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The article highlights the life and creative path of Rakhim Sattar, a little-known poet, determines
his place in Tatar poetry and reveals the traditions of literary criticism that he laid down. Based on the
hermeneutic approach, the article analyzes, for the first time, the poet’s poems written by him in
captivity, determines their main motifs and reveals the content of his poetic works in the context of the
literature in that period. This determines the novelty and relevance of the article. The main goal of our
research is to study Rakhim Sattar’s life and work, to include his works in a wide scientific
circulation. The article is based on materials, memories and interviews, related to the biography of the
poet and his life in captivity and preserved in the family archive, and the archive of the National
Museum of the Republic of Tatarstan. In the course of our study, we have come to the conclusion that
Rakhim Sattar both relied on the traditions of wartime literature and conducted poetic experiments. In
addition, we have identified the genre diversity of the poet’s works and their main motifs, determined
by the loyalty to his motherland, his longing for the native land when he lived in captivity. His
innovations went hand in hand with the conception of the lyrical hero. The study evaluates the images
and details, the techniques, used in conveying the main motifs, and the poetic goals of R. Sattar’s
works. The proof of loyalty to the native country is the main motif of R. Sattar’s works, written during
the period of imprisonment. This motif is closely connected with the images of an oath and faith, the
concepts of death and immortality, it is the main means of conveying the relationship between the
poet and his native country. The theme of fidelity, the image of an oath is widely embodied in his
poems, which represent the chain: native country — nature — native land — mother. In the poems,
devoted to the theme of the native land, the opposition of one’s own / alien is in the center, the native
land is opposed to a foreign country, and this concept is reproduced through various images. The
poems devoted to his life in captivity possess a tragic motif.
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Introduction comprehensively studied and appreciated, many
Tatar literature is incredibly rich in poems, but  are still waiting for their researcher. One of the

only some poets have been deeply and important goals of modern literary studies is the
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scientific study of the heritage of many writers,
whose work is covered with a layer of historical
dust, returning it to the general public and
determining their place in Tatar literature. Among
them is Rakhim Sattar’s work (1912—-1943).

The creative biography of Rakhim Sattar
emerged and developed in the context of Tatar
literature of pre-war and wartime. In the poetry of
that era, the main theme was the theme of war, and
it was described in various thematic contexts.
Consonant with the era was the attitude to life and
death in Tatar poetry. At that time, the binary
oppositions  life/death, = we/enemy,  native
land/foreign land, war/peace, were active in Tatar
poetry, conveying the philosophy of life and death.
The lyrical hero was concretized as a brave soldier
who went out to fight for the freedom of his
country, ready to defend it to the last drop of his
blood. The archetypal hero — the most dynamic and
changeable image of the Soviet myth — in Tatar
poetry was presented as a hero-warrior, a soldier
who had gone through fire and water. The poetry
of that period was dominated by the motifs of the
Motherland calling to fight, our faith in victory,
hatred toward the enemy and an oath sworn to
protect the native country [1, p. 212]. The soldier,
depicted in romantic colors, was described with the
help of images from fairy tales and dastans,
conventional techniques and linguistic means of
oral folk art.

Rakhim Sattar’s literary career also grew and
developed in that context, however, the poet used
other techniques in his works, created common
characters in new ways and conducted
experiments.

In the literary development, poets are divided
into two parts: some writers introduce novelty,
tread new paths in the development of verbal art,
another group of authors develop these
innovations, contribute to the formation of new
traditions and use them in national creative work.
R. Sattar belongs to the second group. The main
archive of the poet — a notebook with poems, his
notes, written during his life in captivity — is stored
in the archives of the National Museum of the
Republic of Tatarstan [2]. Only five books of the
poet were published in the Tatar language [3], [4],
[5], [6], [7]. Such scholars, critics-publicists and
writers as Z. Ismagileva [8], N. Dauli [9], B.
Kamalov [10], R. Mostafin [11], [12], Sh. Mostafin
[13], [14], [15], 1. Sattarov [16], [17], [18], [19],
[20], [21] and M. Sharipov [22] published their
articles and memoirs about his work and activity.
However, Rakhim Sattar’s work has not been the
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focus of individual scientific monographic studies.
This fact suggests that the writer’s oeuvre has not
been studied properly, and research in this vein is
relevant.

Methodological basis of the research

We based our study on the hermeneutic ap-
proach and used the “motivating poetics” of B. L.
Borukhov as the methodological basis [23]. B. L.
Borukhov considers explanation to be the ultimate
goal of a scientific activity and singles out
explanation, based on the law, as the main method
for analyzing a literary text, calling it text
motivation [24]. B. L. Borukhov identifies the
following types of motivation: cultural,
conventional and mental [24, p. 13]. To study
Rakhim Sattar’s work, we chose the conventional
view as the basis. The text as a literary
phenomenon is published, obeying the laws and
conventions of each era. Conventional motivation
makes it possible to determine the main trends in
the development of the poet’s work, to reveal the
continuation of literary traditions in the poems of
the poet’s period of captivity, helps to explain their
transformation, novelty, basis and characteristic
features.

Discussion

Rakhim Sattar was born on August 15, 1912 in
the village of Tuban Khazhat (Ignatovka) in the
Chishminsky District of the present Republic of
Bashkortostan. His father Suleiman and his mother
Khadicha were quite educated for their time, they
were religious people who could read and write,
his father was a mullah in the village. The wise
head of the family, who cared about the future of
his family, wanted all seven of his children to
receive a secular education and he became their
teacher.

Rakhim Sattar was in love with literature from
his childhood, and in the 4th grade he began to
write his first poems [25, p. 325]. After leaving the
village school, in order to continue his education,
he went to the city of Ufa, and there, while
studying at Secondary School No. 2, he met his
teacher Naki Isanbet. This acquaintance was
significant for Rakhim Sattar, whose future would
be inextricably linked with literature. The talented
Isanbet, who was in love with literature, quickly
saw the talent in the child and made efforts to pro-
mote his development; in the future, he constantly
supported Rakhim spiritually.

After completing his studies, Rakhim Sattar
worked in the mines of Donbass and did various
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jobs in his native region. In 1932 he married, in
1933 he was drafted into the Army and until 1937
he served in the frontier troops near Lake Baikal,
but he never gave up his creative work. In those
years, his first lyrical works, imbued with youthful
feelings, were published in the daily editions of
Bashkortstan and Tatarstan. In 1937, he moved to
Kazan and performed various roles: he was a
commandant in a hostel, after that he worked (from
February 1938) as a specialist in the personnel
department in the Secondary Schools Department
of the People’s Commissariat of Education, and
three years after, he became a chief inspector for
pedagogical personnel (from May 1 1938 to May
15, 1939), at this time he entered the Tatar
Pedagogical Institute. On May 17, 1939, he moved
to the editorial office of the newspaper “Kyzyl
Yashlar” (“Red Youth”) (now “Tatarstan
Yashlare” (“Youth of Tatarstan”) as a literary
worker. His cooperation with newspapers and
magazines and close communication with such
writers as Sh. Mannur, S. Hakim, A. Fayzi, Sh.
Kamal, G. Khuzhi, G. Kutui, H. Tufan, G.
Kashshaf, G. Khalit, N. Dauli, Sh. Mudarris had a
positive impact on his work, and contributed to its
qualitative development. At the first stage of his
work, within a short period of time, he published
more than 60 works in the genre of essay, article,
literary translation, story and poem, among them
there were 12 poems. This testifies to the creative
activity of Rakhim Sattar. The works of the poet
during this period were consonant with the works
of other young writers in terms of their desire to
create new art: in his native country, the writer,
who sincerely believed in revival of the fights for
freedom and praised a new way of life, promoted
the philosophy of destroying the old.

In the literature of the Soviet period, work,
class and the idea of creating an equal life for all
were considered to be the main values, promoting
the cult of courage. The theme of struggle, as a
way of existence and the theme of creating a new
life, ran like a red thread through literary works;
thus, the art of the word was supposed to prove
that happiness was creating a new life. Like other
Tatar writers, Rakhim Sattar, at the beginning of
his literary career, was closely connected with
public life, focusing on the images that served the
new system.

Unfortunately, the writer was not destined to
fully reveal his creative talent. In 1939, with the
announcement of the Finnish War, he volunteered
to go to the front, in a skiing squad he rose to the
rank of commander. On April 1, 1940, he returned
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to Kazan to lead a quiet life: on July 15, 1941, he
was appointed executive editor of the “Kyzyl
Yashlar” newspaper.

When the Great Patriotic War broke out that
same summer, at his own request, he was sent to
the Kuibyshev military school and began to study
the German language. On October 15, 1941,
despite the fact that he was a professional
paratrooper and had received an officer rank, he
was sent to do a paratrooper course. As a
paratrooper, he took part in many military
operations in the rear of the Nazis. But in May
1942, communication with him interrupted, his
family, living in the village of Novoye Kadi of the
Republic of Tatarstan, received a letter that in the
same year, on June 27, Rakhim Sattar had gone
missing in the Smolensk Region.

In fact, during one of the military operations,
R. Sattar was surrounded and captured by the
Nazis. After he had suffered for several months in
prisoner-of-war camps in the cities of Smolensk
and Borisov, he was sent to the Wustrau camp near
Berlin on September 16, 1942. Musa Jalil would be
brought there later. In the same year, on December
13, they were joined by Abdulla Alish, Fuat
Bulatov, Garif Shabaev, and so, by the will of fate,
the talented Tatar men— the young people who had
devoted all their efforts to the development of
Tatar culture and literature — were united together
in a foreign land. There, he became close to the
writer Abdullah Alish; while in the Wustrau camp,
he joined a secret organization, became a reliable
member of this anti-fascist association, organized
by Musa Jalil and his comrades, Fuat Bulatov and
Garif Shabaev. The participation of Rakhim Sattar
in the preparation, publication and distribution of
leaflets against the Nazis in the prisoner of war
camp and the activities of the famous legion “Idel-
Ural” are well-known.

In January 1943, R. Sattar, A. Alish, F. Bulatov
and G. Shabaev were transferred to Berlin to work
in the editorial office of the “Idel-Ural” newspaper.
This opened up new opportunities for the writer, in
his works, stories and poems, using the Aesopian
language, he wrote about the successes of the
Soviet Army, sharing his joy over his native
country’s military success. So, Rakhim Sattar, who
was deprived of his gun in the struggle for the
freedom of his native country, continued his
struggle with the help of his pen. This movement,
which took place behind enemy lines, once again
proves the courage of the writer. The legionnaires
who returned alive told how he walked around the
barracks, disseminating the ideas of their secret
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organization among the prisoners. According to the
existing documents, R. Sattar played a decisive
role in organizing the connection of the secret
organization called ‘“Patriot” with the Polish
partisans, in strengthening ties with the secret
organization “Iskra”. Shafi Almas’s denunciation
against Rakhim Sattar, which was found later,
proves these facts [26], [27, p. 43]. In his
denunciation, Sh. Almas cites the following facts:
in a secret letter of the Bolsheviks, written in
March with an appeal to the Tatar prisoners not to
surrender, G. Tukay’s poems were used, R. Sattar
also used these lines in his article contributed to
the “Idel-Ural” newspaper; 2) R. Sattar published
an article together with the editorial staff on the
development of Kazan, the role of Lenin in its
development; 3) R. Sattar refused to distribute
leaflets calling on the Tatars to surrender to the
Germans [20, p. 39].

When the activities of the secret organization
were revealed in August 1943, and the Jalilovites
were arrested, R. Sattar was among them.
Therefore, there is complete truth in the fact that
Sh. Mostafin called Rakhim Sattar the twelfth
Jalilovite [28]. However, R. Sattar managed to
escape from the camp in June 1943 and
disappeared without a trace. More precisely, the
group, led by Rakhim Sattar, set a goal: on the
basis of the proposal made by M. Jalil, they were
to cross the front line and go to our high command
[22]; according to other sources, they had to
inform the Soviet troops about the creation of the
“Idel-Ural” legion, the secret organization, and the
preparation of an armed uprising by legionnaires.
One of the organizers of this escape, Amir
Utyashev, spoke about the escape of a group of
five people, led by Rakhim Sattar, from the
Yedlino camp in August 1943. In addition to
Rakhim Sattar, this group included Akram
Mamliev (Bashkortstan), Gumerov (Kazakhstan,
radio operator), Kuryshov (the Barnaul Region),
Akhmet Sharipov [29]. The subsequent fate of
Rakhim Sattar is unknown, only a few scraps of
information exist. While writing the novel “Musa”,
Shaikhi Mannur visited Yedlino and learned about
the fate of Rakhim Sattar. He was told that a Polish
forester helped this group escape, leading them
along secret paths through the forest to Warsaw.
Later, this Pole was caught by enemies and killed
by torture, and Rakhim Sattar’s group was
ambushed and burned alive by the Nazis while
they were hiding under a haystack [20, p. 34].

The literary activity of Rakhim Sattar during
the period of captivity should be assessed as the

44

work of the second period. His 24 poems, written
in the prison camps of Borisov, Wustrau, Radom
and Berlin, repeat the fate of M. Jalil’s “Moabit
Notebooks”. The poet, before leaving with a
special task, i.e. to escape from the camp, gave his
poems to Abdullah Alish. After the end of the war,
in 1945, Ravil Ageev, who had been a prisoner
himself, brought this find to Donbass and handed it
over to the CPSU committee of the Donetsk
Region, after which for 19 years the fate of these
works remained unknown, it was only 21 years
later — in 1964, that these notes reached the Tatar
reader. The following information is written on the
cover of these notes: “Rakhim Sattarov, poems
written in captivity. Smolensk — Borisovo —
Waustrau — Radom — Berlin. 1942 — 1943” [30].

Only five poems from the collection belong to
spiritual lyrical poetry, the rest are written within
the framework of civil lyricism. Their main motifs
are: loyalty to their native country, longing for
their native land and life in captivity.

The preservation of fidelity to the native
country is the main motif of R. Sattar’s works
during the period of captivity. In the notebook,
brought from his place of captivity, he wrote to his
son, wife and mother: “I remain loyal to my
country! I am not a traitor. You, too, be faithful!
There is only one way. There is no other way”
[30]. Apparently, for the poet, loyalty was one of
the main values. In his poems, this theme comes in
close connection with the images of an oath and
faith, the concepts of death and immortality, they
are the main means of conveying the relationship
between the poet and his native country. As we
know, in Tatar poetry of the war period, these
ideas are mainly conveyed through a special type
of a lyrical hero: death for the freedom of the
Motherland is perceived as a deed leading to
immortality, life after death (here is the notion that
the Motherland will never forget those who died
for its freedom, they will live in the memory of the
people forever), it is on this plane that death is
equated with life [1, p. 211]. However, Rakhim
Sattar offers another version of this type of a
lyrical hero, in his poems the closeness of the no-
tions life — death — immortality is interpreted in a
new sense. In general, these ideas were not typical
of Tatar poetry during the war period. This proves
that R. Sattar was looking for his own path as a
poet. His lyrical hero exclaims, “Ut kabynmy
yashen yashennami / Korban birmi — halyk
yashami”, “har sulyshym, / Barlyk kochem / Sinen
ochen, Tugan ilem, / Sinen ochen!” (“Until the
flame flares up, lightning flashes / Without making
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a sacrifice, the people do not live”, “My every
breath, / All my strength / For you, my Native
country, / For you!”) [30], like many other Tatar
poets, he perceives death not only as a means
leading to immortality, making their image
immortal in the memory of the people, but also as
a sacrifice made for the happiness of the people,
for their future. In this respect, he revives the motif
of sacrifice, which lives in Tatar folklore. The
lyrical hero of R. Sattar is presented as a lyrical
hero with a strong character, who retains inner
courage. In his description, the poet skillfully uses
the opposition of slavery / courage (M. Jalil, for
example, actively contrasts freedom / slavery):

Kulda bogau, kapka yozakta, (Hands are tied,
the gate is locked)

Lakin ruhym irken, khor kala (But my soul is
free, brave) [30].

In poems with the motif of fidelity, the image
of an oath gets a strong embodiment. In the poems
“Ata ham bala” (“Father and Child”), “Ant”
(“Oath”), “Ankam” (“Mommy”), the poet, proving
loyalty to his native country, swears an oath of
allegiance to his native country, people, mother
and father. An oath, taken in the name of the most
important people strengthens a person’s loyalty,
raises the value of the oath. On this path, like in the
work of M. Jalil, an image of a brave guy with a
sword on his belt appears. For example, in the
poem “Ankam” (“Mommy”), the guy who, like in
a fairy tale, appears carrying a sword on his belt,
ready to fight his enemy; he helps to reinforce the
idea that loyalty is a sacred struggle, he serves to
fulfil the oath sworn to his country. Such details
and national-mythological images - a stream, a
meadow, the wind, a bird, a sword and a horse,
help to create the image of a warrior, reinforce the
traditions of folklore in the description of the
lyrical hero. On this path, in tune with the cycle
“Moabit Notebooks” by M. Jalil, we find the
mythologization of Mother in the chain: native
country — nature — native land — mother.

The use of images from folklore and folk songs
does not lose its relevance in poems with the motif
of longing for their native country. In such poems,
there are three striking features: 1) an image of
another world is formed; 2) a special poetic style,
based on many traditions of national poetry, on dif-
ferent forms in classical literature and folk art (for
example, “Parchalar” (“Parchy”), comes to the
fore; 3) the longing of the lyrical hero for his
motherland is intensified by the memory of his
closest people — his mother and his beloved one
(for example, “Ber suzen” (“One Word of

Yours”)). In the poems of Rakhim Sattar,
dedicated to the longing for his native land, the
opposition of ours/ alien is strongly manifested, the
native country is opposed to a foreign country, the
native land is presented through various images.
For example, in the poem “Uy kisaklare” (“Parts of
Thoughts”), romantic images and details like a
goose, green grass, birch, sounds of nature are
revived as signs of the native country, through
them the native land is described as a sacred land,
a source of happiness. The images of something
gray, foggy are used to reveal the ugliness of the
foreign land:

Sory uram. Sory binalar. (Grey street. Grey
buildings.)

Sory hava. Sory bolytlar. (Grey air. Grey
clouds.)

Bar da sory, tossez, kunelsez, (Everything is
gray, colorless, joyless)

Yaktyrtalmyi any zur utlar (The big fires
cannot illuminate it) [30].

To show the fate of the lyrical hero who is far
away from his native land, the author uses the
image of a caterpillar, which lost its mother; here,
the poet revives the mythological chain: the native
country — Mother, and concludes that the native
country is as important for a person and as dear as
his own Mother is, and missing her is as bitter:

Kirak tugel mina Tokmach bulsyn,
manarasy (I don’t need|tary oyrase (Let there be
a minaret), noodles, millet),

Kirak tugel matur Kalyapushle bulsyn
saraylar (Beautiful | babasy (Let grandfather
palaces are not needed). | have kalyapush,).

Kirak tugel yashel Tezdan batkak
yul arasy (A green road|bulsyn  yulynda  (Let
is not needed), there be knee-deep dirt

Kirak tugel mina|on the way),
kuk-aylar (I don’t need Soyal yarylyp yatsyn

the stars and the moon).

Salam bulsyn oynen
tubase (Let the roof of]
the house be made of]
straw),

Yalanayak  yorsen
balasy (Let the child
walk barefoot),

kulynda (Let the wart be
on the arm),

Tik Tugan il bulsyn,
Tugan il (Only let there
be my native country, my
native land),

Min  ilema uskan
batyr ir (I am a brave
husband who grew up
for my native country)

/30].
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Some poems of this
and the size of folk songs

type modernize the style

, for example, this feature

is observed in the poem “Parchalar” (“Parchy”).
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The motif of captivity comes to the fore in the
poems  “Asirlar”  (“Captured”),  “Chullar”
(“Deserts”), in such works the dramatic element is
strong. For example, in the poem “Chullar”
(“Deserts”), the image of the desert describes not
only the fate of the prisoners, but also the German
land that fell under the slavery of fascism. The
view of a desert without water, where there is
nothing but sand, shows emptiness, a joyless and
hopeless existence; on the one hand, there are
prisoners who are far away from their native land,
and on the other hand, the German people who are
suffering from the slavery of fascism:

Bushlyk. Ulem. Nurlar kainar.
Tynlyk ham sulyshsyz|Sary komnar. (The rays
(Emptiness. Death. | are hot. Yellow sands.)
Silence) Zhir arkasy pesha, ut

Inrap yata zhirda kin
chullar. (Wide deserts
cover the ground)

Urman da yuk, synar
yafrak ta yuk, (And there
is no forest, not even a

bulyp. (The back of the
earth burns like fire)

Ber tamchy dym
birmi, kuzen salmy, (Not
even a drop of moisture
to be seen,

Chittan gena uta kyk

bolyt (Only a heavenly
cloud floats by) [30].

single leaf)

Yelgalar da anda
yuk, kullar. (And there
are no rivers, and no
lakes there)

The use of this image, not a very popular one,
in various meanings in the war poetry indicates
that the poet continued his creative searches even
in captivity, experimenting with poetic devices.

Results

1. Rakhim Sattar had a unique life path. His
life in captivity repeated the feat of M. Jalil.

2. R. Sattar’s searches, reflected in the works
of his captivity period, renewed the wartime poetry
not so much in terms of content, but rather in terms
of poetic imagery and the interpretation of the
personality concept.

3. Among the poems, written by R. Sattar in
captivity, only five are related to spiritual lyrical
poetry, the rest are written within the civil lyrical
context. The main motifs in them are loyalty to the
native country, longing for the native land and life
in captivity.

4. The lyrical hero of the poet evaluates death
not so much as a path leading to immortality,
making it possible to live in the souls of the people
forever, but more as a sacrifice for the happiness
and future of his people. In this way, the poet
renewed the motif of sacrifice in Tatar folklore.
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5. In poems, dedicated to the motif of fidelity,
the image of an oath is strong. In order to prove his
loyalty to the native country, the poet takes an oath
in the name of his native land, people, mother and
father. This oath, sworn to the closest and most
important people, strengthens loyalty to the native
country, making it a feature of paramount im-
portance. Thus, in R. Sattar’s poetry we find
mythologization of the image of Mother and a
repetition of the chain: native country — nature —
native land — mother.

6. R. Sattar’s poems, related to the motif of
longing for the native land, focus on three features:
the image of another world, the special poetic style
and the longing of the lyrical hero for his native
people — his mother and his beloved one.

Conclusions

Thus, Rakhim Sattar, with his 24 poems, intro-
duced innovations in Tatar poetry of the war
period. The poet, who entered the world of
literature at the time when one big myth about a
new life was being created, looked for the ways to
renovate Tatar poetry by referring to classical
poetic traditions. On this path, R. Sattar was
greatly influenced by M. Jalil, who conducted his
research in this direction, appealing to folk art in
the second half of the 20" century, and initiated the
process of returning to national roots. However,
the untimely death made it impossible for the poet
to fully reveal this talent. At this point, we should
cite the poet’s own poetic lines:

Ozelep kaldy ul zhyr, bulenep kaldy (That song
broke off, interrupted)

Tavyshy kutarelgan chagynda (Just when the
voice rose) [30].
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BATBIPJIBIK YPHOI'E: POXUM CATTAP UXKATDI

Hyp¢us Mapc kbi3b1 Ocynosa,

Kazan ¢enepanp yHuBepcuTeThl,
Poccus, 420008, Kazan m1., Kpemis yp., 18 Hue Hopr,
faikovich@mail.ru.

Mokaio KUH TaHBbUTY ajiMaraH maFLIﬁpL Poxum CaTTapHBIH TOPMBIIIT hom MKaT IOJIbIH AKTBIPTA,

TaTap MWUI'bPUATCHAIIC YPbIHBIH 6I/IJ'IFCJ'IQH,

o100u OapelliTa yJ  YCTEpENl aiblll  KUTKOH

TPpATUIUAIIOPHE AYBIKJIBIN. repMeHeBTHK SAKBIH KWIJICII, HIaFBIﬁpBHeH TOTKBIHJIBIKTA A3bLJITAaH 24
mMTEIpe OepeHdYe Tankelp (OHHM HHTE3Id aHAJIHM3JIaHa, TOIN MOTHBIAPHl OMITENOHd, MIUTBPU
OCOpJIOpHEH Y3eHuoJsiere IIyJd d4op oad00u Oapblllibl KOHTEKCTBIHAA aublkiaHa. by MOoKanoHeH
SIHAJIBITBIH hoMm akTyaunbiiered Owirenu. TukinepeHyHeH Ten MakcaTbl — Poxum CaTTapHbIH TOPMBIII
hom mwxaT OuorpadusiceH oipoHy, IMHUTBPH OCOPIOPECH KUH (POHHHM OWIOHENMIKS KepTy. MoKallono
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marbIipbHEH OnorpadusCceHs, TOTKBIHIIBIKTABI I3MBIIIBIHA KaparaH raumiioce apxuBbiHaa, TP Mum
My3ee apXUBBIHJA CaKJIaHraH MaTepuauiap, MCTAJEKIIOp, MHTEPBbIO Marepuauiapsl (aiinanaHbia.
O3I0HYIISP HOTHKOCcEHA9, PoxuM CaTTapHBIH CYTHIII YOPH! 9A00HMATH TPAIHUIMSIIOPEHS I'EHO TasTHBII
KaJIMBIi{4a, TIIOITHK SCCBUIBIKTA OJKCIIEPUMEHTIAp amibll 0apybl adblKiaHa. |HKIIEPEHYIop
OapbIIIbIH/IA IIATBIIPH ACOPIOPEHEH JKaHP TOpIIENIere OMITeIoHd, aHBIH dCOPIIOPEH/IOTE TOTI MOTHBIIAD
Oynapak Wire TyTphUIBIKHBI paciiay, WIHE carblHy hoM TOTKBIHIIBIK aepBII YbITapblia, Oy sSTHAPBIITHBIH
JIMPUK TEePOH KOHIENIMsACE OENNoH SHOIMIOAS Oapybl TOraJUISIITEPENd. Ter MOTHBIAPHBI XKUTKEPYID
KyJUIaHBUITAaH 00pa3-AeTanbiop, albIMHAp OQsUIoHO, HIyHBIH ama P. Carrap ocopiiopeHEeH MO3THK
XaCHUATIIOpE N0 TOracHJIOHS. TyraH WAre TYIpBUIBIKHBEI paciay Temachl P. CaTTapHBIH TOTKBIHJIBIK
YOpbl MXKATBIHJA Y39K MOTHBHBI TOIIKWI HUTdS. By MoTMB aHT hoMm bImaHsld oOpasiapsl, yiem-
yJIeMce3JIeK TOUIEHYAIope OCNIOH THITBI3 OOWIIOHEIITd OyInbIN, IArbliph moxece O0einoH TyraH wi
apachlHIarbl MOHOCO0OTHE ayyaa Ten 4Yapara oBepend. TYrpbUIbIK MOTHBBIHA MOHACO09TIIE
LIMTBIPBIIOPAS aHT 00pa3bl Kewlie YarbUIbl Taba, TyraH Wi — Taburatb — TyTaH JKUP — aHa YbUIOBIPHI
kabatiana. MiaHe carbiHy Temachl O€JIOH CyrapbUIraH LIMTBIPBISPAS Y3 / YHT KapUIBUIBITBI Y39KTS
Topa, TyraH W YHT JKHPre Kapuibl Kyeiblll, Oy TemIeH4Ya Tepiie 00pa3-Cypamiop SpIoMEHId
ToyoNIoHd. TOTKBIHIBIK MOTHBBEI aJI'a YBIKKAH IIWTBIPHISP (hakuranenekHeH Kedwie Oyiybl OelloH
XapaKTepJaHa.

Ten Temen4asap: Poxum Carrap, Omorpadus, cyrsim 4opsl TaTap MIUTBPHUATE, JTUPHK TEPOH,

00pa3, xKaHp, MOTUB, 971001 aTbIM

Kepem

Tatap omoOMATH WIATBIAPHIOPTS HCKUTKEY
0aif, TOKWH aephIM 9MIUIUISP T€HS TUPSH hom Tepre
SKJIAll OWPOHENToH, OOsIOHroH, KyOece orera
KaJop Y3 THUKIIEpeHYyYeceH KoTd. VhkaTmapsl Tapux
Ty3aHbIHA KalUIaHTaH OWK KYI OIUINIOPHEH
MUPACBIH KWH KaTJiaM XaJbIKKa KalTapy, TaHBITY,
(oHHU SICCBUTBIKTAa OWpPOHEN, Tarap oIo0USTHIH-
JIarbl  YpBIHBIH Owmirendy OyreHre  omo0usr
Oenemenymore ohomusTie OypbIuwIapHBIH Oepce
Oy Kana. MOHIBINA 9MUITIISP apackiHAa Poxum
Carrap (1912-1943) mwxats! aa Oap.

Poxum CatrapHblH WwxaT OHorpadusce Cyrbiil
angel  hoM  cyrelll  4YOpel  TaTap  OAQOHSTHI
KOHTEKCTBIH/IA YCO-Y3ropa. Yop MHMrbpHATEHID
TON TeMa Oylapak CYTBIII TEMachl KaJKBII YbIra
hoM Tepie TeMaTWK SICCBUIBIKIAPIA CYPITIOHD.
Yopra aBazjai TOCTd TaTap IUTBPUATEHID SIIOY
hom ynemra MeHoco0oT Kankynana. By BakeITTa
TaTap IMOJ3USACEHNIO aKTUB OyiraH sy / yiem,
0e3 / JmomMaH, TyraH KUp / YWT KHpP, CYTbIm /
THIHBIWIBIK OWHAp ONMMO3HLMsIIopE Ay hoM yiem
(hancadacen xxutkepyrs ie3 Tora. Jlupuk repoit un
a3aTIIBITBl OUEH KOPOIIKD YBIKKAH, COHIBI TaMYbl
KaHbI TaMTaH4bITa Kajop UIIEH cakiiapra 93ep KbIko
conzat Oynein KoHkpeTnama. CoBeT MU(BIHBIH UH
JTMHAMUK, Y3TopY4oH o0pa3bl — repoil apXeTHUIHK
0o0pa3sl arbIMAarsl 90p TaTap MOA3USACEHId TepOoi-
CYTBIYBI, yTJiap-CyjJap Kuuen 4bIKKaH Baran
coimatel Kebek TOKbAMM HTend. by yop
NIMTBPUSTEH/Id WIIHE KOPOIIKd OHJQY, KUHYT
BIIIAHBIY, JOLIMaHra Hodpor hom wumHe cakmay
XaKbIHJIa aHT OMpPY MOTUBIAPHI diiem Oapa [1, 212
0.]. PomanTuk Oysymapia CYpoOTJIOHTOH COJAaT
XaJbIK aBBI3 MKATBIHBIH OKHAT-JaCTAaHHAPBIHIATHI
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CypoTiIop, WIAPTIBI ajbIMHAp hoM Ten Yapaiapel
SAPASMEHIIO CYpPOTIIOHA.

Poxum Catrap mwXatbl Ja HIyIIbl KOHTEKCTTa
YCo-Y3Topa, aMMa IIarsliphb Y3 9COpIopeH s Oamka
aNbIMHApHBl KYJUIAHBIN, Y3rd OOpasiapHbl sHA
MOTBHO  OOTEHJICKIIOPEHAS  TOKBIUM  HTEIl,
JKCIIEPUMEHTIIAp 1A sicall Kapbld.

Ono0u  OapelliTa IIATBIMPBISOP HKE  SKKa
aepplia: aepbIM SAMIUISP SHAPBIII aJIbII KUJIET, CY3
COHTaTe YCeIIeHJd SHa CyKMakiap cajna, MKeHdYe
TOpPKEM aBTOpJap UIYyIIbl SHAJBIKIAPHBI J19BaM
UTEIl, YCTepen ajbll KHUTS, ajlapHBbIH TpaauLUs
Oynpin  (opMayanryblH,  MWUIM  SKHPIEKT
y3momTepeayeH  TodMuH  ute.  P. Carrap
MKeH4eceHd Kapbld. IllarelippHEH Tl apXUBBI —
TOTKBIHJIBIK ~ YOPBIHAA  SI3bII  KaJABIPHUIraH
HIUTBIPBISP OMOKHOTHI, s3Manapbl — TP Mumm
My3ee apxuBbiHma caknaHa [2]. IllareriipsHeH
Tatap TeleHao Hubapbl OWII Tem OacMa KHTaObI
Oachutein ublkkaH [3], [4], [5], [6], [7]. MxaTe! hom
smryoHsiere TypeiHAa 3. McwmorsnineBa 8],
H. Jloymu [9], b. Kamanos [10], P. Mocradun [11],
[12], L. Mocradwun [13], [14], [15], U. Carrapos
[16], [17], [18], [19], [20], [21], M. Llopunos [22]
KeOeK TaluM, TOHKBINThYE-ITyOIUIIUCTIAPHBIH,
ONMIIOPHEH  aepbiM  MOKAJIJIdpe,  UCTONEK-
si3Majapel JTeHbI Kypo. OMMma Poxmm CatTapHbIH
WKAaThl MOHA KaJIop aepbiM MoHorpaduk (oHHH
TUKIIEPEHYJIOPHEH Y3oreHs Kyenmarad. by ¢axt
OIWI MHUPACBIHBIH THEIICHYd OHpoHeIMaBe, Oy
IOHOJICHITOTE  J3JIOHYJIOpPHEH ~ aKTyanb  OyIysbl
TYPBIHJIA COMIIH.



TATARICA: LITERATURE

Xe3MITHEH MeTOI0JIOTHK HUTe3e

Xe3MoTHEH  METOAOJNOTHK ~ HHTre3e  HUTell
TEPMEHEBTHK J3JIOHYIIOp anbIHABI [23]. MeTomuk
skraH b. JI. bOopyXxOB TOKBIUM WUTKOH «MOTHB-
JMAMTBIPBUITAH  TO3THKA»  (pamamaHeiiapl. Yo
aHyIaTyHbl (POHHH SUIYSHIEKHEH aXbIPThl MaKCcaThl
Oynapak kapblii hoM o700M TEKCTHBI aHAIM3NIAY
©UYCH TOIl METOJl UTEN KaHyH (3aKOH) HHUIC€3CHIQ
aHJIaTyHBl aephIll YbITapa, aHbl TEKCTHBI MOTHBA-
nmsutey awm ateiii [24]. b. JI. bopyxoB MmoTuBarms-
JIOYHEH MOJIOHH, KOHBEHIIMANb, MEHTAJIb TOPIIOPEH
aepsItt ubirapa [24, 13 6.]. Poxum Carrap mKaThIH
OpoHY ©YeH, aHbIH KOHBEHIINAb TOPE HUTE3 UTEM
anbIHABL. [anum onobu kypenem OynraH TekeT hap
qopJa y3 3aKOH hoM KOHBEHIUSIIOPEHS OYHCHIHBII
JOHbATA YbITa aum Ownreny. KoHBeHIMANb MOTH-
BallMSJIOY MIATBIAPE MXKATHIHBIH TOI YCEI TCHICH-
LUSJIOPEH aephIll YbITAphIPra, TOTKBIHJIBIK YOPbI
MIUTHIPBIOPEHIS 90N TPATUISUIOPHEH IoBaM
WTENeNIeH avbIKiIapra sIKd alapHBIH TpaHcopma-
LUSCEH, SHAPBII IOJUJIApBIH, AlapHBIH HUTE3EH,
Y3€HYQIeTeH aHJIaThIpTa MOMKHHIIEK OHpa.

Dukep ajabIILy

Poxum Carrap 1912 emnwiH 15 aBrycteigma
xa3epre bamkoprcram PecmyOnmukacer  Uwmmmo
paiionsl TyOoH XaXoT aBbUIBIHIA Tya. OTHCE
CenoiiMan OeloH oHHMCE XOIWYd Y3 HOpHl OUEH
IIaKTBIA  YKBIMBIILIBL, YKBIA-53a ONroH JAWHU
Kemensp Oyna, oTHCe aBbUINA MyIia Ba3u(achlH
yra. Kninouokko kapanm sm UTS O€NroH, 3HPoOK
aKBUDIBl TaWwine Oamutblrbl 7 OanachHBIH J1a
JIOHbSBH OelleM airylnapbliH Teu hoM yKbITa.

Poxum Cartap KEUKCHOAOH YK olo0HATKa
ramelik  Oynmblll  yco, JAypTeHUYEe CHIMHBI(TA
YKBITaHJa VK, TOYI€ IIMTBIPBISPEH s3a OamnIbiid
[25, 325 6.]. ABBIIAarbl MOKTOITHE ToMamJlarad,
YKYBIH JI9BaM UTY e4eH, ya Y da mohopeHs 1oHao,
HOKb MEHO OMpens, 2 Hue ypra MOKTONTd Oenem
anradga, ykbeITydsl Hokelii  HMconOor  Oenon
TaHpima. by odpanry Kwisyere 9mo0MAT NOHBSICHI
OemoH THITBI3 OoitmoHouok Poxum Catrap eueH
XonmuTKeu Oyna. Y3e 19 omo0usiTKa Traliblilk,
TamanTiIel VIcoHOoT Oamama OynaraH CONIOTHE TH3
KYpeTI ajia, aHbl ayyra, YCTEpeI KuOapyra 3yp Ked
Kysl, anra taba qa Poxumra nanMu pyxu ked Oupen
TOpA.

YKybIH ToMamjaranHaH coH, Poxmm Catrap
Honbacc miaxranapblHia, TyraH Te0OSreHas Tepie
SUUIIPAL A9 Xe3MaT Kys. 1932 enpa eitnonen, 1933
enma Apmusro aneiHa hom 1937 enra kamop
baitkan ynk Oye TacKopiIopeHId Xe3MIT UT9, OMMa
WKaTHBI OepBakpITTa Aa Tanuiamblid. [lyn emnapaa
Bamkoprcran hom Tarapcran keHadaeKk MarOyra-
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THIHJA aHBIH SIIBJICK XHUCISpEe OCNoH epeTenraH
OcepeHue JIMPUK Tapyaigapbl O0ackuten ybra. 1937
enrma yn Kazanra xyuen xwine hom Tepime
Baszudanap Oaikapa: Tyyiaid TopakTa KOMEHJAHT Ta
Oyma, anHaH Morapu¢ xamsik KomuccapuatbiHbIH
ypTa MOKTAIUIOp OyJereHas kaapmap OyeHda
Oenred (1938 enHbIH (eBpaneHHOH) OB SILIH,
0 oY aijaH memaroruK kaapiap OyeHua Oarr
nHCcnekTop uten kyena (1938 emnsiH 1 maeHHaH
1939 enmnpiH 15 MaeHa Kajop), IIYIIBI BaKbITTa
TaTap nenarorust HHCTUTYThIHA YKbIpra kepa. 1939
enaelH 17 maeHHaH «KBI3BUT SIIBIOP» (Xo3€pre
«Tartapcran smIbIIOpe») ra3eTachl peNaKIHusICeHd
01001 Xe3MATKap OyJbIn Kyuo. ["azera-kypHamiap
OeloH THITBI3 ANeMTone  Topy, L. Mannyp,
C. Xokum, ©O. @oiizu, II. Kaman, I'. Xyxu,
I'. Kyryii, X. Tydan, I'. Kammmad, I'. Xanur,
H. Jloymu, 1II. Menmoppuc keOek oauruiop OeiioH
THITHI3 apajamry aHbIH WKAThIHA YHAHl HOTBIHTHI
SACbIii, caH hom celidar STBEIHHAH —YyCTEpd.
WxatbiablH OepeHuYe 4Yopbl Oyliapak OosUIOHYT
JmaeKk OyiraH KbhICKa ThIHA BaKbIT apaibITBIHIA
OYEpK, MOKaJ9, 900M TOpKEMd, XWKS, IIUTHIPh
xaHpaapeiHaa 60TaH apThIK S3Machkl JOHbA KYP9,
uryjap apacblHHaH 12ce IIMTBIpEra Kapelid. by
Poxum CatTtapHBIH WXAT aKTHBIBITHI XaKbIHJIA
ceinm. IllareliipbHEH oJiere 4YOp SCopJIdpE I
JIoBEp SIIb OJWIUIOPEHEH SHA COHTATh TYIBIPY
IOJIBIH/IA SiCaraH TOXKPHOAISpPEHS aBa3jiaml: WIIare
SHApBIIIKA WXJACTaH BINIAHTaH KalloM Hsce
a3aTJILIK ©YeH KOPAIIKd, SHAa TOPMBIIIKA JaH
JKBIPJIBIH, UCKEHE )XUMepY QasicodaceH y3abIpa.

CoBeT YOpbl 9/I00HSTHIHIA Xe3MAT, ChIMH(BIN-
IBIK  hoM THre3 TOPMBIII Te3y uAeiIce Tem
KBIIMMOTIIOP/IOH CaHaia, OaTBIPJIBIK KYJIbTHI anra
cepena. MmHeH Tem SISy paBemie OYyJbIT KOpaIll,
STHa TOPMBIII TO3Y TEMAachl KBI3BUI JKEM OYIIBII
Cy3blia, IyHa Odijie TeCTd Cy3 CoHrare 19 0oxer
SIHA TOPMBIII TO3YASH TBIHOApaT aun mcdatiapra
tuemr Oyna. bamka Ttatap opumiope KeOek VK,
Poxum CaTTapHBIH siHA cHCTeMara Xe3MoT HTY4Ye
00pa3jiapblH Y39KKS KyHraH, HKTUMArblid TOPMBIIII
0eloH HBIK OOMIIOHToOH OalUTaHThIu YOp KXKATHI
NIYHIIBIA (UKEpIIap ONoH cyraphbiia.

OJIMITKS, KbI3TAHBIUKA KapIIbl, KA CONOTEH
axplpraya adyblll JKUTKEPEPrs HACHIAN OyIMBIA.
1939 enna ®uH Cyrblbl UTBJIAH UTENYTO, VI Y3
Tegore OermoH  (pOHTKA KHTO, YaHTBIYBLIAP
OTpAABIHAA KOMAaHANUP OPIKICEHD KyTapend. 1940
enHblH 1 anpeneHne kabar Kaszanra xaiTelm,
TBIHBIY TOPMBIII MIAPTIAPBIHAA SIUIOYTS KY4o:
1941 emmpig 15 wroneHmo «KuI3BUT  SIIIBIOPY
ra3eTacblHbIH ~ JKaBaljibl ~ MOXdppHpEe  HTel
OUJITeNIoHD.
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Beex Baran cyrelimsl 6anniany 06eoH, yi Iy
XKoo y3e Tenmon KyiiOsimes xopou yaniuiecsHa
KHUT9, alIMaH TEJICH OUpoHYTo Kepemd. 1941 emHbIy
15 okTs0peHas CyrbllIKa anblHa, MPO(hEeCCHOHATb
necanTysl  hoM  mIymel  FOHONEMTS — OduIep
TIOPAXKICEH alraH XopOW OyinyblHA KapaMacTaH,
MapanroTUCTIap KypchblHa >KuOapens. JlecaHTds
celiiarbiaga, ¢amucTiaap THUIBIHAA YTKOPEIToH
KYIl KEHO CYTHIIIYaH ONEpanysuIopAe KaTHaIIa.
OMMa 1942 enHBIH MaeHAa aHBIH OCIIOH IEMTIIOP
e3eno, TarapcranusiH SHa Kaau aBbUTBIHAATHI
ramnoceHd Poxum CaTTapHbIH IIymibl emHBIH 27
ntoHeH® CMOJIEHCK THPACEH[Id Xa0apce3 Ioranysl
XaKbIH/Ia X009p TeHd KUIIET HPELID.

UbIHibIKTa XopOU onepaunusuiopHeH OepceHad
yonraHpimTa Kaneim, P. Carrap dammctnap
KynbiHa 5370ro hom, Oepumuys aif  CMOIEHCK,
Bopucos  miohopnopenzore  XopOu  ocupiap
JarepbiiapblHAa ras3al YUKKOHHOH COH, 1942
enHblH 16 ceHTs0peHae bepnuH  sHBIHIATHI
Byctpay narepena o3aThia, COHpak Oupera Myca
Konunue xurepamop. Illyn yk enneiH 13
nexaOpeHms amapra AOmgymra  Ammm, @yar
BynatoB, I'apu¢d IllaGaeB kuimen Kymibuia, oHO
IyJIad, SI3MBIII TOKBAUPE apKachlHJA, TATAPHBIH
TaTaHTIBl  YIIaphI 0ap KeY-KyoTeH Tarap
MOJIOHUSITEHEH, OM00UATHIHBIH aJraphllIblHA
capei) UTOPro THELUIE SIIBISP — YHUT KUPIOPID
Oepro tymnana. lllynga ommm AOmymma Amwmm
OemoH sKbIHAas, BycTpay narepeHna BakbITTa
sepeH oemmMara keper, Myca JXanun hom aHbIH
WNTONIIOpe TapadblHHAH OCUITHIPBUITAH — 9JIETe
SIIIEPeH aHTU(AIIUCTUK OCUIMAHBIH BIIIAHBIUIBI
YlieHHapbIHHAH Oepce OyIBIN KUT9, Y3 apThIHHAH
®yar bynaros, [apu¢ IllaGaeBnapHbl ga UAPTH.
Poxum CarrapublH ocupiop JsarepeHga hom
MoreiyMm «Maen-Ypam» JeruoHblHAA TUTIEPYbI-
Japra Kapiibl JIUCTOBKajap s3ylda hom ajapHbI
0acTBIPBIN TapaTyAa aKTHB KaTHAIYbl OUTrene.

1943 ennelH rhIMHBapeiHAa P. CatrapHsl,
A. Amumi, ®. Bynaros, I'. 1llaGaeB Genon Oepra,
«nen—Ypam» razeracbl pelakUUACEHAD DIUIQY
MakcaTblHHaH, bepnunra kyuepomsp. By omun
OUCH SHA MOMKHUHIEKIOp adva, Yy Y3€HEeH
A3MaliapblHAad, XUKISA-IIUTBIPBJIAPEHAQ, 33011 TEJIC
ama, CoBer ApMHACEHEH YHBILIIAphl XaKbIHAA
ceiinu, Tyran wiIeHeH  YHBIIUIAPBl  ©UYEH
MIATJIBIKIAPE] OCNOH ypTakiaiia, 9HO ImyJai Wi
a3aTIBICBl  ©YEH KOPSIITO MBUITHITBI  TapThII
anbiHrad Poxum Cattap y3eHEeH KOpalleH KajloMe
OemnoH JoBaM UT9. JlomMaH ThUIbIHIIA OapraH ajiere
XOPOKOT OAWIHEH OAaTHIPIBITHIH TarklH Oep Kar
nomwud. VcoH KaliTKaH JIeTHOHepiap aHbIH
Oapakiapra KWIeNm Wepye, 9CHPISp apachlHIa
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AIEpeH OelIMa HUACAJIOPEH TapaTybl XaKbIHIA
ceilnu. [lokymeHTIapra HHUre3nsHcaK, «llatpuor»
OUI ~ aTtairad  sILIepeH  OCMIMAaHBbIH  MOJIIK
NapTU3aHHApbl OCIOH JIIEMTd  OCIITHIPYBIHIA,
«Hckpa» smepeH oemmMachkl OeloH OolmoHem-
JopHe HBITBITYBIHAA na P. CarrapHelH poie
xonmutked Oyna. CoHpak Tabpuiran  Hlodu
AnmacHbIH Poxum CaTTap 6CTEHHOH SI3raH JTOHOCHI
na Oy ¢akTiapHBIH Xak OyIyslH pacisii [26],
[27,43 6.]. II. Anmac vy3€HEH IOHOCHIHIA
TyOoHIOre (QakTiapHbl KUTEpd: OOJIbIIEBHKIAP-
HBIH TaTap QCUPJIOPEHd OMPEIIMACKI, KOPOIIEpra
OHJIOI, MapT aeHjJa s3raH sSIIepeH XaTbIHOa
I'. Tykaii mwmrsipenope (aiinanansina, P. Carrap
na «Mnen-Ypan» razeraceinaa I'. TykaliHbIH HOKb
LIyJI IOJJIapblHA TAsSHBII MOKANQ SI37bl; 2) pelak-
U XE3MATKape OenoH Oepiekts KazaHHBIH
ycemre, aHaa JIGHMHHBIH pojie TYpbIHAA MOKald
OacTeipapl; 3) TarapiapHbl HeMeIulapra IJIeHTa
Oupenepra  4YakbIphlll  SI3TaH  JIMCTOBKAJIAPHBI
tapatyaas 6am taptTsl [20, 39 6.].

1943 enHBIH aBryCT acHAa SLIEPEH O€lIMa
(al uTenern, KAMUIUSIOpHE KyJra ajaraiia, auap
ucemiereud P. Carrap na Oyma. Ilyna na
1. MocrapunaneiH Poxum CarTapHbl yHHKEHYE
JKOIMITIE JTATT aTaBBIHAA TYJbl Xakiblk Oap [28].
Jlokur P. Carrap 1943 enHBIH HWIOHB aeHIA
JarepbJiaH Kaublll enrepa hom Owmnrece3 roraia.
Hepecpare, Poxum Carrap MKHUTOKIOIOH TOpPKEM
angeiHa Oyperd kyema: M. JKommn Tokbanme
HUTE3€H/I9, ajap (POHT JHHHSCEH  YTerl,
y3eOe3HeKkenop sArblHA 4blrapra [22], aepsIM
MOTBJIyMaTiapra  Kaparasja, «Mnen-Ypam»
JETUOHBIHAA SIIEPEeH oOelmiMa Te3elye hom
JIETUOHEPIIAPHBIH KOPaJUIbl BOCCTAHHECE d3€pJIaBe
TYPBIH/Ia COBET TaCKOPIISPEHS X309p UTOPIo THEI
Oyna. Oere KadyHbl OCIITHIPYYbUIAPHBIH Oepce,
ocup Omup YTomeB 1943 enHBIH aBryCTHIHIA
Poxum Carrap OJKATOKJIIOTOH OWII  Kellenek
TepkeMHeH EannHO narepeHHaH Kadybl TYpbIHIA
ceimn. Onere Tepkemrs, Poxum CartrapmaH ThIII,
Okpom MowmmueB (bamkoprcran), ['omaopos
(Kazaxctan, panmuct), Kypemmos (bapnayn
enkace), OxmoT lllopunoB kepe [29]. Poxum
CarrapHblH IIYHHaH COHTBI SI3MBIIIBI OHITECE3,
0appl THK aepblM MOrblIyMariap TbIHA SIIH.
«Myca» pomanblH 3y OapeimbiHna loiixu
Mannyp Ennunora Oapein ubira hom Poxum
CaTTap S3MBIIIBI TYphIHIA copama. AHa ypMaHYbl
TIOJISIKHBIH, 9JIeTe TOPKEMId Kadapra spJoM HTYE,

ypMaH DJueHJore  SIIepPeH  CyKMakiap — aia
ocupsiopHe BapmmaBara kamop o3ara  Oapysl
TypelHaa cedinn. COHBIHHaH Yyl TOJSIKHBI

JONIMaHHap Kyira aima hom jxo3amam yrTepo, o
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Poxum Catrap Tepkeme 3acaaara 3;1ors hom neuon
KHOOHE acThIHAA SIIEPeHENl TOPraH BaKbITTa
(dammcTirap TapapblHHAH TEPEIOH  SHIBIPHII
yrepens [20, 34 6.].

TOTKBIHJIBIK 9OpBI 900 SITIoHIIEre Poxmm
CartapHBIH HWKEHYE 4YOp IKAThl Oynapak Oosuro-
Heprs naek. AHbIH bopucos, Byctpay, Pagom hom
Bepnunnarsr xopOu ocupiop arepbiapbliHaa WKaT
utkoH 24 mmreipe M. JKommmHeH «MoaOuT
modTopiope» SA3MBIMIBIH - KabaTierd.  [llareriips
Maxcyc 3aJaHue OelloH KUTOp ajAblHHAH, STBHU
JarepbJaH KaJap aJIIbIHHAH, Y3€HEH
MUTHIPEIOpEH  AOaymna AJWINKAa —TamIIBIPBII
kanapipa. Cyreim Tomamianrad, 1945 enna, oanere
TaOBUIIBIKHBL y3€ A9 ocup Oynran PaBuio Areesa
Honbaccka amein kaiita hom KIICCubeiH JloHEIK
OJIKd KOMHUTETHIHA Tamlibipa, Oy ocopiopHEH
LIYHHAH COHTBI 19 eNyIbIK S3MBILIBI 9JIeTd Ounreces
Oy Kana, ajgap O0aper 21 enman coH — 1964 enna
IblHA TaTap YKYy4bIChIHA KWJIEN Hpemd. Orere
KBICHTHIKHBIH THIIIBIHA TYOOHIOTE MOTBIyMaTiIap
si3putrad: «Poxum CaTTapoB, 9CHPJEKTS SI3bUIMaH
wurelpbadp. CmoneHck — bopucoBo — Bycrpay —
Panom — bepmun. 1942—-1943» [30].

JKpleHTBIKTarbl HIMTBIPBJISPHEH S5ce  TEHd
KYHEJ JIUPUKAChIHA MOHOCI0OTIIE OYIIBIN, KalraH-
Hapbl TPaXXAAHJBIK JIMPUKACHl J>KaHPBIHIA WXaT
UTENTOH. AJlapia Tenm MOTHBIAap Oylapak WIra
TYIPBUIBIKHBI ~ pacjiay, WJIHE carblHy hom
TOTKBIHJIBIK a€PBLUIbII YbITa.

Tyran WITS TYTPBUIBIKHBI paciiay MOTHBBI
P. CarrapHBIH TOTKBIHJIBIK HOPHI MXKATBIHIA Y39K
MOTHUBHBI TOIIKHUI MTS. TOTKBIHIBIKTaH KaWTKaH
ONOKHOTBIHJIA  CakKJaHbBIl  KajraH  yJblHA,
XaThIHbIHA hoM OHUCEHD aTam sI3raH sI3MachiH/a Ja:
«nro  tyrpeuiblkiel - Oynmeim - kamam!  MwuH
xpIsiHOTCe3. CHH A9 mIyJail YK TyrpbUIBIKIBI Oyo!
IOn 6ep reno. bamka o tox» [30], mum pacmaran
LIarBIAPh  ©4Y€H, KYPACEH, TYIPbUIBIK HH TOIl
KbIIMMOTIIOpHEH ~ Oepce  Oynbim  caHaJraH.
[ureipeiiopenas Oy TemMa aHT hoMm  bINIAHBIY
o0pasnapsl, yieM-yJIeMce3JIeK TOIIEHYdIope OesloH
THITBI3  OoiiloHemTS OMpens, ajap IIArBIApb
moxece  Oemon  Tyram Wi apachIHIATHI
MOHOCO0OTHE adyJia Tell Yapara oBepeid. buirene
OysiraH4a, CyTBIII YOPBI TaTap MOA3UICEHAD dJere
(buKepaop, HHUIe3/19, Y3E€HUQJICKIE JIMPHK Tepoi
ama SKUTKepeso: BaTaH a3aTibIrbl e4YeH YIeM
YJIEMCE3JIEKKS, YJATOHHOH COH SIIOYTs (a3aTJIBITBI
eueH YiroHHopHe TyraH wun OepBakeITTa Ja
OHBITMAC, XaJbIK HOPIreHId MOHIe  SIIdp
reIifbapoce mIyHa TOoTala) oI amy Oyirapak KaOy
UTENd, HOKb MEHQ WLIYyN SICCBUIBIKTA YJIEM Sy
Oenon turesnommo [1, 211 6.]. Omma Poxum Catrap
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Oy TUT JTUPUK TEPOHHBIH Y3Td BApUAHTBIH TOKbIUM
UTY, AaHbIH IIWTBIPBIOPEHID SISy yiieMm
YJIEMCE3JIEK STHOLISNEre SIHA MOIbHO OOTEHJIETeH I
ypeiH Taba. 'oMyMoH, MOHABI BapHaHT CYTHILI

YOpBl TaTap TMO33MACEHNId aKTHB Tyreld. by
P. CarrapupiH marbliips Oymapak y3 IOJBIH
I3J10BEH, Y3 CYKMAarblH CaJlbipra OMTBUIYBIH

Kypcota. LlarbiiippHen «Vm kabwvinmvlil  sAuien
swennamu / Kopoan dupmu - xanvix suamuy, «hap
cyaviuvim, / Bapnvix keuem / Cunen ouen, Tyean
unem, / Cuney ouen!» [30] mum paciaraH JUPHUK
repoe, Oamka KyH TaTap IIarkldpbiope KeOek,
YJIEMHE YIEMCE3JICKKd WITYYE, XaIbIK KYHEICH]O
AI9TYYE Yapa Oynapak KaOys UTYIoH OUIPIK, aHbI
XalIbIK 0oXeTe, aHbIH KUJIQUAre XakblHa KopOaH
Ooupy Oymapak pacneiif. by skran ym Tarap
(GONBKIOPBIHAA SIS KHIy4de KopOaH Oupy
MOTHUBBIH Tepresen xkuoopa. P. CarrapHblH JIUpUK
repoe SYKe XOpIIereH CaklaraH, Ke4Jie XOJBIKIIbI
JUPUK Tepod OYJBI KYTopend. AHBI CYpOTIoY
I0JIBIH/IA MIATEIAPE TapadbIHHAH KOJUIBIK / XOpJieK
KapmbLTBITEl octa (adimamansiia (M. Kommnme,
MOCOIIOH, UPEK / KOJIIBIK KAPIIbUTBIThI AKTHB):

Kynoa 6oeay, kanka tiozakma,

Jloxun pyxvim upken, xop xara [30].

TyrpeUIbIK MOTHBBIHA MOHOC09TIIE
HIMTBIPBIIOP/S aHT 00pa3bl KOWJe YarbUIBII Tada.
«Ata hom Oama», «AHT», «OHKOM» Kebek
HIMTBIPBISPEHID TYTaH WITS TYTPBUIBITHIH paciiay
I0JIbIH/Ia  NIArbIAph  TyraH WIEHd, XaJIKbIHA,
OHHMCEHd, OTHCEHO aHT Oupy XakblHAAa COWIH
Oanuteiii.  Keme e4yeH wWH  Kajgepiie, Ta3u3
KEIIeTIopra  aHT OWpy TYTPBUIBIKHBI KOUYOHUTY
YyapacblHa oBEpesd, aHbl WH IOTapbl KBIAMMOT
IopokoceHo KyTopd. lllymmer romma, M. JKomun
WOKATBIHAArBl KeOCK YK, OHMIICHO KbUIbIY TaKKaH
OaTelp erere cxemachl moima Oyma. MoaconoH,
«OHKOM» HIUTBIPEH/Id SKUATTIreud OMICHS KbLIbIY
Tarblll, JOIIMAaH KapIiblHA YbIThIT OackaH erer
WITS TYTPBUIBIKHBIH W3Te  KOpall  OyiyblH
KOYOMTYTS IOHANTENS, WJI ©4eH OWPENTroH aHTHBI
JIaHJIayTra Xe3MOT UTd. YNIIMI, OOJIBIH, KHJI, KOIII,
Kepalrye—ereT o0O0pas3blH TYABIPYYBl JETalbJISP
TOCEHJ® KBUIBIY, aT KeOeK TaHblIa TOpraH
Oepomiieksiop,  MWIIM—MUGOJIIOTUK  0o0Opasiap
JUPUK TepOWHBI CYPOTIOYAd ¢boabkIIOp
Tpaguuusuiopen  keuoiite.  Illymmsr  romnna,
M. XKomumaen «Moabut modTopimope» IUKIBIHA
aBaznail Tects, AHaHb MU(IAMTHIPY KypeHeIe,
TyraH Wi — TaOUraTh — TyTaH XUP — aHa YBLIOBIPHI
nokaa Oyia.

DoNbKIOpIaH, XaJbIK XKbIPJIAPEIHHAH YCTEPEId
KWITOH 00pasnapHbl KyJUIaHy TYT'aH WIHE CarbIHY
MOTHUBBIHA  MOHOCO0OTIIE  IIUTHIPBIOPIS [0
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aKTYyaJIbJIETEH IOTAITMbIA. MOHIBIN IHUTBIPBIOPID
04 Y3€HUONIEK KY3re TamutaHa: 1) y3ro [meHbs
cypoTe Qopmanaiia; 2) y3eHIJIeKIIe IOATHK CTHIIh
anra 4Yplra, SAWI MWUIM TO33HAHEH KyOTepJe
TPATUITISUTIOPEHS — KJIACCHK 9omo0MAT hoM Xambik
WKAThIHAAa  4apiadradH  ¢opMamapra  TasHa
(MacaomoH, «llapuamap»); 3) JMPUK TepPOHHBIH
CarblHybl MH ra3u3 KEeIIeIopeHd — SQHUCEHD, COUToH
SppIHA — MOpKIraTe aima KedouTems (Mucal
eucH, «bep cy3en»). Poxum CarrapHbIH WIHE
carsiHy TEMachl OemnoH CyrapbuIra
MIUTHIPBIOPEHAS Y3 / YWT KapIIbUIBITBI KOWIIe
qarputelil Taba, TyraH Wi 9HAT JKAPre Kapiisl
Kyelblll, TYyraH WJ Tepie o0pa3-CypoTiop ama
roylonoHo. Mmucan  eueH, «YH  KHCOKIOpe»
MUTHIPEHIS Ka3 0o0Koce, AIIeN YWUpaM, KaeH,
TaOUraTh TaBBIIUIAPEI KEOCK POMAHTHK 00pas-
JeTanblIop TyraH WIHEH Ownrenspe Oynbln
KYTopeso, amap amia TyraH Wi H3re JKAp, 0oXeT
ypIraHarel KeOek cypoTiioHs. Copel Tec, TOMaH
keOek oOpasjap HUCO YUT JKUPHEH SMbBCE3JIECTCH
avyra IOHJJITENo:

Copot ypam. Copel bunanap.

Coput hasa. Copul boneimaap.

bap oa copvi, mecces, kynences,

Axmoipmanmoiil anwt 3yp ymaap [30].

TyraH WIGHHOH YHUTTd OyiraH JHPUK
TepOWHBIH SI3MBIIIBIH  ady [OJBIHAA OHKACEH
orainTkan 000Kko 00pa3bl SAPIOMIS KWIIS, MIYIIBI
IOJIIa MATBIph KabaT Tyrad wi — AHa MAQOIOTHK
YBUIOBIPBIH Tepre3d hoM, TyraH WITHEH Kellle oueH
AHna xebex wm3re hoMm kazepie OYJIybIH, aHBI

SI3MBIIIBIHA THIHA TYTEN, (alu3M KOJUIbIThIHA
TOIKOH ajaMaH WIeHD 1o 0o Oupo Oamuiblid.
Cycp3, KOMHaH Oamka OepHM KaiamaraH 9yl

KYpEHele, oep
TOTKBIHHAPHBIH,

SIKTaH,
HWKCHYC

uice3
SIKTaH,

KaJraH
(hammzm

KOJIJIBITbIHA TOWIKOH aJIMaH XaJKbIHBIH JYKC

OYILIBITBIH,

XBbIAJI-OMTBUIBIIIIAPCHI3

I1II>IH6apJ'II>Il" bIH a4dbIIl )I{I/I69p9I

bywinvik. Ynem.
Toirnvix hom cynvluucols

Uypon sma sicupoa
KUK Yyanap.

Ypman  oa
coiyap agpax ma ik,

Eneanap oa amoa
0K, KYJLIID.

0K,

Hyprap - katinap.
Capul komuap.

Kup apkacel newa,
ym Oyvin.

bep mamuvt  Ovbim
OupMmu, Ky3en caimbiil,

HYummon ecena yma

Kyk bonvim [30].

CarblHyHBIH Jla IIyHIBIA a4kl  WKOHJIETEH
TOTaJUISIITepen Kys:
Kupax myeen muna Toxmau OVACUIH,

Mauapacwl,

Kupax myeen mamyp
capatinap.

Kupox myeen swen
011 apackwi,

Kupax myeen muna
KyK-auaap.

Canam
oliney mybace,

AHnanasax
banacol,

0yCHIH

tiopcen

mapul otipace,
Kononywne 6yncoin
babacul.
Te30an
0YICbIH HONbIHOA,
Cosn
SMCBIH KYIbIHOA,
Tux Tyean
oyacwin, Tyean un,
Mun  unema yckou
bamuip up [30].

bamkak

ApPblilbln

un

By FOHQJICHITAre¢ acpbiM IHIHUIBIPHIJIP XaJIbIK

JKBIPJIAphl CTHJIEH, XaJIBIK JKBIPHI YITYOMEH SHapTa,
mucan eueH, «llapwamap» MUTBIPEHI® UIYHIBIN
Y3€HYoJIeK Ky3rd TalllaHa.

TOTKBIHIBIK MOTHBBI «OCHPIIap», «Hymiop»
KeOEeK IIWIBIPRIOPAS  aira  4Yblla, MOHMABINA
ocopiopae ¢axuraienek keuiae. Mwucan edeH,
«Uynmop» MUTBIPEHA Yy CYPATE€ TOTKBIHIIBIK
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CyrbIIll 9Opbl MIUTBPUATEHId aKTUB OyMaraH
Oy O0Opa3HBl Y3CHYQJCKIEC MOI'bHO SICCHUIBIK-
JapblHAa CYPOTJIOBE IIATBIMPBHEH TOTKBIHJIBIK
HMIAPTIIAPBIH/IA JIa 3JIOHYJIOP bl 0apybl, MOITHUK
JKCIIEPUMEHTIIAP CaBbl XaKbIH/A COMIIN.

Ten HITHAKIJIIP

1. Poxum Carrap, y3eHYQJIEKIIe TOPMBILI FOJIbI
yTel, TOKBIHJIBIK  sI3MBIMIBI  OcesoH  JKomui
OaTBIPIBITBIH  KalaTllaraH MIOXECISpHEeH Oepce
Oymapak O9sUTOHYTS JIaeK.

2. P. CaTtTtapHbIH TOTKBIHJIBIK YOPBI MXKATHIH]IA
OapraH 923JIOHYJIOp, DUTAIEK STBIHHAH OWIPOK,
MO3THK 00pa3nbUIbIK hoM Imoxec KOHULENuusce
OupenemieH1o Kewie OyIbI, CYTbII  YOPHI
HNIMTBPUSTEH STHAPTA.

3. P. CarrapHblH TOTKBIHJIBIKTA SI3bUITAH
LIMTBIPBIOPEHEH Sce TeHd KYHEN JIMpUKachlHa
MOHICo00TIIE OyJbIN, KalraHHAPBI TPaXKIAHIIBIK
JIMPHUKACHI KaHPBIHJA IKAT UTENT9H. Anapia Tel
MOTHUBIAp Oyjapak WIre TYIPbUIBIKHBI paciay,
WIIHE carbiHy hoM TOTKBIHIIBIK aephIIBI YbITa.

4. IllareifippHeH JUPHUK Tepoe  YIIEeMHE
YJIEMCE3IIEKKS MIITYUE, XaJIBIK KYHEJICH/Id ALISTyYe
yapa OyiymaH OUIPOK, Xallblk 0oXxere, aHbIH
KHJIoUare XaKbIHa KopOaH Oupy Oyiapak Oosu. By
AKTaH yJI Tarap (QOJBKIOPHIHAA SIS KHITy4e
KopOaH OMPY MOTHBBIH SHApTA.

5. TyrpbulbIK  MOTHBBIHA  MOHICO0OTIE
HMIUTHIPBIOPAS aHT 00pa3sl Kewie OynbIl, TyraH
WITS TYTPBUIBITBIH paciay OJIbIHAA ILIarbliphb
TyraH WJIEHd, XaJKbIHA, OHHCEHO, OTHCEHd aHT
Ooupy xakeiHzma ceinm. Keme eueH wH Kanepie,
ra3u3 Kewenopra aHT OMpY TYTPBUIBIKHBI KOUOHUTY
YyapacblHa OBEped, aHbl WH IOrapbl KbIMMMOT
JOpaKaceHd  Kyropo. Ilymsr  ronma  AHaHbL
MUQIIAIITEIPY KYPEHELIe, TyraH Wi — TaOuraTb —
TyTaH Hp — aHa YbLIOBIPHI KabaTiiaHa.
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6. Tyram  wumHe  carblHy  MOTHBBIHA
MOHACQ09TIIE MIMTHIPHIISP 64 Y3EHUAIEK THPICEHD
TYIUIaHA: Y39 JOHBS CypaTe, Y3eHUQEKIIe MOITUK
CTWIb, JUPUK TEpOMl CarblHYbIHBIH HWH Ta3u3
KeIIIeIOPEeH OHHUCEHd, COWroH sSpbIHA
MepaXKaraTe ala KeuonTemnye.

Homrax

lyn peBemure, Poxum Carttap 24 mwureipe
OEoH 19 Cyrblll YOpBl TaTap LIMIBPHUITEHD
SIHAJBIK AJbII KUY, ON00UATKA SHA TOPMBIII TO3Y
XaKbIHAATBl OJbI Oep MHU(] TYABIPHUIraH BaKbITTa
KWJITOH IIArbIiph XajbIK aBbI3 M)KAThIHA, KJIACCHK
HINTBPU TPAIULUSIIOPT MepaXKorare aiia TtaTap
IUTBPUATEH SHAPTY FOJUIApBIH 331u. by romna P.
Catrapra y3e [0 IOyIIbl FOHOJICIITO AaKTHB
I3TOHYIQP anbIl OapraH, XajblK aBbI3 MXKaTbIHA
Mepakarate 0enoH XorTa XX TachlpHBIH HKCHYE
SIPTBICHI TaTap HMINTBPUATEHASTE MUJUTH
HUTE3JIOPra OHJIOHEN KaTy mIpoLecChlHA HUIe3
canrad M. JKonuiHeH HOTBIHTBICHI Keuse Oyia.
OMMa BaKbITCBI3 ©3C€JIIOH roMep Oy TalaHTHBIH
TyJBICBIHYA adbUla aJIMBIH KadyblHa KuTepd. by
ypBIHAA IIarblipbHEH Y3 MIMIBPH  FOJUIAPBIH
Ka0aTIBIICHI KHJID:

Osenen kanowvl yi xHcwip, OyneHen Kaiovl

Tasvluwvl kymapeneon yazvinoa [30].
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B cratpe cucTeMaTHU3UPOBAHBI CBENEHUS O JKU3HEHHOM M TBOPYECKOM IyTH IodTa Paxmma
CatTapa, 4pe TBOPUECTBO HE3ACITYKEHHO 3a0BITO; MPENIPHUHATA MOIBITKA ONPEICITUTh €T0 MECTO B
TaTapcKOW MO33UHU, TPALULUHU, KOTOPBIE OH Pa3BWI B JUTEpaTypHOM Ipouecce. MaTtepuaaoMm st
aHamM3a TOCHYXWId 24 CTUXOTBOPCHHWS, HAIMCaHHBIE B IUIeHY. JlaHHBIE TIPOW3BEICHUS
MIPOAHATU3UPOBAHBI C IOMOILBIO FEPMEHEBTUUECKOTO METOAA B KOHTEKCTE JUTEPATYpPHOIo IMpoLecca
TOTO BpeMeHU. B xoze uccienoBaHus onpeseleHbl OCHOBHBIE MOTHBBI. DTO OIpeeseT HOBU3HY U
aKTyaJIbHOCTb CTaTbH. Llenb MccaenoBaHus — U3y4EHHME XU3HEHHOIO UM TBOpPYECKOro IyTtu Paxuma
Carrtapa, BBeleHHE B IIUPOKUH HAyYHBIA OOOPOT €ro MO3ITUYECKUX TNpou3BeleHHi. B crathe
HCIIONIb30BaHbl MaTepHalibl, BOCIIOMHMHAHUWS, WUHTEPBBIO I03Ta, OTHOCAIIMECS K ero Ouorpadum,
cynp0e B 3aKIIOYCHUH, XpaHSAIIHEeCcs B apxuBe ero cembH, HarmonansHom mysee PT. B xome
HCCIIEIOBaHUs YJAJIOCh J0Ka3arh, 4ro Paxum CarrapoB TBOpWI B pycile TPaauLUH JUTEPaTyphl
BOCHHOTO BPEMCHH, a TakXe He O00sIcs MOATHYSCKHX SKCIepuMeHTOB. [IpomsBeneHus mo3Tta
OTIIMYAIOTCSI )KaHPOBBIM OoraTcTBOM. OCHOBHBIM MOTHBOM JIMPHKH CTaHOBHUTCS HIES MPEIAHHOCTH
Ponmue, Tocka mo Hell B TuieHy. MBI CTAaHOBHUMCS CBUACTEISIMA OOHOBJICHUS KOHIICTIIHU TEpOSL.
DcTeTH4YecKre OPUEHTHPHI TI03TA ONPEEIIAIOTCS HAa OCHOBE aHAIIM3a 00pa30B-AeTaleH, TOATHYECKIX
npueMoB. B TBopuecTBe Mo3Ta nepuoAa IieHa KIIOYEBBIM CTAHOBUTCS CTPEMJIEHHE JOKa3aTb CBOKO
npeaaHHocTs Ponune. DTa ules HaXOAUT BOILIOIICHHE B oOpasze modta ¥ PoamHbl, a Takke depes
KaTeropuu CMepTh-OeccMepThe, KIsTBa-Bepa. B CTHXOTBOpEHMSAX O NMPEJaHHOCTH OOJIBIIOE MECTO
OTBOAMTCS] MOTHBY KJIATBEL, 0 PonnHe — 06pa3zam npupoIl, pOTHON 3€MIIH, MaTepH.

B cruxorBopeHusx o tocke 1no PoauHe BaXKHO MECTO 3aHMMAIOT aHTUTE3bl POJHOE — YYXKOE,
Ponnna — wyxx6una. CTuxu nepro/ia ImieHa MOoJIHbI JpaMaTH3Ma.

Karwuesbie cioBa: Paxum Catrap, Ouorpadus, Tatapckas 1Mo33us BOSHHOH MOPHI, JIUPHICCKIHA
repoi, o0pas, xaHp, MOTUB, TOITUIECKUE PHUEMBI
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