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The article systematizes the material on various principles of reflecting historical subjects in Tatar
opera. It gives a detailed analysis of the art opera “The Wing of Syuyumbike” to a libretto by Fleura
Yanysheva and the opera “Kul Sharif” to a libretto by Farit Yakhin and the music by Elmira Galimova
where the tragedy of the loss of statehood and the fall of the Kazan Khanate are revealed through the
tragic fates of famous personalities (Kul Sharif, Tsarina Suyumbike). We prove that the opera “Kul
Sharif” is an interesting example of combining historical-descriptive and biographical approaches
with “historical imagination”, while the symbols in the art opera “The Wing of Syuyumbike” are

based on legendary and mythological material.
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Introduction

The music historian V. Dulat-Aliyev states that
“Tatar opera was formed in the 1920s and 1930s as
a new genre of national art and has been using his-
tory as one of the main themes up to this day” [1,
p. 83]. Its creators have plunged into the ancient
history of their people to look for symbolization
subjects. Thus, the composer Nazib Zhiganov
made a great contribution to the development of
historical operas (1938 — the opera “The Fugitive”
(“Kachkyn™) to a libretto by A. Faizi; 1940 — the
opera “Freedom” (“Irek”™) to a libretto by Z. Safin;

1941 — the opera “Altynchach” to a libretto by M.
Jalil; 1945 — the opera “Tyulyak and Su-Slu” to a
libretto by Naki Isanbet, 1956 — the opera “Jalil” to
a libretto by A. Faizi). When developing the his-
torical theme, he resorted to legendary and mytho-
logical material, and innovatively used historical,
descriptive and biographical methods (see in more
detail: [1], [2]).

In 1976, the composer Enver Bakirov wrote the
biographical opera “Tukai” to a libretto by A. Isk-
hak. Its fragments were performed at the plenum of
the Composers’ Union. Some fragments and arias
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from this opera exist only in concert performance,
since the opera was not staged (see in more detail:
(3, p. 167)).

V. Dulat-Aliyev believes that in the last two
decades of the twentieth century” Tatar composers
managed to reach “a new level in representing his-
torical themes, which became possible thanks to
the abolition of the unifying aesthetic and philoso-
phical restrictions in the sphere of art.” “In this pe-
riod, Tatar music (not only opera) vividly mani-
fested the desire for ‘historical imagination’ and
‘historical image’” [1, p. 86].

The music historian considers Rashid Ka-
limullin’s opera “The Cuckoo's Cry” (“Yeraktagy
kekkuk avazy”), which premiered in 1989 to a li-
bretto by Ildar Yuzeev, to be the first example of a
new type of historical opera. The plot of Ka-
limullin’s rock opera visibly develops in three di-
mensions — past, present and future. In this grand
opera, “a single love story is intertwined with a
historical and philosophical theme” [Ibid., pp. 86—
87]. When R. Kalimullin’s opera appeared, it was
called a rock opera, since the composer used a syn-
thesis of academic and popular music. The main
part was performed by the pop singer Albert
Asadullin, who is not an academic opera singer.

According to V. Dulat-Aliyev, the Tatar grand
opera of a new generation, “The Poet’s Love”,
written by the composer Rezeda Akhiyarova to the
libretto by Renat Kharis, is an interesting combina-
tion of the historical-descriptive and biographical
approaches with “historical imagination”. Histori-
cal themes are shown there through the image of
the great Tatar poet Gabdulla Tukai. This work is a
variation of an “alternative biography” and a fic-
tional love story [Ibid., p. 87]. The world premiere
of the opera took place in 2006 (directed by Mik-
hail Pandzhavidze).

In 1999, the Tatar Musa Jalil State Academic
Theatre of Opera and Ballet staged a concert per-
formance of Batu Mulyukov’s opera “Syuyumbike”
to a libretto by Nazim Khanzafarov in the musical
edition by I. Latsanich. V. Dulat-Aliyev believes
that “the opera is remarkable because for the first
time it has showed not legendary characters, but real
figures of the medieval history of the Kazan Khan-
ate on stage” [Ibid., p. 87]. The lyrical and dramatic
image of the queen becomes the core of this histori-
cal large-scale opera composition, whose outline is
enriched by choral and symphonic episodes, as well
as ensemble scenes. According to the librettist
Nazim Khanzafarov, Syuyumbike is a legendary
personality beloved by the Tatar people, and the op-
era meets their spiritual needs. “I tried to reflect the

national drama associated with the collapse of the
Kazan Khanate, the loss of centuries-old cultural
values. In this opera, Syuyumbike sacrifices herself
for the sake of peace and tranquility of the people,
her homeland” (citation according to: [4, p. 94]).

On April 29, 2011, there was the premiere of
Elmir Nizamov’s rock opera “Altyn Kazan” to a li-
bretto by Renat Kharis. Three years later, in its new
edition, the work was turned into a musical [5]. This
is an epic tale about the founding of Kazan. The plot
of the rock opera is extremely simple and develops
according to a fairy tale pattern. The old khan is dy-
ing. To save his life, the khan’s son must find a
blacksmith who will make a miracle cauldron in
which water boils without fire. The water in the
cauldron will turn “alive” if it is poured by a person
with a pure soul. It is obvious that the opera is cre-
ated in the tradition of legendary and mythological
interpretations of national history.

On December 7, 2011, there premiered the art
opera “The Wing of Syuyumbike”, written by
composer Elmira Galimova to a libretto by Fleura
Yanysheva. The libretto was based on biographical
material from Tsarina Syuyumbike’s life and the
legends associated with this outstanding personal-
ity (see in more detail: [6], [7]).

Elmir Nizamov’s opera “Kara Pulat” (“The
Black Chamber”) to a libretto by Renat Kharis
premiered in 2015. The authors turned the Bulgar-
ian legend about twelve maidens burned by Tamer-
lane’s soldiers in the Black Chamber into a vivid
dramatic poem. The composer and the librettist
successfully combined the “national imaginary”
with the legendary and mythological material (see
for more detail: [8], [9]).

In 2018, the opera “Syuyumbike” by Rezeda
Akhiyarova to a libretto by Renat Kharis was
staged. According to V. Dulat-Aliyev, the historical
theme in it was recreated using historical, descrip-
tive and biographical methods. The creators of the
opera managed to achieve a harmonious synthesis
of the “historical imaginary” and the legendary and
symbolic material (see for more detail: [1, p. 87].

Materials and methods

The material for our analysis is the art opera by
Elmira Galimova “Soembika kanaty” (“The Wing
of Syuyumbike”) to a libretto by Fleura Yanysheva
[10] and the opera “Kul Sharif” to a libretto based
on the dramatic poem of the same name by Farit
Yakhin “Kulsharif” [11, pp. 207-267]. The work
uses descriptive, cultural and historical research
methods, as well as the method of analysis and
generalization.
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Discussion

Elmira Galimova is a composer, Honored Art-
ist of the Republic of Tatarstan, Candidate of Art
History, member of the Union of Composers of the
Russian Federation and the Republic of Tatarstan,
member of the Union of Theatrical Figures of the
Russian Federation and the Republic of Tatarstan,
laureate of the First International Composer Com-
petition named after N. Zhiganov, laureate of the
Republican Prize named after M. Jalil. She is a
participant of international festivals of contempo-
rary music: “Europe-Asia”, “ISCM”, “Turkic
World”, TURKSOY Music Festival of Composers
of the Turkic World and “Miras”. The works of E.
Galimova are performed both in Russia (Kazan,
Moscow, St. Petersburg, Ufa, Yekaterinburg,
Krasnodar) and abroad (Kazakhstan, Italy, Ger-
many, Slovakia, Austria, Turkey, South America).

Elmira Galimova is the author of more than
100 multi-genre musical works: the art opera
“Soembike kanaty”, the opera “Kul Sharif” in 4
acts, six symphonic sketches, a Piano concerto in
three parts, a concerto for guitar and orchestra in
three parts, a “rivayat” (poem for chamber orches-
tra) for “kyl kubyz” (a unique Bashkir musical in-
strument) with orchestra “Chatyr-Tau”, chamber
and instrumental genres, four musical dramas, mu-
sic for eight theatrical performances, etc.

The composer’s creative portfolio includes two
operas on historical themes. The world premiere of
Elmira Galimova’s art opera “The Wing of Syuyum-
bike” took place on December 7, 2011, and became a
landmark event in the cultural life of Tatarstan. The
libretto was created by Flera Yanysheva in Russian.
The composer had to translate the text into Tatar on
her own, preserving the poetic imagery and style.

The work is a synthesis of music, choreogra-
phy and theatre, as well as computer technology,
light and video programs. There are two characters
in Elmira Galimova’s art opera: the Chronicler Ra-
ven and the soul of the Kazan Tsarina Syuyum-
bike. According to the plot of the libretto, little ra-
vens perform the function of a choir. The little ra-
vens sum up the mise en scene, and their exclama-
tions give an assessment of the Raven’s behaviour.
Thus, they perform the function of his retinue. Two
angels personify the mythical characters — the
guardians of Safa-Girey and Syuyumbike’s love.
The concept of these images is being developed
through plastic choreography.

The creators of the art opera resorted to the leg-
end that has existed in the Tatar environment since
the fall of the Kazan Khanate. The people could not
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come to terms with the tragic reality that in real life
their beloved queen became Ivan the Terrible’s con-
cubine, so they preferred to create a legend about
her suicide. Since then, according to the plot of the
art opera, her soul has not known peace and has
been spending time in redemptive prayers. The au-
thor of the libretto complements the legendary mate-
rial with a love story. The Raven, personifying the
dark forces, intervenes in the fate of Syuyumbike in
the afterlife. It turns out that he has been hopelessly
in love with Syuyumbike for a long time, but all at-
tempts to persuade her to marry him are unsuccess-
ful. The author of the libretto exploits the motif of
the protagonist’s miraculous transformation under
the influence of love. Thanks to Syuyumbike, the
Raven gets closer to God and to the truth, which
gives him the right to hope for the future. He sacri-
fices his immortality in order to reach his beloved in
heaven. So, the enlightened and purified soul of
Syuyumbike soars into the heavens to find peace
forever next to the souls of her loved ones.

The performance was organised with the par-
ticipation of the Kazan State Chamber Orchestra
“La primavera” (directed by R. Abyazov) and the
Chamber Ballet “Panther” 120 (directed by Nail
Ibragimov), the lighting design was carried out
with the assistance of the “Prometei” Center. At
the world premiere, the Raven part was performed
by the laureate of international competitions Artur
Islamov, and Reseda Shakirova played the part of
Syuyumbike. Subsequently, as part of Elmira
Galimova’s authorial concert in 2015 (December
9), the vocal and symphonic sketches from the art
opera “The Wing of Syuyumbike” were performed
by Artur Islamov in a duet with Elsa Islamova.

The fragmentary nature of the plot in the art op-
era is overcome thanks to the subtle melodic avant-
garde thread. In the orchestration, the composer
managed to combine the avant-garde with penta-
tonic element, which gave the composition a na-
tional flavour. The rhythmic and melodic form of
the vocal part presentation in the art opera is close to
the style of expressionist operas. The leitmotif of the
prologue, which is called “Kyissa” (“Legend”), is
the theme of Kazan. In the finale, the composer re-
turns to this theme again in the duet of Suyumbike
and Safa Girey “Yarat hem yshan” (“Love and be-
lieve”). The prologue is followed by the Raven’s
monologue, which introduces listeners to the vicissi-
tudes of Tsarina Syuyumbike’s life. His intonation
is dominated by sarcasm, condemnation, sometimes
reaching the point of malevolence. The composer
emphasizes these notes with a harsh theme in the
“half-speech” vocal part.
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The fourth act of the art opera “Soembike hem
Kozgyn duety” (“The Duet of the Raven and Syu-
yumbike”) is aimed at conveying the worldview of
Syuyumbike herself. The well-known person ap-
pears in different roles: a girl, a spouse, a mother
and a queen.

Yes, I have different
guises,

There are several of them,
A maiden, a spouse, a
mother and a Tsarina!
(interlinear translation)

Olie, TOpIIEASH TOpIe
MMHEM He3i1opeM,

Aunap 6epHuua,

Tyram, xaTbi, oHU hom
XaHOuka!

In the duet of the Raven and Syuyumbike
“Yazmysh hatyrase” (“Memory of fate”), the queen
condemns the Raven for expecting the fall of the
Kazan Khanate and rejoicing at the impoverishment
of the Tatar people. The Raven swears his love to
her and expresses his willingness to take the form of
the man beloved by the queen in order to end her
suffering. The author of the libretto exploits the im-
age of a devoted spouse. The queen is enraged when
she hears the Raven’s plea for a kiss. The orchestral
part conveys the feelings and emotions of the char-
acters. Small rhythms and passages expressing an
instant reaction of indignation, an abundance of
chromaticisms, a change in key crown everything
and help the listener to understand the dissonance in
the main characters’ relationships.

Part No.7 “Bishek zhyry” (“A Lullaby”) is the
most touching. The composer develops it in an ex-
pressionistic way. Syuyumbike sings about her love
for her son Utyamysh-Girey, asks him for forgive-
ness and believes that her soul will be cleansed and
find peace after performing the lullaby.

Syuyumbike’s Aria No. 8 “My Kazan” is cre-
ated by the composer with the intonations ex-
pressed in orchestration by the vibraphone, the xy-
lophone and the strings. This emphasizes the
queen’s reverent attitude towards her beloved city,
the Kazan Khanate whose fate is as brittle as glass.
In this aria, Syuyumbike asks for forgiveness
again. The queen is confused, because she does not
know how to overcome the sinfulness of the com-
mitted act. She suffers because the people con-
demn her and forget her memory.

Being deep and bright, the Raven’s aria “Mine
tamam yandyrdyn” (“Burning with love”) reveals
the depth of the hero’s suffering from the unre-
quited love. The low tessitura of the cellos in the
melody, which appears to be quite lyrical and char-
ismatic unlike the previous parts of the Raven,
makes listeners feel sympathy for the character in
love. This use of the form of tragic drama in the

Raven’s melodic part will be summarized in the fi-
nale (No. 24) called “Mahabbetsez yasha almyim”
(“I can't live without love™). After performing this
monologue, the Raven dies and soars into the sky.
The art opera ends with the duet of Syuyumbike
and Safa Girey “Yarat hem yshan” (“Love and Be-
lieve”), which centres on the idea of eternal love
and the triumph of good over evil.

The symbolic layer in Elmira Galimova’s art
opera “The Wing of Syuyumbike” reveals itself in
short musical phrases of the vocal part, in orches-
tration, polyphonic transitions from episode to epi-
sode, in the expression of sarcasm, anger, rage, ha-
tred and love. The innovation of this work con-
sisted in the bold use of modern compositional
writing techniques through the prism of ethnic in-
tonations, the transformation of classical norms of
opera, and the interpretation of new methods of or-
chestration [7].

Some excerpts from the four-act opera “Kul
Sharif” premiered at the IX “Miras” Festival. The
listeners got an opportunity to hear Kul Sharif’s
arioso “Our Life”, the duet of his mother Syumbel
ana and Yulbarys beka and the monological aria “I
swear”. The opera was created in record time — 4
months — as part of a grant to celebrate the 100"
anniversary of the TASSR. The composer worked
on the opera from February to May 2021. Unfortu-
nately, it has not been staged yet.

We must pay respect to the talent of the com-
poser who accepted the challenge to write a large-
scale work about a medieval statesman, a religious
figure and a talented poet in four months. The
composer involved Doctor of Philology, Prof. Farit
Yakhin, a literary critic and specialist in medieval
Tatar literature, to create the libretto. In this crea-
tive tandem, research is harmoniously intertwined
with creativity. F. Yakhin is not only a talented
textual critic, but also a poet, and the composer
E. Galimova is also a candidate of art history, who
participated in complex expeditions of the Institute
of Language, Literature and Art named after
G. Ibragimov of the Academy of Sciences of the
Republic of Tatarstan and wrote a PhD thesis and a
monograph about “Traditional musical culture of
the Perm Tatars” [12].

The work is dedicated to the diplomat and
spiritual figure of the Kazan Khanate Kul Sharif,
who gained fame as a poet and happened to wit-
ness the doom of that state. As Doctor of Historical
Sciences Damir Iskhakov notes, “On the eve of the
fall of the khanate, Kul Sharif was the head of the
Muslim clergy, the supreme Seyyid” [13, p. 4]
“Kul Sharif, like his predecessor Kul Muhammad,
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was from the family of the Crimean Seyyids. For
some time, he lived in the Astrakhan Khanate with
Seyyid Mansur, presumably his father. Hence one
of his Arabic names is “Khadzhitarkhani”. Based
on these and other sources, M. I. Akhmetzyanov
put forward a well-founded hypothesis that the au-
thor of the writings of the period of the Kazan
Khanate — “Zafername-i Vilayet-i Kazan” (1550)
and the poetic prayers (munajats) — named “Sharif
Khadzhitarkhani” in the first case and “Kul Sharif”
in the second — is Seyyid Kul Sharif” [Ibid., p. 5].
The poetic works are permeated with love for the
city of Kazan and its people [14].

Kul Sharif was a patriot of his people. This is
how he describes the tragic situation of the Kazan
Khanate in his work “Zafername-i Vilayet-i Kazan”
in 1550: “It (Kazan — M. Kh.) has nowhere to turn
for help and support, except for the patronage of
Tengri and the help of angels. Due to such a diffi-
cult situation, the padishahs of Kazan ensured the
security of their state through an agreement with the
country of kafirs. It was like this: for the well-being
of the people and for the sake of their lives, an
agreement was concluded with Moscow, with the
ambassadors going between the two sides to ensure
mutual understanding.” In April 1551, there was an-
other military advance of the Russian troops, which
surrounded Kazan in June. The hard times made the
Kazan people tremble: they sent ambassadors “to
Shigaley and to the commanders to ask them hum-
bly, so that the sovereign would come, give them his
anger and decide not to order to capture them, but to
give them Tsar Shigaley for the state and take Tsar
Utemesh Girey and his mother Syunbika-Tsarina”
(The Patriarchal Chronicle). This proposal was sent
with the “mullah” Kul Sharif and Tyumen “prince”
Bibars Rastov to Khan ShahAli and the Russian
commanders. However, they did not act independ-
ently, but fulfilled the will of “the whole land of
Kazan”, which is clearly seen from the letter of the
Kazan people sent to Ivan IV at that time. In addi-
tion, the ambassadors did not immediately accept
Moscow’s conditions — the chronicle message of
August 9, 1551 says that during the negotiations
they “locked themselves in many ways”, that is,
they did not agree. The chronicler further writes
about the Tatars: “their custom was to be sly in the
beginning”. It was possible to make Kazan residents
accept such difficult conditions only by force. The
conquerors threatened: if the Kazan people “do not
yield to the sovereign’s will... that autumn... the
sovereign... is willing to send the army with all the
people”. Only after these threats did the ambassa-
dors accept Moscow’s conditions, among which

was the demand to extradite Syuyumbike with her
son. It is clear that there was no personal fault of
Kul Sharif and “Prince” Bibars in this as they just
carried out the national decision as diplomats™ [13,
p. 5].

Russian chronicles first mentioned him in
1551: Kul Sharif was immortalized here as a dip-
lomat [15, pp. 167—168]. Kul Sharif participated in
the negotiations on the future fate of the state with
representatives of Ivan IV. Russian chronicles re-
corded his heroic death during the defence of Ka-
zan on October 2, 1552 [Ibid., p. 168]. The “Tsar
Book”, compiled immediately after the conquest of
Kazan, describes the stages of the siege of the city
and its topography. The mosque is mentioned in
the description of the assault on October 2, 1552:
“And the Christians approached the mosque to the
Kulsharif and the Tezitsky ravine where the infidel
united Kulsharif-mullah and fought fiercely — and
then killed Kulsharif with his regiment” [15, p.
218]. Andrey Kurbsky, describing the episode as-
sociated with the capture of Kazan by the Russian
army in 1552, calls him in a European way “the
great biskup”, that is, the bishop, and adds that the
Tatars themselves considered Kul Sharif “the great
anaryi”, or “amir” [16]. As noted by D. Iskhakov,
the word “amir” is translated from Arabic as
“lord”, or “leader”. But in the first case, Kurbsky
clearly used Latin: “honor” or “honour” — honour-
able, respected. It seems that these expressions
were used by him to translate the title of the su-
preme Seyid, which, according to Mardzhani,
sounded like “nakybel-ashraf” — “the leader of the
great ones”. As we know, in the Muslim world the
word Seyid means the descendant of the Prophet
Muhammad from the branch going back to his
grandson Hussein. Obviously, Kul Sharif, being a
Seyyid by origin, descended from Muhammad.
The genealogy of the Seyyids Shakulovs from the
Kasimov Khanate, recently discovered and pub-
lished by the literary critic M. Akhmetzyanov,
shows that it really goes back through many gen-
erations to Hussein and Muhammad. Conse-
quently, Kul Sharif being a Seyyid by birth was not
fictional, but real” [13, p. 4].

As noted by the archaeologists F. Khuzin and
A. Sitdikov, “the name of Kul Sharif is associated
with one of the legendary architectural structures
in the history of medieval Kazan — a complex of
mosques and madrasahs” [17]. The first informa-
tion about it can be found in the work of Sh.
Mardzhani “Mustafadel-akhbar fi akhvali Kazan
ve Bolgar” [18, pp. 199-200]. A Tatar historian
describes the death of Kul Sharif from a spear
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strike on the roof of a madrasah during the assault.
Kh. Atlasi in his work “The Kazan Khanate” also
writes about a fierce battle near the walls of the
famous mosque (see: [19, pp. 389—419]. Centuries
passed before the famous mosque was restored in a
new look and has become a gem of modern Kazan.

The desire of the composer Elmira Galimova
to commemorate the great defender of the Kazan
Khanate in a large-scale musical work is quite
natural. The libretto of the opera was created by
Farit Yakhin based on his dramatic poem “Kol-
sharif” (“Kul Sharif”) created in 1997-2002 [11,
pp. 207-267]. The main characters of this work
were representatives of the Khan’s nobility from
Kazan: Tsarina Syuyumbike and her son Utya-
myshgerei, as well as their surrounding: Said Kul
Sharif and his relatives, Yulbarys bek, Amir Bat-
man, Amir Hudaykol, sheikh, the poet Kasyim,
boyar Peter Seberyany, etc.

The love story of Kul Sharif’s sister Zuleikha
and Yulbarys bek unfolds against the background
of the tragic events related to the fall of Kazan.
The engine of this storyline is a love triangle: Yul-
barys bek — Zuleikha — Koshchak. An important
role in the dramatic poem is played by the mother
of the family Syumbel ana, who treats her daugh-
ter’s marriage with great responsibility. She is
proud of her children, Kul Sharif and Zuleikha.
Their tragic death during the assault of the city is
shown through the prism of their mother’s tragedy.

The second storyline shows the tragic fate of
the Kazan Khanate, which is revealed through the
storyline of Tsarina Syuyumbike and her son, as
well as the defenders of the Kazan Khanate and
Kul Sharif in particular. Syuyumbike is shown in a
dramatic poem as a devoted wife, grieving for her
dead husband, worrying about the fate of the state
and her people. F. Yakhin gives a detailed descrip-
tion of the palace intrigues that negatively affected
the fate of the Kazan Khanate, briefly characterizes
the political balance of forces.

In the first act, the main character reveals him-
self as a philosopher and poet. The dramatic poem
opens with his monological ode to immortal love:

bap mryn yi, 6ap! There is, I believe, there is!
Cero — KYKJIapra Love to heaven
KyTtopouok hopbep kermere | will take every person,
hom Be he a scholar or a khan,
TlannmeH 00 XaHBIH — everyone!
hammacen!
Cero 6e11oH stromn Those who left with a feel-
KATKOHHOPHEH ing of love,
JactanHapya kana ah- In dastans will perpetuate
3apel, their sorrows,
Bboxer 6enoH Tynaran Their hearts overflowing
HepoKIopHEH with happiness,
Cero 0ei1oH HypIIBI Will light up their days
kennope! [11, c. 201 ] with love!
(the interlinear translation
is ours. —
M. Kh.)

besnen TopMsli How fleeting our life is,
BaKbITJIbIYA ThIHA, Our century is for living
Bbe3nen romep — stmon with dignity

KHTIPTa Given to us, to feel its
Bupenran 1o, ssMeH beauty

KYHEIJIap1o And keep in your soul,
Caxunan Kajicak, 0oxer happiness tomorrow
HUPTAra Will come, I know,
Kuep, 6emom, There is hope in each of
OMer KeMId 19... us...

It formed the basis of Kul Sharif’s arioso “Our
Life”. At the premiere, it was performed by Irken
Mustafin, the artist from the choir of the Tatar Musa
Jalil State Academic Theatre of Opera and Ballet,
the winner of the Grand Prix of the 15" Interna-
tional Competition of the Russian romance per-
formers “The Big Romanciada”. The arioso opens
the first act of the opera and logically continues the
Prologue. The instrumental bridge creates the musi-
cal image of curtain lifting, the dawn, the appear-
ance of the main character on the stage, the birth of
Seyyid Kul Sharif’s spiritual thought. The composer
presents this mise-en-scene with a very transparent
texture of orchestration, using only a woodwind and
string-bow group in combination with colourful
harp accents. It is very interesting to listen to the
majestic orchestral introductions to each musical
phrase of Kul Sharif. And all these rapid movements
towards the musical lines of the main character are
anticipated by the drumming of the timpani, draw-
ing the listener’s attention to the fact that now Sey-
yid Kul Sharif will convey a very important thought
to the public about the spiritual values and testa-
ments of the Almighty. The arioso of Kul Sharif is
about the transience of life. It tells that if we have
hope, faith and love, happiness in all its manifesta-
tions awaits all of us. Love exists, and it will elevate
everyone who loves sincerely, legends will be made
about them and Allah’s blessing awaits them. The
amazing melodic line unfolds in a whole message,
but it is so bright that it immediately catches the ear
and leaves a very pleasant lingering feeling. There
are melodic ascents in the high tessitura of the bari-
tone, and there is a complete feeling that this vocal
part can be performed not by every soloist, since
you need to sing in one breath so as not to interrupt
the idea expressed by the main character. Irken

124




TATARICA: CULTURE, PERSONALITY AND EDUCATION

Mustafin succeeds in doing this. The composer
thoroughly worked out every detail in the orchestra-
tion: the accompaniment of the string-bow group
creates a gentle contemplation and sometimes turns
into dialogue with the vocal part, singing along with
the phrases. The woodwind instruments duplicate
the vocal part in some phrases, and, apparently, it is
done on purpose to draw attention to the text. That
is, these duplications of the flute and the vocal part
are vividly manifested when Kul Sharif sings about
his love for the Motherland, his people, family, rela-
tives and friends.

The audience is greatly impressed by the duet
of Syumbel ana and Yulbarys bek “The Fate of
Zuleikha” performed by the laureate of interna-
tional competitions Syumbel Kiyamova and the
Honored Artist of the Republic of Tatarstan Ayrat
Ganiev. Mother Syumbel’s pain for her children is
expressed immediately with the presentation of the
leitmotif in the introduction. A small musical
phrase built from the third and the leap to the fifth,
which the composer then gives in various inver-
sions, playing harmony, and takes the listener into
the world of feelings. The mother’s pain con-
sonates with Yulbarys bek’s love and worry about
the fate of his beloved Zuleikha. Will they be able
to be together? Who do they want to marry her to?
That’s exactly what this duet is about. The com-
poser creates the orchestration of the duet as a
beautiful canvas, lace, in which the leitmotif
phrase is canonically transferred from one instru-
ment to another, and there is absolutely no sense of
dissonance and variegation of intonation. The
static rhythm of the string accompaniment on piz-
zicato sets the tone of a harbinger of trouble, a fu-
neral procession along the line of the knife of fate.
The melodic line of the dialogue between Mother
Syumbel and Yulbarys bek is very organically
built. The mother’s phrase continues in the vocal
line of her daughter’s beloved. The melodic as-
cents are so reverently written out by the composer
that the vocalization of both heroes of the drama
becomes the logical conclusion of their dramatic
story. The vocalization shows the beauty of the so-
loists’ vocal capabilities, at the same time musi-
cally emphasizing the emotional intensity of their
worries about the life-changing ordeals.

The audience is greatly impressed by Kul
Sharif’s end-of-life aria-monologue “I swear!”. The
genre itself was not chosen by chance and corre-
sponds to the tragic moment in the hero’s life. The
aria sounds like a prayer or meditation. On the one
hand, through meditation, Kul Sharif sets himself up
to win the battle, on the other hand, a prayer is a

convenient form to present the testaments of the
Almighty, the truth to his people. Therefore, the
melody of the aria is presented consistently, without
losing a single note, it unfolds clearly, according to
the laws of the poetic style. The end-to-end form of
the aria development helps the composer to build
the orchestration in an increasing order. The trans-
mission of different groups of instruments from
voice to voice is made by polyphonic means. All the
voices are intertwined with each other so closely,
skillfully and organically that, in general, the whole
orchestration emphasizes the beauty of the melodic
harmonic line. The ethnic flavor in melos permeates
all parts of this trilogy of fragments, which the com-
poser pays great attention to. All the parts are sensi-
tively intoned and rhythmically summed up by the
composer to preserve the ethnic melos, the majesty
of the Tatar people, the spirit of the Kazan Khanate
time. The third part is accompanied by the main
character’s heartbeat, which is expressed with the
timpani and big drum parts. The listener can clearly
hear how Kul Sharif’s heart is bleeding. The dra-
matic final episode of the aria is expressed in an an-
themic vocal part. The words of Kul Sharif (“For-
ward, follow me”) encourage the listener to follow
the call of his heart and the like-minded people to
follow him and defend their homeland, protect the
people, relatives and friends! The vocal part of a
meditative nature unfolds in a spiral, puts the lis-
tener into a trance state and ends with the lines from
a surah of the Koran. The patient beating of the pro-
tagonist’s heart is interrupted with the words of ex-
altation “Allahu Akbar” (translated as “Allah above
all”).

All the individualism of the images aside, the
characters of the opera are connected by the same
ideology of life. They do not complain about their
fate, they live with faith in Allah and think about
their Homeland.

The results of the study

The historical plot of the operas by the com-
poser Elmira Galimova includes tragic events from
the history of the Kazan Khanate. While the art op-
era “The Wing of Syuyumbike” centres on the
mythological plot, “Kul Sharif” is mostly based on
biographical materials. Referring to the specific his-
torical personality of Kul Sharif, the authors of the
opera use it as a means to fulfil their creative aim —
to perpetuate the memory of a bright representative
of the Kazan Khanate culture. Kul Sharif is revealed
in the opera not only as a statesman, a religious fig-
ure, a patriot of his homeland and a talented poet,
but also as a son and brother. The lives of Kul Sharif
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and Tsarina Syuyumbike in the opera are closely in-
tertwined with the fate of the Kazan Khanate. E.
Galimova managed to “musicalize” the tragic page
in the history of Tatar statehood. Resorting to the
folklore interpretation of the tragic events, the crea-
tors of the opera introduce the weep of Syuyumbike
at her husband’s grave, performed in the tradition of
“Syktau”. The “Weep of Suyumbike” in the opera is
one of the culminating lyrical peaks, in which she
appears in three guises: a queen, a beloved wife and
a mother. It should be noted that according to the
construction of the libretto and the laws of drama,
all instrumental parts perform a connecting role be-
tween the parts, fulfil the illustrative function of
scenography, summarize the author’s point of view
and present a small orchestral prologue before a
fateful plot twist. The dramatic denouement of the
opera is presented in the part “The Battle”, in which
the composer expresses all the pain and spiritual
tragedy of Kul Sharif and his like-minded people —
shakirds. This part flows without interruption on at-
tacca into a part woven from leitmotif fragments:
Kul Sharif’s arioso “Our Life”, the aria “I swear”,
and then the themes of Yulbarys bek and Zuleikha’s
love, which plays exactly at the moment when
Zuleikha finds the lifeless body of her beloved on
the battlefield, bends over him and takes her own
life in a state of passion by plunging a dagger lying
next to his body. The tragic story ends with a dra-
matic monologue by Syumbel Ana, who is grieving
over the bodies of her children on the field. The
mother’s orphanhood is reinforced by the image of
an orphan boy, symbolizing the tragic fate of the
Tatar people who lost their statechood. Taking the
child in her arms, Syumbel ana, through tears, sings
an aria-monologue in which she repeats the testa-
ments of Kul Sharif and the lines from surahs of the
Koran. This final episode becomes the apotheosis of
maternal love.

Conclusions

E. Galimova’s art opera “The Wing of Syu-
yumbike” is an example of a synthesis of historical
and legendary-mythological materials that contrib-
ute to the symbolic interpretation of the historical
plot. In the opera “Kul Sharif’, the “national
imaginary” is intertwined with historical, descrip-
tive and biographical material, which enables the
author to symbolize history.
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UCTOPUYECKAS TEMATUKA OIEP 3JIbMUPHI TAJIUMOBOM

Muneyma MyxameT3siHOBHA Xa0yTAHMHOBA,

Kazanckuii ¢penepanbHbIil yHUBEPCHTET,
Poccus, 420008, r. Kazans, yn. Kpemnesckas, a. 18,
mileuscha@mail.ru.

I'yabyces 'a6apammToBHa AKCOM,

bapTeIHCKHI YHUBEPCUTET,
Typuus, baptun, ®akynereT Aramku, 54,
gaksoy@bartin.edu.tr.

B crarbe cucreMaTH3HMpOBaH MaTEpUaN O Pa3IMYHbIX MPHHIUIAX OTPAKEHUS UCTOPHUUYECKOTO Ma-
Tepuaia B Tatapckoii onepe. [TonpoOHO npoananusupoBana apr-onepa «Kpsuto CroroMOuke» Ha JIM0-
perro @nepsl SnbieBoir u omepa «Kyn Illapud» nHa nubOperto Papura SIxmHa KOMIO3UTOpa
Onemupsl ["anumoBoil. Tpareaust yTpaTsl rocy1apcTBEHHOCTH, MageHUs Ka3aHCKOro XaHCTBA B 3THX
TBOPEHHSIX PACKPBIBACTCS 4Yepe3 TParmdeckue Cyab0bl OTAETIbHBIX M3BeCTHHIX JuuHOCcTer (Kym Illa-
pud, napuna Crorwoduke). JJokasano, uto onepa «Kyi [lapudy sBiaseTcss HHTEPECHBIM MPUMEPOM CO-
€IMHEeHUs UICTOPUKO-OIMCATENLHOTO U OHOrpaduueckoro MoAX0oA0B ¢ «MCTOPUYECKUM BOOOpaXKEHHU-
em», a B apT-ornepe «Kpsuto CioroMOMKe» CHMBOJIM3AaNNS HCTOPHUYECKAX TEM HMPOUCXOJHUT Ha OCHOBE

J'ICFCHZ[apHO-MI/I(l)OJIOFI/I‘{eCKOFO MaTtepuraja.

KaroueBble ciioBa: Tatapckas My3sika, «Kpbeuio Crotombuke», «Kyn Hlapud», onepa, Dnpmupa

T["anmumoBa

Beenenue

«Tarapckast omnepa ¢opmupoBanace B 1920-
1930-x roax KaKk HOBBIM JKaHp HAIIMOHAJIBHOI'O HC-
KkycctBa. OHOIN M3 OCHOBHBIX TEM TaTapcKOM ore-
PBI 10 HACTOSIIETO BPEMEHN OCTAETCS] UCTOPUS», —
cunutaeT my3bikoBen B. P. Jlynat-Anues [1, c. 83].
TBopueckue AeqTeNn UIIYT UCTOPHUECKUE CIOKETHI
JUTSE CHMBOJTU3AIMH B IPEBHEN MCTOPUHU CBOETO Ha-
poxa. bonbmioit Bknaa B pa3paboTKy HCTOPUUECKUX
omep BHec komno3utrop Ha3ub XKuranos (1938 1. —
omepa «bernmeny («KaukweiH») Ha  JIHOPETTO
A. ®@aiizu, 1940 r. — onepa «CBoboga» («Hpek») Ha
mubperto 3. Caduna, 1941 r. — onepa « ANThIHIAYY

(«AnterHUOY») Ha UOperTo M. JDkammms, 1945 —
ormepa «Tromsak m Cy-Cimy» na mmOperro Haxwu
HUcanbera, 1956 t. — onepa «Jxanunb» Ha JTUOpET-
To A. ®aizm). Ilpu pa3paboTke MCTOPHUECKOH Te-
MBI OH oOOpamiaici K JereHAapHO-MH(OIOTHYeC-
KOMYy Marepuaiy, a TakKe HOBAaTOPCKH HCIIOJIb30-
BaJI HCTOPHKO-ONHUCATENHBIA W OHorpaduuecKkuit
MeToapl. (cM. moap.: [1], [2]).

B 1976 r. xomno3urop OuBep bakupos Hamu-
casl buorpagpuueckyro onepy «Tykai» Ha auOpert-
To A. HMcxaka. Ee dparmMeHTsl ObUIM HCIIOJHEHBI
Ha mneHyMe Coro3a KoMmMmno3utopoB. HexoTtopsle
(¢parMeHTsl, OTACIBHBIC APUU U3 3TOU OIEpPhI 3BY-
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YaT TOJBKO B KOHIIGPTHOM HCIIOJHECHUHU, MOTOMY
YTO Oomepa Tak ¥ He MONydniIa CIEHHYECKOTO BO-
mromeHus (cM. moxp.: [3, ¢. 167]).

B. P. Jlynar-AnueB cuuTaeT, YTO TaTapCKUM
KOMIIO3UTOPaM B IOCIEAHUE JBa AECITHIECTUS XX
BEKa YAAJIOCh BBINTHU «HA HOBBI YPOBEHb BOILIO-
IICHUST UCTOPUYCCKOW TEMBI, KOTOPHIHA CTall BO3-
MOXKEH B YCJIIOBUSX OTMEHBI YHH(DHIIUPYIOUIUX 3C-
TETHKO-(QOHITOCOPCKUX OTpaHUICHHH TBOPUCCTBAY.
B oté rompl B TaTtapckoil My3bike (HE TOIBKO
OIEPHOM) SIPKO MPOSBUIOCH CTPEMIICHUE K «UCTO-
pUYEeCKOMY BOOOPaKEHHUIO», «UCTOPHIECKOMY 00-
pasy» [1, c. 86].

[epBbIM 00pa3loM MUCTOPUYECKOW OMEPHI HO-
BOT'O THIIA MY3BIKOBEIl CUUTACT IPOU3BEIACHUC
«Kpuk xykymkm» («EpakTarbl KOKKYK aBasbl»)
Pamupa Kanumynnuna Ha JubOperto Mibaapa
IO3eeBa, mpemMbepa KOTOpOro cocrosuiach B 1989 r.
Croxet B pok-onepe KanumysinHa noka3aTeabHO
pa3BHUBaeTCs B TPEX M3MEPEHHAX — MPOILIOM, Ha-
crosimeM W Oyaymem. B stoli Ooibmiol omepe
«OTAETHHO B3sITas JFOOOBHAS MCTOPHSA Meperiera-
eTCs ¢ UCTOPHKO-pmIocodpckoii TeMoi» [Tam xe,
c. 86—87]. B momenT nosiBnenus onepsl P. Kanu-
MyJUIMHa €€ Ha3bIBaIM POK-ONEpPOil, MOCKOJIBKY
KOMITO3UTOP HCIIOJIb30Bajl CHHTE3 aKaJeMUIeCKON
U TIOMYJIIPHOW MY3bIKH; TJIABHYIO IMAPTHIO UCIIOJ-
HSUT OCTpaJHBINA TnieBen AnbOepT AcaayiuinH, a He
aKaJIEeMUYECKUN ONIEPHBIN MeBeEL.

«/lHTEpECHBIM TIPUMEPOM COETUHEHUS UCTOPH-
KO-OITUCATENLHOTO ¥ OHOTPadUIecKoro Mo IxX0/10B C
,»JICTOPHYECKUM BOOOpaKEHHEM ‘», TI0 MHEHUIO
B. P. [lynar-AnueBa, sBisieTcsi «rarapckas OOJb-
I1asi orepa HOBOTO MMOKOJICHUS, HAMMMCAHHAS KOMIIO-
3utopoM Pesenoit AxusipoBoit Ha uOperTo Penara
Xapuca ,,JIto00Bb mo3Ta“». B Hell Tema mctopun
«TIPeTIOMIIETCS Yepe3 00pa3 BEIHMKOTO TaTapCKOTO
nodta ["abaysuiel Tykasy». DTo npousBeCHUE SBIsI-
€TCd BApUAHTOM <«AIBTEPHATHBHOW Ownorpadumy,
BEIMBIIIDICHHOW ucTOpuU JtooBu [Tam ke, c. 87].
MupoBas npembepa onepsl coctosiack B 2006 T.
(pexxuccep-nocraHoBmmk Muxawun [lanmkasuize).

«B 1999 rogy B TTATOub um. M. [Ixanunsa
COCTOSJIOCH KOHILIEPTHOE HCIIOJIHEHHE omnepsl baty
MymokoBa Ha nuOperro Hasmma Xanzadapoa
«CroroMOuKe» B My3bIKanbHOU penakiun WM. Jlama-
Huva. «Onepa npuMedatenbHa TEM, YTO BIIEPBBIC
Ha CIIEHY BBHINIUIA HE JIETCHIApHBIC MMEPCOHAXKH, a
peanbHbIe (PUTYPBI CpenHEeBEeKOBOW wucTopun Ka-
3aHCKOTO XaHCTBa», — cuuTaeT B. P. Jlynar-Anues
[Tam xe, c. 87]. Jlupuko-mpamaTudeckuii ooOpa3
LApHIBl CTAHOBUTCA CTEPKHEM B HCTOPUIECKOM
MacIITaOHOM OTIEPHOM COYMHEHUH, KaHBY KOTOPO-
ro 00OraTHIM XOPOBBIE U CUM(DOHUICCKUE DITU30-

Iibl, aHcaMOJieBble cieHbl. [lo npu3Hanuio TuopeT-
tcta Hasuma Xamzadapopa, CroroMOmKe — Jie-
TeH/lapHas JTHIHOCTh, JIOOMMas TaTapCKUM Hapo-
JIOM, M OTlepa OTBEYAET €r0 AYXOBHBIM MOTPEOHO-
cTsM. «S cTpeMmiicst OTpa3uTh HAPOIHYIO Jpamy,
CBA3aHHYIO C KpymeHueM KaszaHCkoro xaHcCTBa,
MOTepeli MHOTOBEKOBBIX KYJIBTYPHBIX IEHHOCTEH.
B ato0it onepe CioloMOHKe >KepTBYET COOOI0 paju
MHpa U CIIOKOMCTBHUS Hapoja, POJHOM 3eMIIU»
(1. 110: [4, c. 94]).

Becnoit 29 ampens 2011 r. cocrosnacek mpe-
Mbepa pOK-omepsl DimbMupa HuzamoBa «ANTHIH
Kazan» ma mubperro Penara Xapuca. Uepes Tpu
rojila B HOBOW CBOEU peJaKIuu MPOU3BEICHUE ObI-
JI0 TIEPeIIaBIeHO B MIO3HUKI [5]. DT0 3mmueckas
moBecTh 00 ocHoBaHmM Kazann. CroxkeT pok-
OTephl MPeAebHO MPOCT U pa3BUBAETCA 0 3aKO-
HaM cka3ku. CTapblil XaH HaXOJIUTCS IpU CMEPTH.
Bo nms ero cnacenusi XaHCKUI ChIH JOJIKEH HAUTH
Ky3HeIla, KOTOPBIA U3TOTOBUT Uy/[0-Ka3aH, B KOTO-
poM Boja kunuT Oe3 oras. Boja B kazaHe mpeBpa-
TUTCS <«CKUBYIO», €CJIH €€ HAJbET YeJIOBEK CO CBET-
Jo# aymion. O4eBUAHO, YTO 3TO TBOPEHHUE CO3aHO
B TPaJHLMUAX JETECHIAPHO-MHU(OIOrHIECKOro HC-
TOJIKOBAaHUS HAIIMOHAJIEHOW UCTOPHH.

7 mexadpst 2011 r. cocrosutack mpembepa apT-
omnepsl «Kpbuto CroromMOnKe», HaMCaHHOW KOMIIO-
3utopoM OnbMmupod [amumoBoit Ha nmOpeTTO
Onepsbl AnpimeBoil. OcHOBY JHOPETTO COCTAaBUI
Oonorpaduveckuii MaTepual U3 JKH3HH [apHUIIbI
CroioMOMKe | JIETEH[Ibl, CBSI3aHHBIE C OTOH BBI-
JTAromIeics TMIHOCTRI0 (eM. Togip.: [6], [7]).

B 2015 r. cocrosmace npembepa oOmnepsl JJib-
mupa HuzamoBa «Kapa Ilymat» («Uepnas mama-
Ta») Ha aubperro Penata Xapwuca. bymrapckyro
JIETeHAY O JIBEHAJINATH J[eBaX, COXOKEHHBIX BOM-
Hamu Tamepnana B UepHoil manaTte, aBTOpPHI mpe-
BpaTHJIU B SIPKYIO IpamMaTuyecKkyio nosmy. Kommo-
3UTOP M JIMOPETTUCT YCHEIIHO COCIUHIIIN «Ha-
UOHAJILHOE BOOOpaXkaeMoe» ¢ JereHaapHo-Mudo-
JIOTHYECKUM MaTepuayioM (cm. moap.: [8], [9]).

B 2018 r. Ha crieHe TeaTpa coCcTosIIach MpeMbe-
pa omepbl «CroromOuke» Pesenpl AxuspoBoil Ha
mmbperto Penara Xapuca, B KOTOpO# nCTOpHUYecKas
Tema, o MHenuto B. P. Jlynar-AsnueBa, Obuta BOC-
CO3/1aHa C TOMOIIBIO HCTOPUKO-OMHUCATENBHOTO U
Ouorpaduyeckoro MeronoB. Cozgarenu onepsl Cy-
MeNnr JTOOWTHCS TapMOHWYHOTO CHHTE3a «HCTOPH-
YeCKOro BOOOPaKaeMOroy» ¢ JIereHAapHO-CUMBOJIH-
yeckuM MarepuayioM (cm. mozp.: [1, c. 87]).

MatepuaJjbl 1 METOABI
Matepuaiom i aHainu3a B HAIIeH CTaThe TO-
CIYXHJIM apT-omepa Komro3uTopa DnsMuphl [a-
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mumoBorr «Ceembuka kaHaTte» («Kpbuto Crorom-
Oouke») Ha JmOperTo Pneper Supimeroit [10] u
orepa xommosutopa «Kym lapud» ra mubdperro,
CO3JIJaHHOE Ha OCHOBE OJHOMMEHHOW Apamarhye-
ckoit mosmbl Paputa SAxmnaa «Kymmepud» [11, c.
207-267]. B paboTe WCHOIB3YIOTCS ONHCATETh-
HBIH, KYJIbTYPHO-UCTOPUICCKHIA METOJIbI UCCIIEIO-
BaHUs, METOJ] aHATIK3a ¥ 0000ILEHHS.

Oo6cy:knenne

Onemupa MyHupoBHa ['anuMoBa — KOMMO3H-
TOp, 3aCIy>KEHHbII AesTenb uckycctB PT, kaHnu-
JaT ucKyccTBoBeneHus, wieH Coro3a KOMIIO3UTO-
poB P® u PT, unen Coro3a TeaTpalbHBIX IeaTemeit
P® u PT, naypear I MexayHapoaHOro KOHKypca
kommno3utopoB uM. H. I'. JKuranosa, naypear Pec-
nyOarkaHckoi npemun uM. M. Jlxanwinsa. OHa sB-
JSieTCsl yJacTHUIECH MEXAyHApOJIHBIX (ecTUBanei
coBpeMeHHOU My3blkH: «EBpomna-Asus», «ISCMy,
«Tropkckuilt mup», GecTuBab My3bIKH KOMIIO3H-
TopoB TIOpkckoro mupa TURKSOY, «Mupacy.
IIpousBenenus 3. I'anmumoBoil 3ByuyaT kak B Poc-
cun (Kazamp, Mocksa, Cankr-IlerepOypr, Yia,
ExarepunOypr, Kpacnonap), Tak u 3a ee mnpenena-
mu (Kazaxcran, Wramusa, ['epmanus, Crnoakus,
Ascrpus, Typrwust, FOxxnas AMepuka).

Onsmupa ['anuMoBa sBieTcss aBTOpoM Oosee
CTa pa3HOXKAHPOBBIX MY3BIKAJIBHBIX TPOU3BENE-
Huil: apr-onepel «CeeMOMKO KaHAThbD»y, OIEPHI
«Kyn-lllapud» B 4-x netictBusix, 6 cumpoHude-
CKUX KapTuH, DOpTEeNHMaHHOTO KOHIEpTa B 3-X
yacTax, KoHuepra ams rutapel ¢ OpKECTpOM B 3-X
yacTsax, PuBasT 11 KbUI-KyOBI3a C OpKECTPOM
«UHatsip-Tay», kaMepHO-UHCTPYMEHTAJIBHBIX XKaH-
POB, YETHIPEX MY3bIKAIBHBIX JpaM, MY3bIKH K
BOCBMH T€aTPAJIbHBIM IIOCTAHOBKAM U T. 1.

B TBOpueckom moptdene KOMIO3UTOpa [BE
OTIephl Ha HCTOPUYECKYIO0 TeMy. MupoBast mpeMbe-
pa apT-onepsl KOMIIO3UTOpa DIbMUpPHI [anuMoBoi
«Kpsuto CroromOuke» cocrosiach 7 nexadps 2011
I. ¥ CTajla 3HAKOBBIM COOBITHEM B KYyJBTYpPHOH
xu3Hu Pecnyonuku Tarapcran. JIuGperro ObLIO
co3nano dnepoil SHBIIIEBON Ha PyCCKOM A3BIKE.
Kommosutopy mpHILIOCH CaMOCTOSITETBHO Tepe-
BECTH TEKCT Ha TaTAPCKUH A3BIK, COXPAHSS MOITH-
YECKYI0 00pa3HOCTh U CTHJIb.

[IpousBenenne npezacraBisieT coOOW CHHTE3
MY3bIKH, Xopeorpadun u Tearpa ¢ MpHUMEHEHHUEM
KOMITBIOTEPHBIX TEXHOJIOTUH M CBETO- BHJIEOINPO-
rpaMMel. B apt-onepe OneMupsl ['anumoBoil 1Ba
neiicTBylomX Jnuma: BopoH-merommceny n aymia
Kazanckoi mapunbsl CroroMOuke. MalleHBKHE BO-
POHSTA, TIO CIOXKETY JIMOPETTO, BBHIMOIHSIIOT (QYHK-
[UI0 XOpa-«MacCOBKW». BOpoHATa MOIBOAAT UTOT

MHU3aHCLIEHAM M CBOMMH BO3TJacaMH JAlOT OLIEHKY
noBeaeHuIo Bopona. Takum oOpa3om, OHH BEITION-
HSIOT (YHKIMIO €ro CBUTHL. [[Ba aHrema ommie-
TBOPSIIOT MHU(HUYECKHX MEPCOHAKEH-CTPaKHUKOB
mobBu Cada-I'mpess n Crorombuke. Konmenrus
3THUX 00pa3oB pa3padaThIBACTCS C OMOPOW HA BO3-
MOKHOCTH TUIACTHYECKOH Xopeorpaduu.

Co3natenu apT-onepbl OTTOJIKHYIUCH OT JIETeH-
IIbI, OBITYIOIIEH B TaTapCKOW Cpefie ¢ MOMEHTa Ta-
nenusa Kazanckoro xanctBa. Hapoj He cmor cMmu-
PHUTBCS C TParuueckoil pealbHOCTBIO, C TEM, YTO
ToOUMast apHIa-TIOKPOBUTENBHUIIA B )KU3HHU CTaa
HanoxHuLeld MBana I'po3Horo, mosromy mnpeamno-
4el co3iaTh JiereHay o ee camoyouiictBe. C Tex
1op, 0 CIOKETY apT-Oriephl, ee AyIla He 3HaeT To-
KOSl M TIPOBOJUT BpeMs B MCKYIHUTENBHBIX MOIUT-
BaX. ABTOp JIMOPETTO JOMOIHSIET JIereHIapHbIN Ma-
Tepua JIIoOOBHBIM CrokeToM. B cynp0y CroroMOu-
Ke B 3arpoOHOM MHUpe BMermBaeTcs BopoHn, ommie-
TBOPSIIOIINN TeMHbIE CUIIbI. OKa3bIBaETCsl, OH IaBHO
u Oe3HanekHO BI0OIeH B CioroMOMKe, OHAKO BCE
TIOTTBITKA CKJIOHUTH €€ K 3aMY>KEeCTBY O€3yCITeIIHBI.
ABTOp JTHOPETTO SKCIUTyaTHPYyeT MOTHB O UyJecC-
HOM IIPeOoOpaKEHUH Teposi MOJ| BIMSIHUEM IFOOBH.
Bnaropaps Crorom6uike, Bopon cran 6mmxe x Bory
Y K WCTHHE, YTO JAaeT eMy IPaBO HAJEAThCS Ha Oy-
nymiee. OH KEPTBYET CBOMM OECCMEpPTHEM, YTOOBI
Ha Hebecax COEIMHHUTHCS C JTFOOMMON. A TpOCBeT-
JIeHHas W ouucTuBIIasics nyma CroroMOHMKe B3MbI-
BaeT B Hebeca, 9TOOBI HaBEeK 0OPECTH TIOKOH psIoM
C IylamMu OJIU3KUX.

B nocranoBke mpunsuiin ywyactue KaszaHckuii
rocyJapcTBeHHbId  KaMepHbld  opkectp  «La
primaveray» (o pykoBojactBoM P. A6s30Ba), Ka-
MepHBbIi Oaner «[lanTepay (XymOKEeCTBEHHBIH py-
koBogutenb — Hawne WMOparuMoB), cBeToBOe
odopmIIeHHE BHITIOIHEHO NpU coxaelicTBuu LleHTpa
«ITpomereit». ITapturo BopoHa ucnoyiHui jJaypear
MEXIYHapOIHBIX KOHKYpcoB Apryp Hcnamos, a
naptuio CroroMOnke Ha MHUPOBOM NpeMbepe HcC-
nosnHuia Pezena [lakuposa. Briocnencteuu, yxe B
paMKax aBTOPCKOTO KOHIIEPTa KOMIIO3UTOpa OIib-
mupsl [anumosoit B 2015 1. (9 mexadbpsi), BOKalb-
HO-cUM(OHUYECKHE KapTHHBI W3  apT-Olephl
«Kpputo Crorom0uKe» ObUIH HCTIONHEHBI APTypoM
HcnamoBeiM B nyaTe ¢ Onb3oit MicnamoBoil.

@®parMeHTapHOCTh CIOKETa B apT-omepe Ipe-
oJ1oyIeBaeTcs Oyrarogapst TOHKOW MeJTOINIECKON HU-
TH aBaHrapAHOTO IJiaHa. B opkecTpoBke KOMIIO3H-
TOPY YAAJOCh COCAMHHUTH aBaHTap C MEHTATOHH-
KO, KOTOpas IpuaaBalla COYMHEHHWIO HAIMOHAIIb-
HBI KOJOpUT. PuTmMHueckas u MenoaekiaMaTuyie-
ckast gopma M3JI0KEHHsI BOKAJIbHOW MapTUH B apT-
orepe OMM3Ka K CTWIIO ONEp SKCIPECCHOHHCTOB.
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[Iponor omepsl mpexactaBisn u3 ceds «Keiiiccay
(«Jlerenmay), Toe IeHTMOTHBOM cTaia Tema Kasza-
HU. BHOBb K 3TOH TeMe KOMIIO3UTOP BEPHETCS B
¢unane Bo Bpems aysta CroromOuke u Cada-I upest
«par hom srman» («JIrobu 1 Bepb»). BropsiM HO-
MEpOM apT-0mephl cTall MOHOJIOT BopoHa, KOTOpHIi
3HAKOMHT CJIyIIaTeNeH ¢ KU3HEHHBIMHU MEPHUIIETHS-
mu Lapunpsl CroromOuke. B ero mHTOHMpOBaHWMHU
mpeo0iagaeT HACTPOSHHE CapKa3Ma, OCYXKICHHS,
Jloxos11ee nmopor A0 31mopajcTea. Bee 3To kKoMIio-
3UTOp TOAYEPKUBAET YIJIOBATOW TEMOW B BOKAJIb-
HOW TAPTHHN «TIOTYTOBOP-TIOTyPEUb».

UeTepToiit HOMEp apT-oniepsl «CoeMOnko hom
Kosrem nyate» («dyst Bopona u CroromOuke»)
OBLI HaIleTICH Ha Tiepelady MUPOOIIYIICHHUS CaMOM
Crorombuke. VI3BecTHass JMYHOCTH TMPENCTAEeT B
pasHBIX HMIIOCTACAX: AEBYILIKa, CYyIpyra, MaTb H

apuna.

Olie, TeplIeAoH Tepie
MUHEM He3IlIapeM,

Auap GepHUYD,

Tyram, xaTbIH, 9HU hom
XaHobuka!

[a, pa3Hble y MEHS JTUKH,
WX HEeCcKoIBKO,

JeBymika, cynpyra, MaTb 1
Hapuua!

(3mech u nanee
HOJCTPOYHBIN NIEPEBO,

M. M. XabyTauHOBO#. —
M X, T'A).

B nysre Bopona u CrotomOuke «SI3mbim
xotupace» («BocmomuHanme cyns0b») llapuma
ocyxxaaeT BopoHa 3a To, 4TO OH OXHMJAET NaJEHUS
Kazanckoro xaHcTBa, pagyercs OOHUINAHHMIO Ta-
Tapckoro Hapona. Bopon kisHercs el B J1100BU U
BBIPa)XKAET FOTOBHOCTh NMPHUHATH OOJHMK JIFOOMMBIX
Hapuiei MyX4uH, 4TOOBI PEKPAaTUTh €e CTpaja-
HUSA. ABTOp JIMOPETTO 3KCILIyaTUpyeT o0Opa3 Ipe-
naHHOW cynpyru. Llapuna npuxoauT B SpocThb, yc-
neimas Monb0y Bopona o morenye. OpkectpoBast
nmapTusl TIepelacT YyBCTBA U AMOIIMU TepoeB. Mei-
KH€ PUTMBl W TAcCaXH, BbIpaKalOlIWe MOJHHE-
HOCHYIO PEaKLUI0 HErofoBaHMs, OOMIIME Xpoma-
THU3MOB, CMEHA TOHAJIBHOCTEH — BCE 3TO TIOMOTaeT
CIIyIIaTeII0 MOHATh JUCCOHAHC B OTHOLICHHUSX
TJIABHBIX T'€POEB.

Camoii TporaTenbHOM YacThiO0 apT-OTephl CTa-
na No 7 «bumek xxpipeD» (KombsibensHast). Komrio-
3UTOp paspadaTbiBaeT €€ B SKCIPECCHOHHCTHYE-
ckoM kitoye. CroroMOuKe MoeT 0 CBOeH J00BU K
ChIHY YTsMbIII-I Upero, IPOCUT Y HErO MPOILICHHUS
U BEPUT, YTO €€ JIyIIa OYUCTUTCS U OOpeTeT MOKOM
MOCJI€ UCTIOJIHEHHS KOJBIOETBHO.

Apus CrotomOuke Ne 8 «Mos Kazaus» Hamu-
caHa KOMIIO3UTOPOM MHTOHALUSMH, BBIPAKEHHBI-
MH B OPKECTPOBKE BHOPO(POHOM M KCHIO(POHOM,
HIEMAIIMMH  CTPYHHBIMH. Tak IOJYEpPKUBAETCS

TpENeTHOE OTHOIIEHHE LAPUIBI K CBOEMY IHOOH-
MoMy ropony, Kazanckomy xaHcTBy, cyap0a KOTO-
poro MOXeT pa3OWThCs, Kak XpycTanb. B aToi
apun CroroMONKe CHOBa NpocHT mpoimeHus. Lla-
pHLIa HaXOAWUTCS B 3aMEIIATENIbCTBE, TaK KaK He
3HAET, KaK IPEeO0J0JIeTh IPEXOBHOCTh COBEPILIECHHO-
ro noctynka. OHa CTpaJaeT u3-3a TOro, 4To HapoJ
OCYXKIaeT ee, ¥ MpeaaeT 3a0BEHHIO MaMsITh O HEM.

Spkas mo rirybuHe U npamatusMy apusi Bopo-
Ha «MwuHe ToMaM SHABIpABIH» («Croparo ot Jo0-
BW») pacKphlBaeT TIIyOWMHY MEPeXUBAHUH Tepos
n3-3a Oe3zoTBeTHOW mMIOOBM. Hwuskas Teccurypa
BHOJIOHYENIEH BIEPBBIE MOABIIOMEICS AOCTATOY-
HO JIMPUYHOM U Xapu3MaTUYHON MEJIOJUH, B OTJIH-
yye OT MNpeAplayluX naptuil BopoHa, 3acTtaBisieT
CiIymaTese MPOHUKHYTHCS COUYBCTBHUEM K BIIIOO-
JICHHOMY TiepcoHaxxy. W maHHBIA TOCBUT (POPMBI
M3JI0’KEHUS] TPAaruueckoro apamMaTu3mMa B MeENOAU-
4yecKol mapTum BopoHa OyneT pe3loMHpOBaH yke
B ¢unHane (Ne 24), B yacTu, KOTOpasi Ha3bIBAETCS
«Moxa060oTce3 simu anmbliim» («He cMory >kuThb
0e3 mo0Bm»). [locae UCTOTHEHNS TaHHOTO MOHO-
nora Bopon ymupaer u B3mbiBaeT B Hebeca. Apt-
omepa 3aBepuraercst ayatom Crorom6Ouke u Cada-
I'upes «Spat hom brman» («JIrobu u Bepb»), B KO-
TOpO#l Bemymiell cTaHOBUTCA Hies modeasl qo0pa
HaJI 3JI0M, BEYHOM JIFOOBH.

CHUMBOJIMYECKUH TIJIACT B apT-onepe DIbMHUPHI
I'anmumoBoit «Kpbuto CroromOunke) Haien BbIpa-
JKEHHE B KOPOTKHMX MY3BIKAIBHBIX (hpa3ax BOKaIb-
HOW MapTUH, B OPKECTPOBKE, MONU(OHUIESCKUX
nepexosiax OT 3MH30/a K U301y, Ieperadye 3Mo-
LU capka3ma, THEBA, SIPOCTH, HEHABUCTH U YyBCT-
Ba JMoOBH. HOBaTopcTBO NAHHOTO COYMHEHHS CO-
CTOSJIO B CMEJIOM HCIIOJNIb30BAaHUU COBPEMEHHON
TEXHUKH KOMIIO3UTOPCKOI'O IMCbMa CKBO3b HPHU3-
My HalHMOHAJIBHBIX HMHTOHALMH, TpaHCPOpMaLUH
KJIACCHYECKHUX HOPM OIEPHOTO MCKYCCTBA, B TPaK-
TOBKE HOBBIX METOJOB OPKECTPOBKH [7].

Ha IX ¢ecruBane «Mupac» cocrossiach Ipe-
MbEpa OTPBIBKOB U3 YETHIPEXaKTHON onepbl «Kyi
Mapugy». CaymarensM TOCYACTIUBHIOCH YCIbI-
mrate apuo3o Kyn Hlapuda «Hama xu3Hp», gysT
Marepu CromOenp ana u HOmbapeic Oeka u apwro-
MoHoJoT «S KIsaHYCh». Omepa Oblna co3maHa 3a
PEKOPAHO KOPOTKHUM CpoK — 4 Mecslla — B paMKax
rpanta k 100-neturo TACCP. Kommosutop pado-
Taja Haj onepoit ¢ gespains mo mait 2021 r. K co-
JKaJIEHHUIO, 10 CUX MOp MPOU3BEAECHUE HE MOIY4UIIO
CLIEHMYECKOTO BOILIOIIECHHS.

Hanmo otnmate noymkHOE TajmaHTy KOMIIO3WUTODA,
B3fBIIErocs 3a 4 Mecslia HalucaTh NPOM3BEICHUE
KPYHHOU (DOPMBI O CPEAHEBEKOBOM T'OCYIApCTBEH-
HOM M DPEJIUIHO3HOM JEesTesIe, CHUCKABLIEM CIIaBy
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TalaHTIMBOrO modta. K cozmanuio nmuOperTo KoM-
MO3UTOP IPHUBJICKIIA JOKTOpa (DUIIOJOIMYECKUX Ha-
yK, mpoeccopa dapura SIxuHa — MUTEpPaTypOBEAA,
CIELMAIIUCTA 10 CPEIHEBEKOBOM TATapCKOW JIMTE-
patype. B 3ToM TBOpUYEeCKOM TaHAEME HayKa IapMo-
HUYHO Teperuienach ¢ TBopuecTBoM. d. SIxuH — He
TOJIBKO TaJIAHTJIMBBIA TEKCTOJOT, HO U MO3T, @ KOM-
no3urop J. 'annMoBa — KaHIUIAT UCKYCCTBOBEE-
HUSL. B ee Konuike — OIBIT yyacTHsi B KOMIUIEKCHBIX
skcrieanimax VHCTUTYyTa sI3bIKa JIUTEpaTyphl U HC-
kycctBa uM. I'. MOparumoBa Akanemun Hayk Pec-
nmy6muku Tatapcrad, KaHAWAATCKAsA AUCCEpTaLUs U
MoHorpadus no teme «TpanunnoHHas My3bIKanib-
Hasl KyJlbTypa nepMcKkux Tatap» [12].

[IpousBenenue mOCBALIACTCS IUIUIOMATy U
nyxoBHoMy nestento Kaszanckoro xanctBa Kyn
Hlapudy, cHUCKaBIIEMY caBy M03Ta U CTaBIIEMY
cBUIEeTeNeM rubenu 3Toro rocypapcrsa. Kak or-
MeYaeT OKTOp uctopuueckux Hayk Jamup Hcxa-
koB, «Kyn [llapud B XxaHCTBE HakaHyHE €ro Maje-
HUS SIBJISJICS TJIABOM MYCYJIBMaHCKOIO JyXOBEHCT-
Ba, BEPXOBHBIM cengiom» [13, c. 4].

«Kyn [apud, xkak u ero mpeaIecTBEHHUK
Kyn Myxammag, ObUT U3 pojia KPBIMCKHX CEUJIOB.
Hekotopoe BpeMs oH Xwi1 B AcCTpaxaHCKOM
XaHCTBE BMECTE C CenzioM MaHCypoM, Mpeaono-
XKUTEITBHO CBOUM OTIIOM. OTCIOAa Y HETO TaxallIyc
HXamkuTapxanu“. M. . AXMeT3sHOB, OmHpasch
Ha 3TU U ApYyTHE CBEJCHUS, BBIABHHYJ 000CHOBAH-
HYIO THIIOTE3Y, YTO aBTOPOM COYMHEHMH Nepuoia
Kasanckoro xaHctBa — ,,3ad)epHamMe-u BHIIAHET-U
Kazan™ (1550 1.) ¥ CTUXOB-MyHa)KaTOB — B TEp-
BOM ciiyyae Ha3BaHHOM ,lllapudom Xamxurap-
xaHu, Bo BropoM — ,,Kyn Illapudom* — sBnsiercs
ceuna Kyn Ilapug» [Tam xe, c. 5]. [losTrueckue
MPOM3BEICHUS] TPOHU3BIBAET JIO00Bb K TOPOLY
Kazanu, cBoemy Hapony [14].

Kyn apud ObL1 maTpuoTOM CBOETO Hapoa.
Bot kak B cBoem Tpyzae «3adepHame-u BUIAHET-H
Kazan» B 1550 r. OH ONMUCHIBAE€T Tparudeckoe mo-
noxenne Kazanckoro xancta: «Ei (Kazamm. —
M. X)) HEoTKyda >XIaTh TOMOITH W ITOMICPIKKH,
KpOME€ IIOKpOBHUTENIBCTBA TEHrpu W MOMOIIU
aHrenoB. IM3-3a  Takoll  TSDKENOM — CUTyaluu
maaumaxu  ropoga  Kazamm  oGecrieunBaroT
0€30MacHOCT,  CBOEr0  TOCyHapcTBa  IyTeM
corjameHust co crpaHoi kagupos. beuio Tak: ams
Omaromoiyyust Hapoga W pagd  €ro  SKW3HHU
3aKJII0Ya JJOroBOp ¢ MOCKBOHM, MEXIy IBYMs
CTOpOHAMU  XOAWIM  TIOCHBI,  oOecreunBast
B3amMomnoHMMaHuey. B ampene 1551 r. Hagamoch
HOBO€ HACTYIUIEHHE PYCCKUX BOMCK, KOTOpBIE B
nioHe oOctynmuwnu Kazanp., Hactanm Tspkenbie
BpPEMEHA, U Ka3aHIbl APOTHYJIM: OHU MOCJAIN «K
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[uranero u K BOeBOAaM OWTH YEIOM, YTOOBI
rocyapb IOXKaJOBaJI, T'HEB CBOM UM OTHad, a
IUICHETH UX HE BeJell, a aj Obl UM Ha TOCyIapCcTBO
naps [luranes, a Yremews-I'upes naps rocynaps K
cobe B3su1 m ¢ Marteputo CrOIOHOWKA-TIAPHIICION»
(ITarpmaprmast srerormck). C TakKuM TIPEIIOKEHHIEM
k xany lllax-Anu u pycckuM BOEBOAAM MPHE3KAIN
«wymiay Kyn Illapud u TIOMEHCKMH «KHS3bY»
bubapc PacroB. Ho onm gelicTBoBamn He
CaMOCTOSITETIHHO, @ BBIIIOJIHSIIN BOJIIO «BCEH 3eMIIH
Kazanckoi», 4T0 OTYETIMBO BHAHO M3 T'PaMOTHI
Ka3aHleB, oTnpasiaeHHoU Torga Meany IV. Kpome
TOT0, TOCTIBI HE Cpa3y NPUHSIN YCI0BUsI MOCKBBI —
B JICTOIHMCHOM co0OmeHnu oT 9 aprycra 1551 r.
TOBOPHUTCSA O TOM, YTO BO BpeMs IIEpEroBOpPOB OHU
«BO MHOTOM 3aIlepJIUCS», TO €CTh HE COIVIAIIAIHCh.
XPpOHUCT Aajibllie MUIIET O TaTapax: «00bryai 60 ux
Osdlle W3HAuUalla JIyKaBbCTBOBATH». 3acCTaBUTH
Ka3aHLIEB NPUHATH CTOJIb TSXKEIIBIC YCIOBUS MOXKHO
Obuto NUIIs cuioi. UM 3aBoeBaTenw MPHUTPO3UITH:
€CJIM Ka3aHIIbl «HE YYUHITH Ha rocyjapeBe BOJIE...
Ha Ty K€ OCEHb... IOCYAapb... XOYET PaTHIO Cb
BCEMHU JIFOAMM». JIUIIb MOCE TaKuX yrpo3 IMOCIHbI
NPUHSIIA YCIOBHSI MOCKBEI, Cpelld KOTOPBIX OBLIO U
TpeOoBanue BbigaTh CIOIOMOMKE C CHIHOM. SICHO,
yTo HHUKakoW nwmaHoW BuHBI y Kym Ilapuda c
«kHs13eM» bubapcomM B 3TOM He OBUIO — OHHU
BBITIOJTHSUTA OOILETOCYIAPCTBEHHOE PElICHHE, J1a 1
TO BCEro JIMIIIb KaK AuruioMats» [13, ¢. 5].
BriepBble pycckue JIETONHMCH 3aroBOPHIIM O
HeM B 1551 r.: Kyn Hlapud 3aech yBekoBedeH Kak
nmuruiomar [15, c. 167-168]. Kyn llapud 6p01 yua-
CTHMKOM IIEPErOBOPOB O JAaibHeHIei cyapde ro-
cyaapcTsa ¢ npencrasutensimu MBana [V. Pycckue
JIETONHCH 3aQUKCHPOBAIN TEPOMUECKYI0 THOETh
ceuna Kyn llapuda Bo Bpems 3ammtbl Kazanm 2
okTsiOpst 1552 1. [15, c. 168]. B «llapcTBenHoM
KHHUT€», COCTaBJIEHHON Cpa3y IIOoClie 3aBOEBAaHHUS
Kazanwu, onuceiBaroTcs 3Tamnsl 0Caabl ropoja u ero
tonorpadus. MedeTs YNMOMUHAETCS B OIMCAHHUU
mrypMa 2 oktsaopst 1552 r.: « mpubnmxe xpu-
ctuane Kk meuetH X Kynmepudy x Tesurkomy Bpa-
ry, U TyT ¢ Kymmepugom-mMoiHo0 MHOTHE HEBEp-
HBIE COBOKYIIHINA W 37I¢ OBIOIIHEcsS — YyOWHIIa
Kynurapuda ¢ ero monmkom» [15, c. 218]. Anapeit
KypOckuii, onuceiBasi 3nM304, CBI3aHHBIA CO B3S-
THEeM pycckuM Boiickom Kazanu B 1552 r., Ha3bl-
Ba€T €ro Ha €BPONEUCKUI JlaJ «BEJIMKHUM
OHCKYIIOM», TO €CTh ENHUCKOIOM, U J00aBIIsIET, 4TO
camu Tarapbl cumraioT Kyn IHlapuda «senmkum
aHapeim», wium «amupom» [16]. Kakx ormeuaer
J. UcxakoB, «CJIOBO ,,aMUp‘ TIEPEBOJAUTCA C
apaOCKoro Kak ,,IOBEJUTENb, WU ,pyKOBOIH-
Tens™“. A BOT B mepBoM cirydae KypOckwii sSBHO
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WCTONB30BaN JaThIHB: ,,honor* — 4YecTb, MOYET,
MIOYECTh WIH ,,honorus — MOYETHBIHN, YBaKaeMBIH.
[Toxoske, 9TO 3TH BBIPAKEHUS TPUMEHEHBI UM IS
MepeBojia TUTYJIa BEPXOBHOI'O cenfa, KOTOPBIH, 1O
3aMmeuyaHuio MapkaHu, 3Bydan Kak ,,HaKbIiOen-
ampad* — ,,pyKoBoauTens Benukux ‘. Kak n3Bect-
HO, CEHJaMU B MYCYJIbMaHCKOM MHpPE Ha3bIBaJIU
MIOTOMKOB Tpopoka MyxamMmana W3 BETBH,
BOCXOsIIIEH K ero BHyKy XyceitHy. O4eBugHO, U
Kyn Ilapu¢, Oyaydn cewmmoM MO MPOHCXOXKIE-
HHIO, BO3BOJMJ CBOM poxa k Myxammany. HenaBHo
oOHapy)XKeHHasl M OMyOJIIMKOBaHHAs JTUTEpaTypoOBe-
oM M. M. AXMET3SHOBBIM T'€HEAJIOrHsl CEUIOB
[TakynoBeix M3 KacMMOBCKOro XaHCTBAa IMOKa3bl-
BaeT, YTO OHa JEHCTBUTEIBHO 4Yepe3 MHOTHE
MOKOJICHUsI BOCXOAMUT K XycelHy U Myxammany.
CrnenoBarensHo, npuuacTHocTh Kyn Ilapuda mo
POXICHHUIO K cerjiaM ObUla He BBIMBIIUICHHOH, a
peansHOI» [13, c. 4].

Kak ormeuaror apxeonoru @. Xy3uH u
A. Curaukos, «c umeHem Ky Lllapuda B ucropun
cpenHeBekoBol KaszaHu cBsi3aHO OAHO U3 JIETeH-
JAPHBIX apPXUTEKTYPHBIX COOPYXKEHHUH — KOMILIEKC
Medetu u Meapece» [17]. IlepBrie cBenenus o Hel
MOXHO BcTpetuth B T1pyae I Mapmxanu
«Mectodanen-ox6ap ¢u oxBamm Kazan Bo boi-
rap» [18, c. 199-200]. Tarapckuii HCTOPUK OMH-
ceiBaer rudens Kyn Illapuda Ha kpeiime Meapece
BO BpeMs IITypMa OT ynapa Kombs. X. ATiacu B
cBoeM Tpyde «KazaHckoe XaHCTBO» TaKKe IHIIET
00 0KECTOUYEHHOM CPaKEHHH Y CTCH 3HAMEHHUTOM
medetn (cMm.: [19, c. 389-419]). [Iponun Beka,
MIPEX/Ie YeM 3HAMEHHUTAsi Me4eTh OblJla BOCCTAHOB-
JieHa ¥ B HOBOM OOJIMKE CTajia yKpalleHHeM CO-
BpemeHHO# Kazanu.

BrionHe 3akoHOMEpHO >KenaHWe KOMIIO3HTOpa
OnpMupsl ['anuMoBoil yBEKOBEUUTh MaMsTh O Be-
JTUKOM 3amuTHUKe KasaHckoro xaHcrtBa B My3bl-
KaJbHOM TNPOM3BEACHUU KpymHOU Qopmel. JIuo-
perTo onepsl OblI0 co3naHo Paputom SIXUHBIM Ha
OCHOBE ero jpamaruyeckon mosmbl «Kommopudy»
(«Kyn lapud»), cozmannoit B 1997-2002 rr. [11,
c. 207-267]. JlelcTByIOMKUMH JTULIAMU 3TOTO MHPO-
W3BEJIEHUS] CTaJId IPEICTaBUTENN XaHCKOW 3HATH
Kazanu — napuiia CioroMOMKe M €€ ChIH Y TSMBIIII-
repei, a Takxke ux okpyxenue — caun Kyn Hlapud
u ero poxactBeHHukH, FOnbapric Oek, amup bart-
MaH, amMup Xymankon, meix, modT Kaceriim, 60s-
puH Ilerp CeGepsiHblii u Ap.

Uctopus mob6su cectpsl Kyn Hlapuda 3yneii-
xu u lOnbapeic Oeka pa3BopaumBaeTcs Ha (poHE
Tparmdeckux coObITHi mageHus Kazanu. J[purare-
JIeM 3TOW CIOKETHOW JIMHUU CTaHOBUTCS JIFOOOB-
HbI TpeyroiabHuUK: HOmOapeic Oex — 3ynelixa —

Komryak. BaskHyto poib B IpaMaTHYECKOH MOIMe
urpaer Math cemeirictBa CiomOenh aHa, KOTOpas
OYeHBb OTBETCTBEHHO OTHOCHUTCS K 3aMYXKECTBY J[0-
yepu. OHa ropautcsa csoumu aetbmu — Ky Ille-
pudom u yneiixoi. Mx Tparndeckas rudenb BO
BpeMs IITypMa Tropofia TOKa3aHa CKBO3b MPU3MY
MaTEPHUHCKOH TpareIuH.

Bropas croxeTHas JIMHHSI CBsI3aHa C Tparuyie-
ckoit cynp0oit KazaHckoro xaHcTBa, KOTopasi pac-
KpBIBA€TCA dYepe3 CIOKETHYI0 JIMHUIO IIapHUIIBI
CroroMOHKe M ee ChbIHa, a TakkKe 3alluTHUKOB Ka-
3aHCKOTO XaHCTBA, CPEAN KOTOPBIX BBIIEISIETCS
Kyn apug. CroromOuke nokasaHa B JpaMaTHde-
CKOH T03ME MPENaHHON CyNpyrou, cKopoOsiei oo
yMeplIieM Myxe, O0JICIoNIeH 3a CyIb0Yy rocynapcT-
Ba ¥ cBoil Hapon. @. SIxuH MOAPOOHO OMHUCHIBAET
JABOPHOBBIC HUHTPUT'H, HCTATUBHO OTPA3MBIINECA HA
cynpbax KazaHckoro xaHCTBa, KpaTKo XapakKTepH-
3yeT MOJUTUIECKHA PacKiiaj CHil.

B nepBoM neiicTBUM ITaBHBIA T'epod pacKphbl-
BaeTcs Kak Guirocod u mod3t. Jpamaruueckas mo-
9Ma OTKPBHIBAETCSI €r0 MOHOJIOTOM — 00 Oec-
CMEPTHOU TOOBH:

besnen TopMblIII Kak ObicTpoTeuHa Haia

BaKbIT/IbIYA I'bIHA, JKU3Hb,
besnen romep — suon Ham Bex — npoxuth 10c-
KUTOPId TOMHO

bupenron a9, ssMmeH JlaH HaM, OILYTUTh €ro
KYHEIUIOpId Kpacy

Caxuan kascak, 6oxer U coxpanurts B nyiue, cya-
UPTArd CTbE 3aBTpPa

Kunep, 6emom,
OMeT KeMJI I19...

Hacrynur, 3nato0,
Hapgexma B xaxaoM u3
Hac...

Bap mryn yin, 6ap!

Ceto — KYKJISPTa
Kyrapauok hopbep kerieHe

EcTs, Bepro, 4TO ecTh!
JIto60Bb — Kk HeOecaM

ham IIpeBo3HECET KaKq0Tr0 Ue-
lanmnmen 1o XaHBIH — JIOBEKA,

hammacen! Byzb oH yueHslil unu xaH
Cero 6eoH sturamn — Kaxkaoro!
KUTKOHHOPHEH

JacranHapaa kana ah- VYureume ¢ 9yBCTBOM
3aphl, TFOOBH,

Boxer GenoH Tynaran B macranax yBekoBedat
HOPOKIIOpHEH CBOU T'OpPECTH,

Ceto OeoH HypIIBI
keHHape! [11, c. 201 ]

IlepenonHeHHBIE CUACThEM
cepana,

JIr060BBIO 03apsT CBOH
!

Ona cocraBmwia ocHOBY apuo3o Kyn Illapuda
«Hama »xwu3nub». Ero ucnonHun Bo BpeMsl peMbe-
pBI apTHCT Xopa TaTapckoro TeaTpa omepsl U Oa-
mera wuM. M. Jbxamuns, oOmamatens [ paH-Tipu
XV MexayHapoaHOTO KOHKypca HCIOJIHUTENCH
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pycckoro pomanca «boinbumias Pomancuana» Up-
keH MycraduH. Aprno30 OTKpPBIBAeT MepBoOe Ieii-
CTBHE OMNEPHI U [0 MY3bIKATHPHOMY MaTepuaiy sB-
JIfeTcsl JIOTMYecKHUM mpojoybkenueM [Iposrora.
[Ipourpeim pucyer nepen HaMu 3BYKOBYIO KapTH-
Hy OTKPBITHA 3aHaBeca, MPOSIBIIEHUE PACCBETA, I10-
SIBICHUE Ha CIIEHE IJIABHOTO TIeposi, 3apoKACHHE
nyxoBHOW Mbiciu ceuaa Kyn Illapuda. dannyro
MHU3aHCIIEHy KOMIIO3UTOpP MPETMOAHOCUT OYEHb
Mpo3pavyHoil (PaKTypol OpPKECTPOBKH, 3aJEHCTBO-
BaB TOJNBKO JICPEBSHHO-IYXOBYI0 U CTPYHHO-
CMBIYKOBYIO TPYMITy B COYETAaHUH C KPACOUHBIMHU
akneHTamu apdnl. OYeHb MHTEPECHO OBUIO TIPO-
CIIyIIaTh BEJIUYECTBEHHBIE OPKECTPOBBIE MOJBOJI-
KM K KaxJou My3bikanbHOH (pase Kyn Ilapuda.
W Bce 3TH cTpeMuUTENbHBIE IBWKCHUS K MY3bI-
KaJIbHBIM peIUIMKaM TJIaBHOT'O Teposi MPEeABOCXH-
mana ApoOb JWTaBp, oOpaias BHUMaHUE Ciylla-
tenst, uto ceituac cemn Kynm I[apud mnepemact
OUYeHb BaXKHYIO MBICITH OOIIECTBEHHOCTH O AYXOB-
HBIX IIEHHOCTSIX M 3aBeTax BceBblHero. Apuoso
Kyn Hlapuda — 0 CKOpOTEYHOCTH KU3HU, O TOM,
YTO BIIEPENN HAC BCEX JKJET CUYACThe BO BCEX €0
MIPOSIBJICHUSX, €CIIM HAaC HE MOKHWHET HaJeX]a, Be-
pa u 1r000Bb. JII0OOOBH CYyIIECTBYET, U OHAa BO3BBI-
CUT KaXJ0ro, KTO OyJeT JOOUTh UCKPEHHO, O Ka-
XKA0M OynyT ciaraTh JIETEHAbI U KaXKJIOTO XKJAET
OnarocnoBeHne Alutaxa. YIMBHTEIbHAS MEJOJIHU-
YyecKasi IUHUS Pa3BOPAYNBACTCS IIEIBIM U3PEUCHH-
€M, HO OHa HACTOJBKO SpKas, YTO cpa3y UEIUIsIeT
CIlyX W OCTaBJISIET OYeHb NPUATHBINA muteiid. EcTb
MEJIOJIMYECKHE BOCXOXKICHHUS B BEICOKOH TECCHUTY-
pe GapuTOHA, U €CTh MOJIHOE OIIYIIEHHE TOTO, YTO
JaHHasl BOKaJbHAs MapTHs MOJBIACTHA HE KaX[O-
My COJIMCTY, TaK KaK CIEeTh HY>KHO Ha OJIHOM JIbI-
XaHuH, 4YTOObI HE TpepBaTh OCHOBHYHO) MBICIHb
riaBHOTO repos. Upkeny MycraduHy caenaTsh 3TO
ynanock. Kommo3utop aeranbHO mpopadoTan Ka-
XKIbIH IITPUX B OPKECTPOBKE: AKKOMIIAHEMEHT
CTPYHHO-CMBIYKOBOH TPYMIIBI CO3AaeT aTMocdepy
HEXXHOTO CO3EpLIaHUs W MECTaMH IEpPEeXOIUT B
JIMAJIOT C BOKAJIbHOM MapTHEH, CIOBHO MOAIEBAs
conucty. JlepeBsHHO-IyXOBas rpymnma B HEKOTO-
pBIX Ppazax qQyOoIUpyeT BOKAIbHYIO MApTHIO, U, TI0
BCEeH BUAMMOCTH, KOMIIO3UTOP [I€TaeT 3TO OCO3-
HaHHO, oOpalias BHUMaHUE Ha TEKCT, TO €CTh 3TH
nyOonupoBaHus (IIEUTHl 1 BOKAJIILHOW MapTHH SPKO
nposiBisitores, korna Kyn Hlapug noet o mro6Bu k
Ponune, cBoemy Hapomy cembe, POAHBIM M OJIU3-
KHM.

OrpoMHOE BHEYATIICHUE HA CIYIIATENEeH IMpo-
mBen aydt CiomOens ana u HOmbapeic Oeka
«Yyactp 3yiexu» B UCHOIHEHHUHU JlaypeaTa Mex-
TyHApOAHBIX KOHKYypcoB Crombens KusMoBoit u

3aciykeHHoro aptucta PT A#ipata ['anueBa. boin
Matepu CroMmOenb 3a CBOMX AeTel BhIpakeHa cpasy
C U3JI0KEHHS JICUTMOTHBA BO BCTyIUIeHHH. He-
Oonblass My3bIKalibHas (pa3a, BBICTPOCHHAS W3
oOpaleHust TepUUU W CKadKa K KBUHTE, KOTOPYIO
Jlaiee KOMIO3UTOP AaeT B Pa3TUIHBIX MHBEPCHUSX,
OOBITPBIBAsE TAPMOHHIO, YBOJIUT CIIYIIATENS B MHUP
nepekuBaHuil. boiab mMarepu KOHCOHHpPYET C JItO-
OoBHBIME TIepekuBaHUAMH HOmbapeic Oeka 3a
cynp0y cBoeit mooumoi 3yneiixu. CMOTYT i OHU
OBITh BMECTE? 3a KOTo €€ XOTAT BhIAaTrh? MIMeHHO
00 3TOM maHHBIH 1y>T. KOMIIO3uTOp BBICTpanBaeT
OpPKECTPOBKY AydTa KaKk KpacwBOE€ MOJOTHO, KPy-
JKEBO, B KOTOPOM JIEHTMOTHBHas (ppasza KaHOHOM
nepesaeTcsl U3 OJHOTO MHCTPYMEHTa B IPYroM, u
a0COJIFOTHO HET YYBCTBa TMCCOHAHCA W IECTPOTHI
uHToHaIuil. CTaTU4Hass pUTMUKA aKKOMIIAaHEMEH-
Ta CTPYHHBIX Ha MHUIIIUKATO TaKXKe 3a7acT TOH
MpeBeCTHUKA OeIbl, TPAypHOTO MIECTBUS IO JIH-
HUU HOXa Cynp0bl. O4eHb OpPraHNYHO BBICTPOEHA
Menoauyeckast JuHusS guanora Marepu CiroMOenb
u IOn6apeic 6exa. @paza MaTepu IpogOIDKACTCA B
BOKaJbHON JMHHUH IFOOMMOTO ee Jodepu. Memo-
JIUYIHBIC BOCXOXKICHUS HACTOIHKO TPETIETHO BHIH-
CaHbl KOMIIO3UTOPOM, YTO BOKAJIHU3 O0OMX IepoeB
JIpaMbl CTAaHOBUTCS JIOTUYHBIM 3aBEPIIEHHUEM WX
JIpaMaTU4YeCcKOM HCTOpuU. Bokanu3 mnokasbiBaeT
BCE TOJIOCOBBIE BO3MOKHOCTH COJICTOB M B TO K€
BpeMs My3BIKAJILHO TIOJJYEPKUBAET OCTPOTY X IIe-
PeXHUBAHUN O CyTbOOHOCHBIX UCTIHITAHUSIX.
OrpoMHOE BIEYATIIEHWE Ha CIymaTeneit mpo-
n3Bena mnpeacMeptHas apus-moHonor Kym lapwu-
¢da «f xknsHYCBH!», TOE caM >KaHp BBIOpaH HECTy-
YaifHO M COOTBETCTBYET TPAarnueCKOMYy MOMEHTY B
KU3HH Teposi. ApHUsS HOCUT XapaKTeP MOJIUTBHI-
Menutanuu. C onHOU cTOpoHBI, MeauTanuert Kyn
[apud nHactpamBaer ceds Ha [lobemy B cpaxe-
HUH, & C IPYTOd CTOPOHBIL, 3TO yJA00Has hopma u3-
JIO)KUTh KaK MOJUTBY 3aBEThl BCeBBIIIHET0, UCTH-
Hy cBoeMy Hapony. [loatomy Menonusa apuu uzna-
raeTcsl MOCTYIICHHO; HE MOTEePSB HU OTHOW HOTHI,
OHa pPa3BOPAYMBAETCS UYETKO, MO 3aKOHAM ITOITH-
yeckoro ciora. CkBo3zHas (hopMa pa3BUTHS apuu
MTOMOTaeT KOMITIO3UTOPY BBICTPOUTH OPKECTPOBKY
Takke 1mo Hapacranuio. [lepemgayua u3 rojoca B ro-
JIOC pasHbIX TPYII UHCTPYMEHTOB CAEIaHA IMOJU-
¢doHnueckumu cpencrsamu. Bee ronoca compsike-
HBI JIPYT C JAPYrOM HACTOJIBKO TECHO, UCKYCHO U
OpPraHuYHO, YTO B OOIEM OPKECTPOBKA IMOTYEPKH-
BaeT BCIO KPAacoTy MENOJNYECKON, TapMOHNYECKON
JuHuY. HanmoHanbHbIA KOJIOPUT B MEJIOCE IIPOHU-
3BIBAET BCE YACTH JAHHON TPHIIOTHH (ParMeHTOB.
Kommosutop B cBOMX MpOU3BEACHUSX YICISICT
3TOMy orpomHoe BHHMMaHue. COXpaHWTH HaIlHO-
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HaJbHBI MENOC, BEJIMYECTBEHHOCTH TaTapCKOIro
Hapoza, ayx BpemeHu KaszaHckoro xaHcTBa — Bce
3TO KOMIIO3UTOPOM YYTKO IPOMHTOHHUPOBAHO U
PUTMHUYECKU TOABITOXKEHO. TpeTbs YacTh CONpPO-
BOXKIAeTCsl OMEHHEeM cepAla INIaBHOI'O repos, Ko-
TOPO€ BBIPAKEHO B MApTHM JIUTaBP U OOJIBLIOTO
Oapabana. Ciymiatenb SICHO CIIBIIIUT, KaK KPOBO-
tount cepaue Kyn apuda. Apamarnueckuit dpu-
HaJIbHBIM BIHU30/1 apuu BBIPpAXEH B BOKAJIBHOM
maptud TUMHHYeckoro xapakrepa! CmoBa Kyn
[Hapuga («Bnepen, 3a MHOI») MOOYXIAIOT CIy-
miarens clIeJoBaTh IO 30BY CepALad, €IMHOMBIIL-
JICHHUKOB — WATH 33 HUM M OTCTOSITH CBOIO POA-
HYIO 3eMJTIO, 3alIUTUTH HAPOJ, POJHBIX U OIM3KHX !
BokanpHas mapTHs MEAMTAaTUBHOTO XapakTepa,
pa3BOpavMBAIOILAsCS 10 CHHPAJM, BBOAUT CIIyIIa-
TeJsl B COCTOSHHME TpaHCa M 3aBeplIaeTcsl CTpod-
kamu u3 cypsl Kopana. TepriennBoe OueHue cepl-
L1a TJIABHOTO TEpOsl IIPEPHIBACTCS CO CIOBAMH BO3-
BenMUMBaHus «Aiaxy Axbap» (B mepeBoje «Ar-
JIaX TPEBBIIIE BCETO).

IIpu Bcem uHAMBUAYyanu3Me 00pa3oB Iepou
ONEphl COMNPSHKEHbl OJHOM MIIEOJOTHEN >KU3HH.
Onu He POIIIYT Ha CBOIO CYALOY, a KHUBYT C BEPOi
B Amtaxa u gymoii o Poaune.

Pe3yabTaThl Hccie10BaHuA

Hcropuueckuii Cro)ker omep KOMIIO3UTOpa
OnpMupel ["aTuMOBON BKIIIOYAET TParuyeckue co-
obrTusa u3 ucropun Kaszanckoro xancrtBa. Ecnm B
apt-onepe «Kpbuto CroroMOuKe» pa3BUBACTCS MU-
(homornyeckuii croxer, To B onepe «Kyn lapud»
npeobrnagaer Ouorpaduueckoe Havano. OOpaina-
sicb K KOHKPETHOM mcropuieckoi jauuHocTtH Ky
[lapuda, aBTOpsl OMEPHl HCMONB3YIOT €€ Kak
CPEACTBO IJIl PACKPBITHS YCTaHOBJICHHOM HMH
TBOPYECKOW 3a/la4id — YBEKOBEUHTH MaMSTh O sIp-
KOM TIpeficTaBUTeNe KyabTyphl Ka3zaHCKOro xaHcT-
Ba. Kyn [llapud B omepe packpriBaeTcst HE TOJIBKO
KaK TOCYJapCTBEHHBIH W PEJIUTHO3HBIA J1EATeNb,
[aTpUOT POJHOM 3€MJIM, TAIAHTIMBBINA NO3T, HO U
Kak cbiH 1 Opat. XKusne Kyn Hlapuda u napwuist
CroroMOHKe B OIepe TeCHO MEeperuieTaeTcs ¢ Cyab-
601 Kazanckoro xancrtBa. 3. ['anuMoBo# yaanoch
«OMY3BIKAJIUTH» TPArun4ecKylo CTPAHUIy B HCTO-
puu rocyaapcTBeHHOCTH Tarap. OTTOJKHYBIIHCH
OT (PONBKIOPHON TPAKTOBKH TPAarnv4ecKux COOBI-
THH, CO3JATETH OTEPHl BBOIAT B CiokeT miau Cro-
IOMOMKE Ha MOTHJIE MY»a, UCTIOJIHEHHBII B Tpaau-
musax  «Ceikray». «[lmau CroromOuke» B omepe
TaK)Xe SBISIETCA OJHOW M3 KyJbMUHAIIMOHHBIX JTH-
PHUYECKUX BEPILUH, 1€ TEPOUHS MPEICTAET B TPEX
UIOCTacAX: Lapuia, Jo0nMas >keHa U matb. He-
00X0IMMO OTMETHTH, YTO TI0 TIOCTPOCHHIO JTHOPET-

TO W 3aKOHaM JpaMaTypruyd BCE WHCTPYMEHTANb-
HBIE YaCTH BBIIOJHSIIOT CBA3YIOIIYIO POJIb MEXIY
qacTsIMH, OepyT Ha ce0sl WILTIOCTPATUBHYIO (PYHK-
UIO CIeHOrpaduy, TOABITOKUBAIOT aBTOPCKHUE
U3PEUYCHUS U ABJIIFOTCA HEKUM HEeOOJBIINM OpKe-
CTPOBBIM IIPOJIOIOM II€pell CYyAbOOHOCHBIM IIOBO-
poToM ciokera. J[pamaTmyeckas pas3Bsi3ka OIEpbI
npezcTasieHa B Homepe «CpakeHue», B KOTOpOM
KOMIIO3UTOP PHUCYET BCIO OOJIb U IOYIIEBHYIO Tpa-
requio Kyn Hlapuda n ero makupmoB — emanHO-
MBIIUICHHUKOB. JTa 4yacTh O0e3 mepephiBa Ha attaca
IepeTeKaeT B 4acTh, COTKAHHYIO M3 JIEMTMOTHUB-
HBIX (pparmenToB — apuo3o Kyn Illapuda «Hama
JKU3HBY, apuH «S1 KISHYChY», a Jajee TeMbl JTI0OBU
KOn6apeic O6eka u 3ynelixu, ¥ 3ByYUT OHa UMCHHO
B TOT MOMEHT, Korya 3ynelixa Ha 1ojie OUTBBI Ha-
XOAHUT OE3/IbIXaHHOE TEJIO0 CBOETO BO3IIO0IEHHOTO,
HaKJIOHsIETCSl K HEMY U B cocTostHuH addekra mu-
maet ce0s )KU3HH, BOH3UB B ce0s1 JISKAIIHNA PAIOM
KAHKajld. Tparndeckas HCTOpPHsS 3aKaHUMBACTCS
IpamaTHdeckuM MoHonoroM Ciom0enb aHa, KOTO-
pas Ha moJjie CKOPOMT HajJ TeJaMHU CBOMX JETEH.
CupoTcTBO Marepu yCHJIEHO 00pa3oM MajbuuKa-
CHUPOTBI, CUMBOJIM3UPYIOIIUM TPAarn4eCKyI0 y4acTh
TATapCKOr'0 HApOJa, MOTEPSBILEro CBOIO rocynap-
CTBEHHOCTh. B3sB pebenka B cBou o0bsiTHs, CloM-
0eJb aHa CKBO3b CIIE3bI ITOET apUI0-MOHOJIOT, B KO-
TopoM moBTopsiet 3aBeThl Kyn lapuda u crpoku
u3 cyp Kopana. 310T (uHaIBHBIN 31IM30] CTaHO-
BUTCS anio()e030M MaTEpPUHCKOH JIFOOBH.
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IJIbMHUPA TAJIMMOBA OIIEPAJIAPBIHBIH TAPUXHU TEMATHUKACHI
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Mokanoae TaTtap onepacslHAa TAPUXH MOT'BIYMAT YarbUIIBIPYHBIH TOpJIe MPHHINIUIAPHI TypHIHAA
MaTepHal cucTeManamTepsiirad. Kommosurop Dnemupa I'annmosansiH Omropa SHbImeBa 1uOpeT-
TochiHa «CeeMOMKo KaHATh apT-onepackl hom @opur Axun nmmubperroceHa s3puran «Kom Hlopud»
orepachl KEHTEKJION aHaiu3yaHraH. JloynoruenekHe foranty, Ka3zaH XaHIBITBIHBIH JKUMeEpesye
¢axxurace Oy ocopnopas aepbiM TaHbUIra moxeciopHeH (Kon Ilopug, CeemOuka) daxurane s3-
MbIIaps! ama adsiia. «Kom Ilspug» omepacklHbIH Tapuxu-TacBUpU hom OHorpaduk ajbIMHAPHEI
Tapuxu Ky3ajuiay OelloH OepIIsIITepYHEeH KBI3BIKIIBI YpHare Oyiysl ucbatinanras, o «CeeMOMKa KaHa-

TBD» apT-ONEpachIHAa TapUXH TeMaJlapHBI
HUTe3eHId Oapa.

CHUMBOJUIAIITHIPY  JIETEHAAP-MU(OIOTHK MaTepHal
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