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The article identifies the development trends and changes in modern Tatar poetry, defining its tra-
ditions and paths to revival, based on poetic works created in recent years. Many works have been
subjected to a scientific analysis from a hermeneutic point of view for the first time. The article de-
termines the place of individual writers and their works in the literary process, the novelty they bring
about causing changes in poetry, the original features of their innovations, all these account for the
novelty and relevance of this study. The main goal of the study is to determine the main trends in
modern Tatar poetry, its traditions and new creative searches, genre paradigms in thematic-
problematic and poetic research. Our task is to reveal the foundations of changes in personality repre-
sentations. The study shows that the changes in poetry at the beginning of the 21% century focused not
so much on the content as on the form and personality, while taking poetry along new paths of the de-
velopment in its mainstream. Realistic works are increasing their criticism, the national theme is be-
coming more active, the civic position is being enriched by social philosophy, and this revival goes
hand in hand with the concept of the lyrical hero. There are three literary approaches to the transmis-
sion of critical values — hidden content, demythologization, and intertextuality. Post-realism has deep-
ened its civic position due to the influence of philosophy, promoting innovations of genres and forms
in Tatar poetry, changing the idea of the lyrical hero. The article proves that postmodern searches
begin with a lyrical hero who does not see light in the chaotic life, who manifests himself in the desire
to portray the world and life around as a complex theatrical performance, in the aesthetics of flicker-
ing motifs, plurality, fragmentation, and associativity. Romantic works reveal philosophical generali-
zations, reflections on the meaning of life, the value of life, the power of religious motifs, the activa-
tion of philosophical lyricism, the strengthening of aesthetic functions and the changes in personality
representations.
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Introduction intertextuality; the emergence of social

On the one hand, the development and change
of Tatar poetry at the beginning of the 21* century
continues as a wonderful result of its spiritual and
national revival in the 1990s, on the other hand, it
pursues the trditions of the poetic uprising of the
1960s and 1980s. The interconnection and
interpenetration of traditions and innovations
remain relevant today.

The following qualities stand out as the main
stylistic tendencies of Tatar poetry at the beginning
of the 21% century: reflections on lyrical-emotional,
lyrical-philosophical principles, and life values in
romantic poetry; activation of post-romanticism by
referring to the method of social determinism in
romantic works; a strong resonance of national
themes in the works from this literary trend; the
focus on the critical element in realistic works;
subjective stratification, revealed by the methods
of hidden content, demythologization, and

61

national everyday problems; the influence of social
progress on the personality and the influence of the
personality on the path of life; the advancement of
research in the area of form, the concept of
identity; and the emergence of postmodern poetry.
These qualities have led to the creation of a new
literary model that explores the laws of life in
modern Tatar poetry, recognizes man as the
highest value of society, or criticizes the laws of
life [lusupova, p. 66]. This model, in turn, has
affected the changes in literary ideas about the
lyrical hero enriching him with new features, and
the changes in the image of the world in literary
works. At the same time, the richness and
originality of poetry from the point of view of
genre diversity are obvious, as well as the ongoing
research, the quality of stylization and artistic
experiments in this area. As D. Zagidullina noted,
Tatar literature at the turn of the 20" — 21
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centuries was the literature that strove for a variety
of cultural paradigms through personal styles,
forms of writing and aesthetic models, generating
its own creative face [Zagidullina, Tatrskaia
literatura... p. 135].

D. Zagidullina studies the development and
change of modern Tatar poetry, her research
reveals aesthetic milestones of Tatar poetry and
explores artistic research [Zagidullina, Tatrskaia
literatura. ..],[Zagidullina, Tatrskaia poeziia...]. In
N. Yusupova’s works [lusupova], [lusupova,
Ibragimov]. the object of research is creative
trends, the changes and renewal of content and
form, the features characterizing the lyrical hero’s
development in modern Tatar poetry. In A.
Latypova’s articles, contemporary Tatar poetry of

Bashkortostan is evaluated in terms of the
worldview and genre [Latypova, Saifuling],
[Latypova, Khabutdinova].

Methods

The methodological basis of the work is her-
meneutic research [Terminologiia sovremenno-
g0..., p. 11]. The method of “motivated poetics”,
proposed by B. Borukhov, is used as a methodo-
logical substantiation. Borukhov considered inter-
pretation to be the ultimate goal of scientific activi-
ty and singled out interpretation as the main meth-
od of analyzing a literary text, which he called tex-
tual motivation [Borukhov]. He distinguished dif-
ferent types of motivation: cultural, conventional,
and mental [Borukhov, p. 13]. In the process of
writing this article, we used its conventional form.
In this form, the text as a literary phenomenon is
published in each era in accordance with its laws
and conventions. Conventional motivation allows
us to highlight the main directions of the modern
Tatar poetry development, explaining the continua-
tion of traditions and its path of renewal, its foun-
dations and features.

Discussion

In modern poetry, realism retains its positions:
poetic works, continuing traditions, pay special
attention to public life, the social situation and the
life of the nation, raising issues of modernity and
national politics, emphasizing the civic position of
the lyrical hero. In works that continue the tradi-
tional direction, the concept of identity is defined
by the lyrical hero, a citizen who strives to under-
stand and appreciate public law. There are two
types of protagonist. On the one hand, it is the im-
age of a lyrical hero in the traditions of the Tatar
poetry of the 1960s —1980s, who, despite his
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awareness of injustice in life, is unable to directly
oppose it, living in a state of contradiction with
himself, a state of inner anxiety. R. Aimet’s poem
“Tormysh poezdy” (“The Train of Life”) (2017)
describes this type of a lyrical hero through the
image of “chained souls traveling in chained car-
riages” [Aimet, p. 76]. In the poems of R. Valiev,
R. Minnullin, R. Nizami, R. Aimet, I. Gilyazov, G.
Rakhim and others, this type of a lyrical hero is
represented in the form of the inner contradictory
state of a person of that time. This contradiction
conveys the writers’ feelings concerning the situa-
tion in society.

The second group of poems about civic lyri-
cism presents a freedom-loving, active, at times
rebellious lyrical hero, who expresses his views
and attitudes to life and the society he lives in, the
ongoing changes and national issues, which in turn
give rise to critical assessments. A rebellious hero
with the words “Soenmasennar, taptadyk, diep, /
Bash kutarerbez koldan yaralyp!” (“Let them not
rejoice that they have sunk us, / We will rise from
the ashes!”) [Zaidulla, Avaz... p. 10], basically,
comes to the fore in R. Zaydulla, N. Safina, and R.
Mukhammetshin’s works. His position is especial-
ly active in relation to language problems. In re-
cent years, R. Zaydulla, who used symbolic con-
ventional imagery at the end of the 20" century,
has revived the tradition of rebellious lyrical he-
roes, starting with the techniques of expressionism,
the confrontation of the lyrical hero with the exter-
nal environment, the depiction of life in dark col-
ors, the hostile assessment of life around, the con-
tradiction of feelings, the opposition to generally
accepted rules, politics, the state of culture, and
political norms: “Tartyshyp yashibez haman da, /
Hak bar yasharga beznen da!” (“We still live in
conflict, But we have the right to life!”) [Zaidulla,
Iul.... p. 6]. Similar motifs are observed in N.
Safina’s work, in R. Mukhametshin’s poems “Ber
gena” (“Only One”), “Vasiyat” (“Inheritance”),
“Vakyt janaplary” (“Gentlemen of the Time”),
where each image, detail, and fragments in the
structure of the poem allow the lyrical hero to re-
veal his anger, his rejection of the world around.
The revitalization of a rebellious lyrical hero con-
cept within the framework of civil lyricism and, at
the same time, an increase in the quality of sym-
bolic transmission of thoughts and ideas, and the
use of poetic techniques inherent in realistic ex-
pressionism activate the development of a non-
classical paradigm in this genre. The fact that this
phenomenon, which took shape in the late 20" and
early 21% centuries, continues into the second dec-
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ade of the new century and proves that it is becom-
ing a tradition in Tatar poetry.

One of the main methods of such poems is de-
mythologization. The quality of exposing myths is
observed not only in the content, but also in poetic
terms: in the country of the Soviet era, mythization
was extensively used in verbal art, in the post-
Soviet period, the images of a flag, a fighter are
used in the opposite — demythological function. In
the poetic works of this trend, the images of a
country, a fighter, communism, and a leader lose
their mythological function with its political con-
tent. If we turn to Z. Mansurov’s poem “Chup-char
tavy” (“A Garbage Mountain”), the knowledgeable
reader of Tatar poetry history will interpret the use
of the flag and the country image in terms of poli-
tics. The poet talks about the loss of both political
values and the destruction of false ideals along
with moral values. The poems by F. Muslimova
“Patsha Belmi” (“The King Doesn’t Know”)
(2017), F. Jamaletdinova “Suz Kalgan” (“The
Word Remains”) (2017), L. Leron “Ozeklek”
(“Abruptness™) (2017) are also written in a myth-
busting approach and are aimed at evaluating and
rejecting the ideals of the Soviet and post-Soviet
era.

These works continue the tradition of assessing
the situation in the country, our lifestyles, social
progress, and attitudes to the national situation
through metaphors, symbols, and Aesopian lan-
guage. The poetic works of R. Kharis, R.
Fayzullin, G. Rakhim, R. Korban, G. Murat, R.
Nizami, I. Gilyazov, N. Akhmadiev, G. Morat, the
authors of the middle and young generation, R.
Salakhov, R. Mukhammetshin, F. Gilyazov, and
others contain secondary content. This phenome-
non itself is evidence of the revival of Aesopian
language approach in modern Tatar poetry, its pro-
gress in conveying experiences of the lyrical hero,
or authorial position. The general renewal of the
“hidden content” approach in the general literary
background is perceived as a return of poetry to its
“own” traditions, as in the case of national litera-
ture, the method of creating secondary content is
traditional. For example, in G. Murat’s poem
“Akiyatne bashlyik yanabashtan™ (“Let’s Start the
Fairy Tale Again”) (2014), the fairy tale serves as a
metaphor used in assessing today’s life and atti-
tudes towards our nation, emphasizing that social
slogans of various content are just fairy tales in the
background. In the structure of the poem, the tale
acts as a metaphor used in assessing life, being a
transmitter of the poet’s thoughts about the fate of
the people, their present and their future. The au-
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thor creates the image of a New Life through the
desire to see Shurale having his finger free, the
desire of the enchanted White Wolf to be enchant-
ed, the dream to save the hero Turai, for whom his
friends dug a hole, the dream to unite Sak and Sok,
etc.; this conditional approach is to unite the myth-
ological past and present, combining fairy tale and
reality, seeking to express a philosophical assess-
ment of life and order in society. The individual
features of a fairy tale become an example of hu-
man life.

R. Salakhov’s poem “Tash ostenda uskan
kuaklar” (“Bushes Growing on Stone”) (2012)
continues these traditions. At first glance, there are
no ideological images in the poem. But the repeti-
tive image of a “bush growing on a stone” rises to
a symbolic height with the help of the iteration
method. In this regard, combinations of bush / per-
son, stone / social situation appear, which help to
reveal the hidden content: you can find the strength
in yourself to live when you feel proud and hope
does not abandon you! The same idea can be un-
derstood through the symbolic content of the na-
tion’s fate. The following poems possess these fea-
tures: R. Kharis “Berenche Khabar” (“The First
Message”) (2013), “Elatmaska ide Babilarne”
(“Don’t Make Babies Cry”) (2013), “Uchym”
(“My Revenge”) (2012), “Kurykmyicha Yashik”
(“Let’s Live Without Fear”) (2013), F. Davletbaev
“Tormyshta da Shahmattagy Kebek” (“Like Chess
in Life”), “Butamagyz Mine” (“Don’t Confuse
Me”), “Karangylykta” (“In the Dark™), M. A.
Karimov “Bulabyz” (“We Will Be”), “Iska Alu”
(“Remembrance”), R. Kurban “Tukran” (“A
Woodpecker”) (2014), etc.

The Aesopian language approach remains rele-
vant in the works devoted to national problems. In
such poetic examples, as a rule, the leading ques-
tions are the future of the Tatar nation, the fate of
the Tatar language, its place and role in life, na-
tional neutrality, and indifference. In recent years,
R. Fayzullin, A. Khalim, G. Rakhim, R. Valeev, Z.
Mansurov, M. Mirza, R. Sharipov, F. Davlethaev,
R. Bashar, T. Shamsuarov, I|. Gilyazov, R.
Idiyatullina, A. Gaffar, Kh. Badigi, N. Akhmadiev,
R. Safin, F. Gilyazov, A. Sufiyanov, R. Sulty, F.
Ziyatdinov, R. Mukhametshin, among the poetess-
es N. Safina, L. Shagirzhan, E. Sharifullina, F.
Gizzatullina, S. Garayeva, F. Tarkhanova, R.
Shakhieva, 1. lksanova, G. Akhtyamova, F.
Jamaletdinova and others have created works de-
voted to these subjects. In N. Akhmadieva’s poem
“Yru bashy — Ak bure” (“The Beginning of the
Tribe is the White Wolf”), G. Tukay’s phrase “Is
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our nation dead or is it just sleeping?” taken as an
epigraph, and the poem is written as an answer to
this question. The metaphor of the white wolf per-
forms the function of evaluating the nation. Its
courage and ability to defend the tribe are used to
assess Tatar mentality, the opposition the white
wolf / the gray wolf in a trap assesses the nature of
the Tatars and the current state of the Tatar nation.
Among the Tatars, there is a belief that the quali-
ties of a white wolf will prevail like an idea.

Some poems, written on the national topic,
prove that romantic material contains a manifesta-
tion of social determinism inherent in realistic
works. This transformation of romanticism in Tatar
poetry dates back to the 1970s —1980s, which led
to the formation of post-romanticism. This phe-
nomenon is reflected in the F. Safin’s works creat-
ed at the end of the last century [Zagidullina, p.
121]. At the turn of the 20" and 21% centuries, it
became even more vivid. R. Bashar’s poem “Mi-
rage”, written in Aesopian language, also assesses
the fate of the nation through metaphorical images,
and the method of hidden content allows us to find
new meanings in this work. In the structure of the
poem, the confrontation between mirage and sleep
becomes the confrontation between reality and
dream, metaphors and epithets depict land without
water, a hot desert, an ominous country; this shad-
owy, lonely, uninhabited country reveals the cur-
rent state of the Tatar nation. The symbolic images
of the wind, sandstorm, and roads covered by
sandy mountains, familiar to the Tatar writer from
Derdemend’s work, renew the motifs of committed
actions, the senselessness of the past and the grief
of the lyrical hero. The images of the call to the
prayer, happy people, life in paradise, presented as
the contrast, convey the lyrical hero’s dream about
the future of the nation. The poem is based on the
idea that the nation is living this dream.

R. Fayzullin’s poem “Kita kazlar...” (“The
Geese Are Flying Away...”) (2014), divided into
three chronologically related chronotypes, also
assesses the various vicissitudes in the Tatar peo-
ple’s fate. The traditional image of the goose in
national poetry, personifying difficult fate and
longing due to separation is enriched by the poet
with a new meaning and is presented to the reader
in a political and ideological context. The geese
that flew to Donbass in the first part of the poem
symbolize the fate of the Tatars, who are “scat-
tered” in different parts of the world. The suffering
of the lyrical hero is connected with our life today
filling the poem with political motifs. The geese,
who went to the Volga in the second part of the
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work, personify the fate of the Tatars, who, even
having lived in their own region, led a miserable
life. In the third part of the verse, the returning
geese take on the function of conveying the au-
thor’s position. The sadness of the lyrical hero is
associated with the disappearance of Tatar villages
and the gap between generations. In the last part,
the image of darkness emphasizes the absence of
the author’s hopes for a better future, interspersed
with the traditional symbolic content.

Some poems, belonging to this trend, are based
on the method of intertextuality. For example, in L.
Shaekh’s poem “Tulgak tota mine...” (“I Am Hav-
ing Contractions...”), the lyrical hero’s emotions
are depicted by the phrase “tulgak totu” (“prenatal
contractions”), and G. Afzal helps to deepen
intertextual connections. In R. Zaydulla’s works,
the continuation of Derdemend’s symbolic tradi-
tions is striking, even individual poetic lines are
found in the intertext, the lines “Tui gurli dunyada
songy / Bez monda kiyau tugel” (“The last feast in
the world / But we are not the guest of honour
here”) in the poem ““Tatar shagyyrlare kita” (“Tatar
Poets are Leaving”) evoke associations with
Derdemend’s work. In the poem “Kirman” (“A
Fortress™), the images of a fortress, thorny flowers,
and lonely birds allow us to interpret the life of the
nation in modern conditions. R. Valiev’s “Yana
elnyn yana tany ata” (“The New Sun of the New
Year Is Rising”) (2016), S. Akhmetzyanova’s
“Davyl” (“The Tempest”), “Yoklar ale bu il chak
kyna...” (“This Country Is Still Asleep”), R.
Mukhammetshin’s “Alli-balli-bau”(“Rock-a-bye”)
(2016) also resorted to the method of
intertextuality in their poems. On this wave, the
motif of sleep is activated, it has been used since
the beginning of the 20" century, revealing the in-
difference and uninvolvement of the nation.

The works, focused on the national issues, ac-
tivate the image of the village and local lifestyles,
the images associated with customs and traditions,
and details borrowed from folklore. The poems of
R. Mukhametshin “Avylyma madhiya” (“The Ode
to My Village”), “Tugan yak” (“My Native
Land”), “Yulchyga” (“A Traveler”), G. Rakhim’s
“Barange kalzhemase” (“A Potato Cutlet”), R.
Gazizov’s “Kota garmun” (“The Accordion is
Waiting”), R. Bashar’s “Turgai” (“A Lark”), and
the cycle of F. Tarkhanova “Kapka” (“The Gate”)
revive the images of our homeland, native villages,
childhood, and parents. Against the general literary
background, these works are perceived as a contin-
uation of the flow of the lyrical trend that devel-
oped in Tatar poetry in the second half of the 20"
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century. This strengthening of connections with
oral folk art and increasing attention to such con-
cepts of national life as homeland, national integri-
ty, native land, homeland, fatherland, and genealo-
gy have lead to a more pronounced motif of the
fate of the Tatar village. Such poems, as a rule, are
not multi-layered, their subjective content is not
hidden, representing ordinary poetic discourse. By
developing these traditions, the poets find their true
faith, their spiritual path to their homeland; the vil-
lagers’ way of life, the rural environment, every-
day customs and traditions, from images to small
details - everything is subordinated to one goal:
love for their native land is above all. Along with
this, their inner concern for the native village, and
in general, for the fate of any village is striking. In
F. Tarkhanova’s poem “Kapka” (“The Gate”)
(2016), the recollection of her happy childhood
days, spent next to her parents, evokes sadness and
wistfulness. The image of the gate is played out in
the structure of the work and develops from the
image of an ordinary gate to the gate of the heart,
the gate of memory, the gate of happiness, and the
gate opening to the world of moral ideals:

Min bolarny kyrshe ergasennan

Uelyplar teshep tynladym.

Tyzalmadym: iatim eebeznen

Inde kyishik kapkasinnan kerep,

Baskichyna iatyp eladym.

I was listening in confusion,

From the neighbor’s yard,

I could not resist: | entered

Through the rickety gates

of our lonely house

And cried on its steps [Tarkhanova, p. 99].

Works, written on the wave of post-realism,
exert certain influence on civic lyrical poetry, rein-
forcing civic stance with social philosophy. The
type of the national lyrical hero who rose to fight
for the happiness of the nation in the poetry of the
1990s still exist in the new century, but it has
gained new meaning. This lyrical hero is not only
interested in defining and researching the historical
place of the Tatar people within the framework of
civic lyrical poetry, but also begins to think about
the civic position and the meaning of life, about the
finitude of being and the marks that the nation will
leave on history, which in its turn leads to the
strengthening of the philosophical tendency. As an
example, one can cite M. Galiev’s poem “Chydam
tau da, uzan da bez” (“We Are Both a Strong
Mountain and a Valley”) (2014). Metaphorical and
symbolic details, such as a balbal (a stone woman),
eagle, steppe, mountain, valley, and kaganate are
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used to describe the glorious history of the Tatars
in a poem, based on the opposition of the past and
present of the Tatar people. The image of worm-
wood, used to describe the current situation, is per-
ceived as the author’s wonderful achievement, per-
sonifying both the cruelty and helplessness of the
Tatar people’s fate, and the suffering of the lyrical
hero. The last lines of the poem read as the au-
thor’s position:

Kaitavaziar inyri, iuashlanyp:

Bygennan bez, balki, begelmabez.

Echoes echoed softly:

From now on, we probably won’t bend
[Galiev, Chydam..., p. 68].

M. Galiev’s cycle “Su kargyshy” (“The Curse
of Water”) (2015) manages to reveal national prob-
lems through the image of water, which is the mo-
tif of the work. The fate of water symbolizes the
flow of time, the rich history of the Tatar people,
their past and the glorious times of the Tatars. This
work, built on a peculiar sound, comprises a syn-
thesis of forms and genres of prose and poetry. The
compositional principle and the expression of the
author’s idea are realized by using the recurring
question “Do you care? Do we care? ”, which is
initially used at the beginning of the cycle in the
poem “Bagyr avazy” (“The Sound of My Heart”)
and is placed at the center of the work. This idea is
connected with the current state of the nation, with
its future life and represents the opinion of the au-
thor:

Ychlashsennar, kenlashsennar, ylchashsennor,

Bulganbyz la! Bulabyz da! Bulachakbyz!

Mew eldan da tatar bulyp tuachakbyz!

Let them take revenge, let them envy, let them
compare,

We were! We are! We will be!

We will be born as Tatars even in a thousand
years! [Galiev, Su kargyshy, p. 158].

R. Mukhammetshin’s poems “Kazan” (‘“Ka-
zan”) (2007), “Gasyr Bashy” (“The Beginning of
the Century”) (2012), “Burelek” (“A Wolf’s Hab-
its”) (2013), written on the wave of post-realism,
express pain caused by the current state of the na-
tion and its indifference. In the poem “Balyk Tele”
(“The Language of Fish”), B. Ibragimov, through
the image of the fish language, depicts the national
situation and the problem of language loss. The
fish language is a polysemantic symbol that makes
it possible to understand the loss of language and
the fact that people become dumb, thereby raising
a national problem in society. Speaking on behalf
of “us”, the poet singles this problem out of the
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“Tatar” context, making it one of the world prob-
lems.

Such studies are gradually changing the idea of
the lyrical hero in civic lyrical poetry. This revival
awakens the lyrical hero who feels being a child of
the nation, speaking on behalf of the “self”’, whose
experience goes beyond real boundaries and begins
to unfold with the help of postmodern techniques.
This position leads to a change in the status of the
lyrical hero: on the one hand, he has an increased
sense of personal responsibility for the fate of the
nation, on the other hand, it becomes possible for
him to “objectively” assess national problems. The
lyrical hero, as in modern Russian postmodern po-
etry, becomes “a person who writes poetry”
[Sovremennaia russkaia..., p. 109]. D. Zagidullina
notes that in Tatar literature, both modernism and
postmodernism tend to be emotional and influen-
tial [Zagidullina, Tatarskaia poezia..., p. 94]. This
phenomenon cannot bypass the concept of a lyrical
hero, and “personalization” remains strong in hu-
man destiny — the destiny of a nation. In R.
Aimet’s poem “Guller chagym ezlim” (“Seeking
the Time of my Heyday”) (2002), the feelings of
the lyrical hero in connection with the national sit-
uation come to the fore, the lyrical hero, speaking
on behalf of the “self”, passes from the state of the
nation’s awakening to the state of weakness, which
is exacerbated by rhetorical silence.

The similar motifs are found in L.
Gibadullina’s poem “Minem kanda khater isan!”
(“The Memory Is Alive in My Blood!”). Written in
the form of a long poem, this work represents the
lyrical hero speaking on behalf of the “self”, think-
ing about the fate of his nation. Against this back-
ground, the poet claims that memory is the most
important element in the human-nation line.

In such poems, of special importance are
intertextual connections and environments, creat-
ing complex images and details aimed at finding
new meanings with associative images, increasing
their influence, and aggravating the feeling of pain
in postmodern ways. B. Ibragimov’s poem “Bu
kunnarda min da yaza almyim” (“These Days I
Cannot Write Either”) (2017) depicts the phenom-
enon of illusion by raising the lyrical hero to a new
status. In her poem “Shigyr satam...” (“I Sell Poet-
ry...”) (2017), G. Bayramova resorts to the method
of intertextuality and writes: “I sell poetry, poetry,
who will take it?” The repetition of this phrase in
the text reminds us that in our time of extreme de-
pravity, poetry remains in a state of orphanhood, it
is useless. L. Yansuar’s poem “Yugyisa” (“Other-
wise”) (2017) has a typical mosaic image: from
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deep silence the wind blows, raising the Volga, the
barking of an Aktyrnak dog is heard as cattle
graze; along with these images, the image of the
country rises, talking about clearing snow. These
fragments, individual details are intended to con-
vey the author’s worldview. At first glance, unre-
lated images speak eloquently about the country’s
search for trifles, for the meaning in them, and the
lack of systematicity. Only the memory of the peo-
ple can guide us along the right path! — says the
poetess.

Poetic works, created within the framework of
classical romanticism, are mainly focused on the
understanding and analysis of life values, in which
there is a strong tendency towards philosophical
generalizations. This trend traditionally turns to the
genres of lyrical poetry of emotions and philosoph-
ical lyrics, developing an emotional lyrical hero,
seeking solace in remembering the difficult experi-
ences of his childhood, the paths of youth spent in
the countryside, his love, and the warmth of the
Motherland, creating poetry in a lyrical-emotional,
sometimes sentimental mood. In this respect, the
major works are those by R. Gatash, R. Valiev, the
poems of the poetesses K. Bulatova, R. Rakhman,
F. Zamaletdinova, I. lksanova, H. Mudarrisova,
and S. Yakupova, among the poetesses of the mid-
dle and younger generations the most successful
are L. Yansuar, L. Gibadullina, G. Kurbanova, L.
Valieva and others.

In some works of the romantic trend, oriental
literary images are successfully included in the
structure of the poem, stylized in the way similar to
Sufi or folklore works, which makes the philosoph-
ical richness of romantic works more obvious. This
feature characterizes the poems of R. Zaydulla
“Fareshta” (“An Angel”), “Turek kyzy” (“A Turk-
ish Girl”), “Kuran” (“Sedge”), M. Galiev “Tushtan
— toshka” (“From Noon to Noon”), K. Bulatova
“Har Majnunnen uz Lailase bula” (“Each Majnun
Has His Own Layli”), etc.

A group of poems can be referred to traditional
romantic imagery, and such works are written with
an appeal to romantic environments, found in folk-
lore. In R. Fayzullin’s poem “Kuchma utraular”
(“Moving Islands™), built on the opposition of a
moving island / land, the images of the islands on
Lakes Akkosh and Kaban become a metaphor.
Against this background, life, the moving islands
in the river of life, become love stories. The idea
that love, experienced on the path of life, cannot be
forgotten by the human heart, persisting through-
out life, is presented as the author’s idea.
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The works, written in the romantic trend, focus
on strengthening philosophical motifs, enriching
the image of the romantic lyrical hero with new
vestments: he is a philosophical lyrical hero, who
reflects on the issues of life and death, on the
meaning of life, the value of human life, the con-
nection between man and nature, and, in general,
on the essence of life; their philosophical content
enhances the feelings of love for the homeland and
the loved ones. Thus, such poems are based on a
lyrical hero who thinks, seeking to understand the
essence of life, who views life as an entity between
life and death, who is loyal to the theme of truth
and shares its philosophical generalizations. Along
this way, he seeks answers to his questions, doubts,
and also seeks and interprets the truth from differ-
ent points of view. This change, in turn, opens up
new opportunities for contemporary poets to think
profoundly, conduct experiments, creating form-
related experiences and complex images. These
features are strong in N. Gambar’s poems. One
group of his poems is based on reflections on the
meaning of life, the purpose of being, human life
and its mission. In search of answers to his ques-
tions, in an attempt to grasp the essence of life, the
poet often revives different stages of a person’s
life. In such verses, Nais Gambar pays special at-
tention to natural phenomena: seasons, nights and
days, colors, each of these images being a philo-
sophical generalization. His poem “Koz — monly
kuz” (“Autumn Is a Sad Eye”), the very first stanza
makes this work a part of human philosophy. The
images of sad eyes, weathered mead, which appear
next to the image of autumn, belong to nature.

Koznen kyzenda uichan mow bar,

lasheren sabyrlyk bar sicanynda;

Kyprep, kaynap torgan hislor tygel,

Ainygan bal inde aoxamynda.

There is a pensive moan in the eyes of autumn,

Patience is hidden around:;

Not a feeling of boiling, seething,

Weathered mead is already
[Gambear, p. 30].

Remembering traditional images of Sufi poet-
ry, the reader clearly feels that these lines are about
love. Drinking honey from a cup and getting drunk
— this is the Sufi motif of divine love, in this poem
it means love gone extinct. The author repeats the
lines about the law of human life: everything is
temporary, everything is perishable, both youth
and life, and love pass away. The image of autumn
in the second stanza personifies nature: cranes fly-
ing away, grass turning yellow, cobwebs falling
from willows and flowing in the water — every-

in the cup
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thing conveys the state of sadness in nature.
Throughout the entire poem, the author describes
human life and natural phenomena in close con-
nection, repeating that not only in life, but also in
nature, everything is lonely, temporary, everything
is transient.

In search for the meaning of life, Naisa
Gambara’s lyrical hero often asks: “Is there life
after life?” In the poem “Kabatlana...” (“It Is Re-
peated...”), the fact that a person “burns out and
leaves” causes pain. Trying to get rid of this pain,
the lyrical hero thinks about afterlife, as there is
renewal in nature through the repetition of seasons,
through flowers sprouting from seeds like reseda,
growing on the graves. Based on the method of
intertextuality, this verse has a connection with Kh.
Tufan’s poem, creating consonant associations that
lead us to the understanding that bright memories
about people remain after their death and they live
in the hearts of future generations. Repetition ex-
ists in nature, but human life does not repeat itself,
still you can live in memories! The author conveys
this idea to his reader trying to sound more opti-
mistic. Our preservation in the memory of genera-
tions is a quality that distinguishes a human from
natural phenomena, from other spheres of life.

Contemporary Tatar poetry is becoming a plat-
form for new experiments. This revival begins,
first of all, with a change in the representations of
the lyrical hero in Tatar poetry and a change in the
image of the world. These searches seem to be es-
pecially strong in the poems of R. Zeidulla, R.
Aimet, Yu. Minnullina, B. lbragimov, R.
Mukhammetshin, L. Gibadullina, and others.

The inability of the lyrical hero to find clarity
in this chaotic life, in the image of a non-classical
world is found in the work of Zulfat. In the follow-
ing poems about lawlessness in society “Il khalate”
(“The State of the Country”) (2001), “Beznen chor
agailary” (“Men of Our Time”) (2002), “Kargysh”
(“A Curse”) (2003), “Bolgavyr” (“Troubles”)
(2005), “Karangy tonge zhillar” (“Winds of the
Dark Night”) (2002), “Aimylysh” (“Missing Each
Other”) (2002), “Talsirtmada talbishek” (“A Cra-
dle in Bark Willows”) (2002), “Chitan kulagse”
(“A Shadow from the Fence”) (2003), “Yalgan
yam” (“False Beauty”) (2004), “Songy yazmysh
yary” (“The Last Beloved”) (2003), “Koe kiba...”
(“The Well Dries Up...””) (2006), the lyrical hero is
an object used by the author to depict chaotic, con-
stantly changing emotions and feelings. This wave
of emotions is aroused not only in relation to our
existence, but also in relation to the socio-political
order, when the use of symbolic images allows one
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to accept the poem at different layers. The lyrical
hero, who feels that his hopes are not justified in
this chaotic and disharmonious life, is depicted on
a wave of despair, regret, tragedy, and loss, which
makes him a lonely person. Often he seeks to move
away from sadness and despair to indifference, or
go through sorrow to joy. This is conveyed in the
structure of works through monologues, dreams,
frequently changing views, and symbolic details-
images.

Further, this type of lyrical hero is developed
by L. Zulkarnay. In Zulfat’s poems the state of
chaos is often associated with the situation in soci-
ety, in the external world, or in the life of other
people surrounding the lyrical hero; however, in L.
Zulkarnay’s poems this idea is shaped by the
changes in the hero’s inner world, in his thoughts
and ideas. This feature sounds like a new word in
Tatar poetry. In L. Zulkarnay’s poems, the
thoughts of the lyrical hero acquire the quality of
continuous reflection, and his stream of conscious-
ness in a chaotic state is conveyed using impres-
sionistic techniques. The poems, in which this type
of a lyrical hero is found, are built in the form of a
poem-conversation, which was often used by Sh.
Anak. In the poem “A Monologue”, the lyrical he-
ro’s state of mind is shaped by the name of the po-
em —his strong position and chaotic experiences
are conveyed in the form of a monologue:

Koisez konem, tezlorenyne kochyp utyr,

2 min biim, biim bygen egylganchy,

beim me ely-ely!

Yzen endashmasan,

berkem kyrmi,

ypmi ...

My unlucky day, sit down and hug your knees,
and I dance until | fall today,

I dance here crying!

If you don’t call out,

no one will see

And won’t kiss ... [Zelkarnai, p. 290].

The lyrical hero is delusioned and embittered,
exhausted by his inability to change the state of
things. The emotions, experienced by the lyrical
hero, are revealed with the help of images of the
constantly moving Earth and the old plate, the old
plate symbolizes the difference between the psy-
chological and biological age of the lyrical hero.
The poem ends with the apology of the lyrical he-
ro, who realizes his helplessness with respect to the
state of affairs around him.
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This type of a lyrical hero continues to appear
in the works of Suleiman, R. Aimet, and L.
Gibadullina. Suleiman’s lyrical hero experiences
the chaos of emotions, which are generally strong,
their sequence and transition from one to another
are extreme:

Ap-achyk,

Ap-ak,

Yap-yakty -

Oorcal.

Butalchyk,

Cap-car,

Karangy -

Yashay.

Homer bue tartylabyz

Achyklykka,

Aklykka,

Yaktylykka.

Obvious,

White,

Bright —

Death.

Confused,

Black,

Dark —

Life.

We strive all our life

Towards clarity,

Purity,

Light [Selsiman, p. 109].

In R. Aimet’s poems, the emotions, experi-
enced by the lyrical hero in this chaotic life, are
depicted using the stream of consciousness meth-
od. The lyrical hero, who cannot find happiness in
life, distances himself from people (“Min zhirlarga
tushtem” (“I Fell to the Ground”), (2001), realizing
that he cannnot change this state of things and
plunging into the world of dreams (“Ezlamagez
mine” (“Don’t Look for Me”), (2000).

Postmodern studies are gradually moving from
the concept of identity to poetic aspects. D.
Zagidullina notes that such works tend to depict
the world, the life around as a complex theatrical
show, as the aesthetics of flickering (flickering of
motifs), versatility, and fragmentation of scenes
[Zagidullina, Tatarskaia poezia...., p. 190].

We find these methods in L. Gibadullina’s po-
ems. Her poems, united by the opening lines “Ber
karyshka — ber zhan, ber karyshka — molderama
tuly mizgel bary” (“One glance — one soul, one
glance —a single moment”) are characterized by the
aesthetics of repetition, the repetition of the same
elements and images leads to new semantic associ-
ations, there is a departure from illusory images
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and coherent compositions. The poetess resorts to
figurative language, she enriches widely used im-
ages with new meanings, expanding their semantic
boundaries, placing incompatible images next to
each other. It is these qualities that make it possible
to describe different feelings of love— divine love,
love for one’s beloved, love for one’s nation, ele-
vating the soul of a person who knows how to
combine these moments. The same feature is ob-
served in the poem “Bu gavam sagyshtan
yaralgan” (“These People Are Born of Sorrow”),
the repetition of white and black images leads to
different meanings, proving that every value in life
is an illusion.

The striving for lyrical and symbolic images,
details and intertextual connections is at the center
of Yu. Minnullina’s work. Even the titles of the
poems complement the meaning collected from
separate fragments. At the same time, the titles of
her poems emphasize the main idea, and often this
title complements the dominant meaning, hidden in
the structure of the work. The poem “Bozly
tarazada barmak eze” (“A Fingerprint on an Icy
Window Pane™) describes a picture of everyday
life: the lyrical hero is gazing at the city. A typical
mosaic image is observed: it is winter, a grand-
mother is knitting socks for her grandson, a man is
leaving his house in front of the mosque to go to
town at night. These fragments, these details, lined
up individually, summarize the author’s opinion in
the last two lines:

Tonyklana bar shahar ...

tynyy belan kylytmasan agor.

The city darkens ...

if you don’t warm it with your breath
[Minnullina,p. 13].

According to the author, everyone creates their
own environment, determines the meaning of life
in this environment and their place in life, which
should flash like lightning, all these things are
written by fingerprints on the window pane.

A similar image and motif are in E.
Bainazarov’s poem “Bez” (“We”) (2014). In gen-
eral, this work of the young poet possesses the
striking power of figurative description, he loves
complex, unexpected environments (for example,
“Kechkena magynasezlek” (“Small Nonsense™)),
uses editing strategies, which are rarely used in
compositional  techniques. In his  poem
“Muklangan divarlar zhylysyn kyzgandy” (“The
Walls Overgrown with Moss Didn’t Want to Give
Warmth”) (2014), the reader is confronted with the
images and epithets-metaphors such as a wall cov-
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ered with moss, or chilly lips that convey the cool-
ness of love.

Associative imagery is a characteristic feature
of the works by R. Harris. If we analyze his poem
“Kara tugarak” (“A Black Circle”), built on multi-
layered, multi-valued metaphorical, and symbolic
images, reminiscent of poetic riddles that readers
are supposed to solve by themselves, we will note
that this poem contains relevant unexpected twists
and complex comparisons, that the poet seek for
the meaning of one phenomenon in another, that
the discovery of the meaning of the first phenome-
non occurs with the help of the third phenomenon
— these are the features of R. Haris’s lyrical reason-
ing. In his poem, the image of Malevich’s “Black
Square” plays the role of a poetic metaphor, and
black, green, yellow, and red lines are used to
evaluate certain moments of human life. Through
the proximity of the black side / infinity, the author
expresses eternity, noting that the human mind sets
the limit of the eternal / the perishable. According
to the poet, during his lifetime man comes from
eternity, constantly striving for eternity, inaccessi-
ble to his mind, and this striving forms a circle of
human life. These attempts to evaluate life (the
world) and man through associative images are
found in Suleiman’s poems “Tatar bishegenda Ta-
tar balasy” (“A Tatar Child in a Tatar Cradle™),
“Kanatlarny — kauryi kalam ittem” (“I Made
Wings with a Pen”), and in the collection of his
poems “Yugalyr kuk bu mizgel” (“It Seems This
Moment Will Be Missed”).

Contemporary Tatar poetry is conducting
large-scale searches for genre transformations and
its revival. The genre of the poem is especially
unique in this respect. In Tatar poetry, a number of
poems date back to the early 20" century, continu-
ing the traditional style developed by R. Karim, S.
Hakim and others: the poems of R. Minnullin
“Suyu” (“Love”), F. Gilyazov “Iske Kazan — Kir-
man nigeze” (“Old Kazan is the Basis of the For-
tress”), R. Valieva “Yaraly Yazmysh” (“Wounded
Destiny”), etc., in which the lyrical hero takes on
the function of a storyteller, convey his emotions
and experiences related to this or that life event, his
feeling of love. R. Valieva’s poem tells the love
story of Mirkhaidar and Gulnisa and the tragedy of
the war that make the lyrical hero suffer; R.
Minnullin’s work tells about a person’s life and is
focused on the appreciation of love. It is notewor-
thy that M. Mirza’s poem “Kysir Garif” (“Cruel
Garif”), devoted to the theme of war and a century-
old story, supplements the list of poems written on
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the theme of war, which has lost its relevance in
recent years.

The second group of Tatar poems, which have
appeared in recent years, attempts to synthesize
different trends. This cohesion is achieved by
combining the artistic text with other texts within —
through intertextuality. Y. Minnullina’s poem
“Otukan zhirenda ut yana” (“Fire Is Burning on the
Land of Otuken™) (2014) was created as the syn-
thesis of literary layers. The people’s tragedy,
caused by the loss of statehood, is described
through the synthesis of various layers, intertext
techniques. Here, R. Harris’s poems come to the
fore, enriched with intellectual techniques. His po-
em-treatise “Yaza bashla!” (“Start Writing!”)
(2017) possesses philosophical content; the con-
cepts of poet, poem, and writing are discussed
throughout the entire work, conveying the poet’s
main philosophical ideas: the poem should be
about honesty, morality, faith, spirituality, perse-
verance, and love for the people. R. Harris’s poem
“Uba” (“The Old Woman”) (2017) is structurally a
synthesis of different literary layers. This synthesis
helps to unite within the framework of one poem
different problems, political and mythological de-
tails, political and social ideas, ideology and hu-
man fate, a tragedy caused by the system, a tragedy
experienced by people and related to philosophical
issues — the meaning of life and the example of
humanity. The poet introduces the lyrics of songs
about Stalin, the phrases, used as political slogans,
and shows the inner resistance of the lyrical hero
by destroying the myth. The plot about a tractor
driver and his rival villager, who was forced to
suffer in the gulag prisons, is only the first layer of
events. In the secondary associative layer, the poet
talks about the impact of the tragedy of that period
on the fate of people, he thinks that those bloody
years will be preserved in the memory of genera-
tions. In this regard, the image of an old woman
acquires the status of a complex symbolic integri-
ty: it is perceived as the depth of the country, the
depth of history, people’s memory, and tragic
events in life. The triptych of F. Tarkhanova
“Halkym Minem” (“My People”) (2017) expands
the genre boundaries of Tatar poetry. The genre
form of a triptych usually combines three verses
around a common idea. F. Tarkhanova’s work can
be divided into three chapters: “Spirit and Faith”,
“Sadness”, and “Language”. However, the internal
logic of this division is revealed in the subjective
layer, and these three concepts are defined as the
most basic qualities that concern the nation and
make Tatars be Tatars.
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In Tatar poetry after the 1990s, the traditions,
developed by R. Gatash, continue - stylization,
transformation and revival of oriental genres, simi-
lar to oriental poetic texts. A. Sattar’s rubais are
structurally built in accordance with oriental liter-
ary traditions. In every rubai of the author, as in the
case of oriental traditions, moral issues are at the
forefront; social laws are approved or rejected in
the philosophical and ethical terms, and the mo-
tives for spiritual and moral renewal find a great
response. Both F. Davletbaev’s quatrains, R.
Idiyatullin’s poem “Tormysh” (“Life”), and D.
Garifullin’s quatrains are perceived as stylization
of the tale and rubai genres.

The five-verse genre form reappears in the
works of M. Mirza, in the continuation of his poet-
ic cycle “Adam balasy” (“Human”). Widely used
in oriental poetry, known as “Tufan strophas”
(“Tufan strophe”) in national poetry, the five-verse
is used by M. Mirza in a completely different way
to express the feelings of the lyrical hero, the au-
thor’s opinion, the sound of the text, its melody,
and the emotional impact. The use of proverbs and
sayings, an attempt to line up the lines of a poem in
the tradition of wise sayings, his very subtle irony
— all these features of his work ensure its unique-
ness and originality:

Tyelgannan tyela belabez,

Ana sote belon kynganbez.

Urtak vatan echen, kirak ikon,

Ooicmakhtan tamugka kerabez, -

Shundy batyr, shundy kundym bez?!

We know what is forbidden,

We took it in with our mother’s milk.

For our own homeland, if necessary

From heaven to hell we’ll go, —

Are we really so brave and so obedient?!
[Mirza, p. 20]

Therefore, these works are not considered to be
a stylization of the Eastern five-verses, but a kind
of the genre of Tatar poetry.

Results

1. Poetry studies at the beginning of the 21%
century mainly focused not on content but on the
concept of form and identity, and led poetry to the
new paths of development, while following the
mainstream.

2. Realistic works are characterized by the
strengthened critical element and the recurrent na-
tional theme, the civic position is enriched by so-
cial philosophy. On the one hand, these ideas and
motifs are expressed through the lyrical rebellious
hero, who, seeing injustice in life and not being
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able to directly oppose it, lives in contradiction
with himself, in a state of inner anxiety; on the
other hand, he desires to change the world, he
demonstrates an active life position. Three literary
approaches to the transmission of critical values
are activated: hidden content, demythologization,
and intertextuality.

3. Philosophical generalizations, reflections on
the meaning of life, the value of life, religious mo-
tifs remain strong in romantic works due to their
active philosophical lyricism and the major aes-
thetic function. In such works, the lyrical hero,
with his rich inner world, is a philosopher search-
ing for life values. These samples of romantic crea-
tivity are characterized by the poetic activity of
oriental symbolic details-images, the renewal of
folklore images, the use of folk modes, and styliza-
tion based on folk songs.

4. The works, written on the wave of post-
realism, have caused changes in civic lyricism; in
such poetry, the combination of civic and philo-
sophical positions deepens the content. The deeper
is the penetration of postmodern techniques into
national literature, the more intensive is the search
for new forms, the new lyrical hero — the chain of
the nation: to change the idea of the lyrical hero us-
ing civic lyrical trends. Although the poetry of the
1990s continued to use the lyrical hero who rose up
to fight for the happiness of the nation, the poetry of
that period took on a new modification. This lyrical
hero, on the one hand, acted like the son of his peo-
ple, and on the other, he “stood out” and embarked
on the path of “externalizing” the situation.

5. Postmodern studies begin with a lyrical hero
who cannot find his path in this chaotic life, the
poets strive to portray the world and life as a com-
plex theatrical performance, using the aesthetics of
flickering (flickering of motifs), versatility, and
fragmentation.

Conclusions

Thus, the poetry of the early 21st century can
be defined as a poetic period of serious research
into the field of form. This quest begins with a lyr-
ical hero, who cannot find his path in a chaotic life,
striving to portray the world and life as a complex,
theatrical performance, using the aesthetics of
flickering (flickering of motifs), plurality and
fragmentation, and unification. Thus, the ongoing
research into the poetry of the early 21% century,
especially in terms of content, is strong in convey-
ing the concept of form and identity, it has contrib-
uted to the mainstream in poetry leading it along
the new paths of development.
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y3eH4asiere OmirenoHs. by MokanoHeH siHanbITBIH hoM akTyanbiereH Ownrenn. THKIIEpeHYHEH Ter
MAaKCaThbl — X33€pre Tarap MUIbPUATCHAIIC TOII TCHACHIUAIOPHE aCPhIll KYI0, MKAT FOHIJICHIC, KaHP
rapajurMacel, TeMaTHK-TIPOOJIEMAaTHK, MOATUK 33JIOHYJIOPAS TPalUIMISPHEH JoBaM HTeneimeH hom
STHApBIII IOJUIAPBIH OMIITENAY, IMIOXEC KOHIEMIMACCHEH Y3rapell HUTEe3JIOpeH adbIKiay. D3JISHYISp
HOTIKaceHA? XXI racelp Oamsl MUTBPUATEHAS OapraH Y3TOpEelUISPHEH, UTAIEK SThIHHAH OWIpoK,
¢dopma hom moxec KoHIemuusice OupesemeHIo Kedwne OyibIl, TOI MaricTpaib FOJHBI CakKiaraH
XQJJI9, MIMT'BPUATHE ©p-SHA YCEHl CyKMakjapblHa alIblll YbITYbl OWirenoHs. PeammcTuk acopiopas
TOHKBIMIM OAllTaHTBIYHBIH KOYSI0€, MIJIIM TEMATHKAaHBIH AKTHBIBITHI, TPasKAAHIIBIK HO3UIHUICCHEH
WKTUMarelii dasncodo 6enoH Oarobl, dyiere SHAPBIIIHBIH JTUPUK repoil KOHLENIUsIce OeIoH SHOIISAD
Oapybl aybikiaHa. ToHKbIAM OosiHE JKUTKEPYAS €4 o/00M ajblM — SIIepeH  DUTSJIeK,
naeMudonoru3annsi hoM MHTEPTEKCTyalbJieK aepblll 4Yblrapbiia. [loCTpeallM3MHBIH TPaKAaHIIBIK
nosunusiceH oncoduaek OeNoH THPSHOUTYE allla TaTap MOI3UACCHD JKaHP, popMa SHAIBIKIAPEL aJIbIIT
KWIye, JUPUK Tepod KOHLENIUICEH Y3ropTye OmwireaoHs. IloCTMOOEPHUCTHK 33JI0HYIOPHEH
TIPTUIICE3 TOPMBIIITA AKTBUIBIK TaliMaraH JUPUK repoﬁ,uaH OallIaHbIII KUTCII, JOHbAHBI, SALISCIIHC
KaTiaynel OepOeTeH, TeaTpaib TaMalla HTEN CYpPOTIOPre OMTBULY, JKEMENJIQY O3CTETHKACHI
(MOTHBIIAPHBIH >KEMEJJIAII allybl), KYIBSIKIBIIBIK hoM (hparMeHTapibIK, aCCOIMATHBIIBIK KYPEHEIUIope
alia 4YarbUIbI TaOybl JONWIUIOHS. PoMaHTHK acopiopae ¢ancody TOMyMMISIITEPYJIOp, SIIOY
MOT'BHICEHO, SIMIQY KBIHMMOTEHS MOHACO0QTIE yHIaHYNapHBIH, JUHH MOTHBJIAPHBIH Keuse OyIybl,
(doncodm NUPUKAHBIH AaKTHUBJAIIYbl, 3CTETHK (YHKIUSHEH KO4Ydloe, II9XeC KOHIIETIHACCHEH
Y3ropelie aublKIaHa.

Ten TOIEeHYdJIIP: Xd3epre TaTap MIMTbPUATE, JUPHUK TePOd KOHIICTIIUACE, 00pas, )KaHp, WKaT
IOHQJIEIIE, d100U aJIbIM.

Kepem

XXI racelp Oambl TaTap IIATBPUSATCHIATE
yceu-y3rapei, oep skraH, 1990 emnapaarsl pyxu
hoM MWIM SHApBIIHBIH, WKeHYe sKTaH, 1960-
1980 emmapparsl IIUTBPH KYTOPEJEIIHEH MaTyp
HOTHXKace Oynapak JoBaM uTd. Tpaaunus hom
SIHAYAJBIKHBIH y3apa OoiiyoHen Oapywl, Keperien
kuTye Oy 4opja Aa akTyalb OyJIbIN Kala.
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XXI racelp Oamiel Tatap IIUTBPUATEHID TOI
CTHJIb TEHICHUUSUIope Oynapak TyOoHIOre Chlid-
¢daTtnap aepeUIBII Yblla: POMAHTHK IO3HSAIS JTH-
PHUK-3MOLIMOHANb, JHPHUK-(ancodu Oamianrea-
HBIH, SIISEII KBIHMMOTIISpE TyphIHAA yWiaHymap-
HBIH JoBaM WHTeNye, IIyHa Ooiyie KyHen hom
Gdoncopn  TUPUKAHBIH ~ YCTEepelye; PpPOMAaHTHK
MaTepHajia WKTUMArelii JeTepMUHALNS aJbIMbIHA
MOPKOTaTh  UTY  ala  [MOCTPOMAaHTHU3MHBIH
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aKTHUBIAIIYBI, Oy IOHOJICIITITE JCOPIIPAS MUILIH
TEMaTHUKaHBIH KOWIe SHIBIPAIl allybl; PEaHCTUK
IOyJIKBIH/IA TOHKBIAAW OAallJIaHTBIYHBIH KOUdkoe,
AIIepeH  JYTajeK, aemudoioruzanus, HHTEp-
TEKCTyaJIbJIeK aJIbIMHAPHI allla a4bUITaH CyOBEKTHB
KaTJIaMHBIH >KOMTBIATHKY, MUIIIH KOHHUTEIIKS Xac
npobjeManapHbl KaJIKBITHIT KYIOTa, MKTHMArbIi
OapBIIIHBIH [I9XECKd, Kelle TOPMBIIIBIHA HOTBIH-
TBICBIH aublll OMpPYrs #e3 ToTysl, Oy fomma
TpaXXTaHJIBIK JTUPUKACHIHBIH aKTHBIANIYHL;, (opma,
[IoXeC KOHIEMIMICE OJIKOCCHAD D3JIOHYJIOpHEH
anra 9eIrybl hoM MOCTMOAEPHUCTHK MIUT'BPUATHEH
MoHmaH stynaBbl. by chliihaT-xacusATIop Xazepre
4op Tarap TOA3MACEHAD SISl KaHyHHAPBIH
OapraraH, KelleHe OJibl KbIHMMOT HTEN KYTOProH
SIACA TOPMBIIII-SIIISSTIT 3aKOHYAITBIKIAPBIH
TOHKBIATH YTHIHA alraH sHa oA00M MOJAEIbHEH
Te3enyeHs kurteps [KOcymosa, 6. 66]. Omere
MOJIeTIb, Y3 YHPATHIHAA, JTUPUK TePOH KOHIETIIIHS-
CEHEH Y3TopelIeHd, aHbIH SHA Y3EHYIEKIop OelloH
0arobiHA, 9J00M OCOpJIOPHAre JOHbS CYPITCHEH
anMamipIHybIHa HOTBIHTHI sichiii. IllyHBIH OenmoH
SHOUIONS IIWTBPUSATHEH OKaHpJap Teplelere
STbIHHAH Ja Oali hom y3eH4anmekie Oyiybl, Oy
OJIKO/IO D3IIOHYIIOPHEH, CTHIIBJISIITEPY ChI(aThI-
HBIH, COHTaTH SKCIIEPHUMEHTIAPHBIH YPBIH aIIybl
Ky3ro tanuiada. J{. 3ahuaynnuna Ouirenon yTKoH-
49, XX—XXI racelp umure tatap omOMSTHI ya —
IIOXCH CTHIIBISP, A3y (POPMACHI, ICTETHUK MOJIENb-
JOp ama MOASHM TapajurMaliap TepJellereHs
OMTBUITAH, WXKaJad #He3eH OyJiablpran oao0usiT
[Barumymmmna, 2020, c. 135].

Xazepre Tarap TOA3USCEHEH YCelI-y3Tapell
aciektiapel  J.®. 3ahunynnuHa TapadbsiHHAH
elipoHeNer,  aHblH  93JIOHYJOPEH/Id  Tarap
MIUTBPUATEHEH 3CTETUK OPUEHTHUPIAPHI aubIKJIaHA
hom coHratm »3MoHYNOp THKIIEpeNs [3arumayIiiu-
Ha, 2017], [Barumymmna, 2020]. H.M. FOcynosa
[FOcymnoga, 2018], [FOcynoBa, 2012] xe3MaTiI9peH-
JI0 Xa3epre Tarap IMOA3USCEHNIS WKAT FOHOJEIe,
arbIMHApbIHBIH y3ropenie, 34Taiek hoMm ¢opma
STHAPBIIIBI, JIMPUK TEPOW KOHIICTIIMICEHEH YCell
Yy3€HUoJIere TUKIIEPY OObeKThIHA oBepena. A.Jla-
THIANIOBA ~ MOKAaIAJIOpPEeHAe  bamkopTrocraHiarsl
X93epre Tarap HIMTbPHITE JIOHbS CypaTe hoM KaHp
SACChUIBITBIHIA Oosmond [Latypova, Sayfulina...,
2019], [Latypova, Khabutdinova..., 2017].

Xe3MITHeH MeTOA0JIOTHK HUre3e
Xe3MoTHEH METOJIOJIOTUK HUTE3€ UTEN TrepMe-
HEBTUK 33JI0HYJI0p anbiHAbl [Tepmunoiorus...., c.
11]. Meroauk siktan b.JI. BOpyX0oB TOKbIUM UTKOH
«MOTHUBJIALITHIPBUIraH TO3TUKAY (haligamaHbUIAbL.
Vi aHjaryHbl (OHHU DITYOHJICKHEH aXbIPThI
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Makcatbl Oymapak Kapbeli hom omo0M TEKCTHBI
aHaNM3NIay ©4YeH TOell METOJ WTeH KaHyH (3aKOH)
HUT€3€H/19 aHJIaTyHbI aepblIl Yblrapa, aHbl TEKCTHBI
MoTHBauusiaey aun ateiii [bopyxos]. B.JI. Bopy-
XOB MOTHBAIMSUIOYHEH MOIOHM, KOHBEHLHUAID,
MeHTanp TepnopeH Ownrenn [bopyxos, c. 13].
Mokanone s3y OapblmibiHAa ©Oe3 aHbIH KOHBEH-
ouanb Tepe OelnoH s UTTeK. by Tepmo omabm
KypeHemn Oynran TekcT hop wopaa y3 3akoH hom
KOHBEHLUSUIOPEHO OyHMCBHIHBINI JOHBAIA Yblla I
kapana. KoHBeHLManb MOTHBALMSISY Xd3epre
TaTap IOA3WACEHEH TOI YCell TEeHICHUMIIOpEH
aephlll YbIrapbIpra, aHxa TPAAULMSUIOPHEH ToBaM
uTenemieH hoMm SHapBII  FOJUIAPBIH, alapHbBIH
HUTe3€H, Y3€HUYOJIEreH aHJjaTblpra MOMKHHIICK
oupo.

Dukep aJabIlILy

Xa3epre 4op IIUT'BPUATEHID PEATU3MHBIH Y3
MO3ULMSUIOPEH Ccakjan Kalybl KYPEHO: LIMIBbPH
9COpIIdp, TPATULIMSIIOPHE OBAM UTETl, HKTUMAarbli
TOPMBIIIKA, MXOMIBIITHTIIE BAa3TBIATHKY, MIUIST
TOPMBIIIIBIHA aephiM WrbTHOAp OMpo, 3amaHra,
MUIUTH COSICOTKS Xac MpoOieManapHbl KaJIKBITHII
Kysl; JIMPUK TE€POWHBIH TPaKJAHJIBIK MO3UIMICEH
aCCBI3BIKIBIA. TpaguIMiOH IOHJJNEITHE A9BAM HTEI
SI3BUITAH QCOPIOPAQ IIOXEC KOHLEHIMICEH WKTH-
Marblii KaHYHHAapHBI aHIapra-0asIopro OMTBUTYYbI
rpakJaHHUH JIMPUK Fepol OMIresu, aHblH UKE THOBI
ypbiH ana. bep sxran, yn 1960-1980 ennap tarap
Mo33Msice TPATULIMIIOPEHd, TOPMBIIITArBl XaK-
CBI3NIBIKHBI Kypemn-aHjamn Ta, TypblIaH-Typbl Kap-
IIBI YbIrapra y3eHA9 Ked TamMaras, y3-y3e OeiioH
KapIIbUIBIKTa, 3YKEe OOpUBLTYy XaJOTEHJD SIIdyye
JUPUK Tepod KaJbIOBIH YCTEpemn ajblll KUTd. P.
Avimot «Topwmbitn moe3nb» (2017) mursipeHas Oy
TUI JIUPUK T€POMHBI «UbUIOBIPIAaHaH BaroHHApAa
OapraH 3BIHXKBIPJIBI KaHHap» [AiMoT, 0. 76]
CypoTe amia YarsuiaeIpein Omps. P. Bommes, P.
Munnynnus, P. Huzamu, P. Alimar, U. I'elitnoxes,
I'. Poxum h.0. MUTBIPBISPEH/Id IIYNIBI THIT JIMPUK
repoil anra 4yeira hoMm Imareiipesiop TapadbiHHAH
YOp KEIIECEHEH JYKE XalloTe CYpITEHNIQ TOKBIUM
UTEI. OJere KapuIbUIBIK JUIUISPHEH KOMIBISTh-
Tore Ba3TBIATHKS O0iyIe CBHI3NMAHYBIH KUTKEPYTS /19
fe3 ToTa.

I'paskaHiIbIK TUPUKACHIHA MOHAC09TIIE UKCH-
4Ye TOPKEM UIUTHIPLISPIS Xep (UuKepie, aKTuB,
BAaKbITHl O€JIoH OYHTaph, THICHSIHYBI JTUPUK TE€POH
KaJIKyJIaHa, TOPMBIII-SMIOCIIKD, Y3€  SIIOTOH
KOMIBIATBKS hoMm aHja OapraH y3ropeuuiapra,
MUIUTH MOCBOIINIOPTS Y3 OdsiceH, QukepeH, MoHo-
Co09TeH MUIeTTepepra OMTHUIA, Oy MCO TOHKBIMIH
Oamutanreiuka o Ompa.  «CeeHMaceHHap,
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TanTtaibslk, nuern, / bam  kyropepOe3 KenmoH
spanem!» [3ofimymma, 2017, 6. 10] mun aBas
cairad OyHTaph, THIMCHIHYBI TEpPOW, HUTE3[D,
P. 3oiinynna, H. Capuna, P. MexoMMOTIINH HXKaT-
JapbpIHAA ajra 4pira. Y aepyda TeJl MIChIJIOCEH
Ooitile BakwIMTazapra MOHOCOOOTTO AKTHBIIAIIBIIT
KUT?. Mucan eueH, XX racelp axbIpblHIa CUMBO-
JIMK, WAPTIBl CYpITIIENeKks Oopbuiran P. 3oiimyin-
JIAHBIH COHTBI €JUIapAa SI3bUITAH LIMTBIPHIOPEHId
kabaT OyHTaph, TBINCHIHYBI JUPHUK TEPON Tpaau-
LusACe SIHAPTHIIA, IKCIPECCHOHU3M aJbIMHApBIH-
HaH, JUPUK TEPOUHBIH THIIKBI THPAICK OeoH
KapILUbIJIBIKKA KEepye, TOPMBIIIHBI KapaHIbl Oysy-
Japjia CypaTioy, TOPMBIIIKA aHJIACNICHI3, AOLIMa-
HU 0951 OUpPY, XUCIOp KHuepeHkenere, « TapThIbIn
smuoe3 haman na, / Xak 6ap simopra 0e3HeH 19!»
[3aitmymna, 2017, 6. 6] AW, KYHETSITd9H TOPTHUII-
JIOPTo, COSCOTK, MOAQHU XOJN-XAIATKY, COsICH
TOPTUIUIOPTS KapLIbl YBITY ChIA(ATIAphl KY39TEN.
Oxmam motuBnap H.Caduna mwxateiaga, P. Me-
XOMMOTIIMHHBIH «bep renay, «BackisaTe», «BakbiT
KOHAIUIAPbD) KEOEK LIMIBIPBIOPEHID 19 KY39TelD,
hop o6pa3, meranb, ©3eK-03€K CYypaTIop IIUTHIPH
CTPYKTYpachblHAa JIUPUK TePOMHBIH NOHbATa ady-
YIIK9, JOTBHOTEH adyra, TI3CHpieNeKHe KOUonTyra
OyHCBHIHIBIPUTA. ['BIACHAHYBI JHPUK TEPOM KOH-
LEMNIUSICEHEH IPaX/IaHJIbIK JTUPUKACHI KbIcalapbIH-
Ja aKkTHBJAlmlybl hoM IIYHBIH OCNOH SIHOUISJID
(uKep-uaesTHEeH CHMBOJ allia KUTKepeny chiida-
THIHBIH KOYQI0€, SKCIPECCHOHM3MIa Xac IO3THK
aNBIMHAPHBIH PEATUCTUK MAaTEepHaAa KyJIaHBLIbI-
LBl QJIere JKaHPHBIH KJIacCHK OynmaraH mnapa-
IUrMazia ycelleH TarblH Ja aKkTyajbjomTeps. XX
racelp axelppl — XXI racelp uurenHmd Qopma-
JIAIIKaH 9JieTe KYPEHEUTHEH SHA FachIPHbIH UKEHYE
YHBEJUIBITBIHIA /A J9BaM HTEIye TaTap IINIb-
pUATEHAS aHbIH Tpaauuus Oynein  (opmanaia
0apybIH JIQTHILIH.

MoHpIl MUTBIPHIOPAS Tl  albIMHAPHBIH
Oepce OymbI eMUQOIOTH3AIMS ASPBUIBIT YbITa.
MudHsl )xuMepy Cchii(aThl UTAJNIEK KaTilaMbIHIA
T'bIHA KaJMBbIi4a, TIO3THK SICCHUIBIKTA /1a KY39Tela:
COBET YOpHl CYy3 COHrareHA® MHUGIATHIPY
MaKcaTbIHHAH (aiilalaHbUITaH I, 9JIOM, KOpalrde
00pasnapblH IMOCTCOBET YOPHI HIMT'BPHUATE KarMa-
Kapimel — JeMH(oNoruk (QYyHKUMAAS KyJulaHa
Oanutbrii. MOHIBIH FOHONEINTITe IMUT'BPH 9CAP-
JOpJId, TOMYMOH, WJ, KOpalrue, KOMMYHH3M,
1o70amysl 00pasiaapsl CosiCH UTAJIEKIe MHUQOIIOo-
UK Bazu(achH oranra. Mucamiapra MepaxaraTb
WTCOK, 3. MaHcypoBHbIH «Yym-uyap  TaBbI»
NIMTBIPEHId  TaTap IIUT'BPUATE  TapUXbIHHAH
MOTBJIYMATJIbl YKy4bl ©Y€H oM, Wi o0pas-
JIAPBIHBIH KYJUTAHBUIBIIIB OQsTHE COSICH SICCHUTBIKKA
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kydepo.  Illarenipp  oxmakelii  KBIMMMOTIOp
SIHOIIOCCH® COSICH KBIMMMOTJISPHEH I IOTalyHhl,
AAraH HUACAUIAPHBIH Ja KUMEpelIye XakKbIHIa
coimn Oamutelii. D. MecaumoBansly, «[laTma
oemvm» (2017), ®. JKamamerauHoBanblH «Cy3
kairany (2017), JI. Jleponnsry «O3ekiex» (2017)
KeOeK MIUTHIPBIOpE A9 MUGHBI )KUMEPY ajlbIMbIHA
He3 TOThIN s3bUIa hoM COBET, MOCTCOBET HYOPHI
uAeayIapblH OJSIISYTS KU KUPE Karyra oHJITENd.

Nnnore BasreisTh, KOHKYPEI, MWXKTUMAarbii
Oappiika 001 Oupen s3bUITAH MKAT JKUMEI-
JIOPEHIO KOMIBIITHKY OOSHEH, MIJIIIH XJI-XaJISTK
MOHOCO0OTHEH MeTadopa-CUMBOIIIAP, 33011 Teje
alla a4ybuly TpaJuLMACEe J19BaM MT9, ycTepeno. P.
Xapuc, P. ®oiizynnun, . Poxum, P. Kop6an, I
Mopar, P. Huzamu, U. I'siiinoxes, H. Oxmoaues,
I'. Mopar, ypra hom situp OybiH aBTOpiapian P.
ComoxoB, P. Mexommormun, ®. I'siinaxes h.6.
LINIBPH  9COPIIOPEHId HKEHYEN 3YTAJIEK TYABIPY
aNnbIMbI aUbIK KypeHd. By KypeHe y3e yk xazepre
TaTap MOA3USCCHID 330I Telle albIMBIHBIH KabaT
AKTYaJbJIOLIYEH, JTUPUK Tepoi KNYEPELUIOpeH SKH
aBTOp MO3MLMACEH MXHUTKEPY OapblIbIHAA anra
YBITYBIH JOIWILIH. ['oMyMono0u Qonma «imepeH
9UTAIIEK» aBIMBIHBIH KabaT sTHapybl MIUTbPUSATHEH
«Y3» TPATUIMIIOPEHS OWIIOHEN KaWTyhl KeOek
KaOyJ UTelo, YOHKU MUJLTH 9J00USIT OUeH NKEHYE
SYTANEK TYIbIPY albIMbl TpaAuIMoH. MacanoH, I
MopaTHblH «OKHATHE OamUIBIAK —sHAOAIITaH»
(2014) wmMTBIpEHO® OKUAT OYyTreHre SIISelIHe,
MUIUIOTKS  MOHACO00THE 0910y  OapbIlIbIHIA
KyJUlaHelIraH ~ MeTadopa  BasudacelH  YTaI,
MKEHYeN IUIaHJa TOepJie 3YTSJICKTIre IKTHMArbli
JIO3YHIJIAPHBIH ~ OKUST  OYJYBIH  aCCBI3BIKJIBIN.
HIureips CTPYKTYpachlHa SKHAT SIISEITHE 05Uy
OaphlIbIHIA KyJUIaHBUITAaH MeTadopa BaszudachH
YTH, XaJblK S3MBILIBIH, OyreHre hoM Kuiouok
TYPBIH/AATBl INATBIAPL YHIIAHYNApPBIH JKUTKEpyYe
OyJbIN TOTaJUIoMIS. OKHUATTITe OapMarblH KbICKaH
[lyponene wupekie WTEN Kypy Tenore, 3(CeHra
Tappirad Ak OypeHeH oQceHeH KHpe Kairtapy
OMTBUIBIIIBI, ApKajanmiapsl HYOKBIP  KasbiraH
Typaii Oatbipabl KoTKapy, Cak OenoH COKHBI
KaBBIIITHIPY XbIsUTHI h.0. apKbUIb oMl SIHa smroent
CypoTeH Te3H; MIApTibl allbiM — OKHUATHE hom
9YbIHOAPIIBIKHBL KyIIy ama MHQOIOTUK YTKOHHE
hom Oyrenrene Oep HOKTara 3Kpls, SIISEILIKD,
KOMIBIATBTOIC  TOPTHILIOPre  (ancapu  0oas-
MOHOCA0aT Oenjepeprs OMThUIA. OKHUATKS Xac
aepbIM chbliipaTiap Kele TOPMBIIIBIHA YPHOK HUTell
KYTopeda.

P. ConoxoBHbH «Tam eCTeHIS YCKOH Kyak-
nap» (2012) mwureipe A9 IWIyIIbl TpaauLMsUIOpHE
JloBaM WTeN s3blIa. bep Kaparanga HIMTHIPBHAD
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UACOJIOTUK yKbUIA TOpPraH SIKM  HMJCOJOTHK
JYTONIEKKS HWINApd scaraH ooOpasiap oK. OMMa
LIMTBIPh TYKbIMAChIHOA KalaTjaHa KWITOH «Tall
OCTEHJI9 YCKOH Kyak» 00pasbl, KabaTiay ajbIMbI
alla, CHUMBOJIMK IOTapbUIbIKKa KyTopend. lllyna
MOHOCA0OTTd Kyak / Kemmie, Taml / WKTAMAarblid
BasTBIAThH AHOIIANIEKIIOpe moiaa Oyna hom simepen
JYTOJIEKHE adapra spAoM HTd: Topyp Kanrasaa,
AIIOYTd 6METHE JXKylWMmaraHna, aura Taba sIopro
ko4 TaObm Oyma! Ilymer yk Qukep CHMBOINK
JUTOJIEK allla MWIJIOT sI3MBIIIBIHA Oolne 19
agyrambura anma. P. XapucHeiH «bependue xo0op»
(2013), «Ematmacka wmme ©Oo0umopue» (2013),
«Yubim» (2012), «Kypbikmbiitua sk (2013), ©.
HoynotOaeBHblH «TopMblliTa Ja [axmarTarsl
kebex», «byramarei3s MmuHe», «KapaHTBUIBIKTa»,
M. KopumosHbiH «bymna0w3», «Hcko amy» P.
Kop6annsin «Tykpan» (2014) h.6. mursipbaopas
119 QJIere Y3eHYAJEKIp YCTEpes.

3301 Tese anbIMbl MIJUIA TeMa-Tipodiemanap-
ra 13 TOTKaH 9CcopIopAd 9 aKTyasb OYJBIN Kala.
MOHIBI TIUTBPH YPHIKIIOP/S, KarbIine Oyiapak,
TaTap MWUISTEHEH KWIoYore, TaTap TeJCHEH
S3MBIIIBI, aHBIH TOPMBIIITArBl  YPBIHBI, POJIE,
MWLIH OuTapadIibiK, BacMCBI3IBIK MAChAJIAIIPE
oo Gapa. CoHTHI elTapa aBa3fall duTIEKTIre
ocopiop aepyda P. ®oizymnun, A. Xomum, I'. Po-
xuM, P. Bonues, 3. Mancypos, M. Mup3a, P. llls-
punos, ®@. [loynorbaes, P. bomop, T. Lllomcyapos,
W. I'viiinaxes, P. Unustynnun, ©. I'adpdap, X. bo-
mureiii, H. Oxmonues, P. Cadun, ®. [biiinoxkes,
A. Cyo¢usnos, P. Cyntu, ®. 3pisataunos, P. Me-
XOMMOTIINH, XaThIH-KbI3 Iiarbiiipanopasn H. Ca-
¢una, JI. Hlareiipexan, J. lllopudymimna, O.
I'sriizzorymnuna, C. ['opoeBa, ®@. Tapxanosa, P.
Illahuesa, 1. HUkcanosa, I'. OxrtomoBa, ®. Ka-
MaseTAnHOBa h.0. WXKaTinapelHAa YpBIH  ana.
Moconon, H. OxmomueBHeH «blpy Oamel — Ak
Oype» mureipennd . TykaitHbiH «be3HeH MUAIIOT
YJITOHME, QJUI0 HMOKJaraH ThIHAMBI?» ThIii0apace
snurpad WUTEN AalbIHBIIN, MUTHIPh MIYJT copayra
JKaBall TOCEHId s3buIraH. Ak Oype Meradopachl
LIMTBIPb  CTPYKTYPAachblHAa MWIIOTKS 09 Oupy
¢dyHKIUMsICeH OepkeTd. AHBIH OaTBIPIBITBI, BIPY
Cakyiay COJIOTE TaTap MEHTAIUTEThIH, aKk Oype /
KaIlKbIHJAarsl COpbl Oype ONMNO3WLHSICE TaTapHbBIH
XONKBIH hoM OyreHre Xxon-xaJioTeH OosUIoYTa
foHonTend. Tarapma ak Oype coiiidaTiapbIHBIH
YKMHEN YblrayarblHa bIIIaHbIY uaes OyJIbll yKbLIa.

Mwun Temara S3bUITAH ae€pbhiM  LIMTBIPHISP
POMaHTHK MaTepuajia PeauCTHK 9CPIISPra Xac
WOKTUMArslil JieTepMUHAIINS KypeHenIeHeH OyIybIH
Tommwui. TaTap MIMTBPUATEHII® POMAHTHU3MHBIH
MOHJBIH TpaHchopmanmsice 1970-80 emmapnan
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OalIaHbIl, MOCTPOMAHTU3MHBIH (opMaialrybiHa
anpIl Kuid. By KypeHemn y3raH rachlp axXbIpbIHIA
®. CaduH wmWKaTBIHAA KaNKy 4YarbUIBII Taba
[Barumymmmua, 2017, c. 121]. XX-XXI raceip
YUKJIOPEH/Id yJI TarblH Ja akThBiama. Mucan
oueH, P. bomopHeH 3300 Tene anbIMbIHA TasHBII
a3pUIraH «MHpak» IIUTBIPEHId A9 MeTadOpHK
CYpOTJIeNeK APISOMEHIS MIJUIST S3MBIIIbIHA 095
Omperno, SIIEPeH DJUTANEK albIMbl JCOPIOH SHA
MOT'BHOJIOpHE Tabapra MOMKHHIICK OUpa. Mupax /
TOII KapUWIBUIBITBl IIWTHIPh  CTPYKTypachHIA
YBIHOAPIBIK / XBISUT OYJIBI TOTAIIIONIS, MUPAXKTa
Xac CyChI3, 3CCE UYJI, IMIOMIIBI WJI, IISYIIS, SIIOMCE3,
agoMce3 w1 Meradopa, OIOUTETIAphl  Tarap
MUJLISTEHEH Oyrenre XalloTeH adyra
OyiicerHpIpEIa. Tatap ykydsickiHa [lopmemonn
WKATBIHHAH SXIIBl TAaHBII OYyJITaH HWCKOH KUJI,
TY3TBITBUITAaH KOMHAp hoM KOM Taynapbl KyMroH
oJutlap KeOeK CHMBOJNHMK 00pasiap MINTHIPh
KbICAJIAPBIHAA KBUITAaH TaMOJUIOpHEH,  YTKOH
eJJIapHBIH MOT'bHOCE3JIere, 33ce3 YTYe MOTHBBIH
sHapTa hoMm MUpHK repoit KYHEeNeHId OpHY TYABIpa.
Onmno3unuoH BapWaHTTa OWPENToH TOIITAre a3zaH
MOHBI, 09XETIIe KEIIenap, KOHHIT TOPMBIIIBI KeOek
00pa3-AeTanbiIsp HMCd JUPUK TEPOUHBIH MHIUIOT
KHJIOUore XaKBIHAATHI XBISUTBI OYIBIN TOTQJLIOIIS.
HIurbipp TYKbIMACBIHHAH MUJUISTHE LIYIIBI XBISUT
AII9TS IUTOH (PHUKEP CapKbIIN YbITa.

P. ®oi3ymuMHHBIH XpOHOTOIKA Ooiiie TecTd
apTiIbEl 64 eNemks OyneHraH «Kuto kasmap...»
(2014) mumreipe A0 TaTap XaJKbl S3MBIIIBIHBIH
Tepie OOpBUIBIILUIAPEIH 0. MWIIITH 033U
aBEIp SI3MBIIITHEI, aeppuTy CaTbIIIbIH
TOY/IQIOHAEPEN KWIITOH TPAJIUIMOH Ka3 00pa3bIH
Iarelips siHA MOT'BHO OenoH Oaeta hom cascw,
UICOJOTHK JUTANEKTd YKY4Yblla TOKBIUM HTO.
[HursippaeH  OepeHue enemeHasre JlonOaccka
KATKOH Kasjap IWIMTHIPh TYKBIMACHIHIA TOpJe
KBIUTTanapra TtapairaH, cuOenroH hom y3 Hures
TaMBIPJIAPBIHHAH ~aephUITaH TaTap S3MBIIIBIHA
nmapa sicblid. JIMpUk repoiHbIH 9pHYE 10 alapHbIH
OyreHre TOPMBIII-KOHUTENICHS 0oMIam Kyena hom
LIMTBIPBHE COACHM MOTHBIAapra Oaera. OCOpHEH
WKEHYE OJICHICH® TOYAIOHToH Mnenrs kurem
Oapydsl Kaznap, y3 TOOOTCHII9 TOMEDP YTKOPEI T9,
asHBIY SIIOCIIKS AyYap UTEITOH TaTap SI3MBIIIBIH
TaHbIpra MOMKHHJIEK Oupo. LlureiprHeH eueHue
OINICIICH/I9  KaWThim  0apy4bl Ka3jiap  aBTop
MO3HULMSICEH XHUTKepY (yHKuusiceH ana. Jlupuk
TepOWHBIH 9pHYE Tarap aBbULIAPBIHBIH O€TYe,
OybrHHAp e3eny OemoH Ooiymon kyenma. COHTBI
eNIeIITd OWpeNToH pome 00pa3sl, TPaaUuIOH
CUMBOJIUK J4YTQJIEK O€lloH  epeTenien, aBTop
OMETJIOpPEHEH OYJIMaBbIH acChI3BIKIIBIH.
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MoHpIil  IOHOJEWITOre aepbiM  LIMTBIPHISP
WHTEPTEKCTyalbJIeK albIMbIHA TAasHBIN S3bLIA.
Macanon, JI. IlsexHeH «Tynarak Tora MHHE...»
HIMTBIPEHAS JUPUK TepOH XaJoTe «TYIraK TOTY»
rerifbapoce ama xuTkepemd, I'. Ad3an mwxaThl
0eNoH WHTEPTEKCTyalh OOMIOHENIIop SPAOMEHID
TupoHouTend. P.  3oligymna  mwkartblHoa  1a
JlopneMoHTHEH ~ CUMBOJIMK — YPHOKJIOPEHO  Xac
TPaAULUSIIOPHEH J9BaM HTEIye KY3To TallllaHa,
XOTTa INArbIphbHEH aepbiM MIMTBPU  FOJUTAPHI
WHTEpTeKCT Oynapak Ta ypeiH ana, «Tarap
Warslipeiaope KuTo» wmurelpeHas « Ty repiau
NeHbAIA COHrH / be3 MOHma Kusy Tyrein I0Ju1apsl
HopaemoHn wxaThl O€NoH accouuanusi yAra.
«KupmMoH» MIMTBIPEHAS KUPMOH, YOHEUKese
TeJUIsp, YKce3 Koml obpa3mapsl OyTeHTe BasThIATh
HIapTIapblHAarkl MUJUIST SIIOCLIEH IIOPEXJIdPra
MeMKUHIIeK Oupa. P. BanueBHeH «SIHa eHBIH sHA
TaHbB! aTay (2016), C. OXMOT)KaHOBAHBIH «/laBBLIY,
«foxnap ome 6y mm Yak KbiHa..», P.
MoOXoMMOTIIHHHBIH ~ «OJuH-6au-6ay»  (2016)
MIUTHIPBIOPEHIS 10 HWHTEPTEKCTYalbJICK aJbIMBI
kymasbiia. Ulymer gynkemga XX ie3 OambiHHaH
KYJUIaHBUTBIIITA OyJraH HOKBI MOTHUBBI aKTHBJIAIIa
hoM TpaaWMOH TOCTO MWIIH  DUTIIEKTI
KaJTBITIIAIIBITL, MUJUIOTHEH OoutapadIbITHIH,
rambCe3JIEreH auyra IOHJJITENo.

Munnu 10HONEHITd WXKAT WUTENToH 9CpIIapad
aBBUI, TYTaH HHUTE3 00pasnapbl, roped-TagoTiIopra
OoiiNie CypoTiop Kanka, (OIBKIOpAaH YCTepelno
KHJITOH 00pa3-JIeTanbiIop akTuBiama. Mucan eueH
I MexoMMOTHIMHHBIH  «ABBUIBIMA  MOJAXUS»,
«Tyran sx», «tOmusira», I'. Poxumuen «bopoHre
komkemace», P. I'azuzoBHbIH «Keta rapmyn», P.
Bomopuen «Typraii» kebek mUTbIpbIspenas, .
TapxaHoBanbiH «Kamka» NHMKIBIHAA TyraH Sk,
TyraH aBbUI, 0ajladak, oTH-OHH CypoTe Tepreseo.
onere YpHOKJISp, ToMyMomabu Qonma, XX
TachIPHBIH WKEHYE SPTHICHI TaTap IOA3USCEHIId
YCell alraH cajaMaK JUPUKa arbIMBIHBIH JOBaMbI
keOek kalyn uTena. XajblK aBbI3 WXKAThI OCJIoH
OolJIoHEIIHEH KOYdl0e, TyraH KHp, TyraH HHIe3,
arta-0aba >kupe, Tyran Ty(Qpak, BaTaH, HOCEI-bIPY
KeOCK MWUIM SIISCIIKd OoljIe TOIICHUAIIPra
UrbTHOAp apTy Tarap aBbUIBI S3MBIIIBI XaKbIHIA
yiilaHy =~ MOTHBBIHBIH  THPOHSIOGHO  KHUTEpA.
MoHABIl MUTBIPBISP, Kareliae Oymnapak, Kyn
Karjgamra us TyreJ, anapja CyOBeKTHB SUTAJIEK
SAIIepEeNIMU, Talu-TaloTH IO3THK COHIIoM ajira
ypira. Llyn TpagunusiiopHe ycTeper, marsipeiap
aChUI BIIIAHBIYHBI, PYXU KbIHOIaHBI TyraH STHIH/A,
aBBUT KEIIECEHEH SIIdY pPOBEIIeHAS Taba, aBbLI
MOXHTEH, SILIOCIICH IOTapbl KYTOpPd, IIMUTBIPHISre
oOpa3napaaH Oalian, Bak JSTAIbIOPId  Kajadp
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OIymbel ~ MakcaTKa  OyHWCHIHABIpBUIA,  TyraH
Ty(ppakHbl fpaTy, JXKHUPCY XHCE Y39KKd Kyela.
IlyHplH O€noH SHOIISAS TYraH aBblI, FOMYMOH,
ABBUUIAPHBIH ~ KHJIOUOK  SI3MBIIIBI  ©@YEH  JYKe
ChI3JaHy Ja Ky3ro TauuiaHa. MoacaneH, .
TapxanoBanberg «Kamka» (2016) acopeHmo oTH-0HH
SHOIISCEH OajlauakTa Kanran 09XeTiie KOHHOpHE
UCKO Teullepy SKThl MOH hom carbim ysita. Kamka
00pa3bl ocop CTPYKTypachlHIA yWHATBUIBII, Iaiu
Kallka KeJoce o0OpasblHHAH YCTEpesien KHTel,
KYHEJ KalKachl, XdTep KalKachl, 09XeT KalKachl,
OXJAKBI HWAeanyap JOHbSChIHA Kalka KeOek
MOT'BHO YHUKIIOPEHIO YKbLIA:

MuH GonapHbI Kyplle 3proceHHOH

VYenpliap TeLIen ThIHIaIbIM.

TyzanmMagpimM: STUM ee0e3HEeH

WNHpe KpIiIbIK KanKacblHHAH KEpeTl,

Backbrusina stein enaabiM [Tapxanosa, 6. 99].

ITocTpeanucTuk AyJNKbIHAA S3BUITaH JCOPIAP
TpaXIaHJIBIK JIMPUKACBIHA Y3T9PELUIOp bl KO
Oamutblii, MOHJABIA  YPHOKIOP  TPa)KIAHIBIK
MTO3UIVSICEH MKTUMArblii pasicao OENoH HEITHITA.
1990 emmap MHATBPUATEHISTE MIULIST OoXeTe oUeH
KOPOIIKS KYTOPEITaH, MUJIIH JKaHIIbI JIMPUK Tepoii
THOBI sIHA TachIplia Ja SIIIOBEH JI9BaM HTJ, dMMa
sHa TecMmepiop OemoH Oalferii. by repoit
TPOKIAHIBIK  JIHPUKAChl  YHKIOPEHAD  TaTap
XaJIKBIHBIH TapUXW YPBIHBIH OWITENoy SKU 3379y
OCIoH TIeHO MAaBBITBIIl  KaJIMbI, TI'pa)kIaHIBIK
no3uuusice O€NoH SALIOY MOTbHACE, SIISCIIHEH
GaHMIBITEI  XaKbIHIATBl  GoNcodd  YHUTECHID
MHJUIOTEHEH ~ MOHIEJIEKTare  33€,  KbIIMMOTe
XaKbIHJa (uKep HepTo Oanuibiid, Oy mco dancodu
TEHJCHUMSAHEH KOUQI0EHd KuTepa. Mucan eueH M.
lanueBHbIH «Ublnam Tay na, y3oH 19 6e3» (2014)
IIMTBIPEHAS Yy urymaid. TaTapHbIH YTKoHE /
Oyrenrece  ONNO3MLMACEHS  KOPBUIBII  MKAT
UTEIIMOH HIMIBIPHAS Oanbaj, OepkeT, jpana, Tay,
Y39H, KaraHat ke0ek MeTad)OpuK-CUMBOIIMK 00pa3-
JETaJbJIOp TaTapHBIH LIAHJIBI TAPUXBIH CYPITIQY
1oipiHAa  Qaiigananbuia.  byrenre  xamoTHe
TacBHpiiay OapbllIbIHAA KYJUIAHBUITAH — OpHEN
YCKOH opeM o00pa3bl aBTOPHBIH MAaTyp TaOBILIbI
Oynapak kaOyn wreao hoM Tatap  XaJyKbl
SI3MBIIIBIHBIH aYBbUIBITBIH J1a, XOKYKCBHI3JIBITHIH 13,
JUPUK TEpPOHHBIH OSpHYEH O9 Y3€HS CHIAIBIpA.
HIurblppHEH COHI'BI OJUIAPBI  ABTOP IO3MILHUSACE
OyJIBITT YKBLITA:

KaiitaBaznap nHpH, roaliaHbI:

byrennon 0e3, Gomku, Oerenmabe3 [['anwues,
2014, 6. 68].

«Cy xaprems» (2015) mukneiana M. [Nanues
MUJUIH TeMa-TIpo0JieMaTUKaHbl MOTHBIIAILITHIPHLI-
ran cy oOpasbl ama audyra upend. Cy sI3MbIIIbI
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BaKbITJIAP AarbllIBIH J1a, TaTap XaJKBIHBIH Oail
TapuXbIH, OONTaHYBIK S3MBIIIBIH Ja, AAaHIBl hom
IIaHIBl  BakbITIAPBIHBIH YTYeH 19 CHMBOJI-
JamThIpa. Y3EHYoJeKNe SHIBIpallKa KOpbUIraH
ocop y3e 9oumo hoM Te3mo xaHp dopMaIapbIHEIH
CHUHTE3bl  TOCEHIQ  YyWIAHBUITaH. HukHbIH
OambiHnarsl «borelps aBasb»HAA YK OallIaHbIM,
ocopHeH Y3oreHs kyenraH «bapwioepme cesra?
Bapreibepme 6e3ro?» copaBbl KaOaTJIaHBIN, dCOpPHE
TOTBIIT TOPYYHl KOMIIO3HUIIMOH TIPUHIUI POJICH
yToBe O€IoH  SIHOWIOND, AaBTOPHBIH HJCSICEH
YTKOPYAO V30K Basudansl Oamkapa. YI wuaes
MUJUTOTHEH OYTeHTe XaJIOTeH, KIIIOUAK SIIISEIICH
Oapbin ToTama hom aBTop QuUKepeH KabaTIIbIi:

Y 4JISIICEeHHOP, KOHIOUICEHHAP, YUSLICEHHID,

Bynran6e13 ma! byna6er3 na! bynadakObi3!

MeH enmaH jga Tatap OyJblll TyadakObI3!
[[anues, 2018, 6. 158].

P. MeXoMMOTIIMHHBIH HNOCTPEATUCTHK OYJ-
kbiHAa s3purad «Kazam» (2007), «["acep Oamrbny
(2012), «bypenek» (2013) keGex MHIBIPBISPE A
MWJUIOTHEH OYTeHre XalloTeHo, OwuTapadibirbiHa
cenany Oymeimm kabynm wrens. b. MoOpahumor
«banpIlk Tene» MWIBIPEHAd MWLM Bas3TBIATHHE,
TeJ Iorajly nIpo0JieMachliH OalibIK TeJie 00pa3kl ala
KUTKEpd. bamblk Tene KyNMorbHoIE CHMBOI
TEJHEH IOTaNybIH, KEeIIeIOPHEH TEJICe3rd SHIoHYeH
aHJapra MOMKHUHJIEK OWpd, UIYHBIH SPIOMEHID
KOMTBISTHTOTe MUJUTH ITPOOJIEMaHbl KYTOpeN YbITa.
«be3» unceMeHHOH ceoinmay orere mpoOIEMaHBI
«TaTap» KOHTEKCTBIHHAH aJbIll YBITHI KHUTD,
TOMYMH ITpo0IIeMatapHbIH OepCeH SMIISHIEPa.

MOHIBIA 33TOHYIISP OKPEHJISN TPakIaHIIBIK
JTUPUKACBIHAA  JIUPUK  Tepoil  KOHIEMIHSICEeH
Y3ropta. By sHapelll JUPUK Tepoll — MUILIAT
YpUIOBIPEIHIA Y3€H MHJUISTHEH Oep Oamachl wrer
TOWraH, «MHH» WCEMEHHOH COIIOToH JIMPUK
TepOWHBl  KAJIKYJIaH/AbIpA, aHbIH XalloTe HC
PEATHUCTUK YUKIIOPOH YBITHITT KUTETI, TIOCTMOJIEPH
anpIMHAp SpASMEHAS aublia Oanuielif. by wuce
JUPUK TEPOHHBIH CTATyChl Y3TopEUICHd allbIIl KUIIS:
Oep sKTaH, aHbIH MHWJUIST SI3MBIIIBI ©YEH IIOXCH
KaBaIUIbUIBIK TOWTBICHI apTca, MKEHYe SIKTaH,
MHJUTH  TIpOoOJieMajapHbl  «IUTTOH», OOBEKTHB
0os710y MeMKHHIIere Tya. JIupuk repoil, xozepre
PYC NOCTMOAEPHUCTHK IIUT'BPUATEHIATE KEOEK YK,
«UTBIph  s3yubl  Kemenra  [CoBpemeHHas
pycckas..., ¢. 109] oBepems. J.®. 3ahumymimna
TaTap o1oOMATHIHAA MOJCPHU3MHBIH T'bIHA TYTEl,
MOCTMOJICPHU3MHBIH J1a I0Tapbl SMOLIMOHAJIBIEKKS,
TOICHUPIICIIEKKD OMTBLIYBIH KYPCITd [3arumysuinHa,
2017, c¢. 94]. By KypeHemr JHpPHK Tepoi
KOHIICTIMSICEH 10 YUTIIOTEN YTMH, KEIle SI3MBILIBI
— MWIIOT SI3MBIIIBI YBUIOBIPBIH/IA «IIOXCHIISIIY»
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kewre Oyneim kama. MocomoH, P. A#iMoTHeH
«"emmop vareiM 33muM» (2002) MIATBIPEHAD MIILITH
Ba3TBIATBEKO O0oile JHPUK TEepoil KHUepemnmiope
anra Kyena, «MHH» HCEMCHHOH COWIOIOH JIMPHUK
repod HOKbpIra TalraH MWUIOT XaJoTCHHOH
TQKM3IIEK XOJeHd Kuilo, Oy XaloT PUTOPHUK
SHJISILISP allla KOUSUTENd.

Aazmam motuBnap JI. ['eritbamyminHaHBIH
«MuHeM KaHa XoTep UCOH!» MHUTHIPEHId 19 YPBIH
ana. O3pIH MUTEIPs (GOPMACHIHAA S3BUITAH QJIeTe
OCOpAS «MHH» HWCEMEHHOH COHIoydYe JIHMPHK
TEPOIHBIH MUIIJIOT SI3MBIIIBI XaKbIHIA YHTaHYIAPHI
roymomons. Ilymsr ¢doHma xoTepHeH Keme —
MUJUIOT YbUIOBIPBIHAA XONUTKed Mehum Oep
3JIeMEHT, shomusiTiie OybIH OyJTyBl paciaHa.

MoHABId  LWUTBIPBISPAS  UHTEPTEKCTyallb
OoJIOHENIIIOP, SHOIISIIEKISP 3Yp YPBIH TOTa, SHA
MOT'BHOJIOp Talyra IOHONTENT9H KaTiayibl oOpas-
JApHBI, JETANBISpHE Te3em Oapbll, acCOIHaTHB
CYpOTIIENIeK TYIbIPhIIA, TIICHUPIIEICK KOUOUTEIND,
CBI3NIAHy XaJldoTe Yy3€ [0 TOCTMOJACPHUCTHK
alpIMHAp, UHTEPTEKCT 0a3achiH (popManamTepyra
KYIIBUTBIT KUTS. Macanon, b. 6pahumonbIH «by
KOHHOPA® MHMH 10 s3a anMmbiim»  (2017)
HIMTBIPEHIS WIUTIO3USUIENIEK  KYpEHeEIlle JIMPHK
TepOIHBIH SHA CTATyCKa KYTopelye allla YarbUTbIIT
taba. I'. BoiipomoBa «llureips caram...» (2017)
HIMTBIPEH/Id MHTEPTEKCTYabJICK albIMbIHA MOpo-
JKOTaTh UTETl, «ITUTHIPb CaTaM, IIUTHIPh, KEM ana?
IOJUTapeIHAa Owirene rhlii0apoHe yHHATa, aHbBI
TEKCT 3UEHJI9 Kabatiay UCd Cy3 Kajepe OCTKoH Oy
3aMaHJla MUTBPUATHEH YKCe3-ITUM Oaya XoNeHId
KallyblH, Kajgepce3  OyiyblH  wmckopro. JL
SAncyapusig «tOreriico» (2017) mUTBIpeH19 TUITUK
MO3aWK CypOTJIENIeK YPHAIITHIPBUIA: THIHJIBIKHBIH
TypeHHoH MnemHe KyOaphIm KUl MCO, AKTHIPHAK
epye HIIEeTeNd, KOTY KybUIa, IIyJap SHOIISCEH]d
W CypaTe KaJlka, Ty3TraHaK Ta)IapblH, NIallbIHTaH
KapJapHbl Kepay TypblHAA cy3 OamnmiaHa. Onere
(dparMeHTap, aephIM-aepbiM TE3EIT9H TSP
aBTop (QuKepeH IKHTKepyrs IoHanTens. bep
Kapaika Oep-OepceHa OolyioHeNICe3 CypaTiop
MUJUIOTHEH 3yplaH KyObll, Bak 3UUIOp OeJoH
HIOTBUTBJIOHYE, UIyJNapJaH 3yp MOr'bHO 0J3JI9BE,
CHUCTEMAaJIBIIBIK OynMay TypbIHIA ceitnn. Musuiat
XaTepe reHa Oe3He TyphI [0Jira UpelTeps anadak! —
JTATI JTSTIS TIATBIAPA.

Knaccuk poMaHTH3M KbICalapblHlia WKAT
UTENTr9H IIUTBPU  SCOpJSP, HUTE3[d, SLISCHI
KBIAMMOTIIOpPEH — aHJlay-aHAIM3llayra ie3 ToTa,
amapna Qgoancopu TOMyMUIISIITEPYIIOP sicAy OMThI-
TBIIIBI Kewiie. By FoHaIen TpaJuinoH TOCTd KYHel
nupuKacel hom ¢oncodu nupuka sKaHpIapbiHa
ApaThill MOPKATATh HTS, aBBIP KHUEPEILIOPASH
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10aHYHBl OajlauyakTaH, aBbUIAA YTKOH SIIBJIEK
CYKMaKJIapbIHHaH, MOX000TTOH, TyraH K >KblLJIbI-
CBIHHAH 33JIOTOH 3MOLMOHANIb JIMPUK Tepoil ycre-
peno hoM mos3usiHEe JMPUK-3MOIIMOHAb, BAKBITHI
0eNoH CeHTHMEHTANIb MyNKbIHTa Keimn. by toHa-
nmemTa P. Tatam, P. BommeB mxate ofimon Oapa.
XatbpIH-KbI3 HIarelipanop wxarsigaa K. bynarosa,
P. Paxman, ®©. Xamanernunona, 1. Mkcanosa, X.
Menasppucosa, C. fxymnoBa, ypra hom simre OysiH
marstiipanspasH JI. Sucyap, JI. ['eritbanynnmnaa, I'.
KopOanora, JI. Bomuera h.0. mryn rononemrore
LIMTBIPHIIOPE YHBIIUIBI KaOyIl UTETIo.

PomaHTHK IOHOIEIITOTE aephIM ACIPIOPAD eIl
KbIHa KOHYBITHIII 90o0M CypoTiiope LIUTHIPb
CTPYKTypachblHa YHBIIUIBI KEpTEN YpHAIITHIPhLIA,
Cy(pUUBIIBIK KU (DONBKIIOP 9COPIIOPEHS OXIIATHII
CTHJIBJIOIITEPY A9 KY3rd TalliaHa, POMaHTHK
ocopiopHeH (ancodu  sAkTaH OarObl  KYPEHD.
Mowunsiii  ceriipar OemoH 0e3 P. 3olimynmaHbiH
«Daopemitoy, «Tepek Kkb3b, «Kypon», M.
lanuesnsiH «TemmToH — Tomiko», K. bynaroBansig
«hop Moxuaynaern y3 Jloitmoce Oyma» h.6.
LIMTBIPBIIOPAS A3 OUYpaInaldbI3.

Bep TepkeM MIHTBIPHIOp TPAAUIIUOH POMAHTHUK
CYpOTJIEJIEKK® 163 TOoTa, MOHJBIA  9CIpJIp
GonbKIOpAaH  YCTEpeNo  KWIMSH  POMAaHTHUK
STHOLIQJICKIIOPTd MOPIKATaTh WUTEN s3buia. Mucan
eueH P. Ooif3ymMHHBIH KYUMd yTpay / yTpaK sKup
KapIIbUIbITbIHA ~Kopbuiran «Kyuma  yTtpaymap»
mursipeHas Axkomra, Kabanga Oynran yrpaymnap
oOpa3el MeTadopa Oyiwin kwira. Ilymer donma
TOPMBIII, SIIQY eIrachlHAa OuYparaH KydMo
yTpaynap Moxo000T TapuxJapsl OymbITt
Terayad. ['omMep 10bIHIa KHYEpearoH Maxa00aT
Kellle KYHEJICH]I9 OHBITBIIMBIH, ToMep Oye cakiiaHa
IUroH (PUKep aBTOp uzesce KeOeK TerajuIolo.

PoMaHTHK [OHANEMITS S3BUITAH  SCOPIPIS
(dancopu MOTHUBIAPHBIH KOUQIOE KY3rd TalllIaHa,
Oy MCO POMAaHTHK JIMPUK Tepoil KOHLEMIUICEHEH
sSHAa daJbIMHap OelloH OaroblHa KHUTEPa: yiI
¢wmnocod nMpuK repoi OyibIm, sy hoMm ynem,
A1y MOr'bHOCE, Kellle TOMEPEHEH KBIMMOTE,
keme hom Ttaburarh OoilyoHENIOpE, TOMYMSH,
SIIIOCTITHEH, aCHUTHI TYPHIHIA yiJIaHa, MoXo000TKa,
TyraH >KHAPro, SKbIHHApra MOHJCo0aTIIE XMHC-
Kr4epenuiap A9 ¢ancodu uTanek OenoH eperens.
I[llyra na MOHIBIM IIWTBIPHIOPHEH Y3QreHId
yiilaHy4aH, SIIOCIIHEH achUIblHA  TOIECHEPra
OMTBUIYYbl JIMPHK TE€pOH TOpa, YJI TOPMBIIIHEI
amoy hom yiiem OeTeHiere poBEIICHIS KY3aJUIbIH,
XaKbpIdKaTh  TEeMachlH Y3  UT9,  (ancodu
rOMyMUIISIITEpYJIope Oenon yprakiama. [Ilymier
10712 Y3 copayjapblHa JKaBall 33JIM, WKEJIOHD,
XaKbpIHKaThbHE TOpJIe HOKTaJaH KWJIEH 33JIAIl,
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aHJaThIN-IIopexyon  Kapeld. by y3ropem, y3
YUpaThIHAA, 3aMaH IIarBIAPBIOPEHD  (ancodu
THpOHIICKTo (ukep HepTy hom dopmara Ootine
TOKPUOAIOP, SKCIEPUMEHTIAp sicay, LIyJiap aiia
KaTJIayJbl CypaT TYIbIPY ©4€H SHA MOMKHHIICKISP
ava. by y3enuoneximop H. 'amOop mmuTHIpBISpeHId
AKTHB. JlnpukaceiHAATEI oep TOpPKEM
HIMTBIPBIOPHEH Y39TeHo Keme ¢ancadace Kyena,
SAIISCITHEH ACBUIBI, MOTBbHACE, KEIlle TOMepe, aHbIH
MHCCHSICEe XaKbIH/Ia YHIaHyIap V39K JICHTMOTHBHBI
TOIIKWJ HWTOS. Y3 copaylapblHa >KaBall 33719Y,
ANISYHEH acCBhUIBIH TaHBII  Oeliepra  OMTBUTY
IOJBIHAA IIArbliiph eIl KbIHa KeIle T'OMEpEeHEH
Tepie STallapblH Tepre3epra sparta. MOoOHIBII
HIUTBIPBIOPAD Hauc Iambap Taburarb
KYPCHEIUISPEHd, e (hachuLIaphIHa, TOYJICKHEH TOH
hoM KeH BaKbIThIHA, TOCIOPTd acpydya UTbTHOAPIIHI,
amapHblH hopkaiicel (oncodu TroMyMHUIIOIITEPYTD
ua. Mucain eueH, «Ke3 — MOHJIBI Ky3» IIUTBIPEHAD
Oepenue ctpoda yk ocopHe Kemie (oancodaceHs
kopa. Ke3 o0pa3bl OelioH SHOIIO KHJITOH MOHJIBI
KY3, aifHbITaH Oai, aMm oOpasiapbl aHbl TaOUTaTh
YHUKIIOPEHHOH aJIBIT YBITBI KUTI.

KesHeH ky3eH190 yituaH MOH Oap,

Slepen caOBIpIIBIK Oap JKaHBIHAA,

Kynpen, kaiiHan Toprad Xuciap Tyren,

Atiapiran 0an une Kambiaga [['am6ap, 6. 30].

CyQuubUIBIK TMOA3USICCHHOH TaHbUIA TOPTaH
TPAJUIMOH O0pa3yiapra MepaKoraTh amia yKydbl
CYy3HEH Moxo000T XakbIHIa OapraHibITBIH aYbIK
toemuiblid. JKaMHaH Oan suen ucepy cyduiapiaa
mwiahu Moxo00oT MOTHBBEIH Tepresco, oJjere
HIUTHIPb KBICAJTAPBIH/A CYHI'SH-CYPEJIToH IOHBSIBU
MOXd00OT »duToNlereH siHapTa. ABTOp  Kelle
AIIOCNICH) Xac KaHyHHBl KabaTiblid: Oap J1a
BaKbITIIBIYA, Oap Aa (aHu, SMIBIEK T, TOMEP 9,
MoX900aT To yTo. MKkeHde cTpodanarst ke3 oopassl
TaOUraTbKd WIIAPd  SICBIA, TOpHAIAp KHTYE,
YJIOHHOp Caprarobl, Ke3re TaOHraThTore CapbUIbIK,
TaJUlap MYEHBIHA CApBUIBII Cy OCTEHHOH aKKaH
MOpaBE3Iap — OapbhIChl Jia TabUTaThbTore MOHCY
XaJIOTHE KUTKEPYTa OyHchIHAbIpbUTa. LIIuTrbipbHEH
OyeHHaH-OyeHa Kelle roMepe OelloH TaOurath
KypeHenuiope Oep OoMIOMIO CYpOTIIOHS, IIYyHBIH
almia aBTOp SIIIOCIITd TeHd TYrel, TaOWraThHEeH
Y3€HI9 119 hap Hopco SUITBI3, BAKbITIIBI, YTO-[Oraa,
M KaOaTIbIi.

Hanc T'ambOopHeH JHpUK Tepoe Sy
MOT'BHACEH 33710y OaphIIbIHA €11 KbIHA «SIIJYIoH
COH My OapMbl?» COpaBbIHA >KaBall 933JIH.
MaconoH, «KabarnaHa...» IIUTBIPEHNI9 KEIICHEH
«IHa, SHa KWTEN Oapybl» CBI3NAHYHBIH Cco0a0e
Oynein Terayumome. Ulymsl chi3naHyaaH KOTBUTY
YyapachlH 33II9M, JIMPUK Tepod SIISYIA0H COHIBI
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SIS XaKbIHAA YyilslaHa, TaOWraTh (pacbuLIaphI-
HBIH KaOaTJaHBIIIBI, OPJBIKIAPAAH IIBITHIT YBIK-
KaH TeJUIop alra TaOWraThTo SHAPBII OapiIbITbIH
nomwn.  Kabep ecTeHOo YCKoH —pesenanap,
WHTEpTEKCTyanbiek ajpiMbl  ama X. Tydan
mureipe O€JTOH TOTAIIBIM, aBa3/jall acCOIHMAINS
TyJbIpa, KEIIEeIOH COH SKTHI XaTHPAJIOp SIIOBEHD,
KelleHeH sHa OybIHHAp KYHEJIEH/d Tepre3elyeHo
fie3 ToTta. TaburateTo KabaTiIaHy MOMKHUH, 9 Kellle
TOPMBIIIBI  Ka0aTMaHMBIH, oMMa XaTHPAISPId
A0y MOMKHH! ABTOp Y3 YKY4YbICHIHA IIYIIBI
(MKepHe XaKBIMKATh TOCEHAD XUTKepd. bybrHHAp
XOTepEeH/Id  CaKlaHy  MOMKHHIEre  KeIleHe
TaOWraThbToH, SIIOCHIHEH Oalllka eJKJIOPEeHHOH
aepsIll Topran O6ep ceiii(aT JOPIKICCHI KYTIPEID.

Xazepre TaTap Mod3WsACe STHA IKCIIEPUMEHTIIAp
scay MOWJaHBIHA Ja 9BEpeso. OJiere sSHapbIll, UH
OepeHye 4YMpaTTa, TaTap MIUTBPUSITCHAD JIMPUK
repoil KOHIEIUACEHEH Y3TopYCHHOH hoMm HeHBs
CYpPOTEHEH alMalllbIHybIHHAH OAalllIaHbl KUTd. P.
3oiimynna, P. Aiimor, I. Munayusa, 5. U6pahu-
MoB, P. MexommormuH, JI. I'siiibamymmmaa h.O.
MIUTHIPBIOPEH/IS I3IISHYIISP aepyda Kedsie OyIbIm
ToenA.

Knaccuk OynMaran 1eHbs CypoTEHIATE Xa0THK
TOPMBIIITA AYBIKIBIK Taba alMaraH JIHPUK
TepOMHBIH aH-(UKep arbiibl 301(aT WKATHIHHAH
ycen kutd. «Mn xamore» (2001), «besneH wuop
araitmape» (2002), «Kaprem» (2003), «bosra-
Beip» (2005), «Kapaursr tenre >xuuiopy» (2002),
«AnMbutsi (2002), «TancupTMoms TaJIOHIIEK)
(2002), «Ywuron kymorace» (2003), «Slnran smby»
(2004), «Courer smei sipe»  (2003), «Koe
ku09a...» (2006) KeOek KOMIBIITHTOIC XaKChI3-
JBIKIIAp XaKbIHAA COUIIOTOH IIUTHIPBISPEHID O/IUT
JUPUK TEpOWHBIH TOpTHUIICE3, Oep-OepceH e
QNBIIITHIPHINT KWITOH XUAC-KUYEPENIISp TyTKBIHBIH
CypaTiay OOBEKTBI HWTEN KYTOpd. ©OJere Xwuc-
KHUYEPENUISp YJIKBIHBI, SIIOEMIKS TeHS TYTel,
WKTAMATBIA-COSICH TOPTUIUIOPTS MOHICI0ITIE /19
QUBUIBII KUTS, CUMBOJHMK 00pa3iap KyJUIaHBLIbI-
Bl IIUTHIPhHE TOpJie KaTjaMmHapja KalOyna HTY
MOMKHHJIETEH Oupd. XaOTHK TOPMBILI-SIIOCIITS,
JIMCTApMOHUK TOPMBIIITA OMETIOPHEH aKJIaHMa-
BbIH TOMraH JIMPUK I€pOl 4Yapachl3JIbIK, YKEHEY,
¢daxxura, rorany QyJIKbIHBIHAA CYPITIIOH, SUITBI3AK
IIOXECKd oBepend. Em  kbelHa ynm  Kalirel,
YapachI3NbIKTAH  TYraH  ChI3JIaHy  YHUTEHHOH
OuTapaduIbIKKa KY4Yo SIMCQ Carbllll alia MIaTIIBIKKa
OMTBUIA. OJIere XajoT SCOpJISp CTPYKTYpachIHAA
MOHOJIOT, Tell, eIl aJblIbIHraH Ky3ajuiayiap,
CHMBOJIMK 00pa3-JIeTabJISP allla JKUTKEPEIId.

Adnra taba Oy tun aupuk repoit JI. 3enkapHoi
tapadblHHAH YcTepenen KUTd. OMmMma  3endor
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UIUTBIPBIOPEHAS  XAOTHK  XaloT el KbIHA
JKOMTBIATHTATE, IUPUK T€PONHBI oMJIOHIEpEn ajrad
TBHIIIKBl JOHBSAArBl SUCO MHJUIST SIIIQCHICHIIATE
XOJ-XaJloTKe MeHacobatie Oyinca, JI. 3enxapHoii
MIUTHIPBIOPEHIS WHAE YA TEpPOHHBIH Y3 JUKe
JIOHBSICBIHNATHI, (hHUKEP-Ky3ajulaylIapblHAarsl y3ra-
penutoprs 6aiine ¢popmanama. by yzeHuonek tarap
NIUTBPUATEHAS sIHA CYy3 Oynbinm  sIHTBIpBIA. JI.
3eKapHOH MIUTBIPHISPEHIS IMPUK TEPOHHBIH Y-
¢bukepmope ToTam pediaeKCHs TOCEH aia, aHBIH
XA0THUK XaJIOTTOr€ aH arbIlibl UMIIPECCHOHUCTUK
alpIMHAp APASMEHIQ JKUTKEpeno. ©OIere THll
JUPUK TEePOH YPBIH alTaH IIUTHIPHIOP €Il KbIHA
III. Anak TapadblHHAH SpaThIl KYJUIAHBUITaH
ceiiyioM mmrbIpe GopMackIiHIa KAt urend. Mucan
eueH, JI. 3enkapHoliHeH «MOHOIOr» IIUTBIPEHID
JIUPUK T'epOH XaJloTe€ IIHWIBIPBHEH HCEME — KeuJe
MO3UIMS allla YK TeraUIdIITepen Kyesa, XaoTHK
KHUYEPENUIdp MOHOJIOT TOCEH I JKUTKEPEIa:

Kelice3 keHeM, Te€319peHHE KOYBII YThIp,

9 MUH OMMM, OMKMM OYT'€H erbUIraHYbl,

OMUM MEHO CITBIH-eITbIi!

Y3€H 3HIQIIMOCOH,

OepkeM KypMu,

ynMmu... [3enkapuai, 6. 290].

Caranysbl, HOQPITIIC XaIOTTIre JIMPUK Tepoi
SIIIIQCUITOTE KYPCHEUUIOpHE Y3ropTd  anMaynaH
TaXH3JIeK OacKbIUbIHA KIS, JIMpUK repoil xamote
TYKTayChI3 OMIIOHTOH, ©3JIEKCE3 XOPOKITTo OyiraH
JKup, ucke TONMMHKS o0pas3aphl IPAOMEHID aublia,
WCKE TOINUHKS JIMPUK T€PONHBIH IICUXOJIOTHK SIIIIe
OeyloH OHMOJIOTHK slle apachIHIArbl aepMaHbl Ja
KuTkepa. llIureipe axwipia y3 Yapachl3JIbITBIH
aHyiaraH JIMPUK TEPOMHBIH NIYIIBI XajoTe ©4eH
olIoHo-THpooreNopaoH  radyy yTeHye OeloH
KalMar ajibIHa.

OJiere THII JIMPUK repoit anra taba CesoiiMaH,
P. Aiimor, JI. ['eiii0amyninuHa MIHTBPUATEHD
nmoBaM wtrd. CenoiiMaHHBIH JIMPUK TEpPOCHA,
TOMYMOH, XHC-KHYEPCIJIOPHEH XaOTHK TIpTHOE,
33JICKCE3JICK, Oep YMKTOH KalMa-Kapiibl OyJraH
WKEHYECCHD TallUIaHy ChIH(aThI KouJle:

An-aybIk, Kapanrsr —
Arm-ak, Smay.
SAn-aKThI — I'omep Oye TapThiIaObI3
O AUYEBIKIBIKKA,
Byranubik, AKJIBIKKA,
Kan-kapa, SIKTBUIBIKKA
[Cenaiiman, 6. 109].
P.  AWMOT WIMTBIPBIOPEHAD A9  XaOTHK

AIIOCINTOTe JIMPUK TEepoil XaloTe aH arblIibl
SAPAOMEHJd CYPOTIOH?. JIMCrapMOHMK SILIQEIITd
0oxeT TarnMaraH JMPUK repoid, Oy XajaoT-sIoenrHe
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Y3ropTo anMaBbIH aHJall, KEIIeNopJoH YWTIIOMI
(«Munr  xwupmopro  Temrem», 2001), XbIsa
TOHBSCHIHA F0JT ana («331momare3 Muaey, 2000).
[loctMonepH 237MOHYIOP OKPEHJION  IIIOXEC
KOHIICTIIMSICEHHOH MOJTHK SICCHUTBIKKA KY4d Oapa.
J. 3ahmmynimaa OWIreNnsn YTKOHYS, MOHIBIN
OCOpJIOPIS NIOHBSHBI, SIIOCIIHE KaTiaylsl OepOe-
TEH, TeaTpalb TaMallla UTEN CYPITISPro OMTHLUTY,
KEMENJIOY ICTETHKACHI (MOTUBJIAPHBIH KEMEIJIOM
aysl), KYMBSIKIBUIBIK hom (parmeHTapisik Kype-
HeINuIape ypuid ana [3aruaymuna, 2017, c. 190].
Onere ampiMHap Oenon JI. ['eritbamymimaa
IMIUTBIPRIOPEHAD odpamadse3. MoacomoH, «bep
KaphbIllika — Oep JKaH, Oep Kaphblllika — MeJIESPIMd
TyJBl MH3TEN O6apbl» OaliaMbl acThIHA TYIUIAHTaH
MIUTHIPBIOPTS KabaTiay ACTETHKAChl Xac, Oep YK
3JIEMEHTIIApHBI, 00pa3IapHbl KadaTiiay ssHa MOI'bHO
OOTCHIICKIIOPEHS aJIbII YbITa, HILTIO3USIIE CypaTIie-
JIeK, D3JIEKIIe, TO3EK KOMIO3UIUSIOH KUTY Chiiida-
THI KypeHo. lllarsliipoHeH murspu Teiae o0pasibl,
yJ1 KWUH KYJUIaHBUIBIIITAr bl O6pa3ﬂaprI sSTHa
MOT'BbHOBH OOTEHJIEKIIOPEHS alblll  4bra, Oep-
0epCceHo TOHIQJUISIIMOTSH OOpa3NapHBl  SHOIIO
Kyerl, 00pa3iapHbIH MOI'bHOBH YHKIIOPEH KUHOWUTO.
Hokbp mymsl ceiiidarinap Tepie OacKblYTarkbl
MOX9009T TOMIBICEIH — MiIahu MOXJ009THE, COMIoH
apra Moxo009THE, MUUIOTKS MOX9009THE CypaT-
JIOpro MeMKUHIIEK Oupa. Llyibel Musreiiopue Oep

KapblllIKa OKbIsI airaH KeIle >KaHbl IOTapsl
kyropemd. IUlymer yk y3eHuonek «by rasam
CarpllliTaH sIpajraH» MIMTBIPEHId A9  KY3rd

TalUlaHa, aKk, Kapa oOpasiapbiH KabaTiay Tepie
MOTbHO OOTCHJIEKIOPEHD aJIbIll YBITApPJIbIK HTEI
KOpbIJIa, SIISEIITore hop KBIMMMOTHEH WILTIO3HS
OyJTyBI JQJIMJIIOHD.

JIupUKIBIK  hoM CHMBOJIMK — CYpPOTIICICKKD,
JIETANBJISIITEPYTd, HHTEPTEKCTyallb OoWIIoHEIII-
nopre OMTBUIbII M. MUHHYIUIHHA MKATHIHBIH 12
y3oreHao Topa. IIMrbIpbIopeHeH HCEeMHOpE YK

Koulle TO3WIHANS aepeiM  (pparMeHTIapaaH
JKbIENITaH MOTbHOHE TerajutomTepen Oapa. [lym yk
BAaKBITTa IIUTHIPh HCEMHOPCHI® AaCMOI'BHOID

umaps sicajga, hom em KblHa IIyJd HCEM 9cap
CTPYKTypachlHa SIIIEPEHTOH JOMHHAHTa MOI'bHOHE
TerayiamTepen Kys. Mucan edeH, «bo3ibl TOpa3ago
OapMak 93€» IUUTBIPEHAS TaldTH  TOPMBIII
KapTHHAChl Tepres3eno: JHPUK repoil mohopHe
KY39T9. THITUK MO3auK CypaTJIeNeK ypHaIThIphLIa:
KbIllI, o0M OHBITBIHA O€KOall OJMIIM, MoUYeT
KapIlbIHAa Oep Up 6€HHOH TOHre Iohopra YbITHII
foraa.  Oere  ¢parMeHtrap,  acpbIM-aepbIM
TE3ENTOH JIETAILJISP WH COHIBl MKE IOJJIa aBTOP
¢dukepeH Gopmanamteipa:
Tonsixana 6apa mohap...
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TBHIHBIH, OeJloH
[Munnyamuma, 6. 13].

ABTOp (uKepeHds, hop kemne y3 THPIJIEreH y3e
OynapIpa, Iy THPAJIEKTS Sy MOIBHOCEH 19 Y3€
Owmnreny, sAIeH KeOeK SUITBIPAIT YTKOH SIIOCIIT Y3
YpBIHBIH Y3€ Owmnrenu, OapMak 53e¢ OHO IIMyHA
WIIAPIIIH.

3. BaiinazapoBusig «be3» (2014) mursiperns
o oxXmam oO0pasimbUIBIK hoM MOTHB YarbUTBIII
taba. ['oMymoH, Oy smIb MArslipbHEH WKATHIH/AA
00pa3nbl CypaTHEH Kewie Oyiybl Ky3ra TalllaHa,
yII KaTJiaylbl, KOTEIIMOTOH SHOIIAIEKISp spara
(MocomoH, «KedkeHo MOrbHOCE3JICK»), KOMITO3H-
UOH allbIMHApAaH CHPIK MOPIKIraTh UTEId TOp-
raH MOHTaXX JIBIMBIH OTBILUTBI KyJIaHa. MacaoH,
«MYKJIOHTOH [UBapiiap JKbUIBICHIH KBI3TaHIIBDY
(2014) mWrBIpeHA® YKY4Ybl TBITBI3 CYpPITJIENEK
OeToH oupala, MYKIOHT9H AUBap, OACIOHTOH UPEH
keOek snuTeT-MeTadopanap MoxXa009THEH CaTKbIH-
JIBITBIH )KUTKEPY IOJBIHAA (DalianaHbIIa.

ACCOIMAaTHB CYpOTIIEIIEKKd OMTBUITAH 9CIPIIop
P. Xapuc mwxarbiHaa na ypblH ana. Mucan euyeH,

KbIJIBITMAaCaH Arap

KYNKaTiaamibl, Kyo  MOrbHoIe  MeTadOpHK-
CHUMBOJIUK CYpPOTJIENEKKd KOPBUITaH, YKYYbIHBIH
Y3€H YUIIOPT KaJIABIpbUITaH HIUTBPU
TaOBIILIMaKJIAPHBI XOTEPIITKAH, J3epIeKIe

YKyubIra IOHINTENTr9H «Kapa Tyropok» IIHTBIPEHd
KY3 TalllJacaK, COHrAaTH YapalaplaH KOTEIMOIOH

OopbuIBILILIAD, KaTJIayJibl YarslITEIPYIap,
CBIHJIAHABIPY, SHOIIO Kyl0, O€p KypeHEIIHEeH
MOTBHOCEH  MKEHYECEHHOH  Taly, eueHudece

apaoMeHe auy — P. XapucHBIH JTUPUK (QUKEPIIOY
y3eH4onere — Oy IIWTBIPHIS A9 aKTyallb OYJIBII
KanmybIH Kypa0e3. ursippae Manesuunsie «Kapa
KBaJ[paT»bIHAArBl CYPITIIENIEK HIMTBpU MeTadopa
ponieH OamikapeIn, Kapa, smiena, capsl hom an
CBI3BIKJIAP  AIIOCIIHE, Kelle TOPMBIIIBIHAATBI
aepplM  MH3TEIUIOpHE  OosUIoy  IOTapbUIbITBIHA
KkyTopens. Kapa / unkcesnek sHomISMere ama aBTop
MOHTEJIeKHE TOTaIUISIITePs, MoHrenek / Qanu
KapIIbUIBITBIHBIH YUTeH akbul Omnrenu. Lareiipb
¢buxepeHuo, Kelie SITIQEIII JTOBaMBIHA
MOHTEJIEKTOH KHJIETI, ©3JIEKCe3 TOCTd, aKbUl OelloH
TaHpI-Oenenn  OynIMBIA ~ TOpraH  MOHTEIEKKD
OMTBIJIA, WIYIIBl OMTBUIBIII KeIle TOPMBIIIBIH/IA
TYTOpPOKHE Xacwyl HTO. ACCOIMATHUB CypITIIENeK
ama smoemks (kuhan) hoM >KHp TOPMBIIIBIHA,
Kemera 0os1 Oupy OMTBUIBINIBI  CeoiMaHHbIH
«Tarap Ouerenas Tarap Oanacel», «KanaTiapHsl
— Kaypblil KaJloM HTTeM» KeOeK IIUTBIPBISPEHD,
«OranmpIp KyK 0y MHU3TeI MIUTHIPHISP 09HIIOMEHD
TYIUIaHTaH YPHOKIOpeH 19 h.0. keuse yarpiia.
Xazepre TaTap Mmol33WsAce XaHp TpaHchopma-
musice,  SHAPBINIBI  ATBIHHAH ~ Ja  KOJIAWJIbl,
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MaciuTalOnbl 3370HYNSp anbim Oapa. By skran
aepyda mosMa KaHpHI y3eHJasIekae. bep Tepkem
rmosMaliap Tatap molsmsiceHmo XX ie3 OambrHHAH
®. Kopum, C. Xokum h.0. TapadeiHHan ycrepens
KWJITOH TPaJUNMOH CTUIIBHE JIOBaM MTEIN MoiaHTa
ypira. P. MunHyumHHEBIH «Cero», @. ['briioxes-
HbIH «Mcke Kazan — Kupmon nurese», P. Bonuesa-
HBIH <«SIpansl s3Meim» h.6. mosmanapaa aMpHK
repoil XMKOsUIoyde, XHC-KHYEpeIIHEe >KUTKepyde
¢byHKIMSICEH anma, Tere SAKd Oy  TOPMBIII
BaKbIUTAChl, MOX000OT XUC-KHUEPEITHEH Co000eHd
oBepena. MacanoH, P. BonueBaHblH mosMachiHIa
JIUPUK TEPOHHBIH OpHY XHUCeHO Mupxotimop OeinoH
lNenHKMCaHBIH MOX900OT TApUXBI, CYTHINI (haxKurace
cobonm Tecen ainca, P. MunnymwmuHHBIH «Cero
1oIeDy ocope Cero, MoXo009T KUYEpeml CHI3BITBIH
ocop Oyena ycrepenm Oapa, KEIICHEH SIIOCII
10JIbIHA Xac chliiaTiap Moxo009TKd 0os1 OMpYTa
oHaNITENd. M. Mup3aHblH CYrbIll  TE€MachlHA
S3BUTBIT, Oep TachIPIBIK TApUXHBI Y3 24YEHO ajlraH
«Keiceip Napud» mosma-keriiccacsl COHIHI eiapaa
aKTyaJIbJIETeH OTajTa TOeIIKSH CYTBIII TeMachlHA
S3BUITAH  TOAMalap  POTEH  TYJIBUIAHIBIPYHI
SITBIHHAH J1a UThTUOAPTa JTacK.

CoHrsl emnapia MoWJaHTa 4YbIKKaH HMKEHYE
TOPKEM TaTap IMOSMaJapbIHBIH TOI XacHATe OyJIbII
TepJie KaTJaMHapHBIH CHHTE3bIHA OMTBUIBIII TOPA.
KatnmamuapublHy = Oepro  KyWIbUTybIHA — 9A00H
TeKCTHBIH Y3 DJ4YeHJo Oamika TeKcTiap OeloH
acconpanusce ama — HHTEPTEKCTYANbJIEK SpJIo-
MeHo mpemend. Moconon, . MUHHYIIMHAHBIH
«OTYKoH KHMpeHId yT sHa» (2014) mnosmackel
IIYHIBIA KaTJaMHAPHBIH CHHTE3bl TOCEHIId FIKAT
UTeNToH. JloynoTueNeKkHe IoTanTy BaKblranapel
OenmoH Ooilyie xanblk (QaKurace Tepie KaTiiaM-
HAapHBIH CHHTE3bl, MHTEPTEKCT aJbIMHApHl aiia
Tepresend. P. Xapuc mosmanapbl HMHTEIUIEKTYasb
anbIMHap OeJoH OaeThUIBII MOMAaHTa Yblra. AHBIH
«I3a Gammal» (2017) tpakrar-osmacsl Qancopu
9YTOJEK OCNIOH OpeTend, IIarblipb, MIHUTBIPb, S3Y
reIii0apaope ocopHeH OyeHHaH-OyeHa yHHATbBLIA,
mysiap ama Temn Qancohu (GUKEpIdp KUTKEPEId
Oapa: IIUTBIpb HAMYC, 9XJIAK, IMaH, PyXH HBIKJIBIK,
XalIKbIHHBI SpaTy KeOeK WH orapbl Hjeaiap
XaKbIH/Ia OyJIbIpra, IIyJiapra Xe3MoT UTIPTad THETI.
P. XapucubeiH «Y0a» (2017) mosmacsl CTPYKTYp
SAKTaH Tepjie KaTJIaMHApHBIH CHHTE3BbIH TOIIKHI
UTS. Y CHHTE3 COSICH-MHU(OJIOTHK JEeTaIblIap,
fonbamysl  00pa3bl  ama Tepre3eiroH  CoscH-
WKTUMarelii QpukepiopHe — uaeosorust ham kermie
SI3MBIIIBI, CHCTEMa KUTEProH (axkura, XaibIK
Kn4yeproH ¢axurane, hom 1myHa Odiiie TyraH
¢doscopn  MochonmaNOpHE — SOy  MArbHACE,
KellIeJIeKIIeIeK YpHare kebek mpolieMaiapHbl Oep
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9COp UMKIIOPEHI® Kyllapra MOMKHHIIEK OHpa.
KarmamaapusiH  Gepro  KymIbUTyblHA 9700
TeKCTHBIH V3 DUYeHIo Oamka TeKcTiaap OenoH
acconuanusice  ama —  HMHTEePTEKCTYyallbJeK
sipaoMeHe upewend. Hlarsliips acop TyKbIMachlHa
CraguH TypBIHOATBl KBIP TEKCTIAPBIH, COACH
JIO3YHT JOPIKICCHD KYJUIAHBUITAH ThIHOapaopHe
KepTell ypHAIITHIpa, JHUPUK TEPOMHBIH 3JYKe
KapIIBUTBITBIH, MHUGHBL JKAMEPY  albIMHAPBIH
datimamana. ['YJIAI tepmonopenmo xKodaaaHsIpra
MOXKOYp TpPakTOpHCT hoM KeHJSII aBbUIAlIbIHA
Oofine crokeT — OepeHUe BakbIiTamap KaTiaMbIH
ThIHA TOIIKWI UTS. MIKeHUen acconmaTuB KaTtaamaa
Iarelips 1yl 4Yop (akuraceHeH KemIenap
SA3MBIIIBIHA ~ TOICHPE, VY  KaHIbl  eJUIApHBIH
OybIHHAp XOTEpPEeHI® CaKJaHybl TYpPBIHIA CY3
Oamuterii. Lllyna Ooitme TocTo Y06a o0pasbl naa
KaTJayiabl CHMBOJMK OOTEHJICK CTaTYChIH ana: Yi
aepbeIM Kellle TOPMBIIIBIHAArE! yoanapan Oamurarl,
WI, TapuxX YOHTBULIAPHI, XdTEp TOIKEIope,
HIOMJIBI  (haXKUTAJIOp TUpPAHJere OyJbin  KaOyi
utends. @. TapxaHoBaHbIH «XaJaKbIM MHUHEM»
(2017) TpunTHXBI 1a TaTap MOA3UACCHEH JKaHPIBIK
YUKIOpEH KHHOUTS. Tpuntux >xaHp Qopmacsl,
ragoTTod, ypTak wuuesi, ¢QUKep TUPICEHS 04
mureippHe OepromTeps. @. TapxaHoBaHBIH ocope
mo «Pyx Bo umam», «MoH», «Tem» kebek ou
Oynekko TymiaHa, OMMa Oy OyJeHEIIHEH 34Ke
JIOTUKACHl CYOBEKTHB KaTiaMja adblia hom omere
4 TOIEHYS MUWILIOT CarblHAa TOPYYbl, TaTapHbBI
TaTap UTY4e WH Tel chlii(ariap keOek OMIrenoHs.

Tarap no33umsicenas 1990 emnmapnan con P.
laram ycrepen ampin OapraH TpagulHsUIIOpPHE
JIoBaM WTEM, KOHUBITHII IIUTbPH TEKCTIApbIHA
OXIIATHIN CTHIILJISIITEPY, TPAHCHOPMAIHAIOY SKH
IIOPKBIH JKaHPIAPHBI TEPre3y JoBaM HTS.

MacanaH, ©. Carrap poOarsliiapsl CTPYKTYp
SAKTaH KOHYBITHIII OA00M TPaJHIUsIIOPEHISreud
Te3emd. ABTOpHBIH hop poOarbieHna, IISPKBINA
TPAIUIUSIIOPTS Xac OynraHYa, oXJaKbld MOChAIo-
JIOp Y39KKS KyeJa; HKTHUMAarklii-Colraib KaHyHHAp
na Qoncodu-3TUK SICCHUIBIKTA XYIUIAaHA SIKH KHPE
Karbula, PyXH, 9XJIaKbIi SHAPHIILIKA OHJIOY MOTHUBBI
kewrte sHrelpam ama. @. JloymorOaeBHBIH
IYpThIOJIBIKIAphl na, P. UausatymnuaasiH «Top-
Mmpia» hom /1. TapudyniauHHBIH AypTHIOJUIBIKIAP
OoiimomMe 19 XMKMOT hom polarblii s>kaHpiapbIHa
CTUIIM3AINA OyJapak KadyJ UTeo.

M. Mup3a wxateiHIa, «AmoM —Oamackl»
IIMTBIPBISP — LMKIBIHBIH ~— JIOBaMbl  OyJIbII,
OWIIBIOITBIKIIAP KaHp (opmackl KabaTr MoWgaHra
YbITa. KenusIrbIm HIATBPHUSTEH/ID KWH
KyJUIaHbUITaH, MWIHM  WUrepusaTre  «Tydan
ctpodacel» Oynapak KalblIUIAlKaH hoM JIMPHK
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repoll KHuepeleH, aBTop (UKepeH, TEKCTIAPHBIH
SHTBIPAIIBIH, KOCH, XHCCH TOICHPEH >KUTKEPYTd
163 TOTKaH OWIIBIOJUIBIKHEI M. Mup3a OeTeHioi
y3ra ¢dopma wuren Te3yra wupemd. Mokanb-
OWTEeMHOp KyIUIaHY, IIMTHIPh IOJUIAPBIH XUKMOTIIE
CY3 OWTY TpaJWIMACCHASIEYd TO3eprd OMTHLLY,
Y3€HO TeHO Xac OWMK HEUYKd HPOHHATD, TOPTMAIE
KUHAsITO MOPIKOTraTh HUTY — OapbiChl Ja aHBIH
Y3TJIereH, OPUTHHAIIBICTEH TOOMUH HUTI:

TreienrannaH Teiea 0ero0es3,

AHa ceTe OeloH KYHTOHOE3.

VYpTak BaTaH ©ueH, KUPIK UKOH,

OsxMaxTaH ToMyTKa Kepabes, -

Iynnpiit  OaTelp, WWIyHABIH KyHASM 0e3?!
[Mup3a, 6. 20]

lllyHa nma amap IISOPKBIA OWIIBIOIUTBIKIAPHBI
CTHJIBJIOIITEPY KeOEeK Tyrel, TaTap IIUTbPUATE
©UCH Y3Td JKaHp Gopmack! Oynapak KaOy UTed.

Ten HITHAKIJIIP

1. XXI racelp Oambl MUTBPUATEHAS OapraH
I3JIOHYIAP, IUTANEK STBIHHAH OUTPoK, popma hom
[IoXeC KOHIeNHAce OMpeNenieHs Kowre OyIIbIIL,
TONl  MarucTpajlb  IOJNHBI ~ CaKjiaraH  XolJo,
HIMTBPUSTHE Op-SHA YCEll CYKMAakKJIapblHa ajbll
9pITa.

2. PeanmncTuK 9copiopAd TOHKBIAAM Oamiian-
TBIYHBIH KOUOIE, MWIUIM TEMAaTHKAHBIH aKTUB-
JBITBI, TPOKIOAHJIBIK IO3MLUACEHEH W)XTUMAarblid
(doncopo Oemon Oarobl Ky3oTenms. by ¢dukep-
MOTHUBIAp, O€p SKTaH, TOPMBIIITATbl XaKCHI3ITBIKHEI
Kypen-aHyan Ta, TyphlIaH-TYpbl Kaplibl Yblrapra
Y3€HII9 Ked TanMaraH, y3-y3e OelloH KapIIbUIBIKTA,
94Ke OOpUYBLIY XalloTEHJId SIdydYe, UKCHYE SKTaH,
JIOHBSIHBI  Y3TOpTY Tenore OeNoH SHraH, aKTHB
TOPMBIII HO3ULUAICEHd MW, TBIHCHAHYBI JIMPHUK
repod  KOHUENUIMSCE amia dYarbuielll  Tada.
Toukbliiin OdsiHE JKUTKEPYId 64 990U aJibiM —
SIIepeH  3uToNeK,  Aemudonormszanus — hom
HWHTEPTEKCTYyalbJIeK aKTHBJIALIA.

3. PomanTtuk acopiapns dancadu roMyMHISII-
TEPYJIop, AIOY MOTBHICEHd, SAMIOY KBIMMMOTEHO
MOHIC00TIIE yiiTaHynap, JUHA MOTHBJIAp Kedse
OyJbill Kana, IIyHa Ooiie ¢oncopu TUPUKaHBIH
AKTHUBIAIIYBI, OCTETUK (QYHKIMSIHEH KOYJHe
KYpeHo. MOHBIN 9COpIIopAd JUPUK Iepoil AIIoent
KBIAMMOTIIOpEH d3iayde ¢unocod, Oail KyHen
JIOHBSICBIHA UST 3CTET OyJBIN (OpMAaNanibIl KHUT.
PoMaHTHK mKaT YpHOKJIOpPE MOITHK SICCHUIBIKTA
KOHUBITHIII ~ CHUMBOJIMK  00pa3-AeTallbIdpeHeH
AKTHBIIBITHI, (OIBKIOP 00pa3IapblHbIH SHAPBIIIEI,
XaJIBIK JKbIpJIapbIHA Xac YIIMOMHOP/SH Qaiinanany,
XaJBIK  OKbIpJIapblHA ~ OXIUATBII  CTHJIBJISIITEPY
KypeHellie 0elloH XxapakTepliaHa.
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4. IocTpeanucTHK TyJIKBIHAA S3BUITaH 9CIPIIop
TpaXKJIaHJIBIK JTMPUKACHIHA Y3TOPEILIOp ATbI KUIID,
MOHJIBIN YPHOKJIOPJ® TPAKIAHIBIK TO3UIHSICEHEH
¢doncopunex  OETOH  KYIIBUTYBl — JUTOJICKHE
TUpaHOUTS. ITlocTMONlepH anbIMHAPBIHBIH MUJUIA
OmoOMATKAa THPOHPOK  yTem  Kepye, ¢dopma
93JIOHYJIOpE, TUPUK TePOH — MUIIJIOT YBLIOBIPHIHBIH
y3rapenie TpakIaHjbIK JIUPUKACH YPHOKISPEHID
JUPHUK TePOH KOHIICTITHACEH Y3rapTo. 1990 emmap
NIMCBPUATEHIO MWDIOT 0oXeTe ©YeH KOPJIIKD
KYTOPEIroH, MHUIH JKaHJbl JHPUK TepOd THOBI
KYJUTAHBLTY JIOBaM HMTCO 19, YOP MIMI'BPHSITE aHbIH
siHa MOAM(MUKAIMICEH KYTopen ublra. by nHpuk
repol, Oep sSKTaH, Y3 MWIUIOTEHEH Oep YIbl
Oymapak dbBITHIII SICBIA, WKEHYE SIKTaH, Y3€H
«aephIll  Kyem», CHUTYallUsHEe <«UIUTTOH» OOsIIoy
10JIbIHA Oaca.

5. TlocTMOOEPHUCTUK 33JIOHYJIOp TOPTUIICE3
TOPMBIIITA SIKTBUIBIK TamMmaraH ITUPUK TepoiiiaH
OamuIaHbI KUTEH, JOHBSIHBI, SIIOCIIHE KATIayJibl
OcepOeTeH, TeaTpajb TaMallla HTEN CYpPITIIOPIa
OMTBITY, JKEMEJIJY 3CTETUKAChI (MOTHBIAPHBIH
JKEMEIION alyhl), KYITbAKIBUTBIK hom dparmenTtap-
JIBIK, aCCONMATHUBIIBIK OCJIOH XapaKTepiaHa.

Homrax

Humok, XXI racelp Oamibl mumrspusaTe Gopma
OITKOCEH/IO KUTIH I3JIOHYJIOp aJiblll OapbUIraH yop
Oyrnapak OWITENoHo ana. OJere I3IOHYIISP Xa0THK
TOPMBIIITA SIKTBUIBIK TamMmaraH JIMPUK TepoiiiaH
OaluIaHBI KUTS, JOHBSHBI, SIMIOCIIHE KaTiayJibl
OepOeTeH, TeaTpajb TaMalla HTEN CYpPITIIOPIa
OMTBITY, MXEMEJIJY O3CTETUKAchl (MOTHBIAPHBIH
JKEMEJIION aTybl), KYIbKIBbUIBIK hom (parmenTap-
JIBIK, ACCOIMATHBIIBIK OEJoH XapakTepiaHa. OHO
mrynaii XXI racelp Oamibl MIMTBPUATEHIS OapraH
I3JIOHYIISP, IUTAIIEK SITBIHHAH OUTpaK, Gopma hom
HI9xXec KOHIIETIUsIce OMpelNeneH1d Keuse OybIm,
TONl MarucTpajib IOJHBI CakjaraH Xojlo, IIUTb-
PUSTHE 6p-sIHa YCell CyKMaKJIapblHa ajblll YbITa.

OII0HAT

Auimam P. hopbep mmsrene msre // Kazan ytiapsl
2017. Ne 12. B. 76-79.

bopyxos b. BBenenue B MOTHUBHPYIOLIYIO MO3TUKY
// ®dunonoruyeckas repMeHEBTHKA M 00IIasi CTHIINCTH-
ka. TBeps: M3n-Bo TBepckoro yu-Ta, 1992. C. 5 - 28

Tanuee M. Upinam Tay na, y3oH 190 0e3 // Kazan yt-
mapsl. 2014. Ne 4. 68 6.

T'anues M. Cy xapreimbl. Kazan: Tartap. Kurt.
Homip., 2018. 158 6.

TI'ambop H. Slmoy tambipsl. Kaszan: Tarap. kur.
Homip., 2007. 351 6.

3acuoynnuna /[.®. Tarapckas moasus pydexa XX-
XXI BexoB (1986 — 2015 rr.): acTeTHYECKHE OPUEHTUPEI
u xypoxecTBeHHble Toucku. Kazans: ®su, 2017. 268 c.



TATARICA: LITERATURE

3acudynauna J[.®. Tarapckas nureparypa XX —
Hay. XXI B.: «MATKOCTb» MOJAEPHHU3MAa-aBaHIapAad-
mocTMOIepHI3Ma (K TOCTaHOBKe mpoOiiemsl). KaszaHb:
WS1IIN, 2020. 256 c.

3oti0yana P. ABaz // Kazan yrmapsr. 2017. Ne 5. B.
10.

3o2ti0yana P. YOn // Kazan ytmapsr. 2017. Ne 5. B. 6.

3eaxapnai JI. MoHTrenekToH nco Xuil... Kazan: Ta-
Tap. KuT. Homp., 2013. 290 6.

Munnynnuna M. Kyx tupmoce. Kazan: Tarap. xur.
Homp., 2011. 47 6.

Mupsa M. bepysemo Oep nunre3. Kaszan: Tarap.
KWT. Homp., 2016. 222 6.

CoBpemenHast pycckas aureparypa (1990-e rr. —
Havgasmo XXI B.). / C.H. Tumuna, B.E. Bacwises, O.10.
Boponwnna u ap. CII6.: «Axkagemus», 2005. 352 c.

Conaiiman. Cytena yowmraxk... Kazan: Tatap. kur.
Homp., 2011. 209 6.

Tapxanosa @. Kanka // Kazan yrmapsr. 2017. Ne5.
b. 99.

TepMHHONOTUSI ~ COBPEMEHHOI'O  3apyOeKHOTO
mutepatyposenenusd. (Crpansl 3amagHodt EBpomsl u
CIIA) / ots. pen.: Unsun W.IL., Lypranosa E.A. M.:
WHHNOH, 1992. 218 c.

KOcynosa H.M. 2017 Hue enma TtaTap MUTBPUATE:
CTHIIB TeHACHNOUsUIope hom skaupiap yceme / ®oHHH
Tarapcran. 2018. Ne 1. B. 66-75.

KOcynosa H.M., Hbopacumos M.HM. CoBpemeHHas
Tarapckass nol3us / HanuoHaneHBIE JUTEpATYpEHI
pecniyonuk [ToBomkest (1980 — 2010 rr.). bapnaymn,
2012.C. 118-123.

Latypova A.V., Sayfulina F.S., Sheyanova S.V.
Genre paradigm features in R. Idiatullin's poetry /
Turismo: Estudos &Praticas (UERN), Mossord/RN,
Caderno Suplementar. 2019. T. 1. Pp.1-7.

Latypova A., Khabutdinova M., Zakirzyanov A. The
question about ethnic identity of the modern tatar poets
of the republic of Bashkortostan (based on the lyrics of
Maris Nazirov) / The Turkish Online Journal of Design,
Art and Communica-tion. TOJDAC. April 2017.
Special Edition. Pp. 917 — 921.

TATAPCKAS 110331 HAYAJIA XXI BEKA:
TPAIUIINUUN U ITYTU OBHOBJIEHUA

Hyp¢us Mapcosna IOcynosa,

Kazanckuii ¢penepanbHblii yHUBEPCHUTET,
Poccus, 420008, r. Kazauns, yn. Kpemnesckas, a. 18,
faikovich@mail.ru.

B craTtbe Ha OCHOBe aHaJIM3a CTUXOTBOPEHUIL, CO3/IaHHBIX B IOCIIETHHUE T'ObI, PACKPBIBAIOTCS KITIO-
4YeBbIE TEHJCHLIUU B Pa3BUTUU COBPEMEHHOM TaTaAPCKOM 11033UH, BBISBICHA POJIb TPAJULIUK B HEMH, OIIpe-
JIeTIeHBl ITyTH O0OHOBIeHMs. HekoTopsle U3 mpousBeeHUI BBOIITCSA B HaydHBIH 000poT BrepBeie. Ha
OCHOBE TePMEHEBTHUECKOTO aHAN3a ONPE/IeNAeTCs] MECTO IMTO3TOB M MX NMPOU3BEICHUH B JINTEPATYPHOM
IIPOIIeCCe, BBISBICHBI UX OTKPBITHA U HAXOAKH B 00JACTH MO3THKH, OXaPaKTEPU30BAHBI MIEPEKUBAEMbIC
TaTapcKoil Mo33uel M3MEeHeHHsA. B 3TOM COCTOMT aKTyaJbHOCTh M HOBH3HA TAHHOTO HCCIEAOBAHUS.
Lenp uccnenoBanusi — BBISABUTH KIIOUEBbIE TEHACHLUUH B COBPEMEHHOM TaTapCKOM MO33UMM Ha OCHOBE
M3YyYEHUs] KOHUENLMHU JIMYHOCTH, TBOPUECKOTO HAIPABJICHUS, CUCTEMBI KaHPOB, TPAJAULMI B TEMATUKE
1 npoOieMaTrke B 00JIACTH TOATUKHU U ITyTe X OOHOBIEHMS. J[0Ka3aHO, 9TO B PEaTMCTHYECKHUX TIPO-
W3BEJICHUAX YCHJIMBACTCsS KPHUTHUYECKAs COCTaBIIAIONIAs, IPeoOiagalonield CTAaHOBUTCS HallMOHAJbHAS
TEMaTHKa, TPaXXTAHCKas IMO3WIHUSA PACKPHIBACTCS B (PHIOCOPCKOM KITFOUe, OOHOBIICTCS KOHIICTIIIHS
JUYHOCTH. YTOOBI JOHECTH JI0 YUTATEIeH CBOIO KPUTHUYECKYIO OLIEHKY, MOATHI MPHOEraroT K MHOCKa3a-
HUIO, IeMHU(OJIOTU3AIMA U WHTEPTEKCTYaIbHOCTH. BBISBIICHA B3aMMOOOYCIOBICHHOCTH OOHOBIICHHS
CHUCTEMBI KaHPOB, (POPM, KOHIETINU JTUYHOCTH B TaTAPCKOW IMO33HMU C yrirydJaeHHeM (Guiocopckoro
Hayayia B IPpakJaHCKOW MO3UIMHK TIocTpeann3Ma. B paMkax mMOCTMOIEPHUCTCKIX SKCIEPIMEHTOB TTO3THI
obpararoTest K n300paKeHUI0 JIEMPECCUBHOTO ()OHA COBPEMEHHOH KHM3HH, K MO3aWYHOCTH JCTETHUE-
ckux (GopM, B Iepefade CoAepKaHus NPUICPKUBAIOTCS «UTPOBOT0» OTHOIICHHS K AEHCTBUTEIHHOCTH,
YTO MPHUBOAUT K CMEIICHHUIO MTO3TUUYECKOTO SA3bIKA. [{JI1 pOMaHTHYECKUX MTPOU3BEJEHUI XapaKTEpHO Y-
nmy6neHue (UI0CO(PCKOro Hayaia, pPeMIMO3HBIX MOTHBOB, NMPE00JIaJaHie Pa3MBIIUICHUN O Helpexo-
JUIIUX LIEHHOCTSAX JKU3HU, I3MEHEHUS B KOHLENIIUU TUYHOCTH, YCUJICHUE SCTETUYECKUX TOUCKOB.

KamoueBblie ciaoBa: COBPEMCEHHAd TaTapCKas IMO33UsA, KOHLCIIUA JHUPUYECKOI0 reposd, 06pa3,
JKaHp, JUTEPATYPHOC HAIIPABJICHUC, TOOTUYCCKUE MTPUCMBI.
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