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The article describes the life and creative path of Razil Valeev, analyzes his poetic works and
determines the poet’s place in Tatar poetry of the second half of the ZOIh—early 21% centuries. Alt-
hough the writer worked fruitfully in all three forms of verbal art, it was in the poetic field that he
became famous as a talented poet. This article proves that many poet’s works have become
“programmatic” for Tatar poetry and identifies the main trends in his literary career. The central
motifs and innovations, introduced by R. Valeev into the concept of the lyrical hero and the verse
poetics, are presented in the context of the literary process of the second half of the 20"—early 21*
centuries. As a result of our analysis, we trace a revival of rebellious traditions in R. Valeev’s works;
against this background, we reveal the concept of his lyrical hero, as well as his system of motifs. The
poet revived avant-garde traditions in the spirit of Taktash, successfully used Aesopian language
through symbolic images and referred to the folk style in spiritual lyrical poetry.
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Introduction

With his unique poetic language, rich in
reflections on the fate of man, country, people and
nation, on the meaning of life, depth of feelings,
sometimes rebellious fervor, compositional and
rhythmic harmony and his creative work in various
genres, Razil Valeev made a great contribution to
the development of Tatar literature in the second
half 20" — early 21* centuries. The poet both
continued and improved the age-old classical
traditions and enriched Tatar poetry with verbal
and figurative acuity, mental and philosophical
ideas. As the author of about fifty books, four
plays and about 200 songs, he actively worked in
three types of literature (poetry, prose and drama),
which made him a famous public and government
figure.

Razil Valeev was born on January 4, 1947 in
the village of Tashlyk, the Nizhnekamsk District of
Tatarstan (formerly the Sheremetyevo District). He
got his primary education in his native village and
continued his studies at the neighbouring
Shangalchin eight-year school, after leaving it he,
striving for knowledge, entered Secondary School
No. 1 in the city of Nizhnekamsk.

While he was still at school, he became
interested in writing poetry and stories; several of
his poems were published in the regional
newspaper. The desire for creative work led the
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future writer to the Journalism Department of
Kazan State University in 1965. The rebellious
spirit of Taktash’s poems penetrated his soul, it
was a call to action for him. In 1968, during a
congress of Tatar writers, R. Valeev and his
several groupmates threw leaflets into the hall
demanding permission to publish the magazine
“Idel” and provide a platform for young people.
For that time it was a very bold step. After some
time, this rebellious character led the young man to
the M. Gorky’s Literary Institute of the USSR
Writers” Union in order to improve his knowledge
of literature.

After graduating from the institute and on
returning to Kazan, R. Valeev continued to work in
the field of journalism. He worked in the magazine
“Yalkyn” (“The Flame”) as a literary employee,
the head of a department and an executive
secretary. During this period, he purposefully
immersed in writing works for children, published
two books of poetry and prose, and essays
dedicated to writers. During these years, R. Valeev
became interested in translation, he translated the
fairy tales of the peoples of the world into Tatar:
“The Little Prince” by A. Exupery, “The Hound of
the Baskervilles” by K. Doyle and “Mowgli” by R.
Kipling.

In 1981, R. Valeev was appointed head of the
Writers” Union of Naberezhnye Chelny, and in
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1984, at the writers’ congress, he was elected
deputy chairman of the board of the Tatarstan
Writers” Union. In 1986, he was elected to be
director of the National Library and successfully
worked in this position until 2000, expanding the
scope of the Library’s activities. In 1989, he took
an active part in the creation of the “Zhyen” (“The
Meeting”) fund, becoming one of those who
determined the direction of the organization’s
activities. It is thanks to this foundation that the
deeds and works of many individuals who left a
noticeable mark on the Tatar world achievements
were returned to broad layers of the population and
good deeds committed in the name of the Tatar
people were revealed to the world.

From these years on, R. Valeev’s social
activities began. Since 1990, he was elected a
people’s deputy of Tatarstan, he was the chairman
of the Committee of the State Council of Tatarstan
on culture, science, education and national issues, a
member of the presidium, chairman of the board of
trustees of the National Library of the Republic of
Tatarstan, vice-president (1995) and president
(2008) of the Tatar PEN Center World Writers
Association. He was a member of many public and
cultural foundations, commissions, organizations
and was directly involved in resolving issues
related to the political, social, economic and
cultural life of the Republic of Tatarstan.

R. Valeev’ social and literary activity received
recognition from both the state and the citizens; he
was an Honored Worker of Culture of Tatarstan
(1990) and Russia (1997), Candidate of Historical
Sciences (2005), he was awarded the “The1000th
Anniversary of Kazan” medal (2006), a medal “For
Valiant Work” (2016), an honorary badge of the
State Council of Tatarstan “For Contribution to the
Development of Parliamentarism” (2015), he was
also the winner of the international silver medal
“For Contributions to the Preservation and
Development of Civilization, Life and Culture on
the Planet”, a medal “Vasily Shukshin” of the
Writers’ Union of Russia, a medal “For
Contributions to the Development of Kazan”. For
the collection of novels and stories “Iske segat
dores yori” (“The Old Clock Runs True”) (2004)
and the book of songs “Yadkar” (“A Monument”)
(2005), he was awarded the Gabdulla Tukay State
Prize of the Republic of Tatarstan in 2007. In
2011, R. Valeev got the title “People’s Poet of the
Republic of Tatarstan”.

More than a dozen collections of the poet’s po-
ems in the Tatar language have been published.[1;
2;3;4;5;6;7,;8;9; 10], about the work and activi-
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ties in the field of poetry of such scientists, critics,
publicists, writers as L. Oshanin [11], M. Galiev
[12], M. Gusmanov [13], N.Hisamov [14; 15], D.
Zagidullina [16], R. Zaidulla [17], T. Minnullin
[18], R. gatash [19], F. Sirotimova [20]. published
individual articles, memoirs. Nevertheless, it re-
mains relevant to evaluate the poetry of Razil
Valeev from the point of view of modernity, on
new methodological grounds, to determine his con-
tribution to the development of Tatar poetry, his
place in the poetic space.

Methodological Basis Of Work
The methodological basis of the work is
hermeneutic research [21] and “motivated poetics”
proposed by B. L.Borukhov who defines
interpretation as the ultimate goal of research
activity and, as the main method of analyzing a
literary text, identifies canonical (natural)
interpretation, which he calls the motivation of the
text [22]. B. L. Borukhov distinguishes cultural,
conventional and mental types of motivation [22,
p. 13]. When studying Razil Valeev’s poetry, we
placed his conventional type at the center. The
studies of this type show that in each period
literary texts obey their own laws or reject them.
Conventional motivation makes it possible to
highlight the main poetic features of Razil
Valeev’s poetry, to identify the main directions in
his work development and the revival or

transformation of certain literary traditions.

Discussion

R. Valeev came onto the big poetic stage in the
second half of the 1960s; his literary experiments
began during his years of study at the Literary
Institute in Moscow. While studying there, he
developed his literary talent, those years opened up
opportunities for his versatile creativity, and
R. Valeev began writing lyrics influenced by the
famous songwriter Lev Oshanin.

The years spent in Moscow were important for
the poet: his first collection of poems, “Zenger
kabyrchyklar” (“Blue Shells”), was published here.
In parallel with writing poetry, in 1968, R. Valeev
wrote his first story “Et koyashy” (“The Dog’s
Sun”) and sent the manuscript for reviewing to
Ayaz Gilyazov, who highly appreciated the story,
but it was not created within the mainstream of
Soviet literature ideology, so it was published only
22 years after. However, R. Valeev did not lose
heart, he finished writing the story “Yeshise kile”
(“I Want to Live”) (1978-79), dedicated to Rifkat
Mirgazizov who repeated the feat of Alexander



TATARICA: LITERATURE

Matrosov. This work of the writer was awarded the
M. Jalil TASSR Prize in 1982, it quickly gained
recognition and was published in many magazines,
almanacs, translated into Russian and published in
Moscow publishing houses.

During his years of study at the M. Gorky’s
Literary Institute, R. Valeev tried his hand at
drama: his short work “Yeshel kuzle taksi” (“A
Green-Eyed Taxi”) was the winner in a
competition held at the institute. Later R. Valeev
wrote the plays “Eide baryik, kyzlar, eide karyik”
(“Let’s Go, Girls, Let’s See!”) (1989), “I mashina,
mashina, zhitte minem bashyma” (“Oh the Car, the
Car, It’ll Ruin Me”) (1990), “Kurkynych uiyn” (“A
Dangerous Game”) (1989), etc. Many of them
were put on the stage of the K. Tinchurin Drama
and Comedy Theater, as well as other theaters of
the Republic.

Despite the fact that he actively tried his hand
at all three types of literature, in the literary field
R. Valeev became famous primarily as a POET.
The first period of the writer’s work was devoted
to avant-garde poetry, it was characterized by a
strong rebellious spirit and the promotion of a
maximalist lyrical hero. With these poems,
R. Valeev, first of all, changed the concept of the
lyrical hero in Tatar poetry, returning the Taktash-
type rebellious lyrical hero to the poetic space, and
gained wide popularity among the people. His
lyrical hero exalts justice, spiritual beauty and the
actions of humanity, the eagerness to change the
world. In such verses the philosophy of human
upliftment is put forward. Even at the peak of his
creative career, the poet, having borrowed the
epigraph from Taktash “... Eie, minem kochle
rukhymnan / zhir we kukler kaltyrar” (“... Yes,
from my powerful spirit / The earth and heaven
tremble”), wrote the poem “... Jylyi-jylyi,
sugysha-sugysha zhirde” (“... Crying and fighting
on the earth...”), which has become “a trademark”
of Tatar poetry:

“Her nersege minem uz atamam / Ainy koyzsh
diyem, teleseme” (“I have my own name for
everything / If I want, I’ll call the Moon the Sun”),
the lyrical hero means that no obstacles will stop
him on the path to change the world, that he relies
on the power of the pen in his fight against

injustice:

Enbii-ensli, Elyi-elyi, Wailing and
cyrpima-cyreima | sugysha-sugysha | fighting on Earth
KUPAD Kirds So many an-
AKBUI KyTIMe Akyl kypme swers the mind
JKaBal I3JOroH... | JKavap has been search-
Mo neHbsHbI ehzlogon... ing for...
Y3ropToM MUH Ye donyany Either I'll
OyreH, uzgertem min change the
Mo Gynmaca, bugen, world today,
y3eM y3ropam... | Ye bulmasa, Or I'll change
[5,1406.] uzem uzgerem. myself... [5, p.
14]

A rebellious lyrical hero, whose mind does not

find an

answer,

seeing

injustice,

misunderstandings, hypocrisy in life, doubts on the
truth of things, becomes furious, rejects life values
and establishes his own truth, repeating the phrase:
“Ye donyany uzgertem min bugen / Ye bulmasa,
uzem uzgerem” (“Either I'll change the world
today / Or I'll change myself...”).

XaKCBI3ITBIKHEI Khaksyzlykny I get annoyed,
Kyper spceiitM, | kurep yarsyim, furious, when I
[IaIam, shasham, see injustice,
MarypiabIKHBI Maturlykny I kneel when I
Kyper Te3nmoHoM. | kurep tezlenem. | see the beauty.
Mo neHbsubI Ye donyany Either I'll
Y3ropToM MUH uzgertem min change the
OyreH, bugen, world today,
Mo Gynmaca, Ye bulmasa, Or I'll change
Y3€M y3ropom uzem uzgerem. myself... [5, p.
[5,146.]. 14]

The poem “Keshe” (“Man”) (1968) is also
perceived in this way. Here the lyrical hero raises
man to the heights of the Universe through
metaphors-epithets and images-details of the
symbolic content, which acquires a peculiar sound:

Mo neHbsHbI Ye donyany Either I’ll
Y3ropToM MUH uzgertem min change the
OyreH, bugen, world today,
Mo 6ynmaca, Ye bulmasa, Or I’ll change
Y3€M y3ropaM... | uzem uzgerem. myself... [5, p.
[5,146.] 14]

The lyrical hero of the poem “Ulem belen
yakalashkanda da / Akny kara diep soilemem”
(“Even when I fight with death, [ won’t call white
black”) is a man who believes in the possibility of
changing the world and establishing the truth, a
man who intends to change life through his fight
against injustice. For his time, such a sharp lyrical
hero was completely different and new. By saying
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By neHbsHBIH Bu donyanyn I am a part of
MHH Oep min ber this world
KHCOKYeTe, kisekchege, I’m just a small
MUH KeUKeHd Min kechkene continent.

T€HO MaTepHK. gene materik. I have

Taynap na 6ap Taular da bar mountains and
MUH]ID, minde, upkynnar | abysses,
YIKBIHHAD 713, da, I have courage
Batbipibik 6ap Batyrlyk bar and beauty.
MMH]ID, minde, I am only a
MaTypJIbIK. maturlyk. continent of this
By neHbsHBIH Bu donyanyn world,

MHH Oep min ber My hair is the
MaTCPUThI, materigy, forest...

YpmaHn MUHIO Urman minde My sun is




N.M.YUSUPOVA

4oy jum arana... | check dip happiness, my
Musem kosimn — | atala... moon is joy,
Ooxer, aeM — Minem koyash — | My sweat is like
MIATIIBIK, bekhet, aiem — the rain.

Sure1p Oyasm shatlyk, My sorrows are
MUHHOH THpP Yangyr bulyp like an

Tama. minnen tir tama. | earthquake,
Kaiirsmmapsmm Kaigylarym zhir | My yearnings
KHP TETPIBE tetrewe tosle, are like white
TecIe, Sagyshlarym — fog,
CarpriapeiM — | guie ak toman, My pure tears
I'ys aK TOMaH, Chishmelerem — | are like springs,
Yummoanopem — | chista kuz And my words
YHCTa KY3 yeshlerem, are like a
SIIBIIOPEM, E suzlerem blizzard, like the
O cy3nmopemM buran, zhil wind [5, p. 31].
OypaH, KU syman.

ceiMaH [5, 31 6.].

The poet’s poem “Disbe” (“The Rosary”),
published in the late 1960s, features a lyrical hero
who rejects the laws of existence and exalts
creativity. ~ The  lyrical  hero,  declares:
“Grandmother, now I have my own God”, and
picks up his grandmother’s rosary, remembering
his father, his godless and inhuman past, thereby
denying the vital values of his time. Continuing the
traditions of rebellious poetry, he raises poetry to
the divine heights and explains that it is great be-
cause it leads humanity to the straight path of truth:

Subsequently, poetry began to reveal the

reasons for the rise of Man. The poet associates his
superiority over the globe with the greatness of
Memory, Intelligence and Spirit. These three
golden pillars are established as the main support

of human existence, the basis of exploits:

Kermre aTiel
HOHU MaTEpPHUK
MUH...
Marypasik 6ap
MHHJID,
OaTBIPIIBIK.
Kynme
TBIPBIILCAH J1a
OyJIMBIif MUHE
XoAr
JIMHI€3€H]19
6ateipein! [5, 32
0.]

Keshe atly neni
materik min...
Maturlyk bar
minde, batyrlyk.
Kupme
tyryshsan da
bulmyi mine
Kheyet
dingezende
batyryp!

I am a small

JlucOeH nucoH... Disben isen... We have pre-
Kypcon nze, Kursen ide, ebi, | served your
obu, Donya khezer rosary... If,
JeHbs xa3ep nichek grandma, you
HUYEK uzgergen... could see
Y3TOpTIoH... E min haman How the world
O MuH haman tugrylykly sina: | has changed
TYTPBUIBIKIIBI Disbe zhyiam, now...
CHHA: ebi, suzlerden. And I’'m still
Juche xKpism, faithful to you:
o0u, Cy3IopaoH Grandmother, I
[5, 656.]. collect a rosary
from words [5,
p. 65].

continent called
man...

I have kindness,
I have strength.
No matter how
hard you try,
You can’t drown
me in fate. [5, p.
32]

The poem “Shagyir” (“A Poet”), written in
those times, is dedicated to the French modernist
Charles Baudelaire, and the author’s spiritual
veneration here is associated with creativity.
Recreating the life path of the French poet,
R. Valeev reveals the tragedy of his life in four
phrases: they did not understand him, did not listen
to him, did not sing his songs, even if he asked not
to make haste, they were in a hurry. The poet’s
desires came true only after his death, which
further enhances the tragedy and turns the poet’s

In the poem “Mizgel” (“A Moment”) (1971),
the greatness of man is combined with his mental
and spiritual strength, the beauty of his heart and
sensitivity, his capability of feeling and evaluating
the phenomena of existence. R. Valeev raises the
poet to this height:

tragedy into the tragedy of humanity:

busmonmoiem Bizmenledem I appreciated the
KY3 SIIBIOPEH, kuz yeshleren, tears, the dews -
TaH 4YbIKIapbiH — | tan chyklaryn — | everything, eve-
OapbIH, OapbIH, baryn, baryn, rything, every-
GapbIH. baryn. thing.

Tuk TeHHOpEH Tik tonneren But at night the-
SIHYJIAPbIH, yanularyn, se sparks were
bep musrenra Ber mizgelge in my palm

yd Tebena kyen | uch for a moment.
TOPIBIM. tobendekuyep Yes, yes,

Olie, dife, tordym. I was a poet
muH Oep mmsren | Eie, eie, just for a mo-
mIarsliipb Oymein | min ber mizgel ment [5, p. 46].
angIeIM [ 5, shagyir bulyp

46 6.]. aldym.

Meno Oyrex Mene bugen Here today
bapsich yTTe, Barysy utte, It’s all over, it’s
OapsIchl OetTe. barysy bette. over.

Kemenop anbt Kesheler any People listened
SpHen ernep to him in pain...
TBIHTAbLIAP. .. tynladylar... Got it...
Annazapuiap... Anladylar... Were late...
Connazpuiap... Sonladylar... Bowing their
Kabepeno Kaberene heads over the
Gamap opsi, bashlar oryp, tombstone,
Keipeia Zhyryn Listened to his
TeIHIaaemap [5, | tynladylar song [5, p. 67].
67 6.].
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In connection with the motifs of death and
regret, the poem creates an existential state: human
life is limited, it is temporary, the value of a person
must be known during his lifetime! The author
regards this state of things as the greatest injustice
of existence.
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Like in other poems of the avant-garde
movement, man is depicted at a Divine height,
capable of creating the globe at his own discretion,
and the author’s thoughts are conveyed through
surprisingly original images and styles. It was his
ability to skillfully handle images that enabled the
poet to express thoughts that were so bold for his
time. For example, in the poem ‘“Mizgel” (“A

Moment”) (1971) the lyrical hero states:

Kup maperaa Zhir sharyna I smoked while
YTBIPBIN TOMAKe | utyryp temeke sitting on the
TepICM, tordem, globe,

Kup mapsiaa Zhir sharyna I put out my
Oacein basyp cigarette while
CYHICPICM. sunderdem. standing on the
Kup wapeiaga Zhir sharynda ground.
apIBI-OupIe arly-birle atlap I wandered the
aTnan HepaeM yordem earth [5, p. 71].
[5,716.].

Taking into account the fact that such type of a
lyrical hero came to light within the framework of
Soviet literature, these poetic examples once again
prove the writer’s bold and principled position.

In the poet’s poems, written after the 1970s,
there is a decline in rage, and two branches stand
out in his poetry: individual poems continue the
traditions of smooth lyricism developing a folk
style; the poems of the second group, especially
those written within the framework of civil lyrics,
borrow Aesopian-sarcastic language and evaluate
society using the secondary content method.

In a number of the poet’s works, a
rapprochement with folk songfulness, melody and
imagery can be traced [16, p. 292], in such samples
the traditions of the flow of “smooth lyricism” are
developed. As we know, the work of “smooth
lyricists” is characterized by lyricism and a
preference for simple and traditional poetic speech;
representatives of traditional poetry are united by
the desire for moral revival, based on the past, the
characteristic features of folk singing, the
traditions of Tukay, and these qualities ensure the
“return” of Tatar poetry to its national foundations.
This renaissance also begins with a change in the
concept of man. The lyrical hero-maximalist, a
romantic fighter, is replaced by a lyrical hero who
seeks the values of national existence and has a
rich spiritual world. He changes the picture of the
world in his works; in this aspect, two
characteristic features are clearly visible: firstly,
social and personal contradictions do not affect
political attitudes, and secondly, the pathos of
conservatism intensifies — the desire to preserve
the traditions of the past and pass them on to
descendants. On this wave, the themes of village,
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love, labor are activated, they are enriched with
philosophical reflections. Instead of complex
avant-garde images in national poetry, ancient
romantic images come to the fore: a spring with
clear water, a forest, a meadow, endless fields of
the native land, white birches, oaks, bird cherry
trees, poplars, accordion, nightingales, swans, etc.
Poets return to folk thinking, to the model of
classical poetry, to the melodic structure. On the
one hand, flowing poetry is interested in folk
wisdom, philosophy and peculiarities of thinking
in folklore; on the other hand, it revives the
romantic imagery of oral creative works,
measuredness, and the structure of folk songs,
which form the basis of the “folklore style” of the
1920s—1930s. The use of images, motifs and
symbols of folk oral creative works led to the
expansion of Tatar poetry in terms of content and
formality [23, p. 97]. The purely Tatar folk style
ensured the activation of national melodic and
sonorous lyrical motifs in R. Valeev’s works.

As a rule, the theme of love is raised in the
works of this type; the theme of love holds a
special place in R. Valeev’s oeuvre. ...
Khatlarynny utka yaktym sinen...” (“...I’ve Burned
Your Letters...”) (1971), “Sine ezlep, min taularga
mendem...” ("...In Search of You, I’'ve Climbed
the Mountains...”) (1977), “Saubullashu” (“A
Farewell”) (1977), “...Kozgelerne, terezlerne
wattym...” (“..I Broke the Mirrors and Win-
dows...”) (1971), “Yeshlegem kanatynda” (“On the
Wings of My Youth”) (1986), “Bekhetem
achkychy” (“The Key to My Happiness™) (1987),
etc. In such poems, landscape scenes, images of
nature and the image of heart are traditionally
active. For example, in the poem “Yorek deshe”
(“The Heart Calls”), written in the mid-1980s, the
heart rises above the Universe and is represented as
the guardian of the human spirit greatness, this
greatness is explained through love, through the
phrases “yorek anlarmy, yorek zhyrlarmy, yorek
tuzerme” (“the heart will understand, the heart will
sing, the heart will endure”). The lyrical hero
speaks about the power of his love. The images of
nature in the poem “Gashyik bulgach” (“Falling in
Love”) (1970) also serve this purpose:

Bbep tamusl cy —
Tecces.

Bep Oynmo hara
— Tecces.

OkeaH — 30Hrap.

Kyx 9 30HTr9p.
Kaituauapip 0y
KY379p Tecces
uge...

Ber tamchy su —
tosses.

Ber bulme hawa
— tosses.

Okean — zenger.
Kuk te zenger.
Kaichandyr bu
kuzler tosses
ide...

A drop of water
is colourless.
One room of air
is colourless.
The ocean is
blue.

The sky is also
blue.

These eyes were




N.M.YUSUPOVA

Xazep — 30Hrop! | Khezer — zen- once

[5,206.]. ger! colourless...
But now they
are blue! [5, p.
20].

In free verse (vers libre), consisting of just one
stanza, the author conveys the philosophy of love:
love is the highest power of human existence,
which “colours” the eyes, a person’s soul and
heart, just as it “colours” their life and actions. The
same philosophy is found in the poem

“Mekhebbet” (“Love”) (1969—1970):

“Yullarym” (“My Roads”) (1987), “Idel suy”
(“The Volga’s Water”) (1987), “Tugan yagym”
(“My Native Land”) (1976), “Koshlar kaita” (“The
Birds Are Returning”) (1976) —1977), “Khatlar
kotem awylda” (“Waiting for a Letter from the
Village”) (1991), “Beznen zhyr” (“Our Song”),
“Ai batkanda, tan atkanda” (“When the Moon Sets
and the Sun Rises”) (1990). Enriching the image of
his native land with lyrical and philosophical
shades of color, the poet clarifies its meaning as
the place that is close and holy to him:

Mouna Kosmr Monda Koyash | The sun here
OoKeaH TeOeHHOH | ocean tobennen | rises from the
KYTopeno. kuterele. ocean floor.
MoHna cykbait Monda sukbai Here is the
hom Oyiimak Ait | hem buidak Ai— | lonely moon -
— kul suzymy you can get it if
KYJI Cy3bIMBI zhite. you stretch out
KHUTD. Monda dawyl your hand.
MoHza naBbul dulkyn bieklege | The storm is
JYJKBIH belen ulchene... | here
ouckiere Oenon | Monda ton hem | measured by the
YITYOHD. .. kon bar, wave height...
Mouzna ter hom | Kysh hem zhei There is night
KeH 0ap, yuk. and day here,
Kpimr hom xoit Monda There is no
OK. shigyr, winter and
MoHna shigyr, summer.
LINTBIPB, shigyr — Here is
LIATBIPB, Shagirlar yuk. A poem,
LIUTBIPb — A poem,
[Harsrnipeiop A poem —
10K [5, 76 6.]. But no poets [5,
p. 76].

HnemewMm, ax Ineshem, ak My stream, my
gummoM, Tayna- | chishmem, spring, my
PBIM, taularym, mountains,
Tamtapsim, Tallarym, My willows, my
KBIpJIaphIM, kyrlarym, fields, my birds!
KoIIIapeM! koshlarym! So many sum-
MuH ce3no Min sezde mers | have
KYTIME Kol kupme zhei spent with you,
SKOUIIOZEM, zheiledem, So many winters
MuH ce31o Min sezde I have spent
KYIIME KBIIIT kupme kysh with you! [5, p.
keiwtageiM! [S, | kyshladym! 10]

106.]

On the one hand, in the structure of the poem,

The themes of the village and the native land
are always close to a generalized image of the
mother. In the poems dedicated to his mother,
R. Valeev glorifies his mother as the greatest ideal
for the Tatar reader. This group of works is often
permeated with a feeling of melancholy, which is
born due to the separation or distance from moth-
ers. For example, in the poem “Sagynam” (“I Miss
You”) (1988), a feeling of melancholy in the lyri-
cal hero’s soul arises in connection with the sepa-
ration from his mother and develops throughout

through the binary oppositions such as the sun and
the ocean, the moon, clouds and paths, day and
night, summer and winter, it is shown that love is
one universe, one world for a person in love.
Ultimately, it is emphasized that love is poetry, and
through it there is a divine world created by two
hearts. A similar picture is in the poem
“Metamarfozlar”  (“Metamorphoses”)  (1969).
Through the images of the Volga, a kidney, a
young man, the poet exalts love as the essence, the
center of being, of life in the Universe. In the poem
“Tormysh” (“Life”) (1969), love is also presented
as a life-affirming power.

In poems of this style, besides the theme of
love, one can trace the activation of the theme of
the village and mother. The poet finds true faith
and spiritual images in the traditions of the Tatar
people, in the way of life of the older generation
and his mother. Reflections on universal human
values and the meaning of life are placed at the
center in many poems on rural themes, such as
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the poem:

Cy 6yenma
YCKOH OSIHKEIISP
CuneH kebek ax
1)1 SIOBIHTaH.
CuHeH 4JoueH,
TOCIIE aK KUJI
TY3TBIH, -

MuH Kbllutapaa
CHHE carblHaM
[5, 160 6.].

Su buenda usken
oyenkeler

Sinen kebek ak
shel yabyngan.
Sinen chechen
tosle ak zhil
tuzgyi, -

Min kyshlarda
sine sagynam

The willows that
bend over the
river

Wrapped, like
you, in a white
shawl.

The white wind
blows like your
hair, -

I miss you in
winters [5, p.
160].

Further, the feeling of longing for the mother

that develops in each season - the spring, summer
and autumn is expressed by the lyrical hero
through natural phenomena: “ofyklarga karap, her
kon saen, / sine uilyim, sina tabynam” (“looking at
the horizons, every day, / I think about you, I wor-
ship You”), and leads the reader to one thought:
longing for the mother becomes a constant feeling
in the heart of a child separated from his mother,
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longing for his mother becomes a way of life and
makes the human soul ever yearn for her.
R. Valeev expresses the same thoughts in the poem
“Nige, eni, nige kartayasyn?” (“Why, Mom, why
are you getting old?”) (1987-1988), these words
have become a motto for mothers.

In such works, the revival of folklore style is
reflected in both the size and style of the poems.
The poems “Dulkyn” (“A Wave”) (1967), “Tan
zhyry” (“The Song of Dawn”) (1986),
“Zhinychege” (“To the Winner”) (1986),
“Koyashtai elmai” (“Smile Like the Sun”) (1987)
and others prove this:

rhythm. This is, for example, the poem “Watanym”
(“My Motherland”) (1969):

Yem-kapa kap- Chem-kara There were
JIBITAYIIapBhI, karlygachlary, black swallows,
I'enahcei3 une Gonahsyz ide The shore was
SIPBIL. yary. sinless.

Huxk mynna rei- | Nik shunda gyna | Why did it not
Ha KamMabl? kalmady? stay there?

Huxk nynkera Nik dulkyn kitte | Why did the
KutTe apbl? [5, ary? wave go away?
156 6.] [5, p. 156]

Such verses display a structural characteristic
of Tatar folk songs: the first two stanzas describe
natural phenomena, the last two stanzas recreate
the emotional state of the lyrical hero. Many po-
ems are written in 8 / 7 meter style characteristic of
Tatar folk songs.

The melody inherent in folk songs, the internal
melody of the verse turns many of R. Valeev’s po-
ems into song lyrics. Some of the poet’s poems
were written to Tatar folk melodies. These are the
songs “Dulkyn” (“A Wave”) (1967), “Ai,
duslarym” (“Oh, My Friends”) (1988), “Tan
zhyry” (“The Song of Dawn”) (1986), “Idel suy”
(“The Volga’s Water”) (1980), “Ber almany bishke
buleiek” (“We Would Divide the Apple into Five
Pieces”) (1968) and others.

Wune mun Inde min So many times
HUYOHYE nichenche I have looked
MopTa09 mertebe through the
I"aceipnap Gasyrlar kitabyn | chronicles.
KUTaObIH aktardym. So many battles
aKTap/IbIM. Kupme yau, You have won,
Kynme sy, sugyshlar arkyly | my Motherland.
CyTBIILIAP Sin zhinep If they ask what
APKBLIBI chykkansyn, people I am
CuH XuHen Watanym. from,
YBIKKAHCBIH, Sez kaisy I will give the
Baranbm. khalyktan? — names of the

— Ce3 Kaicel diseler, heroes.
XaIBIKTaH? — Batyrlar isemen | The heroes who
JTUCOIIOP, atadym. entered the war
batsipiap uce- Batyrlar utlarga | So that the

MEH aTajbIM. kerdeler, Motherland
batbipnap yr- Tik isen bulsyn, | would live. [5, p.
napra kepaenop, | dip, Watanym. 146].

Tux ucon Oyn-

CBIH, auII, Barta-

HBIM [5, 146 6.].

bakuanapnan Bakchalardan If the

Obu10BIT Kauca, | bylbyl kachsa, Nightingale flew

Kesznop tuce Kozler tise out of the

ajmarauvka, almagachka, gardens,

Kaiirsl Temco Kaigy toshse If autumn

Oe3neq Oarika, — | beznen bashka, - | touched the

Bbep xalrsiHbI Ber kaigyny apple trees,

OMIIIKD, 9, bishke, ei, If grief came to

Oymoex [5, 55 buleiek our heads,

0.]. Oh, we would
divide this grief
into five parts
[5, p. 55].

A rare phenomenon in Tatar poetry: individual
samples of R. Valeev’s civil lyrics have become
songs in which, like in the samples of spiritual
lyrics, we feel internal harmony and lyrical
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The same feature is characteristic of the works
of R.Yakhin, A.Bakirov, I. Shamsutdinov,
M. Yarullin, F. Akhmetov, R. Kalimullina,
L. Batyr-Bulgari, B. Akhiyarova, M. Shamsutdi-
nova, B. Abdullina, Sh. Timerbulatova,
L. Khairetdinova and other famous composers who
wrote music based on civil lyrics, such as
“Tatarstan” (1968), “Bekhetem bashkalasy” (“The
Capital of My Happiness™) (1988), “Saumy, Ka-
zan!” (“Hello, Kazan!”) (1991), “Nige, eni, nige
kartayasyn?” (“Why, Mom, Why Are You Getting
Old?”’) (1987-1988), and also on lyrical lines
written in the 1980s, “Zinhar ochen, kerme
toshlereme” (“Please Don’t Come into My
Dreams...”), “Chaba poiezd, chaba” (“The Train Is
Running, Running”).

Despite the fact that in these works the active
rebellious lyrical hero of the initial period is re-
placed by a lyrical hero depicted in a whirlpool of
personal experiences, the one praising the beauty
of peaceful life, the theme of society, the country
and the people remain relevant in R. Valeev’s
work. Through such concepts as native land, native
spirit, the Land of ancestors, native soil, Mother-
land and genealogy, national issues gradually
emerge in his poems. This is how the poet begins
his conversation about the most important “funda-
mental” values for the people, for the nation. This
conversation led to the creation of many poems
about Sabantui, rituals, customs, the history of the
people, medieval creators, particular historical
events, etc. For example, at first glance it seems to
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us that an image of autumn is created “...Her koz
saiyn tallar telsez kalgan...” (“...Every autumn the
willows were speechless...””) (1970), but these lines
of the poem emphasize the national content of the
work. The root of a tree / the root of a tribe / na-
tional traditions, memory, national roots emerge as
the basis of the nation’s life, the center of its fur-
ther life affirmation, its strength:

Kesre xmmmop Kozge zhiller Even if the au-

TEeJeM aJjicanap
na,
TaMmblpeiMza

telem alsalar da,
Tamyrymda
menge kalyrmyn

tumn winds take
away my
tongue,

I will forever
remain in my
roots [8, p. 52].

MOHTE KaJIbIp-
MbIH [8, 52 6.].

Some poems, written between 1970 and 1990,
reflect historical figures (“Soiembike manarasy”
(“The Syuyumbike Tower”), “Agyidelde boz kite”
(“Ice Is Leaving Agidel™), etc.), historical memory
(“Kaban kule” (“Lake Kaban’), “Disbe” (“A Ro-
sary”), “Ille yesh tutyrgan abyilar” (“A Fifty-Year-
Old Man”), “Idel” (“The Volga”), “Utly kheter”
(“Fiery Memory”), etc.), history of the country
(“Boryngy Bolgarda” (“In Ancient Bolgar”),
“Yana  ‘Karurman’” (“New  ‘Karurman’”),
“Urman” (“Forest”), etc.), cultural life and heritage
(“Kuzde mon, kunelde torgynlyk” (“Melody in the
Eyes, Stagnation in the Soul”), etc.), they have
become the life-affirming power of the nation, the
symbol of national identity.

In the poet’s civil poetry, a citizen acts as a
lyrical hero who seeks to evaluate the laws of life
in society and expresses his attitude to many
events. In R. Valeev’s works, related to civil lyri-
cal poetry, we find hidden content and Aesopian
language. It was this approach that made it
possible to tell the reader many things that could
not escape Soviet ideology and censorship. In most
of these poems, secondary content is created
through symbols, while the poet’s creative work is
enriched by a number of traditional symbols. For
example, in the poem “Yaz” (“Spring”) (1969), the
image of spring acquires a completely new mean-
ing. It is perceived as the life awakening in the

sadpax
TapThUIraH [5,
54 6.].

The following verses clarify that this revival
touched the life and soul of every person:
Kaiirsutapasr Kaigylarny Let’s float our
CaITBIIK salyik SOITOWS in
TOPIISBEKKD, gorlewekke, streams,

Typraii uren Turgai itep Let’s sing joy
4eHuK choiik like larks.
HIATIBIKHBI! shatlykny! All the birds that
S13 xo00peH Yaz kheberen have heard about
umreren Oapya ishetep barcha the spring’s
KommIap koshlar coming

Besnen sxka Beznen yakka Have hurried in
Taba aIIbIKTHI taba ashykty our direction [5,
[5,546.]. p. 54].

This is the way R. Valeev evaluated his
generation; their aspirations for great ideals evoke
in the reader’s soul a bright melody mixed with
admiration. Their “manner of communication, their
hands on hips”, “getting rid of ice in their souls”
inspired confidence that these hopes would come
true.

In the poem “Yazgy buran” (“A Spring
Blizzard”), published in the early 1970s, the image
of a spring blizzard in its inner meaning is seen as
the politics of socio-political changes of the mid-
20™ century, the poet addresses the younger
generation who have come on the wave of these
changes . However, in the end, the lyrical hero gets
frozen, which raises doubts about making these
hopes come true, for the social situation causes
anxiety.

In one of his first poems, “Minem eti (Dustym
kondelegennen)” (“My Dad (From a friend’s dia-
ry)”) he wrote: “Minem eti haman yaz aiynda! /
Minem eti haman kyryk bishte!” (“My dad is still
in his spring! / My dad is still forty-five!”), these
lines remind the reader of those killed in the Great
Patriotic War, they are the feelings of the lyrical
hero for his father, who perished in the war at the
age of 45. The repetition of these lines in the
structure of the verse and the use of such symbolic
images as an iron hoop and a wheel of history
allow us to find other meanings:

country under the influence of spring, its
renaissance:

YTbI3BI 12 Utyzy da tulmyi | February passed
TYJIMBIN fevral kitken... before it turned
¢beBpans Uramnarga thirty...
KHUTKOH... shyplap mart March filled the
YpamHapra tulgan. streets.

LIBITJIAN MapT Agachlarnyn Tree boughs
TyJITaH. sally zheyesene | Have leaves, not
AraunapHbIH Uk tugel le... arrows.

cayutel )Kasiceno | yafrak tartylgan | [5, p. 54].

Yk tyren no...

Munewm otu Minem eti My father
TanTansim Taptalyp ulde... | Was smashed...
yiize... Timer kyrshau When he was
Tumep xeipmay | kidergende... putting the
KHJIEProHD. .. Tarikh rim...

Tapux tegermechene... | On the wheel of
TOr9pMOUEHD. .. Minem eti!... history...
Munem otu!.. My father!.. [5,
[5,196.]. p. 19].
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The image of an “iron rim put on the wheel of
history” refers to the historical tragedies that the
country’s history experienced in different eras. In
this regard, the feeling of pain in the poetic canvas
goes beyond personal boundaries and is used in
connection with many destinies caught in the
tragedy of history.

Some poems indicate that R. Valeev skillfully
mastered the method of Aesopian language. For
example, the poem “Awylda tui” (“The Village
Wedding”) (1970), which, at first glance, is associ-
ated with the feeling of joy, the wedding celebra-
tions, has the image of the Russian gate assigning a
completely different meaning to the poem:

Kuepern au ypsic
KankaiapHbl!
Kepcen kynax
Oe3HeH o1Td
no!l..

...Kaeppin au
ypBIC
KankanapHbl! —
Kepcen 6oiipom
Tarap eeHa [5,
706.].

Kiierep ach urys
kapkalarny!
Kersen kunak
beznen oige de!..
... Kaiyryp ach
urys kapkalarny!
Kersen beirem
tatat oiene

Open the
Russian Gate!
Let the guest
enter our house

Jailed”) is perceived as a lack of spiritual
veneration associated with the fate of the Tatar
poet, with the tragedy of his imprisonment, if we
take a closer look, it is understood as an attitude
towards the Soviet reality.

The poem “Uzgererge” (“Towards Change”)
(1990) is both the philosophy of a person at a
crossroads, and a state of an individual who is
looking for a means to survive in society during
the time of changes “zhanny talkyi haman zaman
uiy / toshte inde sagysh yozlereme... / yeshep
bylmyi inde elek yeshegenche / kirek bezge, kirek
uzgererge” (“thoughts about our time are tearing
apart my soul / melancholy envelops me... / we
cannot live the way we have lived before / we
need, we need to change!”) [5, p. 270]. The
confrontation between the Past Days and the New

Day only strengthens this contradiction:

too!..

...Open the
Russian Gate! —
Let the celebra-
tion come to the
Tatar hut [5, p.
70].

In some examples of civil poetry, social

philosophy gains strength; this quality allows the
poet to permeate social content with a national el-
ement. Thus, in the poem “Boryngy Bolgarda” (“In
Ancient Bolgar”), written at the turn of the 1970s—
1980s, the pain experienced by the lyrical hero, is
associated with the historical past:

HUroremuon
Tapra Kapa
TOHHODP...
blmananmeriiM
KaiJak
TY39pema.

SIHa KeHTr? siHa
Kellle KUPIK...
Kupok Gesra,
KHPOK Y3rapepra
[5,2706.].

Itegemnen tarta
kara tonner...
Yshanalmyim
kaichak
tuzereme.

Yana konge
yana keshe
kirek...

Kirek bezge,
kirek uzgererge

Black nights pull
at my hem...
Sometimes |
don’t believe
that I can endure
it.

A new day
needs a new
person...

We need, we
need to change
[5, p. 270].

However, in the last lines of the poem the third

Xopabamap, Kherabeler, Among the ruins
Taruap tashlar arasynda | and stones
apachIHIa Bashyn iep tora | Feather grass is
Bamera wen kylgannar... bowing their
TOpa Babailarnyn heads...
KBUITAHHAD... suzen soiler To tell the story
BabaitnapHbIg ochen of our

CY3CH coliap Tik kylgannar grandfathers
oueH gyna kalgannar | Only feather
Tux KeIITaHHAP grass has

TbIHA KaJTaHHaP remained [5, p.
[5,1216.]. 121].

At the same time, the traditional feather grass

image, which has developed in Tatar literature,
represents the meaning of a generation accustomed
to living in adaptation. In this case, the lyrical he-
ro’s pain is related to the future of the nation’s
sons, who do not have their own opinion or clear
vision of things. In the same years, the irony in the
poem “...Batyrlyklar turynda yazar idem...” (“...1
Would Write about Exploits...”) is used to tell a
story about the lack of spiritual respect. At first
glance, the stanza “Dzhalil yatkan tormelerne
kursem” (“If I Saw the Prisons Where Jalil Was
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layer of content is revealed; through the repetition
of “bez” (“we”) the poet gives the key to the
national content. This idea is hidden in the lines
“Aldan bara eidep fidailer... / Kirek bezge, kirek
uzgererge” (“The fedayeens take the lead... / We
need, we need to change”) and “Aldan bara eidep
fidailer... / Iyerterler miken uzlerene” (“The
fedayeens take the lead... / Will they lead us”) [5,
p. 270] and it sounds like the author’s call to the
Tatar people to live in a new way in the New Age.
In some verses, the inner content is revealed
not with the help of symbols, but through
parallelism. In such poems, image-details acquire
special significance, and they are used to achieve
frank expression. For example, the poem “Muzeida
yangyn” (“A Fire in the Museum”) (1987-1988)
suggests the idea that when the museum burned
down, with it the history of the nation burned down
too. In the poem “Chirat” (“A Queue”), written in
the 1990s, the process of chopping meat in the
market and the executioner's ax symbolize the
tragic fate of the Tatar intelligentsia - F. Burnash,
K. Tinchurin, Sh. Usmanov, Kh. Tufan and other
tragedies experienced by the country in the past.
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Thus, poetic possibilities and the use of symbolic
images allowed the poet to express thoughts that
were unusual for his time.

Main results

1. Razil Valeev made a great contribution to
the development of Tatar poetry in the second half
of the 20" —carly 21" centuries. Through the revival
and transformation of literary traditions, he en-
sured the continuity and revival of Tatar poetry.

2. Razil Valeev worked fruitfully in all three
types of literature: he created original works in the
field of prose, showed himself as a talented poet
with his own personality on the poetic platform
and enriched stage literature with his dramatic
works. But mostly, in the history of Tatar litera-
ture, he is recognized as a poet.

3. The main poetic features that determine
Razil Valeev’s poetry are the revival of rebellious
traditions, the change in the concept of the lyrical
hero, the continuation and development of folk
style, the enrichment of civil lyrical poetry with
internal irony and social philosophy.

4. Having come to literature during the period
when writers sought new paths for the art of
speech, R. Valeev found new opportunities for its
development. Expressing bold thoughts, he proved
the possibility of changing the concept of the
lyrical hero in Tatar poetry.

Conclusion
Thus, Razil Valeev, with his multifaceted
creative work, breathed new life into Tatar poetry.
In the poem “Keshe” (“Man”) (1968), written in
the early period of his literary career, he wrote the
following lines, definting his life and creative
credo:

Kynme Kupme No matter how
TBHIPBIIICAH Ja tyryshsan da hard you try,
OyJIMBIi MUHE bulmyi mine You can’t drown
XoAt Kheyet me in fate. [5, p.
JUHTE3EH1d dingezende 35]

6ateipem! [5, 35 | batyryp!

6.]

The poetry of R. Valeev, who managed to
convey through his experiences the fate of the
people, who worried about the present and the
future of his people, burning with the ideal of
reviving the spirit of humanity, testifies to his
loyalty to his vocation. Reviving national traditions
in the mid-20™ century, enriching them with new
strategies of verbal and visual creative work, he
left Tatar poetry a unique, rich and multifaceted
oeuvre.
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«TMCBE KBISIM CY3JIOPIOH... »:
PA3WJI BOJMEB IIUT'bPUSATEHEH MTODTUK XACHSITJIOPE

Hypdus Mapc kbi3b1 FOcynoBa,

Kazan ¢enepans yHUBEpCUTETHI,
Poccus, 420008, Kasan 1., Kpemis yp., 18 Hue Hopr,
faikovich@mail.ru.

Mokaino Pa3uin BonueBHBIH TOPMBIIT hoM MXKAT FOJIBIH SIKTHIPTA, HIMTBPH YPHOKIOPIS aHAJM3 allla

oo0MAT MOWIAHBIHAA YII YCTEPEN ajbIll KUTKOH TPaIUIMsUIOpHE hoM ajbIl KWIToH sHAYAIbIKJIapHBI
TOTAIUIAMITEPS Oaphlll, MareldpbHeH XX TachIpHBIH HKeHYe ApThichl — XXI racelp Oambl Tatap
TI033USICEH/IOTE YPBIHBIH OMJITeNN. OANN CY3 COHIaTeHEH 04 TOPCH[Q A9 HATIDKAJIE IUISCA 19, HOKb
MEH? IIUTBPUAT MOMJaHBIHAA Y3 He3e OynraH TalaHTIBl MIArBIAPh Oylapak TaHbLIA. OJIere MOKalId
LIyHBI paciar, MOTHBJIAMITHIPBIITAaH MOATHKA albIMHAPBI HUTE3€HAQ MIArbIIPBHEH TaTap MIMIBPHITE
©UEH «IIPOrPaMM» 9CIPIISPro OBEPENIroH KYII KEHY HIMTBIPBIOPEHD sTHAYa Kapall TallIblid, NKATHIHBIH
He3eH OMITEIOroH TOll TEHACHLMIOPHE aephill Kys. Y30K MOTHBIIAD, JIUPHUK I'epoi KOHIEMIHSICEHD,
IIUTBIPh NO3TUKAchIHA P. Bonues anbin kuinroH sHaubikiaap XX racblpHblH HKeHUYe ApThichl — XXI
racelp Oambl omo0M Oapbllibl KOHTEKCTBIHJA TOrJUIdIITEpPeNs. MOoKaloHeH sHaNbIrbl  hom
aKTyaJlbJlere UIYHbIH O€lIoH OMIresnoHs. Mokallo YMKIOPEHIAre 337I0HYJIOpHEH Tell MakcaThl — Pazun
BonuneBHbIH TOpMBII, aepyda mWxKaT OuorpadusiceH eWpaHY, yJ alblll KHITSH SHAJBIKJIAPHBI, aHbIH
MO33UsI YCEIIEHd KEPTKOH OJICLICH TOraUISIITepY. D3JIOHYNIOp HOTHKoceHAd P. Bomues mxaTbiHIa
TBIACHSIHYBUIBIK  TPAJULMSUIOPEHEH SHApBIIBL, OIyIIsl (QOHJIA JHPUK TIepol KOHIENIHUSICEHEH,
MOTHBIJIAPHBIH Y3rapelie, 3301 Tele aIbIMBIHBIH CHMBOJUIAp Owpenerme hoM sHomIoNek amra
YTKeHoHTeNye, KYHEJ JIMPUKACH YPHOKISPEHAS (OIBKIOP CTUIICHEH KaJKyJIAaHYbl TOTQJUISLITEPENS.
IareriippHen Takram pyXblHAarsl aBaHrapj, TPaAULUSIOPHE Y3 YOpPbIHA SIPAKIALITHIPBIN SIHAPTYHI,
Xep (uKepiie JHPUK TepPOHHBI KYTapye, MOATHUK SICCBUIBIKTA INAKThd Oaii hom y3eHUanekie
9KCTIEPUMEHTJIAP SICABBI, I3JIOHYJIOP AT OaPyhI KYIICAHIIBI 9COPIIOPId aHAIN3 allla JIHILIOHD.

Ten Temen4d19p: Pazun Bonmues, mupuk repoi, mo3sus, oOpas, xKaHp, MOTHB, 9190 aJIbIM, 33011
Tene, GOoNBKIOp CTUIE, THIHCHIHIBLIBIK

Kepem
Y3eHuonekie IIUTr'bpU TCJIC, KCIIC, NI, XaJIbIK-

MHJUIOT ~ SI3MBIIIBI, SOy MOTBHOCE  XaKBIHAA
yiinanynapra 0aid, XHC-TOMIBl  THPSHJIETEHD,
BaKbITBI ~ OCJOH  THIACHAHBIA  KalHAPJBIKKA,
KOMITO3UIIMOH hoM pUTMHK TO3€KJIEKKd  Hs

LIMIBbPUSITE, TOPJIE )KaHPJIapHbI KOJawIaraH KaThl
O0enon Pasun BommeB XX rachlpHBIH HKEHYE
spThickl — XXI racelp Oamrel TaTap omoOUATHI
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ycemeno 3yp esem keptd. lllareiips raceipiap
JOBaMbIHJIA YapjaHraH KJIAacCUK TPaAuLUsIIOpHE
JIoBaM HTEIN, alapHbl YCTepen-KaMIJUISIITEPer
KEHO KaJMBlid, Tarap I[IUTBPUSITEH CYy3-CypoT
yTKensuere, ¢ukep-pancoda sArbiHHaH ~OaeTa.
Wnners sxeiH kuTal, aypt meeca, 200 jgom xpipiap
aBTOPHI Oyinapak, yiI ogoOHMSITHBIH 64 TOPEHIO —
Mo33usl, MpO3a, APaMaTypruige akTHB HXKAT HTO,
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LIYHBIH OCJIoH SHOLIONS TaHBUITaH oMarath hom
JIOYIIOT dIUIeKsIece OYIIbI TaHbLIA.

Pazun Mcmoarsiiing yiner Banues 1947 enusin 4
reiiiaBapeinaa  TatapcrandelH — Tyb6om  Kama
pationsr (9nekke Illupomor paitonsl) Tammisix
aBBUTBIH[A Tya. bamuanrera OenemMHe TyraH
aBBUIBIHIA  ajraHHaH COH, YKYBIH  KypIle
[loHromye cUre3peIUTBIK MOKTOOEHAS [oBaM HT9,
aHBI TOMaMJIaraHHAaH COH, OeJIeMId OMTBHUITAH ereT
Ty6on Kama mohspenen OepeHue HOMEpNBI ypTa
MOKTO0EH? 101 ana.

MOoKToNTS YKbITaHAA YK Y MIUTHIPHIdp hom
XUKOSUIOp 53y O€NoH MaBbITa Oamlmiblid, OepHUYId
HIMTBIPE PaiioH razerachl OUTIOPEHd 10 OACHUIBIN
ypira. VbkaTka oMThuUTeIl 1965 enna Oynavyak
omumee  KazaH  JoyieT  yHHMBEpPCHUTETHIHBIH
KYpPHAIUCTHKA OYJereHs amnblll KWimo. TakTam
IIUTBIPBJIIOPEHHOH HWOKKAaH TbIMCBAHBIM PYX aHBIH
KYHEJIEH JauMU alrbIChITa, Kasaplp olIokIu. 1968
ennma OepHHYo cabakramisl Oenon P.BommeB Tarap
S3y4bIapbl  KOpBUITAae  BaKbITBIHAA,  «Mmem»
JKYpPHAIIBIH YBITapPYHBI, SIIBIOPTS MoWIaH OWpYHE
TaJoN UTEI, 3aJIra JINCTOBKAJIAP TalUIblid. Y3 4Opbl
eueH rasTh OaTelp hom KbIO ajpiM Oyna Oy.
Hlymer OyHTaph XONBIK Oepa3faH IIAKTHIH TbIHA
KaJloM 4apiblii OammiaraH eretHe, 9o0u OeremHe
TUpoHoWTy MakcatsiHHaH, CCCP  S3yusinap
OepiereHed M. [opbkuii HmceMeHzore Oo0UAT
WHCTHUTYTHIHA aJTBII KHUTD.

OJjere HWHCTUTYTHBl TOMaMJIaTaHHAaH COH,
Kazanra xaiitein, P. BommeB »ypHanncTHKa
OJIKOCEHAO OJIUIOBEH JI9BaM HUTO.  «SIIKbBIH»

KYpHAIIBIHIIA OMo0M XEe3MOTKap, OyIeK Memupe,
JKABaIUTbl COpKATHN OacKbIwWIApBIH YTd. ©OJere
qyopJa yJl MakcaTdaH TOCTd Oajanap e4eH dCopIiap
sI3y SIIEHd YyMa, MKe MHUrbpU KHATanm hoM mposa
ocopiope, CoHraTh oheutopeHs OarblIIaHTaH
ouepkyapbl JeHbsd Kypo. Illymsr emrapma P.
BonneB Topikema smie OeNoH 19 MaBbITHINT KHTD,
JOHBbSl XaNbIKIapel okusiTiaopeH, A. ne CeHT-
Ox3ronepunblH «Homm mnpuany, K. JloWmHBIH
«backepBunbiap 3te», P. Kuniuurasiy «Mayrim»
OCOpIJISPEH TaTapyara TOpKEeMo HT9.

1981 enna P.Banues Yamsl mohope S3yusuiap
OCIIMAachl JKUTOKYECE HTen OuareoH?, o 1984
enna TarapcTaH s3y4bliapsl Che3IbIHA S3ydbuiap
Oepyiere wuaapaceHeH poUC YypblHOAcapel HTEN
caitnana. 1986 enna nage TatapctanHbiH Mumu
KHUTAaITXaHoCe TUPEKTOPHI BasudackiHa anbiHa hom
Oy Basudana 2000 enra Kagop YHBILIUIBI 3LUIH,
KUTAIIXaHOHEH OJIII OHOJENUIOPEH KUHOUTo. 1989
enma <«Kprlen» GoHABIH oemTHIpyIa  aKTHB
KarHama hoM aHBIH  IOHOJNENICH, MOCIAreH
owrrenoyuyenopuer 6epce Oyma. Hokbs MeHo onere
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(GOHIHBIH  SUIYOHJIETe  HOTHIKACEHId  Tarap
JIOHBACHIHAA Owmirene 33 KaJAbIpraH Kyl KEH
LIOXECTOPHEH 3UI-raMaIope hoMm xe3Momiope KuH
KaTiaM XaJblKKa KaWTappiia, Tarap XalKblHa
KbUIT'aH UreJIeKiIe 3IUISPE AOHbATA aublIa.

Ilymer  ennapnan  P.BonueBHbIH ~— akTuB
WKTUMArbld DSIMUoHIEre OanuiaHbll KuTd. 1990
engan yn TaTapcTaHHBIH XaJbIK ACMyTaTbl UTEI
cavimana, Tarapcrtan  Jloymor  CoOBETHIHBIH
MOIIOHUAT, (hoH, Morapud hoM MHITH MOCHAIOIOP
KOMHTETBI poKice, MPE3UIUYM orb3achl, TarapcTan
PecrryGmukacet Munnu KUTAINXaHICECHEH
Xumasuenop — mypacel  pauce, bereHneHbs
s3yubuiap accoumanusiceHer Tartap IIEH-y3ore
Bune-npe3uaeHTsl (1995) hom nmpesunentst (2008)
Oyma. Kym xeHo wmxTuMmareiii hoM MomoHU
¢doHIIap, KOMHCCHSUIOp, O€IIMallap  drb3achl
Oyuein Topa, TaTapcTan PecryOnuKachIHBIH COSCH-
WKTUMAarslii hoM MKbTHCAIU-MOIAOHU TOPMBILIBIHA
KarbUIBILIUIBI MACBHOJIOJIOPHE XO7 UTYIO TYpbLAAH-
TypBl KaTHAIIBII, MAJIJIOT o4YeH (paiiaaipl MaKThIid
SMIIep Oamrkapa.

P. BonueBHBIH oJere 5SLI-raMauIope J9YJIaT
TapadbIHHAH J1a, XaJIbIK TapadbIHHAH Aa y3 09s1ceH
ama, yn — TarapcrannsiH (1990) hom Poccusinen
(1997) aTkazaHTaH MOIOHHST XE3MOTKOpE, Taphux
¢donnope kanauaatel (2005), «Kazamne 1000
emeirel» (2006), «@unaksap xesmoT eden» (2016)
Menanenope, Tarapcran Jloymor CoBETBIHBIH
«IlapnamMeHTapu3MHBI YCTEPYTS KEPTKOH eJIelle
eueH» (2015) mouér Ounrece, «llmanerana
OUBWIM3ALMSAHE, SIISeIHE hoM  MOIOHMATHE
cakimayra hom ycTepyrs KepTKOH Xe3MaTiIape
eueH» xanblkapa Kemeul Mexpaie, Poccus
SAsyubiap OeprereHed «Bacwmuii  [llykmuasy
Mmenaine, «Ka3aHHBIH YCEIIEHO KEPTKOH XE3MITe
eueH» Menaie usice. «lcke corath nepec Hepm»
(2004) ucemne pomaH hoM MOBECTHIAPHBI DUEH
anraH KbIeHTHITH hom «Sakape» (2005) xeipiap

KHATaOBI OUeH 2007 enna Tatapcran
PecryOnmukaceiapiy, [abmynna Tykait mcemeHmore
Joymor Oymoreno maexk Oyma. 2011 enma
P.BomueBka  «Tatapcran  PecnyOnmukachbHBIH

XaJIBIK MIATBIApe» nceme Oupens.

[larsiiipbHeH TaTap TEJIEHD JUCTSJOH apThIK
HIUTBIPBIISP JKBICHTHIKIAPHI 0ackutsi [ 1; 2; 3; 4; 5;
6; 7; 8; 9; 10], wxarbl hoM MIUTBPUAT OITKICEH/IOTE
smryonsiere TypeiHaa JI. Omanus [11], M. 'anues
[12], M. T'ocmanoB [13], H. Xucamos [14; 15], .
3ahugymnmuuaa [16], P. 3oiigymma [17], T.
Munnymnus [18], P. T'atam [19], ©. Atumosa [20]
KeOeK TrajuM, TOHKBINTbYC-ITyOIUIMCTIAPHBIH,
OOWIUIOPHEH  aepbiM  MOKaJolope,  HCTAJNEK-
s;3Manapbl 1eHbs Kypd. lllynaih na Pasun Bonues
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LIUTBPHUSITEH 3aMaH KY3JIET€HHOH, SIHa
METOAOJIOTUK HMIe31d Oosydy, aHblH  TaTap
LIMTBPHUSTE YCELIEHS KEPTKOH 6JICIICH, I033Hs
MOMIaHBIHATHI YPBIHBIH OUJITENay aKTyanb OYIbI
Kaja.

Xe3MITHeH MeTOA0JIOTHK HUre3e

Xe3MOoTHEH METOJOJOTMK HHUreze Oyibll,
TEPMEHEBTUK 33JI0HYJIOp [21], MeTommk HUTE3e
Oymerm  BJI.  BopyxoB  TOKBOIUM  UTKOH
«MOTHUBJIALITHIPBIITAaH TO3THKa» Topa. [amum
aHJIaTyHb! ()OHHU DIIYSHJIEKHEH axXbIPrbl MaKCaThI
Oymapak Ownrenn hom om0 TEKCTHBI aHATH3IAY
©UCH TOIl METOJl MTEN KaHyH (3aKOH) HHUTE3CHID
aHJIATYHBl ~ aepbill  Yblrapa, aHbl  TEKCTHBHI
MoTuBanmsmoy mun ateid [22]. B.JL Bopyxos
MOTHBALUATIOYHEH MOJIOHH, KOHBCHIUATIb,
MEHTaJb TOpJIdpeH aepwin ublrapa [22, 13 6.].
Pazun BonueB murepusiteH eMpoHy I0JbIHIA aHBIH
KOHBEHLIMAJIb THUOBI Y39KKQ KyeJabpl. OJere Tep
TUKILEPEHYJIOp o100u Tekciap hop yopma y3
KaHyHHapbIHa OyMCHIHBII KU ajlapHbl KUPE Karsblll,
Molmanra uyesra gun  Oemgeps. KonBeHImanb
MoTuBalusAnoy Pasui BonueB murspusiteHeH Ten
MOSTHK  XacWATIOpEH  aepblll  YbIraphipra,
WKATBIHAArBl TOI YCEIl IOHAJCIUIIPEH, Tere SKH
Oy omo0M TpaaWIVSUIOpPHEH SHAPBIINIBIH  SIKH
TpaHCc(OPMAIIUSCEH aubIKIIapra SIPJOM UTI.

Dukep aapllry

P. Bonues onbl murepusT moimansiHa 1960
eIIApHBIH WKEHYE SPTHICHIHAA KHJID, oIo0u
TOXKpUOaope Mockaye OAo0uAT MHCTUTYTHIHIA
YKy eJulapbIH/ia YK KypeHo Oauuiblid. bupens yky
aHBIH 97190 TaJAHTBIH YCTEPd, TOpie AKIJIAI KaT
MOMKHWHIIEKIIOPEH ada, IIylibl BakbiTTa P. Bonues
TaHBUITaH KpIpiap aBTopel Jle  OmianuH
TOICUPEH/ID JKBIP TEKCTIAPHI 5132 OAIIUIBIH.

Maockayno y3raH eiuiap Marklipb e4eH TarblH
Oep srel OenmoH Kajepie Oyna — Oupens aHBIH
«3oHrop  KaOBIpUBIKIAp»  Hcemiie  OepeHde
HIUTBIPBJIAP JKBICHTHITI 6HBS Kypa. 1Iurbipbiaop
s13y OenoH OeppoTToH, 1968 enma P. Bomumes «Ot
KOSIIIIBI» HceMile OepeHde IoBecTeH s3a hom
TaHBIITy ©YEH Kylnbsi3MachlH As3 ['britmoxeBka
KUOSPS, TANOMYSH SI3y4ybl MOBECThKA IOTApBI 005
OMpCco 119, COBET ONOOMSTHI KbICAJIAPBIH/AA IKAT
WTENIMAy co0drie, onere acap TYJbICBIHYA 22
eNJIaH COH ThIHA TaTap YKYYBICHI KYyJIbIHa OapbIml
upemo ana. OmMma P. BonneB kyHeneH Temepmu,
Anekcaanp MatpocoBHEIH OaTBIPJIBITBIH
kabartaraf Pudxars MupraznuzoBka
Oarpimuranran «Smmce kuno» (1978-79) ucemue
MOBECTEH S3BIN TOMaMJiblid. OxumHeH 1982 emma
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TACCPubH M. XKonun ucemMeHnore mpeMHsCeHd
JaeK OynraH ayere acape OMK TH3 TaHBLTY ana, Kyl
KEeHd JKypHaIIapja, albMaHaxjiapAa IeHbS Kypo,

pyc TeleHs A9 TopKeMo urenen, Maockay
HOIIPHUATIAPBIHJA OachLIa.
M. I'opbkwmii HCEMCHIOTE OIO0UAT

WHCTUTYTBIHAA YKbITaH emnapbiHaa P. Bomues
KAT KaJIOMEH JIpaMaTyprusl eJKOCEH]Id /19 ChIHAI
Kapblil: aHblH «Slen Kys3jge TakCh» HCeMIie
KEYKEHd KYJOMIIE 9COpe HWHCTHUTYT KYJIOMEHId
YTKOpEIT9H KOHKYpCTa OepeHde YpHIHHBI ana.
Conpak P. BonmmeBHBIH «Oimo Oaphlifk, KbI3JIap
Kaperik!» (1989), «M mammHa, MammpHa, KUTTE
munHeM OambiMay (1990), «Kypkbiabra yen» (1989)
h.6. meecanmaper si3puTIn, KyOece K. Tunuypun
HCEeMEH/IoTe JpaMa hoM kKoMmenus TeaTpsl, IIyiai
VK pecnyONHMKaHbIH Oalmika TeaTpiapbl COXHO-
JIOPEHd MEHD.

Y3eHeH KaJoMeH oNQOMATHBIH 64 TOPEHId M9
aKTHB CHIHAIl Kapaca Ja, 9fao0usaT moiimaneiHga P.
Bonues uH Gepenue unparta IIIATBIVIPD Gymapak
TaHBUTy ana. OJAWIHEH OepeHdYe dYOop IKATHI
aBaHTapJ TMO033WsA KbICallapblHAA IDKAT HWTEJeTl,
Keule TbIICHSIHBIA PYX, MaKCHUMAJUCT JIMPUK
TepOHHBIH ajra 4YbI'ybl OEJIOH XapakTepiaHa.
Ornere murbIpbiope 6emoH P. Bonmes, nH O6eperue
yHpaTTa, TaTap MWUTBPUATEHId JUPUK T'epoil KOH-
HENIMSICeH Y3ropTd, KUCKEH, TakTaml pyXbIHIArbl
OyHTapb TUPUK TEPOIHBI MIUT'BPUAT KHHICKIOPEHD
KaiiTapa hoM xallblK apachlHIla KWH TaHBUTY aua.
AHBIH JMPUK T€pOe TOI KbINMMOT WUTEN rajeslieK-
HE, PYXH MAaTypIBIKHBI KYTopa hoMm KelelnekHeH
SNI-TAMAJUISPEH 19 UIYIIBI OM3MOHHOPIS CajIbIIl
YJTYH, AOHBSHBI Y3rapTy Tenare OenoH sHa. MoH-
JIbIi  IIMTBIPBIISPIS KellleHe 3ypiiay  (dancadace
anra yeira. [llarenipeHer 3yp mxkartka ask OackaH
qopbelHAA yK TakramraH «..OHe, MUHEM KedJe
PYXBIMHAH / >KHpP Bd KYKJI9p KaiThIpap» KeOek
I0JUIApHBI SIUrpad UTen ajbll S3bUIraH «...Embrii-
€JIbIH, CYTBIIIA-CYTBILA XKUPAQ....» IIUTBIPE TaTap
LIUTBPHSATCHEH «BU3UT KaPTOYKACHIYHA SIIISHA:!

Wo neHbsSHBI Y3ropToM MHH OYTEH,

o 6ynmaca, y3eM y3ropom... [3, 14 6.]

ureippHer «Ynem OeloH sKajamkaHaa aa /
AKHBI Kapa JUeN coillloMoM» AMIOYE JHPHUK T'epoe
JIOHBSHBI Y3rapTd hoM XakbIiKaThHE ypHAIITHIpa
alayarslHa OJbl  BIIIAHBIY OENAeproH II9Xec,
XaKCBI3NbIKKA KapIibl KOpoUl aiiad TOPMBIIIHBI
Yy3ropTepra ajblHTaH Kemle OyJblll Ky3aiiaHa. Y3
YOpbl ©YEH MOHJABIM KHUCKEH JIMPUK Tepou
OeteHioli y3ro hom sHa Oyma. «hop Hopcera
MHUHEM Y3 atamMaM / AWHBI KOSII JUSM, TEICOM»
IUT, JTUPUK TEepoil NeHBSHBI Y3TapTY IOJNBIHAA
OCpHMHAM KHPTONOp  aNAblHAa Ja  TyKTal
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KaJiMasyarel TYPBIHAA COWIM hoM XaKCBI3IIBIKKA
KapIIIbl KOPOIIITd KAIoM KOUeHS TastHyBIH Oenaepa:
Enblii-enslii, cyrbla-cyreima >KUpad
AXBLT KyIIMe KaBall 33JI9T9H. ..
Vo 1eHbSHBI Y3ropToM MHH OYTeH,
Mo Gynmaca, y3em y3ropom [5, 14 6.].

AXbpUTBL  JKaBanm  TabanMaraH, —SIII9EIITOTE
XaKCBI3JbIKJIAPHBI, aHJIAIIBIIIMAY YbLIBIKIAPHBI,
UKEHOe3JNeNIeKHe  KYpeN, YHbI-Cylbl OyTanras

TBIMCBAHYBl JIUPUK T'E€POM SIPCHIM, IHIAlla, SOl
KBIMMOTIIOpeH Kupe kara hom «o jeHbSHBI
y3roprom MuH Gyren / Mo GynMaca y3eM y3ropom»
reiiibapacen  kabariay ama Y3  XaKblKaTeH
YpHAIIThIpa:

XaKCBhI3IBIKHBI KYPETI SIPChIIM, ILaliam,

MaTypibIKHBI KYpel TE3I9HIM.

1o eHbsHbI Y3ropToM MHH GYTeH,

Mo Gynmaca, y3em y3ropam [5, 14 6.].

«Kemmey» (1968) mmreIpe 19 MIyNIbI SICCHUTBIKTA
kaOyn urend. bupens nupuk repoil y3eHUaNEKIe
SIHTBIpAIl aliraH MeTadopa-3MuTeTIap, CUMBOIUK
JuTaNIeKie oOpa3-meranbiop ama KemeHe ramom
FOTapbUIbITbIHA KYTOPa:

By neHbsHBIH MUH Oep KHCOKUere,

MUH KeUKeHd reHd MaTCpuK.

Taymnap ma Gap MUHIIQ, YIIKBIHHAP 114,

Bateipieik Gap MIHIO, MATYPIIBIK.

By neHbSHBIH MUH Oep MaTEpHTHI,

YPMaH MHMHAQ 494 AMII aTalia...

MuHeM KosII — 09XET, aeM — IIATIIBIK,

SIHrBIp OyJIBIT MUHHOH THP Tama.

KaifreumapsIm sKup TeTpoBe Tocie,

CarpImaapsiM — I'ysl aK TOMaH,

YummonopeM — 4ucTa Ky3 SLIbIOPEM,

O cy3iepeM OypaH, >kui ceiMa [5, 31 6.].

Adnra taba mureips Kemene rorapsl KyTopyHEH
cobormopen wapnbiid  Oanuenid. lareriips aHbIg
XKup mrapeiHHaH ecrteHnereH Xorep, AKbUT hom
Pyx Oeekiere Oeiion Oobimon kys. Illymibr ey
anteiH Oarana Keme smroemeHgore Tem TEpak,
OaTBIPIBIKIIAPHBIH HATE3€ UTEN paciiaHa:

Kemnre atipl HoHn MAaT€pUK MUH...

Martyprasik 6ap MUHAQ, OATBIPIIBIK.

Kynme TeipsImicay na Oyamblil MEHE

XosT quHre3eHnd oateipein! [5, 32 6.]

«Mwusrem» (1971) muMreIpeH® 10 KelIeHeH
3ypJbITH, Oeekiiere aHblH (QUKpU hoMm pyxu keue,
HOPaK MaTYypPJIBITHI, AIQCIITITe KYPEHEIITOpHE TOS
hom Oosun anbIpibIK cu3repiere OeloH Ooiion
Kyena. ©Onere  rorapbUiblikka P, Bonwmes
[larsiiipbHE KyTIpa:

BH3MQHJ’[Q}I€M KY3 AIIBJIOPEH, TaH YbIKJIAPbIH —

6apbiH, GapbIH, OAPbIH.

Tuk TOHHOPEH SHYIAPBIH,

Bep musrenrs

y4 ToOCHS Kyen TOPJIbIM.

Oiie, olie,
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MUH Oep MH3rel

HIarsliipb OynbIn anjaeM [5, 46 6.].

llareriipeaer 1960 emnap axXpIpeIHIA JTOHBS
KyproH «/lucOe»  MMUTBIpEHOS A9  AIIOe
KaHYHHapbhIH KHpe KakkaH hom M>kaTHbI rorapbl
KYTOPIaoH JIMPUK Tepoi anra ubira. «MuHem, a0wu,
xa3ep y3 Aimam» Ium OeNIeproH JMPUK Tepou,
obmceHeH aucOeceH KyJblHA allblll, OTHCEHEH,
y3eHeH gaumHce3 hoMm JieHce3 YTKOH —ellapbiH
Oapiplii, WIynl poBemUIe Y3 YOPBIHBIH SIS
KBIMMMOTIIOpEH Kupe Kara. [ 'BIMChSIHYBLIBIK
o33usce TPaIUIUSUIOPEH JIoBaM UTeI,
[HurbpusitHe wiahu rOrapbUIbIKKa KYTopa hom
aHBIH OeeKiIereH ONo0M CY3HEH KellleleKHE TYpPhI
10JIra KYHAEPYEHS MOHOCO0ITIIE aHIaTa:

Jucben ucoH... Kypcoy unme, oou,

JleHbs Xxo3ep HUYEK Y3TopToH...

O MUH hamaH TyrpBUIBIKIIEI CHHA:

JucOe xprsam, a0u, cy3ImopaoH [5, 65 6.].

Iymer yk emmapna ¢paHIly3 MOIEpHHUCTHI
[apne Bomtepra G6areimuian s3puirad «larsiiips»
IIUTBIPEHJID JI9 PYXH XOPJICK MXKaT Kellece OesioH
Ooifmont Kyena. ®paHIly3 WIarBIAPEHEH TOPMBIIIT
ONbIH  Tepresen, P. BomueB aHbIH  TOpMBIII
(axuraceH AypT TIbIOapo alma ayblll OUpPI: aHBI
aHJIaMaJblIap, COMIOTOHEH ThIHJIaMaJbliap, si3raH
JKBIPBIH JKBIpJIaMajiblIap, allbIKMayJapblH copaca
na, emnap conjyiamazabiiap. lareiiips Tenokaope-
HEH Y3€ YJITOHHOH COH T'bIHA TOPMBIIIKA allyhbl UC
(hakuranereKHe TarblH J1a KOYolTo hoMm mareiiphb
(axxuraceH Kemienek (paxuraceHs suIoHIEPa:

Mens 6yrex

Baprice yTTe, 6aphIch OeTTe.

Kermrenop aHbI opHEI THIHJIQABLIAD. ..

Annaapuiap... Conyaasuiap...

Kabepens Ganurap opsir,

JKe1perH TEIHIAABIIAD [5, 67 6.].

Ynem hoM ykeHed MOTHBIApbIHA 0oiflle TOCTd
IIUTBIPh CTPYKTYPACHIHIA JK3UCTCHIIMAIL XaJIoT
TYABIPBIIA: KEIIe TOMEPE YHKIIOHTOH, YII BAKBITIIHI,
KeIlIEHEeH Kajiepe Y3€ UCOH YakTa OeneHepra Tuer!
By xamotHe aBTOp  AINOEIIHEH  UMH  OJIbI
rajgesncesiere Oymapak 0osIH.

ABaHrap]| IOHoJemTIre Oamika MIATBIPBISPID
no Keme XXup mapeiH y3e TENOroHYo SIIOT
aJBIPJBIK WJahy IOrapbUIBIKTa CypOTJIOHS hom
aBTOp (UKEepe TaKal y3eHYaJiekae oOpasiaap hom
CTWJIb apKbUIBI XKHUTKepend. Hokbs MeHo obpasznap
0eJloH OcCTa 3III UTY CAJIOTE IIATBIAPBI Y3 YOPbI
OUEH TasiTh KbIIO SHIBIPAILIbI QUKEPIIdP KUTKEPY
MOMKHWHIIETeH Oups 19. Mocanon, «Mwusrem»
(1971) wurelperge nUpUK Tepodl Oonail aum
oenaepa:

Kup mapsiHa yTBIPBII TOMOKE TOPAEM,

JKup nrapeiaa 6ackeIn CyHIEpICM.
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XKup mapsiHna apnsl-Oupne arian iepaem [5,
716.].

MOoHABIH JTUPHUK TEPOWHBIH COBET OIOOMSATHI
YUKITOPEH/Id MOHIaHTa YBITYBIH HCOIKS alraH/ia,
Oy IHMIbpU YPHOKIOD OJMITHCH IIAKTHIA KBIFO
(ukepIie, MPUHIMIIUATG Kapallibl OyJybIH TarblH
Oep KaT ucOaTIIBIH.

Ilareritpeaer 1970 emnapmaH COH s3BUITAH
IIUTBIPBIOPEHAS  SAPCY  KUMH  Temd  hom
MIUTBPUATEHAS UKE TaAPMaK aepBUIBII YbITa: aePBIM
MUTHIPRIOPE CalMaK JIMPUKA TPaTUIIsUIOPEH
JoBaM HWTeM, (ONBKIOP CTHIEH YCTepEen ajblll

KHUT9, HWKCEHYC TOPKEM [MIUTBIPBISPEC, acpyda
rpaXxJa1aHJIbIK JIMPUKAChI KbICaJIapbIH/JA
A3bUITaHHApPBbI, 330II-KWHAA  TCJIICH Y3  HUTCII,

WKEHYEN DUTOJIEK AJIBIMBI SIPJIOMEHID HKOMIBISITHKD
0951 OMPY FOJIBIH Y3 UTI.

[arpiiippHEH OEp TOPKEM 9COPIISPEHIIS XAITBIK
KbIpbIHA, ahoHeHo, O0Opa3NbUIBITEIHA — SKBIHAIO
Ky3orens [16, 292 ©6.], MOHOBIA YPHOKISPAD
«CalMaK JIMPHUKa» arbIMbl TPAaJULMSIdPE aiura
ypiTa. bunrene OynraHua, «caiMak JHMPHUKIAP»
WKAThIHA JTUPU3M, Taau hoM TpagulMOH HIMI'BPH
COWIOMIS ©CTeHJIeK OHpY Xac; TpaIulMoH
HIUTBPUST BOKWJLIOPEH CY3 COHTAaTEHEH YTKOH,
OUIPOK TO XANIBIK KBIPHL, TyKail TpaauIMsIIOpEeHd
TasiHy, 9XJIAKbI{ SIHAPYTa OMTBUIBIII SKBIHIALITHIpA
hom Oy ceriidaTinap Tarap MHUTBPUSTEHEH MUJLIA
HUTE3JIOPTd  «KAWTYBIH» TOOMHH UTS. OJere
SHapbIIl Ta Kelle KOHLEMUIUSCEHIAre Y3ropel-
nopaeH Oamana. Xep (¢uKepie, MaKCUMAINCT,
POMaHTHK-KOpoIlde JIMPUK Tepoiira amMmaiika
MUJITH SIII9ENT KBIMMMATIIOpEH 33J1ayue, Oall KyHeln
JIOHBSICHIHA WSl JIMPHUK Fepod KA. Y1 9CpiIopAsre
JIOHBbSI CYPSTEH Y3IopTo, LIYIIBI SICCBUIBIKTA HKE
XaCUAT adblK OWITENoHd: OepaoH, WKTHUMATbIH,
LIOXCH  KapIUBUIBIKIAP  COACH  SICCBUIBIKKA
KarbUIMbIH, UKEHYEJIoH, KOHCEPBAaTU3M madochl —
YTKOHHOH KWITOH TOPTHUI-TAJTIOpHE —CaKJIall,
OyblHHapra >KuUTKepy Ttenore keuos. [llymisr
IOYJKBIH/AA aBbLJI, MOX9009T, XE€3MOT TeMallapsbl
akTmBiama, amap Goncodu yinaHymap OCoH
6aerputa. Katnaynsr aBanrapa oOpasmap ypbIHBIHA
MWUIH [IUTBPUATTS 3JIEKKEASH SIISTOH cad) CyJIb
YHUIIMY, YPMaH, OOJBIH, TyraH SIKHBIH HKCE3-
yrKce3 Oacy-KbIpyiapbl, aKk KaeHHAap, WMOHHOP,
HIOMBIpT-OaaHHap,  TaJI-TUPOKISP,  TapMyH,
caayrawiap hom Obu1ObLI, akkom h.06. poMaHTHK
0bpaz-neTanbiop aKTHBJIAIIA. [Tareiiipbiop
XaJIbIKYaH (UKEPIIOYTs, KJIACCHK IIUTHIPh elrece-
HO, Kellle Te3Mora oilloHen Kaita. bep skTaH,
cajIMaK I033UsAHE (DONIBKIIOPIArbl XajbIK aKbLibl,
(dhomcodoce, dukepoy y3eHUoNeTe KbI3BIKCHIH-
IbIpca, NKEHYEIoH, aBbI3 MXKAThIHA Xac POMAaHTHK
00pPa3bUIBIK, XaJIbIK JKBIPJIAPBIHBIH YI4OM-BI3€EHE,
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CTPYKTYypachl JKoJIel UT9, LIyJap HUresenad 1920-
1930 emmap nmupukaceiHAa GopManamkad «poIbK-
Jop cTHie» siHapa. XalblK aBbl3 DKATBIHHAH
KWIToH oOpas3napHbl, MOTHBIAapHBI (Qaiiganany,
CUMBOJLIAP KYyJUIAaHy TaTap IMUTbPUATCHEH 3UTIJICK
hoMm dhopma sTEIHHAH KHHOIOCHS KUTEpa [23, 97 6.].
Ca¢ Tatapua «KbIpian TopraH» (OJIBKIOp CTHIC

P. BomueB mKaTbIHAA MWIIA MOHJIBEI  hoM
SHTBIPAIDIBl  JTUPUK OCAPIIOPHEH AaKTHBIAIIYBIH
TOOMHH HUT9.

MOHIBIN IOHOJIEIITOre 9COPIJIOPAS, Karbliiao
Oymapak, Moxo009T TeMachl KallKyJlaHa, TOMYMaH,
P. Bommer mxaThiHIa MOXo000T TeMachl aephiM
YPBIH TOTA. «...XaTJIapbIHHBI yTKA SKTHIM CHHEH...»
(1971), «...CuHe 337101, MUH Tayjapra MEHJIEM...»
(1977), «Caybymmamry» (1977), «...Kesremapme,
TopasnopHe  BarThiM..»  (1971), «Smbnerem
kaHaTeiHIA» (1986), «boxerem aukbrue»y (1987)
h.6. KYIUIoroH MUTHIPBIOpE NIy XaKTa COWIH.
MoHABIA MUTBIPEIAAPIAS, TaAdTTIreds, Meuzax
KypeHenuiope, TaburaTh oOpasmapbl hom iiepok
o0pa3sl akTuB. Macanon, 1980 emmap yprachiHIa
s3puraH «Mepok  momo»  IIMTHIPEHd  HOpoK
TaJIOMHOH /19 IOrapbl KYTopelel, Kellle PYyXbIHBIH
OeckiereH TO3MHMH WTydYe Oyjapak aublia, Oy
OeeKiIeK HMCO MIXd009T OenoH Ooinon aHjaThlIa.
«lepok amIapMbl, HOPOK IKBIPIAPMBI, HOPAK
TY39pMe» ThI0apasiope apKbUIbl JIMPHK T'epod Y3
MoX900oTeHEeH Kede TypblHOA ceimu. Suco
«Campriik 6ymraw» (1970) mursipeHne Tadurath
o0Opasnapsl UIIIbI MAKCATKA XE3MT UTA:

Bep Tamusl cy — Tecces.

Bep Oymma haBa — Tecces.

OKkeaH — 30Hrap.

Kyxk 19 39Hr9p.

Kaitaargpip Oy Ky3/op Tecces uzue...

Xazep — 30Hrop! [5, 20 6.]

Bep rens crpodagan Topran  upekie
HIMTBIPBIS aBTOP MoXa00oTKa Ooliiie doancadacen
JKUTKEPa: MOXo009T — Kellle SIIQCHICHIre UH OJIbI
KoY, yJI KEUIEHEH KY3JOpeH, KYHEJEH, HeporeH
«TOCKd MaHTaH» KebeK YK, aHbIH SIIoelleH,
ramMoJIopeH 19  ONbl  MOTBHOrY  «MaHay.
«Moxa606ot» (1969-1970) mMreIpeHas 19 LIyLIBI
dancada ycrepena:

Monna Kosiu

OKeaH TOOCHHOH KYTopero.

MoHpa cyk0aii hom Oyiinak Aif —

KYJI CY3bIMBI JKUTQ.

Mona 1aBbLI

JIYJIKBIH OHeKIiere OeoH YIuoHa. ..

Monna ten hom keH 0ap,

Kb hom xaii 1oK.

Monpga

LIUTBIPb,

LIUTBIPb,
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INUTBIPb —

arsiiipenap 10k [5, 76 6.].

bep sKkTaH, MUTBIPh CTPYKTypachIHAA KOSII
hom okean, aif, 6ombsIT hom cykmak, keH ham TeH,
Kol hoM kb keOek OWHAp OMIO3HLIMUSIIIP
apKBUIBI MOX00OSTHEH TalllbIAK Kellle oUeH y3¢e Oep
rayioM, y3e Oep AeHbs OyIybl acChI3bIKIaHa. AXBIP
YUKTO MOX00O0OTHEH MIHMTHIPh OyITybl MCKOPTEJeTL,
LIYHBIH alla UKe HOpaK MKAT UTKOH Wiahu JAeHbs
OymyeiHa ga OaceiM sicama. «MeTtamopdozamap»
(1969) murBIpeHe A9 OXMIAMl CYpaT TYABIPHLIA.
Unen, Oepe, caOwiii erer oOpa3mapbl apKbUIBI
IarBIAph  MOXQ009THE, TOMYMOH, SIIOCUIHEH,
TaloMZoTe TOPMBIIIHBIH HHTE3e, Y3ore HTell
KyTopa. «Topmbimr»y  (1969) mwurelpeHas 1o
MOX9000T  sIIOCImIHE — J9BaM  HUTY4e  Ked
FOTaPBUIBITBIH/IA OJ5ITOHS.

Moxo006oT Temachl OeNoH SIHOMIOAS MOHIBIN
CTHJIBJIOTE UIMTBIPHIOPAS aBbll  hom  oHMIISD
TEMAaCHIHBIH aKTHBIAINIYBl KY39TeNd. OMWIT acChLI
BIIIAHBIYHBI, PYXH KBIHONAHBI TaTap XaJIKBIHBIH
roped-ragoTIIopeHd, OJKoH OYBIHHBIH, OHHUCEHEH
SIIQY paBelieH 19 Taba. Mucan edeH, «tOmmapbimy»
(1987), «Hpmen cysr» (1987), «Tyran sarsim»
(1976), «Kommap kaiita» (1976-1977), «Xarmap
keToM aBbuimam» (1991), «be3nen xpip», «Al
OatkaHma, TaH arkaHma» (1990) kebek aBBLT
TEMachlHA S3BUITAH KYIUIOTOH MIUTHIPHIOPEH/ID
TOMYMKEIIEJIeK KBIMMMOTIIOpE, SISy MOrbHACE
TyphIHIA yWNaHylap Y39Kko Kyema. TyraH sx
00pa3piH JHPUK-PaIcadu TecMepiopae OaeTslIr,
HIarbIApPh aHBl Y3€HO WH SIKBIH, U3Te YPBIH Oylapak
TOTAJUISIITEPI:

I/IHCH.IGM, aK YMIIMIM, TayJapbIiM,

TamnapbIM, KbIpiapbiM, KOLUIAPbIM!

MuH ce3a9 KYIMe KoMl Koo iem,

MuH ce319 KynMe Kb Keimutaasm! [5, 10 6.]

ABBII, TyraH SIK TeMachl OCNIoH SHOII
hopBakbIT OHH, TOMYMUIISIITEPENTo9H AHA 00pa3bl
KWJI9. OHHUCEHS OarblIaHraH MIMTBIPEISpe OelloH
P. BonueB AnanapHblH OeekiiereHa JaH >KbIPIIbIH,
aHpl WH O6eK wujeal WTeN TaTap YKy4YbICHIHA
upemitepa. by Tepkem ocopiop em  KblHa
OHMJIOPASH aepbuly sIKM epakTa Oyiy cabarie
TyraH carbllll XHCe, IOKCHIHY KHYepelniope OenoH
cyrappuia.  MaocamoH,  «CarbrHam»  (1988)
LIMTBIPEHAS JIMPUK TepOd KYHEJIEHJISre Carblil
XHCE OHHCEHHOH aepbpuryra Ooine Tya hom
UTHIphHEH OyeHHaH-OyeHa ycrepeno 6apa:

Cy OyeH/1a YCKOH ©SHKEID

CuHeH KeOeK aK MM SSObIHTaH.

CI/IHGH Y3UCH TOCJIC aK XHJI Ty31"bII71, -

MuH KbIIIDTapaa CuHe carsiHaMm [5, 160 6.].

Adnra taba s13rbl, XKolire, Ke3re Taburath Kype-
Henwope, hop dacbuiga oHWHE CarblHY TOWTHICHI-
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HBIH YCTEpeId 0apybl apKbUIbl «O(BIKIapra Kapar,
hop xen caen, / cuHe yWIBIM, CHHA TaOBIHAM»
Jun OeJieproH JIMPHUK repoil YKydbIHbI Oep Qukep-
r9 ajbll KWI9: OHHMHE IOKCBIHY XHce AHajaH ae-
peurad 0aja HeporeHmo JaMMH XHUCKO, OHHUHE Ca-
TBIHY TOUTHICHI AIIQY PIBEIIeHd 9Bepers hom kermre
KYHEJIeH MoHrenek carbimka caia! P. BonueBHBIH
Amnanapra neeusra oBepenroH «Huro, oHM, HHUTQ
kapTasceiH?» (1987-1988) mmreipeHns A9 OIyIIsI
VK (DUKEpIIap ToBaM UTTEPEo.

Monapiii  ocopnopne  (QoNBKIOp  CTHIICHEH
STHApBIIBl [IUTBIPBISPHEH YITYOMEHId, CTHIICHD
mo wyarbuteim  Taba. «lynkera» (1967), «Tan
KeIpel» (1986), «Kunyuera» (1986), «Kosmrait
enmaii» (1987) h.6. mureipbaope mymsl GUKEpHE
JTQITHAILITH:

Uem-kapa KapJiblrawiapsl,

I'enahceiz uze spol.

Huxk nrynna relHa kanmanasl?

Huxk nynkerd kutte apsi? [5, 156 6.]

MoHaplli  WUTBIPHJISPAS  TaTap  XalbIK
JKBIpJIapBIHA XaC CTPYKTYypa KY39Tend: cTpodhaHbIH
OepeHue MKe TE3MOCEHAd TadUraTh KypeHelle Tac-
BHUpJaHa, COHI'Bl UKE TE€3MO JINPUK TEPONHBIH XHUC-
KH4Yepenuap cababeH Tepre3s. MOHIBIA CTHUIIBIOTE
KYIl KEHO HINTHIPBISP TaTap XallblK JKbIPJIapblHA
xac 8/7 yIr4oMeH 19 s3blia.

Xanblk JKpIpyiapblHa Xac ahoH, IIUTBIPHHEH
JuKe Kee, MOHbI P. BonmueBHeH OWK KTl MIUTHIPH-
JIOPEH XKbIp TEKCThbIHA oMyonAepa. IllareiipsHeH
aepplM  IIUTHIPBIIOPE  XOTTAa  Tarap  XajbK
KOWUJIOPEHS 1163 TOTHIN Ta MXKAT UTEND. «JlyJIKbIH»
(1967), «Ai#, nycmap» (1988), «TaH XKbIpbD»
(1986), «Unen cys» (1980), «bep anmaHbl OHIIKD
Oymoex» (1968) h.0. xbIpiapsl Iy XaKTa COMIH:

Bakganapnan 6pUI0BLT Kauca,

K63H9p THUCI aJIMaraydka,

Kaiirel Temico 6e3neq Oamka, —

bep kaiirpiael OuIka, oi, Oynoek [5, 55 6.].

Tarap MMCBPUATEHAS CHPIK OYPBIM TOPraH
KypeHem: P. BonueBHBIH aeppiM TrpaskIaHIIBbIK
JIUPUKACHI YPHOKIISPE 119 XKBIP OYIIBIT KUTS, anapaa
Jla KYHEJ JIMPHUKAChl YPHOKIISpPEHIoTe KeOeK IuKe
ahoH, JHWpPUK puUTM  TyAbIpbUla.  MOCANoH,
«Baransim» (1969) mursipe nryHasidnapaaH:

Wupne MuH HUYOHUE MOPTI09

laceipiap KUTaOBIH aKTAPABIM.

Kymnme sy, cyreiiiap apKbLibl

Cun JKHUHCII YbIKKAHCBIH, BartaHbiM.

— Ce3 Kaiichl XalbIKTaH? — TUCAIAP,

Batbipnap ncemen aranpim.

Bateipnap yrnapra kepaenap,

Tuxk ucon OynceH nun BatanemM [5, 146 6.].

[Hyme! yk y3engonek P. SIxun, O. bakupos, 1.
[lomcernuuoB, M. SApymnun, @. Oxmoros, P.
Komumymmun, JI. bateip-bonrapu, P. Oxuspora,
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M. IllomcernuuoBa, P. Aomymnun, 1. TumepOy-
natoB, JI. XolipernuHoBa h.0. KypeHEKIe KOMIIO-
3uTopiap Kkeimop smranm  «Tarapcram» (1968),
«boxerem Oamrkanace» (1988), «Caymbl, Kazan!»
(1991) xebex TpaKAaHJIBIK JUPHKACHI YPHOK-
mopeHnd n9, «Hwuro, oHM, HUIS KapTaschIH?»
(1987-1988), 1980 emnapma s3puiran «3unhap
OUCH, KEPMO TelUIdpeMd...», «Haba moesn, yabay
KeOeK JIMPUK Te3MAJISP/IS 19 aKTyallb OYIIbIN Kaja.

Bamnanrerd 4op WXaThIHAA aKTUB TBIACHSIHYbBI
JUPUK TEPOMHBI HIOXCH KUYEPEIUIOP 6epPMICEHIId
TAaCBUPJIAHTAH, THIHBIY TOPMBIII MaTYpPJIBITBIH
JKpIpJaydbl JUPHUK Tepol anmamrtelpca na, P.
BonmeB mxaTeIHIA KOMTBISTH TaMe, 11 hoM Xallbik
raMe axkTyalb Oynblll Kana. TyraH »Xup, Tyra
Hure3, arta-0aba >kupe, TyraH Ty(dpak, BaTaH,
HOCEN-bIpy KeOeK MWLM  SIIOCIIKd  0oiie
TOLICHYQJIOP allla aHBIH IUTBIPHIOPEH/Id OKPEHIIAM
MWJUTA TipoOiemManap KalKBITBII Kyena OarluTbIi.
[lynail wareliipp WXKATbIHAA XaJbIK ©YEH, MUJUIOT
©UeH WH MOhHMM «HHTe3» KbIMMMOTIIOp XaKbIHAA
ceilmamy OamnuraHa. ymier ceilamry
cabaHTyiinap, HONMa-TaAoTIop, XaJblK TapUXBIHIA
13y, ypTa TacelpiapAarbl WKaTdblUiap, TapUXTarbl
aepeiM coxudomop h.6. TypeiHDAa OWK Kyn
LIMTBIPBIIOP WXKAT HUTEIYrd KUTepa. MacanaH,
OepeHUe Kapalllka Ke3 CypaTe TYAbIpbUIraH KeOek
TO3CHp KaJABIpraH «...hop ke3 caeH tamiap Tences
kanrad...» (1970) mUrelpeHAs COHIBI TE3MAJIP
OCOpAS MWUIM 3YTQJIeKHE Kanlkynarta. Arad
TaMBbIpbl / HOCET TaMBIPbl / MWILIH TPaIUIHSIOD
SIHOIISJIETe TYABIPBUIBII, X9TEp, MUJUIM TaMbIpiap
MWUIOT SLIOCLICHEH HHUrese, aHel anra taba na
SII9TYYE, KoY OMpYUE Y39K UTEI KyTapeno:

Kesre xxumnop tenem ancanap na,

TambIpbiMIa MOHTe KaJbIpMbIH [8, 52 6.].

1970-1990 enmap apanbIrblHAA  SI3bUITAH
aepplM  INUTHIPBJIOPI®  TapUXW  IISXECHIdp
(«CeeMbOuKa MaHapachl», «ATBIHIENTS 003 KUTI»
h.6.), tapuxu xorep («Kaban xyme», «JlucOe»,
«Wmne smp TyTRIpraH aberitapy, «aem», «YTiasl
xarep» h.0.), Tapux («bopwiarel Bonrapaa», «IHa
«Kapypman», «Ypman» h.0.), momenm wmmupac
(«Ky3me MOH, KYHENA® TOPTBIHIBIK»  h.0.)
MWDIOTHE SIMISTYYE KOY, MIJUTU Yy3aH OWIreceHd
oBepero.

I'paxnannbik JIUPUKACHI YPHOKIISPEHAd
TPOXJAHWH JIMPUK Tepod anra 4Ypira, yi
KOMTBISITHTArE SIISEII KaHYHHAapBIHA 051 OUpepra
OMTBIIa, KYI Bakbliirajapra y3 MeHICI0aTeH
6enaeps. P. BonneBHbBIH rpakJaHIIBIK JIUPUKACHIHA
MOHOCO0OTIIE OCOPIJIOPEHAS KHUHASIIE-aCMOI'bHOJIE
SIIEPEH UTAJNIEK, 3301 TeJie albIMbl aKTHBIALIA.
Hokb 1mynm anblM COBET MICOJIOTHACE HIIATE,
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LeH3ypa ama y3a ajMaciblk KYIm  KEHd
LIUTBIPBJIOPHE YKYYbira HPELITEPY MOMKHHIIECICH
Oupo. MOHABI IUTHIPBIOPHEH KYITICIICTCHIO
MKEHYeNl J4YTOJeK CHMBOJJIAp ama TyAbIpbUIa,
IIyIIbl FOJAAa [Arblipb MXKATBl  TPATAULUOH
cuMBOITap  O€MOH  SHOMION®  WHAWBHIyalb
cuMmBoOJUTap OenoH Oabibiid. Mucan eueH, «S3»
(1969) mmreipenas 53 0o0pa3bl ep-fHA MOTBHHO
KaJIBIIUIApbIHA KyJUIaHbLIA. bepeHue yKbUIbIITA
Y1 W TOPMBIIIBIHAATEL 513, STHAPBIII TI3CHPEHID
ysHy KaOynm WTeNd, CHIHJIAHIBIPY ajbIMbl IIYHA
HILAPS SCHIN:

YTBI3HI 1a TYIMBIH (eBpaitb KUTKIH. ..

Ypamuapra wmslmjaan MapT TyJTaH.

AraunapHbIH CaJJIbI )KIACCH

Yk Tyren no... sippak TapTeuiraH [5, 54 6.].

Anparel cTpodanapia ajere sHapbIIIHBIH hop
Kellle TOPMBIIIbIHA, KYHEJIEHS KarbUIbIl YTYe
TOTIJISIITEPEIND:

KaiirsutapHsl canbIik repiioBEKK?,

Typraii uten yelHuK MATIBIKHBI!

513 xobapeH uieren 6apya Kouuiap

besneH sikka Taba anibIKTHI [5, 54 0.].

OHo mynaii P. Bonuer y3 OybiHbIHA 0251 OUpa,
aJapHBIH OMTBUIBIIIUIAPEI, 3yp HAeauIap OeJoH
SIHBIN AIOBE YKY4Ybl KYHENIEHIQ COKJIAaHy KaTblIIl
AKTBI Oep MOH TynbIpa. AJAapHBIH «HUKE KYJTHBI
Oeepro Kyem CeWIomye», «KyHEIUIOpEHore
OO3HBIH KUTYe» YJI ©METIOpHEH aKJIaHyblHA
BIIIAHBIY YSTA.

1970 emmap OamblHIa JOHBS KYProH <«SI3rBI
OypaH» WIMTHIPEHAS WCO s3TBI OypaH o00pasbl
UKEHYEJT DJUTAICKTd IKEIMIICKJIeK CascaTe, XX
raceIp ypTachIHIATbI WOKTUMAarbIi-casacu
Y3ropeluiop, WIYIIbl Y3ropeluIop AYIKbIHBIHAA
Moli/laHTa KHJITOH SIIb OYBIH OYyJIBII YKbUIA. OMMa
axpIp/ia JTUPUK TePOWHBIH TYHYBI YII ©METIIOPHEH
aKJIaHyblHa IIMK TYZAbIpa, MOHABIA M>KTHMAarblil
Ba3THISITh OOPYBLTY yATA.

bepende mureipeiopeHHoH Oynran «MwuHeM
otn  ([ycThIM KOHAQJETeHHOH)»  LIMIBIPEHAD
«MuneMm otu haman 513 aeqgga! / Munem ot haman
KBIPBIK OUINTA!» JTUTOH I0JUIap YKYYbl HI'BTHOAPEIH
Beex Baran cyreimbsiHga homak  OyiaranHapra
foHoTo homM nmpuk TepodHBIH 45  AmEHI9
CYTBIIITA YITOH OTHCEHS XHCIIape Kebek Kalyi
utens. by omIapHBIH MIUTBIPh CTPYKTYpPachIHIA
Ka0aTJIaHBIl TOPYbl hoM IIWTBIphHE KalMauar
aJybl, TUMEp KBIpIIAy, TapuUX TOropMode KeOek

CHMBOJMK 0O0pa3map KYyJ/UIAHBUIBIIIBI — Oarmka
MOT'BHOJIOPHE a9y MOMKHHIJIETCH 10 OUpa:
MuHuem ot

TanTanein ynze...

Tumep KpIpiiay KUACpProHo...
Tapux ToropmoyeHo...

Mumnem atu!.. [5, 19 6.]
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«Tapux TOropMoYeHd KHJAEPENroH THMEp
KbIpmiay» o0pa3bsl Tepiie IOBEpIopIS W TapUXBI
KH4UeproH Tapuxu (axuraigopre mmapanu. [llyHa
0oliie MHUTBIPb TYKBIMACBIHAATEl PHY XUCE LIOXCH
KbICAJIap/IaH YBITHIIT KHUTEI, TapuX (HakUuraceHs
AIIOKKSH KYTI SI3MBIIIIapra 0oiiiie ycem KuTa.

AepbiM mursipbaop P. BonueBHslH 330m Tene
QJIBIMBI O€JIOH TasiTh OCTa 31 UTS allyblH JONMILIIH.
Mucan euen, OepeHue Kapalika TyWra Ooiire
MIATIBIK XFCE OCTeHIIEK WTKOH «ABBUIIA TYiD»
(1970) mureiper 19 ypeic Kamnka o0passl IUTHIPEHE
OeTeHIol OalTka MOTHHAIOPTY KOMIIH:

Kuepern au ypric kankanapHsI!

Kepcen xynak Oe3HEH o 1o!..

...KaepsIn au ypric kankanapHsl! —

Kepcen 69tipam Tatap eeHs [5, 70 6.].

AepbIM TpaKIaHIIBIK JTUPUKACHl YPHOKIOPEH D
WKTAMAreld  Goncodo Keuos Oamluielid, oJere
ceiiihaT  MATHIAPBrS  WXKTUMArbld  DUTOIEKHE
MUJITM YTOJICK OCJIOH Cyrapy MOMKHHJICTEH Oupa.
Mucan eueH, 1970-1980 ennmap uurengo mwxar
utenraH «boperHTE bonrapaay mUrepeHas MUK
TepOMHBIH OpHYE TapuXW YTKOH OeoH Oofomn
Kyena:

Xopabamop, Tanuiap apackliHAA

Bamea nen TOpa KbUITAHHAP...

BabaiinapHBIH Cy3€H coiliop eueH

Tuxk KeUIraHHApP THIHA KanTaHHAp [5, 121 6.].

Ilyn yk BakeITTa KbUITAaHHAP OOPa3BIHBIH
TaTtap ONOOMATHIHIA KaJbIIIJIAIKaH TPaJUIIHOH
JYToJIere SIPAKJIAIIBIT SIMISPTre KYHEKKOH OYBIH
MOI'BHOCEH SHapTa. by oupakTa JIHPUK TepOHHBIH
opHYe Y3 (ukepe, aHBIK Kapaibl OyJMaral MUAJUIOT
yITapbIHBIH KHUJIQUSTeHd ToTama. Sluce myn yk
eapaa sS3bUrad «...baTeIpiplknap TypeiHIA sf3ap
WJEM...» IIUTHIPEH]I9 KUHAs PYXH XOpIlieK OyiMay
TypbIHJA COMIIOYIrd IOHANTENS. bepeHdue kapalika
«Konmunm sTKAaH TOPMONOpHE KYpCoM» Te3Mace
SPAOMEHId  pyXd  Xeplek Oynmay  Tarap
arslipeHe SI3MBIIIBIHA, TOTKBIHJIBIK
¢daxuraceHs Ooiinie xkabyn UTEICI, MKEHUYE SIKTaH
COBET TOPMBIIIBIHA MOHACI0ITIIEC aHJIAIIbLIA.

«Y3ropepro» (1990) mmreipe SIIOCIIHEH HKE
YUreH 9 0achln TOPy4bl Kele (ajcadace Oymapak
Ta, <«OCKaHHBI TAIKBINA hamaH 3aMaH ye / TemTe UHIe
carelll He3yopeMo... / smem OynMBbIH  3JeK
SAIIOTOHYS / KUPOK 0e3ra, KUpaK y3rapepral» [5,
270 6.] romtapsl ama KOMTBISTHHEH Y3ropelniop
YOPBIHJIA SIISY KBIHOIACHH 33JI0T'9H MIOXEC XAJIdTe
KeOeKk To KaOyn urend. YTKOH KOHHOp / sHa KOH
KapIIBUTBITHI Oy 9UTAIEKHE KOUIMT TeHa:

HroremHoH TapTa Kapa TOHHID...

blmananmslitm kaifuak Ty39peMa.

HHa KOHI'9 ssHa KCLIC KUPIK...

Kupok 6e3ra, kupok y3rapepra [5, 270 6.].
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OMMa LIMTBIPbHEH COHTBI I0JUIAphIHAA OUeHYE
JUTANEK aublia, «0e3» jaumm Kabarimay ama
MareIiph MWITH JUYTOJICKKO a4YKBId OWpo. OJiere
acMorbHO «Angan Oapa oiinon guaamnop.../ Kupak
0e3ra, KUPaK y3rapepro» hom «Anman Oapa oimorn
bumannop.../ Usaprepiop MUKOH y3imopeHa» [5, 270
0.] AWroH royutapra simepenaraH hoM yn aBTOPHBIH
TaTap XaJKbIH sHA 3aMaHja sHaya SIIopro
YaKbIPYBI OYJIBII STHTBIPBIH.

AepbIM IIHUTBIPBIOPAS JUKE IUTVIEK CHMBOJI-
Jap SpASMEH/d TYTEN, SHOUISNCKIOP alla ayblia.
MoHABIH TIUTHIPHIOPAS 00pa3-ACTAbIOP acphbIM
ohomuaTko wmst hom amap adpIKTaH-a4YbIK (DHUKEP
OUTYra rononrend. Maocanon, «My3sela SHIBIH»
(1987-1988) mureipen My3ed siHy hom MuIoT
Tapuxbl SHY yJ JUToH (QUKep YTanM Kucen Oapa.
1990 ennapaa s3purad «Yupar» MIUTHIPEHAD UCO
utT 4alOyusl hom [lamauy Gantacel sHomonere, .
bopram, K. Tunuypun, . Ycemanos, X. Tydan
KeOeK Imoxec KyJNbThl KOpOaHHApHl OyiraH TaTap
3pIUTBIIAPEL  OOpasznapel  Oazapmarel  UT 4aly
KYPEHELICHEH achUlla YTKOHASIEe W KHUYEProH
(axuramopHe TEpre3yeH paciblii. OHO Irynai
MOATHK MOMKHHIICKIIOp, 00pa3-CUMBOILIAp KyJlla-
HBIJIBIIIBI marblﬁpbr@ Y3 4YOPBI ©64YCH rasiTh Y3€HY9-
nekse pukepIop JKUTKEPY MOMKHHIIETEH OHpa.

Ten HITHAKIIIP

1. Pasun BomumeB XX rachlpHbIH HKEHYE
apteickl — XXI racelp Oambpl TaTap MIUTBPUATE
YCEIIeHd 3yp eJIell KepTo. OMo0U TpaaulusuIopHe
SHapTy hoM TpaHcopmanusioy amma yi Ttartap
MO33MSICEHI TOBAMYAHJIBIKHBI hoM  SHApBIITHBI
TOOMUH UTI.

2. Pazun BonmueB ogoOUSITHBIH €4 TOPEHID 119
HOTIDKSJIE DSIUTHA: TPO3a OJIKACEH[9 Y3CHUYJICKIe
ocopnmope O€loH  YBITHIN  SICBIH, IIHTHPHUAT
MoMIaHbIHA Y3 e3¢ OyJjraH TajJaHT/bl MIArbIiphb
OyJIBIN TaHBLIA, COXHO 9QO0UATHIH J1a Y3Id 9COPIIdp
Oemon Oaera. Ulynmaii ma Tarap omoOHATHI
tapuxsiHaa Lllareniips Oynein TaHbLIA.

3. Pasun BommeB wmmrepusATeHeH He3eH
Owiresnoyye Tell IMOITHK Y3CHYANEKISp Oynapak
TBIACHSHYBUIBIK TPAJUIUSIIOPEH SHAPTY, NIYIIbI
I0JiJa JIUPUK TepOoW KOHIENIMACEH Y3TropTy,
¢donpkOp cTHIEH aA9BaM HTY hoMm  ycrepy,
TPOKIOAHIBIK  JUPUKAchIH 9J4Ke KuHasg hom
WKTHMarsii dancadhs Oeon 6aeTy OUITreIoH?.

4. OnobusTKa Cy3 COHraTeHEH sIHa CyKMakJiap
93JI0TOH 4OphIHAA Kuien, P. Bonues aHbIH yceme
©UeH SHAa MOMKHHJIEKJISp Taba, Y3 WKaT YPHOKIIOpe
OCloH TaTap UIMTBPHUATCHII® JIMPHK  Tepoi
KOHIICTIMSICEH Y3T9PTY, KBIIO (PUKEPIISP JKUTKEPY
MOMKHHJICKIIOPEH JAITUILIH.



TATARICA: LITERATURE

Homraxk

Ilyn poeBemwte, Pasun BonmeB KyHKbIpJbl
WKAThl OCJIOH Tarap MIUTBPUSTCHd Y3T9 CYJIBII
epo. xaTeIHBIH OalUTaHThIY YOPBIHAA YK A3BUITaH
«Keme» (1968) mmrsiperns yn y3eHeH smoy hom
WKAT UTY KPEIOCHIH OMTenan, 0onai Aum si3a:

Kynme TeipbInicay 1a OyaMblid MUHE

XosT muHre3eHnd oateipein! [5, 35 6.].

Y3 KHUepemuIope aima XajblK  SI3MBIIIBIH
JKATKEpO airaH, XalKeIHBIH Oyrenrece hom
KHJIoUore e4YeH OOpYBbLIraH, KEUICJICKHEH PYXbIH
SHapTy wWAeainbl O€NMoH  SHraH  HIMTBPHATE
P.BonueBHBIH Y3 MOCIOr€HS TYIPbl KaldyblH
Jonmwmy. XX racelp  yprachlHAA — MWLM
TpaJUIHsIIOpHE Tepreser, ajlapHbl siHa albIMHap
OemoH  OaeThIll, CY3-CypaT TYIBIPYHBIH SHA
aNBIMHApPBIH TEPTe3er, yN TaTap MIUTbPHUATEH
kabarmanMac, Oaii hoM  KYHOKBIpIBI — WKaT
KaJJBIP/IbI.
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B crarbe, nocBALIEHHON >KU3HEHHOMY M TBOpUecKoMy IyTu Pasuns BaneeBa, BBIIBIEHO MECTO
[03Ta B TaTapCcKoil mo33uu BTopoil nonosunel XX — Havdana XXI Beka. [IpousBeneHus nucaTens Ipo-
aHAIN3UPOBAHBI CKBO3b NMPHU3MY IIPOOJIEMBI TPAAHUIIMK U HOBaTopcTBa. P. Banees muonoTBopHO pado-
TaJl B TPEX BHIAX CIIOBECHOTO MCKYCCTBA. 3HAUUTENBHBIX PE3yIbTaTOB €My YAAIOCh JOCTHYb HA MO-

77



N.M.YUSUPOVA

STHYECKOM momnpuiie. MHorue cruxoTBopeHus P. BaneeBa cranu anst TaTapckoil MOA3UH «IIPOrpamMM-
HeIMU». B Xozme aHanmu3a nuTepaTypHOro mporecca Bropoi nmojgoBuHsl XX — Havana XXI Beka pac-
KPBITBI OCOOEHHOCTH JIMPHYECKOTO T€POs €r0 MO331H, BEISABICHBI OTKPHITUS 1103Ta B CHCTEME MOTH-
BoB. JlokazaHo, uto P. BaneeB B mporecce TBOpUECKUX ITOMCKOB BO3POXKIAET TPAIUINH OYHTapCKON
mo33uM B Ayxe Xaau TaxTama, co3gaeT YHUKAIBHBIH CUMBOJIHYECKHINA Psi 00pa30B, YCIEITHO TpUME-
HSIET J30TI0B A3BIK, IprOeraeT K (HOIBKIOPHBIM 00pa3aM It JOCTHKCHUS JIHPH3MA.

KawueBple ciaoBa: Paswns Banee, nmpudeckmii repoil, mos3us, o0Opa3, XaHp, MOTHB,
JUTEPATYPHBIN TPUEM, I30TIOB SI3BIK, (POIBKIOPHBIN CTHIIb, TUCHAHU3M
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