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The article presents a comparative and typological analysis of the gasida genre in Iranian and Tatar
literature. The author systematized the data by the state of knowledge of the problem, elicited the role
of literary relationships in the development of the qasida, generalized the material on the history of its
origin, and its genre existence in Arabic, Persian and Tatar literature. The main features of the Persian
and Tatar qasida have been revealed based on the analysis of a number of critical works. There is a
systematized material on the thematic variety of works of this genre. The classification of qasidas is
represented on the basis of their ideological and thematic issues. The author also presents peculiarities
of the qasida composition and the role of each element in its structure.

The article also studies the process of the Arab qasida penetrating into Iranian literature, identifies
the key trends in the development of the genre, specifics of its transformation and adaptation ways in-
to another literature. The author presents the process of forming didactic-philosophical, mystical and
allegorical trends in the Arab qasida as well as the features of the genre development in its last stage
based on the corpus analysis of Persian poetry texts.

The author also reveals the role of Oriental traditions in forming lyrical genres, enriching ideologi-
cal thematic range and problems raised in Tatar literature. The peculiarities of developing qasida in
the art of Khwarizmi, Saif Sarai, Ummi Kamal, hibatulla Salikhov, Shamsetdin Zaki, Gabdulla Tukai
and others are very well exemplified. Not all qasidas created by poets have survived but their elements
gave way to the development of many other genres: gazelle, wasfi, madhya / marsiya, religious, phi-
losophical, elegiac, and satirical varieties of qasida structural elements. Thus, this study focuses on the
ways of the formation and development of the above mentioned genres.
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Literary researchers point out that “the Arabic
word “qasida” (ex+—=¥) means “to aim”. The genre
of gasida is one of the oldest and most basic forms
of Persian poetry. It is an ode or a laudatory ode. It
was borrowed from Arabic poetry, processed and
developed”. [1] Poems, belonging to this genre,
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were intended to raise the spirit of its people, its
tribe, to give moral support in the fight against the
forces of nature, the harsh nature of the desert, and
other nomadic tribes. In this regard, leaders of the
tribe were praised in qasidas. Narrating about the
deeds of tribe heroes, qasida authors aimed to unite
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members of the tribe around the heads, form their
vision of the clan honor. “As you know, in those
days, the Arabs didn’t have writing, and these
qasidas were recited at fairs, markets, squares and
at tribe gatherings. The best ones, most skillfully
composed ones passed from mouth to mouth, and
thus became the property of the whole tribe, and
even members of other tribes knew them. <...>

These qasidas became the only form of poetry,
as the most suitable one to reflect not only the trib-
al ideology, but later on — the feudal system as
well. Qasidas were composed by poets and de-
claimed by Ravi (ss), who followed the poet at
tribal meetings and influenced public opinion.” [1]

The qasida template was forming gradually: at
first the preamble, (-—). “These qasidas de-
scribe a nomadic way of life, desert and beauty of
seasons, spring, summer, autumn or holidays —
navruz, mehrgon etc. <...> The qasida was the
most convenient form for expressing feudal rela-
tions and feudal ideology. Qasidas praise khans,
then high rank officials, and then — the head of po-
ets, etc.” [1].

The canonized form of the feudal qasida in-
cludes the following parts:

1. Nasib or tashbib (<« A5);

2. Tahallus or gorizgah (oa—as 'sL—% 5 K);

3. Madh — the main part (z);

4. Talab — a demand or a request («-1k).

“Nasib is an introduction, it gradually acquires
a permanent place in the gasida. In it, the poet re-
fers to a variety of topics and artfully tries to turn
to the main part of the qasida, to the praising
(Madh).This transition consists of one or two beits,
that are called gurizgah, i.e. the place of the transi-
tion or tahallus in the sense of liberating from the
previous topic, the change of the topic. The poet
proceeds to the main part of the gasida, to the
praising. After finishing this part, he can express
his desire for a certain awarding for work in a po-
etic form in one or two beits, or he can allude to it.
This part is called talab — i.e. a demand or a wish.
Talab is not a part of all qasidas. Sometimes talab
is not in the end, but is followed by several finish-
ing beits — hatim — the conclusion.

The qasida is a monorhyme work and it thymes
according to the scheme aa, ba wa, ga, etc.

The total size is also set traditionally — there
are very few less than 20 beits. Most qasidas in-
clude from 30 to 70 beits. There are qasidas with
100 beits and in rare cases — over 100.

The main part of the qasida is madh. It is more
or less limited, as it is dedicated to praising an in-
dividual. No matter how talented the poet is, this
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topic is exhaustible. And so the most interesting
parts of qasidas are nasibs. Their topics and ex-
pressive means are diverse.

In nasibs poets describe life in many of its as-
pects: the fact is proved by at least a general listing
of nasib subjects in extant qasidas.

Nasib subjects:

1. Nature description. Nasibs of many qasidas
describe spring and autumn. Summer and winter
are less described.

2. The description of holidays. Descriptions of
nowruz, mehrgon and other holidays are the most
common,.

3. The description of noteworthy events that
occurred in the life of people or the country, or
natural phenomena [...].

4. Love theme is also very common.

5. Lugz as a poetic mystery. Nasibs of some
gasidas are puzzles (J-4). [...].

6. Nasib could consist of munazara (cklx) a
dispute, a controversy of two about an advantage
of one of the parts — a sword and a spear, spring
and summer, generosity and love, a bowl and a
hookah, the heaven and the earth, etc.” [1].

The history of the classical Persian qasida can
be divided into three main stages. The first stage
can be characterized as the genesis stage and it co-
vers the 9-10™ centuries. The paramount factor at
this stage of the qasida development is its transfer
from the Arabic to the Iranian language and cul-
tural ground. The evolution of the gasida in this pe-
riod is, naturally, caused by the forms of adaptation
of its thematic and structural shape to the condi-
tions of the local literary practice. The second
stage can be called the stage of forming the canon,
and it covers the period of the 11-13™ centuries.
During this period the most significant changes oc-
cur in functioning and directing of the Persian
qasida that hitherto served the court circles, repre-
senting a sample of the literary court etiquette.
Gradually getting involved in the orbit of poetic
creativity of representatives of religious and mysti-
cal tendencies (sufism, ismailism), the qasida ac-
quires new  thematic editions:  didactic-
philosophical and mystical-allegorical, — which are
destined to become the dominant ones in the sub-
sequent period.

The third period (8-15" centuries) begins upon
reaching canonical maturity by the gasida and it is
called a period of “intensive” exploitation of the
canon, in contrast to the first two stages, which al-
together constitute the phase of the “extensive” de-
velopment of the genre form.
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The analysis of the evolution of ideas about the
qasida in Persian poetics of the 10-15™ centuries
reveals a number of transformation regularities of
the original Arabic genre model on the Iranian
ground. Aspiring towards structural isolation and
definitiveness, searches for a fixed form led to the
situation when the Persian qasida acquired stan-
dard methods of marking significant elements of
the composition (beginning and ending). This trend
being common for all classical forms of Persian
poetry is indicated not only by gradual shifts in
theoretical understanding of the gasida but also by
direct statements of Persian poets about the “ideal”
gasida in literary works. Such statements, repre-
senting one of literary reflection types, to a large
extent complement discourses of theorists, when it
comes to the items beyond the prescriptive poetics.
Such items include, for example, types of motifs’
processed in the frames of the whole work, per-
ceived by the participants of the literary process as
a description (wasf) and a narration (hikayat,
kissa).

The concept of an ideal qasida proportions was
built on its being perceived as a narration and de-
scription harmoniously combined. An example be-
low presents discourse about the qasida placed by
Nasiri Khosrov in the introduction to one of his
works [2: 56]:

I’ll make a palace of my qasida, and I’ll create
in it flower beds and aivans by means of beits.

It will include rooms that I’'ll decorate like
beautiful pictures, there will also be those rooms
that I’ll build being spacious and free like squares
(Meydan).

And at its gate I’ll put a gatekeeper, faithful
and smart, among the rarest aruz sizes.

Maf ‘ulun fa I’latu mafa ‘ilu fa will be put suc-
cessfully by me in the foundation of this building
(or: will be put by me in the basis of nature of this
blessed one (i.e., the gatekeeper).

And then in my palace I'll immediately con-
vene the wise men of all time zones [the inhabited
quarter of the Earth] to be my guests,

For an ignorant one will not enter, because |
don’t build a house to receive the ignorant.

I’ll make such a feast, so that after tasting the
dishes there, a reasonable husband would come in-
to confusion and amazement.

In the body of speech according to the example
of the mind I'll put the soul made of perfect and ra-
re thoughts.

If you've never met humanity in the speeches, |
will show you the human shape in [my] speech.
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From beautiful descriptions and narrations ca-
ressing [the hearing] 1 will create for her (the
speech) curly hair and a laughing mouth.

I will turn its sense into a beautiful face, and
then I will cover it by the veil of words.

In this fragment the poet interprets two poe-
tological issues. Its second part contains represen-
tations of the relationship between the poetic sense
(ma’na) and its verbal vestments (/afz), this repre-
sentation being typical of Arabic and Iranian poet-
ics. Nasir Khosrow’s judgement fully repeats the
formulation that developed in the Arab poetic the-
ory. Thus, one of the Arab philologists — Ibn Ta-
bataba (died in 933/34) in his treatise “The meas-
ure of poetry,” states: "As one of the wise men
said: “The speech has the body and the soul, her
body is the sound vestments (nutk | and her soul —
ma’'na’. Equally common was likening ma ‘ani (the
plural of ma’na) to beautiful girls and alfaz (the
plural of lafz) — to their attires chosen with taste.

Despite Nasir Khosrow’s statement about the
relationship between ma’na and lafz in the qasida
structure, we should note that, like other mystic
poets, primarily sufis, the author does not insist on
seeking correspondence between the poetic ideas
and their verbal expression (which is traditional for
normative (prescriptive) poetics), but he insists on
concealing the secret, divine sense with the help of
words.

As for the first beits of the fragment, where the
composition of the gasida is described in architec-
tural metaphors, there is a discussion on the prop-
erties of the qasida architectonic, of isolation and
structural perfection of the poetic form, the har-
mony of various parts of the whole. It is significant
that further on, in the description of the perfect po-
etic speech, Nasir-i Khosrov says about the two
types of its manifestation — “wonderful descrip-
tions” (wasf-i hub) and “narrations caressing [hear-
ing]” (hikayat-i hush). That does not only corre-
spond to the division of poetic genres into descrip-
tive and narrative ones, but it also corresponds to
two types of juxtaposition of motives in the qasida
applied by poets of the 10-11" and partly 12" cen-
turies in individually selected proportions.

Thus, already in the 11" century the poet per-
ceives the qasida as a closed poetic form, placed in
the strictly marked space of the poetic sofa, that
Nasir compares to a garden. We shall note on the
way that the gardens of regular planning (chahar
bug) were known to the Persians since ancient
times. In the structure of the sofa itself the sections
devoted to different poetic forms, are arranged in
the descending order of the volume.
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During the first phase the gqasida was actively
enriched by the native Iranian topic, being bor-
rowed, most likely from the court singing tradition,
as poetic and song culture in the samanid period
did not only interact as the ones following one an-
other in the period, but also closely contacted due
to the first Persian poets, and first of all Rudaki
himself, being both singers and musicians-
virtuosos. The extant poems by Rudaki contain
enough indications to this fact: Rudaki chang bar
gereft of navaht, sorudguyan gui hezardastan bud.
— Rudaki took the harp and played while singing
songs [3: 24]. The legends about the poet testify to
the same fact, e.g. the one that is shown in the
"Four talks." Due to the direct or indirect (through
the Arabic poetry) connection with the own pre-
Islamic tradition, the Persian qasida gradually ac-
quired a national character.

This process is evident not just in including
seasonal motifs in the repertoire of the qasida (they
penetrated the qasida during the rule of the Arabic
language), the most important thing is that in their
own language they fully restored all its attendant
set of ritual and mythological associations. Most
likely, this occurred even regardless of the creative
will of poets. The ritual side of seasonal holidays,
that had already lost their sacred meaning in the
era of Islam ruling, continued to be produced by
tradition in the field of court etiquette. For this ex-
act reason, in the early samples of the classical
gasida we can find a number of well-known myths
almost in the original form. The earliest example is
given in the qasida by Rudaki “Mother of wine”
[4: 114], in which the logical scheme of the intona-
tion deployment reproduces by itself not only the
rudiments of the myth about the dying and rising
god of fertility, but also the order of his being wor-
shiped (i.e. consecutive mourning and feasting ).
Below are the first few beits of the introduction:

Mother of wine should be sacrificed,

Child of her should be seized and put into pris-
on.

But you can not deprive mother of her child,

If before, you do not crush her [bones] and take
out her soul.

But it is not allowed to deprive

The baby of its mother's breast,

Till the full seven months of breastfeeding
have passed

Since the beginning of the month ordibehesht
until the end of the month abana.
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Only then it is possible according to the laws
of faith and justice to [throw] Child to the close
prison, and [bring] its mother as a sacrifice.

Further on, the text of the qasida contains a de-
tailed description of suffering of “the vine’s child”
in a closed bottle dungeon. According to numerous
testimonies of comparative mythology, the prison
often serves a metaphorical description of the low-
er world (Joseph in the well, Joseph in prison). The
detailed reconstruction can be confirmed by other
indirect data. According to the testimony by Bi-
runi, the role of the outgoing and returning deity
could be acted by a mythological pervotsar Yima
(Jm, Jamshid).

The qasida is developing as a mixed genre sys-
tem of lyrical-epic character (the narrative role, the
use of methods of a large epic, transferring the
forms of small epics into the qasida — a parable and
its compositional role). The examples — Unsuri (the
parable of a black crow and a white falcon), Attar
(the parable of the Kurds who lost a camel).

The role of spring images in qasida structure is
very high: standard intonations, images of human
beauty and social harmony (a perfect lady-love, a
perfect sovereign, youth as the limit of perfection:
bakht-e javan). Seasonal imagery as a “registry” of
seasonal words (flowers, birds, fruit) finds analogs
in Zoroastrian vault “Bundahishn” (9 c.), which
presents as a constituent element of Zoroastrian
picture of the commodity world {getik}, created by
Ahura-Mazd. Its registry, the form of the list gives
an idea of constructing descriptive parts of sea-
sonal qasidas (every beit or stanza musammata de-
scribes a flower, fruit, poultry, etc.).

Compositional elements of a qasida appeared
as early as in the court tradition: a qasida without
intonation (a part of Unsuri qasidas), qasidas with
multiple intonations and a paired rhyme, repeating
at their border (first qasidas of this kind are com-
posed by Farruhi). The first kind was later used by
Sufis and Ismailis to create pure preaching gasidas.
The second kind was actively developed by
Hackani, who is famous for qasidas with double
and triple opening.

Thematic varieties of the qasida (the second
stage of the development — blooming period): “a
prison complaint” in gasidas by Masud Sa da Sal-
man; which is likely to be a transformation of the
“road of complaints”, drawn in the traditional part
of the Bedouin qasida called rahil (this is yet to be
proved); the development of the gasida with
preaching and allegorical content (Nsir — I.Khos-
row — Sanai — Hackani); “Bird” qasidas by
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Hackani “Mantik at-Tayar”; philosophical and al-
legorical qasidas with Arab names — the tradition
comes from Canai, it was later on followed by
Hackani, Amir Khosrow Dehlevi, Jami; gradual at-
tenuation of the narrative element in the qasida, vi-
olation of the existing proportions, and loss of in-
terest in the genre by early 13" century.

The transformation of the qasida is character-
ised not only by reinterpretation of individual mo-
tives, but also by shifting complete schemes of de-
ploying a standard intonation from one thematic
variety into another (the intonation of “the mes-
senger arrival” mentioned earlier). Many of the
“situational” cliché after becoming a part in the
qasida continue living and developing in gazelle in
the subsequent period of the Persian poetry devel-
opment.

Researchers reveal the following varieties of
qasidas:

1. Munozhaat qasidas (©labic) Address God. In
them the author turns to God with different re-
quests.

2. Na't gasidas (<—=3) — these are qasidas prais-
ing the Prophet, seeking his support.

3. Madhiya qasidas (4wax) — where kings,
khans, nobles are praised.

4. Fahriya qasidas (¢_o—%) — where a poet ex-
presses the pride of his own affairs, praises his per-
son.

5. Hazhviya qasidas (4 s>) — satirical qasidas
were mostly laudatory — panegyric. But there was
the other side of them — opponents of Khan were
scolded, humiliated and emotionally repressed in
them. It was (s22). [...].

6. Marsiya qasidas (+—f) — these are the
same laudatary qasidas devoted not to the alive,
but to the dead, an elegy.

7. Bahoriya qasidas (“—_lk), their nasibas are
devoted to the spring description.

8. Ishkiya qasidas (4-—dic) — these are qasidas
about love and friendship.

9. Hamriya qasidas (4=_<>) — qasidas describ-
ing wine, wine drinking, etc.

10. Holiya or Hasbi gasidas (+—=~). In these
qasidas poets describe their condition, often com-
plaints about their position.

11. Habsiya qasidas (4+—-=~) qasidas depicting
a hard position, sufferings of poets who fell out of
favor and are in zindanz. These are prison elegies
[...].

12. Historical gasidas. Qasidas that describe
historical events [...].

13.  Philosophical and religious qasidas
(& —4=). This includes qasidas of Sufi content.
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14. Qasidas of ethical content (—3>=)).

15. Qasidas without nasibs. Such qasidas begin
immediately with praise (madh). They are called
limited gasidas sx—<ad 35330 Or s2—al 2 i da OF
lopped qasidas.

16. Artificial qasidas (sa—a8 gimas) [1].

It is a well known fact that the formation of the
Turkic-Tatar genre system was greatly influenced
by Arabic and Persian-Tajik classical poetry, as
well as by their theoretical poetics. According to
R.K.Ganieva, a specialist in literature, a powerful
spark of Oriental Renaissance creates the possibil-
ity of merging literary traditions of folklore and
Orkhon-Yenisei inscriptions with the creative ex-
perience of other nations [5: 139-140].

D.Zagidullina states that theoretical and liter-
ary information, entering the works of the Tatar
literature from Arab-Persian scientific treatises,
sources, began to live inside art works as a scien-
tific setting, guiding the creative process [6: 39].

According to A.Sharipova theoretical poetics
began playing the role of a strict poetic canon al-
ready in the Middle Ages and is accompanied by a
transparent complete theory. In the era of the Vol-
ga Bulgaria and the Golden Horde the form of a
certain system is taken by the poetics of Turkic-
Tatar works, firstly, under the influence of its own
internal laws, and secondly, under the influence of
the classical East [7].

A.Sibgatullina, a specialist in literature, in her
work, devoted to the genesis of panegyric genres in
the Tatar literature notes not only the role of an-
cient Turkic, but also Oriental Muslim traditions in
the development of these genres: “... ethical and
aesthetic principles of the Arab Persian poetry
were put in the basis of the marciya, so the marciya
has the developed canons of written literature” [8:
135].

If we turn to the problem of existence of the
qasida genre in the Tatar literature, we will find out
that in the Tatar literary the gasida is understood as
“a lyrical work dedicated to praising some actions
and deeds of a famous historical figure, or some
solemn event, a social phenomenon. The qasida
volume varies between 12 and 200 beits. Rhyming
is the same as that gazelle has: aa, ba, wa, ga ... At
the end of the work, as a rule, redif or tahallus
takes place" [9: 63-64; 10: 201].

Tatar researchers studying the genesis of the
genre, pay attention to the fact that “the qasida as a
genre dates back to the early medieval period.
Even in the 9" century Ibn Kutaiba, an Arab schol-
ar, in his “Book of Poetry and Poets” created a
scheme of a standard three-part qasida consisting
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of nasib (introduction), wasf (description) and
madh (the variants of the latter one are marsia and
hidjah), and proclaimed the necessity of strict
complying with a compositional scheme, pointed
out by him. In later centuries, these requirements
by Ibn Kutaiba became a mandatory norm of the
genre qasida in all Oriental literature of the Arab-
Muslim orientation, including Turkish-speaking
literatures. However, over the following centuries,
this regulatory qasida undergoes certain changes:
during the mature Middle Ages each of the three
structural parts of the gasida separately gets inde-
pendence, and the following thematic genres are
formed in poetry: gazelle (from nasib), wasf, i.e. a
describing genre (from the second part of the
qasida), madhiya and its variants marciya and hid-
jah (from the third part of the qasida). There also
appear, although rarely, qasidas without nasib,
which subsequently begin to be called kytgami”
[10: 201].

As A.M.Sharipov states, the works meeting the
requirements of the gasida in the Turkic-Tatar po-
etry appear only in the fourteenth century. In his
monograph “The Origin of the System of Poetic
Genres”, the researcher gives the following classi-
fication of qasidas:

1. Descriptive qasidas:

a) bukhariya (the description of spring, spring
pictures of nature);

b) holiya (the narration of his feelings and
moods by the poet);

¢) gyishkiya (the description of love emotions);

g) hamriya (wine qasidas, the description of
taste properties, wine properties, binge-drinking, a
hangover).

2. Laudatary qasidas:

a) madhiya (qasidas of the laudatory content
dedicated to some person);

b) fahriya (praising his acts and creativity by
the poet with reference to his rank in the social
life);

¢) hamd (praising the creator, mostly in the
form of philosophical contemplation);

g) nagt (traditional laudatary qasidas created in
honor of the Prophet Muhammad).

3. Qasidas-marsiya — elegiac memorial poems
dedicated to someone’s death, praising his deeds
during his lifetime.

4. Qasidas-hadzhviya — satirical gasidas.

5. Qasidas-munajat — prayer qasidas that con-
tain repentance of the “guilty” poet and his humble
request, his hoping for salvation and being pre-
sented as a humble servant before the Almighty.
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6. Philosophical qasidas. Their leading theme
is a lyrical interpretation of theoretical postulates
of sufism and the presentation of its moral and eth-
ical standards. According to their orientation and
content philosophical gqasidas are:

a) moral and didactic,

b) scientific qasidas.

The main feature of the first ones is a direct
appeal to the learner with advice, edification and
formulation of specific issues of public life in the
philosophical aspect.

7. Qasidas masnu — artificial qasidas. The arti-
ficial qasida, as mentioned above, contains a tech-
nical improvement, emasculating its content, that
leads this trend to the creation of purely formal
genres — muamma and tarikh [7: 289-290].

Musicologist G.Makarov notes that “in the
course of musical-ethnographic expeditions to the
districts of the Volga-Ural region it became clear
that the people has a folk tradition to designate a
specific part of the Tatars spiritual poetry with the
term qasida. <...> Artists of modern domestic
folklore often can not explain the cases in which
this or that work is called the qasida or the beit by
them. Most often they divide them only by their
inertia, running from the old fixed and unconscious
traditions. The qasida is used to name other poems
from the book “Maulid-n nabi.” One can get ac-
quainted with their music features on the materials
of handwritten note music collection by
S.Gabyashi, such as “Kasyyddi bérdd”’ — on the
work “Qasida of the raincoat-cape” by the Arab
poet Mohammed bin Said al Busiri (1212-1294),
dedicated to praising the Prophet and his miracles,
and also from the part of “Kasyyddi Rabbani” from
the poem “Muhammadiya” by Muhammad Chalabi
(died in 1451)" [11: 36].

The first samples of the qasida penetrate in the
Turko-Tatar poetry in the fourteenth century. They
are found in the poetry by S.Sarai (“Tan kasyy-
ddse”, 7Golstan bit torki”), by Khorezmi
(“Mdhdibbdtndmd”), by Qutb (“Hésrdii vd
Shdrin”). In the literature of the Golden Horde pe-
riod, according to A. Sharipov, “a special need in
the gasida genre wasn’t felt <...> The qasida as an
independent genre, was not common enough there.
For example, in larger poetic works like “Khosrov
and Shirin”, ”Muhabbat-name” and others the pan-
egyric qasida was replaced to a certain extent by
the madhiya genre, i.e. words of praise in honor of
the person to whom this work was presented. For
example, in the initial part of “Muhabbat-name”
we find madh in honor of Mohammed Huja-bek —
a vassal of Djanibek, the Golden Horde khan, and
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in “Khosrow and Shirin” we find madh in honor of
Tynibek, the ruler of the White Horde and his wife
Malika-khatun. But these are not gasidas in the
truest sense of the word, not the monumental po-
etic works that existed on Arabic and Persian ba-
sis” [7: 290]. Due to objective reasons gasidas by
the Golden Horde poets did not reach us.

The example of descriptive gasida can be
found in the works by Saif Sarai. It is about the
qasida “Tan kasyddse” (“Qasida of the dawn”). Its
genre nature was studied by such scholars as
M.F.Koprulu [12] and H.Minnegulov [13: 158-
164].

According to the research of H.Minnegulov,
A.Sharipov, “this qasida meets all the regulatory
requirements of the genre, not only thematically
and compositionally, but also by its formal fea-
tures. E.g., it is devoted to the description of the
dawn (a descriptive qasida), consists of only 24
beits. There are parts in the composition of the
gasida: nesib. (10 beits), gurizgah i.e. transition to
madh (3 beits), madh itself (6 beits), talab or kasd,
i.e. a request about rewarding (2 beits) and tagbid,
i.e. perpetuation (3 beits). The contents of the work
to a certain extent reflect the Turkic-Tatar people’s
worldview and its aesthetic-artistic standards. In
his description, the author skillfully uses hyperbola
(e.g., in the poet’s image, the symbol of generosity
Hatem Tai, the leader of the Arab tribe of 6-7"
centuries, turns out to be the servant “of the tsar of
Alexandria, i.e. of the object is praised by the au-
thor with metaphors as “the lion heart”, “a source
of courage” and etc.). The qasida is written by
aruz, bahrom muzarig (mafgulu fagilat mafagilu
fagilun)” [13: 163; 7: 291].

H.Salihov’s creativity (1794-1867) is a link, a
transitional stage between literature of the medie-
val way of life and literature of modern times. He
is the author of the qasida “Tdessef” (“Ukenii”)
(1851). It depicts the fate of common people. Mer-
chants, famous for their inhumanity, become the
object of satirical derision. H.Salihov as the educa-
tor believes that all the hardships of life, oppres-
sions are the result of ignorance and indifference.
By the form this is a satirical qasida, which con-
tains complaints about fate and disappointment.

Shamsutdin Zaki (1825-1865) is the author of
the gasida-hamd, in which the poet praises the
Creator.

“The first line of the last stanza in the qasida:
“To Him goes my heart, to Him my spirit flies, my
mystery longs for Him, only He is loved by me”,
does not require a special study, since it is well
known that, according to the Sufi view, here we

46

deal with a description of a meeting with Allah and
a mystical love for the Beloved one. “Passion of
my soul is for Him, and He is my destination” de-
notes merging with God according to Shamsutdin
Zaki. It is Sufi philosophy, in which the body is
supposed to be full of ecstatic aspiration for God.
There are psychological parallelisms that are typi-
cal of mystical poetry and they are encoded in the
following terms: “the beloved one” — the divine
hypostasis, for which Sufi ameliorates in every
mystic state; “children of time”— the Sufis; “the
flight of the heart and spirit” — the desire for merg-
ing with God; “the terminus of a walking one is at
Him” — merging with God, i.e., God is in me;
“Everything but Him are lies and ashes, and noth-
ing but Him exists”, it is a call for contemplating
the unity of being in the variety of created phe-
nomena” [14: 55].

Complete merging with God — is the ultimate
goal of the sufi, seeking the Truth. “God is the su-
preme goal and what else can be the goal except
Him? There is nothing in the limit of the mind, but
Him.”

In the Tatar written poetry, this genre is re-
ferred to by Abdulmanih Kargaly, G.Kandaly [9:
64], Walid Kargaly (middle of the 18" century —
1803.) [15] and others.

According to the research of N.Laisova, a liter-
ary specialist, the odic part of qasidas (or actually
madhi) has a long history in the Tatar poetry.
Odes-madhi by Tatar poets are fundamentally dif-
ferent from traditional oriental gasidas. The odes
by Tukay, for example, are more concise, in most
cases they consist of 8-10 beits, there are also odes
of 2, 6, 13 couplets. Here it is already possible to
see the poet’s desire to express this or that idea
shorter and more economically.

The system of rhymes in odes by G.Tukay is
mainly traditional, i.e. according to the scheme aa
ba wa ..., aa bb cc..; there are also odes, written in
quatrains (according to aaba scheme).

N.Laisov criticizes some scholars for excessive
expanding the frames of odic Tukai’s poetry. The
researcher enters into controversy with A.Iskhak
[16: 114-116], stating that not every poem written
in the traditional form of qasida, can be called an
ode-qasida. N.Laisov believes that G.Tukay po-
ems, accusatory in nature and satirical on the issue
like “Where are mullahs that want to make Japan
Muslim?”, “To parasites”, “Mullahs”, etc., are not
qasidas. Such poems are satirical works both by
the object being depicted, and by the type of the
content as well as by typification techniques. The
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traditional form of the qasida serves here different
artistic tasks [17].

The study of literary genres by means of
comparative-historical and typological methods
leads to wide scientific generalizations. Arabic
literature was qasida’s verse cradle, in Turkish cul-
ture qasida receives a new impulse for its
development, expands the thematic range and
possibilities of the genre. It penetrates in the Tatar
literature as a result of literary and cultural
relations, contributes to the enrichment of themes,
genres system.

The comparative study of the gasida in differ-
ent literatures reveals typological similarities in the
development of this genre as well as the way in
which the genre acquired specific national and cul-
tural features. The latter are very much affected by
the local flavor and peculiarities of the national
character. The qasida in the Tatar literature does
not preserve all formal characteristics, but in its
content it pays tribute to the ancient tradition. Tatar
literature of the Golden Horde praises the Khan,
his escort, and the fate of people. In the literature
of the nineteenth century, during the enlightenment
period, in the early twentieth century, separate
structural elements of the qasida were used: ga-
zelle, madhiya/ marsiya, etc. They were further de-
veloped in the lyric genres dominated by social,
ethnic, philosophical and didactic problems. Those
were the genres which developed Sufi religious
motives.
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CTH TpobJeMbl. BeIABICHA PONIb TUTEPATYPHBIX B3aMMOCBS3€H B pa3BUTHH Kacklasl. O000meH MaTe-
pHaI 1o NCTOPHH MPOUCXOKACHHS, OBITOBAHHS KaHPa KachlIbl B apaOCKOM, IEPCUACKON U TaTapCKOH
nutepatypax. Ha ocHOBe aHanm3a psiia KpUTHUECKUX paboT BBISIBIEHBI OCHOBHBIE YEPTHI MIEPCHIICKON
W TaTapcKoi Kacklapl. CHCTEMAaTU3UPOBaH MaTepHUaNl O TEMATHYECKOM MHOT000pa3HH MPOU3BEICHUIH
aToro xanpa. [Ipencrasiena kiaccuukanus Kachl] HCX0As U3 UX HIICHHO-TeMaTHYecKol mpodiiema-
TUKH. BBISIBICHBI 0COOGHHOCTH KOMIIO3UIIMN KachlIbl U POJIb KAKIOTO DJIEMEHTa B pealli3alliy aB-
TOPCKOTO 3aMBbICTA.

B wucropuko-nutepaTypHOM IDIaHE HM3Y9aeTCs MpPOIECC MPOHUKHOBEHHUS apaOCKOW KachIIbl B
HUPaHCKYI0 IUTEPaTypy, BBISIBICHBI KIIOUEBHIC TCHIACHIWH B Pa3BUTHH STOTO JKaHpPA, CIEHH(pUKA
TpaHc(hOpMAaINY U MYTH aIallTallid B HEApaxX Jpyroi mureparypbl. Ha ocHOBe aHanm3a KopIyca TeK-
CTOB W3 TMEPCHUACKOH TO033UHM IOKa3aH IPOLECC BBIACICHHS W3 apaOCKOW KachIIbl IHIAKTHKO-
¢rnocohckrux, MHUCTHKO-AJIETOPHYECKUX PA3HOBUIAHOCTEH, 0COOEHHOCTH Pa3BHUTHS JKaHpa Ha IIO-
CIIEITHEM dTalle.

ABTOp CTaTh¥ BBIABISIET POJIb BOCTOYHBIX TPAJHULUKA B (POPMHUPOBAHNH JIMPUUECKHUX JKAaHPOB, 000-
rameHuu UAeHHON TeMaTUKU W MpoOJeMaTHKU MPOU3BENEHUI TaTapckoil auTepaTypsl. Ha ocHoBe
aHajM3a OoraTroro JMTEPaTypHOrO Marepuaja BbISBICHA clienu(HKa Pa3BUTHSA >KaHpa Kachlgbl B
TBOpuecTBe Xopesmu, Canda Capan, Ymmu Kamanma, Xubarymnsl Canmxosa, [llamcernuna 3akw,
Iabmymmer Tykas u ap. BBumy Toro 4to mo oObeKTUBHBIM IIPHYMHAM J0 Hac HE JOIUIM BCE CO3JaH-
HBIC TIOATAMH KaCBIIBI, UCCIEIYeTCs, KaK U3 Pa3HBIX €€ CTPYKTYPHBIX 3JICMCHTOB BEBIICIHIINCH U aK-
TUBHO CTalll Pa3BUBATBCS TaKHWe JKAHPHI, KaK ras3elb, Bacbl, Mamxus / MapcHs, pPEIUTHO3HO-

(1)I/IJ'IOCO(1)CKI/I€, QJICTUYCCKUC, CATUPUICCKNUEC PA3HOBUIHOCTH.

KaroueBble ciioBa: apaOckast 033usi, KaHpP, OOIECTBEHHAs! MIECOJIOTHA, AyX INICMEHH, KaHOHBI,
CTPYKTypa, pudma, O6eiT, TaTapckas aureparypa CpeHEBEKOBbSI, JINTEPATYPHBIC B3aMOCBSI3H.

Kak ormedaror nauTepaTypoBeibl, «Kachblia —
3T0  CIOBO  (s3—=8)  [0-apabCKM  O3HAYaeT
»lenuTbes . JKanp kaceia — oJiHa U3 IpeBHEUIINX
1 OCHOBHBIX ()OpPM TEPCHIACKOIN Mo33uu. ITO ojia
i xBaseOHas oga. OHa 3aMMCTBOBaHA M3 apad-
CKOH 1o33mu, oOpaborana u pa3sutay [1]. Ctuxo-
TBOPEHUS, IPUHAIJIEKAIINE K 3TOMY XKaHPY, MPH-
3BaHbl OBUIM TIOAHUMATH AyX CBOETO HAapoOia, CBO-
€ro IUIEMEHH, MOpAIbHO MOAJCPKHUBATh HUX B
60opn0e Kak ¢ cuiIamMu IPUPOJIBI, CYPOBOH ITyCTHIH-
HOM NpHUPOJBI, TaK M C JAPYTMMHU KOUEBBIMU ILIE-
MeHaMH. B cBs3M ¢ 3TUM B Kachl1ax BOCXBAJSIINCh
penBoAnTeNH TuieMeHu. ONuckIBas OesTHUS U TI0-
JBUT TE€pOEB IJIEMEHH, CO3JAaTeNN KacChll CTPEMH-
JIMCHh CIUIOTHTH WJIEHOB IJIEMEHH BOKPYT PYKOBO-
muTenei, chopMUPOBaTh Y HHUX IIPENICTABICHUE O
ponoBoil udectu. «Kak wu3BecTHO, B T€ BpeMeHa
apabbl HE MMEJH €elle MUCbMEHHOCTH U 3TH Kachl-
Il YUTAITUCH Ha spMapKax, 0a3zapax, Ha TUIOMAIsIX
1 Ha cOopax WieHOB ruieMeHu. Jlydmme, ocTtpo u
HCKYCHO COCTaBJIEHHbIE KachlAbl NEpeaBauch U3
YCT B yCTa W TaKUM OOpa3oM CTaHOBWJIHCH JI0C-
TOSTHIEM BCEro IUIEMEHH, W JaXXe O HUX 3HAIN
WIEHBI APYTUX IMJIeMeH. <...> DTH KachAbl CTalln
eIMHCTBEHHOH (opMOH M033uH, Hambosee yno0-
HOM A7l OTpa)XeHHS MICOJIOTHH HE TOIBKO POJIOTI-
JIEMEHHOTO CTpOsi, HO H TI03ke (eoJalbHOTO
cTposi. Kacelnpl mucanuch mMo3TaMu U YUTAIUCh
paBu ($s0), KOTOpPBIE CIEIOBAIM C IIO3TOM Ha
MEXIUIEMEHHbIE COOpaHWs W OPTaHW30BHIBAIIN
o0IIecCTBEHHOE MHEHHE B HY>KHOM HaIpaBICHUN»

[1].
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[MocremenHo cnoXxwuics IIAOIOH  KachlIbl.
Odopmuiace BBOIHAs YacTh (—i). «B aTHX Ka-
CBIIIAX OTPaXKaeTcsi KOUeBOH OBIT, IPUPOJIA IyCThI-
HH ¥ TIpeJieCTh ONpeNIeIeHHBIX BPEMEH Toja, Bec-
HBI, JIETA, OCEHHU, WM K€ MpPa3THUKH — HaBpy3,
MeXproH u ap. <...> Kaceima Oblma camoit ymoo-
HOU (opMmoii uts BbIpakeHUs! (heoJaTbHBIX OTHO-
nieHui, GeoanbHOM uxeosoruu. B kackimax Boc-
XBJISIOTCA XaHbBI, 3aT€M WX NPHUOIMKEHHBIC IO
YUHY ¥ 3aTE€M TJIaBa MOATOB U T.1.» [1].

KanonusupoBannas ¢opma Kaceiapl (eonanb-
HOT'O TIepHo/a:

1. Hacu6 wmm tamono (< v TR |
2. Taxawryc Wi ropusrax  (o=—ay
o8 3 ‘)S)’

3. Magx — 3TO OCHOBHASI YacTh (Z);

4. Tanab — TpeboBanue wim mpocsba («-1k).

«Hacub 310 BCcTymieHue, OH MOCTENEHHO NpH-
oOpeTaeT MOCTOSTHHOE MECTO B Kachllie. B HeM mo-
3T oOpamaercss K pa3jindHbIM TeMaM M HCKYyCHO
crapaercd NeperdTH K OCHOBHOM YacTH KachLAbl, K
BOCXBaJICHUIO (MajX). DTOT IMEPEeXoJl COCTOUT W3
OJTHOTO WJIM JIByX OEHUTOB, KOTOPHIE W HA3BIBAIOTCS
Typu3rax, T.e. MECTO Tepexoja WIH TaxaJulyC B
CMBICJIE OCBOOOXKJCHMSI OT MPEIbIIyIIEH TEeMBI,
nepeMeHbl TeMbl. [103T mpuCTymaeT K OCHOBHOM
HYaCTU KacChlgbl, K BOCXBAJCHUIO. 3aKOHYHUB Ty
4acTh, OH B MO3TUYECKON (hOpME MOXKET B OJHOM
WIH JByX OeWTax BBICKa3aTh CBOE MOXKEIaHUE O
KaKOM-TO BO3HArpakJIeHIH 3a TPYH, W XK€ HaMe-
KaeT Ha 3TO. JTa YacTh Ha3bIBACTCS Tajlad — T.c.
KaK MBI yXKe CKa3alli, TpeOOBaHMEe WM MTOKEIaHHe.
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Tamab BcTpedaeTcs HE BO BCeX Kachbmax. MHorma
Tanab ObIBACT HE B KOHIIE, a 32 HUM CJICIYIOT HE-
CKOJIBKO 3aBepIIAIONINX OEWTOB — XaTuma — 3a-
KITFOUCHHE.

Kaceina siBnsieTcss MOHOPU(DMHYECKIM TIPOU3-
BeJicHUEM U pudMyercs mo cxeme aa, 0a, Ba, ra u
T.JI.

OO0t 00beM TaKkKe YCTaHOBJICH TPAIUIHOH-
HO — MeHbIe 20 OCWTOB MOYTH HE BCTPEYACTCS.
BonpmmaCcTBO Kackn ot 30 mo 70 GefitoB. Berpe-
garoTcs Kacklmbl U 1o 100 GeWTOB M OYeHBb PEAKO
ceeimie 100. B kaceime ocHOBHasg 4acTbh — MaiX.
Opnako OoH Ooliee WM MEHEe OTPaHHYEH, TaK Kak
MIOCBSIIIEH BOCXBaJeHHWI0O WHAMBHAA. Kak Obl HHU
OBLT TATAHTIIUB MOAT, 3Ta TeMa rcuepnaema. U1 mo-
3TOMYy HauboJiee WHTEPECHBIMU MPEJCTABISIOTCS
HacuObl Kackil. OHU pa3HOOOpasHBI MO TeMe U
croco0y BBIpakeHHs TeM. B HacmOax MO3THI MMe-
IOT BO3MOKHOCTH BCECTOPOHHE OXBATUTh JKU3Hb U
€€ XyJI0’)KECTBEHHOE UccliefioBaHue. B aToM yOex-
JaeT Hac XOTs OBl o0miee epevrcIeHne TeMaTHKN
Hacuba B JOMIENIINX JO0 HAC Kacklmax. TeMaruka
HacuOa:

1. Oncanne npupoasl. B Hacnbax MHOTHX Ka-
CBIJT OITUCHIBAIOTCSI BECHA U OCEHb. MEHBIIIE JICTO U
3UMa.

2. N3obpakenue npa3aHukoB. OcoOEHHO MHO-
ro BCTpeyaeTrcs ONMCAaHWE HaBpy3a, MEXproHa U
JPYTHX MPA3THUKOB.

3. Onncanue npuMevaTesIbHBIX COOBITHH, MPO-
WCHICIINX B KA3HHU HApOZa WM CTPAHbI, HIIH K
IPUPOIHBIC SIBJICHUS. <...>

4. JTlro6oBHAas TEeMaTHKa. JIto6oBHO-
JTUpUYecKas TeMa TakKe UMeeT OOJIBIIOoe pacrpo-
CTpaHCHHE.

5. JIyr3 — ctuxotBopHas 3arajuka. HacuOwl He-
KOTOPBIX KachlJ] TPEACTaBISAIOT COOOW 3arajiky
(). <>

6. Hacu6 Mor coctosTh u3 MyHaszapa (s_klis) —
CIIOp, TIOJIEMHKA JIBYX, O MPEUMYIIIECTBE OJJHON W3
CTOPOH — M€Y U KOIIbe, BECHA W JIETO, MEAPOCTh U
mo00Bb, HaIa ¥ KaiabsH, He00 1 3eMiIs u T.1.» [1].

B ucropum KiiaccH4eckoil NMEPCUACKOH Kachl-
IIbI MOXXHO BBIZICNTUTH TPU OCHOBHBIX 3Tama. Ilep-
BBII ATalm MOKET OBITh OXapaKTEePH30BaH KakK JTall
rene3uca u oxsateiBaeT 1X-X BB. Ha 3ToM craguu
Pa3BUTHSL Kachilbl IEPBOCTENICHHOE 3HAYCHUE
nMeeT (akTop ee TepeHEeCeHHs C apaOCKoil Ha
HAPAHCKYIO S3BIKOBYIO M KYJBTYPHYIO TIOYBY. DJBO-
JIIOIUS KAaChIJIbI B 3TOT MEPUO]I, ECTECTBEHHO, 00Y-
cioBiieHa (opMaMH TIPUCIIOCOOJICHUS €€ TeMaTH-
YECKOTO U CTPYKTYPHOTO OOJIHKA K YCJIOBHSIM Me-
CTHOW JIUTEpAaTypHOU IPAaKTUKU. BTopoil aram mo-
KeT ObITh Ha3BaH ATanoM (pOpPMHUPOBAHUS KaHOHA
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u oxBarbiBaeT XI-XII BB. B 3TOT nepuo npoucxo-
IAT HauboJiee 3HAYMTEIbHbIC U3MEHEHHS B (YHK-
UMOHUPOBAHUU U HAIPAaBICHHOCTU MEPCUACKON
KachIJIbl, JIOTOJNIE OOCIY>KMBAaBIIEH TPUABOPHBIC
KpyTH, TIPEJICTaBIsAs co00i 0Opaser IuTepaTypHO-
ro HPUIBOPHOrO 3THKeTa. [locTeneHHO BOBIIEKA-
SCh B OpPOUTY MOSTUYECKOTO TBOPYECTBA IPEJCTA-
BHUTEJICH PETUTHO3HO-MUCTHIECCKUX TEUCHHUH (Cy-
¢u3ma, ncManan3Ma), Kacblia MpuoOpeTaeT HOBEIE
TEMaTUYECKUE  PA3HOBHUJIHOCTH: JIUJAKTUKO-
(humoco(CKyr0 1 MUCTHKO-aJIIIETOPHIECKYT0, — KO-
TOPBIM CYKJICHO CTaTh JOMHHHPYIONIUMH B IIO-
CJEeNyIOIUN NEePUOS,.

Tpernii meprox (XIII-XV BB.) HaunHAETCS 1O
JIOCTUKEHUU KachlIOW KAHOHUYECKOH 3pEeIoCTH U
Ha3BaH HAMH MEPUOJIOM «UHTEHCHUBHON» SKCILTya-
Tallly KaHOHA B OTJIMYKE OT JIBYX MEPBBIX CTAIUM,
KOTOpBIE B CYyMM€ COCTABJIAIOT a3y «IKCTEHCHUB-
HOTO0Y» Pa3BUTHUS KaHPOBOH (HOPMBL.

AHanu3 3BOJIIOLUHU NMPEACTABICHUHA O Kachle B
MEePCOS3BIYHBIX MOATHKAX X-XV BB. BBISBWI Psil
3aKOHOMEpHOCTEe  TpaHcopMaluu — MCXOIHOM
apabCKoil KaHPOBOI MOJENN Ha MPAHCKOW IMOYBE.
TaroreHue K CTPYKTYpPHOM 3aMKHYTOCTH M OIpe-
JICJIEHHOCTH, CTPeMJIEHHE K COCTOSHHUIO TBEpPIOU
(hopMbI 00EPHYJIOCH B MEPCHJICKON KAacChIJie BhIpa-
0OTKO# CTaHIApTHBIX CIIOCOOOB MapKHPOBKHU 3Ha-
YUMBIX DJIEMEHTOB KOMIIO3HUIIMA (HAa4aylo, KOHI[OB-
ka). OO0 3To# oOIIel )i BCeX KIACCUYECKUX (hopM
MEPCUACKON MO33UU TEHIICHUUU CBUICTEIbCTBYIOT
HE TOJBKO ITOCTENEHHBIE CABUTH B TEOPETUUECKOM
OCMBICIICHUH KaCBIbI, HO W BBICKA3BIBAHUS TIEp-
CHJICKHX T03TOB 00 «HJICAIbHOI» KacChle HEro-
CPEICTBEHHO B NPOMU3BENCHUAX. TaKkue BBICKA3bl-
BaHUS, MPEACTABIIAIONINE ONWH W3 THIIOB JINTEpa-
TypHOH pedrexcuu, B 3HAUUTEIBLHON Mepe JI0ToJI-
HSIOT PacCy>kKJIEHUsI TEOPETUKOB, KOTJa peyb UAET
0 MpeAMETax, JeXallux 3a MpeAeslaMd BHUMaHUS
HOpMaTUBHOM mo3THKU. K TakuMm npeameram OT-
HOCATCSL THUIBI 00paOOTKH MOTHBOB B paMKax Iie-
JIOCTHOTO IPOU3BEACHUS, OCO3HABAECMBIC YUACTHU-
KaM{ JIUTEpaTypHOrO TIpollecca KakK OIHMCaHue
(6ac¢h) v MOBECTBOBAHUE (XUKAUAM, KUCCA).

[IpencraBnenue o nponopuusx UacaIbHOU Ka-
CBhIIBI CTPOMJIOCH Ha OCHOBE €€ BOCIHPHUSTHS Kak
TapMOHHYECKH COUYETAIOLINXCS MEXIy co0oii pac-
CKa3bpIBaHUsS U kuBonucanus. [IpuBeneM st Ha-
IJISIAHOCTH PACCyXICHHUE O Kachllle, NOMEIIECHHOE
Hacup-u XocpoBoM BO BCTYIJIEHHE K OJHON U3
CBOMX Kachlf [2: 56]:

«JIBOpIIOM s caienato CBOIO Kachldy, U B HEM U3
OCHTOB €€ CO3/1aM I[BETHUKHU U aliBaHBI.
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Byayt B HeMm 3ambl, KOTOpBIE 5 yKpamry, Kak
BEJIMKOJICIIHBIE KaPTUHBI, OyAyT U Takue, KOTOpbIe
IIOCTPOI0 TPOCTOPHBIMH W TPUBOJIBHBIMHU, Kak
TIOMIATH (Meldan).

Ay Bpar €ro s MocTaBIIo MIPUBPaTHUKA BEPHO-
r'0 ¥ CMBIIUICHOTO, U3 YKCIIa peAYailinX pasMepoB
"apy3a.

Madgh ynyn pa’'unamy maga’uny ¢ga’ 3anoxy
CTOJIb YJa4yHO B OCHOBY 3TOTO 3[aHHMs [WMJIH: 3aJ10-
XKy S B OCHOBY HATyphl CEro OJarocCIiOBEHHOTO
(T.e. mpuBpaTHUKa)]. M TOTMa B CBOW IBOpEIT Cpazy
K€ CO30BY B TOCTH MYJIPEIIOB BCEX IOSICOB [00M-
TaeMOM 4E€TBEPTH 3EMIIH ],

UroObl HEe BoOmIEN KO MHE HEBEX/Ja, BeIOb S
CTPOIO JIOM HE JUTS TIpUeMa HEBEXKI.

YCTporo Takoe MUPILIECTBO, YTOO, BKYCHB Ha
HEM OT SICTB, MY>K pa3yMHBII NPHIIEN B 3aMellia-
TENBCTBO M N3YMIICHHE.

B Tene peun mo mpumepy pasyma MOMely s
JYIITy U3 COBEPIICHHBIX M PEIKOCTHBIX MBICIIEH.

Ecnu TeI HEKOTIA HE BCTpeyall B pedax 4eso-
BEYHOCTH, S B PEUH [CBOEHi] siBiIIO TeOe 00JUK de-
JIOBEYECKUH.

N3 mnpekpacHbIX ONHCAaHUW W JIaCKAOIIUX
[ciyx] moBecTBOBaHUI co3/aM € (pedn) BhIOIIHe-
Cs1 IOKOHBI M CMEIOIIHECs YCTa.

CMBICT TIpeBpally B ee MPeKpacHbId JIHK, ¥ TO-
T/1a COKPOIO €T0 IMTOKPHIBAIIOM CIIOBAY.

B mpuBenenHoM (parMeHTe MO3T WHTEpIpe-
TUPYET JIBa MO3TOJIOTHYECKUX Bompoca. Bo BTopoit
€r0 YacTH COJEPIKHUTCS THITUYHOE JJISI apaOCKOU |
HUPaHCKOW TO3TUKU MPEACTaBICHHE O COOTHOILIE-
HUU TO3THYECKOTO CMBICTA (Md HA) W €ro CIOBeC-
Horo obmauenus (rags). Cyxnenne Hacup-u Xoc-
pOBa MOJHOCTHIO MOBTOPSiET (POPMYIHPOBKY, CIIO-
JKUBIIYIOCS B apaOCKOM MoaTHyecKoi Teopun. Tak,
omuH W3 apabckux Qmronorop — Mon Tabartaba
(ym. B 933/34) B cBoeM Tpakrare «Mepuio Io-
a3um» yTBepxaaeT: «Kak ckazanm HeKTo U3 MyJpe-
LOB: ,,Y pedyr MMEeTcs Tello W Aylla, ee Telo —
3BYKOBOE oOjaueHue (nymk\ a ayuia — ma Ha) “».
He menee pacnpocTpaneHHBIM OBLIO yronoOneHue
Ma 'anu (MHOKECTBEHHOE YHCIO OT Md Ha) Tpe-
KpacHBIM JAEBYyIIKaM, a aiga3 (MHOXKXECTBEHHOE
YHCJIO OT J1a¢h3) — WX CO BKYCOM MOJOOpaHHBIM
ybopam.

Hecmotpst Ha ¢akynbTaTHBHOCTh BBICKA3bIBa-
uus Hacup-u XocpoBa 0 COOTHONIEHWW Md Ha U
7agh3 B CTPYKTYpe KacChlIbl, OTMETHM, YTO, [OJ100-
HO JIPYTUM MHUCTHYECKUM T03TaM, B TIEPBYIO T'OJIO-
By — cy(dusim, aBTOp HacTamBaeT HE Ha TPAJHIIU-
OHHOM JUJIi HOPMAaTHUBHOM MO3TUKU CTPEMIICHUU K
COOTBETCTBHIO MO3THYECKOTO CMBICTIA M €ro ClIOo-
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BECHOTO BBIPA)KEHUS, & HA COKPBHITUN COKPOBEHHO-
T'0, BBICIIETO CMBICTA CIIOBOM.

Yro ke KacaeTcs NepBBIX OEHTOB (yparMeHTa,
T/Ie COCTaBJIeHHE KacChIIbI OMHCHIBaeTCA B 00pas3ax
307]9€CTBA, TO peYb HJET, KaK IpPeaCTaBisIeTcs,
HMEHHO O CBOMCTBaX apXUTEKTOHUKU KACBIIBI, O
3aMKHYTOCTH M CTPYKTYPHOH 3aBEpIIEHHOCTH I10-
3THYECKON (POPMBI, O TaPMOHUH Pa3HOOOPA3HBIX
yacTel 1enoro. Iloka3aTeapHO, 4TO Aajiee, B OIH-
CaHUU COBEPIIEHHOM mosTHueckou peun, Hacup-u
XOCpOB TOBOPHT O JIBYX THIIaX €€ MPOSIBICHUS —
«TpEKpacHBIE OMHUCAHU» (8acgh-u xyb) W «Jac-
Kallue [coyx| TOBECTBOBAHUA» (Xukauam-u
Xyut), 9T0 COOTBETCTBYET HE TOJIBKO DPa3/IEICHUIO
MO3THYECKHUX XKAHPOB HA NTECKPUIITUBHBIC W Hap-
paTUBHEIC, HO U IBYM THUIIAM COIOJIOKEHHUS MOTHU-
BOB B Kacble, MpUMeHseMbIM no3TaMu X-XI BB. U
otyacti XII B. B WMHAMBUAYATHHO IOJXOOPAHHBIX
MPOTIOPIIHSIX.

Hrak, yxe B XI B. MO3T BOCIIPUHUMAET KaChILY
KaK 3aMKHYTYIO CTHXOTBOPHYIO (opMy, TOMe-
IIEHHYI0 B CTPOr0 pa3MeueHHOE IPOCTPAHCTBO
MOATUYECKOr0 nuBaHa, kotopoe Hacup-u Xocpos
CPaBHHBAET C CaZloM. 3aMETUM MOITyTHO, YTO CaIbl
PEryJISIpHOW TIJIAHUPOBKHU (waxap 6az) ObLIM W3-
BECTHBI IlepcaM C JAPEBHHX BpeMeH. B camoi
CTPYKType JAWBaHA pa3felibl, MOCBSIIECHHBIC pa3-
HBIM TTOATHYECKUM (hopMam, PacIoioKEHBI IO Me-
pe yObIBaHus 00bEeMa.

Ha mporsikeHnn mepBoro 3rama Kachila ak-
THBHO oboraiagach HCKOHHO MPAHCKOW TOIHKOMH,
MIEPEHOCHMOH, CKOpee BCero, M3 MPUABOPHOH Iie-
CEHHOW TpaauIluy, MOCKOJIBbKY MOITUYECKAs U Tie-
CeHHass KyJIbTYphl B CaMaHUACKHHA TIEpUOJ| HE
TOJIBKO B3aWMOJICHCTBOBANIA KaK CMCHSIBIIIHE OIHA
JIPYTYI0 BO BpPEMEHHU, HO ¥ TECHO COINPHUKACAIINCH,
MOCKOJIBKY TIEpBBIE TEPCUACKHE MO3THI, MPEXKIE
Bcero caMm Pynaku, ObUTH OJHOBPEMEHHO IE€BLIAMHU
U My3BIKAaHTAMHU-BUPTYO3aMU. B coxpaHUBIIHXCS
ctuxax Pynaku ykazaHuii Ha 3TOT (pakT comepKuT-
¢ OCTaTO4HO: Pyodaku uane bap cepepm o na-
eaxm, copyoeylian 2yu xezapoacmatu 6y0. — Pynaku
B35J1 apy ¥ UTrpall, OAHOBPEMEHHO TENU MEeCHH [ 3:
24]. O TOM € CBHUIETENBbCTBYIOT JIETCHABI O IO-
9Te, HaNpuUMep Ta, 4TO TpuBeneHa B «UeTbipex Oe-
cenax». biarogapss HEMOCPEICTBEHHOM WM OIO-
CpeIOBaHHOH (uepe3 apaOCKyIO IMO033HUI0) CBSI3U C
COOCTBEHHOW TOMYCYJIBMAHCKOM TpamulueH, Tep-
CHJICKasl KachlJa TMOCTETIEHHO o0peTana, Tak CKa-
3aTh, HAIMOHANBHBIN XapakTep. OTOT MPOIECC
MIPOSIBIISIETCS HE MPOCTO BO BKIIOYCHUH KaJeHIap-
HBIX MOTHBOB B perepTyap Kachabl (OHU MPOHHUK-
JIM B KaChlly €Ill¢ B IMEPHOJ] TOCIOCTBAa apaObCKOro
S3bIKa), CaMO€ BAaKHOE COCTOMUT B TOM, YTO Ha
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POOHOM SI3BIKE OHH IIOJHOCTBIO BOCCTaHOBHJIN
BECh COMYTCTBYIOIIMA UM HaboOp pUTyalbHO-
Mudosornyeckux accouuanuii. Ckopee Bcero, 3To
MIPOMCXOJMUIIO J1a)KE€ BHE 3aBHCUMOCTH OT TBOpYE-
ckoil Bonu mOATOB. OOpsAmOBasi CTOPOHA KaJCH-
JapHBIX TPA3gHUKOB, YK€ YTPATUBLIMX B 3IOXY
TOCHOACTBA HCJamMa CBOHl CakpaJlbHBIA CMBICI,
MPOJI0Kajga BOCTIPOM3BOIUTHCS MO TPAIWIUN B
chepe npuABOpPHOrO 3THKeTa. MIMEHHO MO 3TOM
MPUYMHE B paHHUX 00pa3lax KJIACCHYECKOH Kachl-
bl MBI MOXXEM OOHApYXHUTh PAJ M3BECTHBIX MU-
(osmoreM mpakTHYECKH B HepaclaBIIEMCS BHIE.
Camplii paHHMH TpUMep JaeT Kacelga Pynaku
«Matp BuHa» [4: 114], B KoTOpO#l cama Joruye-
CKas cxema pa3BepThIBAaHHWA 3a4MHA BOCIIPOM3BO-
IWUT HE TOJBKO PyIUMEHTH MH(pa 00 ymuparomem
U BOCKpecamomeM O0XeCTBe IUIOJOPOAHs, HO H
MOPSIIOK €ro IOYMTaHWusA (TO €CTh CIeHYyOLIUe
JIpyr 3a JpyroM OIUIaKWBaHHUE M THPILIECTBO).
BcnoMHuM miepBble HECKOJBKO OEWTOB BCTYILIE-
HUSL:

Martb BUHA ClIelyeT IPUHECTH B KEPTBY,

JluTs ee CXBAaTUTh U 3aKIIOYNUTh B TEMHUILLY.

Ho He cMoXxetb Thl OTHATH Y MaTepH INTH,

Ecnu npesxne He pa3npoOumib el [KocTu] u He
W3BJICYEIb €€ AYIIY.

TonbKo Beb HE AO3BOJICHO OTHUMATh

MinazneHna OT MaTEpUHCKOU TPy aH,

Iloka He MHHYJIO TONHBIX CEMb MECSLEB
KOPMJIEHUSI TPy ABIO

C mavana Mmecsira opoubexewma a0 KOHIA Me-
ciua abana.

TonpKo mOCie 3TOro BO3MOXKHO IO 3aKOHAM
Bepsl M crnpaBeanuBocTH JuTtsa [Opocuth]| B Tec-
HYyI0 TEMHUILY, @ MaTh [IPUHECTH ]| B )KEPTBY.

Jlamee B TeKCTe KachIIBI CONEPIKUTC TOIPOO-
HOE€ ONMCaHWE CTpaJaHui «4ajia BUHOTPAIHOM JIO-
3bD» B TeCHOM y3wiwuile OyTeutu. [lo mMHOTOYmHC-
JICHHBIM CBUJIETEIbCTBAM CPaBHUTEIHHOH MHU(O-
JIOTHH, TIOPbMa YacTO CIY)XHUT MeTa(opuiecKkum
onucanueM HxHero mupa (cp. Mocud B komonue,
Hocud B TiIOpbMe). [lomoOHast peKoHCTPYKIHUs
MOXKET OBITh TOATBEP)KIEHA W JIPYTHMH KOCBEH-
HbIMH JAaHHbIMH. [lo cBugerenscTBY bupynu, B
WIIOCTACH YXOJISIIEro ¥ BO3BpAIIAIOIIErocs 0oxe-
CTBa MOT BBICTYNaTh MH(OJIOTHUECKUH ITEPBOLAPh
Muma (Joxm, JKaMIm).

Kacbina pa3BuBaeTcs Kak CMEIIaHHas XaHPO-
Basg CHCTEMa JIMPO-3IIMYECKOTO XapakTepa (poib
MOBECTBOBAHUS, HWCIOJNB30BAaHHE MNPUEMOB OOJIb-
LIOTO 3M0Cca, IEpeHeCeH e B Kachlny GOpM Majioro
Jmoca — MpUTYa W €€ KOMIIO3UIMOHHAS POJIb).
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IIpumepsr — YHCypH (TIpUTYa O YePHOM BOPOHE M
Oenom cokone), ATrap (mpuTda O Kypae, More-
psiBIIeM BepOIroaa).

Ponr Becennell kameHmapHOW OOpa3HOCTH B
CTPOHTEILCTBE KACHIIbl OUYEHBb BEJIMKA: CTaHIApT-
HBIE 3a4MHBI, 00pa3bl YEIOBEYECKOHW KPacoThl H
COLIMAIIbHON TapMOHMU (WAeanbHas BO3IOOJICH-
Has, WACATBHBIN TOCYJIapb, IOHOCTh KakK Ipeaen
coBepIIeHCTBa: Oaxm-e Oocasan). KanengapHas
00pa3HOCTh B (hOpME «PEeecTpOB» CE30HHBIX CIIOB
(TIBETHI, MTHIIBI, TUTOABI) HAXOAWUT aHAJIOTHH B 30-
poactpuiickom cBozae «bymnmaxumu» (IX B.), rme
OHAa TPEJCTaBIIEHA KaK COCTABJISIFOIINE 3JIEMEHTHI
30p0aCTPUUCKON KapTHUHBI COTBOPEHHOro AXypa-
Maznoit ToBapHOoTO MEpa (eemux). Dopma peecr-
pa, CIMCKa JaeT IpeJCTaBI€HHE O TMOCTPOSHUU
OIHMCATENIFHBIX YaCTeH KaJeHJIAPHBIX Kachl] (B Ka-
KoM Oeiite miam crpode Mmycammama OMUCAH
LBETOK, TUIOJ, ITHIIA U T.1.).

KoMmno3unuoHHble  pa3sHOBUIHOCTH  KaCBIIbI
MOSIBIIIIOTCS YK€ BHYTPH TPUIBOPHON TPaJWIINH:
Kachlsia 6e3 3aunHa (4acTh Kachll YHCYpPH), Kachl-
IObl C HECKOJBKMMH 3a4MHAMH M BO30OHOBIISIO-
eics Ha WX TpaHuIle MmapHor pudMoit (Takas Ka-
ceIa BepBble BcTpedaeTcs y Pappyxu). IlepByro
Pa3HOBUAHOCTh HCHOJIB30BAIM TMOTOM cyduu u
UCMAWIIUTBl JUIA CO3JaHUS YUCTO MPOIOBETHUYC-
CKMX KachlZpl. BTOpPYI0 pa3HOBHIHOCTH aKTHBHO
pa3BuBan XakaHH, IPEBPATUB KacbLAbl C JBOWHBIM
U TPOMHBIM 3aYMHOM B CBOIO «BU3UTHYIO KapTO4-
Ky».

Temarndeckue pa3sHOBUIHOCTH KachlIbl (BTO-
poii 3Tan pa3BUTHS — MEPUOJ] PACIIBETA): KTIOPEM-
Has xanoba» B kackimax Ma'cyna Ca’na Canmana;
CKopee Bcero, TpaHchopMarms «IOpOKHBIX JKa-
700», OYEPIHYTHIX U3 TPAAULHOHHON 4acTu Oe-
JlyMHCKOHM KachIJbl, Ha3bIBaeMOH paxun (3TO elie
MPEICTOUT JT0Ka3aTh); Pa3BUTHE KAaCBIABI IPOTIO-
BEJHUYECKOTO W aJUIETOPHYECKOTO COJEPKaHUS
(Heup-u XocpoB — Canan — Xakann); «IItuups»
Kacblga Xakanu «MaHTuk ar-Taiiap»; Qrmocod-
CKO-aJUIETOpHYECKHE KachIAbl ¢ apaOCKUMHU Ha3Ba-
HUSMH — Tpaaunus uaetr ot CaHau, ee NMOAXBAaThHI-
BaoT Xakauu, Amup Xocpos [exneBu, Jxamu;
MOCTENEHHOE  3aTyXaHHWE ITOBECTBOBATEILHOTO
3JIeMEHTa B Kachlle, HapyIIEHHE CII0KHUBIINXCS
MPOMOPIHK, MajeHne MPOIYKTHBHOCTH >KaHpa K
Havany XIII B.

Hnst TpaHchopManii Kachkllbl XapaKTEPHO HE
TOJIBKO TEPEOCMBICIIEHHE OTJENBbHBIX MOTHBOB, HO
W TIEpEHECeHHE LEJTOCTHBIX CXEM pa3BOpauyMBaHUS
CTaHJIapTHOTO 3a4yMHa M3 OJHOM TeMaTHYECKOU
Pa3HOBUAHOCTH B JpYyryl (3a4uH «HpUOBITHE
TOHIIA», YIIOMSIHYTBIH paHee). MHOTHE «CHTyaTHB-
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HBbIe» KJIHIIE, CIIOKWBIINECS B Kachllle, B TOCIe-
OYIOIIWNA TEepUoJ Pa3BUTHUS NEPCUACKONM MOI3UU
MIPOJIOJKAIOT KHUTh U Pa3BUBATHCS B Ta3elly.

HccnenoBareny BBISBISIOT CIEAYIONINE paz-
HOBHUJIHOCTHU KaChI/I:

1. Kacbipl myHOkaat (<\alis) OOparieHue K
Oory. B Hux aBTOp OOpamaercs k 00ry ¢ pa3imd-
HBIMH TTPOCHOAMH.

2. Kacpigpt Ha'T (©—=3) — 3TO KachIIbl, BOCXBa-
JISIONIME IPOPOKA B TIOUCKAX Y HETO MOIICPKKH.

3. Kaceinel Magxus (42a3) — T7I€ B HAX BOC-
[EBAIOTCS OTACJbHBIC JIMYHOCTH — I[APU, XaHbI,
BEITbMOXKH.

4. Kacwiasl haxpusi (——_~8) — B HUX MO3T BbI-
pakaeT TOPJAOCTh CBOMMH JI€JaMH, BOCXBAJsET
CBOIO TIEPCOHY.

5. Kacwigpl XaxkBusi (4 s»2) — caTUpHUYECKUE
KachIOel OBLTH, TJIABHBIM 00pa3oM, XBalleOHBIC —
nanerupuueckue. Ho Oblia ¥ BTOpas MX CTOpOHA —
B HHUX TIOHOCHJINCH, YHIDKAINCh WU MOPAIBHO TO-
JABJSUTUCH TPOTHBHHUKHM JAHHOTO XaHa. JTO ObLI
(). <...>

6. Kaceiisr Mapeust (4—£.<) — 9T0 Te e XBa-
neOHbIe KachlAbl, IOCBSIICHHBIE HE JKUBBIM, a
MEPTBBIM, TO €CTh JJICTHS.

7. Kacbiisl baxopust (+—_l), ux HacuObI 1o-
CBSIIICHBI OITUCAHUIO BECHBI.

8. Kaceiapl Unikust (42—3Se) — 370 KachlAbl O
T00BU U APYIKOE.

9. Kacbinbl Xampust (4-2_e>) — KachlJlbl, OITUCHI-
BaIOIME BUHO, BUHOIIUTHE U T.I.

10. Kaceiner Xonuss wimm XacOus («=ils). B
ATHX KaChIIaX MO3ThI OMUCHIBAIOT CBOE COCTOSIHHE,
4acTOo 3TO KAIOOBI Ha CBOE MOJIOKEHUE.

11. Kaceinel Xabcust (44—s>) — 3TO Kachllpbl,
OTOOpaXKAIOIIUE TSKEIIOE IOJIOKEHUE, MYyUYCHUS
[I03TOB, MOMABIIAX B HEMHUJIOCTh U HAXOJISAIINXCS B
3WHAaHaX. JTO TIOPEMHBIE AJIEeTHH. <...>

12. Ucropudeckue Kacbiabl. Kacwimbl, B KOTO-
PBIX OMUCBIBAIOTCS UCTOPHUYECKUE COOBITHS. <...>

13. Dun0coPCKO-peTUTHO3HBIC KachlJIbl
(&—2=). Croza BXOIAT KachIABI CYy(HUICKOTO CO-
JICPKAHMSL.

14. KachIpl 5THYECKOTO COJEPKaAHUS (—Aal),

15. Kaceiapl, He uMeromue HacubO. Takue Ka-
CBIJIbl HAYMHAIOTCSl HEIMOCPEJCTBEHHO C BOCXBalle-
Hus (Mangx). OHM Ha3BIBAIOTCS OTPaHUYEHHBIMHU
KACBIIAMH 253 o0& wal Jii ¥ —Sa ol b Q-
pyOJIEHHBIE KACBIBI.

16. VICKyCCTBCHHBIE KACBHIIBI (&i—<as odr—ia)
[1].

OO111eM3BeCTHO, YTO Ha (POPMHUPOBAHKE TIOPK-
CKO-TaTapCKOM  KaHPOBOM CHUCTEMBI  OKazalld
Oonpiioe BiMsHWE apaOckas ©  TEepPCHICKO-
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TaJDKUKCKasl KJIacCH4ecKas II033MM, a TaKXkKe HX
TeopeTHuecKkas Mmo3tuka. Kak ykasslBaeT nurepa-
typoBen P.K.I'anueBa, MomiHast UCKpa BOCTOYHOTO
Peneccanca pokaaeT BO3MOXKHOCTb CIIMSHUS JIH-
TepaTypHBIX TPAAWIHUNA HAPOAHOTO (OJBKIOpa U
OPXOHO-CHUCEHCKUX HAAIUCEM C TBOPYECKUM
OmBITOM  Jpyrux  HapojgoB [5:  139-140].
J.3arugynnuHa KOHCTaTHPYET, YTO TEOPETHKO-
nuTepaTypHas umHGopMauus, MPOHUKas B MPOU3-
BEACHUS TaTapcKOW JmTeparypbl u3 apabo-
HNEPCUJICKUX HAayYHBIX TPAaKTaTOB, HCTOYHUKOB,
HauWHaJa )KUTh BHYTPH XYJOXXECTBEHHBIX MPOM3-
BEJICHUN B KaUECTBE HAYYHOU HACTPOHKU, pyKOBO-
JIA1ed TBOPUYECKUM Tporieccom [6: 39].

Teopernyeckass  MO3THMKA, IO  MHEHHIO
A.IllapumnoBa, yXe B CpeJHHME BeKa BBINOJIHSAET
(YHKUIUIO CTPOroro MO3THYECKOro KaHOHAa M CO-
MPOBOXKAAETCS MPO3PAYHON 3aBEPIICHHON TEOpH-
eil. B snoxy Bomxkckoit bynrapuu n 3onotoit Op-
IObl TIO3THKA TIOPKO-TATAPCKUX TPOU3BEACHUM
OPUHUMAET BHJl OIPEIHCIICHHONM CHUCTEMBI, BO-
NEPBBIX, MO]1 BIUSHUEM COOCTBEHHBIX BHYTPEHHUX
3aKOHOMEPHOCTEH, BO-BTOPBIX, IOJA BIHSIHUEM
kiaccudeckoro Boctoka [7].

JlutreparypoBen A.CubratyiuimHa B cBOeH pa-
00Te, TOCBSICHHOH TEHE3HCy MaHEeTUPUIECKUX
JKaHPOB B TATApCKOHU JMTEPAType, TAK)KE OTMEYAET
POJIb HE TOJIBKO APEBHHUX TIOPKCKHUX, HO U BOCTOY-
HO-MYCYJIbMAaHCKUX TPaJUlMd B Pa3BHTHH ATUX
KAHPOB: «... B OCHOBY MapCH{ OBUIH ITOJIOKCHBI
3THKO-3CTETUYECKHUE IIPUHIUIIBL apabo-
MIEPCUICKON TOA3WH, TOITOMY MapcHs MMEET BBI-
paboTaHHBIE KaHOHBI MHCHMEHHOW JHTEpaTypbD»
[8: 135].

Ecmu oOpatutbess k mpobieme ObITOBaHUS
JKaHpa KachlIbl B TaTaPCKOH JHTEpaType, To OOHa-
PYXHM, 4TO B TATAPCKOM JIUTEPATYPOBEICHUH TIOA
KachblION NOHUMAIOT JIMPUYECKOE MPOU3BEICHUE,
MIOCBSIIIIEHHOE BOCXBAJICHUIO OO ASHCTBUIN M TO-
CTYIIKOB M3BECTHOH HCTOPHYECKON JIMYHOCTH, JIU-
00 Kakoro-HHOyIb TOPKECTBEHHOTO COOBITHS,
oOmectBeHHoro siBneHns. OO0BeM KachLabl KOJeo-
nercst Mmexay 12 u 200 Geiiramu. Pudmoka Takas
e, Kak y rasenu: aa, 0a, Ba, ra... B koHue npous-
BEICHUS, KaK IIPaBUIIO, NPHUBOAUTCS penud WM
Taxamryc» [9: 63-64; 10: 201].

Tarapckue ncciemoBareny, U3ydarolye reHe-
3MC JKaHpa, oOpalaroT BHUMaHUE Ha TO, YTO «IIO-
SBJIEHUE JKaHPa KacbhIIbl OTHOCUTCS €Ille K paHHe-
cpenHeBekoBoMy mepuoay. Emie B IX Beke apa0d-
ckmii prtoor Mon Kyraiiba B cBoeii ,,Kaure mo-
33WHU U TTO3TOB* CO3/1a]l CXeMy HOPMAaTHBHOM Tpex-
YaCTHOHM Kacbllbl, COCTOsIIEH u3 Hacuba (BCTymu-
TeNbpHOHM uacth), Baca (omucanus) u Maaxa (Ba-
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PHAHTHI TOCIEIHETO — MapCcHs W XWIKa), U TIPO-
BO3MJIACHJI 0053aT€IBbHOCTh CTPOTOro COOFOICHUS
yKa3aHHOW MM KOMITO3ULIMOHHOM cxeMbl. B mocne-
nyromue Beka 3TH mpeanucanus MO KytaitObi
CTaju 00s13aTEeJIbHBIM HOPMATHBOM aHpa KachlIbl
BO BCEX BOCTOYHBIX JHTEparypax apabo-
MYyCYJIbMaHCKOH OpHUEHTAIlMH, B TOM YHUCIIE U B
TIOPKOSI3BIYHBIX JIUTEpaTypax. Bmecte ¢ TeM B Te-
YCHHE TIOCIICAYIONIMX BEKOB JIaHHAS HOPMATHUBHAS
Kachl/la MpeTepreBacT ONpeeieHHbIe H3MEHEHUS:
B niepuoj 3penoro CpeTHeBeKOBbs KaXkaas U3 Tpex
CTPYKTYPHBIX YaCTeil KachlIbl B OTJCIBHOCTH I10-
Jy4aeT CaMOCTOSATENBHOCTh, H B TMO33UH (POPMHU-
pPYIOTCS Takhe TeMaTH4YecKHe >KaHpPbI, KaK Ta3elb
(w3 Hacmba), Bacd, TO eCTh kaHp onucaHus (U3
BTOPOI YacTW Kachljibl), MaJXHUsl U €€ BapUaHThHI
Mapcus ¥ XuKa (M3 TpeTbel yactu kacwipl). [lo-
SBIISTIOTCSL TaK)Ke, XOTSA M PENKO, Kachlabl 0e3 Ha-
cuba, KOTOPbIC BIOCICCTBUN HAYMHAIOT HA3bIBATh
keiTramu» [10: 201].

Kak ykaspiBaer A.M.IllapunoB, B THOpPKO-
TATAPCKOM IMM033UM NPOU3BEJCHMS, OTBEYAIOIINC
TpeOOBAHUSM KAaChIJbI, TIOSIBIISIIOTCS Jiniib B XIV
B. B cBoeii MoHOTpadum «3apokaeHUE CHCTEMBI
CTUXOTBOPHBIX JKAaHPOBY» HCCIIEIOBATENb AACT Clic-
JYIOIYEO KTACCU(DUKAIUIO KACBI;

1. OnwucarenbHbIE KaChI/IbI:

a) Oyxapus (omucaHWE BECHBI, BECEHHUX Kap-
TUH NPUPOJIBI);

0) xonus (M3JI0)KEHUE TTO3TOM CBOUX YYBCTB U
HaCTPOCHHH);

B) THIMIIKKA (ONTMCaHUE JTFOOOBHBIX 3MOIIHIA);

') XaMpHsl (BUHHBIE KachI/Ibl, OTMICAaHUE BKYCO-
BBIX Ka4eCTB, CBOMCTB BUHA, IOMOEK, TOXMEIbs).

2. XBaneOHbIE KaChLIbL:

a) Mauxus (KachlIbl XBAJIGOHOTO COJICPIKAHUS,
MTOCBSIIIEHHBIE KAKOMY-HUOY b JTUITY);

0) daxpus (BOCXBAJICHHE TOITOM CBOHMIX IIEs-
HUH U TBOPYECTBA C YKa3aHMEM Ha 3aHHMAaEMOC
MECTO B OOIIICCTBCHHOM YKU3HH);

B) XaMma (XBaJia TBOPIY, OOJBIICH YacThIO B
dhopme dutocodhckoro cozeprianus);

r) HarT (TpaJulMOHHBIE XBajeOHBbIE KacChIIBI,
co3/1aBaeMbI€ B 4eCTh Ipopoka Myxammesa).

3. Kachiabl-mMapcusi — NOMHHAJIBHBIE 3JI€TH-
YECKUE CTUXOTBOPEHUS, MOCBAIICHHBIC YbeH-TN00
CMEPTH, BOCXBAJIEHUE €T0 JACSTHUN TIPH KU3HHU.

4. Kacblapl-xaaKBHUsI — CaTUPUYECKUE KaChI-
JIBL.

5. Kaceyibl-MyHapKaT — MOJIMTBCHHBIC Ka-
CBIIBI, KOTOPBIE COEPIKAT MOKAsTHIE «BUHOBHOTO»
I03Ta W €ro HIDKAWIIYIO0 MPOChOy, HAICIOIMIETOCS
Ha CIIACEHHE W TMPEJCTAIONIET0 B KA4YeCTBE HH-
JKAMIIEro CIyTy 1epes BCEBBIITHUM.
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6. dwmrocodckre Kacwelapl. B HuUX Bemymei
TEMAaTUKON SBJIIETCA TPAKTOBKA B JIMPUYECKOHN
(hopMe TeopeTHUeCKUX TOJOKEHHI cy(hru3mMa u u3-
JIOKEHWE €r0 MOPaJbHO-3THYECKHMX HOpM. Dwuito-
co(CcKHE KACBIIBI 0 CBOCH HAMPABICHHOCTH U CO-
JICpKaHUIO ObIBAIOT:

a) MOpaJbHO-TUJIAKTHYECKHE,

0) Hay4YHBIC KACHIbI.

I'maBHOI OCOOCHHOCTBIO MEPBBIX SIBJIICTCS HE-
MOCPEICTBEHHOE O0OpallleHre K YYeHUKY C COBETa-
MU, Ha3UJIaHHEM M TIOCTAaHOBKOW KOHKPETHBIX BO-
NPOCOB OOIECTBEHHOH JXW3HU B (uiaocodckom
aCITeKTe.

7. Kachlipl MacHy — UCKYCCTBEHHBIE KaChI/IbI.
B nckyccTBeHHOM Kachle, Kak OBIIO YKa3aHO BHI-
e, TeXHUYECKOE YCOBEPIICHCTBOBAHKE, BHIXOJa-
IIMBasi €e COoJepKaHWe, TMPUBOJUT 3TO HAIpaBlie-
HUE K CO3JaHMI0 YHCTO (OpMajbHBIX XAHPOB —
MyaMmMa u Tapux [7: 289-290].

MysbikoBen [.MakapoB 0TMEYaeT, YTO «B XO-
JIe My3BIKaJIbHO-ITHOTpapUIECKUX IKCTICTUIIHI TT0
paitonam Bonaro-YpaiabCckoro peruoHa BbISICHU-
JIOCh, YTO B HApOJIe UMEeTCsl (POIBKIOPHAS TPasIH-
st 0003HAUCHUS OTIPECIICHHON YacTH AyXOBHOM
MO33UU TaTap TEPMHUHOM Kacwia. <...> McmonHu-
TEJIM COBPEMEHHOTO OBITOBOTO (DONBKIIOpA 3a4ac-
TYI0 HE MOTYT OOBSCHUTH, B KAKUX CITy4asX TO WA
WHOE TIPOM3BEJICHNE OHM HA3bIBAIOT Kachlia, B Ka-
kux — Oaut. Yailie OHM MOAPa3ACISIOT UX JIUIIIb 110
WHEPLUH, UIYIIEH OT CTaphIX 3aKPEIICHHBIX U HEe-
OCO3HaHHBIX Tpaguiui. Kacbigol Ha3bpIBalOT U
WHBIC TIOOMEI U3 cOopHUKa ,,Maynmua-u Hadu®. C
UX MY3BIKAJIbHBIMU OCOOCHHOCTSMH MOXHO TIO-
3HAKOMHUTBCS TI0 MaTepuanaM pPYKOMHCHOTO HOT-
Horo coopuuka C.l'absmm, Hanmpumep ,,Kackriigon
Oepmo™ — mo mpousBeneHHUO ,,Kackina rmaina-
HakuAKU apabckoro moata Myxammena oune Ca-
una ame bycupm (1212-1294), mocBsimeHHOMY
BOCXBAJICHHIO TIPOPOKA M €Tr0 UyJec, a TakkKe U3
yact ,,Kaceriiion pab0anus* u3 mosmsl ,,Myxam-
Mamus Myxammena Yeneon (ym. 1451)» [11: 36].

ITepBbie 00pa3mbl KackABl MPOHUKAIOT B TIOP-
Ko-Tarapckyto nossuto B XIV B. OHu BeTpeuaroTcst
B noasun C.Capam («Tan xacerigoce ,,['encran

ouT-Tepku‘y), Xopesmu («MoxoOOoTHAMOY),
Kytba («Xecpoay Bo Ilupun»). B nureparype
nepuona  3omotoii  Oppapl, Kak  yKas3blBaeT
A .lllaputos, «HE OIIIyIIaIach ocobas
HE0OXOIUMOCTEL B JKaHpe Kachiabl <...> Kachbina,
KaKk CaMOCTOATECNbHBIA  JKaHp, 34ech ObLIa
pacmpocTpaHeHa  Mano. Mecro,  Hampumep,

MaHETUPUICCKON KaCBIIBI 37€Ch B OIMPEICICHHOM
CTCIICHU 3aMEHSJI B 00Jiee KPYIHBIX MO3TUYCCKUX
Npou3BeACHUSIX, Kak ,XocpoB u lupun®,
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,Myxabbar-Hame™“ ® np., JKaHp MaIXHH, T.€.
XBaJICOHOE CJIIOBO B  4YeCTh JIMIA, KOMY
MIPETIOAHOCUIIOCh  JaHHOE TpOM3BeAcHHEe. Tak,
HalpuMep, B Ha4allbHOHM JacTh ,,Myxab0ar-Hame*
Mbl HaxXoAuM MaJiX B uecTb Myxammena Xyxa-
Oeka — Baccana xaHa 3onoroil Opapl [)xanubexa, a
B ,,XocpoB u llupun* — B vecth TriHHOCKA, TIpa-
Butens bemoit Opael u ero >keHbl Manuka-xaTyH.
Ho 310 yXe He Kachlibl B MPSIMOM CMBICIIE 3TOTO
CJIOBAa, HE T€ MOHYMEHTAJIbHBIEC MMOITUYECKHE TPO-
W3BENIeHNs, KOTOpPBIE CYIECTBOBAIM Ha apaOCKoOn
" nepcuackoi mousey [7: 290]. B cmry 0ObeKTHB-
HBIX MPUYMH JI0 HAC HE JOUUIM KaChIAbl MO3TOB
3osoroit Opbl.

OOpasel; OMMCaTEIbHON KAacChIIbl MBI MOXKEM
oOHapyxuth B TBopuectBe Caiipa Capau. Peun
uaer o kKaceige «TaH kaceriimoce» («Kacbima
YTPEHHEH 3apn»). Ee )aHpOoBYI0 MPUPOTy H3ydaan
takue yuenwsle, kak M.®D Krompronesaae [12] u
X.Munnerynos [13: 158-164].

Kak Bepno moamerunu  X.MUHHEryJoB,
A.lllapumoB, «JaHHAas Kacbla OTBEYAaeT BCEM
HOPMAaTHUBHBIM TPEOOBAHMUSM JIAHHOI'O >KaHpa HE
TOJIFKO TEMATHYECKH W KOMIO3UIIMOHHO, HO M TIO
cBOMM (QopManbHBIM Tpu3Hakam. Harmp., oHa mo-
CBSIIIEHA OIMCAHHUIO yTpeHHeW 3apu (omucaTesnb-
Has KachlJa), COCTOUT Bcero u3 24 Oeciira. B xowm-
TTO3HUIINA KaChIIBl IMEIOTCS JacTu: Hecub (10 Oeit-
TOB), TYpH3Tax, TO €cTh epexo] K Manxy (3 Oel-
Ta), COOCTBEHHO MazaXx (6 OCHTOB), TaIab MJIM Kac,
T.€. TIpock0a 0 Bo3HarpaxacHun (2 Oeiita) W Tar-
oum, T.e. yBekoeunBanue (3 Oeiita). B comepxa-
HUU TIPOU3BENEHUS B ONpPEAEICHHON CTENEeHH OT-
paXarTCs MHPOBOCIPHUATHE THOPKO-TATAPCKOTO
HapoJa M €ro 3CTETUKO-XY/I0’KECTBEHHBIE HOPMBI.
[Ipu omucanum aBTOp yMENO HCIONB3YeT THIEp-
0oy (Hamp., MO W300paKEHUIO I03Ta, CHUMBOI
meapocT XateM Taif, mpeaBoauTedh apabcKoro
mnemenu VI-VII BB., caM sBJISETCS CIyrou ,,uaps
AnekcaHnpun®, T.e. 00bEKTa MMPOCIABICHUS aBTO-
pa; UCTONIB30BaHME TaKuX MeTadop, Kax ,,JbBUHOE
cepame”, ,,ACTOYHHK MYy»ecTBa*“ u T.1.). Kackima
HamMcaHa apy3oM, Oaxpom mysapur (Madryny da-
runat madarmry garwryH)» [13: 163; 7: 291].

TBopuectBo X.Camuxosa (1794-1867) sBisier-
Csl CBA3YIOLIUM 3BEHOM, IEPEXOJHBIM 3TarloM Me-
Ky JINTEPaTypOil CPEeTHEBEKOBOTO YKIIaja W JIH-
TepaTypoll  HOBoro BpeMeHu. Ero  mepy
npuHaUIekKUT Kackima «Tascced» («YkeHy»)
(1851). B Heit mo3T pasMpIuIsieT 0 cyas0e Hapoa.
OOBEKTOM CaTUPUIECKOTO OCMESHHUS CTaHOBSITCS
0an, MPOCIABUBIINECS CBOCH OECUETIOBEYHOCTHIO.
X.CanuxoB Kak MPOCBETHTENb CYUTAET, YTO BCE
TATOTHl JKU3HH, TIPUTECHEHUS €CTh pe3yJbTaT
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HeBe)kecTBa, papHomymma. [lo ¢opme 2310
caTUpHuecKas Kacbla, B KOTOpPOHM comepikarcs
*KanoObl Ha cynp0y. B romoce moata ciblmiarcs
HOTKHU Pa3oyapOoBaHMUsl.

Ilepy [Hamcytrauna 3axu (1825-1865) mpu-
HAJUICKUT Kacbla-XaMJl, B KOTOPOU MOAT BOCXBa-
nsiet TBopua. «llepBast cTpouka mocineaHe cTpo-
¢w1 kaceisl: ,,K Hemy unmer moe cepuue, k Hemy
JeTUT MOM ayX, Ero >kaxkner Mos TaiiHa, TOJBKO
On MHOI mobum™, — He TpeOyeT CHelHuaTbHOro
U3Y4YEHUS], TAK KaK XOpPOIIO MU3BECTHO, YTO, O CY-
(uiickoMy TPEACTAaBICHHUIO, 3[IeCh Peub HJIET O
CBUJAHUU C AJUIaXOM, O MUCTHYECKOH JIFOOBU K
Bozmobnennomy. ,,CTpacTHOE TATOTCHHE AYITH K
Hemy n xoneunas ocranoBka y Hero* y IllamcyT-
IorHa 3akd 0003HAYaeT ciaugHue ¢ borom. D10
BITOJIHE €CTECTBEHHO C CY(UICKOW TOYKH 3pEHUS,
M0 KOTOPOH TENI0 JOJKHO OBITh TIEpENOTHEHO JKC-
TaTUYeCKUM cTpemieHueM kK bory. 3mecs xapak-
TEpPHBIC AJI1 MUCTHYECKOW MO33UU ICHUXOJIOTHYE-
CKHE IapajuIeNIu3Mbl 3aKOJUPOBAHBI B CIEIYIOIIUX
TepMUHAX: ,,BO3JTFOOJICHHBIN 00’KeCcTBEHHAs
UIIOCTACh, PaJu KOTOPOTO IIPOUCXOIUT COBEPIICH-
CTBOBaHHE Cy(pHs B KaXJOM MHCTHYECKOM CO-
CTOSIHUY; ,,IETH BpEMEHU* — Cy(HH; ,,[IOJIET CePJI-
1a u yxa‘“ — ctpeMieHue K ciausauio ¢ borom; .y
Hero koneuyHast ocTaHOBKa UAYLIETO* — CIUSHUE C
borowm, 1.e. bor Bo MHe camoM; ,,Bce, kpome Hero,
— JIOXb U TJICH, U HUYTO HE CYIIECTBYET, KpOME
Hero®, — mpu3bIB K CO3epIaHUIO €TUHCTBA OBITHS B
MHOT000pa3uu COTBOPEHHBIX SIBIICHUM» [14: 55].

ITonnoe cnustnue ¢ borom — 3T0 KOHE4Has
uenb cydus, B3bickyomero Mcrunsl. bor — Bbic-
mIast 1eiib, a Y4TO €Ie MOXET OBITh LEJIbI0, KPOoMe
Hero? Her mudero B mpeserne MOMBICIOB, KpoOMe
Hero.

B Tarapckoil NMHUCBMEHHOM IO33UM K 3TOMY
kaHpy oOpammarorcss AOmynmanux —Kaprasri,
I'.Kananansrii [9: 64], Banun Kapramnsrit (cepennna
XVIII B. — 1803) [15] u apyrue.

ITo HabmogeHusM muteparypoBena H.Jlawmco-
Ba, OJMYECKas dYacTh Kachlq (WM COOCTBEHHO
MaJXWH) B TaTapCKOU MO33UU MUMEET JaBHIOIO HC-
toputo. OAbI-MaAXUU TAaTaPCKUX MOSTOB B KOPHE
OTJINYAIOTCS OT TPAJULIUOHHBIX BOCTOUHBIX KaCBIJ.
Opnbt Tykas, Hampumep, Oojiee JIAKOHUYHBI, B
OOJIBIIMHCTBE CiIy4aeB OHU cocTosT u3 §-10 Oeid-
TOB, UMEIOTCS M OJIbI B 2, 6, 13 nBycTuuid. 31ech
yXKEe MOXXHO BHJIECTH CTPEMIICHHE I03Ta KOpoue,
SKOHOMHEE BBIPA3HUTH TY WA UHYIO MBICIb.

Cucrema pudm B omax I'. Tykas B OCHOBHOM
TpaIuIMOHHAs, T. €. 10 cXeMe aa 0a Ba..., aa 00 BB;
HUMEIOTCS. U OJIbl, HAIMCAHHBIC YETBEPOCTHUIIUSIMHU
(1o cxeme aaba).
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H.JIavcoB KpUTHKYET HEKOTOPHIX YYEHBIX 3a
Ype3MEpPHOE paCIIMPEHUE PaMOK OJMYECKOU ITH-
puku Tykas. WccnenoBaTenb BCTyHaeT B MOJEMU-
Ky ¢ A.Wcxakom [16: 114-116], yrBepxxaas, 4To HE
KaXJI0€ CTHXOTBOPEHWE, HAITMCAHHOE B TPATUITH-
OHHOI (OopMe Kachlbl, MOXHO Ha3bIBaTh OJOW-
kaceinoit. H.JlaucoB cumraer, 4To oONMHUYUTENHHBIC
[0 XapakTepy M CAaTHMPHUYECKUE 0 MPOOIeMaTHKE
cruxorsopenus [ Tykas «I'me MysuIbl, 4TO XOTSAT
OMYCYJIbMaHUTh  SnoHHI0?», «ITapazuram,
«Mymiey U Ip. He SBISAIOTCS Kachkigamu. [1omo6-
HBIE CTUXOTBOPEHUS KakK MO OOBEKTY H300paxe-
HUS, XapaKTepy COIEp)KaHMsI, TaK U MO MpHeMam
TUIN3ALUY SBISIFOTCS CATUPUYECKUMHU NPOU3BEE-
HusMu. TpamuiuoHHas ¢GopMma KachlAbl CIIYXHT
3/1€Ch IPYTUM XYI0KECTBEHHBIM 3amadam [17].

N3yuenue nureparypHbIX KaHPOB C OMOUIBIO
CPaBHUTEJIBHO-UCTOPUYECKOTO U THUIOJIOTHYECKO-
r0 METOAOB MPUBOAWT K IIHPOKUM HAYUYHBIM
0000menusM. Kacpbiia, ybeil CTHXOTBOPHON KOJIBI-
Ocipro OblTa apabckasi JHTEpaTypa, OKa3aBIIHCH
Ha TIOPKCKOM IO4YBE, MOJy4aeT HOBBIM HMMITYJIbC
JUTSL CBOETO PAa3BUTHS, PACIIUPAET TeMaTHUCCKHUI
JMana3oH M BO3MOXKHOCTH >KaHpa. B TaTtapckyro
JTATEPATYypPy MPOHHUKACT B PE3yJIbTaTe JIUTEPATyp-
HO-KYJbTYPHBIX ~ B3aMMOCBSI3¢H, CIIOCOOCTBYET
00OTaIIeHnI0 TEMATHKH, CUCTEMBI )KaHPOB.

[Ipu CcpaBHUTENBHO-CONOCTABUTEIBHOM H3Y-
YeHHU OBITOBAHUS KAChLJIbl B PA3HBIX JTUTEPATypax
OoOHaApy)XKMBAaETCS THIIOJIOTHYECKOE CXOJICTBO B
Pa3BUTUHM 3TOTO JKaHpa W B TO e Habmomaercs
MPUOOPETCHUE JKAHPOM CHEHU(PUUSCKUX HAILMO-
HaJIBHO-KYJIbTYPHBIX Y€PT, B KOTOPBIX JIaeT O ceOe
3HAaTh MECTHBIA KOJIOPUT, OCOOEHHOCTH HAaIUO-
HaJTBHOTO Xapakrepa. Kaceima B TaTapckoil uTe-
paType He COXpaHsSeT BCeX (JOpPMalIbHBIX MPHU3HA-
KOB, OJHAKO B CBOEM COJCpP>KaHUU OTHACT HaHb
JIpeBHeW Tpaaunuu. B tatapckoit nureparype 3o-
nmotorr OpIibl BOCIIEBAETCS XaH U €r0 OKPYXKCHUE,
cyns0a Hapona. B muteparype XIX Beka mepuona
MPOCBETUTENIbCTBA, Haudaja XX BeKa OKa3ajucCh
BOCTpeOOBaHbI OTIEIBHBIC CTPYKTYPHBIE DJIEMEHTA
KacChIJIbl: Ta3eib, Maxus / Mapcusi U Jp., KOTOPbIC
MONYYWIN JajibHEHIIee pa3BUTHUE CPEdu JUpUYe-
CKHX XaHPOB, B KOTOPHIX T'OCIIOJICTBOBAJIa OOIIIe-
CTBCHHAs, HAIMOHAIbHAas U  (QUIOCO(CKO-
IUIaKTH4YecKas MpoOiIeMaTrka, MONyYWIH pPa3BH-
THE PENUTHO3HO-CY(HUHCKNE MOTHBHI.
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MOTAMEDNIA MASOUMEH NASROLLAH

UPAH hOM TATAP B/I9OBUSATIIAPBIHJIA KACBINID KAHPBI

Motameauuss Macymd HacpoJsuiax,

Ma3sannapaH yHUBEpCUTETHI,

Wpan Ucnam PecriyGnukacel, MazaniapaH mpoBHHIHSCE,
4741613534, baboncap ur., [lacnapasn yp.
m.motamednia@umz.ac.ir.

Xeamorta Upan hom Tarap oqo0usITIapbIHAArBl KACKIAO JKAHPBI YarblIThipMa hoM THMOIOrHK
IUTaHAAa OWpoHeNd. Marepual MOCBAIOHEH OHpoHeNny Iopakace OyeHda CHCTeMalallThIPBLIA.
KaceriinoneH ycemeHmo o100u OoMIoHENIUTOpHEH pojie adblkiaHa. | BIiIEMU-TOHKBIAIN YBITaHAKIIAP
rapar, gapcel hom Tatap 900UATIAPBIHIA KACKIHIO )KAHPBIHBIH OapJIbIKKa KUY hoM SIIoein Tapuxbl
ATBIHHAH TOMYyMMWIISIITEepens. Kynm KeHo TOHKBIAANM XE3MOTJIOpHE aHalM3llay HOTHXKACEHID, (apchl
hoM Tatap KachliiIoCEHEH TOI Y3CHYQJNEKIIOpe advblKiiaHa. OJiere j>KaHpja S3bUINaH JCOpIISpPHEH
TEMaTHK TepJiesiere TYphIHAarsl MaTepraj ciucreMara cajbiHa. Maes-TeMaTuk npobieMaTHKachIHHAH
YBITHIN, KachIMJQIOpHEH KiacCH(UKauusce TOKBIUM HTend. Kachliine KOMIO3WIMsCEHEH
y3eHuanekope hom hop a5ieMeHTHBIH aBTOp HUSATEH TOPMBIIIKA AIIBIPYAATEl POJIE a4bll OUpes.

Tapan kaceiiiioceHeH Gapchbl 9M00UAThIHA YTEI KEPY MPOIECCHl TAPUXHU-9190U SKTAH THKIIEPEID,
arere JKaHp YCCIICHEH TOll TeHICHIMsUIope, TpaHchopMalus y3eHuanekiope hom Gamrka ono0usitta
Y3JIOIITEPENy H0JUIapsl Kypcarens. Dapehl MUTbPUITE TEKCTIAPHI KOPIYChIH aHAIHU3Iay HHUT€3EH]I9,
rapar KachliIoCEHHOH TUIAKTHK-(oncadu, MUCTHK-aJUIETOPHK TOPIOPHEH aephUIBII YbITY TPOLECCHI,
KaCBhIiIJIOHEH COHT'BI ATAIITArbl YCEIIe aublKIaHa.

Mokaio aBTOpbI TaTtap 940U ThIHAA JTUPHK JKAHPJIAPHBIH 0apIBIKKA KHIYSH]9, COPIIOPHEH Hes
TEMAaTHKAChIH hoM MpoOJieMaTHKACKIH 0aeTya KOHYBITHINI TPAAUIIUIIOPHEH POJICH aublll Oupo. baii
oMo0M MaTepHai Hbl THKIIEPY HOTHXKAOCEHAd, Xapasmu, Coiid Capau, Ommu Koman, hudorysa
CamnxoB, Ulomcernun 3okm, [abmynna Tykait h.0. mkaThlHZA Kackliio JKaHPBIHBIH YCEUI
y3eHUanekope Kypcarena. lllareiipeiop TapadplHHAH MKAT UTENTOH OapIIbIK KachIIoopHEH 19,
00BEKTHB ca0a1Iop OeoH, Oe3HEH KOHHIPTS KaJIop KUJIETI XKUTS aJIMaBbIH MCAIIKS aJIbII, KaChIHoHEH
TepJie CTPYKTYyp OJEMEHTJIApbIHHAH TIa3ad, Bacd, MOIXUs/Mopcusl KeOeK J>KaHpiapHbBIH, JWHH-
(oncadu, dmeruk, CaTUPUK TEMATHK TOPIOPHEH aCPBUIBII YbITHII, HBIKJIBI YCEII ATybl THKIIEPEI.

Temn TOWIEHYJIIP: rapal MMIBPUATE, KaHP, WKTUMArblii HIEOJIOTHs, KaOWiIo pyXsl, KaHyHHAp,
CTPYKTYpa, pudma, 6oeT, YpTa racsp TaTap o100HUATHI, 91001 OOHIToHEIIIp.
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