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The article evaluates the contribution that the famous Tatar scientist, poet, playwright, folklorist,
translator and publicist Naki Isanbet made to the development of Tatar drama. N. Isanbet began his literary
career in drama in the early 20" century and was active in his creative work until the 1970s. More than
thirty plays, that fell from his pen, were staged during this period. The writer’s plays reflect important
events of the era, instructive pages of history, so they are perceived as a literary chronicle of the Tatar
people’s history. This work defines the stages of N. Isanbet’s creative development and their features. The
writer became famous as a playwright in the 1920s. In the plays written during these years, he exposed the
phenomenon of bureaucracy and manifested foresight of what was to come, along with a mocking
description of the lives of those who were formerly rich and belonged to the clergy, those who got lost in
the era of revolutions. In the subsequent period, there was a sharp twist in N. Isanbet’s work, he turned to
literary images of historical figures and the rich heritage accumulated in oral folk art. Remaining faithful to
them throughout his creative life, the writer posed important social questions to his readers-viewers, so his
plays occupied a worthy place in the repertoire of theatres. Thus, he managed to create “the Naki Isanbet
Theatre”. Many of his plays have been staged in modern Tatar theatres, which allows us to conclude that
having successfully passed the test of time, the writer’s works are still relevant.
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Introduction serious qualitative changes and promoted creative

N. Isanbet achieved great success and left a
rich legacy working in such areas of Tatar culture
as folklore, poetry, drama, language, journalism
and criticism. He holds a special place in Tatar
stage literature due to his works, which led to
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search in the genre sphere resulting in artistic find-
ings. Almost all of the thirty plays that he wrote
over the years were staged and the most successful
ones are regularly shown in Tatar theatres — this is
the highest appreciation of the writer’s work.
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In his works, N. Isanbet touched on difficult,
contradictory periods in the life of the country and
its people. His verses and poems, especially
dramas, are truly a literary chronicle of our peo-
ple’s history. By collecting Tatar folk proverbs and
sayings, anecdotes and riddles, compiling
explanatory and phraseological dictionaries, re-
cording myths, legends, tales and dastans, by con-
ducting their literary analysis and evaluating them,
he established himself as “a person who passes on
to future generations the gems of the national spirit
and folk art, weaving them like wreaths” [1, p.
294]. N. Isanbet alternated scientific research with
literary work, so his dramaturgy is distinguished by
the search for themes and genres, reflecting the
problems of his era from new perspectives. He
actively sought for answers to questions posed by
the past and his contemporary life, finding new
ways of representation and new images in terms of
content and form. The purpose of the article is to
review the writer’s dramaturgy with respect to the
literary process of the epoch, to determine its
continuity and innovation of traditions and to
identify its place in the history of stage literature.
The scientific novelty of the work is the identifica-
tion of the writer’s discoveries, found in his plays,
and their influence on the literary course. We have
come to certain generalizing conclusions, which
enabled us to determine the writer’s place in the
history of drama, taking into account the character-
istic features of a particular literary era.

Research methods

The methodological basis of the research is
hermeneutics, that is, the identification of internal
qualitative features through the interpretation of
literary texts and a historico-functional and
aesthetic analysis of the author’s literary thinking
features. By using the comparative-historical and
systematic methods, aimed at achieving the main
goal, N. Isanbet’s works, written in different
periods, are evaluated in their development and
presented as a system.

Discussion

N. Isanbet began writing dramatic works in the
early 20" century (“Urnash”, 1912; “Amirkhan
Hazrat”, 1916) and continued off and on until the
1970s: “Kirlay egete” (“The Guy from Kirlay”)
(1968), “Kheileker Delile, yeki “Men de ber
kiche”den ber kiche” (“Sly Delilah, or One Night
from ‘A Thousand and One Nights’”) (1978)). The
writer’s works, especially his plays, were already in
the spotlight, and there were regular reviews in the
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press. There exist quite a number of research works
exploring the ideological and aesthetic features,
character images and artistic techniques of his plays
(Akhmadullin A. [2], [3], [4], Rahmani R., Minnul-
lina F. [5], Minnullina F. [6], Khanzafarov N. [7]
and other works, providing reviews of performances
based on the writer’s plays, their stage history and
their role in the theatrical art development
(Arslanov G. [8], [9], Zamaletdinov R., Khabut-
dinova M. [10], Shamukov G. [11], Khabut-
dinov A., Khabutdinova M. [12], Khabutdinova M.
[13], [14], [15], [16], more works provide an over-
view of the personality and multifaceted activities of
N. Isanbet, evaluating his work as a playwright
(Batulla R. [17]; [18], Gusmanov M. [19], Eniki A.
[20], Khabutdinova M. [21], [22] Urmanche B. [1],
Fayzullin R. [23] and others).

Extensive studies investigate the writer’s rich
oeuvre in the field of stage literature, revealing char-
acteristic features of his artistic thinking to a wide
range of readers. A. Eniki, his contemporary,
assessed his dramaturgy as follows: “It is his stage
style, rich in inner intonation, his sharp spoken
language and images of real people with individual
characters. A skillful and tightly woven conflict is a
vivid feature inherent in his works” [20, p. 5]. In his
study “The Dramaturgy of Naki Isanbet” and a
monograph based on this study [7], N. Khanzafarov,
having reviewed the writer’s life and creative path,
explores the beginning of his career in stage litera-
ture, describing a consistent system of his works,
related to the nature of the genre, the specifics of
conflict and the presentation of characters. The stage
history of N. Isanbet’s works is most fully reflected
in the works of G. Arslanov [8], [9]. Of great value is
the fact that the author evaluates these performances
within the cultural environment of that time and in
relation to the artistic searches and concepts of the
directors and artists of that period. In recent years, the
most significant studies of N. Isanbet’s personality
and his multifaceted work have been carried out by
M. Khabutdinova [13], [14]; [15], [16], [21], [22].
Her numerous articles reveal the qualities of his char-
acter and creative works, determine the significance
of his plays for his time and for today, his place in the
history of Tatar literature and theatre, creating his
literary image.

N. Isanbet’s multifaceted scientific and literary
heritage is based on a common and holistic concept
— serving the interests of his native people. As a
boy, he longed to educate others: his family
members, friends and fellow villagers. He
remained a true ENLIGHTENER all his life. As
can be seen from an interview with journalist
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F. Zulkarnaev, by this concept he meant not only
education, but also his service to the people in a
broad sense: “One of the main goals of
enlightenment is to help modern people to acquire
cultural achievements, treasures of the soul
accumulated by the nation over thousand years.
This is probably the main idea that unites all my
works” [24, 710-714].

He got interested in literature at an early age,
and began writing his first poetry at the age of 10.
As early as at the age of 11-12, he published his
homemade magazines “Balta” (“An Axe”), “Balga”
(“A Sledgehammer”™), and a little later “Kusek” (“A
Club / cudgel”). The manuscripts of Naki aga “My
Career as a Writer and the Study of Folk Art” [24,
pp. 109-114], “On Some of My Searches in Poetic
Genre” [24, pp. 114-118] and “How I Became a
Poet” [24, pp. 282-301] contain information about
his path to literature, his reasons, the people who in-
fluenced him, his personal qualities, the secrets of
literary art, etc. This is an example to follow and an
experience for the younger generation. In addition
to his natural talent, his interests were greatly
influenced by his mother, his sister Shamsinur, the
tumultuous time in which he lived, his environment
and his studies at the “Khusainiya” Madrasah in Ufa
and “Mukhammadiya” in Kazan. In his autobiog-
raphy, he mentioned: “In 1914, I came to Kazan to
the “Muhammadiyah” Madrasah and studied there
for two years. To tell the truth, I came to Kazan not
to study, but to start publishing poetry as a writer”
[24, pp. 28-29]. His poems were published in such
magazines as “Ak Yul” (“The White Way”),
“Syuyumbike”, “An” (“The Mind”), and he became
the talk of the town.

His poetic oeuvre is quite extensive, it reflects
his worldview, contains a wealth of emotional
experiences and thoughts, so one can feel the
spiritual changes of the writer at different stages of
his creative work. In the very first verses, we meet
his lyrical hero who talks in an adult way about
serious issues of being. His poetry contains themes
and motifs of great interest for his time: nature-
landscape, education-knowledge, social inequality,
contradictions in life, morality, etc. On the one
hand, his poems are based on folklore; on the oth-
er, on oriental art, including Turkic written
literature, interwoven into the course of Tatar
literature of that time. Of course, as the poet’s
experience increases, his understanding of complex
historical, political, social, cultural, national and
other issues in the country grows, and his mastery
of artistic expression improves. This is especially
evident in such features of his work as pronounced
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hatred of war, aphoristic sound, idiosyncratic
reflections and emotional saturation of his images
with a fervent journalistic spirit. Periodically, he
returned to his individual themes and motifs, which
often acquired a stable leitmotif tone.

However, N. Isanbet became widely known to
his readers thanks to his lyrical verses. Their
musicality, romantic spirit and splendor of images
require melodification, resulting in the creation of
popular songs such as “Urakchy kuz” (“The Girl
with the Sickle)”, “Bormaly su” (“The Winding
Stream”), “Sin sazynny uinadyn” (“You Played the
Saz ), “Tugan iI” (“My Homeland”), etc. The
sound of these verses in the past and today was in-
spired by the fervent spirit of that time, the rapid
rhythm of life, the desire for beauty, the rich means
of representation, their colourfulness and harmony,
borrowed from works of folk oral art (“Monlanyp ai
nurlarynda, / Sin sazynny uinadyn” — “By the light
of the moon, sinking into sadness, / You played the
saz”). N. Isanbet’s literary talent and the desire for
an epic depiction of events and phenomena led him
to the genre of poems. Before the revolution of
1917, such poems as “Kachkyn” (“The Fugitive”),
“Ukytuchy kyz” (“The Schoolmistress™), “Sukbai”
(“The Tramp”), and in the 1920s and 1930s —
“Eshche Khafiz” (“The Worker Khafiz”) (1929),
“Kontrabandistlar” (“The Smugglers”) (1931),
“Dneprostroy” (1933), etc. were written. In the post-
war years, he wrote poems dedicated to individual
thoughts and feelings (“Nuzha Babai” (1949)). They
are perceived as a historical and poetic chronicle of
the life in the country. His poetic work is
represented by dramatic poems, that is, the plays
written in verse (“Tulyak” (1942), later N. Zhiganov
wrote an opera (1945), “Abugalisina” (1958) based
on one of them).

sesksk

N. Isanbet’s dramaturgy, having passed through
a number of epochs and stages, is distinguished by
its desire to create a picture of a new literary world
on stage. He took the first steps in this field as early
as before the 1917 revolution, but became famous as
a playwright thanks to the comedy ‘“Hizhret”,
written in 1923. [4, p. 176]. In the first half of the
1920s, the denial of the old lifestyle prevailed,
showing its gloom: the gloomy life of the working
people and depiction of the overthrown former
upper class in gloomy and ridiculous tones. Such
plays by K. Tinchurin as “Zhilkensezler” (“Without
Sails”) (1923), “Sungen yoldyzlar” (“Faded Stars”)
(1923) and “Zenger shel” (“The Blue Shawl”)
(1926) were successfully staged in Kazan. Like
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many works, written during these periods, “Hizhret”
can be understood and evaluated in different ways.
It is quite understandable that the author’s attitude
towards the former rich and the priests, who got lost
in the conditions of the revolution and did not know
whom to support, is ambiguous. Portraying them
mostly as comedic types, he tried to understand
those who had lost their land, wealth, and could not
imagine what their future would be like. How can
we assess those who lived their whole lives in faith
and lost it? Therefore, disagreements in the
evaluation of the play and the performances, based
on it, continue to this day. A. Akhmadullin, leaving
room for a diverse perception of the play, writes as
follows: N. Isanbet “fosters hatred in the hearts of
readers and viewers towards those who seek
benefits for themselves during the revolution, who
care only about their interests, flatter and greed” [4,
p. 177]. A. Khabutdinov and M. Khabutdinova hold
the view that the play “Hizhret” reflects the images
of famous historical figures. The authors note that in
the play, staged by L. Zainiev in the Almetyevsk
theatre, the “deep content of historical events” was
not paid due attention to [12, p. 118]. In general, we
need to solve serious tasks and, through the
theatrical stage, bring to the public the work that
reflects the contradictions in Tatar society
associated with revolutions and the civil war.

From 1923, N.Isanbet lived in Ufa, it is
difficult to imagine how, being the son of a mullah,
he could become famous as a writer in the
conditions when people looked askance at him and
often called him a “tramp”. Such myths as
depicting the future in pink tones are widely spread
in literature. The “New Economic Policy” (NEP)
gave any windbag and charlatan the opportunity to
prove themselves, to get rich, to take advantage of
the government decisions and get a prestigious job.
This often led to the flourishing of bureaucracy,
abuse of official position, etc. and rightfully caused
discontent. In such conditions, the advanced forces
of literature came to expose the serious
shortcomings of the contemporary society, resort-
ing to its mocking portrayal. With such satirical
comedies as “Kultur Shangarey” (1927), “Pikulei
Sharafi” (1929), and “Portfel” (“A Briefcase”)
(1929), N. Isanbet initiated a new trend: he did his
literary work developing the tradition of folk
laughter. This implies malicious laughter at the
described event and exposure it in the form of a
warning. As a major innovation, he discovered a
new, deeper meaning through the integrity of the
chronotope. In the avant-garde form, a comic or
absurd scene acts as the initial, basic point for the
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plot development. These features ensure the pro-
duction of the above-mentioned plays today, mak-
ing them relevant for all times.

The stage fate of these works was not easy.
Supporters of vulgar sociologism were eager to
find some special meaning in every word, remark
and image. Regarding N. Isanbet’s comedy, one-
sided criticism was expressed that he despised the
Soviet society and ignored socialist victories [2,
pp. 206-207]. Due to these and other reasons,
N. Isanbet moved to Kazan in 1930. However, he
did not manage to settle down, was accused of
belonging to the nationalist organization
“Zhidegen” and was persecuted: in 1931 he spent
two months in prison. It is difficult to imagine all
the rumours and scandals that unfolded against the
representatives of the “Zhidegen” during that peri-
od. In one of his memoirs, the writer wrote that the
members of the Tatar Association of Proletarian
Writers removed him from the literary process,
recognizing him as a zhidegenche (representative
of the “Zhidegen” organization). Unable to find
another job, he got a job as a janitor at the Spartak
factory. A group of writers did not leave him alone
and came to the factory, where they insulted him
and other “zhidegenches” at a general meeting [24,
pp. 130-131].

Despite the difficult working and living
conditions, N. Isanbet did not give up creating.
Owing to his in-depth study of world literature,
especially drama, he turned his face towards the
populist trend. This was due to two conceptual
issues that could merge with each other. One was
about historical figures and their place in society,
the other was about using the rich possibilities of
oral folk art. In the next stage of N. Isanbet’s
drama development, he wrote and then staged such
works as “Spartak” (“Spartacus”) (1932), “Mirkei
belen Aisylu” (Mirkai and Aisylu”) (1935),
“Khuzha Nasretdin” (“Hodja Nasreddin™) (1939),
“Idegey” (1941), “Zhiren chichen belen Karachech
sylu” (“Red-haired Chechen and Karachechsylou™)
(1942), “Tulyak” (1942). There is no doubt that all
of them, except the first one, will hold the stage
today and in the future. After all, they reflect the
Tatar people’s eternal aspirations, passing them
down from generation to generation: building a
just society, striving for equality between people,
protecting a happy human existence as the highest
value. These concepts are reflected in each work in
different aspects and images, depending on the
concept put forward by the author. “Naki Isanbet,
working in the genre of folklore comedy, strives to
connect the poetic reality of folklore works with
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topical issues of the era. By revealing the historical
truth to the audience, the playwright shows the
experience of the spiritual wealth of his ancestors
in solving the most important issues of the time”
[10, p. 936]. As values going beyond the
framework of place and time, “Mirkei belen
Aisylu”, “Khuzha Nasretdin?, “Zhiren chichen
belen Karachech sylu” discuss such topical issues
as the spiritual world of the people, their dream of
freedom, war and peace, freedom of love, value of
brotherhood, their willingness to fight for all this
and service to humanism in a broad sense. The
main characters are close to folk mentality,
wisdom and courage in their expression.

A special place in N. Isanbet’s oeuvre is
occupied by the tragedy “Idegey”. The novelty of
his work is: 1) the author’s reference to distant
history — to the tragic periods of Tatar history — the
author sets himself the task of returning their
history to the Tatar people; 2) his striving to reveal
events and phenomena regardless of any
ideological framework, unlike the historical works
published in Soviet times; 3) new characters and
historical images in stage literature, revealed along
with all the contradictions associated with the
environment of that time. In this sense, the image
of Idegey was N. Isanbet’s finding, his tragedy was
presented as a historical event and the tragedy of
the country. It was for the first time that the issue
of personal interests and responsibility for the
country and its people had been described on such
a scale. The hero, borrowed from the folk epic,
teaches everyone a lesson by means of history,
awakening national consciousness. Consequently,
Tatar writers can no longer ignore the highlights,
found in this work, when it comes to depicting
historical figures.

During the Great Patriotic War, N. Isanbet,
continuing his research of the previous period, em-
barked on a new literary and aesthetic trend. This
was due to the fact that he focused his attention on
the peoples’ sons and daughters, describing the
personalities who had a great influence on the
socio-cultural life of the Tatar people. The vast
majority of writers wrote their works mobilizing
the people to fight fascism, calling them to defend
their country, to take an oath, calling for heroism
by describing heroic deeds, for retribution by de-
picting the atrocities of fascism, calling for a war
of liberation. N. Isanbet wrote the play “Maryam”,
and it was staged in 1943. In this regard,
N. Isanbet’s dramas “Gulzhamal” (1943) and
“Mullanur Vakhitov” (1943-1944) may seem to
stand apart from others. However, it can be ex-
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plained by the writer’s broader view of the issues
of freedom in his native land, freedom of his
people and patriotism. With these works, he sought
the sources of the human spiritual power, self-
confidence, perseverance, courage and their roots.
N. Isanbet considerd the fate of his native people
as one with the concepts of Homeland, Fatherland.
The beginning of the twentieth century, described
in the drama “Gulzhamal”, was the formative peri-
od for the Tatar people as a nation, the place of
their establishment in the common Homeland. So,
such a great personality as the first female actress
Gulzhamal (Sahipzhamal Volzhskaya) took part in
the production and played this role, acting for this
noble cause. The image of Mullanur Vakhitov in
the second work, although not free from
ideological influence, is essentially a heroic per-
sonality who sacrifices himself for the freedom of
his people, defending universal human values.

In the resolution of the Central Committee of
the All-Union Communist Party of Bolsheviks
dated August 9, 1944 “On the state of mass-
political and ideological work in the Tatarstan
party organization and measures to improve it”, the
unfair accusation against the Tatar dastan
“Idegey”, as an “epic about khans-feudals”, put
N. Isanbet in an extremely difficult position, and
hindered the study of the distant Tatars’ history.
This situation was further aggravated by the fact
that in subsequent years, edicts were adopted that
criticized the reflection of Tatar history in text-
books. Under these conditions, a new stage in N.
Isanbet’s work began.

Any writer, facing sharp criticism of their
folklore research and creative work devoted to the
history of the past and historical figures, starts
communicating with readers-viewers through their
artistic works, expressing their views by means of
images. In the contradictory circumstances of the
post-war years, when the “theory of conflict-free”
prevailed in literature, he came to describe the
Soviet society and human, primarily women’s
place in this society. His plays, such as “Reikhan”
(1948), “Guzel” (1950), and “Zifa” (1954), reflect
the problems of morality and labour that were in
the foreground during this period. Despite the fact
that these N. Isanbet’s plays did not go beyond the
framework of socialist realism, he remained
faithful to the characteristic features of his entire
work — the elevation of the Tatar woman, her
position in society. Such female characters as
Rikhan, Guzel, and Zifa are sincere, sometimes
naive people living a new life, building a
wonderful society for the future, while they differ
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from others in the wonderful qualities inherent in a
Tatar woman. Of special importance is the fact that
on the one hand, they reflect the views of the
repressed writers K. Tinchurin, Sh. Usmanov,
F. Burnash and others, whose works were excluded
from the history of literature. So were M. Amir,
T. Gizzat, G.Nasri and others who actively
worked during this period and tried to preserve the
repertoire of Tatar theatres. On the other hand, the-
se plays served as the basis for the lyrico-
psychological and socio-psychological plays of
Kh. Vakhit, A. Gilyazov, Sh. Khusanov and
T. Minnullin in the 1960s.

During this period, N. Isanbet’s work suffered
from unjust criticism on the part of the literary
community. In 1953, his collection of selected plays
“Comedy and Drama” was published [12]. His
clarification of the concepts “enlightener” and
“jadid” in the text of the drama “Mirkai and Aisylu”
caused a great uproar, even going as far as suggest-
ing the idea to seize and destroy the book
collections. N. Isanbet wrote about this: “...after
printing my book, an order was issued to confiscate
and burn it before spreading, because of the old
mullah’s phrase said against putting ashes on his
face, it was addressed to a schoolmistress, “you are
a student of a jadid mullah” [24, pp. 140-141]

Only purposeful work saved the writer from
this trouble. In 1954, “fate put him before a great
test” [4, p. 226], and he set about writing a work
dedicated to the feat of Musa Jalil. The tragedy
“Musa Jalil” (1956) is one of the achievements of
artistic research in Tatar drama of the 1950s.
Gulsum khanum, the writer’s wife, says in her
memoirs: “I see the tragedy of Musa as the theme
of ‘the poet and the tyrant’, the poet is the hero of
freedom, which neither the tyrant nor the dungeon
can defeat, the tyrant always loses in this struggle,
the poet’s voice passes through the walls of the
dungeon, the song lives and sounds like hatred of
tyranny. To do this, I need to contrast Musa with
Hitler. But, unfortunately, I do not have any
historical facts, so I can only contrast him with
Rosenberg” [24, p. 449]. As incomparable as
M. Jalil’s feat is, so should be his literary image.
During those years, the works about M. Jalil by
R. Ishmurat, Sh. Mannur, S.Khakim and others
were published. N. Isanbet was one of the first to
turn to the image of M. Jalil and his tragedy. His
work was distinguished by its philosophical depth,
by eternal themes such as war and peace, death and
immortality as universal human values, and it was
highly appreciated at that time. Jalil, the Tatar son,
is depicted as a soldier who rose up to fight for his
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Homeland, for his people. According to
N. Khanzafarov, “although the playwright defined
the purpose of his literary work as ‘a
demonstration of the struggle between the poet and
the tyrant’, in reality, the play has acquired a
broader scope. It develops as a work about the
problems of modernity, the fate of the people and
the ideological struggle” [7, p. 158].

Although in the following years N. Isanbet de-
voted himself entirely to research in the field of
folklore and language, his works of various years,
such as “Kirlay egete” (1968), “Kheileker Delile,
yeki “Men de ber kiche”den ber kiche” (1978),
show the ambitious desire of the writer to return,
preserve and pass on the spiritual heritage of the
people to the younger generation.

Main results

Successfully working in the drama, comedy
and tragedy genres of stage literature, N. Isanbet
sought to reveal new qualities of genre forms, the
integrity of content and form (coming to the
conclusion that genre was an important component
that determined the main features inherent in the
content of the work). At each stage of the literary
development, the writer turned to new themes,
motifs and topical issues trying to determine the
direction of the Tatar literary art development, the
priority of creative methods. He continued the
classical traditions of the early 20" century
(placing the issues of national existence at the
center; upholding the ideals of humanism;
appealing to carnival laughter techniques, etc.) and
introduced serious innovations into the literary
course (internally revealing the contradictions in
Tatar society, which had split into “we” and “they”
after the revolution, through external laughter,
showing the tragedy of “they”, exposing the anti-
Soviet myths that intensified in the 1920s; he
bitterly ridiculed the serious vices in the Soviet
society; in his historical plays, he proved that there
was a close connection of self-awareness and
national identity; in the post-war years, he created
the prerequisites for overcoming the conflict-free
theory through the new content, depicting female
characters who differed in their appearance, and a
combination of various genre qualities, etc.). His
plays that are supported by a wide range of readers
enable them to acquire self-knowledge, forming a
sense of respect and pride for the native land,
language and people. N. Isanbet’s plays reflect
various periods of Tatar history, the author depict-
ed them against the background of the era in which
he lived, revealing serious problems. Numerous
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works of the writer appear as a single whole, they
present a complete picture of the Tatar people’s
life. His plays are distinguished by their plot and
compositional clarity, so the description of
everyday events show the specifics of that era in
close connection with serious issues of existence.
In each play by N. Isanbet, the author’s image
occupies a special place, it is reflected in internal
and external contradictions, in their resolution.

Conclusion

To summarize, we can say that N. Isanbet
occupies a unique place in Tatar stage literature, he
laid down new traditions of content and form, and
his plays “Khizhrat”, “Portfel”, “Khuzha
Nasretdin”, “Mirkei belen Aisylu”, “Idegey”,
“Gulzhamal”, “Musa Jalil” have stood the test of
time and are now released on the theatrical stage,
which manifests the relevance of the writer’s work.
At the same time, we set the following tasks for
further research into N. Isanbet’s dramaturgy: to
objectively evaluate his works in their entirety,
getting rid of stereotypes that developed during the
Soviet era; to study the history of his plays’ crea-
tion, the conditions under which they were written
and their interpretation in close connection with
the literary process; to disclose the ideas in the
subtext of his works; to study poetic features in
comparative terms with research conducted in the
literatures of the peoples of the Volga Region and
the Urals.
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HOKbIA NCOHBOT hoM TATAP IPAMATYPTUSICE

9ot Marbcym:KaH yJjbl 3aKUPKAHOB,

TP ®A I'. U6pahumos ucem. Tein, ono6usT hoM coHrath HHCTUTYTHI,

Poccus, 421111, Kasan 1., K. Mapke yp., 12/4 vue iiopT,
Alfat zak@mail.ru.

Xe3MoTTS TaHBUITaH TaTap TajuMe, MAarblipb, JpamMaTypr, (GoJIbKIOpUbl, TOpKEMaue, MyOIuIncT

Hoxplit MconOoTHEH TaTap ApamMaTyprusice yCEIIEHd KEPTKAH 6JIeHIeH OQsUIoy OMTBUIBIIBI scasa.
Kynksipner suraennex anbin 6apran H. McanOoT npamatyprusra XX racsipasiy 10 HUBI eJutapbsiHaa
kwid ham 70 HYe enyiapra Kaaop akTUB WKaTTa Oyna. AHBIH KaJIOMEHHSH TOIIKSH YTBI3JaH apThIK
IIbECAHbIH OapbIChl J]a JUSIPIIEK Y3 BaKbITHIH/A COXHOJSLITEPENd. OJIUI IMbecajapblHjia YOPHBIH
MehMM BaKbIHTaapblH, TAPUXHBIH TBIHOpaTIIe coxudaopeH yarbuiblpa, IIyHa Jia ajap Tartap XajKbl
TApPUXBIHBIH o001 emps3Machl Oymapak kaOynm wuremd. Xe3morre H. MconboTHeH mKamm ycemi-
y3ropem dTamapsl hoM agapHBIH Y3eHUNEKIope OMnrenoHs. Oaum, apamarypr Oymapak, 1920 xHue
eulapJa TaHeUIy aja. By BakeITIHapia s3bUITaH INbecalapblHa, MHKBIAIA0Iap YOpHIHIAA aJaIlbIIl
KaJTaH 2JIeKke Oaimap hoMm pyxaHWIIap TOPMBIIBIH KOJIEN CYpoTiIoy OemoH Oepro, sHa >KOMIBIATH
IIapTaapblHAa MOWIAHTa KHITOH OIOPOKPATIBIK, KY30ySydbUIBIK KeOEK KYpeHEIITopHe (amr HTo.
Annarsl opaa H. VIcoHOGaT mKaThIHIa KUCKEH OOPBLIBIII KY39TEJICI, Y TAPUXH LISXECISPHEH 91901
oOpazmappiHa hoM XaJIbIK aBbI3 WKATbIHIA TyIUIAaHraH Oaif MHUpacka Mepakerath HuTd. Vbkat
TOMEPEH/Q HIyJlapra TYIpbl KaJIraH XaJJd, S3y4ybl JKOMIBIATHTOIE MOhHM MACHOJIQJIOPHE YKYUbI-
Tamamraybl ajlblHa Kys, YOPHBIH THIHOpaTIIe THIUIAPBIH MaiiaHra ybirapa hoMm mbecaiapsl TeaTpap
periepryapbinaa Jjaekibl ypeiH ana. [lyn pepenute «Hokbiit McoHOST TeaTpbinH Oyiablpyra Mpeus.
JIMCTONOroH MbEeCachIHBIH Xd3epre TaTap TeaTpiapbhlHAAa YHWHANBIT KWIye OIUIl OCOPIIPEHEH
3aMaHYaJIBITBl, TAPUX CHIHABBIH YHBIIUIBI YTYE TYpPBIH/IA HOTIKD sicapra MOMKHUHIIEK Oupa.

Ten TemeH4ddpP: Tatap Apamatyprusice, Hokwiit McoHOOT, mKaT dTaruapsl, 9100u mporece,
TpamuIusuIop hoMm stHa9ambIK, 90p THOBI, KOHMIIMKT y3€HUIETe

Crpurrama even: 3akupxanoB ©.M. Hokerit Mconbot hom Tartap npamaryprusice // Tatarica. 2025.
Ne 1 (24). 3448 6. https://doi.org/10.26907/2311-2042-2025-24-1-34-48

Kepem OMQOMSTHIHAA JKUTAM CHIA(AT Y3ropenuIdpeHs,
H. Uconbor Tatap MomoHHATEHEH (GOJNBKIOP, JKaHP  OJKACEHIOre  H3JIOHYNIOPId,  COHraTh
Mod3usi, JApamaryprusi, Tell, NyOJWIUCTHKA, TaObIIIIApra KUTEProH 9Capiope OCNoH Y3ra ypbiH

TOHKBIUTh KEOCK ONKANIOPEHAd XEe3MOT Kyell,
hopkaiiceiHna 3yp kazaHemutapra upems hom Oait
MHpac Kauaplpa. ©  HHAE TaTap  COXHO

anpin  TOpa. MKaT IoNbIHAA S3BbUITAH YThI3ZAaH
apTBIK  TIbECACBHIHBIH ~ OapbICHl  Ja  TUSPIICK
COXHOJIQIITEPENYE, CIEKTAKIb Oyjapak SHrBIpAIl

41



AMZAKIRZYANOV

anmyel hoM  WH  YHBIIUIBUIAPBIHBIH ~ TaTap
TeaTpyapblHJa JauMH KYENbIll KHIYe — SI3y4bl
KAThIHA OUPENToH WH 3yp 095 YarbUIBIIIEL.

H. UcoHOOT mi-XanblK TOPMBILIBIHBIH TasiTh
KaTJaysbl, KaplibUIBIKJIIBI ~ 4YOpJIapbl  JYEHJIO
KalHam, MIyJapHbl Y3 IKATBIHIA YarbUIbIpa.
AHBIH TIMTBIPb-TIOAMAIAPhl, OUTPOK TS ApaManapbl
YbIH MOI'BHOCCH® Xallblk TApUXBIHBIH O100H
erbsI3Machl OyJbIm Topa. Tarap XalblK MOKallb-
OMTEMHOpPEH,  MO30K-TaOBINIMAKIIAPBIH  IKBIIO,
ayratManbl hom  (ppa3eosioruk Cy3JeKIop Te3y,
mudIrap, BIppIMHAP, UM-TOMHAp hoMm JacTaHHapHBI
TyIJIay, 91001 dIIKIPTY, 05Ty KeOEK AIITIoHIIere
OCTIoH Y3€H «XaJIbIK PYXBIHBIH, XaJIbIK MKAThIHBIH
9HKEJIOPEH, TaKblsi KeOeK ypen, Kujiep OyblHHapra
Tammbiprad 3at» [1, 294 6.] uren Tanpita. GoHHN
SIIYSOHJICKHE 900U MKaT OCJIOH YMPATIIAIITHIPHII
anbin Oapran H. MconOoT apamaryprusice Tema
hoM kaHp  OJIKOCCHIOTe  D3NIOHYJIOpE,  4Oop
MOCHOIIONIOPEH Y39  TMO3WIHUSIOH YarbUIIbIPYHI,
YTKOH Tapux hoM J1oBep KyHraH copaynapra akTuB
JKaBarm 9370Be, OJUTaNek hoM dopmama sHa
IBIMHApPra, SHA CYPOTJIOPrd OMTBUIYBl OCloH
aepbUIbIT TOpa. MoKallofo 4op 91901 MpoliecCchiHa
HUCOOTIIE SIMITHEH ApaMaTypPrUsiCCHd Ky39Ty sicay,
anapaa  TPaJMUIMSUIOD  JOBaMYAHNBITBIH  hom
SIHAJIBIKJIADHBI ~ OWJITEIdYy,  COXHO  OJ00HsTHI
TapUXBIHJAATHl YPBIHBIH avbIKJIay Makcar OyJIbII
Topa. Xe3MoTHEH (POHHM SHAJIBITHI, TEre SUca Oy
omo0M  YOp  Y3CHUQJNCKJIOpEHO Ooiine,  sA3yubl
nbecanapbiHa KY39TEJIroH TaOBIIUIAPHBL,
aJapHBIH o700M Oaphlllika WOTHIHTHICHIH a4bIKIIAY,
nIyJiap amia TOMYMHJISIITEPEN HOTHIKAIAP sicay
homM  nmpamaryprusi — TapUXbIHIATbl  YPBIHBIH
OMJITeNIoy OMTBUIBIIIBI OCTIOH aHJIAThUIA.

Tukmepeny MeToaaapsbl

TukImepeHyHEeH METO/OJIOTHK HUTe3e OyJIbIm
TEePMEHEBTHKA,  STbHU  Of90M  TEKCTJIApHBI
LISPEXJIAY alla dUKe ChliihaT-Ounrensper, Tapuxu-
(GyHKIMOHANE hoM O3CTETHUK aHaiM3 SPIOMEH]ID
ABTOPHBIH 9JI00N (HUKEpIIdY Y3EHUSJIEreH aubIKiIay
Topa. Tem MakcaTka HHCO9TIIE YarbILITBIPMa-
tapuxu hoMm crucTeMainbl MeToIuIapiaH Qaiganany
ama  Tepie uopjaa A3bUITAaH  QCOpJIdp  YcCeml-
y3rapemTs 0osu1oHo hom cucrema Oynapak HOTHKO
scana.

Dukep aJablILy
H. Uconbor apama ocopiopen XX racblpHbIH
10 emmapeiama yk s3a Oammierid («YpHamy, 1912;
«OMHpXaH Xo3paT», 1916) hom, e3ekIeKIop
Oenon, 70 ennapra kanop («Keipmaii erere» (1968),
«Xoitmokop Hommmo, sxku “MeH 10 Oep KU4o ’IoH
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oep kuuo» (1978)) moBam UTd. OAMITHEH 9COpIIape,
aepyda CIEKTAaKIbIdpE Y3  BaKbITBIHAA YK
UrpTHOAp y3oreHme Oyma, wmartOyrarra anap
TYpBIH/AA JauMHU KY39TYJOp UbITBII KWId. bep Tep
XE3MOTIIAP/ID MTbeCaapbIHBIH WJes-3CTETHK
y3eHdJarere, o0pa3-xapakTepiapsl, COHraTH
anbIMHapbl TUKIIEepens (A. OxmonymumuH [2], [3],
[4], P. Paxmanu, ®. Munnymnuna [5], .
Munnymmaa  [6], H. Xanmzadapo [7]),
WKEHYEIISPEHId SN Thecajapbl OyeHda KyenraH
CHEKTAKIIBJIOPrd PELCH3MSISP, ajapHBbIH COXHO

Tapuxpl, TeaTp COHTAaTeH YCTEpPYAore polie
omwmrenono (. ApcmanoB  [8], [9], P.
JKamamerqunos, M. Xoberamnoa [10], T.

[Hamyxkos [11], A. XoberauHos, M. Xo0eTanHOBa
[12], M. Xob6ermumnoBa [13], [14], [15], [16]
eueHue TOp xe3Moriopne H.  HcombGoTHeH
IIOXECEH, KYIKBIPIIBI SITUOHIIETeH, [Ty UCANTIH
IpaMatypr Oymapak Ta Ky3oty scana (P. barymma
[17], [18] M. TI'ocmanoB [19], ©. Enuxu [20], M.
Xobermuuora [21], [22] b. VYpmanue [1], P.
Ooitzymumn [23] h. 6.).

OJIMITHEH COXHO ONoOWSThIHA KaparaH Oait
MHUPACHIH eiipony, COHTaTu (bukepnoy
Y3EHUQNEKIOpeH  KHMH  KaTjiaM  yKydblUiapra
JKUTKEpY OyeHda 3yp 31 Oamkapbiia. 3aMaH/Iamibl
O. EHMKM aHBIH ApamMaTyprusiceHd MOHJbIA 095

Ooupo: «Hokb COXHO TaNOm MTKOHYS, JYKe
MHTOHALMATS  Oaif, yTKep  celioM  Tee,
WHIMBUAYalb XapakTepiapra Hs UblH Kelle

oOpaznapel. Octa hoM THITBI3 YPEITroH KOHPIHUKT —
MEHO aHBIH JCOpIOpeHd Xac chridarmap» [20, 5
06.]. H. Xamzadapo  «Hokerii  Hconbor
JIpaMaTypruscey JIHTT aTanraH Maxcyc
TUKIIEPEHYEHJ® hoM IIyHBIH OyeH4Ya 93epIIOHTOH
MoHOTpadusane [7] omumHEH TOPMBII hoM wxar
I0JIbIHA KY3QTY Sicall, COXHS OJQ0MSATBIHA KHITY
I0J6IH  hoM mbecanmapelH  KaHp TaOUraTeHo,
KOH(QJIMKT  Y3E€HYQJICT€HO hom  repoiinap
OupenemieHo  HHCOOTIIE  D3JIEKIIE  CUCTeMaja
Ttukmiepo. H. McoHboT ocopiopeHeH COXHO TapHuXbl
aepyya  Tyael  pesemto [ ApcnaHoB
XE3MOTJIOPEHIO YarbUibll Taba [8], [9]. AnmapHbIH
KbIIMMOTE IIyHJA: aBTOP JIEre CIIEKTAKJIbJIOPHE
1y 4yop MOJIOHU MOXUTEH hom
pekuccepiapHbIH, apTHCTIAPHBIH COHTaTH
93JI9HYJIOpE, SIKJIaraH KOHLETIUSIISPEHS HUCOITIe
0osutn. Conrsl emutapaa H. MconOaT moxecen haom
KYTKBIPJIbl SLIYOHJIETeH oMpoHy OyeHua aepyda
3yp xe3mor M. XoOernuHoBa —TapadbIHHAH
Oamkapeuia [13], [14]; [15], [16], [21], [22]. AHbBIH

KYTCaHJbl MOKAJIQNOPEHAd OAMm midxec hom
wKatuybl Oynapak aublia, [beCaJapblHBIH Y3
BakbIThl hoM  Oyrenre6e3 edeH ohomusiTe
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OunrenoHo, Tatap omd0mMATHI  hom  TeaTphl
TapUXBIHJIATHl YPBIHBI, [IyJail yK omo0u 00pa3biH
TYJBIPY OMTBUIBILUIAPHI OUIITETIOHD.

H. WconboTHeH KYNKbIpabl GoHHU hoM 9100u
MHUpacel ypTrak hom OeTeHIekIe KOHIEIIHATS
HUTE3JI0HS. Y — TyraH XajKbl MOH(]OraTreHo
Xe3MaT UTy. McoHOST Manail BakbITTa YK OWUJIOHO-
THUPOJSTENIOpHE, TaWjld orb3allapblH, JyclapblH,
aBBUTAANUIAPEIH MOTBbPUQITIE HWTY, aH-O0enemrs,
OZISM-9XJIAKKA TapTy Tejlore OENoH SHBIN SILU. YII
romepe Oye UYBIH MOTIBHOCEHAD MOTbpU(ITUE
Oymen kxama. XKypaamuct @. 3enkopHoeB OenmoH
OHIMOMACEHHOH KYPEHI'OHYd, Oy TOIIEHYOHE YKY-
YKBITYTa TblHA KaWTapbIN KaJIbIPMBIH, OSJIKH KUH
MOI'bHOCEHJIO XaJIbIKKAa XE3MOT MTY OCJIoH Ooiiiomn
Kapblil: «MorppudoTuenekHeH Ten
MakcaTiapblHHaH Oepce — XaJbIKHBIH MEHHOPY
emmap Oye WKaT WTKSH, TyIJaraH KyJabTypa
Ka3aHBILUIAPbIH, KYHEJ XO3MHOCEH Y3JIQLITEPYI
OyreHre Kemienopro spAoM uTy. bomai yiinman
Kaparanja, MHHEM OapjblK Xe3MOTIOpEMHE J19
OepJioITepe TOpraH T HAes, MeracH, UIyIIb
(ukeprs KalThI Kanaaeipy [24, 710-714 6.].

Hokplit o/1o0usT OesloH OMK UPTS KBI3BIKCHIHA
Oamuan, OepeHue IUTHIPBISdPeH 10 SAMbBTO WKAT
uto, 11-12 smenns «banra», «banra», Oepa3
coHpak «Kycok» wmcemie KyngaH OIIIOHTOH
JKypHaJu1ap s13bl1 yblrapa. Hokbelid aransiH «MuHeM
sI3y4bl OyITybIM hoM XalbIK MKAThI eiipoHyem» [24,
6. 109-114 6.], «lllurelps dYBITAPyBIM FOJIBIHIIA
MHUHEM KaiOep 33JI0HYIopeM TypbiHaa» [24, 114—
118 6.] hom «MuH HHUYEK mMATEIAph OyIaBIMY [24,
282-301 6.] wmcemie Kyirpsi3MalapblHIA o00U
WKAaTKa KUY, MOHA KHTEPIoH CO0QMIIOP, HOTBIHTHI
sicaraH KeIlelop, MOXCH KbI3BIKCBIHYIAphI, 91001
mwxat cepiope h.0. TypwIHAArsl (QUKepIope sIb
OybIHTa O€p YPHOK, TOXKPHUOS OyibI TOpa. AHBIH
ollere KbI3bIKChIHYJIApbIHA, TAOUTHIN TallaHTHIHHAH
ThII, oHUCE, [1loMceHyp anachl, yi SIIOToH MIayIIbl
4op, OWIOHO-THPS  MOXHT hom  Ydanmars
«XOCoCHUS, Kazangarsr «MexoMMoTHsI
MOJIPACANIOPEH/IS  YKYbl  3yp MOTBIHTBHI  SICBIM.
«TopKeMon XxolleM s3MachlHAa Oonail oum siza:
«1914 enma wmunH Kazanra «MexoMmonus»
MOJZIPACOCEHd KWiIeM hoM MKe e aHza yKblIbIM.
JHlepecen oWTKOHAD, yKy eueH Ttyren, Kasanra
marsliips  Oynbim  ocop  OacTelpa  Oamuiapra
kwigeM» [24, 28-29]. OuTepro KUPOK, I
MakcaTblHa HPEId JI9, aHbIH HIMTBIPHIopE «AK
o1y, «CeeMOuMKa», «AH»  KypHaJUlapblHIA
0acLUIBIIT YBITa, HCEME JI0M KOMaraThbuesek
TEJIEHO Kepo.

AHBIH WUTBPUATE INAKTBIA 3yp  Oyiibim,
JOHbSAra KapallblH, KYHEJIEHIOre XHC-KHYepelll,
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yii-¢uKep OalIBITBIH YarbUIIbIpa, XOTTa 9JUITHEH
Tepyie dopiaplarbl KyHEI-KaH XOPOKOTEH [0
Toemiapra  MeMKWH.  HokwliiHeH ~ OepeHue
HIMTBIPBIOPEHID YK SMIOCIITHEH KUTIH
MOCBAJIdNIOpe TypbIHIAA 3ypiapua (ukep Hepryue
JUPUK Tepol OeloH oupamadb3, MIUTBPUSTEHID
OIyJl 4opJa 3yp KbI3BIKCBIHY yATKaH TeMa-
MOTHBIAp O€NoH oupamadbl3: TaOUraTb-Iel3ax,
yKy-OeneM,  couualb  TUIE3CE3JIeK,  SIIIoell
KapIIBUTBIKIIAPHL, 9/I9M-0XJ1aK h.0. AHBIH Oep sKTaH
(onbKIIOpra HUTE3JIOHI9H, UKEHYE SIKTaH IIOPBIK,
LIyJI UCONTOH TOPKH s3Ma ONQ0MSTHIHA TasiHraH
HIUTHIPBIISPE TTYIT 9O TaTap 9A0MATH OaphIIIbIHA
KYIIBUIBINI KHUT. buirene, Toxkpubo apra Oapran
CacH, MIATBIUPHHEH WIASTE KaTiayibl TapuXu-
COSICH,  WOKTHMMArblid, MOIOHHM, MWIIM  h.O.
MOCBOJIONIOPHE  aHJIaBbl, COHTATH  YarbULABIPY
ocTanbirl Aa yco Oapa. By aepywa cyrbimka
HO(POT Yarbuty, aQOpPUCTUK SHTBIpANI, THIHOAp
OYJIBITT KATOPIION (UKEPIIOp, XHC-KHYeperKs Oai
CYpOTJIeNIeKHEeH KaifHap MyOIMIUCTHK pyX OelioH
CyTapbuTyBl K€OEK OMIITeNIop 1o YarbuIblii Taba. Y
aepplM TeMa-MOTHBIApra oJICAQH-dJIe OHJISHEN
KaiiTa, anap e KbIHa TOTPBIKIIBI ISHTMOTUB TOCEH
ana.

[Ilynail na xuH KaTiiay yKkyubuiap apaceiaa H.
HcoHOOT NMUpPHK MIMTBIPLISpPE OCNOH TAaHBLITY aja.
AJapHBIH MYy3bIKaJIbJIeTe, POMaHTHK PyXbl, KyIIIBI
CypaTienere Keura cajablHyHbl COpPbIM, HOTHXKSD,
KOI-MOH O0€lloH KyILIbUIBIN, MOMYJISIp >KbIpiap
(«Ypakusr ke13», «bopmansl cy», «CHH Ca3bIHHBI
yiHaabH», «Tyran uia» h.0.) Oyasmn kuTs. Oere
HIMTBIPBIOPHEH Y3 BaKbITbIHAA hoM Oyren 1o
3aMaHua SHrBIPAIIbl IIyJl YOPHBIH KalHap PyXbIH,
AIIKBIHYJIBI SAIOY PHUTMBIH, Martyp
OMTBUIBIIIJIAPHBI  YarbUABIpYIapsl hoMm oaumHeH
Tese, Oail CypoT uapanapbl, XajblK aBbl3 MXKaTbl
OCOpJIOPEHHOH ~ KWJIEN ~ KEpProH  OW3OKJIENeK,
ahoHIIeK, XKOpibIK OelnoH aHmaThuia («Mowaanvin
ai uypaapvinoa, / Cun casbiyubl  YUHAOLIHY).
Ono0n TajaHThl, BaKbIMra-KypeHENIUIOpHE JIHK
cyporiiay omThuibiibl  H. HWconOoTHe modMa
JKaHpbelHA KuTepa. 1917 en wuHKbIANIAOMapeiHa
kanop «KaukbiHy, «YKBITYdbl KbI3», «CykOaii»
keOek acopiope s3buia, 9 uHAe 1920-30 emnapaa
«mue Xadm» (1929), «Konrpabanmuctiap»
(1931), «duenpoctpoit» (1933) h.6. mosmanapsr
JeHbsI KYpa. CyTBIIITaH COHTBI eJIap/a aepbIM yii-
bukepiope, XUC-KHUEPELIIOPEHS 0aiisie mosmanap
(«Hyxa ©0abait» (1949)) s3puia. Anmap WII-XallbIK
TOPMBITIBIHBIH TapUXU-TIOITUK eITbSI3MAChI
poBemieHI® KaOynm WTend. AHBIH IIarsiiipbiere
JpaMaTHK MosMaiap, sIrbHA Te3Md OCJIOH S3bUIraH
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neecanapubl  («Tymok» (1942), «O0yranucuna
(1958)) moiinanra gpIrapa.

skeskosk

H. Wconbor apamaryprusice, OepHHYS HYOp-
9Tall ama YTell, COXHO oJo0MATHIHAA SHA 9a0H
JOHBbSI CypaT€ TYIOBIPY OMTBUIBIIIBI  OCNIoH
aepbUIbI TOpa. 1917 enrel MHKbIMNAOIapra Kaasp
yK Oy eNKome ToKpuOamop scam Kapaca 1a,
npaMatypr Oynapak 1923 enna si3puran « hikpoT»
KoMmenusce OemoH Tambuia [4, 0. 176]. 1920
eJTapHbIH | SPTHICBIHAA HCKE TOPMBIIIHBI KHpPE
Kary, aHblH KapaHTbUIBITBIH, XE€3MOT HSIOPEHEH
MUXHOTJIE TOPMBIIIBIH KYPCITY suCO Oopen
TOLIEPENTOH D3JIEKKE IOTapbl KaTiiay KellelopeH
Kapa hoMm KeJikese TecIopAd YarblUIIbIpy ©CTEHIIEK
nto. Kazanga K. Tunuypunnsiy «OKunkoncesnap»
(1923), mynaii yk «CyHroH Honaeimap» (1923),
«3oHrop moam» (1926) kebex mhecamapbl YHBIII
OemoH kyema. by dopmapma s3wiiraH  OaiiTak
ocopiop keOek, «hipkpoT»yHE A9 Tepieds aHiay
hom 6osutoy MmemMkuHITere Oap. buirene, aBTOpHBIH
MHKBIAIA0 MapTiaapblHAa afallbll, KEMHE sKjapra
OeIMHMYO MKENIOHEN KalraH »JJeKKe Oalapra,
pyXaHumapra Kapamibl OepTepie TIeHd Tyrell.
Acbuiia  anapHbl KOMEIUSYeN THUIUIAP HUTel
CYpPOTIIOCO 19, JKUPEH, OaMJIbIbIH IOraJITKaH,
KHJIQUOTEH KY3 alJIblHA KHUTEPd alMaydbUIapHBI
aHjapra Aa oMmTbUIa. 'omepe Oye MMaHIbI SIS,
xa3ep AiahHBI OHBITTBIPYHBI HHYEK OQs1opra?
[llyna na mbecanbl hoM aHbBIH OyeHYa KyesraH
CHCKTAKJIbJIOpHE 0os10yne  (Gukep Tepienere
J9BaM UTd. A. OXMOIYJUIMH IbECaHbl TOPIICUD
KaOyn wuTyra ypeiH Kangeipbin, H. Wconbor
WHKBIAITA0 HOTHIKAIOPEHHOH «Y3 MOH(AraThlIopeH
FEHO KaWrblpTyuybUIap, sjlaraiyap, KOMPBIKCHI3-
KHUITKOHCE3IIOp, KOMChI3Iapy»ra (...) «kapara yKydsbl
hoM Tamamiaybl KyHEIEHAD HOPPIT TOpOUsny [4,
6. 177], mum s3a. A. XoOermuHoB hom M.
Xaberaunosa uco «hmxpar» nbecacbina ounrene
TApUXH IIOXECIOp 00pasniapbl 4Yarbulblll Tada,
JTOH KapamTa Topa. ABTopiap mbeca OyeHYa
Onmor  TeatpeiHga M. 3oiiHmMeB  KyiiraH
CTHEKTAKIIbJId «TapUXHW BaKbIWTaJapHBIH THPOH
agtonerey [12, 118 6.] 9uTTo KadyblH OWITETIIIOP.
l'omymon, wuHKbIIaOmap hom  rpaxkmanHap
CyTbllIbIHA ~ Ooiyie  Tarap  JKOMIBIITEHIOre
KapIUbUIBIKIAP YarblIbIl TAllKaH 9COpPHE O9s10y
hom TeaTp coxHoce ama XalbIKKa >KUTKEPYIQ
XKUTIH OypbIwiap Kaja.

1923 enman H. HconOor Yana sim, myiia
yipl Oylapak aHa KbIpblH Kapay, eIl KblHa
«oJaydbl» I aray I[apTiapblHAa  S3y4bl
OyJiapak TaHbLIa AITyHbBIH aBBIPJIBITBIH KY3 ajlAbIHA
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KATEPY KbIEH Tyresl. ©OIo0MATTa KHIIQUOKHE al
TOCIIOPTe MAaHBII CYpITIdy KeOek Mudmap KuH
Kojmad kKos. «SlHa wkbeTHCamm coscor» (HOII)
hoprep Oymikybik hom mapiaranra y3eH KypcoTy,
XOKYMOT KapapiapblHHaH (Qaiimamaneim, Oaen
KaJy, IOPOKAJIE DIIKS YPHAIY MOMKHHIIEre OUpa.
Vi1 uco em KplHa OIOPOKPATIBIK, 311 YPHIHBIHHAH,
OuoroH Bazu(angan ¢aiinanany h.6.
KYpPEHEIUIOPHEH 994K aTybIHA KHTEPd hoM XaKIibl
paBemTad puszackiznbik ysata. lyHaeiil mapriapaa
OMQOMSITHBIH aJIABIHTBI KOWISPE SIIQCIITIIC KUTIH
KAMYEJICKIIopHe  (amr  WTy, alapHbl  KeJe
cypotioyrs kmmd. «Kymeryp LlonTapeit» (1927),
«[Tuxynait Hlopau» (1929), «Iloprdens» (1929)
keOek carupuk komeausope Oenon H. HconGor
ssHa OallUTaHThIuKa HUTe3 caja: XalbIK4yaH Key
TPAJUIMACEH allra YbITapbIll MXKAT MTO OAallUIbIi.
By nca cypoTiioHIaH BaKbIMIa-KYPEHELITOH Yycall
KeJlyHe hoMm KHCOTY poBelieHIore Qamn HTyHE
Ky310 ToTa. JKutam sHaibIKk Oynapak, XpOHOTOI
OeTeHere amia, siHa, TarblH J]a THPIHPIK MOTbHOHE
aduyra KWieHo. ABaHrapa QopMa poBEHICHID
KOJIKEJIC SUCO MOT'bHOCE3 XOJI-KYPEHEIl CHOKET
T3y OamulaHTeld, OTOpeNen KUTY HHIe3e
Oynapak ypblH aja. Ojiere OWIreyop rrapbiia
aTalnraH TbecaJapHbIH  OyreH 0  COXHOrd
KyelnbIlbiH, hop 3amMaH edeH akTyaidb OyIybIH
TOOMUH HTI.

OJere 9COPIOPHEH COXHO SI3MBIIIBI KUHEIIOH
OynMbiid. Bynberap coruonorusm Tapadaapiapsl
hop cy3neH, permkanad, oOpas3gaH HUHIUICD
Y3I9 MOrbHO 33719y OenoH masbiranap. H. Mconbar
KOMEIUSUIOPEHd  KapaTra  COBET  JKOMIBITEH
KapalThIll KYPCOTd, o COIHUAIMCTUK KHHYJIOpHE
KYPMH, JUTOH OCpBhSKIBl TOHKBIMTH CY3JI9pe
SHrBIpBIA  [2, 206-207 6.]. Omere hom Oamrka
coboropra Ooiine poBermtd, H. Hconbor 1930
ennpl Kazanra kydem Kmimo. OMMa Y HBIKJIAN
ypHaIsIpra Ja eJIrepMH, «Kuneron»
MUJUTOTYETIOp OCLIMAChIHA KEPYAS TaeIlIoHell,
I30pICKIOYIopro aydap Oyma, 1931 enHsl uke ait
TOPMIJID YTBIPBIIT YbITa. A qopna
(OKUJIETQHYETIOP»TS Kaplibl OCHITHIPBUITAH IIay-
1y, XKOHKATHBI KY3 alJIbIHA KUTEePYe aBbIp. OJUI
6ep uctanmerenne TAIIII (Tarapckast acconmanus
MIPOJIETAPCKUX nycareneil) orb3aJIapbIHbIH
(OKUIIEToHYE» AW aHbl 9no0m  mpoueccTaH
YUTIIONITEPYJIOpE TyphIHAA si3a. bamka sm Taba
anmarad, «Cnaprak»  QaOpukacelHa  ypam
JKBICILTHIPYYbl Oyl ypHama. bep TepkeM A3ydsl
OIyHJa  Ja  THIHBIWIBIKTA  KaJJIBIpMbIi4a,
(abpukara Kujer, FrOMyMH >KbICIIbIIITa aHbl hom
famka  «KUACTOHUENIOp»HE  Xypinay  OeloH
Mmasbiranap [24, 130-131 6.].
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Ouwoy hoM siroy mapTiapsl OWK aBelp Oynyra
kapamactaH, H. MconOor Oy emnmapnaa mKaT dIIeH
TyKTaTMbIii. JloHbS  OmOOMSATHIH, OWIPOK  Td
JpaMaTyprusiceH TUPOHTEH OpPoHYEeHD
HUTE3JIOHEH, YN XaJbIKYaHJIbIK FOHOJICIICHS MHe3
OemoH Oopsiia. MOHBI MCO y3apa KYMIBUTBIT KHAT
ala TOpPraH HKEe KOHLENTyalb MAChAJId OeoH
Ootinu. bepce — Tapuxu moxecnop hom amapHbBIH
KOMIBIITHTOIE YPBIHBI, HKEHUYECE — XaJIbIK aBbI3
WKATBHIHBIH 0all MOMKHWHJICKIIOPEHHOH (halianany.
OUIl ApaMaTypTUsiCeHEH anaarsl 3Tadbl Oyiapax,
«Cmaprak» (1932), «Mwupkoit OemoH AWCBHITY»
(1935), «Xywxa Hacpermun» (1939), «Unersit»
(1941), «Kupon umuon Oenon Kapauou chuay»
(1942), «Tymok» (1942) kebGek ocopiope s3blia
hom coxmoro MeHo. bepeHueceHHoH —Kasa
OalrkajgapblHBIH OYyreH hoM KHUIOUOKTO JI9 COXHO
TOTa4yarblHa MUKJIOHMOCKO MOMKHH, YOHKH anapa
TaTap XaJKbIHBIH TOMEpNeK, OyblHHaH OybIHra
KWJIO TOPTaH TEIOK-OMTBUIBIIIBI — Fa/IeN XKOMIBISTh
TO3Y, KEIeNdp apachlHla THIC3JIEKKd OMTBLIY,
KELICHEH O0oXeTie SIIQeIEH HH 3Yp KbIMMMOT
Oyyapak sikjay dyarblia. OJere TeLIeH4Yasop hap
oCop/Id, aBTOp ajira KyHraH KOHIENIUATS Ooiine,
Tepie IIaHAa hoM CypoTiopas 4YarbUIblm Tada.
«Hokprit  Hconbor,  ¢ompkiaop  KoMemusice
YKaHPBIHJIA DIIUISM, (POIBKIOP 9CIPIOPEHEH MOITHK
YBIHOAPIBITEIH  YOPHBIH ~ aKTyajlbh MOChAJIIPE
OemoH Ooinopro omThlia. Tamamaubl KapuiblHAA
Tapux JepeciereH aublll, IpaMaTypr 3aMaHHBIH
Mehum MOCBAJINIOPEH Xon UTY
0a0anmaprIOBI3HBIH, PyXH OalIBITBl  TOHKPHUOSCEH
Kypcaro» [10, 936]. «Mupkoii OemoH AWCHUTYY,
«Xyxka Hacperaun», <« Kupon umyoH OenoH
Kapauou ceuty» 1@ XaJbIKHBIH PYyXW JOHBSICHI,

a3aTIbIK  XBUUIBI, CYTBIII  hoM  THIHBIWIBIK,
MOXo00oT wWpere, TyrajblK Kaaepe, OOIapHBI
AKJIall ~ KOPAIIKd  d3epiere  KeOeKk  JKUTIH

MOCBOJISNIOP, YPhIH hoM BaKbIT YUTEH YTEI YbIKKaH
KbIAMMOTIIOp OyJliapak, KWH IUIaHAa T'yMaHHU3Mra
Xe3MoT UTd. Tem repoinap XaJIbIKHBIH aKbUIbIH,
3UPOKJIETEH, JKOPJBITBIH YarbUIABIPY —STHIHHAH
aepyda sSKbIH.

«Mneroit» Tparemusice H. VMcoHOOT mKaThIHIA
Y3ro ypbIH ajblll  TOpa. AHBIH  SHAJIBITHI
TyOoHmorenop OemoH  aWyaTbuia: 1) aBTOp
epaKTarel TapHUxKa TaTap TApUXBIHBIH TasTh
(haxxurase dYopiapbplHa MOPIKITaTh HTYE OCIIOH
O190MATTA YNUTTS KBl KMJTOH MOCHAJIOr KUIIQ:
TaTtap XaJKbIHA Y3 TapUXbIH KaWTapy OypBIYBbIH
anra Kysi; 2) COBET YOpPbIH/A JOHbS KYPT'OH TapHXH
oCopTopIeH  aepMaisl  Oynmapak, — Bakblifra-
KYPEHELUIOpHE HUHIUIEP HACOJIOTHK KbIcaapra
0oiice3 pOBEIITO a4y OMTBUIBIIIBI SCHIA; 3) COXHO
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omo0MSIThIHA ep-sHa repoiinap, Tapuxu
MIOXECIIOpHEH o001 o0pa3mapblH aiblll KHIo hom
ajapHBl TIyJT YOp MOXHTEHd Ooiine OeTeH
KapIIbUIBIKIApsl OenoH aua. By sikran Wpaeroit
00passl H. WconbGorHeH TaOBIMIbBI, aHBIH
daxurace Tapuxm IIOXec hom wn Qaxurace
Oymnapak ausiia. [lloxcu MmoH]arats hom ui-xansik
OUCH JKABaIUIBUIBIK MOChaJdce Oy Kaaop 3yp
MacmTadTa  CypoTIIOHTOHE  OynIMbIiA.  XasbIk
JacTaHbIHHAH  aJblHIaH TIepod Tapux  ama
hopkemra cabak Oups, MMM Yy3aHHBI ysiTa. by
BaKbliiraJlaH COH MHJE Tarap OIUIUIOPE TaPUXU
LIOXECHE CYPOTJIOYId KWITOHIO JIere 9Ccopra
CalbIHTaH  Y3EHYQJEKJIOpHE  YHUTIOTeN YT
anmMbliap.

beex Baran cyremmsl emtapsiaga H. Mconbor
aNarel 4op 33JIOHYJIOPEH JIoBaM UTETI, siHa 9J100u-
ACTETHK OHOJCHIKS KHI9. by XalblKHBIH Y3
yinapbiH hoM KbI3NMapblH KypcaTy OenmoH Ooiiie
Oymbll, ouWN TaTap XaJKbIHBIH MXKTUMAarbli-
MOJIOHM TOPMBIIIBIHA 3yp HOTBIHTBI sicaraf
LIOXECTOPEH CYPOTIOYIS alblHA. SI3yubLIapHbIH
3yp Kymuesere XaibIKHbl (palIu3mra KapIibl
KOPALIK? TyIJlay, UJIHE cakiay, aHT UTY, Tepoiiap
YpHOTEHI®  OaThIpiIbBIKKA  OHIQY,  (aum3m
ePTKBIWIBITBIH auy ama Y4 ajblpra, a3aTiblK
CYTBIIIBIHA OH/JY PYXBbIHAA WKAT HTI. OJUI
«MopbsiM» TIbecachlH s3bIM, aHbIH 1943 enHbI
COXHOro KyenmyblHa wupemd. by sxkram  H.
Hconbotney «l'emkamam» (1943), «Mymnanyp
BaxutoB» (1943-1944) npamanapeiHa KHITye
TaXON TOEJBIPra MOMKHH. OMMa Oy S3YyYbIHBIH
TyraH KHUp a3aTiIbIThl, XalblK Mpere, NaTPUOTH3M
MOCBHOJIOJIOPEHS KHUHPOK KapaBbIH aHjara. Ojere
acopIope OeloH yII Kellle PYXbIHBIH KoYe, Y3-Y3eHd
BILIAHBIYBI, HBIKJIBIK-OATBIPJIBIK YbIFaHAKJIAPBIH,
aHBIH TaMBIpJIApbIH 33710yre kumd. H. HconOor
TyraH XaJKbel sA3MblIbIH  Tyran wun, Baran
TelIeHYaNlope OenoH OepOeTeH UTeNm  Kapblid.
«l"emxamam» apaMacelHIa CYpoTJIOHroH XX iHe3
Oarb TaTap XaJKbIHBIH MHJUIOT Oynapak
dopmanamy, yprak BaTanma y3 ypbIHBIH Jaynay
4opel. © Oy Wu3re OHIIKd OepeHdYe XaThIH-KbI3
aktpuca [l'emxaman (Coxumxaman Bomkckas)
KeOek Oeek Imoxecyiop aibiHa hom  Oamkapbln
yplra. lkeHue ocopgore Mymianyp Baxutos
00pa3bl, UACONIOTUK HOTHIHTBIAAH a3aT Oyamaca 1a,
achUIBIHJIA XaJIbIK a3aTibIlbl ©4YeH Yy3€H KopOaH
UTKOH, KUH MOTbHOIO FTOMYMKEIIEIECK HeaulapblH
SKJIAy4bl TEPOM OYJIBIN KalKa.

1944 ennbiy 9 asrycteiHma BKII(6) Y3ox
KOMHUTETHI Tapa]bIHHAH Ka0ym WUTEJT9H
«Tarapctan mapTusi OCIIMAChIHIA Macca-TMOJUTHK
hoMm maeosoruK 31UIOpHEH TOPBINIBI hoMm ajxapHbI
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SXIIBIPTY Yapajapbl TYPbIHIA» JWTOH Kapapna
TaTap XaluKbIHBIH «lmerai» nactaHplHA «XaHHAp-
(eonmanmap SMOCHED JUTOH HaXaK Traen TaluTaHy
TaTapHBIH €paK TapUXBbIH OUPOHYTd KUPTS calraH
keOek, H. VconbOoTHE 19 rasiTh aBBIp XONTd KA.
Annarsl emnapja JIOpEecleKiIopAe TaTap TapuXbl
YareUIBIIBIH  TOHKBIHTBIOTOH —Kapapiap Kalyd
WUTEIly MOHBI TarblH Ja KewouTo. IIlyHawbiid
maptinapaa H. McoHOoT wmKaTbiHIA SHa STamnka
KHJIO.

donpkiopra  Ooiyie  33IOHYJIOpPE,  YTKOH
Tapuxka hoM Tapuxum IIOXECIIOpro HHUCOOTIIE
VKATHl KUCKEH TOHKBIMTHKY OUparaH UM yKy4bl-
TamamayveiChl OEJOH COHraTh ocopiiope  aia
apananry/iaH, Kapau-(QuKepIopeH CypaT dapaiapbl
aIra KUTKEePYIoH THIENbIN Kasia aiMblid. CyThIITan
COHIBl  eJUIapAarbl  KapLIbUIBIKIBL  IIapTiapia,
«KOH(IIUKTCHIZIBIK TEOPUSCE» OCTCHIICK MTKOHJQ
VI COBET KoMrbIsATe hoMm Kerre, OepeHde yuparTa,
XaTBIH-KBI3JIAPHBIH YPBIHBI MOCBOIISCEH
cyporioyro kumd. «Poitxanm»y (1948), «I'y3om»
(1950), «3uda» (1954) xebek nbecanapsl Oy yopaa
aNrel  TJIAHAAa TOpPraH oXJaK hoM  Xe3MoT
MOCBOJIONIOPEH  YarbUIAbIpa. OJUIHEH  dJere
Mbecanapbl COIpeain3M KbICaJapblHHAH YbIKMaca
na, H. HconOor OeTeH wxaTblHa Xac OyiraH
Y3E€HYQNIEKKQ TaTap XaTbhIH-KBI3bIH 3ypliayra,
AHBIH JKOMIBIATBTOIC YPBIHBIH YCTEPYId TYrphbl
kama. OpaunHeH Polixan, ['y3om, 3uda xebex
repoiapbl ssHa TOPMBIII, KHJIQUOKHEH MaTyp
YKOMTBISITCH TO3MOE3 JIUI SIISYyYe CAMUMU, YPBIHBI
OenoH OepKaTIbl Tepoiap, IIyJl YK BaKbITTa aiap
TaTap XaThIH-KbI3JApbIHA Xac MaTyp ChId(aTiapsl
OenoH OamikajapiaH aepbUIbll Topanap. Olere
ocopyiopHeH ohomusiTe myHpaa: anap, Oep sKTaH,
penpeccusuionroH  oaumuiep K. Tunuypun, 1.
YcmanoB, ®. boprmamr h.6. mwkaTel omo0usr
TapUXbIHHAH aJIbIll TallJIJAHTaH BaKbITTA, AKTUB
mwxarta Oynran M. Omup, T. I'siiiz3or, I'. Hacperit
h.0. G6enon Oepra, TaTap TeaTpiapsl penepryapbiH
cakiamn Kaiyra, TaMalladyblHbIH TeaTpra Oyiran
UXTBISDKBIH ~ KAHOTATBIOHACPYTd  Xe3MOT  UTI;
UKEH4YEe SKTaH, anere mnbecamap X. Baxut, A.
I'siiinoxxe, II. XeconoB, T. MUHHYJUIMHHBIH
1960 emmapma ycem KHTOUOK JMPUK-TICHXOJIOTHK
hoM colMaIL-TICUXONIOTHK MbecalapblHA KUPIICK
93epIInIIap.

by gopna H. Mcon0oT omo0u KoMoraThuemnek
TapaplHHAH sSHaJaH ycal hoM  ypBIHCHI3
TOHKBIUTBKO aydap Oyna. 1953 ennel  aHbIH
«Komemusmop  hoam  gpamamap»  [25]  auron
caiilaHMa mNbecajlap JKbICHTBITBl 4Yblra. AHJIArbl
«Mupkaii OesoH AMChUTY» JipamMachl TEKCThIHJATBI
«MOTBpUGOTIE» hoM «€KOIHUI» TOIICHUSIOPECHEH

46

aHJIATBUTYBl 3yp IHAy-Iy ysaTa, XOTTa KHTal
JKBICHTBIKJIAPBIH JKbIEIl ally, I0KKa Yplrapyra Kaasp
OapeIm xuTaNp. by Typeima omun Oonaii num s3a:
«..OMTEHd  KOpBIM  sATBUIyra  Kapmbel  Oep
MOrajUIUMora KapaTa MCKe Oep MyJJIaHbIH «CHH —
JKOIUT MyJUIa LIOKEPTe» OUToH Oep KeMId eUeH,
kuTaObiM  Oacbuiray,  JOHbSTAa  YBIKKAHYBI
KOH(HCKOBAaTh UTEN SHABIPHIPTa KyWIbUIILD) [24,
140-1416.].

O/IMIIHE MaKcaTyaH Xe3MoTe TIeHd Oy BIrbl-
3BITBIIAH  KOTKapa. 1954  enHBl  «iI3MBII
TapadblHHAH 3yp ChIHAY ajJbIHA Kyearam» [3, 226
0.] Myca JKomun OarwIpibIrbiHa OarbllilIaHraH
ocop s3yra aneiHa. «Myca Komumy  (1956)
Tparenusice 1950 ennap Tarap
JIpaMaTyprusCeH/Iore COHIaTH 33JI0HYJOpHEH Oep
Ka3aHBIIBl OyJbIl Topa. S3YyYbIHBIH XaThIHBI
lesiceM XaHBIM HCTONEKIOPEHAQ Ooyiali  Ju:
«Myca» tpareausiced s3rannga yia: «Mun “Myca”
TpareausiceH “marsliippb hom THpaH” TemMachl HTel
KYpoM, HIarBIph — HpeK, a3ariblk KahapMaHsbl,
aHbl Oep THUpaH JAa, 3UHJAAH J1a KUHO alMbld, Oy
KOpSIITo hopBakbIT THpaH >KUHENS, ILATbIMPb
aBa3bl 3MHJAH CTEHaJaphl ama YyTd, XKbIp haman
amu hoM THpaHU3Mra HOQPOT OYJBIN SHIBIPBIN.
MonsiH eueH MuHa Mycanbl ['utiep O6emoH kapa-
Kapiibl Kysipra Kdapok. JIOKWH, KbI3raHbIuKa,
KyJIbIMJIa Tapuxu GakT 10K, aHbl Po3eHOepr Oenon
OUpAIITHIPBIPTA TYpHI KWIo» [24, 449 6.], — aum
coitmu wne. M. JKomunm OaThIpIBITH THHIRIICE3
Oynran keOek, aHbIH o/100M 00pa3bl Ja IIyHBI
Tanon utd. by emnmapma M. Xomun typeinga P.
HNmmopar, 1. Manrnyp, C. Xokum h.0. acopiope
neHbst Kypa. H. MconOor OepeHuenopioH OyJIbii
MOpaXKaraTh UTd hoM aHbIH Tpareausice ¢ancadu
TUpPSHJIETe, CYTBII hoM THIHBIYIBIK, yJeM hom
yjleMce3lieKk ~ KeOeK  MOHIEeJIeK  TeMaJapHbI
TOMYMKEIIEJICK  KBIMMMOTIIOpE  SCCBUIBITBIHIA
CypoTioBe O€noH aepbulbll  TOopa hoMm  y3
BaKbITBIHIA IOrapbl OosuoHd. JKonmmm Tatap yuebl,
TyTaH JKUPEH, XAJIKbIH SIKJIAIl KOPILLIKS KYTIPEIIroH
coimar Oymapak cypormono. H. Xanzadapos
A3raHya, «IpaMaTypr WXKaT MakcaThlH “‘MIarbIipb
hom THpaH KepaIllleH KypcaTy” Iul OWIrenacs 19,
YBIHJIBIKTA IIbECA TArblH Ja KUHPOK Kojay ajna. Yi
3aMaH MpoOJieMaapbl, XajblK S3MBIIIbI, UACSIP
Kepallle TypbIHIa acop Oyibi yco» [7, 158 6.].

Annarer etapaa H.McoHOOT y3eH TysIbICEIHYA
¢donpkOop hoM Tenm  eJIKICEHIOre AI3IOHYJIOPId
Oarplliaca J1a, aHbIH TepJe eijapAa si3bUIraH
«Keipnait erete» (1968), «Xoitmokop [ommto, sxu
“MeH no Oep xkuuo”moH Oep kuuo» (1978) xebek
OCOpJISpE  THIHTBICHI3 KAHJIBI OIWITHEH AKTHB
wKarTa OyJblll, X&IbIKHBIH pPyXd MHPAChIH
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KaliTapy, cakiay, siiib OybIHTa YXUTKepy OyeHua
SUIYSHJIET€H KYPCITD.

Ten HITHAKIIIP
H. HcoHOST CcoxXHO OmoOMATHIHBIH JIpama,

KOMEIMs, Tpareiusi SKaHPJIApbIHIA  YHBIIUIBI
suwon, hopOepceHo xaHp (QopMaliapbiHBIH sSHA
ceiiiaTnapelH  auyra, oduTonek hom  dopma

OeTeHIIereHs upenro (KaHPHBIH 9C3p DUTSJIETEHo
Xac Tl Y3CHUJICKIIOpHe Owmirenoyde Mehum
KOMIIOHEHT OYJIyBbIH JOMWIUISYTS KHIQ). S3ydsbl
omebm ycemHeH hop 3TaObiHIA SHaTaH-IHA TeMa-
MOTHBJIApra, TasTh  aKTyallb  MOCBHAJIAIOPId
MOpKOTaTh MUTd hoMm em KblHa TaTap Cy3
COHraTeHEH YCell IOHOJNENICH, OCTEHIIE WKaT
METOJIBIH OMNITENaYTs upemo. Yn XX ie3 Oarisl
KIJIACCUKJIAphl TPAJAUIMSIIOPEH 9BaM HTO (MWLM
SIIOCHT MOCBANIAJIOPEH Y39KKO KYIO; TyMaHH3M
U/leaJulapblH SKJIay; KapHaBal KeJy albIMHapbIHA
Mepaxorath HuTy h.0.) hom omobum Oapsimka
HUCOOTNIE  KUTAM  SHAIBIKIAD  alblll  KHJIQ
(vHKBIATAOMapHan coH «0Oe3» hom «amapyra
OYJICHTSH TaTap >KOMIBISITEHISTe KapIIbUIBIKIAPHBI
9UTOH TOPBIN aya, THIIIKBl KONy allla «aJIap»HbIH
¢daxuraced kypcata; 1920 emapaa Kkeuoen KUTKOH
coBeTybll ~ MuGuapHbl  ¢dam  UTem,  COBET
YKOMTBISITCH/IO YPHAIIIKAH JKUTIU KUMYEIICKIOPIOH
adbl KOJ19; CYTBIII eJUIapbIHa MTaTPUOTU3MHBIH Y3-
y3eHHE TaHbIl Oeny hom MUK y3aH O€JIoH THITHI3
OolimoHemiTo  OydayblH  TapuXd  JUTAJICKIC
nbecanapblHaa paciblii; CYTBIITAH COHTBI eIap/a
Y3 Hese OeloH aepbulblll TOPraH XaThIH-KbI3
repoinapsl hom Tepie xaHp chliidariapbIiHbIH Oep
OCOp/Id YPBIH alybl OCNOH SIHA DUTSJICKKO HpPEIy
ama KOHQIMKTCBHI3IBIK TEOPUSICEH YTEN YbIlyra
xupnexk Ttyabipa h. 6.). KuH kartmam ykydsi-
Tamallavelga SKiay TankaH Ibecaaapbl IMOXECHEH
Y3-Y3€H TaHBIl O€IyeHd, TyraH >KUpId, TeENro,
XaJbIKKa ~ XOpMOT  hoM  TOpypiblK  Xuce
¢dopmanamTeIpyra, TOpOMSIIOYra Xe3MoT HTd. H.
HconOoT mbecanapblHa TaTap TApUXBIHBIH TOPIC
qopiapbl YarbUIbIII TaObI, aBTOp alapHbl Y3
SAIISTOH JIOBEP, aHBIH JKUTIH MOCHAIAIOpE OelloH
THIThI3 ~ OOWJIOHEHITd auyra KWid. OJIUITHEH
KYTICAaHITBI dcopiiope O6epOeTeH Oynapak Kapasbll,
ajapja TaTap XaJKbIHBIH TYJIbI SIISEHI KapTHHACKI
Ky3 anabiHa OacTeipbiia. [lbecanapbl  Croxer-
KOMITO3HITHS a4bIKJIBITEI O€IoH aepbuIbin Topa hom
KOHKYpELI BakbIdrajapbl ama 4op Y3eHUYJIereH,
SIIOCUIHEH, ~ JKUTOM ~ MOCBIJIONOPEH  THITHI3
OoitmoHemTo auyra kwid. H. MconOotHeH hap
MbECAChIHA aBTOP OOpasbl Y3rd ypBIH allbll, YII
9uke hoM TBINIKBl KaplIbUIBIKJIAPIA, alapHbIH
YHIIENEIICH IO YarbUTBIII Taba.
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Homraknay
Hotmwxka sicam, mryHel oHTepro Oyma: H.
HconbotHey  Tarap COXHO o1o0UATHIHAR

AJBIITHIPTBICEI3  YPBIHEI 0ap, yII 249ToNeKk hom
(dhopmara Ooiisie sTHa TPAIUIIASIIOPTS HUTE3 cania, d
UHJE «hmxpar», «Iloptdensy, «Xyxa
Hacpernun»,  «Mupkoii  OemoH  AHcCbUTYY,
«nmerait», «lemkamany, «Myca Xommm» kedek
IbECaJapPbIHbIH, 3aMaH CbIHABBIH YTeIl, OYI'eH 190
TeaTp COXHONOPEHO MEHYEe, OJAWMN HMKATBIHBIH
3aMaHYaNBITEl TypeiHAa ceinu. IyHBIH OemoH
oepra, H. HcoHOorT npamaryprusiceH empoHYyHE
JIoBaM UTeT, yJ TYOoHAore Oypbluiapra HUCOOTIE
I3TOHYJIOp Ccopajla: 9CIPIJISPEH, COBET YOpbIHIA
YpBIH airaH CTEPeoTUIUIApJaH apblHbIN, OeTeH
TYJBUIBITBIHA hom 00BEKTHB 0osIIaY;
MbECAIAPHBIH SI3BITy TAapUXbIH, MOHA KHTEPToH
mapTiIapHbl adblkiay hom omobu mpomecc OeroH
TBITBI3 ~ OQHIJIENEKTS  IIOpEeXJdy; TEKCTIapHBIH
WKEHYE KaTjaMblHIa aublIraH yi-QuKepiIopHe
ady; TIOdTHK Y3eHuanekiopeHn MWpen-Ypam Oye
XaJBIKJIapbl o0MATIapbIHIA OapraH 33JI0HYISP
0CIIoH YarslIThIPMa TUIAH/A OHPIHY.
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HAKHN NCAHBET U TATAPCKASA IPAMATYPI'USA

Auabdar Marcym3siHoBHY 3aKHP35HOB,

WHCTUTYT s13bIKa, TUTEpaTyphl U UcKkyccTBa UM. I'. UGparumona

Axanemun Hayk Peciyonuku Tarapcran,

Poccus, 420111, r. Kazans, yn. Kapna Mapkca, 1. 12,
Alfat zak@mail.ru.

B craTbe ouepdeH BKIaJ TATapCKOrO yUEHOTO, I03TA, ApaMaTypra, (hoIbKIOPHUCTA, IEPEeBOIINKA,
nyomuicta Hakn Mcanberta B pa3BuTHe TaTapckol apamaTyprud. Ha 3Tom mompuire mpocBeTHTENh
AaKTHBHO U pe3yibTaTuBHO Tpyawics B 1910-1970-e rr. Ero nepy npunamiexut cssimie 30 mbec,
KOTOpBbIE OBbIIM MOCTABIICHBI Ha clieHe. [lucaresb 0Tpa3uil B CBOMX ITPOU3BECHUSX BaKHBIE COOBITHS,
3Ha4MMBble CTPAHUIBI UCTOPHUM, MOSTOMY OHH BOCIPHHHUMAIOTCS JIETONUCHIO TaTapcKoW Xu3HU. B
CTaThe KpPaTKO OXapaKTepU30BaHbI ATanbl TBopyecTBa Hakm lcanOera, BbISBIEHBI OCOOCHHOCTH
Kaxjgoro u3 Hux. Kak mnucarenb-mpamMaTypr OH CHUCKan ciaBy eme B 1920-e rr. B mbecax
PEBOJIIOIMOHHON TIOPBI JOMHHHUPYIOT COLMAIbHBIC KOH(IMKTHI, BHICMEUBAIOTCS O0au M PEIMIHO3HbIC
JIesITeNN, TOTepsABIINEe MOoYBY moa Horamu. B pampedimem Haxu McanGeT cosepiuaeT KpyToi
MOBOPOT: JIpaMaTypr CO3MaeT Mbechl Ha (POJIBKIOPHON OCHOBE, MOCBSIIECHHBIE HCTOPUYECKUM
JIeSITeNISIM TaTapcKoro Hapozaa. TemaTrnka M mpobiIeMaTHKa ero NpOU3BEICHUH OTIINYACTCS HOBU3HOM.
Haku VcanOer BbIBeNnl Ha CIIGHY HOBBIE THIIBI. JTO Jaji0 OCHOBAaHHE KPUTHKAM 3aroBOPHTH O
¢denomene «Tearp Haku Vcanbetay.

KiroueBsble cioBa: tatapckas apamaryprusi, Haku McanGer, stamnsl TBOpuecTBa, JUTEpaTypHbIH
npoliecc, TPaJUIUN U HOBATOPCTBO, TEPOU 3IIOXH, CBOe0Opaszne KOH(IMKTa

Jast uurupoBanusi: 3akup3sHoB A.M. Haku McanGer m tarapckas npamaryprusi / Tatarica.
2025. Ne 1 (24). pp. 34-48. https://doi.org/10.26907/2311-2042-2025-24-1-34-48
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