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Isanbet Prazat Nakievich (1927-2001) was an actor, director, People’s Artist of the TASSR
(1981), Honoured Artist of the RSFSR (1986). The article systematizes information about him as a
talented artist. Our analysis is based on his 57 drawings, grotesques (from French — caricatures) and
caricatures. In these drawings, Prazat Isanbet depicted the main events of theatrical life. This is a kind
of visual drama, scenes of authentic theatrical life. To convey the characteristic features of his images,
he relied on a geometric shape with stable associations related to the inner world of the portrayed peo-

ple.

Key words: Prazat Nakievich Isanbet, director, artist, Tatar theatre

For citation: Sultanova, R. The world of the Tatar theatre in the drawings of its director Prazat Isanbet
// Tatarica. 2025. Ne 1 (24). pp. 108—117. https://doi.org/10.26907/2311-2042-2025-24-1-108-117

Introduction

In the history of our theatre, there are many ex-
amples of the passion directors and actors had for
fine arts: Stanislavsky became famous as the au-
thor of projects for his own productions, the ballet
master K. Goleizovsky worked in detailed plastici-
ty. S. Eisenstein and N. Akimov, N. Simonov and
F. Chaliapin (he created his own stage images)
were keen on drawing. Their works were known to
their contemporaries. A. Gusev and P. Tsvetaev
executed their works at the Kazan Russian Drama
Theatre, just like Yu. Fedotov did. But few people
know that the Tatar director Prazat Isanbet was a
wonderful artist.

Many people know Prazat Nakievich Isanbet
(1927-2001) as an actor, director [1, pp. 70-78,
88-93, 126-137, 151-157, 205-215, 226-229],
[2], [3], [4], [5], and teacher [5, pp. 47, 65—67]. At
the G. Kamal Tatar State Academic Theatre, he
created unique images: Kodar in “Kozy-korpesh i
Bayan sylu” (“Kozu Korpesh and Bayan Sulu”) by
G. Musrepov, Deramo in “Bolan-Patsha” (“The
Deer King”) by K.Gozzi and Vasilkov in
“Kotyrgan akchalar” (“Crazy Money”) by
A. Ostrovsky.

Fans of the Tatar theatre probably remember
him thanks to his participation in the following
performances: “Musa Dzhalil” and “Guldzhamal”
by N. Isanbet, “Aesop” by G. Figueiredo, “Tar-
tuffe” by J. B. Moliere, “Measure for Measure” by
W. Shakespeare, “Bankrupt” and “Bekhetsez eget”

(“The Unhappy Guy”) by G. Kamal, “Takhir and
Zuhra” and “Yesh yorekler” (“Young Hearts”) by
F. Burnash, “Galiyabanu” by M. Faizi, “Kicher
mine, enkei” (“Forgive Me, Mom”) by R. Batulla,
“Zuleikha” and “Dzhan Baevich” by G. Iskhaki
[5]. After more than forty years of working as a
director at the Kamal Theatre and sixty perfor-
mances on its stage, he has taken his personal place
in its history. The theatre historian Yu. Blagov
gives a qualitative assessment of his work: “In
some ways, he can obviously be called a follower
of the traditions that were laid down in the Tatar
theatre by G. Ismagilov and Sh. Sarymsakov — his
creative style was characterized by a high-quality
production culture and a clear organizational struc-
ture of the performance. In his relationships with
actors, he was always attracted by the presence of a
“school” as a sign of high professionalism and
general culture. He was a “European” in the Tatar
Theatre, being different from others not only in his
breadth of knowledge and remarkable erudition,
but also in the style of his daily existence. Turning,
especially in the latter years of his career, to the
classical heritage of Tatar literature, he sought in it
not only the old features of national identity, but
also its involvement in the world heritage” [6, p.
114].

Yu. Blagov comes to the following conclusion
when he explains the phenomenon of P. Isanbet:
“When on one side of the album sheet you see a
watercolour landscape imbued with subtle

108



TATARICA: CULTURE, PERSONALITY AND EDUCATION

lyricism, and turning over the page you see a cari-
cature that stands next to a satirical image judging
by its sharpness of characterization and caustic
irony, you understand both the ambiguity of his
inner world, and the ambiguity of the environment
in which he worked to create” [6, p. 115].

“In 1963, a new head was appointed to lead the
Kamal Theatre. He was a short communist, coming
from the regional committee, who knew nothing
about creative work.

A year passed and a new chief director, a Rus-
sian man, came to the Kamal Theatre. He was a
skinny, long-haired communist with limited talent.

In the same year, the artist Gali Nadrukov was
appointed party organizer.

The director was ignorant, he neither knew nor
understood theatrical art, but his plans were
grandiose and uncompletable. The director was a
stranger who knew nothing about Tatar history or
Tatar literature. People stopped coming to the thea-
tre; from the tours, we came back exhausted.

One day, a satirical drawing appeared in a wall
newspaper: On the podium, where usually the
winners of the Ist, 2nd and 3rd prizes stand, there
was Sabitov, the head of the theatre, occupying the
first place and wearing a Napoleon hat, while
Mikhailov, the chief director, stood in the second
place with a skullcap on his head. (The chief
director, apparently, tried to please the Tatars, and
wore a skullcap with embroidery on his head). In
the third place, there was a party worker with a
sauna whisk under his arm and a bath towel.
Napoleon dreamed of conquering all Tatar art. The
hunched Russian, wearing a Tatar skullcap, wanted
to raise Tatar culture. The party worker, who liked
to go to the sauna, consoled himself by saying that
if the cart broke down, there would be firewood, if
the bull died, there would be meat. It was bitter
satire. People looked at the drawing and burst into
laughter. It remained a mystery that the author of
the drawing was Isanbet. Soon after, both the
thick-headed chief director and the head were
kicked out of the theater,” R. Batulla wrote in his
memoirs [5, p. 140].

Only few people knew that P. Isanbet was an
exceptionally skilled artist. He painted his draw-
ings only for himself. They became his way of
exploring the world, a continuation of theatrical
life in images. There are 57 drawings, grotesques
(from French - caricatures) and caricatures made
by P. Isanbet [5, p. 147]. After getting acquainted
with his legacy, I seemed to have rediscovered the
pages of the history of the Tatar theatre. In 2014,
the State Museum exhibited more than forty draw-

ings by P. Isanbet. The audience was amazed at
how the famous director “looked at the phenomena
of life with a smile, with laughter” [5, p. 140].

“I was looking at the exhibited works of Prazat
Isanbet with great interest. At first glance, it was
clear that they were painted by a professional
artist. In these drawings, one could feel the
author’s peculiar philosophical view of the world
and his extraordinary grace in recognizing colours.

By portraying people in a humorous way, he
managed to create vivid images that could
penetrate into the viewer’s soul. Prazat relied on a
completely new design to create each new image,
so it would not be a mistake to consider this author
to be a master of constructive thinking. In other
words, the artist was able to see each of the
characters he knew well in a cubic form and high-
light the main traits of their characters. In addition
to a good sense of colour, he skillfully built a
composition. Along with its description, the mise—
en-scene resembled the brilliant directors of the
20™ century,” said Ildar Khanov, an Honoured
Artist of the Republic of Tatarstan” [5, p. 80].

Materials and research methods
When evaluating P. Isanbet’s drawings, we
used the methods of cultural-historical, compara-
tive-historical and formal-stylistic analyses.

Discussion

Prazat Isanbet was born to the family of the
famous Tatar writer Naki Isanbet on October 9,
1927, in Ufa. He inherited his artistic talents from
his grandfather and father. At the beginning of the
20" century, Prazat Isanbet’s grandfather
Sirazetdin Zakirov was known in Maloyaz (a
village in Bashkortostan) as a “great learned
Mullah”. In the village, he “opened a school,
introduced Jadidism, science and new education.”
“Since all office work, including the Metric Certif-
icates, were in the hands of the mullah, he himself
very carefully made entries in the Metric
Certificate, his handwriting was extremely
beautiful and elegant. He cut out beautiful letters
from multi-coloured paper, skillfully made
shamails from them to artistically decorate houses.
They burned down in the Maloyaz fire,” wrote
N. Isanbet in the story “Beby Chak” (“Childhood”)
[7, pp. 59—60]. Prazat Isanbet’s father was known
in the magazine “Senek” (“Pitchfork™) not only as
the author of humorous poems, satirical stories,
pamphlets, parodies, feuilletons, epigrams, but also
as a talented caricaturist [8]. “N. Isanbet was a
master of caricature, pursuing a satirical trend.
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Among the illustrated texts there were grotesques,
social and political caricatures. In constructing the
comic, the satirist used gags of symbolism and
gags of illogicality,” writes M. Khabutdinova. In
his memoirs, P. Isanbet notes his passion for draw-
ing: “My dream was to be an artist, so I went to the
Kazan Art School. In 1944, Amir Valiakhmetov
and I went to Moscow to enter a theatre school.
We agreed that as soon as we got used to Moscow,
we would transfer to an educational institution that
trained artists. But I was poisoned by theatre. I
could not become an artist. Perhaps, this is what I
am destined to be” [9].

“Everyone has their own theatre”, the famous
director used to say. It was his worldview, his
unique vision and understanding of reality. If you
come to think of it, beauty, grace, elegance are in
the soul of each of us.

From P. Isanbet’s point of view, literature and
music are not capable of revealing the character of
a person as a whole; only a work of fine art reflects
the true face of a person, their current state and
hopes for the future. A director, like an artist, sees
everything with their own eyes and draws what
they see on cardboard or paper based on the canons
of composition. So, Prazat, who knew how to
casily build a composition and who had a very
keen perception of colours, was generally able to
capture what he wanted to show on stage by
drawing it on white paper. Life scenes in his draw-
ings resembled theatre. Each of them reflected a
clearly thought-out plot; the viewers remembered
these images from the play and rejoiced, as if they
saw old friends.

A long-established tradition demands that an
artist who undertakes to create a portrait makes the
image more similar to its owner with some
embellishment. Therefore, achieving similarity
often is the main goal, while conveying character
and other personality traits becomes a secondary
task. Yes, a person’s appearance is anatomically
identical, but the person himself/herself, with their
inner world are not reflected in this image at all.
Probably, in Soviet times, only the political image
of the individual was in the center of attention, so
the viewer got used to it. In the field of a gro-
tesque, which was P.Isanbet’s genre, the
correspondence of the image was not as important
when there was an opportunity to reveal the inner
world of the individual as a whole.

P. Isanbet’s drawings are completely devoid of
the poster features that are typical of the caricature
genre. Here is the reason: first and foremost, he
was a director, a playwright. Therefore, the

creation of a “mise-en-scéne” was always in the
spotlight. No matter who is depicted in the picture,
one can unmistakably say whether he is in the
foreground or in the background, what role he
plays. This means that these pictures reveal the
director’s dream, his idea, and each depicted image
certainly takes its place in some event or some
scene.

The artist captured the most significant
moments from the lives of his characters on paper.
He both drew someone’s image, and created a
movement which would be displayed on stage
along the lines he needed. Thus, there is no longer
any doubt that P. Isanbet was an artist who was
fluent in graphics. Just as the theatre starts with
words, graphics starts with the ability to correctly
place dots. And each of his dots seems right, with
energy emanating from them. Graphic techniques,
geometric lines seem to have been in Prazat’s
bloodline. The most complex figures are built
precisely with the help of these simple lines, which
form the basis of the caricature. The director could
perform his work under any circumstances,
everything that fell into his hands was good for
drawing. For example, the fact that some of
Isanbet’s drawings are made on a sheet of paper or
on the cover of a notebook with a broken pencil or
a burnt match proves that the author did not care to
choose the material for his caricatures being able to
work in any conditions.

He probably got interested in theatre only in
adulthood. As a teenager, entering the College of
Fine Arts, he did not really understand what he
wanted. Fate led him to the theatre, and in that en-
vironment, in that area, he found his profession for
life. His talent as a director, an artist and a musi-
cian was revealed here.

Looking at his works, it is clear that P. Isanbet
was a man who could both create a drawing and
accurately build a composition. He read a lot,
could see a lot, loved to think. In addition to mak-
ing him an extremely intelligent, inquisitive and
eloquent conversationalist, God did not deprive
him of a sense of humour.

I did not know him closely. However, judging
by his drawings, he was a man of extraordinary
wisdom and cheerfulness. He was very demanding
on himself, which is evident in his self-portraits. In
his youth, he depicted himself as arrogant and cou-
rageous. With age, his appearance took on a more
mysterious hue, and signs of curiosity appeared in
his gaze. Artists generally try not to draw their im-
ages in profile. As for P. Isanbet, he could make
his self-portrait without looking at himself in the
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mirror. It seems to me that his ability to “see
through” is evident here.

Love for his work, compassion for people are
reflected in the artist’s works: his paintings, creat-
ed with great passion and strong love for art, are
characterized by subtlety and grace. It is this ele-
gance, imagery, perfection that struck me and in-
spired me to organize a personal exhibition.

These drawings seem to embody the long his-
tory of the Tatar theatre. Images of great personali-
ties, who made the Academic Theatre famous, ap-
pear before your eyes. Their author, as is typical
only of great artists, did not make sketches-
brushstrokes, did not work to order or on request,
but painted whenever his heart desired — during re-
hearsals, tours and rest.

One can be surprised at how he was able to
capture characteristic features of appearance, poses
and each character’s state of mind at the right mo-
ment. He often used geometric shapes, thereby
emphasizing the unique side of each move. For ex-
ample, if in the “Portrait of Deputy Head
Gabdrakhmanov” it was optimal to use a geometric
triangle to create an officially stable image, in
F. Kolbarisov’s portrait, to depict a contradictory,
original face, he alternately drew pegs with their
ends facing downwards. Strokes of different thick-
ness reflected his changing feelings.

A sphere and a circle have the places of their
own in nature. In Isanbet’s drawings they are used
in a variety of meanings. For example, if in the
“Portrait of Fatima Kamalova” the circle depicts
the mise-en-scéne and proves that the actress firm-
ly occupies her place on the Theatre Square, in
Nadryukova’s grotesque, the round doll hints at the
artist’s mobility. M. Bulgakov called such people
“non-breaking, doing somersaults”. In the “Portrait
of Demin”, the art critic singles out the circle in
order to highlight the person’s unexpected, stead-
fast character. This image bears little resemblance
to antique busts and immortalizes the scholar’s ap-
pearance during his lifetime.

A special lightness is felt in the artist’s works
made in pen. Here, the artist expresses himself
freely: by using the method of mixing black and
white, he creates shadows when necessary, puts
each line exactly in its place, as a result, he
achieves perfection without making any correc-
tions. For example, in some places of the “Portrait
of I. Gafurov” he covers the paper completely with
ink lines, while in other places he uses only light
lines, creating a black and white background. Dur-
ing the war, the actor went to the front in the ranks
of the brigade, so he is depicted standing on tiptoe

in a skirt to show the way he danced there. The fact
that the actor conscientiously reads a newspaper is
a hint that he is a person immersed in his own
world, he cannot imagine himself or others behav-
ing in any other way. The thickening of the colours
above his head indicates that the inner world of
this person is very rich.

In the “Portrait of Airat Arslanov”, the pattern
formed by the lines enriches the image of the actor,
writing a letter to his beloved, with the subtlety in-
herent in the Eastern world.

Of the watercolour paintings, the most notable
are “Portrait of Chanysheva, the Head of the
Troupe” and “Portrait of Director
Sh. Sarymsakov”. The image of Maryam
Chanysheva is perceived as something theatrical:
as if some magical power is hidden in her dark
face. At first glance, the image gravitates towards a
simple village woman, at another glance it portrays
a female with a strong will; the composition in the
entire image is built in an unusually interesting
way. In order to show the character of the director,
the sheet of paper is divided diagonally: one part is
covered with drawing, while the other is left white.
This is probably another world, kept in a state of
equilibrium. Or is it the theatrical world itself? The
image of Shiryazdan Aga is presented in two di-
mensions, in two places, in two views; to demon-
strate the character, two faces are depicted — one
white, the other black. Periodically, the appearance
changes: sometimes he gets thinner, sometimes fat-
ter but the clothes remain unchanged. It seems, the
whole world changes with him. In the painting,
even the chair is lowered, as if trying to identify
with him. Although his appearance is very formal,
he wears large socks with a “houndstooth” pattern.
So, from time to time he needs help...

Director Ravil Tumashev is also depicted on
paper divided by a diagonal. Unlike Chesnokov, he
seems to be sliding, held only by straight lines
drawn instead of his nose, tie, jacket collar...

However, Khusein Urazikov is depicted by the
artist through the struggle of white and black col-
ours.

The theatre expert Bayan Gizzat holds a spe-
cial place. Scholars are prone to be dreamers and
romantics. The artist depicts him blowing huge
soap bubbles with a serious look cast behind the
podium. Right in front of him, on the podium
signed Bayan Gizzat, lies a soap dish, signed
“Children’s soap”.

There are quite a few pencil drawings by
P. Isanbet. It seems the artist drew them without
any effort. The author did not make them for an
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exhibition, did not strive for perfection. He caught
the moment he liked and immediately imprinted it
on paper. This is the way the reading of a new
work in the troupe and the time of rehearsals are
immortalized.

Sometimes it happened that most of the sheet
remained white. In his sketches for the scenery, he
masterfully used whiteness and light. For example,
when staging N. Isanbet’s tragedy ‘“Musa Dzhalil”,
the director’s drawings were perceived unambigu-
ously, the stage was designed in accordance with
them, the white background was used as a back-
light.

Conclusion

The works of director Prazat Isanbet, related to
the field of fine arts, capture the most significant
events in the life of the theatre, bringing them to
the level of pictorial dramaturgy. Neither a
scientific work nor a monograph, not even an
encyclopedia can reveal the reality that the director
himself, seething inside this theatre as an artist,
depicted in its entity in the “theatre of Prazat
Isanbet”.
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TATAP TEATPBI 1OHbBACHI —
PEXUCCEP IPASAT NCOHBIT POCEMHOPEH/IO

Pay3a Pu¢xars kbi3bl CosiTaHoBa,
TP ®A T'. U6pahumoB wuc.
Ten, omobusT hom coHraTh MHCTUTYTHI,

Poccus, 420111, Kazan m., Kapa Mapke yp., 12 Hue fopr,
rauzasultan.art@mail.ru.

IIpazar Hoxwri ymer Mcombor (1927-2001) — axtep, pexwuccep, TACCPHBIH XaJabIK apTHCTHI
(1981), PCOCPubIH aTkazaHran coHrath suuiekiece (1986). Mokanogo aHBIH TypbIHAA TalaHTIIBI
poccaM Oynapak MOrbiAyMaTjiap CHUCTEMANAIIThIpbUIraH. AHaiu3 e4eH martepuan Oyibimn, [Ipasar
HconboTHeH 57 KapTUHACKI, IIAPXKbI, KApUKATypackl xe3moT utte. Pexxuccep [Ipasar VconboTHeH
pPICeM JCOpIOPEHI9 TeaTp TOPMBILIBIHBIH TOIl BaKbliranapbl CypoTIoHIoH. by — y3eHuonekie
CYpITIIdY ApaMaTyprusce, TeaTPHbIH YbIH TOPMBIIIBI KYPEHEUUIdpE. Y3 TepOUIapbIHbIH XapaKTepJIbl

ChI(paTiapblH  TaNUIbBIpy ©ueH

yia

MEePCOHAKITAPHBIH

OUYKC  JTOHBICHI Oemon TOTPBIKJIBL

acconranuAIapro usd 6ynraH reOMCTPUK (1)0pMara TassHI'aH.

Ton Temenuanop: [Ipazat Hokerit yiber coHOOT, pexuccep, paccam, TaTap TeaTpsl
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Cputrama euen: ConranoBa P.P. Tarap teatpsl menbsickl — pexuccép Ilpasar HconbGor
pacemuopenad // Tatarica. 2025. No 1 (24). 108—117 6. https://doi.org/10.26907/2311-2042-2025-24-

1-108-117
Kepewm
Nnebe3 TeaTphl TapuXbIHIA PEKUCCEPIAPHBIH
hoM akTepmapHbIH CBIHJIIBI ~ COHTaTh  OCJoH

MaBbIlyblHA Mucaiap Kyn: CTaHUCIABCKUU Y3
KyeJBIIUIAPbIHBIH [TPOCKTIAphl aBTOPBI Oyinapak
TaHbUia, Oanermerictep K. [oneit3oBckuit Bak
mwiactukaga suum. C. DOizenmreiin hom H.
AxnmoB, H. CumonoB hom @. [lansnua (y3eHeH
COXHO 00pa3iaphliH yII y3€ yiJall YblrapraH) paceM
schliiiap. AJNapHBIH OSIUISPE  3aMaHIalluIapblHA
omnrene Oyina. B. Kauanos ncemennore Kazan pyc
npama tearpbinaa A. ['yce hom I1. I[Beraes, IO.
@DeoTOB paceM SCHIA. © MEHd TaTap pekHuccepbl
[Ipazat UconbOoTHEH rakoenm poccam OyITybl OHWK
azjapra MorbJIyM.

Kymnop [Ilpazar Hoxwiii  ynet  HconGotHe
(1927-2001) axrep, pexwuccep [1, 6. 70-78, 88-93,
126-137, 151-157, 205-215, 226-229], [2], [3],
[4], [5], mexaror Oynapak Genos [5, 6. 47, 65-67]. I.
Kaman wucemenzore tartap IOYJIOT —aKaaeMus
TeaTpbIiHAa yn KabaTiaHMac oOpasnap TyIbIpTaH
keme: I'. MycpenoBubiH «Ko3bi-kepnenr hom basx
ceuty»binga  Komap, K. Tomuumuei —«bonan-
[Marmanceinga  epamo, A. OcCTpOBCKUMHBIH
«Kotblpran akuanap»biia Bacuibkos.

TaTap TeaTpblH cerouenap, MeraeH, yj Kyiraxn
criektakiabropasH H. Mconbatrer «Myca Xommmny,
«Temmxamany, I'. @urepelinonnsiH «Kom», XK.-b.
Monbepubiy ~ «Taptiod», B.  IlexcnupHbIH
«YamaceiHa Kype uapace», [. Kamannusig
«bankpor», «boxerce3 eret», @. BypHanIHbIH
«Tahup-3ehpoy», «Sub Hepakaopy», M. dolizuHeH
«anusbany», P. Barymnamein «Kuuep MuHe,
oHkol», I'. MHcxakeliHbIH <«3emoiixan, <«OKan
baeBuu» hom Oamkamapabsl xoTepiuaep ome [5].
Koipeik enpgan apteik I'. Kaman ncemennore teatp
COXHOCEHIQ pexuccep Oynapak anThl AHUCT
CHEKTaKJIb Kyell, yJ TeaTp TapuXbIHIA Y3 YPbIHBIH
stynbiid. TeaTp Tapuxubicel FO. A. bnaroB aHbig
JITYOHJIETEHO OWK THPOH 001 Ompo: «AHBI
KYIIMEJEep APk, 9J100TTS, TaTap TeaTpbIHIA
I'. Ucmorprities hom 1. CapbIMCakoB TpaguIlis-
JIOpEH J9BaM MTTEpY4e AUSAPro MOMKHUH — aHBIH
WKaad TOYepKblHA MIylaid YK Iorapbl KyelbIll
KyJIbTypachl hoM CHEKTaKJIbHEH CTPYKTYpachlH
Terayl OCIITBIPY Xac uzae. Akxrepiaap OenoH
MOHICO0ITIIOPIR aHbl hopBakeIT  rorapsl
MOJIOHUATKS Xac heHopu ocranblk —Owuirece
Oymapak, “MoKTom’” OyIiIyBl XKoJIell UTTe. YJ Tarap
TeaTpelHAa OeeMe, UCKUTKEY JIpyaunmsice OeloH
TEHd TYyrell, KOHIQJIEK TOPMBIIIbI CTHJIE OENoH 19
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aepBUILIT TOpPraH ‘‘eBporeenr” wae. burpok To
COHTBI e/uapia Tarap OAQOMSTHIHBIH KIACCHUK
MHUpachlHA MOPOKITraTh WTEM, Yy aH[a Ja MWLM
Y3€HUOJICK OMJITETIOpPEH TYTeN, OOJKW aHbIH JOHbBS
MHUpachIiHa KaTHAIIBIH 33J197e» [6, 0. 114].

0. A. bnaro II. Hconbor QeHomeHbIHA
0osToMd  OMPToHIS, WIYHABIA HOTIDKOTS  KHIIS:
«Anms00oM OuTeHeH Oep ATBIHAA HEYKd JIPU3M
OcnmoH cyrapbUiraH akBapenb Iei3ax, HKeHYe
ATBIHJA YTKeHjere hom ausl kahkahoce catupa
OeloH  SIHOLI® TOpraH IIapKjap aHblH 3J4Ke
JIOHBSICBIHBIH ThIHA TYTEI, O aHA MKAT UTOPId TYPhI
KWITOH MOXHUTHEH J19 Oep T'eHd Tepie OyJMaBbIH
aHJIBIACHIHY [6, 0. 115].

«1963 enma Kaman TeaTpeiHa siHa JUPEKTOP
ounrenonenop. Y oOKOMHaH KHTEpen Kyenras,
WOKAT DIICHEH PaTeH OelIMU TOpPraH KbICKa OYHIIbI
KOMMYHHMCT HJE.

yn ennsl Kaman TeatpbiHa siHa Oamn pexuc-
cep — pyC KeLIeCeH KUTepel Kyiapuiap. Y Kakya,
YaHJBIP, O3bIH OYHJIBI, CONIOTE YaMalbl TbIHA KOM-
MYHUCT HJIC.

yn enbl onbl royadne aptuct [amu
HonpykoBHBI mapTopr UTen KynranHap uie.

JupexkTop TeaTp coHrareH O€IMHM, aHJIaMbIi
Toprad Oep HajaH OOHJ/O, OMMa aHBIH ILIAHHAPHI
OMK 3yp, YTSII Ublra ajbIpiibIK Tyrei. Pexxuccep ta-
Tap TapuXbIH, TaTap SASOUATHIH OSIIMU TOpPTaH Oep
KWIMEIK une. Tearpra Xajlblk MOpMH, racTpOJib-
JIOPJIOH SHBII KailiTa UeK.

BbepBakbIT 1uBap ro3UTEHAS LIYHIBIH CAaTHPUK
pocem ubIkTHl. Cnoprra XuHy4enopue 1, 2, 3
ypbIHHapra OacThIPBIP ©YEH KHPTIOU OacKbIUIIBI
KYTOpTMOo OepeHde ypbiHaa Harmomeon Gammibrst
kuen, HarojneoHHbIH Yy3€HO I'eHo Xac IM03achIHAA
TeaTpHbIH naupektopbl CabutoB Oackll TOpA,
WKeHYe ypbIHTa OaribiHa TyOoTol KHroH Oarr pe-
xkuccep MuxaiinoB Oackan. (bam pexwuccep Ta-
TapJapra spapra ThIPBILIBINTHIP, aXPbIChI, OallIbIHA
YUKKOH TyOoToM Kuen Hepu.) OdeHue yphIHIA
KYJITBIK acThlHa ce0epKe, MyHYa JISTOHE KBICTBIP-
raH MapTopr ypblH anraH. HamoneoHn GeTeH TaTap
COHraTeH synapra XbisjulaHa. bekmioenm OeTKoH,
TaTap TYOQTOilsie ypbIC TaTap COHraTeH YCTEpEpra
anpiarad. Ilapropr, apba Barbuica — YTBIH, Yyres
YJICO — UT AWIOHJQW, POXOTIOHEI, MyHYa Keper
KaTell kwia. by — oue catupa wupme. Xanblk
paceMra Kaphblii 1a 34e KaTbll Keid. PocemHeH aB-
Topbl McoHOOT MKoHIere cep Oynbin Kamasl. [IyH-
HaH COH 03aKJIaMbIid OYJIIBIKCHI3 Oall PeKUCCEPHBI
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Jla, IUPEKTOPHBI J1a TeaTpAaH Kyapuiapy, — Ul s34
y3eHeH uctanexinapenns P. barymna [5, 6. 140].

I[I.  HcoHOoTHeH TasATh OCTa  paccaM
OyJITaHJIBITEl OMK CHPOK KEIIera Marbiaymiep. Yi
KapTHHAJIAPbIH Y3€ ©4YeH I'€HO s3raH. AJlap aHbIH

NOHBSHBI aHJay BICYJBl, TeaTrp TOPMBIIIBIHBIH
oOpa3mapia JjoBaM wurye Oynbin  Toprad. [L.
Hconbor  scaram 57  pacem,  Imapiap,
Kapukatypamap Ownrene [5, 6. 147]. «AHBIH

MHUpachl O€NoH TaHBIIIKad, Yy3€M ©uYeH TaTap
TeaTppl  TApUXBIHBIH  OWTIIOPEH  ep-siHaJaH
aukannait Oynmem. 2014 enma JloymoT myseeHma
II. HconOoTHEH KBIPBIKTAH apTBIK paceMe
Kypraamora  Kyemael. KypeHekiie — pexuccep
TOPMBIIITArbl  KYPEHEHUIOpra  enMar  aiia,
kahkaho amra OarysiHa Tamamraybiap XolpaH
KaJae». [5, 0. 140]

«[Ipazat HcoHOoTHEH KYpro3mors KyejiraH
SIIIOPEH  3yp  KBI3BIKCBIHY  O€TOH  KY3/9H
KmuaepeM. AjapHel heHopW paccam scaraHJIbITbl
Oep Kapayma KypeHo. Olere  poCceMHIPID
aBTOPHBIH  JIOHBATA  y3eHUoNekie  Qoamcodu
Kapamibl, TOCJIOpHE TaHybIHAAa Taxoem Oep
HO(HCIIEK CU3EID.

Burpok 19 Kelie cypaTeH MO39K MTEN sicaratja,
yJI TamamavyblHBIH KYHENeHd CeHEeN KallbIpaan
Keuse o0pasiap KUTepenm ublrapyra Hpes.
[Ipazat hop siHa 0Opa3HBI TYIBIPY ©YEH Op-sHA
KOHCTPYKITUATS TasiHa, IIyHA Kypd Oy aBTOPHBI
KOHCTPYKTHB (hUKep HOPTY OCTachl AWMIT 059y
hua 1o xara Oynmac. MkeHue Tepie oUTKOHJO,
poccaM Y3€Ho SXIIbl TAHBII TEPCOHAKIAPHBIH
hopkaiicern  xkyOmk (¢dopmamga Kkype ama hom
aJlapHBIH TabHUraTe-XOoJIKbIHAATBI Tem
ChIi(paTIapHbl TOYAQIOHACPYTd HUped. TeciopHe
ol0aT cH3EeMIIOBE OCTEHS YII 9l KOMIIO3HUIIUSHE 119
rasTb OCTa Kopa. © WHAE MH3aHCIECHATAPHBI

TaCBUPJIABbI OeJIoH XX Ho3HEH nahu
peXHCCepIIapblH XOTEPIIATd», — JUTroH Tartapcran
pecyOJIMKaChIHBIH aTKa3aHray COHraTh

snurexiiece Unmap Xanos [5, 6. 80]

Tuxkmepeny Mmarepuaiapsl hom meromiapsl
I[I. HWcoHOoTHEH  pOCEMHOPEH  OQsUIOYmo
KyJIBTYpa-TapuX, 4arbllIThIPMa-Tapuxy, Gopmalib-
CTHJIMCTHUK aHAJIN3 METOAJIAPHI (aiijanaHbUIIbL.

Dukep aabiry
[Ipazar Uconbor 1927 enubiH 9 OKTAOpEHID
Y ba mohopeno TanbuIraH TaTap A3y4bichl Hokbli
Nconbar rammacenns tya. Poccamiibik comare aHa
O0abacerHHaH hom oTmceHHoH Kkanrad. Ilpasat
UconbotHey 6abacbl CupaxeranH 3akupoB XX
racelp OambiHAa Manaszjga «3yp YKbIraH Trallum
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MyJia OyJNbI» TAaHBUITAH. ABBUIBIHIA «MOKTOI
auplIl, JKOJUTYe, (POHUYD, SHAUA YKy KEPTKOHY.
«Metrpuka hom 3AI'C »sumepe Mysuta KyIblHIA
Oynranra, ajapHbl OMK MOXTOJIOMN, METpPHUKara yse
s3a, aHbIH SI3YbI TasTh JOPIKIND Matyp, HOpUC
Oyma uae. Y Tepiie Teclie KOra3blIopJoH MaTyp
xopedop kucem, anapiaH OWK ocTa HTel
HIaMaWJuIdp  SICBIA, ©OWIOpHE IIYHBIH  OelioH
CoHTaTh4o Om3m mae. Amap Maas3 SHTBIHBIHIA
sHAbIIAp», — aun s3a H. Hconbor «bobu wak»
noBecteHna [7, 0. 59-60]. Ilpasar McoHOoTHEH

otuce  «CoHOK»  JKypHAJBIHAA  IOMOPHUCTHK
HIMTBIPBJIOP, CATHPUK XHUKOSUISp, mnamdieriap,
MapOAMSIIAP, (enbeToHHAD, 3MHUrpaMmaap
aBTOpbl Oylapak KblHa Tyrell, o TaJaHTJIb

KapukaTypuct Oymapak Ta TaHbpuraH [8]. «H.
HcoHOOT — caTUpUK HMHTCHLUATS HUTE3IIOHTOH
KapuKaTypa ocTachl. Pocemiie TekcTiap apachlHaa
HIap>KiIap, COLUalb, COSICH KapuKaTypajap O4pbIi.
Komuk-catnpux KOHCTPYKLMSUISTOHD,
CHUMBOJUIAIITBIPY TATJIApbIH, aJOTM3M TI3IUIapblH
¢aiimananay, mun s3a M. XobOermuHoBa. 1.
HcoHOOT Y3€HEH HMCTAJICKIOPEHId PICEM COHraTe
OcnmoH MaBBITYBIH Owmnrenon yro: «MwuH OuT,
poccam Oynblpra xbisumiasbin, KaszaH coHraTh
VYWJIMINEChIHA YKBIABIM. 1944 emma 6e3 Omup
BonmuoxMoTOB TUTaH eret 0es1oH MocKoyra KUTTEK.
Tearp yumnmmecbiHa. bep Mockayra Oapbin
3JIOKKQY, pacCaMHAp XJ3€piIl TOPraH yKy HOPThIHA
KydopOe3 ose, OUroH upaeK. JIoKMH MHMH MEH

urymel  Teatp OenoH  arynaHabiM.  Paccam
OynmamMazpiM.  SI3MBIIBIM — mrynail  OynraHzabIp
uHae» [9].

hopkemHen y3 Teatpsl Oyna AMAPra spaTkaH
KypeHeksie pexuccep. by — aHbIH JeHbATa
Kapaibl, YbIHOAPJIBIKHBI Y3€HYo Kypye hom
ayraBel. HplkmaOpak yitmam kapacaH, TY39JUIeK,
HO(HCICK, 3aTIbUIBIK — hopKalCBIOBI3HBIH KYHENT
TYpEHQ OUT.

II. Hconbor kapambiH4a, oo0MAT OeioH
My3bIKa ThIHA IIOXECHEH XapaKTepblH TyllaeM
auplll  OMpo ajMblid, (oKaTh CBHIHJIBI COHraTh
OCOpEH[IO IeHd KEIICHEH YbIH 1e3€, aHbIH OyreHre
xanore hoM KHIIOWOKKO HHMHAW 6MET OariaBbl,
XbISUIBl Yarbuia. Pexxuccep OUT yi, paccaMm KeOek
YK, hommo HopcoHe Y3 Ky3e OeloH Kypen dII HTd
hom y3e KyproHHe, KOMIIO3ULMSA KaHyHHApPbl
KyIIKaH4a, KapTOHTa SMCO Kora3bpro Temieps. ©
MHJE KOMIIO3MLUSHE JKMHEJI Te3u anraH hom
TOCIIOpHE OWK YTKeH moineroH [Ipa3at, roMmymoH,
COXHO/I® KYPCOTEpro TEJOroHeH aK Korasbro
Teulepy acH Kapblil. YJI sicaraH poceMHOpPIare
TOPMBIIIYAH KYPEHELUIOp TEaTpHbl XOTEPIIOTI.
AnapublH  hopkaiichlHIa TeI-TOraj yiJlaHTaH
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CIOKET 4arbila, TaMaliadbl yia oOpa3iapHbl
CIEKTAKJIBbIOH XOTepau hoMm HCKe TaHbIIUIAPbIH
KYPIroHIIoW COeHA.

[opTpert sicapra ajpIHraH paccamra KyNnToHHOH
SN KWJTY4e TPaJULMs CypOTHE HSICEHS OXIIATHII
hom Gepxanop Ou3on-MartypIamn sicay TamoOeH Kysl.
[lyHa Kype eml KblHa OXINAILIBIKKA HMPENly Tl
MakcaTKa 9Bepeid M9, IIOXECHEH XOJIKBI-(pureuIe,
OyToH Tepiie ceridariapel OupenmMu Kama. Olie,
KEUICHEH TBIUIKBI KbIA()OTE AHATOMHUK SIKTaH
TOHTOJ KHJIYEH KWI9, TUK WHJAE Kelle Yy3€, aHbIH
34KEe  JOHbSCHl  QJere  Cypoarre  OeTeHJoi
yarbUIMbIA.  MeraeH, coBeTiap  3aMaHbIHAA
UTBTHOAD Y30r€HO MIOXECHEH COSICH He3e TeHd
aJbIHTAHABIp Ja, TaMallaybl IIYHA KYHEKKOHIEP.
[I. McoHOOT »SHUISTOH MIAPK OJKICEHId HCd
CYPOTHEH TOHI9N KWiye huu To MOKOYpH Tyred,
MOH/[Ja MII9XCCHCH J4YKE€ NOOHbSACBIH TYJIACM aYblIl
OMpy MOMKHWHIIETE Tya.

II.  Uconbor poceMHOpeHIS KapuKarypa
YKaHpBIHA Xac IUIaKaT KypeHele OOTEHIIoN 19 [OK.
MomnsbIH co006e MeHd HUIS: OepeHde YnparTa, yi —
pexxuccep, apamarypr Out one. Illyma xypo
hopBakbIT «MH3aHCIEHA» KHTEPEN YbITapYHBI KY3
YHBIHIA TOTa. POCEMHOPIO CYpOTIOHTOH KEMHE
FeHd aIcaH [Ja, airbl IUlaHza OyJICBIHMBI,
ApTKBICBIHAMbI, HUHIUPOK POJIb YHHAraHelH hud
SUITBIIIYCBI3  QWTO anachlH. JIMMOK Ku, aiere
POCEMHOPAS  PEKUCCEPHBIH  XBIAJBL,  HHUATE
auplKJIaHa, IIyH/Aa YpbIH anrad hop cypot tere siku
Oy Bakwliirajga, KYpPEHEIITd huYmmkces, Y3eHEH
YPBIHBIHA TOIIEH YThIpA.

CoHraTeksp Yy3eHeH KahapMaHHApHI SITOTOH

TOPMBIII-KOHKYPEIITOH aepyya ohomusTie
MU3TEIUIOpHE  Koraspra  Temieps. Kemuenuep
CYypoTeH sicay O€IIoH TEHd YWKISOHMH, Y3€HO
KHPOKJIE CBI3BIKIIAP SAPAOMEHID COXHOIId

KYPCOTETIOUOK XOPIKOTHE 19 KUTEPEIl Yblrapa. OHO
myHaa uaae 1. conbotHeH rpaduka emkoceHms
Y3€H TasfTh HPKEH TOTYYbl paccaM HKOHEHd
OepHMHAM WIMTeH A9 KanMblid. TeaTp cCy3aoH
OanIaHbII KHUTKOH HIMKEIIe, rpaduka
HOKTAJIApHBI Jepec Kys OenmynoH Oamurana OWT. O
aHblH hop HOKTacel BIIaHBIWIBL, hom amapran
sHeprus Oepkenen Topa ceiMaH. [ paduk ansiMHap,
TeOMETPHUK ChI3BIKIAp Tys I[IpasaTHbIH KaHBIHA
CeHraH. © OWT WH KaTiaynbl (purypamap aa HOKb
Iyl  Taad  ChI3BIKJIAD  SIPJAOMEHAS  Te3eld,
IapKHBIH HATE3€eH MIyJIap TOIIKWI UTd. Pexuccep
TEJIOCO HUHIM CHUTYalWsAId OIUIM aja, KyJbIHA
9JIOKKOH hoMMa HOpCo paceMm sicay ©4eH sipam Kysl.
OnTHK, VCOoHOOTHEH KalcChiOep PICEMHOPEHEH
KOrasb KHCOTE€Hd SMCO JO(TOp THIMIBIHA CHIHBIK
KapaHJaml SIKM SIHTaH IOBIPIBI ONoH  sI3bUITaH
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OyJIybl aBTOPHBIH IMapX ©YEeH MaTepuai caimar
TOpMaraHblH, TepJie MapTiapia SUUTH ajJraHblH
MCOATIIBIMN.

MeraeHn, Tearpra yi 6amurs Oynrad KblHa Tap-
Thuta Oanuiarad. ChIHJIBI COHraTh YYHIIUIIECHIHA
YKbIpra KEproH SIIyCMEp 4YarblHJAa Y3€HO HU
KHPOTE€H aephIMadvblK aHjam Ta OeTepMAITroH/Ep.
SI3MBIITBI aHBI TeaTpra ajbll KWujlo, hom mryHmarst
MOXHTTO, LIYHAArbl KUPJEKTS YJI Y3€HEH romep-
nex heHopeH Owiren, KbIii0IachlH aubIKIbIi. Pe-
Xuccep Oynapak Ta, paccaM Oynapak Ta, My3bIKaHT
Oyrapak Ta, aHbIH TAJIAHTHI OHO IIYH/IA aYbLia.

Ouwopen kaparady, [1. MconOGotHeH pocemHe
KOeN KbIHA KYIOUYbl, KOMIIO3HUIIMSHE TOTSN WTEN
Te3u Oeiyde poccaMm OYNTaHNIBITBIH KypaceH. YII
KYIl yKbITaH, KYIHE KYpd OENroH, yijaHbIpra
spaTKaH. YT 3bIAIIBI, KBI3BIKCHIHYyYaH, CY3rd OCTa
QHroMoJoII OyIysl ©CTEHo, XOaal aHbl OMOpP
XHCEHHOH 19 MOXPYM UTMAI9H.

MuH aHbl SKbIHHAH O€IMHU HJeM. OMMa
POCEMHOPEHHOH YBITHINT (PUKEP HOPTKOHIS, aHBIH
XolpaH 3UPOK aKbULIBI, TOPMBIIMITAH SIMb TaOBII
ALIOTOH IIOXEC MKOHJIETE CH3eNd. Y3-Y3€Hd TasiTh
TaJomuoH  Oynmybl  aBTONOPTPETIIAPBIHAA YK
KypeHen Topa. Smbpok darbliHIa y3eH Toka00ep
hom xbit0 wren cyporim. Yco Temkou, Kbisadare
CeplepaKk TecMep aja, KapallblHAa KBI3BIKCHIHY
omnrenope apta. PoccamHap, roMmyMoH anrasjaa, y3
CypoTiIopeH NpouiIbae sicamacka ThIphIIIaiap. ©
I1. McoHOoT aBTOMOPTPETHIH KO3TETd KapaMbliiya
Jla sichlid anrad. MuHa Kajica, MOH/a aHbIH KELIEHE
«YTONM  KYpo» Oely coldTe [0 Y3  DIUeH
SIUTSTOHACP.

Y3 Xe3MOTeH spaThil Oamikapy, Kemeaopra
MOpXaMoTIIe Oyily pacCaMHBIH SIUISPEHIS /19 Ya-
ThUIA: 3yp A9PT, COHTATHKS Keule Moxo00aT OesioH
ScCaNraH PICEMHOPEHI® HI3aKITIIENEK, HO(HCIeK
XOKEM COpa. OHO IIyJl HOPHUCIECKHE, 00pa3IbLIbIK-
HbI, KAMWUICKHE KYPY MHHE XOWpaH KasJbIpIbl
hom mexcu Kypro3maceH OCIITHIPYra pyXjiaaHabIp-
JTBL.

By pacemHuopae rys Tatap TeaTpHIHBIH Yajl Ta-
PUXBI TOYIQJIOHD. AKaJeMusi TeaTpblHAa Oep Tra-
CBIpra SIKbIH MOWJaH TOTKaH, aHa JaH-mehpar
KUTEPToH Talld 3aTJIAPHBIH HO3719pe KY3 alIbIHHAH
y3a. AJIapHBIH aBTOPBI, 3yp COHTATHKAPIIOPTS T'€HO
xac OynraHya, 3CKH3-Maszap OCJIoH MaTalllMBbIi,
OepoyHEH 0 OMEpeH-3aKa3blH YTOMH, OJIKH
Y3€HEH KYHEJE TEJOTroH/Io — PEMeTUIMS BaKbIThIH-
JlaMbl, TacTPOJBAO YaKTaMbl, SUI HUTKOHIOME —
paCceMHap sicall TalUIbIn.

AnpH hop mepcoHakra xac KbISIOTHE, CHIN-
(aTHBI, 103aHbI, XaJIOTHE Y3€HO KUPIKIIE MHU3TEIID
AJIOKTEpEeN allyblHA XoMpaH KaJIbIPJbIK. YJI el KbI-
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Ha TEOMETpUK QopMma KyJUlaHa, NIyJIail HTen
hopkemHeH y3eHYonekse SThIH KUTEpEeN YbIrapa.
Mucan eden, «Jlupextop yperaOacaper ["'abapax-
MaHOB MOPTPETHI»H/IA POCMU TOTPBIKIIBI 00pa3 Ku-
TEpern YbIrapy ©4YeH IeOMETPUK OYITOYMAaKHBI KY-
mait kypco, ®@. KombGapuCOBHBIH KapIIbUTBIKIIEI,
Y3€HUQNIEKIIe 3aT MKOHEH TacBUpJay ©YeH, YHpat-
JAIITHIPBII, OYJIapbIH TYOOHTS KapaTbIl, Ka3blKiap
sicart Kys. Tepie KaJblHIBIKTarbl IITPUX-JIap aHbIH
Y3roper TOpy4aH XUCIOPEH YarbUIabIpa.

apHBIH, TYTOpOKHEH TaOUTaThTd Y3 YpbIHHA-
per  OGap. UMcoHOOT poceMHOpEeHAS yia  Tepie
MOTI'BbHO® KyJUTaHbUTAa. OUTHK, «®DatsiiiMma Kama-
JIOBa TIOPTPETBI»HA TYT9PIK — MU3AHCIIeHa OyJica
hom akTpuCaHbIH TeaTp MOWIAHBIH/IA HBIKJIBI YPBIH
aNbBIll TOpPraHbH wcOaTnaca, HanmprokoBka mapx
POBELICH® sICAITAaH TYM-TYT'9POK Kypyak —
APTUCTHBIH XOPIKITUSH OyiybiHa minaps. M. byn-
TaKOB aHABIIIAPHBI «BaTBUIMBIN [a, YKHMEPEIMU
J19, MOTAIUEK aThlll Hepu», NUroH. «JleMuH moprt-
pEeTbI»HIA COHTaTh  OCJITCUCHEH  KOTEJIMIToH
XOIUTOp KUTEpeN YBbITapyblH, HBIKIBI XapaKTepPBIH
KYPCOTY ©YEH TYTOpoKHE OyIeMTeKIon Oupa.
9jere CypoT a3MbI-KyIIME aHTHK OFOCTIapHBI
XOTepoTd hoM ranuMHeH KbIsioTeH Y3€ UCOH YakK-
Ta YK MOHTEIISIITEPA.

PoccaMHbIH KayoM O€NoH scaraH SUUTOPEH/Id
aepyya KMHEJJICK CU3eJd. ABTOpP MOHJA Y3€H OUK
WpKEH TOTa: aK OENOH KapaHBI apajamiThIpy BICY-
JIBIH KYJUTAHBITI, XOTTa dJie KHPIK OyiraHaa KyJIora
719 KUTEpeIl Yblrapa, hop ChI3bIKHBI HOKD YpBIHBIHA
caJsia, ITYHBIH HOTIDKOCEH/IS OCpPHHHIN TO39TYCE3-
HHUCE3 KaMIJUTEKKd upets. Macanon, «U. 'adypos
MOPTPEThI»HAA KalOep ypbIHHApAAa TYIIb ChI-
3BIKJIApbl O€JIOH KorasbHE TOTAIlTaH KapaJIThlll,
Kaif0ep ypbIHHAp/a )KUHETYS ChI3BIKIAp ThIHA ChI3-
rajar, akiIsl-Kapaiasl (poH KuTepen upirapa. CyTbIn
BaKbIThIH/A aPTUCTHBIH Opurana cadwiHaa QpoHT-
Ka Oapeim, aHma OWenm WOproHEeH KYpCaTy 64eH
WTOKTOH, asK oOdjapblHa Oachlll TOpPraH HWTeIl
CypoTii. © HWHAE AapTHCTHBIH OwWpenen, razera
YKYbl — aHBIH Y3 JOHBACBIHA YyMraH Imoxec Oy-
TybIHa, OamIkaJapHBI Ja, Y3€H 1o OYTOHYS KY3 aj-
IbIHA KHATEpo ajMaBblHA MIIapd. bamr ecteHaore
TOCTIOpHEH Kyepybl Oy IIOXECHEH JYKE OHBSICHI
Ouk Oait OyITyHBI KYpCoT?.

«AlipaTr ApcllaHOB TOPTPETHI®HAArbl  ChI-
3pIKJIApJaH Xacusl OyiraH OM30K MOrbIIyKachlHA
XaT S3bI YTHIPYYBl apTUCTHBIH OOPa3bIH IIOPHIK
NOHBACHIHA XaC HO3aKaTJIeNeK, Hoduciaex OernoH
Oaera.

AkBapenb 0eloH sicaraH POCEMHOP/OH aepyya
WUT'bTHOAPHBI KNIl UTS TopranHapel — «Tpymma
Meupe YaHbleBa NOpTpeThl» OeloH «Pexuccep
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III. CapeiMcakoB TOPTpETB» Oyica KHPOK.
Moppsim  xaHbiM YasblmeBa 00pa3bl TeaTpHBIH
0eTHe chIMaH KaOyJ UTENd: TYsl aHbIH KapaTyTJIbl
He3eH10 HUHAUAEP CUXPHU Kod siiepeHen ara. bep
Kaparasja, rafn-rajy aBblj XaTbIHbIHA TapThIM Ta3a

royaaie OybIn KYPEHIoH 00pa3HbIH
KOMIIO3ULIMACE, UKEHYE Kaparanja, Keule UXThIAp
usiCe  WTEN, TrasTb  KbI3BIKIBI  TO3EJI9H.

CapbIMCaKOBHBIH XOJIKbIH KYPCOTY MakcaThl OeloH
yn Oep Tabak KoraspHE AWAroHaib Oyimam Oyio:
Oep ernemeHa CypaT SCHI, UKEHYE OJICHICH aK KH-
nen Kanaslpa. MOHBICEI — MOTaeH, yJ THIe3JI9HEIT
XONICHIIO TOTBHIN TOpraH Oallka JeHBSABIP. OIIIo
COH Tearp HeHbACH y3eme? llupuszman araHblH
CypoTe HKE YIIOM/I9, HKE YPBIHAA, UKE TOpJIe UTEIl
OMpenroH; XOJKBIH KYPCOTY ©YeH HKe Hesle —
Oepce ak, Oepce Kapa UTeN CypoTIoHToH. Knemena
Kaparaujia, KeIsIOTeH SJNeIoH-dNIe Y3ropTeN Topa:
ane s10bITa, o€ Tazapa. AHBIH OelloH Oepro OeTeH
JIOHBSl J1a Y3ropepra THel HMKoH. Pacemms xoTTa
YPBIHIBIK Ta aHAa TOHTAJUISIIEPTS THIPHIIIKAHIAN
ToOoHOKIoHeN KanraH. Kersipare Ouk pacmu Oyiy-
ra KapamacTaH, KHeMe Y3€Hd 3yp, «Ka3 TIIUIIopEe»
TOIIEPENToH OeKOanuiap KUToH. JIMMOK, BaKBITHI
OcmoH  yII  sApAOMIS  MOXTax calbrii  Oana
XOKEMEHJID. ..

Pexxuccep PaBun TymameB Ta jauaroHaib
OCIToH OYJIEHTOH KOTa3hlo CYpOTIoHToH. CaphIM-
CaKOBTaH aepMaJbl OyJapak, yJ IIybII Temrern 6apa
CbIMaH, aHbl (POKaTh OOPBIH, TAICTYK, MUIKAK SKa-
CBHI YPBIHBIHA OWPENToH TYPBHI CHI3BIKIAp ThIHA TO-
THIIT TOPA...

O MeHd XecoeH YPa3HuKOBHBI paccaM ak OesioH
Kapa TOCIISPHEH Kepallle alla Jarbuiabipa.

Teatp Genreue basH ['BIii330TKO aepbIM YpBIH
OupenraH. ['anuM-roiaoMa XbIsUTbIA, POMAaHTHK OY-
na Out yn. Poccam aHbl TpuOyHa apTbIHHAH TasiTh
KHUTIH KbISIPOT OCTOH OJIBI-0JIbI Ca0bIH KYBIKIIAPhI
KUO0Opa Topran uren cyporin. «Calbiiinap calbl-
HBI» JIWII SI3bLITaH Ca0bIH CABBITHI Ja aJIJbIH/IA YK -
«basta ['pI#i330T» IUTI A3BUITAH 3yp TPUOYHAIA.

I1. HconborHeH KapaHmaml O€oH sicaraH
poceMHope 10 MIAKTHIH. AJIapHBI Ja paccam Oep-
HUH/IW KOYOHYCE3, KUHENI TeHd ChI3rayial Taluia-
TaHJplp ChIMaH Toela. ABTOp OWT aJapHHI
KYPro3Mara Kysp e4eH scamaraH, KaMHJUICKKD 19
oMThlIMarad. KyHeneHo Xyl KMITOH KYpEHEIIHe
TOTKaH JIa TIyJl MU3TEI/Id YK KOra3bro TOIIepProH.
KosekTuBTa siHa 9Cop YKy Z1a, pEHEeTULMS BAKbITHI
Jla QHO LIYJ PIBELIIC MOHIEISLITEPEIToH.

Kajiuareigma kora3p TaOarelHBIH aK KajraH
eJerie Kyopok 1o Oyna. Jlexopanusiopra y3e sica-
raH JCKU3Napja Ja aKJIbIKHBI-IKTBUIBIKHBI TasTh
ocra (aiiganana. Oirtuk, H. MconbotHeH «Myca
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Kommmy» TpareausicexH COXHAJIQIITEPToOHD,
pexmccep sicaraH ChI3BIMHAp Oepcy3ce3 Kalyn
WTENS, COXHO ITyJapra Kapam Ou3amno, ak (oH K-
TBUTBIK Oynapak (aiiiananbiia.

Hoatuaxd

Pexuccep Ilpaszar FicoHOSTHEH CHIHIIBI COHTATh
OJIKOCEHD KaparaH Xe3MOTJIOPEHNIO TeaTphIObI3
TOPMBIIIBIHAATEL  WH  ohoMusATIIE  BakbIHATaIap
KOrazpra TONIEPeNTaH, paceM JpaMaTyprusce
TIOPMKICEHD JKUTKEPETICI TOYIAIOHTOH. bepHuHIuN
THIAIBMH ~ X€3MOT  SIKH  MOHOTpadus, XoTTa
SHIWMKJIONENS /9  adblll  OWpe  anmMmactai
YBIHOAPIIBIKHBL WIYJT TEATPHBIH JYCHJO KalHaraH

pexuccep y3e paccam chifidaTeinga  «lIpasar
Hconbor TeaTpbI»HIA TyJlnaeM TacBUpJan
KYPCOTKOH.
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HUcanbGer IIpazar Hakuesnu (1927-2001) — axrep, pexxuccep, Hapoxusiid aptiuct TACCP (1981),
3aciykeHHbIH esiTenb uckyccts PCOCP (1986). B crarbe cucremaTn3npoBaHbl CBEJICHUSI O HEM Kak
0 TaJIAHTJIMBOM XyJOKHUKE. Matepuanaom Ui aHamu3a MOCIYXKUIU 57 KapTuH, Map:Keid, Kapukatyp
[Ipazata Mcanbera. B m300pa3uTebHBIX MPOU3BEACHUAX PEKUCCEpa 3areyaTyieHbl TIaBHEHIne co-
OBITHS TeaTpaNbHOM KMU3HU. DTO cBoeoOpa3Has M300pa3sUTeIbHAS IpaMaTyprus, CIEHBI TOAIHHHON
JKU3HU Teatpa. JIJi1 mepenadn XxapakTepHbBIX 4epT cBoux repoes [Ipazata Mcanber onmpaics Ha reo-
METpHIECKYI0 (hopMy, 00JIIAI0IIYI0 YCTOHYNBBIMK ACCOIMAIMSAME C BHYTPEHHHM MHPOM TI€PCOHA-

Keit.

Kiouessie cioBa: [Ipasar HakueBnu Vcanber, pexuccep, Xy10KHUK, TATAPCKUN TeaTp

Jusi umtupoBanms: Cyntanoa P.P. Mup Tatapckoro tearpa B pucyHkax pexuccepa I[Ipaszata
Ucanbera // Tatarica. 2025. Ne 1 (24). C. 108—117. https://doi.org/10.26907/2311-2042-2025-24-1-

108-117
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