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Introduction

The concept of motif is one of the most
developed and studied areas in literary studies. As
a literary concept, the motif originates from the
works of A. Veselovsky (1838-1906), written in
the late 19™ and early 20" centuries. In his work
“Typology of Plots and Motifs”, the scholar
presents the motif as an integral element of the
text; using folk literature works as an example, he
defines it as a small part of the plot. As the main
feature of the motif, the scholar indicates figurative
schematism, formed by the connection of constant
and changing fragments. This version of the motif
interpretation is also found in the works of B.
Tomashevsky. He defines the motif as an
indivisible part of a literary work. In literary
studies, the view of the motif as the smallest unit
of the plot is widespread [1, p. 594]. For example,
in fiction, motif such as the pursuit of love, love
triangles, misunderstanding between the hero and
the environment, the struggle between good and
evil, the desire to be happy, the search for the
meaning of life are found in various elements: in
the plot, in the presentation of characters, in
individual events, in conflicts, etc. Keywords in
poetry serve as motifs. A motif can be expressed in
one or more subjects in a work [2, p. 230].

Scholars define repetition as a common sign of
a motif. Through repetition in a writer’s work or in
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literature, motifs become a leitmotif. In a literary
work, both the leitmotif and the motif play an
important role in creating the secondary content
and the hidden meaning of the text. Along with
motifs that are repeated in world literature and are
transmitted in various literatures, there are also
motifs that are specific to certain literatures or the
art of words of a certain period. The war motif is
one of them. Although 80 years have passed since
the victory in the Great Patriotic War, this motif
has not lost its significance for Tatar literature;
over the years, writers have been approaching it
from a new perspective, depicting it from the
perspective of their times.

The reflection of the Great Patriotic War in
Tatar literature is found as an object of study in the
articles of the following scholars: D. F. Zagidullina
[3], N. M. Yusupova [4; 5], G. R. Gainullina [5; 6],
F. 1. Gabidullina [7], V. F. Makarova, G. F.
Kayumova [8] and others. In addition, A. Yu.
Khabutdinov and M. M. Khabutdinova [9], and L.
R. Nasykhova [10; 11] study the reflection of war
in journalistic material.

Methodological basis of the work
The methodological basis of this work, the
“motivated poetics” proposed by B. L. Borukhov
[13], is hermeneutic research [12]. In the course of
our study, we found it appropriate to rely on the
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conventional type of motivation from the cultural,
conventional, and mental types, identified in the
works of B. L. Borukhov. This type of motivation
suggests that literary texts appear in each era,
either obeying their laws or rejecting them.
Conventional motivation allows us to determine
the ways of development and the changes of the
war motif in Tatar poetry of the 20" century, the
specifics of its transformation. In the process of
writing the article, descriptive and axiological
methods were also used.

Discussion

In the poetry of the Great Patriotic War, the
war motif is the most active one, it occupies the
place of a leitmotif found in the work of every poet
and in various poetic genres. It triggers the
development of the following themes related to
this motif in Tatar poetry: calling the people to
fight (A. Yerikay “Sugyshka, iptashlar”, 1941),
inspiring their confidence in victory, swearing to
protect the country ( “Ant” by F. Karim, 1942;
“Tupchy anty” by M. Jalil, 1941; “Tugan il ochen”
by M. Khusain, 1941), instilling hatred towards the
enemy ( “Fashismga ulem!”by K. Najmi, 1941;
“Bashlandy” by Sh. Mudarris, 1941; “Kanga -
kan” by A. Ishaq, 1941), saying farewell to the
native land, expressing the longing associated with
seeing off a soldier to war, describing the tragedy
caused by farewell ( “Saubullashu kyry” by Sh.
Mannur, 1942; “Ozatu kyry” by G. Kutuy, 1942;
“Ozatu” by K. Najmi, 1942; “Songy tapkyr
karyym Idelga” by F. Karim, 1942), glorifying
heroism and confidence in victory (“Zemlyankada”
by Sh. Modarris, 1943; “Khat” by S. Hakim, 1942;
“Front yulynda” by A. Faizi, 1943; “Saper” by Sh.
Modarris, 1943), praising the heroic work of
women at the home front (“Hayat apa”, 1941;
“Sagynu khaty” by K. Najmi, 1942). The works
with the motif of war purposefully fulfilled the
function of agitating people, carrying the slogans
“For the Motherland!”, “For Victory!”, which is
why in the early days of the war, poetic works
were mainly of a journalistic nature, calling on the
people to rise up in a united struggle against the
enemy.

In poetry, the war motif leads to the revival of
the philosophy of life and death. On this wave, the
structure of poetic works was built on binary
oppositions: life/death, we/the enemy (“Okoptan
khat”, 1941; “Tupchi Anty” by M. Jalil, 1941,
etc.), native land/foreign land (“Shomyrt Kuagy,”
1942; “Bezda Yazdyr” by F. Karim, 1942; “Alman
ilenda” by M. Jalil, 1943, etc.), war/peace
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(“Karangyda gyna sugysh tyndy” by A. Erikai,
1942; “Chulpanga” by M. Jalil, 1941), etc.). The
goals, set for literature, led to the expression of the
philosophy of life and death through the formula
life — death — immortality, life was equated with a
struggle for the country, and death for the
homeland was equated with eternal life in the
hearts of the people of the country ( “Ayda,
zhyrym” , 1941; “Chulpanga”, 1941; “Hush,
akyllym” by M. Jalil, 1941; “Vatanym ochen”,
1942; “Soylar suzlar bik kup alar...” by F. Karim,
1942, etc.): Ulem turynda uylama (Do not think
about death), / llen turynda uyla (Think about your
country), / llen turynda uylasan (If you think about
your country), / Gomeren ozyn bula (Your life will
be long) [14, p. 170].

The strengthening of the war motif in Tatar
poetry of this period changes the image of the
lyrical hero: he emerges as a brave warrior fighting
for the freedom of the Motherland, ready to defend
it to the last drop of blood. The most dynamic,
ever-changing image of the Soviet myth — the
archetypal hero — in Tatar poetry of that period was
the warrior-hero, the soldier of the Motherland
who endured fire and water, not sparing even the
last drop of his blood for the fate of the country:
“Don’t think about yourself, think about the
country”. This type of lyrical hero is found in the
following poems: in Sh. Modarris’s “Tanysh
Kuak” (1942), “Zemlyankada”, “Sukyr Lampa”
(1943), in S. Hakim's “Khat” (1942), “Duslar”,
“Irtan”, “Urman” (1943), in A. Ishagq’s “Al
gitaranny, senel” (1943), in Sh. Mannur’s “Yal
minutlarinda”, “Yorak tipkan saen dasham ana”,
“Soldat monnary” (1943), in A. Yerikay’s “Utyr,
duskay, azrak serlasherbez” (1943), “Kyshky
kichta” (1944), in B. Rakhmet’s “Salam khaty”
(1943), in A. Faizi’s “Wagonda”, “Front yulinda”
(1943), etc. In addition, the lyrical hero is
presented here in various modifications — as a
hero-warrior and a hero-victim. In this regard, such
images as a fighter (a person entering the war), an
enemy (Hitler, a fascist, a robber) take on a stable
form in poetic works [15, p. 194]. For example, in
A. Faizi’s poem “Kisep tashla fashist tilchasen”
(1941), the following naturalistic image is used to
reveal the author’s attitude to the enemy: Beware,
do not let the abscess / reach the heart of the earth,
/ With your cruel hand quickly / Cut off the fascist
taint! [16, p. 47]. The similar feature is observed in
M. Jalil’s “Ayda, zhyrym” (1941), “Doshmanga

karshy” (1941), “Songy korashka” (1941),
“Tupchy anty” (1941)”, in F. Karim’s “Ant”
(1942), “Vatanym ochen” (1942), “Dingez
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yarynda” (1942), “Isa zhil” (1942), “Hanzhar”
(1943), in N. Bayan’s “Och borket” (1942), in S.
Hakim’s poems “Khat” (1942), “Koshlar” (1942),
“Frontovik” (1942), etc.

The war motif influenced the transformation
and diversity of Tatar poetry in poetic terms. While
describing the war, poets began to freely use
folkloric images such as songs, the native land,
spring, the gentle rain, the sun, light, flowers,
autumn, and apple trees. To this end, poets
developed and refined the trend of using traditional
oral folk images, which appeared in Tatar poetry in
the second half of the 1930s. The image of a
romantically depicted warrior was shown through
the images, conventions, and linguistic devices of
folk tales and epics. For instance, the image of the
warrior “straightening his chest facing the wind” in
Sh. Mannur’s poems “Kyr Kazlary” (1943) and
“Zhinu Baldagy” (1944) is one such example. This
phenomenon shows that national poetry was not
limited to socialist realism in its depiction of war,
but turned to classical foundations in its explora-
tions. In such poems as A. Faizi’s “Yoldyz”
(1942), “Bulak” (1942), “Bu yaz” (1943) and
“Kashtan chachak ata” (1944), G. Khuzi’s “Dnepr
dulkynnary”, “Sentyabr”, “Uchak yanynda” and
“Ul harkayda”, N. Arslanov’s “Avylda”, A.
Yunus’s “Yazgy toygy”, “Idel kyyasy” and “Soldat
yorage”, A. Ishaq’s “Koz” and “Kotyrynsyn bu-
ran”, S. Hakim’s “Uzanlekta zhillar uinap yori”
(1943) and “Urman” (1943-1944), Sh. Mannur’s
“Chachaklar ham snaryadlar” (1943) folklore ele-
ments are used to embody the heroic struggle of a
warrior-soldier, to reveal the inner world of a sol-
dier on the battlefield. In the following poems, tra-
ditional images, known from folk literature, are
used to convey the joy of a soldier leading the way
to victory: in Sh. Mannur’s “Tuplar gorli”, “Bez
kilabez kukrap”, “Sinen boyek isemen belan”
(1943), “Koyash bayeshyna” (1944), “Zhinu
baldagy” and “Uilar” (1945), in Sh. Mudarris’s
“Sevastopol”, "Smolenschina”, “Tantana”,
“Kinjabulat”, “Saper”, “Kitkanda” (1943), “Boyek
duslyk” and “Belarussiya” (1944), in B. Rakhmet’s
“Sinen khakyn bar” (1943), “Bezne kotalar”
(1944), in A. Yerikay’s “Ach kapkanny, Kyrym”
(1943), “Kutarik bokallarny” (1944), “...Och kon
inde, och ton tuktamyycha” (1944), in A. Faizi’s
“Bu yaz” (1943), “Kashtan chachak ata” (1944), in
S. Hakim’s “Kullar” (1942), “Khat” (1942),
“Garafi dus” (1944), “Kolyn” (1944), “Hozhum
aldynnan” (1945).

The tendency to use folkloric images with ro-
mantic content is especially active in lyrical and
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lyrical-epic works written after 1942. The image of
nature, developed from folklore, is used both to
create an artistic depiction of the lyrical hero’s
feelings, as a symbolic or allegorical image con-
veying philosophical reflections and the author’s
position, and as the embodiment of the war motif.
For example, in F. Karim’s poem “Bezda yazdyr”
(1942), the motif of war is revealed through the
opposition war/peace. The poet describes two
worlds — the fascists and the peaceful lands of our
country, contrasting them. In the poem, written in
the form of a letter-monologue, the image of spring
becomes a symbol of hope, renewal, a bright future
conveying the author’s attitude towards the war: /
announce by writing with lightning on the sky / The
one who has no spring — has no right to live! [17,
p- 63]. Through the image of spring, which is in
conflict with itself in the poem, F. Karim expresses
a generalized idea: this war destroys not only hu-
manity, but also beauty, the essence of nature. In
another poem “Sibali da Sibali” (1942), the image
of the autumn rain helps to reveal the feelings of
the lyrical hero, suffering from the grief of losing a
close friend in the battlefield. In the text of the po-
em, built on a mirror composition, the repetition of
the refrain “Sibali da Sibali (It keeps raining and
raining)”, the technique of comparison, tragic pa-
thos, the compositional technique of repetition,
unique metaphors-epithets — all these are a means
of raising the emotional level of the lyrical hero-
warrior, deepening the tragedy of war: We are bur-
ying our young comrade, / No one is speaking, /
Only rain on this autumn night / Keeps drizzling
and drizzling [17, p. 67].

In S. Hakim’s poem “A Foal” (1944), the fate
of a foal is meant to evoke various thoughts and
feelings in the reader: it helps explain the tragedy
of war, emphasizes that the sorrows caused by war
do not spare any living being, and it is read as a
tragedy of orphans: 4 horse fell dead on a shaft /
Its foal nibbles the horse’s back / Who will it joke
with now? / It sighs with longing [18, p. 61].

Along with thematic and poetic changes, the
motif of war is reflected in humorous and satirical
works. For example, in A. Fayzi’s satirical poems
“Bure pokhody” (1942), “Gitler ham Gerostrat”
(1942) and “Tosh kuruche fashist generaly
turynda” (1944), the war motif is deepened through
sarcasm, irony, allegorical imagery, hyperbole, and
metaphor. In the poet’s work “Aukhadinen
khatyny Maishakar belan saubullashuy” (Auhadi’s
Farewell to His Wife Mayshakar) (1944) the ridi-
cule of human vices is revealed in connection with
the events of the war. The author turns into a
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source for laughter the event of Maishakar’s hus-
band’s preparation for war; enhancing it with hy-
perbole, and, using the example of Avadi and
Maishakar, he repeats that everyone has their own
truth in war.

In wartime poetry, the method of Aesopian
language becomes a characteristic feature of na-
tional poetry, used to create secondary content
through the image of war. This phenomenon be-
came a permanent feature of Kh. Tufan’s work and
was continued in his post-war years, when the war
allowed the lyrical hero to convey the sufferings of
the prisoner through the inner content. This is evi-
denced by such poems as “Gollar inde yafrak
yaralar” (1945), “Kayennar sary ide” (1942),
“Chachak sibela zhilda” (1947), “Tynma, davyl”
(1951), “Moabitny kurdem toshemda” (1947),
“Sugysh” (1947). The central idea in such verses is
conveyed through the image of war becoming a
means of describing Tufan’s own destiny or as-
sessing the state of things in the country at that
time, acting as an auxiliary motif. For example, in
the poem “Chachak sibela zhlda” (1947), the trag-
edy of war and imprisonment is represented
through the image of a man being led to execution
with both hands behind his back. Considering man
as part of nature and humanity, Tufan evaluates
this tragedy from the point of view of future centu-
ries, humanism, and universal philosophy. In his
other poem titled “Ilda nilar bar ikan?” (1944), the
war unfolding in the country is revealed in its sec-
ondary content through the image of fire and it is
assessed as the tragedy of the country and the peo-
ple: What is happening in the country: / Are the
roads blue with snow? / There is pink shadow in
the air. / Is that a fire, or is it dawn? / What is
there in the country? [19, p. 233].

In the poetry of the epoch, the desire to high-
light the war motif in the text of a lyrical epic work
activated the genre of the poem (F. Karim’s “Parti-
san khatyny”, 1943; “Gulsum, 1942, “Idel yegete”,
“Ulem uyeny”, 1942; K. Najmi’s “Snaiper
Mardan”, ‘Farida”, 1944; Sh. Mudarris’s “Tupchy
Vahap”, 1943). There are two types of it: epic (F.
Karim’s “Gulsum”, 194142, “Ulem uyeny”,
1942; N. Arslanov’s “Makhabbat”, S. Battal’s
“Berlinga hozhum”, Sh. Mudarris’s “Tupchy
Vahap”, G. Huzi’s “Yau kurke”, etc.) and lyrical
poems (F. Karim’s “Gulsum”, 1942, “Idel yegete”,
1942; S. Battal’s “Tyn dingez yarlarynda”, A.
Malikov’s “Ataudagy khislar” and other works).
The desire to convey the experiences of a soldier in
the war, nostalgia for his country, relatives, and
friends influenced the revival of the Nasser genre.
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This is evidenced by the works of G. Kutuy “Bez —
stalingradchylar” (1943) and “Sagynu” (1945).

The victorious end of the Great Patriotic War
and the joy of victory influenced the content of the
war motif in the poetry of the 1950s. The works, in
which heroic and romantic pathos is strong, begin
to pave other paths in the poetic field and go be-
yond the “socialist myth”. In this poems, the ro-
mance of victory and the euphoria of victory form
a wave of emotions; thus, in the poems “Yaratam
min sine, tugan ilem” by A. Faizi (1952), “Duslar
rukhyna” by Sh. Mannur, “Ak lachyn”, “Tynych
yaz”, “Sugysh bette” by S. Uraisky, “Och tamchy
su turynda ballada” by N. Dauli, “Tormyshka oda”
by M. Sadri, “Ak chachaklar” by M. Hosayen,
“Sugyshlarnyn yana betkan chagy” by G. Latyyp
and in other poems a lyrical hero comes out onto
the square, glorifying the victorious soldier, proud
of his contribution to the victory, in love with a
peaceful life. Such poems by A. Faizi as
“Sayladym” (1947), “Khalkybyz” (1950), “Ber
yoraktan boten tellarda” (1951), “Yaratam min
sine, tugan ilem” (1952) suggest that a united
country and its people could overcome any diffi-
culties. Recognizable in the color of the details that
create the image of a young fighter, such as a fal-
con, a white ray, a silver-hilted sword, and a blue
belt, enhance the national identity of the fighter’s
image. Thus, the qualitative changes that began in
Tatar poetry during the war continued and devel-
oped during that period.

This trend is also evident in the description of
the image of the Motherland, the native land. In
poetic works, the semantic understanding of the
Motherland image expands to the war motif. Un-
like the poems, written during the war, it takes on
the color of the land, which must be protected, de-
fended, shed blood for, songs were sung, flowers
grew on it. It is described with special warmth in
the poems “Yaratam min sine, tugan ilem” (1952)
by A. Faizi, “Bashka berni da kirakmi” (1959) and
“Idelkayem minem” (1953) by S. Khakim,
“Zhainen ayaz tannarynda” by A. Yerikay,
“Kayennar shaulyy” by M. Nugman, etc. In their
descriptions, the poets turn from the images of ide-
ological content, to the images of folk oral art and
to romantic depictions. We can mention the poems
“Ak lachyn” by Sh. Mannur, “Ana kabere” by A.
Davydov and other poems, in which the
mythization of the Motherland and the semantic
chain native country — native land — Motherland —
mother are intensified.

On the other hand, in poems based on the war
motif, the desire to assess the disaster of the war



N. M. YUSUPOVA

through yearning for those who did not return
came to the fore (A. Faizi’s “Ach tarazan”, 1945;
S. Khakim’s “Kotkan idem”, 1946; Sh. Galiev’s
“Atkayga khat”, 1947). In these works, the depic-
tion of the war theme underwent changes; this
change went hand in hand with the revival of the
concept of the lyrical hero. The lyrical hero, recog-
nizing the tragedy of war as the tragedy of genera-
tions, grieving for ruined destinies, entered the lit-
erary arena, and one of its modifications was the
hero suffering from military events of the past, it
caused a noticeable increase in psychologism in
Tatar poetry [4, p. 84]. In the works of those who
came face to face with the internal tragedy of the
country or realized the consequences of the cult of
personality, this tragedy turned into sadness for the
future of the country and the nation. Since that pe-
riod, there has been a tendency in Tatar poetry to
reveal the war motif in the lyrical, psychological
and philosophical planes; so in the second half of
the twentieth century, this trend took shape as a
common feature characterizing Tatar poetry.

The verses of similar content include such im-
ages as a “wounded heart”, a “plundered country”,
and a “plundered soul” [20, p. 411]. For example,
the feelings of longing and sadness in the poems
“Sin kaitmadyn”, “Sugysh bette” by S. Uraysky,
“Sary kapkaly yort” by S. Hakim (1958),
“Sailadym” by A. Faizi (1947), “Tohhar buye
yoklyy almyy yatam” by A. Yerikay (1948),
“Chachak sibela zhilda” (1947), “Kiyek kazlar”
(1953) and “Sabyr” (1953) by Kh. Tufan, etc. are
associated with social causes, or are related to per-
sonal tragedies. The semantic chain the fate of the
warrior-soldier — the fate of the country is under-
stood by the poets in a new way. The destroyed
destinies are projected onto the future of the coun-
try: The happiness of every person is now consid-
ered as the happiness of the country, the sorrow of
every person is the sorrow of the country (A. Faizi
“Kyryk yash”, 1948; “Sailadym”, 1947, etc.).

Lyrical reflections on the heroism and trage-
dies of war are fully reflected in S. Khakim’s poem
“Kursk dugasy” (1948). The lyrical hero passes
through the places where he fought, taking close to
heart the events and people of that time. Rather
than the events related to familiar places, the im-
pressions and emotions derived from them come to
the fore. However, the lyrical hero’s feelings most-
ly return to reminiscences, the joy at seeing the
present, and its scope is not wide: collective farm
fields, villages, houses... In the poem “Duga”
(1968), written later, reflections on great historical
events, the feelings of the people who have experi-
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enced many hardships, are even more vividly de-
picted. The works of a romantic nature “Dala
zhyry” (1948-1975) and “Bakchachylar” (1952—
1965) are distinguished by the author’s attempt to
reveal the human spirit and heroism against the
eventful background and with the greatest possible
psychological depth.

The changes that began in Tatar poetry in the
second half of the 20" century, the revival of poet-
ry in terms of content and form [21, p. 4] affected
the literary works about the Great Patriotic War. In
the poems, created during this period the poets
tended to convey philosophical thoughts related to
real life, rather than expressing heroic-romantic
pathos. Social changes became the reason for the
emergence of the tendency to view the war as a
tragic past. For example, we can find it in S. Ha-
kim’s “Ber baygeda kurgan idem any...” (1962),
“Ale haman kurkyp uyanamy” (1961), his collec-
tion of poems “Nemets daftarennan” (1978-1982),
“Sugyshnyn dahshate, koche” (1979) and “Duga”
(1968); H. Tufan’s “Sugysh kila Misyr ostena”
(1956), “Bez unikau idek...” (1960); Sh. Galiev’s
“Atkay” (1957), Rob. Akhmetzyanov’s “Songy
tank” (1963), A. Bayanov’s “Stalingrad” (1967),
Kh. Ayupov’s “Atlar” (1970), A. Khalim’s “Tugan
zhirema” (1967), etc. N. L. Leiderman, using the
example of Russian poetry, notes “the emergence
of a spiritually mature lyrical hero and the intensi-
fication of the tendency towards historical and
philosophical generalizations in the structure of the
poem” in these works [22, pp. 46—47]. In Tatar
poetry, a new lyrical hero appears, the one recog-
nizing the tragedy of war as a tragedy of genera-
tions and grieving for the destroyed destinies. As
one of its modifications, a hero suffering from the
effect of the past war events comes to the fore,
which noticeably strengthens psychologism in po-
etic works of that time. In the works, created by the
poets who came face to face with the tragedy of
war, this grief continues to develop as a grief for
the future of the country and the nation.

In such poems, the war ends as a tragic past,
the lyrical hero feels this pain caused by the war,
its continuous existence in his heart, the bitterness
of orphanhood, the threat of another war, the desire
to prevent any bloodshed becomes the poet’s ideal:
1 have fully laid down my youth, / Many have even
laid down their heads... / Why does war oppress
me, / Is that not enough, is that too little? / The
earth is upset, I know, it worries, / It wakes me up,
it is crying, / The soul is not in its place, the earth
itself / is beginning to calm down [18, p. 179].
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In his collection of poems “Utkannarga hatta
mon kirak” (1976), S. Hakim writes about the les-
sons of the war, moving on to reflections on the
fate of man, the future of the country, the role of
poetry in the light of the days to come, and its
place in public life. He views the war as a catastro-
phe and tragedy that brought grief not only to his
own people but also to the German people.

Ildar Yuzeyev’s poem “Typ-tyn irta” (1960)
describes a rural morning, and the squeak of a
prosthetic leg “piercing” the silence makes the
reader gasp: The squeak of a prosthetic leg falls
into the hearts / Even toothache doesn’t cause such
pain [23, p. 31]. The sound of a prosthetic leg can
be interpreted as both the pain in the hearts of yes-
terday’s soldiers and a warning of historical
memory about the tragedies of war. In order to
make their works more impressive, Tatar poets
continue to use romantic images and details bor-
rowed from folk songs: a willow, a poplar, a har-
monium, a white birch, the wind, a bird cherry,
The winds are blowing, / The winds are
blowing, / The birch is bending with the winds. /
Hiding tears from people, / When remembering
him, the mother is crying / And he will never return
[24, p. 15].

From the second half of the 20™ century, the
theme of heroism in poems, based on war motifs,
gained a strong resonance and was often highlight-
ed in connection with the image of Musa Jalil or
the Jalilists. Owing to the images of M. Jalil and
the Jalilists, and in general the Tatar heroes, other
colors were added to the description of war and
heroism displayed at war. Against this background,
the poetic themes go beyond ideological bounda-
ries. For example, in his poem “Torygyz, Musalar”
(1966) S. Hakim calls M. Jalil an example of hero-
ism for the sake of humanity; later, in the poem
“Tatarlar yelmayep uldelar” (1968) he emphasizes
the heroic nature of the Tatars using the example
of M. Jalil. In the poem “Yevropada tatar
shagyyrlare” (1973-1976), R. Gatash mentions M.
Jalil, F. Karim, N. Bayan and G. Kutuy, portraying
them as heroes who “sacrificed their lives for Eu-
rope”.

The same qualities remain relevant for lyrical-
epic works. For example, in M. Aglyamov’s poem
“Onytma, Yevropa!” Jalilists are elevated to the
level of defenders of national honor and indomita-
ble heroism. In the dramatic poem “Songy ton”, L.
Yuzeev describes the night before M. Jalil’s death.
The plot, conceived as an allusion to the plot of W.
Goethe’s “Faust”, takes on the color of the Moses-
Mephistopheles debate in the entirety of the Life-
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Death opposition. In a conventional form, conver-
sations with conventional heroes such as Tyrant,
Mephistopheles, Maiden, Master, etc. draw the
reader’s attention to philosophical issues, such as
life and death, the meaning of life. Death, which is
tantamount to physical extinction for Mephistophe-
les, is considered by Musa as the path to immor-
tality. However, in this work, unlike his first po-
ems, the struggle for freedom is elevated to the
level of defending the spiritual freedom of the in-
dividual. The author emphasizes that a spiritually
strong person will never become a slave to others
and will not submit to oppressive laws, the poet
“imagines the whole world as a prison” [25, p. 77].
Against this background, the Poet’s song (“In my
soul /I hid my last song. / If it dies — I will die, / If
it lives — I will live”) calls on humanity to fight for
freedom and liberty, presenting these qualities at
the level of the meaning of life, generalizing this
struggle as a battle for the future of the human
world. If the Poet strives to preserve the globe in
the state of a flower garden that he knows, the Ty-
rant imagines it as a place of fire and smoke, a ma-
chine and a place of torment — a place of destruc-
tion that serves him. This interpretation of the
struggle leads to the idea of creativity: With his
work, the poet is a fighter for the fate of humanity.

The motif of war is found in I. Yuzeev’s poem
“Tynlyk belan soylashu” (1966—2000), which pre-
sents the philosophy of life and death in a literary
text. The work, based on a child’s conversations
with Mother Earth, Carefree Silence, One Minute
of Silence, Atom, etc., recalls events that pose a
threat to humanity: World War II; the explosion of
an atomic bomb in Hiroshima; the testing of nucle-
ar weapons; the invasion of Soviet troops in Af-
ghanistan; the arousal of “Hitler's heirs”. As the
cause of these catastrophes and the greatest danger
the poet points to those who turn a blind eye to
these situations, to carelessness, indifference, and
war. At the end of the work, the phrase “Speak up,
mothers, let the children wake up!” is repeated, and
it sounds like a call not to be indifferent, not to be
careless.

During this period, the war motif became
more active in the ballad genre. For example, we
find it in 1. Yuzeev’s “Unike akkosh” (1973),
Zulfat’s “Vagda” (1973), “Marsh” (1986), M.
Aglyamov’s ballads “Sugyshlyda sugysh betkan
kon” (1972), “Berdanber” (1972), “Tonge
ballada” (1976), “Mangelek ut” (1977), “Zaman
yazgan yazmysh” (1987). In these works, the un-
paralleled heroism of the warrior image is
praised, or the story of unhappy love is revived,
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addressing universal human problems and telling
us about the tragic death of humanity in terms of
moral choice (Zulfat’s ballads “Fatima”, 1971;
“Ike at turynda ballada”, 1973; “Kara kubalak”,
1978).

In the same way, the process of returning to
the national foundations in the art of words en-
riches ideologically charged themes, such as war
and heroism, with a folk, national color, thereby
taking them beyond the boundaries of official de-
pictions, finding a “face” distinct from others in
depicting the motif of war.

The changes that began in the second half of
the 1980s had a significant impact on Tatar poetry,
including the means of expressing the motif of
war. The change in the attitude towards war and
the events in the past scaled down the war motif,
which was active in the poetry of the second half
of the 20" century. However, after the 2000s, the
war motif, although it could not regain its previous
scale, became active in the poetic arena.

During this period, the war motif permeates the
genre of poetry due to its connection with
philosophical reflections on the war, the value of
human life, and the meaning of life. In this way,
authors make effective use of complex symbolic
metaphors, intertextual connections, synthesizing
different styles, and such techniques as polyphony.
For example, one of the novelties of Z. Mansurov’s
poem-roulade  “Balkysh, yaki  Khayretdin
Mozhainen sugysh yazmalarynnan yullar” (1993—
1995), dedicated to the personality of a poet and
soldier-officer, is the inclusion of personal diaries
in the literary cycle, interweaving semantically
interconnected passages with the author’s personal
reflections. Passages, taken from war diaries, are
connected with the main poetic text, revealing the
semantic direction of each section. Within the
boundaries of the poem, the unity of different
styles and genres, the method of intertextuality
create social, literary, and philosophical layers.

Social reflections revive the events of the war —
the scenes in the front, the trip to Zhurovka —
forming an epic beginning. The story about the
rooster that sold the city of Bakhchisarai, presented
in this part, is a metaphor, raising the issues of
loyalty to the country and its betrayal. Through the
revival of the events of the Patriotic War, a pathos
of tragedy is created, and individual images,
literary details, and even colors serve this purpose.
For example, the black color hints at the tragedy of
war, the ugliness and proximity of death, the
inevitability of fate. However, the description of
the war events does not take priority in the poem,
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but the central focus is on reflecting Mozhai’s
inner world, spiritual experiences, and the path of
moral development.

The main content of the literary layer is the
issues of the poet, his place and duty in the life of
the people. The task of poetry is to fight for the
freedom of his people, which is measured by the
work of Tukay who is considered to be the ideal of
a national fighter. The inclusion of such figures as
Kul Gali, Shihab Marzhani, and Kayum Nasyri in
the text of the work has a double, even
contradictory meaning. The absence of portraits of
historical figures, on the one hand, shows the
internal tragedy, on the other hand, confirms that
they are immortalized in the memory of the people
with their works even without their portraits.

In the poem, thoughts about death and
immortality, the passage of time, the purity of body
and soul form a philosophical layer. The idea of
this work is found in the juxtaposition of man -
fate, death - immortality leading to the understand-
ing of the meaning and greatness of life. The poet
compares the flow of life to a rythm — a quickly
performed part of a song; it makes us think that life
is a very fleeting gift of fate, which should be spent
purposefully, meaningfully by everyone, fulfilling
his/her mission. Kh. Mozhai’s short life is justified
by the struggle for the freedom of the Motherland,
his explanation of the purity of the soul is connect-
ed with it.

The concept of the life-death opposition, the
transformation of death into immortality, solves
the philosophical issue in the same way as in
wartime poetry: the struggle for the freedom of the
country, dying for the country is interpreted as the
starting point of eternal life, that is, immortality,
the path to life after death. The lyrical hero’s desire
to merge his untimely short life with the life of the
country is understood as his aspiration for
immortality: “My death is not the death of my
Motherland, my class. Therefore, we say: ‘There is
no death for us!’”. The idea of the poem is
conveyed through the idea that the meaning of life,
its greatness is in serving the country, the
Motherland, its people, in striving for spiritual
freedom: Selflessly against the fire / The country
awaits your blazing battle. / The bird of the heart /
Stirs the heart saying “There is no death”, / Stirs
the heart saying “There is no death”! [26, p. 132].

M. Mirza, in his poem “Kabatlanmas mange
digannare” does not aim to describe the events of
the war in detail, but rather brings to the fore the
line of emotions that arise under their influence.
The fact that every war ends as if it will never hap-
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pen again, but is constantly renewed, heightens the
feeling of pain to the ultimate limit. The image of
the crow-raven, alluding to the image of the “allied
crow perched on a crossbow” in G. Tukay’s work,
on the one hand, symbolizes political progress, on
the other hand, it embodies the content of the war
that led thousands of people to death. The idea that
the Homeland is responsible for the souls of the
young men who gave their lives for the freedom of
the country, and for their mothers who suffered
incomparable grief, is central to the work: ...Sea
salt in a mother’s tears — / If the Motherland can
swallow it without wrinkling her face, — / Their
words that war will never be repeated — — / Will
come true, perhaps, someday. [27, p. 314].

M. Mirza’s poem-story “Kysyr Garif”’, which
covers a century of history, sounds especially
powerful in this regard. In essence, it tells about
the attempt of a person who is the center of life, to
remain humane, despite the sufferings of war and
spiritual tragedies. At the very beginning of the
work, the question is posed: “Are those who
believe that wars are specifically waged to
redistribute the world’s wealth and to protect the
owners of the plundered wealth right?” [28, p.
295]. Through the image of Garif, M. Mirza brings
together the many destinies of that era. The work
“returns” to Tatar poetry a lyrical hero who
recognizes the tragedy of war as a tragedy of
generations, evaluates it as a tragic past, and
grieves for the destroyed destinies. During those
years, the fates, that were shattered, were seen as
linked to the future of the country: The idea that
the happiness or misery of a country depended on
the happiness or misery of individual people was
emphasized.

Renat Kharis’s poems “Bayram kaldyryrga”
(2020), “Ulemsez polk” (2021) and “Zhyrlyy
belasenme?”” (2021), Elmira Sharifullina’s “Sugysh
kyrlarynnan min kaitsam?!” etc. come to the fore,
announcing that the war motif has not lost its
relevance in Tatar poetry in recent years. These
works, which embody the motifs of Great Sorrow
and Memory, reveal the events of the Great
Patriotic War from the pulpit of time and in the
light of the tragedy of generations. For example, in
R. Kharis’s poem “Ulemsez polk™” (2021), the war
is shown as a phenomenon preserved in the
memory of generations as a tragedy, and the grief
of the lyrical hero is also linked with it. The poem
“Bayram kaldyryrga” (2020) focuses on the feeling
of admiration for the heroism of ancestors, ex-
pressing the idea that heroism displayed on the
battlefield is the most beautiful memory that is re-
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membered for generations: The Great Victory won
by Father / lives in the heart as a holiday. / And
the holiday teaches a person to live like a real
human! / [29, p. 3]. A similar idea is found in E.
Sharifullina’s poems “Zhinu bayragy” (2022),
“Dneprny kichu” (2020). The victory that cost the
lives of millions of people, the fate of thousands of
widows and orphans is considered the most sacred
event in the history of the people, it should be
preserved in the memory for generations: The dark
years did not spare, / They did not spare anyone. /
Thank God, He has granted /This day that is a
holiday [30, p. 103]; History says that the Great
Patriotic War / Has no equal in bravery / Although
it has many heroes and medalists / This is the
history of the chronicle, equal to hell! [30, p. 102].

In A. Halim’s prose “Kochle keshe” (2016),
the fate of the lyrical hero, who lived in that period
(the beginning of the Great Patriotic War,
fatherlessness, famine, the country’s life in poverty
in the 1950s), is summarized as an assessment of
the country’s history. In this regard, the author
poses philosophical questions: what is the essence
of human existence, the meaning of life? Linking
this question to the war as an answer, the author
singles out five truths: family and kinship; native
language and literature; the nature that surrounds
us; labor and love. These are the main qualities that
determine the meaning of life and human strength,
extolled by the author who had experienced the
sufferings of the war.

Main results

In the poetry of the Great Patriotic War, poetic
works focus on describing the soldiers’ feelings
related to the situation at the front. The poets, who
were at the front, extol heroism and victory, ideal-
izing the concept of a Soviet soldier and heroism,
their poetic works are imbued with a romantic
spirit and patriotic feelings.

The victory of the Great Patriotic War and the
joyful mood, instilled in society, influenced the
illumination of the war motif in the 1950s. On the
one hand, poets depicted the motif of war on a
large-scale. In these works, the theme of heroism,
heroic-romantic pathos is strong, and the lyrical
hero appears as a person proud of his country, its
victory, and his own contribution to that victory.
On the other hand, poetry begins to assess the war
from a different, sharply critical perspective. In
such poems, the war is viewed as a tragic past, and
the active use of units recognizable from folk
literature leads to a national understanding of the
war motif.
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From the second half of the 20™ century,
changes in works, based on war motifs, were
associated with deep psychologism and a critical
approach to war events imbuing poetic works. This
trend, which began in the 1950s in the works of S.
Khakim and A. Faizi, took shape as a general
characteristic of Tatar poetry in the 1960s—80s. In
poetic works, a lyrical hero, who evaluates war
events from the perspective of universal
philosophy, comes to the fore. In turn, such texts
enhanced lyrical psychologism and philosophy in
the depiction of the war motif. These qualities,
after scaling down at the turn of the 20™-21%
centuries, have been revived and developed in
recent years by such poets as Z. Mansurov, M.
Mirza, R. Kharis, E. Sharifullina, and others.

The study was carried out within the framework of
the research project FRSI-1/25 (0235/02.35.00028.001)
of the Scientific and Educational Center for Strategic
Research in the Field of Native Languages and Cultures.
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TATAP HIMI'BPUATEH/IO CYI'BILI MOTHUBbBI (bOEK BATAH
CYI'BIIIBIHA BAT'BIIIVIAHI'AH 9COPJIOP MUCAJIBIH/IA)

Hypdusa Mapc ko131 HOcynosa,
Kazan ¢denepans yHUBEpCUTETHI,

Poccus, 420008, Kazan u1., Kpemis yp., 18 fopr,
faikovich@mail.ru

Mokane beek Bartan cyreimbl 4opblHHaH Oarmiarn, OyreHre KOHT9 KaJop TaTap MIMTbPHATEHID
CYTBIII MOTHUBBIHBIH YarbUIBIIIBIH, YCEII-Y3TopeIleH eHpaHyTa o3 ToTa.

XX 163 Tarap MUTBPUATEH/S CYTBIII MOTHBBIHBIH aKTHBIAIIYbl y3TaH rachlp OallblHAa Kapblid.
Wukbritnal, rpak1aHHAp CYTHIIIBI eJUIapbIHAA KOUEII ajica Jla, aHbIH, CHCTEMaJIbl PIBEIITe OepOeTeH
OyJIBIN, YCEII-Y3rapeliTe SKTHIPTHUIbILGE beek Baran cyreimibiHa Oarbinuian s3bLIraH dCPIIOpPra
Oapbin toTama. llyHa ga mokans umknopeHnd XX racelp Tarap IIMCBPHATE TapUXbIHIA CYTBIII
MOTHBBIHBIH YCell y3eH4anereH hom TtpaHcdopmanusiceH Ky3oTy beek Bartan cyrbimibl 4opbiHAa
SI3BUITaH 9capiapaeH Oanuiana hom XXI racelp Oamsl MMTBPUSITEHS Kaadp JoBaM UTd. beex Bartan
CYTBIIIbI I/I)KTI/IMaFBIﬁ TOPMBIIIKA TbIHA TYICI, CY3 COHIaT¢Ha 9 3Yyp HOTBIHTHI ﬂCLIﬁ, AHBIH
YCeIIeHJIoTe 3Yyp HIES-OCTETUK Yy3ropenuapra cobom Oynma. XX racelpHblH OyeHHaH-OyeHa
SIKTBIPTBIITAH QJIET€ MOTHB LIMI'BPUSTHEH YCEII IOJbIH, aHJarbl Y3ropenl-O0pbUIBIIITIapHbI, HIes
SIHAPBIIIBIH a4bIK KYPEPTS MOMKHHIIEK OUpa.

oJere MOKaloHEH Tell MakcaTel — beek BaraH cyrplmibiHa MeHOCO09TIIE S3BUITAH SCOPIAPIa
TasHBIN, XX Tacelp TaTap MO33USACEHAS CYTbIII MOTHBBIHBIH YarbUIBIIIBIH, YCEUI-Y3TrapelieH oHpaHy.
MakcaTKka sipanuisl TOCTd Tor eMpaHy 00beKThIH 1941 ennan Oanuran, OyreHre KOHI9 KaJop S3bLIraH
IIATBPH SCOPIOP TOIIKHIII UTD.

Bep skTaH, MITH IIUTBPHUATTO OJIET€ MOTHBHBIH YCEII-Y3TOpPEIIeH CHUCTeMalbl eHpoHToH hom
3aMaHya TeOPeTUK 0a3a HUTE3eH]I9 TUKIIEPToH Xe3MITIopHEH OyaMaBbl, MKeHYe skTaH, KunyneH 80
€JITBITBIH OFJITETION YTKOH A9BepAd Oy IOHAIEHITOre HIMIBPH 9COPIIOPra sHada 095 Oupy 3apypiIbIrsl
XE3MOTHEH aKTyaJIbJIETeH OWJITeNy.

Ten TemeH4dNdp: TaTap mMrepusite, beex BaraH cyrbimbl, MOTHB, TpaHchoOpMalus, Tema,
JIUPUK Tepoit

Cerrtama even: IOcynosa H. M. Tarap mmrspusitenne cyrsimn Motussl (beek Batan cyrbimbina
OarplulaHraH  ocopyiop  MucanbiHa) //  Tatarica.  2025. Ne 2 (25). 46-65 0.
https://doi.org/10.26907/2311-2042-2025-25-2-46-65
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Kepem

MoTtuB TemieHYace oma0HAT OeneMeHId WH
SIIKOPTEIToH, OWPOHENTOH OIKAIOPIOH CcaHala.
Onobu TemeHus Oymapak, MoTuB XIX racwlp
axpIpel — XX Tacelp OambHaa A.H. BecemoBckmit
(1838—-1906) xe3MOTIIOpEHHOH IO ama. Y3CHEH
«Tumnonorusi CIOKETOB M MOTHUBOBY» XE3MOTCHIO
raJIiM MOTHUBHBI TEKCTHBIH a€PbLITBICHI3 JJICMEHTHI
OyJapak TOKBJAUM WTO; XaJblK aBbI3 HXKATHI
OCOpJIOp MUCAJBIH/IA aHbI CHOXKETHBIH KEUKEHO Oep
eJielie TOCeHAd Ownrenu. ['anuM MOTHUBHBIH TeIl
omnrece Oymapak, KOHCTaHTa hoM y3raper Topydsl

KHCOKIIOPHE  TOTAIITHIpyJaH  Xacwi  OyJiraH
o0pas3yibl  CXEMaTU3MHBI KYpPCOTd. MOTHBHBIH
MOH/IBIN AHJIATBLJIBIIII BapHUaHTHI b.H.

TomamieBCKUl XE€3MOTIOPEHID 119 YpPBIH aja. Yi
MOTHBHBI 9NIoOM OCOpHEH TapKajJMbIi TOpraH
onenle aun Owirenn hoM ogo0usT OelleMeHId
MOTHUBHBI CIO)KETHBIH XOPOKOTTOI€ HH KEUKEHO
Oepomitere uTenm Kapay KHH Tapanbeim ana [1, ©.
594]. MacanoH, 9copiople MoXd009TKd OMTHLTY,
MOXo00oT edrouMarel, repoil OelloH THPIIIEKHEH
aHJAIIMAYYbUIBITEl, SIXIIBUIBIK  hoM  SIBBI3JIBIK
Kepoure, Ooxernie Oynplpra TeNdy, TOPMBILI
MOTBHOCEH 33710y KeOeK MOTHBIAap  Tepie
JJIEMEHTIIAapAa: CIOXKET, repoiap OHupelermeHao,
aepplM  Bakbldramapna, KoHQmukTIapaa h.0.
oupplif.  IIIurepusATTo  AYKBIU-CY31Op  MOTHB
BazudaceiH Oamkapa. MotuB Oep sku OepHUYD
ocopere mpeaMeTTa Kypeatens ana [2, 6. 230].

lanumuop TapadbIHHAH MOTHUBHBIH
TOMyMTaHBUITAaH Oep Owirece Oyiapak, aHBIH
KabaTiaHybl OWIreNnoHs. SI3ydbl WXKATBIHAA SKH
omo0usATTa KabaTiaHy aira MOTHBIAp JEUTMOTHB
TOCEH ajia. O190HU 9Cap/Io JICHTMOTUB Ta, MOTHUB Ta
TEKCTHBIH UKCHYEJI JUTAJIETeH, SILEPEH MOTrbHICEH
Tyneipyna ohomusTine ponb yiHbIA. JleHbs
ono0uATHIHAA KalaTiIaHTaH, TepJie 9As0usITIapaa
Kyden iepu TopraH MOTUBIAp O€JIOH SHOLIOND
aepeIM Oep omo0uATIAp KK aepbiM Oep 4op Cy3
COHTaTe e4YeH I'CHd Xac MOTHBIAp Jia SIS KHIID.
Cyrpimr  MOTHBBI UryHAbITapaad. beexk Baran
CyrbIIBbIHAA )XUHYT 80 e Tynca 11a, jere MOTHB
Tatap omoOMATHI ©YEH OhOMHSTEH IOTaITMBIN,
ellap ama SJWIUIOp aHa SHA SICCHUIBIKTA SIKBIH
KWJI9, 3aMaH KY3JIET€HHOH YbIThIN CYPITIIH.

Tarap onobusareinga beek Batan cyrbbIHBIH
garputeiiel - JI.®D.  3ahmaymmuaa  [3], H.M.
KOcymnosa [4; 5], I'.P. laitnynnuna [5; 6], ©.W.
labunymmna [7], B.®. MakapoBa hom I.0.
KatomoBa [8] h.0. raquMHOpHEH MOKAIQIOPEHID
OMpPOHY OOBEKTHI WTEI KyTopeno. MOHHAH THIII,
A.JO. Xobetaunor hom M.M. XoberauHosa [9],
JLLP. HoceriixoBa [10; 11] y3mopeHEeH Xe3MOT-
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JIOPCHA9 CYI'BbIIIHBIH HY6J'II/IIII/ICTI/IK Marcpuaiga
HarslJIBIIIBIH OﬁngYHe MaKcCaT UTEII Kysl.

Xe3MITHEH MeTO0JI0IMK HUTe3e

Xe3MoTHEH METONIOJIOTUK HHUTe3eH TepPMEHEB-
THK 337moHymop [12], o merommk HureseH b.JL
BopyxoB TOKBAMM HUTKOH «MOTHUBJIAIITHIPHLITaH
nodtukay  Tomkmwn utd  [13].  Tuxmepeny
OapemmbiHAa  MoTHBammsuioyHeH — b.JL.bopyxos
XE3MOTJIOPEH/IO OWITENIOHToH MOJIOHU, KOHBEH-
yagb, MEHTAJIb TOPIOPEHHOH KOHBEHIMAND THOBI
MakcaTka Spanutbl Iun  TaObuImel. by Thn
MOTHBAIMSIOY omo0m TekcTimap hop dopma y3
KaHyHHapbIHA OYHCBHIHBIN SIKH aJapHBI KUPE KarbII
MoljaHra wuyeira gun  Oengeps. KoHBeHIuaib
MOTHBaUUsIoy XX Tacelp Tarap MO33USCEHAD
CYIBIII MOTHUBBIHBIH YCEII-Y3ropell IOJUIapblH,
TpaHchopmanus y3€HUoJIereH OMIrenopra
MOMKHUHIIEK Oups. MokanoHe s3y OapblIbiHIA
IIyJai yK TacBUpiiama hoM aKCHONOTHK MeToJIap
na ¢aiinasaHbUIIbL.

Dukep aJablILy

beex BaraH Cyrblmbl 4Opbl HIMTBPUATEHAD
CYrblll MOTHBBI WH aKTWUB, hop IIarbiipb
WKATBIHAA YpbIH anral JIEHTMOTHB Oylapak
MollaH synblii hoM Tepie MOdTHK >KaHPJAPHEI
Kojawianm ana. AHBIH  aKTHBJAIIybl — TaTap
MO33USICEHI QJIere MOTHBKa 09iiyie TeManapHbIH
TapMakjaHyblHa KUTEPd: XaJbIKHBl  KOPIIIK
gakelpy (©. Epuxoit «Cyrbllmika, HOTSIUIOP»
(1941), *KuHYTS BIMIAHBIY, HITHE CaKJIapra aHT Oupy
(®. Kopum «AnT», 1942; M. Komun «Tymusr
aHTh», 1941; M. Xecaoen «Tyran un eden», 1941),
nmommanra Happar (K. Hoxmm «Dammsmra —
yaem!», 1941; 1. Menoppuc «baumangen», 1941;
O. Ucxak «Kanra — kan», 1941), tyran xup G6enon
cayOyJutaiy, COJJIaTHBI CYTBIIIKA 03aTy OCJIoH
Ooline carpim, Xynuramyy Tyaelpran Qaxura (L1
Mannyp «CayOysamry xpipei», 1942; I'. Kyryii
«O3aty KpIpb», 1942; K. Hoxxmu «O3zary», 1942;
®. Kopum «CoHrBl Tamkelp KapsliimM HMaemnroy,
1942), OGatblpnblk, JkuHYre  brmanea (LI
Mepmoppuc «3emisakana», 1943; C. Xokum
«Xary, 1942; O. ®oiizu «OpoHT IBIHAaY, 1943;
1. Mensppuc «Camep», 1943), Thuimarsl XaTbH-
KbI3MapHbIH Xe3MoT OaTbipibirel  («K. Hoxwmu
«Xoar ama», 1941; «CarpiHy XaTel», 1942)
TeManapsl SKTHIPThIIA. MakcaTKa SIpamluibl TecTd
CYTBIII MOTHBBIHA SI3BIITAH 9COpIISp arutarop hom
MpomnarasaucT BasudanapbH YT Oammisid, «Batan
oucH!», «KuHY odeH!» IO3yHTIIAPHI OMOOUSTHBI
WHJION aja, IIyHa Jda CYTBIIHBIH Oalrarsl
YOPBIHJA IOITUK 9COPIOp HUIe3o MyOIMIUCTUK
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XapakTepaa OyJbll, XalbIKHBI JOUIMaHTa KapIibl
OepaoM KOPSIITKS KYTOPENepra YaKbIPhIN S3bLa.

CyThIIl MOTHBBI MIUT'BPHUITTS AMIQY hom yiem
(doncodocener  sHapeimbiHA  KuTepd.  Llymier
IYJKBIHIA MIUTHPH SCOPIJP CTPYKTYpachl Aoy /
yiaem, 6e3 / mommvad (M. XKomun «OxonTad xary,
1941; «Tynust ante», 1941 h.6.), Tyran xxup / it
xup (O. Kopum «llomeipT Kyarsp» 1942; «be3no
s3aeIpy, 1942; M. Xommm «AnmMan uieHmoy», 1943
h.6.), cyremm / TeEBMMIBEK (O. Epukoi
«Kapanreiga reIHA CYTHII THIHABDY, 1942; M.
Komun  «Yynmmanra»  (1941) h.6.) Owumap
OTITO3UITMSUIOPEHS  KOpPBUTA  OalmIblif. OHo0HsT
anJplHa ~ KyeJraH  Makcariap  SIIIdy-yJem
(doancodocener smIOY — yaeM —  yJeMCe3JeK
(hopMynacel amia YarbDIBIIIBIHA ANBIT KWIS hom
SIIOY WII ©UeH Kopall, Batan eveH yiem Hil XanKbl
KYHEJICHII9 MOHI€ SOy OEJOH TOHTAJUISIITEPENd
(M. XKommn «Ouno, KeIpbiM», 1941; «Uynmanray,
1941; «Xym, akpuuielM, 1941; @. Kopum
«Baranbm eueny», 1942; «Ceiinop cy3nop OUK Kyn
amap...», 1942 h.6.): Yrem mypwinoa yiinama, /
Uney mypeinoa yina, / Hney mypuoinoa yinacay, /
Tomepen o3vin Oyna [14, 6. 170].

By dWop Tarap MmMUrbpUATEHAS  CYTBIII
MOTHBBIHBIH KOUOIO€ JHUPUK Tepod KOHIEHIIHSICEH
0 Y3ropTd: JIMPHK TepOd HJ a3aTiibIThl ©uYeH
KOPOIIKS YBIKKAH, axXbIprbl KaHbIHAYA WJICH
cakjapra o3ep KbIIO cojjarT Oynapak MoWIaH
stynbiii. CoBeT MUQBIHBIH WH IWHAMUK, Y3TOPYYoH
00pasbl — repoit apXeTUITMK 00pa3bl arbIMIarkl 4op
TaTap MO33MSICEHJd TepON-CYTHIIIYBl yTiap-cyap
KHYen YbIKKaH BataH conpgaTsl, W S3MBIIIB ©9€H
COHTBl TaM4Ybl KaHBIH Jla KbI3TaHMaraH, «Y3ew
MmypuiHOa yunama, uiey mypulHOd YUiay» Al
(ukep iopTkoH KahapmaH OyJBIIT MolIaHTa YbITA.
Monasii Tun nupuk repoit III. Menpsppucuey
«Tanpim kyak» (1942), «3emnsnkaga», «CyKbIp
namma» (1943), C. XoxumueH «Xat» (1942),
«dycnap», «Upton», «Ypman» (1943), O.
WcxakapiH «An rutapadgasl, ceHem» (1943), III.
MaHHypHBIH ~ «fl1  MUHYTJIApbIHIA», «ﬁepax
TUIKOH CaeH JomoM aHa», «ConmaT MOHHApPbD»
(1943), ©. EpukoitneH «YThIp, IycKal, o3poK
cepiorepoesy (1943), «Kemmker kuaroy (1944), b.
PoxmotHeH «Comam xate» (1943), O. dolizuHeH
«Baronna», «®pont tonsHAa» (1943) h.6.
HIMTBIPBIIOP/AS aublK 4arbuia. MOHHAH ThI, YiI
Toepie MOAUPUKALMSIOPAS — TepOH-CYTBIIIYbI,
repoii-kopOaH Oyjapak Ta TOKBIUM  HUTEJ
Oamuterii. Ulymisl AynKbBIHAA MIMTBPH SCOPIOPI
KOpaIIie — CYTHIIIKa Kepyde, nomMad — [ utnep,
¢ammct, Tanaydsl KeOEK CypoTIop TOTPBIKIBI TOC
ama [15, 6.194]. Mucan eden, ©. Dol3WHEH
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«Kucen Tammia Qammer Tamyacen»  (1941)
MIUTHIPEHAS  IIYHABIH  HATypalHCTHK  o0pa3s
aBTOPHBIH  JIOIIMaHra  MOHOCo0oTEeH — adyra
1oHonTeNnd: Kepon acy sanevuw, kapa awvl, /

Hepazena scupnen ymmacen, / Cun asycols Kynvly
benan muspak / Kucen mawna gpawucm munuacen!
[16, 6. 47]. Monabiii y3enuanek M. XonmunHeH
«OHnma, KpipeiM» (1941), «lommanra KapiibD»
(1941), «Conrsr kepamka» (1941), « Tymasr aHTBD
(1941), ®©. Kopumuen «AHT» (1942), «BaTtansM
euen» (1942), «uHres sippiga» (1942), «Hco
Kum» (1942), «Xomxkop» (1943), H. basanapin «O4
oepker» (1942), C. XokmmueH «Xart» (1942),
«Kommap» (1942), «®ponrtouk» (1942) h.6.
HIUTBIPBIOPAD 19 KY39TEN9.

CyThIII MOTHBBI TaTap MIUT'BPHUITEHEH MOJTHK
SICCBUIBIKTA Y3TOPEIICHd, TOPIJIEIOHYEHS 19 TIICUP
SICbII. AHBI CYpaTJIoY IOJBIHAA IIATBIAPBIOP KBID,
TyraH XHp, 53, JOUCOH SHIBIP, KOAII, HYp, YOUIK,
reJ, Ke3, anMmarad kebexk Qoipkiop oOpaszmapsiHa
UPKEH MOpJKorarb HTO  Oauuiblid,  OIYIIBI
SICCBUTBIKTA TaTap TOA3USCE YTHI3BIHYBI €IUTaPHBIH
WKEeH4Ye  SAPTHICBIHIAA  XallbIK  aBbI3  IKATHI
oOpa3japplHa  MepPYKArarh  ama  OanuiaraH
TEHJCHIMSHE YCTepen, KaMHJUIOIITEPEN KHTS.
Pomantuk Oysiynapaa CypoTIoHTOH COJIAT XaIbIK
aBbI3 WOKATBIHBIH OKUST-IaCTaHHAPBIH/IAT I
CypoTiIap, MIAPTIBI ajbIMHAp hoM Ten Yapanapsl
spaoMeHne aubiia. Maocaomon, III. MaHHypHBIH
«Kp1p xazmape» (1943), «Kuny 6angars (1944)
HIMTBIPBIOPEHI® YPBIH aliTaH «KYKPATeH JKUIIT
Kyen 0apydbpl» CYTBIIIYbI 00pa3bl NIyHABIAIAPIaH.
By kypeHem CyrbIliHBI CYpaTIoy FOJIBIHIA MUJLIA
HNIMTBPUATHEH COIMAIMCTHK pean3M OeloH TeHd
YUKIOHMOBE,  O3JIOHYJISp  IOJBIHAA  KIJIACCHUK
HUTE3JIOPre OOpBUIBIIIBI  TYPBIHAA COWIH. O.
doisuner «Momaeny (1942), «bymok» (1942),
«by 13» (1943), «Kamran gouok ata» (1944), I
XyxuHblH «/{Henp nynkeiHHapeD, «CEeHTAOPHY,
«Yuak SHBIHJIA», «Y1 hapkaiinay, H.
ApcimaHoBHBIH «ABBUIIA», ©O. HKOHBICHBIH <«SI3rBI
TOUTB, «Maenm kwiace», «CoimaT iepore», ©O.
Ucxakupin «Ke3», «KoTeipeiHCHIH Oypan», C.
XokUMHEH «Y3QHJIEKTd JKWUIOp yHHan Hepu»
(1943), «Ypman» (1943-1944), 11I. ManHypHBIH
«Houokmop hom cuapsmmap» (1943) kebek
LIMTBIPBISPEHIS 110 (ONBKIOpP  BIeMEHTIaphI
CYTBIIIYBI-COJIIATHBIH OatbIp KOpaIleH
TOYINIOHACPY IO, CYTBIIII KBIPJIapbIHIarbl
COJIJIATHBIH DYKE JOHBACHIH auyja QaiinaraHpuia.
. MananypubiH «Tymmap repam», «be3 kumabde3
Kykpon», «CuHeH Oeek ncemeH Oemon» (1943),
«Kosim  Gaembiaay  (1944), «Kuny Oanmare,
«Yiimapy» (1945), 1. MepoppucHeH



N. M. YUSUPOVA

«CeBactononb», «CMoneHmuHa», «TaHTanay,
«Kumkabymnar», «Camep», «Kutkonma» (1943),
«beex  nmycaeik», «bemopyccus»  (1944), b.

PoxmotHeH «CuueH xakbiH Oap» (1943), «besne
ketonop» (1944), O. EpukolineH «AdY KalKaHHEI,
Keipeim» (1943), «KyTtopuk GokammapasDy (1944),
«...OU KeH WHJE, 64 TOH TyKTambliiuay (1944), O.
Ooiizunen «by 13» (1943), «Kamran yoyok aray
(1944), C. Xoxumuen «Kymmap» (1942), «Xar»
(1942), «l'apapu myc» (1944), «Koxera» (1944),
«hexym anppmHaH» (1945) KeOek IIUTHIPH-
JOPEHId XalblK aBbl3 IWKATbIHHAH Owuiree,
TpaauuoH o0pa3map >KUHYTS IO SIPBIT Oapydsl
COJIIATHBIH HIATJIBITBIH JKUTKEPYTS FOHOIITEIO.

PomanTtuk surtasekie ¢GoabKiIop oOpa3iaphiHa
MOpaKaraTe UTY TeHaeHuusce 1942 enman coy
SI3BUITAH JIMPUK hoM JTIMPO-3THK 9COpIapIo aepyda
aKTUBIAIIBIT ~ KUTS. DOJBKIOpAAaH  YCTEpemnd
KWJITSH TaOUraTh CypoTe JMPHUK I'€pOi XUCISPEHEH
COHTAaTH pOCEMEH TYyIBIpy ©4eH 19, Qancodu
¢ukepiaopHe hoM aBTOp MO3UIMSCEH >KUTKEpYyUe
CHUMBOJIUK SIKM aJJIETOPUK 0Opasyiap CTaTyChIHAA
Jla, CyTBIII MOTHBBIHBIH ToYyIoJIoHeENIe Oyjapak Ta
KymnaHelia. Moacanmon, @©. Kopumuen «bes3na
si3apIpy» (1942) mmreipe Cyrbill MOTHBBI CYTHIII /
TBIHBIWIBIK ~ ONNO3ULMACE  apKbUIBI  adbuia.
Hlareiiips MKe TOHBSHBI — QalIUCTIIAP KYJIBIHIATHI
hoM WJIHEH TBHIHBIY JKUPJIOPEH KapIbl Kyer
cypamiu.  XaT-MOHOJIOT  (opMacelHAa KAt
UTENTSH IIUTHIPBAL 513 00pa3bl OMET, SIHAPY, SAKTHI
KHJIOUOK CHMBOJIBIHA OBepend hoM aBTOPHBIH
CYTBIIIKA MOHOCI0ITEH JKUTKEpa: Huwien ymol
OenaH KyKKa A3bin 2Umam / H3bl I0KHBIY AUIY XAKbI
jok! [17, 6. 63]. Llureipb TyKbIMacChIHIA Y3-Y3€
OeNoH KapIIbUIBIKKAa KEpraH s3 oOpasel ama .
Kopum romymmmiomrepenraH (UKEpEeH >KUTKepa:
QJIere CyThILI KEIIeJIEKHE TeHd TYresl, TaOUraTbHEeH
MaTypJbITBIH, achUIBIH Ja OKKa 4blrapa. Suco
«Cubomn nmo cubomm» (1942) mmreipeHns kesre
SHIBIp  00pas3bl  CYIBI  KbIpIapblHIA  SIKBIH
WOTOUICH IOTAITy XOCPITEHHOH —ra3aruiaHydbl
JUPUK TEpOl KHYEPEIUIdPEH ayapra sipJoM HUTd.
Kesrene  KOMOO3MIMSATe  KOPBUITAH — LIMTBIPb
TYKbIMAachIHJIa CHO0SMHM 19 CHONMM pedpeHBIHBIH
KabaTaHybl, CHIHIAHIBIPY allbIMbI, TPAruk nagoc,
Kabarigay KOMIIO3ULMOH albIMbl, Y3E€HUAJICKIE
MeTadopa-snureTyiap — OapbIChl JAa CYTBIIIYbI-
JUPUK  TEPOWHBIH  XHC-KHYEpeml  J9PIKICEH
KOUSHTY, CYTbII (paXKuraceH THPOHOUTY yapachbiHa
oBepena: Anv-sub unmawne xKymabdes, / bepkem
bepnu cotiomu, / Kesee monda sievip evina /
Cubanu 02 cubanu [17, 6. 67].

C. Xokumuen «Komein» (1944) mureipesns
KOJIBIH SA3MBIIIBI yKy4Ybla Tepiie YH-TOWrbuIap
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yaTyra IOHQITENd: YN CYTBIIHBIH (QaKuraceH
aHJIaThIpra J]|a MOMKUHJIEK OUPd, CYTHII KUTEProH
XOCPOTIIOpHEH Oep TeHOo Tepe MaH MICeH [0
YUTIIOTEN YTMOBEH 19 aCCHI3BIKIIBIHN, OTUCE3 KalTaH
Oamamap c¢axwurace Oynbil Ta yKbuia: Taopmaca
ayean amubviy yi / Coipmeinnan mewinan kya. / Kem
benan xasep waapcovin? / FOKCblHbIN KewHan Kys
[18, 6. 61].

TeMaTHK-TTOATHK y3ropenuop OemoH Oepro,
CYTBIII MOTHBBI FOMOPHCTHK-CATHPHK MaTepUaIa
Jla SKTHIpThUIA Oanuielid. Maconon, O. doli3uHEH
«bype moxoas» (1942), «I'utiep hom I'epocTpar»

(1942), «Tem kypyde ¢ammcT TeHepasl
TypbiHAa» (1944) xebek caTHpHK LIMTHIPHISPEHIID
CYTBIII MOTHBBHI CapKa3M, HWPOHHUS, AaJUICTOPUK
00pa3npUIbIK, TUNepOoNa, KWHAS  aBIMHAPHI

SIPJIOMEHIIO THPOHOUTEND. OJIUIHEH «OYXOIUHEH
xaTbiHbl Maliiokop OenoH cayOysamrys» (1944)

OCOpeHI®  Kelle  XOJKBIHAArbl  KHMYENEKJe
KYPEHELUISPAOH Koy  ChiaTel  CyrbIII
BaKbIfraJapplHa MOHOCO00TIE aublia. ABTOp
MaiimokapHeH HUpeH CYTBIIIKA a3epiay

BaKBIATACHIH KOJNY YBbITaHATBIHA SHIISHIEPS, aHbl
rurnepooIa albIMbI aiia KeyoiTo hom Oyxonu hom
Maiimokop MUcaJbIHIA CYTBIITa hopkeMHEH Y3
XaKbIMKATE IUI KaOATIIBIA.

CyrbIlT 40pBI TIOA3USICEHId CYTHINT 00pa3bIHBIH
WKEHYEN JUTOJNIeK TYIbIPY/Aa, H30M TeJie allbIMbI
Oyiapak KaTHAIIBI KUTYe MU ITUT'BPHUITKS Xac
Oep y3eHUasIeK OyIIBIN OENIbIN JKUTS. by Kyperem
X. Tydan wxaTbiHIa TOTPHIKJIBI TOC AJbII, aHBIH
CYTHIIITAH COHTHI €JUIap WKATHIHAA Ja OBaM HT9,
CYIBIIl JIUPUK Tepoiira »dYKe »SYUYTSNEK ama
TOTKBIHJIBIK Ta3ariapblH JKUTKEPEPra MOMKHHIICK
oupa. «lemmop wunHzme sdpak spamap» (1945),
«Kaennap caper ume» (1942), «Youok cubeno
xunge»  (1947), «Temama,  maBei»  (1951),
«Moabuthsl KypaeM Tememas» (1947), «Cyrbiimy»
(1947) kebOex WMIBIPHISP LIYJN XaKTa COMJIH.
MoHABI MHTBIPBISPAS  Y39K  (ukep cyrbim
o0pa3bl sipAoMeH® adybiia hom TydaHHBIH Y3
S3MBIIIBIH  YarbIBIPY SKH  SIpJOMYE  MOTHB
Oynapak ypblH alraH LIyJl YOpJarbl W XaloTeH
0os1 Ompy dYapackiHa oBepens. Mocomon, «Youok
cubena xKuwiaey» (1947) MUTbIpEHAS HKE KYJIbIH
apTKa Kyerll, KeIlIeHe atapra ajbll 0apy cypaTe amia
CYTBIII, TOTKBIHJIBIK  (akurace >KUTKEpeo.
Kemene TaOuraTbHEH, KellelieKHEH Oep KHCare
uten kapan, Tydan Oy daxurars KuIousK
racolpyiap KY3JIETeHHOH, TYMaHHU3M,
romymKenienaek (ancodoce HOKTACHIHHAH 0o
oupo. Suco «Mnmo Humop Oap ukoH?» (1944)
NINTBIPEHAS WIAS OapraH CyTrbIII  WKEHYEN
JUTOINIEKTS MOKap 00pa3bl apKbUIBI aublia hom i,
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XaJblK (asKurace TOCCHIQ OsoHd: Moo Hunap
oap uxon: / FOnnap 3an2op kap mukon? / hasadazwi
ancy wayna / Hoocap muxon, may mukan? / HUnoa
Hunap bap muxon? [19, 6. 233].

Yop WUTrbpUATEHI? CYIBIL MOTHUBBIH JIUPO-
3MMK 9C3P TYKBIMACBIHAA SIKTBIPTY OMTBLIBIIIEL
nooma (®. Kopum «llaptuzan xatbiabl», 1943,
«Tencem», 1942, «pen ererey», «YJeM YEHBI»,
1942; K. Hoxmu «CHaiiriep Mopmom», «Dopumo»,
1944; 1. Memoppuc «Tymusr Baham», 1943)
KAHPBIHBIH AKTUBJIAIIYBIHA KUTEPd. AHBIH HKE
tope — omuk (®. Kopum «l'emcem», 1941-42,
«Ynem yens», 1942; H. ApcnanoB «Maxo009oT»,
C. barran «bepnunara hexym», L. Menmappuc
«Tymusl Bahany, I'. Xyxu «fy xypke» h.0.) hom
mupuk moamanap (@. Kopum «KeIHrBIpaymsl smenr
rapmyn», 1942, «Mnen erere», 1942; C. barran
«TpiH  guHre3  sApnapblHAa», ©O. Manukos
«Ataynmarsl  xXuciep»  h.0.) mKar  HTeNo.
Cyrpimirarsl cojfaT KUYEPELUISPEH, aHbIH HIICH,
SKBIHHAPBIH ~ CarblHy, IOKCHIHY  TOMTBIIapBIH
KHUTKEPY TeJlore Hocep >KaHPBIHBIH SHAapybIHA 1a
toscup  utd. I. KyryimelH — «bes  —
cranuarpagusiiapy  (1943), «Careiy» (1945)
HOCEpIIope 1IyJ XaKTa CONIH.

beex Baran CyreIIbIHBIH JKUHY —O€loH
TOMaMJIaHybl, JKMHY Iamieirel 1950  emmap
TO33MSICEHId CYTHIII MOTHBBIHBIH JYTOJIETE€Hd 19
HWOTHIHTHI SChIi. ['eponk-poMaHTHK madoc Kedire
OyJraH  ocopiop IIUTBPM  MOHAaHAa  Y3rd
CyKMakjiap cajga Oanuiblii hoM  «COIMAIMCTHK
MU(}» KbICAIAPBIHHAH YbITHIT KUTS. MOHABIHA
LIMTBIPBIIOPAS  KUHY  POMAHTHKAChl,  KHHY
siidopusice XUC-KNUepeI TyJIKbIHBIH TOUIKUI UT9,
LIYHBIH AKTBUIBITBIHAA O. DoiiznneH «SpaTam MUH
cuhe, Tyran winem» (1952), III. ManHypHBIH
«[lycnap pyxsiHa», «AK naubl», « TeIHBIY 3%, C.
VYpaiickuitabig «Cyreim 6etTen, H. JloynuaeH «O9
TamMubl cy TypblHAa Oamnana», M. CanpuHbiH
«TopwMeiika ona», M. XecoeHHEH «AK YOUKIIapY,
I'. JlareriniabH  «CyTHIIUTAPHBIH  sSTHA OETKOH
yarel» h.0. IIUTHIPBIOPEHAD JKUHYYE COJJIATHEI
JlaHJaraH, oJjbUIAraH, KUHYTS eJell KepTye OelloH
TOPYpJIaHyYbl, THIHBIY TOPMBIIIKA TAIBIMK JTHPHK
repoit moianra ysira. ©. Ooiizuner «Caitnaabivy
(1947), «Xankeiopn» (1950), «bep iepokToH
O0eten Ttemnopae» (1951), «fparam muH cune,
Tyran wiem» (1952) xkeOek MHUTBIPHIOPEHID
0epioM WII, XaJbIK TEJISCS HUHAM aBBIPJIBIKIAPHEI
XKUHEN Yblla aua JUroH (QuKep  yTKapelo.
Keporrue-erer 00pa3blH  TYABIPYYBl JICTAIBISP
TOCEHJQ JIadyblH, aK Hyp, KOMEI CaIlibl KbLIbIY,
30Hr9p Omiday KeOeK TaHbLIa TOPraH OepoMIICKIP
Kepamde o0pa3blHBIH MWUIM — aHJIAHbBUIBIIIBIH
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KOUOHTS. ©OHO IIylald Cyrblll YOpBl TaTap
MUTBPUATEHAD  OamuIaHbIll  KUTKOH  ChIdar
y3rapenuiope 0y 4opia IoBaM UTd, YCTEPeo.
Onere TEHIACHLUWS TyraH WI, TyraH >XHP
0o0pa3pIHBIH OmpenemeHns n9 KypeHo. Cyrsim
MOTHBBIHA KOPBUITAH WIMT'BPH OCOPIIOPIS TYyraH
W, TyraH >KUp oOpa3bIHBIH MOTbHOBU AHJIAHBIIIEI
kuHOs. CyTbI YOPBIHIA S3bUITAaH IIUTHIPBISPISH
aepMayibl  OyJiapak, yJI SIKIaHbIpra, CakJIaHbIpra
THEIl Y39KTOH, SKJAm KaH TYIelrdH, JKbIpiap
JKBIPJIAHBIPTa, TOJUISP YCOPra THENUIE KUP TOCeH
arma hom O. @oiizuHeH «SfIparamMm MHUH CHHE, TyTraH
minem» (1952), C. Xokumuen «bamka OepHU 19
kupokMm» (1959), «Maenkoem munem»(1953), O.

Epuxoiinen «OKoiiHeH ag3 TaHHapbIHAa», M.
HormauHubIH «Kaennap Ay IBIN h.o.
HIMTBIPBIOPAS  aepbiM  Oep OKBUIBLIBIK  OeJoH

CYPOTJIOHS Oamuiblif. AHBI CYpoTIdy OaphIIbIHIA
UICOJOTHK DUTANEeKIIe oOpa3mapra TYTel, XalbIK
aBbI3 WKATHI oOpasnapbiHa, POMaHTHUK
CYPOTJIETIEKKS aKTHB MOpIkKoraTh utend. LyHbIH
OenoH stHOmOMS III. MaHHYpPHBIH «AK JIadblHy, O.
JaBeimoBHBIH «AHa Kabepe» h.0. MHTHIPBISPIS
BartanHbl MHQUaAmITHIpy KypeHemie, TyraH Wil —
TyTaH )up — BaraH-AHa 4bLIOBIPBI KOYISL.

WkeHue sKTaH, CYTBIII MOTHUBBIHA KOPBUITaH
LIUTBIPBIIOPAS KAWTMBINA KaJraHHApHBI FOKCBIHY
amia cyruiin adoTeH 0as1opra oMThiTy (O. Doiizn
«Ad TopazoHy, 1945; C. Xokum «KeTkoH uzaem,
1946; 1. TI'agmeB «OTKairo xat», 1947) anret
IIaHra 49sira. MOHIBIA  9COpIOpPAd  CYIbILI
TEMAaChIHBIH CYpOTIIOHEIIe Y3Topeml KH4eper,
QJieTe Y3Topell JIMPUK Tepol KOHIEHIHSICEHITe
SHAphIl ~ OElloH  SHOMIANEKTd Oapa. Onobu
Maliianra Cyrbiil (axkuraceH OyblHHAp (akurace
WUTEN TaHBITaH, >XUMEPENToH S3MBIIUIAD ©YeH
opHYYe JTUPUK repoit KHJIO, aHBIH
MoauduKanusIopeHey oepce Oynapak, YTKOHIATe
CYTHIIIl BaKbIMTraJapblHHAH Ta3aljlaHy4bl Tepou
anra 4Yelra, IOYHBIH TOJCHPEHI® HIMTBPHATTI
MICUXOJIOTU3MHBIH KOUoloe Ky3ro Tamnuiana [4, 0.
84]. Wmuen »uke ¢axurace OeToH Ky3ro-Ky3
OUpaIIKaHHADP SHCO IIOXEC KYJbTHl HOTHKQIOPEH
AHJIBIA-KYPS alydbliap IKaTbiHIa Oy TraMb Wi,
MWUIOT KWJIQYOre ©4YeH KaWrelpyra oBepeno.
Illymer 4opaaH TaTap MUTBPHUITEHIS CYTHIII
MOTHUBBIH  JIUPUK-TICUXOJIOTUK  hom  dancodu
SACCBUIBIKTA ady TeHJAeHImsce ypHama hom XX
rachbIpHBIH UKEHYE SIPTHICBIHAA Oy Y3€HUAJIEK TaTap
LIMTBPUATEHS  Xac  TroMmyMmchbliipar  Oyunbln
(hopManambI KUT?.

MOHIBIN 3UTOIEKTAIre MIUTHIPBHIAPS «APAITbI
HOpoK», «TaJlaHTaH WI», «TaJlaHTaH KaH» CypaTe
kanka [20, 6. 411]. Mocomon, C. YpailCKUHHBIH
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«Cun  kahitmanei», «Cyreimn — Oerte», C.
XokumueH «Capbl kankansl Hopt» (1958), ©.
Ooiizuaen «CatimagsiMm» (1947), ©. EpukoitHeH
«Tennop Oye Hoknblid anmblii stam» (1948), X.
Tydanrnsg «Hauok cubens xungo» (1947), «Kuex
kazmap» (1953) , «Calpip OymaMbl COH CarbI»
(1953) h.0. wUMTBIPBIOPIASTE CAarbllll, KaWThl
XHUCIIOPE, MOUTBIIAPHI MIKTUMATbIM COOQILIOPTa KU
mynapra Oofine moxec (axuraceHs TOTAaIIA.

CyThIIIYBI-CONAT  SI3MBIIIBI  — W S3MBIIIBI
YpUIOBIPHI  IDKATYbUIAp — TapadblHHAH  sHA
SICCBUIBIKTa  aHjaHa  Oammierii.  JKumepenron

SIBMBINIIAP MIT KUJIQUATeHo Oofine Ky3aymaHa: hop
kemie Ooxere — mi Ooxere, hop Kerre KalThICHl KT

KalTBICKI  JIOPMKICEHO KyTopenos (O. Doiizu
«KpIpoIk ammby, 1948; «Caiinanemm», 1947 h.6.).
Cyrpimurarel  06atelpiblk  hom  daskuranop

TypbiHza Jupuk yitnanynap C. Xoxumaer «Kypck
nyraceD» (1948) mosmachlHAa Aa IIAKTHIA TYJIBI
yarbuia. JIMpUK repoil y3e CyrbIIKaH KUPJIop amia
y3a, IOyal 4YOop XOUIdpeH hom  KemenmopeH
KYHEJICHHOH Ku4epo. TaHbIl ypeIHHapra Ooiire
BaKbIMralapHel CYpOTIOYASH OUIPoK, LIynaplaaH
aJbIHraH TOACUPIOP, XUcHap aira ubira. lymnait na
JUPUK Tepoi KUUYepeluiope KyOeceHuo HCKO
Tellepy, OyreHreHe Kypen [aTJaHyra KanTbII
kama hom amapHBIH JKHpiere 19 Tap: KOJIX03
Oacynapsl, aBbul, eiIap... COHpak MXKAT UTEIToH
«dyra»  (1968) mosmacbiHma 3yp  Tapuxu
BakbIiTanapra 0oiiie yinaHynap, KYI aBbIpIbIKIap
KYProH KeIeNopHEH XHC-TOWTbUIApPBl TarblH Ja
KaJKypaKk CypoTiioHd. PomanTuk Taburarbie
«[ama xpipe» (1948-1975) hom «bakuaubuiap»
(1952—-1965) ocopmope kele pyXbiH, OATHIPIBITBIH
Bakbliiramel  ¢GoHma hoM  MeMKMH  Kajop
NICUXOJIOTHK TUPSHJIEKTS ayapra THIPHILY OeJoH
aephUIBII TOpaap.

XX TachIpHBIH HKEHYE SIPTHICBIHHAH TaTap
LIMTBPHUSTEHd OamutaHra Y3rapernuiap,
MO33USHEH  JuTaNeK hoM  ¢opma  sSTbIHHaH
saHapeimiel [21, 4 6.] beex Baran cyremmbiHa
MOHOCO0TIIE S3BIITAH OCOPIIOPTd JI0 HOTBIHTHI
sChlid. By "4opaa WXaT UTENraH 9CcopiIopAd CYThILL,
TepOUK-POMAHTHK MapOCHBI OeNepyIoH OHUTpoK,
STIOEIIKD MOHICI09TIIE bancodu yii-
KHUYEPELUIOpHE JKUTKEPYTd He3 Ttora. VKTuMarsii
Y3ropenuisp Cyrblmka Qaxuraie YTKOH HTen
Kapay TEHJCHIIMSCEHEH AaKTHBJIANIyblHA CO0oI
Oyna. Mocaonon, C. XokumHen «bep Oolirens
KYProH HIeM aHbl...» (1962), «One hamaH KypKbIn
ysHaMbiE»  (1961), «Hemenm  nodropeHHoH»
IIUTBIPBJISP OoiiIoMeH 19 (1978-1982),
«CyrpiHbly,  gohmiore, weue» (1979), «yrax
(1968), X. TydanubiH «Cyrbim Kuid MHUCHp
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ecteHo» (1956), «be3 ynukay uzek...» (1960), L.
l"anmeBHBIH «OTKIM» (1957), Po6.
OxMoTKaHOBHBIH «CoHrBel TaHk» (1963), ©.
BasinoBHbIH «CTamunarpany (1967), X. OwomnoBHBIH
«Atnapy» (1970), A. XomumueH «Tyran xupemo»
(1967) h.6. mureIpb-I0AMAaNapskI Iy XaKTa COMIH.
H.JI. JleiinepMaH, pyC WIUIbPUATE MUCAJIBIHJA,
MOHJIBI IIUTHIPBISPIS «PYXU OITEeProH JIUPHK
TepOHHBIH ~ aimra  4YbITyblH hoM  LIMTBIPb
CTPYKTypachIHIa Tapuxu-hancodu
TOMYMUJISIITEPYJIOPTS OMTBUIBIIIHBIH ~KOUYOIOCH)
[22, 6. 46-47] Omnrenu. Tatap MUTBEPUATEHOD 19
omebm MolmaHra cyrein (axuraceH OyBIHHAP
(axxurace UTEN TaHBITAH, YKUMEPEIToH S3MBIIILIAP
OUCH OpHYydYe JIUPUK TEpodl KW, aHbIH
Monu(uKanusIopeHe Oepce Oynapak YTKOHIOre
CyTBIII BakKbIMTAIAPBIHHAH Ta3alUIaHy4dbl I'epoi
ajra 4pira, IIyHbIH TO3CUPEH/IS TIOITHUK 9CIPIISPId
NICUXOJIOTM3MHBIH KO4atoe Ky3ra Tamana. Cyrsim
¢daxurace OemoH KY3r9-KY3 oUpaIlKaH
HIATBIAPBISP ¥DKAThIHAA Oy TaMb W, MHJUIOT
KWJIQUore ©4eH KaWrblpy Oynapak yCelleH IoBaM
UTo.

MoHABI MHUTBIPBIOPAS CYTBII  (axkurane
YTKOH OyJbII  TOTaJUIoNmId, JUPUK TePOHHBIH
XHCEHO CYIBIII KHUTEProH rasamuiap, ajapHbIH
KYHEIJIO e3JIeKce3 AIIoBe, ATUMJICK adbIChl, Kadart
CYTBIII KypKbIHBIYBI KaOBIHY TOI COOQILISP OYIIbIN
TOpa, TeNocd HHUHAM KaH KOIOHBI OyJaslpMay
TEJIore IIAarblMphIoOpHEH HJeablHa QUMIoHS: Tynbl
Kunew AuwlbieceMie canoviv, / Kynnap canoel
Xomma O6awnapwin... / Huea mumne s39pnexnu
cyeviut, / Llyamol ogummu, wiyimvl a3z macvin? /
Xaghanana, 6enam, bopuviia scup, / Y yama mune,
v 0awen, / JKan ypvinvinoa myeen, sgup yze 02 /
Kuno mecne sina ypnawwin [18, 6. 179].

«YTKOHHOPTS XdTTa MOH KUpak» (1976) mum
MCEMJIQHTOH IIUTHIPBIOp KenTaceH o A9 C. Xokum
Cyrsilm cabakjapblHa TYyKTaja, KeIle S3MBIIIbI,
WIHEH KWJIoUare, Tyadak KeHHOp ahoHEeHIo
MOY3USHEH  poOJie, MKTUMArblii  TOPMBIIITATKI
VpBIHBL TYpBIHJA Yyitnanynapra Ky4d. CyTbIITHBI
TyraH XajKblHa TbIHA TYrell, HEMell XaJIKbIHA 12
NI KWIToH adoT, dakura Oynapak O9suTH.

WNnmap 1O3eeBubiH «THIM-TBIH upTo» (1960)
LIMTBIPEH/IS aBBUI UPTACE TACBHUPJIAHA, THIHJIBIKHBI
«IPBIIT YTKOH» TPOTE3 IIBITBIPAABEl  YKYYbIHBI
CHCKOHJIepen Kubapa: Hoepakiapea meuts npomes
wivievipoasvl / By kaodape Oyimulii meut Cbi31a6bl
[23, 6. 31]. IIpoTe3 TaBBIIIBI KWUYore COJIATIIAP
KYHEIICHJIoTE OpHY J19, TapUXU XOTEPHEH CYTHINI
(haXUTAUTOPEHHOH KHCOTYE OYJIBIT Ta IIOPEXJIOH
ana. OCOpISPEH TOICUPIEPOK WUTY MaKCATHIHHAH,
Y3€HEH XMC-TOMTbIIApBIH JKUTKEPY FOJIBIHAA TaTap
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LIATBIAPBISPE  XaNbIK KBIPJIapbIHHAH —YCTEPEemd
KWIT9H TaJ-TUPIK, TOIOJb, TAPMYH, aK KaeH, KU,
moMBIpT h.6. poMaHTHK 00pa3-IeTanbIopaoH
¢aiinananyHsl g1oBaM UT9: ... Kuinap uca, / Kunnap
uca, / Kaen uena sicunnap uckanoa. / Ky3 auviopen
awepen  Keuwiendpoan, / Ama  envlil, UCEHD
mewkanoa. / O yn kaummouii [24, 6. 15].

XX racblpHBIH HKEHYE SPTHICBIHHAH CYTBIII
MOTHBBIHA KOPBUITAH IIUTBIPHIOPAS OaTBIPIIBIK
TeMachl Kewie sHreIpam ana hom em ksiHa Myca
Komun  sxkm  Kommmuenop oOpasbiHa  Ooiliie
SIKTRIpTHUTA Oanuierii. M. X omwmr hoM sxommraenap,
TOMyMOH  TaTap  Kemenope, kahapmaHHapHI
oOpasnapsl SIpJOMEHAS CYTBIII hoM  cyThImTa
KYPCOTKOH OaTBIPJBIK TEMAachlHa Y3Td TOCMEPIap
oectono. Ulymer doHma pocMu dUTONEKIE oiere
TeMalap WACOJOTHK KbIcalaplaH YbITHIT KHUTD.
Mucan euen, C. Xokum «Topsirsz, Mycamap»
(1966) mmreiperns M. Xomuinae Kemnenexk edeH
OaTBIpIBIK YpHOre mum aTeii, «Tartapmap emmaen
ynnenop»  (1968)  mmreipenmo M. Komun
MUCAJBIHA TaTapiapHBIH OaThIp XalbIK OYIyBIH
accei3plkiblii. P, Tatamr  «EBpomama  Tatap
marsliipeiaope» (1973—1976) mmureipeHas cyThIm
KbIpiapbiaaa honak Oyiei, kabepiope EBpomana
kairan M. Xommn, @®. Kopum, H. basu, T.
KyryitnapHelH MceMeH XoTepie sSHapTa, alapHEI
«EBpomna edeH romepiiope siHTaH» OaThipiap HTeN
CypoTIH.

Iymer yk ceriidgaTtnap JUPO-3IHUK  OCOPIIP
OUCH JI0 aKTyasb Oynbim Kaja. Mwucan edeHn, M.
OrsinoMoBHbIH «OHbITMA, EBponal!» mosmaceiHaa
KOIMTIEIop W HAMYChl, Kepce3 OaThIPIIBIThI
carblHIa TOPYYbUIAp  JIOPKICEHd  KYTOpelo.
«CoHrsl TeH» napamatuk mosMmaceiHga U. HO3ees
M. KonunHeH yneMm annbl TOHEH TacBUpJbId. B.
l'erenbiH «®aycT» ocope CHOKETHIHA aJLTFO3HUs
UTEIl yHIaHBIITaH CHOXKET Amay-Yem
KapIIbUIBITEl OeTenyerenns Myca-Meducrodens
Ooxoce Tecen amna. Llaptner ¢opmana Tupaw,
Meducrodens, Koz, Xyxa h.0. maptis! repoiinap
0eNoH COMIAITYIIOp YKYUBIHBIH UT'bTHOAPBIH IOy
hom ynem, smoy wMorbHoce KeOek Gancodu
MOCHAJIANIOPrd OHANTI. Meducrodens eueH Gpu3nk
IOKKa 4YbITyra THH YiieMHe Myca yJIeMCe3JIeKKd
Oapy tonbl uten Kapolil. JIokun Oy acopae, bependue
nosManapJan y3ro Oyjapak, a3aTJIbIK ©4eH Kepall
IIOXECHEH  PyXW  XOpllereH  sKIam  4YbITy
JIOPIKICEHS KyTopens. Pyxu keuse KelleHEeH
OepBakbITTa Ja Kelle KONkl Oyiamasdarsl hom
KbICAaH KaHyHHapra OHperIMasiuore acchI3bIKIIaHa,
marelipp  «0OTE€H  JOeHBSHBI TOPMO  HTEI
Ky3amisiiy [25, 6. 77]. Wlymsr ¢ponga Hlarsiips
KbIpbl  («WKanvima uy conevt /  IKvipbimHbl
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awepoem. / Y cynca — mun cynom, / HAwaco — mun
swiumy) KeIeJdeKHe HWpPeK hoMm a3aTiblk  edeH
KOPAIIKa oH/H, Oy ChIiiaTIapHbl SISy MOTbHAICE
JOPYKICCHIID TOKBAUM HTI. By Kepom kemienek
JIOHBSICBIHBIH KIJIQUare XaKbIHA JIVTT
roMymmiiomrepens. Orap Lareiiips Kup mapsiH
y3e OenroH renbakya XoJNCHIQ caKiiapra OMThLICA,
Tupan aHbl yT-TeTeH, MalnHa hoM raszamn osichl —
Y3€HO X€3MOT MTY4Ye KOpPraH >KUp HTEIN Ky3aJUIbIi.
Kepomaern MoHmpIii Oupernernie mKaT XaKbIHAATbI
UAEATS ajblll KWIQ: INArbliph — WXKATBI OENoH
KEIIIeJICK SI3MBIIIBI 0YCH KOpaIIyJe.

N. K03eeBHBIH smoy hom ymem doamcodocen
omo0u  MaTepuaiga TOKBIUM HWTKOH <« TBIHIIBIK
Oenmon ceitmomry» (1966-2000) mosmackiHza 1a
CyTbIIl MOTHBBI ypbiH ana. bamaneiy JKup-ana,
I'ambce3 THIHIBIK, bep MUHYT THIHIBIK, AToM h.0.
OCJIoH COMJISIIYEHS KOPBUITAH OCOPAd KEIIEIEKK
KyPKBIHBIY TYABIPTAaH BAaKbIHTANap UCKd TOLIEPEd:
Hkenue OoTEeHNOHBS CYTHINIBL, XHPOCHMaTa aTOM
O6omOachl MmapTiay; aTOM-TOIl KOPajblH CHIHAY;
COBET rackopiiopeHeH OdraHcTaHra 0achll Kepye;
«['mTnepHBIH BapucIapb aKTHUBIAITY. AJAapHBIH
co000e hoM WH ONBI KYpKBIHBIY WM, MIATBIHPb
ollere XOJUIOPre Ky3 WOMYHBI, TaMbCE3JIEKHE,
OutapadIbIKHBI, CYTBIIIHBI  aThlif. OCOpPHEH
axpIpbiHaa «Jlomeres, aHanap, ysHCHIH Oanamap!»

JIUIoH  SHJQII  Kabarinana hom ynm  Ourapad
OynMacka, rambce3 OynmMacka 4Yakbelpy KeOek
SIHTBIPBIH.

[ymer yopma Cyrelll MOTHBBI  Oaiiana

JKaHPBIH/IA AaKTUBIANIBIT KWTS. MaocomoH, U.
lO3eeBner «YHuke akkxom» (1973), 3endorHeH
«Borpmo»  (1973), «Mapm»  (1986), M.
OT'BJIOMOBHBIH «CYTHIIUIBIA CYTBIT OETKOH KOH)
(1972), «bepmonbep» (1972), «Tenre Oammama»
(1976), «Monrenek yt» (1977), «3amaH s3ran
si3MbIy (1987) Oannamanapbl Iyl XakTa COWNIH.
MOHIBIA ~ 9COpPIOPAS  CYTBIIYBl  OOpPa3bIHBIH
TUHJQIICE3 OAaTHIPIBITBIHA JIaH JKbIPJIaHA SKU
Ooxerces Mox0000T TapUXbl STHAPTHIJIA,
TOMYMKEIIEJICK  MOCHOJIJIOPEHD 1163  TOTHIII,
KCIIIEJICKHEH OXJIAKbIM  SICCBUIBIKTa  (pasKurale
yilemra  gydap Oynaysl  XakblHAa — COWIOHO
(Bendotnen «Partbriiman, 1971; «HMke at TypbiHaa
Oammama», 1973; «Kapa  kyOomok», 1978
Oamnamanapsi).

OHO TIIyJail Cy3 COHTAaTeHAOre  MHJUIH
HUTE3JIOPro OWIOHEN KaMTy MPOIECChl CYTHIIIL,
OaThIpABIK ~ KeOEK  WACOJOTMK  JUTAJIEKIIe
TeMallapHbl JIa XaJlbIK4aH, MUIUTH TecMep OeloH
Oaera, UIYHBIH ama aHBl PACMH CYPOTIOHEII
YUKJIOPEHHOH Qb  YbITa, CYThIIl MOTHBBIH
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CypoTioy IONbIHIA OallKka IIUTBPUSTIOPASH Y3I9
«He3eH» Tabda.

1980  emmapHBIH ~ MKEHYE  SPTHICHIHHAH
OamutaHraH y3ropeluldp Tarap LIUTbPUSITEHD,
LIyHBbIH O€JIOH SHOIISAQ CYTBIII MOTHBBIHBIH
YareUIbILbBIHA 1 3yp HOTBIHTHL sicklii. Cyrbilika
MOHICO0OTHEH Y3rapye, YTKOHAS OyiraH Kyn KeHO
BaKblifrajgapra peBusus scay XX TachIpHBIH
HUKEHYE SPTHICHl LIMI'BPUATEHId AaKTUB OyiraH
CYTBIII MOTHBBIHBIH CYJIIOHOIOCHO KUTEpd. OMMa
2000 emmapmaH COH CYTBIII MOTHUBBI, 3JIEKKE
eJIIapAarbl akTUBIIBITBIH KMpE KalTapa ajaMaca 1a,
LIMTBPHUST MOIIAHBIHAA Y3 YPBIHBIH KalOaT siyJiblid
OamuIBIi.

By 4opma cyrelm MOTHBBI I03Ma >KaHPBIH
KoJjawiam ama hoMm cyreimka Oofie dancodu
yiijanynap, Kelle TOMEpeHEH KBIMMMOTe, Sy
MOr'bHOCE XaKbIHIA (DUKepiop OelioH OoIIoHEIITd
auputa. lymer ronaa aBTopiap Kariaayyibl CHMBOJI-
MeTadopanapaaH, HHTEPTEKCTyallb OSHIOHEILISP-
JIoH, TOpJie CTUIIBISP CHHTE3bI, KYNTAaBBIILIBUIBIK
keOeK  ampIMHapIaH  OTHIIUIBI  (paiinanana.
MocomoH, 3. MaHCYpOBHBIH IIAareliipb  hom
CYTBIIYBI-OpHIEp IIOXeceHo Oarblluianm mKat
urenroH «bankwiil, sfku XoWpeTauH MexolHeH
CYTBIl  s3MaNlapblHHAH roimap»  (1993-1995)
M0dMa-pyJiafachblHbIH Oep SIHANBITHI OYJIBIN MIOXCH
KOHQNEKIOpHE o100 OINIOHEIIKS KepTern, y3apa
MOT'BHOBH OOIJIOHTOH ©3€KJIOpHE aBTOPHBIH LIOXCH
yitnanynapsl 0elIoH ypeMTane oupy Topa. Cyrbimn
KOHJIQNICKIIOPEHHOH aJlblHTaH I0JUIap TONl LIMIBPH
TeKCT OenoH OoitnoHen, hop OyllekHEH MOTI'bHOBU
IOHONeNIeH aublkibiid. [losma umkiopeHns Tepie
CTHIIb hom YKaHPJIAPHBIH Oeprere,
WHTEPTEKCTYalbJIeK ajbIMbl FXKTHMATbIA, 97100H,
(hancodu kaTIaMHAPHBI OAPITBIKKA KUTEPS.

Woxktumarelii  yinaHyjgap — CyTbIII  YOPBI
BakplifranapeiH  — ¢poHt, JKypoBkara Oapy
KYPEHELUISpeH sHapTa hoMm smuK OaluiaHrBIYHEL
TOUIKWI UTS. by enemro kutepenron baxuacapait
mohopeH  caTkaH — 9To4  TYPBIHAArbl  XHUKIST
MeTadopa OyIbIl, WIS TYTPBUIBIK, CATy-CaTBLTY
MOCBOJIOCEH KaJIKBITA. Baran CYTBILIBI
BaKbIfrallapblH JKAHJIAHIBIPY ama QaKuraienek
madockl  TympIphIIa, aepeIM  o0pa3, omobu
JeTabJIop, XOTTa TOCISP 19 Iy MaKCaTKa Xe3MOT
uTd. MocanoH, Kapa Tec Cyrblll (a)KUraceHs,
YJIEMHEH  SMBbCE3JIETeHd hoM  SIKBIHJIBITHIHA,
SI3MBIILIHBIH ~ KOTBUITBICHI3NIBITBIHA HIIAPS  SICHIM.
[ymait nma mo3Majga Cyrblll  BakbliramnapblH
TacBUpiay OepeH4Yenl  yphlHAAa  TOPMBIA, o
MeKaliHEeH 3YKEe JIOHbICHIH, PyXH KUUEpEUIopEH,
OXJIaKBIH yCell I0JIbIH YarbUIABIPY Y39KKS ajbIHA.
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[Tareiiipb, aHBIH XaJbIK
YpBIHBI, Ba3udachkl KeOEeK MOChaNaNdp oae0u
KaTJIaMHBIH  TOIl  JYTAJIEreH  TOUIKWI  WTO.
areriippiex OypbIubl Y3 XaJIKbIH a3aTJIbITBl ©YCH
KOPSIITd IWI, MIUIM KOpIlIue HAeanbl CaHaIraH
Tyxait 6uzmone 6enon ymaoHa. Ko I'amm, [lnhan
Mopikanu, Karom Hacwiiipy keOek IIoxeciiopHeH
oCop TYKbIMAChlHAa KepTelye HKe KaTjiaM, XoTTa
KaIiMa-KapIusl MOT'BHQ YTKapo. Tapuxu
LIOXECTOPHEH PACEMHOpE 19 Kajamay, Oep SKTaH,
9uKe (hakKUraHe KypcoTco, KeHYe SIKTaH, PaceMces
I0 Y3 ouulepe O€ToH  XanbIK  XOTEPeHI
MOHT€JISIIYJIOPEH paciIbIi.

[Mosmama ynmem hom ynemcesnek, BakbIT
arpiel, TOH hoMm jkaH cadubllbl TYpBIHAATHI
yitnanynap Qancodu KaTiiaM Xacwuil UT9. OCOpHEH
uzesce A9 MyHAa TaObUla: Kelle — S3MBII, YIeM —
yJieMce3NieK KapIIbUIBIKIAphl AIIOYHEH MArbHOCE,
3yPABITHl TypBIHAArbl (PUKEPra anbln Kuiad. I'omep
arbllIBIH INATBIMPh pyJagara — JKbIPHBIH TH3
OamKapplia TOpPra eJelleHd THHIIH; ToMep — OUK
TA3 YTO TOpraH S3MBIINI OyJere, aHel hopkem
MakcaTyaH, MOTBHAJIE YTKOPEpPrs, MHCCHUSICEH
YTOpPro THeml JUroH (UKepra Kurepa. X.
MexoliHeH KbICKa romepe Baran a3aTibirbl eYeH
Kepom OemoH akimaHa. JKaH cadubpIrel ga mIyHa
Ooliom aHJaThLIA.

SAmoy-ynem KapIIbUIBITHI, yJIeMHEeH
YJIEMCE3JIEKKS oilfloHy KoHuenuusice QancadoHe
CYIBIII YOpPBHl MOAI3USCEHASreUS XN MWT: HI
a3aTiBIThl @UEH KOpalll, U e4YeH YJIy — MOHreJeK
ALIOCUIHEH, ABHU YJIEMCE3JIEKHEH OalulaHrbld
HOKTAcChl, YJATSHHOH COH SIILIOYT? 0N aly Oymapak
HIOPEXJIoHa. JIMpUK repOWHBIH BaKbITChI3 ©3€JII'oOH
KbICKa TOMEpPEH WJI TOMEpPEHd Kyllapra TelloBe
YJIEMCE3JIEKKS ~ OMTBUTYbl ~ OyJIBIIl  aHJIaIlbUIa;
«MuneMm yiemeM — MHHeM BaranpIM, MuHEM
ceiliHBIQBIM yirye Tyren wd. [lymaii Oynray, 6e3:
«besro ynem 1ok!» — nube3». IloamanbiH nesce 19
A1y MOrbHACE, aHBIH Oeekjere, 3ypiblbl HITD,
Baranra, y3 XaJkelHa Xe3MOT UTYIO, pPyXH
a3aTJIBIKKa OMTBUTYJIA IUTOH (PUKEP alia YTKIPemd:
Ymxa xapwvr guoauus / Anyviynvl un xema. /
Hepaxkaiine kynen rowwt / «Ynem 1ok» oOun
orcunkema, / «Yaem wxy» oun oguikema! [26, 0.
132].

M. Mup3za pa «Kabarnaamac  MoHre
JIUTOHHOPE» TI0AMACBIHIA CYTBHIII BaKbIHTamapblH
JKEHTEKJION CYPITJISYHE MakcaT HMTMHUY9, ajap
TOICHUPEHAS TYyraH KHYEPEILIdp CBHI3BITBIH alrbl
IUTaHTa  9pirapa. hop  CyIBIIHBIH ~ MOHTe
KabaTjaHMac AWM TOMaMIIaHBII Ta, JAaUMHU STHAPBII
TOPYBI OPHY TOMTBICHIH UH COHI'BI YUHKKQUQ YCTEPD.
I Tykaiimarel «KHCMOK OCTCHAO WTTH(AKEII

TOPMBIIIBIHAAT'BI
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KyHraH  Kapakoln»  o0pa3blHAa  HIIAPSJIOTOH
Kapakom-ko3retH  00paspl, Oep SKTaH, COsICH
OapbIIIHBl  CHMBOJUIAINTBIPCA, HKEHYE SKTaH,
MEHJIOTOH KeLIeNIopHe YJIEMId STOPIoH  CYyTHIMI
JUTQJIEreH Xacwil HTd. Wi a3armibirbl  XakblHA
TOMEPJIOPEH OMPIoH EreTNIOpHEH JKaHbl, aJapHbIH
THHCE3 XOCPOT KHYEPIoH aHajapbhl KapLIblHAA
Baran jxaBaruibl AWroH (HUKEp 9COpAS TOI HIes
OyJBIT SIHTBIPBIN: ...AHa K3 Aulen0d Ounees mo3svl
— / Hozen wwimmwii itiomanrca Baman, — /
Kabamnanmac moyee, — oueannape, / Yoinea awap,
Oanxu, bepzaman [27, 6. 314].

M. MupzadplH Oep TachIpiBIK TapUXHBI Y3
sueHs anraH «Keicelp [Napud» mosma-keiiiccack
Oy sKTaH aepyda Kewse SHIBIPBIH. AcbUima, Y
TOPMBIIL-SIIOCIIHEH Y39re, TaXbl OyJIraH KeLIeHEH
CYTBIII Tazariapel, pyxu (akKuraaop amma Kuyer
T9, KeIlleJIeKiIe OYIIbIN Kalblpra OMTBUTYbI XaKbIH/a
ceiimun. OcopHeH OambiHAa YK «CyTHIIUIAPHBI
NOHbS OalNBIKIaphlH KabarT Oyiemry, TanaHTraH-
siyllaHTaH OalNIBIKHBIH XYy)KalapblH akiay-cakiay
6UCH  Maxcyc  KHTEpem  ublrapanap Ul
0osIIoyUeNIop XaKIBIMBI Q1T [28, 6. 295] copaBsl
kyena. [apud oOpassl ama M. Mupza myn
YOPHBIH KYI SI3MBIIUIAPBIH Oep HOKTara TYILTBIH.
Ocop Tarap IIMIBPHUATEHS CYIBII (haKuraceH
OybIHHAp (haskurace UTEM TaHbITaH, aHbl (axkurasie
YTKOH HTeN O09sJIoy4e, KUMEPEITaH SI3MbIILIap
OUEH OpHYYE JIMPUK TepoilHbl «KadTapay. llyn
eJyIapa KUMEPENToH S3MBIIUIAD M1 KHIIQUOTreH
Ooliie Ky3ajulaHa: WITHEH O0oXeTe /19, Xocpare /9
aepeIM Kemenop OoXeTeHs KM KalreichlHA Ooiise
JUroH (PUKEp acChI3bIKIIAHA.

Penar XapucuelH «bolipoM KamgblpeIpra»
(2020), «Ynemces monk» (2021), <« Kpipmbrit
6emacenme» (2021), Onpmupa opudynnnHaHbg
«Cyrblll  KblpyIapblHHAH MHH Kadtcam?!» h.0.
HIMTBIPBIOP CYTBHIII MOTHBBIHBIH COHTBI  €Juiap
TaTap HIMTBPHUSTEHId it aKTyaJbJereH
IOTAJITMAaBBIH X000p MTen MoimaHra usira. Oubl
l'amb hom XoTep MOTHBBI yToNM KHcen Oapran
anere acapIap beexk Baran CYTBIIIbI
BakKblifralapblH, 3aMaH MOHOOPEHHOH TOPBHIII,
OyeiHHAp (akurace TeceHad aya. Mucan eueH, P.
XapucHbelH «Yaemce3 monk» (2021) mmrsipeHo
Cyrblll OybIHHap XOoTepeHId (axkura Oynbln
CaKJaHy4bl KypeHem Oynapak aybuia, JIMPUK
TepOMHBIH XdCpaTe A9 IIyHa Oolje CypoTiIoHA.
«boaiipam kanmeipeipra» (2020) mureipe uco ara-
0abanapHbIH OATBHIPIBITBIHA COKIIAHY XHCEH Y39KKQ
aya, CYTBII OaThIpJbITBl OYBIHHAD XOTEPEHD
CakJIaHa TOpraH MH KYPKOM XaTUpPd IUTSH (ukep
LIMTBIPbHE YTONIM KHcen Oapa: Omu Ayian aneaw
boex XKuny / 6atipam Oyavin sy tiopakma. / O
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KeuleHe Oaupam uviH Keutews / suudy henapena
oetpama! [29, 6. 3]. Amazmam ¢ukep O.
[epudynmuuansiy,  «Kury Oaiiparsi»y (2022),
«duenpubl  kuay» (2020) IIUTHIPBISPEHAS 9
ypbiH ama. MIUIMOHNAraH Keme ToMepe,
MEHJIOTOH TOJ XaThIHHAp, SITUM Oanaiap S3MBIIIBI
0opabopeHs KHITOH JKUHY W XalIKbl TAPUXBIHIATBI
WH u3re, OybIHHAP XOTEPEHQ CaKJIaHbIpra THEILIe
0oiipoMm Oymnapak OosIoH: AAmaldwsl kapa emnap, /
Asamaowvl bepremne. / [lloxkep, Annah oynox umme /
baupom xunep 6y xoune [30, 6. 103]; Tapuxvinoa
beex Baman cyeviuwvinelty /  bamwviprvikma
muyoawe 1K Hokmacel 0y. / [epoiinapesi,
opOenabicul Kyn 0ynca oa / Envasmanviy momyexa
muy kutiiccacwt 6y! 30, 6. 102].

A. XommmueH «Keume keme» (2016)
HOCEPEH[d [0 LIyJ YOPHBI KHYEPToH JUPHUK Tepoi
si3mbiIbl (beexk BaTtan cyreimnbl GamiiaHblm, aTUCE3
Kaly, awiblk axuranope, uiaHeH 1950 emmapnarst
ay-syIaHTaq KOH KYpye) W TAPUXBIH 0510y OyIIbII
romymunomd. IllyHa Ooiinme aBtop doncodu
copaynmap Kys: KEIIeHeH ANIdY achUIbl, SIIQY
MOrbHOCE HHIOH Thibapar? Ilymsr copayra
JKaBal TOCEHNI® CYyThIKa Ooiiyon, aBTOp OHII
XaKbIUKaTbHE aephblll YbIrapa: Tanio hoM TyraHibIk
JKeIurope; TyraH Ten hom  omobusar; OesHe
oiloHziepenn  anraH TaOurath, Xe3MaT hom
Moxa00oT. bBomap cyreim  4opbl Ta3aruiapblH
KHUYEPToH aBTOp TapadplHHAH  SIIISYHEH
MOT'BHOCEH, Kellle KOYeH OWIrelnorsaH  Tell
ceifi(haTiap UTen KyTapena.

Ten HITHAKIIIP

Beex BaraH Cyrblmbl 4Opbl HIMTBPUATEHNAD
MOATHK JCOPJSp TON HWrbTHOAPHBI (POHTTATHI
XQJUISPra Ooiiie coinar KHYepenuIapex
CYPOTIIOYTS IOHANTY. Y3519pe (POHT KbIpJapblHIA
OyJITaH WIATBIAPBISP OAaTBIPIIBIKKA, YKHHYTS JaH
JKBIPJIBIA, COBET COJIATHI, OATBHIPJIBIK TOLICHYICE
uAeayIamThIpblia hoM MO3THK 9COpISp POMAHTHK
PYyX, MaTPHOTHK XUCIp OEIoH cyrapbuia.

beex BaraH CyrBIIBIHBIH JKHHY OCIIOH
TOMaMJIaHYbl, JKOMIBIATHTOI€ TOPYPIBIK OesoH
OpETENToH MATIBIKIB XanaT 1950 emnapna cyrbim
MOTHBBIHBIH SAKTBIPTBUIBIIIBIHA J1a TIACHUDP SICHIM.
Bep sKkTaH, IWATrBIAPBISP CYIBILI  MOTHBBIH
Kosawisl hoM MacmTabibl CypoTJIOyra aliblHa.
MoHABIA 9COpIopId OATHIPIBIK TEeMAacChl, TEPOUK-
poMaHTUK nad)oc Keuse OyJbIl, JIUPUK TEepoil uie,
aHBIH KUHYE, Y3€HEH ILIyJI XXUHYTd eJIell KepTd
aysl O€JoH TOpYpIaHyYbl OYJIBIN YBITHIII SICBHIU.
HkeHue sKTaH IO33UAAS CYTBIIIHBI Y3I9 SKTaH,
KHCKEH TOHKBIMIH SICCBUTBIKTA 095710y oiiaa Oyna.
MoHABIA MHUTHIPEIAPIAS CYTHI (haKuUTAIEe YTKOH
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Oymapak  OosiloHO  OamuIbIi, XalbIK  aBbI3
KATBIHHAH YK TaHbBUIa TOPraH OepoMIIeKIIopHE
aKTUB KyJUIaHy CYTBIII MOTHBBIHBIH MUWJIIH
AHJTaHBUIBIIIBIHA KATEP?.

XX rachlpHbIH HKEHYE SIPTHICBIHHAH CYThIII
MOTHBBIHA KOPBUITAH 9CAPIISPIASTE  Y3Topenniop
MO3TUK OCOPJIOPHEH THUPSH TICHXOJIOTU3M OCJIoH
CyrapbUIyblHA, CYTHIII BaKbIATAApPbIHA TOHKBIAU
Kapamrka Ooiiye oembn kuto. 1950 emmapma C.
XokuM hom ©O. @oii3m wKaTbiHAA OalIaHBII
KUTKOH Oy Tenaenuus 1960-80 emmapma Ttarap

TTOA3USCEHD xac TOMYMCHIi(aT OyJIBITI
dhopmanmantein KuTo. IUTBEpH 9COpPIOPIS CYTHINI
BaKbITanapbiH rOMYyMKeIIeTIeK (oancodace

ACCBUIBITBIHAA 69HH9F9H JIUPUK repoﬁ aJlra 4sIra.
Y3 unpaThIHAa MOHBIN TEKCTIAP CYTBII MOTHBBIH
CYypoTJIoy IOJBIHAA JIMPUK TICUXOJOTU3MHBIH,
(oncoduaeKHEH THPOHOIOEHO KHTEpd. OJiere
ceriidpatimap, XX-XXI racelp uureHmore Oepkagop
CYJIIIOHJIEKTOH COH, COHIBI ejuiapaa 3. MaHcypos,
M. Mupsa, P. Xapuc, 3. Hlopudymiuna h.6.
MarelipeIop TapadblHHaH KabaT —Tepre3enert,
ycTepenen KUTa.
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BOEHHBIE MOTHUBbI B TUPUKE (HA IIPUMEPE HPQI/BBEIIEHI/Ifl,
IHHOCBAIIEHHbBIX BEJIMKOU OTEYECTBEHHOU BOUHE)

Hypdua Mapcosna IOcynoga,

Kazanckuii ¢penepanbHbIil yHUBEPCHTET,
Poccus, 420008, r. Kazansb, yn. Kpemnesckas, a. 18,
faikovich@mail.ru.

B crathe paccmarpuBaercs (OpPMHPOBAHHEC U PA3BHUTHAC BOCHHBIX MOTHUBOB B TAaTAPCKOW MO33UH
XX B. B KOHTEKCTE COBPEMCHHOIO JINTEPAaTypOBEICHHs. MarepuaaoM I H3YYCHHUS TOCITYKHIH
MOATUYECKHUE TPOU3BENCHUS, TOCBsAIIEHHbIe Benukoi OtedecTBEHHOW BOitHE. XPOHOJIOTHYECKHE
paMKH HMCCIIEIOBaHMS OXBaThIBalOT mepuof ¢ 1944 mo 2025 r. [loka3aHo, YTO BOEHHbIE MOTHBBI B
TaTapCKOM MO33HMH 3aPOJIUITUCH B Hauasne XX B., MOJYYUIN HOBBIM UMITYJIEC B CBOEM Pa3BUTHH B TOMbI
peBosmronvn, ['paXkTaHCKOW BOWHBI, OKOHYATEIHHO OGOPMUIINCH B Toabsl Bennkoidi OTedecTBEHHOM
BOIHEI. B Xoze mcciemoBaHus BEIABICHA TPaHC(POPMALUS BOCHHBIX MOTHBOB BO BTOPOH IMOJIOBHHE
XX — nepsoii Tpetu XXI B.
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