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The article examines the features characterizing the screen versions of the works by Amirkhan
Eniki (1909-2000), the national writer of Tatarstan and winner of the G. Tukay State Prize. The writ-
er’s prose has been presented twice to film connoisseurs. The director Akhtyam Zaripov was the first
person who turned to the prose of A. Eniki. In the period of 2000-2001, “Ilhamiyat” Film Studio
produced the television film “Full of Danger and Memory” (“Khotor hom khoter”), directed and
staged by A. Zaripov who translated the writer’s short stories “Only for One Hour” (“Ber geno
sogat’ka”) (1944), “The Hospitable Enemy” (“Kunakchyl doshman”) (1945), “Looking into the
Mountains” (“Taularga karap”) (1948) into the language of cinema. In 2014, based on the A. Eniki’s
stories “Beauty” (“Maturlyk™), “Only for One Hour” (“Ber gene segat’ke”), and “Who sang?” (“Kem
dzhyrlady?”), the movie “The 823™ Kilometre” was shot (written by Valeria Baykeeva, directed by
Irek Khafizov and Amir Galiaskarov).

In this scientific article, the object of evaluation is Akhtyam Zaripov’s television film “Full of
Danger and Memory”, based on the stories “Beauty”, “Only for One Hour”, “The Hospitable Enemy”,
“Looking at the Mountains” and the screenplay by A. Eniki “Only for One Hour”. The subject of our
research is the ideological and aesthetic qualities of the texts by the writer and the director, the
features of this production, the ways used to convey to the viewer deep philosophical and moral ideas
found in the works.
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Introduction

The work of the classic of Tatar literature
Amirkhan Eniki invariably attracts the attention of
literary and artistic figures. Many of the writer’s
works are performed in theatres and shown at
cinemas today. Literary critics have conducted in-
depth evaluation of translations of the writer’s
work into the language of theatrical art, carried out,
in particular, over the past four decades at the G.
Kamal Tatar State Academic Theatre, the K.
Tinchurin Tatar State Theatre of Drama and
Comedy, the Almetyevsk Tatar State Drama Thea-
tre, and the student theatre ‘“Mizgel” at Kazan
Federal University [1]. The writer’s works were
also staged at the G. Kariev Kazan Tatar State
Theatre for Young Audiences. The play “Beauty”
(directed by Egor Chernyshev, staged by Bulat
Minkin), based on the writer’s short story “The
Untold Will”, was staged in 2014. In November
2025, the play “Memoirs of Gulendam Tutash”
(directed by Victoria Pechernikova, staged by
Aidar Akhmadiev), based on the writer’s same-
named story, will be put on the stage of the same
theatre.

The possibilities of promoting creativity
through the art of cinema and television related to
theatre are quite wide. The literary critic, Doctor of
Philology, Prof. F. Galimullin expresses the opin-
ion that “each of Amirkhan Eniki’s works is a
feature film” [2]. At the beginning of the 21%
century, A. Eniki’s prose penetrated into cinema
art. In 2000-2001, “Ilhamiyat” Film Studio pro-
duced a television feature film, created by the
director and stage designer Akhtyam Zaripov. It is
based on A. Eniki’s stories “Only for One Hour”,
“The Hospitable Enemy”, and “Looking at the
Mountains”. This film contains motifs taken from
A. Eniki’s short story “Mother and Daughter” and
his autobiographical novel “We Were Soldiers
Too”.

It is noteworthy that the writer’s works are
quite difficult to stage and to film. Today, of spe-
cial importance are the features of A. Eniki’s prose
devoted to the Great Patriotic War (1941-1945),
the role of the Honoured Artist of Tatarstan
Akhtyam Zaripov (1935-2024) in the development
of Tatar cinema, new views, and the works of the
literary critic Milyausha Khabutdinova [3, 4]. The
scholars emphasize that “psychology is very strong
in A. Eniki’s works, therefore, a lot of efforts by
the director and screenwriter is required to adapt
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them for performance” [2]. In 2014, the movie
“The 823" kilometre” (written by Valeria
Baykeeva, directed by Irek Khafizov and Amir
Galiaskarov) was shot based on the works of
A. Eniki “Beauty”, “Only for One Our”, and “Who
sang?”. However, the film was heavily criticized
by literary critics, in their opinion the style
inherent in the works of A. Eniki was lost in their
screen version [2].

Research materials and methods

Our research is based on A. Eniki’s short
stories “Only for One Hour” (1944), “The
Hospitable Enemy” (1945), “Looking at the
Mountains” (1948), the television feature film
“Full of Danger and Memory” (written and
directed by Akhtyam Zaripov), and A. Eniki’s
screenplay of “Only for One Hour” [5].

The research methods and principles are
chosen in accordance with the purpose of the
scientific research and the object of our study. We
also use the cultural-historical and the
comparative-historical methods of commenting, as
well as the analysis of literary works.

Discussion

The works of A. Eniki, mainly those related to
the theme of war, were written during the Great
Patriotic War and after it, and were translated into
the language of cinematography. We should men-
tion that this type of art was close to A. Eniki, as in
the 1920s and 1930s, Tatar writers collaborated
with the Moscow Film Studio [7]. In 1931-1937,
he received a degree in psychotechnics at the
Institute of Scientific Labour Organization in
Kazan; in 1935-1936, he worked as an instructor
at the film fixation trust. In 1936-1937, A. Eniki
was a special representative at “Azerkino” Film
Studio in Baku. It was at that time that the writer
wrote the screenplay [5] based on the story “Only
for One Hour” (1944), which was published in
1970 [7, pp. 12—-14].

M. Khabutdinova highlights the theme of the
Great Patriotic War in the works of A. Eniki: “In
1972, A. Eniki’s autobiographical novel “We Were
Soldiers Too”, titled “Front-line Diaries”, was
published [3, p. 207]. The scholar emphasizes that
the writer’s work “Front-line Diaries”, written
during the war, was submitted to “Kazan Utlary”
(“Lights of Kazan”) journal in an amended version
in 1994, she compares the manuscript against the
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journal version and gives a detailed assessment of
the content [3, pp. 204-211].

Three short stories by the writer, written in
1944-1948 (“Only for One Hour”, “The
Hospitable Enemy”, “Looking at the Mountains”),
formed the basis for the 2000-2001 television film
“Full of Danger and Memory”, while the stories
written in the period of 1944-1964 (“Only for One
Hour”, “Who Sang?”, “Beauty”) made up the main
content of the movie “The 823" Kilometre”,
released in 2024.

The TV movie “Full of Danger and Memory”
is a three-part feature film lasting for two and a
half hours, it uses fragments from the films “The
Unknown Soldier” and “Defenders of the
Fatherland”, shot by the cameramen who died in
the Great Patriotic War.

The initial part of the film is similar to the
initial part of the writer’s screenplay “Only for One
Hour”: The time of the beginning of the war is
shown exactly in the same way as depicted in
A. Eniki’s screenplay: “Summer. Haymaking. Rye
is already ripening. The high, clear sky. A lonely
lark is chirping over the fields. After some time, its
singing slowly turns into a melody” [5, p. 1]. It
shows how Maryam abystai is waiting impatiently
for her sons, especially for her son Gumer, drafted
into the army on the eve of the war, she had no
news of him for a long time and the news that
came were about the beginning of the Great
Patriotic War. The image of Maryam abystai in the
literary work is replaced by the image of Auntie
Maryam in the feature film. It should be noted that
the address “abystai” has always been considered a
sign of respect and reverence. In the screenplay,
A. Eniki describes it in this way: “Maryam abystai
(that is the name of the old woman) shudders™ [5,
p. 2]. In a story, written in Soviet times, A. Eniki
preserves this address — “abystai”, to emphasize
that respect for a woman in a Tatar family is a
long—standing tradition. In our opinion, the
renaming of “abystai” to “auntie” seems to be a
departure from the original image created by
A. Eniki and even from the idea of the film.

In the feature film, it is precisely the same kind
of rural life that attracts attention as in the
screenplay by A. Eniki: “The village is quiet,
empty, not a single person is seen on the street.
Everyone is at work. Somewhere in the distance,
an occasional sound of a mower is clearly heard”
[5, p. 1]. However, Galimdzhan abyi’s (Uncle
Galimdzhan) house, located on the edge of the
village, is very different from what A. Eniki
describes in his screenplay. The image of a large,
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spacious house in the film, with landscaped gates,
fences and outbuildings, takes the viewer away
from the way the village looked during the Great
Patriotic War. In A. Eniki’s screenplay, the house
looks as follows: “In the window of a small house
on the outskirts of the village, the shadow of an old
woman is seen. She quietly looks out into the open
fields. A couple of kilometres from the village, a
rural road runs along the ridge. There is a small red
brick station, standing under the shelter of old lime
trees, and some buildings painted yellow...” [5, p.
1].

In A. Zaripov’s film about the tragedies of the
Great Patriotic War, the use of fragments from real
historical footage adds credibility to the film, un-
like the screen version of 2024 “The 823"
Kilometer”, which lacks documentary footage.

In A. Eniki’s stories about the war, the topoi,
denoting such literary places as a train, railway,
and station, play an important role. For A. Zaripov,
it is the way to retain the meaning, conveyed by
the author through a chronotope, so his time and
place often change. In the film “Full of Danger and
Memory”, the perceptual chronotope intersects
with the conceptual chronotope (it turns out that
Gumer is expected in his native village, that he,
surrounded by enemies, has survived on the
battlefield, and that he has a son who is the family
successor). This episode expands the mental layer,
conveying the idea of the film to the reader
through various images. In the feature film, the
historical time of the beginning of the war,
summer, changes several times. Gumer’s departure
is symbolized through the image of autumn,
Gumer’s return happens in early spring, the arrival
of the death notification is the alternation of
autumn and winter. In this place, it should be said:
on the outskirts of the village Verkhniye Kargaly,
where A. Eniki was born, there was also a railway
track and a station, located a little farther away.
Not far from the village of Davlekanovo, where
A. Eniki grew up, there was the Buzdyak railway
station as well. Therefore, this literary place is
often found in the writer’s works and it has a
symbolic meaning. The image of the echelon in the
film remains the same as it is described in A.
Eniki’s works. In the screenplay “Only for One
Hour”, the image of the train looks like this:
“There is a long train in front of him. Along the
road, soldiers walk back and forth or gather in one
place and talk. The train is to start moving soon —
the locomotive is already coming to life releasing
white fumes. Gumer, accompanied by his parents,
approaches his carriage” [5, p. 19].
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The story “Only for One Hour”, according to
the writer’s own words, was written in connection
with his memories of Uncle Nigmatulla. In his
memoirs “Songy kitap” (“The Last Book™) (1987),
the writer describes the event, which forms the
basis of the plot in the story “Only for One Hour”,
as follows: “probably in the dark autumn of the
seventeenth year, trains with soldiers returning
from the front began to pass right through our
village. Allegedly, from one of these echelons,
Tatar soldiers shouted: ‘Nigmatullah from your
village is coming back! In the rear echelon, he told
me to tell you!” Someone heard this and ran over to
our grandmothers. Of course, at first, they were
struck by the suddenness of the news, then, they
got to their feet with undisguised joy. They
immediately harnessed a horse belonging to one of
their close relatives  (Rakhmatullah-abyi’s,
apparently) and rode to Buzdyak (at that time the
trains did not stop at Kargaly); they quickly began
to heat the bathhouse and slaughtered sheep. But
that day, when it finally got dark, the sweating
horse returned with no one in the carriage... Hope
is something amazing, stubborn! The next day, on
the third, and on the fourth, they rode horses to
Buzdyak, and the trains continued to pass, but
there was no Nigmatulla! Those who were at home
felt disappointed, confused, destitute, blue and
waited for a week, two weeks, even a month, and
then gradually they lost all hope, thinking that one
of them had misunderstood it. Our grandmother sat
for a long time praying, and Medina quietly shed
bitter tears over the cauldron...” [8, pp. 34-35].
This amazing event prompted the writer to write
the story “Only for One Hour” in 1944, and later
the screenplay of the same name. This was the
writer’s own experience, compiled from the
biographies of the people he knew well, his
relatives. A. Zaripov summarized the features
inherent in the prototypes of Uncle Nigmatulla —
Gumer in the story “Only for One Hour”,
Batyrzhan in the story “Looking at the Mountains”,
Khakim in “The Hospitable Enemy”, Khasan in
“Mother and Daughter”.

Mothers’ longing for their sons is described in
the same way as in A. Eniki’s story. The film
shows a mother who does not move the objects
belonging to her youngest son and does not let
others meddle with her son’s favorite tool, the
scythe. Special attention should be paid to the act-
ing of Firdaus Khairullina, the Honoured Artist of
Russia, People’s Artist of Tatarstan, who recreates
the image of Aunt Maryam. The timbre of her
voice, her manner of behavior, the skillful
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transmission of complex emotions of the actress
are generally in line with the image of Maryam
abystai created by A. Eniki. However, the
character of the People’s Artist of Russia and
Tatarstan Azgar Shakirov, Uncle Galimdzhan,
does not match the image of Uncle Galimdzhan by
A. Eniki. In the screenplay “Only for One Hour”,
Galimdzhan abyi is a character who comforts his
loved ones with his patience, seriousness, and
modesty. It should also be mentioned here that
A. Eniki copied the image of Uncle Galimdzhan
from his grandfather who belonged to the Mirza
family. Through the image of Galimdzhan abzyi,
the writer conveys his thoughts, urging the reader
to be calm, patient, not to give up under any
unforeseen circumstances. In A. Shakirov’s inter-
pretation, Galimdzhan abyi flies into rage, has a
quick temper, and sometimes jokes. Nevertheless,
it cannot be said that A. Zaripov’s Galimdzhan
abyy is unsuccessful, it is just that other functions
are assigned to him. This is the image of a father
who feels responsible for his family, and a father
who sent his four sons to war. In the film, the
character of Old Man Lukman (Lukman kart) takes
over the image of Uncle Galimdzhan. The Old
Man Lukman comes from A. Eniki’s story
“Looking at the Mountains”, he tends to represent
the archetype of the aksakal. In the writer’s work
the archetype of the aksakal is an image that cares
about the future of the family (for example,
Minibai - an old man in the “Untold Will”). In the
film, Lukman has the features of Badretdin’s
grandfather from the writer’s short story “Beauty”.
The sick Old Man Lukman is laconic, his delu-
sions, in fact, are a premonition of tragedy. For
example, A.Zaripov uses Lukman to tell that
Gumer will not return, and he is the one who
reminds Gumer of the need to leave offspring upon
his return. Vasil, brought by Galya-Galiya, also
meets Old Lukman at the gate. This is A. Zaripov’s
creative find, because one of the motifs of
A. Eniki’s work is the idea of tribes and clans’
continuity. The family progenitors in A. Eniki’s
works are laconic, deep-thinking, noble Tatar men.
A. Zaripov based the film on one of the key ideas
that A. Eniki wanted to embody in his work.

The characters — the Old Man Lukman, Vasily,
Talip, Sharifulla — help to reveal the idea expressed
by the main character. The choice of the
character’s name, Gumer, is not accidental, since it
is clear that the film is based on the writer’s story
and his screenplay “Only for One Hour”. The
image of Gumer, in the script by Akhtyam
Zaripov, is the merit of the young actor Fanis



S. F. MUKHAMMADIEVA, G. R. GAINULLINA

Ziganshin (Dzhihansha), the Honoured Artist of
Russia and Tatarstan. It is worth noting that
F. Ziganshin lovingly portrays the characters of A.
Eniki, constantly participating in recordings of his
stories in audio format. The character of
F. Ziganshin is conceived as a young soldier who
selflessly loves his Homeland, is loyal to his native
land to the end. A. Zaripov delivers the idea of pat-
riotism with the help of Gumer. Gumer, unlike
Vasily’s character, is not afraid of harsh
conditions, unlike Talib, is not short-tempered,
does not succumb to temptation. When he comes
to Galya’s house, having bandaged his wound, he
soon hurries back to the platoon. F.Ziganshin
managed to subtly and unobtrusively show the
relationship between the mother and her child.
Sometimes the naive-sounding lines of the
character, his confusion in difficult situations are
authentically transmitted by the talented actor.

In A. Zaripov’s feature film, A. Eniki’s
thoughts are successfully disclosed through the
image of Sharifulla performed by Ildus
Akhmetzyanov, the Honoured Artist of Russia,
People’s Artist of Tatarstan. The director gives
Sharifulla the cigarette case left by Gumer. In this
place, the tragedy of Aunt Maryam, Uncle
Galimdzhan, Sharifulla, their daughter-in-law
Kamila, who look at the cigarette case as their last
hope, is deeply conveyed. Sharifullah’s alcohol
addiction is overlaid with the pain and anguish of
the Tatar husband, the viewers are impressed by
Ildus Akhmetzyanov’s brilliant performance.

The image of Vasily, which enables the direc-
tor to reveal the essence of Gumer’s nature, is
different. He does not lose face in front of his
enemies, talks to them naturally and easily.
However, Vasily is afraid of persecution on the
part of special services, so the film, unlike the plot
of the story, introduces the problem of desertion
from the front.

In the second episode of the film, A. Zaripov
uses almost the full story of “The Hospitable
Enemy”. All the plot elements and dialogues,
described in A. Eniki’s story, are found in the
feature film in the same version, moreover, they
are developed and expanded. To increase the
credibility of the viewer in the film, it would seem
more convincing to show an enemy officer
speaking not Tatar, but German, with a Russian-
speaking translator, at least with a Russian accent,
and to provide the translation into Tatar using
subtitles and voiceover. After all, an enemy officer
speaking Tatar leaves room for the viewer to

perceive the enemy officer as a Tatar man who
betrayed his country.

The character of Talip is also different from the
character in the story, in fact, he is a generalized
image of a soldier who dies because of his rage and
intolerance. However, A.Eniki and A. Zaripov
skillfully use this image to convey the main idea.

Thus, Gumer turns out to be braver and wiser
than other young men. He is loyal to his friends.
Apparently, he told Galiya about them, so the
woman named Gumer’s son Vasil. This motif is
taken from the story “Looking at the Mountains”,
but in a changed and developed form. A. Zaripov
skillfully uses the image of Lukman kart and
through the image of the old man conveys the idea
of how important it is to leave offspring. The story
“Looking at the Mountains” tells about the return
of Batyrzhan’s three-year-old son, a grandson of
Miller Lukman Babai. A. Eniki’s idea that “life
doesn’t end, it goes on, it goes on” is developed in
the feature film [9, p. 105].

Among the supporting characters in the film,
the images of Zagida and Galya-Galiya stand out.
Zagida has the same traits of character as in the
story “Only for One Hour”. The characters of the
Honoured and People’s Artist of Tatarstan Zulfiya
Valeeva-Latipova as Galya-Galiya, and the
People’s Artist of Tatarstan Khalima Iskandarova
as grandmother, movingly represent the fate of the
women who find themselves surrounded by
enemies. On the one hand, Galiya’s ardent feelings
for Gumer may raise the viewer’s questions. For a
Tatar guy, such a phenomenon is alien.
F. Ziganshin is very true to life when conveying
his feelings. The character of Z. Valeeva also rises
above debauchery. The enemy’s cruel treatment of
families, the humiliation of women - A. Zaripov
makes the character of Z. Valeeva and the
character of Kh. Iskanderova experience this pain.
Everything is clear, simple, natural, and
understandable. The viewer may have a feeling
that this Gumer is different from the man in
A. Eniki’s work. Does Gumer betray Zagida? But
A. Zaripov holds the image of Galya responsible
for posterity: “I will either be raped by enemies
today or tomorrow anyway, make love with me,
Tatar guy!” she says. After the murder of her
father, mother and sister, a 17-year-old Russian
girl, who falls victim to enemies, sobs on her
grandmother’s lap. A. Zaripov develops the ideas
of A. Eniki reflected in his stories about the war:
life is stronger than death, leaving offspring defeats
death. Consequently, the creators, portraying a
person in unexpected acute situations, solve a
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universal philosophical problem at the point of
national generalization. The news of Gumer’s
death, brought by the daughter-in-law, Kamila,
played by Anisa Sabirova, the Honoured Artist of
Tatarstan, is in fact a representation of the motif
from A. Eniki’s story “Mother and Daughter”.
Like Rakhilya, Kamila tries to hide the news of the
child’s death from his mother. A. Zaripov
developed A. Eniki’s ideas. In war conditions, it is
quite natural to entrust a Russian girl with the duty
of raising Tatar offspring, for a Tatar person to suf-
fer from infirmity and to take up drinking vodka,
not daring to tell the mother about their son’s
death. It is national values that act as life values at
the moment of death. Gumer gave Galya a Tatar
name, imperceptibly bequeathing to continue the
Tatar family. In turn, Lukman kart accepted
Galiya’s child as the progenitor of the family.
Consequently, A. Zaripov remains faithful to the
philosophy of national existence proposed by A.
Eniki.

In the film, Iltazar Mukhammetgaliyev bril-
liantly plays the part of an enemy officer in the
same way as it is depicted in the text by A. Eniki,
‘with a dead face, with an insidious air”, and the
character’s speech sounds dry and very natural. In
general, a demonstration of how Soviet soldiers
end up in enemy hands is achieved in the film
through the mastery of acting, lighting, and
scenery.

The director’s idea coincides with the writer’s
idea. “A. Eniki puts human psychology at the
center of certain unforeseen situations describing
his characters’ behavior and through them makes
an attempt to highlight the universal values
inherent in humanity” [9, p. 158]. In A. Eniki’s
stories, A. Zaripov puts forward the idea of great
spirituality and humanity of a person, A. Zaripov
and A. Eniki’s contemporaries identify Family,
Continuation of the Family Line, and Love as life
values.

Compositionally, the interweaving of stories is
well organized in the film. Stylistically, the
accuracy of A. Eniki’s works greatly simplifies
their performance on stage. This is evidenced by
the productions, based on A. Eniki stories,
currently staged in the Tatar theatres. Thus, in the
repertoire of the G. Kamal Tatar State Academic
Theatre, there is a play, based on A. Eniki’s story
“Reshe” (“The Haze”), of the same name (directed
and staged by Aidar Zyabbarov). In addition to this
story, the motifs of “Only for One Hour” are used.
This story is also quite successfully integrated into
the structure of the performance: the touring artists,
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depicted in the story “The Haze” stage this
particular work of the writer. The premiere of the
play “The Motherland Will Not Forget You!” took
place at the K. Tinchurin Tatar State Theatre of
Drama and Comedy. Directed by Zulfat Zakirov
and staged by Shamil Farkhutdinov, it is based on
the short stories “The Child”, “Who Sang?”, and
“Mother and Daughter”. The Almetyevsk State
Tatar Drama Theatre’s play “The Ship of Life”
(directed by Guzel Akberdina, staged by Farida
Ismagilova) is based on the writer’s short stories
“The Joke”, “Tranquility”, “Night Drops”, “Beau-
ty”, “One Word”, and “The Seller of Tangerines”.
Thus, in recent years, attempts have been made to
combine the stories of A. Eniki into a single whole
and assemble them into a single compositional
structure, which, one might say, began with the
film “Full of Danger and Memory” by the
Honoured Artist of Tatarstan Akhtyam Zaripov.

Main results

The prose of Amirkhan Eniki was first
presented to the audience as a feature film “Full of
Danger and Memory” in 2000-2001. The film de-
voted to the Great Patriotic War includes three
short stories by A. Eniki, written in the period of
1944-1948 “Only for One Hour”, “The
Hospitable Enemy”, and “Looking at the
Mountains”. At one time, the writer, who had a
degree in psychotechnics, was familiar with
cinema. In 1970, the writer presented his “Only for
One Hour” screenplay to “Azat Khatyn” (“A Free
Woman”) magazine.

A. Zaripov developes A. Eniki’s ideas, repre-
sented in his stories about the war. He argues that
life is stronger than death, highlights Family,
Continuation of the Family Line, and Love as
values of national existence. The best cast of the G.
Kamal Tatar State Academic Theatre takes part in
the television film: F. Khairullina,
Kh. Iskandarova, A. Shakirov, I. Akhmetzyanov,
I. Mukhametgaleev, F. Ziganshin and others.

Conclusion

The appearance of A. Eniki’s works in Tatar
cinema is due to the need to translate classical texts
into the language of cinematography. The prose of
Amirkhan Eniki is a complex, original material for
translation into cinematographical language.
Directors and stage designers should thoroughly
study the work and biography of A. Eniki before
setting about the work of transferring the writer’s
stories to the cinema screen. When working on a
feature film, it is necessary to preserve the
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language, style, ideological and aesthetic features
of the writer’s works. By creating his film “Full of
Danger and Memory”, A. Zaripov has shown an
excellent example of the way A. Eniki’s works can
reach a vast public through the art of cinema. The
director managed to successfully present the
national philosophy of being, which A. Eniki
wanted to embody.

The article was written and published with the
financial support of the Russian Science Foundation and
the Government of the Republic of Tatarstan within the
framework of the scientific project “Conducting
fundamental scientific research and exploratory
scientific research by small individual scientific groups”
(regional competition). No. 24-28-20211
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Mokanone TarapcraHHBIH XasbIK s3y4bichl, ['. Tykait ncemennore Jlaynor Oyiere usice OMHUpXaH
Ennkn (1900-2000) ocopiopeHeH Tarap YKYYbIChIHA KHHO COHrare amia Hpely Y3eHYJICKIape
olipoHens. OQUMHEH NPOo3achkl KMHO COHTATEH COIOYENOpPrd MKE TAIKbIp TOKbAUM uTenae. ©. EHuku
IIpo3achlHa TOYre TaIKbIp pexkuccep OXToM 3apunoB Mepaxorate urdo. 2000-2001 Hue emmap
apansirbiHga «Mnhamusat» kuHOCTYOMACCHOD «XoTop hom xoTep» TeneBH3MOH (MIBMBI OHBSTA
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YpIrapbliia, pexxuccep haM HHCIEHHMPOBKA aBTOPHI ©. 3apuIlOB TapadblHHAH S3Y4YbIHBIH «bep reHs
coratbka» (1944), «Kynakubsun gommany (1945), «Taynapra kapam» (1948) xukasiope KHHO TEJICHD
kyuepeno. 2024 pue enma OwmmpxaH ExukmHen «Matypinsik», «bep TeHo coraThko», «Kem
KBIPIAAbI?» XHUKOATOPEHASre MOTHBIAP HUTE3EHIO «823 HUe KHIOMETp» HCeMie KHHOGHIbM
(cuenapuii aBTropel Bamepus baiikeeBa, pexuccepmapsr Hpexk Xaduzo, Omup ['ammockopos)
TeIIEePETD.

DoHHN MOKAIIOAD 0AsIIOY 00BEKTH — OXTOM 3apuIoB Tapa(bIHHAH AMUIOHTOH «XoTop hom xoTep»
TeneBm3noH (mibMbl hom O. EnmknHeH «bep reHo coraTpko» mcemie KHHOCHEHapue. Tukimepy
IpeAMEThl OynbIn s3y4ybl haM pekuccep TOKBIMM HMTKOH TEKCTJIApHBIH HIES-3CTETHK ChlidaTiapsl,
COXHOJISLITEPY Y3EHUAJIEKIIOPE, 9Capiaplare TUPaH (ancodu-oxyakelii (UKEpIopHEH Tamallaybira
XKHUTKepeny anbiMHapsl Topa. Llynaii yk teneduiabpmaa Ten hoM anapHsl agapra sipsM UTKOH HKEHUEI
JIOPKSIore MEPCOHAKIIAPHBI OaliKapraH akTepiap, ajlapHbIH OCTaJbITbl MACHOJIANOpPE A9 TBIHIIBMH
SI3MaHbIH THKILIEPY HpeIMeThIH hoM sSTHaJbITbIH OMIITENH.

Toenm TOMIEHYITIP: TaTap ONOOWATHl, MOIQHUAT, OMHUpXaH EHHKH, OXToM 3apHIIOB, XHKS,
TEJNEeBH3UOH (PHIBM

Colitama eveH: MexommomueBa C.®., Taitnymumna I'P. Omupxan EHMKM ocopiiope KHHO
conrateHno («Xotop hom xorep» tenedunpmbl Mucansiaaa) // Tatarica. 2025. Ne 1 (24). 96-109 6.

https://doi.org/10.26907/2311-2042-2025-24-1-96-109

Kepem
Tartap omoOusThl Kiaccursl OMHUpxaH ExHukun
mwKaTel  hopmamm  omoOumsT  hom  coHrate

ohennopeHeH UT'BbTHOAPBIH KAJET UTI. SI3yUbIHBIH
KYTI K€H9 ocopIape OyreHre KeHAo TeaTp hom KiHO
COHTraTeHId YyHHana. OAUN WXKATBIHBIH TeaTp
COHraTe TeJIeHd Kydepenye, aepbIM aJlraH/ia, COHIbI
oypT mucte en sueHad . Kamanm wucemennore
Tatap noynor akagemus TteaTpsl, K. Tunuypun
ucemenaore Tatap AQYNoT nIpaMa hom Komemus
TeaTpbl, ONMaT Tartap AoyneT apaMa TeaTpsl,
Kazan ¢enepans yHHBepCHUTETHIHBIH «Mu3rem»
CTYZAEHTJIAp TeaTPbIHAA COXHAISIITEPETYE SA0HST
ramuMHope TapadbiHHaH OostoHo Kwid  [1].
SzyubinblH  ocopiope I'. KapueB ucemenmore
Kazan Tarap noynor smb TaMamiadsl TeaTpbIHIA
na coxuomomrepenae. 2024 Hue enma sS3y9IbIHBIH
«OWTENIMAroH BaChIATH» XHUKISCE MOTHBIAPHIH
¢aiinanansin, «MaTypiblK» CHEKTaKIe (peskuccep
Erop YepHsllieB, MHCIEHMPOBKA aBTOpBI bynar
MuHKWH) ToKbIUM uTeNd. 2025 HYe eITHBIH
HOAOpEHAS INyImIbl YK Tearp  COXHOCEH[D
SI3y4YBIHBIH «['@JIOHZIOM TyTall XaTHpace» ocope
MOTHBIIAPHl HUTE3€HIQ IIyJl MCEMJISre CIIEKTaKIIb
(pexwuccep Buxropus ITeuepaukona,
WHCLIEHUPOBKA aBTOPHI Aliap OXMoHeB) Kyena.
Tearp OenmoH Kapnom KUHO hoMm TeJeBU3MOH
(uIpMHAp CoHTaTe amra MKAaTHBI MpoIaraHjaatay
MOMKHHJIETE IIAKTBIH KHH. OJo0uAT TajuMe,
¢wunonorust  poHHOpPEe  OOKTOpBL,  Tpodeccop
O.I". NamumymuH «OMUpXaH EHUKH ocopiiopeHeH
hopbepce — y3e Oep HoduC GMIBMY», — IUTT SUTS
[2]. XXI raceip 6ambiaaa ©. Exukn nmpo3acsl KHHO
coHTaTeHo A0 yren kepo. 2000-2001 wHue emmapaa
«Mnhamusat» kuHOCcTyamsce ©O. EnukuneH «bep

TeHo coraTbkoy, «KyHakubll qomimany, «Taymapra
Kapam»  XUKOSJIOpe  MOTHBIAPHl  HUTE3CHId
pexxuccep hom WHCIEHHpPOBKA aBTOPHI OXTOM
3apumnoB TapadblHHAH DIUIOHTOH TEJICBH3HOH
HO(UC GUIBMHBI TOKBJIUM HTS. OUTEPTa KUPIK, Oy
¢unmpmma  O. EamkmaeH «AHa  hom  KBI3»
xukasiceHHoH hom «be3 mo compmatnap waek» Iun
WCEMJIOHTOH aBToOHMOrpaduK [TOBECTEHHAH
aJIBIHTaH MOTHBIIAp TOEMJIaHA.

SI3y4BIHBIH 9COpJIOpEe COXHANISIITEPY, (HUIBM
WTEN Tellepy ©4YeH IIaKThIi KaTJaylbl UKOHEH 119
Ounrenon yty 3apyp. byrenre kenne ©. EHukuHeH
beex Baran cyremmber (1941-1945) TtemachiHa
KaparaH MpO3achIHbIH Y3€HYQJEKIIope, TaTap KUHO
CoHTaTe YycemeHns TaTapcTaHHBIH aTKa3aHTaH
COHTaTh JIUIeKIIece OXToM 3apuroBHBIH (1935-
1924) poine, amabust raume Musoyie Xo0eTan-
HOBaHBIH SHAa (QHKep-Kapamuiapbl, Xe3MoTIape
urbTHOapra naek [3; 4]. ['anumo acchI3bIKIaraHya,
O. EHMKHM WKaTBIHAA «ICUXOJIOTH3M OWK Keduie,
IIyHa KYpP9, JPaMaTHK SCCHUIBIKKA YBITapy ©YEH,
pexxuccep ham cuenapuct TapadplHHaH OMK KyI
Xe3MaT copana» [2]. 2024 Hue enma OMHpxaH
Enukuner «Matypiaslk», «bep reHa coraTbkoy,
«KeMm KpIpnambpl?» XHUKSUIOPEHIIST€ MOTHBIIAP
HUTE3€HIS  «823 HUEe  KUIOMETp»  HUceMmJie
kuHouibM  (cueHapuwii  aBTOphl  Banepus
BaiikeeBa, pexxuccepnapsl Mpek Xaduzos, Omup
'annockopoB) TOKBAUM UTENS. OMMa (QHIBM
omo0MAT  TalMMHOpPE  Tapa(blHHAaH  [IAKTHIHA
TOHKBIUTHIIOHO, O. EHUKK ocopiopeHs xac OynaraH
CTWJIb XKYEJraH, TUT9H Kapaluiap >KUTKepeno [2].
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Tuxmepeny Mmarepuauiapsl hom Meromiapsl

QoHHM THKIIEPEHY Marepuaibl Oyrapak
O. Ennknnen «bep reno corateko» (1944),
«Kynakubn nomman» (1945), «Taynapra kapam»
(1948) xukosmmope hoMm amap HUTE3EHID DIIIOHTOH
«Xotop hom xoTep» TeneBU3MOH HODPHC (HUIBMBI
(cuenapuii aBTOpEI hoM  pexuccep OXToM
3apunoB), ©. Enukunen «bep reHs coratbkoy
KHUHOCIICHApHE [5] aTbIHIbI.

Tukmepeny meromnapbl hom mTpHUHIUTUTAPHI
TBIAIBMU  D3JIOHYHEH MakcaTblHa hoM  eiipoHy
OOBEKTBIHA HHTE3NOHEN CallIaHBUIABL. Omo0Hu
KATHBI, 9COpHE MIopexyioy hom aHanmm3iayHBIH
MOJQHU-TAPUXHU, YaT'BIIIThIPpMA-TapUXHU METOAJIaPhI
(hariganaHbUIIbL.

Dukep ajabIlLy

Kuno conrare tenena O. EHukuHeH Oamuisrya
Beex Baran cyrbimsl emnapeiHaa hom anHaH CoH
CYIBIl ~ TEMachlHA  MOHACA09TIEe  ocopiope
Kydepesns. OUTepro KUpoK, COHraThHEH Oy Tepe
O. Enukuro sikeiH, uyeHku 20-30 Hubl emnapaa
TaTap S3YYBUIAPBIHBIH MOCKOY KHHOCTYAHSACE
OClIoH XE3MOTTAIIEK MTKOHJIEre MarbiayMm [7].
Omunuer  1931-1937 vue emnmapna  Kazamga
Xe3MoTHE  (POHHHM  OCMITBHIPY  MHCTUTYTHIHIA
MICUXOTEXHUK Oenreusere amysl, 1935-1936 Hubl
eliap apalbIrblHAa KHHO(HKCAIMsl TpecThIHAA
WHCTPYKTOP OyJNBIT Xe3MaT Kyrbl hom 1936-
1937 Hue emapaa Bakyna «A3epKUHO»
KHHOCTY/IMSICEH/Id pallOHHAH Maxcyc >KUOQpEeiraH
BOKHII OyJIBIIT TOPYBI MOTBIYM. S3yusiHbIH «bep
reHs  corarbko»  (1944) xukosice  OyeHua
KuHOcIeHapuit snwron [5], 1970 Hue enga neHbsTA
YbITapysl Ja UrbTHOApra Jaek [7, 6. 12-14].

M. XobernuuoBa O. Ennku wxareina beek
Baran cyremmel  TeMackl YarbUIBIIIBIH - a€pPBIM
urpTHbapra aneim  eWpoHd: «1972 Hue enga
«DpOHT  KOHJANIEKIope»  HCeME  acThIHJA
O. Enukunen «be3 1o conmariap HWOEK» M
aTanraH aBToOmorpaduk moBecTe MOHBSI Kypo» [3,
6. 207]. T'anuMa S3ydYBIHBIH CYTHII eJJIapbIH/A
s3pura - «@poHT  KeHnanekiIoperHeH «Kazan
yTJIaphl» KypHaibHA 1994 HUe enma y3ropTenroH
BapHMaHTTAa TOKBANM  HTEIYECH  aCCBHI3BIKIIBIM,
KyJIbsi3Ma OemnoH KypHaI BapUaHTHIH
YarelITHIPHII, 9Tpaduibl 6 6upa [3, 6. 204-211].

OnunaeH 1944-1948 Hue emnapaa si3pUIraH o4

xukasice («bep rTeHo coratekoy, «KyHakubLl
nommMan», «Taymapra kapam») 2000-2001 aue
ejlappa  JuuloHroH  «Xorep  hom  xorep»

TEJCBU3UOH (UIIBMBIHBIH HUTE3eHD sita hom 1944-
1964 ennap apanbITbIHAA S3BUITAH XHUKISAIOpE
(«bep rTeHo corateko», «Kem  KpIpmambI?y,

«MartyprbIk») 2024 nue €JIHBI JleHbsTa
YBITapBIITaH «823 Hue KHJIOMETP»
KUHO(UIIBMBIHBIH TOII 3UYTAJIETeH TOLIKWII UT9.

«Xatop hom xoTep» TenepuIbMBI — HKE CoraTh
SIPBIMITBIK 04 cepusuie Hoduc dumsM. bupeno beek
Baran cyrermmeiana homak Oynran kuHOOIIEpaTOp-
nap TtemeproH «bunrece3 commat» hom «Baran
cakypUiapbl»  (GUIBMHAapbIHHAH  (pparmeHTiIap
(halimanaHpUITaH.

OwiIbMHBIH Oanmiam eseme sS3ydblHbIH «bep
TEHd COraThbko» KHHOCICHApUEHBIH Oaruiam
enemeHd TOHraia. Cyrein  OaluiaHrad — BakbIT
CypoTe HOKb ©. EHHKHAOreYo TOKBAMM HUTETQ:
«Koit. [leuon ecte. HIE aphIln Ta earepen Kuio.
buek, as3 kyk. Kelpmap ecrenae surei3 Typrait
TaJIbIHBIN caiipelil. bepazmaH aHbIH calipaBbl
OKpeH T'€Hd MOHJIBI Oep KeWra oBepelien HILIEeTeNd
Oanueiit» [5, 6. 1]. MopbsiM aObIcTaifHBIH yIUIAPBIH
3apBITBIIT KOTYE, OWTPIK TO CYTHIN OamuTaHBIP
AJIIbIHHAH TbIHA apMus caiapblHa ajbIHBII, SJIETd
x90ope Oynmaran ['omop ynbl TypblHAa OOPUBLTYHI
hom beex Baran cyrbimbl OanuiaHysl XakbIHAATBI
x000p KWiIye KypcoTenmd. ©Ocopasre MaopbsaMm
abpIicTaii oOpasbiHa HOGUC QrbMaa MapbsiM TYTH
JUTOH Y3Topel KepTesdraH. Tarapna «aObIcTaii»
OUI SHOQUIY 3JIEK-3JICKTOH OJIbUIAY, UXTHUPaM
Ounrece 1o OyJbII CaHAITAHJIBITBIH HCKOPTEI
ytuk.  Kunocuenapuitna  O. Enuku  Gomait
TacBUPIBIA:  «MophsiM  alObICTali  (KapUbIKHBIH
uceMe Irynail) CHCKoHeN-cellkeHen Kys» [5, 0. 2].
O. EHUKMHEH COBET YOpbIHJA S3bUITAH XK
aObICTall JWI SHASUIYHE KaJIABIPYBl — Tarap
TanIaCceH 19 XaThIH-KbI3ra HUXTUPAMIIBI
MOHAC09THEH OOPBIHTBIIaH KHJITOH TaJIaT OYIIybIH
acChI3BIKIIAaBhl yJ. be3HeH kaparika, «TyTw» Iul
y3ropry ©. Enukn ecnyGeHHOH, XoTTa (DPUIBMHBIH
(ukep keOCHHOH OepKaIop YUTeHy KeOek Toena.

Hoaduc ¢dunbpMaa UTbTUOAPHEI aBBUI
TOPMBIIIBIHBIH HOKb ©O. EHMKM KHHOCLIEeHapHeH-
Jarelya Oupenye >Kolen MT: «ABBUI ThIH, Oy,
ypaMbIHIa Oep Kelle 3aThl KYpeHMH. Sliie-KapThl
O6apcel ma omTo. KasgHAplp epakTaH Te4YoH
YaIrKbIYHBIH TAKbUIIABBl TOHBIK KbIHA HIIETENel
Ky#ranetii» [5, 6. 1]. Jlokun [anmmokan aO3bIHBIH
aBBUI YHTCHIOTEe 6¢ O. EHUKN CypoTioroH eiIoH
Ouk aepputa. OuabMIArel 3yp, UPKEH 6 CypoTe,
Te3€K KallKa-KoiiMa, Kapantbl-kypa beex Baran
CYTBIIIBI YOPBI aBBUIbI KYPEHEIICHHOH ajbIll KHTO.
O. EHUKYM TOKBAMM WTKOH KHUHOCLECHapHuiina eif
CypoTe€ MOHABII: «ABBUI YHMTEHJASI€ KEUKEH
OMHEH TOPa39CEeHd KapyblK IMIQYJIACe KYpeHo. Yl
THIH TblHa auyblk Kblpra kKapam Ttopa. Kapmbina,
aBpUIIaH Oep-MKe YaKpbIM YHTTd, CHIPT Oyitnam
aBbLI 10JIbI y3a. AHBIH KapT OKOJIOp BILIBITBIHIA
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YTBIPraH KEYKEHS KbI3bUI KHpIeu craHiusce hom
capeira OysuIraH KapajiTbuiapsl KypeHa...» [5, 6. 1].

O. 3apuIioB TOKBIUM HTKOH beek Bartan
CYTBIIBI (hakurajgope TypblHAarsl QuibMaa peaib
Tapuxu Kaapiapaad ¢parMeHTIapHBIH SJIeIoH-oJIe
KabaTaaHbl TOPYH! (GMIBMHBIH BILIAHIBIPY KOUCH
aprTelpa. Mucanra, 2024 Hue enrsl «823 Hue
KAJIOMETP» (UIbMBIHA OKYMEHTAIb KaApJiapHEI
(haiimanany >KUTEHKEPOMH.

O. Enukuner CYTBIII TYPBIHAATBI
XHUKSUIOPEHIO TI0e3]], TUMEP 10J, CTaHIUs KeOek
om0 ypeIHHBI OmiTrenoyde Tomocnap shomusTie
pons yHHBIA. ©. 3apumnoB OWpens S3ydbl ©YeH
ohomusiTne Oynran XpOHOTOI —ama MOTBHO
UpeLITepy IOJBIH CaKJbli, BAKBIT T4, YPBIH Ja €I
QJIBIIIBIHBIN TOpa. «XaTop haMm xaTep» ¢puibMbIHAA
MepUenTyanb XpPOHOTON OEIoH  KOHIENTyalb
xpoHoton kucemye (I'omopHe Tyran HOpThIHIA
KOTYJIope, aHBbIH CYTBII KbIPBIHAA IOLIIMaH KyII
acTeiHOa OyJBIIl Ta, HWCOH Kalybl, aHBIH HOCEN
JOBaMYbIChl — yIbl OyJybl XakKbIHIa AYbIKJIAHY)
Ky3oTenma. By KypeHewr yiiaplpmMa KaTJIaMHBI
KUHONTS, (UIBMHBIH MIESICEH YKy4blla Tepie
oOpasmap ama Oupyne spaoM wurd. Hodwuc
¢uIbMAa cyreim OanuiaHraH TApUXW BaKbIT — KOl
— OepHMYS TamKblp anblliblHA. ['OMOpHE o03aTy
BakbIMracbl — K63, ['OMOpHEH KaWThIll KYypeHY
BaKbIMrackl — UPTO 513, YJIEM Xd09pe KWy — Ke3
OeNloH KBIII aJbIIBIHY KeOEeK BaKbIT 00pasiapbl
alla CHMBOJUIAIITHIpBUIA. By ypbiHZa oiiTepra
Kupok: O. EHukuHeH Tyran aBbuibl lOrapsl
Kapraner 6ambiaga mynail yk moesz sl yTo hom
aBbUIIAH  OEpPHMKAIQp  IOraphlpak  CTAaHLMS
YpHAILIKaH. O. EHukn YCKOH [oyiokoH
aBBUIBIHHAH €paK TyTrell WIyJaid yk by3nok Tumep
ton cranumsace Oap. lyHa Kyps A3ydsl WXKaThHIAA
na Oy omobu ypeIH em oupblii hom cuUMBOIHMK
MOrpHore wus. DuibMIarsl JIIEIOH CypaTe 19
O. EHUKMHEH OoCOpJISpeHAsreus  KalblpbUIraH.
«bep reHs coraTbko» KHHOCLEHapHEHJA SILIEIOH
cypaTe TYOoHJOreus: «AHBIH KapIIbIHIA O3bIH
amresion topa. KO Oyenpaa opiie-Oupiie congatiap
Hepuiop kK Oep ypblHIa KYMOKIISLIET, COMIomen
Topajap. OWIENOH TH3AQH Ky3rajblpra THEHl —
MapoBO3 WHJIE YKAHJIAHBIII, aK TOTEHHOPEH YbIrapa.
l'omop oTH-oHHCEH HApTEI, Y3 BaroHbl SIHBIHA
Kkmwio» [5, 0. 19].

«bep reHs corathbko» XHK9sCE 19, S3YYbIHBIH
Y3 UCTAJNIEKIISPEHS KaparaHna, anslq Huremarysna
JONIOKae TYPBIHAArbl XaTHPAICEHd O09iiie TecTd
mwKat utenroH.  «CoHrel  kurtam»  (1987)
MeMyapiapbeiHaa «bep reHo coraTbko» XHKIsCe
CIOKCTBIHBIH HHIE3€HS STKaH Oy BaKbIMT'aHBI
sI3yYbl OOJIall CypoTiH: «YHKHICHUYE CITHBIH Kapa

Ke3eH1d Oyica KMpoK, Oe3HEH aBbUI TypBICBIHHAH
¢GpoHT TamuIanm KaWTydbl coJJaTiaap TesUIroH

3IIEJIOHHAP YT OaIuIBIiA. ITyHaprii
SIICTIOHHAPHBIH OCPCEHHOH TaTap COJIATIAPhL:
«Ce3HeH  aBBUTHBIKBI ~HursMmoTymma  kaiita-al

ApTTarsl smenoHaa, Xo09p HTOPre KYMITHI-bI!»
JUI KBIYKBIPBIN y3raHHap, uMenl. Kemuep mryHsl
umierern, 4aba-yaba oOekaiiapra Kujenm OWTKOH
ukoH. bunrene wHpme, edmorenmop Oy sAmeHmoU
SUITBIPAIT KUTKOH X000pIoH OamTa CHCKOHEI-
KayIlarn, aHHapbl YMKce3 IIaTIaHbII, 3PPy asKKa
Oackannap. lllynma yk ar J>KuUKTepem, SKbIH
TyraHHapgaH OepayHe (Poxmorymma aO3bIitHBI
Oynca xupok) bBy3ngokke wanteiprannap (yu
3aMaHza rmoesuiap Kaprameira TyKTamelitnap uze),
Yy319pe THU3 TE€Hd MyHYa SKKaHHAp, TOK9
cydiranHap. JIoKMH y1 KeHHE, ToMaM KapaHIbI
TOIIKIY, TUPJISN OCTKOH ar Oyl KalTKaH... OMeT
JIUTOHEH, TSN HBIK, YXKAT Hopco yia! Mkenue
KOHHE, ©uYeHuYe, MAYpPTeHYe KOHHE [o aTHBHI
By3nokke kyamap, osmenonHap na haman y3a
Topasap, 9MMa JIOKMH Huremorymnadbbi3 1ok Ta
tok! Oifmorenop, Oudvapanmap, amnTheipam, Taxu3
OyJIbInl, capraen Oep aTHA, MKE aTHA, XoTTa Oep ai
KOTEIl Kapbliiylap, aHHapbl MHAE KWIIEI QUTyde
SUITHII MINETKOHAEP I, OKPEHJISN ©MeTIIOpeH
o3050p. OOekall 03ak-03aK KbIHA HaMasJIbIK
OCTEHJI9 yThipa, o MOoauMHO KUHIoUoM Ka3aH
SHBIHJA TAaBBIIIBIH YbIFApPMBIAYA THIHA  AYbl
AMBIOpeH  Kos...» [8, 6. 34-35]. Ulymmsr
TETPOHJEepred Bakbliira s3ydbiHbl 1944 Hue ennpa
«bep TeHs coraTtbko» XHKOSCEH, COHpaK LIyl
uceMJore KHHOCIICHApUIHBI si3apra 3Topred Oupa.
By — s3yd4bIHBIH TOpPMBIII THKPUOICE, YT aHBIH
SAXIIBI TaHbIII 6y.]'[l“aH KCHICTIOPECHECH -
TyraHHApbIHBIH ~ OMOrpadUsICEHHOH  TYKBUITaH.
O. 3apunoB O. EHnKMHEH Hursmorysnna
JI9JI9KaeHbIH ~ npotoTuriapel — «bep  reHa
coraTbko» xukasceHmore I'omap, «Taynapra
Kapam» xukosceHaore bateipxan, «KyHakybut
momMaH»aarel  XOKMM, «AHa hoM  KbI3»Iarsl
XocoH oOpaszmapblHlia OHPENToH  ChliiaTiapHsl
Ter MEPCOHAXK I'omap o0pasbIHaa
TOMYMWIJIITEPD.

Amna KCIICHCH, YJUUIapblH CYTBIIITAH KOTY
KHEpeHKeNere Iylad yK HOKb EHuKuasreys
CypoTioHd. PuibMia Temdere KUTOH, AHBIKBI
Oynran oiibepiopro oHHM KeUmIeHEH Kyl Ja
TUACPTMOBE, YJIBIHBIH SpaTKaH Xe3MIT Kopajbl —
yanreira — OamkamapHbl  SIKBIH ~ KATEPMOBE
KYpCoTesna. MapbsM TYTH IEPCOHAXBIH TYIbIpraH
PoccusiHeH artkazanran, TarapcTaHHBIH XaJbIK
aptuctsl PupaoBec XoHpyIIMHA OCTAJBITH a€PbIM
urpTHOapra Jrack. AKTPHUCAHBIH TaBBII TEMOPHI,
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Y3-Y3€H TOTBIIIBI, KaTIayJbl XHUC-KUYEPEILIdpHE
yTemile JKHTKepye HOKb MeHd ©O. EHukm wxar
WTKOH MopbaM aOpicTail oOpasbiHa TyllaeM TYpPBHI
kwio. Jlokun [Mamumokan a03biil 00pas3bIH yHHAraH
Poccussnen hom TaTapcTaHHBIH XajdblK apTHCTHI
O3hop IllakupoB mepcoHaxsl ©O. EHMKM WXaT
uTkoH ["anmmikan a03b1ii 0Opa3bIHA TOHION TYTEIL

«bep reHd COraTbKo» KHHOCIICHApUECH 1A
lamuvoxkan a03p1ii — calBIp, KUTAHW, OAaCHIHKEI
Oyiybl OCJOH SIKBIHHAPBIH — THIHBIWIAHBIPYYbI

nepcoHax. bupeno mynaii yk O. EHukuHeH
00pasHBI MOp3aJiap HOCceJIeHD Kaparad 6a0achIHHAH
aNbIl SI3YbIH HCKIpTepra kupak. lymail yx omgun
lamumvokan a03b1ii 00pa3bl aiia aBTOpP (QHUKEPEH
KHUTKEPd, YKYYbIHBI KOTEIMOroH IIapTiapaa
TBIHBIY, CaObIp OymbIpra, OWPENIMICKS OHM.
O. lllakupoB [amumikaH a03bIi  EPCOHAXKBIHA
SIPCYNBIK, KbI3YJBIK, YPBIHBI OCIIOH IIYKIBIK OCTH.
ymait ma ©O. 3apumoBHblH [amumikan aO3bId
MIEPCOHAXKBI YHBIMICHI3 UM SUTEN OyIMBIA, Oaphl
TUK aHa Oamka QYHKUIUS HOKIoHS. YII — ramioce
©UeH JKABaIUIBUIBIK TOIOYHI ata o0pas3el hom mypT
VIBIH CYTBIIKA 03aTKAaH aTa KEIICHEH TIaujIdceH
HUYEK sIKJIapra OeIMHYo KayJapiaHybl TaOWTBIH,
blanpipa. EHukuHeH [anuMokaH a03biii 00pasbl
Oamkapran Basudansl QuasMaa JlokmMaH KapT

NIEPCOHAXBI Y3 ©OCTeHd ana. JIokman Kapr
O. Enukunen «Taymapra xapam» XHKOSICEHHOH
alblHA, YJI aKCaKaJl apXeTUObIHA  TapTHIM.

Morbaym OynraHda, 9IMIHEH MXKAaThIHAA aKCcaKal
apxeTuObl ~ HOCEeNHEH  KWIo4are  TyphIHIA
KalTBIPTYYbl 00pa3 Oylapak ToyAoioHem Taba
(«OHiTenMoroH  BachIATBHTS Mumiebail  kapr).
@unemaarel Jlokmanaa oaunHeH «MaTypJblk»
XHMKOSICEHHOH anblHTaH  bonperaunHeH 0abackl
ceiiipaTimaper na Oap. ABeipy kapt Jlokman a3
Cy3lle, cartamlybl — ackUiga (akurane anjiaH
kucorye. Mucanra, I'omMopHeH KalTmasdyarbiH
O. 3apunoB JIokmMaHHAH OMTTEPd, TOKBIM KaIABIPY
KHpaKiiereH A9 [lomopre, KkaiiTkau, ©Oabackl
uckapta. l'ans — lanus anein kaiiTkan BacuiaHbl
mrynail yk kamka TeOeHJd JIOKMaH KapT Kapiibl
ana. by — ©O.3apunoBHbIH TaObILIBI, YOHKH
O. Ennkn wxaTbiHBIH O€p MOTHBBI — KaBEMHEH,
HOCEN-TOKBIMHBIH ~ JJOBAMYAHJIBITHl  TYPBIHAATHI
uues. O. Enuku 9CopIopeHaare HOCE
JoBaMYbUIApbl a3 Cy3Jlie, TUPSH (QUKepie, achll
Tatap mpiope. O. 3apunoB O. EHMKM Y3 WXATHI
ala YTKpEpra TENoroH Tel HICsUIOpHEH OepceH
(DMIIBMHBIH HAT€3€HS CaJIbII KUTKEPYTd UPEILD.
Ten nepconax I'omopHe ayapra JIokmaH KapT,
Bacwmii, Tamum, Hlopudymra mepcoHakIaphl
spaoM uto. IlepcoHaxubiH nceMeH ['omop aum
caiiylay J1a bIIaHJABIPa, YOHKH (PUIBMIa TOIl HUTE3

uTen sA3y4ublHbIH «bep rens coraTbko» xukasice hom
KUHOCLICHAPHE AJIBIHIAH/IBITEl aHJIAIIbIIA. OXTOM
3apumoBHblH ['omope —  PoccusHeH  hom
TaTapcTaHHbBIH aTKa3aHTaH apTHUCTHI, yJI BaKbITTa
ane simp aktep ®onnc XKuhaHmraHbIH yHBIIIB YII.
onrepro  kupaok, @.Kwhanma  O. Exnkm
MIEPCOHAXKIIAPbIH OyreHrauo SIPaThII
COXHOJIOIITEPS,  XHMKOAIOpeH  ayAauodopmarTa
s3aplpyna  mammu  katHama.  @. JKwhanmawsie
NEpCOHAXbl BaraHblH e3e1en cewoue, TyraH
JKUpeHo OeTKoHuye Tyrpel OynaraH siip CcoJAaT
Oymapaxk yiTaHBUITaH. O. 3apumnos
BaTaHIIOPBIPIICK TYpBIHAATBI ¢buxepaopHe
hopmaum T'omop Ttene Oenmon oliTTeps. [omap,
Bacunuii mepcoHaXbIHHAH —aepMalibl  Oyrapak,
aBblp IIApTJIapAa KypKbIl Kaiamblid, Taaunrtan
aepMaiibl  Oynapak, KbI3y KaHIJIbI, BacBOCAId
OoupenyuyoH tyren. ['anms eens kunrod 1o ['omap,
SIPACBhIH OQUIIOTYTS, B3BOJIBI SIHBIHA AIIBITYBIH OHT9.
®. XXuhanma aHa-6ara MOHOCIOSTIOPEH 119 HEUKD,

yTemsie  UTen  TOKBAMM  UTYId  HUpemld.
IlepcoHaXHBIH YPBIHBI-ypBIHBI O€IOH OEpKaTIbI
SIHIBIparan peIIHKanapsl, KaTJIayJIbl

CUTYallMSUIOpPAS IOTallbIl  Kaldybl Ja TaJaHTJIbl
akTep TapadbIHHAH YT9 10 TaOUTHIN KUTKEPED.

O. Ernkn ukepnoper ©O. 3apunoBHBIH Hapwuc
(buIBMBIHIA Poccusinen aTKa3aHTaH,
TarapcTaHHbIH XaJbIK apTUCTHI Nnpnyc
OxmomKaHOB Oarkapras [lopudymia nmepconaxsl
VHBITILITBI HKUTKEP?. T'omop KaJABIpran
noprcurapubl  ga  pekuccep  [llopudysmmara
TOTTHIpa. By ypelHAa mopTCHTrapra COHIBI ©MET
IUT  CBHI3NIAHBINT Kapam TopraH MopesiM TYTH,
lamumokan a03biid, Llopudysia, Kamune kuien
¢daxurace raxoen THUPOH KUTKEPeno.
[lopudynnanelH UCEpEKIETeHd TaTap HWPEHEH
OpHYJIope,  ChI3JaHynapel  cajbiHa,  Migyc
OXMOTKAHOBHBIH KabatTigaHMac yI{HaBBI
TaMallaydblHbl TETPIHIEPI.

I'omap o0pasbiH ayapra spioM UTKoH Bacwimit
00pa3pl Y3ropok. YJI IONMMAaHHAD SHBIHAA Y3
JIOPKACEH IOTANTMBIN, anmap OemoH Tabwursiidi hom
JKUHEN ceinone. OMMma Bacunmii  ocobecnap
XOKEeMEHHOH KypKbII Kajla, IIyJdl pIBeluIe,
¢dubpMra, XMKasi CHKEThIHHAH aepMalibl Oyliapak,
JIE3EPTUPIIBIK POOIIEMAachl KEPTEa.

Oiitepro  kupok, ©O. 3apunoB Oy eJyemro
«KyHakypl TomIMaH» XHUKQSICEH TYJIaeM AMSIPIIEK
ypHaWTHIpa. Y1 QUIBMHBIH UKEHYE CepHsice UTen
yinanbUIrad. ©. EHUKYM XUKOsICEHA9 TaCBUPJIAHTaH
OapiBIK CIOKET 3JIeMEHTIAaphl, AWAIOriap HoguC
¢bunpMIa WIyd  BapuHaHTTa TacBUpJaHa hom
ycrepens, KuHoWTens. dunbpMaa TaMariadblHBI
BIIIAHABIPY KOUEH apTTHIPY MAaKCAThIHHAH JOIIMAaH
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o(uLEepbIH TaTap TENEHAd TYTel, 9 alIMaH TEJICHID
CeMIaIITEpEl, aHbIH OCJIOH PYyC TeJljIe TOpXKEeMade
OyITyBIH, KM JUTOH/IS, PYC TEICH/® aKIEHT OelloH
COWIOMIKOH OoQHUep HUTem, o Tarap TeJICHD
TOp)KEMoHE CyOTHTpiap spAoMeHme hom kaap
apThl TaBbILBl OETOH JKUTKEPY bILIAHBIWIBIPAK
Oynblp uae kebexk. UeHKHM [omIMaH OQHUIEPHIH
TaTap TEJICHD COWISLITEpPY TaMalllauybIHbI JOIIMaH
ouIepsIH WJIEH caTKaH TaTap Kemiece Oyrapak
KaOyJI UTYTd ypBIH KaJIAbIpA.

Tanum nmepcoHaXXbl Ja XHUKISIOTEASH aepblia,
acbuIa yi SIPCYJIbITbl, CaOBIPCHI3NBITEl apKAChIHAA
y3eH homak wuTKOH commar o0pasbl  Oyriapak
roMyMwiomTepesns. ©Omma  O. EHukun  hom
O. 3apunoB Ten (QuUKepHE KUTKEPYIS Oy 0Opa3HBI
ocra ¢aiimanananap.

Hlyn peBenme, [omop erernop OelnoH
YarelITHIPTaH/1a KBIIOPAK, 3UPITPIK OYyJIBIN YbITa.
V1 y3 nycnapeiHa Tyrpsl. ['anusrs anap TypblHAA
COMIIOTOH Oysica KUPAIK, XaThlH ['OMopHEH yiblHA
Bacun mun ucem Oupa. by motuB «Taymapra
Kapam» XUKOSICEHHOH allblHA, JISKMH Y3TopTels,
ycTepens. O. 3apurmon SI3yYbIHBIH anere
ocopengore JlokmMaH KapT o0pa3sl ama TOKBIM
KaJAbIpy WACSCEH >KUTKepd. «Taymapra kaparm»
XUKosiceHNo TerepmoHue JlokmaH OabalfHBIH
OHBITBl  BaThIpKaHHBIH €4  SIIBJIEK  YJIBI
l'a3u3KaHHBIH ~ KalTapbulybl TYpBIHIA OWTENO.
O. EnnkuneH: «Topmbim Oetmu, haman, haman
JoBaM WTo», — JWToH (pukepe Hoduc duimbpMaa
ycrepena [9, 6. 105].

QunbMaa spromue oOpasznapaad 3ahume hom
lans — lanua oOpasnapel y3eHuanekne. 3ahuio
HOKb «bep TeHo coraTtbko» XHMKOSICEH/ISreud
Kanablppuirad. lama — Tanusg nepcoHaXbIH
yitHayusl TarapcTaHHBIH aTKa3aHraH hoM XaibIK
aptuctsl 3endus Bonuesa — Jlateiiinosa ham aHbIH

obuce TEpCOHAXBIH yHHAy4dbl TaTapCTaHHBIH
XaJIbIK apTUCTHI Xanumo HckannopoBa
JOLIMAHHAP YOJraHBINIBIHIA KaJIraH XaTblH-

KBI3JIAPHBIH S3MBIIIBIH aepyda TETPOHIEPTed UTen
JKUTKepyre wupemiyiop. bep skran, [anusHen
TI'omapra AIIKBIHYJIBI-IOPTIC TalUIaHYBbI
Tamamayeli/la copay TYABIPBIpra MOMKHH. Tarap
erere e4yeH MOHAbIM KypeHem st. @. Kwhanma
MOHBI J]a OWK Ta0Wrbli XKUTKepd. 3. Bommena
MEPCOHAXBI Ja a3TbIHJIBIKTaH ©CTeH. JlolMaHHbIH
TAaWJIONIOPHE  BOXIMWJIOPYS  KBIPYBIH,  XaTBIH-
KBI3JIapHBl KuUMceTyeH ©. 3apunos 3. Bonuesa
MEPCOHAXBIHBIH dpHYIopeHs hom X. MckoHmoposa
MIEPCOHAKBIHBIH THPOH  ChI3JIaHyJapblHA —caja.
bapeicet ga Exukmuo Teron, ramgu, TaOWTHIN,
agyaenunel. Tamamaueina ©O. EnukuneH ['omope
Y3TOPTENroH IUTOH (UKEp Tyapra Jga MOMKHH.

l'omop 3ahummoro  xwissHOT  UWToMe?  JlokuH
O. 3apuroB l'ams — Tamms oOpaspiHa Hoced
KaJIABIPY JKaBaIUTBUIBITBIH Hekim: «MuHe s OyreH,
A UpTars OapeiOep HOIIMaHHAP KOWIOSMUOKISP, ajl
MHUHE, Tarap erere!» — mu yiI. OTuce, oHWHCE,
CeHJyiece YTEPeIToHHOH COH IIAMIBIHBIN KalTyJaH
OJIbITalTaH, JTOIIMaHHAP TapadbIHHAH
MOCXOPAJIOHTOH 17 sAIIbJIEK PYC KbI3bl O0MCEHEH
WUTOTCHO STBHII ©3T9JI0HO. ©O. 3apUIOB OWpens 10
O. EHMKHHEH CYTBIII TYPBIHIATHl XUKSIIOPEHITEe
UACSICEH YCTepa: smay OapwsiOep  YIEMHOH
KOWIEPIK, TOKBIM KaJIABIPY YIAEMHE KUHO. (MoK,
WKATTaNuiap  KemleHe  KOTEIIMOT9H  KHCKEH
CUTYaIUSIIOPAD CypoTJIa, TOMYyMKeIIeJIeK
(ancodoceH MUILTH TOMYMUJIQIITEPY HOKTACHIHJIA
yuianap. by ypeinaa TarapcTaHHBIH aTKa3zaHraH
aptuctkacel OHuco CabupoBa yitHaran Kammio
KWUJICH 00pasbl alla )KUTKepelaraH [ oMopHeH ylieme
TypeIHIATEl X000p — acbuiga O. EHnknHeH «AHa
hoM KbBI3» XWKOSICEHHOH ajbIHTAH MOTUBHBIH
kabamianybl. Poxmno kebexk Kammno nmo anara
OaJlachIHBIH YJeMe TYpBIHAArbl Xo0opHEe HHYEK T
OUTMOCKS THIpHIIIA. O. 3apUIIOB OUpEs IIyJai yK
O. Enuku ¢ukepen ycreps. Cyrbim mapTiapbiHIa
YphIC  KbI3bIHA TaTap TOKBIMBIH  TOPOUSIQY
OypBIYBIH HOKIIOY, TaTap KelleCeHeH TaKU3IEeKTOH
apakbira ypeiaye hom Oana yinemeH aHara Xo09p
UTIPra KbliMay — hoMMoce TaOuUrbIid. YJieMra THH
MUBTEN SIIoeNl KhIMMMOTIope Oylapak HOKb
MEHY MWUIM KbIMMMOTIOp Kanka. ['omop Tamsra
TaTap HCeMe Kylla, Yy3€ J9 CH3MACTOH TaTap
TOKBIMBIH JIOBAM HUTOPTS BaCBIATH OUTEN KalIbIpa.
Y3 uuparbiana Jlokman kapt Oy OamaHpl Hoceln
JIOBAaMYBICHI HTEN KaOys uta. JJuMok, ©. 3apumon
O. EHMKM  TOKBIUM WMTKOH MHJUIA  SIIQCII
(ancaacens Tyrpsl Kana.

OunpMaa aommMan oduiepbiH TatapcTaHHBIH
aTrkazaHran aptuctel Unrte3zsp MexomMmarraiues
JKUPEHS  JKUTKEpeN,  BIIAHMABIPHIT  yHHBIM.
O. EHMKH TeKCThIHJATBIYA, «YJIeK OWTIIe, MoKepIie
Kapamuib», ITyJ YK BaKBITTa CAIKBIHITBIK OOpKEIeT
TOpPTraH TEPCOHAXKHBIH COMIOME YTO 110 TaOWTHIH.
l'oMyMoH, akTep YeHBI OCTajbITBl, YT KYIO,
Omzonem ama (WIBMAA COBET COJJIATJIAPBIHBIH
JMOIIMAHHApP  KYJIBIHIA Kajdybl JKaHJIBI — HTEIl
KYPCOTYTd HpELIEND.

Pexxuccep uaesice si3yunl uaesce 0O€oH TOHIDI
K. «O. EHUKHM Kelle TICUXOJIOTUSICEH, XOJIKbIH,
aHBIH aepbIM KOTEIIMOTOH CHTYAIUSsIOPIS Y3€H
TOTBIIIBIH CYPATIIOY Y39reHd Kys hom mrymap aima
KEIIEJIEKKD Xac YHUBEPCab KbIMMMATIIOpHE aephlil
YBI'Y OMTBLUIBIIIBL SICBIH» [9, 158 6.]. O. 3apumnos
O. EHMKH  XWKOSUIOPEHJIOTE  IIIOXECHEH  OJIbl
KAHJIBUTBITHI, KEIIeTeKIeNleTe MACSICeH aira Kysd,
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yoppanuiap O. 3apunoB OenoH O. EHukuM smoern
KBIMMMOTIIOPE JUII HOCEN, IoBaM, MoXo00oTHE
aephIN gbIrapaiap.

Kommozunmon sixktan QuibMaa XUKOSIISPHEH
Oep-OepceHa SANTaHBIl KUTYE IMAaKTHIH YHBIILTHI
oemThIpbUIrad. OuabMaa O. EHUKH XUKOSITOpeHEH
CTHJINCTUK SIKTaH TOrall Oylybl COXHOO Oy
ocopiopHe Oep YBUIOBIPTa TE3em KYpPCITY IIIeH
IaKTBIA JKaimamTeipa. by >xohoTToH, Oyrenre
KOHIQ Tarap TeaTpiapbl COXHOJIOPEHIo OapraH
O. EHMKM XUKOIOPEHASre MOTHBIAD HHUIC3CHID
KyelraH CHEKTaKIbJIop [0 NIYHBl JOJHJUIH.
Mocanon, I'. Kaman wucemenmore Tarap J9ysoT
aKaJeMus TeaTpbl TPYNIACHl penepTyapblHIa
O. Enukunen «Pomo» moBecTe OyeH4a  IIyJ
nceMore CHEKTaKJIb]Id (pexmuccep hom
WHCIICHUpOBKa  aBTOpel  Almap  JKo006apoB)
MoBeCTbTaH THIII «bep TeHo coraTbko» XHUKIsCE
MOTHBIIAPHI Ja KyJUIaHbUIa. XUKdsI Oy CIIEKTaKIb
CTPYKTypachlHa IIyJaid YK IIAKTBIA OTBIILIBI
KeprenroH: «Pommo» moBecTeHIA CYpPOTIOHTOH
TacTPOJBISPAS HepyUde apTUCTIAD S3YUBIHBIH HOKb
Wymbl 9copeH  coxHamawmrepd. K. TuHuypun
ucemenzaore Tatap AQyNoT apama hoMm Komemus
teaTpeinaa «Ce3He BataH oHbITMac!» cnekTakie
(pexuccepsr  3endor 3akupoB, WHCIEHHPOBKA
aptopel Ilamun ®opxeTnuHoB), MmIymail yK
s3yubIHbIH «bamay», «Kem xpipnagpi?», «Ana hom
KbI3» XHKOSIIOPE HHUTE3€HNIS OIUIOHTOH. OIMOT
Tarap moymor npama TearpeiHAarsl «TopMblin

KOpaObD» CIIEKTAaKJIe (pexuccepsl I'yzon
AxGepanHa, MHCLEHHpPOBKa aBTOpel  Daopumio
Ucmoreritnesa) SI3yYbIHBIH «Masipy»,

«TeiHpIUnany», «TeHre Tamubuiapy», «MaTypibIKy,
«bep cy3», «MaHAapuH caTydbl» XHKOSJIOPEH
Hure3 uten anrad. [lyn paBelie, COHIbl eniapaa
O. EHHKH XuKosutopeH OepOeTeH Kypem, TyIUIarl,
alapHbl Tydbl Oep KOMITO3UIIMOH CTpPYyKTypara
JKbIIO OMTBUIBINEI TaTapCTaHHBIH AaTKa3aHraH
COHTaTh JlUIEeKIece OXToM 3apUIIOBHBIH «XoTop
hom xoTep» QUIbMbIHHAH OallljlaHTaH JIUAPr
JKUpIIeK Oap.

Ten HITHKIIIP

Omupxad EHNKHM mpo3ackl TaTap KUHO COHTaTe
ama Toyre Tamkelp Tamamausira 2000-2001 Hue
emnapaa «Xarop hom xorep» Hoduc GUIBMBEI
Oynmapak TOKBIUM WHTENd. beek Bartan CyrbImbi
TeMachblHa KaparaH onere ¢uiubMm O. EHUKUHEH
1944-1948 ennmap apaibIrblHAA A3BUITAH €Y
xukasiceH — «bep TeHa coratpkoy, «KyHaKubLl
nomMan», «Taynapra kapam» Y3 DJ4eHO aja.
3aMaHBIHAA ICUXEXHUK Oelrewiere ajrat 3yybira
KMHO COHraTe TaHbIll ejkd. 1970 Hue enpma omun

«bep TrTeHo coraTeko» uUceMIIE Y3€ JIUIOTOH
KHHOCIICHAPUIHBI «A3aT XaTblH» >KypHaJbIHA
TOKBJIUM UTI.

O. 3apunoB O. EHUKUHEH CYyTIBI TYpbIHAArbI
XUKQSUIOPEHAQre HUACSUIOpHE YycTepa. SimoyHeH
YJIEMHOH KOWIepoK OyIyblH paciblii, MHJUIA
AIoen  KBIMMMOTIIOpe Oynapak Hoceld, J9BaM,
MoX9000oTHE aephbin ubirapa. TeneBu3noH puiabMaa
I'. Kaman wucemengore TaTap AQYJIoT akajeMusd
TeaTphlHBIH WH  KOWwIe COCTaBbl  KaTHalla:
®. Xoltipynnuna, X. Uckonaopora, ©O. lllakupos,
M. OXMOTKaHOB, . MexoMMoTTaInEB,
®. XXpharma h. 6. yeHpl (QUIBMHBIH YHBIIIBIH
TOOMHUH UTI.

Homrax

Tarap KHUHO coHrateHnd ©O. Ennkuneq
ocopiope YpBIH alybl KJIACCHUK TEKCTJIApHBI KHHO
COHraTe TEJICHS KY4YePY MXThIDKbI OapibIrbl OeIoH
omnrenoHs. OMHpXaH EHHKM TIpo3ackl — KHHO
COHTaTeHo KYyuepy ©e4eH KaTjayJjbl, Y3eHUYdJIEeKIIe
Mmartepuan. Pexuccep hom  mHCueHHMpoBka
apropyiapel ©O. EHUKM WXAaTblH TylaeM eWpoHerl,
OMIIHEH aBTOOMOTpaMK MOBECTHIAPBHIH KY3I0H
KMYeper, KHHO COHTaTeHd Kydepy OJIIEHd
aNbIHBIPra THEIl. OIMIHEH XUKISIOpPeH Hapuc
GUIBM HWTEN DIUIATOHAD S3YYbl OCOPJIOPEHEH
TEJeH, CTHIEH, WJEA-3CTETUK Y3CHUIECKIOPEH
cakiay 3apyp. O.3apumnoB «Xorop hom xarep»
¢wibMBIH 1IN, ©O. EHUMKM ocopiiopeH  KHHO
CoHTaTe ama JKUTKePYHEH MaTyp YpHOreH
Kypcarte. Pexuccep ©O. EHUKHN yTKOpEpra TemoroH
MWUIH  Smoeml  (Ganco(aceH YHBIIUIBI TOKbIUM
WUTYTO UPEIId alJIbl.

Craresi HammcaHa W OIyOJWKOBaHAa  IIpH
¢unancopoit moxmepxkke PH® wu IlpaButenbctBa
PecrryOimkn TarapcTaH B pamMKax HAy4HOTO IIPOEKTa

«IIpoBenenne (dyHIaMEeHTaJIbHBIX HayY4HBIX
HCCIICIOBAaHUH W TIOMCKOBBIX HAYYHBIX HCCIICTOBAHHMA
MallbIMH  OTHEJNbHBIMA  HAYYHBIMH  TPYyIIIaMK

(pernoHambHBIIN KOHKYpC)» Ne 24-28-20211

O10usAT

1. Tainyanuna I'P. Tarap TeaTpbl COXHOCEHHQd
O. Enuxu acopnope. Tarapuka. 2023. T. 20. Nel. B.126-
148.

2. Xotpyanuna M. 823 HUe KUIOMETp: «Orap 19
0y huIpMHBI OMHpPXaH ara Kapaca, yi JorbBa oenaepep
uze...». HurepTar, 24.02.2024. - URL:
https://intertat.tatar/news/823nce-kilometr-agar-da-bu-
filmny-amirxan-aga-karasa-ul-dagva-belderer-ide-
5864448 — mepaxkoraTh UTY BakbITh: 20.09.2025.

3. Xabymoumnoe A., Xabymounosa M. BoeHHBIE
JTHEBHUKHM TaTapCKHUX IIHCATENICH: IyTh K YHUTATEIIo
CKBO3b PaMKH ILEH3Yphl // Duionorus m KyjibTypa.

108



TATARICA: CULTURE, PERSONALITY AND EDUCATION

Philology and Culture. 2025. No 2 (80). C. 204-211.
DOI: 10.26907/2782-4756-2025-80-2-204-21

4. Axcou I'Il, Xabymounmosa M.M. Tartapckwuii
TenereaTp B 3epKajie oOmecTBeHHOro MHeHHs. Tatarica.
2022. 18(1). C. 97-115. https://doi.org/10.26907/2311-
2042-2022-18-1-97-115

5. Apxue HM PT KII-18968-27 O. Enuku
KymbsizMacel. bep reHs coraTpko: kumHOCHeHapuit. 1970.
23 6.

6. Tammynun @.I. Tlpobrema oOTpakeHUs
PYCCKO-TAaTapCKHUX JINTEPAaTypHBIX B3aMMOJCHCTBHUH B
nepuonuke 1920-1930-x romoB. // Dunonrus u
KynbTypa. 2012. Ne 2(28). C.196-198.

7. Enuxu O. bep rens coraTbko: (KMHOCLEHApHil)
// Azar xatbia. 1970. Ne 5. b. 12-15.

8. Enuxu O. Conrsl xutam. Hctonekmop. Kazan:
Tatap kut. Homp., 1987. 504 6.

9. FEnuxu O. Ocopnop: 3 Tomna / Omupxad Exnkn
(te3. T'.P.Taitmymmna). Kazan: Tartap xur. Homip.,
2019. b. 82-105.

10. 3ahuoyinuna J[.@. 1960-1980 emmap TaTap
omo0MATHI:  SHApBII  MoMJaHHapsl hom  aBaHrapa
a31oHyNep: MoHorpadwus. Kazan: Tarap kut. Howmip.,
2015.383 6.

PELEIIINUA ITPO3bI A. EHUKHN B TATAPCKOM KHUHEMATOI'PA®E
(HA TIPUMEPE TEJE®OUNJIBMA «X9T9P hoM XI9TEP»
(«<OITACHOCTD U ITAMATDb»))

Cgetrsiana ®@arumoBHa MyxammajueBa,

Kazanckuii ¢penepaibHbIil yHUBEPCHTET,

Poccus, 420008, r. Kazans, yn. Kpemnesckas, a. 18,
gsfl6@mail.ru.

I'yabpusa PacuioBHa I'aiiny/uinHa,

Kazanckuil ¢penepaibHbIil YHUBEPCUTET,
Poccus, 420008, r. Kazans, yn. Kpemnesckas, 1. 18,
gulfiarasilevna@mail.ru.

B crarbe m3ywaroTcsi OCOOCHHHOCTH SKpPAaHM3AIMM TPO3bI HApOAHOTO mucaTtens PecryOmuku
Tatapcran, maypeara ['ocynapctBennoit npemun TACCP umm I'. Tykas Amupxana Enwmku (1909—
2000). IepeiM k Hel oOpatmics pexwuccep AxXTsaMm 3apumoB. B 2000-2001 rr. B KHHOCTYZUH
«Mnhamust» 6b11 co3nan TeneduinbM «Xatop hoM xoTep» mo MoTHBaM paccka3oB mmcarens «bep
reHs coratbko» («Tompko Ha gac”, 1944), «KyHakusin gomman» («[octempenMHbil Bpary, 1945),
«Taynapra kapam» («BrisabiBasce B Topel», 1948). B 2024 r. mo mMoTHBaM paccka3oB AMupxaHa
Enuxn «Matypisik» («Kpacota», 1964), «bep reno coratbko» («Tompko Ha wacy, 1944), «Kem
KpIpranel?» («Kto men?», 1956) Ob1 CHAT momHOMETpaxkHBIH (GuiabM «823Hue kuiomeTp» («823
KM», aBTOp cueHapus Banepus baiikeeBa, pexuccepsr Upex Xadwuzos, Amup [ammackapos). B
paboTe mpojenaH CpPaBHUTEIHHO-COMOCTABUTEIBbHBIM aHaNIM3 CHHOINCHca AMmHpxaHa EHuKH co
CIIEHapHeM M KHHOTeKCTOM AXTsAma 3apuroBa. B Xome wmccienoBaHMS BBIIBIEHBI OCOOCHHOCTH
CIOXETHOTO TMapajulen3Ma, XyJOXKECTBEHHBIE CpPEJCTBAa HAINSAHOCTH M ONMCATENBHOCTH, pOJIb
aKTEpPOB B PACKPBITUH aBTOPCKOTO U PEXKUCCEPCKOTO 3aMBbICa U JIP.

KaioueBble ciioBa: TaTapckas JuTepaTypa, TaTapckas nposa, TaTapckoe KuHo, AMupxaH Exukw,

AxTaM 3apumnon

s mutupoBanus: Myxammanuesa C. @., Iaiinynmnuna I'. P. Penenmms nposst A. Exuku B Ta-
TapckoM knHemarorpade (Ha npumepe Tenedmipma «XoTop hom xotep» («OmacHOCTs U MAMSTEY)) //
Tatarica. 2025. Ne 2 (25). C. 96-1009. https://doi.org/10.26907/2311-2042-2025-25-2-96-109
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