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SPEECH PORTRAIT AS MEANS OF REVEALING THE CHARACTER
OF THE HERO: A COMPARATIVE ASPECT

Abstract. This article is devoted to the study of speech portrait of characters in dramatic works of Kazakh
and Turkish writers. The authors of the article study the peculiarities of speech, which includes the choice of
certain words, phrases and expressions used to create images and characters of the main characters. It is noted
that the speech characteristic in the works is an important element in creating the image of the character, and the
translation of such a work should be made in such a way as to preserve and reflect the meaning that the author
of the original. When comparing the translations of Kazakh and Turkish writers’ works, the analysis of the ways
of transferring the peculiarities of speech characteristics of characters was made. In the analysis it was found
that the authors of works to characterize the main characters use a variety of means of language expressiveness.
It is revealed that among the most frequent means the use of emotional-expressive vocabulary is noted. Thus,
the authors conclude that the use of language allows writers not only to create detailed psychological portraits
of the main characters of works, to reveal their complex inner world and experiences, but also to track and
record the main stages of their personal development. The scientific work provides a number of scientific
and theoretical opinions of famous literary scholars. The research methods were comparative analysis and the
method of solid sampling.
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Ce3 noprperi keilinkep MiHe3iH a1y KypaJbl peTinae:
CAJIBICTBIPMAJIBI ACTIEKT

Anoamna. byn Makana Ka3ak jKoHE TYPIK JKa3ylIbUIAPBIHBIH ApaMalibIK IIbIFapMaliapbIHIaFbl KeHir-
KepJIepIiH CO3/iK MOPTPETiH 3epTTeyre apHajraH. Makana aBTopiapbl 0acTbl KeWimkepliepAiH oOpasmaapbl
MEH CHIIATTapbIH jKacay YIIiH KOJIIaHBUIATHIH OeNTiii Oip CO3AepAiH, CO3 TIPKECTEPiHIH )KOHE OpaIbIMAAPIBIH
TOOBIH KAMTHUTHIH COilliey epeKIeikTepin 3eprreiini. llIprrapmanapaarel co3ik cUIaTTaManapablH KeHinkep
OeifHeCiH jkacaygarbl MaHBI3IBl JJIEMEHT eKeHI JXoHe MyHJal MIbIFapMaHbl aynapy Ke3iHJe aBTOPIIBIH
TYITHYCKaJia KelTipreH MarbIHAHbI CaKTall KopceTy KaKeTTUIr alTeiiansl. Kaszak skoHe TYpIK jKa3yIIbuIapsl
IIbIFapMaJIapbIHBIH - aylapMallapblH  CAJIBICTBIPY OapbIChIHA KeHiNKepliepIiH CO3MiK CHIIaTTaMalapbIHbIH
CPEKIICTIKTEPiH KETKI3y TOCUIAepiHe Talaay kacaniasl. Tanjgay Ke3iHAe HIbIFapMa aBTOPIapbIHBIH 0acThl
Keifinkepiepre MiHesgeMe Oepy YIIH TUIAIK TYypJi MOHEpIi KypaliapblH IaiifalaHAaTBIHBI aHBIKTaJIbL.
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OmnapplH ilIiHAe €H Ui KOJIIaHbUIATHIHBI SMOILMOHAIABI-IKCIIPECCUBTI JIeKCHKa eKeHi Oaiikanapl. Ochuiaii-
ma, aBTOpJiap TUAAI KOJJAHy jKa3ylIbUIapFa IIbIFapMaapiblH O0acTbl KeUIMKepIepiHiH MCHXOIOTHSUIBIK
MOPTPETTEPiH erKei-Ter kel xacayra, omapIblH Kyplaesi iliki oJeMi MeH OachblHAH OTKI3il Ce3reHAepiH
alllyra FaHa eMecC, COHBIMEH KaTap OJIap/blH JKeKe TYJIFa PeTiHJE JaMybIHbIH HEri3ri Ke3eHAepiH Kajarasam,
JKa3bIll alyFa MYMKIHZIK Oepeli JereH KOPBITHIHABI jkacaiiipl. FhiibiMu eHOekTe Oenriii o1e0HeTTaHyIIbl
FaJIBIMIAP/bIH OipKaTap FhUIBIMH-TEOPHSIIBIK MiKipiaepi Oepinren. 3epTrey o/icTepi peTiHae caIbICThIPMaIbl-
CaJIFaCThIPMAJIBbI TANAAY JKOHE Y3/IKCI3 ipikTey Tociiaepi naiaanaHbUFaH.
Kinm ce3oep: ceiiney noptperi, OeiiHe, keiinmkep MOHOJIOT, THAJIOT, KeHinKep MiHe3i, ApaMaTyprus

U.C. Hacunoé', K.M. Illakuposea*"
!Bawkupckuti 2ocydapemeennvlil nedazo2uieckutl yuusepcumem umenu M. Axmyinol,
Vepa, Poccuiickas @edepayus
?Apkanvikexkuil neoazouueckutl uncmumym umenu bl Anmoincapuna, Apxanvix, Kazaxcman
E-mail: 'nasipov202 1 @yandex.ru, *katira_197 1 @mail.ru
ORCID: '0000-0001-7611-3026, 20000-0001-6068-3825

PeueBoii mopTpeT Kak CpeCTBO PACKPBITHS XapaKTepa reposi:
CONOCTABUTEJIBLHBIA ACIEKT

Annomayus. JJanHasi cTaThs MOCBAIICHA HCCIIEA0BAHUIO PEYSBOTO ITIOPTPETA HEPCOHAXKEH B IPAMAaTHUECKUX
MPOM3BE/ICHUAX KA3aXCKUX M TYpPELKHX Mucareneil. ABTOPbI CTaThbH M3y4yalOT OCOOCHHOCTH PE4M, KOTOpas
BKJIIOUaeT B ceOs1 BEIOOP OIpPEAETIEeHHBIX OB, (hpa3 M BRIPAKECHUH, HCIONB3YEMBIX JJIS CO3MaHus 00pa3oB U
XapaKTepoB IIABHBIX repoeB. OTMEUYEHO, YTO peueBas XapakTepPUCTHKA B NPOM3BEICHUAX SBIISETCS BaXKHBIM
5JIEMEHTOM B CO3JIaHMU 00pa3a MepCcoHaXa, M MEepeBOJl TAKOTO MPOU3BEACHUS HEOOXOAUMO TPOU3BECTH TaK,
4TOOBI COXPAaHHUTh M OTPAa3UTh TOT CMBICH, KOTOPBI BHEC aBTOp OpUTHHAIA. IIpH CpaBHEHHM IIEPEBOIOB
MIPOM3BE/ICHUH Ka3aXCKUX M TyPELKUX MHcaTesield ObLT BBIMOIHEH aHAIN3 CIIOCOOO0B Mepejaul 0COOCHHOCTEH
pEUeBbIX XapaKTepUCTHK repoeB. IIpu aHamm3e OBUIO YCTAHOBJIEHO, YTO ABTOPBI MPOM3BEACHMIT I
XapaKTePUCTHKHU IIIABHBIX T€POEB MPUMEHSIOT Pa3HOOOPa3HbIEC CPE/ICTBA BBIPA3UTEILHOCTH A3bIKa. BBISBIEHO,
YTO B 4HC/Ie Haubojee YaCTOTHBIX CPEACTB OTMEYAeTCsl HMCIOJIb30BaHHE 3MOIMOHAIBHO-OKCIIPECCHBHOM
nekcuky. TakuMm 00pa3oM, aBTOPBI MPUXOAAT K BBIBOAY, YTO MCIIOIB30BAHKE SI3bIKA TO3BOJIACT MHUCATENSAM HE
TOJIBKO CO3/1aBaTh MOIPOOHBIE MCHXOJIIOTHYECKHE MOPTPETHI INIABHBIX I'€POEB IPOU3BEACHMUI, PACKPHIBATh X
CIIO’KHBIN BHYTPEHHUH MHp U TEPEKMBAHMSA, HO TAKXKE OTCIECKUBATH U (PUKCHPOBATH OCHOBHBIE 3Tallbl MX
JMYHOCTHOTO pa3BUTHUs. B Hay4HOI paboTe MPUBOANTCS PsiJi HAYYHBIX M TEOPETHYECKUX MHEHUH M3BECTHBIX
YYEHBIX-JIUTepaTypoBe1oB. MeTosaMu MCCIIEIOBAHMS TTOCITY UM CPaBHUTEIBHO-CONOCTABUTEIbHbBIH aHaIN3
1 METOJ CIIOLIHO BHIOOPKH.

Knroueevie cnosa: pedeBoii moprpet, 00pasMOHOJIOT HEPCOHAXA, THAJIOT, XapaKTep repost, paMaTyprus

1. Introduction

Modern human-centered linguistics emphasizes linguistic individuality in its diverse
manifestations, sparking linguists’ interest in the issues of speech image description. The
researchers claim that every individual “existing in the linguistic space: in communication,
in stereotypes of behavior fixed in language, in the meanings of linguistic units” (Karassik,
2002: 7) is a linguistic personality, defined by Y.N. Karaulov as “a set of abilities and
characteristics of a person, which determine the creation of speech works (texts)” and a
carrier of linguistic consciousness (Karaulov, 2010: 3). At the same time, the researcher
discusses the validity of viewing a piece of art’s character as a linguistic personality and
proposes that the texts created by the hero will aid in revealing a “complex artistic image”
that is predicated on this personality’s spiritual realm (Karaulov, 2010: 71).
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From T. Yesembekov’s statement it can be understood that the theoretical foundations
and principles that have been identified in the study of the main artistic trends of Kazakh
dramaturgy in terms of genres and artistic methods are in the process of formation. “In the
science of Kazakh literary studies the methodology of analyzing poetic samples is quite
established, and there are not many optimal and sustainable methods of research aimed at
expanding the meaning and content of prose and dramatic works and familiarity with their
text in depth” (Yesembekov, 2009: 58).

According to the scholar, the first thoughts that come to mind when talking about the
internal elements of composition are mainly related to character. His person, personality,
etc. to show character, the writer will need to show various qualities of the character’s
behavior. The writer shows his appearance, appearance (portrait), feelings (emotion,
expression), speech (monologue, dialog, polylogue, inner play), events (episodes), pictures
of nature (landscape), actions, defines his relationship with the environment and other social
characters (Yesembekov, 2009: 69). It can be seen that the author tries to fully encompass
the hard-to-find life phenomena associated with the portrayal through a more complex
structure.

The transformation of the literary hero and the character in general is evident in both
contemporary Turkish and Kazakh literature. However, many researchers studying the state
of of contemporary Turkish literature have noted that The 1970s were a turning point in
the history of Turkish literature. Both in prose and poetry there is a mixing and rethinking
of heterogeneous styles and genres, and romantic, realistic and modernist trends are
developing in parallel. The increase in social conflicts, the moral state of Turkish society,
the spiritual quest of a marginalized individual — these are just a number of problems that
are reflected in the works of modern Turkish playwrights.

From this perspective, attention will be paid to the works of Kazakh and Turkish writers
in the genre of dramaturgy, and a special distinction will show the writers search and skillful
methods of taking into account the peculiarities of the genre of dramaturgy.

2. Methods and materials

2.1 Methods

Personage speech is the main component of dramaturgical discourse. It is divided into
dialogic and monologic forms. It carries the main load in the development of dramatic
action. Dialogic speech is directly affected by the conventional idiosyncrasies of the
dramaturgical sort, which correlate a character’s word with action. The latter requires
character communication, which is essential to the play’s dynamic range. The structural
component of dialogic speech is the rejoinder — a response phrase of the character, providing
an act of dramaturgical communication. Monologic speech, in its turn, does not promote
the action, because it lacks the connotations of reversibility. The dramatic monologue is
heterogeneous in its literary form: it can convey the inner state; illustrate the dialectic
of reflection; convey the “stream of consciousness” of the character. There is no writer’s
description or narration in theatrical works. The primary characteristic of the drama genre
and style is the prevalence of spoken language.

In this article, we will present the experience of comparative analysis and the method
of solid sampling of the images of narrators, who are the central characters of the above-
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mentioned works, in order to reveal the role and significance of the inner monologue in
revealing their characters.

2.2 Materials

The research materials were the dramatic works of famous Kazakh and Turkish
playwrights; the work to date has not been subjected to special research in this area, which
determines the relevance and novelty of this article. In the 60-80s of the XX century decisive
steps were made in the study of Kazakh dramaturgy. The works that are grounded in real-
world Kazakh dramaturgy issues are distinguished by a thorough examination of the genre
nature of classical works, a creative differentiation of writing, archival data, and a thorough
examination of the evolution, formation, system, and poetics of the genre. N. Gabdullin,
M. Duisenov, A. Tazhibayeyv, S. Ordaliyev and others have studied the problems of Kazakh
dramaturgy. A staged drama is formed through dialogue and monologues, leading to the
revelation of different truths about existence.

Through dialogues and monologues, a staged drama is created, prompting the discovery
of various truths of being. In the works of theater critics B. Kundakbayev, A. Tokpanov,
K. Kuandykov, O. Kaidalova, U. Sadykova, A. Sygay, B. Nurpeysova, taking into account
these features of the genre, there are very valuable opinions about the dramaturgy. On the
stylistic activity of the hero’s language in Kazakh linguistics told the scientist R. Syzdykova,
on the language of fiction M. Sergaliyev, on the language of fiction B. Shalabayev, on the
language of fiction prose B. Shalabayev, on winged words in the language H. Karimov, on
language and stylistic techniques of character G. Sarseke, on the stylistic activity of lexical,
syntactic construction of the hero’s language in modern fiction K. Yenebayeva, as well as
the works of other researchers.

Such Russian and Turkish scientists as N. Gurbilek, D. Davud, F. Kecheli, E.A. Oganova,
R.A. Sevengil, S. Shener and others were engaged in research of the works of Turkish
playwrights and analysis of individual periods of the development of modern Turkish
drama. Ya. Mergenova considers that a further characteristic of Turkish writing that sets it
apart is the depth of its thoughts. These literary works, which are primarily collections of
poetry and short stories, were primarily different from the previously stated literary periods
in terms of their personality (Mergenova, 2022).

Turkish dramaturgy underwent a thematic crisis in the 1980s and 90s of the 20th
century against the backdrop of political and economic issues. A thematic crisis in Turkish
dramaturgy emerged against the backdrop of political and economic unrest. Dramatic works
that addressed serious societal issues were displaced by challenging political environments.
Tragedies started to fade from the theaters, and reading dramas, vaudeville, tabloid jokes,
humoresques, and lighthearted comedies replaced tragedies as the primary repertory.
Theaters were shut down, and local theater managers and performers were replaced with
government-friendly individuals (Sener, 1972: 113).

Determining the similarities and differences between the works of Kazakh and Turkish
children’s literature, J.S. Sametova in her recent study gives many examples of continuity
in their lyrics of nationalism, Turkism, Turanism, language, land, love for the homeland
and native people (Sametova, 2023: 106—117).

The study of the speech of the characters of Kazakh and Turkish playwrights is one of
the means of revealing the artistic content of the work. Observation of the language of the
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main character from the point of view of revealing his character determines the relevance
of this scientific work.

3. Discussion

Character speech patterns in contemporary plays are influenced by postmodernist poetics,
which suggests a blending of several aesthetic philosophies. Along with the reduction
of the fabulae series, the dialog as a driving element of dramatic action is significantly
transformed; its communicative function is leveled out function. The rejoinders of the
characters, as a rule, do not provide for back-and-forth interaction. The main intention
of the actors’ speech is the desire to speak out. For example, while studying the skills
of A. Tazhibayev in dramaturgy, M. Duyssenov in his analysis of the best works of the
playwright in other genres, especially poetry, with pronounced poetic power, went to a
bunch of words that reflect the creative nature of the character’s speech, dialogue, and
monologue in dramaturgy.

However, in K. Satybaldin’s plays, due to the genre peculiarity of dramaturgy, the
character’s speech is predominantly given in the form of dialog. The words coming out
of his mouth reveal the essence of a person in various situations of life’s journey. There
is almost no phenomenon hidden in the words. For example, in the dramatic story “Uzak
Zhol” (The Long Way) we can see that the author attaches great importance to the fact of
telling the real story of Saken Seyfullin, who longs for new things and loves his people.
Spontaneous words are never uttered of Saken’s speech. The image of Saken, strong as a
rock, thoughtful and fiery character, showing the historical personality of Saken Seyfullin,
a character recognized by the people, and the fact that he speaks directly, can be called the
playwright’s own luck.

Consider an extract from the given play. A group of young people coming back from their
studies, carefree banter, focusing on the time when the author’s cruel character of human
mores begins to take shape, and bringing the work into real expression in the framework
of the play’s plot development are all examples of this. There is a state in the minds of all
compatriots who miss their country, who enjoy the breeze of their homeland. By this the
author meant that the ultimate goal of a Kazakh intellectual is love for his native country.

Saken: Thats right! Then you know for yourself, Mr. Ziranov! (sighing with a broad
chest). If eight paradise places exist on this earth, then probably one of them is on our
Saryarka. Isn 't it beautiful, the wind is like fresh horse milk?!

Ordaly (he also sighed and fell down beside Saken): Oh, what do you say, there is no
land on this world more beautiful than Saryarka!

Ziranov (talking with smile): Oh, Kazakhs, you talk trifles too. Isn't it a field where
sheep graze?

Saken: “The homeland is sacred to everyone. There is a lot of magic in this land for us”
(Satybaldin, 1973: 88)

Play writer K. Satybaldin in the dramatic story “Uzak Zhol” (The Long Way) created a
colloquial speech of Saken Seyfullin, reflecting the path of fate in an era of contradictions,
vividly recognizing the truth of the era, revealing the soul of a fighter, humane poet. As we
can see, the dialog between the main characters of the dramatic story is an integral part of
human life. With its peculiar power of influence, authenticity and appeal, dialog inspires,
pleases the listener or arouses in him a sense of anxiety and concern.

Ne2, 83 vol, 2024 | "Keruen” M.O. Auezov Institute of Literature and Art 153



"KepyeH" Fol1bimu dicypHaavt Ne2, 83-mom, 2024 ISSN: 2078-8134 [ elSSN: 2790-7066

In the comedy “Qabagan it” (An Angry Dog), where at a certain time of peace among
people problems of conscience, goodness and opposite phenomena, contained negativity in
the direction of narrowing the human field of new phenomena, penetrating the way of life of
his time, intertwined with actions in the context of speech behavior that arouses curiosity. In
the work, the author constantly reminds the viewer of rational, transparent and interesting
details. Scarcity of description and narration is a genre characteristic of dramaturgy, and
the word character is a difficult word that carries the burden of conveying the meaning of
many things. Here great importance must lie in the pronunciation of each word. The vision,
picture, cognition, premise, tension, solution of what is happening should be reflected. In
this context, playwright K. Satybaldin, the most competent master of the genre conditions
of dramaturgy, avoids narration with sarcastic phrases, refers to the circumstances in which
each of his characters unfolds in its measure, character, situationality, capacious colloquial
language is reflected in the play “Ayagoz aru” (Ayagoz Beauty), where the artistic solution
begins.

The language of the play is compact, precise, and imaginative to reveal the content of
a pressing, tense event. Dalabai in the play is an ordinary poor old man. His tireless life is
connected with taking care of his five children. He has been gathering firewood in the forest.
He hunts animals. However, he is busy trying to keep his children busy. This simple old
man’s kindness, adaptability, wisdom, aversion, sharp language of describing phenomenon,
honesty and morality, every action based on faith constitute his national identity. There is
an interesting moment in the play where the old man’s grandson insists that he will save his
sister from the evil Shatshalakey. After recognizing his grandson’s plan where he will trick
the guards by giving them an apple. The old man, trying not to overpower the young lad’s
feelings, speaks very affectionately, childishly explaining the complexity of the situation.
This can be seen in the dialog between the old man and his grandson:

Daldabai: “If it were that easy to get to him, 1'd let you go myself. Unfortunately, we
can't do that”.

Teteles: “Oh, that’s very easy. After that, I will go to the town of Shatshalekey and watch
the palace all day long. When night falls, I will climb out of the window and enter the
Khan's palace, snatch Ayagoz by the hand and run away. Or I can enter through the door.
But to do that, I'll have to trick the people at the door with apples”.

Daldabai: “Try it! And where will Shatshalakey known for his fearlessness and
ruthlessness against his enemies be? Will he let you wander quietly in his palace?”

Teteles. Is he? He is snoring like a camel at that time.

Daldabai: “While he was snoring, other inferiors will be awake. Stop being childish, my
son. I dont want to lose first Avyagoz and the second you. Got it? ” (Satybaldin, 1973: 204).

Even when the empty-headed Khan’s subordinates come to punish the old man, he
displays his calm and patient character. His self-pity, demanding and pleading for his
inevitable death, is convincing. The playwright has rationalized the crude qualities of an
ordinary soul in a short time on the basis of the past and dormant events. At the same
time, writers approach reality from a philosophical point of view, seeking to understand the
deep essence and nature of the phenomena and processes observed in society (Shakirova,
Tuimebekova, Bekmasheva, 2023: 142—151).
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K. Satybaldin in his dramaturgical works, which showed the main phenomena of
his time, tried to show individual character, individual character at the level of a typical
image in accordance with the reality of that environment and that period. The ability of
the artist to rely on the typical conditions characteristic of that period, in revealing the
contemporary personality of the writer is a creative idleness arising from the spiritual and
artistic requirements of his time.

K. Satybaldin reveals his characters from all sides, both in action and in conversation,
showing their linguistic features according to the conditions of dramaturgy. This idea is
clarified by the opinion of the scientist S. Ordaliyev: “It is his language that determines the
behavior of the characters of dramatic works, all their qualities, inner world, and character”
(Ordaliyev, 1970: 17).

Compared to Kazakh modern Turkish dramaturgy is a problematic and under-researched
part of Turkish culture. After the establishment of the republic in the 1930s, Turkish
literature, as well as the society as a whole, was going through a complex and critical
stage of development. A republic was founded, but the structural-institutional and, to a
greater extent, social contradictions inherited from the Ottoman Empire continued to exist
in republican Turkey, continued to exist in republican Turkey. In the 30s in the country
there was an irreconcilable struggle between the supporters of radical renewal of literature
and art and those who defended the principles of the old, outmoded traditional culture. The
writers faced the question of “Turkish identity” when the idea was put forward that “the
basis of the Turkish state should be culture,” but not traditional Islamic, but modern secular
culture, when Western models were taken as the basis (Karaosmanoglu, 2017: 229-240).

At present in Kazakhstani science on foreign literature, especially Turkish literature,
there is a lack of full-fledged studies concerning the problem of Turkish author’s dramaturgy.

Turkish researcher S. Shener characterizes contemporary Turkish dramaturgy as follows:
“For Turks today, the theater is a place of relaxation. The spectator does not want to tire
his brain with complex plots; he is waiting for performance, humor, entertainment. This is
one of the main problems with the quality of plays presented on the theater stage in Turkey.
Another, no less important problem is the endless craving for realism (Shener, 1972: 75).

Z. Aldag, a Turkish literary critic and scholar, similarly criticizes the 1990s Turkish
generation for not wanting to resist pop culture and for wanting to be content with simple
accessibility (Aldag, 2008: 32).

Three main types of plays can be distinguished in Turkish dramaturgy of the late 19™
— early 20" centuries: plays by Turkish authors, plays by Armenian authors, and plays by
European authors translated into Turkish and Armenian. It can be said that the Turkish
author’s drama of the period under consideration was represented by genre-diverse plays,
in which the intertwining of folk drama traditions with different forms of receptions of
French dramaturgical art can be clearly traced, which is one of the main regularities of
Turkish Enlightenment literature.

It is important to recognize that the literature from the 1920s and 1930s is essentially
fresh and reorganized. The circle of literary heroes grows, since they already embody every
social stratum inside Turkish culture. The method and idea of portraying the previous
literary protagonists, intellectuals (such as officers, artists, doctors, etc.).
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The characters also encounter new ideas, people, and situations as a result of the
rethinking of the metaphorical framework and the overall tone of the work, rather than just
experiencing their own feelings and thoughts. Authors start delving into their interaction
with the people and society at large. Social conflict reveals the heroes’ personalities, and
historical and socioeconomic factors influence how their lives turn out. Realist writers
come to the conclusion that Turkish literature cannot be considered to exist as long as it
does not accurately portray the lives of Turkish peasants, who make up the majority of the
population and the nation’s class.

As in the Kazakh drama the theme of patriotism, as well as the issues of social life,
the formation of the Turkish nation, national consciousness, modernization, the problems
of relations between intellectuals and villagers are developed in the one of the dramas
“Stranger” (“Yaban”, 1932) of the famous Turkish playwright Yakub Kadri Karaosmanoglu.
Therefore, this is the work of Y. Kadri, who was a sincere champion of the ideals of the
republic and the principles of the founder of the Turkish Republic Mustafa Kemal, is not
only a literary creation, but also a successful example of how the Turkish intelligentsia took
upon itself the mission of educating the people.

In the gallery of peasants depicted in Ya. Kadri’s novel “The Stranger” there is not a
single beautiful, strong, physically normal person, all of them are endowed with physical
defects: slanted, hunchbacked, lame, etc., which means that the author goes for a deliberately
negative characterization, although the novel talks about the hard life of peasants: Buraya
geldigim giinden beri, kadin veya kiz denilmege layik tek bir yaratik dahi gérmedim //
Since the day I came here, I have not seen a single creature worthy of being called a
woman or a girl; Bu ¢ocuk tipki sakat kegiye benzer//That boy looks like a crippled goat
(Karaosmanoglu, 2005 :39). (Here in after the translation is authors’).

Thus, different author’s assessments, positions, different worldviews and attitudes to
the people, to the common man — peasant — caused different interpretation of the images of
peasants and their role in the national liberation struggle.

4. Results

The novel “Stranger” takes place in 1919-1921 in a village in Anatolia between the
Porsuk River and the Haymana Plain, which was not occupied. The life of the peasants
is illuminated from the words of Ahmet Celal, an officer wounded in the war, inspired
by the ideas of patriotism and national unity, who decides to settle in a remote Turkish
village in order to get closer to the people, but instead of feeling fusion with the people,
friendship and mutual sympathy, he begins to feel for the peasants the same hostility as
they have towards him, both with their way of life and ideals, secular Western education, is
opposed to the people, and in this comparison is shown even in a more favorable light. The
difference in lifestyle and thoughts between a resident of Western Anatolia and Istanbul and
a resident of the eastern and central zone of the country is enormous:

Onlar gibi olmak, onlar gibi giyinmek, onlar gibi yiyip i¢mek, onlar gibi oturup
kalkmak, onlarin diliyle konusmak... Haydi bunlarin hepsini yapayim. Fakat, onlar gibi
nasil diisiinebilirim? Nasil onlar gibi hissedebilirim? // To be like them, to dress like them,
to eat and to drink like them, to speak their language. Suppose I do that. But how can |
“think like them? How can I feel like them?” The village, which has always been a center
of purity, warmth, a place where traditions continue, in this novel becomes a place where it
is difficult to live — a stranger, a swamp, a foreign land, a swamp.
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In this work, all the contradictions between reality and the reforms that have been carried
out, the speech portrait of main heroes have openly demonstrating the Turkish society’s
unpreparedness for the new way of life, and more importantly, its thoughts.

In the work of F. Tursunova with the help of monologic speech describes the inner
feelings of the characters affected by the problems of the time in the comics of Abdullah
Kodiriy. In the article the writer’s ability to use folklore traditions to reveal the heroic
psyche is revealed through the analysis of examples (Tursunova, 2021: 446)

5. Conclusion

The plot line in the drama is solved on the basis of the dialog of the characters. The
playwright develops the plot and action according to the requirements of the stage. In
dramatic works, the image of the hero is revealed in the course of the struggle. It is not
easy for a playwright to present a character whose character is manifested not only through
actions, but also through language. A special role in the creation of images of dramatic works
plays the language of characters; their image is reflected in the language of characters. The
plot line in the drama is solved on the basis of the dialog of characters. The playwright
develops the plot and action according to the requirements of the stage. In dramatic works,
the image of the hero is revealed in the course of the struggle. It is not easy for a playwright
to present a character whose character is manifested not only through actions, but also
through language. A special role in the creation of images of dramatic works plays a special
role in the language of characters; their image is reflected in the language of characters.

Turkish scholars Muktar A. and Umer A. consider that the oral literatures heroes have
short structures with broad contents. These are short sayings, short stories, proverbs,
folktale, prophecies, blesses, curses, and songs; and they are used to promote education,
development, freedom, courageousness, firmness, truthfulness against betrayed, patience,
unity and hope (Muktar, Umer, 2020: 51).

It is known that the content of character language is clear and its structure is concise.
Linguistic and stylistic methods occupy a separate place in presenting the aesthetic function
of the characters’ language. In Kazakh linguistics, some issues related to the language of
characters in literary literature are considered in the works of M. Balakayev, A. Kaidarov,
R. Syzdykova, M. Sergaliev, S. Issayev, R. Amirov, H. Nurmukhanova, B. Shalabayev
and others. In general, artistic works, the wording and style of speech of each character is
different. It depends on their social status and environment. Therefore, each of them has a
different manner of speaking. Such features of the character’s language are realized through
the lexical and grammatical layers of the language. Through the character’s language, their
culture, age, job, profession, upbringing, politeness, rudeness etc. images are seen. It is
known that the originality of the character’s speech begins with his vocabulary.

In general, the system of speech organization of the text of modern drama goes beyond
the traditional conceptual apparatus, which is naturally due to a change in the general
generic characteristics of drama and requires further detailed understanding.
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