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The article systematizes the material on the history of Tatar television theatre. The study is based
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Introduction
We regret to state that the history of regional
television is not popular with researchers. The
books available to readers mostly comprise anni-
versary books and reference publications ([1], [2]).
It is worth mentioning the research papers by E.

" The level of prior studies of the Russian and Tatar
television theatre history was studied by G. B. Aksoy,
the analysis of the archival materials belonging to the
director Akhtyam Zaripov was carried out by M.
M. Khabutdinova.
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P. Alekseeva [3], [4], A. T. Galimzyanova [5] and
R. V. Dautova [6], [7], [8], [9]-

Regional television appeared through the ef-
forts of true enthusiasts. The Big Kazan Television
Centre officially opened on November 1, 1959.
When the construction of the Moscow-Sverdlovsk
radio relay line was completed, Kazan residents
were able to watch the first broadcast from Mos-
cow on March 16, 1962. As new radio relay lines
were built, television began to penetrate into the
regions of the Tatar Autonomous Soviet Socialist
Republic. By the early 1970s, 80 percent of the
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territory of the republic had got access to television
broadcasting (See more: [8]).

The development of television has lead to the
appearance of the genre of television drama. In the
USSR, the first television play was shown in 1938,
but, since video recording had not been practiced
yet, television plays, like theatrical ones, were
played on-air until the beginning of the 1950s (See
further: [10]. “The Truth is Good, but Happiness Is
Better” gained fame as the first theatrical perform-
ance (1951), shown not in a “live” broadcast, but
on film. As noted by B. N. Konopleva, the possi-
bility of recording television plays on film with the
help of film recorders appeared only at the end of
1950 [11, p. 180] So, television theatre appeared
during the years of the “Thaw”.

The novelty of our study lies in the fact that it
is the first attempt to systematize the information
on the history of Tatar television theatre.

Materials and methods

The purpose of the article is to trace the devel-
opment of specific forms of Tatar theatrical art — a
film and a television play in dynamics — in the con-
text of Tatar culture in the second half of the 20"
century using the historical and typological
method; to identify the factors of their develop-
ment; to reveal the historical, social and cultural
features of these theatrical phenomena.

The material of the study comprises the televi-
sion plays created by the Tatar directors Gali
Khusainov, Rinat Sakaev, Akhtyam Zaripov and
Idmas Utyaganov; as well as reviews and letters
from viewers.

Discussion

As G. Sidorova mentions, “the appearance of
film-plays and television plays was fuelled by the
successful development of television in the early
1950s.” The first film-plays in the USSR to be
shown on television and in cinemas were created in
the 1950s. They were staged in the studio by actors
from different theatres. Theatrical and television
directors were involved in the multi-camera shoot-
ing of television drama. According to G. Sidorova,
“the interest in creating a television drama was due
not only to the technical development of the media,
but also to the lack of feature films in the early
1950s. [12, pp. 214-215]. The same years wit-
nessed the appearance of the first works on the
specifics of the television drama genre [13], [14].

The theatre critic N. Zhegin commented on the
artistic features of the television drama: “The small
TV screen has a unique opportunity to reveal the
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talent of the actor, their almost inexplicable ability
to look through the eyes of another person, to think
as they think, to listen, to feel ... in short, to live a
life of another person.

After all, the theatre does not have close-ups, it
is designed to communicate with a large audience.
There is still a certain, I would say, “hieroglyph of
conventionality” in it. There, each emotion is
enlarged, manifested in a gesture, a mise-en-
scene... There you can often replace it with a des-
ignation. And perceiving this designation, the
viewers themselves imagine both the state of the
characters and their relationship according to a fa-
miliar code.

The television drama with its continuously de-
veloping action, with an abundance of close-ups, is
devoid of the conventions of theatre and cinema.
There is no deception, everything is real, genuine,
sincere. Human faces, human eyes...

While on the stage we most often see and hear
the result, that is, the answer itself, on the televi-
sion screen the silence of actors, their attitude to
the partner’s words, their reaction, their assessment
can bring us great pleasure.

In a real television play, the nature of shooting
and the subject of shooting help to reveal the idea
of the play, the essence of its images”. [15]

Director Gali Khusainov (1919-2001) was one
of the first developers of the Tatar TV drama. In
1952-1969 and 1972-1975, he worked as an editor
of the Tatar radio, a director, and then the chief
director of the Kazan television studio.
G. Khusainov came to television having an impres-
sive background in preparing radio performances.
While working as a director of children’s pro-
grams, he staged the play “The Earth”, based on
his own script. Both children and adults participat-
ed in it. The performance was a short film with
development, editing and musical design. When G.
Khusainov was made the main director of the stu-
dio, its activities expanded. After graduating from
the Moscow Mikhail Shchepkin Higher Theatre
School, Tufan Minnullin wrote scripts for the stu-
dio productions. Thanks to both of them, multi-part
television performances were released. G.
Khusainov’s most significant works were
“Mother’s Field” (1965) (based on the same name
story by Chingiz Aitmatov), “Musa” (1966) (based
on the same name novel by Shaikhi Mannur, 5 epi-
sodes), “Kazak kyzy” (“The Daughter of the
Steppe” based on the famous novel by G. Ibragi-
mov, “Ak chechekler” (“White Flowers”) based on
the same name novel by G. Absalyamov. The very
first television plays were live. He paid great atten-
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tion to the sound background and musical accom-
paniment of the television plays. At his initiative,
the studio began to use intra-frame editing — from a
general view to a close-up, overlaying plans and
camera detour.

The history of Tatar television theatre is uni-
maginable without its director Renat Sakaev
(1928-1995), who worked for Kazan television for
13 years. This is how his colleague, assistant direc-
tor L. Gushchina, characterizes this period: “I met
Renat Saidovich in 1968, when I was invited to
work at the Kazan television studio as an assistant
director...

At that time, we worked only live, then it was
called “going on the air live”. Nothing could be re-
shot, edited, re-recorded. Nevertheless, despite the
small size of the studio, clogged with a huge num-
ber of lighting fixtures and bulky television cam-
eras, behind which special people were dragging
heavy cables, we were able to regularly stage dra-
matic performances, musical and poetic composi-
tions, and even serious and respectable holiday
concerts, consisting of a wide variety of perform-
ances.

They also broadcast the best productions of
Kazan theatres and the ones touring in Kazan at
that time, while literary and drama editors of the
studio staged their own performances. I think that
the great credit in pursuing this policy in the studio
and creating the programmes of high artistic merit
should go to its chief director” [16, pp. 270-271].
R. Sakaev successfully filmed the script of Anas
Khasanov’s “The Magic Headscarf™.

The television film “Berenche Theatre” (“The
First Theatre”) (1961) by R. Sakaev is considered
the “gem” of Tatar television. The actors involved
in its creation later became legends of Tatar thea-
tre, among them are Nazip Gainullin, Shahsanem
Asfandiyarova, Irek Bagmanov, Vera Minkina,
Ravil Sharafiev, Firdaus Akhtyamova and Nail
Dunaev. The film is still popular with viewers.

According to G. R. Sakaeva, R. Sakaev himself
wrote scripts for many of his television perform-
ances, making translations into two languages,
Russian and Tatar: “Bird Cherry Flowers”, “Facing
Lenin”, “And the Music Will Respond”, ”Obelisk
in Raifa”, “Wedding”[16, p. 271].

Until now, the contribution of the director
Akhtyam Zaripov to the history of Tatar television
theatre has been underestimated despite the four
dozens of television plays and television films shot
with his direct participation. (See Appendix 1). In
addition, he shot a hundred essays about famous
people of our republic. In 1972, A. Zaripov started
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working at the Kazan television studio as a direc-
tor. In 1987-1992, he became its chief director.

“From 1968 to 1970, the literary and dramatic
editorial staff prepared and aired television shows.
Considering that theatres stage from 6 to 7 per-
formances per season, this is a lot,” said A. Safiul-
lina, at that time the editor-in-chief of art programs
of the Kazan television studio, in her speech at the
party meeting of the Union of Writers of the
TASSR [17].

A. Zaripov’s attention was drawn to the work
of the outstanding Tatar writers such as Sharif
Kamal, Mirkhaydar Faizi, Mirsay Amir, Fatih
Khusni, Sharif Khusainov, Ibrahim Nurullin, Ayaz
Gilyazov, Garif Akhunov, Tufan Minnullin, Akhat
Gaffar, Rinat Muhammadiev, Salikh Battal,
Musagit Khabibullin, Akhsan Bayan, Atilla Ra-
sikh, Talgat Galiullin, Shamil Rakipov and Madina
Malikova. As the journalist Milyausha Galiullina
notes, A. Zaripov always approached the develop-
ment of scripts creatively, trying to express his
view of the work [pp.18, 13].

The analysis of the archival materials shows
that the scenarios of the television plays were sub-
jected to creative review in addition to censorship
examination. So, A. Zaripov’s archive contains a
review of the playwright Tufan Minnullin on the
script based on the story “Tau Yagi Poveste” (“The
Mountain Side Story”) by Akhsan Bayanov. The
reviewer strongly recommends that the screen-
writer and director of the teleplay preserve the au-
thor’s lyrical digressions. T. Minnullin is generally
satisfied with the script: “I liked the story... There
is also nothing to criticize in the script. In my opin-
ion, the screenwriter managed to translate the au-
thor’s thoughts into the language of television and
preserve their integrity. Hope to see the premiere”
(Interlinear translation) [19].

In September 1978, the television film
“Yoldyzlar jite herkemge” (“Enough Stars for Eve-
ryone”), based on the work by Akhsan Bayan “Tau
Yagy Poveste” (“The Tale of the Mountain Land”),
became the winner of the All-Soviet Television
Film Festival held in Kemerovo and dedicated to
the first anniversary of the new Constitution of the
USSR. The creators of the television movie re-
ceived the awards “For best director” (Akhtyam
Zaripov), “For best actress” (Firdaus Khairullina),
“For a vivid image of a contemporary” (Ildus Ak-
hmetzyanov).

The work on the Tukay theme became the
highlight of the director’s creative work. He pre-
sented the first full-length television play about the
poet to the audience in 1973. The role of G. Tukay
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in “Yaz Sulyshi” (“The Breath of Spring”) was
performed by the actor Ildus Akhmetzyanov. It
became a landmark in his life: “The next day after
the show, Kazan was welcoming me as Tukay.
Since then, my fate has been closely intertwined
with Tukay, I have always keenly felt the extraor-
dinary love of the people for his personality. I can-
not live without Tukay today. He is in me, he has
become a part of my nature, we are inseparable —
forever” (Interlinear translation) [20].

Then A. Zaripov presented the television play
“Tukay in St. Petersburg”, based on the drama of
the same name by I. Nurullin [21]. The role of G.
Tukay was played by Nail Dunaev. Despite the
fact that this television play was warmly received
by the audience, the literary critic criticized the
interpretation of G. Tukay’s image. 1. Nurullin
criticized A. Zaripov for insufficient attention to
the poet’s artistic world, his commitment to educa-
tional ideals, determination, and for the excessive
passion for depicting the environment of the great
poet. The literary critic advised the director to
study two books: the collection of stories about
G. Tukay by I. Nurullin (1971) [22] and the book
“Tukai atheismy” by Z. A.Ishmukhammetov
(1971) [23].

In 1985, A. Zaripov resorted to the image of
the poet again. The writer S. Khakim gave a pro-
fessional review of the script:

“While working on the topic “Tukay”,
Akhtyam Zaripov relied on currently known his-
torical facts, episodes, and events from the life and
creative biography of the poet known to date. The
screenwriter ordered them not mechanically, but in
accordance with his plan to reveal the greatness of
the poetic genius, the depth of the drama of his
inner life. The dramatic fate of Tukay unfolds be-
fore our eyes.

Who do we meet in the work? Most of these
people are familiar to us: Tukay himself, Sagit
Ramiev, Galiasgar Kamal, Sagit Sunchaley, Zai-
tuna, Kabir Bakir and Musa Bigiev... These images
are familiar to Tatar readers. Therefore, this mate-
rial will be understandable to the audience.

What determines the success of the play? De-
spite the fact that the material is familiar to me, I
read it with pleasure. The author managed to make
the text attractive to readers. The thoughts and
solid facts inspire confidence. The links between
them are natural” (Interlinear translation) [24].

S. Khakim advised A. Zaripov to reconsider
the concept of the episodes “Tukai and Zaytuna”,
“Tukai and Gafuri”, as well as to abandon the ex-
cessively long poetic texts.

The Tatar intellectuals took this film as a bless-
ing. Many reviews praised the leading actor Fir-
daus Zhalilov. Thus, the graduate of Kazan Uni-
versity F. 1. Gafurova, who lives in Ukraine,
thanked the actor in her letter for helping viewers
“to love Tukay even more and hate his enemies
even more”. The subject of her special admiration
was the language of the characters: “What a lan-
guage! For a long time haven’t I heard such purely
literary, beautiful speech mixed with folk humour
on Tatar television!” [25].

The review of Sait and Bike Shakurovs from
Kazan is also indicative:

“Today, the Tatar TV studio showed a multi-
part television film “Tukay”, dedicated to the 100"
anniversary of the great poet Gabdulla Tukay. We,
the representatives of the generation that acquired
the language thanks to Tukay’s poems, perceived
the TV film as a wonderful gift for the significant
date. Truly, the studio’s creative team put a lot of
effort into creating a much-needed picture that
should be awarded all kinds of praise. The film
evokes great interest. You look forward to each
episode with an interesting plot. We are introduced
to new facts from the creative and personal biogra-
phy of the poet. Tukay is shown here not only as a
poet, but also as a restless public figure. While
watching the film, both representatives of the older
generation and young people were equally proud.

“What great personalities can be found among
our people!” (Interlinear translation).

The audience’s thoughtful approach to the
television film is admirable. Thus, Gabderrashid
Tuktarov points out some factual errors in the in-
terpretation of Tukay’s image in his review of the
3rd episode of the television film “Ay Tashkala-
Bashkala” (“Oh the Capital City”): “The episode
with the public recitation of poems looks
unjustified. There are a thousand reasons for this.
First, Tukay never recited his poetry in public. He
only published them (He allowed himself to recite
his poems once, joining the Sayyar troupe, since
then he considered this one of his major mistakes).
Usually, he recited his poems melodiously in 2-3
lines, almost whispering to himself. Or, he would
repeat the line “You won’t catch up with Bashka,
hooktails!” or one of the verses of the Quran”
(interlineary translation) [27].

In his review of the two-episode television film
“Bez kitabez, sez kalasyz” (“We Are Leaving, You
Are Staying”) (1996) based on the play of the same
name by T. Minnulin, Kh. Kumysnikov notes that
A. Zaripov abandoned the caricature aesthetics in
the interpretation of the Tatar aristocrats Khasan
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and Yakub Akchurin. This enabled the director to
create the original images of the representatives of
the Tatar business elite. What aroused special ad-
miration were the pictures of nature, which con-
tributed to the poetic atmosphere. To emphasize
the poet’s unity with nature, A. Zaripov skillfully
used the technique of contrast: the fussy life of the
merchant’s estate is brightly revealed against the
background of the picturesque landscapes [28].

During the years of perestroika, A. Zaripov,
Garif Akhunov, Rizvan Khamid and Akhat Gafar
worked on the film “Kargyshly Balachak”
(“Cursed Childhood™) (7 episodes) (1996) in the
association “Tukay”. The turkologist Rifkat Ak-
hmetyanov notes A. Zaripov’s courage in creating
a picture of the great G. Tukay’s childhood, which
researchers have very fragmentary information
about. According to the turkologist, the director
destroyed the stereotypes in the interpretation of
the religious figures’ images: “We belong to a gen-
eration brought up on the images of mullahs, who
reached the level of fanaticism in the performance
of religious rites and were distinguished by the
absence of critical thinking in matters of faith. It
turns out that if you look closely, they also had
some personal dramas, experiences and joys”
(interlineary translation) [29, p. 1]. The television
film stimulates the viewers to further reflections on
the fate of G. Tukay, “whose personality is re-
vealed in inseparable connection with his era”. The
reviewer points to the independence shown by the
screenwriter in interpreting the image of the poet’s
father Mukhammatgarif and the depth of the psy-
chological pattern in creating the image of his
mother Bibimamdude. A. Zaripov pays great atten-
tion to representing the festive and ritual culture of
the Tatars, introduces the viewer to the way of life
in the madrasah, which undoubtedly has a great
educational potential.

A. Zaripov preserves G. Akhunov’s designa-
tion of authority to film the novel “The Daughter
of the Volga” in his archives [30]. Nurulla Gaptul-
lin from Nizhnekamsk wrote a letter, where he
gave a comparative analysis of the television film
“Istalek ochen Gilemkhanga” (“To Gilemkhan for
to Be Remembered”) and the television film
“Treasure”, filmed at the Sverdlovsk film studio.
The viewer admires the philosophical depth of the
Tatar television film and expresses the hope that
the nature spots of Tatarstan (near the Volga, Svi-
yaga, Vyatka, Mesha rivers) will adorn many other
films in the future. N. Gaptullin also speaks highly
of the musical design of the film, as A. Zaripov

invited the singer Renat Ibragimov to the process
of shooting [31].

At the request of the Committee on Television
and Radio Broadcasting of the TASSR, A. Zaripov
created a television play based on the story by A.
M. Gilyazov “On Friday, in the Evening ..” in
1984. After the premiere, a heated discussion
broke out in the press [32]. A. M. Gilyazov re-
ceived about two hundred letters from the readers
and viewers. The writer summed up this discussion
in a special TV show. A. M. Gilyazov was sin-
cerely glad to know that the story of Bibinur
evoked such a warm response from the readers and
viewers. At the same time, he was upset that the
viewers “considered” only the problem of loneli-
ness in old age. A. Zaripov showed Bibinur in the
mirror of the villagers’ gossip in the shop, which
impoverished the author’s intention. The story of
the main character in the performance is framed by
the thoughts of the Choir of her fellow villagers —
“witnesses” — about what will happen if the light of
goodness goes out in the human heart:

The sun rises and sets
Sets and rises,

Always scattering its rays!
But if in the human soul
O MeHo kele KyHeneHao | The sun sets —

Kosim 6arca — How will the Earth live?!”
XKup Huuek sumop?! [33,](interlinear translation)

4]

Kostn kaskeIp ia 6atap,
barap na kankeip,
MoHre Hyp 4ouop!

As it was noted by the researchers B. Muk-
hametshin, M. Khabutdinova, A. Khabutdinov,
“the method of changing the heroine’s clothes,
used to switch time planes, turned out to be very
successful in the television play. We note the use
of theatrical conventionality in the interpretation of
space in A. Zaripov’s television play. We do not
observe here a craving for pedantic life authentic-
ity. A. Zaripov strives to create a polyphonic spa-
tial environment, which shows a new side of the
information in each scene and casts a light upon
the circumstances of the characters’ lives and the
nature of their relationships with others” (See
[34]). Melting prose into a dramatic text, the
screenwriter fails to individualize the speech of
A. Gilyazov’s characters. This displeased the audi-
ence.

In her review, Nailya Safina from the village of
Devash, the Apastovsky district, criticizes the di-
rector for the absence of the truth of life in his
television film: “But there is no falsehood in the
story by Ayaz Abyy, he took everything from life”
(interlinear translation) [35].
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Thus, during the discussion of the television
play, the fire of criticism of the reader
Khamidullina’s from Kazan is directed at the
speech culture of the actors: “Why are the actors,
who have successfully played in the film, unable to
express their thoughts about the characters in pure
Tatar during the discussion on television?” (inter-
linear translation) [36].

The television play “Galiyabanu”, which A.
Zaripov began working on in 1992, caused a
heated discussion in the press. “Galiyabanu” was
shot in the open air in the villages of the Aktanysh
and Kaybitsky districts, which was a novelty, ac-
cording to R. Aymet [37]. The audience severely
criticized the director for the insincere scenes with
the participation of the amateur ensemble “Agiy-
del”, invited to recreate the atmosphere of evening
youth gatherings. According to the audience, the
mature artists looked weird in the love story. The
spectators also gave a barbed reception to the scene
of Galiabanu’s bathing in the river [38], [39]. Ac-
cording to the unanimous opinion of viewers, the
role of Galiabanu is a creative failure of Lidia Ak-
hmetova. The television play was ruined by the
participation of professional singers who per-
formed folk songs and were unable to transmit the
folk spirit and fill their acting with drama.

A. Zaripov very warmly recalls the joint work
with A. Eniki on television films based on his
works: “Tonge tamchylar” (“Night Drops”) and
“Golendem tutash hatirese” (“Blooming Memo-
ries”) [40]. The archive of A. Zaripov contains a
poem by Ildar Yuzeev — a poetic reflection on the
story “Ber gene segatke” (“Give It a Try”):

Bep rens corarbka...

Vi1 KUIToHYe ereT KuTern Oapras...
Kypemronmay — HUHIM aBBIp OWT...
AHJa UH]JE COUTQH Apiap XJ€EH...
Tykra, moe3x, KUTM9, cadbIp HT!
KurtTe... KHTTE CyTHIII KBIPIaphIHa,
AHJa — aThIII, BOXIIAT, YJEHITED.
Bonku, COHIBI TalIKbIp KypyeMIEp...
TyxTa, moe3n, 3unhap, kypemrep!
Huk KpI3raHAbIH, S3MBII, 0y TY39I10H
Tuk 6ep rens coraTb BaKbITHBI?
Tyxkra, noess, 6apsl Oep coratbka
O3bIHaliTYBI aBBIp OoxeTHE!
TykTaTeIpra BakbIT MU3I€IUIOpEH
FOkMBIHY cOH THK Oep caboar Ta?
TykTra, moe3, aHbl 6aXeTie Ut
Kynka Tyremn, Tuk 6ep corateka... [41].

Analyzing the satirical nature of the television
play “Olylarda balachaga uena” (“It's a Childhood

Game,” He Said), based on the stories by
T. Galiullin “A Bomb” and “Degva”, the literary
critic N.Khanzafarov notes the director’s
successful use of farcical techniques to transmit the
author’s idea [42].

The performance “Namus” melted the hearts of
many viewers and they shared dozens of life sto-
ries with the editors to emphasize the vitality of the
stage plot (see, for example, the letter of Magmuza
Batyrshina from the Aksubaevsky district [43]).

A lot of letters in the archive are devoted to the
performance “At Our Entrance” based on the work
by Sharif Khusainov. The authors of the letters
share their reflections on the moral problems of our
time [44]; [45]. Sufiya Galimova from Kazan ad-
mits that she and her family experienced a real
shock while watching the television play: “The
local television has never shown anything like it.
Thank you very much! This is how we should
work if we are talking about perestroika. The per-
formance will help awaken the people from hiber-
nation...”. [46] The journalist Koyash Timbikova
expressed a similar opinion [47].

Getting familiarized with the letters of viewers
in Akhtyam Zaripov’s archive, we noticed that by
the end of the era of stagnation there appeared
more and more letters with a request to dub televi-
sion plays into Russian. This is one of the manifes-
tations of the assimilation processes taking place in
the Tatar environment. In addition, we noticed that
by the 1990s the letters had started to contain more
and more everyday stories. Apparently, this is a
manifestation of the people’s need to share their
experiences after decades of ideological dictate.

A special place in the history of Tatar televi-
sion theatre is occupied by the work of its director
Idmas Utyaganov. In 1960, he graduated from the
Faculty of Theater Studies at GITIS and returned
to Kazan. Due to the lack of directors at the Kazan
Television Studio, he first had to work as a director
in various editorial offices: propaganda, agricul-
ture, industry, “news”, in children's and youth of-
fices. I. Utaganov filmed the original two-part
work of A. Khasanov’s “My Apple, Mom”, “I
Want to Say Dad”.

In 1989, he gained fame as the creator of the
first Tatar television musical “Myrau Batyr” (“The
Bogatyr Cat”) based on the work of the same name
by Naki Isanbet. Indus Sirmatov worked on the
script together with the director. The entire theatre
community of Kazan took part in the creation of
the television musical. The TASSR television and
radio company set strict deadlines for the film
crew: it was necessary to produce one episode per
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day. At the same time, before arriving at the studio,
the artists did not know what they were to play that
day. They got familiarized with the script right on
set and during the recording of vocals (the com-
poser was Rashid Abdullin). The children from the
choreographic ensemble “Happy Childhood” (the
art director Svetlana Ishkuzina) took part in the
shooting.

“Myrau Batyr” became a big event for the
Tatar audience of spectators. People looked for-
ward to each new episode, organized group view-
ings and discussions, trying to predict how it
would all end. After the premiere, the editors re-
ceived dozens of letters daily. Adults admitted that
their children fought for the right to be Myrau
Batyr in games (See [48] about this).

The second work of I. Utyaganov at the “Tu-
kay” studio was also addressed to children. It was a
three-episode television play “Azat Mergen” (“A
Free Hunter”).

Later the work on television plays came to
naught due to the disappearance of funding.

Director Gulsum Belyaeva brought the scripts
“The Letter Found in the Water”, “Forest Fairy
Tale” and “The Daughter of October” by Anas
Khasanov to life. The editors of the programs for
children believe that in this area, they fulfilled their
tasks, since they managed to solve the problems of
spiritual, moral, socio-political and cross-cultural
education in their performances, based on concrete
examples, and received due appreciation in society.
This is also evidenced by the fact that the studio
staff were awarded -certificates of honor by
Gosteleradio and the Central Committee of the
Trade Union of Cultural Workers of the USSR.
Moreover, there was an opinion that Kazan had
found its place in a completely new genre of tele-
vision drama.

Results

Summing up the results of the study, we be-
lieve that Tatar television plays and television
films in 1970-1990 were an effective form of
popularization of Tatar culture. Tatar directors
have created many original television shows in
different genres based on the works of the best
Tatar writers of the 20" century.

The interest of the mass audience in television
plays was caused by the fact that television during
the years of stagnation and perestroika turned into
a form of leisure. Theatre actors were wildly popu-
lar, but most of the audience did not have the op-
portunity to attend performances, because theatres
were located only in large cities of the republic.

The editors received hundreds of letters from
viewers, who shared not only their impressions of
what they had seen, but also reflected on the future
of theatre and television, shared their life stories.
The remarkable breadth of literary and cultural
knowledge of the authors of the letters is admira-
ble. In a great number of the letters, the viewers
asked to show their favourite television plays
again.

Conclusion
The history of the Tatar television theatre re-
quires further study and systematization. Our arti-
cle is only the first step towards understanding this
layer of Tatar culture.

Acknowledgment: The authors of the article ex-
press their gratitude to directors Akhtyam Zaripov and
Anas Khasanov for providing the materials from his
personal archive, shedding light on the history of Tatar
television.
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PP. 113- 114)
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105



G.G.AKSOY, M.M.KHABUTDINOVA

Kepem
LIyHBICEI KBI3raHbIY, TOOSK TEJIEBHICHHECE
Tapuxbpl TaJUMHOP  Tapa(blHHAH  KUTSPICK

TOPIKIAS eipoHenMoroH. Temaruka OyeHUa KWH
KaTjaM yKydbUIapra TOKBAUM WTENd TOpTaH
KUTAIUTAapHBIH KYITYeJereH [o0miIe OacMmanaphbl
TOWKUA UTO hom OenemMo Moarbiaymariap Oupy
Ocmon uukiona. ([1], [2]). DoHHHM Xe3MoTiIop
apacetama E. II. Anekceea [3], [4], A.T.
lamavoxanosa [5], P.B. Hayrosa [6], [7], [8], [9]
XE3MOTJIOPEH aepbIM OUITENopra Oyiia.

OHTy3WacTIap THIPBIIUIBITEI  OCIIOH  TyTaH
Kazan TeneBmaeHne y3ore pocMu poBemrTd 1959
eNHBIH 6 HOSOpeHao aublia. Mockoy-CBepAnoBCK
paauoperne JUHUSICE Te3elelle ToMamiianrad, 1962
elHbIH 16 wMapThlHIa Ka3aHjbuiap MoCKoYIoH
KYPCOTEIIrdH TallIIBIPYHBI Kapay MOMKHUHIIETCHD Ul
Oyna. SlHa NMHUSIOP TO3ENTOH CAaeH TEICBUACHUC
TACCP paiioHHapeIHa 1a YTell Kepd Oarruiblii.
1970 emmap  OamiblHA — TEJCTAMIIBIPYIIAPHBI
pecnyOnukanbiH 80 TPOICHT TEPPUTOPHUACCHID
Kapam Oynras [8].

TeneBunenne  yceme  OemoH — OepiekTd
TEJIEBU3MOH CIIEKTAKIIb / TENECIEKTaKIIb )KaHpPhI J1a
Oapnbikka ko, CCCPpoa OepeHue TeleBH3MOH
cnekTakib 1938 enpma Kypcorens, sMMa JIOKUH YII
BaKbITTa BHJEOs3MANap TIKpUOIce NpaKTHKaIa
KyJUIaHBUIMAy Co09IUIe, TENEBH3MOH CIEKTaKIIb-
JIop, TeaTp CIEKTaKIbIope KeOek YK, S0 Hue emnap
OalrpiHA KaJlop TYpPBLAaH-TYPHI 3upAa yWHAITaH
(T-pak xp.: [10]). «depecnexk — sAXmIbI, o OOXET
TarblH Ja SAXIIbIpak» crekrakie (1951) «repe»
TPaHCIANUAAS TYTel, o TacMmara S3IbIPBII
yiiHairan OepeHue Tearpallb CIIEKTaKiIb Oyiapak
ommrene. b. H. Konomnesa OwuireaoBeHuYd,
TeJIeCTIeKTAKIIBIIOPHE KHHOPETUCTpaTopiap
SIpAOMEHA KuHOoTacMara si3aplpy 1950 Hue emnap
axpIpbIH/a TbiHA MeMKUH Oyna [11, 180 6.] Hoks
IyImbl  90pJa — <OKEMIIEeKJIeK» ellapblHja
TEJICBU3UOH Tearp Tya.

BC3HCH TUKIICPEHYHCH STHAJIbIT'bI Tarap
TEJIEBU3NOH TeaTp TapuXbl OyeHua
MOrBIYMaTiIapHbl OEpeHdYe TamKelp CHCTeMara
cajly OMTBUIBIIIBIH dAcCay/a.

Marepunasnap ham bicyJuiap

MoKalloHeH MakcaTbl — TapUXHU-THIIOJIOTHK
BICYJl  sApAoMeHA? XX  TachIpHbIH  HKEHYE
APTHICBIH/IA TaTap TeaTp COHraTeHEH Y3E€HYQJeKIe
¢dopmanapelHBlH — (GWIBM-CIEKTaKIbHEH hom
JTMHAMHUKAJIAThl TeJIECTIEKTAKIbHEH YCEIlleH Tarap
MOJIOHUSITE  KOHTEKCTBIHJIA  THKIIEpY;  Yycell
(dakTopnapblH  aublKiay; ~ QJIere  Tearpaib

(heHOMEHHApHBIH Tapuxd hoM  COLIMOMOIOHU
Y3eHYaJeKIIopeH Oaprnay.
TUKIIEpeHYHEH MaTepHanbl OyJbIl, —TaTap

pexuccépnapsl 'anu Xecoeno, Punar Cakaes,
OxtoM 3apumnoB, Wamac YToroHoB Kyiiran
TEJIEeCTIEKTaKIIBIAP; TeJeTaMaragyblIapHbIH
peuieH3usuIope haMm xaTnapsr Topa.

dukep aabiury

I II. CumopoBa OwmirenoBeHYd, «PUIBM-
CHEeKTakIbIop hom Tenecnekrakibaop 1950 Hue
eljapAa  TEJNEBUACHUECHEH  YHBIIUIBI  yCelle
HOTIKace Oymapak Oapnbikka kmimoy. CCCPra
Oepenue ¢uIBM-cnekTaknbIop 1950 emmapaa
TeneBuAeHue hoM KHWHOTearpiapAa KYpcoTy edeH
Temepens Oanuielif. Amap Tepje TeaTpiapaaH
aKTepyap 4YakbIpbUIBIN, CTyAuage Kyena. Kym
KaMepasbl 1071 0eJIoH KHHOTacMara TeleclneKTaKIb-
JOp Tellepy ©uYeH TeaTrpalb hoM TeneBU3HOH
pexuccepnap vaksipsiia. [ I1. Cumgoposa «huabm-
CHEKTAKIIBJIOP  TOIIEPYrs  KBI3BIKCHIHY  apTy
MacCakyJIoM MOrbJIyMaT YapajJapblHbIH TEXHHK
yceme OemoH reHs tyren, o 1950 emmapna yeH
KAHOCHI KBITJIBITHI O€oH 119 Odilie» JUIl CaHbIN.
[12, 214215 6.]. IWyms yk emapaa
TEJIECHIEKTAKIIb JKAHPBIHBIH Y3€HYAJEere TYypbhIHIA
OepeHue THUKIIepEHYIop Oapibikka Kuid [13], [14].

Teatp TOHKBIAThUECE H. Kerun
TEJIECTIEKTaKIIFHEH COHTATH Y3€HUoNlere TYpPhIHIA
TyOoHIore  QuKepeH oita:  «TereBU30pHBIH

0oNoKoll JKpaHBIHIA AKTEPHBIH TANaHTHI, AHBIH
OepHU OelloH 1o aHJATHINT OyJIMBIA TOpraH Oarika
Kellle KY3eHHSH Kapay, aHbIHYa yiijay, UIIeTy, XH1C
UTY... KbICKachl, Oalllka Kellle TOPMBIIIBI OeoH
SOy CoNioTe Oamika Oepkaiima na OynmaraHda
aybLIa.

Teatppa 3yp 1uiaH 10K OWT, Y 3yp ayAUTOPUS
OenoH apanamyra #e3 Tota. AHAA, HU OUTCOH JI9,
«apTIABUIBIK Ueporauds» 0ap. AHIa hopbep xuc
aepMavbIK KYPEH9, MH3aHCIIeHaIap/a,
XOPOKITIIOPAS Yarbuibiil Taba... AHa XUCHEH Y3€H
poBelie OeNloH ANBIITHIPEINT Oysia. © TaMallavbl
IIyJ pOBELIHE Kypen, TaHBIII KoJulap —amia
TepoOMJIapHBIH XaJoTeH hoM anap apachIHIArhl
MOHOCA0TIOpPHE TaHbBIH, TOIIEHD.

TenecrnekTaknb aHBIH  ©3JIEKCE3  XJPIKAITe
0eJIoH, 3yp IUIAaHHAPHBIH MYJUIBITBI OJIOH Teatp
hoM KHHOHBIH IIAPTIBUIBITBIHHAH MOXpYM —
OCepHUHIM ajjay, sICAIMAIIBUIBIK IOK, OapbIChl aa
yblH, uxJyac. Kere ifese, keiie Ky3nape...

Orop a0 0e3 COXHOIO eIl KbhlHA HOTIKOHE
Kypabe3 hoMm wumieTabe3 WKoH, TeJedKpaHHapa
aKTEPHBIH  JOIIMOBCHHOH, aHBIH  HAapPTHEPHI
CY3JIOpEHd MOHOCOOOTCHHOH, AHBIH
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PEaKIMACCHHOH, OQACCHHOH 3yp JIO339T KHYEPa
ay1a0bI3.

UblH TeJeCHeKTaKIbAd TacMmara TeIIepYHEH
XapakTepbl, OOBEKThl MbECaHbIH MOIBHOCEH,
00OpasnapHBIH achUIBIH adapra spaoM utoy [15].

Tatap TEJIECIIEKTAKIIbJIOPEHEH YHIIMQ
Oambiana pexuccep ['amum XecoeHoB topa (1919—
2001). 1952-1969 hom 1972-1975 ennapma yn
Tarap paauocsl Mexappupe, pexuccep, Kazan
TENEBUACHUE CTYyAUSCEHEH Oaml  pexuccepsl
Oynpin s, . X6CoeHOB  TeJICBUICHUET
PaAMOCTIEKTAKIIBIIOP 93€piioy OyeHda 3yp THKPHO
Tymwian Kwid. One Oamamap edYeH TammbsIpyiap
pexuccepsl OyIBIN BIUIOTOHAS, YA Y3 CIEHapue
Oyenua <«OKup» OWIoH CIHEKTaknb Kys. AHZAA
OIIKOHHOp OenoH Oepro Oamamap Ja KaTHAIIA.
CrnexkTakiip ~ JIUISHENIE,  MOHTaXbl  OeJoH,
MY3BIKaJIb Ouzanernie STBIHHAH KBICKa
XPOHOMETPaXTbl KHHO(MWIBM KeOeKk Kapaia uie.

Crynmusars Oamr pexucc€p OyibIm Kydkod, [
XOCoCHOBHBIH ~ KOJIaybl  KMHOS.  MockoyHeH
[IlenkuH HCEMEHASre YUYWIMILECHIH TaMamJal
kaittkad Tyhan MuHHYIIIMH clieHapuiiiap si3apra
anpiHa. Mke mKaTybl Xe3MoTe HOTHXKOCCHID KyI
cepusiiie TEJICBU3HOH CIIEKTAKIIBIAP IOHbs Kypo. I .
X©eCoeHOBHBIH, UH 3yp JIUIOpE apacblHAa «AHam
KbIpb»  (1965) (UbIHTBI3 AWTMATOBHBIH IIYyJ
ucemzaore mosecte OyeHua), «Myca» (1966)
(Ilotixn MaHHYpHBIH TIyJT HCEMASTE POMAaHBI
Oyenua, 5 cepus), «Kazakp xeBeDy (I
N6pahuMOBHBIH TaHBUITAH POMAaHBI MOTHBIAPHI
OyeHua), «AK youakiop» (I'. OncomoMoBHBIH LIy
HCeMJIoTe pOMaHBI OyeHdYa) ocopiope Oap. UH
OepeHue TEJIECTIEKTAKIIBIIOP TYPBIJIAH-TYPHI
yiiHama. VY31 TaBbIlIKa, TEIECHEKTAKIIbIOPHEH
MY3BIKaIlb OW3QMeIIeHs 3yp UrbTuOap OMps. AHBIH
KHUHEN KyJbIHHAH CTYIOUSI® KaJp SYeHAdre
MOHT&X — TOMYMHWJOH 3yp IUIaHTa KY4Y,
IUTaHHapra HaJoXXEHue scay, Kamepa OeloH iepy
KeOeK PEeXHCCEPNBIK  albIMHAphl  KyJUJIaHbLIA
OanuIbIi.

Tarap TenereaTpbl TapuXbIH pexuccep PuHar
CakaeBTaH Oamka Ky3 aigblHa KUTEPY MOMKHH
tyren (1928-1995). Yn Kazan teneBuaeHuneceHs
13 en »snum. AHBIH XE3MOTTOIIE, PEXKHUCCED
apaamuece JI. K. I'ymmua yn dopHbl Oomaii aun
ucko ana: «Punar Coet ynel OenoH MuH 1968 ennga
yakplpy OyeH4ya Kazan tenectyausiceHs pexxuccép
spasMuece OyJIbII SIIOPTS KWITdY TAHBIIITHIM. ..

VY uarbiHga Oapbl THK Typbl 3¢HpAa TblHA
SIUIM HJIEK, aHbl «3dupra Tepesnodl YbIry» U
aTelil uaek. SlHajnaH Tellepy, MOHTaxJay, siHaJlaH
s3aplpy  MeMkuH Tyren. llymali nma Ouk  Kyn
SKTBIPTKBIY  9cOaIuiap, Maxcyc KeIendp aBbIp

YBIOBIKJIAPBIH ~ KYTOpenm  Hepu  TopraH  3yp
TEJIEBU3MOH Kamepajiap O€JIoH IUBITPhIM  TYJIbI
0onmoKoM CTyOMAN® [auMU POBEIITd JPaMaTHK
CHEKTAKIIBJIOP, MY3BIKaIb-IIUI'BPH  KOMIIO3HIIUS-
mop <...> Kyena uae, WIYHHaH YK OWK Kyno
HOMepiapsl Oynran OoWpoM KOHIEPTIApHl Ja
Tanmeippuia  uae. KaszanHelH hom  Ompera
TacTPONIBIOPTS KWITOH TeaTpJapHbIH HMH SIXIIBI
CHEKTAKJIBJIOPEH TPaHCIAUUAINOE3, CTYAUSHEH
omabu-ngpama penakuusice 19 Y3€HEH
CHEKTAKIBJIOPEH Kys. MUHEMYd, CTyAUsSHEH
COHraTH IOTapbl JOPIKONSre IPOrpaMMasapblH
Oynmplpy OyeHua  MOHABIA  cosicoTe  Oam
PEKUCCEPHBIH Ka3aHbIIbl uae» [16, 270-271 6.].

P. CakaeBHblH «bepeHue Tearp» TelaeHIbMBI
(1961) Tarap TeneBUACHUECEHEH «XO3MHOMCE
caHanma. AHIA Tarap TeaTpbIHBIH JIereHara
OBEpEeNT9H  aKTepiapbl  KaTHaia: Hoxxun
latinymmun, Illoxconom Ocdonmusaposa, HWpek
bahmanoB, Bepa Munkuna, Paun [lopodues,
®upnoeBec OxTtomoBa, Haun [lynaeB. dumabMHBI
Tamaraybuiap OyreH 19 sipaThill Kapbli.

I P. CakaeBa oiiTyeHus, P. CakaeB y3eHEH
OeTeH TEJIEBU3NOH CIEKTaKIbJIOPEH
CIICHApHUITAPHEI Y3€ sI3TaH, alapHbl pyc hoMm Tarap
TEJJIOPEHS 19 Y3€ TopKeMo HUTKoH: «lLloMbIpT
qouokiope», «Jlenunra ie3 Oemon», «Kailitasas
OynbIn My3blKa sHTBIpapy», «Pamdama obemmck»,
«Tyi»» [16, 271 6.]. P. CakaeB OHoc XoCOHOBHBIH
«TBUICBIMIIBI STyNBIK» CLEHAPHUEH YHBIILIBI WTEI
dKpaHHapra yeirapa.

OJero Kajop PEeXHCCEP OXTOM 3apHIIOBHBIH
TaTap TeJleTearpbl TapHUXbIHA KEPTKOH eJele
nmaeknel  OchaceH — anmMaraH, Topuo  aHbBIH
KaTHAIUIBITBIH/IA TOUIEPEIToH TeleCIeKTaKIbIap
hom TenedunbMHapHBIH Hcemiere AypT AWCTIT
KUTCS 19 (1 HUe KymbIMTaHBI Kaparbi3). MOHHaH
THIII, yJT PecTyONUKaObI3HBIH KypEeHEKIIE KelleIope
TypBIHJA He3719pus ouepkiap Teuepra. Pexxuccép
ceifidarbinga Ka3aHHBIH TelneBUICHHE CTYAHSCEH
OxtoM 3apumoB 1972 enma xmma. 1987-1992
eiapa yi oam pexuccép Oyia.

«1968 enman 1970 emra kamop omoOH-
JIpaMatuk penakius 3dupra 15 TenecneKkTakib
o3epion upIrapasl. Tearpmap Oep cesonra 6-7
CHEKTaKJIb YbITAPTaHHBl HCKS airapHjaa, Oy a3
TYyrem», — aun uslrelil sicagel TACCP f3yusinap

OepiereHeH  mapTUd  OKBICTBIIIBIHA ~ Maxcyc
gakelppiiraH ~ Kazan  tenecTynusiceHeH — yn
BaKbITTArbl COHIaTh TaIIIbIPYIapbl Oar

Mexoppupe A. Caduymmuray [17].

O. 3apunoBHeiH ursTHOapel lopud Kaman,
Mupxoiinop @oiisu, Mupcoit Omup, Datux
XecHu, lllopud Xecoenos, Mopahum Hypymmum,
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Asz  ToninoxeB, lapudp  AxynoB, Tydan
Munnymins, OXaT ['addap, Puanar Mexommonunes,
Camux barram, Mecorsriit Xo0uOyIIiH, OXCoH
basn, Atunna Pacux, Tonrar lanuymnun, Hlamun
Pokeriimios, MoanHo ManukoBa KeOeK
S3y4YblJIapHBIH ~MKaTiapelHa Tewd. JKypHamucr
Munoyurs [anunynnina OunrensBeHus, O. 3apuIion
CIICHAPUHNAPHBl DIUISTOHAS, hopBakbIT WXKaau
SAKBIH KWJI9, OCOpPro Kapara Y3 KapallblH
oenmepepra omThiia [18, 13 6.].

ApXuB  MaTepHaJUIapbIHHAH  KYPEHTOHYO,
TENECIEKTaKJIBIOPHEH CLEHapuillapel  IeH3ypa
9KCIIEPTU3ACHIHHAH THIL, KA SIKTaH
pPEeLEeH3UsUIOHd  119. MoconoH, ©. 3apuUIOoBHBIH
apxuBblHIa OXCoH basHHbIH «Tay sArsl moecte»
OCopeHeH clieHapueHa Kapara apamatypr Tydan
MuHHY/UIMH ~ sI3raH  peleH3usl cakjaHa. AHJIa
PELIeH3EeHT TeJIeCIeKTaKIbHEH CIIEHApUil aBTOphIHA
hom pexuccé€pbiHa aBTOPHBIH JHPHUK YHUICHEII-
JIOpeH cakjapra KuHom wuTtd. T. MUHHYWINH,
TylaeM airaHja, CIEHApUHJaH KaHoraTh OYyIybIH
onta: “IloBecTp MuHa omwbid... CreHapuiina aa

OoifmoHepiek ypelH Taba amMagpiM.  ABTOpP
(uKepeH clieHapHii aBTOPhI TYKMH-UY9UMH CaKJall,
OCOpHE TEleBUJAEHHE TEICHO Kydepo ajraH,

MuHEMY9. JleHbs Kypepra s3chia» [19].

1978 enHBIH CEHTAOpEHIO OXCOoH basHHBIH
«Tay srel TOBECTE» 9COpe MOTHUBIApH OyeHYa
temepenron  «Mommemap  kuTo  hopkemro»
tenepmeMbel CCCPHbIH siHa KoHcTHTynmsceHeH
OepberutbirbiHa Oarsimiuian, KemepoBo mishapeHo
Y3ABIPBIIraH Betencoro3 TeseuIbMHap
(dectuBanenno KuHyde Oyma. TemedwniabMHBI
Temepyuensap «/H AXIbl pexuccép ame» (OXToM
3apunoB), «WH  SXIIBI  XaTBIH-KBI3  POJICH
Oamkapydsl» (DupgeBec XoiipymiuHa), «UH
SXIIBI 3aMaHaam oopaszeny (Mnmyc OXMOTKaHOB)
OYJIOKJIOPEH ajIblll KaiTa.

PexxnccépHbin wxaan 6norpadusaceHio uy 3yp
coxuanopHeH Oepce anblH Tykail Temachl OyeHua
sntspe Oyma. bepeHde Tyabl METPakIIbl (PUILMHBI
yn 1973 enpga Tamamiaysl XeKeMEHo dbIrapa. «3
cynermibiyHaarel I Tykait  pomen  Mnnmyc
OXMOT)KAaHOB Oarkapa. Y aHblH SI3MBIIIBIHA 12
HOrbIHTEl  sICBI: «CIEKTaKJIIBIOH COH HKEHYE
keHHe Kazan mohope wmuHe TykaWiHBIH Y3eH
KapibUlarangail xkapisiiaasl. Llyn keHHOH COH,
MUH MWIJIOTHEH Y3 IIarblipeHs Kapara OyiaraH
uxjac Moxa00ateH toer, TykailHBI TOMEPIIEKKS Y3
utTeM. MuH xo3ep Tykailcel3 sAmmM anMeliiM. Vi
MHUH/I9, yiT — MUHEKe. be3 Oepra — romepray [20].

AHHaH coH ©. 3apumoB Tamaladbuiapra
«Tyxait — IlerepOyprra» IOUroH TeNECIEKTAKIb
Oyiok utd, yn M. HypylIWMHHBIH Iyl HceMore

IpamMacekl MOTHBIapbl OyeHua Temiepens [21]. I.
Tykait pomen Hamn JlymaeB Oamkapa. Omere
TEJIECHIEKTAKJIbHE TaMmalladybuiap spaTbll KaOy:
UTCO 119, omabusr Oenreue I. Tykait oOpa3bIHBIH
SIUISHEIIEHd KapaTra TOHKBIUTh CY3JIopeH Oenmepo.
W. Hypynmnua O. 3apWmnoBHBI MIaTBIMPHHEH PyXH
JIOHBSICBIH, aHBIH MOrbpHU(ITUENEK HAeaIapblHa
TYTPBUIBITBIH,  TAOWraTeHEH  MAaKCcaTYaHIIBITBIH
CYpOTIIOYTS JKUTIPIEK WUIbTHOAp OMpmoymo, Oeex
HIarbIPEHEH TUPI-SIK MOXUTEH TacBUpJAy OeloH
apThIK MaBBITYa TaeluM. ©Onoduar Oenreye
PEKUCCEPHBIH MI'bTUOAPbIHA HUKE KUTANl TOKBIUM
uto: WM. HypymnunueiH 1. Tykali TypbelHAArsl
XMKOAIOp  KpleHTBITBIH  (1971)  [22]  hom
3. A. UmmexomMMoTOBHBIH ~ «Tykail  aTem3MbD»
(1971) [23].

1985 enma O. 3apumnoB SAHY UIarblipb
oOpa3biHa oiyioHen Kaiita. S3yust C. XoKMMHEH
ClLeHapuiira Kapara npoeccHOHalb peLeH3usce
urpTHOapra Jaek: «OxroM 3apumoB Tykait
TypbIHAa MOHa XoTie Ounrene OyiraH TapuxXu
(dakT, OmM30M, BakpIATaNapra, IMarbIiphbHEH
omorpadusceHs, WwKaTbiHa TasHraH. MexaHUK
POBELITd Te3€N 4YblKMaraH, TyKalHBIH ILIArbIipb
Oynapak OeekjercH auy HO3CHHOH, JYKE JpamMachl
Oyernua Oaprad. TykaiiHBIH apamatuk Oeex
TOPMBILIBI KY3 aJIbIHHAH Y3a.

Ocopnmo  kemuop? KyOece 0e3ro  TaHBIII
moxecnop:  Tykaih  y3e, Corbliite Pomues,
I'ammocrap Kaman, Coreliite CyHuUonoi, 30HTYHO,
Kobup bBokep hom Myca buruesnap... Tarap
YKy4bICbIHa Oumnrene oOpasznap. by Tamamausira
TU3PIK OapBhII KUTIUIK.

VYupiuel HUAS? Kyn Hopco Taubimn Oymyra
KapaMacTaH, SUIBIKMBIA YKBIABIM. YKbLIa TOpPraH
uten ssran aprop. PaxmiapHbl 09 TOpra
¢ukepnop BIMIaHIBIpa. bolIoHENUISp TaOWTHI»

[24].
C. Xokum ©O. 3apunoBka «Tykaii OenoH
3oiTYyHOY, «Tykai OenoH ladypu»

SMU30JIaPBIHBIH KOHLENIMACEH KadaTTaH Kapapra,
IIylnal yK IIarsldppHEH apThIK O3bIH LIUMT'BPHU
TEKCTIIapbIHHAH Oalll TapThIpra KHHAII UT9.

Tarap unTeMreHIMsce 0y QUIBMHBI S3MBIIT
Oymore uten kadyn uto. Tem posibHE Oamrkapra
OuppoBec KonmmoBka kaparta OMK Kyl Maktay
cysnope aitena. Moconon, Ka3an yHHUBEpcHTETBIH
TomMamiarad hom VYkpawmnama smoyde . W
l'agypoBa y3eHeH XxaThlHAAa TamMalladybuiapra
«TyKaiiHBI TarblH J1a HBITPAK SIPATTHIPTaHbI, aHBIH
JIOIIMaHHAphIHA KapaTa TarblH Ja HBITPaK
HOPOTIOHJIEPIoHE OYeH» aKTEPra POXMOTIOpPEH
JKUTKEpd. YII aepyda NEpPCOHAXIAPHBIH COMIIoM
TeNeHo CokyaHy Oemmepa: «O Tene! Kynron uHie
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JKOPJIBITBI  OCJIOH KaTHALIKaH COWIOM  TeJIeH
HIIETKOH 10K uae!» [25].
Kazanna SIITIOTEH Cour hom buka

[IokypoBnapHbIH aa Qukepe 0e3ro OWK KBI3BIK
toenasl: «beek marsripedes ['abaymna TykaitHBIH
TyyblHa He3 en Tymny yHae Oenon TaTapcraH
tenectyausace «Tykaiy ucemie  Kymcepusiie
tenepunpM  Kypcarre. Llymamerit 3yp TaHTaHa
KkeHHOpeHao 0e3 — Tykait 6emoH Tenmebe3 ayblITaH
OybIH, TelecTyausHeH Oy Xe3MoTeH y3eOe3 eucH
3yp Oymex wrenm kabym wutrek. YbHHAH 1a,
CTYAUSHEH MXXAT KOJJIEKTHUBBI KYI K64 Kyell, rasiTh
TOPIKSAS KHUPOKIE DI SUUIOTOH hom  aidTepra
KHPOK, Oy MakTayjbl SIIHE YHBIILIBI OallKapbl
9ybIKKaH. PUIBM 3yp KBI3BIKCHIHY O€NIoH Kapaia.
CroxeThl OCTa KOpBUITaH CEpUSUIOPHE KOTeM
anacelH.  Tykaii  Oworpadusicenen,  Tykaii
SUIYSHJIET€HEH SHA SKaapbl aublirad. bupens Ty-
Kall Iarelipb T'€Hd TYreJl, KYIKBIPJIbI, THIHTBICHI3
KOMOrarh dIIIeKIece UTen OupenroH. OHIbLMHBL
KaparaHpa, Tykaiira TaObIHY4bI — 0€3 KapTiap T'bl-
Ha Tyreln, 0e3HeH OananapblOb3 /1a COKIIAHBII, T'O-
PYpJIaHbII YTHIpABLIAP. Meno HUHIIU
moxeciopedes 19 OyiaraH UkoH OuT 0e3HeH!» [26].

TamarmausutapHbIH  TeNeQUIBMHBL  Y3JIOpPEHYd
aHaJM3/Ial KapaBbl Ja COKJIaHAbIpa. MOocouoH,
labpepommmt TykTapoB TelecneKTakibHEH 3
CepUsACeHs KapaTa s3raH «OU Tamkana-0arkana»
IUroH si3MachbiHAa Tykai OOpasblH 3LUISTSHD,
(akTUK SUITBIIUTBIKIAPTa J1a WMIBTHOAp UTO:
«9KkpaHga KypcarenaraH TykalHbIH Kellle alIblHAa
LIMTBIPb YKYBI, TOMYMSH, aKJIaHMbIH. MOHBIH MEH
co0a0¢e Oap. Uy Oepenuece — Tykaii kerie anbiHa
HIUTBIPb COUIIOMOTSH. Anap OacplraH.
(I'omepenns 6ep Maptaba «Colisip» TpymnmachlHa
KYIIBUIBII, IIUTHIPh YKYBIH MH 3yp XaTaJapbIHbIH
Oepce uren canara). ['agorTs, yn mmreipenex 2-3
0JIBIH KBIPJIal, AePecpare, IbIHIIBII HOpTraH. SKu
«Kokpe xoipoiknap! — Kas bamnsl xuty» AUroH
keOek Oepop ronm simco KopboHHOH Oepop asTh
VKBIIT Kys TOpraH Oynran» [27].

X. KymbicHukoB T. MUHHYJUIMHHBIH Iyl
UceMJlore Tmbecachl OyeHuYa TOIEepeNroH UK
cepusiie «be3 kutTabe3, ce3 kamaced» (1996)
TeneuiIbMbIHA Kapara s3raH  s3MachlHIa ©.
3apHUIoBHBIH TaTap akceskiope XocoH OenoH Axyo
AX4ypUHHapHbIH  0oOpasNlapblH  TYIBIPTraHja,
KapuKaTypa O3CTETHKAaChblHHaH Oaml  TapTybIH
Oounrenu. by wmco pexuccépra TarapiIapHbIH
SIIUIEKIIE AITUTACHI BOKUJLIOPEHEH achuI
o0pasnapelH  TyIbIpY MOMKHHIIETEH OHProH.
[Hareriipans aTMocdepa Tyablpyra Xe3MoT HUT
TOpraH TaOWraTh KapTHHAJIAPhl aepyya COKIaHY

xucnope OemoH wucko anbiHa. UlareiippHeq
Taburarh O€NoH OepliereH acChI3BIKIAY O4YeH O.
3apumoB KOHTpAacT ajbIMBIH OCTa KyJUIaHA:
COYIOrap yTapblHAArbl TOPMBIII POBELICHEH BITbI-
3BITHICHI TY33JI MaH3apalibl TAOUTaTh KypeHeIIope
JKUPJIETEH/I9 aepyda adblk darsuia [28].

Y3aropren kopy emnapeiaia ©. 3apunos [apud
AxyHoB, PuzBan Xomupa, Oxor laddap Oenon
oeprnexta «Tykait» Oepmommacenne «Kaproimist
bamagak» (7 cepus) (1996) bunbMBIH SIUTH.
Tropkonor Pugxar OXMOThSIHOB Y3€HEH
penersusicer s O. 3apumnoBHbIH 0eek | TykaltHBIH
Oamadarsl KapTHHACBIH TYNBIPTaH/IA, KBIFOJIBITBIH
OwmIIreny, YOHKU TATUMHOPAS Oy Typhia 63eK-03¢K
MorbJIyMaTiap reiHa Oap. Tropkonor (ukepeHuo,
pexxuccép nuH sheitope 00pas3apblH AIIISTIHID,
CTEpEOTHIIAPHBI KUMeEpa: «MoHa Kaaop MyJsuia-
X93pOT XaJKblH (aHaTHKIapya Y3 JAUHHOpPEH
yToyde, y3mope Mo CyKbipaapuya hop Hopcers
BIIAHYYBIIAp JUN KEHd YKBI, Kapam, Kypem
TOpOUsIOHToH OybIH. BakcaH-KypCoH, aJlapHBIH J1a
Y3 IpaMaiapsel, Y3 KHUEpeluiope, y3 MIaTIbIKIAPhI
Oap wkom». [29, 14 6.]. Tenedumsm
TamMaladbUIapHbl «IIOXECEe Y3€ SIIOTOH JOBEPIoH
aepbuIrbichi3  Oynran» [, TykaliHBIH — SI3MBIIIBI

TypbIHAA yiIaHbIpra 3TOPA. Peuensent
nrareliippHeH  oTHce Mexommartrapud o0pa3biH
TyABIPTaHAA, creHapuit ABTOPBIHBIH
MOCTOKBIIIbIIECT€HI, SHHUCE bubumomayns
0o0pa3blH  TyObIpraHjga, ICHXOJOTHK CYPSTHEH
TUPOHJIETEHO WrbTHOAp HWTTEPa. ©O. 3apuIoB
¢unpMIa TatapmapHbH OolipoM  hom  Hioma

MOJISHUSITEH TacBHpJiiayra 3yp HUIbTHOap Oupo,
MOJIPACOId YKy TOPTHOE, aHbIH KOHKYpeIle OeoH
TaHBIIITBIpa, OONApHBIH HCO, Y3 YHUPATHIHIA,
MOJIoHH-arapty OypsIdbl aa 3yp [29, 16 6.].

O. 3apunoBHBIH apxuBbiHAAa [. AXYHOBHBIH
«nen KbI3pD» pOMaHBIH ToUIepy ©YeH s3TaH
pImaHbed koraze caxnanran [30]. Tybon Kamana
amoron Hypymna lantynnua y3eHeH XaTblHIA
CBepAJIOBCK  KUHOCTYIMACEHI®  TOIIepenraH
«Hctonex even [bliinemxanra»y TeneQuUIbMEL
OemoH «Xo3MHO» TENeQUIBMBIH YarbIIITHIPHIIL,
aHamn3 ACHIi. Teneramarayst Tarap
TeneUIbMBIHBIH (HAICOhU TUPIHIIETEHS COKIIaHA.
Vn TarapctannslH Taburath Kypeneunuiope (Maem,
3es, Hokpar, Mumis enranapblHbIH Tyraiiaapsbl)
KHJIQUOKT? JI9 OWK Kyn (GWIbMHApHBI OWU39p JUToH
emereH Oenpeps. H. TantymmH ¢GuIbMHBIH
My3bIKalb OW39JelmeH 19 orapel 0oamu. O.
3apurnoB QUIBMHBI TONIEPTOH, KbIpUbl PeHar
No6pahumoBHbI yakbipran Oyma [31].

TACCPubIH Tenesuzuon hom paguoTanmsipy-
Jlap KOMHUTETHI 3aKka3bl OyeHua ©O. 3apunoB 1984
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enga A. M. T'enimoxeBHbIH «Komra keH, K4
0ernoH...» TIOBECTE MOTHBIAPHI OyeH4Ya Telecrek-
Taknp Temepa. llpembepaman coH wmarOyrarra
KbI3y 0oxociop KaObIHBIN KUTS [32]. A. M. ['brii-
TMKEB YKy4YbUIApBIHHAH hoM TamamavpLiapiaH
HKe He3ra SKBIH XaT aja. SI3ydsl aere 00Xociopra
Maxcyc TejeTammuslpyaa HokTa Kys. A. M. I'blii-
NOKeB buOMHYp TapuxXbIHBIH yKydbLIiapja hom
TaMamrayeliapia IOyHOBIA  3yp  KBI3BIKCHIHY
yATybIHA WXJacTaH mariana. lymy k BakeITTa yiI
TaMallayblJIAPHBIH SUITHI3 KapTJIBIK MPOOJIEMAaChIH
TBIHA KYPYJIOPEHO OOpYbLIy ma Oemmepo. O. 3a-
puTIoB bHOWHYPHEI aBBUT KEIICTOPEHEH KHOETTore
rai0oT, MMENI-MUMENLIOPE KO3TeCeHId KYPCITd,
Oy MCo aBTOp olToCcEe KWITOH (DUKEpHE SpJIbLIAH-
oeIpyra KuTepd. CHEeKTakiabao Oaml TepOorHBIH
TapyuXbl aBBUIJANUIAPBIHBIH — MAhUTIapHBIH Kellle
HOPAreHId WreleK Hypbl CYHCO, HOPCO Oyiybl
TYPBIHJIATHl XOPbI KaiiMachIHa OUpea.

Kostmr xankeip 1a 6arap,
Barap na xankslip,
MoHre Hyp youap!

© MEH9 Kellle KYHEICH D
Kostm 6artca —
Kup nnuex smop?! [33, 4].

b. Mexommormma, M. XoberauHoBa, A.
Xo0eTAMHOB OWITETIOroHYd, «TEIECIIEKTAKIIBID
Oep BakbITTaH HWKEHYE BaKbITKa Kydepy ©uYeH
TEPOUHSHBl «KUEHIEPY» aJIbIMbl OWK YHBILIUIBI
KyJUIaHBUITaH. ©. 3apUIIOBHBIH TEJIECIEKTAKICHD
MIPOCTPAHCTBO YHUIIENENIe TeaTpaab MIapTIBUIBIKKA
oMThUIa. bupens 0e3 TopMbII YBIHOAPIBITBIH
HUueKk Oap, mynaili kabaTiapra TBIPBILIYHBI
Kypmuoes. S 3apuron MIPOCTPAHCTBOAA
NoNUQOHMSIIE MOXHT OYJNIBIPBIPra OMTBUIA, YII
MOXHUTHEH hapkaiicblHOa MorbiayMaT siHa Oep Srbl
OeloH auvblia, yJI TEepOWIApHBIH TOPMBIIILIHHAH
Oepop sHa coxu(a aublll KUOIPI, aAJIlAPHBIH
oinoHa-THpaorenap OenoH  y3apa MeHICI0aT-
JIOpeHeH xapaktepbiHa aday. ([34]). Uoumo acopre
JpaMaTUK TEKCTKA Y3T9pPTKOH/IQ, CIIEHAPUI aBTOPHI
A. TbIiilokeB TEPCOHAKIAPBIHBIH — COHIOMEH
WHIWBUAYATBJISIITEPS ajJiMaraH. by  wmce
TaMalrayblapa KaHoraTbCe3JIeK Ty IbIPTaH.

Amac paiionsl JleBam aBwUIBIHHAH Hawmmo
Caguna Y3€HEH XaTbIH/A PEXHUCCEPHBI
TeneuIbMra «sjIcajiMajbUIbIK» albIll Kepye edeH
TOHKBIUTBIIN: «O OHT As3 a0blii TOBecThTa
OepHMHAM  sicaIMajJbUIBIK Ta  si3Marad, yi
TOPMBIIIHBIH ~ Y3eH s3ra»  [35].  Macones,
KazanHaH XoMuJyJUIMHaHBIH TOHKBIATH  YTHI,
TEJNEeCNEeKTaKIb TyphiHAa (UKep ajbIIIKaH/Ia,

aKTEpIIApHBIH COIJIOM  KyJbTypachlHa  IOHOIIO:
«HUTo CHEeKTaKIIBIoTe PONIBIOPHE 3yp YHBIII OCIIoH
Oamkapydsl — apTUCTIAp  TEJICBHICHHUCIOH Y3
pojiblope, Tepoilapbl TypBIHAA YUCTa TaTap
TEJICH/I0 MaTyp MTEM, TaMalaydbira y3 GpukepiopeH
JKATKEPd anMbIdmap?» [36].

O. 3apunoB 1992 emma  TemeproH
«lanusabany» TenecnexkTakie mMarOyrarra KaiHap
Ooxacmop yaThIN KuO9pa. P. AlimMoT (ukepeHuo,
TEJNECNEeKTAKIbHEH SHAYAIBITBl IIyHAA KU, YII
Axranpiin hom KaitObra palioHHaph! aBbULIAPBIH/IA

auyplk haBama Temepeno [37]. Tamamrausuiap
PEKUCCEPHBI  SAMIBIOPHEH  KUYKE  YCHHAPBI
atMoc(epachlH  TyHmblpy ©UYEH  YaKbIPhUITaH

Y3CLIUOH «ATBIiIen» aHcaMOie KaTHAILIBITbIH-
JIarbl COXHOIIOPHE KaTbl TOHKBIATBION YbIramap.
Tamamaybutap  QUKEpEeHYd, OJKOH  SIIBTIrE
apTUCTIap MOXJ00OT TapHXbl KO3receHNd SMbCE3

kypera [38], [39]. TamamaubmapHbBIH ypTax
(uKepeHuo, lanusabany pone Junus
OXMOTOBaHBIH WXAIW  YHBIIICHI3IBITEL  OYJIBII
Topa. TenecnekTakipHE IIyJdall yK  XalblK

JKBIPJIAPBIH  XaJbIK PYyXbIHIA Oamikapa ajmaras
npodeccuoHab KbIpUbLIap aa 603a.

O. 3apuroB ©O. Enuku OenoH Oepiekto
opunHeH «TeHre Tamublnapy, «l'e1oHIOM TyTall
XaTupace»  ocopiiope  OyeHuYa  TeIEpeiraH
TeneUIbMHAPBIH OWK JKBUIBI XaTUPIPS OesIoH
ucks ama [40]. ©O. 3apurmoBHBIH apXUBBIHIA
Unepap IO3eeBHbiH «bep reHo  coratbko»
MOBECTeHA Kapara s3bUITaH IIUTbpU pediekcusice
— IIUTBIpE JI9 CaKjaHa:

Bep T'€HI CAararbkKa...

Vi1 KUIIroHYe ereT KuTten O6apras...
Kypemuonmay — HUHIM aBbIp OUT...
AHTa MH]IE COUTOH Spiap XoJeH...
Tyxkra, moes, KuTM9, cadbip UT!
KuTre... KUTTE CyTbIII KbIpJApbIHA,
AHJa — aThII, BOXIIAT, YJICIITED.
Banku, COHIBI TAaKBIp KYpyeMmaep...
Tykra, moesn, 3unhap, kypemrep!
H¥UK KbI3raHbIH, S3MBII, Oy I'Y33JI0H
Tuk Oep reHs corath BaKbITHBI?
Tykra, moesn, 6apbl 6ep corarbka
O3bIHalTIEI aBBIp OoxeTHE!
Tykrareipra BakbIT MU3IEILIOPEH
FOxMmbIHE COH THK Oep cabam To?
Tykra, moe3, aHbl 09XeTiIe UT
Kyrmika Tyren, Tuk 6ep coratbka... [41]

T. TammymmnaeiH — «bomba»,  «JlorpBay
XUKOSJIOpE  MOTHBIIApPhl  OyeHYa  TemepenroH
«Onputapna Ganma-4ara yeHBD) TENECIIeKTaKICHEH
CaTUpHWK TaOWrareH aHalu3Nam, 9Jo0usT Oenreye
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H. XanzadapoB pexuccépHblH aBTop (UKepeH
TOYIQNISHAEPY 64eH (papc ambIMHAPHIH KYJUTAHYBIH
YHBIIUTEI un Oostmw [42].

«Hamyc» CIEKTaKJIIe Ouk KYI
TaMaIlIaybUIapHBIH HeporeHs Mail Oynbim sita, hom
almap COXHONOTe CIOKETHBIH TOPMBIITIAHIIBITBIH
acChI3BbIKIIAN, PEAAKUUATS  JHUCTANIOTOH  IIyHA
OXIIAll TapUXJApHBI S3BIN KUOSIPATOp (MICAIISH,
Axcy0aii paitoHsiHHAaH Morsmy3o baTsipmmaanbsiH
XaTBIH Kapare3 [43] ).

[opugp XecoeHOB aocope OyeHYa KyenraH
«be3HeH mombe3n TOOCHIO» CIIEKTAKICHd OWK KYII
Xammap KWITOH. XaT aBTOpiapbl  3aMaHHBIH
OXJIaKblil TMpobJeManapbl TypBIHAA Y3JIOpPEHEH
OopubLTynapsl 6eoH Oynews [44]; [45]. Kasannan
Cybus l'anmMoBa TenmecnekTakiIbHE Kaparania,
TyraHHapbl O€JIOH YbIH MOT'BHOCEHAD TETPOHY
KH4YepyJIape TypbIHAA 3a: «besneny
TEJICBUICHUENS Ollerd KaJop MOHA OXIIAIIIIbI
CHEeKTaKJIbIIOpHEH OynraHbl 10K uae ane. buk 3yp
poxMar ce3ra! Ysroprem Kopylnap TypbIHAA
COUNONIO0e3 WKOH, MEHO MIyNail SIUIOPre KHPOK.
CriekTakiip XaNbIKHBI HOKBIAAH YATHIPTa SIPIOM
uTap... » [46]. Kypuanuct Kosimr TuMOMKOBaHBIH
J1a si3Machl IYIIBIHBIA pyXTa s3blran [47].

OXToM 3apUIIOBHBIH apXHUBBIH]IA TaMallaybLiap
XaTinapsl OeroH TaHBIIIKAH/IA, 0e3
TEJECHEKTAKIBIIOPHE PYC TEJIEHd TOPKEMOID
Kabaran KypCoTYJIOpEeH YTEHeI SI3raH XaTilapHBIH
KyOoroeHs urbTHOap UTTEK. by TaTap MOXUTEHIoTES
ACCHUMUWIISIIUS TIPOLIECCIIAPBIHBIH Oep YarbUIbIIIbL.
Monnan Temm, 6e3 1990 emmapra xamimapna
KOHJQNEK, Taad  TapuXJapHBIH  KYOQHOEHd
UTBTHOAp HWTTEK, KYPOCEH, IUCTIIOpUS eJuiapra
CY3BUITaH WJIEOJOTHK JUKTATTaH COH, KeIIeTopHEH
XHUC-KHUYEepenuope OeNoH YPTaKJIaNly MXTHISKBI
Iyl POBENUIE YarbUIbIIT TAITKaH.

Tarap TemereaTpbl TapUXbIHAA PEXKUCCED
Wnmac YToroHOBHBIH WIKaThl aepbiM Oep YpBIH
ansin  Topa. 1960 enma yn TUTUCHBIH TeaTp
Oenreunere (akyJbTeThIH Tomamiian, Ka3anra
kaiita. Kazan TeneBuieHne crynusiceHad OepeHue
qopaa pekuccépiap >KUTMIY co0oruie, aHa Tepie
PEeAAKIVSIIOPIS: TMpOMaraHia, aBbUl XYXKAJbITHI,
coHorath, <«SIHampikiapy, Oamamap hom smIbIop
PEenaKIUIIOPEH IS PeXXUCCEP OYIIBIM SLUUTOPIS TYPHI
K1, M. YToroHoB O. XoCoOHOBHEIH «AIMaraysiM
MUHEM, JHUEMY», «OTHU JIUACEM KHJIO» JIUTOH HKE
KHCOKJIE OPUTHHAJIb 9COPEH SKPaHTa Kyuepa.

1989 enma Tarap TeneHumore OepeHue
TEJNEMIO3UKITHBI — «MbIpay OaTBIp»HBI WKAT UTYeE
OenoH  Tampula.  «Meipay  Oarblp»  Hokwrid
UconboTHeH 1mIyn wucemupore ocope OyeHua
tomepens. Crenapuiiael  pexuccép  Mumyc
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CupmaroB OemoH Oepro  si3a. TeneMIO3WKITHBI
remepyno KazaHHblH OeTeH Tearpiapel Jia
karHama. TACCPHBIH  TenepaaroKOMITaHHSICE

WKaa KOMaH/Jara BaKbITHBI OWMK a3 OMpO: KOHI9
Oep cepus Temepepra kKupak Oyma. Hlym yx
BaKbITTa CTYIUSTS KWITOHYE, apTUCTIAP Y KOHHE
HOPCO YHHBIICHUIAPBIH OCTIMUIISP dJi€ — CLieHapUit
OeloH Tynm-Typel IOyHAA TaHBIIIAJNap, BOKA
A30bIpY  Ja IIyHOBIH YK [apTiapaa  Oapa
(xommo3utopel — Pommt AOmymnwH). Mio3ukiga
«boxetne  Oamavak»  xopeorpaduk  aHcamOIe
Oamamapel kartHama (coH. KuT. CBemimana
Nmky3nna).

«MplIpay OaTblp» TaTap Tamalladybliapbl ©4eH
3yp Bakbiiira Oyna. Xaneik hopOep cepusHe
TY3€MCE3JIOHEIl KOTel ajia, KOJNJIEKTHUB Kapaynap
OCIITHIpANap, HUYEK TOMAaMJIaHBIp WKOH JIHII,
¢bukep anpimynap ysaelpanap. IIpembepanan coH
KOH CaeH IUCTIOPYS XaTiap KWio Oaluibiid.
OnkoHHop OananmapHblH, yHWHaranga, MeIpay-
Oarplp OyNmBIp ©YEH CYTBIIYIaphl TYyphIHIA si3a
[48].

WU. YroroHoBHblH ukeHue »suie «Tykaib»
CTyAMSICEH/D Imynaii yk Oamajap edeH Tellepens.
Vi eu cepusiiie «Azar Mopron» TeneduiabMbl Oyia.

Tenecnekraknpiaop  Temepy Oy  dIIHE
(uHaHCIIay TYKTaTBhUTy COOIUIE IOKKA YbITa.

Pexxuccép l'encem bensioBa ©. XoCOHOBHBIH
«Cyman TalOpuran  xat», «YpMaH OKHUSTeY,
«OKT0pb KbI3bI» IUI aTajraH CLEeHApHIIapbIH
TOPMBIIIIKA aIIBIPTaHbIH MCKS aJicak, Oananap eueH
TaNIpIpyJap peAakuusice y3 angslHa KyiHrax
OyperwiapblH Oy OJIKOAS 19 JKUPEHS >KUTKepel
YTOI'9H JIUT TaHBIPra Kajia, YOHKU CHEKTaKJIbISP/I
TOraeH MHUcCAUIap HHUIE3CHI® PyXHU-OXJIAKBIH,
VOKTUMArbIA-COSICH, TYCTaHd, TOJEPAHTIBI TOPOUS
mpoOneManappl yuieas hom Oy 3I1 >KOMTBIATHTS
tuenuie 6agcen ama. CCCPHbIH Tenm Mormiaymar
yapacel Oynaran «lIpaBma» ra3zeracwlHBIH Oep
CaHblHZAa YbIKKaH ©Oam  Mokamoms  Kaszan
TeJIeBUJICHUECE DIIUOHIIEre YHAl OQsUIoHo, CTymus
Xe3MaTKopioperneH Jloynor Tenepaanocskl  hom
CCCPHbIH Y39K MOASHHMAT mNpodcoro3bl  Y39K
KOMHUTETBIHBIH ~ MakTay TpaMoTajapbl  OcJoH
OYJIoKIIOHYEe 110 OHO IIyNl XakTta ceitni. Mkxende
SKTaH Kaparasja, Kazan TEJIEBU3UOH
JIpaMaTyprusice OUroH ep-sSHa aHp Y3 YPBIHBIH
TalKaH JUroH (QUKep paciiaHa.

Hatmaxaaap
Tukmepyra HoTWXKS scam, 0e3 1970-1990
eapia TeIIEpeNTaH Tarap CIEKTaKIbIdpe TaTap
MOJHUSATEH  MOMYISIPIAIITHIPYHBIH — HOTHXKSJIE
dopmacel  OyaraH  gun  caHbliObI3.  Tarap
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G.G.AKSOY, M.M.KHABUTDINOVA

pexxuccépnapbl Tepie JKaHpiapAa Y3CHUYIJIEKIIe
TEJECIEKTAKJIBIdP TOLIEeproH. TenecneKTakibHeH

omobm  Hureze Oynbin, XX  racelp  Tarap
SI3yYbLIAPBIHBIH WH SIXIITBI acopiope
(daiimananeran.  MaccakyiaoM — TaMalIavdbIHBIH

KBI3BIKCBIHYBI TOPTBIHJIBIK hoM  y3raprem Kopy
eJUIapbIH/a TEJICBHJCHUCHEH ST UTY (hopMachiHA
oBepenrye OelloH aHjarelia. XajblK apachlHAa
Tearp AapTUCTIApbl 3yp NOMYISPJIBIK Ka3aHa.
Kymdenek — TamamadbUtapHBIH, — TeaTpiapHBIH
pecnyOnuKaHblH ~ 3pe  MIShopIopeHad  TeHo
ypHaIIysl  co0orie,  CIEKTAaKIBbIOpra  Hepy
MOMKUHIIETE OyIMBIH. OI00Hu-TpaMaTHK
peOaKIUsIre KWITOH XamIapHbIH CaHbl  He311op
OeloH uWcomuoHS. XaT — aBTopiaphl  Kaparal
TENICCIIEKTAKIIBIIOPE  TYPBIHAA  TAICCOPATIAPEI
OcloH TeHo Oynemien KaJMbld, TeaTpHBIH hom
TEJICBUICHUCHECH KUJIQUare TyphiHIa Gukep Hepra,
Y3JI9pEHEH TOPMBIII XQJUIope TyphIHIA J1a s13a. XaT
SI3YYBLTAPHBIH 91001 hoM MooHU SKTaH Kyl Oenye
ceeHiepa. SpaTkaH TeleclneKTaK/IbIdPEeH KadatTian
KYPCOTYHE cOpal si3raH Xariap OUK KyII.

Homrak
Tatap TenereaTpsl Tapuxbl anra Taba 1a
eiipoHYHE hoMm cmcTemara caidyHBI Tajol WTo.
BesneH mokaio kepemr MoKaino chliihaTiapbiHa usl.
By one Tarap MOIOHHUSTEHEH IIYIIBl OJKICEH
TUKIIEPEHY 1o OepeHde abIMHAp THIHA.

PoxmoT cy3mope: MOKamd  aBTOpiapel  OHOC
XoCcoHOBKa, OXTOM 3apUIOBKA IIOXCH apXHUBJIapbIHHAH
TaTap TeJIeBUJCHUECE TapUXbIHA KaparaH MaTepuaiap
OeIoH ypTaKJIallybl 64€H PIXMOTIIOpEH Oerepa.
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Appendix No. 1/IIpniaoxenue Nel
THE LIST OF TELEVISION PLAYS
DIRECTED BY AKHTYAM ZARIPOV AT THE
STATE TV AND RADIO BROADCASTING
COMPANY IN 1972-1995

1972-1995 EJIJIAPJIA 9XTOM 3APUIIOB

TAPA®BIHHA /19YJIOT

TEJEPAIMOKOMITAHUSCEH/IO
TOUIEPEJII'OH TEJIECIIEKTAKJIbJIOP

HCEMJIETE
Ne | TenecnekrakibHeH | On00u Hurede | O3BIHIBITHI,
uceme CepUAIR
1 | «Ata xaKei» Canux 1
Barranueiyg «8
HYE KOH»
moBecTe OyeH4a
2 | «Keiices kusy» Tydan 1
MUHHYJUTMHHBIH
OepeHue KUTaObI
OyeHua
3 | «Mumunusam» Poiico 1
HNmmopaTosa
acope OyeHua
4 | «HoHTrBULTAP Mecarsliit 5
Xo0uOymmH
poMaHbI OyeH4ya
5 |«Kowmra keH, kua | As3 ['britnoxen 3
OemoH...» nosecte OyeH4a
6 | «OToY MEHTOH Ass3 I'eliinoxeB 1
YUTOHTI» noBecte OyeHua
7 |«YT hom cy» OxcoH basHos 1
acope OyeHua
8 |«HMonmpiznap OXCoH 1
hapkemra xxuTo» bassHOBHBIH
«Tay siret
TIOBECTE
OyeHua
9 | «3aHrap OXCoH 1
KBIHTBIpaynap» basHOBHBIH
acope OyeHda
10 | «Cad xkyHEM» Mupcoii OMuUp 3
acope OyeHda
11 | «S3mpmm myknel- | Patux XecHn 2
TBI» acope OyeHda
12 | «Mxe Oyimax» Atunna Pacux 2
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acope OyeHua 28 | «Hke o0u Ooponre |la3u3
13 | «SImameB» Arnnna Pacux ana» MeXoMMOTIIHH
acope OyeHua ocopiope OyeHua
14 | «Conpgar lIBeiik» | Apocnas I"amek 29 | «Carspmy»
ocope OyeHu. 30 | «anuabany» Mupxoiinop
15 | «KaBka3 acupe» A. Tlymkux Doii3u acope
acope OyeHda. OyeHua
(JIepmonTOB 31| «"abbac xa3par» | [apud
TYpbIHJA) AXyHOBHBIH
16 | «BexxmaH TOTKBI- B. KykoBckuii «Maen Ke13pi»
HBI» acope OyeHua pomaHsl OyeHda
(A.C. Ilymxua 32 | «SI3 cympImib N6pahum
TYpBIHAA) Hypynma
17 | «hoiikom» A. JIoBXeHKO XUKIsIIope
acope OyeHua OyeHua
18 | «Onpurapra 6ana- 33| “Tykaii Hopahum
4arbl yEHbD» [erepOyprra» Hypynnun acape
19 | «Kusy» Tonrar OyeHua
lamuynaux 34 | «KapraIuis! Iapud AxyHoB
nosecte OyeHua Oanavyax» hom OxToM
20 | «HoTbIx» Hlspud Kaman 3apunos
acape OyeHua CIieHapHe
21 | «Ysaury» Iopud Kaman 35 | «Tykai» OXToM 3apHIIOB
acape OyeHua CIieHapHe
22 | «Xaxu odoHIIE opud Kaman 36 | «Kanka» OXToM 3apuIoB
OMIIoHO» acape OyeHua CIieHapHe
23 | «I'enepanpHas Hlopud 37| «KnneH-KuI€HHE | OXTOM 3apHIIOB
ybopka» X©ecoeHOB acape CBIHAP» cIieHapue
Oyeda 38 | «Y3eHeke y30KkTo» | OXToM 3apHIIOB
24 | «be3ner nogpesn | [llopud CLICHapHe
ToOCHIO» X©ecoeHOB acape 39 | «YpeIE» OXToM 3apunon
Oyeda CIIeHapHe
25 | «OTkyna THI, Mamun 40 | «Yen» OxToM 3apunos
Kau?» Pokeliinos acope cLeHapue
OyeHua 41 | «CoHTBI cO10» Oxat ['addap
26 | «lIahkath» Monuno OyeHua
ManukoBa acope 42 | «Mcronek eueH Punar
OyeHua I'eriinemxanra» MexoMMmoueB
27 | «Eretiexko Gep Monuno ocope OyeHua

aJIbIM»

ManukoBa acope
OyeH4a
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TATAPCKHUM TEJIETEATP
B 3EPKAJIE OBILIECTBEHHOI'O MHEHUSI'

I'yabycsa I'abapammToBHa AKCOM,
bapTeIHCKHIT YHUBEPCUTET,

Typuwus, baptun, ®akynsteT Aramku, 54,
gaksoy@bartin.edu.tr.

Muneyma Myxamer3siHOBHA Xa0yTAMHOBA,

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

B craTpe cucremMaTH3MpOBaH MaTepHai M0 UCTOPHH TaTapCKOro TeieTeaTpa. MaTepruanoM Huccie-
JIOBaHMS MOCITYXXHJIM TEJIECIIEKTaKJIN, CO3J[aHHbIe TaTAPCKUMU pexxuccepamu ['ann XycaunossM, Pu-
HaTtoM CakaeBbIM, AXTsIMOM 3apunoBbM, Mamacom YTsaranoseiM, ['ynbcym buisinoBoit, a Takxe pe-
LIEH3UN | MHChbMa Tene3puTenei. JlokazaHo, 9TO TaTapcKue TENECIIEKTAKIN U Tenedmismbl B 1970—
1990 rr. sBismHCh 3hdexTuBHON (HopMOil MOMYISIPHU3AINH TaTapCKOH KyIbTYphL. McTopus Temereat-
pa paccMOTpeHa B 3epKajie MEPeNuCcKH TeJe3puTeNeil ¢ pefakuueil TurepaTypHO-ApaMaTHIecKux me-
penau KaszaHckoil TenecTyauu.

KuroueBble cjioBa: Tatapckas KyJlbTypa, TaTapcKo€ TEJIEBHUJICHUE, TaTApCKHUI TeaTp, TelecleK-
TaKJb, TeNeUIbM, MUChMA YUTATEICH

1 . .
Martepuan 1o CTeneHn U3YISHHOCTH UCTOPHH POCCUICKOTO U TaTapcKoro Tenereatpa o6obmen Akcoit I'.b., ana-
JIN3 apXHWBHBIX MAaTEPUAJIOB B IMYHOM apXHBE pexuccepa AXTsaMa 3apuIoBa OCyIIecTBIeH Xa0yTanHoBo M. M.
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