M. M. KHABUTDINOVA, A. R. MOTIGULLINA

DOI: 10.26907/2311-2042-2025-25-2-110-127

THE IMAGE OF MUSA JALIL ON THE STAGE
OF THE ALMETYEVSK THEATRE

Mileusha Muhametzyanovna Khabutdinova,
Kazan Federal University,

18 Kremlyovskaya Str., Kazan, 420008, Russian Federation,

mileuscha@mail.ru.

Alfiya Rukhullovna Motigullina,

Kazan State Institute of Culture,

3 Orenburg tract, Kazan, 420059, Russian Federation,
alfiya311065@mail.ru.

The article analyzes the image of Musa Jalil in the performances “Kaida Minem Ilem?” (“Where Is
My Homeland?”), (written by Garaf Fakhrutdinov, directed by Ilyas Gareyev) and “Altynchach.
Miras” (written by Musa Jalil and Ilgiz Zainiev, directed by Murat Abdukatinov), staged by the
Almetyevsk Tatar State Drama Theatre. By genre, the former is a documentary performance and the
latter is an arthouse drama-remake of the famous opera by N. Zhiganov and M. Jalil. The image of the
poet-hero in “Kaida Minem Ilem?” is reconstructed in the light of the memoirs of the former legion-
naire, the participant of the French Resistance G. Fakhrutdinov. This is an episodic character, present-
ed in the performance as a poet, an underground fighter, and a bright representative of the Tatar intel-
lectuals. In M. Abdukatinov’s play, Musa Jalil is the main character of the drama. On the one hand, in
this production, the concept of the hero fits completely into the myth matrix of the Poet, established in
the national culture; on the other hand, it demonstrates the creators’ desire to escape from the estab-

lished ideas.

Key words: Tatar literature, Tatar theater, Musa Jalil, myth of the Poet, Ilyas Gareev, Murat

Abdukatinov

For citation: Khabutdinova, M., Motigullina, A. The image of Musa Jalil on the stage of the
Almetyevsk Theatre // Tatarica. 2025. Ne 2 (25), pp. 110-127. https://doi.org/10.26907/2311-2042-2025-

25-2-110-127

Introduction

Literature devoted to Musa Jalil has long been
distinguished as an independent and rather exten-
sive area of Russian literary criticism (V.
Vozdvizhensky, G. Kashshaf, A. Makhmudov, R.
Mustafin, N. Yuziev, etc.) [1]. Musa Jalil as a poet
and Musa Jalil as a man is different for each read-
er. The opera-poem “Jalil” (“Jalil”, 1956, libretto
by A. Faizi, music by N. Khiganov), the sympho-
ny-poem “Musa Jalil” by A. Monasypov (“Musa
Jalil”, 1971), the vocal-symphonic poem “The Last
Night” (1965) by B. Luppov with the verses by A.
Kutuy, the vocal-symphonic poem “In Memory of
Jalil” (1981) by R. Enikeev, the performances
“Musa Jalil” (“Musa Jalil”, 1957, written by N.
Isanbet, directed by P. Isanbet), “Monly ber xyr”
(“Conscience Has No Options”, 1981), written by
T. Minnullin, directed by M. Salimzhanov, of the
G. Kamal State Academic Theater, became land-
mark works in the history of Tatar culture, setting a
creative example for the future.

It is gratifying that today young creative forces
have joined in the artistic development of this he-
roic theme. Over the last decade, several perfor-
mances, dedicated to Musa Jalil and the Kurmash-
Jalil group, have appeared in the Republic of
Tatarstan: the performance “Xgalilchelorne iska
alu” (“In Memory of the Jalilovites”, 2018, written
by Yulduz Minnullina, Louise Yansuar and di-
rected by Liliya Akhmetova) [2]; the documentary
play “Kaida Minem Illem” (“Where Is My Home-
land?”, written by Garaf Fakhrutdinov and directed
by Ilyas Gareev, the Almetyevsk Tatar State Dra-
ma Theater) [3], the triptych “Musa. Moabit”
(2021, directed by Alexey Shitikov, the Kazan Ta-
tar State Theatre for Young Spectators named after
G. Kariev) [4], the theater lesson “Musa. Moabit”
(2023, directed by Bulat Gataullin, the Kazan Tatar
State Theatre for Young Spectators named after G.
Kariev), “Altynchach. Miras” (2023, written by
Musa Jalil and Ilgiz Zainiev, directed by Murat
Abdukatinov, the Almetyevsk Tatar State Drama
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Theater); the student musical “Jalil” (2025, di-
rected by Ruslan Fekhretdinov, Kazan Federal
University); opera “Jalil” (2025, libretto by Ahmed
Faizi, music by Nazib Zhiganov, produced by
Ruslan Kabirzyanov, the Kazan State Conservatory
named after N. G. Zhiganov) [5]. Tatar filmmakers
have also addressed this topic in recent years: the
documentary film “The War of the Unforgiven”
(2015, directed by Denis Krasilnikov), the short
film “A Soldier’s Cap” (2020, directed by Pavel
Moskvin), the documentary-spiritual drama “High
Spirit” (2022, written by Valeria Orazova and di-
rected by Didar Orazov), the fantasy ‘“Kara
Urman” (2024, “The Dense Forest”, directed by
Radik Kudoyarov). This is clear evidence that the
Republic of Tatarstan actively and systematically
popularizes the work of the great Tatar poet-hero.

Our study is based on the performances
“Kaida Minem Ilem” (“Where Is My Homeland?”,
written by Garaf Fakhrutdinov and directed by
Ilyas Gareyev) and “Altynchach. Miras” (written
by Musa Jalil and Ilgiz Zainiev, directed by Murat
Abdukatinov) of the Almetyevsk Theatre. The sub-
ject of the analysis is the image of Musa Jalil. The
study was conducted using the descriptive and
comparative methods.

Discussion

In 2020, the Almetyevsk Theater staged the
play “Kaida minem ilem?” (“Where Is My Home-
land?”, directed by Ilyas Gareev). The plot is based
on the memoirs of the Idel-Ural legionnaire Garaf
Fakhrutdinov, a resident of the village of
Karabash, the Almetyevsky District of the Repub-
lic of Tatarstan, as well as on archival recordings
of the speeches delivered by the legion’s propa-
ganda team: “Ak Kaen”, “Yash egetlar, yash
kyzlar”, “Kubalagem”, and “Balamishkin”.

There exists a vast literature on the activities of
the underground fighters in the Idel-Ural Legion (1.
Gilyazov [6], 1. Zabirov [7], R. Mustafin [8], A.
Akhtamzyanov [9], etc.). The interest in this topic
increased during the years of perestroika and glas-
nost. The path to rehabilitation of Garaf
Fakhrutdinov, who was a legionnaire and partici-
pant in the French Resistance, turned out to be un-
fairly long. Despite the presence of documentary
evidence [10], he was rehabilitated only in 1989.
Ayaz Gilyazov dared to immortalize the memory
of this “unforgiven one” in the story “Yara”
(“Wound”) (1984, 1988) [11, pp. 17-115]. How-
ever, G. Fakhrutdinov’s memoirs “Kaida minem
ilem?” (“Where Is My Homeland?”’) were pub-

lished in the magazine “Kazan Utlary” only in
1994 [12].

Today, it is widely known that the main goal of
the Kurmashev-Dzhalil underground anti-fascist
group was “the decomposition of the Idel-Ural le-
gion from within” and “preparation for an upris-
ing”. According to the historian 1. A. Gilyazova,
“to achieve their goal they used the printing house
of the ‘Idel-Ural’ newspaper, published by the
Eastern Ministry of Germany specifically for the
legionnaires since the autumn of 1942”. “Gainan
Kurmashev created and coordinated the work of
the underground organization groups of five. Musa
Jalil, who had the opportunity to move freely
throughout Germany and Poland, organized propa-
ganda among the legionnaires. Akhmet Simayev
worked at the propaganda radio station ‘Vineta’
where he was able to obtain information for the
Resistance group and produce leaflets. Abdullah
Alish, Akhat Atnashev and Zinnat Khasanov also
took an active part in the production and distribu-
tion of the leaflets” [6]. After a lengthy investiga-
tion, the Resistance members appeared before the
Imperial Court in Dresden. On February 12, 1944,
by its decision, 11 people were sentenced to death.
These were Musa Jalil, Gainan Kurmashev, Abdul-
lah Alish, Akhmet Simayev, Akhat Adnashev, Ab-
dullah Battalov, Fuat Bulatov, Salim Bukharov,
Fuat Saifulmulyukov, Zinnat Khasanov and Garif
Shabayev. The text lists their criminal acts — “as-
sisting the enemy” and “undermining the military
power”, as grounds for the sentence for all of them.
This formulation allows us to reasonably assert
that the Resistance Group that existed in the Idel-
Ural Legion caused serious damage to the Third
Reich with its actions [6]. The Tatar patriots were
executed by guillotine in Berlin’s Pltzensee Pris-
on on August 25, 1944,

The creators of the play “Kaida minem ilem?”
reconstruct the life of the chapel and the cultural
platoon. The production is made in the form of a
story about the unforgiven, forgotten legionnaire
heroes of “The Idel-Ural”. The playwright tried to
eliminate the “blank spots” in the national history.
The performance involves the young actors

R. Yusupov (R. Yosypov), I. Gimaletdinov
(I. Gyymaletdinov), A. Shagimardanov
(A. Shakimardanov), D. Khusnutdinov

(D. Khosnetdinov), F. Safiullin (F. Safiullin),
R. Akhmadiev (R. Okhmadiev), A. Miftakhov
(A. Miftakhov) and E. Nurgaliev (E. Nurgaliev).
On the one hand, the musical works, performed
during the performance — “Bulat xyry” (‘“Bulat’s
Song”, lyrics by K. Tinchurin, music by
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S. Saidashev), “Daniyags” (“Denmark”, lyrics by
G. Kormash, music by Y. Chaplin), “Toftiloy” (lyr-
ics by G. Tukay, a Tatar folk song), “Urman kyzy”
(“The Forest Girl”, lyrics by Kh. Taktash, music
by J. Fayzi), “Sagynu” (“Yearning”, lyrics by M.
Jalil, music by Z. Khabibullin), “Ak Kaen” (“The
White Birch”, lyrics by Z. Yarmaki, music by M.
Valiev), bring back the voices of M. Jalil’s con-
temporaries; on the other hand, they emphasize the
moral potential of folklore and music in develop-
ing the heroic spirit and love for the Motherland.

In the play, Musa Jalil (Albert Shagimardanov
(Shahimordonov)) is an episodic character, pre-
sented in a heroic and creative way. He is an un-
derground fighter, one of the organizers of the anti-
fascist resistance. His image is inextricably linked
with the image of the chapel, i.e. with the world of
creativity. The play tells how M. Jalil composed
the libretto of “Shurale” taking excerpts from folk
songs and takmaks. G. Sharafetdinova emphasizes
that the content of the work was anti-fascist in na-
ture. Thus, in the play, the folklore component of
M. Jalil’s poetic work receives artistic design. At
the same time, the image of the poet is endowed
with the status of a spiritual leader. The episode of
the legionnaires’ dialogue about the Syuyumbike
Tower carries a great semantic load.

The Syuyumbike Tower is widely known far
beyond Tatarstan, and is essentially recognized by
all Tatars in the world as a symbol of the Mother-
land, a symbol of the Tatars’ former statehood.
Answering the officer’s question about his inter-
pretation of the inscription under the Tower, M.
Jalil highlights the relationship between its seman-
tics and people’s patriotic feelings. For Tatar emi-
grants, this was the symbol of Idel-Yort, for Soviet
citizens — the symbol of Soviet Tatarya. The direc-
tor of the play focuses on Musa Jalil’s worldview.
The poet-hero appears here as a poet-librettist, an
expert on the folklore heritage of the Tatars. The
poet-underground fighter is shown in the play as a
talented propagandist, conducting educational and
explanatory work among the prisoners.

Musa Jalil’s creative work is reflected in the
songs that translate the main idea of the perfor-
mance: “Sagynu” (“Yearning”, the music by Z.
Khabibullina) and “Dvinada” (“On the Dvina”, to
the tune of Nigmat’s aria from the opera
“Eshche”). The chronotope of the performance is
significantly expanded due to its musical compo-
nent. Thus, the audience has a happy opportunity
to get acquainted with the musical heritage that
Musa Jalil’s generation gave to the Tatar people in
the 1920-1940s.

On November 30, 2023, the Almetyevsk Thea-
ter team and the guest artists rethought the idea of
“Altynchech”, the famous work of Musa Jalil and
Nazib Zhiganov. This is how the art-house drama
with an open ending “Altynchech. Miras” or
“Altynchach. Heritage” was born. In it, M. Jalil
acquired the status of an autobiographical hero.

Without going beyond the boundaries of his
character — the Poet-Hero Musa Jalil (Dinar
Khusnutdinov, Honored Artist of the Republic of
Tatarstan), the director managed to adequately
convey the non-verbal content of his consciousness
by verbal means. Although Musa Jalil is shown in
the performance as the author of the libretto of the
famous opera, created at the dawn of the Tatar na-
tional opera art, his image is devoid of the aura of
an “omniscient author”. The inner freedom of the
hero’s consciousness is explained by the fact that
we see a Poet-Creator before us. At the same time,
all logical connections are pushed into the back-
ground. The interpretation of this or that mise-en-
scéne of the performance depends entirely on how
well the viewer is familiar with the material.

In the art-house drama, one of the sources of
the literary text associative potential is the internal
form of the word, which includes a whole spec-
trum of associations that have settled on its exter-
nal form over centuries of its existence, and ap-
pears as a potential ensuring linguistic continuity
and the ability to develop associative series. The ti-
tle of the play, on the one hand, refers us to the
original source — to the famous folk tale and na-
tional opera; on the other hand, it encourages re-
flection on the problem of continuity in culture. It
is widely known that while working on the libretto,
M. Jalil drew on folklore sources (the heroic epic
“Dzhik Mergen”, the fairy tales “Altynchech”,
“Tuktar”, “Altyn kauriy” (“Golden Feather”), etc.)
— the heritage of his ancestors. (See the detailed
work of N. Yuziev) [14]. In Murat Abulkatinov’s
production, the opera “Altynchech” acquires the
status of cultural heritage. In different literary
sources, the opera has different names. Thus, on
the first poster, the creation of M. Jalil and N.
Zhiganov was called “ALTYN CHECH”, and in
the program for viewers it was “Altyn chech”. Lat-
er, the name of the opera was used in two varia-
tions: “Altynchech” or “Altynchach”. M. Jalil ex-
plained to the composer the reason why he decided
against using in the title the name of the opera’s
main character, Tuzgak-ana, who was the center of
the action: “Altynchach sounds beautiful. You are
a musician! Didn’t you get the idea? I agree,
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Tuzgak is a tragic image. Let us come to tragedy
through beauty” [15].

Searching for a poetic title, M. Jalil turned to a
fairy-tale image — the personification of the Beauti-
ful, openly pointing to the super task that creative
people faced during the period of nation-formation
— to share the achievements of national culture
with the world at large. That is why, in our opin-
ion, the title of the opera on the first poster was
designated as “Altyn chach”. In this form, it is sim-
ilar to the way “Altyn chéach!” (“Sow gold!”) is
pronounced.

At the same time, the title of the opera is close-
ly connected with the concept of “golden hair”.
Since hair covers the upper part of a person’s body,
it symbolizes spiritual powers. Golden hair in an-
cient times was known to act as an element of solar
symbolism, since it was associated with the sun’s
rays and with all the vast solar symbolism [16, p.
117].

It is not surprising that the opera “Altynchech”
has been perceived as an outstanding work by ex-
perts and ordinary viewers/listeners since the day
of its premiere. The creators of the opera managed,
as their main achievement, without destroying the
original idea, to find new ways of bringing the na-
tional culture up to a new level of its development
and, at the same time, not to lose the core of the
national audience. By ordinary people, N.
Zhiganov’s opera was perceived as something
“their own” and “native”, not “different” and “for-
eign”. Shortly, individual parts from the opera be-
gan to live their own life among the people. We
can find proof of this fact in Adel Kutuy’s mem-
oirs. The poet happened to see a girl performing
the aria of Altynchech as a folk song “Ankay
dogasy” (“Mother’s Prayer”) at the war front [15].
Experts also highly assessed this work on the days
of its premiere. Thus, according to the composer
Albert Lehman, in “Altynchach” “perfection itself
reigns”, “the images that are dear to the national
heart live, the generalized images that have the
eternal aesthetic and moral foundations of exist-
ence” (quoted from [15]).

According to ancient ideas, the image of gold-
en hair has the potential of the ring — the personifi-
cation of a dual essence. Here, we mean the com-
bination of opposite principles: something active
and passive, affirmative and negative, creative and
destructive.

Within the folklore tradition, patriotism be-
comes the dominant theme of the play’s plot. To
reinforce this idea, the director and playwright re-
sort to a ring composition. As a frame, [. Zainiev

and Murat Abulkatinov use the folk song
“Ilkaeem” (“My Homeland”, 1917) by Naki
Isanbet [17]. During its centuries-long existence,
the work has managed to win the souls of the Ta-
tars scattered across the globe. This song vividly
manifests love for the Motherland and the hero’s
reflection on this matter. In Naki Isanbet’s text, the
happiness of the person, whose destiny is to be
“the nightingale of his native land”, is closely con-
nected with a sense of duty to the Motherland.

As its main part, the plot of the play
“Altynchach. Miras” has a new variation of the
dragon-fighting story. Faced with the tyranny of
Azhdakhi — the Dragon, which threatens the har-
monious existence of their native land, the people’s
defenders acquire the heroic status becoming de-
fenders of their Fatherland, having embarked on
the path of struggle. In parallel with this plot, the
play puts flesh on the themes of the poet and poet-
ry, the people and power in the context of national
character and national images of the world.

The deliberate “cinematographic” quality of
the play “Altynchach. Miras” is striking, due to the
director’s desire to depict a dynamic situation, to
compare its fragments from an unusual perspective
thereby alienating it, as well as owing to the need
to guide the process of perception of the reader-
viewer through “transfers” in time and space, vary-
ing plans and regulating the time of the text. (For
more on this technique, see the book by L
Martyanov [18]).

In the process of visualizing the literary text of
Musa Jalil’s libretto, 1. Zainiev and M.
Abulkatinov strive to reunite the “visual experi-
ence” of the author, reader and the protagonist,
capturing it in the plot and compositional structure
of the play, as well as to depict a dynamic artistic
space, create an “optical metaphor” by combining
visual images, directing the reader’s attention to a
certain object or action, and making an emotional
impact on the readers, thus involving them in co-
creation. This explains the slow-motion depiction
of the Bulgar clan’s death (see the transformations
of the Choir), as well as its individual representa-
tives, for example, in the person of Yanbulat
(Ramazan Yusupov) or Karakash (Dilyara
Fazlieva).

The viewer becomes a witness to how of the
Poet-author’s point of view, reflected in the libret-
to, “slides” from one character to another, from
one object to another, thus “assembling” a com-
plete picture of reality from disparate fragments.
The author’s view of the Poet alternately moves
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from one speaking character to another, sometimes
interrupting their lines or continuing them.

To creat a dynamic situation of observation,
the director resorts to the technique of varying
shots: from a general shot to a specific one (see the
mise-en-scéne of the first acquaintance with
Altynchoch). Developing the “observation situa-
tion” in the performance, the director sometimes
resorts to the coincidence of the Poet’s spatial posi-
tion with that of the characters in his opera. Some-
times the Poet, having transformed into his charac-
ter, actively intervenes in the development of the
opera plot, as in the case of Altynchach’s rescue
from her pursuers. Sometimes the viewers are
forced to make guesses about what is happening by
looking at the play of light and shadow (the artist —
Sofia Shnyreva), by listening to different sounds
reaching them (the sound designer — Simona
Markevich).

By creating a sound image in the complete ab-
sence of visibility, M. Abulkatinov tries to activate
the readers’ imagination, involving them in the act
of creation. Recreating the picture of a national
tragedy, the director repeatedly resorts to the Cho-
rus of representatives of the Tuzgak-ana clan who
died during the clashes with the Khan-alien; in the
play, he is characterized as Olug Khan (a hint at
Genghis Khan?!) to enhance the impression. The
parts of the Chorus of the dead sometimes consist
of individual lines, or of silent, vibrant plastic
movements, referring us to the pianistic technique
(the plastic director — Nikita Belyakov). The poet
moves towards the implementation of his creative
idea, slowing down, or speeding up his characters.
To enhance the meanings, the lighting designer
highlights interesting visual parallels: thus,
Altynchach’s hair smoothly flows into the pine
trunks of the backdrop, the silent piano into the vo-
cal desk, etc.

The main character of the play is the Poet-Hero
— Musa Jalil. The subject of the production is the
act of creating a national opera for the Decade of
Tatar Art in Moscow. The gaze of the hero, Dinar
Khusnutdinov (Honored Artist of the Republic of
Tatarstan), is directed towards Eternity. In the haze
of history, he strives to discover the bonds of na-
tional life. In the scenography, this tendency is
embodied in the backdrop, which is executed in the
form of a curtain of history made of pine trees — a
creative idea of Gabdulla Tukay, the poet of the
early 20™ century. Cf.: the poet’s autobiographical
hero, admiring the pine trees in the hymn ode to
his native land in “Shurale”, compares the bound-
less forests with a formidable army: “Rét-rdt tora,

gaskér kebi, chyrshy, narat.” — “The boundless for-
ests looked like a formidable army to me”. (Trans-
lated by S. Lipkin) [19]. Reflecting on the phe-
nomenon of the national ideal of Batyr (“Shurale”
by G. Tukay), the Poet unravels the “magic ball”
of the Tatar people memories in front of the audi-
ence, as well as the memories of his own life (cf.
“Serle Yomgak”/ “The Magic Ball”, 1943) [20].
Gradually, in the mirror of people’s history, the
Poet himself acquires the status of Batyr: in 1956,
Musa Jalil was posthumously awarded the title of
the Hero of the Soviet Union.

Artist Sofia Shnyreva makes the doors and
windows look like improvised portals to the Histo-
ry of the people. At the same time, the emphasis is
on the coexistence of several chronotopes in the
Poet’s consciousness. The fairy-tale-mythological
chronotope is closely intertwined with the histori-
cal one, the real biographical time of the hero’s life
— with the perceptual chronotope. At the same
time, the “childhood” of the clan — the period of
the Bulgar state creation — acquires the status of a
patriarchal idyll, the Golden Age, whose happy ex-
istence is threatened by a tyrant — Azhdaha — Olug
Khan / Memet Khan.

When developing the dragon-fighting plot, the
creators of the play pull out the “skeletons” from
the closet of the Tatar people’s history, visualizing
them in meaningful metaphors. Thanks to histori-
cal parallels, the tyrant Azhdah has different faces
in the play. A number of historical parallels are
visualized in the creative consciousness of the Po-
et: the fall of the Bulgar state due to the invasion of
the Horde led by Olug Khan, the destruction of the
Land of Soviets under the onslaught of Stalin’s re-
pressions (1920-1950), the fascist invasion led by
Hitler. The bookcase, used in the scenography in
the Chekhovian vein, symbolizes the eternal tradi-
tion.

The desk is associated with the creative hypos-
tasis of Musa Jalil. In the play, it is transformed in-
to an instrument, by pressing its keys the Creator
touches the strings of the people’s soul. The antith-
esis of the radio and the ship acquires a romantic
tune: the antithesis of a poetic dream and harsh re-
ality. At the same time, the image of the ship en-
courages the sophisticated viewer to recall the
textbook image of the ship of the country from
Derdmend’s poem “Karab” (“The Ship”) whose
“sails are torn by the evil wind”. Cf.: “Il korabyn
jiil seral..” [21, p. 27].

Throughout the play, the audience watches
how the Poet turns into the “nightingale of the na-
tion” whose trills find a response in the people’s
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souls. The operatic component of the plot is sup-
ported by choral parts and the image of the piano.

The poet’s attention is focused not only on the
legendary past of the Tatar people, but also on the
tragic present. The chronotope is expanded by in-
troducing events from the lives of Musa Jalil’s
contemporaries. In the 1920s and 1930s, the poet
witnessed the collapse of the national ideas of
Jadidism and nation-building. This idea is high-
lighted by the interruptions of the operatic mise-
en-sceénes with Bulat’s aria from the musical drama
“Zanger shal” (The Blue Shawl”, 1926) by K.
Tinchurin and S. Saidashev. The performance was
returned to the stage after a 19-year ban only in
1957, and one of its authors was shot in 1937.
Karim Tinchurin gained immortality in the
memory of the people as the creator of musical
dramas and tragedies that have formed the golden
fund of the Tatar theater and national dramaturgy.

Hasan Tufan, a contemporary of Musa Jalil, is
shown as another victim of Stalin’s repressions. As
a crucified prisoner, Airat Miftakhov reads the po-
et’s iconic work “Ild€ nilér bar iké€n” (“What Is
Happening in the Country”, 1944). This poem was
written in the year of the reprisals against the
“Golden Horde” in light of the infamous August
Resolution. The adoption of this document was,
according to historian A. G. Galliamova, “a turning
point in marking the completion stage of the na-
tional spiritual treasury revaluation, which began
in the late 1930s” [21]. “On the one hand, the Tatar
intelligentsia fell a victim to the situation; on the
other hand, later, in the conditions of ethnogenetic
losses of the 1950s—1980s it depicted their
achievements “from the point of view of socio-,
morpho-, and formogenesis” [22].

The play creators have identified historical
parallels not only among the Poet’s contemporar-
ies, but also in the gallery of the eternal images in
Tatar literature. Thus, at the beginning of the 20"
century, the hero of the epic Dzhik-Mergen in
Tukayev’s work acquired the image of Batyr who,
thanks to his ingenuity, prevailed over Shurale. In
the 1920-1930s, he was replaced by Bulat from the
famous musical drama: he returned to his home-
land from a foreign land to start a family, and fell a
victim to a jealous rival. Bulat was replaced by
new heroes — Naki Isanbet, Hasan Tufan, and Mu-
sa Jalil. As A. G. Galliamova correctly noted, these
“representatives of the Tatar creative elite” had a
kind of immunity against the authorities’ instruc-
tions, “largely due to the fact that their worldview
was formed within the walls of the madrasah, be-
fore the totalitarian unanimity came to power.

They did not strive to be like the first students from
Mark Zakharov’s film ‘To Kill the Dragon’ who
justified their unprincipled servility by the inevita-
bility of the recruitment circumstances introduced
by the all-powerful draconian system. The intellec-
tuals had their own Lancelots who resisted the
‘draconiad’, defending their own field of “creative
art for the benefit of the Tatar people, resisting its
ideological framing” [21, p. 787].

The performance of actors on stage depends on
the nature of the chronotope in which their charac-
ters exist. That is why the epic opera heroes are
characterized by staticity in the play, as in the folk-
lore chronotope, the image of a person is not
changed and is distinguished by an external focus,
the absence of privacy and individuality. The auto-
biographical chronotope of Musa Jalil represents
the artistic image of a person as a citizen. Real bi-
ographical time turns out to be almost completely
dissolved in the ideal and abstract time of meta-
morphosis. In the specified chronotope, we see a
historical inversion, which localizes artistic think-
ing in the past using such categories as goal, ideal,
and justice, realized in the myth of the Tatar peo-
ple’s Golden Age associated with the creation of
the first history of statehood.

Unraveling folklore plots, the Poet rethinks the
archetype of Tuzgak-ana, the mother of the clan. In
the remake performance, she acquires the status of
an eternal image, the one like the elder Subra from
“Idegei”. Tuzgak-ana introduces her sons to the
history of the clan, gives instructions, making them
try on the clothes of Dzhik-Mergen, thus preparing
the batyrs for a feat — the sacred mission of the de-
fenders of the native land. Therefore, when devel-
oping her character, Madina Gainullina resorts to
the technique of estrangement. Despite its didactic
potential, the image of Tuzgak-ana is completely
devoid of psychologism. In search of her Hero-
grandson, she easily moves from one time period
in the life of the nation to another, pronouncing her
prophecies and instructions. The costume of this
character reminds of the style of the elders-seers in
ancient tragedies.

In reconstructing the voices of Musa Jalil’s
contemporaries, 1. Zainiev successfully exploits the
potential of intertext. The playwright reveals
common ideas in the texts of the farewell letter to
Amina, in which Musa Jalil reflects on the phe-
nomenon of patriotism, and the instructions of
Tuzgak-ana from the opera: “I will tell you one
commandment, children, Remember it in the fu-
ture: Rather than to live on your knees in this
world, Die standing tall!” [13]. The culmination of
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the development of the Poet and Poetry theme is
the writer’s rise above his desk and his characters.
The poet gains immortality in the people’s
memory, thanks to his heroic feat and his verses
from the “Moabit Notebook”.

In order to reduce the distance between the Po-
et and the viewer, the creators of the play, within
the framework of the autobiographical chronotope,
represent him as a loving father. In developing this
theme, 1. Zainiev does not follow the beaten path
(the theme of his daughter Chulpan), but focuses
the viewers’ attention on the birth of his firstborn
who remained out of public attention span for
many years. The poet’s eldest son, Albert Zalilov,
chose the path of a defender of the Fatherland. A
graduate of the Saratov Military Engineering
School of Chemical Defense, he completed his
service in the Soviet Army with the rank of lieu-
tenant colonel. Albert Zalilov was proud of his fa-
ther, studied his biography in detail, and knew the
poet’s poems by heart.

In developing the image of the Poet, an im-
portant place is given to the polysemantic image of
the bird. At first, it appears in the hands of the
character in the form of origami. This image refers
the viewer to the key image of the song “Ilkaem”
from the framing (cf. sandugach). In combination
with the lullaby performed by the Choir (Lilia
Zagidullina, Alsu Sibgatullin, Milyausha Yuzaeva,
Enje Saifutdinova, Ilyuza Nabiullina), it acquires a
metaphorical meaning: the baby is a chick in the
family nest, a messenger of the future. On the other
hand, the paper bird symbolizes heroic potential
and is closely connected with the initiation of the
character. The play mentions three magic feathers,
knocked out by Dzhik-Mergen’s arrow from the
plumage of the Swan — the totem of the Siberian
Tatars. In M. Jalil’s opera, the swan acquires the
status of a bird which is a magical assistant, a to-
tem whose feathers are used as a talisman. At the
same time, this image sheds light on the facets of
the Poet-Hero’s son’s biography. Albert Zalilov is
known to have dreamed of becoming a pilot, but an
injury, received in childhood, prevented this dream
from coming true. That is why, to the sounds of a
lullaby and with good wishes for a heroic future,
Musa the father makes a toy winged bird for his
son and then wraps him up in the clothes of Zhiz-
Mergen. Later, the dream loses its realistic out-
lines, acquiring the features of a nightmare in
which the father loses his son. In the Poet’s hands
there remains only the Hero’s costume and a
weighty book — an indication of creative immortal-

1ty.

Through plasticity, Dinar Khusnutdin subtly
conveys the tragic fate of the poet. The life drama
of the Hero, his acute feeling of an elusive life, is
shown psychologically in the episode of reading
the libretto in a rapturous manner. Visualizing the
front page from the life of the Poet-Hero, revealing
him as a tragic hero, the creators of the play resort
to the antithesis of a man and an iron bird that
threatens his existence.

Tuzgak-ana shows maternal care, trying to pro-
tect the Poet from the horrors of Stalin’s repres-
sions: she slams the closet, which takes on the fea-
tures of Pandora’s box. In the episode depicting
everyday life at the front, Tuzgak-ana calms the
Poet who is experiencing mortal horror. Symboli-
cally, it is Tuzgan-ona who gives him a piece of
paper, indicating the way out of the crisis.

At the end of the performance, the Poet moves
into the space of Tukaev’s curtain of history. The
hero’s change of clothes behind the glass has a
symbolic meaning, referring to the existence met-
amorphoses of his work after death. The poet’s
name is known to have disappeared from the opera
poster for some time before his official rehabilita-
tion.

The image of the Poet in the finale refers the
audience to Pushkin’s theme of freedom and im-
prisonment. Musa Jalil reads the poem “Yalgyz
uchak” (“The Lonely Fire”) as a farewell, in which
he compares himself to a ship sailing in pitch fog,
expressing the hope that there will be people who
will be able to see the fire he has lit.

In the images of Karakash (Dilyara Fazlieva)
and Altynchach (Zlatovlaska, Leysan Zagidullina)
the principle of sacrifice comes to the fore. Against
the background of Tuzgak-ana, these female imag-
es look like passive characters. In developing
them, I. Zainiev generally remains within the
framework of the fairy-tale-mythological tradition,
so the fate of these female characters depends en-
tirely on the actions of the savior-fighter.

In the play, the image of the cleaning lady in
the museum is a tribute to the “noughties”. This
character, in spite of all its realism, is filled with
ironic grotesqueness. On the one hand, the figure
in a black robe evokes sympathy in the audience,
on the other hand, it excites anxiety. Unlike the au-
thor of the opera Musa Jalil, I. Zainiev and M.
Abulkatinov throw their viewers of the art-house
drama out into “nowhere”. The creators of the play
do not hide their concern about the fate of the Tatar
people, regret that the national potential of culture
is preserved today only in the interiors of the mu-
seum and on the pages of books, which are now
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beyond the reach of the people’s hand. It is signifi-
cant that the cleaning lady in the museum reads on-
ly the poet’s letter, ignoring his manuscripts and
books.

The performance has an original musical de-
sign. It is only occasionally that the operatic past
makes itself felt in the musical parts of the Choir.
To convey the intense creative consciousness of
the Poet, the sound designer comes up with inter-
esting combinations of sounds that evoke different
associations in the audience.

In our opinion, while working on the produc-
tion, its director Murat Abulkatinov successfully
coped with the task of a large-scale study of na-
tional culture through text, through myth, and
through mentality. As a result, he produced a mod-
ernist work — a “stream of consciousness” text that
stands far apart from its literary basis. In collabora-
tion with playwright Ilgiz Zainiev, he produced a
modernized interpretation of the folklore, or rather
the mythological plot, coupled with allusions to
images and texts well known to the readers (view-
ers), i.e. precedent for them.

Conclusions

To create a myth, the Poet must be squeezed
into the matrices that have long been established in
the national culture. We are the witnesses of how
the performances “Kaida Minem Ilem?” and
“Altynchach. Miras” develop these semantic lines
of the myth about the Poet: as the poet and the
monument (immortality in culture); the poet and
the people; the poet and the government; the poet
and death; the poet and the sacred sacrifice (mar-
tyrdom); the poet and the muse; the poet and the
homeland. At the same time, the second tendency
makes itself known — myth-fugitive or fleeing from
the myth. The creators of the performance strive to
discern behind the “bronze” a simple person, to
understand the peculiarities of his worldview, to
peer into the intricacies of his fate in order to un-
derstand the origins of his heroism, the immortality
of his work. The myth of the poet, born on the
Almetyevsk stage, is much more successful than
the myth of the poet, born in the cinema by Radik
Kudoyarov (see M. Khabutdinova's review for
more details [24]).
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OJIMOT TEATPbBI COXHIOCEH/I9 MY CA 7K9JINJ OBPA3bI

Muioymrd MexoMMITKaH KbI3bl XJ0eTANHOBA,

Kasan ¢enepanp yHuBepcuTeTHl,
Poccus, 420008, Kasan 1., Kpemis yp., 18 Hue Hopr,
mileuscha@mail.ru

Oudus Pyxynna kpi3el MoThliiryiuna,
Kaszan 1oyJIoT MOIOHUAT UHCTUTYTHI,

Poccus, 420059, Kazan m1., OpeHOypr TpakThl, 3 HIE HOPT,

alfiya311065@mail.ru

OJieTe MOKAIoJe OJIMAT Jpama TeaTphiHna kyenraH «Kaiima muHem minem?» hoM «ANTBIHUOY.
Mupacy criektakibiopeHne Myca XKomun o0pasbl aHanuziaHa. bepeHuece JOKyMEHTalb CHEKTaKiIh
Oynca, nkenuece — H. XKuhanor hom M. JKommHeH TaHBUITaH OmepachlHa apTXayc Apama-peMeik
Oynein Topa. «Kaiima MuHeM miaeM?» 9CopeH[o MIarkiipb-repoi 00passl JiernoHep, (hpaHIly3 KapIsl
TOPY XOpoKoTe JerHoHepsl [. DoXpeTAWHOB XaTHPOJIIOPEHO HHUIe3ToHd. By smm3oamk mepcoHax
CIICKTAaKJIbJI9 IHaFBIﬁpBHeH AMICPEH O€MIMAChbIHJA TOPYYbI, TaTap MHTCIIUTCHIUACCHECH SAKTBI BOKHUJIC
Oynapak agsuta. M. AOgykaTnHOB criekTakieHne Myca XXonun npamansiy Tern kahapmansl Oynapak
cypaTiioHd. CoXHONIITEPENIraH SCOpHEH Tel KoHmemnmwusce, Oep siktaH, lllarsiipbs TypbIHIArs! Wi
MOJIOHMATEHS paciaHraH Mu(Q MaTpULIAChIHA TyJBICHIHYA TOHTJI KHJIQ, WKEHYE SIKTaH, WXKaT
UTYYEIOPHEH HBITHIN YPHAIIKaH KaHyHHapJaH YU TIOLIYEH YarbUlbIpa.

Ten TemeH4Idp: Tarap oMo0MATH, TaTap TeaTphl, Myca Xonui, mwarslipb TypelHAATE MU,

Wnwsic Topaes, MypaTt AOTyKaTHHOB
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Cpurrama eden: XoOerauaoBa M. M., Morteiiiryiunaa A. P. ©OnMoT TeaTpsl CoXHICCHID Myca
XKomun obpassl // Tatarica. 2025. Ne 2 (25). 110-127 6. https://doi.org/10.26907/2311-2042-2025-25-

2-110-127

Kepem

Myca Konun TypblHOArsl SAQ0OHMIT KYNTOH
omo0usT OeNleMeHeH AaKThIi KHH OJIKOCCH TOIIKUIT
nro (B. Bozgswkenckuit, [I. Kammmad, oO.
Moxmynos, P. Mocragpun, H. HO3ueB h.6. ) [1].
Myca Xonun — marsiiips, Myca Xonun — moxec,
hop yxyusiasiH y3 Kommre 6ap.

H. >XwhanoBuwsiH «OKommia» omepa-mosmMacs
(1956, nubOperTro aBTOpel ©O. @oii3u), A.
MomnaceriimoBasiH  «Myca  XKommm»  cuMboHUK
moomacel  (1971), A. JlymmoBueiH 1. Kytyit
mmreiped  «COHTBl  TOH»  BOKaJb-CUM(OHHK
no3macel  (1965), P. EnukeeBubiH <«OKommn
HCTONIETeHS» BOKAIb-CUM(POHUK modMachkl (1981),
I Kaman wucemengore THATrel CHEKTaKIbISP
(«Myca Komumy», 1957, aBt. H. Uconbar, pex. I1.
Uconbor; «Mommber Oep xpip», 1981, amt. T.

MunnymnH, pex. M. ComuMiKaHOB) —TaTap
MOJIOHUSITE TapHUXbIHAA YPHOK 9copiop OyJibIl
caHajaziap.

lynpicel  KyaHbIwibl: Oy  KahapMaHIBIK

TEMacChlH COHTaThUd 3UIKIPTY SIICH? SIIb KOuJIop
anbiHapl. CoHrsl  yHBEIBIKTa  TaTapcraH
PecrryOnukaceiana Myca XKonmnrs hom Kopmari-
XKomun TepkeMeHeH OaTBIPIABITBIH  SIKTHIPTYyTa
OarpliIaHraH  OEpHUYS  CIIEKTaKJIb  OapiibIKKa
KHJIZIE. Amnap apacbIHIIa «Kannmuenop
nctonerenoy nepdopmancsl (2018, apr. HMomasis
Munnynnuna, Jlymsa Sucyap, pex. Jlunusa
oxmoroBa) [2]; «Kaiima mmHem wuiem?» (aBT.
I'apad Doxperannos, pex. Unbsic ['opoes, Onmat
IoyaeT napama tearpel) [3]; «Myca. Moabut»
tpuntuxsl (2021, pex. Anekceit llutukos, I'.
KapueB ucemenzpore fmp Tamamausiiap TeaTphbl)
[4]; «Myca. Moabut» Ttearpanb nopece (2023,
pex. bynar Iataymnun, I'. KapueB ucemeHnjore
S Tamammavbiap TeaTpsl); «AnTeIHYSY. Mupac»
(2023, aBT. Myca Xomun, Mnru3 3oiiHUEB, pex.
Mypatr AOGIyKaTHHOB, OJIMOT TaTap AQYJIOT apama
Tearpsnl); «OKommm» cryaeHTIap MIO3UKIEI (2025,
pex. Pycman ®orxermuuoB, KDVY); <« Kommm»
omepackl (2025, ©. ®oif3u nmubperTock, Hoxwmm
XKuhanos my3. pex.-kytoubl Pycnan KobupskaHos,
H.I. JKuhanoB wucemenmore Kazan moynor
koHceparopusice) [5]. CoHrel emtapna Oy Temara
Tatap KHHEMaTorpaduCTIapbl Ja MepIKarath
utTe: «BoliHa HENPOLIEHHBIX» JOKYMEHTAlb
¢unemer (2015, pex. Henuc KpacunbHHKOB),
«ConpaTckas mIanka» KbICKa METPaXIIbl (HIBMBI
(2020, pex. IlaBen MockBuH), «BBICOKHI TyX»
JOKYMEHTAIIb-CIIUPUTHK ~ IpaMacekl (2022, aBT.
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Banepust OpazoBa, pex. Jumap Opazos), «Kapa
ypman» ¢unbeMel (2024, pex. Paguk Konaspos).
By wmumcammap  Tarapcranma  Oeek  Tarap
NIarBIAPEHEH HMCEMEH KUH  IKOMOTaThUeIeKKd
TapaTy, NOMYJISPIAITEIPY ©4eH IUIaHIbl PIBEIIT
BII bl OapBUITAHJIBITBIH ~ KYPCOTS  TOpraH
JOMAILTSP OyITBI TOpa.

Tuxkumepeny meroanapsl hom Mmaerpuasiap

TukmepeHy »JIIEHEH MaTepuajuiapbl HTEl
OnMotT TeaTpbiHbIH «Kaiina MuHeM wmiem?» (aBT.
lapad Doxpernunos, pex. Mnbsic [apeeB) hom
«AnteiHgou. Mupac» (2023, aBr. Myca XKomu,
Unruz  3oitameB, pex. Mypar AOmyKaTHHOB)
CHEKTAKIBJIOPE aNbIHABL. AHaIM3 MPEIMETHI
Oyneim Myca XKomun oOpasel Topasl. TukiepeHy
TacBHpiay hoM yarelmTepMa BICYJUIAP SPAIMEHID
aJIBIT OAPBUIIIBL.

Dukep aJablILy

2020 enpa OamoT nmoyner tearpel «Kaiina
MHUHEM HJIEM?» CIIEKTaKJICH COXHOJIIITEPd. AHBIH
Huresens «Mnen-Ypan» nerumonepsr TP Onmar
paiionst  Kapabamr Oucroce kemece [apad
DoxXpeTIMHOBHBIH UCTIJIEKIISPE, MIyJail YK JIETHOH
arutOpuragacsl TapapblHHaH OamlkapbuiraH «AK
KaeH», <«Slmpe  eretnop,  AMb  KBI3JIApy,
«Kybomorem», «bamaMHUIIKUH»  KBIPIAPBIHBIH
apX¥BTa CaKJIaHTaH s3Majapbl CaJbIHTaH.

«Anen-Ypan» JIETUOHBI COCTaBbIH/IAT bl
SIIEPEeH OelIMa SIIYSHIIeTe TyPhIH/A IIAaKThIH KYII
sipiiran (M. [eiiinoxen [6], W. 3a6upor [7], P.
Mocradun [8], A. OxmamkanoB [9] h.0.) by Tema
0eloH KBI3BIKCBIHY Y3TapTen Kopy hom cy3 upere
eJNapplH/Ia TarblH Ja Keden KutTe. Jlermonep,
OpaHIly3 KapmbUIBIK  KYPCOTY  XOPIKITCHID
KaTHawKkaH ['apad DoxpeTTMHOBHBIH 0Bl XaKChI3
peBemTe OuK 03bIH Oyma. AHBIH Taemnces
WKOHJIETEH paciiarad JokyMeHTiap Oyica ma [10],
yn 1989 ennma rbiHA peaOUIUTALUAIOHY. As3
I'biifnokeB  onere  «sIpiAbIKaHMaraH»  Kelle
HCTOJIETEH Y3eHeH «SIpa» moBectenaa (1984, 1988)
MOHTeJISIITEPEPTa KOpbatT uto [11, 6. 17-115]. T
®oxpernuHoBHBIH «Kaiina MuHeMm wiem?» JUroH
xarupanope 1994 ennma reiHa «Kaszan yTiape»
KypHAJIBIH/IA TOHBS Kypa [12].

Bbyrenre keHnmo mryHeicel Marbaym: Kopmari-
Komun aHTHdAIMCTHK TOPKEMEHEH MAaKCaThl
«Apen-Ypam»  JIETMOHBIH  BYTOH  TapKaTy»,
«KYTOpenemka a3epiay» Oyma. Tapuxusl M. A.
I'britnoxkeB ounrenarn YTKOHUD, «anap
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MakcaTJIapblHa upenry edeH 1942 eqHbIH KO3€HHOH
Oamutan ['epmannsHeH KeHUBITHIIT MUHUCTPIIBITHI
Tapa(pIHHAH MaxCyC JISTHOHEPIIAP ©YEH YbITaphlia
topran «Mpen-Ypan» razeracel TunorpadusicexH
tdaiimananay. «laitman  KopwmamreB — smepeH
OCIIIMAHBIH, OWIIIICKIIOpPE SIICH OCIITHIpraH hom
Ky3oren TopraH. ['epmanus hom Ilompma
JKUPJICTECHQ WpPEKJIe Hepy XOKyKbIHA Ws OynraH
Myca JKomun neruoHepnap apacblHAAa aruTarus
SIICH aJIBIT OapraH. “Bunera”
PaAMOCTaHIMACEHAD TpoMaraHaa »JIIeH OXMOT
CrMaeB OCMITHIPTaH: YN MOTBIYMATNIAP JKbIMTaH
hoM KapmbUIBIK TepKeMe ©d4YeH JHCTOBKajap
o3eproroH. JlucroBkamapHsl 93epioy hom Tapary
smIeHad AOayiuta Anuil, OXoT ATHaIeB, 3UHHOT
XoCoHOB aKTHB KaTHamkaH» [6]. «O3akka
Cy3bUITaH  THUKIIEPYNapAsH coH  Kapmibuibix
Bakmtope [pesnenaa Mmmepus cyasl KapiiblHa
OacTeIpblia. AHBIH Kapapbl HUre3eHao 1944 enHbiy
12 ¢deBpanenge 11 keme yiem jKo3achIHA XOKEM
utena. Anap — Myca XKonun, Naitnan Kopmarues,
Abnpymna Amum, Oxor ArtHameB, AOmymia
barranos, ®oat bynatos, Conum byxapos, @yar
ColipenmonekoB, 3uHHOT  XocoHOB, [apud
[IlabaeB. bBapbICbIHBIH 1ga XOKEeM  Kapapsl
TEKCTBHIH/A «IOIIMAHTa SIPJOM UTY», «XOpOU KOUKS
asgKk vay» KeOek co0ammop Kypcarena. Oliere
dhopmynupoBka «Muea-Ypam» JernoHbIHAa KapIiibl
TOpY SIIEpeH OEIMIMAachl OYITaHJIBITHIH, aHBIH
SIIYOHIIETE «OUYeHUE pelX»Ka KapIlbl MAaKThIA 3yp

3BISTH CaTybIH JIOITATIITA [6]. Tatap
MaTPUOTIAPBIHBIH, THIBOTHHAAA OAaliblH  Ya0bIm
©30pra JIMTOH XOKeM Kapapbl bepiuHHBIH
[In€rnenzee TopmoceHme 1944  emmpiH 25
ABTyCTHIHA TaMOJIT alllBIPhLIA.

«Karina MHUHEM uieM?» CIIEKTAKJIEH

COXHOJIQILITEPYUENop Karesuia hoM KyJIbTB3BOAHBIH
TOPMBIIIBIH Ky3 ajblHa OacTeipa. OJere ocap
«Unen-Ypam» NeruoHbHbIH Tady HTEIMOraH,
OHBITBUITAH TePOH-JIETHOHEPNIAPBIHBIH ~ TapUXBI
Oynmapak ky3amiada. CrieHapwid aBTOPBI MIJIITH
TapUXTarbl «aK Tam»IapHBl OeTepepra OMThLIA.
Crextaknpao sumb apructiap P. Moceimos, U.
IeifimaniernuaoBa, A.  Illahumopmonor, /.
XecuernuHoB, @. Cadpuynnun, P. Oxmanues, A.
Mudraxos, 3. Hypraame karnama. CrneKTakib
JoBaMbIHIA SIHTBIparaH Xpipiaap «bymaT >KbIpbD»
(K. Tungypus cys., C. Coiigomies kee), «/lanusron
(I'. Kopmam cy3., 10. Yamumua xee), «Todrumoy»
(I". Tyxaii cy3., Tatap XaJublk Kee), «YpMaH KbI3bD»
(h. Takram cy3., XK. ®oiizu kee), «Careiay» (M.
Komun cys., 3. XoOubymiun kee), «Ax kaen» (3.
Spmoku cy3., M. BonueB kee) ama, Oep sKTaH,
Oesro M. KomwiHeH — 3amMaHAANIIAPBIHBIH
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TaBBIIIBIH SHrBIpAaTaIap, UKCHUE SKTaH, (ONBKIOp
hom w™y3bsikanblH Tepouk pyx, Tyran wirs
MOX0000T TOpPOMSIIOYAD OXJIAKBIH IMOTCHITHAIBIH
acceI3pIkIbIdnap. Crekraknpae Myca Xomunm —
(Anmpbept IlahumopmoHoB) Tepoitmapua hom
WKaIM pyXTa Ky3aJUIaHTaH SMHU30IUK TMEPCOHAX.
Y — Qamuctiapra Kapuibl TOPYHBI OCIITHIPTaH
AlIepeH OellIMa BOKWIUIOpEHEH Oepce. AHBIH
o0pa3pl Kamemia oOpa3bl OeoH, STBHA HXKAT
JIOHBSICHI OEIIOH THITHI3 OoimoHToH. CHEeKTaKIbad
M. JKommmHeH XanblK  OKBIPJApbIHHAH  hoM
TakMakimapmaH  e3ekimop  kelerm,  «llypame»
TUOPETTOCBIH ~ WXKAT  UTye  Kypcoremd. [
opadeTnuHoBa OHWITeNon YTKOHYD, OCOPHEH
surasiere (ammcTiapra Kapiibl KOpbUITaH Oyia.
lyn peBenute, cnekrakinpge M. JKonunneH
IIUTBPUA  OCTAIBITBI  (DONBKIOPHBIH — COHraThud
YarbUIbILIBI allla a4ybuld. bep YK BakbITTa LIarblipb
o0pa3sl pyxH KHUTOKUEe, JHAEP CTaTyChIHAA [a
KYpCoTens. Ocop AMU30/IEIHIIA JIETHOH
BokwutopeHeH CeeMOMKO  MUpAchl  TypbIHIA
COMITONIYIIapE aepPhIM CEMaHTUK MOT'BHOTS USl.

benrone6esuo, CeemMOUKa MaHapackl
TarapcraHma relHA TYTeNl, @ YUT TOOIKIOPID 9
MOT'BJIYM. Y1 OapJibIK TaTtap XallKbl e4eH TyraH ui
MMUHIIETe, DJICKKE JOYIOTUENEeK CHUMBOJBI OYJIIBII
Topa. MaHapa JUBapbIHAATEl SI3MaHbIH MOT'BHOCEH
Myca XKonun oduiepra BaTaHIOPBOPIICK XHUCIIIPE
OenoH Oofiiomn aHyata. TaTap 3MHUTpaHTIAPHl ©UYEH
yn Wnen-HopT CUMBOIBI, & COBET XajKbl ©YCH —
Coser  TarapcraHsl  CHMBOJIBI. Pexxuccep
CTIEKTANIB]Td M. Kommn KapaliapbIHbIH
MUJUTWJIATEHS UTBTHOAp UTI.

[epoii-mareniipp MOHJAa JHOPETTO OCTACHI,
tatap (onbpKiIOpel Oenreue Oynapak —aybia.
[arpiipp CHEKTAKIBI® AIIEPEH OEIIMa BOKHUIIE,
TOTKBIHHADP apachlHJla aHJATY-TOpPOUsS 3IIeH ajbIil
0apyubl CANATIIC aruTaTop OyJIapak KypcoTela.

Myca XKonun mwxatbl CHeKTakibId «CarsiHy»
(3. XoOubOymmuH kee), «/IBuHama» («Dmruey
omepachlHgarsl HuUrsMoT — apusice  MOTHBBIHA)
JKBIPJIAPHI allla SKTHIPThUIA hoM Ten uaesHe adyapra
spaoM uTd. CHeKTakIIbHEH XPOHOTOOBI MY3BIKAllb
HUTE3 ama KMHPAK avbuia. Tamamragsiapra 1920-
1930 enyapHBIH MY3bIKaJlb MUpPAChl OEJIOH TaHBIITY
MOMKUHIIETE Ty IbIPhLIA.

2023 ennbiH 30 HOAOpeHAS OIMOT TeaTphl
KOJUIEKTHUBBI hom  wakeipeiITaH COHTaTh
suuieknendpe  Myca  Kommnm  hom  Hokum
’KrhanoBHBIH KypeHEKIIe «AJITBIHIOW) OlepachIiHa
SIHa HOKTaJaH Kapay OMTBUIBIIIGI schiid. lIIyHBIH
HOTIDKOCEHIO aublk (puHAn OeloH «AJIITBIHYOY.
Mupac» aprt-xayc apamacbl Tya. Myca YKonui
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anna aBToOMorpaduk KahapMmaH JOPOKICEHID

CYPOTIIOHA.

IIepconaxsl — repoii-mareiips Myca XKonun
YUKIIOPCHHOH YBIKMBII TBIHA (dunap
XecHuetauHoB, TPHBIH aTka3aHTaH apTHUCTHI),

peXmccep aHBIH aHBIHAArel BepOanp OymMaran
JUTOJIEKHE BepOanb dapajap amia adyra Hpero.
yn yk BakbiTTa Myca Xomunm Tatap MHUIH
orepa CoHraTeHeH OallIaHTbld YOpBIHAA IDKAT
WTENToH TaHBUITAH Olepa JHOPETTOCH aBTOPHI
Oynapak kaTHaIIca J1a, aHbIH 00pa3bl «Kynl Oenyye
aBTOp» XHWCEHHOH a3aT. Pyxw sKTaH Mpekie uremn
TacBUpJaHTaH Tepoit Oe3HeH anma lllarenips-
MKaT4ybl TOPraHHbI aHynapra spasMm utd. llyn yk
BAaKBITTa JIOTHK OOMIOHENUISp apTKbl IUIAHTa

KyuepenroH. Tere sxu Oy MHU3aHCIEHAHBIH
HUHTCPIIPETALUACE TaMalIa4dbIHbIH 93CPJICK
TIOPAKICEH? 10 Ooitre.

Apt-xayc  nmpamama = o9mo0M  TEKCTHBIH

aCCOIMaTHB MOMKHHJIETE YbITaHATbI OYJIBIN Cy3HEH
suke (opmacel Topa. Y Y3 DJYEHS Tachipiap
JOBaMBbIHJA THINIKB (opMaja ThIHA CaKIAHBII
KaJrad Oep TOPKEM acCOlHaUsIIOpHE OepIIamTepd
hoM Tenm wapamapbl SPASMEHIS aCCOLHUALHUSIAP
pote xacun ute. CrieKTakiIbHEH nceMe, Oep sSKTaH,
0e3He TaHBUITAH XaNbIK OKHATEHS hoM MWH
olepa CoHraTeHeH OalllaHTbIYbIHA KUpE KalTapa,
MKEeHYE SKTaH, COHTaThTd JTOBAaMYaHIIBIK
po0JIeMackIH KaJIKBITHII Kysl. Kun
KOMOraThb4eJIeKKd Mareiym Oynranda, M. JKommn
TUOPETTOCHIH SIIIOTH/ID, ¢donbKI0p
YbITaHAKIIApPbIHA, YTKOHHOpP MupackiHa («OKuk
Mopron» TepoHK 3MOCH, «ANTHIHUYY, «TyKTapy,
«ANTBIH Kaypelii» okusaTiope h.6.) TtasHa [14].
(Kapa: H. IOzumeB). Mypar AOyJKaTHHOB
CHEKTaKJICHI® «ANTBIHYOW» OIepachl mIynail yk
MOJIOHU MHpac CTaTyChIH ana. Tepiie
YbITAaHAKJIAp/la Olepa Tepie HCEMHOpPIro Ws.
bepenue adumana M. Komun Oemorn H.
JKuhanoBublH yprak mwxat xumerre — «AJIThIH
YEY», Ttamamauybuiap ©4YeH MOporpammkaza
«AnTeiH 4yeu» nun atanrad. COHpak orepa uceMme
WKe BapHaHTTa OYpBIii: «ANTBHIHYEYY,
«AnteiHuauy. Myca Xommn omepa mcemMeHo HHU
©UEH BaKbIMTaJapHbl Y3 THUPICEHS KbIEN TOPTaH
Tyrzak-ana WCEMEH YbIrapMaBBIH KOMITO3UTOPTa
0oaif qun aHyara:

«ANTBIHUOY MaTyp SHUBIpbIA. CHH ONUT My3BIKAHT!
Cun wmyHsl aHgamaablHMbiHM? Kunemom, Tyrzak —
¢daxurane obpa3. © 0e3 Marypiblk ama (axurara
kuimk» [15].

[osTHk rcem 3319y OapbimbiHaa Myca Ko
WTrBTHOAPBIH OKHATH OOpa3HBI KYpPCOTY arma
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MAaTypJbIKHBI adapra OMTBITY/la Yarblia. H.[y.]'[ 1011

OCToH MWDIM  KYTOpelell  YOphIHIA  HXKat
KeIeNape  anfbplHAarsl  OyphIYHBI  OWITeINor,
IOHbSITA ~ MWJUIM  COHTaTh  Ka3aHBIIUIAPBIH

KYPCOTYHEH HUIE3/19peH acch3bIKibIid. IIlyHbIH
ovueH, OC3HEH KapaIlnbIObI3da, OepeHdue Oemmepyno
OTIEpaHbIH UCeMe «AJTHIH Yau» AWM KYPCOTEIroH
Oyna. llyn xomeHms yn «ANTBIH 4ou!» IHWToH
OHJIOMS OYJIBII SHTBIPBIH.

[yn yk BaKbITTa ONEpa «aJThIH Y9W» aTaMachl
OemoH  THITBI3  Ooiimonron.  Youmop — keme
TOYISCCHEH OCKe ©JIClIeHJd ypHauly co0arule,
pyxu keuHe uarbuibipa. IIyHBICEI MOrbayM,
JJIeKKe 3aMaHHApAAH YK alThlH YouwiIdp COJIIp
CHUMBOJIMKara Oapblll  TOTama, SrbHA  KOSMI
HypJaphl, KOSII CHMBOJIMKACHl OeloH Ooiiie
OynranHap [16. 6. 117].

«AJNTBIHYOW»  ONEPACBIHBIH  TaMmarlaydbliap
TapadblHHAH OTapbl AOPIJKOAAre WXKAT JKUMEIe
Oymapak kaOyyn UTeImye OYpPaKIbl XoJ TYred. AHBI
WKAT WTYYCNIOPHEH TON Ka3aHBIIIBI COHTaTH
HUTE3HE CaKJal KajiraH XolAd, MUJUIN MOJIOHUSATHE
sHa OAacKbplYKa KYTOpY, LIyl YK BakKbITTa MHJUIA
aynutopusiHe cakian kamy. H. XKuhanoB omepachkr
ragd XaJblK BOKWUIOpE TapadblHHAH —«UUTY,
«bamikay, «uKeH4e» Oymapak TYTel, «y3e0e3HeKe»
qun kaOyn utenzge. Tu3 apajga aepbiM TapTHAISP
XaJbIK apachlH/la MOCTIKBIMIBL Oocop OynbIm Ta
tanbuLbUIap. MoHa Tagen Kytyil ucronekinope
Jonun Oyasin Topa. AHa (poHTTa AJNTHIHYOY
apusicCeH «OHKOM Jorackl» UM KbIpJaraHHbI
umereprs Typsl Kwid [15]. Illynaprit roraper 6asHE
9cop mpeMbepackl 0apraH KOHHIpAS Oenrewnsp 19
pacnpiif. OWTHK, KoMmmo3utop Amnsbept Jleman
XaTUPANISPEHId «ANTBIHYOU» T «KaMUIIJIEK
©CTEHJIEK UTd, MUJUTU HOPIKIISPra SKbIH, Kazeplie,
TOMYMMWJISIITEPEITOH IOrapbl 3CTETUK 39BBIKIIBI,
AIIOCNI HUTE3NIOPEHS SKBIH o0pasznap smm» UM
SI3bIN Kajiabiprad [15].

Bopeiarel  ky3amnaynap OyeHdua, AJNTBIH 44
o0passl miynaii yk 0oxpa moTeHnuansH (Oep
ACBUTHBIH MKEJIEK TOYJQJIOHENIE) Ja Y3 JUeHd
ama. MoHJa KamMa-Kapiibl OaliaHTbIYIapHBIH
Oepiolrye Ky3ra TalUlaHa: akTUB hoM Iaccus,
TapTHIII TOPY4Ysl hoM 4nTKS 3Topyue, Tezyde hom
KUMepyye.

CIieKTaKb CHOKETHIHBIH JIOMUHAHTACHI OYIIBITT
¢donbKIop TpagULUSIISpE KbICaJIapbIHAarbl
BaTaHIIOPBApJIEK Topa. By uaesHe keuolTy eueH
pexwuccep OemoH IpamMaTypr 00XKpabl
KOMITO3ULIMATS MepaKoraTb uTonap. Kaiimanan
amy 4apacel Oymapak, WM. 3oiiHme M.
Ab6nykatuHoB Hokbiit HcoHOoT cysnmopens hom
XaIBIK KoeHo mKaT wurenroH «Mmkoem» (1917)
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KbIpblH  (adpananamap [17]. Y@ — racelp
JOBaMbIHIA JOHBbSHBIH Tepie IOYMaKIapbIHIA
SIIIOTOH TaTapJIAPHBIH KYHEJICH syJian aira XKbIp.
Ocop Tyran mnra mMoxo00oT MaHUGECTHl OyIbIT
SIHTBIPaIl, TePOMHBIH a MOHICIOOTEH YarbLIAbIPA.
H. HconGor TekcTeiHma TyraH win anablHAArsl
Oypbiu hom kemeneH «Tyran >KupHEH CaHIyTrayb»
OyJ1ybl O€JIOH THITHI3 OQIIIOHS.

«AnTeiH494. Mupac»  CIEKTaKkJICHEH Tell
eNienieH aknaha OelloH Kepoml CIOKETHIHBIH SHA
BapHanysice TOIIKWI HTS. TyraH JKUpHEH
TFapMOHUSUIE  SIIIOCLICHS KYPKBIHBIY  TYIbIPraH
Axnaha THpaHumsce O€IIoH oOdpalKad, XajbIK
SIKJTAy4blIapbl, KOPIIl IJbIHA Oackim, [epoid,
Barannsl cakiaydsl cTaTycblHa s Oynanap. Ojere
CIOKET O€JloH Hapajiesib POBELITS CIEKTaKIbId
MWUIM  XapakTepiap hoM [IOHBSHBIH MWL

oOpa3mapsl  KOHTEKCTBIHIA  IIarelipb  hom
MIUTBPUAT, XaNbIK hoM moynmoT kebOek Temamnap
KYToperna.

«ANTHIHYSY. Mupacy» CIEKTaKJICH]ID

KHHEMaTorpagusars Xxac dYajabIMHap Ja KY3rd
TaliaHa. YO PEXUCCEPHBIH  CUTyalMsHE
JMHAMHUKA/Ia KYPCITEPra TEloBe, (hparMeHTIapHBI
rajloTv OyJIMaraH poTKd Te39pra, Mmyjai YK yKydbl-
TaMallayblHbIH Ka0yJl UTY MPOLECCHIH BAKBIT hom
MPOCTPAHCTBOHBI dJI€ TETEH/Id, dJie MOHJA Kydepy
I0JIbl allla Mapd UTY MXTHISHKBI O€JIOH aHaThuia
(Tynmeipak Oy TexHHMKa TypbiHZa M. MapTesiHOB
kuTadbIHAA) [18].

Myca Xonuin aMOpeTTOCHIHBIH 91901 TEKCThIH
Kyzamnay Oapeiusiiga WM. 3oiiameB hom M.
AOIlyKaTUHOB «aBTOPHBIH Ky3aJljIay TIKpHUOaceH»,
YKY4bIHbI hoM TamalladslHbl OEpJIdIITEperl, IIyIan
YK 9[00M IKUPIEKHE XOPOKITTO TacBUpIIAI,
Ky3ajuiay oOpasnapblH OepiomTepy NI OEoH
«ONTUK MeTadopa» TyAblpanap, LIyl [OJI OesoH
YKY4bl WT'BTHOAPBIH TIPEAMETKA SIKH XOPOKOTKD
IOHONTEN, YKy4blla SMOLMOHAIb HOTBIHTHI sicall,
aJlapHbl Oeprayon IKaT UTYre 3Topanap. bonrap
BIPYBIHBIH aKpbIHJaN OeTen OapyblH CYpaTioy
(Xop TpanchopMammsiCeH Kapa), IIyJI HCONTOH
Aubynar (Pamasan Moceimos), Kapakam ([umope
Qda3znmeBa) yaeme 9 IIyHbIH OeIoH aHJIaThlIa.

JInOpeTTOHBIH MIArBIPH-aBTOPHI KapallblHYa,
MEPCOHAXIIAPHBIH OEpPCEeHHOH MKEHYEeCEeHd Taba

«UIYYbIH», npeaMeTIapHbIH OepceHHOH
MKEHYECEHD Kydye KeOek Tapkay
(parMeHTIIapHBIH «OepouryeH» KY39TY

OapbllIBIHAA Tamallaybl TYJIbl Oep YBIHOAPIIBIK
KapTHHACHIH TYABIPYHBIH IIahuThIHA OBEpeo.
IIareriippHEH aBTOPIBIK Kapamibl Oep-Oep apTIibl
ColIoyue MEpCOHAXIAaH HKEHYECEHd, eIl KbIHa
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aNapHbIH pEIUTUKANApbIH OYJI9-0YyJno [oBaM HTY
poBeIIeHI KyUel Oapa.

COoXHOI® XOPOKOTHE TYABIPY ©UCH PEKUCCep
TepJedd  IUJIAHJAIITHIPYra  MOpPIKIraTh  HTO:
TOMYMH TUTAHHAH TOTr9NTd Ky4y (AJTHIHYSY O€IoH
odpaimry MH3aHCIEHAchlH Kapa). CHeKTakIbHEeH
«KY39TY CHUTyalHUsICeH» SUUIY  OapbllIbIHIAA
pexuccep em  kbiHa Lllareiiipp  hom  aHBIH
NEPCOHAXKJIIAPBIHBIH KapalulapblH TOHIAJUISIITEPS.
Xorra Hlareiiips y3 NEpcOHaXbIHA JBEpEIeT,
AnteiHYouHe hoM  aHBl  339pIEKIIdYUENopHE
KOTKapy OuparblHAarbl KeOeK, omepa CrOXKeThIHa
Keper KuTo. Kaiibep oupakTa Tamamadsl SKTHIIBIK
hom 1moyme tepeme ama (paccam  Codbs
[[IHpIpeBa), aHa WIIETENT9H TaBBIIUIAP amia
(caynm-nm3aitnep CumoH MapkeBnud) anmapra
THen OyJa.

XoTTa OepHH KYPEHMOI9H BaKbITTa Ja, TaBbIII
oOpasnapbelH TyaAbIpelll, M. AOIyKaTHHOB YKYyYbl
KY3QJIJIaBbIH AKTUBJIAIITHIPBII, AHBl MKAT JIIEHO
KYIIBLIBII KHUTYEH Hperepra OMTBIIIA.
l'omymxanbik (axurace CypoaTeH TyAbIpy aiia
pexxuccep Oackim amyusl Oinyr-xaH TIackapiope
(UsiHre3xanra umapa?) O0enmon Oopenemts homak
Oynran Tyr3ak-aHa BIpybl BOKWIDIOpe XOpBIHA
OepHUYS  TamKblp MepIKarate  HUTd.  XOp
MapTUsIoOpe NMUAHUCTHK TEXHUKara Xac IUIaCTHK
XOpPOKOTIIOPASH TOPraH pervifKanap SKU TEXHHUK
Yyapanap ama Kypcarens (IulacTuka OyeHua
pexuccep Hukwura Bensikos). [Tare1iips
MIEPCOHAKIIAPBIHBIH, XOPOKOTEH AaKPBIHANTHIN SKU
TU3JISTY allla IKajau MakcaTeiHa Taba 6apa. Paccam
SAKTBUIBIK allla TepJie BHU3YyaJlb TOHIQJUIEKIAP
TYZBIPBIIN, TOPJIIE MOTBHAJIIOPHE KOUONTYIS HpeEIa:
ANTBIHYOUHEH YowWIdpe OKPEHJION apTKbl Hapar
KOYCQJIOpPEHS Ypeld, Cy3Ce3 pOslb — SHTBIPBIH
TOpraH 3y 6CTAJIEeH oBepes h.0.

CrnekrakibHeH Ten repoe uren, Myca XKamun
Kypcorena. CypoTnoy MpeaMeTsl —  MHIUIA
omepaHblH Mackoyae y3awak Tarap coHrare
JIeKaJachlHa 93epJeK YOPBIHBIH WXKAAW aKThI.
Hunap XecuernunoBHblH (TP aTka3. apTHCThI)
repOEHbIH Kapalibl MoHrenekka oMThuIrad. Tapux
TOTEHEH]® yJI MWIJIN TOPMBIII CEepiIapeH Tabapra
omteina. by Tenaenus cuenorpadusge XX raceip
Oamel  mmiareiiipe l'abmymna TykaWHBIH —WKagu
TaObILBl OyJraH Hapartiap TAacBUPJAHTaH ISPIS
poBeIIeH 19 apTKBI JIaHaa ouperno.
YareluTeIpeIrbl3:  aBTOOMOrpadMK Tepoil TyraH
ATBIHBIH TUMHBIHA oBepenroH «lllypone»nore
Haparjapra Kapar COKJIaHa, YMKCe3 YpMaHHapHBI
nohmotine rackop OemoH warsimTeipa: «PoT-poT
TOpa, TacKopu KeOH, UbIpiibl, Hapat» [19]. Mumum
unean Oynran bateip (beurteip) dbenomensr (1.
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Tyxkaii, «lllypane» mosmacel) TypblHOA YHIIaHBII,
CHEeKTaKIbId  INArbliiph  TaMamradeiap  Ky3
aNOBIHAA TaTap XaJKBIHBIH YTKOHE OelloH Ooitie
XaTHPAJIOPHE, NIyJIaldl YK Y3 TOPMBIIIBIHBIH «CepJie
womrareH» cyTo («Cepme Homrak», 1943) [20].
AxperHaan xanelk TapuxbiHga lllareriips bateip
cratychlH ama: 1956 emma Myca Konunro
yironHoH coH Coetnap Coro3bsl Trepoe Hceme
ouperno.

Poccam Codps IllapIpoBa wuIekiIopHe hom
TOPI39IOpHE XaJbIK TAPHXbl MOPTALIAPBI CHIMAH

taceupablii. IyHeiH ama [lareliipe aHbIHAA
OCpHMYO XPOHOTON SIMIOBEHO OAaChIM  SICBIM.
OKHUATH-MUPOIOTHUK XPOHOTOII TapuxH,

Oouorpaduk BakbITHBIH MEPUUNTHB XPOHOTOOBI
OemoH ThHTB Ooimons. Illym  yk  BaksITTa
CHEKTaKIbId BIPYHBIH «Oamavarel» — Oonrap
JIOYIIOTEH TYABIPY YOpHl — MaTpuapxaib WAHILTUSL
CTaTyChIH ana, AITBIH 4YOpra KYpKBIHBIY SHaraH
tupan  — Axmaha Omnyr-xan (Momor xaH)
[Tarenipera KanMa-KapIlblIbIKTa aybLIa.
Axmahara oxmmamr CIOXKET TyOBIPYy BaKBITHIHIA
CHEKTaKJIb aBTOPJIAPhl MIKadTaH TaTap XaJKbIHBIH
“ckener’JapblH TAapTHIN Yblrapanap, HIYHBIH aiia
ohomustne wmeradopanap Tyapipaigap. Tapuxu
HCTONIEKIIOPHE CypOTNIay 0opabopeHo CIIeKTabad
CypoT/IoHToH Axaaha Tepiie KbisI(pATIopra Kepa.
[arpifippbHeH K3 KapaluiapblHIa OepHHY
TAPUXU TOHTAIUIEK TYybl KypcoTena: Ypra
OambiHma  TopraH  Onyr-xaHHeIH —~ hexkyme
HOTIKAceHAo bonrap poynoreHeH »xumepenye,
Cramuua penpeccusice (1920-1950) HoTmIKOCEHITD
CogeTtiap JIOYIoTe TapKaiy, l'utnep
JKUTOKUEICTeHI9 (allluCTIIapHBIH 0apern Kepye.
Crenorpadusmo YexoB CTUICHIO TacCBUpJIAHTaH
KuTan ImKapl TPAAUNUSIOPHEH  MOHIENleTeH
CUMBOJUTAIITHIPA.

A3y ectane Myca XonuiHeH 11oxece Oynapak
Ky3aJulaHa. YJI CHEKTaKIbAo M>KaTYbIHBIH XallbIK
KYHEJIeH THOPaTa TOpraH Kopaira oBepens. Paduo
hoMm keiimoney aHTHUTE3achl POMAHTHUK TOC aja:
MMO3TUK XBISUTHBIH hoM KBIPBIC YBIHOAPJIBIKHBIH
aHTHTe3achiHa oBepend. lllynm yk BakbkiTTa Keimo
0o0pa3bl  KbI3BIKCHIHYYaH  Tamalladbl  ©YeH
Hopnemonmner «Kopab» mmmreipengore  «Mn
KOpaObIH JKHJI cepa!» FoJapblHIa S3bUITaHYa,
ycall KHWITHEH JKUIKOHHE €pPTYbIH TacBUpIIAy aiia
XpecToOMaTHK Kopab 00pasbl MCKa Temepena [21, 0.
27].

Cnexraknb goBaMbiHaa lllareiiipbHeH «XalbIk
CaHJ[yraubl»Ha OBEpEyeH, XaJIbIK KYHEJICHIQ
SIHTBIparal KalWTaBa3HBl MIIETKOHAOW Oymanap.
CroKeTHBIH ormepa eJjeuie Xop mnaptusuiope hom
pOsUTH 00pa3bl OCIIOH TYJIBUTAHIBIPELIA.
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[arpiiippHeH ~ WrbTHOAP  Y39re€HS  TaTap
XAIIKBIHBIH JIAHJIBl YTKOHEH T€Hd TYTelN, o Xd3epre
¢daxurane xomwmp n9 Kyema. XpoHoTtorm Myca
Komwn 3aMaHIaluIapbIHBIH TOPMBIII
BaKbIMTaapblH KEPTY HMCOOCHO 10 KHHOUTENO.
1920-1930 emnapma Hlarsmiipsro xoguTdenek hom
MUJUTA UACSUIOp Yy3rapenieHeH mrahuTel OysbIpra
Typel Kwio. MoHa orepa MusaHcieHamapbiH K.
TunaaypuaasiH hom C. CoiinomeBHbIH «39HT9p
mom» (1926) Myssikanmp apaMachiHAArsl bymat
apusice OenmoH OylieHye 1o WuImapd schlif. by
criekTakib 19 emnsik TeII0gaH coH 1957 enna reiHa
COXHOTo KaiTa, o aHbIH Oep aBTOophl 1937 enma
atein yTepend. K. TuHYypuH TaTap TeaTpbIHBIH
hoM MM ApamaTyprusiHeH aiTbiH (OHABIH
TOIIKHI UTKOH MY3BIKAb JpaManap, KOMEIHSIop

TYOBIPYYbl aBTOp Oyiapak XalblK XOTepEHI
MOHTIENIEK YPBIH SyJIbIi.

CraqluH ~ paempeccusUIopeHeH  TarblH — Oep
Bokme OynraH XocoH Tydan — Myca XonmmnaeHr
yoppambl Oymapak  kypcorend. Kanaxmanran
TOTKBIH o0pa3sIHAa Atipat MudTraxoB

marsiiippHe «Mngo Humop Oap uxoH?» (1944)
JIUTOH  aTakibl INUTBIPEH YKbIA. by mursips
JAHJBIKIBL aBrycT Kapapbl SIKTBICBIHAA «AJTBIH
Ypoa»Hbl Tap-Map UTY €JIbl UCTAJIETCHS SI3bUITaH.
olere JIOKYMEHTHBbI KaOynm wuTy, Tapuxyel A.l.
lNanmomoBa cy3nopeHa Kaparauiia, «MIJUTH PyXHU
X93MHOHEH KyTopenem 53TabblH  HoMrakiayaa
OOpBUTBIII  YOpbIH 4YarsUabiprad 1930  emmap
axpIpelH  KypcoTo» [19]. bep saxrtan, Tarap
MHTEJUTUTEHIMACE KOpOaH JOpPKICEHId Kajca,
ukeHue sikta”, 1950-1980 emnapaga STHOreHETUK
OranTynap ImapTiapblHIa  «COIHo-, Mopdo-,
¢dopMoreHe3  Ky3JIer€HHOH»  Ka3aHBIIUIAPHIH
SIKTBIpTA [22].

CoxHo ocope asropnapsl  IllarsliipsHeH
3aMaHJalnUIapel MOXWTEH/IS TeHd Tyrenl, o TaTap
OI90MATHIHBIH MOHTEJIEK 00pa3iaphl rajepesiCeH o
JI0 TApUXH TOHTAIUIEKIOp YTKopo. Illym poBemine,
anoc repoe JXKuk-Maopron XX raceip Gambsiaga I'.
Tykail wKaTblHAQ Y3€HEH KBIIOJIBITEl  OEIoH
[yponensn 1o ecteHpok batelp-beuithlp uTEn
KypcorenroH. 1920-1930 emmapna aHa anmarika
0oXeT 337N, YHT KUPIISPAS Heper, Tauind Kopy
Makcatbl  OemoH  Tyram  uWiIeHs  KalTKaH,
KOHJIOIIEHEH KOpOaHBbIHA OBEPENIT9H TaHBbUITaH
My3bIKajb apama repoe bynar kwie. bynaTHel sHa
repoiinap — Hokeiii Mconbot, Xacon Tydan, Myca
Konun anMamreipa.

A. T'. I'ammoMoBa aybIKITaBBIHYA, ajlap JIOYJIOT
KapapylapblHa Kaplibl Y3€HUYJIEKIE HMMYHUTET
OynapIpra, Kapamwiapbl MOIpPIce IIapTIapblHAA,
OepaoM ToTamuTap OackiMra Kaasp GopMaaiikaH
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«Tatap WXKaJIu 3JUTAachl BOKWILIope». Anap Mapk
3axapoBHBIH «AxxmahaHbr yTepepro»
(GWIBMBIHAArBl OEpeHYe YKy4bUIAphl IIHKEJLIE,

raiipomiie  axaaha CHUCTEeMAachIHBIH MOI'BHOCE3
mapTiapbeIHa KapIIIbl TOpBIpra OMTEBLIA.
I'ymanuTap FOHOJICTII TAT ISP apachIHa

«axaahanblk»yka Kapiibl TOPYYbI, TaTap XaJIKbl
XaKbIHA «Yy3 JKUPCH» SKJall, aHbIH HJCOJOTHK
Tamrajapra Kapiibl Topydbl JlaHIenoriaapsl na
Oynran [21. 6. 787].

ApTHCTIapHBIH COXHOId Y3-Y3719peH
TOTHIIIUIAPEI ajap Oalikapa TOpraH IepcoOHaX
pOJICHEH XPOHOTOMNTArkl XapakTepblHA Odline.

CrnexkTakipl®  oOmepa JMHK  T'epOHIapbIHBIH
TOTPBIKIIBI ~ TaCBUPHl LIyHBIH OcioH  Ooiie:
(hoNBKIIOp  XPOHOTOOBIHAA Kemle  OOpa3bIHBIH

TBHIIIKBl KBIA)OTEH Y3rOPTMUYS, TOTPHIKIBI WTETI,
LIOXCH  ChI(aTIapblH KalKy TacBUpiay aiia
auputa. Myca JKomwiHeH omo0u  0Opa3bIHBIH
aBToOmorpauk  XpOHOTOOBI ~ aHBl  TpaXKIaH
Oynapak Ky3amiapra apasM UTd. UbIHOApIBIKTATbI
Ouorpaduk BakKbIT TYNbICBIHYA IUSPICK HICAIb
hom abctpakT BakbIT Meramopdoszamapel 4eHID
TyNbICBIHYA Tapkana. KypcoTenraH XpoHOTONTa
TapUXW WHBEPCHsS OapiibIKKa KHJI9, Y7 BaKBITTa
CoHTaTh4o (DMKEpISoy TaTap XaJKbIHBIH OepeHue
JIOYJIoTUCNIETeH Te3yra Ooiiie OyiraH AJThIH
racelp TypbIHAarbl MHU(Ta MakcaT, Hjeall,
raJieJuIeK KeOeK KaTeroprsuiap ama Kys3ajulaHa.
donbkiop CIOKETIIapbIH YHIIO-YHLID,
[Mareiiipp Tyrsak-aHa — BbIpy aHackl JUI'OH
apXeTUIHbI sHaAaH Tyablpa. CreKkTakib-peMeiikTa
«Uneraitrnore CyOpa KapT KeOEK ya MOHIreNeK
o0pa3 mopaxaceHo KyTopend. Tyrzak-aHa y3eHEH
yIUTapbIH BIPY TapuXbl OENIoH TaHBIIITHIPA, Y3€HEH
KHHOII-KYPCOTMaNlopeH  Oupos, amapra  JKuk-
MoproHHeH KHEMHOPEH KUrepTen Kaparl, Tyrad ui
CaK4bIChI OyJiapak, cakpajib MUCCHUATd — OATBIPJIBIK
SNUIepro a3epnu. MoguHo ['aliHy/mMHa Y3€HEH
MEPCOHAXBIH  TYABIPY OaphlIbIHAA  YHTIISIIY
QJIBIMBIHA TasiHA. [IMaKTHK SIKHBIH Keuie OyITybIHa
na KapamacTaH, Tyr3ak-ana 00pa3sl
MCUXOJIOTH3MHAH YHUTIQIITEPENTaH. YII  Y3€HEH
KBIIMMOTIIE KWHOIUIOPEH OAaThlp OHBITBIHA OUpY
eueH Oep BakKbIT UYNTEHHOH HWKEHYECEHd >KHHET
FeHO Ky4d. ©OJlere MNEepCOHAKHBIH KHEMHOpE
OOpBIHTBl  Tpareus  repolapsl  CTHJICHIQ
KYPa394e-KapTIapHBIKBI KEOSK TETEeNT9H.

Myca JKonmmn 3aMaHAaNIIapBIHBIH TaBbIIIBIH
Tynelpy OapblibiHga WM. 30liHHEB HHTEpPTEKCT
MOMKHHJICKIIOPEH (haiimanana. Hpamatypr
BaTaHIOPBAPIICK (PEHOMEHBI TYphIH/A yHIaHTaH/a,
OIMITHEH OMUHOIS S3TaH XYLUIANIY XaThl TeKCThIH
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hom omnepanarst
OepIormTepa:

Tyr3aK-aHaHBIH KHHIJI9PECH

«S1 3amoBeb OIHY CKaXy BaM, JIETH,
Ee BbI mOMHHTE U BIIpEb:

YeM Ha KOJICHSIX JKUTH Ha CBETE,
JHocroitneit ctost ymepets!» [13].

[Tareliips TypbIHAArbl 9COPHEH KOMITO3ULIUACE
OyJBIlT aHBIH 53y OCTAIEHHOH hoM Y3€HeH
repoiIapbIHHaH aephUIbII, KYTOpeJen KUTYe Topa.
Ilareriipp  y3eHEH  OaTBIpABITE,  «Moabut
Jo(Topiaope» IIMTBIPHIOP LHUKIBI  apKachlHIAA
XaJIBIK X9TEPEH Id JKyeamac 33 ana.

CriekTakibpHe  KyHOUbUIap IHArbliipb  hom
TamMamayel  apachlH  SKbIHANTY ©YeH  aHbl
aBTOOMOTpaUK XPOHOTOI YHKJIOPEHAD CaKUbLI
ata Oynmapak Ta avanap. by TemaHel auy
OapermbiHAa M. 30liHMEB TaMalIavblHbl TalTalIraH
CYKMaKTaH 4uTiIomrepen (Kbi3bl UynmnaH TemMacsl),
03aK eJutap JIoBaMbIHJIA WKTHUMArblii HIbTHOApIaH
YUTTO KaJblll KWITOH OepeHde Oamacel Tyy
TapuxblHa OHANTS. IllarelippHEH OJIBI  YIIbI
AnpOepT JKonmuIIOB WIJI CaKYbIChI OJIBIH CailIbIA.
VYn CapaToB XUMHK cakjiay XopOu-HHXKEHEp
yurdmecblH ToMamian, CoBer ApMusceHasre
XE3MaTeH MOJTIOJKOBHHUK JOPIOKICCHID
ToMamibld. AnsOepr JKonmnoB y3eHeH oTuce
OenoH TopypilaHa, aHbIH OuoTpadusICeH OHpoH9,
LIMTBIPBIOPEH ATTAaH YKBIH.

[areiiipp  00pa3blH  3UIKAPTY OapbllIbIHIA
KYIIMOI'bHOJIE Kol 00pa3blHa aepbiM HIbTHOAP
Oupens. Yn OamTa NepcoHa)X KyJbIHIA KOrasb
ko (QopmackiHma Oyma. By o0pa3 Tamaimaysl
ureTHOapeiH  «MikoeM» KBIPBIHIATEl KalManan
aly anbIMblHA IOHONTS (War. caHgyrad). Xop
tapadbinHal Oamkapsurad (JInaua 3ahuaynnuna,
Ancy Cwubrartymnuna, Munoyme HO3aeBa, Dmxe
ColipernunoBa, Wnyzs HoOuymnmnaa) Ourek
JKBIpBl  OJOH KyLIBUIBIN, MeTadopaubll MOIbHO
ama: Oana — BIPY OSCBHIHAArbl KOII, KHJIQYOK
cuMBOJIBI. keHYe SIKTaH, Korasb KOII OaThIPIIBIK
MOMKHHJIETe, TIEPCOHAKHBIH TarblH Aa IOrapblpak
0acKplUKa  KyTopemnye OeoH 0QIIOHToH.
CIIeKTaKiIbJ[d 04 THUICHIMIIBI KaJloM HCKY ajblHa:
Kuk-Mopron  TapadblHHAaH TOpPHaAaH  aTBII
TOLIEPENITOH  Kaypblii — cebep TaTapiapbIHBIH
toteMbl. M. YKonmi orepachiH/ia TOPHA THUICHIMITBI
ApASMYe, Cakiay uapacblHa OWIIOHTOH Kaypblid
TOTEM CTaTyCHI ajia.

IIlyn yx BakbITTa IepOH-IIArBIMPBHEH YJIbI
OouorpadusceHs o WUrbTHOAp IOHONTI. LIIyHBICH
Oounrene, Anvbepr JKommnoB ouydsl Oynbipra
XBISUIIaHA, SMMa OalladakTa ajiraH )opaxoTiope Oy
XBUSUIHBI  TOPMBIIIKA  alIbIPbIpra KOMayayJIbli.
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Meno 1myHBIH e4yeH Myca-ata OWIIEK JKbIPBI
SIHTBIpAaraHja yJiblHa KaHATJIbl KOII YEHUBIThI SIChII
hom ama JKuk-MoproH KHEeMEH KHACPTO.
CoHbIHHAH TeIll YbIHOAPJIBIKKA OWUJIOHET, CaTallry
POBELIEHAD aTa Yy3€HEH YJbIH foranrta. Hlarsiiips
KyJlblHAa BaThIpHBIH KHeMHape hoM aBbIp KHTAIl
TOMHApPHBI ThIHA Kajla — ajap WKaIu YIECMCE3IEKK
HIIAp9 SCHIN.

IlareriippaeH  (axurane s3MbImIel  JluHAp
XOCHEeTOIMHOB Tapa(blHHAH IUTACTHK XOPIKTIIOP
ama Kypcorend. ['epolHBIH TOPMBIII JApaMachl,
yren Oapydsl TOPMBIIIHBIH aBBIP OOpUyIaphl

TUOPETTOHBIH ~ TH3  YKBUIBILIBIHAAIBl ~ ©3EKT

TICUXOJIOTHK SIKTaH J@PEC KYPCITEIToH.
I'epoii-areliips TOPMBILIBIHHAH ¢dpoHT

9TaObIH BU3YAJIBJIOIITEPToHId, aHBl (akuraie

repoii Oynapak Tacsupibiinap. ClieKTakibIo Kelle
hoM aHBIH SISEIICHS KyPKBIHBIY TYIBIPTaH THMEP
KOIII aHTUTe3achl MOhUM ShoMUATKS usl.

Tyr3ak-ana [TareriippHe Cranuun
penpeccusiCeHHoH cakyapra omThuia: yi Ilanmopa
TapTMackl keOek OynraH mKkadHBl KaThl UTEN 50a.
Tysrak aHa CyrbllI BaKbITBIHAA KOTHI AJbIHTaH
HIarbIdpbHE THIHBIWIAHIBIPEIpra ThIpbiia. Hokb
Tyr3ak-aHaHblH KapUIBUIBIKJIAPAAH YbITY IOJIBIH
KYPCOTKOH ~ Korasb  TOTTBIPYBI CHUMBOJIHK
SIHTBIPAIIKA Usl.

Crnekraxnp axpippiaa Llareiiips Tykail Tapux
mopaace JKMpiiereHo KydeHo. Ilbistma apreiHza
repolHBl KHUEHIEPY KYpEHeIle YIEMEHHSH COH
SI3y4bl MU(DBI KHYEPToH Y3TapeIlIdpHE TaCBHPIIBIN.
[lyHbICBI MOrbiyM, IIATBIAPHHEH PICMH POBEILITI
HceMe aKJIaHTaHYbl, orepa TeaTp aduilaiapblHHAH
FOTaITBII TOPA.

®unan OJIEIIEHTD arelipb o0pa3sbl
TamMalayblUIapHbl MPEK hoM TOTKBIH TeMachblHa
Kaiftapa. Xyuuiamy BakbIThiHAa Myca YKomun
«SInTeI3  yyak» IIUTHIPEH YKBIN, Y3€H TOMaH
JueH/s Hepyue KopaO O€NIoH uyarblmiThipa, Yi
KaOBbI3raH y4akHbl KYpY4Yelsp, cakjaydbuiap
OyJIBIp JUTOH OMET OarJIbIi.

Kapaxomr ([Junopa ®ouszora) hom AnThiHYoY
(Jloticon 3ahmmynmnmmua) oOpasnmapbiHna KopOaH
Oysly airbl IDIaHra 4eira. Tyr3ak-aHa (OHBIHZIA
alap TMaccuB IEepCOHaX Oynapak KypeHo. U.
3oiiHueB Oy oOpasnap OCTEHAI SIIISroHID
OKMATH-MH(DOJIOTUK TPaIULMAIOPIa TasHa, LIyHa
KYpd oy repomap axnaha-KkoTkapydsl
HWOTHIHTHICHIHA OOHIIe UTET KYPCITENa.

ChexkTakipae My3ed  KbIeITHIPYUBICHIHBIH
o0pa3pl  aupuiMarad. YslHOApNBIKTArel  00pa3
OynmyblHA  KapamacTaH, VyJI  TPOTeCK OeJoH
TyJIBUIaHABIPEUITaH. bep sikTaH, Kapa XanaT KUroH
¢urypa TamamauelHbl THIHBIWIAHIBIPA, HKEHYE
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SKTaH, KYpPKbIHBIY Tyabipa. Myca  YKomwn
omepacslHHAH aepMmaibl Oynapak, W. 3oiinueB hom
M. AOyKaTHHOB Y3€HEH TaMalladblUIapblH apT-
Xayc JpaMacblHa xac OyjiraHda, OMJITECce3TIeKK
aTa. Criektakip TyABIPYYbLIAp Tarap
MOIQHHATEHEH My3eitnapaa hoM kuTammapaa relHa
CaKJIaHbIll KaJlyblH hoM ajapra XallblK KYJIbl
JKUTMACEH Kypen Oopubuia. [IIyHBIH adblk gomuiie
WTEN, My3el IKBICIITHIPYYBIHBIH IIarsliphbHEH
XaTblH TBHIHA YKBII, AaHBIH KYyJIbI3MaJlapblH,
KHUTAaIUIAPbIH KYPMOBEHS 0aChIM sICHIMIAp.

CriekTakiib My3bIKalb SKTaH Ja Y3€HUSIEKKS
nsa.  OmepaHblH  YTKSHE  XOp,  MY3BIKallb
MapTUSIAPS Yarbuibii Tabda. [llareiippHeH wxaau
(UKEPIISY CONOTEH KYPCOTY O4EH cayHI-Iu3aiHep
TaMamraysljiapia Tepie acCOUUAIUsUISp TYAbIpa
TOpraH KbI3BIKJIBI aBa3jap yuiam tada.

CoxHo ocope OCTeHI® OSIUIdY OapbIlIbIHAA
pexuccep M. AOykaTwHOB, Oe3HEH Kaparrda,
MUJUTA MOJISHUSHE TEKCT, MU(), MEHTAIBJIEK aiia
KYPCOTYHC KHH KOJA4Jbl HUTCII adyra HPCHIKIH.
HoTmkome MOIEpHUCTHK 9cop — 900U HUTE3/IoH
€paK TOpraH, «aH AarbIIbH» KYPCOTKOH TEKCT
xacun Oynrad. [Ipamarypr W. 3oiiHueB OeiioH

OepieKTo DSIUIOY HOTHKOCEHAO  (ONBKIOPHBI
3aMaHya Ky3aijayra, TOTraJIPIK oHTCOK,
AJLIIO3USIIP OenoH TYJBUIAHABIPHUITaH

MHU(DOJIOTUK CHOKETJIBI YTKOH O€jioH OyreHreHe
Oepra yproH obpasznap hom Tekctmap Tyras.

Hoatm:kanop

[aretiipp MudBIH OYyNABIPY ©YEH MIATHIAPH
0o0pa3blH  MOIOHMATEOE3® KYNTOH paciaHra
MaTpuLaizapra Typsl Kutepepra kupak. bes «Kaiina
MuHeM wieM?» hoMm  «AntbiHUo4.  Mupac»
CHEKTAKJIBJIOPE allla LIarbliph TYpbIHAA MHU(HBIH
SHA MOTUBHOBH IOJJIAphl YCTEpeNnyeH Kypaodes:
mareiiips hom hoiikon (MOASOHUATTY yieMcesnek),
mareliips hom Xanblk; marslipp hom XakuMusT;
mareliipp  hom  yiem; mareiips hom mohur;
mareiiips hom my3a; marelips hom Tyran mn. Hlyn
VK BaKbITTa MKCHYE TCHJICHIUS 19 Y3€H CHU3JEepa:
“mudodbexnas” sku MuUPTaH Kady. Crekrakib
Tyaslpyubuiap  «holiken»  apThIHIA  KelleHe
KYpepra, aHblH KapalulapblH aHjIapra, S3MBIIIBIH
KY39TEpra, WXATHIHBIH YJEeMCe3JIereH, OaThIPIbIK

YBITAHAKJIAPBIH ~ aHJapra  OMTbUIA.  OJIMAT
coxHaceHmo Tyran Ulareniips wmmder  Pagux
KynosipoBuein ~ «Kapa  ypman»  (uibMbeIHIa

TacBUpiaraH MH(BIHHAH KYNKS YyHBIIUIBIpak (Oy
xakta M. XobOeTmuHOBa pEIEH3MICEH Kaparbi3
[24]).
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B cratpe anammsupyercs o6pa3 Mychl Jkanmis B CIEKTaKIAX AJBMETHEBCKOTO TaTaApCKOTO TO-
CyIapCTBEHHOTO Apamarnieckoro tearpa «Kaiima muaem minem?» (2020, «'me mos PomuHa?», aBT.
lapad PaxpyrmuHoB, pex. Unpsc TapeeB) m «AnteiHuouw. Mupac» (2023, aBr. Myca Jxanmib,
Wneruz 3aiinmeB, pex. Mypar AOaykatuHoB). Ecnmu mnepBelli M3 HHX CO34aH Ha OCHOBE
XYJI0’KECTBEHHO-JOKYMEHTaIbHOU Npo3bl I'. daxpyTAMHOBA, TO BTOPOU SIBJIETCA APaMO-pEMENKOM
nerengapaoit omepsl H. XKuranoBa m M. JDxammna «AnteiHuou» («3naToBiacka»). B crekrakie
W.Tapeea Myca J[Ixamuip ¢urypupyer B KadecTBE SIH30AMYECKOrO IIEPCOHa)XKa I03Ta-
IonoJbIMKa. I'ojloc mHcaTens 0)KMBaeT B MECHAX HA €ro CTHXH, 3By4allluX BO BpeMs CIeKTaknsd. B
npame-pemerike M. AOaykatuHOBa Myca JDkamwiab sBISCTCs TJIaBHBIM TepoeM. HoBatopcTBo
peXuccepa MposSBUWIOCH B aCCOMATHBHOM IOXO0/IE B pa3paboTke ero odpasa.

KaroueBble cjoBa: TaTapckas JuTeparypa, Tarapckuii Teatp, Myca Jlkamuiab, MU} O TmO3Te,
Unpsc lapees, Mypat AOIyKaTHHOB
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