusTTarsl 50 Oenrwiyy MasauganH Cyseliman YeneOure TaaHIbIK SKeHAUTH alThu1ar. OmoHa0H
ae OCMOH UMITePHSICHIHBIH YOArsIHaH TapTHIT a3bIPKBI KYHT'® YeHHH MaBIU OKYY, ’Ka3yy jkaHa MaipamI00 CaaTsl
Oap skeHANTHH, Oyl canTTbiH bankaH sxapbiM apainbl, KaBkas aiiMarsl ChIKTYY XKepiepre 4eiuH sKalbUIraHIbIrbl
Tyypanyy aiteuiar. Typk uciam TyHHOCYHYH OapAbIK aiiMakTapbIH/a, KOTOPMO J1a O0JICO MaBIIUA KHTENTEpH Oap
SKEHJIUTH, OUPOK a3bIPKbI ydypra 4eHHH KbIPrbl3 TYPKYECY MEHEH JKa3blIraH MaBiu 00J100roHAYTyH aBTop Oaca
oenrmwieiit. Kurentun 1-0enymyHae kupumryy Oap. ABTOpPIOp KUTENTHH KUPHUII O6IYMYHIO MaBiHUIl Tyypalyy
KEHEHUPIIK MaasbIMaT OEpHII, TYPK UCTIaM JYHHOCYHIOTY H ajradKbl )kaHa OeNTHIYy MaBIUAICD, MAaBIUAICPANH
Tapajayy aiMarbiH jka3slmkad. OMOHION dJ1e KBIPTHI3 THIIM JKaHa aHBIH TapbIXBIA JOOPIOPYH akameMuk bojor
IOnycanuesnun xinaccudukanusicbl 0oroHYa OepuinkeH. AHAaH Thimkapbl CyneiiMan YeneOMHUH MaBIuan
MEHEH JKOTOpy/ia aThl aTajraH MaBJIH[| CaJbIIITHIPbUITaH. 2-00TyM® MaBIUIANH (POHETHKAIBIK ©3TOYOIYKTOPY
JUAaXPOHIYK H3WIIO6HYH HETU3UH IE H3niieHreH. TekcTTe xanmnsl 9 YHAYY THIOBIII KOJIJOHY/ITaH jkaHa OyiIapablH
Oer1ee MUKe TOPTOO KOOH. TapbIXbIil TYPK TUIIACPUHIETH /€/-/1/ THIOBIIITAPBIHBIH OPTOCYHAATHI ¢ THIOBILIBI Oalka
TeKCTTepAe OONTOH CBHISIKTYY 3Jie MaBIHJIC J1a KOJJIOHY/ITaH jKaHa ©3YHO MYHO3/YY CUMBOJ MEHEH KOpPCOTYITOH
(Mypymes xana Mypymes, 2023, 6. 19). MblHaaH THIIKapb! MABITHILE apadda, Gapcda co31epao a, 1, il THIOBIITaphl
KOJJIOHYNraH. Al oMU 3-0eaymMae MaBIHIAWH MOPQOJIOTUSIIBIK ©3redenykrepy OepuireH. V3nineHun >kaTkaH
MaBITUT MOP(OJIOTHSIIBIK TY3YJIYIY KarblHaH Oaill jkaHa ap TYpAYYy €e3 »acoo ¢opMaiapbl MEHEH MYHO3OJIOT.
ABTOPIIOP MaBIUIAETH CO3AOPAYH Oeruayy Oup OeIyIyH aiblll YHI'Y My4ere aKblpaTyy MEHEH TEPEH H3HII1eere
KApHLIKEH. TekcTTe aifphlkiya STULITEH TULI KaCO04y MYUesep KEeHUPH KOJIIOHYIraH. TekcTTern ailpeiM ce3nep
YHTY MYY6re aKbIpaThUITaH jKaHa ajlap o3 jKacoody MY4esep, KeNTYK My4e, TaaH/IbIK MY4e, KeHIeMe MydeJep,
Tepc (GopMaHbl YIOIITYpYyydy Mydenep k.0 Oemymaepne skaspuirad. 4-0enymae MaBIUAIWH TPAHCKPUILMSCHI
Oepunren. 4-6emymayH Oawsinaa (1) Mavlit (2) 1967 cildin 19 iyun (3) ayinda ottii
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(4) Ibraycan balas: (5) imandan (6) 71 nen 6epuiren. Mapiua TeMeHeryaei Gamraiar:
Sb

Paygambarm tugan haberi

Miisiilmanlar aytayin siz mevlidni tinlaniz
paygambarni hallarin bastan ayak anlaniz

evvel baglap aytayin bolkonlugun al burun
halikdan evvel yaratt1 paygambarniy niirin

an1 liglin yaratt1 yeti kokni cerlerni

6a

anin l¢lin yaratt:

ayal menen irlerni

MagnuinH asirsl:

22b

asselatii vesselamii ‘aleyke ya safi’ Allah
asselatii vesselamii ‘aleyke ya hayru’l-halakallah
asselatii vesselamii ‘aleyke ya men ehterallah
asselatii vesselamii ‘aleyke ya men erselallah
asselatii vesselamii ‘aleyke ya men zeynullah
asselatii vesselamii ‘aleyke ya men serrefehullah
asselatii vesselamii ‘aleyke ya men keremallah
asselatii vesselamii ‘aleyke ya men ‘azimallah
asselatii vesselamii ‘aleyke ya seyyide’l-miirselin
asselatii vesselamii ‘aleyke ya imamu’l-miittakin
asselatii vesselamii ‘aleyke ya hatemu’l-nebiyyn
asselatii vesselamii ‘aleyke ya sef"u’l-miizenbin
asselatii vesselamii ‘aleyke ya rasiil ii Rabii’l-‘alemin

Masmuamus asreiaaa 23a (45), 23b (46) 6errepunse apabua pyda sxasputras. 24a (47), 24b (48), 252’ na 1 OMpuHIH
MaBJIMJ] aWTKaH KHIIW jKaHa MaBJIHMJJIMH 3MHE 3KCHMIH, KauaH alThLIaphl, COONTOPY TYYpallyy Kapa ce3 TYPYH/e
MaanbIMaT KamThiIral. 25b (50), 26a (51) Gerrepunie apamya faya skaseiirad. 26b (52) 6exymne: (1) Konusbay (2)
1966¢1 cildin iyun ayinin (3) cikirme tokusunda mavlit etkozdiik (4) 11 dekabirda ve orozo yiirdiik sarsinbi kiinii (5)
13¢i cambar cuma kiinii namaz okuduk (6) Cumabek azkerke ketti 1966¢1 (7) cildin 14¢ii iyun ayinda (8) mavlit
(9) 1968¢i cil 7 iyunda ottii (10) cuma kiini (11) mavlit (12) 1969 cili mavlit 6tkézdik (13) 27 may kiini neren
’Ka3yy MCHEH MaBITUJT assKTalT. MaBJIHIETH CO37I0p a3bIPKbI KbIPThI3 TYPKUOCYHO OKIIoil. KepyHyn Typranuaii e
yararail TypkaecyHuery bilen, ile, birle opnyHna menen GailnaMTachl KOJIOHY/ITaH.

5-0esyMae MaBIUACTH KaapMaHIapAbIH KUM SKeHIUTH )KaHa CO3I0PAYH KOTOPMOCY OepHIIreH. IMIeKTHH asTbIHIa
KUTEIITH Ka3yy/a KOJJIOHY/ITraH agaOusTTap jkaHa MaBIWIIUH TYIHYCKachkl Oepuired. TemMoHae MaBIuinH Sb
Oexymy Oepmiy.

Masnunaep O6oroHYa OYIYHKY KyHA® KbIpreiscTtanma WIMMHMA 3MIeKTEp >KapblssIaHTaH 3Mec. ABTOPIIOP KUPHII
CO3YHJI6 KbIPTbI34ya MaBIUAJIep OOI0HYA a3bIPKBI KYHT® YSHWH HIMMUN HIITEp KacanOaraHsiH OenruieiT. bonrony
APTyHIIaXTHIH MUKUPY O0toHYa KBIprel3cTaHIbIH TYIITYTYH]IO apairda MaBJH]l OKYY CaJIThl 0ap dSKeHIUTHH, OUPOK
Ka3yy TYPYHI® KE3ICLUIETeHUH jKaHa KbIPrbl3ua MaBJIHJ KUTENTEPUHHUH JKOK OOJNTOHIYT'YH OenruiereH. ABTOp
2013-xbu1b1 sxapbiMbl Moo Caosip Hocbon yyny Jyiitme TernHre skapbIMbl KbIPTbl3 aKbIHAAPBIHBIH BIPJIapbIH
KaMThITaH Meosym arTyy 4blrapMa >KapbIAJaHTaHABITBIH OenruieT. Uslrapma sKanmbIChIHAH TUHUN Ma3MyHJa
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JKaHa BIp TYPYHI® Ka3buIraH. YsirapMajga nmairam0apbIObI3IbIH (C.a.B) KAIIOOCy Ja kKa3bUIraHabIKkTaH Moenym
aTel OeprireH. MmuManH KaHauaaTTapsel Pesken ﬁprMe3 aHa AHapa ﬁprMes TapaObIHaH Ta0bUIraH KbIPTrbl3dya
MaBJIHAJ KATEOHW aThl arajraH SMIeKTe ajradkbuIapiaH OOJyIl MMM JYHHOCYHO TaaHBITBUIABL. ABTOpIOp Oyn
kurenT 2022-xputbl ka3a 6oiaron Moo Cabeip [locOon yymy Jlyiinie TernHanH KUTETIKAHACBIHAH aJITaHbITbIH
anTel co3Me OCNTUIICIIKCH. ATalraH KUTENTHH Oarmkbel OeTuHAe 1953-KbuTbl OachUIraHABITH JKa3puiraH. by
MaaJlbIMaTKa TasHbBI KATENTH KalipaiaH KeuypyY UIIH Oy )KbUIaH KHAMHKY yOaKkTa OOITOHIYTYH aBTOP OSITHIICHT.

KBIpreI3 Typk4ecy MeHeH jka3buiraH Oyil MaBIIUI KUTEOH OUp 3J1€ KBIPTHI3ap YIYH AMEC Kbl TYPK TYHHOCYHYH
JKa3zMma CaJThIHJArkl MAaaHWJYY a4bUIBIIITAPABIH OupH Oomyn caHanar. TypkcranaaH TapTeil bankan enxenepyHe
YeHWH TYPK TWINEPHUHIE MAaBIWA KHUTENTEP Ke3JEeHIeT, OMPOK KBIPTBI3 TYPKYOCY MEHEH >Ka3buIraH MbIHIal
MaBJIMIMH WIAMIE YIIyJd ME3THIre YeiinH Oenrucu3 O0omyn KenreHH jkaHa KeIprel3picTaHaa MBIHAAN MITMMUI
M3WIJO0HYH O0MOOTOHIYTY OyJ AMIEKTHH ©3reue 0aalxyylyryH KepceTeT. Apab rpadukacsl MEHEH jKa3blUIraH
MaBIMIJIMH TWIAWK ©3TeYelIYKTOPYH WINMHH HETH3/e H3WINe6 apKbUIyy aBTOpJIOp dYararail TYPKYOCYHYH
a3bIPKBI KBIPTHI3 TYPKUYOCYHO OTYY MPOLECCHH JaaHa YarbULAbIpraH MaBlIUA SKEHAUTHH KepceTywTy. OmoHaoi
a5ie Oya AMIeK KbIPThI3 THIUHIETH (DOHETHUKAIBIK, MOP(OIOTHSIIBIK JKaHa JIEKCHKAIIBIK ©3ropYYIOpay H3HIIe0
YVIYH MaaHmIyy Oyiak Ooirymn caHajar. OMIeKTHH Jarkl OMp MaaHWIYY JKarkl — aBTOPJIOp Oyra YeWHH JKa3blITaH
MaBJIMIIM WIMMHA HETU3/le M3WIACT, aHbIH (POHETHKAJIBIK JKaHAa MOPQOJOTHSIBIK ©3re4YeNyKTOpYH Taljal,
TPAHCKPUIILUSCHIH JKaHA MaBIUJJIETH CO3AOPAYH KOTOPMOCYH CyHYIITaraHsl. byi KbIprbl3 TYPKYOCYHYH ©HYTYY
9Ta0BIH TaHa KOPCOTIIOCTOH, aHBIH JICKCHKAJBIK XKaHa TPaMMATHKAJIBIK TY3YJYLIYHO OaiaHBIITYy MaaHUIYY
MaajsIMaTTapabl OepeT. MbIHIaH THILIKAPBI, KBIPIbI3 2JMHUH JUHNAHN jKaHa MaJaHUN TapbIXbIHA A2 ONYTTYY CaJIbIM
KomIoT. JKbIMBIHTBIKTA alTKaHAa, OyJl SMIeK THII )KaaTbIHAa W3WII0e KYPry3reH ajucTep Y4yH Oaanyy Oymak
6010 anar. KeIprel3 THIMHAH ka3Ma MypachlH TEPeH W3WIAe6re, TUHNI TEKCTTEpINH SBOTIONMSICHH TYIIYHYYTO
JKaHa TYPK IYWHOCYHYH MaJaHWi OalIaHBIITApBIH KEHUPU Talgooro edesre Ty3eT. Bynm sMrek kejedexkreru
U3UJIJI66JI6pTe Heru3 00JIyyuy MaaHMITYY TapbIXblid KaHa JTMHIBUCTHKAJIBIK OYyJIaK SKSHUTH TAJIAIIChI3.
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