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The tatar poet Dardmend holds a special place
among Tatar poets not only for the literary and
aesthetic line in his works, but also for his social
position. From January 1908 in Orenburg — the city
in the middle of the steppe, Shura magazine’s run-
ning issue was published on April 10, 1911, was
continuously printed once every two weeks, was
not full of advertisments, and was circulating not
only in the regions of Russia with Muslim popula-
tions, but also in the neighbouring Chinese West-
ern Turkistan. The poem “Kozgin” (The Raven),
describing a dialogue between two ravens was
published in the issue:

Ko3sreia ko3reHra ouaasip
Ko3reIH Ko3reIHTa OUTI:
— Kosrem! KapasiM 6uk

BopoH k BopoHy J1eTHT,
BopoH BOpOHY KpHYHT:
“Bopos, Tae 6 HaMm oTobe-

aJajpeIp, naTe?
Kaiina xwm 6ap? — nun Kak 651 HaM 0 TOM TIpOBe-
QUTO. nate?”

Ko3sreia ko3reiira Bopon BopoHy B OoTBeT:

’KaBaOoH «3Hato, OyaeT HaMm obe;
olitonep: — MuH xum B uyuctom nose, noj paku-
TaOaMBbIH: TOM

Smen tyraiina sSTeIp
Anpan yrepenran 0atsIp.

BorarbIips nexuT YOUTBIH.

Kewm yowur u otdero,

KeMz[ep CIreTHC YTCPIOH, 3HaeT COKOJI JIUIIb €ro,

AnraH erepek aTbIHbI —
Benne 6uzsnen yTeipran
OeHIIo AIIb XaThIHBIL.

Jla koOBLIKa BOpOHAs,
Ja xo3siika Mmonogas’.

Coxoi B pouty yneTedn,
Hopnemonn “Kosrem” Ha koOBLTKY HEAPYT ce,
[1: 56]. A xo3siika ®aeT MUJIOTO,
He y6uroro, xwuBoro.
A.C.Ilymxus “Bopon k
BOPOHY JIETHUT...” [2: 75]

The author of this poem is Dardmend® who
does not give his real name but just puts “D” at the
end. At the same time he makes a remark that this
piece of poetry was translated. We find neither the
name of the original poem nor the name of its
author. Thus, we can assume that these details
were enough for a certain number of Tatar poets,
who were well-read in the classic Russian
literature of the time. For many it remained a secret
that this Tatar poem had a connection with
A.Pushkin. Pushkin’s anonymous poem was
written in 1829. It is 4 lines longer than the Tatar
translation.

Studies show that this piece of poetry is not an
original work of the Russian poet. Pushkin did not
know English, and used the French translation of
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Walter Scott’s work which he took it from the
book released in Scotland in 1826; he called it
‘shotlandskaya pesnya® — “a Scottish song”.
Pushkin chose three of the five stanzas for the
translation and missed out the original name of the
poem “The Two Corbies”.

As I was walking all alane, His hound is to the hunting
I heard twa corbies making gane,

a mane; His hawk to fetch the wild-

The tane unto the t’other fowl hame,

say, His lady’s ta’en another

“Where sall we gang and ~ mate,

dine to-day?” So we may make our din-
ner sweet.

In behint yon auld fail

dyke, “The Two Corbies”

I wot there lies a new slain [3:253].

knight;

And noebody kens that he

lies there,

But his hawk, his hound,

and lady fair.

Francis James Child who published the most
complete five volumes of the English and Scottish
popular ballads draws attention to the similarities
between this folk song and a popular back in the
day English ballad “The Three Ravens”: “This
poem sounds soft, like a cynical version of the
English ballad” [3: 253].

If we study the translations of the original into
Russian and Tatar, we can see the difference in
length. Pushkin’s translation is close to the original
text, but in order to keep the contents he adds one
more stanza, whereas the Tatar translator reduces
the contents to preserve the length of the folk song
(three stanzas four lines). It is not certain whether
“D” used just Pushkin’s translator or the Scottish
original text. Presumably, being a Russian poet he
knew the French translation. “D” could know
neither English nor French languages, though, ac-
tually, some of his fellows spoke these languages.
In the Scottish and Russian versions three creatures
— a falcon or a dog, a horse, and a young woman
are aware who killed the young man, by contrast in
the Tatar poem only the young woman knows that.
It is difficult to understand all the reasons for “D”
to shorten the writing, but as a result, the situation
in the Tatar version is described more truly. The
original intonation, and as in Child’s remark on the
fact that the writing is a bit cynical, that is better
saved in the Tatar translation than in Pushkin’s.

From this angle the Tatar translation is more
complete than the Scottish original and the Russian
version i.e how the end of the story is described. In
the original text a young lady knows who killed the
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hero. It is said clearly “His lady’s ta’en another
mate” [3: 253]. Pushkin describes the situation a
bit differently: a young lady is not waiting for her
hero husband who has been murdered, she is wait-
ing for a man who killed her husband: “4 hozaika
zhdet milogo, ne ubitogo — zhivogo” (the lady is
not waiting for the killed husband, but for the alive
one)” [2: 75]. So, it is possible that the survived
man might be a murderer. The end of the Tatar
verse is ambiguous: although she knows the mur-
derer of her husband a young woman is putting on
make up. Why? Is she waiting for her husband or
maybe for his murderer? The translator “D” does
not answer this question. In this fashion, the verse
maintains its intonation, perhaps a reader should
figure it out himself.

The impact of the popular “The Raven” poem
on the Tatar author is not clear. Edgar Poe’s “The
Raven” (1845) was first translated into Russian by
S.A.Andreevskiy in 1878. By 1911 the poem had
been translated into Russian nine times (e.g. by
Dmitri Merejkovskiy in 1892 and by Konstantin
Balmont in 1894) [4].

Dardmend is the pen name of Zakir Ramiev
(1859-1921). He was the Member of the Orenburg
Duma, Deputy of the State Duma, candidate for the
Second and Third Duma, supporter of Tatar
schools, the owner of the famous “Vakit” literature
publishing house, the editor of the leading Tatar
press: Orenburg “Vakit” newspaper (February
1906 — January 1918) and Shura magazine (Janu-
ary 1908 — December 1917), the benefactor who
constantly supported the development of educa-
tion, culture and mentoring. At the same time, he
was the owner of rich gold mines in the Urals. In
the early 20" century Dardmend was a special
person among the Tatars who was not afraid of
taking a pen in his hand and addressing the public,
sharing at large his thoughts, feelings and
invocation’. Dardmend did not write much, he
neither reflected many of the actual problems of
the time in his poetry, nor participated in endless
arguments over “nation”, religion or education on
the pages of the press as did other intelligent Tatar
men. He patiently wrote in his mother tongue and
was quite tolerant towards around a negative effect
of foreign languages on the Tatar language. Dard-
mend did not yield to euphoria around short-term
successes in the education movement, and at the

3 Only exeption to this thesis were three leading figures
of the nation: in narrow sense (among poets) — Sagit
Ramiev (1880-1926), in wide sense, i.e. among writers
and intelligentsia — Fatih Amirkhan (1886-1926) and
Galimjan Ibrakhimov (1887-1938).
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same time he overcame pessimism and a sense of
stagnation in society due to gradual “victories”.
According to Galimjan Ibrakhimov the lyrics of
Dardmend are an inseparable whole both in con-
tent and style.

During the life of the poet and in the 1920s to
1930s, Tatar critics were interested in the tone of
Dardmend’s lyrics, the way they sounded but at the
same time they misled them [5-7]. We think that
Dardmend’s critics of that time and those, who re-
flected on his works later, made one fundamental
mistake: in their view, there was little difference
between the poet's personal life and his imaginary
world, but at least two of the worlds were inter-
connected. Such a view was formed in Tatar liter-
ary criticism but not only in the period of socialism
as we can see this view from 1905. A certain group
of poets and writers confirmed the “truthfulness”
of the abovesaid by means of their life and arts.
From the critics’ point of view literature, undoubt-
edly, has its social role; an author has no right to
separate himself from a society, but in his work he
should raise the hottest issues of his time, and if
possible, find answers to these questions. Such
views were widespread in the Russian literature in
the last quarter of the 19" century, and even before
that there were many who defended these points of
view (A.Herzen, V.Belinsky, N.Dobroljubov and
N.Chernishevsky). Tatar writers and intellectuals
only started to be seriously interested in the life of
society after the Revolution of 1905. As a result,
most of them had come to the conclusion that the
Russian environment offered a little room for the
religion of the Tatars, their culture and business.
They recognized the great necessity for change in
society, and believed that after the completion of
the plan the future would not be worse than the
present. Kadimi dreamed about the return of the
golden days, Jadidi lived with the faith in the
“renovation”, primarily aimed at the achievements
of the Russian and Western culture for the future
of the Tatars.

After 1905 a feeling of social responsibility in-
spired large sections of theTatar public, especially
writers and intellectuals, and those who were really
interested in culture and literature. Novelists,
playwrites, and especially poets created a large
number of works in order to detect imperfections
in society, to help to pull people out of the gloom.
According to them, indifference is the factor for
revolt that keeps the Tatar nation’s spirit in chains.
Most writers who worked in 1905-1907 felt
euphoric that their plans would soon come true, but
between 1908 and the First World War, they real-
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ized that plans had not been put into practice and
they could not see the light ahead. Feelings, both
of sadness and euphoria were eventually reflected
in their literary works. Particularly famous Tatar
poets, like national poet Gabdulla Tugay (1886-
1913), tried to idealize the future of the people, but
in contrast they were the reflection of actual
movements of the time. Their work and lives were
intertwined.

However, Dardmend’s story is different. There
was not a role for him to play in the era before the
October Revolution, the civil war and the
establishment of the Bolshevik regime. His poems
are not about changing the reality; they describe
the time as the infinite whole. It is Dardmend’s
timeless verses that are particularly appealing. Ac-
cording to Sibgat Hakim: “Dardmend deals with
millions of years, with the eternity” [8: 8].
Dardmend does not judge: instead, he draws an
invisible reality by means of words and images,
words give birth to pictures, and we can hear
music. Although his poetry is not full of
metaphors, it is characterized by an amazing depth
and austere beauty. JlopaemMoHI MUTHPUATHE, PYC
CUMBOJIUCTBI  BsiuecnaB  VBaHOB — Ccy3nopeHuUo,
«TypbUIaHA TOPraH CHHPajb XOPIKOTCH OUPToH»
JHeprus keOek Kadyn WTKoH, KypaceH. The Rus-
sian symbolist poet Vyacheslav Ivanov admits that
Dardmend pictures poetry as the energy of
“straightening a spiral”.

Hereafter I would like to specify the general
characteristics of Dardmend’s writings using cer-
tain examples. Thus, I will try to describe
Dardmend’s poetry by splitting it into the main
themes. For this reason, in this article we will
consider the central themes and the problems that
are common for the poet’s lyrics.

On the one hand, it shows the poet's deep
interest in “eternal themes” (“the world itself”), on
the other hand, it proves that Dardmend deeply felt
his time, environment and traditions (homeland),
and that these motifs were reflected in his work.

The art of Dardmend is the heritage of his time
and modernity, it has not lost its literary and
aesthetic value. You understand the value of all
this even without knowing the socio-political
conditions of his time, and without knowing the
personality of the poet. Dardmend’s works attract
the reader not only by their content, but also by the
perfect forms and the beautiful language; it is
difficult to find poems in his time and to be equal
to his poetry. Due to this reason, his poetry is
difficult to translate into German or other
European languages. But for the purpose of
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conveying the content of poems and their formal
division, I have made an attempt to translate the
poems into German.

For the poet Dardmend nature is of great
importance: it is evident from the number of verses
where nature speaks through the poet’s words.
Dardmend does not glorify nature, he does not try
to explain it and he is not astonished by it. He
knows how to listen to nature, to see it. In his
poems nature is not an “artificially created world”
full of beautiful gardens; to Zakir Ramiev “natural
nature” is the nature of the Southern Urals, the
surroundings of Orsk, Orenburg and Uralsk. Ex-
cept from a lyrical narrator, according to the poet
there is no place for a man among nature — he is
not a part of nature (“Sometimes I rest and
dream...” [9: 80]).

Dardmend does not describe summer. For him
it is just the means of evaluating past events. The
summer does not have its own features, neverthe-
less the summer is much more beautiful and enjoy-
able than seasons after it (“Summer is gone...” [9:
93]). The poet pays more attention to winter, but
winter for him is soulless and a symbol of lived life
(“Winter days” [9: 51])*.

Tatar critics tried to assess the outlook of
Dardmend based on the lyrics of nature and tried to
find an echo of his world view [10: 207-208].
From this point of view, according to critics the
main motive in Dardmend’s description of static
and soulless winter is despair. Dardmend did not
like either winter or summer, and, to my thinking,
the reason for this is the following: both seasons
are static, and rapid flowering and fast fading are
not usual. The motion is close to Dardmend, not
only in a form of pursuing the goal, but it is an in-
dependent process of constant motion. The
cessation of motion represents a new beginning in
the poet’s writing. For this reason, the poet loves
the spring with all his heart: his pen wrote a series
of poems dedicated to spring. In its beauty spring
surpasses winter [1: 67-68].

Kenemcepam keH Oanuiasibl,

XKoiire xypkom TaH OeioH,

Snpakkainap fa sSuibIoH/E,

hom THOpone sk yioH [1: 69].

New day starts,

With a beautiful sunrise,

Leaves are wet with dew,

A gentle touch of the wind on the fresh grass
[1:69].

* We can compare this verse with “Kishki ten”. The
latter was written following A.S.Pushkin’s “Zimny ve-
cher” poem [9: 29-30].

The lines, which are not typical of Dardmend,
were written in euphoria! They are more like sud-
den feelings than a verse:

By yn matyp, Oy yi KypkoM, Oy yiI,

By yn — xym ucne 53!

By yn — xym ucne tan xune! [9: 134].

Beautiful, charming,

This is a fragrant spring!

This is a flavoured morning wind! [9: 134].

In Dardmend’s poetic works about nature there
are no lush patterns. The author describes the way
nature looks without trying to portray the way it
lives, using extravagant language to gain the
interest of readers, and avoiding figural expres-
sions to describe nature — nature seems to speak for
itself in his verses. Dardmend’s poems are
“simple” in a positive way and due to their
simplicity, they inspire a feeling of tranquility.
This opens up the mysterious, calm, hidden life of
nature, and it can be assumed that the heart of
Dardmend feels the same and he listens to nature
(“A cloud passed..”. [9: 132]).

According to Dardmend nature has terrestrial
borders: it is a part of the country, his homeland
where his nation lives. And the country and the
people are very close both to the poet’s heart and
the personality of Zakir Ramiev. However, until
the troubled times of the late 1910s, Zakir did not
meet specific failures, he devoted his energy to the
salvation of his homeland and his people, while his
alter ego viewed the future of the homeland and
people with a certain scepticism. In the works of
this kind the author Dardmend is not portrayed as
an active participant, but more as an observer, who
complains and suffers, looking at what is
happening from an outside perspective (“If you
could travel to our land with a gentle morning
wind” [9: 91]).

Dardmend looks at his people and the
homeland from outside. He does not hurry to move
closer to the people and the homeland, but sends a
“saba wind” (morning wind), and requests the
wind to carry Salaam to his “slim lady-native
land”. This can be explained in different ways:
either the poet is not among his people at home, or
he even wouldn not like to be the messenger wind,
or even that he has no power to do even this. We
wish to lay emphasis to the following: Dardmend
does not want to be closer to home and to the
people, he says goodbye to them and departs due to
the time and place. The poet sends salaam home
and to the native people from afar, and sends
salaam not to his time, but to the past full of
happiness (“Vidag” [9: 90]).
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“Boat” (1908) — is the most famous poem
where Dardmend describes the reality of his
homeland [9: 36]. In the middle of the illimitable,
merciless sea here is a helpless ship, it is about to
be covered with huge waves under a raging wind.
In my opinion, none of the Tatar poets were able to
find such precise images to describe the
uncertainty of future people after the First Russian
revolution. It is not known what will happen to
mankind in the future. Which future will come not
only for the Tatars, but also for -every
representative of each nation in the empire? It is
only clear to people that the past will not happen
again, and today is just a transition period, but no
one knows where all this will lead.

Meno myn  Ownrecesnekts  JopmemoH[
auyblKIbIK  3371M. KaiiBakbiTTa 1Iarsllipp aHa
HApEIKoH KeOek To Toeya. Y eutapiaa MOHIBIN
QUBIKJIBIKHBI aHA MHJUIOTTONUIOpe OupraH In such
obscurity Dardmend is looking for clarity. Some-
times he seems to find it. In those years he found
such clarity in his countrymen:

Hu rasuspok — Oy BaraHMBbI?

Ah, Tyran kaymem razus!

Y1 MOoKaaoc KaH OeNoH yi

Usre coTko HU XUTIP!..

Cert kanslp, BaTaH KUTp!

Cet kanplp, BataH kutop! (“I'epmoron cymap
OameiHga...” [9: 92])

Is this homeland dearer to the heart?

Ugh, my tribe is the dearest!

Nothing is comparable to the holy blood

Blood remains when homeland disappears!

Blood remains when homeland disappears!
(“In the beginning of flowing waters...” [9: 92])

For the author the native land is not a place
within administrative and political boundaries.
What remains in time is your blood and family
living on their native land, they remember the
greatness of previous generations, and pass this
greatness from generation to generation. This verse
emphasizes Dardmend’s attitude towards himself
and his people’. At the same time, for me it is clear
as day that Dardmend is not a “Tatar’ nationalist or

> The poet calls his “people” not a nation, but a “tribe”.
It is no coincidence, the word “nation” during the First
Russian Revolution became fashionable, and had acer-
tain political meaning. It is connected with the desired
today and the future, moreover linked to the popular in
the Western Europe ‘“nation” concept, it was an
aspiration of Tatars to make the concept commonly
used. However, the “tribe” concept, does not have any
political meaning, its roots are in ethnic identity, it links
a person with his/her origin and past ages.

racist. He is proud of his people, believes deeply in
them, and at the same time he realises that all other
people, regardless of their habitat, have a right to
uniqueness. As a result, we could identify Dard-
mend’s faith as an “ideal of the world-homeland” .

The man's place in this world occupies the
central position in the works by Dardmend. This
topic is certainly not new in world and Tatar
literature: it is an integral part of eternal themes.
According to this topic there are two other aspects
of Dardmend’s poetry — the attitude towards an
abstract person, an individual (person); the view of
a particular individual, in other words of the lyrical
poet on his historical, national or social
environment.

As in the lyrics of other poets it is difficult to
single out one of the two aspects in Dardmend’s
writing, as many of his poems are built on such a
complex synthesis of deep thought and generaliza-
tion that they can be taken as a stable aphorism, a
piece of the language. It is difficult to explain the
meaning of these verses by a certain tone, in the
study of the particular poet in Dardmend’s poetry,
it cannot be attributed to one specific topic. Our
thoughts can be justified by three examples:

1) Tyren naex ssMaHJbIK 1) Villains do not become

SXTIIBLIApTra good people

Spamacnapra SXIIBUTBIK For those who do bad

spamac [9: 162] things good is not good [9:
162]

2) Orop te3 HamocoH 311 2) If a dervish does a

KBIIJICa TOPBUIII hundred good deeds

We3 nnrommnen 6ep-6epe  None of his hundred

aJIMBIi TENT?; friends talk about it;

Bo rop 6ep Hamoconn 3m  But if the sultan does only

KBIiJICa COJITaH, one good thing,

AHBIH JaHBI 0YaJIBIP
ungeH-mwIrs [9: 59].
3) byreH yitHan-kenayoH

His fame spreads from
country to country [9: 59].
3) Don’t stop me from

THIIIMA, 3uHhap. having fun today

Ynopro ken Oyneip — anma  All people die — and I will
9Ko1 Oap! die too!

TrIs KypMo — yeH yiHap Don’t stop me when I play,
MOIICH/ID, The angel of death will do

KT MUISP SIIIEH Y3 his work when the time
ToHraneHas! [9: 108]. comes! [9: 108]

Munemuo, Oamkadapak 6ep Quxep TyOoHIOTE
I0JI1ap/1a STHIBIPBIN:

Kynen hop sxupmo ren 331u,

Kanop hop sxupno TnkoH Te3mm...[9: 148].

I think a bit of a different idea is in this verse:

Soul looks for flowers everywhere,

Fate always looks for thorns... [9: 148].

This distich is characterized by generalization,
but it still resembles Dardmend’s poems where his
lyric “I”” speaks. Even if the “I” is in the form of
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“we” the poet’s lyric “I” has wider horizons — it is
not related to a certain individual, it is connected
with the whole of humanity. At the same time the
“I” in two forms maintains its major feature: it
does not see hope, not only in the future, but in to-
day, it is characterized by depression, lack of
mood, hope (“Ugh, this life...” [9: 137], “Chains
in my soul...” [9: 70]).

Here we clearly see that no matter in what
form “I” is expressed, it is still looking at the past
without hope; no matter what past you had and
what future will come it is impossible to overcome
fate. Published in Shura magazine on February 21,
1910 the poem “We” is a great example that
illustrates this idea [9: 38].

Dardmend refers to a popular person-guest
motif in the Oriental poetry. A man is only a guest
in this world, so his bones will lie in the ground
with the bones of previous generations, and their
footprints will be covered by the dust of eternity.
This game is the endless spiral: when the old
disappears, the new emerges.

Dardmend’s lyric “I” does not completely obey
merciless fate. Sometimes in his poems glimmers
of hope and faith appear. It is clear that it is
impossible to stop or change the course of history,
but when one has a desire he or she can adapt to it
(“Advice” [9: 72]). At first glance, the poet calls
people to live life to the fullest in this verse, not to
go with the flow of events, but rather take things
into your own hands, to win against the sense of
powerlessness by following your own will. In our
opinion, the feeling of bitterness and sarcasm in
these lines destroys the positive philosophical
thought. Zakir Ramiev was a businessman who
treated people with respect, he was a considerate
man, and the poet Dardmend was not decadent.
The poet does not only share his reflections on life
in this poem, but also shows his attitude to the
philosophy of the excessive evaluation of public
relations of his time. Stronger men go forward, and
those who are weaker are left behind. Dardmend
sees himself among those who stay behind, and the
world does not appreciate such men, does not
recognize them. We find the abovesaid in the
verses of emotional lyrics reflecting an experience
of the lyric “I” (“I couldn’t weave a white
shroud...” [9: 48-50]). This verse draws on a
disappearance of hope, a sense of regret, and
heartache. In verses we can easily read the
following: although critics give a slightly different
evaluation in articles, the poet is not satisfied just
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with life in the palace of his art®. Dardmend also
wants recognition, but he does not change the style
of his poems to fit changeable trends and tastes in
literature.

The lack of recognition or an excess of false
accusations against the poet, escalates the poet’s
attitude to his surroundings and to himself. On this
occasion Dardmend writes surprisingly short,
precise, witty and poetic folk aphorisms — hikmats.
(“There is a little anger in my soul...” [9: 149]).
By using an image of the needle he expresses his
irony regarding his contemporaries who were too
enthusiastic with the ideas of progress and national
euphoria. For example, Dardmend uses this image
to evaluate a huge number of poets, who had
emerged in the Tatar world on the wave of the
1905 Revolution (“Not every sheep with horns is a
fighting ram...” [9: 116].

The reawakening of the sense of national
revival and the unwanted attention to this too
immodest feeling of pride about “Tatar” is a
chimera for Dardmend. Hasty attempts to form the
Tatar identity, an unfounded increase of the Tatar
nation up to the skies, and boasts can turn the
nation into ridicule. Dardmend shows this threat to
the nation by an example of the “Tatar” ethnonym
(“A couple of scholars building castles in the
air....” [9: 88].

At the same time in separate quatrains he
criticizes men with alleged enlightenment, who are
hiding behind a desire to live as the Russians,
completely denying theTatar national lifestyle (“To
a schoolkid” [9: 41]).

A poisoned needle does not spare the poet
himself. The generalised “we” of the lyric “I” goes
to the background and “I” rises instead. The words
that describe the feelings and the state of the lyric
“I” are not capable of describing openness and
sharpness. It is not right to explain these changes
just by his feeling of a lack of recognition. This
feeling about that time can be found in the
dramatic changes in society and the ruthlessness of
that era: famine, typhus epidemic, the First World
War, the February, and then the October
Revolution, and the Civil War — all these events
did not pass unnoticed in Dardmend’s life and
surely had a certain impact on his work.

At the end of the 1910s when the struggle
between the old and the new reached its peak, a
form of conflict solution by both sides bothered
Dardmend the most, rather than the loss of the old
way of life, and the appearance of the new one.

% See for example: [11].
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The poet does not want to accept things that are
alien for him: confrontation, excessive willpower
used to build a new society, and a great desire to
seize power. He looks at them with hatred, and he
is proud of his powerlessness in these matters (“I
am a helpless ant on the road...” [9: 110]).

The poet believes, at least he hopes, that
powerlessness can assure personal freedom and a
quiet life. He understands that complexity of
thought does not match Zeitgeist. The reality of the
future demands clarity and Dardmend’s frankness
is in keeping silence (“Enough Dardmend, enough,
cut a long story short...” [9: 140]). The poet knows
exactly where a place of the silent is (“Country ex-
ulted...”) [9: 89]. The poet Dardmend’s pen is full
of new ideas but stops writing. On October 9, 1921
Zakir Ramiev left this world in the city of Orsk.
The windows of the house where he died were fac-
ing the Ural River. And ravens ceased to fly and
his native land lives without him.

For the Tatar literature of the early 20" century
Dardmend’s poetry is a unique phenomenon. In the
lyrics of the period there is only one poet who can
be put on a par with Dardmend. Only Sagit
Ramiev’s poetry (1880-1926) is on the same level
as Dardmend’s work. Their world, partly language-
style and poetic forms are reflected in the literary
heritage of poets. They do not accept a view on the
social role of art and literature as it is seen by Tatar
poets, writers, educators only in the development
and education of Tatar people. However, in
Dardmend’s and Sagit Ramiev’s lyrics the central
place is occupied by the problem of a poet’s
mission: a poet is a person who explains his
relationship to the world, the secrets of the
universe, the social movement and the course of
history. This faith is common for both poets. The
poets’ views differ on the understanding of life and
man's place in it. The ideas and thoughts in
Dardmend’s poems are amazingly dense, the de-
scriptions and images are related to each other and
sound musical, but the verses are not long. This
quality of the poetry is fully consistent with the
poet's philosophical sadness about a person: a
person is a small and temporary particle in the
universe not limited in time and space. On the con-
trary, Sagit Ramiev’s poems are an ecstatic cry, the
whistling sound of a whip, a thunder or an angry,
ironic laugh. The lyric “I” in his verse is strong,
rebellious, unfettered, not tied to being, and it does
not surrender to death. For example, “Love in the
pub” [14: 32-33]".

" In the spring of 1913 the national Tatar poet Gabdulla
Tuqay writes the verse called “Short poem” in which he
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If we put aside the Tatar environment, and look
for parallels with Dardmend’s poetry among the
people of Central Asia, we can find such parallels
only in one poet: Gabdelhamid Suleiman (1897)
who was born in Andijan in the Ferghana Valley.
He worked under the pseudonym “Chulpan”. The
Uzbek poet “played a crucial role in the Uzbek
lyrics, drama, and prose of the 20th century”®. Just
like Dardmend, Chulpan writes his poems in
simple language and it is simplicity that makes
them very efficient and filled with deep meaning.
But it is not only the skill of using the language
that brings together the two poets; we also find
many parallels in the way they use motifs and
metaphors. In his verse Chulpan gives an
ideological and aesthetic role to nature and
seasons, and both poets are indifferent to winter’s
nature. In the poetry of both Dardmenda and
Chulpan a raven symbolizes misfortune, sorrow,
danger and evil. [15: 414, 424, 448, 482, 508, 511].
In my opinion, we can observe more political mo-
tives and interpretations in Chulpan’s poetry than
in Dardmend’s, and both poets have similar views
of the world. In the works by Dardmend and Chul-
pan we see a continuous cycle of new birth of life
and flow of life. The philosophy of Chulpan is in
the symbolism of nature. This quality is reflected
in the poem “Missing Bahar” (1926): autumn is
here, winter is knocking at the door, the leaves turn
yellow and will fall soon, life quenches. We here
the voice of the poet in this verse:

IOx... Ynem 1okToIp!

Bape1 Oep siHy, Oep cyHy OapasIp.

Bep subm, cyHern... SIlHagan sHy Oap.

SlHa a3nap,

SHa nananap,

SHa ces, oif, upkeH Tenokiap! [15: 522].

No... There is no death!

We burn, we die away.

We burn in our hearts again and again.

New springs will come,

New lilies will blossom,

Hey, again 1 have new strong desires! [15:
5227°.

expresses dissatisfaction with his creativity. Here are the
last two lines of the verse: “I failed in revenge, no
power left, here is my broken sword — that is how all
ends". In my opinion, the poem “I”’ by Sagit Ramiev
can be perceived as a satire on Tukay’s words.

¥ Ingeborg Baldauf in his article “Chulpon”, not pub-
lished yet.

? Free translation from Uzbek language. Translator’s
note.
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It was not only Dardmend but also an Indian
poet Rabindranath Tagore who were examples for
Chulpan to achieve a simple, understandable
language, the synthesis of a free-form and “Eastern
wit”.

Indian classical poetry and the philosophical
and mystical poetry of Iran were not a source of
inspiration for the poets of the Russian Empire
who wrote in the Turk language, while the Western
poets of the mid-19th century began to discover the
new “Oriental” poetry and the new world of the
East. [16]. There is a poet of Western poetry who
can be put on a par with Dardmend due to the
language of his works and a deep understanding of
the poetry, “the world in himself” view: he is Walt
Whitman. A bridge between the East as well as
Dardmend and the Western poet Walt Whitman is
not narrower than a bridge between Whitman and
Tagore. He often sees himself as “a bridge between
the East and the West” and believes that no one
among American poets understood a mysterious
mystical oriental spirit better then Whitman [17:
396]. Indeed, if we consider the words of the
American poet about his work, they seem to be
about Dardmend’s poetry: “Life is in you, us, in
every one of us: in people, time, animals, plants,
stones”. We are everything and everything is us.
Beginning and ending, birth and death — what are
they? Everything is in an eternal movement. Rush,
aspiration, desire. It is the eternal desire that builds
the world”. This is how Johannes Schlaf describes
Walt Whitman’s verse “Leaves of the grass” in
1892 [18: 181] Gustav Landauer wrote in 1907:
“The most important component of Whitman’s
creativity is his call for the development of
thinking, he always has ready images for the reader
— they play like waves, come and go” [18: 192]. In
the essay "The democratic possibilities" published
in 1857 and dedicated to understanding the essence
of the poetry, Whitman explains the very motiva-
tion to think, as a prerequisite mark of poetry: “a
human thought, poetry and melody, though not
openly, should show the way out of problems, they
should be soft and fine. Even if a person does not
dream, or does not fully understand an idea, it is
still crucial in achieving higher goals” [19: 49-50].
Also he says: “My dear readers, I don’t try to
disclose a topic or an idea completely, I try to
leave room for your imagination, to introduce you
to an atmosphere of this idea or theme, I leave you
to fly on the wings of your own imagination” [20:
44-45].

A poet who puts such tasks ahead should be an
excellent emotional and contemplative observer.
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He should think of the world, his surrounding
spiritual and physical phenomena of the universe
with all his soul. Whitman and Dardmend are such
men. In the verse “Salut au monde!” Whitman
embraces the whole world: “What do you hear
Walt Whitman?” (...) I see plainly the Himalayas,
the Chian Shahs, the Altays (...) I see the steppes
of Asia, I see the tumuli of Mongolia, I see the
tents of Kalmucks and Baskirs. (...) I see the
Suomi and Samoyed. (...) I see the whole Earth
and I am with them. (...) And I salute all the
inhabitants of the earth. Salut au monde! The cit-
ies, which the light or warmth penetrates, I
penetrate these cities myself, all islands, to which
birds wing their way, I wing my way myself (...)”
[21: 130-142]".

The tool that helps to make the reader’s
imagination fly — is the language, if the poet wants
to win the reader’s, to say more precisely, the
listener's heart, he should be a master in creating
the voice and the sound. Dardmend and Whitman
are the masters of words. The language of both
poets consists of fine thyme and rhythm, assonance
and alliteration, construction of words and
sentences, special dynamics of words’ change, and
pauses, and caesuras. On the one hand, both of
them write in everyday language, on the other
hand, when it comes to the style, the selection of
words, their language resembles an ancient prose
(Rachel Polonsky [22: 409-410]). Bernice Slote
calls their language a kind of the earth-language
[23: 236]. Based on this characteristics, we
recognize that the language is “connected with the
land”, is born on the land, gives roots on the land,
on the other hand, we can understand it as the
language that can “embrace the earth”, in other
words, the language which will be accepted in
every corner of the planet. To a certain extent, I
think so about the poetry of Dardmend and Walt
Whitman.

In the late 19" century many Russian writers,
poets and educated people were busy searching for
new horizons, ways that lead to them. The main
focus of the search was the West'!, the source that
satisfied the thirst was Walt Whitman: “It should
be noted that Walt Whitman plays a big role in the
history of Russian culture of the 19th century. His

' Here I give random quotes from Whitman which are
close to Dardmend’s work from geographical and cul-
tural point of view.

! For example, critic Eugeny Anichkov (1866-1937) on
symbolist-poets writes the following: «They drank from
the spring of the Western culture as much as possible»
(see: [24: 176])
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influence was enormous, the audience had a great
respect for him” [25: 300]. Russian poets saw the
aim of their search in “rehabilitation of the timeless
image of poetry” [26: 10]. Dmitry Merezhkovsky,
an ideologist of Russian Symbolist literature of
1906-1908, criticizes the poets because they could
not go beyond a “banal” tragic note, they are blind
to relevant topics, and should see the art not as a
moral but as an aesthetic problem: The highest
moral purpose of the art is not in reflecting moral
trends, it is in sincere genuine love of creators for
the truth, its unrestricted detachment [26: 11].
Valery Bryusov writes in the foreword to the
"Russian Symbolists" (1894): “The purpose of
symbolism is building successive scenes to
introduce a reader into a state of hypnosis, in its
own way to change his mind” [27: 16]. From
V.Bryusov’s point of view, the most important
thing for a poet is “to find the right names for
different phenomena” [27: 50]. These “names” or
“symbols” according to Vyacheslav Ivanov’s
opinion do not portray hidden, mystical things,
they picture “a magic live reality, so this reality is
shown and valued objectively” [27: 32]. This very
idea is used by Carl Shapiro to describe Walt
Whitman’s creativity: “The poetry is not only a
metaphoric and symbolic version of the world, it is
a direct description of being” [28: 32]. So here we
are talking about the “truthfulness”, “directness”. It
was highly evaluated by Symbolists. They found it
in Walt Whitman’s principle of “truthful
description of all life’s aspects” “which
encompasses all additional processes such as
destruction and birth, renewal” [24: 182].

If we compare the ideas of Russian symbolists
and partly of their mentors (e.g. Fyodor Tyutchev)
[29: 9, 14, 37, 42, 80] about the role of poetry with
Dardmend’s lyrics, we are sure to find the
similarities: the rejection of political and moral
clarity, demanding the right of self-determination
for art and literature instead, the evaluation of the
past and the present through the prism of an acute
critical look, through the prism of feelings in their
entirety; the union of the sound and the sense, not
limited to the reader's imagination, the concise and
precise language that makes the reader’s soul fly
like a bird, think freely. Such poetry is
characterized by an initial desire to accept the
world as a whole.

In conclusion I would like to say, that in this
study “Dardmend’s poetry in the context of the
world literature” I share some of my findings, I did
not intend to build big interconnected
constructions. The most important for me is that in
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the late 20" century and early 20" century, repre-
sentatives of different historic, cultural, language
traditions in different corners of the world create
their verses being on the same wavelength. Their
works breathe in the same rhythm — “earth spirit” —
the language, created by them and reflecting this
very spirit, is the “language of the world”. The
whole world becomes the homeland for Dardmend.
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JIOHBSI DJOBUATHI KOHTEKCTBIHIA TOPAEMOH/I MKATHI'
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Mokanono TaTtap MO33MACEHEH AOHBIKYJIOM TaHBUITAH KypeHeKne marbiipe JlopaemMoHa mxKatTel

THKIIIEPEIo.

[[Marpliipp KadoMEHEH TaCBUPU OCTAaJbIIBI,

¢dancodu-MoreHOBH  THpOHIEre hom

WHIUBHyalb XaCHUTIOpE acchl3blkiaHa. MoKajge aBTOPBIHBIH IIArBIHPh WKATBHIHIA TOYAQISHTOH
BaTaH, TyraH W, MIJIIST, KABEM MOTHBIIAPHIH Y3€HUAIEKIIE MISPEXIoBe UrbTHOapra jtaek. JopaeMons
IIATBPU  JOHBSICHL, OM00M-MOJIOHN OOMIIOHENUISp KOHTEKCTBIHZAA IIopexJioHen, KeHubIrsim hom
KeHOaThIl o100MATIApBIHAATEL YPTAK, THIOJOIHK OXINANUIBIKIAP KypcaTend. JlopaeMoHIHeH
YHUKaJb WUrbpusaTe mucaibiHaa XIX racelp axeipel — XX racelp OamiblHna Tatap 9I90USATHIHBIH
IISXECHEH 34Ke hoM THIIIKBI IOHBSCHIH CYPITIIQY, KEIIEHEH THIIIKBI THPAJICKKS MOHICI0ITEH aubIKiay
IOJIBIH/IA TOPIIE 9M00N-3CTETHK CUCTEMaap OeJIoH Oepra XopoKoT UTYE paciiaHa.

Ten TOWIeHYIdP: JIHPHKA, INATBIAph, OXo0M OOWIOHENI, JOeHBS, peajlb TOPMBIII, BaKBITIHI,

MOHTeJIeK, MOH, Cy3, TEeMa-MOTHB.

' Mokanounen opurunan uceme: Friederich, Michael. Rabe fliegt nach Osten, oder Ein tatarischer Weltheimdichter
im Zeitalter der Umbriiche, in: Muslim Culture in Russia and Central Asia from the 18th to the early 20th Centuries.
— Berlin: Schwarz., 1998. Vol. 2: Inter-Regional and Inter-Ethnic Relations. Edited by Anke von Kiigelgen, Michael
Kemper, Allen J. Frank, S. 527-559. lokrop Muxasns ®@punepux — onoOUAT rajarMe, MOKAIS S3bUITaH BAKBITTA,
Bambepr yHuBepcureTsl xe3maTkope. KeHUBITHIIT 9no0uaTeiHa hoM TapuxbIiHAa OarbllulaHTaH (OHHM XE3MOTIAD,
mrys ucontoH ['abmymuia Tykaiira Oarpinuianran MoHorpadust aBTopsl (Toporgemaue uckapmace). Mokano «Kazan
yrimape» KypHansHBIH 2009 HUBl enmpmarsl 4 HYe caHBIHAA ejemrdd Oacwsuiasl.(Muxasns @punmepux. Kosrem
KOHYBITHIINTAH o4a... // Kazan yriapsr. 2009. Ne4. b.136-153.)

94



TATARICA: LITERATURE

Jopaemony, WKaTBIHBIH ~ O/100M-3CTETHK
IOHOJIeIIe OEJIoH T'eHd TYTell, Y3€HEeH MKTUMarbii-
coluanp Xoie OyeH4Ya Ja TaTap OIUILISpe
apacelHAa Yy3€HuYasiekie ypbhiH ToTa. 1908 Hue
SJIHBIH, THIMHBapbIHHAH Oaluiarn, Jana ypTachlHAa
WKTUMAarbli-cosich  sIKTaH ohoMusTIIE  ypBIHAA
ypHamkad OpeHOypr mshspeHas, 39BBIK OelloH
SILISHEM, OalIKa KypHauap MIMKeIe KOMMEPIHS
peknamachl OelloH MaBBIKMEBIiUa, MKe aTHara Oep
TaNKbIp A9BAMIIBI PIBEINTS OACBHUIBIN KWITSH hom

Pycusnen MeCeJIMaHHap ST TOpraH
TOOOKIIOPEHZId TeHd  TYred, o  SHOIIONIre
Kerraitnely ~ Kenuwirbin — TepkecTranbiHza — aa

tapaiein anral «l1lypay KypHaIBIHBIH YApaTTarbl
caubl 1911 wubl ennpiy 10 HUe anpeneHId AOHBA

Kype. DBy caHma wWke KO3TBIH apachIHAArbl
ceimoryHe TacBupiaraH «Ko3rbiH»  mIMrbIpe
Oachuia:

Kosrern ko3reiara ouaaslp  BopoH k BopoHy seTwr,
Ko3sreia ko3reiara suTa: Bopon BopoHy KpHUYMT:
— Kosrem! Kapusim 6uk «Bopow, rae 6 Ham oTobe-

aqazpIp, naTe?
Kaiina xwm 6ap? — nun Kak 651 Ham 0 TOM TIpoBe-
QHTD. IaTb?»

Kosrein ko3reidra »;aBadoH
Olitonep: — MuH xum
TaO0aMBbIH:

Smen Tyraiina sSTeIp
AJan yTepenraH 0aTsIp.

Bopos BopoHy B OTBeT:
«3Hato, OyJer Ham obex;
B uncrom none, noj paku-
TOH

Borateipp neXUT YOUTHIH.

Kempaep eretHe yTepraH,
AJraH #erepek aThIHBI —
Benne 6uzonen yTeIpran
OeH/1o AIIb XaTHIHBL

Kewm yOut u otuero,
3HAaeT COKOJI JIUIIE €r0,
Ja xoOpuIKa BOpOHas,
Jla xo3s1iiKka MoIoaas.

Hopnemony «Ko3rsin»
[1:56].

Coxko B polty yieren,
Ha xo0bIIKy HEnpyr e,
A X03sHiKa XKJIEeT MUJIOTO,
He ybwuroro, sxuBoro.
A.C. Ilymxua «BopoH k
BOPOHY JIeTHT...» [2: 75].

By ocopHeH aBTOpHI, Y3€H aTaMbliiua, Oapbl THK
Jlopaemons” ToxomtyceHeH oeperue «JI» xopeden
Kyl0 OCJoH KaHOTaThJIOHToH. JIOKMH NIyHAA YK
NIMTBIPEHEH TOPKEMO OYJIybIH HCKOPTYHE KHPIK
TanKkaH. OMMa OpHIHHAJl IIUTBIPHHEH HCEeME JI9,
aBTOpBl  J1a  KypcorenamoraH. Kiaccuk — pyc
ONIOOMATHIH SIXINbI OCNToH TaTap 3bIIBUIAPBIHBIH
Oep eJelIeHs, KypoceH, 0y UCKOPMAIIOp JKUTIPIICK
To Oynranapip. Kymdenek edeH uco Tarap KajioMme

2

1990 Hubl emapAaH IIArBIMPBHEH TOXAJUTYCEH
«Jdopnemonm» nmun s3a  Oamutageutap  (Topxemoue
HCKIPMAce).
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OcimoH s3pUITaH  WUTHIphHE A.llymkuH OeioH
Oolinay cep Oynbin kanranaplp. [IyIIKUHHBIH nceM
Kyenmaran Oy mmreipe 1829 HUBI enma wxar
UTENroH. YII Tarapyara TOP)KEMS BapUaHThIHHAH
KYJIOMEHEH AYPT FOJIra apThIrpak Oyiybsl OemoH 19
aepbUIbII TOpA.

Oznonynop Oy  WMIBIPBHEH 19 PYC
HIaTBIPEHEH ~ OpUTHMHANl ~ 9Ccope  TYTeJUIereH
Kypcoto. HMurmuzus Oenmoron A.llymkuH Oy
mureipeHe  Bametep  CxortHbeiH  (1771-1852),
(hpaHITy3 TEeIeHO TopKeMo HuTenen, 1826 Hubl enaa
Oacpuiran [Hotnanaus Oarutaganapsl
KBICHTBITBIHHAH ainraH hoMm aHbl «IIOTIaHACKas
HecHA» Iun artarad. IIymKuH OIyn MIMTBIpBASre
Ooum ctpodamaH edeceH TOpIKEMO OUEH caiiar
anbin, aHblH  ucemMeH («The Two Corbiesy)
TelIepen KaJIbIpraH.

As I was walking all alane, His hound is to the hunting

I heard twa corbies making gane,
a mane; His hawk to fetch the wild-
The tane unto the t’other fowl hame,
say, His lady’s ta’en another
«Where sall we gang and  mate,
dine to-day?» So we may mak our dinner
sweet.
In behint yon auld fail
dyke, «The Two Corbies»
I wot there lies a new slain [3:253].
knight;
And noebody kens that he
lies there,
But his hawk, his hound,
and lady fair.
IMonynsip WHTIIN3 hom MIOTJIaH]T

OayutajaiapblHbIH UH TYJIBI OUII TOMIIBITBIH 1882-
1898 nue emmapna Gacteipbin ubrapran dp3Hcuc
Jxerimc Yaitng Oy XaiablK JKbIPBIHBIH KaWdaHIBIP
kuH tapairad «The Three Ravensy («O4 k03rbiH»)
WHTIM3 Oaiazackl OeJIoH OSMIIOHEIICHD UT'bTHOAP
uTo: «SHrBIpambel OyeHda Oy MIUTHIPh HOMIIIAK,
KEUKCHO WHTJIA3 0aJuTaachIHBIH LUHUK
BapuaHTBIHA oxXarany» [3: 253].

OpuruHanHelH ~ pycdara hom  Tartapyara
TOP)KEMAIISPEHS  Ky3  cajicak, OepeHdYe/oH,
KYJIOMHOpDEHEH  Tepje  HUKOHIere KYpPEHa.
A.IlymkrH OpWUTHHAN TEKCTKa OWK SKBIH TOpa,
IIyJai /a, SYTONEeTreH Cakiialm Kaly e4eH, apThIK
Oep crpodha ectu. ©O TaTap TOpIKEMIUECe
JYTOJICKHE KbhICKapTa hoM IIyHBIH OENoH MIOTIaH]
XaIbIK JKBIPBI KYJIOMEH CakIbIi (IypTop FOJUIBI 04
ctpoda). «JI» IMUTBIPeH WKAT UTKIHIQ, Oapbl THK
[lymkuH  «TOPKEMOCEHO», QIO  IMIOTIAH]
OpUTHHAJBIHA JIa TASHTaHMbI — MOHBICHI OMJITeces.
bonmkm, ynm pyc marbripe keOek YK (paHIry3dara
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sICaJiTaH TOPIKEMO OCIIOH TaHBIM OyiraHaslp? «J»
WHIJIM3 TelleH 19, (GpaHIy3 TeJeH A9 OenMoraH,
oMMa aHBIH TaHBIIIIAphl apachiHaa Oy Tetopo
cemomydenop, hwummkcees, Oynran. Illornana
hoM pyc BapuaHTIapbIHIIA €4 KaH WsiCe — JIAYbIH
SIKH 9T, aT, SlIb XaThlH — €reTHE KeM YTeproHeH
Oenen Topcanap, Tatap IIATBIPEHID UCO Oy Xakra
Oapel THK fIIb XaTbIH ThIHA Xo0apmap. MoHAabII
KbICKapTyra «Jl» &Iun HCEeMIIOHToH LIarbldphHE
HUHAM CO0QIUISD STOPToOHEH AaublKiiay MIaKThINA
KbleH OyJica J1a, HOTH)KSCE adblK: TaTap Bepcusce
CUTyallUsTHE TOTdNpPOK hoM  aybirpak  HTeN
TaCBUPJIBIH, HOKTa Ky OpurnHaITHBIH
nHTOHarsAce hom Yaitng TapadbiHHAH KY30TEIToOH
HUHIUIEP UMHHK SHIBIPAIIbI TaTapyaaa, MHHEMYD,
[lymkuH  BapuaHThIHA  KaparaHja  HBITPaK
CaKJIaHTaH.

OcopIopHe MIOPEXIIOTOH/9, TarklH Oep MOMEHT
UTBTHOAPHBI JKAJIEN UTI: Oy HOKTaJaH Kaparania
Jla TaTap BapHaHTHI MIOTIAH]l OPUTHHAJIBIHHAH hoM
pyC TOPKEMACEHHOH «OCTEHPIK» Topa. Kuen
YBIKKaH CUTYalMsSHEH aXbIPBIH TOPIIC BapHaHTIAp-
Jla TacBUpJay TypblHAa cy3 Oapa. OpuruHan Tek-
CTKa TasHCAaK, SIIb XaTblH KahapMaHHBI KeM
yreproneH Oeno. bupens aubikTaH-aubik «His
lady’s ta’en another mate» mun oifitena [3: 253].
[lymkuH nco curyanusHe Oepas y3ropTa: siib Xa-
TBIH yTepenroH kahapMaH-wpeH KOTMH, o aHbl
YTEproH KeLIeHEe KOTd: «A X03siKa AT MUJIOTro,
He youToro — xmuBoro» [2: 75]. JluMoKk, UCoH Kai-
raH KemIeHeH yTepyde Oyly MOMKHHIIEre KypeHem
TOpa. © TaTap MIUTBIPSHEH axbIpbl YbIH-YBIHIIAI
WKE MOI'bHOJIE: SIIb XaThIH, HPEH YTEPYUCHEH KeM
WKoHJIeTeH Oernen, eeHAo OwzoHen yTeIipa. Hum
eueH? Y3€HEH HUpPEeH KOTKOHIaMe, oJUId aHbIH
yrepyueceume? Topkemoue «J» Oy copayra
sKaBan oupmu. LLIUTeIps cepiie MHTOHAIMSICEH Iyl
poBelIIe cakial Kaja — KYPACeH, YKYdbl aHbl Y3€
yitnan tabapra tuem Oya.

Yn BakbiTTa KWH TapanraH  «Ko3rem»
MUTHIPEHEH TaTrap AaBTOpPBIHA OyITraH TadCHpe
IIyJiail YK TyJBICBIHYA adybIk Tyren. 1845 Hue enma
Onrap Annan [1o wxaT utkoH «Ko3rbIH» HIMTBIpEH
C.A.Anapeesckuii 1878 Hue enna OepeHUE TaKbIp
pyc TeleHa TopKeMd uTd. 1911 Hue enra kagop
LIMTBIPEHEH pycyara TYTBI3 TopiKeMoce Owirene
(mrymap apaceinma: 1892 wHue ennma — [mutpuit
MepexkoBckuitHbIKbI, 1894 Hue enma —Koncran-
TUH BambMOHTHBIKEI) [4].

Hopnemonn — 3akup Pomuennen (1859-1921)
omobu kymramatel. Y1 — Open0Oypr mohop Jlymacsr
orp3acel, Oepenue [oymor Jlymacel jaemyTarsl,
HWKEHYeceHI® hoM edYeHYeceHIo MAemyTaTJIbIKKa
KaHJU/IAT, aJABIHTEl TaTap MOKTOIUIOPEHS SPIoM
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KYPCOTYUe, mehpatie «BaksIT» omobu
HOIIPUSATBHIHBIH XYXachl, oWAQm Oapydbl TaTap
OacMayapeIHHAH OpeHOyprrarst «BaxbrT»
razerachlHbIH ((heBpans 1906 HUBI el — THIHHBApP
1918 nue emn) hom «llypa» KypHaJIBIHBIH
(reritaBap 1908 Hue en — nmexabps 1917 Hue enm)
Hammpe, TopOUs, Morapud, MOISHHUAT YCEIIeHd
hopnanm matnu apaoM kypcoryue menenat. lyn
YK BaKbITTA vy Ypangaret ANTHIH
MpUHCKaNapbIHbIH Oall Xyxacel. Jlopaemona — XX

o3 OamplHAa KyJUlapblHa KajloM allblll, Y3
(dukepiope,  yH-xuciope,  TOWrbLIapel  hom
OHIIOyNope  OeloH  KWUH  JKOMOTraThUeleKKo

MOPIKIraTh MTOPTd OATBHIPUBUIBIK UTKOH OapIIbIK
TaTap 3aMaHJaluIapbIHHAH 0ap SKTaH JIa aepbUIBII
Topran moxec’. JIOpAEMOHI KYN sf3MaraH, KeH
Y3OreHore aKTyalb MOChAIISp hoM murapeiop
aHBIH IDKATBIH/AA SHIBIpANl TarMarad, KYICaHIIBI
TaTap 3bLUIBUIAPEI KEOEK YJI BaKbITIBI MaTOyrat

OHUTIOpEH D Marapuad, TTVH, MUILJIOT
MOCBOJIOJIOPEHd  OarbllUIaHTaH — MKCE3-4HKCe3
Ooxocmopmo  karHamMaraH.  bamka  Temtop

HOTBIHTHICHIHHAH a3aT OynraH «rarap TeleH» 9
nad OphIN sKIaMaraH, THIHBIY KblHA Y3 aHa
TENEHAQ WXKAT UTKoH. IIIarsliipp KbICKAa BaKbITJIBI
yHbIIUTAp hoM  TOPOKKBIATH dHopHsceHs 19
OMpENIMoraH, INyJail yK >KOMIBIATHTY TOpa-Oapa
COKUHEITYIIP» HOTHKQCEH IO (opmanamkas
HUTe3ce3 TOPTBIHIBIK hoM MecCHMU3M XHCIape 19
aHpl 0achlll KUTMOroH. JlopAeMoHIHEH JMpUK
WwKaTel durdsiere hom crwie OenoH, [ammmokan
UbpahumoB oliTMen, Oep YyeHHAH KOEJITaH
LIUKEILIE.

Hlareiiipp McoH 4akTa hoMm y3raH rachblpHBIH
20-30 HubI enyapbelHa Ja TaTap TOHKBIAThUETOpEH
HdopneMoH NUPUKACHIHBIH TOHBI, SHTBIPAIIBI
KBI3BIKTBIPraH hoM IIyJ yK BakbITTa SUITBILTHIPraH
ma [5-7]. Munemuo, J[lopmeMoHIHEH HOpIaIl
TOHKBIUTBUENIOpE J19, COHpAaK aHBIH  MKATHI
XaKbplHAA s3y4ybUlap na Oep NpPUHLMUIUAIL XaTa
KHUOOPTOHHOP: anap (DUKEPEeHUd, IMIOXECHEH pealb
TOPMBILIBI hom HIarslipb TapadbIHHAH
TYIBIPBUITaH XBIJIBIH JOHBS apacblHOa apThIK 3Yp
aepMa ok, hua Oymnmaca, amap Oep-Oepce OenoH
OWK THITHI3, TYPBIIAH-TYPHl OQMIIOHEITd TOpajap.
MoHaplii Kapam TaTap oA90M TOHKBIUTEHId CO-
LUaJIM3M YOpBIHAA TblHA (hopMaalMbli, aHbl 0e3
uHae 1905 Hue enjiaH AOMMHAHT Kapail JWM Ta-

? Bupeno Gy Te3ucKka ublrapMa POBELICHId 04 KelleHe
reHo aram OyJelp HMOe: Tap MOrbHOIQ (IIArbIiphiap
apaceiHna) — Corsriite PommeB (1880-1926), kuHpok
MOTBbHOJIQ, ATBHU 3bIUTBLIAP hoM sA3ydbUIap apachlHIa —
Qarnx Owmwmpxad (1886-1926) hom Tammvoxan
No6pahumos (1887-1938).
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HBI ama0bi3. AHBIH «IepecliereH» Oep TepKeM
LIATBIAPBISP, A3YyYbUIap TOPMBIBI hoM MKaThl
HUTE3eH/19 paciaraHHap. MOH/bII TOHKBIHTLYEITP

KY3aJJIaBbIHYA, 9JI0OMATHBIH, huummkces,
VOKTUMArblil Bazu(acol 6ap; aBTOPHBIH
KIMI'BIATHTOH aepbmblpra XaKbl 0K, 9, KI/IpCCGH'{Q,
yI Y3 WXKATBIHAA YOPHBIH WH  aKTyajb
MOCBAJIANIOPEH KYTOPEIl, KOUCHHOH KHJITOHYD, LIyl
copaynapra KaBam  Oupepra  Tmem. Pyc

omebusaThIHAa MOHABIN Kapanutap XIX ie3HeH
COHTBI YMPETeH/Id KWH TapairaH OyiraH, 3JeKToH
YK aJlapHBI (A.T'epren, B.benunckuit,
H.Jlo6pomto6oB, H.UepHbImeBckuil KapaliapbiH)
AKIaydpIap Aa Kym Oynrad. Tarap s3ydsutapsi
hoM, TOMYMoH, 3bISJIBLIAPHI HKAMIBISITH TOPMBIIIBI
OemoH 1905 HYe en PEeBOJIOLUSACCHHOH COH T'blHA
3yppak MacmTadTa KbI3BIKCHIHA hoM IerbuThISHS
Oammmeriiap. HoTmxkomo, amapHBIH — Kymdesere
Pycus wMoxute TarapHbIH JUHE, MOIOHHSAITE,
WKBTHUCABl ©4YeH OWK a3 MOMKHHIIEKIop Oupo
IUToH (QUuKepre KWwid. Alap Y3ropenuiopHeH
3apypiBITBIH  TaHbliap  hoM  y3ropTynap
TOPMBIIITKA AIBIPEUITAHHAH COH, KHJIOYOK Xd3epre

YBIHOAPIIBIKTAH Havyappax Oynmac T
OMETJIOHIOHHOp. Kagumuensp «anThlH — YTKOH
3aMaHaJapHbD) KalTapsipra XBISUIIaHCa,

KOIUTUETIOp TOPKEME «SIHAPBIIIKA» OMeT Oarar
SIIOTOH, SITFHU KOHOATHII, WH OepeHde HOyOoTTo,
PYC TOPOKKBISTE Ka3aHBIIUIAPBIH TaTap KUJIQUore
eueH y3momrepy hom ¢aiimamany MaxcaTbiH
KyWraHHap.

WMoxTrMarelil sKaBariblIbIK TOUTRICET 1905 Hue

eNJlaH COH Tarap JKOMOTaThbYeJereHeH KUH
KaTiaynapelH, OWTPOK TO sA3ydybUIapHBl hom
3BIUTBUIAPHBI, MOIOHUAT hoM omobusar OeroH

KBI3BIKCBIHYYBIAPHBI YbIH MOI'BHOAQ JOPTIOHIEPD.
[Ipo3zaunxiap, gpaMaTypriap, aepyda MLarsiipbiap,
KOMIBIATHTOIE SKUTELICE3IICKIIOPHEH Co0IIopeH
¢amr uto Topran hom MmorapudHe, XaJbIKHBI
Ca3NIBIKTaH dblrapa TopraH OepmoHOep dapa
POBELIEH KYIICAHIIbI 9COPIIop MXKAT UTIpP. Anap
¢dukepeHuo, OuUTapadiblk — sHA YSHBIN KHUJITOH,
SHAJaH asrelHa OackaH TaTap MHJUIOTEH Oorayna
TOTKaH UH 3yp KypKbIHBIY. 1905-1907 Hue emnap
apacbIHa A3y4bUIAPHBIH KYIueJere,
MaKcaTiaapbiObl3 THU3JOH TOPMBIIIKA amiajak Ul
BIMIAHBIN, dWdopus xucinopeHs Oupencamap, 1908
H4Ye esifaH anbln bepeHue OOTEHIOHBS CyThILIBIHA
KaJopre BakbITTa HCO, Oap  Tenokiopedes
YOJIOpOMd Kuiije, anga Oep SKTBUIBIK KYPEHMH
JIATI, TUPOH KaMTbl XUCHopeHo uymanap. Mke xuc
To — didopus hom Kalrbl, axplp YHKTO anap
WKaThlHAa  Tynbl  varpulelll  Taba.  Tarap
HIarpliippiope, OWIPOK TO MWJUIM  ILATbIHpPb
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Oynapak Tausuirad I'admysmra Tykaii (1886-1913),
MWUIOTHEH KWJIQUOTeH HJAeaT WTeN Ky3auapra
THIpBIIIIANIAP, TIYJ YK BakKbITTa anap ys3jope n9
TYJIBICBIHYUA JUSAPJIEK peajb 3amMaHa hoM aHBIH
XOpOKATE KMMeENUIape Oymanap. OIUIIIOp OuYeH
TOPMBIII OCJIOH WXKAT y3apa ypeo.

OmMma Jlopaemony Oamika. Y smoroH hom
WKaT WTKoH, hopxanme, OKTAOph peBOJIIOLIHUsCE,
rpaXKJIaHHAP CYTHIIIBI hoM OOJIBIIEBUCTHK PEXKUM
YpHaIIKaHYbIra KaJopre BaKbIT INArbliph ©4YeH
OCpHHHIN POJIb yilHamMaraH. AHBIH IIMTHIPHIOpE
y3ropell K{4epd TOpraH 4YbIHOAPNBIK TYpPbIHIA
COWIOMH, aiap BaKBITHBI OYCHI3-KBIPBIACHI3 Oep
OereH mrten kaOyn wro. lllyHa kypo lopaemonn
JIUPUKAChl BAaKbITKa OYyHCHIHMaBBl OCJIOH Y3€HD
xoenm  utd. Cubrat  XoKMM  Cy3JI9pEHYO:
«JlopremMoHT MHJUTHOH eyiap, MOHTeNeK OeIoH 311
uto» [8: 8]. JlopmemoHm OosUToMH, aHBIH YPBHIHBIHA
VI TYpPBIIAH-Typbl KY3Td TAalUIAHMBIA TOPTaH
XaKbIMKaThHE CY3-CypaTiIap SIPIOMEHID
TacBUpJiapra THIpBIIa hoMm TIIynm  Cy3mopAsH
KYPEHeIIIop Tya, My3bIKa SHIBIPbII KeOeK. AHBIH
UTEIpEIope Metadopanap O€loH TyiMaca Ja,
raxoem Oep MOHra, XOoTTa KBIpPBICpPaK OyiraH
MaTypJIbIKKa wusl. JlopAeMoHa IIMIbPUATHE, PYC
CUMBOJUCTH BsdecnaB HMBaHOB  cy3iopeHuo,
«TypbUIaHA TOPTaH CHHPATb XOPIKOTEH OHMPIoH»
SHEprus KebeK KadyJ1 UTKOH, KYPICEH.

Aura Taba MUH Y IIBI TOMYMHU
XapaKTepHCTHKAHbl  JOpIEMOHI  MIKATHIHHAH '
MUcaIIap KUTEPEN KOHKPETIAIITHIPHIPTa OyIIIBIM.
lyn ynaiinan JopJeMoHA WXKATbIH aepbhiM Tell
Temayiapra OyJien  TacBUpJiapra  THIPBIIITHIM.
Jumok, Owpens WIArBIAPh JIMPUKAChl ©YEH Xac
Oyaran  uH  ohoMusITIIC  TEMa-MAChAJIAJISP
KuTepenraH. bep sAxkrtaH, anap [lopaemoHIHEH
«MOHTelleK TeManapy («IeHbs Y3-Y3eHHOH») OelloH
KBI3BIKCHIHYBIH, NKEHYE SKTaH, aHBIH Y3 YOpBI hom
TOPMBIIIIBI MOXHMTEH, TPAAMIUSIdPEH («BaTaH)

* Bagarsina kamep (9 Hubl okTsOps 1921 Hue en)
Hopremonaner Oep TeHS MIMTHIPh KUTAOBI Ja NOHBS
KypMH. Bosikn, MOHBICBIH i1 y3€ TEIOMAroHIEDP, OQIKH
Oamrka co0oIUIOp apKacklHAa OacTHIpyYbLIApra PeXCoT
ompmoronzmep. 1929 wuer enma Mewmorsiine Powmu,
OepeHuenopaoH Oyibin, J[opAeMoH MIUIbPU MUPACHIH
TyIUIal, aJapHbl Oep KBICHTHIK (OpMachlHAA 4bIrapa
[1]. Pouc HayTtoB penmakuumsicenmo 1980 wHue ennma
JopremMaH IIUTBIPBISPEHEH WH TYJBl JKBICHTHITHI
IeHbs Kypo [9]. By wuke OacMa MHHEM 64YEH ToI
YypIraHak Oyneil TOpabl. (M. @Dpudepux maxanacenoa
wuzvipboprey mexcmoin 1929 nuvl en b6acmacvliHHaH
Kumepca 02, MUH WYL YK WUSLIPLAIPOIH YUmama
Oupean eaxvimma ykyuviovizea manviupax oyrean 1980
HYe el 6acMacvlHa MAAHObIM ham UCKapMANapOd Oy
bacmanwl kKypcammem — Toapogemaue uckapmace).
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OMK THPOHTEH aHJaBBIH hoM Oy MOTHBIIApHBIH
[IarbIiph MXKATBIHIA STHIBIPAI Ta0ybIH UCOATIIBIM.

HopaemoHn wxaTel — Y3 4YOphIHAA hom
TUCTOJIOTOH  eJlap COH  11a, oAo0H-3CTETHK
KbIIMMOTEH  IOralTMbli  TOpraH wmwupac. by
KBIIMMOTHE acapiap SI3bUITaH YOPHBIH
KTUMArbIH, cosicu mIapTiaapblH, XoTTa

HIATBIAPBHEH I[IOXeCeH OENMMOCOH A9 TaHBIHCHIH.
By mxar y3eHHoH-y3e Oep nmammmiek Oymapak
si. J{opAeMoH MUTEPUATEe YKYYbl UTBTHOAPBIH
Y3€HO dUToJIere OSIOH TeHO JKOJIe UTMH, o (popma
hoM Ten sTBIHHAH Jla IOTapbl ChI(aTKa Hs, TaTrap
OMoOMATHIHAA yII dYopja [a, COHpPAaK Ta aHa
TUHJISpJIEK MUTHIPEIap oK. Ly cobarute, amapHs
anMal sku Oamrka EBpomna TemuiopeHa TopiKeMo Ty
Ouk aBbIp. [lopaeMoH] MUTHIpEISpeHeH (hopMab
OyneHemieH hoM »JUTolereH YKydbIra IKUTKEPY
MakcaTbl OelloH, MHHEM TapadTaH aJapHBl aIMaH
TEJICHS TOPKEMS UTY OMTBUIBIIIBI SICAJIJIBL.

[areiiipe [lopnemonn edeH mabuecams OUK
3yp ohomusaTko ws: Oy cheIfidaT TaOMTaThHE Y3
CY3JI9pe OEJIoH COMITOTKOH IIUTHIPHIOp CaHBIHAA 1A
Kypeno. JlopieMoH TaOUraThbko JaH KbIPJIAMBIH,
yJ aHbl aHJATMBIM 114, aHA TaXSIUIOHMHU A9. Y
TaOuraThHE THIHJIBINA O€o, TaburatbHe Kypo Oeo.
AHBIH IIUTHIPBIOPEHAD YKYYbl hoM ThIHIAyYbl
OemoH OoHroMo aneim  Oapa TOpraH TaOWTaTh
Oakgayap hom wmxaramap OenoH TyJraH «sIcaiMa
TaburaThy» Tyrena, o Oonku 3akup Pomuer y3e
kypron Kenbsixk VYpan TaynapeiabiH, Opck,
OpeHOypr, VYpalbCK THPOIOPEHISTE  YHKCE3
NAJIaHBbIH «TaOUTrbIid Taburate». Jlopaemona kalyi
WUTKOH Ta0WraThTd, IMIATHIAPHHEH JHUPUK TEPOCH
WCKd ajMacak, KeIllers YpbIH 0K — YII aHbIH eJelle
Tyred, ya aHblH e4eH uuT («STtam Kail yakmapsl
MOHJaI... » [9: 80]).

HdopneMoHy XoifHe TacBUpiaMbli. Y aHBIH
eueH Oapel THK Yy3raHHapra 0os OHUpY dapachl
reiHa. JKoiiHeH Y3 chifihaTiapsl [OK, IHIyHA Ja
KapamacTaH, Kol aHHaH COH KHJIO TOpraH ¢achuira
Kaparaiaa sreIMIBIpak hom wmaryppak («XKoit
yrre...» [9: 93]). Illarenips y3 MXaTblHAA KbIII
(acbuibiHA KYOPOK UT'bTHOAP UT, SMMa KBIII aHbIH
OUeH JKaHChI3, hoM y3raH TrOMEpHEH CHMBOJIBI
Gybin ko («Kbim kernape» [9: 517)°.

Tarap TOHKBIAThYETIOPE HopaemonHeH
JOHBSTA KapaliblH nei3ax JUPUKACHI
[IUTHIPBIOPEHS TasSHBII OQSUIOPTS  THIPHIITHIIAP,
hua Oynmaca, amap/a Iy KapamHbelH KaiTaBa3slH
a3mon kapaneutap [10: 207-208]. By HokTaman

° By mmreipHe «KBIIIKEI TOH» IIHTBIpE OENOH 110
YarbIIITHIPBII Oyna. COHIBICHIH Hapaemona
A.CIIlymkuHHBIH «3UMHHN Bedep» MINTBIPEHd Hspen
si3rad [9: 29-30].
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KaparaHaa, oJjere TOHKBIATHYENdp IIUKEIe,
KBIIIHBIH ~XOPIKATCe3NlereH hoM  KaHCBI3IBITBIH
tacBupnaran [lopnemonn dukepenns hom smieHm
TOl MOTHB WTeN, YbIHHAH Ja, «OMETCE3JIeK»He
owirenon Oyna. J[opaeMoHT KBIIIHEI 114, )KOWHE /19
coiiMoroHn hom, MuHEMYd, MOHBIH Co020€
TYOOHIOreIoH THINOapaT: Oy (achULIapHBIH HKece
JI9 CTaTHK, ajlap eueH TH3 YoUSK ary Ja, Urysai yk
TH3 Cyly Ja Xac Tyreir JlopaeMoHAKS HCa
XOPOKOTUYOHJIEK OMK SKBIH — HUHIUAEDP MaKcaTKa
OMTBUIBIII XONEHIS TEeHd TYrel, o Y3eHHOH-Y3e
TYKTayChl3  XOPOKAOT  MpoLecchl. XOpPIKITHEH
TOMaMIIaHybl sIHA OAallUTaHTBIYHBI aHJaTa, o VI
sa3y4bl KyHesneHd skbiH. [IlyHa Kypo 19 marsiiipb
0OoTEeH JKaHbl O€JIOH S3HBI COs, aHBLIH KaJoMe
TapadblHHAH s3ra OarbllUlaHraH Oep MIQJKEeM
IUTHIPBISP SI3BUITaH. $13 Y3 MaTypibIThl OeNoH
KBII (achUTEIHHAH KYTIKO ocTeH [1: 67-68].

Kenemcepamn keH OGanuiaspl,

Kotire kypkom Tay OenoH,

Snpakkainap Aa sSUIbISH/E,

howm tuGponae se yiou [1: 69].

SAxu mens tareiH Jlopnemonna eueH huy tumnuk
OymMaras, 3iopuk pyxTa s3puraH roiiap! bomap
XOoTTa WIMTBIPBId JI9 OXIIaMaraH, amap KyOpok
KUHOT TYT'aH XHUCJIOP YarbUIBIIIBIH XOTEPIOT:

By yn maryp, Oy yi kypkom, Oy yiI,

By yn — xyu ucne 53!

By yn — xym ucne tan xune! [9: 134].

JopnemMoHIHEH «TaOWraTh IIUTHIPHIOPEHION
3yp WIIApaNap [0, KYNIIbl OW30KIop M9 IOK.
Anapaa wmarsliipp TaOWraThHEH raipe TaOWTrbId

KYPEHEILIOPEH TaCBUPJIAMBIH, X9oTTa
«Ta0UraThHEH KOHJQJIEK TOPMBIIIBIH» Tell SHUC
dbopMmanb  SKCTpaBaraHTIBIK  alia  KypcoTerl,

YKYYBIHBI KBI3BIKTBIPMBIN, KYUepelIMo MOTbHOASIE
oOpaznap amra TaburatbHe aHJaThIPra THIPHIIIMBIHA
— TaburaTh OHMpEmd y3€ CoOiIoroH KeOek Toena.
JopneMoH] WIMTHIPLIOpPE CY3HEH WH TIO3UTHB
MOT'BHACCHII® «Tamu» hoMm Imyn raguiex apKbUIBI
alapJad  THIHBIWIBIK ~ XuUce Oepkenen  Topa
muKeie. By THIHBIWIBIKTa TaOWTraThHEH SOBIK,
cepie smeenie yarbia — JlopaemMoHaHeH KaneOe
1o IIyHABIN XanoTTs aun (apasnapra Oyma hom yn
Taburatbko komak canga («bomeiT yrTe... » [9:
132)).

HopnemonaHeH taburate >KUpsie YHKIOPIo Us:
yil eéamawu ejelle, LIyJ BaTaHAa KELIEIdp SIIH,
xanvik s, WMkece 1o — BaTaH hoM Xamblk —
marelips  [lopaeMoHAks 19, 1moxec  3akup
PomueBko gm0 Owk saxwiH. JlokwH 3akup odoHIe
1910 HublemIap axbIPBl BOCBICAIOPEHD KAAQP, 3YP
YHBILICBI3BIKJIAPTa OYpaMblifua, apMbIA-TAIMBII
XaJKel hoM BaTaHbl UMHUHJIETE ©UeH OOTEH KOUCH
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cajica, aHBIH IMUTHPHU alter ego Chl BaTaHHBIH hoMm
XaJIBIKHBIH, KUJIQUOTCHY CKEINCUC OCJIoH Kapbii.
MOHIBI ~ JUTONEKTIre  JCOPIOPEHAD  aBTOP-
HopnemoHn, akTHB KaTHAaNIy4sl Oyiapak TyTen,
Oonku  wspert  Oapyubl, KaWBaKbIT 3apJiaHydbl,
CBIKpAHYYbl, YUTTOH KY39TCIl TOPYy4Ybl Oyiapak
royIonoHs («Orop OapcaH, caba >xui, Oe3HEH
unroy [9: 91]).

JopaemMoH] «XaJKbIH» hoM  «TyraH SITBIHY»
YUTTOH Ky39TeHn TOopa. Y «BaTaHbHAa» hoMm
«XaNKbpIHAY» SKBIHAepra Ja AallbIKMBIA, o «caba
KUJICHY KUOOP9, aHBIH «TYTaH WJITY, HEUKD OMITo)
COJIaMHOp TaIIBIPYBIH YTEHd. by XomHe uke Topie
amutan Oyna: sSuco MAarsliph TyTaH WICHIQ, XalIKbI
apachlHIa TYTeN, SHMCd Yy Yy3e «caba KuiIe»
Ba3u(aChIH YTOPro TEIIOMHU SIKH XOTTa YTOPJCK
xonge tyren. UlyHeicel ma kypens: [opmemonn,
BaTaHBbIHA, XalIKbIHA SKBIHAEpra TEIOMHYS, ajap
OenoH cayOysuiama, o cayOymiamy hom ypblHra,
hom BakbITKa Kapeii. TyraH uneH hoMm XankbiH
[IaTBIAPh €pakTaH cajdamiud homM comamMHopeH
YBIHOAPIIBIKKA TYTEIN, O Y3€HO OOXEeTIIepoK OyIIbI
TOEJNTaH yopra, y3raHHapra roHonto («Bunars» [9:
90]).

«Kopab» (1908) wmcemenmore WH aTaKIbI
LIUTBIPEH/1d Hopnemonn BaTaHBIHBIH
YBIHOAPNBITEIH  TacBUpbI  [9: 36]. HWre-uure
KYPEHMOI'dH,  PoxXUMce3  JUHIe3  ypTachlHIa

KEUKeHd TeHO Keuce3 Kopad, IyJKbIHHAD aHBI
Karjiapra ThIHA TOpa, XKW KOThIpbIHa! bep reHs
TaTap IIareliipe g9, MHUHEMYd, OepeHdue pyc
PEBONIONMUSCEHHOH COH HIId XOKEM COproH
OuirecesfieKkHe TacBHpJIay ©UYSH MOHIBIN Cy3-
cypoTnop Taba ammaraH. Hopco Oymacer Ounreces,
KIJIQUOKTS KelleJIeKHEe HOpco KOeTd — Omireces...
Tarapiap eueH reHs Tyren, ummnepusaere hapoep
MUJUIOT BOKHIUIOPEHS KHIIQUOK HOPCY 93epIoraH?
Kememopro 6apsl THK HIYHBICHI aybIK: y3TraHHAP
uHje KabaTiiaHMac, 9 OyreHre KeH — yi1 0ep Kydeln
YOpBI, JOKWUH aHBIH Kas alblll OapachlH Oepkem
oemmu.

Meno mrynm  Oumnrecesnmekro  Jopaemonn
auyblKIbIK  337u. KaiiBakpITTa marslips aHa
WPEIIKoH KeOeK To Toena. Y euiapia MOHIBIN
AYBIKJIBIKHBI aHa MIJITOTTILIOpE OMPIoH:

Hu rasuspok — Oy BaraHMBbI?

Ah, Tyran xaymem razus!

Y1 Mokaamoc KaH OeIoH Yt

N3sre coTko HU KHUTIP!..

Cert xanslp, BaTaH KUTp!

Cet kanplp, BaTaH KuTop! («['epioron cymap
OambrHaa. .. » [9: 92]).

ureippao aBTOp TapadblHHAH, COACH SKTaH
OWIITeNIoHeTI, aJIMAHUCTPATHB YUKIIOPTa Usl OynraH
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YPBIHHBIH TyTaH W, BaTaH TYTeJulere XaKbIHJa
¢ukep ytkepens. Kama topran Hopco — Oupens
TyraH hom smm TOpraH Kemensp, amap ara-
0abanmapbIlHBIH aH-TIOhPITIOPEH HWCTd TOoTajap,
UIyJIapHbl OyBIHHAH-OYBIHT@ TAIIIBIPBIT KUJISJIAP.
By mmwmreipenns Jlopaemona y3e hom «xaikbiHa
Oyiran MeHocobote TypbiHma ceitmn’. Ilyn yk
BaKbITTa, MHHEM ©4YCH WIYHBICH Jla KOH KeOek
aublk: JlopaeMoHI «TaTap» MHIUISTYECE SUCO
pacucT Tyrei. YI y3 Xalkbl O€IoH ropypriana, aHa
TUPSH BIIAHBIYBIH O€NAepo, WIyJT YK BaKbITTa,
TaTap XaJKbIHBIH OapIIbIK ChIH(ATIAPHIH TaHBITaH
XonJe, Oamrka XambIKIApHBIH 12, Kahja, HUHIA
MOXHUTT? AIOCOTIOP 1o, ITYHIBIT VK
Y3EHYQJEKIOpTa Hsl OyITy XOKYKbIH TaHbIi. J(UMOK,
JopneMoHIHEH 6METEH «Heal IOHbsI-BaTaH» I
aTar OyJbIp HIE.

Keweney 0y Ooubsida momxan  ypoiHbl
Mocbanace JlopAeMoH T MKATBIHBIH Y39TeHI9 TOpa.
By Mockoma, onmbaTTo, YTO SIHA TYTeNl — <«JIOHBS
OMeOMATHIHAA T4, «TaTap» OMoOMATHIHIA Na aHbBI
«MOHTENIEK TeMalap» pITeHs keprenm Oyna. by
TeMara KarbUIBIIIIBI MKE acmekT Ta JlopaemoHa
WKATBIHAA dYarbUTBn Taba — aOCTpakT Kerre-
UHIIUBUIyYMIa MOHOCO0OT («Kemie Y3 Y3EHId»,
«4enoBek B cebe»); KOHKPET WHAWBUAYYMHBIH,
SITPHU JIUPUK TEPOWHBIH SWCO MIATHIMPHHEH Kellle
Oynapak Y3€HEH TapHuxH, J>KHApIIe SKH COIHAalb
MOXHUTEHO MOHJCO0aTE.

Bamrka marsiiipbyiop TMpUKackHAATbl KEOEK YK
HopnemMoHn mUrspuaTeHAs 15 Oy MKE acHeKTHBI
Teran aepy hopOep oupakra 1a MOMKHH TYTElL.
AHBIH  Kaif0ep  IIUTBIpBIOpE  MIyd  Kaaop
HoMrakiaHraH THPOH GuKep Oelnepyra KopbUiraH,
NapHBl XOTTa TOTPBIKJIBI 00pa3Nbl ThIHOAp9,
adopu3M uTen KaOynl UTOPro MOMKHH. AJapHBIH
MOT'FHOCCH HHHIUJEP aepbiM Oep TOH OENoH TeHo
aHJIaThIl OYJIMBIM, ajapHBl KOHKPET Iarbiiiphb
JopneMoHTHEH NOHBSTA KapallblH TUKIICPTIHJID,
Oeprepie TeHS TeMara suranm Ta  OyJIMBIH.
dukepebesHe ou Mucan 0eIoH pacian Oya:

1) Tyren maex ssMaHJbIK 3) byreH yitHan-kenyaoH
SXIIbUIapra ThIliMa, 3unhap.

S Illareliips «XambIK»HBI «MHIUIOT» JHII Tyrenl, o

«KaBemM» UMl aThlil. MOHBICEI Jja O4Ypakiibl TYTeJJep,
YOHKH «MHJUIOT» Cy3e OepeH4e pyC pPEeBOIIOIHUsCE
eJUTapbIHIAa «MOJa»Ta Kepell, aublK COSCH IUTIICKKS Ul
Oyna. Y (TeNoHraH) YbIHOAPIBIKKA hoM KHMIISUOKKQ
Oapein Torama, hom mrynait yk KenGareiun EBpomana
Kadyn UTEJroH «nationy KOHLETILUSICEH
TaTapyalalITBIppIpra  sIKM  Tarapra  sSKbIHAHTHIpra
OMTBUIBIII JTUIT 0as1s1opra MeMKHH. «KaBem» TemreH4ace
nco, OCPHUHIM COSICH DUTANICKKS Ms TYTelN, KEUICHEH
STHUK Y3aHbIHA KaWTHIN KaJla, aHbI KWJIET YbITHIIIEI hoM
YTKOH 3aMaHHap OCIOH TOTAIITHIpA.
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SIpamacnapra sSIXIIBLIBIK Ynoprs keH OyibeIp — anna

spamac oxon Gap!

[9: 162]. TrIsg KypMo — yeH yiHap
2) Orop 163 HAIIOCOH[ 31T MAJICHJD,

KbIWJICA TOPBUIL O SILISP SIIEH Y3
o3 nnromnen Gep-6epe  TOHroNMeHd!

aJIMBIN TEINT9;

Bo rop Oep HamocoH A1
KBIHJICA COJITaH,

AHBIH TaHBI 0YaJIBIP
WIIOH-UIIT

[9: 108].

[9: 59].

Munemuo, Oamrkadapak Oep ¢ukep TyOoHIore
FoJIap/a STHBIPBIN:

Kynen hop sxupao e 33mu,

Kanap hop sxupjo TukoH Te3nu...[9: 148].

Ey HUKCIOJUIBIKHBIH ~ JUTAJICTCHY HUHAUACP
roMmyMmjiek xac Oyica ma, yin  Oapsioep
HopaemonHex JIMPUK «MUH SIHTBIparax
IIUTBIPLIOPEH  XOTEPHATd. «MuH» sIKU  «0e3»

¢dopmaceinga Oyiica fAa, WIAarblpbHEH JIMPUK
«MUH»e OHMK KHH KyJIoMJsle, KUH O(QBIKIBI — YII
aepbIM Oep 1moxec OeIoH reHa 0siiie Tyrel, Tys yi
OeTeH Kemenek xosTe OemoH Oodime. Llym yx
BakpITTa HKe (GopMazarsl «MHH» Y3€HEH Tell
Y3CHUOJIETEH cakJlal Kaja: yJl KUWIQYOKKd TI'eH
Tyren, Oanku OyreHre KOHI9 JIo eMeTce3 Kapbli,
aHa KYHeJ TOLICHKENEre, Kaedcesnexk,
BIIIAHBIYCHI3IBIK XHcHope xac («['omepmopaep...»
[9: 137], «Huus OGarbiap KYHENIOpAd TO3ENIE... »
[9: 70]).

Kypeno ku: «Mun» HMHIM ¢(opmaza TblHA
OynIMachlH, y3raHHapra yi OapbiOep emercessex
OeJoH Kaphlid, y3raHHap HUHAW TeHd OyJIMachlH,
KWJIQUOKTY 19 SA3MBIIIKA Kaplibl TOPY MOMKHUH
tyremiere paciana. «lllypa» xypuamsmaeH 1910
Hubl en 21 Hue despanenns Oacvuiran «besy»
mureipe 0y UKepra WH SIXIIBI MUCAT OYIBII Topa
[9: 38].

JopeMoH]] KOHYBITHIII I[IUTBPUATCHAS KUH
KyJJIaHBUITAaH  Kewe  —  KYHAK ~ MOTHUBBIHA
MepakoraTh HTd. Kemre Oy nmeHbsma Oapel THK
KyHaK KbIHa, IIyHAa KYpPO aHBIH COSKIope MOHA
KaJIop KUp acTblHA TE3€NroH KeIle COSKIOPEHd
KyIIBUIBII KbIHA Oapa, aHbIH Ja 33JI9pE€ MOHIENIEK
KOMBI OelToH KyMmena. By «yeH» OYCHI3-KbIPBIHCHI3
CIHpalibHE XOTEPJIOTd: «UCKe»HEeH OeTye Iyl YK
BAaKbITTa «SHA»HBIH OallUIaHYbIH aHJIaTa.

JlopIeMoHIHEH JIMPUK «MHH»E JIOHbSHBIH,
SI3MBIITHBIH POXUMCE3TIETEH TYJIBICBIHYA
OyticeiHMaran. KalBakpIT aHBIH HIMTBIPHISPEHIID
TOPMBIIIKA ©MET, BIMIAHBIY Ta 4Yarblaa. Tapuxu
OapeIIHBI Y3ropTer, TyKTaThln OyiMaca 1a, aHa
TENOK Oynranja usaaomepra MeMKuH («Hochiiixar»
[9: 72]). bepenue kapamika, Oy oCopao IIATBIAPH

KeIlIeJIopHE JOHbAAA TYJBl KaHJIBI TOPMBIII AJIbII
Oapnipra, BaKbliraJapHbIH OapbIlbIHA
OMpEIIMACKd, 9, KHPECEHYd, alapHbl Y3 KyJIbIHA
anpIpra, Y3eHHE Keuce3 HTeNl XHUC HTMAICK9, Y3
UXTBIIPBIH KyIIKaH4Ya 311 WUTOpro eHmu. JIokuH,
MUHEMY9, INyJ YK IOJUIAPHBIH aybl, CapKa3MIIBI
SHTBIpaIsl Oy OepeHYe Kapamika TyraH ¢ancahu
¢ukepHe  lokka  yprapa. 3akup ~ Pomues
UT'bTHOAPCHI3, HXTUPAaMCBI3 Kemie hom »smikyap

Oynmaran  mmKenne, IIarkliipp  opaemoHn
JICKaJeHT IIarbliipp Tyreia. by  IIWTBIpHID
IMarBINPHHEH ~ TOPMBIII,  SIIIOCII  XaKbIHAAThI

¢duKeprope TeHa TYrell, & IIyJd 4Y0op HKTUMAarbli
MOH(DOTaTRIOPEH Y3 TOPAKAIIOPEHD JIaeK OyIMaran
IOrapblUIbikTa 00519y  (ancadaceHs MeHICca0aTe
yarelelll Tankad. Kewnepoknop anra ysamap, o
Keuce3Nop apTra Kama Oapanap. JopaemoHn y3eH
oIya  Kedce3ndp cadblHIA  KYProH, JIOHBS
aHIBIAIApHBI TaHBIMAraH, OostoMaraH. By chiiidar
JUPUK «MUH»KAYEPEIUIOPEH CYPOTIOraH KYHel
JUPUKACHL SCPIOPEH IS ayblK darbuia («bysmopem
MaHa anMmaabiM... » [9: 48-50]). By mmursippao
JUPUK TEePOMHBIH 6MeT e3€1y, YKEHY, XaTTa 9pHY,
XHUcHope royaaoHo. HIureipeiaopae IIyHBICH 1a

a4bIK KYpEH9: Tartap TOHKBIHTHYEIIOPE
MOKAJQNOpeHJAo  Oamkayapak  0osS-XOKEMHIP
SHTBIpaca J1a, IWIarBIApPh Y3€ TO3ET9H IKaT
capaeHza TOPMBIIII ATy OeoH TeHO
KAHOTATHIOHMHU .  JIOpAEMOHI 10  TaHbUIyra
MOXTaX, JIOKUH YyJ 3aMaHa OeJIoH Y3Tropa TOpraH
30BBIKKA Y3 IIHTHIPBISPEH  SpaKiIamThIphIpra
TEJIOMH.

Tuenuie  mAopoXKOAd  TAaHBUIMAYMBI,  QJUId

XaKChI3Tra Traen TalulaylapHbIH 4YaMaJaH apThIIl
KHATYEMe, MarblipbHEH THPO-IKKa hoM y3-y3eHo
MOHOCO09TEH YTKEHaTeN Kubapanap. by yHaiinan
JopnemMoHp rasTh JOPKSIS KBICKA, YTKEH, TOTAI
hom xampikuan OynraH mUTbpH adopu3MHApP —
XUKMOTIIOp KaT uTo («KyHememMHeH o3poKk KeHd
kuHace Oap...» [9: 149]). Uno nmerame ama aBTOp
TOPOKKBI maesice hoM MmIM 3¥dopus Xuciope
OeJroH APTBIK MaBBIKKaH 3aMaHJallJIapblHa Y3€HCH
HPOHHK MeHaca0aTeH Oemaeps. Moconon, 1905

HYe eNrbl MHKBIIA0 JyJIKbIHBI OCNOH Tarap
TaJIOMEHID Oarm KaJIKbITKaH KYTICAHJIBI
LIarbIHpBISPTa hom OaceuIran Ouxucan

HIMTBIPBIAPTS 095 OWPY MAaKCAThbIHHAH, IIYIIIbI
anpIMHaH ¢aiinarana («Mer3e 0ap KyWHBIH Oapsl
Jla Ky4kap Tyrei... » [9: 116].

Kasem KYHCJICHI9 sAHA YysSHIaH hQM BAaKbIThI
OCIIoH yaMajaH THIII WI'BTHOAp OWUPENToH TaTap
MUJUIA XHCE, «TAaTapIIbIK» OCTIOH apThIK TOpypiiaHy

7 Kapa, mocamon: [11].
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HopmeMoHn edeHn Oep xumepa Oyieim Topa. Tarap
MWJLIA Y3aHbIH ¢dopmanamTepyra
TBIPBIITYJIAPHBIH, TATAP MUJLIOTEH HUTE3CE3 KYKKD

YOIOJIOPHEH, MAaKTayJapHbIH KOJIKErd 9BEpeny
MeMKHHIEreH JlopaemMoHn «Tatap» 3THOHHMBI
MHUCaJBIHAA KYpcoTo («XosulgaH Cy3 — aubll,

OepHUYS TamuM.... » [9: 88].

HopnemoH] aepbiM Oep AYPTHIOJIIBIKIAPBIHIA,
pycda SOy  YPHOTEHO  OMTBUIBIN,  MHIUIA
YBIHOAPJIBIKKA TyJaeM THCKOPE MOHOCI0TTd
OyJiraH suiraH YKBIMBIIUTBUIAPHBI Ja TOHKBINTHIN
(«blmkynpauKKay [9: 41]).

Arynbl UHO WATrbIApbHEH Y3€H A9 KbI3TaHMBIi.
Jlupuk «MUH»HEH TOMYMIJIQIITEPENTaH «0Oe3ne
WKEHYE TJIaHra Ky4o hoMm aHbIH ypBIHBIHA «MHH)
KaJKbII 4biTa. JIMpUK «MHH» KnuepeuuopeH hom
XalloTeH  TacBUpJaraH  Cy3Jop  Y3JIOpEHEH
avbIKIIBITEL hoM yTKeHJere OeloH aepbuIBI TOpa.
By ys3ropemneHn co0o0e marbliipbHEH TaHBUIBII
JKUTMOBE OCIIoH TeHo OWITelIoHMH. AHBI 3aMaH
Y3TOpeIIeHHSH, KBIPBICHBITHIHHAH —Jla  33JI9PTd
KHPOKTEp: awiblk, TU( snuaemusice, bepenue
OeTeHaeHBs Cyrbimbl, DeBpanb, 9 aHHaH COH
OKTS0ps PEBONIOIMSACE, TPAXKTAHHAD CYTBINIBI —
3akup PomueB TOpMBINIBIHAA 33Ce3 YT alMmaral
LIMKeJIe, ayap Iarbiipb JopaeMoH] nxkaTelHa 1a
KOJIe TOICUP UTKOHHAP.

Hckenex OemoH SHANBIK apachblHAa KOPOII
Ta)Koen JOpKI0 KUCKEHIOIIKIH 1910 Hubl enmnap
axpIpbIHna, JlopAeMoHHEe MH KypPKBITKAH HOPCO —
WCKEJIeKHe IOTaNTy SKW aHBIH YPBIHBIHA KHJITOH
HUHIUJIEP SHA, ST HOPCO TYTel, d IIYIIbl KapIbl
SKJIAp apachlHAArbl  KapIIbUIBIKHBIH — YWIIETy
tdopmacel. Kuckennek, sHa JKOMTBIATH TO3YTd
KyellraH 4YHKCEe3 MXTBIP Keue, XaKUMUITKD
OMTBUIBII — INATBIHPh TapadblHHAH KaOysl UTENd
QIMBI TOpPraH 4YHT KypeHenlop. Y amapra
HOPpOT OCNoH Kaphlif, Y3€HEH Kedce3Jere aHbl
coknanbIpa («3arelii(b KEIpMBICKAMBIH MUH FOJI/IA
saTKaH...» [9: 110]).

Keucesnex 0oxeTeHEH MIOXCH THIHBIWIBIK hom
UpeK rapaHTusice OyJbII TOpPYbIHA IIArBIAPB,
KYpPaCeH,  bIIAaHraH  sKd, huu  Oyimaca,
OMETJIOHroH. KynmMorbpHollekHEeH 3amaHa pyxXbIHA
Typbl KWJIMOTOHJIETeH YN TeleHd. KuiouokHeH
YBIHOAPIIBITHl aYBIKIIBIK Tason UTd hom opaemona
KYIIBUTBIPIBIK O€pAoHOEp MUTBPH AUbIKIBIK — YII
mommoy  («OKurop wmHme, Jlopmemonm, cy3He
o3arMa...» [9: 140]). Llarsiiipp OoIIMH TOPYYBI-
JapHBIH YPBIHBIH TeTan 0end («Kyanas! un, kaHat
KakThl ~ MOIOKIop..»  [9:  89].  Ularsrips
JopneMoHIHEH WXKAT I9pTe THOEH TOpPraH KalloMe
LIyl poBelUIe s3yJaH TykTapra MaxOyp Oyia.
3akup Pomwmer 1921 ennpiH 9 oxtsOpenmo Opck

mohopeHao HOHBS Kyd. Y MOHIENEKKd KUTKOH
HOPTHBIH TOpa3ajope Ypall enrachblHa Kapblidmap.
KosreiHHap ma ovygaH TyKThli hoM aHBIH TyraH
WIIe X93ep MH/IE MAarbliipbce3 AMopra THel OyJa.
XX racelp Oambl TaTap IIWTBPUATE ©YEH
JopaemMoHa MIMTBIPEISpPE — YHUKAJb, KabaTIaHMac
KypeHenl. by 4op nupukaceiaa, Oep marsipbIoH
Oamika, aHbIH OCIIOH SHOII KYSIPJIBIK UCEMHOP IOK.
Corpriite  PommeB  (1880-1926) wxaTel TbIHA
JopnemMoHIHEKE MIMKEIIE YK MOCTOKBIHIL hoMm
aepplM ypBIHZA TOpa. ©OA0M MHpacilapbIHBIH
MOTBHOBU  JUTQJICTEHJ® YarbUITaH  «JIOHBATA
KapaliapblHIa», OJIeNIYd Tel-CTHIBIopeHad hom
murbpu  GopMasiapeiHga Oy WKe MIarbIdphHEH
Y3CHUQJICKIope  OmnrenoHs. Amap  omo0usT-
COHraThHEH W)KTUMArblii Ba3u(]achlH TaTap XalKbl
ycemeHs hoMm stHapBIIbIHA X€3MOT MTY/S TaHBITaH
TaTap  IIArBIAPBIOPEHHOH,  S3ydYbLIapbIHHAH,
3BIUTBUIAPBIHHAH ~ QJIETe  KapamiHbel  Kalyn
UTMOYJope OenoH aepwuibil Topamap. lllymait ma
Hopmemonn hom Corwliith PommuieB ImpukachHmza

arblipb ~ MOTHUBBI,  INArbIMPBIEK  MHCCHsICE
npobieMacsl  Y39KTO Topa: MIarkliph — Y3
WKATBIHAA  JIOHbSTa  MOHOCO0OTHE,  AIIQEII

CEepJIOpEH, MKTHMArblii XopokoTHe hom Tapuxwm
OapBbIITHBI aHJIaTa TOPTaH 3aT. by Tem bIIIaHBIY HKE
Iarslipb 4eH 19 ypTak. JleHbsHbl hoMm aH7a Ketie
VPBIHBIH aHjlayna Oy WKe IHarbliphHEH 00s-
XOKeMHope Oep-OepceHHoH aepbuia. [lopaemMoH[
HMIUTHIPBISPE  (PUKPU-MOTHHOBH  SIKTAH — TaXKall
JIOPXQMS THITHI3, ajapiarkl TacBupiap hom
obpaszmap Oep-OepceHo OOWMIOHTOH, MY3BIKAIb
SIHTBIPAIILTBI, KYJIOMHIpE 3yp Tyredn.
[Hurepusitener Oy chiiiaThl MATBIAPEHEH Kellle
XaKkbIHIArel (Porcodm TaMeHd TYJBICHIHYA TYPBI
KHJI9: Kelle — BakbIT hoM KHHJICK SThIHHAH
YUKJIOHMOTOH TaJloMHEH OWK KeykeHo hom Tu3
YTEN KUTO TOPTaH KeIAMBUTIBITEL. CorbpliiTh PomuieB
HIMTBIPBISPE MCO — YJI IKCTATUK KBIUKBIPY, anap
CBI3THIPTaH Kam4bl TaBBIIIBIH, KYK KYKPAyHE SIKH
avyJibl, UPOHUK KOIYHE XOTEpJIoToNop. Anapma —
KeuJie, THIMCHSIH PYXJIbL, I9XCH XopIere Oep HOpca
OCloH 10 YMKJIOHMOIQH, TOPMBIIIKA SOBIIIBITT
SATKAH, YIeMrd 10 OGupenmoron «Mum»®. Mucanra
«Kabakra Moxa66or» [14: 32-337°.

¥ 1920 mue emmap GambIHAArBl  KYJIBTPA-CYI»
MHTEJUIeKTyatapian Oamntan, 1960 emmap axbIpbIHa
Kaaap coBeT onabusr Oenreunspe Corvliith PomueBHe
KUCKEH TOHKBIUTHIMISP. AHBI  «arHOCTHLU3MHBIH)
THUIK BIKWJIE JWII aTall, «aHAPXO-HHANBHUIY ATTHCTIIBIK
BoKwiIe Oymapak dam utansp ham «ratap EceHuHbD)
nun xypasiidnap. Kapa: [12].

° 1913 HYe eNHBIH SA3BIHIA TaTap MWDUIM [Iarsiipe
Tlabmymna Tykaii «Keritra» nuron mmrsipeH s3a [13].
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TaTap MOXUTEHHOH YHUTKOPIK KUTEI, IIyJ 40P
TOPKU-TyraHaam  Ypra  Asus  XaJbIKIapbl
TUpUKackiHAa oxmanuisiknap hom  [lopaemonn
MUTBPUATE OCNIOH TapajuIeNbIop I37TU Oanracaxk,
MUHEMYd, Oapbl THK O€p MIarbliipb WXKAThIHIA
TbIHA WIYHJBIA OXIMANLIBIKIAP KY39TeNd. YI —
1897 Hue enpma OHAKaHna, DuUpraHs Y39HEHID
tyran [abpenxomuy CeioliMaH  IIUT'BPUSATE.
«Uynman» TNCEBIOHMMBEI O€loH s3raH Oy Y309k
mareiiipe  «XX  #e3  y300K  JIMPHKACHI,
JIpamMaTyprusice, mpO3achblHAa XAJIUTKEY POib
yI‘/'IHaraH»lO. Hopnemonn mukemie yk Yynmnan na
Y3 HIMTBIPBISPEH Taad TEeNId 132 hoM HOKB Iyl
raJujeKk alapHbl aeparta Tadcupie hom MorwpHome

uTe. ©Omma Oy HWKe  IIarsliipbHE  Ten
MOMKHUHIICKIOPEH YHBINUTBL  (aliganaHy TbIHA
SKBIHAUTMBIN, ayiap caiylaraH MOTHBIApP hoMm

MeTadopanap/ia fa MapajrieNbiIop adblK KYPeHa.
UynmaH WIMTBIPRJISPEHII J9 Ta0UraThkd, el
(acwuIIapbIHa 3yp UIes-3CTETHK Ba3u(a HOKIIOHD,
hop wkece mo KeImIKBI TabWTaThko OuTapad:
Hopnemonn mmurepusTeHaore kebek, UYymnman
WKAThIHIA Ja Kapra 0oXeTce3NieK, KaWrhl,
KYPKBIHBIY, HaYapIbIK MOT'BHAJIOPEH
cuMBoiutamTeipa [15: 414, 424, 448, 482, 508,
5111 Munem yinaBpIMya, Uynnan
IIATBIPBISPEHID cosicu MOTHUBIIAp hom
uHTepnperamsuep [lopaemMoHHeKeHo KaparaHsja
avpITpaK KYPEHCO /9, MKE IIArblMPhHEH «JIOHBSTa
KapammJiapblHaa oxXmanuiblk 6ap. opaemMonarare
TOPMBIII OANUIAHTBIYBIHEIH hoM TOMep arbIIIBIHBIH
JloBaMJIbI Oep olJIoHell Oyiapak KaOysl uTenele
Uynman wxkatblHAa Ja  Ky3orend.  Uynmax
(hancadaceney a9 cypotne dopMacsl — TaOHWraTh
cuMBosIMKaceiHaa. by chiiidar marsiiipeHer 1926
HYBl €Jila WXKaT UTENToH «bohapHbl carbHIBIM»
JTUTI ICEMJIOHTOH IIWTBIPEH]I9 YarbLIbII Taba: Ke3
JKUTTE, KBIII MIIEK Kara, arawiapiarbl sippakiap
caprasi hom koena Oanuibliinap, TEPeKIEK YIEMId
1ie3 ToTa. OCopA9 WArblipb TABBILIBI UIIETEND:

IOk... Ynem rokToIp!

Bapru1 6ep sHy, Oep cyHy OapabIp.

Bep sinpin, cynen... SIHanan siHy 6ap.

SHa s3map,

SIHa nananap,

hom anpma emercesniek, OWUrpoK TO Y3 WXaTbIHHAH
KaHoraTbCes3JIeK XHciope Oengepens. by MmMrsipbHEeH
COHTBI MKEIOJUIBITEL: «KaiTManb! yu, 6eTTe Kod, ChIHIBI
KbUIBIY — 0OIydl Oynabl smpy. MuHeM  yinaBeIMua,
Corslitts Pomuesner “Mun” mursipe Tykail cy3nopeHo
catupuk Oep perumka Oymapak KaOyd HUTeNIepra
MOMKHH.

' Mure6opr Banbaay(HbIH onera GachUIbIN UblKMAraH
«UynmoH» I aTalraH MOKaIOCCHHOH.

SHa ces, oif, upken Temokmap! [15: 522]'.

Adblk, Tamu Ten, wupekie ¢opma OeyoH
«KOHYBITHIII 3UPIKJIETEH»EH YHBIIUIBI CHHTE3bIHA
upemy roasigaa Yynnanra J{opaeMoH 1 KeHa Tyrel,
o hunpg wareiiipe Pabunapanat Tarop aa ypHOK
Oyunras.

Knaccuk hwunacran hom HWpan  doancodu-
MHUCTUK IIMTBPHUSTEH J9PT YbITAHATHI Oylapak
apTBIK SIKBIH HTMOTOH Pycus umrepusice TOPKH
TeJUIe MIarBIHPBIOPEHHOH aepMaibl Oymapak, XIX
fie3 ypraceiHma KeHOATHIII MIareIdphiIope siHA
«KeHUBITHI» JTOHBICHIH hoM aHBIH HIMTBPHATEH
aya Oanurteritnap [16]. KenOateim omobusaTeiHIa
HopneMonn OenoH sHOMIO Kysipaait Oapsl THK Oep
[IaTBIAPBTe UTBTHOAP UTICEM KHJIQ: 9COpIIOpEeHEH
TeNle, IIUTbPUSTHE aHJIABbl, «MUHJASTE JIOHBATA»
(Mup B cebe) kapamrsl Oy marsiiippHe, hudmmmkces,
HopnemoHnko sAKbIH UTS. Y — Yoar VYuTMeH.
«KeHubIrbI», 1yn uconToH JopaemMoHn OenoH
«KeHOatpim» mareiiipe YUTMEH apachIHIATbI
kymep 6ep mo Yurmen Oemon Tarop apachIHAarsi
KYNEpIoH Tap Tyreda. Y1 Y3-Y3€H el KblHa
«Kenupireimr hom KenOatbimr apacelHma Kymep»
uren OwirenoroH hom y3eHHoH Oamka Oep
Awmepuka marbiiipe 10 KeHUBITBIITHBIH MHCTHK
PYXBIH IIyJNail sSIXIIbl aHJIAMbIA AWM blIIaHraH [17:
396]. UsiHHaH ga, orop 0e3 Oy AMepuka
HIarbIIpEeHEeH Y3 WXKAThl TYPBIHIATBl CY3JIOpEH
aJIcax, anap  TypblzaH-typel  [Jlopmemonn
LIMIBPUATE XaKbIHAA OWTENraH KeOek Toenanap:
«beTeH smmoroH HOpCo — CUHIIY, 6€3/10, 0aphIOb3Aa,
yn ©Oe3HeH OapbiObi3ga nga Oap: Kelenapao,
3aMaHajapia, — XalBaHHapHa,  YCEMIICKISPID,
tanuapaa. bes — yn 6ap Hapcs hom 6ap Hopco — yn
0e3. bamutanrera hom axwip, Tyy hom yiem — anap
HOpCcaIop coH? bap HOPCO — yJI MOHTENEK XOpPIKaT.
AIIKbIHY, OMTBUIBII, ASPT. JIO@HBSHBI TYIBIPYUEI
MOHTEJIEK TeIoK». by cysmop Oemon HMohannec
nadg 1892 nue enma Yonr YurmeH hom aHbIH
«Y7oH sippakmapbl» HCEMIIE TOI 9COPEH OasH
[18: 181]. 1907 enna I'ycras Jlanmaysp nrynnaid qum
sa3rai: «YUTMAOH UIMTHPUSATEHEH WH ohoMUsTIe
ATBL: YN QUKep HWOpTepra eHIH, YKYUbl ©UeH aHbIH
oOpa3mapsl hopBaksIT 93ep — amap QyJIKbIH KeOex
yHHBIANAp, S SKBIHASIIAP, s eparasiap» [18: 192].
1857 Hue enma OacbUIBII YBITBIN, IIOD3USHEH
acbUIbIH aHyayra Oarblnuianrad  «Jlemokpatuk
MOMKHHIIEKIIOp» WM aTajraH 3ccena YHUTMEH y3e
IO HOKb MEHO Wyl «BIMIAaHABIPY»HBI, (QHKep
HepTepro eHJoYHE YbIH IIUT'bPUSTHEH ShoMuUsTie
hom 3apypu Omnrece aun annara: «Kenre ¢uxepe,
LIMTBPHAT SIKU MEJIOAUS aublK OyiMaca Jia, KOTBLTY

1 Ya6okuomon TaTapyara

Topogemaue uckapmace.

UpEeKJIE  TOpXKEMd. —
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IOJUIApBIH ~ KYPCOTEpro  THELUIdp,  ajJapHbIH
XapakTepbl KHHJICKKO SKbIH HOMIIaK, Hapuc
Oynbipra Tuem. XpiUUIaHa OCJIMOTOH — Kewle

(hukepHe aHJIBIA anmMaca 1a, yin O0apeiOep rorapsl
MakcaTka wupemnry edeH 3apypm» [19: 49-50].
Bamka 6ep ypoinna: «bepap TemaHBbI siKM UKEpHE
MUH MOMKHH KaJop a3 ayapra SIKM Ky3 aJiblHa
KHTEpepra hoM ce3He, YKy4YbIM, IIyJ TeMa SIKH
¢ukep armoctepacsiHa KepTepra, Y3 OUBIIIBITHI3
0eIoH OYBIpTHIpra ThIphImam» [20: 44-45].

Kapmipina  myHzabli  MakcaTHbl — KyHran
marelips OMK YTKEH Ky3ide hoM xuciie Ky3oTyde
Oynbipra Tuem. bap [eHbSHBI, THUPI-SIKHBI,
TaJIOMHEH OapJIbIK MaTIu hoM pyXu KypeHeIuIopeH
yn OeTeH KyHene OeloH KaOyJ WTOPro THEIl.
YurMeH y3e WIyHABId — Iarelipe  Oyira,
Hopnemonn no myuasiid. «Conam, AeHbs!» IUToH
LIMIBIPEHAS YUTMEH Oap AeHbSHBI KOYBII aja:
«Hoapca nmerocen cun, Yoar Yurmen? (...) Mun
Cypusizore YMKepTKIOp YepeNaoBeH UILETaM. (...)
Mouer OamIbIHHAH Tapall MOO3UHEHEH TaBBIIIbIH
umetoM. (...) MUH Ka3zakjJapHBIH KBIYKBIPYBIH,
OXO0TCK SHBIHAATH AMHTE3I9 MaTpPOCIap TaBBIIIBIH
umeTaM. (...) Hopco kypocen cun, Yot Yurmen?
(...) MuH yT GeoH KapaHTBUILIKHBIH KHHOT KEHO
QIMaIIybIH KYPaM. (...) AUbIK uTen, MuH [ nmanaii,
Taup-11lane, Anrait TaymapsiH Ky39ToM. (...) A3us
JamacblH KypoM. MOHIOJ THPMOJIOPEH, KaJIMBIK
hom GamkopT THpManepeH KypoM. (...) MuH yTKeH
Ky3ne camoen hom ¢dwmHHApHBI KypoMm. (...) Mun
Oap >xup mapblH KypoM hoM OepHUHIM acpMachI3
MuH anmap OemoH Oepro. (...) hom mMuH XuUpHo
smoyde Oapiblk KemienopHe conmamiauM. Comawm,
nenbs! Kaiicel mrohopiopra  SKTBUIBIK  hom
KBUIBLTBIK ~ Oapblll  HWpems, MHH 9 Iy’
mrohopiopra ton Ttoram! Komuap owa Topran
OapipIK yTpaynapra J1a MAH A9 O4bIl O0apam (...)»
[21: 130-142]".

By OYbIIIHBI )KUHEIOWTKOH hoM MOMKHUH UTKOH
WH MehuMM uYapa — yJa Tel, orop [o IIarblipb
YKyUbIHBIH, OQJIKM Jepecpare, ThIHJIAyUYbIHbIH
HOPOTreHd TH3POK OAPBIN KUTOM I UKOH — TaBBIII
hoM sHreIpamr OuK 3yp poJib  yiHBIATAp.
Hopnemonn hom Yutrmen — ten ocranapel. by uke
HIarbIippHEH 119 TeJie — IOTaphbl JOPMKSASre PUTM
hom pudmanan, acconanc hom ammuTepauusiioH,
cy3mop hom Kemianep TesenyeHOo, CY3JIopHEH
Oep-OepceH Tepie TeMITa aJIMAallTHIPYbIHHAH,
anap apacelHAarsl 1e3ypaiapaal hom naysanapian
Topa. bep skraH kaparaHga, MKece A9 «raauy,
KOHKYPEIITS COMIIANIO TOPraH TENIo MKAT UTJIP,

"2 Bupeno MuH Hpekie poBemnTo JIopAeMOH]I HKAThIHA
reorpadyK SIKH MOIOHHU SIKTaH Oepa3 SIKBIHpaK OyiraH
LUTaTaJIapHbI CaillIaibIM.

JIOKWH, WKEHYe SIKTaH, CTWIb, CY3 caijay SATBIH
ajyicak, TeJUIope OOPBIHTHI TPO3aHBI XATEPJIOT
(Pauen Ilomonckm [22: 409-410]). bepuuc Cror
aJapHBIH TeleH «OOpBIHTHI TEHEH Oep Tope» (a
kind of earth-language) nun ateiii [23: 236]. Onere
XapakTepUCTUKaaH 0e3 TeJHE (OKUpro Ooiie»
UTEN TaHBICAK, STBHH JKUPIO TYTaH, >KUPJI
TaMBIPJIAHTAaH TEJI, MKCHYE AKTaH, 0€3 aHbI <OKUPHE
KOYApJIBIK» XONAQ OyjiraH Tel WTen Kalyl HTd
amabp3, Oamkaya oWTKOHAQ, OOTEH KU
TaHBUIBIPIIBIK, KaOynm wuTenepiek Tex. MwuHeM
yinaBeiMua, MOHIbIH 0as Jlopmemonn hom Your
YUTMEH wKatiaapeiHa Oep TOPKSIS TypPhl KIIO.
XIX #e3 axwIpblHJa PycusiHeH Kym KeHo
3BBSUTBUIAPBI,  S3YYbUIApPhI, IIATBIAPBIOpE  SHA
odeikmap, myn odeikiapra aneill 0apa TOpra
ojulap 33719y OenoH  wMmomryns Oynamap. by

Y3IOHYIOpHEH Ten IoHonmeme — Kembarsm ',
SHAJIBIKKA CycayHbl Oacapra spIoM HWTd TOpraH
yumMd — Yoar Yutmen uzge: «XIX #e3 pyc

MOIOHUATE TAPUXBIHIA YOJIT YUTMEH POJIeH OWK
I0rapbl 09sUTOPro KUPOK. AHBIH ayJHTOpHsCE, aHa
XOPMOT, aHBIH HOTBIHTBICHI Taxam 3yp Oyna» [25:
300]. Pyc mareripeiope, Oy 23310HYIOPHEH TOII
MakcaThl HWTEM, «IO33UAHEH MOHTeJIeK OOpa3blH
peaduIUTanusIIoyae» KypraHuop [26: 10]. 1906-
1908 HYE ennap oMo0MATHIHIA pyc
CHUMBOJIMCTJIAPBIHBIH UAEOJIOTsl Oynrad JMutpuii
MepexRKOoBCKHN HIarbIAPBIIOPHEH «OaHaIb»
TparMKagaH KHUTO ajMaylJapblH hoM akKTyaib
TeMajapra Kapara CYKbIp OYJIBIT KaryiapbiH (armn
UTS hoM COHTaThHEH OXJIAKBIA TYIel, 9 JCTETHK
npobieMa HMKoHJIEreH siknan ubira: «CoHraTbHEH
WH I0Tapbl OXJaKblil MaKcaThl HUHAUACP OXJIAKbIH
TEHACHLIUAIOpHE 4arbUIABIPY Tyren, ya
COHTaTbYCHEH XAaKBIMKaTbK PUSCHI3, caTbuIMac
hoM TyrpbUTBIKIBI MOXOOSTTEHHOH, aHbBIH Oep
HOpCoO O€NoH 19 YMKIOHMOIOH PUSICHI3NIBITBIHHAH
Topa» [26: 11]. Banepwuii bprocos, 1894 Hue emma
YBIKKaH «Pycckue CHUMBOJIUCTBI» JUToH
KBICHTBIKHBIH Kepeml Cy3eHZo Ooiail aum s3a:
«CHMBOJM3MHBIH MakcaTel — Oep-Oep apTiibl
QIMaIlBIHBIII TOpPa TOpPraH KYPEHENUIop —amia
YKYUBIHBI TUITHO3 XQJICHY KEePTY, Y3€HO KYPo aHbIH
PYXBIH Y3ropTy» [27: 16]. lllyHa xypo, B.bprocos
¢uKepeHys, marslipb euyeH HH ohommuATIece —
«1eHbs KypeHenuiope hom oiibepnape edeH nepec
uceMuop Taby» [27: 50]. By «ucemHop» SATHHH
«cumBoOJIIap», BsuecnaB IBaHOB KapalllblH4a,

Y Mocomon, ToHkbliithue EBrenmii Anmuxos (1866-
1937) CHUMBOIMCT-IIATHIAPBIOP TYpHIHAA OONail UM
a3a: «Amap KeHOaTHIIHBIH sHA YbIraHAKIAPHIHHAH
MOMKHH OyiraH Kajmop d34en TopraHHap» (kapa: [24:
176])
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HUHAWJED  SIIIEPEeH,  CHUXEpJe  HAPCOIopHE
TacBUpJIAMBIAIAp, ajap «OUTPOK TS MarmK Tepe
pealbJieKHe 4YarbUIApIpanap, IIylail uTen yi
peasbiiek OOBEKTHB SIKTAaH KYpCOTEINd hom
Oosutonoy. [27: 32]. Hoxws Oy ¢uxepue Kapn
[MManmupo Youar YUTMEH WKaTbIHA KapaTa KyJUIAHA:
«lllurppusasT — Y7 JOHBSIHBIH METAQOPHK SIKU
CHUMBOJIMK BEPCHSCE I'CHS TYTEJ, YJI TypPhLIAH-TYPbI
peanbiekHe TacBupaay» [28: 32]. dumok, Oupena
CY3 «Iepeciex», «Typhl Cy3leeK» TyphiHIa Oapa.
By — pyc cumBommcTmapsl TapadblHHAH IOTaphl
OostoHroH hom anap TapadbiHHaH YoaT YUTMEH
WXKATBIHAA TaOBUITaH «SIISCIIHEH TYJBUTBITBIH
0OTeH SKTaH JOpec TACBUPIAY» MPUHITHOBI — «Y3
94eHd OapibIK 6CTOMO TMPOIECCIapHBl Ja ajblIl
TOpPraH: >XUMEpPYHE [19, SHAPBIII-TYABIPYHBI Ja)»
[24: 182].

Orop 1o pyc CHUMBOJHCTIApbl hoMm emenrds
aNapHbBIH «ocTasnapb» (MacanoH, ®emop TroTuen)
[29: 9, 14, 37, 42, 80] TapadblHHAH MMO33USIHEH
YPBIHBL  TYpBIHAA OUTENTSH  Cy3-(HKepIIdpHe
HopneMoHn dUpUKAchl  OCIOH  YarBIIITHIPHII
Kapacak, OXIIAILIBIKIap hoM TOHran KHiIyJop OMK
adbIK: OXJAKbIi hoMm Ccosich aHBIKIBIKTaH Oamt
TapTy, aHbIH YPBIHBIHA 9J]00UAT O€JIOH COHTaThbHEH
Y30WITENIOHY XOKYKBIH TaJIdIl HTY, «PEallbICKHEY,
IIyJ WCONTSH, Y3TaHHAPHBI Ja, YbIHOAPIBIKHEI J1a
«YTKEH»  Ky3  OCNoH  XHUCIISp-KHYepenuIsp
Tepienere ama kaOyl WTy; MOTUBbHO OCJIoH
SIHTBIpANl OepIomKoH hoM, YKYYBIHBIH XBISJIBIH
YUKIIOMUY0, yiIaHeIpra hoM mpekie komr Kebek
OUYBII HOPEePra MOMKHUHIIEK OUPd TOpraH Terai hom
JAKOHWK Tel. MOHIBIH IUrbpUAT OallTaH YK
YHKCe3 NOHBSIHBIH Oap STBHIH KalOyll HTYTS TEIoK
hoM OMTBUIBIII O€JIOH aepbUIBII TOPA.

Tyropok mryn poBenute si0vina. bupens muH,
«dopnemornn  hom  OeTeHmeHBS  OAQOUSATHD)
TeMachlHa HHCOOTIIe Kaibep  QukepropemHe
Oennepen, 3yp OOMIOHEIT KOHCTPYKIMIACEH TO3YT
o3 ToTManpiM. by oupakTa MHHEM 64YeH WH
ohommsaTiiece mryn: XIX #e3HeH axpIpbiHga — XX
1ie3 OallbiHAa JOHBSHBIH TOpJe MOYMAaKIAPBIH/IA,
TepJe TApUXH, MOJIOHH, TNl TPAAUIUSIIOPE OyraH
MIarbIAPBJISP HOKB Oep IoHONemTd (uKep HepTo
Oannmeriiyiap. AJapHBIH ocopiope Oep puUTMma —
«IOHbSI PYXBIHAA» — CYJBIII ajanap, ajap MWKaT
WUTKOH hoM ImIynm pyxHBl YarsUpiapraH Ten — yiI
«J16Hbs Tene». beTeH NeHbd marsiips JopaeMona
eueH Baran Oynran.
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TBOPYECTBO JA9PAMEH/IA
B KOHTEKCTE MUPOBOW JIUTEPATYPBI

Muxasziab @pugepux,

bamb6eprckuii yausepcuret (I'epmanus),
gilyazov1958@mail.ru.

B cratbe aHamusupyercs TBOPUECTBO MOA3Ta J[PpAMEHNA, CHUCKABIIETO MHPOBYIO H3BECTHOCTb.
PackpbiBaeTcss MacTepcTBO 103Ta B CO3AaHMM 00pas3oB, riryOnHa (hrirocodcko-MHPOBO33PEHUECKOM
poOIeMaTuKy ¥ 0COOCHHOCTH €r0 TBOpUYECTBA. ABTOP CTAaThH aKLEHTUPYET BHUMAHHE Ha crienudu-
K€ MOTHBOB POAWHBI, POJIHOM 3eMJIH, HAllWH, pOJia B CTUXOTBOPEHUSX M03TA M, PACCMATPHBas ITOITH-
yeckuii Mup /IPpIMeHIa B KOHTEKCTE JINTEPATYPHO-KYJIbTYPHBIX CBS3€H, BBIABISET THUITOJOTHYECKUE
AHAJIOTUH MEXIY €ro TBOPYECTBOM M JHTepaTypamu 3amana u Boctoka. J[3paMeHA Kak MO3T, JKUB-
WA ¥ TBOPUBIUUH B 310Xy CTAHOBJIECHHS PA3HBIX JIUTEPATypHO-3CTETHUECKUX CHCTEM, C MPUCYIIECH
eMy MHIUBHIYAJIFHOCTBIO CyMeJl IT0Ka3aTh BCIO NIyOMHY BHYTPEHHETO MUPA U MEPEKUBAHUM JTHIHO-

CTH TOTO BPEMCHU.

KiroueBble cjoBa: nupuka, Mo3T, IUTEpaTypHbIE B3aMMOCBSI3U, MUD, pealbHas KU3Hb, BPEMEH-

HOC, BCUHOCTD, I'PYCTh, CJIOBA, TEMa-MOTHUB.
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