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Introduction

Chulpan Zarif is a poet fluent in Tatar, Rus-
sian, and Turkish. Chulpan Afrayimovna Zaripova-
Cetin, a 1992 graduate of the Russian Language
and Literature Department at the National School
of the Faculty of Russian Philology at Kazan State
Pedagogical University, publishes her poems under
this pen name. Since 1999, she has lived in Turkey.
In her homeland and abroad, Chulpan Zarif is
known as a talented poet, translator, literary schol-
ar, and teacher. It is hardly accurate to call “trans-
lations” her works in Russian and Turkish as they
were not simply translated into the other language;
they were created anew in another language. Alt-
hough, the work of “linguistic migrants” may be
viewed in different ways, in any case, it is an unu-
sual and little-studied phenomenon.

The aim of our study is to identify the factors
in the poet’s biography that stimulated the devel-
opment of her bilingualism.

The study of Ch. Zarif’s work is relevant in the
context of intercultural dialogue. This is due to
several factors that make such literary texts valua-
ble objects of philological studies. First, the work
of this writer-translator represents a unique combi-
nation of several languages and cultural contexts.
Our examination of Ch. Zarif’s literary texts allows
determining the origins of her bilingualism and
understanding the ways bilingualism and intercul-
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tural interaction are reflected in her poetry. Se-
cond, the poet’s works are a source of information
about the life of contemporary Tatar émigrés in
Turkey. The poems that reflect her emotions, expe-
riences, and thoughts offer insight into her spiritual
world enabling to comprehend her position in a
foreign country. Third, by studying the work of the
writer who stands at the intersection of different
cultures, we can contribute to the development of
intercultural dialogue. The artistic images, created
by Ch. Zarif, represent the author’s picture of the
world and serve as a means of conceptualizing
various types of chronotope found in her literary
work.

The subject of this article is the reflection of
the authorial individual worldview in the works of
the bilingual author Chulpan Zarif, the specifics of
representing national identity conditioned by dia-
logue and synthesis of cultures, and the character-
istic features of this poet’s unified bilingual sys-
tem.

The object of this study is the lyrical poetry of
Chulpan Zarif.

Materials and Methods
The study is based on the analysis of Chulpan
Zarif’s poetry collections “Koyashka yul tota
korvanym” (2003) [1], “Apelsinovaya osen’”
(2013) [2], “Laciveard Yuxular” (2023) [3], anthol-
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ogies [4], [5], [6], a reader [7], which includes her
works and journal publications in the Tatar, Rus-
sian, Turkish and Azerbaijani languages [8], [9],
[10], [11], [12], [13], [14], [15], [16], [17], [18],
[19], [20], [21], [22], [23], [24], [25], [26], [27],
[28]. In solving the tasks set in this work, we used
the following methods: biographical, comparative-
historical, cultural-historical, hermeneutic, com-
parative-contrastive, and structural-semantic.

Discussion

Currently, there are several approaches to de-
fining the concept of bilingualism, some narrow,
some broad. Broadly speaking, anyone who speaks
at least one foreign language to some degree can
be considered bilingual. According to R.
Tuksaitova, “In a broad sense, literary bilingualism
includes literary translation — a special form of
artistic creativity that inevitably presupposes the
contact and interaction of national languages and
cultures. Translation is a literary fact that enters, in
a transformed form, into the context of a new cul-
ture and continues its life within it” [29]. In a nar-
row sense, bilingualism is understood as complete
and/or native-like control over two languages [30,
p. 7].

Researcher Ch. Guseinov defines five types of
bilingual literature, which determine the specificity
of bilingual writers’ work in a country with multi-
national culture: 1) literary work performed in the
national language and the author’s translation into
Russian; 2) literary work performed in Russian
with subsequent translation into the national lan-
guage; 3) parallel literary work performed in the
national and Russian languages without self-
translation; 4) temporary or permanent transition
from bilingualism to monolingualism, Russian or
national; 5) literary work performed only in Rus-
sian, which is classified as national literature [31].

I. Valuytseva and G. Khukhuni believe it is
necessary to distinguish between two closely relat-
ed, but not identical, concepts: “bilingualism of the
author” and “authorial bilingualism”. “In the first
case, we refer to the personal characteristics of an
individual engaged in literary work, someone who
actively masters the language and speech skills of
more than one language; in the second, we mean
the creation of works of art in a non-
nativelanguage/languages”. “Authorial bilingual-
ism, according to researchers, presupposes the
bilingualism of the author, but not vice versa, since
not every bilingual writer uses a second language
as a tool for literary work, although the elements of
bilingualism in their works can be quite widely
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represented” [32, pp. 298-299]. Literary scholars
classify as a transitional phenomenon between
“bilingualism of the author” and ‘“‘authorial bilin-
gualism” the cases “when two or more languages
are used in the literary area, but their ‘specific
weight’ and the author’s contribution to the corre-
sponding cultures cannot be compared, and it is
hardly possible to speak of bilingual creative
work” [32, p. 299].

The literary criticism aspects of bilingualism
are associated with the study of the characters’
features of speech in works of fiction, with the
analysis of fiction created by bilingual writers and
perceived by bilingual societies [33], [34].

Having got acquainted with Chulpan Zarif’s
work, we discovered that from 1977 to 1984 she
wrote in Tatar, from 1984 to 1988, primarily in
Russian, and from 1989 to 2007, in both Tatar and
Russian. Since 2008, the poet has been creating
poems in Tatar, Russian, and Turkish. In some
cases, the poems in different languages are the
product of authorized translation, which takes into
account the realities of the target language.

Chulpan Zarif’s family upbringing played a
significant role in shaping her Tatar national iden-
tity. Her birthplace also had a beneficial influence.
Chulpan Zarif was born in the Tatar Province of
Zakazanye, considered a national Mecca that has
given the world such poets as G. Kursavi, Sh.
Marjani, G. Tukay, G. Bashirov, and M. Magdiev.
Chulpan Zarif still fondly recalls attending a poetry
rally in honor of G. Tukay’s birthday with her fel-
low countrymen in downtown Kazan. She initially
participated in the event as a spectator, but during
her graduate years (1992-1994), she first per-
formed as a poet.

The ethnic diversity of the Republic of
Tatarstan, Chulpan Zarif’s homeland, is represent-
ed by 107 nationalities. Tatars and Russians make
up 90% of the population, making Russian-Tatar
bilingualism one of the most common. The poetess
was born and attended a Russian school during a
period when state policy and educational measures
were aimed at the national unification of the multi-
national school system and the creation of a single
comprehensive school for all national groups in the
USSR. It is significant that the 1977 Constitution,
unlike the 1936 Constitution, did not address the
right, but only the possibility of education in native
languages. Tatar was studied as an elective course
during these years. It is therefore not surprising
that Chulpan Zarif has written poetry in both lan-
guages since childhood. According to her recollec-
tions, her native language was predominantly spo-
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ken in her family. Due to the family’s move to the
district center, three of the four children attended a
Russian school, not a national one. Their love for
their native language was nurtured by their Tatar
language teachers: “When 1 was five, our family
moved to Arsk. | attended Secondary School No.
1, a Russian school. But our native language teach-
ers made every effort to instill in us a love for the
Tatar language. In the family, we spoke only Tatar.
“Since I was equally fluent in Tatar and Russian, I
could easily write in both languages,” the poetess
recalled in one of her interviews [35].

The literary and musical association ‘“Tukai
yaktashi” (“Tukay’s Fellow Countryman”) played
an important role in the development of her poetic
talent. It operated under the regional newspaper
“Kommunizmga” (“The Towards Communism”)
(since 1992 it has been named “Archa khaborlore”
(“The Arsk News”). While still a schoolgirl, she
became a member of this association and took part
in television programs in Kazan. In this newspaper,
her poems were first published in Tatar (1977) and
Russian (1980s) [35]. The head of the association
was the executive secretary of the newspaper, the
prose writer Radik Faizov (1931-2011). People of
different ages and representatives of different pro-
fessions came together at this creative meeting
place. It became a starting point for those who
would soon find their place in Kazan, the literary
flagship of the Tatar ASSR. Symbolically, Chulpan
Zarif’s poems were first published in the Tatar
“thick” magazine “Kazan Utlary” in the section
“Ostahan” (“A Workshop”) in 1995, in the same
issue with the works of the association creative
director [8]. It is significant that the first profes-
sional review was written by poet Radif Gatash
whose work is especially noticeable due to the
influence of Oriental classical poetry: “Chulpan
Zarif shigyrlere soenech, yshanich hislere uyata:
min alarny hichshiksez, tabigat birgan selet ham
moHly kynel kichereshlore, rukh ezlanylore
ximeshe, beznen shigyrga tagy ber kyzykly kalom
iyase, yzencholekle shagyyra kilyden khabar deep
kabul ittem” (“Chulpan Zarif’s poems bring us joy
and awaken our hopes: Each one is characterized
by her natural talent, illuminated by lived experi-
ences, and is the result of her creative searches, it
is an eloquent testimony of the fact that a new art-
ist of words, a wonderful poet, has come to our
poetry”) [8, p. 89].

In 1987, Ch. Zaripova-Cetin enrolled in the
Russian Language Department at the National
School of the Philological Faculty of Kazan State
University. In 1988, she continued her studies at
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the Russian-Tatar Department of the Historical and
Philological Faculty of the Kazan State Pedagogi-
cal Institute (KSPU since 1995). While studying at
the Russian-Tatar Department, Ch. Zaripova-Cetin
enrolled in a special course called “Comparative
Studies”, in which she mastered the basics of com-
parative literature, grasped the specifics of literary
analogies (styles, plots, etc.), and the connections
between different national literatures. On the rec-
ommendation of her academic advisor, A.
Sayapova, she began a comparative study of M.
Lermontov and S. Ramiev’s poetry as part of her
research. According to Ch. Zaripova-Cetin’s recol-
lections, “this student research project proved fate-
ful”. At first, the abstract developed into a diploma
thesis, ‘The Problem of Demonism in the Works of
M. Lermontov and S. Ramiev’, and then, after
graduating from the university, into a serious sci-
entific research” [36, p. 298]. The famous Tatar
literary scholar R. Ganieva became a reviewer of
her diploma thesis. All this was an additional in-
centive for the development of her authorial bilin-
gualism.

The originality of Chulpan Zarif’s love lyrical
poetry in the early works was noted in the reviews
of her fellow writers (R. Gatash [8, p. 89], Zulfat,
Mudarris Aglam, G. Gilmanov [1, p. 116], Elkhan
Zal Karakhanly [2, pp. 3-4]), and the literary
scholars (A. Nazipova [37, p. 134] and L.
Mingazova [38, p. 142]).

The epigraphs found in her early poems allow
us to outline her reading priorities. It is striking
that Chulpan Zarif cites original national poets.
Among them are Latvian poetess Laimdota Livena
(pseudonym: Laima Livena, 1943), Karelian poet
Armas Mishin (pseudonym: Oleg Mishin, 1935-
2018) who wrote in Finnish, and Russian poetess
Marina Tsvetaeva (1892-1941). This fact convinc-
ingly testifies to the author’s enduring interest in
the literature of the peoples of the USSR. In the
poem “My Own Self” (1987), Chulpan Zarif posi-
tions herself as a “Tatar from Tataria” who is
proud of her ancestors [2, p. 44]. This author’s
position of value, which determines her attitude
towards her nation and her people, remains un-
changed throughout her literary career.

In 1992, Ch. Zaripova-Cetin entered graduate
school at the Department of Tatar Literature at her
native university. In 1995, under A. Sayapova’s
supervision, she defended her candidate’s disserta-
tion “The Problem of Demonism in Sagit Ramiev’s
Works in the Context of Eastern European Esthet-
ics” [39]. By studying the works of this great poet,
she discovered the profound potential of Tatar
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literature. In her research, Ch. Zaripova-Cetin
managed to combine East and West into a single
whole and, in practice, realized the potential of
studying any national poet’s work in the context of
the world literary tradition. As part of her disserta-
tion, she examined the work of S. Ramiev in com-
parison with the poems of M. Lermontov, K.
Balmont, 1. Nasimi, and in the mirror of the philo-
sophical thought of F. Nietzsche and Kh. Gibran
[36, p. 248]. Poet R. Gatash was one of the first to
draw attention to the fact that the creative priorities
of the poetess influenced the scope of her scientific
interests: “Oye, Chulpan donya, rus shigriyaten,
omma barynnan la bigurak Sharek odsbiyatyn,
boek garop, farces, torki shagyyrloren eyrongon
hom bu anyn shigyrlorends do chagyla. Shigyri
suratlorda, fiker bireleshens, tel-style charalarynda,
syz-lexikonda mony toyu avyr gugel (“Chulpan is
well-versed in Russian poetry; it’s clear she’s de-
voted considerable attention to studying Eastern
literature, particularly the works of Arabic, Per-
sian, and Turkic poets, which is reflected in her
poems. This is evident in her artistic imagery, the
way she expresses her poetic thought, her figura-
tive and expressive means, and her vocabulary™)
[8, p. 89].

After defending her dissertation, Ch. Zaripova-
Cetin was appointed to work in the Tatar Literature
Department as a targeted postgraduate student,
which served as an additional incentive for the
development of her bilingualism. On the one hand,
according to the writer’s recollections, she experi-
enced natural difficulties in the transition from the
Russian-Tatar Department to a purely Tatar lan-
guage environment; on the other hand, this allowed
her to systematize her knowledge of national cul-
ture, which she had not acquired at school [36, p.
249]. From 1995 to 1999, at the Faculty of Tatar
Philology at KSPU, she lectured on Tatar folklore,
Tatar literature of the early 20™ century, and clas-
sical Oriental literature. At the Faculty of Russian
Philology, she taught a course in Tatar literature in
Russian. During the years of teaching at her native
university, Chulpan Zarif headed the creative asso-
ciation “Ilham”. Unfortunately, due to financial
difficulties, she was unable to publish a collection
of poems by the members of the group. By the
way, the most talented of them, Gelyusya Zakirova
among them, later chose creative careers. Chulpan
Zarif frequently participated in literary programs
on radio and television, and in the work of the
“Sharyk kluby” (“The Oriental Club™).

In 1990, the poetess wrote a lot in both the
Russian and Tatar languages. Poems in the Tatar
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language were submitted to the regional newspa-
pers “Magyrifat”, “Madoni xomga”, “Shahri Ka-
zan”, ‘“Vatanym Tatarstan”, and the magazines
“Kazan utlary”, “Idel” and “Soembiks”. Soon they
started talking about her as a talented creator of
love lyric poetry and a poetess who revived orien-
tal motifs in Tatar literature [1, p. 116], [37, p.
134]. “Tuksanynchy ellar shigriyatenen in zur
kazanyshy — milli theme ide. © minem kertkon
elesh, megaen, kenchygysh motivlary bulgandyr.
Chenki moktop ellarynnan birle kenchygyshka,
kenchygysh shigyriyatena, Terkiyage gashyyk
idem ...” (“One of the main achievements of poet-
ry in the 1990s became a national theme. As for
my contribution, it was oriental motifs, I’d say.
Since school I've been in love with the East and its
poetry, I have been raving about Turkey...”), ad-
mits Chulpan Zarif in one of her interviews [40].

If the poems “I Shoryknym tybon kyk
gomboze!” (“Oh, the Low Sky of the East!”) [2, p.
26], “Nikter telim” (“For Some Reason | Want It”)
[2, p. 27], “Sarai shagyire monology” (“A
Monologue of the Court Poet”) [2, p. 28], “Min
totash yavyzlyk idem” (“I Was Total Evil”) [2, p.
127] had been written before she went to Turkey
and seen Istanbul, then after a trip to Istanbul and
Alanya in 1997-1998, the Turkish theme firmly
entered Chulpan Zarif’s poetry: the cycles
“Istanbulda sxoitHeH coHrel mm3ramape”, (“The
Last Moments of Summer in Istanbul™) [1, pp. 86—
113] and “Ak dingeznen kyz yashedai tozly suy”
(“The Salty Water of the White Sea”). One of the
key themes in her Russian and Tatar poems is the
role of Turkey in the poetess’s personal life. For
Chulpan Zarif, memory, which connects the past
with the present, becomes the foundation that holds
the universe together:

Mopmop nunre3 6ye —  |Flowers along the shore

reap... of the Sea of Marmara...
Ce3ra cakchI3 Have | touched you
KarbUTABIMMBI? carelessly?

VY4piMaa — a’dThIH The golden dust in my
Ty3aH... palm...

Istanbul, how many
centuries have passed
since 1, rising from the
dust,

Have come to you
again!... . [1, p. 113]

Ty3aHHaH SHAPBIIL, SH
CHHA KWIToHYE,
HctamOym,

Kynme racsipnap
yarau!.. [1, 113 6.]

This motif persists in her lyrical poetry even
after her moving to Turkey:
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Istanbul! I've irrevocably loved you for a long
time...

Like a seal on my heart.. Back to my
homeland,

I don’t know if the path will lead away. Or if
it’s my fate to be here...

Istanbul!

You've been on my brow since birth... ... [2, p.
145].

(Istanbul! Min gashyikmyn siHa...

Kyptonnon, gomerlekka!

lerogemds — meher kebek sin!

Kire tugan xirgo

Yulym barmy — belmim.

Min tugannan birle sineH maknyn) (torkemsa —
A .G).

In a number of her interviews, Chulpan Zarif
tells that she learned Turkish at language courses
in Kazan. While at school, she read novels by
Turkish writers. Her cherished dream since her
youth was to visit this country. Once, in a conver-
sation with her father, he admitted that her grand-
mother had once dreamed of visiting Turkey [40].
“Maktop ellarynnan uk yazmymymnyn Torkiya
belen Dboile bulasyn sizep yashodem... Min
teloklornen ikhlas hom kechle bulgan ochrakta
chynga ashuyna yshanam!” (“From my childhood,
I had a deep-seated feeling that Tiirkiye would be a
turning point in my life... I’'m sure that many
dreams come true if you believe in them sincerely
and firmly”, admits Chulpan Zarif [41, p. 54].

Clearly, her perception of Istanbul was also
inspired by literary works about the city, which the
poetess read while she was a high school student.
In her mind’s eye, Culpan Zarif tailored to herself
the lives of the main female characters from these
works:

Sahzades’ Mosques, sultans’, and their wives’.

This city is surrounded by intrigue and fairy
tales...

I don’t know who she was — a concubine, a
queen...

Istanbul!

I’m still dreaming about that life in the past...
[2, p. 145]

The theme of “subconscious memory” is also
found in her poem “A Monologue of the Court
Poet” [2, p. 28], where she tries on his mask. We
encounter a similar device in her poem “To Gi-
bran” [2, p. 130].

Chulpan Zarif is enchanted by the ancient
architecture of Istanbul, especially the Hagia
Sophia:

For some reason, | want
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To walk with leisurely steps

Along the empty streets of Old Istanbul...

And, throwing my head back,

To gaze at the Hagia Sophia... [2, p. 25].

In Ch. Zarif’s poetry, the Istanbul bazaar, with
all its color, personifies the ancient soul of the
East:

And suddenly you find yourself

In the thick of the Istanbul bazaar,

Where, with his legs tucked under him,

An old Turk dozes

with his turban askew...

And, seizing the moment to show her swarthy
cheek,

Tender fingers lift the black chador.

Where cunning Greeks trade in green silks —

The colors of the Ottomans.

Where the bold laughter of a woman is heard —

A former infidel... [2, p. 27].

The poetess perceives this city through the
prism of the legend of Roxolana (Hurrem Sultan)
and Sultan Suleiman, which she learned about
from P. Zagrebelny’s historical novel “Roksolana”
[43]:

And | want to feel again

The hot midday of Istanbul

And the scent of Roxolana’s hair

The color of red gold... [2, p. 27].

It was this legend that brought Culpan Zarif to
Istanbul in 1997.

The spirit of the Ottoman Empire is also found
in the poem “The Mosques of Istanbul, Which Are
Steeper and Higher...” [2, p. 146]. The poetess
strives to present the city as something living and
animated, shrouded in legends [2, p. 146], [12, p.
37]. In the poem “I Was All Evil” (1994), the area
of Sadabad near Istanbul is mentioned, where
Turkish poets gathered in the spring during the
tulip blooming season in the 17"-18" centuries [2,
p. 127]. It is striking that the semantic potential of
some images depends on the language in which the
poem is written. If in “For Some Reason I Want
to” [2, p. 27] and “The Istanbul Mosque, Which Is
Steeper and Higher...” [2, p. 146] her gaze is
directed towards the Hagia Sophia, which was
originally a church, in the Tatar poems the
dominant images are the mosques of Bayezid,
Suleiman, Shehzade, the Topkapi Palace — the
residence of the Turkish sultans, the bridge over
the Bosphorus, the Koran, the holy book of
Muslims, and such realities of Turkish and Muslim
life as the harem, concubines, Sufis, namaz, adhan,
etc. [2, p. 106], [2, p. 110], [2, p. 112].
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The theme of the Egyptian queen Cleopatra
takes on a unique resonance in Chulpan Zarif’s
works (the cycle of poems “Ak dingeznen Kyz
yashedoy tozly suy” (“The Crystal Clear Salty
Water of the White Sea”) [1, p. 87] and the poem
“Cleopatra! Greedy Look™ [2, p. 135]). When
Chulpan Zarif moved to live on the Aegean coast
in the city of Mugla, the images of the ancient
Greek poet Homer, the main characters of his “Ili-
ad” Paris and Helen [2, p. 136], [2, p. 151], and the
Jewish king Solomon [2, 137 p.] appear in her
poetry.

Her longing for the homeland in the first years
of emigration motivated the poetess to create a
poem in her native language “Hormalor olgers,
banananar” ((“Dates Are Ripening, Bananas Are
Ripening”) [1, p. 95], “Boten donyasynda ber
bushlyk” (“There is Only One Emptiness in the
Whole World”) [1, p. 96], “XKille kends dingez
buen inlim” (“I’m Walking along the Seashore on
a Windy Day) [1, p. 97], “Zaytun kuzle ulym
minem” (“My Olive-Eyed Son™) [13], “Ap-ak
chachokto, kyr, erek agachy” (“Look, the Apricot
Tree is in White Blossom™) [1, p. 103] , “Egey
kyrabolorends” (“In the Ruins of the Aegean”) [6,
p. 316], “Taular chalma kiep, tasbikh tart”
(“Mountains Wear Turbans and Recite Rosaries”)
[6, p. 317]) and in Russian (“There Is No Winter
Here, Here Is Orange Autumn” [2, p. 133], “In the
Ruins of Troy” [2, p. 136], “A Lullaby to My Son”
[2, p. 138], “Istanbul!” [2, p. 145], “The Blue of
the Seas and the Green of the Olives” [2, p. 151],
etc.).

To expand her audience, starting from 2007,
Culpan Zarif began writing poems in Turkish as
well (“Bir Baska Diyarda” (“In Another Country”),
“Sensizlikten” (“From the Depths of My Soul”),
“Gokyiiziniin mavisi zeytinlerin yesili” (“The
Blue of the Sky, the Green of the Olives”) [28],
“Tek cihanin mu1 simasi sar1 renge boyandi1?” (“Has
the Face of the Entire World Turned Yellow?”)
[19], “Bir Dize Siir Kaldi” (“Only One Line of
Poetry Remains”) [24], “Denizde” (“At Sea”) [25],
etc.).

Her tribute to Eastern tradition is evident not
only in the content and imagery of her poems, but
also in their form. R. Gatash wrote about this:
“Shakli yaktan da matur anyn shigyrlere - monda
da Chulpannyn hitdi maktap utkanen toyasyn”
(“Her poems are beautiful in terms of form - here
too you can feel that Chulpan went through a seri-
ous schooling”) [8, p. 89]. Back in the 1980-
1990s, Chulpan Zarif tried to write in the gazelle
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genre (“Gazol” [1, p. 42], “You Are the Temple of
Fire...” [2, p. 78])

She also experiments with the rubai genre
(“Yoldyz idem”) (“I Was a Star”) [1, p. 6]; “Usal,
di, bez” (“We Are Angry, He Says”) [1, p. 45], “I
Put My Heart on My Palm...” [2, p. 42].

As a bilingual writer, Chulpan Zarif strives for
polyphony of meanings in her poems, to achieve
this she introduces words from other languages
into her text. For example:

The linden was in bloom in the capital... And
the night smelled like honey.

Your eyes were so close, so impossibly close!

The Lord overturned the sky into our cup...

Your lips were aflutter whispering to me:
“Kal...” [2, p. 150].

(Kal (Turkish) — stay)

Iki sam yaniyor, iki mum...

Hem senin hem benim umudum.

O iki olan sam. Bizse tam!

“Yaratam, bik kat1 yaratam...”

(Tatar Tiirk¢esinde “seviyorum, ¢ok seviyorum
anlaminda) [22, p. 100].

The bilingual dialogue in the poet’s texts can
be traced at both simple and complex levels. In
addition to borrowed vocabulary, Chulpan Zarif
includes ethnopoeticisms in her lyrics. For
example, in order to convey the confused feelings
of the lyrical female character in love, the poetess
quotes the famous Tatar song “Khomdiya” (a Tatar
folk song, lyrics by M. Faizi) from the famous
musical drama “Ak Kalfak” (“A White Hat”)
(1923) in her literary text “Ak Kalfak”:

“Khamdiyaga syz kushmagyz,

Zihene taralgan chagi” [1, p. 49].

“Don’t talk to Khomdiya,

She’s lost her mind” [1, p. 49].

This allows the poetess to more deeply convey
the feelings of her heroine.

In another poem on this topic, “Khomdiyanex
akyldan yazuy” (“Hamdiya’s Madness”), she
builds up a dialogue with the main character of the
musical drama, the shepherd Baki, who composed
this song [1, p. 50].

In the poem “Koyashka yrmologan sary
kenbagysh kebek” (“Like a Yellow Sunflower
Climbing to the Sun”), Chulpan Zarif, to better
express the state of “charasyzlyk™ (helplessness),
introduces the image of Sak-Sok from Tatar
mythology:

Elgalar da ber agyp kushylyrlar dingezga!

Sak-Sok buldyk... Kavyshu donyalykta yuk
bezgo.

Dordebezgo yuk doerman... [6, p. 320].
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The rivers will merge together and flow into
the sea!

We have become Sak-Sok...
connection to link us in this world.

There is no cure for our pain... [6, p. 320].

In some poems, the dialogue is organized on a
more complex, connotative level: The images of
the original text are reinterpreted in accordance
with the realities of the host culture. Thus, the
poem “Before the Wedding” was inspired by F.
Zhuravlev’s painting of the same name [2, p. 33].
In it, the artist depicts the drama unfolding during a
father’s blessing of his daughter before her
wedding. In 1874, he depicted the situation of a
marriage of convenience as a girl’s personal
tragedy, the collapse of all her illusions and
expectations. This gentle creature, resembling a
delicate wedding cake, is forced to serve as
currency in a family transaction, and F. Zhuravlev
is filled with compassion for her. This painting is
known to be a success with the artist’s
contemporaries, and he returned to it twice. A
literary plot is felt in the painting “Before the
Wedding”. The figurative language of this
response poem suggests that Chulpan Zarif drew
on the traditions of Russian lyric poetry. In our
opinion, the subtle influence of Tsvetaeva’s lyrical
poetry is discernible here.

The poem “Standing Alone in a Cold Temple”
[2, p. 26], which creates a verbal portrait of Jesus
Christ in church, draws on the traditions of the
Russian Silver Age lyrical poetry. At the same
time, this poetic text enters into a dialogue with G.
Ibragimov’s short story “Ketychelor” (“Shep-
herds”) [44].

This consistent contact between two languages
and cultures led to the formation of Chulpan
Zarif”s parallel individual-figurative thinking in
two languages. The poetess begins not only to
master the lyrical space and the possibilities of
versification in two languages, but also to think in
different artistic and symbolic images, to use
different intonational fillings associated with the
peculiarities of the mentality of the Tatar and
Russian peoples, that is, to exist harmoniously in
the systems of both languages, which interact in
the consciousness of one individual (see “I Am Not
a Christian...” [2, p. 123], “Let Me Be Different
Every Minute” [2, p. 119], “Zaityn kyzle ulym
minem” (“My Olive-Eyed Son”) [6, p. 312]; “Ap-
ak chachokts, kyr, erek agachy!..” (“Look, the
Apricot Tree Is in White Blossom™) [1, p. 103],
“Charasyz badomnor bas kebek chochokto” (“The
Helpless Almonds Are Blooming Like a Flower”)

There is no
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[6, p. 313]; “Soarbilorgs tagyp tamchy-alkasyn...”
(“Let the Serbs Wear A Bracelet...”) [6, p. 321];
“Sonbaharin solgun soguk nefesi” (“The Pale,
Cold Breath of Autumn”) [22, p. 100], “Sazinin
teli olurdum, ellerin dokunsun diye” (“I Would Be
the String of Your Instrument, so that Your Hands
Could Touch It”) [22, p. 100].

There is no fate more
bitter than parting with
you.

It leaves a bitter taste in
my throat, like bitter
Arabica coffee ...[22, p.
100]

Senden ayr diismek
kadar yok ziiliim.

Y akar sanki ac1 Arap
kahvesi...[22, 100 6.]

Tarlanda ekin olurdum, (I’ll become the seed in
giin gelir bigersin diye  |your fields, so you can
Haremde kolen olurdum, (harvest me in the fall.
giin gelir segersin diye  |I’ll become your slave in
[22, 1006.]. the harem, so you could
choose me one day [22,
p. 100].

Bilingual mental dialogue leads to the recogni-
tion of oneself as a phenomenon of two cultures:
Tatar and Russian, Tatar and Turkish. This “dual”
consciousness of the individual arises at the mo-
ment when Chulpan Zarif assimilates both national
worldviews and becomes part of both cultural per-
spectives (see “Gelchachakne kulynnan teshergon
Pir Soltan Abdalga” (“Pir Sultan Abdal, Who Took
the Flower from Her Hand”)) [1, p. 40], “To
Balmont” [2, p. 129]). Thus, the bilingual writer
begins to think of herself as a translator of both
cultures, expanding the conceptual field of both
texts. This was noted by foreign critics E. Zal
Karakhanly [2, pp. 4-5] and D. Chkonia [16]. For
example, in her poem “To Balmont”, Chulpan
Zarif, reflecting on the nature of loneliness in a
crowd, enters into a dialogue with the famous Rus-
sian poet’s poem “Running the Gauntlet”. The line
“I’m burning” contains a borrowing (“I was burn-
ing, [ was getting burned, and I kept burning” [2, p.
129]. By deciphering the original source, the read-
er will easily understand the essence of Chulpan
Zarif’s authorial position. Her poems “Thinking
about Gibran” [2, p. 130] and “And the Aragva
Will Keep Flowing” [16] are written in the same
vein.

The poetess often resorts to a technique of
intertextuality using the names of authors or char-
acters of famous works. For example, in the poems
“Maxnynme sin yalgyz chylde yatyp kalgan”
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(“Are You Crazy, Lying Alone in the Desert?”)
(1994) [1, p. 11] and “Leilom, diep, yangan
Maoxnun” (“Majnun, Who Said, ‘Laila’, Was on
Fire) (2003) [1, p. 100], the immortal characters of
the Tatar dastan, come to life in the plot that is
widespread in the East. The images of Leyli and
Majnun are also found in poems written in Russian
[2, p. 127] and Turkish [23, p. 98].

In Russian poems, Chulpan Zarif quotes Rus-
sian sayings, in Tatar and Turkish poems she
quotes only Tatar proverbs and sayings: “You say
the roads lead / Only to Rome?” [2, p. 125]; “And
the Black Rose of Tiflis will mourn for the Unfor-
gettable, / Reminding that grief comes from the
mind...” [16]; “Keshe kito — xxyry kala, digennar... /
Oni, minem xyrymny da xyrlachy!..” [1, p. 103];
“Atesten gdmlek giymisim nasil olurum esen?” (“1
put on a shirt made of fire, how can | be alive? /
The shirt made of fire is identical to ‘I’m burn-
ing’) [23, p. 98].

As literary scholar M. Kazakova rightly noted,
“a bilingual artistic text appears as a result of
intercultural communication at the interethnic and
interpersonal levels, which certifies to the
significance of this phenomenon in literature as
being tolerant of various manifestations in the
global multicultural modern world, which is
polyphonic in its essence. Therefore, it is a
pressing research problem to study the
phenomenon of consciousness existing in the
spheres of different cultures and the reflection of
interdependence of this dialogue in literary works.”
[45, p. 25].

In 2002-2012, Chulpan Zarif was a member of
the Department of Modern Turkic Languages and
Literatures at the Faculty of Literature, the
University of Mugla (Mugla Sitki Kog¢man
Universitesi). She was entrusted with teaching
Tatar folklore, Tatar literature, the Tatar language,
and the Russian language. Chulpan Zarif promoted
Tatar literature through scientific articles in three
languages, speaking at conferences at various
levels. The monographs by Ch. Zaripova-Cetin are
also aimed at promoting Tatar folklore and Tatar
literature in foreign language environments. They
have been published in three languages [46], [47],
[48], [49].

Chulpan Zarif has gained fame as a talented
translator. Thanks to her tireless work, Turkish
readers became acquainted with the works of
Gayaz Ishaki, Gabdulla Tukay, Galimkan
Ibragimov, Sagit Ramiev, Derdmend, Mahit
Gafuri, Khoson Tufan, Sibgat Hakim, Ravil
Fayzullin, Radif Gatash, Muhammad Mirza,
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Robert Minullin, Rkail Zaydulla, Zinnur Mansur,
and others [49], [50], [51], [52], [53]. She also
translated the poems by the Turkish poet Yunus
Emre and Azerbaijani poets into Russian [54] and
the poems of Azerbaijani poets into Russian and
Turkish [55]. Chulpan Zarif also participated in a
project in which she translated hadiths from
Turkish into Russian [56].

In 2011, Ch. Zaripova-Cetin moved to Kars.
From 2012 to 2018, she headed the Department of
Slavic Languages and Literatures at Caucasus
University. During her tenure, she taught a course
in Russian language and literature and arrange the
celebration of Russian holidays (ABC Book
Festival, Maslenitsa, and New Year). She writes
articles about the influence of the city of Kars,
once a province of the Russian Empire, on Russian
literature and art. In 2018-2019, she headed the
Department of Modern Turkic Languages and
Literatures. She teaches Tatar literature, Turkic
folklore, and her courses in this Department
include Tatar literature, comparative studies of
Turkic literatures, literary sociology, poetic text
analysis, the Russian language, and Russian
literature. She conducts her research in three
languages.

Results

This article is the first attempt to explore such
a complex topic. We have identified the factors
that have positively influenced the development of
Chulpan Zarif’s bilingualism:

* her personal development in the context of
Russian-Tatar bilingualism,

* her studies at the Russian-Tatar Department
of KSPU,

* her academic work in comparative studies,

* her interest in the East in general and Turkey
in particular since school days,

* her teaching in a multinational environment,

* her emigration as an incentive to change lan-
guages for the sake of expanding the geography of
readers,

* her strong sense of national identity in a for-
eign land and, as a result, the active promotion of
native culture abroad through literary work, trans-
lations, publication of monographs, and popular
science books.

Conclusions
The poet’s lyrical poetry is biographical. In
Tatar, Russian, and Turkish poetry, Chulpan Zarif
attempts to capture her feelings as she navigates
her own journey through life. She most often
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appears in her poetry as a woman in love. The
lyrical female character recognizes herself as part
of Tatar and Turkic cultures. Her ethnic identity
allows her to define the spatial coordinates of her
homeland, her small homeland. The infusion of
unrelated codes into the text expands the
contextual plane of the lyrical text, fostering a
greater aesthetic meaning, making the reader a
guide into an intercultural world. The bilingual
writer, at the level of her consciousness, finds her-
self in a situation of otherness, where the
polyphony of meanings, conveyed through the
means of a single language, gives birth to a product
— in our case, a text — with new content, often
beyond the reach of a monolingual linguistic
system.
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TOPKMOH, dyBaml h.0. TOpKH TEIopra TopKeMo HTENraH. J31oHY OapeimbiHaa Yymman 3apud
WOKATBIHJA aBTOP OWIMHTBU3MBI KaJBIIUIAIIYBIHBIH AJIAPTIAPh, YbITaHAKIAPHI, 9400 aJIbIMHAp

AYbIKJIaH/BbI.

Ten Temenyanap: Tarap onobusiter, Yynnan 3apud, aBTop OMIMHIBU3MBI, 97001 OMIMHIBH3M,

HUKETCIIICIICK

Cpuirama even: [apaeea A. H. Uymmam 3apud mxaTeiHAa OWIMHIBH3M KaJbIIDIANTYHBIH
anmmaptiapst // Tatarica. 2026. Ne 1 (26). 71-90 6. https://doi.org/10.26907/2311-2042-2025-25-1-71-90

Kepem

Uynman ©Odpaum kb3l 3apunoBa-UetnH
(omobu Toxomryce Yynman 3apud) 1992 enma
Kazan eJjaroruka YHUBEPCUTETHI pyc
¢unonorusice QaKynbTETHIHBIH MUILTH MOKTOITI
pYC TelleH, 9I90HATBIH YKBITY OYJIeTeH TOMaMIIbIH.
1999 enpman OGammmam, Tepkusms smwm. Yynmax
3apu¢ Tatap, pyc hom Tepek TE/UIOpPEHIId HXKAT
utd. Tarapcranga hoM 9uT WO Yy TaJaHTIIBD
areliipe,  TopKeMmaue,  omadmsr  Oenrede,
MerajuiiM OyJnapak TaHBUTy ana. AHBIH pyc hom
TOPEK TEJUIOPEHO TOPIKEMOJre IKAThl  sSHA
murepu  xKoyhopmop  kebex  kabynm — wWTelno.
«JluHrBUCTUK  MUTpaHTIAp» WXKaThiHA  (POHID
Tepiie Kapanuiap 6ap, oMMa Oy KYpPEHEII oJIerado
THEIIIe JIOPIKIIO OUPIHEIIMITOH OJKS  OyJIbII
KaJia KW,

I3JIOHYHEH  MaKcaTbl —  IIarbIMpOHEH
TOPIKEMOHU XOJICHJID aHBIH KATBIHIArbl
OWJIMHTBU3MTa HUTE3 OYIIBINT TOPraH ajllapTIIapHbI
avbIKIIay.

Y. 3apudueiH ome0u WKATBHIH  OMPOHY
MOJIOHUSITapa JHMAJOr KOHTEKCThIHAA aepydya
ohomusaTko wus. MOHIBI 910N TEKCTIAPHBIH
¢wtonor Oenrewiop edYeH KbIHMMOTIIE YbITaHAaK
Oynblll  TOPYbIH Owirenayde Qakropiap Oap.
Bepenuenon, TopikeMoue-IIarbIdps MWXKATHL y3€ YK
Tenapa hom MonoHHMsATapa  OariaHBIIIIAPHBIH
y3eHuosekiae wmwucanel. Y. 3apud modsmsceH
OMpOHY aBTOP OWJIMHTBU3MBIHBIH OallUTaHTBIYbIH
Oowirenoy hom MonoHMsATapa OoMIoHENIOpHEH
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mIarblipe  WKaTbIHAA  IoyZosoHem — TaOybIH
avplKiay ~ MeMKuHiere  Oupo.  MkeHuenoH,
HIarbIdpoHeH WKaThl — Tepkusiaere Oyrenre tarap
Meha)KUPIOPEHEH TOPMBIIIBI XaKbIH/A KBIIMMOTIIE
ypiraHak yn. llurbpusite ama oambo 4HT WIIR
SIIQyYe TaTapjapHbIH XUC-KWYEPELUIOPEH, YH-
¢buKepiaopeH aublk O9SH WTO, PYXHM JOHBSUIAPHIH
TaHBITa. OUYEHUEIQPH, TOpJIe MOISHUATIOPHE
TOTAlITBIPYYbl LIATBIAPOHEH WXKATbIH OUPIHY
MO/ISHM OaryaHbIIUIAPHBIH YCEIICHd Xe3MAT HTO.
Y. 3apud Tyasipran oOpasiap aBTOPHBIH IIOXCH

JIOHbsI CYpPATeH auda hoM aHBIH MXKATHIHBIH
XPOHOTOIIMK KHUHJIETEH, TOpPJIEIIETEH
KOHLENTYaJIBJIJLITEPA.

D3/19HY NpeaMeThl OYIbIn OWIMHTBAIb aBTOP
Uynnan 3apudHbIH  JOHBI CypaTe  TYIBIPY
Y3CHUQJIEKIIopEe,  MOJASHHsATapa  OaryiaHbluIap
MIapTIaphlHAa MWLM YBIHOAPJBIKHBL  9100M
Harel1abIpy MOMKHHIJICKIIIPE, maFBIﬁpQHeH
OeproM OMIMHIBaJIb CHCTEMAacChlHA Xac Y3JIEKIIOp
Topa.

I3719HY 00beKThI — Y. 3apud muprKacel.

Marepnasiap ham metomiap

AHamu3 edeH wMatepuan Oyieimn  Yynmax
3apudubig «Kosimka 1on ToTa KopBaHbiM» (2003)
[1], «AnmenbcuHoBas ocenb» (2013) [2], «Lacivard
Yuxulary (2023) [3] »KbICHTBIKJIAPHI, 9CIPIIPE
ypelH anrad adTONorustiop  [4], [5], [6],
xpecTtoMatus [7], mynail yKk XypHaJUIapAa IOHbs
KYProH Tarap, pyc, TOPEK TEIIOpEHIIre sizManap
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(8], [9], [10], [11], [12], [13], [14], [15], [16], [17],
[18], [19], [20], [21], [22], [23], [24], [25], [26],

[27], [28] =xe3mor wro. D3moHY GaphImIBIHIA
MakcaTka SIpAIILIIBI TOCTD ouorpaduk,
YJarBIITEIPMa-TapUXH, MOJIOHU-TAPUXH,
TepPMEHEBTHK, CTPYKTyp-CEMaHTHK  METOHJap
KYJUTAHBLIIBI.
Dukep ajabllLy

byrenre KeHIO  THIANBMHUATTO  OWJIMHTB

TEPMHUHBIHBIH ~Tap hoM  KHH  MOTUBHOJATC

TOUIEHYIOpe MOrbiIyM. KWH MOrbHOAS OMIMHTB
IUT, WH KUMEHAo Oep uuT Ten Oenyde caHaia.
«KHH MOrpHOIO HKETeIeNieK TEPMHUHBI J90H
TOPIKEMOHE 19 Y3 JUCHD ajia. OA00U WKATHBIH Oep
Tope Oymapak, omobm TopKeMd Temmdp hom
MOJISHUSTIOPHEH y3apa OaryiaHpIIIIapbIHA
HUTEe3oHd. TopKeMd — TpaHcdopManus KH4eproH
XNIo SIHA MOIOHHMAT  KOHTEKCTBIHA — Keperl
YPHAIIBIT SAMISYYe 91001 (HakT yi», — AWM Oenaepa
P.O. Tykcautonra [29]. Tap MorbHoI0 OUITHMHIBU3M
TOIIEHYOCE HKE TeIHE Oep IOpaKome KaMuil
oemyne agmara [30, 6. 7].

U.I'. I'yceliHOB KYNMOIQHMSTIIE HIAQ SIIIdyde
WKETeIUIe SA3yYbUIapHBIH WKAThIH OUII TOpra OYyio:
1) MIIIH TENIe WKAT WTEI, PYC TEJICHd aBTOP
TOP)KEMACEH TOKBAMM HTY; 2) pyC TENEHAQ SA3bIM,
MUJJIA TEITd TOpKeMa uTy; 3) pyc hom Oarka
MIJUIM ~ TEIUIOPAS  WKAT — UTY,  TOPIKEMArd
MOpIKIraTh HMTMIY; 4) uKe TenHeH (oKaTh
0epceHs — pyc SIKM MWIIH TEJIrd BaKbITIbIYA SIKH
TyJaeM Kydy; 5) pyc TeNeHJd sS3bUIraH dCIPIIopHe
MUJUTH 9JI00HSAT PATEHd Kepren ucariay [31].

N.N. Banyiinesa, I''T. XyxyHH «sA3y4YbIHBIH
WKeTeIienere» hoM «aBTop OMJIIMHTBH3MEBDY KeOek
Oep-OepceHs oXmalml MOrbHAJIE TOIICHYAIOpHE
aeppIpra KHHOII HTAop: «bepeHue odpakra HKe

TemHEe  Oep  JOpOKomo  Oeiyde  KaTyhl,
WKEHUYECCH/I9 TyraH TEJICHHOH Oarika Ten(JIop)ud
WXKAT UTO TOPraH sS3ydbl KY310 TOTHLIAY.

«benreunop KapamielH4a, aBTOp OWJIMHTBH3MEI,
S3YUBIHBIH MKE TETHE 10 KaMWI Oeiye yiI, JTOKUH
hap s13y4sl MKe TENI9 10 Oepadil mKAT UTMH, TOPUYD
OWJIMHTBU3M DJIEMEHTIAphl Oep TeHd TEJId HXKAT
WTKOH OYPAaKTa 1A IIAKTBI KHH Ky/UIaHblia ana’
[32, 6. 298-299]. OnobUAT raTUMHIPE «SI3YUIBIHBIH
uKeremienere» hoM  «aBTOp  OHIIMHTBU3MBDY)
OynMmarad, WKe apajga KaJraH odpakiap Oap,
Iuop. Mucanra, «13y4dbl UKe TEJId /19 5132, aMMa
acpeIM Oep MOIOHMATKY KYOpPOK Xe3MIT HTd, Oy

! B. Ha6okoB mKathl — 6y KYpPEHEIIHEH aublk MUCAIIBL.
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OUpaKTa WKATHBI UKE TEJUIE TUM OUTY JOPECcIeKKd
TypsI Kten Germmy»’ [32, 6. 299].

BUnmuHTBU3MHBIH ~ 0HQ0U-THIIIBMU  ACHIEKTHI
OWJIMHTBAJIb COIUYMI'a MOHAC0TIIC hoM mKkeTeme
s3ydblIap TapadblHHAH WKAT WUTEITOH JCopIIOpHE
aHANM3Nay, alaplarbl TEepPCOHAXKIAp COWIOMEH
OostmoyaoH reiiibapar [33], [34].

Uynman 3apud 1977-1984 ennap apanbIrbiaaa
Tarap TeneHmo, 1984—1988 emrapaa, HATE3MO, pyc
TeneHao, 1989-2007 emmapma Tatap hom pyc
TeJUIOpeH 9 Oepnali wkat ura. 2008 enmpan OGamuramn
Tatap, pyc, TOPEeK TEeIUIOpeHAd s3a. AephM
MIUTHIPBIOPE  Y3€HEH TOPXKEMACEHII® TOKBAUM
UTEIND.

Iareiiipa Tymblmbl OenoH KaszaH apThIHHAH.
Moreirym  Oynranda, Apuya — MHUIOTKD [
Kypcasu, III. Mopxanu, I'. Tykai, I'. bomupos,
M.Mohaues h.06. omumuopHe OYJIOK — HMTKOH
MAHIBIKIBI  TOOOK. MOKTONTe YKBITaHIA YK,
Uymman 3apud ['abmymna Tykaii TyraH KeHHeE
Kazanna YTKOpEo TOpTaH HIUTHIPh
OolipoMHOpeHIo KaTHama. AcCHHpaHTypajga YKy
emnapeiaaa (1992-1994) GolipomMme Toyre TamKbIp
Iareliipa Oynapak YbITBII SICHIH.

Tarapcran Pecnybnukaceiaga 107 muioT
BOKWIE SN KWJIQ OUIT UCAIUIOHI. XaJbIKHBIH 90
MPOIEHTHIH TaTapiap hoMm pyciap TOIIKWI HT9,
nrysn coboruie MKeTelulesek Oamuibiya Tatap hom
pyc temne Oymy auroHHe aHiarta. Y. 3apud pyc
MOKTo0eHIS Oenmem ama. by — kynmumotie
CCCPaa muun marapudHe 10K UTY, OepaoM ypra
MOKTAIl cucTeMachl ¢opmananry noBepe. 1936
enrsl KoHCcTUTynMsoH aepmanbl Oymapak, 1977
eNrbl KaHyHJa MHJUIM TEJUIOPAS YKY XOKYKBI
TYrell, MOMKHHIIEre TYypBIHAA ThIHA CY3 aJblll
Oapea. Tartap Teme QakynbTaTHB Oylapak
YKbIThIIA Oanuielid. Yynnan 3apugHbIH AMBTOH YK
WKe TeJ/I9 A3YHI IIyHA Jla OUpakibl Tyredn. ['anmone
TaTap TEJCHIQ apajamicajap 7a, palloH Y39reHa
KYy4ell KUTKOHHOH COH, IYPT OallaHbIH eyece pyc
MOKTa0eH 19 OesieM aja. TyraH Tenra Moxo00aTHE
TaTap Tele YKbITy4bUiapbl TopOusiu. «[ammabes
OenmoH Apuara KY4eHraH9, MUHA 5 s1Ib uae. MuH
pyc teme 1 cannbsl Apda ypTa MOKTOOCHIQ YKBIN
OanuaapiM. Tyran Tenema Moxo00aT ysiHy1a TaTap
TeJe YKBITYYbUIAPHI XQJIIUTKEY pPOJIb YHHaIbLIap.
lannone 1o 6e3 Qokarh TaTrap TENEeHAd apajiamia
Toprad uaek. Tarap hom pyc Temtopenas Oepuoit
WUPKEH apajalllKaHJIbIKTaH, MWUH WKe TeIad 9
JKUHENT KAT WTO ajla HWAeM», — JWI HCKY ana
IIareriipa 6ep oHromaceHmd [35].

2 AC. TNymknn skux @. TrOT4eBHBIH (paHIy3

TEeJEHAOTe IINTHIPBIOPEH Kapa.
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Uynman 3apugHbIH MUTEPH TATAHTHl a4bLTyTa
«KoMMyHM3MIra» AU UCEMJIOHTOH palioH ra3eTachl
(1992 enman Oamnianm Ta3eTaHBIH HceMe «Apda
xo0oprope») KapuiblHAa Snuion KwiroH «Tykai
SIKTAIIIBD) o190M-MYy3bIKaTb O€TITMaCHIHBIH
HOTBIHTHICH Kowie Oyira. Olere oemmara HeproH
yKyubl Kbi3 KazaHzma TeIeBH3WOH KOHKypciapa
kKaTHamia. 1977 enna aHblH OepeHUYE IIUTBIPBIISPE
Tarap TeneHmo, 1980 emnapma pyc TelneHao oackiia
[35]. Omobu-Mys3bIKalb OEMIMAaHBI Ta3eTaHBIH
JKaBaruibl copkarude s3yubl Panuk ®ouzos (1931-
2011) >xmroxmm. Oemmara Tepie mpodeccus
BOKHIIUIOpE, TOpJe SIIbTOTe KEemelsp WepH.
Uynnan 3apudHely Toyre mureipbiaape 1995 enna
«Kazan yrmape» xypHaubiHAa «OcCTaxaHoy IUII
HCEMIIOHTOH OyIeKTs 1A oemMara
Hepyuenmopueke Oemon Oepro memHnst kypa [8].
Toyre mwkaT >KUMEILIOPEHS IIOPBIK IIUTBPUATEH
THPOH OenroH mareliips Pommd [aTammpin 0os
oupye mo odupakiuel Ttyren: «YUymaman apud
IIUTBIPBIOPE COCHEY, BIIIIAHBIY XUCIIOPE yATa: MUH
amapHbl hmummkces, TaburaTh OUProH comoT hom
MOHJIBI KYHEN KHYepenmiope, pyX 9I3IIoHYIIope
XKHUMelle, Oe3HEH IIUTBIPbra Tarkl Oep KBI3BIKIIBI
KaJloM Hsce, Y3€HYQNIeKJe UIarblipe KWIYASH
X000p aun kadya urrem» [8, 6. 89].

1987 enmma Y.O. 3apumoBa-Uerun Kazan
TOYIIOT YHUBEPCUTETHIHBIH ¢duonorust
(bakybTEeThIHA MIJUTH MOKTONTS PYC TEJEH YKBITY
OynereHa ykbeipra kepa. 1988 enma Kaszan moymior
negaroruka MHCTUTYTHIHBIH (1995 enman KAITY)
Tapux-puonoruss ¢paxyIpTeThIHA Ky4o. bupens
YKBbITaHZA, 4.o. 3apunosa-YeTnx
«KommapaTtuBucTka» OHMIT HCEMIISHTOH Maxcyc
KypcKa $I3blJIa, YarblIThIpMa 900usIT OeneMeHeH
HUTE3JIOPEH  Y3JIOIITEPS, OIS0  SIHOIISIIEKIIOp
(ctumb, croxermap h.6.) hom Tepme omobusrmap
apacblHJa YpTakKJIbIKJIApHbI  ©ipoHo. @DoHHU
)kutokuece A.M. Casnosa tokbauMe Oeiron HUPC
kbicanapeiaa MLIO. JlepmonroB hom C. Pomues
HIUTBPUATIOPEH YarbIITHIPMA-TAPUXHU SICCHUIBIKTA
eiipoHyro ampiHa. Y. 3apunosa-UetmH yse:
«CTygeHT dakTarbl oJlere Ol  S3MBIIIBIM/A
XQIIUTKEY pojib yitHaael. Pedepar «lllopbik-raped
scTeTHKachl KOHTeKCThIHAAa Corbeliite Pommuesn
WXKATBIHAA JIEMOHU3M mpooOieMackn («[Ipobmema
neMoHuzMa B TBopuectBe M. JlepmonTtoBa u C.
PamueBa») num  HMCEMIIOHTOH  JUIUIOM — DIIIE
JIOPKAICEHS YCTe, YKYHBI ToMaMylaraHHaH COH
HKUTAN (POHHU A3JIOHY F0JIBIHA AJTBIN YBIKTHD, — JIHIT
ncko ama [36, 6. 298]. [umiuom sieHeH
PEIeH3eHTHl WTEM aTakibl omobuar rammme P.K.
lanuneBa Owirenons. Yymman 3apudra aBTOp
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OWJIMHTBU3MBI YCeIICHEeH Oepenue
aNmapTIapeIHEIH Kaiibepiope urymap Oyia.
Uynmman  3apudHblH ~ OamuiaHreld  9op

WOKATBIHAArBl KyHen nupukaceina P. atam [8, 6.
89], 3endor, Megoppuc Orbiom, I'. TbiiIsMaHOB
[1, 6. 116], Dmpxan 3an Kapaxammsr [2, 6. 3-4]),
omobusT Oenreue O. Hoxumoma [37, 6. 134],
ranmumo JI. Munhaxesa [38, 6. 142] 695t Oupanap.

banuranrsra qop MIATHIPBISPEHIITE
snurpaduap  9MMOSHEH  39BBITHIH  TOeMiiay
MeMKuHiere Oups. UYymman 3apud yzemruon
IarbIMpbIop KATBIHA ~ WT'BTHOAPIIEL Vn

Jlaiimpor JIluBeHa wucemsie JaThIl IIArbkliipace
(Toxomnyce Jlaiima Jluena, 1943), ¢un TeneHnd
s3yubl Kapenust mareiiipe Apmac Mocudosuu
Mumua (Toxomryce Omer Mummn, 1935-2018),
pyc marsiipace Mapuna I[setaea (1892-1941)
wKatiapeiHa Mepakarath ute. CCCPpa smoyue
XaNbIKIap 9A00UATHIHA TasITh HTBTHOAPIHI Uyman
3apud «Mun yzem» (1987) mmrsiperno y3e OenoH
«TarapcraHHaH KWITOH TaTap KbI3bD»  JMII
TaHBIITHIpa [2, 0. 44]. lllarsiiips TaTap Xaiksl, y3
MUJUTOTE OEIIOH TOPYPIBITBIH OOTeH WXKATHI aiia

YTKIpO.
1992 empa Y. 3apunosa-Uetun Tyran
YHUBEPCHTEThIHA  KaWThI, Tarap  oAoOHSTHI

kadempacbiHa acnupaHTypara kepa. 1995 enna
AM. Casnosa xutokuenerenas «lllopbik-raped
3cTeTUKachl KOHTeKkcThiHAa Corbliite Pomuen
WXKATBIHAA JeMOHHM3M mpobiemacer»y [39] muroH
TeMara KaHAWJATIbIK auccepranusce skibid. C.
PomueB wxaTeiH eiipoHy OapbimbiHna Yynmaxn
3apunoBa-UeTuH anaplHAa TaTap ONSOUSTHIHBIH
TUPOH TONKEIUIdpe aybuia. ©Onodusat Oenreue
(OHHU D33TOHYJIOPEHAS IIOPHIK OelloH TapeOHe

OepbeTeH wWTenm TacBHpiayra hoM  MWIIH
MIUTBPUSTHE JOHBbS  OAQ0MATHI  KbICATapbIHIA
olpoHYHEH ohoMMATEH  JONWUIOYTd  Hpelo.

Hucceptanus keicanapeinga C. Pomuer mwxatel M.
0. Jlepmonrto, K. banemont, W. Hacumu
MUTBpUATE 0eIoH stHomIANeKTd, d. Hummre hom X.
XKobpanHapHBIH doancodu Kaparuiapsl
ACCBUIBITBIHAA ©HpaHens [36, 6. 248]. Pomud
laram GepeHuenop/oH OyIbIN, SIIb OelIredHeH
TBIAIBME Kapaluiapbl YCEIIEHd 97001 MXKAThIHBIH
HMOTBIHTBICHIH TOoeMJIaI ana: «Oie, UynnaH neHbs,
pyc WHIbpHUATEH, 9MMa OapblHHaH Ja OUTPoK
IIOPBIK  OIQ0MATHIH, OeeKk Trapom-(papcel, TepKH
MIarbIAPBISPEH  OHpoHroH hom Oy  aHBIH
LIUTBIPBISPEHAR 9 yarbuia. [urspu cypotiopis,
¢dukep OupenemeHmd, TeN-CTHIb YapajapblH/a,
CY3-JICKCHKOH/Ja MOHBI TOH aBbIp Tyrei» [8, O.
89].
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I'eiinbMu  Xe3MoTHE gkiaradnHad coH Y.
3apunoBa-YeTnH Tarap omoOWMATHI KadempackiHa
JMIKS anbiHa. by wWco Oenredks OMIMHTBU3MHBI
ycTepy IONbIHAA 6CTOMd dTopred Oyinbill Topa. Y3
CY3JIopeHa  KaparaHfia, pyc-Tatap  OyJereH
ToMamiiaraH Kei3ra cad) Tarap OyJereHo Kujen
suuM  Oamuiay >KUHEIUIOpPAOH OyiIMblHA, HKEHYE
SAKTaH, OeNreyko MHJUTM MOJQHUAT  OesioH
SIKBIHHAHPAK TaHBIITY, yPTa MOKTONTS YK aibIpra
Trenuie OynraH OeNeMHOPEH CHCTeMaJamlThIPy
MeMKuHIere Tya. [36, 6. 249]. 1995-1999 ennapna
Y. 3Bapud KIAIIYeBEIH Tatap Quronorusce
(akynpTeTRIHAAa TaTap ONOOWSTHIHHAH, TaTap
XaJlbIK aBbI3 WXKaTblHHaH, XX #e3 Oambl Tarap
OMOOMATHIHHAH ~ hoM  MIOPBIK  XaJBIKJIAPEI
omo0usATNapelHHAH JeKnusutep ykeid. Hlym  yk
BakbITTa pyc (uiosorusice (hakyJIbTEThIHIA PYC
TENEHAD Tarap OASOMITH KYpCBIH allblll Oapa.
Merammnmo Oymapak Uymman 3apud «itham»
KaT OepiiomMace O€loH  KUTOKYEIeK  HTo.
KbI3ranpruka  Kapimbl, OepiIoIIMAara  Hepyue
SIIIBIIOPHEH AT BPU Ooitmome, (huHaHC
MOMKHHIICKIIope OyaMay coborure, KuTam Oymapak
OaceMblil kana. «Miahamy GeprsmmaceHs Hepron
CTYACHTJIAp apachblHa KWIQUOKIOPEH IKAT JIIe
OcioH OoitmoroHHope A0 Oap. Mucanra, ['emyco
3akupoBa IMIyHABIHIApAaH. MerajIuMIeK HTKOH
yopeiiga ~ Yymman — 3apud — paguo  howm
TeJNEeBHUIIEHUEId o100u Tammbipynapaa, «lllopeix
KITyOBD» SITYSOHJIETEHD /19 aKTHB KaTHAIIIA.

1990 emrapna mareiiipa pyc hom Tarap
TEJUIOPEHIS WKAT HUTd, «Morbpudor», «MomoHH
somray, «lllohpu Kazany», «Baraneim TaTapcran»
razeranapbiaua, «Kaszan  yrmapery,  «Upeny,
«CeeMOMKO» IKypHAUIAPBIHIAA TaTap TEICHJIO
Oacputa. lllareriipoHeH KYHEN JUPHUKACHl aHBI
MWUIA ~ [IUTBPHUIATTS  MOPBIK  MOTHUBIAPBIH
TEpre3raH WXXaTdbl Oymapak Tasbita [1, 6. 116],
[37, 6. 134]. «TykcaHbIHYBI eJIap IUTBPUATCHEH
VH 3yp Ka3aHBIIIBl MAJUTA TEMATHUKA HJIE. © MUHEM
KEPTKOH 6OJIell, MeracH, KOHYBITHIII MOTHBIIAPEI
OynraHiplp. UeHKM MOKTOI elulapblHHAH Ouple
KOHYBITHIIIIKA, KOHYBITHIII IUTBPUSTEHD,
Tepkuars rameliik HWAEM...» — AN Oenaepa
Uynman 3apud Oep aHramacenao [40].

«O Huskoe HeO0 Bocroka!» (“U LlloprikHBIH
TyOoH Kyk remb0aze”) [2, 0. 26], «llouemy-TO
xouercsk» (“Hukrep tenmum™) [2, 6. 27], «MoHOIOT
npuaBopHoro  mnodtay  (“Capail  marsliipe
MOHOJIOTBI”) [2, 6. 28], « Bcs Obuta 3mo» (“Mun
TOoTaml sIBBINIBIK  uaem”) [2, 127 6.] kebek
HIUTBIPBIOPE ane Tepkusara Oapranysl,
HcTanOymHBI KYpMOToH KHIJICII SI3bUITAH Oyrica,
1997-1998 emnapaa McranOya hom AnaHusrs
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COSXOT  KbUIraHHaH coH  Yynaman — 3apud
MUTBPUATEHS TOPEK TeMachl HBIKIAN Keper
ypHaia («Hcranbyama JKOMHEH COHT'BI
Musreope» 1mkiael  [1, 6. 86-113], «Ak
MUHTE3HEH KY3 SIIEeol TO3TBI CYBD» IHKILIAPEI).
Pyc hom  Tarap  TemmopeHme  SI3BUITaH
HIMTBIPBIOPEHIS 9AM0S eIl KbiHA TepKUsSHEH Y3
S3MBIIIBIHAATEL  POJIEH  acChI3BIKIBIA. Uynman
3apu(HBIH NOHBI CYPITCHIO YTKOH-OyreHre
OeTeHytere, XoTep 00pas3bl OCTCHIIEKIIE:

Maopmap nuHre3 oOye — resiap...

Ce3sra cakchI3 KarbUIABIMMBI?

YubiMaa — QJITBIH TY34aH...

Ty3aHHaH SHaApBIN, SHO
HcranOy,

Kymve raceipmap y3rau!.. [1, 6. 113]

Tepkusiro KydeHell KHTKOHHOH COH Ja Oy
MOTHB aJTbl IUTaHAA Kaa:

Cram0yn! Tebst 110610 1aBHO W OEe3BO3BpAT-
HO...

Ha cepmue — kak nevats... Ha poauny oOpart-
HO,

He 3maro, msmxer myte. Unm cynpba — OBITH
3]1ECh...

CramOy!

Ter Ha MOEM dYene ¢ POXAEHbS €CTh... [2, O.
145]

(UcranOyn! MuH rambsiiiKMbIH CHHA. ..

KynronuoH, romepriekka!

Meporemio — mehep keGek cu!

Kupe tyran xxupro

OnbIM Gapmbl — 6eIMHUM.

Mun TyraHHaH Owupie
(Topxema — A.T'.).

OHromanopenae Yynnan 3apud Tepek TeleH
Kazanna eiipoHyeH, MOKTaIl eJUIapblHHAH YK TOPEK
SI3yYBLIAPBIHBIH 9COPJISPEH SIPATHINT YKYBIH, YCMED
yarslHHaH Oupiie TOPKHUATS COSXOT UTOPTS XbISUIbI
OapibIrblH Oenaeps. OTHCe CY3JI9pEeHd KaparaHnia,
aHblH o0muce 1o Tepkusime Oyibln  KaWTbIpra
tegoroH  [40]. «MokTonm  emTapelHHAaH YK
SI3MBIIIBIMHBIH - Topkust OenioH Ooityie  OyJjachiH
cu3en SAMIgAeM... MHH TeNoKJIopHeH uxmac hom
Keusie OynraH oupakTa YbIHTa allyblHA bITaHaMm!y,
— nu Yynman 3apud[41, 6. 54].

UcrtanOynm  TypelHIArel  XbIJUIAPBl  ypTa
MOKTAIITS YKBIT'aHAa TaHBIIIKAH 900U 9COpIISPIoH
Oepeionron Oyica kupak, Yynnan 3apud y3eHeH
LIMTBIPBISPEHId TOPEK IePOUHSIIapbIHA MOKHOOOH
WKOHIIETEH CU3/EpPa:

MeueTH max3aje, CyJaTaHOB U UX JKEH.

Ceii rpag HHTPUTAMH B CKa3KOH OKPYKEH...

He 3Hato, xem ObLTa — HAJIOXKHUIIEH, IAPUIICH. ..

Crambymn!

CHMHA KWJIrOHYE,

CHHEH MKHYH)
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MHe [0 cuX MOp Ta KW3Hb, YTO B IMPOIILIOM,
CHHTCSL... [2, 6. 145]

(ITah3ams, conramHap hoM  XaTHIHHAPEI
MOUETIISpE.

Omby mmohop cepmopro hom  oKuMATKS
TOPEIT9H. .

Benmum, keM ueM — KOHU39KME, XaHOMKIME. ..

Hcranoymn!

Temumopemo hamaH  yTKOHJOTE  TOPMBIII
Kepa...) (Topxemd — A.1T")

«Mononor mnpuaBopHoro modtay («Capait
niareriipe MOHOJIOTBI) HIATBIPEH/TO aH
TONMKENCHIOTE  XOTep  TeMachl  KaJKbBITHUIA,

Iarbldpe y3€H capail mareiiipe o0Opas3bl OeloH
sHomd  kys  [2, 6. 28]. «K  JIxeOpany»
(«Xobpanra») MUTBHIPEHId 9 Iy YK MOTHB aira
ypira [2, 6. 130].

Uynmnax 3apugHsI HcTanOynHbIH
ApPXUTEKTYpackl acup UT9, aepydya Aus-Codus tag
KaJzaplpa:

ITouemy-To X0OUeTCs

Crymarh HETOPOIUTHBBIMH IIATAMH

[To myctemM ymunam craporo Cram0Oya...

W, 3an1poxuHyB ronosy,

Cwmotperts Ha Aiis-Coduto... [2, 6. 25].

(Huramep aTibliichl KMo

OKpeH aJIbIMHap OeNoH

WcranOyiHbIH OyIl ypaMHaphl Oyiar...

howm, GamHbI KyTOpeT,

Aiisi-Cousira Kapblifcsr...) (Topikemo — A.17.)

Y. 3apud murepusrenns McranOyn 6a3apbl —
IIOPHIKHBIH KAHBIH CUMBOJUIAIITHIPA TOPraH obpa3
VI

W Bapyr okazartbcs

B rymie CramOyinbsckoro 6asapa,

I'ne, BoOpaB mox cedst HOTH,

Hdpemuiet cTapblii TYpoK

B cOUBIIIEliCS HAOOK YajMe...

W, ymyuyuB MOMEHT MOKa3aTh CMYTIIYIO MIEUKY,

HexxHple mnanbuuKky NPUIIOTHUMAIOT —Yajapy
YEPHYIO.

Ine xuTphle Ipeku TOPTYIOT HISITKaMH 3eié-
HBIMH —

IIBeta OcmaHOB.

['ne cnprmmTest Aep3knii cMeX JKEHIIUHBI —

B nponwiom rypku... [2, 6. 27].

(hom kuHAT KeHs KajbIpra

HcranOyi 6a3apbl yprachlHa,

Kaiina, askmapbra Oexiar,

KapT TOPEK HOKBIMCBIPBIA,

KBIPBINTa aBBIIIKAH YaJIMaJlbl. ..

hoM wmwusren TOTHIN, Kapa Ky4KbUI He3HE
KYPCaTeprs,

Kapa GepkoHUEKHE KYTOpo Ha3/I6I OapMaKiap.
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Kaiina xoinokap rpexnap sien epox —

I'ocmamnie Tece GenoH caty UTa.

Kaiina xaThIH-KBI3HBIH 9pCe3 KOJIye UIETEeN —

Drekkere rayepiap...) (topkemd — A.I'.).

IIarsritpo amere mrohopae Pokcomana (Xeppom
COJNITaH) TYPBIHJATkI JIETEH/Ia SKTHUTBITBIHIA Ka0yIT
ute. by o0pa3 Oemon yn II. 3arpeOenbHBINHBIH
«Pokconana» [43] ucemie Tapuxu pOMaHbI amia
TaHbIIIA:

N xoueTcst BHOBb

OnryTuth *)apkuit nmongaeHp CtaMOyina

W 3anmax Bonoc Pokcanansl

I{BeTa 4epBOHHOTIO 30J10Ta... [2, 6. 27].

(hom kabaT TOsCHI KHJId

HctanOynHBIH KbI3Y ©HIIOCCH

hom Pokconanansin

KbI3BLT aXThIH 4o9IOpPE MCEH...)

(Topxemo — A.l'.).

1997 enma Yynmman 3apudser McranOynra
KHJICPra IOPTIOHACPToH JIETSH 1A /1A IITYIIIbL.

«Meuetn CramOyia, 4TO Kpyde M BBILIE...»
(«beexmopaon Oeek, OuekmopaoH Ouek McranOyn
MOUETIIOPE...») IMUThIPpEHId ['0OCMaHIbI UMITepuUsce
pyxsl Toemnana [2, 0. 146]. llarsiiips mohopHeH
JKaHbl, wiahu cyparen tepress [2, 6. 146], [12, ©.
37]. «I Bea Gpuza 31mM0» («MHH TOTAIl SABBI3IBIK
unem») (1994) mureipengo HMcranOynra sIKbIH
Canaban mohope wncko Ttemepens, XVII-XVIII
He3nmopJo TepeK MIarbiiphiope 53 OaribiHga —
TANIONIOP YOUOK AaTKaH sIMbJEe BAaKBITTA OHpEId
JpIesia Topran Oymnanap [2, 0. 127].

[IureippiiopHe ~ MOTBHOBH  KOJIaubl  Jia
alapHbIH  KaWchl TeNJO  s3bUTybIHA  Ooiire.
«Ilouemy-to xouercsi» («Hukrep Temum») [2, 0.
27] hom «Meuetn CramOyia, 4To Kpy4e M BHI-
me...» («beekmopmoH Oeek, OMEKIOpPAOH OHex
Uctanbyn  modermope...») [2, 0. 146]
HIMTBIPBIOPEH® JUPUK Tepoil  OalniaHThYTa
yupkoy Oynran Aiis-Codusi mModereHs, o TaTap
TENEHAS  S3bUITaH  INUTHIpRISpAS  bassun,
Cemoiiman, Illax3ame  MOUETNIOpPEHS,  TOPEK
CONTaHHAphl pe3ujicHIUsce Tomkam capacHa,
Bocdop ecrennore xymneprs, KopbaHrs, mynai yk
TOPEK-MOCEIIMaH  KOHHUTEIIEHEH  aephUITHICHI3
atpulyTiapsl — Hamas, a3aH, aCHpd, cydwiii h.O.
oOpasnapra Mepakerath ute [2, 6. 106], [2, 6.
1101, [2, 6. 112].

Uynnax Sapud KATBIHIA Mucsip
natmabukoce Kieomatpa Temachl jga  Kalky
royaonoHem ana («AK JOUHIE3HEH Ky3 sLIeIoi
TO3bI cybl» THKIBI [1, 6. 87] hom «Kneomarpa!
Kamuerii B3risamy («Kieomarpa! Komcrz kapamm
nmreipe [2, 6. 135]). Oreld nguHrese spbeiHAA
ypHamkaH Myrina 1mohopeHs KY4YeHTOHHOH COH,
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aHBIH IIMTBPUATCHNIS OOPBIHTHI FOHAH IIarblipe
I'omep, ampiH «Mmmamanceiagarel [lapue hom
Enena, [2, 6. 136], [2, 6. 151] shym maTmacer
Conomon (CemotiMan) [2, 6. 137] oOGpasmapbl
otiga Oya.

Tyran >xupeH carslHy OopTe OenoH Imarbiipo
TaTap TENEHAd A9 Kym si3a («XepMolop enrepo,
OananHap» [1, 0. 95], «bereH neHesAchiHIA OEp
oynuteik» [1, 6. 96] , «0Kumne keHmo nuHre3 OyeH
uHIEM» [1, 6. 97], «30UTYH KYy3/1€ YIBIM MHHEM
[13], «Am-ak 4o4oKT9, KYp, ©pek arade» [1, O.
103], «Oreit xopabamopenao» [6, 6. 316], «Taymap
gajMa Kuer, Tocoux tapray [6, 6. 317] h.6.)., pyc
TENEHID N0 WKaT UTd («37eCh HET 3UMBI, 37eCh
amnelibCcHHOBasi oceHb» («MOHAa KhIIUIAp IOK,
MoHAa odmucyHn kesmopy») [2, 6. 133], «B
pasBanmHax Tpom» («Tpost xapabanopeHas») [2, 0.
136], «KonbibenpHast chiHY» («YibIMa OHIIEK
XKBIpeD») [2, 6. 138], «Ucraubyn!» [2, 6. 145],
«CHHB MOpel ¥ 3elleHb KUIMapHCOB» («30Hrapcy
auHre3nop hom simien kumapucnapy) [2, 6. 151]
h.0.).

2007 emman Oamuran, Yynman 3apud Tepek
TEJCHId WKaT UTd Oanuibiii («Bir Bagka Diyarday
(«bamka HII»), «Sensizlikten»
(«CHuHCE3IEKToH»), «Gokyliziiniin mavisi
zeytinlerin ~ yesili»  («Kyknen 3oHropnmere —
3oiTyHHOpHEH smiene») [28], «Tek cihanin mi
simast sar1 renge boyandi?» («baper THK
*KUhaHHBIH e3¢ capbl TOCKd OysuiranMbi?») [19],
«Bir Dize Siir Kaldi» («lllureippHeH Oep bl
Kauael») [24], «Denizde» («{unresgon[25] h.0.).

Illoppik  MOTHBIAPBI  aHBIH  WKATHIHBIH
JUTONIETeHJ® TeHd Tyren, QopMacelHAa Ja
gareUIei Taba. [llareiiiponen Oy y3eHdonereHo P.
laram wuretnbap urte: «llloknmm sikTaH na Matyp
aHBIH HIATHIPHIISPE — MOHIA fa UyNImaHHBIH KUTIU
MOKTOIl YTKOHEH TOsCBHIHY. [8, 0. 89]. 1980-1990
emmapaa Yynmnan 3apud KaloMeH Ta3all KaHpPbIHJA
ceiHan kKapeid («lazom» [1, 6. 42], «Ter xpam
orHs...» («CuH yT reIiibamoTxanace...» [2, 6. 78]);
pobarslii >KaHpbIHA MepaXorath utd («HMomas
uaem» [1, 0. 6]; «Ycan, au, 6e3» [1, 45 0.], «A
MOJIOXKMIIA CepAlle Ha JaJoHb...» («YurapbeiMa
KysIM Heparemue») [2, 0. 42].

Bununre-s3yust Uynman 3apud MmuMreipbispra
Tepie  TEJUISpJASre  Cy3jopHe  (aiinanaHsbl,
KYIIMOI'bHAJIEJIEKKS Upeld. Mucall e4eH:

IlBema B cromuue nuna... M MmEénom maxia
HOYb.

TBou rnaza tak OIU3KO, Tak OJIM3KO, YTO HE-
BMOUYb!

U onpoxunyn ne6o BceBbimnuii B Ham 60-
Kai...

86

WU c TpemeroM miemHylId TBOM MHE TYOBI:
«Kal...» [2, 6. 150].

(Kal (Typ.) — octanbcs);

Iki sam yaniyor, iki mum. ..

Hem senin hem benim umudum.

O iki olan sam. Bizse tam!

“Yaratam, bik kat1 yaratam...”

(Tatar Tiirkgesinde “seviyorum, ¢ok seviyorum
anlaminda) [22, 6. 100].

(FOxo 4ouka aTa... ban uce sArpuia TOHr?...

Kysnapen LIYJIKagop SIKBIH,
CaOBIPIBITBIMHBI KYHIBIM !

Anmah Ge3HEH Kacora KYKJIopHE ayAapibl.

Wpennopen muna «Ka...» — nuze) (Topiema —
AT)

TekcTnapHblH OWIMHTBANG CeiyoNIye Tanu
hom KaTJayJbl OoiioHenIIop TynbIpa.
ureipeiopens Yynnan 3apud 3THOMOITU3MHAD
na Keptd. Mucan eyeH, JHUPUK TepPOUHBIH
XHUCIIOPEHEH UyallyblH YTEMIIEPSK OMpY ©UeH aBTOp
«Ak kangax» (1923) My3bIKanb JpamMachblHHAH
«Xommus» kxeeH (Tarap xampik kee, M. ®Doiizn
cy3nepe) (haiiganana:

«XoMAMATS CY3 KylLIMarsl3,

3uhene Tapanran yarsLy [1, 6. 49].

By ansiM sApgoMeHAQ® LIATBIAPS  JIMPUK
TepONHBIH XUCIIOPEH TUPIHPOK OUPYTS HPEID.

«XoM/IUSHEH aKBUIAaH s3Yb» HIMTBIPEHAD 19
MY3bIKQJIb JpamMajarbl MepcoHaX — Oy KBbIPHEI
yitman TankaH bakelii wucemiie ketyde OeioH
quaior toemiana [ 1, 6. 50].

«Kosimka ypManeran capbl KeHOarsi KeOex»
LIUTBIPEHD Yynnax 3apud TepOIHBIH
YapachI3NbIK XaJIOTEH auybllpaK YarbULABIPy ©YeH
Cak-Cok 09eTeHD MOPIKAraTh UTI:

Enranap na Oep arsin KymbuibIpiaap JUHre3ra!

Cak-Cok Oynapik... KaBbIllly NOHBSITBIKTa FOK
Oe3ra.

Hoptebesra 1ok nopmaH... [6, 6. 320].

Kaiibep IMMTBIPBISPEHAS AUAJOT KaTiaysbl —

XoTTa

KOHHOTAaTHUB JPAXKIA: OpurvHall TEKCTTarbl
obpaznmap sHa MOJIOHM MOXHTKd  OepKajaap
y3ropTesien, LIyl MOIOHMATKS SPAKIAIITHIPBIIT

keprenmd. «llepem Benmom» («Tyi amapIHHAHY)
mureipe  @.C. JKypaBieBHBIH Iyl HCEMIQre
KapTuHacbiHa aBazfgam [2, 6. 33]. Poccam 1874
€lIrbl KapTWHaJa ara KelIeHEeH KbI3blHA Ty
aNJpIHHAH Xoep-haTmxa OWUpYeH ToYIaIIoHIEDD,
ucom-xucan OyeHYa KHAYTre Oupensa Topras
KBI3HBIH IIOXCH (Pa)KUTaceH, XbIAJUIAPhl YeITopoOMa
KWIyeH TacBUpiblid. Tyiaarel Tamiibl ToramHe
XOTEPJIOTKOH HO30epeKk KbI3 Oajma — Tauioiop
apaceiHga kunenry te3y uumansl. @.C. Xypasnes
KBI3HBIH JYKE KHYEpPENUIOpeH THUPSH Oupyra
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upemrd. Morbeaym  OyiraHdya, 3amMaHIanuIapbl
KapTHHAHBI SApaTHII Kapiibl aja, paccaM oJere
KAT SKUMEIICHY HMKE TalKbIp OWJIoHEen KaiTa.
Kaprtunanbiy croxetsl 9n00u. Uynman 3apudHbiy
Iyl WCEeMIore MIMTBIPEHId 9 pPyC T0d3Husce
TPAIUIMSIOPEHS  TasHy  Ky39Tend.  besHeH
Kapamka, Oupemo M. IlBeraeBa mnmpHKachl
MOTHUBIAPHI J1a TOEMJIaHa.

«Crout onwH B X0JIOHHOM Xpamey» («CaiKbIH
TBIH0ATOTXaHOIO OCPhSIITHI3EI 0ackIl Topay) [2, 0.
26] wmreipeHns uwmpkoyme [aiico moiiramOop
MOPTPETHI TOYAdJISHAepeNs. bupens no mareliipa
pyc noasusiceHeH Kememnr moBepe TpagullisiIopeHs
tasHa. Llyn yk Bakeitra [. HOpahuMoBHBIH
«KeTtyuenap» acope OesoH A9 aBa3lallIbIK CU3EId
[44].

Uynman 3apudHbIH UKe Tel hoM MOIOHHUATKS
JaMH POBEIITS MOPIKITaTh HTYE OIUOSHEH
o0pa3nbl PUKepIoBeHEH MKe Tenad (opMaiamrybl
eueH ammaptiap Oynmeipa. YN mmrepu ¢Gopma,
TepIe MOJIOHUSITISPHEH CHMBOJIIAPBIH,
WHTOHAIMOH MOMKHHIICKIIOPEH Y3IIOIITEPd, TaTap,
Topek hoMm pyc HOHbS CypoTeH TOTAIITHIPYUBI
HOKTaJapHBl OWPOHd, OCOPIOPEHd YpHAIITHIpA
(mucan eueH, «He xpucTtuanka f...» («Xpuctuan
KBI3BI TyTen MUH...») [2, 0. 123], «IlycTth kaxmyro
MUHYTY s apyras» («Mwusren caeH y3ra Oyicam
na») [2, 6. 119], «3alTYH Ky3/1€ yIBIM MUHEM [0,
0. 312]; «Am-ak 4o4oKT9, KYp, epek arausi!..» [1,
0. 103], «Yapacez 0amoMHIp 09C KEOCK YOTOKTO
[6, 6. 313]; «CopOuyopra Tarblll TaM4bl-
aJIKachIH...» [6, 0. 321]; «Sonbaharim solgun soguk
nefesin(«Ke3HeH akCBUI CAlKbIH CYJBIIELI»[22, O.
100], «Sazinin teli olurdum, ellerin dokunsun
diye» («Ca3bIHHBIH KbLIbI OYJIBIP HIEM, KyJUIAPhIH
KarbUICHIH aumy) [22, 6. 100].

Senden ayr diismek
kadar yok ziiliim.
Yakar sanki ac1 Arap
kahvesi...[22, 6. 100]

CHHHOH aepbuTy
ra3aObIHHAH KOWIEPIK
rasain IKTBIp.

Srap, sifTepceH aubl
I"apom kahBace...

Tarlanda ekin olurdum,
giin gelir bicersin diye
Haremde kolen olurdum,
giin gelir secersin diye.
[22, 6. 100]

Keipeiga uren 6ymnbip
ueM, KoH KUep
UT9pCEH JIUII.

Capaiiga KoJbIH OyJIbIp
ueM, KoH KIep
caiapchly AU,

buwiMHTBamE MEHTATb JUAIOT HOTHKOCEHJIO
mareliips y3eH umke — tatap hom pyc, tarap hom
TOPEK MOJOHHSATIOPEHS HUCOQTIE WTEN TOsA hoMm
ycrepa. MoHasil «ukenatenron» aH Uynnan
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3apu(HbIH HKE TOpJe IOHbS CYypOTEeH OHMProH
MIUTHIPRIOPEHIS KalKy YarbUIbll Taba (Mucam
oueH, «['ed4ouokHEe KyNnblHHAH Telieprod Ilup
Conran AoOmanra» [1, 40 0.], «K bamspmoHTy»
(«bampmonTKa») [2, 129 6.]). Llym poBemure,
OWITMHTB [IareIipa WKe MOIQHHATTATE
TEKCTJIapHBIH MOT'BHO MOMKHUHJICKIIOPCH
KUHOWUTYT? Upentd. MOoHa YUT Wil TOHKBIMThYENIPE,
aepeIM anranma, O. 3an Kapaxammsn [2, 4-5 6.], /1.
Uxonus [16] urptubap utomop. Mucan edeH, «K
BansmonTy» («babMOHTKa) MUATHIpeH 19 YyInaH
3apud, Kemreaop apacklHIa Y3€HHE SUITBI3 XHC UTY
XaJloTe TYpbIHAA S3raHa, MmareliipbHeH «CKBO3b
crpoit» («CTpoli amia») JUI aTrairaH MOr'bIyM
Ureipe OCJIOH Juanorka kKepa. «SIHam» IuroH
Te3Mo — Oallka MOIOHUATTOH ajblHMa («MuH
ssHaM, MUH SHABIM hom cyHmomem») [2, 129 6.].
UblraHaKHbl aHJIaraH YKy4Ybl aBTOP IO3MIIMSIHO
MIyHIYK TelreHa. «Jlymas o Jxeopane» («Kobpan
TypelHOa yimanranma» [2, 0. 130], « Oyzmer
Takke Tedb AparBa» («AparBa Inynai arap na
arap») [16] mmreIpbISpe 19 MIyHIBIATApIaH.
Ilareriipo em KblHa aBTOPHBIH Y3¢H hom
MOT'BJIYM TEpOWIapHBIH HceMHopeH (aiimanaHa.
«MoXKHYHME CHH SUITBI3 YYJAQ STHIN KaJlFaH»
(1994) [1, 6. 11] hom «JloiimoM mgum sHTaH
Moxuaysa» (2003) [1, 6. 100] mwmreipeIspeHo
HIOPBIK OMS0MATIAPbIHAA €I KyJUIaHbUIa TOPTaH
JTacTaH repoiiapbl Tepresens. Jloine hom MaxHyH
obpaszmaper pyc TemeHas [2, 6. 127] hom Tepex
TEJICHJId S3bUITaH IMIMTBIPHISPAS [23, 6. 98] ouphIii.
Orop Yymman 3apudp pyc  TeneHuore
MIUTHIPBISPEHIS PYC MOKAJIBIOPEH KyJUIaHCa,
TaTap hoM TepeK TeJUISpEeH[ore LIUTHIPHISPEHIID
Tatap hoM Tepek MoKalbIopeHs hoM oliTeMHIpEeHd
Mepaxorarb uTd: «loBopuib, BeayT moporu /
Tonbko B Pum?» [2, 6. 125]; «M OymeT ckopOeTh o
He3absennom / UYepnas Poza Tudmuca, /
Hanomwunas, uto rope ot yma...» [16]; «Keme xuto
— OKBIpBl Kaja, JWTOHHOpP... / OHHU, MHHEM
KBIPBEIMHBI 1a KbIpiadsl!..» [1, 103 6.]; «Atesten
gomlek giymisim nasil olurum esen?» (Hazena
pyOaiky W3 OrHs, Kak e MHE ObITh XWUBOW? /
PyGamika u3 OrHs, TOXIECTBEHHO «Cropamo» [23,

98 6.].
Onabusar ranmume M.B. Kazakosa ¢dukepenus,
«HKeTeIIe 2Y) 107 TEKCT MOJISHUSTApA

OarnaHbpIIUIap HOTIDKOCEHNIO OapibIKKa — KHIIO;
KeIeJop, MUUIOTIIOP apachlHAArkl OQMIIOHEIIop
JTOPIIKICCHIATE oy KYpeHent Oyrenre
KYIIMOJIOHHUATIIC 3aMaHaa ouo0HusATTa aepyya
ohomusTIIe. ONOOUIT KYNTaBBIIIUIBUIBIK Y3JIETCHO
ns. lllyHa xypo aHHBIH KYIIMOJOHUSATIIC aCBLIbI
hom ono0u TekcTTa onere IUANOTHBIH YPBIHBI
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npobaeMachsl of90HMAT THIMJIEMEHAS 33JI0HY ©4YeH
Hure3 Oyna amay [45, 0. 25].

2002-2012 emmapma Yynman 3apud Myrna
urohape YHUBEPCUTETHIHIATHI omabuar
(hakynpTeTHIHBIH «3aMaH4a TOPKHA Tewop hom
omobmaTiapy KkadempacklHOA OIUIH. | aauMoro
TaTap (OJBKIOPHI, TaTap Teie, OAJOHATHL, PYC
TeJNe J9PECIOpEeH YKBITYHbI Hekmwnop. Yynmax
3apud Topie mOpIKomore KOHPEPECHIUIOPAD 64
TeNAS S3bUITaH (OHHM MOKAISJope aima TaTap
OMoOMSATHIH  TaHbITa. AHBIH MOHOTpadusIope
myJgail yK YHT MOXHTTS TaTap (OIBKIOPHIH,
MWJUTA 9AQ0MATHIOBI3HEI TPOTIaTaHAaIayra Xe3MaT
uto. Anap eu tengo Homep urens [46], [47], [48],
[49].

Uynman 3apu¢ TamaHTIBI TOp)KeMode Oyiapak
Ta  TaHbUla.  AHBIH  (QHUIaKapb  Xe3MoTe
HOTHXKOCEHZQ ToepeK yKyubichl [as3 HMcxaksii,
labaynma  Tykait, Tanmumokam  M6pahumos,
Corpiiite Pomuen, lopmemona, Maxut ladypw,
Xacon Tydan, Cubrar Xokum, Papun ®oii3ymimH,
Pomup Taram, Mexommor Mupsa, PobGepr
MunnymnuH, Pkaun 3olinymna, 3unHyp Mascyp
hom Oaiika TaTap SIUILIOPECHEH MXKATIIAphl OCIoH
tanbima [49], [50], [51], [52], [53]. Yn mynait yk
Topek mmarsiiipe FOHBIC OMpa hom a3zopOaibkan
HIATBIAPBISPEHEH, UIMTHIPLISPEH PYC  TEJICHD
TopiKeMd mtrd [54], [55]. Ulymait yk XomuciopHe
TOpEK  TEJIIEHHOH  pycyara  TOpKEeMd  UTY
MPOEKThIH 1A KaTHaIa [56].

2011 enpa Y. 3apunora-Uerun Kapc mohapena
KyueHa. 2012-2018 ennapna KaBka3 yHuBepcute-
THIHJIA CJaBsH Tesuope hom omebusrnapsl kaden-
paceiH  kuTokiaM.  CnaBaH — Teuope  hom
omobuATIApEl OYJIEreHad JIUISY JOBEPEHNID PYC
Tene hom omoOUSTEIHHAH Kypce ambill Oapa, Irynai
yK Onud6a Ooiipome, Maii xpito, SIHa en kebOek
pyc OolipomMHOpeH oemrThipa. bep BakbITinap
Poccust nmnepusicener nposuHnmsce oynran Kapc
mohopeHeH pyc  omo0usaTel  hoaM  coHrareHs
YyareUIblel OeIoH Ooiiie Mokanamap sza. 2018-
2019 emnapna «3aMaH4ya TOPKH TEIIdp hom
oma0usTIap» OyJIereH KUTOKIHU. Oere OylIeKTs yi
TaTap  oMA0MATH, TOpKH  QoibKIOp  hom
OMoOMATINAPHBI YarbIIITBIPMa OWPOHY, o1o0uAT
COLIMOJIOTHSACE, TIOATUK TEKCTKA aHalIM3, PyC Teje
hom omobuaTel mpeaMeTNapblH  yKbITa. DoHHH
SITYSHJIETEH BaTaHANIBIOBI3 04 TEIId allbII Oapa.

Hanaxamap
Orere MaKaio Oy KaTiayibl TeMaHbl OUPOHY IO
OcepeHue OMTHUIBIII Oyiabn Topa. be3 Yymman
3apud-Yetunaga aBTOp OMJIMHTBU3MBI
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KaJNbllUIAIlyblHA ~ YHall ~ WOTBIHTBI ~ sicaraH
(bakTOpIapHBI AUBIKIIAJIBIK:

® IIIOXECHEH WKe Teyuie maptiapaa gopma-
Tk,

e KJII[IYHBIH pyc-Tarap OyiereHas Oenem
aITyBI,

® KOMIAPATHUBHCTUKA FOHOJCHICHI® (oHHM
SIIYOHIIEK AJTBITT OaPYHI,

®  MOKTOI €JUIapbIHHAH YK IIOPBIK JIOHBICHI,

aepeIM aNraHaa, Tepkus OeToH KBI3BIKCHIHYHI,

e YUT MWUIST MOXHUTEHJd  IEJaroruk
SIIYOHIIEK,

e yKydbliap reorpadusiceH KHHOMTY 6eueH
MOhaKUPIEKTd  TeJN  albIITBIPyra  WUXTBIDK

OapIBIKKa KUY,

® UYNT WII® MHJUIM Y3aHHBIH Keddtoe hom
IIYHBIH HOTIDKOCE Oyapak, WKaT, TOp KeMIop,
MoHorpadusiop hom GoHHU-TIOMYINSAP KHUTAILIAP
ala TyraH MOISHUSTEH YHT WIUIOPAS aKTHB
POBEIITS TAHBITY.

Homrax
[larplifpoHeH  JUPUKAChl  aHBIH  LIOXCH
TOPMBIIIBI  OCNOH THITBI3  OoWoHToH. Uynman
3apu¢d Tarap, pyc hom Tepek TeIopeHIATe

HIUTBIPBIOPEHIY  LIOXCH  XHC-KHYEPEIUIOPEH
JareUIABIPBIPra OMThUIA. JIMpUKachIHAAa MArbIIyKa
JUPUK «MHH» 0O0pasblHAa yJI el KblHA Y3e
KypeHen KuTd. Jlupuk repoii y3eH Ttatap hom
TOPKU MOIIOHHUATISPEHEH Oep eJielie UTeN TaHBIH.
Musun y30mirenoHen: aHa oyibl hoMm Kede BaTaHbIH
TOSIpTa MOMKHHJIEK OMpa. TeKCTKa YUT KOAJIapHBIH
YTeN Kepye JTUPUKACBIHBIH KOHTEKCTYyaslb IUIAHBIH
Jla KAHOMT9, OJCTETUK MOIbHACEH apTThIpa,
YKYUYBbIHBI MOJIOHUSTIIOP apachIHAa apajamrdsl UT9.
BuiIMHTB sI3y4bl UUT MOXUTTS O€p Tell SpIoMEHI
€Il KblHA MOHOJMHIBaJIb TE€l CHCTEMAachlHA
OyiCbIHMaraH siHa JUTONEKTIre TEKCT TYJbIpyra
Hpero.
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NCTOKH ®OPMUPOBAHUA ABTOPCKOI'O BUJIMHI'BU3MA
B TBOPYECKOM BUOTPA®UU UYJIIIAH 3APUD

Aiisupsak Haunosua I'apaesa,

Kazanckuii ¢penepanbHblii YHUBEPCHUTET,
Poccus, 420008, r. Kazans, yn. Kpemnesckas, a. 18,
aizigarai@mail.ru.

Uynman 3apud — TuTepaTypHBIH NCeBAOHMM modTa YynmaH AdpauMoBHBI 3apumoBoii-UeTuH,
yposkeHKH Apckoro paiiona PecmyOomuku Tarapcran. Bemmyckamma KazaHCKOro rocymzapCTBEHHOTO
MeIarOTMYeCKOT0 YHUBepcHuTeTa 1992 r. sBisieTcst aBTOpOM COOPHHUKOB CTHXOTBOpeHMi «Kosika 1o
ToTa KopBaHbIM» («Mol kapaBaH Immaraer kK comHIy», 2003), «AmenpcuHOBas oceHb» (2013),
«Lacivord Yuxular» («Cunrme cHbl», 2023). [Iumer cCTHXOTBOpEHHS Ha TaTapCKOM, PYCCKOM, Typell-
koM. B ee TBopuecTBe momuHHpyet nroOoBHas ympuka. CtuxorBopennst Uynman 3apud nepeBoau-
JIUCh Ha aHTJIMHCKHMN, a3zepOailpkaHCKUi, OAIIKUPCKUHA, TYPKMEHCKHH, YyBaIICKHH U JPYTrUe TIOPK-
cKkue s3bIKU. B XoJe ucciienoBanust BEIIBICHBI (aKTOPBI, CIOcOOCTBOBaBIINE (DOPMUPOBAHUIO aBTOP-
ckoro OmnuHreu3ma y Uynmnan 3apud), Xy/10KeCTBEHHbIE IPHEMBI.

KnrodeBble ciaoBa: Tarapckas
XYZ0KECTBEHHbII OMIIMHTBU3M, IBYSI3BIUHE

JHUTEPAaTypa,

Uynman 3apud, aBTOpPCKUl OWIMHTBU3M,

s uutupoBanus: ['apaeBa A. H. VcTokn ¢opMupoBaHusi aBTOPCKOTO OMITMHTBH3MA B TBOpUE-
ckoii ouorpaduu Uynmnan 3apu // Tatarica. 2026. Ne 1 (26). C. 71-90. https://doi.org/10.26907/2311-

2042-2026-26-1-71-90
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