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Abstract. This research work was carried out within the framework of a relevant scientific field
related to the study of local texts in national literatures. The article presents a study of the local text
defined by the concept locus, namely, a philological analysis of the ‘Chukot text’ in modern Mari
lyrics. The research material is the Chukot cycle of poems by Gennady Oyar ‘Northern Flashes’,
created in the Mari language, with the involvement of authorized translations into Russian in some
cases. The paper uses the techniques of contextual, conceptual, and structural-semantic analysis of
local texts. The author of the article considers artistic techniques and means relevant to the formation
of the ‘Chukot text’ (toponyms, specific natural phenomena and images, landscape, objects of vital
activity and signs of national life, material and spiritual culture, folklore and mythological images
and motifs, individual linguistic inclusions). Within the framework of the stated problem of
‘Other/Self” in the author’s worldview, a set of consistently realized motives (expectation, fear,
discovery, surprise, admiration, rapprochement, acceptance, recognition of kinship of souls) that
make up the lyrical plot is studied; principles and techniques of inclusion in the ‘Chukot text’ of the
Mari world, nostalgic notes and author’s reflections are studied. Chukotka through Mari. The
author’s ‘myth’ about Chukotka as a cultural space of the northern people, characterized by extreme
natural conditions, the ontological and at the same time heroic essence of people who preserve their
mythology and traditions, is investigated; it is proved that the knowledge of the ‘Other’ allowed the
Opyar to truly appreciate his ‘Self” and establish himself in the Mari ethno-identity.
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YyKOTCKMI TEKCT B LuKne ctuxorsopeHuin leHHagua Oapa
«yaBen Tyncaebiw»: yyxKoe/cBoe B aBTOPCKON KapTHe Mupa

P.A. KynpsiBuena

Mapuiickuii rocy1apcTBEHHbIH YHUBEpCHUTET, 2. Howkap-Ona, Poccuiickas Pedepayus
P4 kudsebs@rambler.ru

AHHoTanus. VccrenoBaHue BBIIOTHEHO B PAMKAX aKTyalbHOIO HAY4YHOI'O HAIMPABICHMS, CBA3aH-
HOTO C M3YYECHHEM JIOKAJbHBIX TEKCTOB B HAIIMOHAJBHBIX JUTepaTypax. [IpencraBneHo n3ydeHue
JIOKAJIFHOT'O TEKCTA, OMPEALIIIEMOr0 KOHIIENTOM-JIOKYCOM, 8 UMEHHO JaH (IIOIOTHYECKUI aHATTN3
YYKOTCKOT'O TEKCTa B COBPEMEHHON MapuiCKOW Iupuke. MarepuaaoM UCCIEI0BaHUS CTa 4Uy-
KOTCKHMil MK cTHXoTBOpenui ['ennanus Ospa «Myasen Tyncasbiun («CeBepHbIE CIONOXI),
CO3/IaHHBIN Ha MApUHCKOM S3BIKE, C IPUBIICYEHNEM B OTJACIBHBIX CIydasx aBTOPU30BAaHHBIX Iepe-
BOJIOB Ha PyCCKHUH A3bIK. VICIIOIb30BaHbl MPHEMbI KOHTEKCTYaIbHOT'0, KOHIENTYaJIbHOTO U CTPYK-
TYPHO-CEMaHTHYECKOI'0 aHAJIN3a JOKAIBHBIX TEKCTOB. PaccMOTpeHs! akTyanbHble U1st popMHUpOBa-
HUS 9YKOTCKOTO TEKCTa XyIOKECTBEHHBIC IIPUEMBI M CPEICTBA (TOTIOHMMEI, CTICIU(pHIECKUE TIPH-
POZHBIE sIBIEHHS U 00pa3bl, MeH3ax, OObEKTHI )KU3HEACITEIILHOCTH U PUMETHI HAIIMOHAJIBHOTO
ObITa, MaTepHAILHON M JyXOBHOW KYJIBTYpPHI, GOIBKIOPHO-MHU(OIOTHIeCKHe 00pa3bl 1 MOTHBEI,
OTJICTbHBIC S3BIKOBBIC BKpaIUIeHHs). B paMKkax 3asBICHHON MPOOIIEMBI «9yXkKO0e/CBOE» B aBTOP-
CKOM KapTHHE MHpa MCCIEIOBAH KOMIUIEKC MOCIEOBATEIFHO pealu3yeMbIX MOTHBOB (0KHIaHNE,
CTpax, OTKPBITHE, YAWBJICHHE, BOCXUIIECHHE, COJIMKEHUE, [IPUHATHE, TIPU3HAHUE POACTBEHHOCTH
IyII), COCTABITIOIIX JIUPHYSCKUHA CIOKET; H3YUCHBI IIPUHIUIBI U IPUEMBI BKIIFOUCHUS B «TyKOT-
CKHUH TEKCT» MapUICKOT0 MUPa, HOCTAIBIMYECKIE HOTHI M aBTOPCKHE PEPIESKCHH YyKOTCKOTO Yepes
Mmapuiickoe. MccnenoBan aBropckuii «Mug» 0 UyKoTke Kak O MPOCTPAHCTBE KYJIBTYPhI CEBEPHOTO
HapoAa, OTINYAIOIIEMCS SKCTPEMAIBHBIMU IPUPOJHBIMH YCIOBUSMU, OHTOIOIMYECKON U OHOBpE-
MEHHO TepOMYECKON CYITHOCTBIO JFOICH, COXPAHSIIOIINX CBOIO MH(OIIOTHIO U TPaIUIAN; TOKa3aHO,
YTO MO3HAHUE «UYXKOTr0» M03BOMI0 Ospy MO-HACTOAIIEMY OLIEHUTH «CBOE» M YTBEPIAUTHCSA B Ma-
PUHCKON 3THOMAEHTUYHOCTH.

Ki1roueBble c10Ba: JOKATBHBIA TEKCT, KOHIIENIT-IOKYC, COBpEMEHHAs Mapuiickas mo33usi, CabaHIIeB-
Osip T'., aBTOpCKHI «MH(DY, TNPUUECKHIA [IUKJI, TOKAIBHBIA CyOTEKCT, MOTHBHBII KOMILIIEKC

Hcropus craTbu: nocrynuia B penakiuio 12.10.2024; npunsaTa x neyatu 12.12.2024.
Konduankr naTepecoB: aBTop 3asBIsI€T 00 OTCYTCTBUHM KOH(INKTa HHTEPECOB.

Jas uutupoBanusi: Kyopssyesa P.A. UYykoTckuii TEKCT B IUKIE cTHX0TBOpeHMit ['ernaaus Ospa
«M§aBen TyacaBhIm»: UyKOE/CBOE B ABTOPCKOi KapTHHE Mupa // [T0THIHHIBHANEHOCTD M TPAHC-
KynbTypHble TpakTukd. 2025. T.22. Ne 1. C. 111-127. https://doi.org/10.22363/2618-897X-2025-
22-1-111-127
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Introduction

Gennady Oyar (Gennady Leonidovich Sabantsev, born in 1958) is a National
Poet of the Republic of Mari El (2015), widely known to both Mari and Russian-
speaking readers for his poems of national-philosophical orientation. He is the
author of a great variety of poetry books published in his native (Mari) language'
and in translation into Russian made by hymself and in translations made by his
fellow poets.? The object of study in this article is his Chukot cycle, entitled in the
original ‘Mjneen Tyncasemr’® (Northern Flashes) and included in the collection
‘Udymcasbim’ (Echoes of the heart, 2008). Translated into Russian with the title
‘Uykorckuii mukn’ (Chukot Cycle)? it is presented in the author’s book ‘Bcmonoxu
cepaua’ (Flashes of the Heart) (2014).

The Chukot theme in Oyar’s lyrics is the result of the ‘translation’ of extra-
textual reality into a literary text; the poems of the Chukot cycle were created during
his stay in Chukotka (2003—2008) and under the influence of Chukot events and
experiences. The poet lived in Pevek, the administrative center of the Chaunsky
District of the Chukotka Autonomous Okrug (he wrote the words for the anthem of
this city), worked as a correspondent for the regional newspaper ‘Polyarnaya
Zvezda’ (founded by the ‘Krainii Sever’ publishing house), and was also the
director and editor-in-chief of the ‘Beringovskii Vestnik’ newspaper, published by
the Beringovsky branch of the ‘Krainii Sever’ publishing house.

Oyar’s poems from his Chukot cycle have never been the subject of special
study, although, in general, quite a lot has been written about the features of his
work, such as philosophical nature, ethnic orientation and figurative symbolism
[1; 2; 3; 4; 5]. An attempt was made to examine Oyar’s lyrics in the context of the
‘philological problem of the national text in translations into Russian,” and using
his work as an example, a ‘circle of poetic techniques and means that allow us to
reconstruct the national text” was defined [6. P. 287]. As for the local texts of Oyar,
organized around geographical objects and characterized by concepts-loci, they are

! Sabantsev G. 1987. Chytamsyr kurym: pochelamut-viak. Y oshkar-Ola: Mari book publishing
house; Oyar G. 1993. Numaltysh: pochelamut-vilak, poem. Y oshkar-Ola: Mari kniga Savyktysh;
Opyar G. 2008. Shumsavysh: pochelamut-vlak, poeme. Y oshkar-Ola: Mari kniga Savyktysh; Oyar G.
2018. Ilyshpordem. poehzii oypogo. Y oshkar-Ola: “Mari Book kniga izdatel’stve” savyktysh port.

2 Sabantsev-Oyar G. 2003. By Light Alone: Poems. Translated by G. Smirnov. Yoshkar-Ola:
Mari Book Publishing House; Oyar G. (Sabantsev G.L.). 2014. Flashes of the Heart: Poems. Y oshkar-
Ola: State Unitary Enterprise of the Republic of Mari El ‘Mariy Journal’; Oyar G. 2023. Crouching
to the Sources: Book of Poetry. Translated from Mari. Yoshkar-Ola: Mari Book Publishing House.

3 Oyar G. Yodvel tulsavysh. In Oyar G. Shumsavysh: pochelamut-vlak, poeme. Yoshkar-Ola:
Mari book Savyktysh, 2008, pp. 127-150. This edition is cited everywhere below, pages of quotations
are indicated in the text in square brackets.

4 Oyar G. Chukot cycle (Translations by the author). In Oyar G. (Sabantsev G.L.). 2014.
Flashes of the heart: poems. Yoshkar-Ola: State Unitary Enterprise of the Republic of Mari El ‘Mariy
Journal’: String, pp. 154—185.
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becoming the subject of special scientific study for the first time. But we note that,
in general, in Mari literary science there are several works on such local texts (see
articles on the ‘Morki’ [7], ‘Sernur’ [8], ‘Sheklyanur’ [9] texts).

Oyarov’s ‘Chukot text’ can be considered part of the ‘Chukot supertext’ of
Russian multinational literature (Chukot stories, short stories, essays and the novel
‘The Resurrected Tribe’ by V. Tan-Bogoraz, the story ‘Chukotka’ and the novel
‘Alitet Goes to the Mountains’ by T. Semushkin, ‘Territory’ by O. Kuvaev, the essay
book ‘On the Chukotka Land’, the story ‘In the Far North’ and the novels ‘The
Swift-Footed Deer’, ‘The White Shaman’ and ‘The Ancient Sign’ by N. Shundik,
unfinished book by V. Bogomolov ‘My Life, or Did You Dream of Me...’,
a collection of stories about Chukotka ‘The Law of Polar Travels’ by A. Miftak-
hutdinov, etc.), which, like any local supertext, represents ‘a complex system of
integrated texts that have a common extra-textual orientation, forming an open
unity, marked by semantic and linguistic integrity’ [10. P. 13]. Accordingly, this
article is intended to supplement the scientific knowledge about the ‘Chukot
text/supertext’ available in modern literary studies [11; 12; 13; etc.].

The author of this article focuses not only on identifying the semantic center
(the author’s ‘myth”) of the ‘Chukot text’ in the ‘Northern Flashes’ cycle, but also
on understanding the interpenetration of the ‘Other’ and the ‘Self” at the level of the
author’s picture of the world and the poetics of the text.

Results and Discussion

The basis of the supertext, as well as of the local text, is, as N.E. Mednis notes,
is ‘a figuratively and thematically designated center, a focusing object, which
in the system of extra-textual realities-text appears as a single concept of the
supertext. The role of such a center for topological supertexts is played by one
or another specific locus, taken in the unity of its historical-cultural-geographical
characteristics’ [10. P. 9-10]; as textual elements of the local subtext (‘local
coordinates, systematized’ and transformed on the way from factual reality to
artistic reality’ [10. P. 10]), there is a ‘system of natural and cultural images (signs)
plus predicates, ways of expressing limitation, space and time, surnames, names,
numbers, elements of meta-description (theatre, scenery, role, actor, etc.), a single
lexical-conceptual dictionary, motives and more’ [10. P. 11].

The ‘unified concept’ of the ‘Chukot text’ in Oyar’s cycle ‘Northern Flashes’
is determined by the author’s ‘myth’ about the Chukot space, which is characterized
by ‘established constant natural, landscape, climatic, architectural and everyday
descriptive features’ [14. P. 16]; this myth ‘forms the image of the role and main
idea of space in culture’ [14. P. 16—17] in the traditional and individual author’s
understanding of it. Before Oyar, there were already myths in the ‘Chukot texts’ of
his predecessors, for example, Russian writers, with their characteristic ways of
describing the locus (themes, images, motifs, symbols, etc.). For example, O. Kuvaev
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defines the myth of his ‘Chukot text’ in the novel ‘Territory’ as ‘the biblical creation
of the world and man from the primordial chaos’, as a northern brotherhood, as a
population of ‘strong people, passionaries, heroes’ [ 12] — both local and newcomers.
In T. Semushkin’s novel ‘Alithet Goes to the Mountains’ the myth of the autonomy
and autochthony of the Chukot world is presented.

Oyar’s ‘myth’ has a pantheistic nature. Chukotka is a space of all-powerful
nature, testing man and highlighting the limits of human capabilities. And the
indigenous inhabitants of the region, the Chukchi, in this semantic context are
associated not so much with the ethnonym ‘uyayuy’ (translated as ‘rich in deer’), but
with the ethnonym ‘zyopasemnanwsi’, which in the Chukchi language means ‘real
people’.

The Chukotka (‘Other’ in factual reality) in Oyar’s artistic reality is constantly
in contact with his ‘Self” one — native, Mari. The cycle begins with ‘Self” reality,
and it also ends with it. In the first poem ‘Kopubimr nekme rogsim’ (Before setting
off on a journey) the poet promises to remember what connects him with his small
homeland, reminding the reader of the folk traditions of farewell and ‘throwing’ at
him a few Mari oiidpo,’ for example, that one must not turn around when setting
out on a journey — otherwise there will be no happiness, but evil (trouble):

Moéweew cagvipnawiam ox uopo,
Jlexmeke KOpHBIUWKO, BUSAK.

Toice motil 1y0vIKMEM NUATLIM,

Jlau wiuxw 2ati 1091CeIM KOPMBIICIHEM

a caii onmew s3pmax ocanwl.

Yoicam muuii kowmmo xopnviuumem [P. 127-128]

You can’t turn back,
To the road you came out on, right away.

That way you will scare away happiness.

You’ll grab [lit., squeeze into a fist. — R.A.] only air, similar to smoke,
And instead of good, you’ll always see evil

On the road you walk on.

The first poem ends with a promise to always keep the colors and voices of the
native land in the heart:

5> O1iopé (prohibition, taboo) is a short genre of Mari folklore that expresses the age-old wisdom
of the Mari people, generalizing their life experience, containing a prohibition on performing any
actions, on the use of certain words and objects. “The structure of Qiidpé is a unique formula and
consists of two parts. The first part is the actual prohibition with the word ok /o HOp6 ‘not suitable’.
The second part is a laconic statement of the consequences of violating the prohibition, and less
often the reasons for its existence” [15. P. 12].
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Jla kopHo Kypevlia Hanam Mol
Uk copvimemvim wiymviuikem:
Tycoam yorcam, UyKoam Koram muliil
Opmakax
Kowmmo xopHviuumem. [P. 128]

And just like a travel food I will put [lit. take food. — R.K.]
In my heart one promise of mine:
I see your appearance, I hear your voice
All the time
on my way.

In the opposition ‘Other/Self’, Oyar gives preference to the ‘Self’ and
demonstrates the poet’s high degree of ethnic self-identification:

Muuii kei3o1m paw nanem: Keu-Kyus om Kae,

Moeaii tiviiman Koknawme mMolil OM Iull, —

Kooam wonem oen snm mynamce ecae —

Konymbwin manmoina, wym-moxw tiomke mapuii! [P. 150]

Today I clearly know: wherever I go,

Among those speaking whatever language I may be,
In my soul I remain the same as then, —

As Columbus would say, Mari to the heart-liver!

But ‘Other/Self” in the meaning of ‘Chukot/Mari’ of the Mari poet is not given
according to the principle of opposition, as in S. Yesenin’s cycle ‘Persian Motifs’
(beautiful and cold exoticism and native, real): ‘No matter how beautiful Shiraz is, /
It is no better than the Ryazan wide spaces;® The heart dreams of another country. /
I will sing to you myself, my dear, / Something that Khayyam never sang
before...’”). In Oyar’s version of this opposition, there are more complex relation-
ships. The ‘Other’ for the poet is incredibly stronger, more powerful and very close.
At the same time to the nostalgia for ‘Self” are added grateful memory and nostalgia
for the ‘Other’. Then this ‘Other’ has become his ‘Self’. It has happened in the
process of Oyar’s and his lyrical subject's active cognitive efforts in artistic reality.

The interpenetration of the ‘other’ and the ‘self” in the cycle is largely explained
by the closeness of the pagan culture of the Mari and the shamanism and animism
of the Chukot. All of them are natural beliefs. For example, it is always noted about
the animism of the Chukchi people that it is ‘the personification and deification of
individual areas and phenomena of nature (masters of the forest, water, fire, sun,

% Yesenin S. 1977. Collected Works in Three Volumes. Vol. 1. General editor and introduction
by Yu.L. Prokusheva. Moscow: Pravda, p. 244.
7 Ibid., p. 249.
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deer, etc.), many animals (bear, raven), stars, sun and moon; belief in evil spirits
that cause all earthly disasters, including illness and death’.® The same is characteristic
of the traditional Mari religion, which G.E. Shkalina calls Mari shamanism [see: 16].
The dynamics of the lyrical plot, which is intended to unite all the poems of
the cycle into a single artistic whole, along with the general Chukot theme, the author’s
concept and the opposition ‘Other/Self” (compositional-semantic principle), is based
on a system of consistently replacing each other (in some cases combined) motives:
expectation, fear, discovery, surprise, overcoming fear, admiration, rapprochement,
acceptance, a sense of kinship. In this context, the artistic techniques and means that
form the ‘Chukchi text’, such as toponyms, figurative centers, landscape, portrait
elements, signs of national life, material and spiritual culture, folklore and mytho-
logical images and motifs, linguistic inclusions, etc., acquire the greatest significance.
Gradually, the reader gets an idea of the Chukotka region and the people who
inhabit it; and the presence of the opposition ‘Other/Self” allows him to see the Mari
world, with which the author of the poems about Chukotka is connected by birth.
The ‘Self / Chukot’ theme is included in the cycle along with the author’s idea
of an immensely distant and unfamiliar land for the Mari, where the plane flies to
all night at an incredible altitude, which makes the Lyrical subject’s heart skip a
beat (the poem ‘Kagamre’ — In the Sky). In the third poem of the cycle ‘Uykorka
nene Banumiima’ (Meeting with Chukotka) this idea is confirmed by a number of
the author’s definitions: mzanoe mypouu ‘to the edge of the Earth’; Dme Tenreue,
Mo ThiTae YayH, / [Tasien v kept MmemMHaH mapuid YoHHa [P. 129] ‘Just yesterday,
what is Chaun, / Our Mari hearts could not even know’. It is also a semantic center
of the poem ‘A MbIii ThUTAT ThIMIEUBIH 3pbIM..." (And I am from here to you the
morning...): ...Ilen mranoe 2ou spmen [P. 131] ‘...Having walked a half of the
Earth...’; ...nanem, momxou ymbanne, / Kywan ox wvipe 6y0, / Kywan xusa canoanvik-
mnanoe, —/ Mna kym moinse uyo [P. 131] “...you know, very far away, / Where the
water does not warm up, / Where the universe-earth lies, — / Night lives for three
months’. This poem is already saturated with toponyms that directly form Oyar’s
‘Chukot text’, the first of which are Chukotka and Chaun (a river flowing through
the territory of the Chaunsky District of the Chukotka Autonomous Okrug). At the
same time, the ethnonym ‘Mari’ continues to be preserved, helping the author to
artistically realize the motives of expectation and discovery of a new (other) world.
Gradually, other toponymic images appear in the poem, as well as astronomical
images, both generalized and specific, that are significant for the place depicted
(names familiar to the author are given in the Mari version): josen (North), which
is extremely clear and dear to the interlocutor of the lyrical subject, who has lived
in Chukotka for half a century and has become attached to it with his soul, but for
the lyrical subject himself, at the beginning of his acquaintance with the region, it
is the wild North (Mp Hiosen); ITesex (Pevek) (Poccuiivin mude su iijosen onasice...

8 Chukchi. 10 Oct. 2024, https://ru.wikipedia.org/wiki/Uykun
XYOOXECTBEHHOE U3MEPEHWE 17
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[P. 129] “This is the northernmost city of Russia’); Hawwe Oxean (Arctic Ocean);
THonapuwviii wyowvlp (North Star); Yonnan (the Mari name for the planet Venus).

In the poem ‘Meeting with Chukotka’ we also draw attention to the landscape
sketches. They contain traditional images of the nature of the Chukotka region
(white seagulls, polar bear, wild cold, a hill) and are intended to convey the
excitement and surprise of the lyrical subject from what he saw. They also introduce
the reader to the essence of the Chukotka ‘myth’ (they present the Chukotka space
as an extreme natural environment, an element that tests a person’s strength):

Kym moinze ene 1oacuio moluime wokuio,
Hnoewwvionce — ow mackanaw natipem.

Kok cep 6okmen wiyiina padamuin conka,

Tyoam ok kepm up tywmsim agvipen. [P. 129—130]

Here the air is warm only for three months,

And for nine months there is a holiday for the polar bear.
Between the two coasts the hill stretches in rows

And it cannot hide the wild cold.

As usual, Oyar adds his ‘Self” (Mari) detail to this ‘Other’ (unusual) natural
picture, associating a Chukchi seagull with a grey swan on the Kakman River
(Kokshaga in Russian):

... Yatixa syu ymoanne

Anm xomb0 UyK Oen KbluKblpan Kouma.
Manneace mo: ‘Hoxpoxwim uda nane...’,
Kaxwan cep kombwvim xotivin kenema? [P. 130]

...A seagull overhead

Cried out in exactly the same voice as a swan.
Perhaps it wants to say: ‘Don’t be sad...’,
Suddenly becoming a grey swan from Kokshaga?

This comparison is noticeably strengthened in the poem ‘And I am from here
to you the morning...’, written as an appeal to a loved one from Mari El (in our
opinion, such a genre-compositional solution can also be considered as a form of
presence of ‘Self” next to ‘Other’). The Lyrical subject continues to be nostalgic for
his homeland. Although he seems to have already accepted the harsh Chukot world
and sends as a gift to his addressee not just something, but a Chukcot morning. The
most pleasant acttiviy (mamne comwin) for him in this poem is a long and beautiful
sleep, next to a loved one from his native world, when you are distracted from the
terrible ‘howl’ of the wild northern wind. And in the next poem ‘Hurym fiokpox
ned oM kepT Tade mblibiH... (I can’t hide from sadness anywhere today...) the
pleasant thing is the song by Ivan Smirnov, sounding from the cassette and warming
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with its familiar warmth. At the beginning of the poem, the poet declares a familiar
and close ornithological imagery (kykyu kyanoicoim ‘the joy of the cuckoo’) and other
natural imagery (wowo neredarmmuim ‘the blossoming of spring”), associated with
the Mari world. But it is very quickly replaced by an inspired, lyrical story about a
snowy bay, the icebreaker ‘Flying Dutchman’, paving the way for the last ship,
taking with it the sunlight until spring (Moeaii yeepvim konowviw ebin met maanoviu? /
Buca ymbaxe xopnvim kywikoina? [P. 132] ‘And what news did he bring to this land?
/ And where does he pave his way to further?’). The sunlight will be replaced for
the poet by the Mari artist [yvan Smirnov, who ‘arrived’ in the cold Chukotka region
via the cassette.

The motive of interested studying and recognition of the Chukot world, as well
as admiration for it, in the poem ‘Ky nenensimn’ (Stone Flower) enters through the
image of a female artist, who replenishes the scarcity of northern vegetation in the
art of stone, through the recreation of the creative process itself (the creation of a
stone flower):

Tyonau xynews an maraxum,

A kanoe como nazypumolH,

Voicap nvrwumaw eavi myc negppumoin —
Hlunua kymen uvlna nana:

Hvlea, njukew da neprana...

Amankana myc dene mycoim. [P. 132—133]

She needs scarlet malachite,

Or the blue of light lapis lazuli,

Like a green leaf, the color of jade —
With closed eyes she knows everything:
Sharpens, cuts and knocks...

Selects [lit. is occupied by, works cleverly. — R.K.] color to color.

It is no coincidence that the image of a woman artist is present in the ‘Chukot
text’. For example, according to the principle of the ‘ethnic unconscious’, the author
again turns to his own ‘Self” text (the embroiderer, who among the Mari, as a rule,
were women), claims the unity of creative souls, the creative spirit of different
peoples.The motif of the kinship rapprochement of ‘Other’ and ‘Self” in the author’s
concept of the world enters the cycle:

Ywem oene yorcam moiii muovim:
Anm sece

WYpmolM Wibln Kepeu,

Typna avioicean owr gviHepeu. ..
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Tywmam neneo kas nenedviui!

Tywmam mMomopivbiKk — YOH 1egeoblud!..
Uxkeae ynoim wiypmo, Ky, —

Kynam macmapnvix wein ox xui... [P. 133]

In my mind I see the following:

a completely different woman

quietly pierces with a thread,

smoothly embroiders on a white canvas...

And there a flower will bloom!

And there a beauty is a joy to the heart [lit. blanket over the heart. — R.K.]!
The threads, the stone are the same, —

When the craftsmanship does not sleep...

The most shining ways of realizing the author’s ‘myth’ in Oyar’s ‘Chukot text’
are the figurative centers, the main one of which is the mythopoetic image of the
Yuzhak (r00tcak). Yuzhak is the main feature of the city of Pevek. It is ‘the strongest
constant wind in the world’, which ‘blinds, literally cutting the eyes with blades of
small ice floes, tears fur coats to pieces, breaks bones, bends metal’.? It is an evil
spirit in Chukchi mythology. According to Chukchi legend, the city of Pevek (the
name, according to one version, is given for the neighboring mountain Peekinei
(ITaskuneit) — from the Chukchi nagok, nasx “fat, swollen’ [17. P. 324], according
to another, widespread among the people, comes from two Chukchi words ‘Ilarsit-
K9Hai’, which are translated as ‘fragrant mountain’) was built against the will of the
northern gods and so evil spirits imposed a curse. This curse is still in effect: ‘people
for the Yuzhak are no heavier than chips’, ‘the Yuzhak, who can blow without
weakening for weeks, as if he still strives to drive all people out of Pevek’.!” The poem
also mentions the traditional collective name of evil spirits in Chukchi mythology —
‘Kene’, In the context of the poem it is directly related to the image of the Yuzhak.

Oyar reproduces in horrifying details the wild rampage of the evil spirit — the
master of the world (Ox yorcvic numomam eutinan — / O3a 1au myoo myusiau!..
[P. 134] ‘He doesn’t see anything strong — / Only he is the master of the world!..”),
making a person, it would seem, completely helpless. This poem is key in terms of
the author’s concept of the Chukot world. Creating the author’s ‘myth’ in the Chukot
cycle, Oyar relied on the traditional idea of the Chukchi way of life: ‘This is unity
and struggle with the harsh nature of the Arctic. Man is a part of nature, but it also
subjects him to severe tests. To survive means to win’.!! Yuzhak is a force majeure
(an unpredictable circumstance, an irresistible force), a symbol of human suppression.

° Yuzhak: the wind that only the Chukchi can bear // Back to the past. 15 Sept. 2024, https://
vk.com/@old.history-uzhak-veter-kotoryi-mogut-vynesti-tolko-chukchi.

10 Ibid.

! Chukchi // National policy: information portal. 22 Sept. 2024, https://nationalpolitics.rf/
nationalities/Chukchi
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However, the ending of the poem claims the author’s idea about the ability of a
northern man to live in a wild and unpredictable nature, to survive (win) and continue
to live:

Tyman onsan-onsn iywka — <...>
Hopsawvin moimbik asanma...

A me ypemblut 1ekmvlna,

Aoak nawawke eauikena.

a kasicne uxmovim 1ay wona:

Unen nexna evin — unenal.. [P. 134]

The storm slowly, slowly dies down — <...>
Silence reigns all around...

And we go out into the street,

Again we hurry to work.

And everyone thinks about only one thing:
We survived — we live!..

Oyar completes the image of the northern man in his attitude towards Yuzhak
in the poem ‘IleBexbin monThieHkKbUIaH (To the Pevek old man), again pointing to
his inner strength and nobility: ‘FOorcax’ mapoexcnan myn den casvipranvin / Hiioeen
audeme v kowm HucyHam... [P. 138] ‘Having turned his back to the wind of the
“Yuzhak’, / Never did the northern man walk’.

Oyar attaches great importance to recreating the state of a person experiencing
a storm (in the poem ‘Yuzhak’ — from immense fear, confusion to calm). The Mari
poet in his feelings and thoughts is united with everyone, shares a common state.
We see the same emotional unity of the author with the Chukchi world in poems
dedicated to spring (‘[leBekbInke nopTKaiibik TobIH ‘Sparrows have flown to Pevek’;
‘Hlomro nrynmeim TeimTar nkanrent...” ‘The spring mood is felt here too...”):

TyH6 wumao, HO YOHBIUMO CAl.

Kenema, 6poin, ukmuvim wonanmviuvim:
Hueoam muluwey yviim vinesic kau

Humoeae xeuan wokuio maanowiuixe... [P. 140]

It’s cold outside, but my soul feels good.
Suddenly, surprised, I thought of one thing:
Nobody wants to leave this place

Not to some sunny, warm land...

In the poem ‘Ky3e mouer ity nBesn tyncassim’ (How Northern Flashes Are Born)
(the title of the poem echoes the title of the entire cycle), the key metaphorical image
of the ‘Chukchi text’ is revealed for the first time — northern flashes. He expresses
in it the manifestation (revelation) of the people’s soul (Tpyk mOYBIITENIBIC KAJIBIK
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yoH [P. 134] ‘Suddenly the people’s heart opens up’) and realizes the motive of
admiration for the ‘Other’ (Chukot) — the strength and talent of the people, living
in an ‘organized’ manner with Mother Nature and preserving their culture:

...Kymrra ancam6mpb ‘Opreipon’.
Kan Mmoamo nene, iyx BUil 1eHe,
Mouren-iorranTiie 6y6eH geH
Kanackana — kyueH ot cene! —
Urrranmie kaneikine HepreH [P. 134]

...The Ehrgyron ensemble dances.

With the play of the body, the power of the voice,
With a loudly ringing tambourine

It tells — I can’t help it! —

About its strong-willed people.

Opyar interprets the seven-colored northern flashes that adorned the sky after
the concert of the national ensemble ‘Dpreipon’!? (Ehrgyron), as gratitude from
nature (the ancestor) to the representatives of this ‘strong-willed people’.

We also see this natural phenomenon that is unusual for any ‘outsider’ on the
Chukot land in the poem ‘Polar Night’:

Ilen xasam KyMOaH atianvi,
Tynopa 2aii wionannwi,

Ax, moodeut, wviMan 10U2ANbIH,
Typno myxoin tvia-tivin-tusin [P. 136]

Spreaded wide over the half of the sky,
A rainbow, like a bunch of lights,

Ah, it plays, gently swaying,

Lighting up in different colors.

In its epistolary form, the work is similar to the poem ‘And I am from here to
you the morning...’, but the motifs of recognition and acceptance, already familiar
from it, are supplemented here by admiration caused by the numerous flashes that
suddenly decorated the endless polar night and instilled in people hope for a quick
end to the night.

The image of unexpected and beautiful flashes of light in the polar night,
created with the help of tropes, the interjection ‘Ah’, and the traditional Mari
onomatopoeia HbplI-WbLI-ibLI, gives the poem a philosophical subtext. The author
reflects on the regularity of the life cycle (on the impermanence of darkness, on the

12 “Ehrgyron’ is a state academic Chukchi-Eskimo ensemble (existed since May 12, 2020).
The word ‘apreipon’ is translated from the Chukchi language as ‘dawn’.
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inevitability of ‘dawn’, emphasized in the name of the Chukchi-Eskimo ensemble
from the previous poem). The unique northern flashes in the poem are associated
with the happiness that every person hopes for:

Jlau meice kowmew mynswime
Kaoscnoin wionvimo nuan —

Tonvin nexkmoin ukanawime,
Asanma, eoneanmoiut an... [P. 137]

This is how the happiness is waited for
By everyone wandering in the world —
Appeared in an instant,

Captured, the power of light...

The people of Chukotka are accompanied in their joys and misfortunes by the
supreme god (the same is true for the Mari, who are protected by the Great White
God). He is called by name ITanuksn (Pehlikehn) and also forms the ‘Chukchi text’
(ILInnaybutTem mkeTak Topamre, / SArsuire Tyarym ieires... [P. 136] ‘He sits alone
in the distance, / Rubbing the polished flint”). In the poems ‘To the Pevek Old Man’
and ‘IleBexblmike noprkaiibik TonblH’ (Sparrows Have Flown to Pevek), Oyar
wishes the people under the protection of Pehlikehn, Pevek, the Chukchi seagulls
and sparrows, and the ships a continuation of life, spring joy, and a happy fate.

One of the structural and semantic components of the ‘Chukot text’ in the
‘Northern Flashes’ cycle is gold. Oyar’s axiological solution to this topic is very
reminiscent of O. Kuvaev’s view of Chukotka in the novel ‘Territory’: ‘Gold in this
system of values is only a ‘vile metal’ for which, somewhere in another world, people
sacrifice their lives and pay money. In the Territory, it is only a pretext, a reason for
work’ [12]. The attention of the Mari poet is also drawn not to the gold itself
(Koizoim vinoe — nau myzei apsep [P. 142] ‘And now — only a museum item’),
but to those who mine it, to what a labor-intensive process gold mining is (Poxwsim
eH’ Kanoaw nyuceyo nekmeuxe | Kypoix nape kyevimoim wioxkmews [P. 143] ‘Until
the eighth sweat a man sifts the earth / About the size of a mountain’). The value is
not gold, but the sun of the white north: Ow Hijiosenvin wdpmuné 2ae xeue [P. 143]
‘The sun of the white North is like gold’. Oyar introduces the Chukchi gold miner
as a man of free soul: .../[lmorcoim myoo uemnvikeur ox neve — / Llopmuvbim
aykwo atioemak kodeut!.. [P. 143] ©...He does not lock his soul in a cage [lit. does
not enclose it in a cage. — R.4.] — / He remains a man who mines gold!..’.

The motifs of admiration and kinship (unity) with the Chukot world unite
several poems, in which the author supplements the space of the ‘Chukot text’ with
a whole series of loci and toponyms: in the poem ‘2004 i1, 8§ anmneii’ (2004,
8 April) — an island and a village on the edge of the earth with the same name Aiion
(Aion) (translated from Chukchi ‘eity-, eito- ‘to revive’ — the island serves as a
place of rest and fattening (‘revival’) of reindeer’ [18. P. 58]); in the poem ‘ITossp-
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Hb1i ctannuiibimre’ (At the Polar Station) the station ‘ITonspka’ (Polyarka); in the
poem ‘lllmwxne wynpyapiH TonbH...” (Suddenly Appearing in the Center of the
Night...) — the Chaun Sea (in the author’s text Yayn mersiz — Oyar so designates
Chaunskaya Bay or Chaunsky Gulf, Chaunskaya Guba — an Arctic bay in the East
Siberian Sea, in the Chaunsky District of the Chukotka Autonomous Okrug; he calls
it a sea, obviously also focusing on the etymology of the word Chaun — translated
from Chukchi it means sea); in the poem ‘Koxsima’ — Kolyma (Kolyma region,
including the rivers of the Bilibinsky district of Chukotka).

The author calls the hardy and principled people living and working in Ayon
heroes: Toiwax unaw eepoii rtimanax [P. 144] “To live here, it is impossible not to
be a hero’. He sings a hymn to the specialists of Polyarka, who live among the ice
and work more professionally and accurately than near-Earth weather satellites.
Under the guidance of his northern meteorologist friend, he learns to listen and hear
the Chukchi nature, boldly goes to the shore of the Chaun Sea and talks to it like a
human being, talks about the test of courage and loyalty that the bay arranges for
people. At his own request and in search of himself, the poet goes to Kolyma. Oyar
creates an image of a modern working Kolyma, based on reflections on its bad
reputation in the history of the country (a place of exile and death of numerous
‘enemies of the people’) and on its traces in modern times, expressing his reflection
on the deep human sadness (Kyan 0a kviime pox ymbanne, / Mapoesic iivimante,
Koizbimam / Aiideme yonovimo dapax-eénax / Jlyneze cemvin wvin wiocam [P. 148]
‘On the stony and icy ground, / Under the winds, to this day / Barracks without a
human soul / Stand quietly, like skeletons’; Otiean, womaxovime uankyna Ilene
opanme-enax wunuam [P. 148] ‘Like sad, silent monuments, / The semi-structures
are arranged’. Author insists that Kolyma, amidst the cold and ice, has preserved a
‘hot heart inside’ (...wokuwo myowin koped wiym [P. 148]).

The Chukot theme in the cycle of the Mari poet is completed by the image of
a chamomile from the poem ‘IleBexsik BucBucue’ (Pevek’s Chamomile). This is a
bright flower that is familiar to the poet in his homeland and very much expected
by everyone after the polar night in the northern land. Also this is the name of the
only café in Pevek, named by the author in Mari (‘Bucsuc’), which quenches the
sadness of the soul of the lyrical subject.

In the last poem, ‘IIyM-40H OK HIMHYE Ky>XBITBIH KyXyXbIM..." (The Soul
Does Not Know the Extent of Longness...), the lyrical subject, who understood and
accepted the specifics of the Chukot world and merged with it in a kindred way, is
entirely focused on Mari. The preceding poem, similar in semantics, is ‘Kb3bIT
ThIBIH KyHIeMbITe...” (Now in Your Land...). It is written as a memory of the
homeland, spring (May), a beloved woman. Lyrical subject wishes to see with his
own eyes his native places, where the bird cherry is blooming vigorously, where the
dried and already green earth (Vorcap mnanoe — monnanviwe [P. 141]), with a
romantic request to his beloved woman to come out to meet him when the bird-
cherry berries ripen (in his own translation, Oyar titled this poem as ‘Oxunanue
Bo3Bpamenus’ — Waiting for Return).
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From these two poems it is clear that the knowledge of ‘Other’ allowed the
author to truly appreciate his ‘Self’. The cold in his homeland is ‘the price of life’
(wrenwwin ax), but it is not at all intrusive or scary, it is not capable of freezing
his ‘brave heart’ (von oene tivicimoin) (‘Now in Your Land...”). In the poems of
Semyon Nikolaev translated into Russian and published in Moscow, author now
clearly saw the Mari soul (Pyuia evivam tionya wiym-yon maputivin — / Bypuiepovice
8yp cemuin kowmeoda [P. 150] ‘ And through Russian the Mari soul seeps — / pulsates’
[1it. walks, like blood in a pulse. — R.K.] (‘The Soul Does Not Know the Extent of
Longness ...”)).

In the Russian-language version of Oyar’s Chukchi cycle, the final poem is
‘ITpomranue ¢ [IpoBunenss’ (Farewell from Providen’e) (it is not in the Mari version),
introducing a new toponym (Providen’e is a bay in the Anadyr Gulf of the Bering
Sea, off the southeastern coast of the Chukchi Peninsula, with a seaport) and
generalizing the enormous significance of the northern (pagan) region in the life
and fate of the Mari poet:

U 3HauuT HEOy TaK yrojHo,
Y1006 s ¢ TOOOH TOOBLT €I Yy TOK,
Uto0BI ¢ TOOOIO 0 OOK Ha CETOTHS
Casi3a51cs y3€I BceX MOMX J0por'.
Ho 6ynet nenp — cpeab cyeThl, oOMaHa
(B xakom ot ganékom nanexe?)
TBou noxu,

U Typry,

U TyMaHbI

Bipyr BCHOMHSTCA — 1 He ObIBaTh Tocke' .

So that I could stay with you a little longer,
So that tightly with you
The knot of all my roads would be tied today.
But there will be a day, amidst the vanity, deception
(In what distant faraway place again?)
Your rains,

and snowstorms,

and fogs

Suddenly will be remembered and there will be no place for melancholy.

Conclusion

Thus, the ‘local text’ of the Mari poet Gennady Oyar that we have examined,
formed by him in the cycle ‘Northern Flashes’, is defined by the concept-locus
‘Chukotka’ (the cultural space of the northern people, distinguished by extreme

13 Oyar G. Chukotka Cycle (Translations by the author). Oyar G. (Sabantsev G. L.). 2014.
Flashes of the Heart: Poems. Yoshkar-Ola: ‘Mariy Zhurnal’: String, p. 184.
1 Ibid, p. 185.
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natural conditions, the ontological and at the same time heroic essence of the people
living in them and preserving their mythology and traditions). The ‘Chukchi text’
is artistically constructed: the basis of its lyrical plot is a complex of consistently
realized motives (expectation, fear, discovery, surprise, admiration, rapprochement,
acceptance, recognition of the kinship of souls). In the formation of the ‘local text’,
toponyms (Chukotka, Pevek, Chaun, Ayon, Kolyma, etc.), specific natural pheno-
mena and images (polar night, storm-yuzhak — the central image from the point
of view of the author’s ‘myth’, seagulls, hills, etc.), landscape, objects of life
(‘Polyarka’, cafe ‘Romashka’, icebreaker ‘Flying Dutchman’, etc.) are in demand
as artistic devices and means. Also signs of national life, material and spiritual
culture (a stone flower created by a female artist from northern gemstones; belief
in nature gods, the ‘Opreipon’ ensemble, etc.), folklore and mythological images
(IT>muxan, FOxak, Kene) and motives, minor linguistic inclusions, mainly in the
names of settlements (Uayn, IleBek, AiioH), cultural phenomena (3preipon) and
Chukchi pagan gods are used in the same manner. The ‘Chukot text’ asserts the
author’s idea about the ability of a northern man to live in a wild and unpredictable
nature, to survive (win) and continue to live.

The compositional and semantic principle of Oyar’s cycle is the presence of
the opposition ‘Other/Self’, which allows the author to actively include the Mari
world in the ‘Chukchi text’, but not according to the principle of opposition, but
rather conjugation (compare and connect, find points of contact, defuse, unite),
which is largely connected with the natural conformity way of the existence and the
natural-pagan culture of the peoples (Chukchi and Mari). The Mari theme is
realized through special ‘Mari’ poems (‘Now in Your Land...’, ‘The Soul Does Not
Know the Extent of Longness...’), as well as images of the Mari world, interspersed
in ‘Chukchi’ poems (bird cherry, images of a loved one, a friend, anthroponyms that
are not in the Chukchi line of lyrical narrative, but are in the Mari one, such as Ivan
Smirnov, Columbus and Semyon Nikolaev in the frame text of the last poem),
specific Mari vocabulary (onomatopoeia), presentation (translation and wordplay)
of famous Russian words-names of the Chukchi space in the author’s native
language (ij}deeﬂ, Uarwe Oxean, ‘Yowewmuvinwe [onnanoey’, nonapuulii uyo,
‘Buceuc’). Important from the point of view of the opposition ‘Other/Self” are the
nostalgic notes for the native and the author’s reflections on the Chukot through the
Mari. In return, the knowledge of the ‘Other’ allowed the author to truly appreciate
‘Self” and to become more firmly established in his ethnic identity.

References

1. Boyarinova, G. 2020. “Mari poetry: checking the voice with the truth of life.” In Nightingale
land: poetry of Mari authors. Vol. 1. Joshkar-Ola: Mari Book Publishing House, pp. 3—18. Print.
(In Russ.)

2. Manaeva-Chesnokova, S. 2014. “The burden of the poet Gennady Oyar.” In Sabantsev, G.L.
Flashes of the Heart: Poems. Joshkar-Ola: Mari zhurnal publ., pp. 186—195. Print. (In Russ.)

3. Mihailov, V.T. 2015. “Poe’t G. Sabancev-Oyary'n sy'Iny mut tynyazhe” [The artistic world of
G. Sabantsev-Oyar]. In The artistic culture of the peoples of the Volga-Kama polyethnic region

126 LITERARY DIMENSION



Kydpsisuesa P.A. MonUnuHrBUANbHOCTL U TPAHCKYNbTYpHbIE npakTuku. 2025. T. 22. Ne 1. C. 111-127

in the paradigm of modernity: Collection of Articles. Joshkar-Ola: Mari State university publ.,
pp.- 112-119. EDN: VAMLCX Print. (In Mari)

4. Modern Mari Lyrics: Artistic Models of the World and the Poetics of Creative Individuality.
2022. Joshkar-Ola: Mari State University publ. EDN: TOHSQG Print. (In Russ.)

5. Arzamazov, A.A. 2022. Mari-Udmurt poetic parallels and contrasts. Comparative reading
experience: monograph. Kazan: Publishing House of the Academy of Sciences of the Republic
of Tatarstan. EDN: GEFXXL Print. (In Russ.)

6. Starygina, N.N., and R.A. Kudryavtseva. 2023. “Mari National Text in Russian Translations:
Based on the Poems of Gennady Oyar.” Polylinguality and Transcultural Practices, vol. 20,
no. 2, pp. 283-297. https://doi.org/10.22363/2618-897X-2023-20-2-283-297 EDN: LAWOVX
Print. (In Russ.)

7. Kuzmin, G.V. 2018. “°The Morkinsky’ text in Mari prose (to pose the problem).” Litera 3: 22—
27. https://doi.org/10.25136/2409-8698.2018.3.26717 EDN: YZITFZ (In Russ.)

8. Kudryavtseva, R.A. 2024. “The Sernur text” in the lyrics of Zoya Dudina.” Litera 10: 13-30.
11 Jan. 2024, https://nbpublish.com/library read article.php?id=71948 https://doi.org/10.25136/
2409-8698.2024.10.71948 EDN: OXOASS (In Russ.)

9. Kudryavtseva, R.A.2023. “The Sheklyanur text” in the novel by Yivan Osmin “Between Heaven
and earth.” Litera, no. 11, pp. 126-145. 20 Sept. 2024, https://nbpublish.com/library
read_article.php?id=69118 (In Russ.) https://doi.org/10.25136/2409-8698.2023.11.69118 EDN:
NCNJAO

10. Mednis, N.E. 2003. Supertexts in Russian literature. Novosibirsk: NSPU Publishing House.
20 Oct. 2024, https://raspopin.den-za-dnem.ru/pic-00004/2021-pdf/Mednis-sverh.pdf EDN:
VXHJAT (In Russ.)

11. Avchenko, V. The most immense book about the Great Patriotic War and its aftershocks.
20 Sept. 2024, https://unost.org/authors/vasilij-avchenko/samaya-neobyatnaya-kniga-o-velikoj-
otechestvennoj-vojne-i-eyo-aftershokah / (In Russ.)

12. Sukhoi, I. 2015. “Oleg Kuvaev’s Territory.” Literaturnaya Gazeta, issue 6504, no. 14. (In Russ.).
10 Sept. 2024, https://1gz.ru/article/territoriya-olega-kuvaeva

13. Semyashkin, R. Tikhon Semushkin: pioneer of the Far North. 11 Sept. 2024, https://rus-lad.ru/
news/tikhon-syemushkin-pioner-kraynego-severa (In Russ.)

14. Yashina, K.I. 2021. Local texts in the works of Bella Akhmadulina: PhD thesis. Nizhny
Novgorod. 11 Sept. 2024, https://diss.unn.ru/files/2021/1176/diss-Yashina-1176.pdf (In Russ.)

15. Abukayeva, L.A. 2016. “The linguopragmatic aspect of the use of Mari prohibitions.” In Problems
of Mari and comparative philology: collection of articles. Yoshkar-Ola: Mari State University
publ., pp. 12—15. Print. (In Russ.).

16. Shkalina, G.E. 2019. The Holy World of Mari. Y oshkar-Ola: Mari Book Publishing House. Print.
(In Russ.).

17. Pospelov, EM. 2002. Geographical names of the world: a toponymic dictionary. Moscow:
Russian dictionaries: Astrel Publishing House LLC: AST Publishing House LLC. Print. (In Russ.).

18. Leontiev, V.V., and K.A. Novikova, 1989. Toponymic dictionary of the North-East of the USSR.
Magadan: Magadan Book Publishing house. Print. (In Russ.).

Bio note:

Raisiya A. Kudryavtseva is a Doctor of Philology, Professor, Professor of the Department of Finno-
Ugric and Comparative Philology, Mari State University, 1 Lenin Sq, 424000, Y oshkar-Ola, Republic
of Mari-El. ORCID: 0000-0001-8933-5955. eLibrary SPIN-code: 1169-1030. WOS Research ID:
F-5952-2014. E-mail: kudsebs@rambler.ru


https://rus-lad.ru/news/tikhon-syemushkin-pioner-kraynego-severa
https://nbpublish.com/library_read_article.php?id=69118
https://doi.org/10.25136/2409-8698.2024.10.71948
https://nbpublish.com/library_read_article.php?id=71948



