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The review notes the combination of different approaches in the analysis of the Tatar theater sce-
nography (cultural-historical, art history), the use of a wide range of sources, and the painstaking work
on the systematization of factual material. In the monograph, the analysis of scenography is presented
as a history of the search and struggle for the renewal of the theater at the turn of the era, unique in its
complexity, characterized by radical contradictions and the struggle of ideas. The review highlights
the significance of the research findings on the national identity of the Tatar theater scenography.
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carnivalization.

Theater  artists,  stage  designers  or
scenographers, are a very special phenomenon to-
day. They collaborate with theatre directors, creat-
ing a spatio-temporal interpretation of the play,
based on a dramatic work. It is the synthesis of the
word-image-acting of actors-music-lighting that is
the overall image of the performance. Art is ex-
tremely multifaceted, it being its distinguishing
feature.

Due to the visual appeal of this art, stage de-
signers always feel the breath of their viewers and
their reaction. They are always in line with artistic
trends, social problems, and cultural policies of the
state, the subject of the federation, and their city
authorities. Often the stage designer’s judgment
about the success or failure of the production is
more accurate than the opinion of a professional
critic.

The relatively recent art terminology, defining
the work of the stage designer, is the evidence of
essential changes in the field of theater art today.

In her study, Rauza Sultanova explores the de-
velopment of the Tatar theater scenography since
its inception, from the beginning of the 20th centu-
ry to the present time. This is an urgent topic for
art history, since the author has no predecessors,
and the theatrical life in Tatarstan is distinguished
by its diversity and rich repertoire. The Tatar peo-
ple’s cultural traditions go back centuries, and Ka-
zan was and still is the cultural center of the Volga
region. The author emphasizes that not only Kazan
theaters have their own audiences, but also a num-
ber of other cities in Tatarstan have theaters with
their loyal viewers.

The monograph includes an appendix of great
documentary and artistic value.

The structure of the book is distinguished by its
logic, thoroughness, and originality. In her study,
R. Sultanova combines the cultural-historical ap-
proach, substantiating periodization, and the proper
art criticism, when analyzing the works of theater
artists. The author’s conclusions on the semantics
of the national worldview, embodied in art, are
theoretically significant.

We note R. Sultanova’s painstaking and thor-
ough work on collecting and attributing research
material. Her monograph is based on the data from
public and private archives, newspaper and journal
publications, and recordings of conversations with
theatrical figures. While studying scenography, she
took on the additional function of finding and often
saving theatrical costumes. She collected and sys-
tematized posters of performances, unique in beau-
ty and originality of the font graphics. Thus, the
comprehensive approach, used in R. Sultanova’s
research, is very important to fully understand the
meaning of theater artists’ activities and the at-
mosphere of theatrical life, to realize the signifi-
cance of theater in the Tatar people’s culture. As
early as in the period of its formation, the Tatar
theater was a truly people’s art. R. Sultanova vivid-
ly recreates the very circumstances of its genesis.

The hall of the first mobile theater troupe
“Sayyar” (1906-1912) was always packed full and
the viewers often provided the necessary props and
costumes. The theater democracy led to a dialogue
with the audience, which has become a hallmark of
the Tatar theater. The outstanding writer-educator
G. Kamal was at its origin, now the theater bears
his name.

The theatrical and decorative style of the per-
formances in this period is characterized by the au-
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thor as domestic naturalism with features of eth-
nography. The author notes that in this type of the-
ater, the actors’ performance was of predominant
importance. It was with the arrival of artist S.
Yakhshibaev, invited by G. Kamal, that the static
condition of the “interior” theater was overcome in
the course of his stationary work. It was then that
the scenery recreated specific scenes and the emo-
tional atmosphere was enhanced by the color and
special lighting added by the artist. According to
the author, the extension of artistic decorative
means, to a certain extent, was due to the influence
of the Russian theater.

It is quite justified that R. Sultanova devotes a
special chapter to the post-revolutionary fifteen
years. During those years, Kazan was the largest
center of creative experiments, exhibition and mu-
seum activities, and art education in all of Russia.
Until recently, there have been heated disputes
over the importance of the creative heritage of Ka-
zan LEF and SULF, its Tatar section. According to
R. Sultanova, theatrical and decorative art of the
period under consideration encompassed all the ar-
tistic trends of those years - from realism to LEF.
Her monograph consistently proves that the
achievements of “left” artists were in demand
throughout the twentieth century. It is valuable that
R. Sultanova traces the continuity between the
graphic team “Vsadnik” (“The Horseman”), the
ARKHUMAS and the Design and Experimental
Workshop of the Modern Theater (KEMST). The
forms of mass agitation art in the stage interpreta-
tions of their theatrical performances had a con-
structivist outline. The stage space could be trans-
formed into multi-level platforms, and the cos-
tumes and plastic of the actors acquired pointy-
graphic forms. A successful example of the
KEMST production was the “Mystery Buff” by V.
Mayakovsky, whose work inspired many
Lefovites. The author introduces into scientific cir-
culation and discusses a number of KEMST pro-
ductions, especially their scenography. In this way,
the collaboration of artist K. Chebotarev and young
director R. Ishmuratov was successful.

A significant contribution to the theatrical and
decorative art was made by P. Benkov, a painter of
the older generation (1872-1949). He was the first
professional artist of the Tatar theater. His work, as
the author believes, combined the traditions of the
Moscow Art Theater with a tendency toward pic-
turesque scenery and the national principle of dec-
orativeness, festivity and brightness of color, the
pursuit of a spectacular performance. This was ful-
ly manifested in the productions of the national

drama - the romantic tragedy “Tahir and Zukhra”
by F. Burnash (1921) and other dramatic works,
such as “The Lost Girl” (1927) and “Husain Mir-
za” (1927) by F. Burnash, “Beyond the Walls of
Old Kazan” by M. Zaitov.

B. Urmanche, a classic of Tatar art (1897—
1990), was also engaged in theatrical activities at
the start of his career.

The 1930s and 1950s were the most difficult
years for the Tatar theater, when the main criterion
for art was the communist party ideology, hence its
socialist content. The national form was perceived
as something secondary. Let us not forget that one
of the main tasks of the Cultural Revolution was
the struggle against religious views and traditions,
whether it be Islam, Christianity, or paganism.
Traditions and rituals that had developed over the
centuries forming the basis of everyday and festive
lifestyles were eradicated. Consequently, the con-
tent of folklore and literary works was subjected to
merciless reduction. In this situation, the leading
place was occupied by heroic-revolutionary per-
formances about the renovation of everyday life.

As Sultanova shows in her monograph, the fate
of the literary works and their authors was often in
the hands of poorly educated officials from the
administration and party leadership, like in the case
of M. Abdullin, an artist of the Tatar Academic
Theater. The most inauspicious period was from
1936 to 1945, when prominent figures of national
culture were subjected to repression, and the cen-
sorship was severe. K. Tinchurin, one of the
founders of the Tatar theater, was repressed and
executed, and B. Urmanche was exiled for many
decades. Even after his return to Kazan in 1958,
the authorities continued to be very wary of his
work in the theater, as a result, he did much less
than he could have. Benkov had to leave Kazan
against his will, and continued his work in Uzbeki-
stan, B. Urmanche lived in Central Asia from 1941
to 1958.

In that period, P. Speransky (1891-1969), who
belonged to the Old Kazan School worked mira-
cles of creative invention and ingenuity. From
1924 to 1969, he was the leading artist of the Ka-
zan Bolshoi Drama Theater, later the Tatar Aca-
demic Theater, for almost a quarter of a century he
worked as the chief artist of the Tatar Opera and
Ballet Theater named after M. Jalil. The author
emphasizes that for all his unstoppable imagination
and desire to make his performance spectacular,
Speransky carefully studied Tatar folk art in muse-
um collections and expeditions. Therefore, in his
productions of national classical works (G. Kamal,
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T. Gizzat, N. Isanbet) he closely adhered to the
facts, and creating the costumes of characters, he
knew perfectly well the interior of the Tatar house.

According to R. Sultanova, his scenography of
the performances, based on the Turkic epos
“Idegas” and the play “Khoja Nasretdin”, is distin-
guished by individual perception of the artistic her-
itage. During his career, P. Speransky created the
scenography of 63 performances, remaining a sub-
tle stylist, an expert in culture and art of different
eras and peoples. It should be noted that he used a
lot from various sources. Thus, the color scheme of
his landscape backdrops resembled the “Mir
iskusstva” (World of Art) style of painting, the
works by Golovin and Benoit. Performances on
revolutionary topics were based on the experience
of KEMST. Speransky showed himself as an out-
standing theater figure. In 1952, at the Conference
of Theater Artists of the TASSR, he named the
causes of the theatrical art crisis in the Republic.
The artist noted that it was the problem caused by
planned economy and the state of criticism, which
had led to a decrease in the ideological and artistic
quality of performances. It is significant that a de-
cision was made to improve the quality of perfor-
mances with the help of guest directors. The author
highly appreciates the results of the collaboration
of V. Bebutov, a director, and P. Speransky on the
productions of Russian and European classics.
“King Lear” successfully ran in Moscow and was
interpreted not so much as a realistic work, but as a
work combining the features of modernity and me-
dieval aesthetics. This unexpected interpretation of
the famous tragedy gave rise to a lively debate in
the press.

Innovative solutions did not immediately win
through in the Tatar theater. The notorious social
demand hindered creative searches for decades.
Therefore, R. Sultanova seeks to show the for-
mation of scenography proper as a result of the in-
teractions between the director and the artist. Only
in the 1960s and 1970s, it was possible to speak
about the new function of the artist as a co-author
of the play, and, as follows from the presentation
logic, P. Speransky most consistently moved in
this direction. In the monograph, it was M.
Salimzhanov (1936-2002), the head director of the
Tatar State Academic Theater (TSAT) named after
G. Kamal, who was the renovator of the Tatar
theater, who created a conditionally metaphorical,
acting theater. In the director’s productions the ob-
ject-spatial environment acquired a symbolic
meaning. Salimzhanov’s searches took place in
line with the renewal of the Russian theater in

Moscow and Leningrad / Petersburg. We mean
creative searches of D. Borovsky and E.
Kochergin. At that time, the actors of the TSAT
were mainly graduates of metropolitan universities.
More than once, Salimzhanov had to defend his vi-
sion of dramatic material in front of the theater
administration and art critics. The director was not
afraid to address topical social issues.

The detailed episode, devoted to the prepara-
tion of the play “Three Arshins of Land” based on
the novel by A. Gilyazov, makes a strong impres-
sion. The ban on showing the play, which was
completely ready, was a difficult trial for the thea-
ter in 1974. However, it was possible to revive this
performance in 1987. The author notes that the
play became the hallmark of the theater on its tour
in Leningrad in 1989. At this time, of predominant
value in the repertoire of theaters, as well as in the
works of writers and artists, were the works about
modern times, while productions about revolution-
ary transformations in the country gave way to his-
torical ones. Dramatic changes took place in the
national consciousness itself, which evidenced the
people’s strive for ethnocultural self-identification,
for regaining their roots. People were clearly at-
tracted by heroic and epic genres of folklore. Ex-
perts were increasingly often looking back at the
achievements of Tatar art in the 1920s, manifesting
their desire to establish the connection between the
eras of the 1920s and 1970s. We should note that
while studying the ethnocultural processes in the
self-consciousness of the peoples from Russia in
the late 1970s, K. Chistov, a well-known ethnog-
rapher of our country, concluded that the ethnic el-
ement was moving from the realm of material cul-
ture, ritual life, and even the language into the
spheres of national professional culture,
ethnopsychology and, to a certain extent, folklore
[Chistov]. The reconstruction of the axiological
aspects of consciousness with varying degrees of
intensity took place in various fields of creativity.
The theater with its active position and direct con-
nection with the audience became a vivid exponent
of the changed values.

In his research, the author does not provide any
extensive historical and cultural introduction into
this problem. Being a researcher in the national
theater scenography, she finds it symptomatic that
due to the cultural policy of the 1980s, in the
TASSR, the publications in Tatar were banned and
persecuted, the number of publications and Tatar
schools decreased, as a result, the theater audience
could be lost. She refers directly to the repertoire
of the TSAT named after Kamal and, analyzing
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this material, writes about the preservation of
ethnocultural identity in the 1960s-1990s. If the
spectators’ favorite melodrama “The Blue Shawl”
by K. Tinchurin with its wonderful female charac-
ters and unique scenes of national life is included
in the updated repertoire as a classic of the Tatar
theater, the play “Idege”, directed by M.
Salimzhanov (set designer T. Enikeev), presents a
new interpretation of the heroic dastan. Its events
are understood as a cataclysm, whose significance
goes far beyond the scope of feudal strife. The
scenery recreates this infinite space of the tragedy,
which unfolded long ago. This performance has
become the evidence of our awareness that Tatar
cultural heritage is a component of Eurasian cul-
ture.

A typical example of a scenographer’s work in
a national theater is the work of S. Skomorokhov.
Without being a Tatar and without being connected
with the Kazan tradition, he managed to use the
experience, gained in other theaters of the Volga
cities, to enhance the collaboration between the di-
rector, the set designer, and the actors. The author
notes that Skomorokhov felt at ease both as a
scenographer of plays by European authors and
Tatar theater classics. Skomorokhov understood
the distinguishing features of the Tatar theater
style, which, according to the researcher, enabled
him to create performances that had style integrity.
Together with the director, the stage designer was
ready to go on the most daring experiments, even
with regard to national classics. Thus, in the fa-
mous “Shurale” by G. Tukay semantic accents
were rearranged. Forest evil spirits were trans-
formed into pre-revolutionary intellectuals, wan-
dering in athicket of trees, dressed in exquisite
white costumes.

It is quite obvious that the Tatar theater devel-
oped in line with the postmodern searches. The fi-
nal chapter of the monograph is entitled “The Di-
versity of the Art Language — the Scenography of
1990-2010”. The author writes that during this pe-
riod a new, effective scenography emerged when
“<..> the spatial environment determines interac-
tions between all components of a theatrical per-
formance” (p. 458). This performance may dis-
courage the audience by its Sots-Art postmodern
approach to the realities of modern life as it hap-
pened in the case of the play “Divana” (“The Ob-
sessed” by T. Minnullin, director F. Bikchantaev,
stage designer T. Enikeev). The behavior of Ville,
the main character of the play, who imitates the
leader of the world revolution in everything, seems
to be on the verge of absurdity in the time of mode

rn reality. Parodying the protagonist’s behavior,
which is not quite adequate, the scenographer re-
produces Lenin’s attributes of life in his realities: a
hut becomes his dwelling, his clothes and hairstyle
resemble his idol’s. Thus, the Soviet myth about
the great leader is subject to deconstruction, fol-
lowed by the myth about the blazed path, in the
same way as it happened in the play “The Basket-
ball Player” (2001). The scenographer organizes
the grotesque space, the grotesque sports field, the
costumes and plastic of the characters themselves,
who believe that, after achieving unprecedented
success in sports, they will be able to change the
surrounding life as a whole.

The author believes that this mixing of genres
and the striving for vivid visual appeal and enter-
tainment in the performances is due to the influ-
ence of mass culture, which is inevitable in modern
conditions. We can add that the theater’s interest in
the youth audience is also of importance in this
case. In this context, especially significant are R.
Sultanova’s conclusions concerning the preserva-
tion and transformation of Oriental traditions in the
modern Tatar theater. As early as at its origin, it
gravitated towards brightness and decorativeness
in the costumes of characters, the features of uten-
sils, and the use of decorative draperies in the spa-
tial environment of the stage. Its tendency to
carnivalization, transformation, and character re-
dressing, which was characteristic of the dramatur-
gy of G. Kamal, one of the founders of the Tatar
theater, all these turned out to be quite relevant. R.
Sultanova concludes that either the interior or the
carnival-game type of scenography prevailed in
different periods of the Tatar theater development.
In each type of scenography, we feel obvious
world exploration archetypically characteristic of
national plastic thinking, similar to fingering. Only
the space focus is somewhat different. It is objec-
tively outlined in the interior type and variable in
the carnival-game type [p. 386]. Here the author
shares the ideas of philosopher E. Sintsov about
the nature of the non-pictorial in the art of Islam.
The figurative-semantic tradition of Islamic art is
inherited in the scenography of the TSAT in the
symbolism of blue, green and white colors, domi-
nating in the climax scenes. These colors may pre-
vail in the actors’ clothing, drapes, and backstage
designs. Hence, white dominates in the scenes of
ritual actions. In the scenography of national clas-
sics performances, one can trace the influence of
the Persian miniature with its festivity and color
sophistication, with the motif of the Garden of
Eden, the multicolor of clothes, and the two-
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dimensional space. The performance, based on the
play “The Legend of Love” by Nazim Hikmet,
staged in many countries of the world, was very
successful. It is obvious that today the issue of the
influence that Islam as a faith and attitude exerts
on the art of Tatarstan remains significant and
needs a comprehensive study.

R. Sultanova discusses the topic of foreign
dramaturgy in the Tatar theater and describes the
specifics of the perception of B. Brecht’s plays.
Comparing the productions in Russian and Tatar
theaters, she mentions different ways of Brecht
heritage acquisition by the Russian and Tatar thea-
ters: in the productions of the Russian theater, the
theatrical aesthetics of the German playwright is
associated with a systemic renovation of the theat-
rical art principles. This is a breakthrough into the
future, a rejection of the customary psychological
theater traditions. In this regard, the path of the
Russian theater coincides with the global trend.
While in the Tatar theater, Brecht is perceived as
part of a cultural space, its elements can be intro-
duced into a play, which is generally oriented to-
wards an already existing tradition. These new el-
ements of the Brechtian system are intended to
supplement, enrich, somewhat modify what has al-
ready been accumulated and fixed in the theatrical
consciousness. In this case, Brecht's innovations
are attributed through the well-known elements -
through the epic spirit, which has always been in-
herent in the Tatar culture, Tatar verbal art, espe-
cially in its ancient forms (legends, legends, bayts,
etc.). The epos has always been a part of the Ta-
tars’ theatrical culture, therefore in this context, the
Brechtian heritage does not appear as something

“foreign” and radically new. It is consistent with
the ancient tradition, looks like its continuation ...
therefore the production of Brecht’s plays on the
Tatar stage does not mean a rejection of the psy-
chological drama traditions, giving rise to a very
curious fusion of two opposite lines of world
dramaturgy, which Brecht himself did not imply
[p. 514].

At the turn of the 20th — 19th centuries, the
TSAT’s repertoire included plays by Calderon,
Moliere, and Shakespeare. The success of these
performances is largely the result of a new quality
collaboration between the director, actors, the stage
designer, and the more sophisticated viewing audi-
ence.

Conclusions summarize the results of the
study. The bibliography is distinguished by its
completeness of information on the history and
theoretical aspects of the stated problems. The
practical application of the research results and
materials in the Appendices can be very diverse -
both for the studies of art history, for the theory
and practice of theater studies, and for museum
work used to create the Theater Museum in the
Republic of Tatarstan, whose exposition can be of
interest for different categories of visitors.
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ABTOp OTMEYaeT COYETAHHE PA3TWYHBIX ITOAXOJOB B aHAJM3E CIICHOTpa(uu TaTapCcKOro TeaTpa
(KyTIBTYpHO-HCTOPUYIECKOTO, NCKYCCTBOBEAYECKOT0), NCIOIH30BaHME OONBIIOr0 Kpyra HCTOYHHKOB,
KpOTIOTIMBYIO paboTy MO cHcTeMaTH3anud (HaKTHYeCKOTo MaTepuana. B MoHorpadmm aHamm3
crieHorpadun MpeaCcTaBiIeH KaK MCTOPHS IOMCKOB U OOPHOBI 32 OOHOBIIEHHE TeaTpa pydeka STOoXH,
VHUKAJTbHOH TI0 CBOEH CIIOHOCTH, OCTPOTE€ CBOMX NpPOTHUBOpedMi W OOphObI maeil. B penenzuu
MIOJJYEPKUBAETCS] 3HAYMMOCTh BBIBOIOB HMCCIJICJIOBAHUS O HallMOHAJIHLHOM CBOEOOpa3uy CleHOrpaduu

TAaTapCKOIro Tearpa.

KiaoueBble ciaoBa:  TaTtapckuit

Tearp,

cueﬂorpa(bm{, HallMOHAJIbHOC CBO€O6paBI/I€,

OTHOKYJbTYPHBIC IPOLCCChI, OPUCHTAJIN3M, KapHaBaJINU3alUs.
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XYHOXKHHUK TeaTpa, cueHorpad — cCOBEpIICHHO
ocoboe sBIeHUE B Hamy gHU. OH BMeCTe ¢ pexkuC-
CEepOM CO3/aeT MPOCTPAHCTBEHHO-BPEMEHHYIO WH-
TEpHPETAINIO CIEKTAKIsA, Oeps 3a OCHOBY Apama-
Typrudeckoe npomsBeneHne. CuHTE3  CIloBa-
n300paKeHUSA-UTPhl AKTEPOB-MY3BbIKH-CBETA U €CTh
o0pa3 crekTakis. MckyccTBO upe3BBIYAiHO MHO-
TOTPaHHOE, M B 3TOM €r0 OCOOCHHOCTD.

3peNuIHOCTh 3TOTO HMCKYCCTBA OOYCIOBHIIO
TO, YTO CIeHOrpad Bcerza YyBCTBYET JbIXaHUE 3a-
ma, peakmmio 3puteneil. OH Bcerma B pycie He
TOJBKO XyJOKECTBEHHBIX T€UEHHH, HO W 00IIecT-
BEHHBIX NpOOJIEM, KyJIbTYPHOW IOJUTHKH TOCY-
napctBa, cyOwbekra (emepanuu, TOPOJICKUX Bia-
cTeil. 3ayacTylo cykaeHue cieHorpada o0 ymaue
WIN HeyJaue MOCTAHOBKH TOYHEE MHEHHUS! KPHTH-
ka-npodeccronana.

CpaBHHUTEPHO HEJABHO YCTOSIBLIASICS MCKYC-
CTBOBEIUYECKAsl TEPMHHOJIOTUS — YTO, COOCTBEHHO,
MPEJICTaBIsIeT CO00M CIEUaTbHOCTh CIleHOrpada
— CBHUJICTEJIBCTBO CYITHOCTHBIX M3MEHEHUH B ce-
pe UCKycCcTBa TeaTpa B HAIIM JHHU.

Pay3a CynTaHoBa B cBOeM HCCIICIOBAaHUHU pac-
CMaTpHBaeT pa3BUTHE CIEHOTpaduu TaTapcKoro
TeaTpa 3a BECh IEPHOJI €r0 CyNIECTBOBAHMUS, C Ha-
gana XX BeKa J0 COBPEMEHHOCTH. JTO aKTyallb-
HeHmas Ui UCKYCCTBO3HAHMs TeMa, TeM Oolee
9TO y aBTOpa HET MPEAIICCTBEHHUKOB, a TeaTpallb-
Has KM3Hb TarapcraHa oTim4aeTcs pazHOOOpasu-
€M ¥ HachlleHHOCThI0. KynbTypHBIE Tpaauiuu
TaTapcKoro Hapoja yXoIsT B IiryOb Bekos, a Ka-
3aHb ObUIA M OCTaeTCs KyJIbTYpHBIM IIeHTpoM [lo-
BOJIXKbSI. ABTOp IMOAYEPKUBACT, YTO HE TOJILKO B
Kazanu, HO u B psijie ropojoB Tarapcrana mosiBu-
JIMCh CBOM TEATPHI, CBOM 3PHUTEIb.

MoHorpadusi BKIIOYAET MPUIOKEHUE, WME0-
niee OOJIBIIYIO IOKYMEHTAIBHYIO U XyI0KECTBEH-
HYIO IIEHHOCTb.

CTpyKTypy KHHTH OTJIMYAeT JIOTUKA, MPOIY-
MaHHOCTh M cBoeoOpasue. P. P. CynraHoBa coue-
TaeT B CBOEM  HCCJIEJOBAaHUHM  KYJIBTYpHO-
HUCTOPUYECKHUH MOAXO0J, 0OOCHOBBIBAs MEPHOIN3A-
IIUI0, U COOCTBEHHO HMCKYCCTBOBEIUECKUH — TIpU
aHaJM3e MPOM3BEICHHUI XyI0KHUKOB TeaTpa. Teo-
pEeTHYECKH 3HAYMMBbI BBIBOJIBI aBTOPa O CEMAaHTHKE
HAIMOHAJIBHOTO MHUPOBOCHIPHSTHUS, BOIUIOTHBILE-
rocsi B UCKYCCTBE.

OTMeTHM KPOIIOTJIMBYIO M TIIATENBHYIO pado-
Ty P. P. CynranoBoii no c6opy u arpuOyTHpoBa-
HUIO MAaTepHajoB HCCIEAO0BaHUs. VICTOUHUKAMU
SABUJIIMCH MaT€pUaIbl TOCYAapCTBEHHBIX U YaCTHBIX
apXHWBOB, Ta3eTHO-XYPHAIbHbIE MyOIMKalUH, 3a-
nucu Oecesl ¢ TeaTpallbHBIME JesitensMu. Vccie-

Iyst clieHorpadwro, OHa B3syla Ha ceOsl JOTOJIHU-
TeIbHYIO0 (DYHKIIMIO Pa3bICKAaHUS, a HEPEIKO Cra-
CeHMs TeaTpalbHBIX KOCTIOMOB. OHa cobpana u
CHCTEMAaTHU3UpOBajia YHUKAJIbHBIE IO KpacoTe U
OPHUTHHAIBHOCTH MIPpU(PTOBOH Tpaduku aduIIm
criektakiei. Takum 00pa3oM, KOMILJICKCHBIN IOJI-
X0JI, TPUMEHEHHBIN B uccnenosanuu P. P. Cynra-
HOBO#, OYEHb 3HAUYMM JJI MOJTHOTHI BOCIPUITHS
CMBICIIA ACSITENIbHOCTH T€ATPAIBHBIX XYI0)KHHUKOB,
atMocdepsl TeaTpaabHOW XKHU3HU, IS MOHUMAaHUS
3HAUYEHHUSI, KOTOPOE UMEJl TeaTp B KyJbType Tarap-
CKOro Hapoja. YK€ IpU CBOEM CTAHOBJICHUU Ta-
TapcKuil Tearp ObUT MOJUIMHHO HaponHbiM. CaMu
00CTOSITENTLCTBA €0 TOSIBIICHUS OYEHBb YKUBO BOC-

CO37aHBI.
[Ilybnuka He TONBKO BCErja 3amojHsia 3all
NIEPBOM  NEPENBWXHOM  TEaTPAIBHOM  TPYIIIbI

«Caitsap» (1906—1912 rr.), 3avactyro HeoOXOaH-
MBI PEKBU3UT U KOCTIOMBI JaBaJIM UMEHHO 3pUTE-
. JleMokpaTu3M TeaTtpa OOyCIOBHI AHANOTHYE-
CKYIO CBSI3b CO 3PUTEJIEM, CTABIIYIO OTIMYUTEIb-
HOM 4epToil TaTrapcKoro Tearpa. Y €ro HCTOKOB
CTOSAJT BBLAAIOLIMICS MUcaTeNb-IpocBeTUTEND [
Kama, upe ums TeaTp HOCUT HEIHE.

CTuiip TeaTpabHO-IEKOPAUOHHOIO PELICHUS
CIIEKTaKJIel 3TOro mepuojia aBTOp XapaKTepHusyeT
KaK OBITOBOM HATypaJIM3M C YepTaMu dTHOTrpadus-
Ma. B Takom Teatpe, Kak OTMEUYEHO aBTOPOM, Ipe-
obOnanmaroriee 3HAYEHHE WMeNla Wrpa aKTEpoB.
HimeHHO ¢ prX0JI0M B T€aTp B yCIOBUAX €rO CTa-
nUoHapHOH paboTel xynoxkHuka C. Sxmmbaesa,
npurnamendoro I'. Kamanowm, cratnyHoCTh «HH-
TEephEpHOro» TeaTpa mpeonosieBaercs. Jekopauun
BOCCO3/Ial0T TEeMNeph OMpeAesieHHOE MECTO JEeHCT-
BHSI, SMOIIMOHAJILHOE HACTPOCHUE YCUJIMBAET LIBET
U CHELUAIbHOE OCBEIICHUE, JOIMOJIHUTEIHLHO BBE-
JIEHHBIE XYTOKHUKOM. B pacimmpeHnn XymaoKecT-
BEHHBIX CPEICTB O(hOPMIICHHUS aBTOpP BHUIUT OIpe-
JIEJICHHOE BIIUSIHUE PYCCKOIrO TeaTpa.

Brionne o0bexkTuBHO BhLuenenue P. P. Cynra-
HOBOW TIOCJIEPEBOIOLMOHHOTO TMATHAALATUIETHS
B ocoOyro rnaBy. KazaHb B 3TH TOJBI — KpyIHEH-
IMUH TIEHTP TBOPYECKOTO JKCIEPUMEHTA, BBICTa-
BOYHO-MY3€UHOW NESITENBHOCTH, XYJ/I0KECTBEHHO-
ro obpaszoBanus BO Bceil Poccuu. Jlo HemaBHero
BPEMEHH aKTyalbHBl OBUIM CIIOPHI O 3HAYCHUH
TBOpYECKOro Hacneaus kaszaHckoro JIEdDa u ero
tatapckor cexuun  CVYJI®. B TearpanpHO-
JIEKOPAallUOHHOM ~HMCKYCCTBE paccMaTpUBacMOro
nepuoxaa, kak nokazama P. P. Cynranosa, Bommio-
IICHBI BCE Xy/I0’KECTBEHHBIE HAIIPABIICHUS TEX JIET
— ot peanusma a0 JIE®a. Otmerum, 4To auccep-
TaHT TIOCJIEOBATEIbHO JOKa3bIBAET, HACKOJIBKO
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BOCTPEOOBaHBl OKa3aJHMCh NOCTIKEHHS <(JIEBBIX)
XYIOXXHUKOB Ha MPOTSHKEHNU Beero XX CTONETHSI.
Henno, uto P. P. CynraHoBa mpocinexnBaeT mpe-
E€MCTBEHHYIO CBS3b MEXAy I'pauyecKuM KOJUIeK-
tnBoM «Bcagank», APXYMACom u Korctpyk-
TUBHO-?KCIIEPUMEHTAILHON MacTEepCKOW COBpe-
MeHHOTO TeaTpa (KOMCT). ®opmbl arutTanrioHHO-
MaccOBOT'O MCKYCCTBa B CIIEHWYECKOM pEIIeHUU
CIIEKTAaKJIeH 3TOr0 TeaTpa UMeNId KOHCTPYKTHBUCT-
CKYIO OYepUYEHHOCTb. IIpocTpaHCTBO CIIeHbI MOTIIO
npeoOpa3uThCsl B Pa3HOYPOBHEBBIE IUIOMIAAKH, a
KOCTIOMBI M IJIACTHKA aKTEpPOB MPHOOPENH 3a0CT-
peHHo-rpadudeckue GopMbl. Y Tag4HBIM IPHEMEPOM
nocranoBku KOMCT crana «Muctepus-0ydd» B.
MasiKOBCKOT0, TBOPYECTBO KOTOPOTO BJOXHOBIISIO
MHOTUX Je(OBIEB. ABTOpP BBOJUT B HAy4YHBIH
000pOT ® paccMaTpuBaeT psAA  CHEKTaKIeH
KBOMCT, ocobennoctu ux cuenorpaduu. Tak, yc-
NEIIHBIM OBIIO COTPYIHMYECTBO XyAoxxHHKa K.
YeboTapeBa n monogoro pexxuccepa P. Ummypa-
TOBA.

3aMeTHBII BKJIJ B TeaTpanbHO-
JIEKOPALMOHHOE HCKYCCTBO BHEC >KHBOIIHCEI
crapurero nokoseHus I1. I1. benpko (1872-1949).
On ObUT MEpBBHIM NPOQECCHOHANBLHBIM XYHA0KHU-
KOM TaTapcKoro tearpa. B ero tBopuecTBe, Kak
CUHTAET aBTOP, COeMUHUIUCH Tpamuiuu MXATa,
C TATOTEHHEM K JKMBOIMCHOCTH JIEKOpalui, U Ha-
LHUOHAJIIFHOE Hayalo — JEKOPaTHBHOCTb, Mpa3n-
HUYHOCTh M SIPKOCTH LBETA, CTPEMJICHHE K 3pe-
JUIIHOCTH ceKTakis. M 3To B MOJHOM Mepe mpo-
SIBUJIOCH B TIOCTAHOBKAaX HAllMOHAJIBHOM IpamaTyp-
ruu — pomaHTuueckod Ttparequu @. Bbyphamia
«Taxup u 3yxpa» (1921), a Taxke apyrux apama-
THYECKUX MPOU3BEACHUH, TaKuX Kak «3abmymmast
nesymka» (1927), «Xycaun Mupza» (1927) O.
Bypnama, «3a crenamu crapoit Kazanm» M. 3au-
TOBA.

Knaccuk Tatapckoro uckycctBa b. Ypmanue
(1897-1990) Toke oTman KOKHOE paboTe B TeaT-
pe€ Ha 3ape CBOEH JeATETbHOCTH.

Haubonee clo)XHBIMU JJIsi TaTApCKOTO TeaTpa
cramu 1930-50-e roasl, koraa riaBHBIM KpUTEpH-
€M HCKYCCTBa CTAHOBUTCS MAPTHUHHOCTbH, @ 3HAYUT
— COIIMAJINCTHYECKOe conepkanue. HampmonanbHas
¢dbopma npH 3TOM BOCIIPUHUMAJIACh KAK HEYTO BTO-
pocrenenHoe. He Oyxem 3a0bIBaTh, 4TO OJHOHN U3
TJIAaBHBIX 3aJla4 KyJIbTYPHOH pPEBOJIONHH Oblia
0opbba Cc peNUIMO3HBIMH BO33PEHUSMH M Tpaau-
UMM, OyAb TO MCJIaM, XPUCTHAHCTBO WIIU sI3bIUe-
cTBO. VICKOpeHEHWIO TOABEpraiuch HAPOIHBIE
Tpaauluu U OOPS/AbI, CIOKHUBIINECS BEKAMHU H CO-
CTaBJIABILIME OCHOBY IOBCEJHEBHOW M Ipa3JHUY-
HOM JKM3HH. A 3HAYUT, copepKaHne (POTBKIOPHBIX

U JINTEPATypHBIX TPOM3BEIACHUN MOJBEPraioch
OecromnragHON penykiun. B crmoxxusiieiics curya-
UM BEOyllee MEeCTO 3aHMMajid T'ePOMKO-
PEBOJIOLMOHHHBIE CHEKTAKIN O MpeoOpa3oBaHUU
MTOBCETHEBHOM XKU3HHU.

Cynp0a mpou3BeieHnii 1 UX aBTOPOB, KaK 3TO
nokazana CynraHoBa Ha ImpuUMepe XyJoxkHuka Ta-
TapCKOro akajJeMHuueckoro tearpa M. AOxymiuHa,
YacTO HaxOOWlach B pPyKax Majo00pa30BaHHBIX
YMHOBHMKOB M3 YHCJa aAMUHUCTPALUHN U MapTUH-
HOr0 pyKOBOJICTBa. Hambosnee HeOmaronmpusTHHIM
cran nepuon ¢ 1936 mo 1945 rox, xorma perpec-
CHSIM ITIOABEPIJIMCh BUAHBIE NESTEIH HALMOHAJIb-
HOU KyJBTYpBI, a IIeH3ypa Oblla BeCbMa JKECTKOH.
Brun penpeccupoBaH U paccTpenisiH OAWH U3 OCHO-
BOIIOJIOKHUKOB Tatapckoro teatpa K. Tunuypus,
Ha Jonrue aecsatuietusa cocnad b. Ypmanue. Jlaxe
nocne ero Bo3BpauieHuss B Kazanp B 1958 roay
BJIACTH MPOAOIDKAIN O4YE€Hb HACTOPOXKEHHO OTHO-
CHUTBCS K €ro paboTe B TeaTrpe, U B Pe3yibTaTe OH
cAenan Tropa3lo MEHbIIe, YeM XOoTenoch Obl. B
JI0OPOBOIBHO-NIPUHYAUTEIEHOM MOPSAAKE HOKUHYI
Kazanp benpkoB, mpomomkapmuii paboTats B Y3-
Oekucrane, a B Cpenneit Azuu ¢ 1941 o 1958 ro-
Ibl kun b. Ypmanue.

Uyneca TBOpYECKOW BBIAYMKH W HU300peTa-
TeIbHOCTH MposiBuI B To Bpems I1. T. Cnepanckuii
(1891-1969), npuHamIeKaBIINi K CTapoil Ka3aH-
ckoif mkosie. C 1924 mo 1969 rox oH OblT raB-
HBIM XyzaokHUKOM Kaszanckoro Oosnbiioro npama-
TUYECKOTO TeaTpa, BIIOCIEACTBUH TaTrapckoro
aKaJeMUYeCKOro Tearpa, IOYTH YETBEPTh BeEKa
NPOCIYXHUJ TJIABHBIM XYJOXXHHUKOM Tarapckoro
Tearpa omepsl u Oanmera uM. M. [[xamumns. ABTop
MOJYEPKUBACT, YTO, TIPU BCell HeyaepkuMoH (aH-
Ta3uU U CTPEMJICHHH C/IENaTh CIIEKTaK/Ib 3PEHIL-
HeIM, CrHepaHCKMH C TINATEIBHOCTBIO YYEHOTO
M3ydajg TaTapcKkoe HapoJHOE HCKYCCTBO U B MY-
3eWHBIX COOpaHusX, U B dkcnenuuusax. [loatomy B
MOCTAaHOBKAX NPOU3BEACHUI HAIlMOHAJIBHOM Kiac-
cuku (I'. Kamana, T. I'm3zara, H. Mcanbera) oH
GBIJI JOKYMCHTAJIbHO TOYE€H, CO34aBasA KOCTIOMBI
MEpPCOHAXKEN, PEKPACHO 3HAT UHTEPHEP TaTAPCKO-
ro goma. Ero crienorpaguio B CEKTaKIAX IO MO-
THBaM 00ImeTIopKcKoro amoca «Maerei» u mbece
«Xomxa Hacpernun» orinudyaer, kak numer P. P.
CynraHoBa, MHIMBUAYAJIBHOE BOCIPHUATHE XYIO-
KECTBEHHOT'O Hacjeaus. 3a BpeMs CBOEH JesiTelb-
Hoct Il. CrmepaHckuii cozman cuenorpaduio 63
CIIEKTaKJIE, OCTaBasCh TOHKHUM CTHJIUCTOM, 3Ha-
TOKOM KYJBTYPbl 1 UCKYCCTBA Pa3HbIX 3IIOX U Ha-
pomoB. Cnemyer OTMETHTh, YTO OH 3aWMCTBOBAJ
MHOT'0€ U3 pa3HbIX HCTOYHHUKOB. Tak, KOJIOPUT €ro
Men3aKHbBIX 3aTHUKOB HAIIOMUHAJI MUPUCKYCHHUYC-
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CKYI0 >KMBOIHUCBH, Npou3BeneHus ['onosuHa u be-
Hya. CHEKTaKid IO PEBOJIIOLMOHHON TEMaTHKe
pemanucy ¢ yderom ombita KOMCTa. Cnepan-
CKHUl IPOSBUI ce0sl M KaK BBIAAIOIIHUICS TeaTpalb-
Held mearenb. B 1952 romy ma Kondepenmun te-
aTpanbHbIX XynokankoB TACCP on Ha3Banm mpu-
YHHBI KPU3HCa TeaTPaIbHOTO HUCKYCCTBa B peciyo-
nuKe. OTO, KaK OTMETHJ XYJOXHHK, MPOOJIEMBI
IJIAHOBO-XO3SIMICTBEHHOT'O0 XapakTepa U COCTOSTHHE
KpUTHKH, 4YTO BEIO K CHIKCHHIO UICHHO-
XYJI0’)KECTBEHHOT'O KauecTBa crekrakiei. CymecT-
BEHHO, YTO U3MEHHUThH KAa4eCTBO CIIEKTAKJeH ObUIO
PEIICHO ¢ MTOMOIIBIO MPUIIAIIEHHBIX PEKUCCEPOB.
ABTOp naeT BBICOKYIO OLIEHKY pe3yJbTaTaM Co-
TpyaHudecTBa pexxuccepa B. bebyrosa u I1. Cre-
PAHCKOI'0 HaJ MOCTAaHOBKAMU PYCCKOW U €BpOIen-
CKOM KJIACCHKH. Y CHENTHO ObUT TOKa3aH B MocKBe
«Kopomas JIup», HUHTEpIpeTHPOBaHHBIA HE CTOJIBKO
KaK TPOM3BEICHUE PEATUCTHUECKOE, CKOIBKO Kak
MIPOU3BENIEHUE, COCAMHUBIIEE YEPTHl MOJEPHA U
cpeaHeBeKOBOU 3cTeTHKH. HeoxumanHoe mpodre-
HUE 3HAMEHHUTOHN TpareJuu BHI3BAJIO OKHBIECHHYIO
MIOJIEMUKY B IIpecce.

HoBatopckue pemienus naneko He cpa3y Mpo-
Ounm gopory B Tatapckom Tearpe. [IpecrnoByThIi
COLIMANBHBIA 3aKa3 Ha JACCATUIETHA TOPMO3HI
TBOpueckue mnoucku. P. P. CynranoBa crpemurcs
MOSTOMY IOKa3aTh CTAaHOBJIEHHE COOCTBEHHO Clie-
Horpaduy Kak pe3ysibTaTra B3aMMOJEHCTBUS pe-
xuccepa M xynoxHuka. O HoBOH (yHKIMH XY-
JO’)KHUKA KaK COaBTOpa CHEKTaKJs CTall0 MOXHO
roBoputh B 1960-70-e Tompl, U, Kak cCIeayeT Hu3
JIOTHKH W3JI0KEHHUs, Hanboyee MOCIeI0BaTeIbHO
nBuTancs B 3ToM HampaBineHuu [I. CrepaHckwuid.
OOHOBHTEIIEM TATAPCKOI'O TeaTpa, CO3/ABIINM YC-
JIOBHO-MeTa(OpHUUECKHUil, UTPOBOIl TeaTp, Ha3BaH B
auccepraimn - M. CamumokanoB  (1936-2002),
rinaBHbI pexuccep TI'AT um. I'. Kamana. IIpen-
METHO-TIPOCTPAHCTBEHHAs! CpeAa NpHOOpEeTaeT B
MTOCTAaHOBKAX PEXHCCEPA CHMBOJIIMYECKUI CMBICIL.
[Nouckn CanuMkaHOBa MPOUCXOJIAT B pyciie 00-
HOBJIEHUSI poccuiickoro tearpa B Mockse u Jle-
nunrpaze / IlerepOypre. Peub uner o TBOpUecKux
nonckax J[. boposckoro u 3. Kouepruna. AKtepsl
B TT'AT k TOMy BpE€MEHHU SIBJISJIUCH B OCHOBHOM
BBIIIYCKHUKAMH CTOJIMYHBIX By30B. CalnMMKaHOBY
HE pa3 MPUXOJWIOCh OTCTaWBaTh CBOE BUACHHE
paMaTypruYecKoro Marepuaia Iepeln TeaTpailb-
HOM agMHUHHCTpalMeld U KpUTHKOM. Pexuccep He
0osiicst 00pamaThCs K OCTPOCOLUAIBHOMN Mpolite-
MaTHKe.

BrieuaTnsier B KHUre pa3BEepHYTHIM 3MU301 C
MOArOTOBKOM cniekTakist «Tpu apimmHa 3eMian» 1o
moBectn A. I'misi3oBa. 3amper moka3za TOTOBOTO

criekTakis B 1974 rogay ObUT TSHKETBIM UCTIBITAHU-
eMm ais tearpa. Ho 3TOT criekTakib cMOIiy BO3po-
muth B 1987 romy. ABTOp OTMedYaeT, 4TO Theca
CTaJla BU3UTHOM KapTOUKOM TeaTpa Ha racTpoJIix B
1989 rony B Jlenunnrpazne. B ato Bpemst nmpeoOia-
Jlaroliee 3Ha4eHUE B perepryape TeaTrpoB, Kak U B
TBOPYECTBE MUCATENIEH U XyI0)KHUKOB, HAUUHAIOT
3aHMMAaTh MPOU3BEJIEHUS O COBPEMEHHOCTH, IIO-
CTaHOBKHU O PEBOJIOLMOHHBIX IPeoO0pa30BaHUAX B
CTpaHe YCTYHarT MecTo ucropuueckum. llpowc-
XOAAT TTyOMHHBIC CABUTH B CAMOM HAIIMOHAJIHHOM
CO3HAaHUM, KOTOPbIE TOBOPST O CTPEMJIEHUH HApPO-
Jla K STHOKYJBTYPHOH CaMOHMIECHTHU(HUKAINH, K 00-
peTeHnto cBoux KopHei. OTYeTIMBO MpOsBISETCS
TATOTCHUE K TePOMKO-3MUYECKUM KaHpaM (OIbK-
nopa. CneunanucTsl Bce yallle OTJIsIIbIBalOTCS Ha
JIOCTIDKEHHSI TaTapcKoro uckyccra 1920-x romos,
SIBHO CTPEMJIEHHUE MPOTAHYTh CBA3b MEXY 3M0Xa-
My 1920-x u 1970-x rogos. OT™MeTHM, UTO, U3y4as
3THOKYJBTYpHBIE IPOLECCHl, MPOUCXOIUBIINE B
caMmoco3Hanuu HapoaoB Poccum B konme 1970-x
TOJIOB, W3BECTHBI 3THOrpad Hamedt ctpaHsl K.
YucToB AenaeT BHIBOJ O «IIEPEMELICHUH ITHUYE-
CKOT0 M3 00JIaCTH MaTepHalbHOW KYJIbTYpHI, 00-
PAIOBOM KU3HU U JaXKE B KAKOH-TO MEpE SI3bIKA B
cheppl HAMOHATBFHOW TPOGECCHOHAIBHON KYIb-
Typbl, STHONICUXOJIOTUH W B W3BECTHOU CTENEHU
¢onbkiopay [UuctoB]. PeKOHCTpPYKIMS aKCHOIO-
THYECKUX ACHEKTOB CO3HAHMSI IIPOUCXOANIA C pas-
HOW CTENEeHbI0O MHTEHCHBHOCTHU B Pa3JIMUHBIX cde-
pax TBopdYecTBa. TeaTp ¢ ero akTUBHOM MO3ULUEN
U HEMOCPEICTBEHHON CBS3bI0 CO 3PHUTENEM CTal
SPKUM BbIpa3uTeeM W3MEHUBIINXCS IEHHOCTEH.
ABTOp M30eracT B CBOEM HCCIIEJOBAaHHU 00-
HIMPHOTO HMCTOPUKO-KYJIBTYPHOTO BBOJA B 3Ty
npobiemy. s Hee, nccnenoBarens cueHorpaduu
HAaIlMOHAJBHOTO Tearpa, CUMITOMATHYHO, YTO B
pycie KyapTypHOW monmuTtukd 1980-x TOM0B B
TACCP 3amperam u TrOHEHHSIM OJIBEPIIIMCH U3/a-
HUS HA TaTapCKOM SI3BIKE, COKPATHIOCH KOJIUYECT-
BO M3JIaHUI M TaTapCKHUX ILIKOJI, U, KaK CIEe/ICTBUE,
MOTjJa BO3HUKHYTH NpobOjemMa MOTepH 3pUTENs.
Omna oOparmgaercsi HENOCPEACTBEHHO K penepTyapy
TI'ATa nm. Kamana u, aHanu3upyst 3TOT MaTepH-
aJl, THIIET O COXPAHEHWW ITHOKYJIBTYPHOW H/ICH-
tHyHocTH B 1960-90-¢ rogsl. M eciu u3mro0i1eH-
Has 3pUTeneM My3blKanbHasg Menonpama K. Tun-
yypuHa «lomy6as manp» c ee 3aMedyaTedbHBIMU
JKEHCKMMH XapaKTepamMH U HETIOBTOPUMBIMHU CIIe-
HaMM HallMOHAJBHOTO OBITa BXOJUT B OOHOBJICH-
HBIA pernepTyap Kak KJIACCHKa TaTapcKoro TeaTpa,
To B cmnekTakie «Maerei» pexuccep M. Cannm-
xaHoB (cueHorpad T. EnHukeeB) maer repouue-
CKOMY JacTaHy HOBOE TOJIKOBaHUe. Ero coObITHs
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OCMBICJIEHBI KaK HEKWH KaTakJIN3M, 3Ha4€HUE KO-
TOPOTO BBIXOJUT JajeKo 3a paMKu (eoqaabHON
pacnpu. [lexkopauuu BOCCO3HAIOT HMEHHO TaKoe
OecnipefiebHOE TPOCTPAHCTBO  Pa3BEpPHYBILEHCS
HEKOT/la Tpareduu. JTOT CIIEKTaKJIb CTajl OIHUM
W3 CBUJAETENIBCTB IOHMMAaHMSA 3HAYMMOCTH TaTap-
CKOTO KYJIbTYpHOTO JIOCTOSIHUS KaK COCTaBIISIIOILE-
IO €Bpa3sUMCKON KyJIbTypbl. XapaKTepHbIM IIpUME-
pOM TBOpUecTBa crieHorpada, paboTaBmiero B Ha-
LHUOHAJIBHOM TeaTpe He OyIy4u TaTapuHOM, He
CBSI3aHHOTO C COOCTBEHHO Ka3aHCKOW TpagulueH,
sBisiercst aesrenpbHocTh C. CkoMOpoxoBa, KOTO-
pBIi CyMeNl TPUMEHHTH OIBIT, HapaOOTaHHBINH B
IOpyTUX TeaTrpax MOBOJDKCKHX TOPOJOB, YTOOBI
CBSI3b MEX]Y PEKHCCEPOM, clieHOrpad)oM U aKTe-
pamu crana Oommxe. ABTOp oTMedaeT, uTo CKoMo-
POXOB CBOOOJIHO YYBCTBYET ce0si Kak clieHorpad
IIbEC EBPOIECHCKUX ABTOPOB M TATAPCKOW TeaT-
panbHO# kiaccuku. [loHnmManme ocoOeHHOCTEH
CTHJIMCTUKHU TaTapcKoro tearpa momorio Ckomo-
pPOXOBY, KaK CUMTaeT HCCIeN0BaTelb, CO3AaTh
CIIEKTaKJIM, 00JaJaBIINE CTHJICBOH LEIBHOCTHIO.
Bwmecre ¢ pexmuccepom crieHorpad ObLIT TOTOB U-
TH Ha CaMbIi CMEJIbIN ASKCIIEPUMEHT JaXe B OTHO-
IICHUH HAIMOHAJIBHOM Kiaccuku. Tak, ObuH mepe-
CTaBJICHbl CMBICIIOBBIC AKLEHTHl B 3HAMEHHTOM
«Mypane» I'. Tykas. JlecHast HeUUCTh peoOpa3u-
nachk B OpOJSIIUX IO Yalle WHTEJUIEKTYaIoB JA0pe-
BOJIFOLIMOHHOTO BPEMEHH, OJETHIX B H3BICKAHHBIC
Oenble KOCTIOMBI. BrionHe ompeaeneHHO TaTap-
CKU TeaTp pa3BHBAJICA B pycje MOCTMOAEPHHCT-
CKMX HCKaHMH. 3aBepluaromas riaBa MOHOrpaduu
— «MHoroo0pasue XyZ0KECTBEHHOIO S3bIKa —
cuerorpapus 1990-2010 rojoB». ABTOp IHUIIET,
YTO B 3TOT NEPHOJ] BO3HUKAET HOBas, JeiCTBEHHAs
cueHorpagusi, Korma «<...> NPOCTPAHCTBEHHAs
cpeaa ompenenseT B3auMOJCHCTBUE MEXy BCEMH
KOMITOHEHTaMH TeaTpaIbHOTO nelicTBay (c. 458).
OTO0  OecTBO  MOXET O0ECKypakMTh  COL-
apTOBCKHUM ITOCTMOJEPHUCTCKUM HOIXOI0M K pea-
JUSM COBPEMEHHOCTH, KaK 3TO MPOM30IUIO, Ha-
nmpuMep, co crhekrakiem «/uBanay («Onpepxu-
mblit») T. Munnynmaa (pexuccep @. bukuanra-
eB, cueHorpad T. Enukeen). [loBenenue riaBHOTO
MepcoHaka IMbechl B, BO BceM moapakaromero
BOXK/I0 MHUPOBOH PEBOJIIOLIMM, Ha TrpaHu abcypna,
U 9TO B COBpPEMEHHOU nelicTBUTENbHOCTH. Ilapo-
TUpYsl HE BIOJHE aJeKBAaTHOE ITOBEJICHHE TJIaBHO-
ro Teposi, cleHorpad MOBTOPSIET B peausix ero
KU3HU TIPUMETHI KU3HU JIeHWHa: ero >KWiuileM
CTaHOBHUTCS IIIAJIAll, OH OJIET U TPUYECaH, KaK ero
kymup. Takum 00pazom, AEKOHCTPYKIIUH TOJIBEP-
raercsi COBETCKHI MU() O BEIMKOM BOXKIIE, a BCIIE]
32 HUM ¥ MH(] O CBETIIOM ITyTH, KaK 3TO MIPOU3OIII-

no B crekrakie «backerbomuct» (2001). Cueno-
rpa¢ opraHusyeT IpOTECKHOE MPOCTPAHCTBO, IPO-
TECKHBI CIIOPTHUBHAsI IUIOIIA/IKA, KOCTIOMBI U IUIa-
CTHKa CaMHX HEpCOHaXEH, yBEepOBaBIIUX B TO,
YTO, AOCTUI'HYB HEBHIAHHBIX YCIIEXOB B CIOPTE,
OHH M3MEHSAT OKPY’KAOLIYIO )KU3Hb B LIETIOM.
CMeleHue XaHpOB U CTPEeMIIEHHE K SIpKOH
3pENUITHOCTH U Pa3BIEKaTENIbHOCTH CIEKTaKJIeH
IPOSIBWJINCH B 3aUMCTBOBaHMU TEAaTPOM CPEICTB
MacCOBOH KyJIbTYPBI, Yb€ BIHSHUE B COBPEMEHHBIX
YCIIOBUSIX, KaK CUHMTAET aBTOp, Hem3bexHo. JloOa-
BUM, YTO 3/1€Ch CKa3bIBACTCS 3aMHTEPECOBAHHOCTD
TeaTpa B MOJIOJEKHON aynuropun. B 3TOM KOH-
TEKCTE 3Ha4YMMBbl U OYEHb Ba)XHbI BbIBOJBI P. P.
CynTaHoBOH O COXpaHEHHH M TPeoOpa3oBaHUM
TpaguUU{ OpPHUEHTAIN3MA B COBPEMEHHOM TaTap-
CKOM TeaTpe. Y>ke IIPHU CBOEM MOSIBIIEHUH OH TATO-
TeJ K SIPKOCTH U ACKOPATUBHOCTH, MPOSBIABIIEHCS
B KOCTIOMax IIEPCOHaXeH, OCOOCHHOCTSX YTBapw,
K HCIIOJIb30BaHUIO JIEKOPATHBHBIX IPAIMPOBOK B
pelIeHnH MPOCTPAaHCTBEHHBIX 30H ClieHbl. Bronne
aKTyaJbHOM OKa3anach TCHACHLMUS K KapHaBaJlu3a-
UM, IPEOOPaKEHUSIM, MEPEPIKUBAHUIO TIEPCOHA-
’KeH, cBoiicTBeHHas apamatypruu I'. Kamana, on-
HOTO U3 OCHOBOIIOJIO)KHUKOB TaTapCKOIo TeaTpa.
P. P. CynraHoBa AenaeT BBIBOJ, YTO B pa3HbIC Ie-
PHOABI Pa3BUTHS TATAPCKOTO TeaTpa MOT mpeoda-
JaTh 00 WHTEPBEPHBIH, MO0 KapHABaJILHO-
UTpoBOH TUIM crieHorpadun. OYeBUIHO TPOSBICHO
B K&XIOM BHJAE CLEHOTpaduu apXeTUIHYECKH
CBOICTBEHHOE HAIMOHAJIBHOMY IJIACTUYECKOMY
MBILJICHHIO OCBOCHHE MHUpa, OJOOHOE OLIYIIbIBa-
HUIO MajblaMu pykd. TOJBKO LIEHTPUPYETCs Mpo-
CTPaHCTBO HECKOJNbKO HHade. OHO MpPEeIMETHO
OUepYCHO B WHTEPHEPHOM THIIE W BapuadeibHO
npy KapHaBaJbHO-UrpoBoM THIe (c. 386). 3mech
aBTOp paszzensier mbiciu ¢puinocoda E. B. Cuniona
0 TpUpOJie HEM300Pa3UTENHLHOTO B MCKYCCTBE HC-
nama. OOpa3HO-CMBICIIOBasl TPaauLMs HCKYcCTBa
ucimama Hacnemyetrcss B creHorpagpuu TI'ATa B
CHUMBOJIUKE TOJyOOTO0, 3eJIeHOro, Oenoro IBeTOB
KaK JOMUHHUPYIOIMIUX B KYJIbMHHAIIMOHHBIX ClIE-
Hax. OTH 1BeTa MOTYT NpeodiasaTh B OJSKIE aK-
TEPOB, B JIPAIUPOBKaX M B OQOPMIICHHH KYJIHC.
Taxk, OenbIil TOCIIOACTBYET B CIIEHAX PHUTYaIbHBIX
neiictBuil. B cueHorpaduu criekrakied, oTHOCS-
IIMXCSA K HAlMOHAJIBHOM KIIACCHKE, MOYKHO IIPO-
CJIeINTh BIUSHUE MEPCHUICKOW MHUHHATIOPHI C €€
MPa3AHUYHOCTBIO U I[BETOBOM M3BICKAHHOCTBIO, C
MOTHBOM paliCKOTO CaJla, MHOTOL[BETHEM OJEXK U
JIByXMEPHOCTBIO TPOCTPAHCTBA. Y CIIENIHBIM OBLT
criekTakib 1o neece HaseiMa Xukmera «Jlerenna o
M00BU», MHCLEHHPOBKH KOTOPOTO IMPOLLIH BO
MHOTHX cTpaHax mupa. OYeBHIIHO, YTO B HAIIU
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IHH MpobJieMa BIMAHUS HciIaMa Kak BEepbl, MUPO-
OIYIIEHHUs] TPOJIOIDKAET OCTAaBaThCA 3HAYMMOMN
JUIsl UCKyccTBa TaTapcTaHa W €lle KAET CBOEH
BCECTOPOHHEH MPOPaOOTKH.

Obpamasch k Teme 3apyOexHON ApamMaTypruu
B TarapckoM Tteatpe, P. P. CynraHoBa mOBOIBHO
noapoOHO XapakTepu3yeT cnenn(uKy BOCIIPUSTHS
neec b. bpexta. CpaBHMBas MOCTaHOBKH B pyc-
CKOM W TaTapCcKOM TeaTpax, OHa KOHCTaTHPYET,
YTO «OCBOCHHE OPEXTOBCKOTO HACIENUS PYCCKUMU
W TaTapCKUMH TeaTpaMH MPOHCXOIWIO  IIO-
pa3HOMY: B IOCTAHOBKAaX PYCCKOTO Tearpa Teat-
panbHas 3CTETHKAa HEMEIKOTO paMaTrypra acco-
HUUPYETCST ¢ CUCTEMHBIM OOHOBJICHHWEM NPHHIIHU-
MOB TeaTpaJbHOT0 MCKYCCTBa. JTO HPOPHIB B OY-
nyliee, 0TKa3 OT CTABIINX IMPUBBIYHBIMU TPAAUIIAN
MICUXOJIOTMYECKOr0 TeaTrpa. B 3ToM miaHe myTh
PYCCKOTO TeaTpa COBMAaAaeT ¢ OOLIEMUPOBON TEH-
JeHuuend. A B TaTapckoMm TeaTpe bpexT Bocmpu-
HUMAETCsl KaK 4acTh KYyJIbTYPHOTO IPOCTPAHCTBA,
QJICMCHTBI KOTOPOI'0 MOT'yT 6I)ITI) BBCJCHbI B CIICK-
TaKIb, B I[EJIOM OPHEHTUPOBAHHBIA Ha YXKe CyIIe-
CTBYIOIYIO TPAaaUIUIO. OTH HOBBIE DIIEMEHTHI
OpEXTOBCKOM CHCTEMBI TPHU3BAHBI JIHIIbL JOIMOJI-
HUTD, O6OF3TI/ITI>, HCCKOJIBKO BUJAOU3MCHUTH TO,
YTO YK€ HaKOIUIEHO W 3aKPerieHO B TeaTpaIhbHOM
co3HaHuu. B aTtom cimyuyae HOBanmu bpexra aTpu-
OyTHPYIOTCSI Yepe3 XOpOUIo y3HaBaeMoe — 4epes
AMUYECKUN ITyX, KOTOPBIA BCEeTaa OBLI MPHUCYII Ta-
TapCKOW KyJbType, TaTapCcKOMY CIIOBECHOMY
TBOPYECTBY, OCOOCHHO B €ro JpeBHUX (dopmax
(ckazaHusX, JereHaax, 6antax u Ap.). IMOC Bceraa
OBUT YaCThIO TeaTpallbHOW KYJIBTYPHI Tarap, IO-
3TOMy OpEXTOBCKOE Hacjelne B 3TOM KOHTEKCTe

MIpeJICTacT HE KakK ,,4y)Koe* U paguKalbHO HOBOE.
OHo coryacyercsi ¢ IpeBHEH Tpaauluel, BBITIIA-
JIUT KaK €€ MPOJOJDKEHHE. . ., TIO3TOMY ITOCTAaHOBKH
OpeXTOBCKHX MbeC Ha TaTapCKOH ClieHe He Ipen-
MOJIArar0T OTKa3a OT TPAAMLMU ICUXOJIOTUYECKOM
JpaMaTypruy, pokaas O4YeHb JIOOONBITHBIA M HE
MpejnogaraeMelii caMuM bpexToM cruiaB JByX
MIPOTUBOTIOJIOKHBIX JIMHUH MMPOBOM Jpamaryp-
ram» (c. 514).

B penepryape TI'ATa na pybexe XX—XIX
cTonetuii Obun mbeckl Kambaepona, Mombepa,
[lexcnupa. Ycnex 3TUX CHEKTakied — BO MHOTOM
pe3yiIbTaT HOBOIO KauyecTBa COBMECTHOH pPabOThI
pekuccepa, akTepoB U creHorpada, BBIPOCILIETO
YPOBHS 3pUTENBCKON ayTUTOPHH.

B BriBojgax mpuBOAATCS KpaTKUE pe3yJIbTaThl
uccnenoBanus. bubnauorpadus oramyaercss mpak-
THYECKHM MCYEPIBIBAIOIIEH MOJIHOTOM 10 UCTOPUU
U TEOPETHYECKUM aclleKTaM 3asBJICHHOU mpoOie-
MaTuku. [IpakTHyeckoe NpUMEHEHUE Pe3yIbTaTOB
HCCIEN0BaHUS U MaTepHaoB [IpuitoxeHuil MoxxeT
OBITH OYEHh MHOTOOOpA3HBIM U MPHU U3YYCHUU HIC-
TOPUHU UCKYCCTB, U AJI1 TEOPUHU U NPAKTUKU TeaT-
pOBeJleHus, U B My3eHHOM Jiene it co3aanus My-
3es TeaTpa B PecnyOnmuke TarapcTaH, 3KCIO3UIMU
KOTOPOTO MOTYT OBbITb MHTEPECHBIMH VIS Pa3HBIX
KaTerOpHUH [TOCETUTEIIEH.
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KyJUIaHYbIH, (AaKTUK MaTepuaHbl

CHUCTEeMaNaIIThIpy/la JKeHTEeKJIe dII OamkapyblH Owirenan yT1o. MoHorpadusans cueHorpadus
93TOHYJIOp, KATIAYJIBUIBITEl, KapIIBUIBIKIAPBIHBIH KHCKeHIere hom uaesop keporme 0efoH YHHUKaIb
OynraH 4opja TeaTpHBI SHAPTY ©UYECH KOPOII Tapuxbl Oylapak TOKBIUM UTENd. PeneHsusane Tatap Te-
aTpel CHEHOTpadUsICeHEH MHJUIA Y3€HUAJNIETe TYypPBIHAA THUKIIEPEHY HOTIKAJIOPEHEH ohoMHusATe acChl-

3BIKJIaHA.
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