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In the autumn of 2015, the Volga region thea-
tres paid tribute to the great Tatar playwright Tufan
Minnullin. A theatrical festival in honour of the
80™ anniversary of the great son of the Tatar peo-
ple began on October 5. On October 11, the fans
and connoisseurs of the talent of the playwright
gathered at a memorial event, which was the final
chord of the celebrations. The idea to hold the fes-
tival emerged when the writer was still alive, and it
was first implemented 10 years ago in honor of the
70™ anniversary of T.Minnullin. This year, the fes-
tival was initiated by the daughter of the play-
wright, and with the support of the Ministry of
Culture of the Republic of Tatarstan and the com-
pany members of the Tatar State Academic Kamal
Theatre. Nineteen performances were released on
the stage of two Kazan theatres. The festival was
attended not only by Kazan companies, but also by
the companies from other cities: the Mari Youth
Theatre, the Orenburg M.Fayzi Theatre, the Na-
tional Youth M.Karim Theatre of Bashkortostan,
the Bashkir Theatre named after M.Gafuri, the Ufa
Theatre “Nur”, the G.Kariev Youth Theatre, the
Menzelinsk S.Amutbaev theatre, the Nizhnekamsk
T.Minnullin theatre, the Atninsk G.Tukai Theatre,
the Naberezhnye Chelny, Buinsk, Tuimazinsk,
Almetyevsk theatres.

If we consider the history of the theatre, it be-
comes clear that the rise of one or another of them
is associated with the work of a playwright. Thus,
the golden age of the Russian theatre was provided
by the creative work of N.Ostrovsky, A.Chekhov,
M.Gorky, who opened a new page in the history of
Russian drama. The history of the Tatar theatre is
also renowned by great names: Kamal, K.Tinchu-
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rin, T.Gizzat. Naturally, at the same time there
were other successful playwrights working, those
who achieved notable fame. However, it is Kamal,
K.Tinchurin, T.Gizzat who embody a certain era,
and their characters have become the faces of a
certain stage in the history of the Tatar people.

At the beginning of the 1960s, a new genera-
tion of playwrights — A.Gilyazov, T.Minnullin,
I.Yuziev — came into the Tatar Theatre. As LIlya-
lova fairly points out, it is the works of the creator
of the immortal “old man from the village Alder-
mesh” that “marked an entire epoch in the Tatar
Academic Theatre and Tatar drama in general”
(quoted after: [1: 6]). T.Minnullin became a classic
in his lifetime and earned the title of No.l play-
wright”. His awards make it evident: the Musa Jalil
Youth Prize, the G.Tukay State Prize, the Konstan-
tin Stanislavsky State Prize of Russia, numerous
prizes at theatre festivals, the Order “Badge of
Honour”, etc. T.Minnullin’s drama came on the
wave of the “thaw” hopes. The heyday of his work
took place in the “era of the great glaciation, now
called the era of stagnation” (R.Mustafin) [1: 6],
and the years of perestroika, freedom and transpar-
ency. T.Minnullin creative activity continued un-
abated at the beginning of the twenty-first century
as well. The plays by the playwright did not fade
away with time and did not lose their relevance,
since he “wrote without thinking whether “into the
stream” or “not into the stream” his new work
would sound... He always maintained his inner
freedom. According to R.Mustafin, this torch of
inner freedom became “an immortal basis for his
works” [1: 7].
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The program of the theatrical festival [2] is a
striking proof of the present relevance of T.Min-
nullin heritage, the evidence of the inexhaustible
love of spectators, the attention of directors, for
whom the plays of the playwright turned into an
experimental platform for the realization of the
most unusual and daring interpretation.

“I began to write for the theatre because I per-
formed in the theatre. It seems that it even began
with acting. While acting a part I used to think to
myself that here, in this very episode, different
words should be pronounced. And I made up the
words. And not just words, invented other plots.
And the more I acted, the more I wanted to
write...” [3: 467], so the playwright himself re-
called the beginning of his career. For T.Minnullin
from the beginning of the creative activity the main
aim was to penetrate into the soul of the Tatar peo-
ple. That is why all performances were a sellout.

What is the secret of this Tatar playwright’s
popularity? “The weapon of Tufan is his simplicity.
A wise simplicity...” — A.Gilyazov says. The play-
wright overlooks the usual everyday stories; the
most ordinary characters are in the focus of his at-
tention. “But thanks to the watchful eye of the au-
thor their life, their every action become a living
idea, calling for active, creative existence on earth”.
“The ability to convey subtle nuances of scenic
speech, abundantly accompanied with folk humor,
to find the most appropriate characters for the given
situation, a bold appeal to the burning problems of
our time — all this together led to the success of the
best plays by Tufan Minnullin” [4: 4].

With the premiere drama-performance “With-
out the moon the stars shine” came only Atninsk
Tatar State Drama Theater named after G.Tukay
(director R.Fazliev), other theaters had brought
their well-known works. The pieces by the play-
wright symbolize an entire era which goes away
before our eyes. During the festival we watched
the directors cope with this problem. Of course, in
one article it is impossible to respond on all per-
formances of the festival. Each of them was inter-
esting in its own way.

The peak of the playwright creativity is, of
course, the play Aldermeshtin Almdndcr (‘The Old
Man from the Village of Aldermesh’) (1976). It
was staged in the Kamal Tatar Academic Theatre
by a friend and close associate of T.Minnullin
Marcel Salimjanov. For this production both of
them, together with Sh.Biktemirov, the leading ac-
tor, were awarded the Stanislavsky State Prize of
the RSFSR in 1979. “Director M.Salimzhanov cre-
ated his colorful show, full of subtle humor, re-
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markable for its imagination, ingenuity...” “The
fruitful collaboration of the director, the playwright
and the actor is not confined to words, one has
written, the other has staged, the third has per-
formed...Here, we mean a happy coincidence of
their goals, of their creative perception of the
world and of their art of faith” [3: 467]. The pro-
tagonist of the “sad comedy” has taken its rightful
place in the gallery of memorable Tatar folk char-
acters, standing on a par with the legendary Khoja
Nasreddin and Shomba. The performance became
the history due to good theatre actors’ work. These
are Almandar by Sh.Biktimirov, the image of
Death by R.Sharafeeva, Iskander by I.Bagmanov,
D.llyasova, Hamdebanu by R.Ziganshina and
V.Minkina and Yevstigney by G.Nadryukov and
H.Sultanov. If we could turn back the wheel of
time, the theater festival should have started with
this particular show. But time is relentless, neither
the immortal creators of this show nor the leading
actor are with us nowadays. Maybe that's why the
organizers of the festival opened it with the play
Gorgori kiyaiildre (‘Gregory’s sons in law’) (1995)
(dir. M.Salimzhanov).

This ethnographic piece was created in line
with the ideas of the Tatar writers on Tatars, their
role and place in the world. T.Minnullin responded
to the call of his friend A.Gilyazov, who encour-
aged depicting the portrait of the Tatar people in
Tatar literature in all its ethnic diversity, not lim-
ited to Kazan Tatars only. The comedy Gorgori ki-
yaiildre (1995) depicts a collective portrait of Ta-
tars Kryashens, specific features of their world-
view is disclosed. A unique element of the popular
speech (the speech of Zakamye Kryashens) is ex-
pertly recreated in the performance, as well as cus-
toms and beliefs, way of life, Tatars Kryashens na-
tional character and national costumes. The Image
of Kryashens’ customs is an important part of the
author's intention. As A.Gilyazov, T.Minnullin
thought it necessary to keep the details of their tra-
ditional culture, sought to consolidate them in the
memory of the people by means of artistic expres-
sion (refer to [5: 128-132]).

In the comedy, the playwright reflects on the
phenomenon of Yola (tr.: custom). Throughout the
play the author comes up with the idea that the an-
cient ritual is not only a disguise, but it has a deep
meaning. The young resist the elderly in their de-
sire to reform the customs and the way of life, the
suitors confront each other in their effort to get the
future wives, the girls find themselves in cross-
hairs: they need to choose future husbands, and the
future itself.
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Consciously or unconsciously, T.Minnullin
brilliantly implemented in the comedy Bakhtin’s
concept of carnival laughter. The other characters
do not immediately understand the inner logic of
the protagonist’s actions, Gregory who perceives
his will as a game, freak, the old man's whim
(compare with daughters’, wives’, husbands’
words). The young initially treat Yola as a game, a
disguise (recall the opinion of the bride on her
grandmother’s wedding dress). However, at the
behest of Gregory (Nayile Dunaev) they soon
grasp the essence of the wedding rituals, the es-
sence of Yola.

T.Minnullin in his musical comedy brilliantly
exploits the potential of the wedding ritual’s
themes and issues. The playwright’s choice is
largely motivated by the fact that the wedding be-
longs to the intimate life of a person, it is in the
domestic sphere that a personality manifests him-
self most fully. As the action develops, the conflict
moves from the sphere of personal and household
to the social sphere. T.Minnullin explores the inner
motives of his contemporaries. Thus, a collective
portrait of contemporary society was born.

To create a perfect image of the Tatar lifestyle,
the playwright explores the mythological potential
of the wedding. The protagonist of the play, old
Gregory (Gorgori) (the semantics of the name is
‘awake’ !!!), is trying to balance the world of fam-
ily / community / society. In monologues of the
three daughters’ father, the past collides with the
present and future: folk tradition is tested for
strength and given in the dynamics in relation to
the concrete historical realities. The plot of the
wedding allows the playwright to create a holistic
view of the modern society, as it marks the link be-
tween generations.

In the space of carnival comedy T.Minnullin
managed to perpetuate the highlights of cultural
manifestations of a shared culture of the Tatar
Kryashens. At the same time, a collective portrait
of an ethnic group is given in the context of na-
tional cultural relations and interactions. T.Min-
nullin first drew the audience’s attention to the
specific naming and speech etiquette of Kryashens.
Then, he reminds the heroes of Yola. Moreover,
the author does not limit the custom to the wedding
rites. From a myriad of national holidays of Tatars
Kryashens T.Minnullin chose the one that allows
you to see the people as a whole. We consider the
Trinity here — Yafrak bdyrdme (‘Feast of foliage’).
A.Gilyazov, reflecting on the essence of the holi-
days of Tatars Kryashens in the unfinished novel
Kyldan ndzek, kylychtan iitken (‘Thinner than a
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string, mightier than a sword’) (1988-2002), ob-
served that the Trinity was “the day of the young,
the holiday of love” [6: 81]. Unfortunately, in the
new production of the Kamal Theatre the image of the
birch decorated with ribbons is not present, while a
profound meaning is manifested in it. The invariant
of this image in the set design of the play becomes
a broom in the hands of Gregory, with the help of
which he “cleans” the space of the bride from
bothersome suitors. In the eyes of the audience the
future bride's father is trying to pull out a twig out
of the broom to “treat” skittish and insolent youth.
However, he fails to do that, because the broom is
tightly bound. In such a way the potential of the
archetypal tales of broomstick / twig is realized in
the space of the performance. A broom in folk be-
liefs serves as a talisman, protective amulet. In
Gregory’s hands it plays one important function:
Father saves the idea of the family, trying to pro-
tect his daughter from repeating the mistakes of the
older sisters who married following her whim,
without bothering to consult the parents. It is
known that in old days a broom was thrown behind
an evil person, so that he could not bedevil the
house. Gregory, in accordance with this custom,
throws a broom after daring Zhagrap (Almaz Ga-
rayev), who does not obey the national etiquette in
dealing with the elder (Gregory, Grandmother).
This metaphorical semantics of the broom will
soon be intensified by the image of the rifle. Re-
turning after the varmint chasing, Gregory, reassur-
ing relatives, said that he had shot at a crow which
carries chickens from the yard. This phrase indi-
cates Zhagrap’s predatory nature, he intends to
marry a beauty, Irene (Alina Mudarisova), to
strengthen his leading position in the community,
and enjoy himself with Anouk in secret. N.Dunaev
succeeded in creating a strikingly vivid image of
the Tatar Kryashen on stage.

A birch branch in the hands of Anouk (Laysan
Rakhimova) becomes a sign of the birch in the
play. This is the way the director renders loneliness
of the heroine and her unsettled life. At the same
time the creators of the play point at an inner kin-
ship between the characters. Zhagrap picks a birch
leaf that had fallen from the branch of Anouk. In
accordance with the symbolism of a plant, the
birch leaf in Tatar culture performs the same func-
tion as the ivy leaf, symbolizing the heart. The na-
tional specificity of birch leaves reflects in the fact
that, in addition to the semantics of heart, the leaf
is associated with tears. Behind the rudeness and
extravagancy of Anouk a hidden suffering of a
young girl who had trusted Zhagrap once (words
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about the date “you know where” and “you know
yourself why”) is concealed. The retreat from prin-
ciples of morality is shown on the scene with An-
ouk’s symbolic gesture: she sweeps the floor with
the birch branch. It is the way the semantics of the
broom as of a dirty broomstick is revealed. Thus,
the image of seberke Anouk was born. Gestures
and facial expressions of the heroine on the stage
are forming a false ideal of the bride — a girl of
easy virtue. The nature of the character is empha-
sized through talkativeness, loudness and indis-
creet behavior. Sometimes these features acquire
grotesque: Anouk was about to dislocate her jaw
while gaping. Creators of the performance, follow-
ing the carnival tradition, re-emphasize physicality
of Anouk.

Gregory’s daughter is opposed to the portrayal
of Anouk, she is viewed as an ideal bride. A dar-
ing, sharp-tongued beauty, though offended by the
elders, Irene behaves politely with others, pre-
serves her maiden honor, is serious about the
choice of a fiance. A.Mudarisova managed to cre-
ate a well-established character on stage. The girl
heard her father, understood the internal logic of
his actions, as a result the happy being came to
reign in the family. Birch wreaths on the heads of
the bride and the groom turn by the end of the play
into a symbol of harmony, folk wisdom, which is
transmitted from generation to generation (cf. the
dialogue between Mother and Daughter, as well as
the future co-mother-in-law Garpina). To develop
the theme of the wedding, the playwright includes
into the comedy some Kryashen tunes which are
thematically close to the wedding dialogue.

Throughout the structure of the comedy the
playwright successfully uses the potential of epic
tradition (scenes with “difficult tasks” of the
bride’s father). The idea of suitors’ images is also
interesting. For example, the character of Zhagrap
personifies the features of a modern picaresque he-
ro, such hero tends to disdain hard work, blinded
by greed, he is opportunistic and arrogant. The na-
ture of the hero is brilliantly revealed in his dance
and through Odessa motifs, absent in the original.
The Odessa motifs are perceived through a cos-
tume as well: a sailor's striped shirt, waders, and a
vest. The crimson color is also of importance here,
it refers to the “criminal” world, where thieves’
kitchen 1is associated with a carefree life.
A.Garayev “infected” the audience with his en-
ergy, fascinated and subdued the public. His man-
ner is perfectly straight. A “mask” runs into an-
other, he vividly responds to the changing situa-
tion, determines the emotional performance.
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The image of Byachke (Irek Kashapov) is viv-
idly represented in the play. Gregory, an experi-
enced old hand, has long seen “Behemoth”
through. The treatment of the image of this suitor
is determined by it being endowed with Rabelai-
sian traits, which sends us back to the elements of
folk carnival laughter. Byachke, a loose belly ha-
ver, boasts at his rivals of his heroic appetite. Zha-
grap hooliganism debunks Byachke as a nightin-
gale, which brings us to the cultural myth with
I.Shakirov. Consciously and skillfully, I.Kashapov
copies known to all gestures of the renowned sing-
er to visualize this parallel. In contrast, the hero of
T.Minnullin is unable to perceive the spiritual po-
tential of the songs he sings.

The dances of the heroes are quite informative
either: the dance of Zhagrap is most individual-
ized: it brings forward his adventurous nature.
Byachke tries to perform the Kryashen dance party
of the groom, but looks at it clumsy, like a bull in a
china shop, largely justifying the gestures and
movements of his ancestral nickname “Behemoth”,
whereas Mikush (Rail Shamsuarov) attempts,
overcoming shyness and embarrassment, to per-
form the similarity of the pair dance.

The climax of the play is represented in a scene
of bride purchasing. Gregory deliberately doubled
the price to expose the human nature of the suitors.
A new shade of meaning is added to the image of
Zhagrap in this scene, the shade the roots of which
date back to the cult film “Prisoner of the Cauca-
sus”: the hero-adventurer opposes Yola — law.
Zhagrap offers to take a loan, or a mortgage, to
have the bride. In such a way, the element of mod-
ern speech reveals itself in the production; it aims
to stimulate the viewer's perception to overcome
the inertia of popular print. Byachke comes to a
better understanding of life laws at the end of the
play: internally ready to pay a huge dowry, he wor-
ries whether the bride feels live for him or not. Mi-
cush’s behavior is conditioned by folk tradition: he
is going to work day and night to earn a dowry, the
most important thing for him is to know that Irene
is waiting for him. Thus, Mikush recognizes the
power of traditions once more.

The new composition of the actors successfully
joined the long-established company. In the per-
formance of the older generation not only the skills
can be observed, but also the personal attitude to-
wards the part, the creator of the play and the per-
formance itself. In other words, the actors live on
stage. The performance is generously “seasoned”
with flirting with the audience and musicians,
which stirs interest in the scenes, forcing a new
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look at the textbook images. The image of “Izba”
has long become a hallmark of the production. The
production itself has turned into the HOUSE of the
Kryashen culture.

T.Minnullin and M. Salimzhanov fruitful col-
laboration resulted in the creation of a series of
other remarkable productions, which, unfortu-
nately, have disappeared from the repertoire of the
theatre. These productions are Mildiishinen Tugan
kone (‘Milyausha’s Birthday’) (1968), Duslar
zyelgan zirdd (‘Friendly Conversation’; another ti-
tle ‘Devil’s Toast’) (1977), Monly ber zyr (‘The
Conscience Has No Options’) (1981), Dildfriizgd
diirt kiyaii (‘Four Fiancés of Dilyafruz’) (1972),
Kankaiuly Béihtiyar (‘Bakhtiyar Cancaev’) (1974).

The performance of the Kazan Tatar State
Theatre of Young Spectators named after G.Kariev
Nigez tashlary (‘Foundation stones’, also called
‘Father’s House’) (dir. R.Ayupov) take the audi-
ence for a trip to the origins of T.Minnullin’s crea-
tive work. The comedy was written in 1967, redes-
igned in the early twenty first century. The genre
of the piece is a family comedy. It reveals the life,
customs, family relationships of the descendents of
the old Ahmadishah. The foreground in the play is
morality issues. The production of the famous Ta-
tar playwright manifests Tatar folk canons of eth-
ics free from religious content. T.Minnullin is con-
cerned with weakening the family ties. When the
play was written, the critics pointed out that the
play is polemical. Tufan Minnullin describes a
phenomenon painfully familiar and understandable
to his contemporaries. The play narrates about a
Father, a war veteran, who once ran a collective
farm, who “brought his four sons to the high road
of life” [7: 178; 8: 414; 9: 81]. The playwright re-
flects the nature of love for the motherland and
parents. The set design meets the problematics of
the performance: a rural house, in the space of
which there are remnants of a foundation, win-
dows, and an apple orchard.

Wise old Garifulla prepares a “test” for his
sons to ensure the reliability of the new generation
of the family of Ahmadishah. The failure of com-
munication within the family is rendered in the
scenes of close relatives quarreling with each oth-
er, examples of ignoring the principles of national
ethics, the loss of the native language. The second
edition of the comedy absorbed the pressing prob-
lems of our time: the closure of rural schools, op-
portunism and careerism, built in the principle of
life, hypocrisy and indifference. The playwright is
trying to reach the hearts of all people from the vil-
lage who broke so abruptly with their “navel
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string”. T.Minnullin thinks about personal respon-
sibility for what happens in the native land.

In the first version of the play the images of the
house and garden carry the greatest part of the au-
thor’s message, where every apple tree represents
one of the sons. In Tatar folklore an apple tree
bears generic semantics. That is why the act of Fa-
ther distributing apples from the cap acquires a
symbolic meaning. This gesture symbolizes the de-
sire of Father to establish contact with the sons.
The parallel apple / sons visualizes here. The head
of the family wants to know “whether the healthy
fruit are in his family tree or not?” One of the
foundation stones of the family house is endowed
with the semantics of family bed / throne. Apply-
ing to this, the playwright sacralizes the father’s
house. The aim of the legend about the founder of
the family which is passed from generation to gen-
eration is also the same.

An important role in the comedy is given to the
episodes where the grandfather teaches his grand-
son the songs of his childhood. In such way, the
conflict between the values of the traditional life-
style and bustling modernity, obeying fashion, is
represented. T.Minnullin focuses on the fact that
Florid (Gulnaz Yakupova) gladly learns the old
Takmaks and composes the modern resembling the
old ones. The child is enjoying communication
with his grandfather, expecting new tales and
jokes.

Folk songs serve to create a special poetic at-
mosphere in the comedy, as well as reveal the in-
ner world of characters, making the problematics
of the play more complicated. Of the many folk
songs the author chooses those which will receive
a response in the soul of the audience. Through the
folk songs arises the metaphor: balalar — talchy-
byklary (‘children — bushy willow branches’), ko-
shbalalar — oya (‘nestlings — nest’). The text of the
play is lavishly “seasoned” with folk humor and
jokes.

In the second edition of the comedy the circle
of metaphorical and symbolic images is expanding.
In the first scene the image of the sack is intro-
duced. The sack is too heavy for the sons to pick
up. Mother shoulders the burden of everyone’s
problems, in her big heart there is so much love to
warm each member of the family, help those who
have done something wrong. To emphasize the
idea the playwright uses a naming name: Golzihan
(‘blooming universe’). Endzhe Kamalieva man-
aged to create an unusually moving image of the
spouse on the scene, she is wise, patient, docile,
but, in a tough situation, able to resist her obstinate



MM .HABUTDINOVA

husband. The antithesis of the town — the village
should be treated as the opposition of Yola and
modernity. Garifulla is strict, and not only to the
children, but also to her daughters-in-law. The skill
of the playwright manifests itself in his ability to
create the types of heroes. N.Safin managed to em-
body on stage the image of the wise old man — //
agasy — the vivid expression of the Tatar national
character. The whole play resembles an ode to the
faithful husband and wife.

Spectators cannot tear themselves away from
the story about the families of the sons, capturing
the changes in the nature of the relationship be-
tween the spouses. The spirit of patriarchal rela-
tions still reigns in the eldest son’s family, while
the wife of the middle son wears trousers. Once
again the playwright explores the artistic potential
of the “descriptive name”: Hamit (I.Kamaliev) —
“worthy of praise, the famous, the celebrated”
(Minister) and Guzaliya (H.Sungatullina) — “beau-
tiful”. The spouses are respectful while talking to
each other and caring. The elder daughter-in-law
has good relationships with the parents of her hus-
band. Guzaliya is doing the housework with pleas-
ure, settling arising disputes. H. Sungatullina man-
aged to create an image of ungan kilen (‘agile
daughter-in-law’).

The image of another daughter-in-law, Fardia
(L.Nizamieva), borders on caricature. The wife of
the middle son, Hanif, is exhausted of staying in a
country house, is not able to sustain relationships
with others, and is characterized by a grumpy,
touchy, moody disposition. The way she talks de-
picts her as prudent, selfish, and proud. The indi-
vidualism of her character is reflected in the choice
of the first name of the heroine: tr.: “the only one”.
Her husband, Hanif, is a prosecutor. Once again,
the name of this hero proves to be well chosen, as
it is translated as “someone who loves the truth”.

The Father blames the older sons for the indif-
ference to the requests of their countrymen. He
feels relieved when he learns that the middle son is
building a house on credit. In general, the image of
the middle son’s family has turned highly contro-
versial in the new version of the comedy. The
question arises: who is Florid obliged to for his ex-
cellent upbringing, either to his henpecked father
or calculating mother?

The drama of the Father is revealed in relations
with the younger sons, he grieves their failures,
taking them too close to his heart. His heart is bro-
ken, when he thinks of alcohol-addicted Khalil
(I.Nizamiev). From the words of his beloved, Sari-
ah, the public learns about the causes of the drama
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of this character: a terrible disease, acquired when
he for many years he had a job detrimental to his
health, which deprived him of rest and doomed to
loneliness. Khalil parted with his beloved, because
he did not want to mar her existence. Once he
wanted to stay at home, but his father convinced
him to leave. The scene, in which Garifulla pleads
his son for forgiveness and persuades him to stay
at the family home and combat the disease in
common effort, is full of dramatism and profound
meaning.

Garifulla criticizes young Halim, a successful
surgeon, because he is in no hurry to have a family
and tortures Sariya (G.Abitova) with expectations.
The concept of the image of a younger son match-
es the character’s “descriptive name”: “patient, en-
during; gentle, kind, modest”. Having fallen in
love with Sariya, Halim feels uncomfortable, as
she was once courted by Khalil. He movingly cares
about his brother, his parents, his beloved.

The scenes of Grandfather and Grandson
spending time together, perhaps, are the best in the
play: touching and the most profound in meaning.
Grandfather is making enormous efforts to seize
the chain of life escaping from his hands, he gen-
erously shares with his grandson everyday experi-
ence, his confession has so many intimate thoughts
and such pain that the public cannot help feeling a
lump in throat. Garifulla enjoys and cherishes eve-
ry moment of communication with his grandson,
who responds him with devoted love.

The climax of the comedy is the moment when
Garifulla speaks to the members of the family in
the yard, sitting on the stone foundation of the an-
cestral manor. Serious issues are raised in his
speech. T. Minnullin radically reworked the scene.
The playwright introduces the image of sake — an
important attribute of the interior of the Tatar
house. Old Garifulla’s memories of how he and his
wife used to call their sons sleeping on the sake in
the garden — “nigez tashlary” (“foundation stones”
of paternal home / kind) — are filled with striking
intensity. The final scene of the play is touched
with hope, as Florid tells Grandfather that his fa-
ther and his brothers are going to the garden to re-
pair the old sake. The sons of the old man heard his
call: “Sin 6y salyrga uylasan, nigez tashlaryn tasa
bulsyn” (‘If you decide to build a house, let its
foundation stones be strong’), and took care over
the father's house.

The play A Women's Suite of the Bashkir State
Academic Theatre named after M.Gafuri plunged
the audience into the world of femininity, purity
and motherhood. Ilsur Kazakbaev, the director,
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read the play by T.Minnullin Anilir him bébilir
(‘Lullaby’) (1984) in the new light. This work of
the playwright was once put on the stage of TGAT
by M.Salimzhanov and is still stored in the mem-
ory of the audience, thanks to the brilliant acting
work of N.Ihsanova, F.Ahtyamova, A.Gaynullina
[7: 423-424]. The Bashkir performance is based on
the famous play. The creators of the performance
made changes to the composition of the characters,
making the ward at the birthing home the mirror of
a large multi-national world of Russia. The joy of
motherhood erected Gulfina, Tatar, Valentina,
Russian, Altynchech, Kazakh, an Italian and a
Chinese on a pedestal of His Majesty Woman. In
the talks of the Tatar mother of many children with
other patients of the ward the truth is revealed:
“The hand that rocks the cradle rules the world”
(Peter de Vries). In the performance the audience
enjoys the verses by Mustai Karim, Andrei De-
mentiev, Zulfiya Hannanova, Larisa Abdullina.

The changes were made to the genre as well.
[.Kazakbaev has made a stab to create “Women’s
suite” on the stage. Each woman’s history in the
tapestry of the play of T.Minnullin at all its self-
sufficiency, for the director plays an important
dramatic role and performs the mosaic of lives as a
holistic phenomenon. The interest of the young di-
rector to suite is motivated by his desire to bring on
stage diverse images, come up with a kaleidoscope
of fates, to introduce domestic scenes, use the tim-
bre variety. It is the performance of a woman, the
woman’s fate, dream, and most importantly — of
the happiness of being a mother.

Building the structure model of the suite,
[.Kazakbaev brings the audience very close to the
mythological understanding of maternity. The
creators of the performance correlate reality with a
single mythological invariant: life — death — resur-
rection (renewal) (Y.Lotman) [10]. This is
achieved through a colorful antique style stage de-
sign (the artist is A.Nesterov), sensual plastic solu-
tion and choreography (the choreographer is
S.Askarova), music (the composer is [.Yahin).

Historically, the suite has developed as a genre
of opera and ballet. For “A Women’s Suite” a slow
ceremonial exposition is characteristic. The idea of
repeatability is manifested in the first stage. The
essence and purpose of women is transmitted
through dance and music. Tunics, on the one hand,
emphasize the beauty, purity and grace of women,
on the other hand refer us to the mythology, giving
rise to associations with the ancient goddess of fer-
tility. The sacred role of women in resolving the
binary oppositions is emphasized already at this

stage: the heaven and the earth in the name of the
approval of the cosmos in the world. The image of
the navel cord acquires the idea of the thread of
life. The flower branch symbolizes a new life, and
is perceived as a metaphor of the navel cord by
which a higher power ties the person to the web of
human life. To perceive the higher purpose of
women, the viewer is watching her life, consisting
of three stages: the girl — the bride — the mother.
The sacredness of motherhood status is highlighted
by the image of navel cord transforming into im-
ages of breast milk and the baby in the cradle — the
Sflower of love.

The ballet gives way to the scenes of everyday
life in the hospital, and the audience find them-
selves within the sphere of women's conversations,
experiencing the kaleidoscope of fates. The change
of the chronotop is reflected in the costumes: the
heroines dress up in flower-dotted gowns. The pas-
sion for self-expression is evident even here: each
of the women ties the scarf on her head in her own
way. The focus of the action is Gulfina, the mother
of many children. Again, the playwright resorts to
the descriptive name: tr.: “flower garden”. As the
action develops the heroine turns into a symbol of
motherhood. Gulfina generously shares with the
young her life experience, soothes, instructs,
guides and protects. Actresses managed to create
bright, temperamental images of young mothers,
anxious in experiencing motherhood. Lullabies,
sounding in different languages, contribute to the
lyrical mood of the comedy.

Gulfina has an antipode in this play, the name
of the heroine is Dilemma (G.Kazakbaeva), with
her image the theme of parentlessness is intro-
duced to the performance. Dilemma decided to
leave her child in the hospital, as she and her hus-
band are not ready to take responsibility for the
child. Thus, the image of the mother who abandons
her child is performed in the production. Dilemma
is making enormous efforts to stifle the maternal
instinct. The playwright seeks to identify the root
cause of the act of the young woman. The origins
of the tragic choice should be searched for in her
own family. The girl grew up in a single-parent
family and always lacked maternal love and ten-
derness. Having got married, Dilemma didn’t be-
come happy: her mother in law, blinded by mater-
nal jealousy, hated the wife of her son. So, gradu-
ally, the playwright brings the audience to under-
stand that motherhood is not only the joy, but a lot
of work at up-bringing. As A.Ahmadullin pointed
out, the lullaby grows up to reach the level of met-
aphor in the play by T.Minnullin, symbolizing the
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eternal values of the people’s morality, inseparably
linked with the lifestyle of the people [7: 424].

The performance of the Bashkir theatre has be-
come a real suite, which glorifies the eternal dig-
nity of women: motherhood, tenderness, beauty.
The final scene gives the audience the hope for
saving cosmos: the father of Altynchech’s child
comes to the hospital to see her baby.

The play Mullah (2006) reflects the way of ar-
tistic and spiritual quest of the great Tatar play-
wright; it attracted the attention of the Kamal
TGAT and the Menzelinsky theatre. The piece is
written by T.Minnullin in line with creative ex-
perimentation in the field of “new drama”, and is
penetrated with the hysterical spirit of hopeless-
ness. Stepping back from the traditions of “villag-
ers”, in Mullah the playwright does not sing of “the
cradle of the Tatar people”. Truthfully, without ex-
aggeration, but with sparse brush strokes, he draws
a portrait of an abandoned Tatar village. The au-
thor's desire to portray reality as such is apparent.
Noticeable is the interest of the playwright towards
a marginal hero. T.Minnulin develops a new, for
himself, technique — “the new drama”.

A young mullah orphan with living parents (a
sign of modernity) is portrayed as a “hero of our
time”. The plot follows the laws of “the new dra-
ma.” Consequently, T.Minnullin doesn’t seek to
answer the question whether a new hero is able to
do anything with the world. The author encourages
us to ponder if it is necessary to change the world,
what kind of action the “hero of our time” is will-
ing to take. The audience watches the chain of
events in the life of a young mullah, who at the in-
vitation of a businessman comes to work in the
mosque in his native village, where the degradation
has reached unprecedented power. The arrival, the
meeting with the community of mahalls is the most
important task posed by Samat aby, the business-
man. However, the event-frame of the production
embraces not only the present. The playwright, ex-
ploring the root causes of the crisis of the village,
the Tatar village, goes into the depth of history —
the period of collectivization and Stalin's repres-
sions. T.Minnullin is looking for the origins of the
crisis which has gripped the Tatar village, the vil-
lage never spoilt by the fate. For centuries the vil-
lage suffered from poor harvests, bad weather,
high taxes and loans, but survived thanks to the
eternal diligence of its residents strong by their
spiritual health.

The picture of the modernity manifested in the
Mullah is shocking for the Tatar audience, mostly
inexperienced in the theory of the “new drama”,
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and therefore searching for the light at the end of
the tunnel [11]. These feelings are exacerbated by
the set design of the play by Menzelinsky theatre.
All the properties and the setting itself created by
S.Skomorohov, the artist, make the performance,
as Akhmetov noted, “concise, pointed, severe”.
[12] The compositional center is the road leading
from the house to the mosque. Everyone who go
off the road find themselves in the metaphorical
“darkness” which involves “wandering”. Only in
the house and the mosque the “light” is turned on.
Thus, the image of light is endowed in the tapestry
of the play with a metaphorical connotation. Unset-
tled rural life is emphasized by the image of the
latticed fence, which creates the illusion of “cage
homes”. The plan of the playwright to present the
marginal characters of his contemporaries is
brought into the light. They are driven into a corner
by life circumstances, into a corral (recall Valiak-
hmet’s words of animal-like fellow villagers, not
worthy of salvation, and the complaints of the
young mullah). The image of the village is domi-
nated by gloomy grey colors. The sound accompa-
niment contributes to the creation of anti-ideal: the
howling of dogs and the sounds of organ music,
which work on creating an atmosphere of apoca-
lypse. The audience captures the traces of insecu-
rity everywhere, nowhere is a trace of that solidity,
which Tatar villages have long been famous for:
abandoned houses, ruined collective farms, a de-
stroyed bridge.

Samat aby, a successful businessman, is trying
to atone for his kind to his native village. He builds
a mosque, hires the Mullah, and restores the
bridge, trying as far as possible to respond to the
“healthy” wishes of the villagers. The image which
is opposed to him is Valiakhmet, a repressed mul-
lah’s grandson, who returned to his native village
to understand himself. No social hard times could
kill the entrepreneurial, merchant, trading Tatar
spirit in them. However, both are deeply unhappy,
are part of the vacant space of modernity. It’s hard
for Samat aby to accept the fact that his ancestor
was involved in ruining his native village: in the
years of collectivization he cut down the minaret
and doomed Mullah to wandering (exile to Magni-
togorsk). For the sins of their grandfathers, grand-
children are responsible now. Money and success-
ful career do not bring them joy. Samat aby is
looking for ways to save the native village. He
wants to return the village to the secular way of
life, when Mullah was the head of the community.

In the image of Samat, Rustem Mullin was
able to show his hero's life drama, rooting on the
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best achievements of psychological drama. Every-
thing in his appearance bears the stamp of a person
spiritually healthy. The old men of the kind used to
be called i/ agasy. Confident, wise from life ex-
perience, responsible, commanding, having no fear
of difficulties, chary of words, preferring business
to words — they were the essence of a Tatar village.
The playwright’s attitude is also recognized in the
descriptive name: tr. “the leader, the supreme ruler,
eternal”.

Valiakhmet belongs to the type of niggardly
peasants, willing to earn easy money. T.Minnullin
does not mention the true reasons of Valiakhmet
sudden return to the land of his ancestors. How-
ever, through the dialogues, full of hidden drama
of the hero, with his opponents (Samat, Asfandi-
yar) the life tragedy of the hero is revealed: a pro-
gressive feature of his life was cut short because of
the resentment, obscuring his spiritual horizon. The
grandson of the exiled mullah came back to look
into the eyes of the villagers who had not stood up
for his grandfather, the head of the community, in
the purpose to see how the curse of his relatives
would fall on the head of those who are guilty of
insecurity and misery of his family. Angry with the
whole world, Valiakhmet sets up the alcohol shop
and solders and mocks at the villagers. H. Ham-
matullin managed to convey the internally contra-
dictory character. Observing the development of
Valiakhmet storyline, gilyazovsky “wooden Mul-
lah” comes to mind, Hurmatulla of Ziz kyngyrau
(‘Copper Bells’) (1959-1960) (See for detail.: 12-
13).

There are no hyms of his native land in the
play. But Tukay’s poem Par at (‘A Pair of Hors-
es’) as well as the image of the road and the motif
of separation from the motherland in the play is the
playwright’s love song for the country. This asset
by Damir Samerkhanov, the director, aims at
strengthening the stylistics of “new drama”: an
ironic interpretation of “well-known plots”. The
poem is read by sottish Badretdin, who proved to
be unable to deal with the gift of the artist. The po-
tential of the folk song Herman kée (‘German
Song’) remains unimplemented in the production.
Thus, the parallel with the work of the famous
Gorky drama The Lower Depths is evident.

A piece of the Russian classic is brought to the
stage by the Tatar writer. The spectator is plunged
into the abyss of a dispute about the nature of a
modern man. Badretdin, a modern Bubnov, ac-
cuses a drunken villager of failing to change his
destiny, “Babay — kabahdt, atay — hashardt, iizen —
tizdk” (tr.: “Your grandfather is a scoundrel, your
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father is a skunk, you yourself is shit’), which pro-
vokes Minnullin’s actor to commit a suicide. The
dispute about the personality and compassion, like
in Gorky’s play, clusters around three groups of
characters: Samat (Satin), Valiakhmet (Bubnov),
Asfandiyar (Luka). The artistic incarnation of
Badretdin is sustained by G.Tykay’s poem A cou-
ple of horses, in which the values of Tugan il asso-
ciated with the light of life are proclaimed. Sakral-
izing his homeland, the poet resorts to solar sym-
bolism: “Sezdin ayrylyp, tugannar! — Zaysyz,
ungaysyz toru;, Bu toru dytergd moémkinder, ko-
yash-aysyz toru” (tr.:‘l was separated from my
family, to live became unbearable to me, and I
miss the sweet as the sun, the moon’) [14]. Tu-
kay’s text in the play fits into the concept of or-
phancy in the play: the man is presented alone.
Each hero in the space of the play can pronounce
Tukay’s confession: “Bar da bar, teak yuk tugan-
nar, min, yatim monda, yatim” (tr.:‘Do I lack any-
thing or did I lose anything? I have everything ex-
cept close people; I have now become an orphan’)
[14]. Mullah Asfandiyar is an orphan with living
parents. Valiakhmet and Samat, who lost their fa-
thers, cannot find the meaning of their life, father-
less Nalima, Muslim’s grandchildren, whose par-
ents sent them away from the city... The darkness
around the characters thickens when the number of
characters is expanded by the introduction of the
local mullah who turned religious practice into the
job, as well as degrading youth who do not know
how to fulfill their potential (Elbrus is Gorky’s
Vaska Pepel) and “the authorities in rural areas”
(the Kostylevs): the policeman and miserable
chairman of the village council. All of them got
used to daily chaos, aware of their powerlessness
to change anything.

The village is shown as a social environment
dominated by men. Forced to exist in a world of
brutality, force, violence, women are beginning to
behave like men: violent behavior, cynicism, im-
pudence. T.Minnulin distinguishes behind this
“mask”, however, a woman who dreams of love, a
happy marriage and motherhood. This positive dy-
namics is most vividly observed in the image of
Nalima (Dinara Akhmatova). In response to the
brutality of the power of men's world, she chooses
the onslaught, because she does not know how to
establish herself in society. But, when a man-
protector turns up, she changes into a “quivering
doe”. The family idyll is accompanied by a lyrical
melody.

The conflict between Asfandiyar and Elbrus, at
the beginning of a personal nature, develops into a
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social one and comes to its end with a shot in the
night. At the end of the play the “hero of our time”
returns to the village. From the words of others, we
learn that in half a year time Asfandiyar drew on
his side only teenagers, but adults do not hurry to
the mosque.

The significance of mullah in the life of the vil-
lage is highlighted by the interior decoration of his
home. The image of the doorstep is indicated not
clearly in his house, you can get into it from any-
where. A.M.Gilyazov always bemoaned the fact
that the Tatar writer fails to convey the light of
faith in mullah’s personality. For him, the example
was Tatar Aley from Notes from the House of the
Dead by Fyodor Dostoyevsky [15]. Is the image of
Mullah in this piece by T.Minullin complete? Did
the author succeed in displaying the image off the
household, in a sacral space? We face a young man
who once lost his way in life, but, by faith, has
embarked on the road to reformation, creation of
spirituality in himself and people around him. In
his dialogues, there are both hope and despair.
There is a “healthy” spirit in him, as well as com-
mitment to principles. As such, he refuses to com-
mit ritual actions during the funeral of alcoholics to
motivate the others to pause to think. His move-
ments are slow, the speech is laconic. He is physi-
cally strong, ready to stand up for himself and the
others. However, the image of the performance in
the play, and in the play itself, is very common.
The scenes from the namaz, the lesson of religious
literacy in the mosque look unconvincing. The he-
ro is lame as well in the episode with textbooks.
“The light of faith” is not perceived through his
Character... The chaos in religious ideas of the
contemporaries is rendered in the words of sanitary
mullah of Wahhabi, in Valiakhmet’s confession,
who learned only yasin, but villagers believe that
he knows the Koran by heart, as his house is full of
books in Arabic. In the conversation with the
young Mullah the grandson of the repressed Mul-
lah admits that he is only at the very beginning of
religious knowledge. The final of the play of the
Menzelinsk performance is melodramatic: azan is
read now by Muslim’s grandson. Valiakhmet, hav-
ing overcome the resentment against the villagers,
paid tribute to the soul of Badretdin (Ruslan Ak-
hmetzyanov) and read the funeral prayer. The end
is open and thought-provoking for readers to come
to their own solutions to the conflict. It is difficult
to separate the heroes of the play into positive and
negative, all of them have made the wrong step,
being separated from Islam by the will of history,
Islam which was for the ancestors not only a relig-
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ion but a way of life. The world moved down from
poles is most clearly characterized by the palette of
heroes’ names which have lost touch with the
Turkish culture, and therefore the system of values:
Elbrus, Lemoore...

In the play Mullah T.Minnullin took the first
steps in the development of Islamic theme, since
he realized that the establishment of national char-
acter and writing about the soul of the Tatar people
is impossible without knowing what he worships.
The playwright has given us hope, showing the
way to a further spiritual search.

Unfortunately, in one article it is impossible to
reveal the originality of all the performances in the
festival (see of the play Tésh (‘Dream’) (dir.
R.Zagidullin) [16]). The main result of this event,
in our view, has become the national love of spec-
tators to the talent of the great Tatar playwright. T.
Minnullin was shown in different ways — playfully
festive and unbearably heavy, close to us, modern
and sometimes a complete stranger (a trailer for the
film “Mullah”). The works of the playwright are
made play by different theatre companies from op-
posite sides: traditionally and familiarly, and, on
the contrary, incredibly up-to-date. Each perform-
ance of the festival still caused blazing debates
among the audience. The voice of the playwright-
fighter, an ardent patriot of the Tatar people was
heard in all productions, the presence of Tufan
Minnullin was perceived in every performance.

The theatre festival is another evidence of the
immortality of the great playwright’s talent. Tufan
Minnullin is among us. The freshness of viewpoint
of his plays, in which the era is revealed, is
achieved through mysterious theatrical means,
sometimes by the way of hard artistic pressure,
sometimes by means of exciting, mysterious paus-
es, rthythm, intonation. The theatres presented the
audience with the happiness of culture experience
have long been familiar in the new interpretations
and symbols. The playwright gained immortality in
his works, he is recognized and loved by readers
and spectators, and his catch phrases and apho-
risms are relevant today, cause a smile, prompt re-
flection.
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TAJTAHTOM OBPETEHHOE BECCMEPTHE:
UTOT'U TEATPAJILHOM JIEKAIbI
B UECTD 80-JIETUA TY®PAHA MUHHYJIVIMHA

Mujeyma MyxameT3stHOBHA Xa0yT/IMHOBA,

Kazanckuil ¢penepanbHblil YyHUBEPCUTET,
Poccus, 420008, r.Kazanb, yn.Kpemiesckas, 1.18,
mileuscha@mail.ru.

B cratbe comepxarcst pasMBIIIICHHS 00 WTOrax TeaTpalibHOM aAekaabl B decTh 80-meTust
T.MunnyrHA. Yepe3 aHaIN3 3HAKOBBIX IBEC J[paMaTypra pacKpbIBacTCs cHenu(rKa CIEHHYECKOH
MHTEPIPETAMH €r0 MPOU3BEACHUH COBPEMEHHBIMU pexuccepamu. OxapakTepH3oBaHa Mapagurma
TBOPUYECKOTO TOKCKa MucaTerst. BoisBineHa cnenuduka Xy10KecTBEHHOTO Mupa Jpamarypra. Onucasn
Bkiag T. MuHHYIIHHA B pa3paboTKy TaTapCKUX HAIMOHAIBHBIX 00pa3oB MHUpa, TATAPCKOTO HAIHO-

HaJBHOTO  XapakKTepa.
Jpamarypra.

Ocoboe BHUMaHHE VYACTSIETCS IHKAHPOBOH cHenupuKe MPOU3BEACHUI

Ki1roueBble cjioBa: TaTapckas JuTepaTypa, qpamaryprus, T.MUHHYJIHH, HAIMOHAJIbHOE CBOE00-
pasue, TBOPUYECKUI OUCK.

Ocenpto 2015 roma teatps! [loBomkbsa oTaanu
JIaHb TIAMSATH BEIMKOMY TaTapcKOMY ApaMaTypry
Tydany Munnymnuny. CraproBaja TeaTpaibHas

Jekama B 4ecTh 80-JIeTHsI BETHKOTO ChIHA TaTap-
CKOTO Hapoja 5 okTs0ps, a 11 oKTSIOps NOKIOHHHU-
KU W LEHUTENU TajlaHTa JApaMaTypra coOpaiuch Ha
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BeUEp MaMATH, KOTOPBIA CTal (UHAIBHBIM aKKOpP-
oM. Cama uzies MpoBeCHHs TaKOTO MEPOIPUATHUS
3apOJIMIIach €llle MPH KU3HU MHCATEeNsl U BIIEpPBBIC
Oplma peaymsoBada 10 yer Hazag B decth ero 70-
nerusi. B atom rogy sgekanga Oblia opraHu3oBaHa
[0 MHMLIMATHBE JO0YEpH Apamarypra M IpH TMOA-
nepxkke MunucrteperBa KynabTypsl PT u kosiekTu-
Ba TaTapckoro rocynapcTBEHHOTO aKaJIeMHUYEeCcKO-
ro teatpa umenu [.Kamana. Ha crenax aByx ka-
3aHCKUX TeaTpoB ObUIO MocTaBieHO 19 crekrak-
Jnei. B nekaje NpUHSUIM ydacTHe TeaTpajibHble
KOJUIEKTUBBI He TOJbKo KazaHu, HO W ApYyrux ro-
ponos: Mapwuiickuii TIO3, OpenOyprckuii Teatp
nvean M.Dai3n, HammoHanbHBI MOJIOIECKHBIN
tearp bamkoprocrana umenn M.Kapuma, bam-
kupckuil Teatp umenn M. adypu, Yumckuii te-
atp «Hyp», TIO3 nmenu I'.Kapuesa, Mensenun-
ckmii Teatp umeHn C.AMmyTtOaeBa, HimkHekaMcKkuid
TeaTp uMeHH T.MuHHyUIMHA, ATHUHCKHM TeaTp
nmenn [.Tyxas, HaGepexxHouenHuHCckuid, bywH-
ckuit, TyiimazuHCKUM U AJIbMETHEBCKHUM TeaTpBhl.

Ecnm MBI 00paTtuMcst K HICTOPUH TeaTPaIbHOTO
HCKYCCTBa, TO CTAHET MOHATHO, YTO PacCIBET TOTO
WM MHOTO TeaTpa COMNPSHKEH ¢ TBOPYECTBOM KaKO-
ro-HuOynp apamarypra. Tak, pacuBeT PycCCKOTO
TeaTpa obecneunsio TBOp4YecTBO A.OCTPOBCKOIO,
A.YexoBa, M.I'opbkoro — nucatenei, OTKPBIBILIUX
HOBYIO CTpaHMIy B UCTOPHHM PYCCKOM Apamaryp-
rud. B McTopum Tatapckoro TeaTpa Takke ObLIH
Benukue umeHa: I'.Kaman, K. Tunuypun, T.I'uzzar.
EctecTBeHHO, OTHOBPEMEHHO C HUMHU PabOTald U
Ipyrue, KOTopble NOOMINCH OIIyTHMBIX YCIIEXOB,
OJIHAKO MMEHHO 3TH JpaMaTypru OJIHIIETBOPSIU
co0OH ONpeAeieHHYI0 310Xy, a HMX IMEPCOHAKH
MIPEBPATIIINCh B JINKH BPEMEHH, COOTBETCTBYIO-
LI1e TOMY WIM UHOMY 3Taly B UCTOPHM TaTapcKo-
ro Hapo/ja.

B nHauane 1960-x rr. B Tatapckuii Teatp npu-
[IUIO HOBOE IIOKOJIEHUE JpamaTypros — A.I'mis308,
T.Munnymnmus, U.JO3neB. Kak BepHo moameruna
WN.NnsanoBa, ”MEHHO TBOPYECTBO co3maTens Oec-
cmeptHOro «CTapuka W3 OepeBHU AJbAEpMEIND»
«O03HaMEHOBAJIO IIETYI0 310Xy B TaTapckom aka-
JEMHUYECKOM TeaTpe M B TaTapCKOM JpaMaTypruu
BooOme» (1uT. mo: [1: 6]). T.MuHHYJUTHH peBpa-
TWJICA B KJIACCHKA IPH KU3HU U 3aCIY>KWJI THUTYI
«apamarypra Nel». O0 3TOM e CBHIAECTEIbCTBYIOT
W €r0 Harpajabl: MOJOJEKHAs NMpeMHs UMeHn My-
col Jxanuns, I'ocynapcTBeHHass NpPeMHs WMEHH
labmynner Tyxkas, ['ocynapctBennas npemusi Poc-
cun umeHn KoHcrantnHa CTaHHCIABCKOTO, HEOX-
HOKpaTHBIE NP3l HA TeaTpajbHBIX (DECTHBAISX,
opaeH «3Hak Ilouera» u T.A. T.MunHyNIIMH TpU-
men B ApaMaTyprui0 Ha BOJHE «OTTENEIbHBIX)

92

Hajexa. PacuBer ero TBopdecTBa MpHIIENCS Ha
«3TI0XY BEJIMKOTO OJIe/IEHEHMsI, HA3bIBAEMOI'0 HbIHE
smnoxoi 3actos» (P.Mycradwun) [1: 6], u rons! me-
pEeCTpOiikH, CBOOOIBI M TJACHOCTH. TBopUeckas
aktuBHOCTh T.MUHHYNIIMHA HE ociadeBanma W B
Hayasle XXI Beka. IIbecel npamaTypra He TyCKHe-
JIM CO BPEMEHEM W He TEePSUIH CBOEH aKTyalIbHOCTH,
TaKk KaK OH «IHCajl, HE 3aAyMBIBAsICh O TOM, ,,B
CTPYIO“ WM ,,HE B CTPYIO“ OyAeT 3By4aTh €ro HO-
Boe mpowmsBeneHue... OH Bcerja COXpaHsi BHYT-
penHIO cBoOOMy. 1 BOT 3TOT (haken BHyTpeHHEH
CBOOOTBI M CTaNY, 10 MHEHHUIO0 P.Mycraduna, «oc-
HOBOU HEYBSJIaEMOCTH €ro counHeHui» [1: 7].

IIporpamma teaTpaiibHOU Aekalbl [2] — sipkoe
JIOKa3aTeIbCTBO aKkTyallbHOCTU Hacieauss T.Mumn-
HYJUIMHA CETOJIHS, CBHUJETENBCTBO HEHCCAKAaeMOM
MOOBH 3pHTENIEH, MPUCTAIbHOIO BHHUMAaHUS pe-
JKUCCEPOB, I KOTOPHIX IBECHI Ipamarypra Ipe-
BpPaTUIINCh B SKCHEPUMEHTAIBHYIO IUIOIAIKY IS
peam3alil  caMbIX HEOPIWHAPHBIX M CMEIBIX
MPOYTEHUH.

«4 cranm mucaTte AN Tearpa TOJBKO TOTOMY,
4TO Urpaji B Tearpe. Bpoae Obl maxe ¢ Urpbl Bce U
Havajock. rpato HammcaHHYIO pojib, a PO ceds
JIyMaro, 94TO BOT B 3TOW CII€HE MOXXHO M COBCEM
JIpyrHe cioBa cka3aTb. 1 mpuaymbIBai 3TH cioBa.
Jla m He TONBKO CIIOBa, MPHIYMBIBAT JPyTHe
CIOXKETHbIe Tpemioxenus. VM dem Oobine wurpai,
TeM OOJbIlIe XOTEJIOCh MucaTh...» [3: 467], — Tak
BCIIOMHMHAJ CcaM JIpaMaTypr O Hadalle CBOeH
TBOopueckoil kapbepbl. s T.MuHHyJIMHA C
caMOro  Hadaja TBOPYECKOW  JeSITeIHbHOCTH
[JIABHOW MeNbl0 OBUI0 NMPOHWKHOBEHHE B AYILIY
TaTapcKoro Hapojaa. BoT moyemy Ha BceX CIIEKTaK-
TSX JeKaabl apuil aHIjIar.

B uem xe cexpeT MomyJspHOCTH 3TOTO TaTap-
ckoro apamarypra? «Opyxue Tydana — npocrora.
Mynpas mpocToTa...», cuntan A.I'Wis30B.
Barmsin mucarenst obparieH K OOBIYHBIM JKUTEH-
CKHM HCTOPHSM, B OpOHUTE €ro BHUMAHHS — CaMble
YTO HU Ha ecTh OoObIHBIE Tepon. «Ho Omaromaps
30pPKOMY B3IJISIAY aBTOPa MX JKU3HB, KaXIbIA MO-
CTYIIOK CTAHOBHTCS >KMBOW MBICIIBIO, MPU3BIBAIO-
el K aKTHBHOMY, TBOPYECKOMY CYIIECTBOBAHHIO
Ha 3emile». «YMEHHE IepenaTh TOHKHE HIOAHCHI
CIICHUYECKOH peyr, OOMIILHO OPOCHUB €€ HAPOJHBIM
IOMOpPOM, HaliTH HauboJIee COYHbIE XapaKTephl s
JMAHHOW CHUTYyalliH, CMEJIoe OOpalleHne K KHBO-
TpeTeuryuM mpodiieMaM COBPEMEHHOCTH — BCE
9TO BKyIe 00yCIOBMWIO ycrex Jyqmux nbec Tyda-
Ha MunHyJnuHay [4: 4].

C mpembepHBIM cTieKTakIeM-apamoii «be3 iy-
HBI 3BE31IbI HAM CBETST» MpUeXal JHIb ATHHUH-
CKHMH TOCYAApCTBEHHBIN TaTapCKUW TeaTp Ipambl
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nvmenn [.Tykas (pexwuccep P.dDazmmen), ocraib-
HBIE TeaTpbl MIPHUBE3JH CBOU cTapblie padoTsl. [Ipo-
W3BEJICHUS JpaMaTypra CUMBOIU3UPOBAIH IENYIO
3MOXy, KOTOpas YXOAWT Ha Hamux Triazax. Bo
BpeMs JIeKaJbl Mbl HAaONIONAIH, KaK PEeXHCCEPHI
CIPaBIISIIOTCS € 3TOM mpobnemoii. EcrecTBenHo, B
pamMKax OJHOH CTaTbM HEBO3MOXHO OTO3BaThCS
000 BCEX CHEKTaKJIAX naeKaasl. Kaxnaplii u3 HHX
OBLI [T0-CBOEMY WHTEPECEH.

BepmmmHoit TBOpYecTBa Jpamarypra, Oe3yc-
JIOBHO, MOKHO Ha3BaThb MbECYy «ONIEPMEIITOH
OnMoHIp» («CTapuk w3 AepeBHHU AIbICPMETID»)
(1976). Ee nocraBun Ha cueHe TaTapckoro akane-
muueckoro reatpa umenu I'.Kamana npyr u copart-
muk T.MunnaynmuHa pexuccep Mapcens Cannm-
JKAHOB, 3a KOTOphI 00a onu BMecte ¢ lII.bukre-
MHPOBBIM, HCIIOJHUTENEM [JIaBHOU poiu, B 1979
roxy ObUTH yIOCTOSHBI ['oCcyIapCcTBEHHON TTPEMHIH
PCOCP wumenn K.CranmcnmaBckoro. «Pexuccep
M.CanumkaHOB CcO3/7all CBOE SIPKOE 3peHIle, Ha-
CBIIIIEHHOE TOHKHM IOMOPOM, OTJIn4arorneecs (haH-
Ta3ue, M300pPETaATEIBHOCTRIO...». «COIpyKECTBO
pexxuccepa, IpaMaTypra M akTepa He HcuepliblBa-
€TCsI CJIOBaMHU: OJIWH HAIlHCal, APYToil IMOCTaBHII,
TpPETUl chirpan... B nqaHHOM ciyuae pedb UIET O
CYACTJINBOM COBIIAQJICHUU IieNiel, TBOPUYECKOTO MU-
POBOCHPUATHS, XYIO0KECTBEHHON BepbD» [3: 467].
I'maBHBIN Trepoil «rpyCTHOM KOMEIWU» 3aHSI CBOE
JIOCTOMHOE MECTO B rajiepee 3aloMHHAIOIINXCS Ta-
TapCKUX HAPOJHBIX XapaKTEpOB, BCTAB BPOBEHH C
nereHmapHsiMu Xomkoi Hacpermunom m 1llom6a-
em. CriekTakiip BOIIEN B HCTOPHIO Tearpa XOpo-
OIMMH  aKTEPCKUMH paboTamMu. IT0 Anvmandap
[1.bukremupoBa, oopaz Cmepmu P.lllapadecsa,
Hckanoep W.barmanona, JI.UnesicoBa, Xauoebany
P .3uranmmunoii, B.Munkuno#, a raxxe Eecmucneu
I''Hanprokosa, X.Cynranosa. Ecnu Obl ymamoch
MTOBEPHYTHh KOJECO BPEMEHHU BCISTh, KOHEYHO, TE-
aTpaJbHYIO JAEKaxy [OJKeH OBUT OTKPHIBATh
MMEHHO 3TOT CIieKTakib. Ho Bpems Heymomumo,
pAIOM C HaMH HET HHU cozfaTeneil srtoro Oec-
CMEpPTHOTO CIIEKTaKJIs, HU HCIIOJHUTENS TIaBHOM
ponu. Buaumo, mo3TOMy OpraHu3aTophl JIeKaibl
OTKphUTH ee crektakieM «['eprepu xusymope»
(«3sTBA ['puropms») (1995) (pex.
M.CanuMKaHOB).

Ora stHorpaduueckas mpeca ObUIa CO3/laHA B
pycie pa3MBIIUJIEHUA TaTapCKUX MHcaTese o
TAaTapCKOM Hapoje, €ro pojl M MECTe B MHpE.
T.MUHHYJUIMH OTKJIMKHYJICSI Ha IIPU3BIB CBOErO
npyra A.l'uns3oBa, paTOBaBIIEro 3a CO3/JaHUE B
TAaTapCcKoOil JMTepaType TOpTpeTa TaTapcKoro
HapoJa BO BCEM €ro 3THUYECKOM MHOr0o0pasuw,
HE OrpaHWYMBAsCh JIMIIb IIOKa30M  TaTap
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3akazanbps. B komenun «I'eprepu kusyiope» («3s-
T ['puropus») (1995) sBneH KONIEKTUBHBIN
HOPTPET TaTap-KpALIEH, PacKpbiTa crenupuKa ux
MeHTanbHOoCcTH. CO 3HaHMEM Jela BOCCO3AHBI
HEMOBTOpYMAsi CTUXWS HapoAHOW pedu (TOBOp
KpsilieH 3akambs), OOblYal M BEpPOBaHUs, OBIT,
HAlMOHANBHBIA XapaKTep TaTap-KpsIIeH, KOCTIOM.
N3o0paxenne oObl9aeB KpAIMIEH — Ba)KHAs 4acTh
aBTopckoro 3ambicia. Kak u  A.unssos,
T.MuHHYJUIMH cYMTal HEOOXOAMMBIM COXPAaHUTDH
cBelleHHs 00 MX TPaAMLUOHHOW KyJBTYpe, CTpe-
MUJICS 3aKPEUTh X B MTaMATH HAPOJIa C TIOMOIIBIO
XYA0KECTBEHHOTO cJioBa (cM. moAp.: [5: 128-132]).

Hpamarypr B KOMeOUM pa3MbIIUIieT Hax (e-
HOMEHOM tiona (oOwruait). Bcem comepikanuem
MIBECHl aBTOP JIOKa3bIBAET, UYTO 3a JPEBHUM pUTYa-
JIOM CKpBIBAaeTCs HE pAdiceHue, a TTyOOKUil CMBICI.
Monoaexpb NPOTUBOCTOUT CTapUKaM B CBOEM
CTPEMJICHUH TIOABEPTHYTh PEBU3MH OOBIYaU |
KU3HEHHBIN YKJIaJ B LEJIOM, KEHUXH MPOTHBOCTO-
AT APYT APYTY B CTPEMJICHUH 3aI0Iy4YUTh HEBECTY,
JIEBYIIIKA-HEBECTKH OKAa3bIBAIOTCS B IKCTPEMallb-
HOW CHUTyaldu: OHU JOJDKHBI BBHIOpaTb Myka, a
3HAYHT — CBOE OyayIIee.

T. MUHHYJUIMH — CO3HATENbHO WK Oecco3Ha-
TEJILHO — pealn3yeT B KoMeann OaXTUHCKYIO KOH-
LENLIUI0 KapHaBanbHOro cMexa. Okpyskaromue He
Cpa3y IOHMMAIOT BHYTPEHHIOIO JIOTUKY IIOCTYIIKOB
IJIaBHOTO repost kKomenuu I 'puropusi, BocipuHUMAas
€ro BOJIO KaK WIpy, YylauecTBO, CTaPHKOBCKYIO
npuuyay (BCIIOMHMTE PEIJIMKH JOYEPH, >KCHBI,
JKEHUXOB). MoJiosible BHaYaje paccMaTpUBaloT Ho-
Ja Kak uepy-psaxcenue (Cp. OLEHKY HEBECTHI CBa-
nebHoro miarks 0abymku). OgHako mo Bose ['pu-
ropusi (Hawmne /lyHaeB) Bckope OHM TOCTHTaioOT
CYTb cBaJicOHON OOpSAHOCTH, CYTh HOId.

T.MUHHYJUIUH B CBOEH MY3BIKQJIBHONH KOMeE-
Iuu OJecTsIie 3KCIUIyaTHpyeT IOTEHIHAN TeMa-
TUKU W TIpoOJIeMaTHKK CBaJieOHOrO puTyana. Bl
0op IOpamarypra BO MHOTOM MOTHBHUPOBAaH TEM,
YTO CBaAb0a OTHOCUTCA K MHTUMHOMW JKU3HH YeJo-
BEKa, IMEHHO B 3TOH OBITOBOH chepe OH MpOSBIs-
eT ce0s HauboJiee MOJIHO Kak JUYHOCTh. [1o mepe
pa3BUTHSL ACHCTBUA KOHQUIMKT U3 cdepbl JTUYHO-
OBITOBOI TIepeMermaeTcss B Cepy COIHATBHYIO.
T.MuHHYJUIMH HCCIelyeT BHYTPEHHHE MOTHBBHI
MOCTYIIKOB CBOMX COBPEMEHHUKOB. Tak poskaaeTcs
KOJUIEKTUBHBIH OPTPET COBPEMEHHOI'O OOIIECTBA.

g co3nanus uaeanbHOro obpasia ObITHS Ta-
TapCKUil ApamaTypr HCHOIb3YeT MU(OIOTHIECKUH
MOTCHIMAN CBaabObl. [ JaBHBIM Tepoil Thechl —
crapuk ['puropwmii (I'eprepmu) (cemaHTHKa WMEHHU:
«boapcTBytommii»!!!) — TBITaeTCS TPUBECTH B
paBHOBECHE MHUP CeMbU / OOIIMHBI / o0mecTBa. B
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MOHOJIOTax OTLA TPEX AOYEpeH, MPOILIOE CTAJIKHU-
BaeTCcA C HACTOSIIMM M OyAyIIUM: HapoAHas Tpa-
JULUS. UCTBITHIBACTCS Ha IMPOYHOCTb U JAETCS B
JUHAMUKE, B COIIOCTABJICHHMH C KOHKPETHO-
ncropuaeckuMu peanusiMu. CroxeT cBaapObl TO-
3BOJISIET JApamaTypry co3JaTh LEJIOCTHOE TMpe-
CTaBJIECHUE O COBPEMEHHOM OOIIECTBE, TaK Kak
3HAMEHYET CBSI3b [OKOJIECHUH.

B kapHaBaJbHOM TPOCTPAaHCTBE KOMEIUU
T.MUHHYJUIMHY yJajJoCh YBEKOBEUUTH SIPKUE MO-
MEHTBl TPOSBICHUSA €IWHOH KyJIbTYphl TarTap-
KpsweH. U B TO e BpeMs KOJUIEKTUBHBII OPTPET
STHUYECKOHW TPYMIBI JaH B pas3pe3e OOIIeHAIHO-
HaJIbHBIX KYJIBTYPHBIX CBA3€H U B3aUMOJCHCTBUM.
T.MuHHYIIMH BHavaje oOpariaeT BHUMaHHE 3pH-
TeNell Ha crneun(UKy MMSHApeuYeHHs U PEedeBOTO
STUKETa KpAILIEH. 3aTeM 3acTaBisieT BCIIOMHHUTH
repoeB iona, NMPUYEM aBTOP HE OTPaHUUYMBACT
oObrvaii cBageOHOl 00psAHOCTHIO. T.MHHHYJTUH
W3 MHpHUAIBl HAPOJHBIX MPA3AHUKOB TaTap-
KpSAIIEH BBIOpAN OIWMH, KOTOPBIA IMO3BOJISET YBH-
JIeTh HapoJ Kak eluHoe nenoe. Peus uaer o Tpou-
ue-Appax  6atipome  (Ilpa3gHHKE  JIUCTBBI).
A.T'uns30B, pa3MbIIUIsIst O CYTH MPa3JHUKOB Ta-
Tap-KpsIIeH B HEOKOHUYEHHOM pomaHe «Kbimman
HO3€K, KbUIbIUTaH YTKeH» («TOHbIIE CTPYHBI, OCT-
pee meday) (1988-2002), oueHb BepHO MOAMETHII,
yro Tpouma Oblma «IIpPa3THAKOM MOJIOJEKH,
npa3aHUKOM J1r00Bu» [6: 81]. K coxanenuro, B HO-
BOM MOCTaHOBKE KaMaJIOBCKOI'O TeaTpa HE MPUCYT-
CTBYET Oepeska, yKpallleHHass JEHTOYKaMH, B KO-
TOpPO¥ OBLI COCpenoTOuUeH TyOOKHi cMbicia. MH-
BapHaHTaMH 3TOT0 oOpa3a B cueHorpaduu CIeK-
TaKJil CTaHOBUTCS Mem.a B pykax I'puropus, c
ITOMOIIBI0 KOTOPOW OH «OYHINAET» MPOCTPAHCTBO
HEBECTHl OT JOKYWIMBBIX XeHHMXoB. Ha rmazax
3puTeeil oTel] HEBECTHl HE pPa3 MbITACTCs BbITa-
IIUTHh U3 METENIKH MPYTHK, 9TOOBI «yTOCTUTH» HO-
POBHCTYIO U JEP3KYI0 MOJo/Ieb. OTHAKO HU paszy
€My HE yJaeTcs 3TO CeNlaTh, TaK KaK METJa Kperl-
KO cBf3aHa. Tak peanusyercs B IPOCTPAHCTBE
CHEKTaKJIS apXETUIMHYECKUH MOTEHIHal CKa3KH O
MeTie / mpyTuKe. MeTina B HapOIHBIX BEPOBAHUAX
BBICTyIaeT B KauecTBe oOepera. B pykax ['puro-
pusl OHa BBICTYINIAET UMEHHO B NAaHHOW (DYHKIIMH:
OTell CIacaeT KOCMOC B CEMbE, MBITAACH 3AIIUTUTh
JI0Yb OT TIOBTOPEHHUS OMIMOOK CTapIINX CecTep,
KOTOpbIE HEYAAUHO BBIIUIM 3aMyX, PEATU30BaB
JIUIIG JINYHYIO BOJIIO, HE YIOCYKMBIINCH TOCOBE-
TOBaThCA C POAUTEISIMU. VI3BECTHO, UTO B APEBHO-
CTH 3JIOMY Y€JIOBEKY Opocaii METIy BCJIEI, YTOOBI
OH HE MOT HaHECTH Nopuy jaomy. [ puropuii, B co-
[JlacCMd ¢ 3TUM OOBIYaeM, KHIaeT METIIy BCIEH
nep3komy JKarpamy (Anmma3z ["apaeB), KOTopslid He
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COOJIO/TaeT HAPOAHBIA DJTHKET B OOIICHWH CO
crapmumu (I'puropuii, 6abymika). Ita Metadopu-
YyecKas CEeMaHTHKa METJbl BCKOpe OyIeT ycuiieHa
00paszoM pyoicwss. BepHyBIIHIICS MMOCIE TTOTOHH 3a
masnomnaem, ['puropuii, ycnokanBas ONU3KHX, TO-
BOPUT, YTO CTPEJNIAT 1O BOPOHE, KOTOpas TacKaeT
IBIIUIAT CO IBOpa. DTa (paza TakkKe yKa3bIBaeT Ha
XHUIIHUYECKYI0 HaTypy JKarpama, KOTOpbIi coOu-
paercsi KEHUTbCS Ha KpacaBule YpuHd (AjuHA
MynapucoBa), 9ToObl YKPENMUTh CBOH JIUJEPCKUC
MO3UIMA B OOIIMHE, a pa3BIIEKaThCsA Ha JOCYyTe
mnanupyet ¢ Anyk. H.JlyHaeBy ynanochk co3natb
HEOOBIKHOBEHHO SPKUH 00pa3 TaraphHa-KpsIlieHa
Ha CIICHE.

OnHUM W3 MHBAPHAHTOB Oepe3bl B CIIEKTAKIC
CTaHOBHTCS Oepe3osas 6emewb B pykax Anyk (Jlsid-
can PaxumoBa). Tak moguepkuBaeTCsi OAUHOYECT-
BO T€POMHH, HEYCTPOEHHOCTh €€ XM3HH. B TO ke
BpeMsI CO3JaTeNu CHEKTaK/Is YKa3bIBAalOT Ha BHYT-
pEHHEEe POACTBO MEXAy reposmu. JKarpar moaou-
paeT et Oepe30BbIi, YIMaBmui ¢ BeTKH AHYK. B
COOTBETCTBHH C PACTUTEIHHON CUMBOJIUKON, Hepe-
3060blii 1ucm B TaTapcKOW KyJIbType BBIIIOJIHAET T
e (YHKIUHM, 9TO M JIMCT IDIIOIIA, CHMBOJIN3H-
pytomuii cepaue. HarpionanbHas cnenuduka juc-
Ta Oepe3bl MPOSBIAETCS B TOM, YTO, TOMHUMO Cep-
JICYHON CEMaHTHKH, JINCT aCCOIMUPYETCS CO Clie-
3aMH. 3a TpyOOCTBIO W DHATAKHOCTBIO AHYK
CKPBIBAIOTCS CTPAJaHUsl MOJIOJON AEBYIIKH, JOBE-
puBIIetics Xarpamny (periMky o CBHJIAHUHM «cama
3HaelIb TIe» U «caMa 3Haem b 3auem»). OTCcTyIuIe-
HUE OT TPUHIUIIOB HAPOJHOW HPAaBCTBEHHOCTH
peanzyeTcs Ha CIIeHe Yepe3 CUMBOJIUYECKUN KeCT
AHyK: OHa MmojaMeTaeT BeTKoHM mona. Tak akTyanu-
3UpYyETCsl CEMAHTHUKA METIbI-epA3H020 nomend. Tax
poxnaercs o0pa3 cebepre Anyk. JKecTbl 1 MUMHUKA
TEepOVHH Ha CIIEHE CIyXaT (GOPMHUPOBAHHIO aHTH-
ujeaga HEBECTHI — JIEBYIIKH JIETKOTO TTOBEACHUS.
B xapaxTtepe repowHHM NOAYEpKHBAaeTCA OONTIH-
BOCTbh, KPHUKJIMBOCTh, B MTOBEICHUN — Pa3BA3HOCTb.
Tlopo#t 5Tu 4YepThl NMPUHUMAIOT TPOTECKHBIM Xa-
pakTep: AHYK €/lBa HE BBIBUXHYJA YEIIOCTh, pa3e-
Bas poT. B KoHIENuuWM 3TOW repoOMHHU CO34aTeNd
CIIEKTaKIIsI, OTTAIKHBAsICh OT KapHAaBaJILHOW Tpa-
JTUITAH, BHOBB ITOAYEPKUBAIOT Me1eCHOCHb.

B kauecTBe mpeana HEBECTHl IMPOTHBOIIOCTAB-
nsiercs eit 06pa3 mouepu ['puropus. [epskas, oct-
pas ¥ HaxOMUWBas Ha SI3BIK KpacaBHWIlA, XOTA U
oOWKaeTcsi Ha CTaplIux, YPUHI BelleT ceOsi Bexk-
JMBO C OKPYXKAIOIIMMH, OJIIOJET ACBUYBIO YECTh,
CEepbEe3HO  OTHOCHUTCSI K  BBIOOpDY  JKEHHXa.
A .MypnapucoBoil yaajoch c03/1aTh Ha CLEHE IOJI-
HOKPOBHBII xapakTep. JleByllKa yciblana CBOEro
OTIIa, TOHsJIA BHYTPEHHIOK JIOTUKY €ro IOCTYII-
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KOB, IOATOMY B CEMbE BOLIAPUJIICSI KOcMOC. bepeso-
6ble GeHKU Ha TOJIOBaX OpavyroIIuXcs MpeBpalia-
IOTCSI B KOHIIE MTbECHI B CUMBOJI TAPMOHMH, HAPO/I-
HOTO J1aJa, KOTOpBIM Iepeaaercss B CEMbE [0 Ha-
CIIEJICTBY (CpaBHUTE TUAJIOT MaTepH C JOUYEPbIO, a
TaKke ¢ Oyaymei ceathed ["apnuHoi). s pa3Bu-
TUSI CBaJIeOHOM TEeMAaTHKH JApamMarypr BKIIOYAeT B
KOMEIIUIO KPSIICHCKUE HAIEBH, TEMaTHUYECCKHU
OJIM3KME K CBAACOHBIM IHAJIOraM.

B crpykrype koMemuum apamaTypr YCIELIHO
MOJIB3YETCS] MOTEHLUHAJIOM JIUYECKOW Tpaguiuu
(amM304BI ¢ «TPYAHBIMH 3aJadaMu OTIA HEBec-
ThI). VIHTEpecHBI KOHIENIMH O00pa30B >KEHUXOB.
Tak, B oOpa3e JYKarpama 3a0CTpEHBI YEPTHI COBpE-
MEHHOTO TUTYTOBCKOTO T€pOsS-TUKapo, KOTOPOMY
CBOMCTBEHHO IPE3PECHUE K HAMPSHKCHHOMY TPYIY,
OCIICIUICHUE JKaXXKIOW HAXUBbI, aBaHTIOPHU3M, Ha-
rioctb. HpaB repos Oxecrtsmie mepemaH depes Ta-
HEll, a TAKXKe Yepe3 00eccKuil TeKCT, KOTOPOro HET
B opuruHaie. OOecCKUid TEKCT peaju3yercs U B
KOCTIOME: TEJBHSINKA, OOJOTHBIE CAllOTH, JKUAJIET-
Ka. 3HaYuM M LBET — MAJHUHOBLIH, OTCHUIAIOIIMHI K
MHUpY «OJIaTHOMY»: MaiuHa accouuupyeTcs ¢ 0e3-
3a00THOW XW3HBIO. A.l'apaeB 3apasui 3pureici
CBOEH JHEPreTHKOM, odapoBasl U mokopui. Bee B
ero obpaze oprann4yHo. OfHa «Macka» Hae3KaeT
Ha Jpyrylo, OH )KMBO pEarupyeT Ha MEHSIOIIYIOCS
CUTYyalIUIO, OIpeJesieT IMOIMOHAIBHBIN HAaCTPOU
CIIEKTAKIIA.

Becbma KOJOPUTHBIM MOJNYYMIICS B CHEKTAKIIE
u 00pa3 bsuxs (Mpek Kamamos). OnsITHEIN U Tep-
ThI Kanau I'puropuil njaBHO packycuin «beremo-
ta». CHIDKeHne 00pasa 3TOro KeHNXa MPOUCXOAUT
yepe3 HaJlelleHue ero pabie3naHCKUMH YepTaMu,
OTCHUIAIONIMMH HAaC BHOBH K KapHABAIBHOU CTH-
XU HApOJHOro cMexa. bsiuke — oOnagarens phix-
JIOTO JKHMBOTa — XBAacTaeTCsl MEepell CONEPHUKAMU
OOTaThIPCKAM aNMEeTHTOM. XYJIUTAaHCKUE BBIXOAKH
Karpana pazsenumnBaioT B bsiuke u conosws, OTChI-
JaIero Hac K KyIneTypHOMYy Mudy ¢
N.1Mlakupossim. M.KamiamnoB co3HarenbHO U Mac-
TEPCKH KOMHUPYET H3BECTHBIE BCEM IKECTHI TIPO-
CJIaBJICHHOTO TEBIA, YTOOBI BU3YaJIM3UPOBATh 3Ty
napaiens. OgHako 3ToMy reporo T.MuHHyIUIMHA
HEBEJIOM JyXOBHBIM NOTEHLIMAJ UCIOJIHAEMBIX I1e-
CEH.

O MHOroM pacckasajl U TaHel I'epOeB: TaHEIl
Karpama MakcUMallbHO WHAWBHIYalIU3UPOBAH:
MMOAYCPKUBACT €T0 ABAHTIOPHYIO HaTypy, bsake
MBITACTCS] UCIIOMHUTD KPSIICHCKYIO TaHIICBATHHYIO
MapTUIO XKEHUXA, OJHAKO BBITJISAUT IPU 3TOM He-
YKJTIO)KE, KaK CJIOH B TIOCYAHOM JIaBKE, BO MHOTOM
OTIPaBIIbIBAs B )KECTAX U JIBIXKECHUSIX CBOEC POJOBOE
npo3puile «beremor», Torma kak Mukym (Pawuns
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[[TamcyapoB) mBITAETCS, TPEOIOJIEB POOOCTH H
CTECHEHHE, UCIOIHUTH [10JI00ME MApHOTO TaHIA.

KynpMmuHaIueit crekTakis CTaHOBUTCS CIIEHA
6bIKYNA HEBECTHI. [ pUropril CO3HATENHHO 3aJIOMUII
HEMMOBEPHYIO CYMMY, YTOOBI OOHaXHTh YEIOBe-
YecKylo Npupoay XeHuxoB. B konnenuuio XKa-
rpama B 3TOW CIIEHE CO3JaTely CIEeKTaKis J100aB-
JISIOT HOBYIO TPaHb, CBOMMH KOPHSIMH YXOJSIIYIO
B KyJbTOBBIN (uiibM «KaBka3ckas TUIEHHHLIAY: Te-
POIi-aBaHTIOPUCT MPOTHUBOIIOCTABISET O — 3a-
kou. Xarpam mpeniaraeT OTAAaTh HEBECTY B Kpe-
JIIT, B UTIOTEeKy. Tak naeT o cebe 3HATh CTHXUS CO-
BPEMEHHOU pevH B IOCTAHOBKE, KOTOPAas HaIleJIeHa
Ha CTHMYJHPOBaHWE 3PHUTEIHCKOTO BOCIPHUATHS,
YTOOBI MPEOOIETh HHEPIHIO J1YOKa. bsdke «Impo-
3peBaeT» B KOHIE CIIEKTAKJISA: BHYTPEHHE TOTOBBIN
3aIIaTHTh OTPOMHBIN KaJIbIM, OH BOJIHYETCS, OTBE-
TUT N1 W30paHHWIA €My B3amMHOCTHIO. Jlormka
NOCTYNKOB MUKyIIa MPOAWKTOBaHA (POIBKIOPHOM
TpaluIUe: OH COOHpaeTcsi TPYAUTHCA NI€Hb W
HOYb, YTOOBI 3apaboTaTh KajbIM, TJABHOE, YTOOBI
Ypuns goxnanack ero. MUKyII BHOBb IIPHU3HAET 3a
co00if BIaCTh TPAIUIUH.

HoBprlii cocTaB akTepoB yAa4yHO BIWJICA B JIaB-
HO CIOXHBIIMiicS aHcamOiab. B wmrpe crapmero
MOKOJIEHUs NPOYMTHIBAETCSI HE TOJBKO MAacTepcT-
BO, a JUYHOCTHOE OTHOIIEHHE KaXKIOr0 K TOMY,
YTO WTPaeT W 4Ybe IMPOU3BEACHUE M TOCTAHOBKY
npoxuBaeT Ha cueHe. CIEKTakib MIepO «IpH-
MIpaBIieH» 3aUTPBIBAHUEM CO 3PUTENEM, MY3bIKaH-
TaMH, YTO TIOJOTPEBaeT WHTEpeC K CIIeHaM, 3a-
CTaBIJIAA TMO-HOBOMY B3IJISIHYTh Ha XPECTOMATHH-
Hble 00pa3bl. O6pa3 «bI30bD» AaBHO CTall BUBUTHOM
KapTOYKOHW MOCTaHOBKH, MpeBpaTusiueiicsa B JJOM
KPSIICHCKOHN KyJbTYPBI.

Pesynbratom coppyxecrBa T.MuHHyJIMHA U
M.CanumikaHOBa CTanu W JAPYrHe SpKHe, HO, K
CO’KaJICHWIO, CETOAHS HE COXPAaHHUBIIHECS B pemnep-
Tyape TeaTpa crekTakiu («MuIoymoHeH TyraH
keHe» («JleHp poxnenus Munsymmy) (1968),
«lycmap  xplenmran  xkupme»  («/pykeckwmii
pasroBop»; AOpyroe Ha3zBaHue — «YepTOB TOCT»)
(1977), «Monmsl Gep bip» («Y COBECTH BapuaH-
ToB HeT») (1981), «dumadpysra aypt xusy» («Ye-
TeIpe xkeHuxa Jdunadpys») (1972), «Kankaii yibr
BoxTusip» («baxtusip Kankaes») (1974)).

Criekrakns KazaHckoro tatapckoro rocynap-
CTBEHHOTO TeaTrpa IOHOTO 3pHUTENsl HWMEHHU
I''KapueBa «Hwure3 tanuraper»y («Kamaum ¢ynma-
MEHTa», Apyroe Ha3BaHue — «OTuuil JOM») (PexK.
P.AfOTIOB) TIO3BOJIMJT 3PUTENIO COBEPIIUTH ITyTE-
LIECTBHE K MCTOKaM TBopuecTBa T.MuHHYIUIMHA.
Komenus Obuta Hammcana B 1967 romy, B Hauaie
XXI Beka nepepabotana. [lo xaHpy 3TO ceMeiHo-
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OpITOBas KoMmenmus. B Hell packpwIBaroTCs OBIT,
o0ObIuau, CEMEHHBIC OTHOIICHUS IMOTOMKOB pojia
cTapuka Axmanuinaxa. Bonpocsl HpaBCTBEHHOCTH
B IIb€CE BBIXOJAT Ha MeEpBbIM MiaH. B npoussese-
HUHU TaTapCKOro ApaMarypra yTBEPKAAETCsl HEKUI
HaApOJHBIA STHUYECKUH KaHOH, HO 0€3 peJIMruo3HO-
o coaepkaHWs, 4YTO OBUIO B JyXe DIIOXU.
T.MuHHYUIMH 00ECNOKOEH OcialieHHeM pPOJICT-
BEHHBIX CBs3el. KpuTuku B cBOE BpeMsl OTMEUallH,
YTO Theca HaIKMCaHa MOJEMHYHO, CKBO3b MPU3MY
HapomHoro B3mgma. TydhaH MUHHYJUIMH OITHCHI-
BacT ABJICHHA, 10 00JIM 3HAKOMBIE U MOHSTHBIE €0
coBpemeHHukaM. [Ibeca 00 oTne-hbpoHTOBHKE, He-
KOTJIa BO3TJIABIISBINIEM KOJIX03, KOTOPBIA «BBHIBEI
CBOMX YEThIpeX CHIHOBEH Ha OOJBIIYIO JOPOTY
xkuzam» [7: 178; 8: 414; 9: 81]. dpamarypr pas-
MBIIUSIET O MPHUPO/JIE YyBCTBA JIFOOBH K POAHMHE U
pomutensM. OTBedaeT mNpoOIeMaTHKE W CIIEHO-
rpadus CIEKTaKIIs: CEIbCKUHA JOM, B MPOCTPAHCT-
BE KOTOPOTO BBIJICIICHBI OCTATKU (PYHJIAMEHTa, OK-
Ha, a TaK)Ke 10JOHEBBIN call.

Mynpsiii crapuk ['apudymna ycrpanBaeT «dk-
3aMEH» JUIsi CBOMX CBIHOBEH, 4TOOBI yOEAUTHCS B
HaJe)KHOCTH HOBOTO TTOKOJIEHHS poja AXMaauiia-
Xa. HpOBaJI KOMMYHUKAIIUN B CEMbBEC BU3YyaJIU3UPO-
BaH 4epe3 3MU30/bI CCOp MEXIy OJIM3KHUMH, MpU-
Mepbl UTHOPUPOBAHUS TIPUHIIUIIOB HAPOHOU ITH-
KH, YTpaThl pOJHOTO s3bIKa. BTropas pemakius Ko-
Meauu BoOpana B ceds ocTpble IpoOJIeMbl HalIeH
COBPEMEHHOCTH: 3aKPBITHE CEIbCKUX IIKOI, MpH-
CHOCOOJIEHYECTBO M Kaphepu3M, BO3BEIECHHBIE B
NPUHOUIT KWU3HHU, JIMOEMCPUC U PaBHOAYHIUC.
JpamMaTypr melTaeTcsi 10CTy4aTbcs J0 cepJiel] Bcex
BBIXOJIIIEB W3 Cela, JIETKO MOPBAaBIIMX CO CBOSH
«ynoBuHOW». T.MUHHYUIMH pa3MbIIUIIET O
JMYHOM OTBETCTBEHHOCTH KaXJOro 3a TO, 4YTO
IIPOUCXOANT Ha POJTHOM 3eMIIe.

B mepBom BapmaHTe mbechl OONBIIYIO HATPy3-
Ky HecyT o0pa3 doma U cada, TAe Kaxaas si0IoHs
OJIUIIETBOPSET OJIHOTO W3 CHIHOBEH. B TaTapckom
(hompkOpe SIOMOHS HECET POIOBYIO CEMAHTHKY.
Bor mowemy cam akT pa3mayd OTIOM SI0JIOK U3
KeMKH MpuoOpeTacT CHMBOJMYECKHH CMBICT. B
ATOM KECTe — CTPEMIIEHHE OTIIa HAJAIUTh CBS3b C
CBIHOBBSIMH. Tak BH3yanm3upyeTcs mapajuieib s20-
JI0HU / cbIHOGbA. I'1aBa ceMbH X04eT MOHSATb, «3/10-
POBBIE JIM IJIOABI y €ro poAoBoro nepesa». OnuH
13 KaMHel QyHIaMeHTa poIOBOTO THE3/a HaJels-
€TCs CEMaHTHUKOW POJOBOTO oxca / mpona. Tak
JnoOMBaeTCs ApaMaTypr cakpalu3alul OT4ero Jo-
Ma. Ha 310 HameneHna w nereHaa o0 OCHOBaTele
porna, KoTopas mepesaeTcss OT MOKOJIEHUS K TOKO-
JICHUIO.
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Baxnyro ponb B KOMeIUH MPHOOPETAIOT 3IIH-
30/IbI, TI€ JIe]] YUYUT BHYKa MECHSIM CBOETO JETCTBA.
3nech HamedaeTcsl KOHPIIMKT MEXIy LEHHOCTIMU
TPaJAMLMOHHOTO YKIaJla U CYETJIMBOM COBpEMEH-
HOCTH, noguuHstoecs Mmoae. T.MUHHYJUIMH aK-
HEeHTUpyeT BHUMaHue Ha ToM, uTo Dnopun (['yms-
Ha3 SIKymoBa) C Y/JIOBOJBCTBHEM YYUT CTapble
Mmakmaku W COYMHSIET COBPEMCHHBIC HA CTapbIil
nan. PeOCHOK HCIBITHIBAET OTPOMHOE YJIOBOJIBCT-
BHE OT OOIIEHHS C JIEJOM, JKIET OT HEro HOBBIX
CKa30K M pHUOayTOK.

HaponHbie mecHM Ciy)aT CO3TaHHIO OCOOOM
MO3TUYECKOH aTMoc(hepbl B KOMEAWH, a TaKkKe
PacKpBIBAIOT BHYTPEHHUH MHP TePOEB, YTIIyOISIOT
MpoOJIeMaTHKy TheChl. M3 MHOMXECTBa HApPOIHBIX
MIECEH aBTOP BBHIOMPACT TE€, KOTOPBIC MOIyYaT OT-
KIMK B Jyuie 3purened. brmarogapss HapoaHbIM
TIECHSIM, BBIpAcTaeT MapajuleNb: Oaianap — man
yblObIKIapbl (IeTH — BETBU KYCTHCTOW HBBI), KOW.
bananapvl — o (ITEHIBI — THE310). TEeKCT Mbechl
IIeIpO MPUTIPaBIeH HAPOAHBIM FOMOPOM M IpHOa-
YTKaMH.

Bo BTOpOI#i penakuun KoMeauu Kpyr merado-
PUYECKHAX W CHMBOJIMYECKHX 00pa3oB paciivpsier-
cs. YKe B TIEPBOM CIICHE TOSIBIICTCS 00pa3 meu-
Ka, KOTOPBIM OKa3ajcs HE MO IJICYY CHIHOBBSIM.
Marepu mo miedy rpy3 mpoOiieM KaKioro, B ee
OOJIBITIOM CepAre MTOCTATOYHO JIOOBH, YTOOBI CO-
TPEeTh KKJIOTO U3 WICHOB CEMBbHU, IIOMOYb OTCTY-
nuBLemMycs. [ns ycunenus: TaHHOTO CMbICia apa-
MaTypr npuderaetr K IprueMy «TOBOPSIIET0» HMe-
Hu: [emwkuhan («uBeryias BCEICHHAS»). DHIKE
KamanueBoii yganoch co3/aTh Ha CIICHE HEOOBIK-
HOBEHHO TPOTaTeNbHBIH 00pa3 Cynmpyru: MyIpoH,
TEpIEeNUBOM, MOKIAJUCTON, HO B 3KCTPEMaJIbHOU
CUTyallMl JAlollel OTHOp CTPONTHUBOMY MYXKY.
AHTHTE32 20p00 — OepesHs TUIABHO TIEPETeKaeT B
MIPOTUBOIIOCTABICHUE 1oaa U cospemernnocmu. I'a-
pudyiia cTpor He TOJILKO K CHIHOBBSIM, HO M K
cHOoXaM. MacTepcTBO apamarypra MposBUIOCH B
tunmzanuy. H.CaduHy ymagoch BOILIOTHTH Ha
crieHe 00pa3 MyJIporo CTapuka — Ul a2acvl — SIPKOE
BOIUIOIICHUE TaTapCKOTO HAI[MOHAIBHOTO Xapak-
Tepa. Bes mbeca 3ByddT 070U MpEeAaHHBIM CYIpPY-
ram.

3puTenu HEBOJIBLHO HAYMHAIOT BIUISIBIBATHCS B
CEMbH CBIHOBEH, (PMKCHUPYsT U3MEHEHHUS B XapaKTe-
pe B3aMMOOTHOIIEHUH MeXy cynpyramu. B cembe
CTapIero ChIHA €Ile IMApUT AyX MaTpHapXalbHBIX
OTHOIICHUH, TOTa KaK B CEMbE CPEIHEro ChIHA
MOTOAY OIpeAenseT cynpyra. BHOBp IpamaTypr
npuberaeT ISl XapaKTePUCTUKH TEPCOHAKEH K
npueMy «ropopsuiero uMenm»: Xamut (M.Kama-
JIMEB) — «IOCTOWHBIA TOXBAJIbI, 3HAMEHHTHIH, TIPO-
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cnaBieHHbIH» (MuHHCTp) M ['y3amms (X.Cynra-
TyJulnHa) — «KpacuBas». Cynpyrd B oOuIeHUH
BEXJIMBBI, BHUMATEJIBHBI JPYT K APYTY. Y cTapiiei
HEBECTKHU CJIOXKMIIMCH 10OpbIe OTHOIIEHUS C POAU-
TeNSIMHA MyXa. ['y3anms ¢ yJOBOJIBCTBHEM XJIOIO-
4YeT MO JOMY, yJa)XMBAaeT BO3HHUKAIOIIME CIOPHI.
X.CyHraTyJUIMHOH yJIanoch co3aaTh 00pa3 «yHraH
KHJIEH» («PacTOPOITHON HEBECTKM»).

O6pa3 nesectkun Papauu (JI.Huzamumera) mo-
JAy4uwics TOAYEPKHYTO KapuKaTypHeM. JKeHa
cpenHero ChlHa XaHHu(a TATOTUTCS MpeOBIBaHUEM
B CEIBCKOM JOME, HE YMEeT BhICTpamBaTh OTHO-
LICHUS C OKPY’KAIOIIUMH, OTJIMYACTCS CBAPIIUBBIM,
OoOMIYMBBIM, Kanpu3HbIM HpaBoM. Ee pemimku
CBUJCTEIBCTBYIOT O pPAacyeTIMBOCTH, JTOU3ME,
ropasiHe. Ha uHauBuayanu3Mm ee XxapakTepa yka-
3bIBACT M UMS TEPOMHU: «CANHCTBEHHAs, 0JHa». Ee
Myx XaHud pabotaer mpokypopom. Jlpamarypr
yAA4HO TOA00pasl STOMY TEpOI0 UMS: IIOOSIIUIA
MpaBay, UCTHHY.

Orenl ymnpekaeT CTaplIuX ChIHOBEH B pPaBHO-
OymUA K Tpock0aM 3emiiikoB. OH HCHBITHIBAET
OrpOMHOE OOJIerdyeHue, KOTJa y3HAaeT, 4TO Cpel-
HHAW CHIH CTPOMT KOTTEK B KpeauT. B memom 06-
pa3 ceMbH CPEIHEr0 ChlHA B HOBOM BEpCHU KOMe-
JUU TIOJY4HUJICS. KpailHe NMPOTUBOPEUYUBBIM. Y 3pu-
TeNsl BO3HUKAET BOIPOC, KoMy o00s3aH Dropua
CBOUM  IIPEKpPAaCHbIM  BOCIHUTAHHEM:  OTIY-
MOAKAOTYYHUKY WM PacUeTINBON MaTrepu?

Bo B3anMOOTHOLIEHUSAX C MIIAJIIUMH CHIHOBb-
SMHU PACKPBIBACTCS J[paMa OTLA, TSDKEIO IMEepexu-
BAIOIIEr0 HeyJnauu ChlHOBeH. Ero cepaue paspsl-
BaeTcs OoT 00aM M 00MALI Ha XalMIa-aJIKOrOJIMKA
(M.Huzamues). U3 pemmuk ero mo0uMON AEBYIIIKU
Capun 3puTens y3HaeT O MPUIHHAX IPaMbl Teposi:
cTpamrHast 00JIe3Hb, IPUOOPETEHHAS B TOMBI CITYXK-
Obl Ha BpEeOHOM JJsl 3/0pOBbs JIOAEH OOBEKTE,
JUIIWIA €ro MOKOosS U oOpexyia Ha OJUHOYECTBO.
Xanui paccTaicsi ¢ JOMMOH, Tak Kak HE XOTell
oMpayarts ee cyiecrsoBanue. Korna-to oH medran
OCTaThCsl Ha POJAMHE, a OTel YOeIWs €ro yexarTb.
[Monna apamaTu3ma ciiena, kornaa ["apudysia npo-
CHUT Y CBIHa IPOIIEHNE U yrOBapUBaeT OCTaThCs B
POIUTENBECKOM JIOME, YTOOBI COO0IIA CIIPAaBUTHCS C
HecyacTheM. llepenada u3 pyk B pyku miobemetiku
MOJIHA TITyOOKOTO CMBICIIA.

lapudymna xputukyer wmiiaamero Xajauma,
YCIIEIIHOTO XUPYPTa, 3a TO, YTO OH HE CIEUIUT 00-
3aBOANTHCA CeMbeH W m3Myunia oxuganuem Ca-
puto (I'.AbutoBa). Konnenuus obpaza miamero
ChlHA TaKXKe ILEJIMKOM OTBEYAET «TOBOPSIIEMY
HMEHU» MEePCOHAXa: «TEPIEUBbIF, BHIHOCIUBbIN;
MSTKHMA, TOOPBIA, CKPOMHBI». XaJluM HCIBITHIBA-
€T HEJIOBKOCTh, 4TO BitoOmics B Capuio, 3a KOTO-
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poit korma-to yxaxubayi Xanuia. OH TporateyibHO
3a00THTCS O OpaTe, POUTENSX, TFOOUMOIA.

CueHsl llela U BHYKa, MOXalyH, Jy4line B
CIIEKTaKJIe: TporaTeIbHbIe W camble TIyOOKHe I10
WCTOJHEHUIO. Jle] mpuiaraeT HEMMOBEPHBIE yCH-
THSL, YTOOBI YXBATUTHCA 32 YCKOJIB3AIOUIYIO U3 PYK
1enb OBITHS: OH HIEJPO JEIUTCS C BHYKOM KHUTEH-
CKMM OITBITOM, B €ro HCIIOBEAW CTOJBKO COKPO-
BEHHBIX MBICIIEH W BBICTpPaJaHHOW O0OJH, YTO Y
3pUTENST HEBOJBHO KOM MOAKATHIBAET K ropiay. I'a-
pUdyIUTa HACTHAXKAAECTCS W JOPOKHUT KAKIOW MH-
HYTOI OOIIEeHHUs C BHYKOM, KOTOPBI OTBEYAET eMy
MpeaHHOH JIF0OOBBIO.

KyneMuHanueir komeauu CTaHOBUTCS MOMEHT,
korjga I'apudysia TOBOpUT ¢ YjeHAMH CEMBU BO
IBOpe, CUJAS Ha KaMHiIX (yHIaMeHTa pOJOBOI
ycanb0bl, BO BpeMsi KOTOPOTO BBIPHCOBBIBAIOTCS
cepbe3nbie TpoosieMbl. T.MUHHYIUIMH KapIuHATb-
HO mepepaboTtan 3Ty cieHy. [pamaTypr BBOAUT
o0pa3 caxe — BaXHBI aTpuOyT UHTEphEpa TaTap-
ckoro goma. IIpoH3WTENBbHON CHIION 001amaroT
BOCIIOMUHaHHUs cTapuka [apudyiibsl 0 TOM, Kak B
JIETCTBE OHM C JKEHOW Ha3bIBAJIM CIIALINX Ha Cake B
cajly CbIHOBEH «HUTEe3 Talapel» («kamMHHU (QyHma-
MEHTa» oTuero jgoma / poxa). Hagex o nponusa-
Ha (UHAJbHAs clieHa creKTakii, xorpa dmopua
COOOIIAeT ey, YTO OTell C OpaThsIMH OTIIPABHIICS
B CaJl YUHUTH cTapoe cakxe. CBHIHOBbS YCIbIIIAIN
npusbiB crapuka [apudymner: «CuH eif canblpra
yilacaH, HUTe3 TallIapeiH Ta3a OynceiH» («Ecmm
HaJyMaellb Tbl CTPOUTH JAOM, IIyCThb KaMHHU €ro
¢dbyHgamMeHTa OyayT KPEelKUME») — M B3SJIM B CBOM
pyK# 3a00Ty 00 oTYeM JOMe.

Cnekrakib «KeHckas crouta» bamkupckoro
rOCy/IapCTBEHHOTO aKaJeMHYECKOTO TeaTpa MMEHU
M.Tapypu OkyHys 3puTensl B MUpP >KEHCTBEHHO-
CTH, YHUCTOTBHI U MaTepuHcTBa. Pexxuccep Unbcyp
Kazaxbaes [10-HOBOMY MIpOYHUTANl npecy
T.MunnyunHa «OHIIOp hom 6a6mmop» («Kobl-
OenbHas») (1984). OTo npousBeneHue apamarypra
B CBOo¢ Bpems ObuTo mocTtaBieHo M.Camumxa-
HoBBEIM Ha citeHe TT'AT nmenu I'.Kamana n 1o cux
MIOp COXpaHsETCsl B IAMATH Y 3pHUTeINeH, Onarogapst
OnmectsamuM  aktepckuM paboram H.MxcanoBo#,
®.AxTamoBoit, A.lalinymummHot [7: 423-424].
bamkupckuil CHeKTakib MOCTABJIEH 10 MOTHBAaM
3HaMEHUTON nbechl. Co3aaTeNnu CEeKTaKIs BHECTH
U3MEHEHMS B COCTaB MEPCOHAXEH, NpEeBpaTUB Ma-
JaTy B POJJIOME B 3€pKajo OOJBIIOr0 MHOTOHA-
uroHanbHOro Mupa Poccun. Pagocte MarepuHcTBa
Bo3Belna Tatapky ['ymeduHy, pycckyro Bamentuny,
Ka3amky AJNTbIHYEY, KUTASHKY W WTAIbIHKY Ha
nneaectan Ero BenuyuecTBa »KeHIIMHBL. B quanorax
MHOTOAETHOM TaTapku C JPYTUMHU MallMEHTaMU
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manathl pacKkpeiBaeTcsi ucTuHa: «Pyka, kagaromas
KousbiOens, npaBuT mupom» (Ilerep ne Bpumec). B
CIIEKTaKJIe UCTIONb30BaHbl ctuxu Mycras Kapuwma,
Annpes [lementheBa, 3ynbdun XanHaHOBOH, Jla-
pucsl AGTyIUTHHOM.

Wzmenenus: kocHynuch U xanpa. 1.KazakOaes
3aMaxHyJIcsl Ha co3/laHue Ha cieHe «KeHckol cro-
nuTel». Kaxnas >xeHcKas MCTOPHS B MPOCTPAHCTBE
neecbl T.MUHHyUIMHA IIpU BCEH CaMOIOCTaTOY-
HOCTH JUIS PEKUCCEPA UTPAET BAXKHYIO JApamaryp-
THYECKYIO POJIb W TIpPEeBpallaeT MO3anKy cyaed B
LeJTOCTHOE ABNeHNe. MHTepec Momooro pexucce-
pa K CIONTE MOTHBHPOBAH €ro >KEJIaHHEM BOILIO-
TUTHh Ha CIIeHEe pa3HOXapaKTepHble 00pa3bl, Mpej-
CTaBUTh KaJeWJOCKoI cyned, 1aTh OBITOBBIC clie-
HbI, WCIOJIB30BaTh TEeMOPOBOE MHOrooOpasue.
CriekTakiib O JKEHIIWHE, KEHCKOW J0Je, MeuTe, a
camoe TJIaBHOE — O MaTEPHHCKOM CUACThe.

BricTpauBas CTpyKTYpHO MOJENIL CIOUTHI,
N.KazakbaeB mpubmmkaer 3purens K Mudoioru-
YecKOMy TOHUMaHHWi0 MatepuHcTBa. Co3nmarenn
CHEKTaKJIsI COOTHOCST AEUCTBUTENBHOCTh C €lH-
HBIM MH(]OJIOTHUECKUM HHBAPUAHTOM: XH3Hb —
cMepTh — Bockpecenue (ooHoBnenue) (F0.Jlotman)
[10]. DTo mocruraercs U yepe3 KpacouyHoe 0PopM-
JICHWE CHEHBl B AHTUYHOM CTHJE (XyIOXKHHK
A.HectepoB), 4yBCTBEHHOE ILIACTHYECKOE pellie-
HHEe U Xopeorpadwuto (banetmeiictep C.Ackaposa),
My3bIKY (Kommo3uTtop U.Sxun).

Hcropudecku cronTa pa3BUBalIaCh KakK XaHp U3
omepbl n Oameta. s «KeHCKOW CIOMTBD) Xapak-
TEPHO MEIJIEHHOE TOP)KECTBEHHOE Havajo. Mnes
LUKIMYHOCTH 3a/laHa yke B nepBoit cuene. CyTb u
MpeHa3HAYCHUE JKCHIUHBI TepellaHbl C TOMO-
IO TAHLA U MY3bIKH. TYHUKH, C OJTHOM CTOPOHBI,
MIOTYEPKUBAIOT KPACOTY, YUCTOTY U TPALHIO KEH-
IIWHBI, C JIPYTOi — OTCHUIAIOT HAC B MHU(OIIOTHIO,
pOKaasi acCOIMAI C APEBHUMH OOTHHIMH TLIO-
JlopoJidd. YKe B 3TOM ClieHe MNOJYepKHyTa ca-
KpaJbHas pPOjb JKEHIIMHBI B pa3pelieHun OuWHap-
HOHM OMIO3WUITUNH: HebO U 3eMis BO UMS YTBEp-
JKJeHUsT KocMoca B mupe. Ha yTBepxkiaeHue 3toi
uneu paboraer o0pa3 nynoguHwl, MPUOOpPETArOIICH
3HAUCHUE HUmMU JHCU3HU. 3aPOXKIACHUE HOBOM >KM3-
HU CUMBOJU3UPYET YBEMOUHAsL 8emeb, BOCTIPHHH-
MaeMasi Kak MeTadopa MyMOBHHBI, C TOMOLIBIO KO-
TOPOW BBICIINE CHJIBI TPUBS3BIBAIOT 4YeJIOBEKa K
MayTHHE XU3HU. YTOOBI IOCTHYD BBICIIEE TpEAHA-
3HA4YCHHUE JKEHIIWHBI, 3pUTENb HaONIONaeT 3a ee
JKU3HBIO, COCTOSIIIEH M3 TPEX CTaAM: 0e8ouKka —
Hegecma — mams. CakpallbHOCTh CTaTyca Mare-
pUHCTBAa TOAYEPKHYTa dYepe3 ITyNMOBHHY, TpaHC-
¢dopmupytoniytocss B 006pas3bl IpyAHOTO MOJOKa H
MJIAJICHIIA B KOJIBIOCTTH — ysemKa iioosu.
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Baner cmeHsieTcs OBITOBBIMH ClIeHAMH B OOJIb-
HUIIE, U 3PUTENb OTPY>KACTCS B CTUXUIO KEHCKUX
pa3roBopoB, HaOMONas Kajeimockon cyned. Cme-
Ha XPOHOTOTA HAXOIWUT OTpPaK€HHE B KOCTIOMAX:
TepOMHHM TIEPEO0JIEBAIOTCS B XallaThl B MEJIKWH IIBeE-
Touek. CTpacTh K CaMOBBIPaXKEHHIO U 31ECh JIACT O
ceOe 3HaTh: KaXKJas U3 KSHIIWH Ha CBOW JIaj 3aBsi-
3BIBa€T KOCHIHKY Ha TojoBe. B 1eHTpe — MHOro-
JeTHas MaTh 1mo uMmeHu [ymeduna. pamarypr
npuOeraeT BHOBb K IPUEMY «TOBOPSIIIETO UMEHI»:
«uBeTHUK». ITo Mepe pa3BUTHS JACHUCTBUS T€POUHS
npeBpalaeTcsi B CAMBOJI MaTeprHCTBa. ['yibhuHa
HIEIPO ACTUTCS C MOJIOABIMU KUTEHCKUM OIIBITOM,
YCIOKanBaeT, HACTABIISET, HANIPABISET W 3allUIIIa-
eT. AKTpucaM yJaloch CO3/aTh SIPKHE, TeMIepa-
MEHTHBIC 00pa3bl MOJIOJBIX MaTepel, B3BOJITHOBAH-
HBIX MEepeKUBaHUEM MaTepuHcTBa. KonpibenbHble,
3ByUalllieé Ha Pa3HBIX S3BIKAX, IPUIAIOT KOMEIUN
TUPU3M.

AnTtunojgoMm ['ynb(UHBI B CIIEKTaKIe CTaHO-
Burcsa Junemma (I".Kazak6aeBa), ¢ 00pa3zoM KoTO-
poii mony4aeT pa3BUTHE TéMa CHpPOTCTBa. JleByI-
Ka pelia OCTaBUTh CBOETO peOCHKa B POAIOME,
TaKk KaKk HE TOTOBAa C MYyXeM HECTH OTBETCTBEH-
HOCTH 3a pebenka. Tak poxkgaeTcss B mbece obpas
MaTepU-KyKymiku. Jluaemma mpuiaracT HEUMO-
BEpHBIE YCWIJIHSA, YTOOBI 3ariylIuTh B ceOe mare-
PUHCKUWA MHCTHUHKT. J[paMaTypr CTpeMHUTCSI BbI-
SIBUTH MEPBONPUYNHY JAHHOT'O MOCTYIIKa MOJIOI0M
JKeHIMUHBL. McTokn Tparmueckoro BbeiOOpa Jlu-
JIeMMBI ClieJlyeT HUCKaTh B €€ poJiHOW cembe. [le-
BOYKa BBIPOCIIA B HETIOJIHOM CEMbE U BCET/Ia UCTIBI-
ThIBaa Ae()UIUT MATEPHHCKOW JIOOBHM M HEKHO-
ctu. Beiiins 3amyx, Junemma U3 Orus mnomnajia B
MOJIBIMA: CBEKPOBB, OCJEMJICHHAs MaTePHHCKOMN
PEBHOCTBIO, BO3HEHABU/IEIA HEBECTKY. Tak UCTIO-
BOJIb TIOJIBOJIUT JIpaMaTypr 3pUTeNieil K MOHHMAa-
HUIO TOTO, YTO MAaTEPHUHCTBO — 3TO HE TOJBKO pa-
JIOCTh, HO ¥ OTPOMHBIA TPYyJ IO BOCIUTAHHIO JIe-
teit. Kak BepHO moameTun A.AXManyliuH, KoJbl-
OenvbHas necHss BBIpAcTaeT B  IPOU3BENCHUHU
T.MunHymMHa 10 ypoBHS MeTadopbl, CHMBOJIHN-
3UpYIOIIEN HENMpexoAdline LEHHOCTH HapOJHOU
HPaBCTBEHHOCTH, HEPA3PhIBHO CBI3aHHOW C YyKIIa-
JIOM KHU3HU Hapoja [7: 424].

CriekTakiib OAIIKUPCKOrO TeaTpa MpeBPaTHIICT
B HACTOSIIYIO CIOMTY, KOTOpasi BOCIIEBAET BEYHBIC
JIOCTOMHCTBA JKEHIWH: MaTEpHUHCTBO, HEKHOCTB,
KpacoTy. @uHanbHas CIieHa BCENsSeT B 3pUTeNs Ha-
JIeKy Ha COXpaHEHHE KOCMOCa B MUpE: B POJIZIOM
K AJITBIHUEY MTPHE3KAET OTel] ee peOeHKa.

O HampaBICHUU TBOPYECKUX U TyXOBHBEIX TIO-
HCKOB BEJIIMKOTO TaTapCKOro JapamaTypra CBUJE-
TeNbCTBYET ero mbeca «Mymmay (2006), koropas
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npusiiekia BHuManue TI'AT umenu I'.Kamana u
Mensenunckoro tearpa. [IpousBeaeHue HamnucaHo
T.MUHHYJUIMHBIM B PYCJI€ TBOPUYECKHX 3KCIEPU-
MEHTOB Ha HHMBE «HOBOM JIpaMbl», IPOHU3AHHON HE
CTOJIbKO HOBOW COIMALHOCTBIO, CKOJBKO JTYXOM
HaJPLIBHON Oe3HanekHOCTH. OTCTYNUB OT TpPaH-
LUN «JIEpPEBEHIINKOBY, ApaMarypr B «Myie» He
BOCIIEBAET «KOJIBIOENTHh TaTapCKOTO Hapoaa», a
MpaBIUBO, HO MPU ITOM HE CTyIIas Kpacok, CKY-
IIBIMA Ma3KaMHU PUCYET IOPTPET 3a0pOIIEeHHON Ta-
Tapckoit JiepeBHU. OUEBUIHO CTPEMIICHHE aBTOpa
n300pakath JCHCTBUTEIBHOCTh KaK TaKOBYIO.
Bpocaercs B riasa uHTepec apamaTrypra K Mapru-
HallbHOMY Teporo. T.MUHHYJIUH OCBauBaeT HOBYIO
JUTsI ce0sT TEXHOJIOTHIO0 «HOBOM JIPaMbD».

B xauecTBe «reposi HalIEro BPEMEHU» BBICTY-
MaeT MOJIOION MYJUIa-CUPOTAa MPH KUBBIX POJIUTE-
JSIX — INpUMeTa COBPEeMEHHOCTH. CHOXKET Ibechl
pa3BHUBAaETCA IO 3aKOHaM «HOBOW Jpambl». Bot
nouemy T.MUHHYIIUH HE CTPEMUTCSI OTBETUThH HA
BOIIPOC, «MOMKET JIM HOBBIA TEpOH dUYTO-HUOYIH
clenath ¢ MHPOM». ABTOp TOATaIKWBAaET HAC K
Pa3MBIIIUICHUSM, HYKHO JIU YTO-TO AENaTh C ATUM
MHPOM, KAaKOM HIMEHHO MOCTYIOK JJIsl 3TOr0 TOTOB
COBEPIIUTh «TEPO HAIIETO BPEMEHW». 3PUTETH C
HanpsOKEHUEM CJICUT 3a LENOYKOH COObITHI B
SKU3HU MOJIOJIOTO MYJUIBI, KOTOPBIMA IO MpUIJIamie-
HHIO OM3HECMEHa Ipue3kacT padboTaTh B MEUETh B
€ro poJHOM ceJie, TNI€ Aerpaialys JOCTUTIIA HEBH-
naHHOU cuuibl. Ilpuesn, 3HAKOMCTBO C OOIIMHOWM-
MaxaJulel, cBepx3ajada, MoCTaBJIeHHAs OM3HeCMe-
Hom Camat aOblii, U TPYAHOCTH €€ peah3aIlii.
OpHako coObITUITHASL pamMa MPOU3BEICHUS BMEIlla-
eT B ce0sl He TOJBKO COBpeMEHHOCTh. J[pamarypr,
Hccaenays TyOWHHBIE TPUYMHBI KpU3UCa JCPEBHU
— TaTapcKoi JiepeBHH, OpocaeT B30p B TIyOb UCTO-
pUM — MEPUOJ KOJUICKTUBU3AIMU U CTAaTUHCKUX
penpeccuil. T.MUHHYJIJIMH UIIET UCTOKU KPHU3HCA,
OXBATHBIIIETO TaTapCKyl JEPEBHIO, KOTOPYIO
cynp0a HUKorAa He OanmoBana. M3 Beka B Bek Oe-
pesHs cTpajiajla OT HEYpOKaeB, HENOrojbl, HEMo-
MEpHBIX HAJIOTOB W 3aiiMOB, OJIHAKO BBDKHBAJA,
Osarozapsi U3BEUHOMY TPY/IOJIIOOUIO KUTEICH, OT-
JTUYAIOIINXCS JyXOBHBIM 3J0POBBEM.

Kaptuna coBpeMmeHHocTH, siBieHHas B «Myi-
7Ie», MIOKUPYET TaTapCKOTO 3PUTENs, HE UCKYIIICH-
HOTO B OOJBIIMHCTBE CBOEM B TEOPUU «HOBOU
JIpaMbl», a MMOTOMY HCHBITBIBAIOLIEIO 3aKOHOMEp-
HyI0 TIOTpeOHOCTh B cBeTe B KOHIE TyHHENS [11].
OTH uyyBcTBa yCyryOusieT W cueHorpadus Crek-
Takig Men3enmHCcKoro Teatpa.  OdopmicHue
CrieKTaKyIg XymaoXHUKOM C.CKOMOpPOXOBBIM, Kak
BepHO moameTun P.AXMeToB, «IaKOHHUYHOE, 3a-
ocTpeHHoe, cypoBoe» [12]. KoMmo3uuuoHHBIM
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[EHTPOM CTAaHOBWTCS JOpOTa, BeayIas u3 JgoMa B
MeueTb. Bce, KTO cXOmdT ¢ 3TOi 10poru, Norpy-
KAIOTCI B MeTaOpUUYECKYIO «TBMY», COTPSIKEH-
HYIO ¢ «Oxyxnmanuem». Jlume B momMe M MedeTH
TOPUT «CBET», KOTOPBIM HaJenseTcsl B MPOCTPaH-
CTBE Mbechl MeTagopuyeckoil KoHHOTanuen. He-
YCTPOCHHOCTH CEJIbCKON JKM3HHU MOTYEPKHYTa Ye-
pe3 perieTyaThiii 3a00p, KOTOPBIA CO37aeT WILTIO-
3HI0 «KJIETYIIKWY. Tak peanu3yeTcs 3aMbIcel apa-
MaTypra TIOKa3aTh  MaprUHAIBHBIX  T€POEeB-
COBPEMEHHHKOB, 3arHaHHBIX KU3HEHHBIMH 00-
CTOATENBCTBAMHU B YTOJI, 3aTOH JJIS1 CKOTa (BCTIOM-
HUTE perunKu Baamaxmera 00 OCKOTHHUBIIHMXCS
OIHOCeTbUaHaX, He JOCTOWHBIX CIIACEHWs, W JKa-
7m00BI MOJIOZIOTO MYJUTHI). B co3manuu obpasa ne-
PEBHH TOCMOJACTBYIOT MpadHBIE Cepble TOHA. 3BY-
KOBOE Hauajo JIOMOJHAET CO3JaHHe aHTHUHUeala:
BOH co0ak, 3ByKH OPTaHHOW MY3BIKH, KOTOpPEIE pa-
0OTalT Ha co3JaHHe aTMOC(epbl ANOKAIUIICHCA.
Bcrony 3putens (ukcupyeT cienbl HeyCTPOSHHO-
CTH, HAT/IC HET U CJeJla TOW OCHOBATEIhbHOCTH, KO-
TOpOM W3AaBHA CIABWJINCh TaTapCKHUe JEPEeBHU:
3a0pOILICHHBIE J0Ma, Pa30pUBLIMECS KOJIXO3HI,
pa3pyLIMBIIMICS MOCT.

Camar a0bIif — yCIICITHBINA OM3HECMEH — IhITa-
€TCsl UCKYIIUTh BHHY CBOETO poja INepes poaHOM
nepeBHed. CTPOUT MEUYETh, COIACPKHUT MYJILTY, BOC-
CTaHaBIMBAET MOCT, CTapasiCh 10 MEPe BO3MOXKHO-
CTH pearupoBaThb Ha «3JI0POBBIC» IMOKEIAHHUS OJ-
HocesbuaH. EMy npoTtuBocTouT Banmaxmer — BHYK
PETPECCHPOBAHHOTO MYJUIBI, KOTOPBI BEPHYJICS B
poaHyl0 nepeBHIO, uTOOBI pa3obpaThcsi B cebe.
Huxkakue connanbHble TUXOIEThS HE CMOTJIM B HUX
yOHUTBH MPEeNPUHAMATENLCKYIO, KyIeUeCcKyto, TOp-
TOBYIO TaTapcKyro XWiky. OmgHako o0a OHH Tiy-
0OKO HECYACTIIMBBI, SBISIOTCA YacTblO BBIMOPO-
YEHHOTO TMPOCTPAaHCTBa coBpeMeHHocThu. Camar
a0bIil TSHKENO0 TEepPeXWBAEeT M3-32 TOTO, YTO €ro
MPEIOK Y4acTBOBAN B PA30PEHUH POTHON JAEPEBHU:
B T'OJIbI KOJUIGKTHBH3AIUN CITWJIMII MUHapeT U 00-
peK MyJUTly Ha CKUTaHHA (CChUIKa B MarHuro-
TOpCK). 3a rpexu JEOB OTBEYAIOT TEIEepPh BHYKH.
Henbru, kaprepa He MpUHOCAT eMy pagoctu. Ca-
MaT aOblil UIIET IMTyTH CIACEHHs POJIHOW JIEPEBHU.
OH MeuTaeT BEpHYTh XKHU3HB Cela K BEKOBOMY VK-
Jay, KOrjia X03ssMHOM OOIIMHBI ObLT MYJUIA.

Pycrem Mynnun B obpasze Camara cymen mo-
Ka3aTb JKU3HEHHYIO JI[paMy CBOETO Teposi, Omupa-
SCh Ha Jy4YIIHE JOCTIKCHHS TCHXOJOTHYECKOM
Ipambl. Bce B ero oOmuke HeceT B cebe medaTh
3I0pOBOTO Hadana. TakuxX CTapuKOB pPaHBIIE Ha-
3BIBAIM Ul dedacbl. YBepeHHbIE B cebe, yMyapeH-
HBIE KU3HCHHBIM OIBITOM, OTBETCTBEHHBIE, BJIACT-
HbIe, HE HCIBITHIBAIONINE CTpaxa Mepe] TPYIHO-
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CTSIMHU, CKYIIbI€ Ha CJIOBO, IPEANIOYUTAIOIIHNE CIOBY
JIeN0 — Ha TaKuX JAeprKallach M3JaBHA TaTapckKas
JepeBHs. ABTOpPCKOE OTHOIIEHHE Jaer o cebe
3HaTh B TOBOPSIIEM HMEHHU: «BOXKIb, BEPXOBHBII
[IpaBUTENb, BEUHBIIN.

BanuaxmeT 13 mopoasl IPUKUMHUCTBIX KPECTh-
SIH, OXOTHBIX /O JIErKOM HakuBbl. T.MUHHYIIUH
HE HA3bIBACT UCTUHHBIX MPHUYWH, odeMy Bammax-
MET BAPYT PEIIN BEPHYTHCS Ha POJUHY MPEAKOB.
OnHako B MOJIHBIX CKPBITOTO JpamaTU3Ma JHUAaJo-
rax repost co ceommu onmoHeHtamu (Camar, Ac-
(haHTUSAP) PACKPHIBACTCS KU3HEHHAS pamMa Teposi:
HACTYIIATENbHBIA XapaKTep €ro >KU3HU ObLI Tpe-
pBaH W3-3a OOWIBI, 3aCJIOHUBIICH €T0 TyXOBHBII
TOPU30HT. BHYK WM3THAHHOTO MYJUIBI BEPHYJICS,
4YTOOBI B3TJIAHYTH B IJIa3a OJHOCEIbYAH, KOTOPHIC
HE 3aCTYIWINCh 33 €ro fela — TJIaBy OOIIWHBI,
YTOOBI TOCMOTPETH, KaK MaH MPOKIATHS €TO POJI-
CTBEHHUKOB Ha TOJOBY T€X, KTO BUHOBEH B KH3-
HEHHON HEYCTPOEHHOCTH M HECUACTBhSAX €ro poja,
BBIPBAHHOTO C KOpHEM M3 poaHoi 3emum. O31100-
JICHHBIM Ha MHUp BanuaxMer OTKpbIBa€T BOJOYHBII
MarasuH U CIIauBaeT U TIYMUTCS HaJl OJTHOCENbYa-
Hamu. X.XaMMaTyJUIMHY YJaJoch IepenaTh BHYT-
peHHEe TPOTHBOPEYMBHIA Xapakrep. Habmromas 3a
pa3BUTHEM CIOKETHOM JMHUM Banuaxmera, Ham
BCIIOMHUJICSI THJIA30BCKUN «ACPEBSIHHBIA MYyJLIa»
Xypmaryimia u3 «Ku3 KeIHrBIpay» («MemHble KO-
noxonbuukn») (1959-1960) (cm. momp.: 12-13).

B nwece Her BocmeBanus pogHoil 3emuu. Ha
AMIUTMOUTHOM YPOBHE B CIIEKTAKJIE ATO 3asBJICHO
4gepe3 BKIFOYCHHE B MPOCTPAHCTBO MBECH TYKaeB-
ckoro cruxotBopeHus «llap at», rae axTyanusu-
pyercs o0pa3 OpOTH, MOTHB Pa3iyKH C POJUHOM.
Orto Haxoaka pexwuccepa lammpa CamepxaHoBa,
HalleJICHHasT Ha YCWICHHE CTWJINCTUKH «HOBOM
JIpaMbl»: HPOHUYHOE OCMBICICHUE «U3BECTHBIX
cro)keToBy». CTHUXOTBOPEHUE YHUTAET CIUBIIUKCA
banpernaun, He cyMeBIIMI PACHOPSIAMTHCS TapOM
apructa. Ocrajncs HepeaJu30BaHHBIM B CIIEKTAKIIE
MOTEHIIMA HapoaHoW mnecHu «l'epmaH Keey
(«I'epmanckas mecHs»). Tak 3apokgaerca B Mpo-
HU3BEJCHUM Iapajulellb CO 3HAMEHUTOH JApaMoil
A .M.T'opskoro «Ha nue».

Tarapckuii mucarellb MEPEHOCUT Ha COBpe-
MEHHYIO CIIEHY CIOKET PYCCKOIo Kilaccuka. 3pHu-
TEJIb BBEPraeTcs B MyYHHY CHOPa O CYLIHOCTH CO-
BPEMEHHOI'0 4esoBeKka. baapeTauH — coBpemeH-
Helli ByOHOB — Opocaer B ajipec CIMBIIETOCsS OJI-
HOCEJbYaHWHA XJIECTKOE OOBHHEHHE B HECIOC00-
HOCTH W3MEHUTh CBOIO Cynp0y: «babay —
Kabaxam, amay — Xowlapam, y3ey — MU3IKY

(noocmp. nep.': «ed meoii — mep3asey, omey
meotl — 2ao, mvl CAM — 206HO»), YTO TOJIKAET MUH-
HYJUIMHCKOTO AKTepa Ha camoyoOuiicTBo. Crop o
JIMYHOCTHU U COCTpajiaHuu, kak u y A.M.I'opskoro,
TPYIIIAPYETCS BOKPYT TPEX TPYII TEPCOHAKEH:
Camar (Catun), Bannaxmer (Byonos), Achanausp
(JIyka). Akrtepckasi umnocrach baaperanHa moJ-
JIepXKUBaeTca  JieKJaManuell  CTUXOTBOPEHHS
I'"Tykas «lIlapa nomanei, B KOTOPOM IMPOBO3-
TJIalIeHbl IEHHOCTU /MYy2aH U, KOTOpas acCOIMH-
pYETCs CO CBETJION KU3HBIO. Cakpanu3upys pojau-
Hy, TO3T Tmpuleraer K COJSIPHOW CHMBOJIHKE:
«Ce3goH  alipbulblll, TyraHHap! —  KaWCBhI3,
yHramce3 Topy; by Topy, — aiiTepro MeMKUH/ED,
KosimI-aiicel3  Topy» (mep. A.AxmatoBoit: «f ¢
POAHBIMU PA3ITyUHIICS, )KUTh HECHOCHO CTaJl0 MHE,
W o MUITBIM sI CKy4aro, Kak 10 COJIHILY, O JIYHE))
[14]. TykaeBckui TEKCT B CIIEKTaKJI€ OYEHb yJay-
HO BIHCHIBAECTCA B KOHIICIIIUIO CUPOTCTBA B CIIEK-
TaKJe: 4eJIOBEK MpeJCTaBlieH B ofuHOYecTBe. Ka-
JKABIH B MPOCTPAHCTBE MbECHl MOXET MPOU3HECTH
TyKaeBckoe npusHanue: «bap na 6ap, THK OK Ty-
raHHap, MHUH STHM MOHIA, sSTuM»  (Tep.
A.AxmaToBoil: «MHE HENOCTaeT Yero-To HWib s
4yT0-TO ToTepsi1? / Becem Oorat s1, HET nuIb OJIK3-
KHX, CUPOTOH sI HeIHUE ctamy») [14]. Mymma Ac-
(hanaMAp — CUPOTA IIPH KUBBIX POAUTENAX, Bamu-
axmeT n Camar, MoTepsBIINE OTIIOB, HUKAaK HE MO-
TyT HAIyNaTh XXU3HCHHBIH CTEPKEHb, OC30TIIOB-
muHa Hanmma, BHykn MycinuMbl, KOTOPBIX POJH-
TeNH BBICTAN W3 TOpoAa... Mpak BOKpPYT Te€poeB
CTyIIAaeTCsl, KOT/Ia YUCIIO IEPCOHAKEH paciupser-
Cs 3a CUeT BBEICHUS MECTHOTO MYJUIBI, MpeBpa-
TUBIIETO PEJIUTHO3HYI0 TPAaKTUKYy B pPEMecio, a
TaKXe JErpajupyroueil MOJIOJIEkKH, HE 3HAIOIIEH,
Kak cebs peanu3oBaTh (DILOPYC — 3TO TOPHKOB-
ckuil Baceka [lenen) u «mpencraButeneil Biaactu
Ha cene» (KocTeUIeBhI): MUTUITHOHEPA M yOOTOTO
npejcenaTens ceabcoBeTa. Bece oHM mpuTepnenuch
K ITOBCETHEBHOMY Xa0Cy, OCO3HAIOT CBOE Oeccuiine
YTO-INO0 U3MEHUTb.

JlepeBHsl mOKa3aHa B JpaMe Kak COIMaIbHAs
cpena, e AOMUHUPYIOT MYXYHHBI. BBIHYXICH-
HBIE CYIIECTBOBAaTh B MUPE IPyOOCTH, CHIIBI, JKec-
TOKOCTH, JKCHITMHBI HAYMHAIOT BECTH cebsl, Kak
MYKYHMHBI: TPpy0Oe MOBEICHUE, IIMHU3M, HAaXaIbCT-
Bo. Opnako T.MUHHYIMH pa3riasgen 3a 3Tou
«MacKOW» JKEHIINHY, MEUYTAIOIIyI0 O JIF0OBH, cUa-
CTJINBOM CYIIPY’KE€CTBE U MaTepHHCTBE. SIpye Bce-
ro 3Ta MOJOXHUTEIbHAS TUHAMUKA HaOJF0IaeTCs B
obpasze Hamumer (dunapa AxmaroBa). OTBevas Ha
JKECTOKOCTb, TOCTIOACTBYIOIIYIO B MY>KCKOM MHUDE,

' Tlozctp. nep. Ham — M.X.
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OHa BBIOWpaeT HATHCK, MOCKOJIbKY HE 3HAeT, Kak
yTBEpPAUTHCA B corumyme. OHAKO MPU MOSBICHUU
MY’ KUYMHBI-3AIIUTHUKA TPEBPAIIAETCs B «TPEMeT-
HyI0 JaHb». CeMelHass UIUIIJIUS COMPOBOXKIACTCS
JINPUYECKON MEJIOINEN.

Kondmukr Acdanmuspa u Inap0pyca, BHavane
HOCSIIIIUI JTUYHBIA XapakTep, IepepacTaeT B COIH-
aJbHBIA W 3aBepIIaeTCs BBICTPEJIOM B HOYM. B
KOHIIE CIIEKTaKJII «Tepoil Hallero BPEMEHU» BO3-
BpalaeTcs B JAepeBHIO. M3 peruiuk OKpYKaroIIIX
MBI y3HaeM, 9To AchaHausap 3a Mmonroa IpUBIEK
Ha CBOIO CTOPOHY IIMINL JETEU-TIOJAPOCTKOB, a
B3pOCIIbIE MTOKA HE CIEIaT B MEUETh.

3HaYUMOCTH MYJIIBI B )KM3HU CeJa TIOAYEPKHY-
Ta U 4epe3 ohOpMIICHHE MHTEPhEpa €ro KHJIHIIA.
O0pa3 nopora 0003HAaYECH HEYETKO, B €ro JOM I0-
acTh MOKHO oToBcioay. A.M.I'mis30B Beeraa ce-
TOBAJl HA TO, YTO TATAPCKUM ITHUCATENSIM HE yJaeT-
Csl MepelaTh CBET BEPbl B JIMYHOCTU MYJUIbL Jls
Hero oOpa3noM Obu1 00pa3 TarapuHa Anes u3 «3a-
nucok u3 MepTtBoro noma» @.M.JlocToeBckoro
[15]. Cnoxwuncst i 06pa3 mymuiel y T.MunHYLIH-
Ha? Yanock JiM BEIBECTH 3TOT 00pa3 U3 ObITOBOTO
B cakpayibHoe npocTtpaHcTBo? Ilepen Hamu molo-
JIOW YeIOBEK, ONWH pa3 OCTYIHUBIIUNCS, OIHAKO,
Osarozapsi Bepe, BCTaBIIMM HA MyTh MCIIPABJICHUS,
co3uslaHus B cebe M OKPYKAIIUX AYXOBHOCTU. B
€ro auajorax MPHUCYTCTBYET W HaJeXJa, U OTdas-
Hue. B HeM ecTh 370pOoBOE€ Hayalo U BEPHOCTH
npuHOUnaM. Tak, OH OTKa3bIBaeTCs COBEPIIATH
oOpsITOBBIE NTEHCTBHS BO BPEMs MTOXOPOH alIKOTO-
JIUKOB, YTOOBI JPyIrHe 3ayMaJIMCh. [IBH)KEHUS €ro
HETOPOIUIMBBL, & pPeYb OTJIMYACTCS JIaKOHHYHO-
cThI0. OU3NYECKU KPETKUI, TOTOBBIN MOCTOATH 3a
ceba n npyrux. OmHako o0pa3 MyJuIbl B CHEKTaK-
Je, 1a ¥ B Tibece, oueHb ObITOBOW. CIICHBI ¢ HaMa-
30M, YPOKOM PEIMTHO3HON IPaMOTHOCTH B MEYETH
MTOYYIIIINCh Kakue-TO HeyOemuTenbHble. HeyOe-
JUTEJICH Tepoi U B amm301e ¢ yueOnukamu. K co-
JKAJIEHUIO, HE TPOYHUTHIBACTCS B HEM «CBET Be-
pBD»... Xaoc B PENMTHO3HBIX MPEICTABICHUIX CO-
BPEMCEHHHUKOB TIEpEIaH Yepe3 PeIUINKN CaHUTapHO-
ro MyJUlbl O BaxxaOuTax, McroBenu Banmaxmera,
KOTOPBIN BBIYYWII JIUIIH SICUH, a OJTHOCETbUaHE BeE-
pAT, 9TO OH 3HaeT Ham3ycTh KopaH, Tak Kak JoM
€ro IMOJIOH KHHUT Ha apaOCKoM si3bike. B pasroBope
C MOJOIBIM MYJUIOH BHYK PENPECCHPOBAHHOTO
MYJIJIBI TIPU3HAETCA, YTO OH €IIe TOJBKO B CaMOM
Havayie MyTH PEeTUTHO3HOTO 3HaHUsI. DUHAT MHEChI
MEH3EJIMHCKOTO CIIEKTAKIIA MEJIOAPaMaTUYCH: a3aH
yuTaeT Tenepb BHyK Mycnumbl. Bannaxmer, mpe-
oJloJieB 00Ny Ha OJHOCENbYaH, OTAal JaHb yBa-
xenus ayme baapernuna (Pycnan AXMeT3siHOB) U
MIPOYHTAN 3ayTOKOMHYI0 MOJIUTBY. DUHAN OTKPHI-
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TBIH, 3aCTABIIIOMINN 3aJyMaTbCsI H CAMOCTOSTENb-
HO TpeACTaBUTh (OpMYy pelieHus KoHPmukTa. [e-
pPOEB NBECHI TPYJIHO PA3AEIUTH Ha IOJIOKUTEINb-
HBIX W OTPHULATEIBHBIX, BCE OHU OCTYIHUBILIHECH,
BOJICIO MUCTOPHM OTPHHYTHIE OT HCiama, KOTOPBIH
OBLI 17151 TIPEIKOB HE TOJBKO PEITUTUE, HO U 00pa-
30M KM3HH. MHp, chexaBIIUN C ONOp, IpUe BCEro
XapakTepu3yeT NaluTpa HUMEH T'epoeB, KOTOpHIC
YTPATHIIU CBS3b C TEOPKCKOM KyJIbTYpOH, a 3HAUUT,
Y CUCTEMOM LIeHHOocTeH: Dibpopyc, Jlemyp. ..

B neece «Mymna» T.MuHHYJUIMH caenan nep-
BbI€ IIIar B OCBOCHWHM HCIAMCKOW TEMaTHKH, TaK
KaK MOHSUJI, YTO CO3/aTh HAI[MOHAJIBHBIN XapakTep
W THCaTh O Ayl TaTapCKOT0 HapoJa HEBO3MOXKHO,
HE 3Has, YeMy OH MoKJIoHseTcd. Jpamarypr mapo-
BaJI HaM HaJEkKay, ycleB 0003HAYMTh Hampaslie-
HUE JUISl JAIBHEHIINX TyXOBHBIX TOMCKOB.

K coxanenuto, B paMmkax 0JHOM CTaTbU HEBO3-
MOXHO PAacKpBITh CBOeOOpa3zue BCEX MpeACTaB-
JICHHBIX Ha JeKaJe CHEKTakKJIeH (CM. O CHEKTaKJie
«Tem» («Con») (pex. P.3arumymmun) [16]). I'nas-
HBIM HMTOTOM JaHHOTO MEPOIPHATHA, Ha Hall
B3IUISIJ, CTaa BCEHApOaHas JIr000Bb 3pHUTEIIS K Ta-
JIAHTY BEJIMKOIro TaTapckoro apamatrypra. T.Mun-
HYJUTMH OBLT MTOKa3aH pa3HbIM — MPa3AHAYHO IIyT-
JMBBIM M HEBBIHOCHMO TSDKEJBIM, ONHM3KHM HaM,
OCTPO COBPEMEHHBIM, a HWHOIJa U COBEPIIECHHO
qykuM (Tpeiep k dmwipMy «Myiutay). [Iponsse-
JEHUs IpaMaTypra OOBITPBIBAIMCH Pa3HBIMH Teat-
paJIBHBIMH KOJUIEKTHBAMH C IPOTHBOIIOJIOKHBIX
CTOPOH: TPAAWUILMOHHO, MPUBBIYHO M, HAOOOPOT,
HEBEPOSITHO CBEkO. Kaxnplil coekrakip Io-
MIPEKHEMY BBI3BIBAJTI TOPSAYHME CIIOPHI Yy 3pUTENEH.
3a KaXI0l MOCTaHOBKOM CIHBIIIANICA TOJIOC Apama-
Typra-0opia, IUIaMEHHOTO TaTPHUOTa TaTapCKOTo
HapoJa, yrajplBaJICd HEMOBTOPUMBIM mouepk Ty-
(hana MuHHyIHHA.

TearpanpHas nekana — emie OJHO CBHJIETEINb-
CTBO OeccMepTHsl TajJaHTa BEIMKOrO JpaMaTypra.
Tydan MunnynuH cpenn Hac. CBeXecTh BOCHPH-
ATHS €70 MbeC, B KOTOPBIX JKUBET JI0Xa, JOCTUTA-
€TCsl TANHCTBEHHBIMH TEaTPaJIbHBIMHU CPEICTBAMH,
MOPOM — KECTKUM AKTEPCKUM HAIlOpOM, IOPOH —
BOJIHYIOIIIMMH, 3araflodYHbIMU I1ay3aMH, PUTMOM,
WHTOHanue. TeaTpbl MOJAPUIIN 3PUTENIO HACTOS-
mee KyJIbTypHOE CUYacThe IEpeKUBAHUS JIaBHO
3HAKOMOI'O B HOBBIX TPAKTOBKaX M CHMBOJAX.
Hpamarypr obpen OeccMepTHe B CBOMX IPOU3BE-
JEHUSIX, PU3HAHHBIX W JIIOOMMBIX YUTATEISIMH U
3pUTENSIMU, & €r0 KpbulaThle Gpasbl U adOpU3MBI U
CEeTOJHs aKTyaJIbHbI, BBI3bIBAIOT YJIBIOKY, HATAJIKH-
BAalOT Ha Pa3MBIIUICHHUS.
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