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Currently, Russia numbers about 160 munici-
pal theatres in small cities, which are central to the
local cultural life. Preserving such theatres has
become the problem of national importance. In the
framework of Theatre Studies in the Republic, the
Almetyevsk Tatar State Drama Theatre is an indi-
cator of development, showing the progress of
such theatres. By unanimous recognition of ex-
perts, this theatre can hardly be called provincial.
This is one of the most interesting theatre compa-
nies in Tatarstan. Its productions have attracted at-
tention of both local ([Bredretdinov], [Iglamov],
[[lyalova, 2015, No. 7], [Ilyalova, 2015, No. 4],
[[lyalova, 2016], [Mamaeva, 2015], [Mamaeva,
2017], [Mukhammatova], [Khabutdinov], [Khbet-
dinov], [Faizullin]) and metropolitan critics ([Ba-
nasyukevich], [Stoyeva], [Cheremnykh]). In 2014,
the performance “Romeo and Juliet” (director
I. Sakayev) was included in the long list of Rus-
sia's main theatre prize, the Golden Mask. The
proof the success of the theatre is awards and di-

plomas received at theatre festivals not only in the
Republic of Tatarstan, but also in the Russian Fed-
eration (see: [Almetyevsk Theatre]).

In February 2017, the actors from Almetyevsk
presented a kind of an account of their creative
work to the spectators of Kazan on the stage of the
Kazan G. Kamal Theatre (the theatre last came to
the capital of Tatarstan three years ago). They also
introduced the audience into the scheduled events
of a usual working week of the theatre. The play-
bill included both experimental works and per-
formances staged for a period of time, known and
loved by the audience, Tatar and foreign classics,
modern drama. The organizers of the tour did not
forget about the youth audience, and treated thea-
tre-goers with a new concert program. In the vari-
ety of theatrical genres, the Almetyevsk company
demonstrated a wide range of professional capa-
bilities, their enviable acting shape, openness to-
wards novelties in art and willingness to overcome
new challenges in their creative work. The audi-
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ence saw the performances of those directors who
“die” in actors, and those who are masters of the
rigid directing.

The tour began with a recent premiere of the
theatre — the performance “The Dance of Love”
(“Curesne 6uto”) based on the play by R. Sabyr
(director, stage designer — Bulat Badriev, choreog-
rapher — Alina Mustaeva).

“Curesne Ouro” is literally translated as “the
dance of the eight”. This is a Tatar folk dance — a
tradition of declaration of love (as, for example,
Lezginka in the Caucasus). The dance, in which
lovers choose their beloved ones, is a beautiful im-
age to create a love story. “The Dance of Love” is
based on the play “A Beautiful Sunday for a Pic-
nic” by Tennessee Williams. However, we have to
admit that the topic of secondary importance as
well as twists and turns of the plot do not impress
the audience, as well as the text of play itself
which participated in the contest “The New Tatar
Play”. It is not the point that the audience expected
an unusual love story, a sensual, folkloric experi-
ence promised by the romantic message of the title,
instead, it is a story of unhappy love, betrayal, spir-
itual breakdown and despair. The point is that to
achieve an original, national, modern, if you like,
interpretation it is not enough just to “add” four
more Tatar women (renamed, of course) to four
Williams’ characters: to make one of them tell a
story of her husband’s cheating, which was caused
by the fact that he could not resist the temptation of
cold meat jelly prepared by a crafty husband
snatcher, and in this way make the audience laugh;
to speak through the mouth of a mad woman
neighbour about the history of famine and canni-
balism in the besieged Leningrad; and to com-
pletely deprive one of the characters, by the name
of Gulya, of her native Tatar identity, and make
her clown in Russian. What was the playwright’s
intention, what is the theme of the dance for the
eight remains a mystery to the audience. However,
we have to admit that this American-Tatar melo-
dramatic mix becomes a godsend for the theatre. In
the long run, the eight women have settled in this
play, which means that eight actresses are in-
volved, who, in small episodes (as they are not be
offered a more extended existence on the stage),
will try to play the whole life of their characters.
The director pays heed to every artistic detail, eve-
ry character and actress. Each of them has a solo
appearance on the stage, so that they would come
in front of the audience in all their artistic beauty,
and the audience, in their turn, would sympathize
with their characters — both distant and close to

them. On the stage, there is a partition of four
screens, dividing the stage tablet into five action
places. This is a rented apartment in a typical
house on the outskirts of the city. In this small, un-
comfortable apartment, the walls are covered with
plain wallpaper, the furniture is mostly functional.
Everything here is tasteless, and the main charac-
ter’s longing for a better life envelops the audience
from the very beginning. Two details of the design,
of course, catch your eye, i.e. a copy of K. Monet's
“Breakfast on the Grass” hanging one of the wall,
and a cage with a motionless yellow canary on the
ceiling. This is the apartment of Saida and Leila.

The play begins with a maid in a white (wed-
ding) dress, dancing in the twilight — this is the
main character’s dream, in which her soul flutters
in anticipation of happiness. However, for her, a
vivid and loud reality has unpleasant meetings and
tragic recognitions in store. Leila (L. Nurieva) is
waiting for a call from her beloved one, her Rob-
ert. She is expecting a conversation, which is very
important for both of them. Having received a
morning newspaper, Saida reads a column of social
news and learns that Robert is marrying a rich
woman. In an effort to protect her friend from this
bad news, she tears the paper to pieces, and throws
the surviving remains of the newspaper straight to
the cage with a canary.

Saida, performed by G. Kashipova, is a simple-
minded, loud, village plain jane with black eye-
brows, drawn up over the rim of her bulky glasses,
who is inclined to do unnecessary-to-explain
things. By the will of the playwright, she keeps
frying a picnic chicken throughout the whole per-
formance and is surely burnt with oil, and if she
begins to sprinkle a wound with soda, she will cer-
tainly smear her face, etc. At times, the actress’s
eccentricity and character seem somewhat over-
done, depriving her heroine of lyrical individuality.
At the same time, she is kind and sincere in her
impulses. The image of Nurlybayan (G. Valeeva)
also seems to go wrong with excessive pictorial-
ism. She is a crazy old woman from the top floor,
who finds refuge in the girls’ apartment from
ghosts and spirits haunting her. Her dashes with
scissors in outstretched arms evidently explain her
character’s grave mental state. However, the ac-
tress's performance makes a more vivid impression
on the audience when her heroine tells, quite rea-
sonably, the story of her love, her life and the se-
vere trials that she has gone through. The director
“gives” a close-up view of each of the eight wom-
en: the wuncompromising landlady Zukhra
(R. Gaisina) who comes to check her lodgers at a
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wrong time, Lucia (Z. Gazizova), the tyrant-
mother, insisting on her daughter’s return home af-
ter giving up all sorts of love nonsense, kind and
gentle Mariam (A. Kharisova), suffering from
loneliness and seeking support from Leila, their
friend Elya (A. Sibgatullina) who wants money
from Leila to pay for renting a new apartment in a
fashionable district, and Saida and Nurlybayan
who alternately told their love stories. That is the
way there sounds a monologue of a woman, who is
waiting, looking for a partner, confessing her pure,
thrilling and true feeling for her significant other.
Thus, we have a collective image of a woman in
love, which in a moment is scattered into shards of
deceived hopes and ruined destinies. In the end, the
main character learns about the betrayal of her
loved one, adding her disappointment to the overall
bunch.

L. Nurieva, who is lovely and mesmerized, and
happy at the beginning of the stage narrative, se-
verely rebuffs her heroine in the finale. In the
beautiful dress in which she dreamed to marry her
handsome prince, “a knight on a white horse”, she
goes to the picnic to eat a chicken cooked by Saida
in the company of her twin brother who is as awk-
ward and ridiculous as his sister. In the final scene
of the play, a huge projection of Monet's painting
will appear on the wall. Women and men, frozen in
graceful poses, will fill the wall. This is a mirage.
From this moment on, everything elegant and
bright for Leila will remain only as a ghostly re-
minder of the happiness which is never to happen.
In reality, the only thing she can hope for is a cage
with a dummy of Saida's favorite canary bird.
While adhering to the original drama, the director
and the actresses manage to find some kind of or-
ganic rhythm for their sad story and to make the
audience empathize and sympathize with their her-
oines.

The performance “Kachaklar” (“The Fugi-
tives”), based on N. Isanbet's play and directed by
1. Zainiev, demonstrates the director's method of
mastering classical drama that is free from stereo-
types. It has a share of the director's adventurism,
ease of judgments and unexpected twists and turns
of the meanings. The genre of the play is a tragi-
comedy, which does not allow excessive anguish,
inappropriate pathos, it fights with cliches of per-
ception, and humor becomes a means of knowing
reality. The director treads upon the chosen aes-
thetic path confidently, carefully selecting expres-
sive means, drawing the audience into the whirl-
wind of events and juggling with cultural memes.

The scenography of B. Ibragimov plays an im-
portant role. By minimal means, the artist achieves
the effect of a continuous movement, allowing the
performance to progress at a fairly intense pace
and rhythm. An empty stage tablet is a world open
to all winds and storms. In this space, the scene of
action is easily changed, thanks to the metal mov-
able figures — parallelepipeds, which denote either
houses or doors of houses, or (arranged in narrow
rows) narrow corridors-labyrinths of underground
apartments.

The play begins with the sounds of an explo-
sion. Somewhere close there are guns rumbling. A
blast wave throws a man out onto the stage. This is
Tugysh (D. Khusnutdinov), a young, enthusiastic
poet, and he is in love with the most beautiful wife
of Mulla Gainutdin Sarby. He is sad and reads po-
etry, hoping for a meeting with his beloved. He
would not be hindered by the war waging around
and the fact that his familiar world is rolling down
into the Tartarus of the unknown. In this way, from
the first minutes of the play, from its first sigh,
from the first mise-en-scene, the director sets the
tonality to the whole subsequent theatrical narra-
tive. It will be about a person — a unique individual
— and their feelings, about the irreversible flow of
history and the place of man in it.

The Civil War breaks out. From all sides,
comes the news of the cities captured by the Red
and bloody massacres of the rich and the clergy. So
Mulla Gainutdin, yielding to universal hysteria,
decides to flee to where his feet happen to take
him. The characters of Isanbet-Zainiev are very cu-
rious, craving for new experiences. And for some
of them, the flight becomes the only possible
means to change their lives, make their existence
meaningful, interesting and colorful. It seems that
historical catastrophe is necessary for people to re-
think the essentials and finally come to their sens-
es, to see things around them and appreciate each
and every moment of life. War and love, tragedy
and discoveries exist side by side.

Wayward Sarby (M. Gainullina), fleeing the
war, leaves Mullah Gainutdin for a White officer,
Ishmurzin. She changes a Tatar shawl and dress
with long sleeves for a hat with a veil and a short
green coat. She changes her name, becoming Sera-
phim. She is extremely excited, speaks only in
Russian (the way the actress parodies the Tatar ac-
cent is quite amusing) and with a withering glance
horrifies the people around her. But as soon as, she
meets enamored Tugysh on her way, he keeps fol-
lowing her around the world, Serafima-Gainullina
suddenly becomes soft, tender and real. In the end,
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Sarby realizes that she has been running away from
herself and from the most important thing in one’s
life - a devoted and sincere love.

The daughter of Mulla, Zuhra (R. Shaimuk-
hametova), an educated maid who loves books and
everything sublime, by a twist of fate, becomes a
mistress of the provincial artist Kachkinsky, whose
true face will be hidden under the guise of Pierrot
(his makeup is a whitened face with an eyebrow
raised in the grimace of pain) from the very begin-
ning and until the final scene. This Pierrot has a
skill at “courting” ladies. By offering to drink vod-
ka for disinfection purposes, he quickly attracts a
naive girl. A passionate tango (choreographer —
S. Aminova) will finalize Zuhra’s acquaintance
with a new, independent life. Eventually, a mask
will also appear on Zukhra's face - a whitened face
and the same eyebrow. While in the case of Kach-
kinsky, this mask means deceiving and leading
away from the truth, in the case of the newly-made
Madame Kachkinsky, it is a reflection of her inner
world. Her Pieretta is an unhappy heroine of the
romance, which is not hers.

The ingenuous Sania — Gainutdin's wife — sud-
denly abandons her husband, as she feels sorry for
and trusts’ Abululich, who is a scum and a card
cheater (brilliant acting of R. Minnikhanov), and
follows him in an unknown direction. Performed
by R. Gaisina, she is so naive and simple-hearted,
being at the same time internally intact, that this
battered gambler seems to have won a righteous
life in all its diversity.

Encounters, trials, discoveries and revelations
are in store for Gainutdin himself. In search of jus-
tice, he goes to the Imam. The director brings a
cane doll onto the stage to personify the main cler-
ic of the Muslims, fleeing from the revolution. This
is a risky stage decision pronounced in a bright
theatrical language, which can be referred to the
thought that occurred to Gainutdin. In a dialogue
with the puppet-imam, at last, the true essence of
the catastrophe that has happened to the world is
revealed: the messenger of God on Earth appears
to be a weak-willed toy in the hands of agile deal-
ers, preaching the morality that brings more in-
come. This unusual, ironic, apparently theatrical
device does not at all look like a foreign inclusion
in the canvas of the play. The audience accepts the
rules of the ironic game and perceives it with un-
derstanding.

Music and light play an important role in the
production. A light, playful and catchy instrumen-
tal composition, announcing the beginning of the
comic episode, is replaced by lyrical vocalism, full

of deep, soul-stirring experience. Slowly, the
woman's voice envelops the scene, flying up and
sinking down, reinforcing a sense of anxiety with
each new variation (composer — E. Nizamov).

The light design of the performance is laconic,
creative and rhythmic: a soft twilight on the stage
during confessions of love, red flashes of a pas-
sionate tango, a bright white beam eating up faces,
figures and fates, and soaring black silhouettes pat-
tering in weightlessness on the theatrical backdrop,
a shrill blue dawn, calling back to the abandoned
parents’ house through the haze of fog (the light
effects artist — I. Sayakhov).

For two and a half hours of stage time, the au-
dience has been watching Time go by. After pass-
ing all the circles of hell, the fugitives, tired yet
happy and illuminated by new knowledge, return
home. The former mullah “regenerates”, becomes
a proletarian and, after getting rid of all stereo-
types, marries a woman from a brothel. The lost
wives and a daughter return bringing along those
whom the fate has put together. People in red knit-
ted hats (ironically illustrating the Red Army sol-
diers) sign a solid six-room house over to the state
and make it a venue for cultural events. Anyway,
bright, warm, sunlight floods the scene and, appar-
ently, the coming century of the returning fugitives
... Everyone knows from history textbooks what
will happen to these people in the future. In the
meantime, they seem to be no longer capable of
experiencing strong feelings. They went through
and suffered all possible hardships and novelties
and got “stiff with respect to the future”. It is im-
portant for them to live here and now, every mo-
ment.

1. Zainiev’s second production is as easy, iron-
ic and stylish: “The Land of Elsa” by the contem-
porary Russian playwright Yaroslava Pulinovich is
announced in the tour poster of the Almetyevtsk
Theatre. The name of the Tatar play is borrowed
from the famous song about love “Cun kaiima
unen?” (Literally, “Where have you been?”).

The play tells of two lonely old people and
their true love. She is Elsa Alexandrovna, a 75-
year-old widow, a Russified German, who has
lived her life with the husband she never loved, he
reproached and humiliated her, and mocked at her
all his life through. He is Vasily Ignatievich, a
widower of 72, a former geography teacher who
was forced to retire. He settled in the village and
got used to the emptiness in his life. They fell in
love, but their dreams of happiness were not to
come true.
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Running across the stage is a solid fence with a
double-leaf gate in the middle, built by the theatre
artist, B. Ibragimov. In the gray boardwalk, there
are two loopholes with boards swaying on one nail.
By pushing them aside, the characters of the play
enter their supposed-to-be houses, penetrate into
the village shop and hide from prying, curious
eyes. Through these narrow slits, swerving and
squeezing into the opening, Elsa enters her plain
house. A chair and a bedside table are the only
decoration of her room. Through the same narrow
slits uninvited guests encroach upon Elsa’s world.
Vasily Ignatievich’s world is another thing: it
stretches in the depths of the stage, behind the wide
gates with a neat lawn and ornamental trees in
pots. Later, on the “grass”, there will be a table
with a beautiful tea set, with a cake and sweets
prepared for Elsa. It is here that a new world opens
up for her, it is her land, her freedom and peace.
The authors of the play managed to create a world
densely packed with everyday life and hovering
above realities. Life is tangible, recognizable, but
at the same time, fictional ““as if in a movie”.

“Why are you swaying there, thin ash-berry?
With your head bending to the fence”, “the Rus-
sian” beauties of the Tatar theatre (choirmaster —
M. Yakhyaev) begin the play with the purest po-
lyphony, hiding behind the fence, but in such a
way that their red, like fire, kokoshniks (Russian
folk crowns) and sarafans (Russian folk dresses)
can be seen. Lyrical digressions, during which the
choir sings, set the mood for different scenes
throughout the performance. You cannot find these
characters, the chorus girls, in the text of the play.
This women's choir, in which Elsa is forced to
sing, “otherwise, Zinaida will nag me to death”, is
only casually mentioned. However, the director
collects and brings perfectly singing actresses onto
the stage. Their supertask is to purely sing and cre-
ate an appropriate atmosphere. Later, the director
will ironically present the participants — calling
each by name and inventing a funny and very nice
scene of introducing them to Elsa’s new admirer.
“Fyokla”, drawls one of them languidly to the
laughter and applause of the audience protruding
prominent breasts towards the embarrassed man’s
nose.

The director uses humor as a key to learning
the dramatic reality. However, he does not impose
any hard conclusions, leaving room for individual
viewing variations. Everything in this world is both
mysterious and simple, both clever and stupid,
both sad and funny.

There is a village and a village shop on the
stage. Elsa wants to buy new shoes, but those that
are available look more like men's shoes, and she
wants high heels. The local gossips Zinaida
(L. Sultanova) and Taisia (R. Salikhova), Elsa can-
not avoid meeting them (they lie in wait for her),
“highly disapprove of”’ the strange whim of the
brand new widow, who does not seem to mourn
her late husband.

Arriving home, Elsa shoves the portrait of her
unloved deceased into the bedside table and gets
ready to live her own way, at least be free, quietly
realizing her failed dreams, the first of which is to
purchase a pair of high heels shoes.

The director and the actress were able to repre-
sent Elsa's image without focusing on the age of
the heroine. N. Nazipova plays an essential reflec-
tion of her heroine — a woman released from the
yoke of dislike and indifference, a simple and
open-minded girl. She shows interest in every-
thing, as she knows nothing about a life full of
happiness. However, her happiness is here, behind
the fence, eavesdropping as Elsa lulls her great-
granddaughter and sings her a lullaby in German.
“Vasily Ignatievich”, — a new pensioner, per-
formed by K. Valeev, introduces himself and right
away invites her for a date.

Elsa takes great pains over her preparations for
the date. In 70 years it is the first time she is in-
vited for a date by a man who is embarrassed and
in love! She, shy and hiding her eyes, asks her
pretty tipsy granddaughter, who is back from the
party, about what usually happens on dates, what
the lovers say ... In answer to her grandmother’s
strange question, her granddaughter (R. Safina),
who is sobered by the mental strain, tells the story
of a guy nicknamed Kaban (Boar). He was her first
date and she watched a “vidos” behind the garage
with him. Alas, this is all the young girl lives and
breathes in this wretched world.

It is with undisguised excitement that Elsa,
dressed up in new high heels, goes to her first date.
But when she sees a phone in Vasily Ignatyevich's
hands, she recalls her granddaughter’s story and, in
desperate despair, goes as far as to get ready for “a
vidos”. Fortunately, to her own joy and the glee of
the audience, she chastely plunges into the atmos-
phere of a pleasant evening with romantic music,
coming from Vasily’s gadget.

She loves sweets, he likes to treat his Elsa to
them. He proposes to Elsa and invites to go to the
countries, about which he so much told to his stu-
dents in his geography class. She agrees to marry
him, to sell the house and go wherever their feet
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will take them. But her daughter Olga (D. Abu-
nagimova) is all against it. She won’t let her moth-
er do whatever she likes and, in particular, dispose
of their family property.

Their happiness is so close. She has already
bought a long pink dress for herself to be the most
beautiful bride. But her daughter demands that she
should part with Vasily Ignatievich, and Elsa
agrees to say goodbye to her beloved once and for
all. Elsa-Nazipova sits, looking down and listening
to Vasily's endless monologue, who deliberately
ignores her awkward gestures, with which she tries
to interrupt his speech. And he hurries on to tell
her about the school, the pupils, the girl Katya,
whom her classmate got pregnant, and how he
helped her to cope with the role of a young mother,
then dirty rumors were spread about them. He
keeps talking, as if in anticipation and fear of Elsa's
rejection, trying to avoid a severe sentence. Sud-
denly, Elsa, who comes to refuse the proposal, re-
ports “tragic” news with a calm, detached intona-
tion: she has failed to find a suitable handbag for
her wedding dress. At what point and why has Elsa
changed her mind about refusing Vasily is not so
important. It is more important for the director to
create a theatrical illusion for his viewers to later
use an ironic intonation and jokes to enhance the
depth of the feelings experienced by his characters.
This small episode is full of nuances and shades,
remarkably conveyed by the actors, who led their
characters from confusion, weakness and fear to
confidence and hope for the best.

But the wedding is not to be. Their children,
who fear for the safety of their property, interfere
and the weak heart of the hero cannot stand the in-
difference and misunderstanding of his family. Af-
ter receiving the news of her loved one’s death,
Elsa dies. The fairy tale comes to an end. They
lived long away from each other and died on the
same day.

In the final scene of the play, Vasily Ignati-
evich opens his gates wide and gallantly offers a
hand to his bride, wearing a pink dress. Holding
hands, they stop at the edge of that very green
lawn, ready to travel to other lands and worlds,
where no one can ever separate them. Seeing the
smiling Vasily, someone whispered softly in the
hall: “Not dead”. This remark indicates not so
much the ingenuous misunderstanding of the met-
aphors by certain spectators, but rather the power
of the illusion created by the theatre, which over-
whelmed the feelings and made people believe that
even the most hopeless dream of happiness comes
true. The audience experienced very emotional

moments viewing Elsa’s love story, tears welled up
in their eyes at the moment when the souls of the
heroes were reunited.

In its tour performances, the Almetyevsk Thea-
tre demonstrated a wide range of acting talents.
“The Good Person of Sichuan”, staged after the
play of the German playwright Berthold Brecht,
did not leave anyone indifferent. It is well known
that Brecht worked over this play for a long time.
More than 10 years passed between its first drafts
and the final version. Since the first production in
Germany in 1943, Brecht’s dramatic legend has
lived through more than a thousand interpretations
in theatres around the world. Moreover, the role it
played in the fate of the Moscow Theatre on Ta-
ganka is invaluable.

Why is the Tatar theatre excited today by the
story of a good man who is forced to hide behind a
mask of evil? We will try to find the answer.

In this fast-moving, expressive performance di-
rected by I. Sakayev, actors go beyond the limit of
feelings, thoughts and expressive means. The di-
rector has staged a play in the genre of “a perform-
ance-parable”. On the one hand, it is a spectacular
production, on the other — a moral story with in-
structions.

The performance is built in an ingenious, plas-
tic way. Its scenographic design is executed in a
calm gray-brown color scheme: a light brown rug,
a stationary backdrop of kraft paper, on which “se-
zuan” is written in Latin letters, the second paper
curtain, moving frontally, easily taking off and
with its movement as if signifying a change of
scenes (and there are quite a few of them) and a
movable rectangular arch with a paper curtain cut
into strips (theatre artist V. Yashkulov). On the
stage, there are ragamuffins and middle-class peo-
ple scurry, dressed in fancy clothes with geometric
make-up on their faces executed in variations of
gray and white colors (costume designer — D. Ta-
rasenko). The sound design constantly encourages
the action with rhythmic beats, measuring time.

Gods, in white robes and braided headgears
made from paper wisps, which hide their faces, pay
a visit to Sichuan. The heavenly office sends them
in search of the good. They passed many lands and
only here a kind person is finally found — it is pros-
titute Shen Te who, to her own detriment, lets the
tired travelers stay the night in her poor dwelling.
For her kindness the gods give the girl 1000 silver
dollars. Shen Te decides to take up a decent job
and buys a tobacco shop. From this moment on,
life puts the main character to test and the audience
experiences philosophical and moral temptation.
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What is good? Does the good possess reason?
Weakness or power? Does people’s kindness make
them happy? What is truth? The parable comes in-
to its own.

N. Nazipova plays the part of the main charac-
ter. Her acting is emotional, vivid and expressive.
She manages to interweave psychological nuances
of the character’s life into her stage existence.

In I. Sakayev's play, the good is an irresponsi-
ble and impermissible luxury. People are vicious
and spiritually poor. The director is inventive,
mocking and sarcastic when creating the image of
spiritual weakness. In this world, people deserve
their ugliness, uselessness, moral and mental dis-
tortions. They deserve the harsh, cruel and prag-
matic brother of Shui Ta who comes instead of his
good-natured and obliging sister. The girl reincar-
nates, when requests become terms, and goodwill
is taken for a duty.

Good Shen Te falls in love with unemployed
pilot Yang Sun (I. Khaertdinov). To make his
dream of the sky come true and pay the contribu-
tion due for the place of a pilot, she is ready to sell
the store and give him all her money. For the lazy
and selfish goof, Yang, the love of Shen Te is just
a chance of making a deal. So again, the evil and
cruel Shui Ta stands up to protect goodness.

In Sakaev’s interpretation, the motives driving
these people are so unreasonable and insignificant
that they seem to need evil, force and even tyr-
anny. This society of the destitute needs Shui Ta.
In the finale, the director vividly shows their group
self-consciousness, which recognizes nothing but
force.

In the court, summoned by the Sichuan resi-
dents to charge Shui Ta for murdering Shen Te, the
judges are the same gods who rewarded the good
person and doomed her to a risky game. Another
important thing is that the gods are represented by
the director as loyal to vices, as creatures who are
far from righteous anger, who themselves are quite
unhappy in this world of people. In search of the
good, they carefully defend themselves against the
evil that has swallowed the world, they avoid see-
ing, hearing, or speaking of it. Observing the in-
habitants of Sichuan, the gods, like those wise
monkeys, each time cover either ears (cannot
hear), or eyes (cannot see), or their mouths (I will
say nothing).

Frightened by the disappearance of the only
good man found with such a difficulty, the gods
are sincerely glad when they recognize Shen Te in
the attire of Shui Ta. Shen Te-Nazipova admits in
great despair that she has failed to cope with the

heavy burden of being kind. That for her, kindness
turned out to be suffering. That she is expecting a
child and does not want it to suffer humiliation like
she did. And if she is to be good again, she will not
be able to cope with the world of people without
her evil brother. She asks the gods to give a per-
mission “at least once a week” to be her evil broth-
er. “Once a month would be enough”, the gods ad-
vise with an indefinite intonation. Going back, the
gods suggest the viewers think up for themselves
what the end of this story might be like.

But the viewer does not have time to imagine
things, the director promptly moves the action to
its logical end. While the court is in progress, the
people of Sichuan line up along the backdrop, mo-
tionless. They copy the gestures of the gods, trying
also to isolate themselves from the evil that has be-
fallen them, covering their eyes (not to see), ears
(not to hear), mouths (not to speak). However, this
wisdom is beyond the power of a weak man.

At the behest of the director, Shen Te is freed
from the costume and mask of Shui Ta, she is in
the center of the stage and the attention of the
crowd is fixed on her. She silently asks for help,
she does not want to lie and pretend to be someone
else anymore. But people, having learned and real-
ized that a good person has returned, with faces
distorted by malice, slowly surround him. They
stand with their backs to the audience, waving their
arms, as if trying to reach and hit someone already
lying at their feet. Suddenly the crowd falls apart,
chanting: “Let the finale be first class!” In the cen-
ter, stands Shui Ta smiling. The people throw their
caps up, rejoicing at the return of the evil brother.
Is it really a more peaceful, more convenient and
more understandable way out? Is it really easier for
them to be unhappy, weak, driven and irresponsi-
ble? Not to see, not to hear, to keep quiet. What
does a man deserve? What else can you expect
from a man?!

1. Sakaev has staged a tough, conceptual and at
the same time spectacular performance. It is a bold,
experimental work of the Tatar theatre, which de-
serves recognition; which expands the horizons of
the theatre itself and its audience perception. How-
ever, this production leaves a feeling that the heart
of the performance is beating too fast. Thus, in the
given rhythm, the viewers lack time to grasp all the
important senses that abound in the stage narrative.
However, it is all important that the moral and phi-
losophical trial of man that began a long time ago
should continue.

Along with the conceptual, serious stage pro-
ductions, the Almetyevsk Theatre also brought a

130



TATARICA: CULTURE, PERSONALITY AND EDUCATION

performance for young spectators. The interactive,
as it should be nowadays, performance for children
“Shurale Show” (directed by E. Shakhov) had a
successful run. Children, boys and girls, act in the
play performed in two languages. This is a poetic
duel based on Tukay’s fairy tale “Shurale”, where
the children read rap enthusiastically, and forest
inhabitants, the company of Shurale, dance hip-hop
equally passionately. Young spectators “played the
Sabantuy” together with the characters from the
play. When asked to come onto the stage, the lucky
ones took part in the tug-of-war, jumped in sacks,
and most importantly, once again learned the sim-
ple and eternal truth about the primacy of the good
and true friendship.

“A Serious Comedy”, as stated in the program,
is made after the play “Kap acteiama kaitHap
gqumma” (“All Ages Are to Love Submissive
(trans. by V. Nabokov)”) written by the recognized
classic of Tatar literature, Ayaz Gilyazov, and is
produced in old-fashioned theatrical rhythms.

On the stage, the audience sees an apartment
with a sofa and a stand with flowers on one side
and a high bar counter with chairs around it on the
other. In the background, in the center of the stage
area, are two doors, decorated with huge profiles of
a man and a woman. Gradually, the profiles con-
verge, and in the final scene they completely
merge into a scenographic kiss. In this supposed-
to-be apartment, the first scene shows a hyperac-
tive Abuzar (R. Akhmadiev) and his thoroughly
positive father, Karimzhan (E. Latypov). In the
second scene, here also settle a deliberately capri-
cious Tazkira (E. Sayfutdinova) and her sadly de-
tached mother, Anisa (R. Faizullina). Fortunately,
they enter the same space out of the doors with dif-
ferent profiles: the girls out of the door with a fe-
male profile, the boys out of the male one. In the
episode of the walk, the mirror of the stage is
blocked by a curtain with an image of a night city
— it is the all illuminated Kazan embankment. The
scenographic decoration by N. Gabidullina de-
scribes the characters as belonging to the modern
reality. These are our days, but...

The play “All Ages Are to Love Submissive”
was written in the seventies of the last century. It
tells how young lovers decided to get married so
that their parents would learn about their marriage
only on the day of the wedding. The girl is a leader
in this swindle. The wedding day is tomorrow. But
the young man lets out the secret. The groom's fa-
ther demands immediate acquaintance with the
parents of the bride. The bride is ashamed of her
mother, who works as an ordinary janitor, more-

over, she is proud of her job and hangs a sign on
the door of her apartment, reading that the janitor
named so and so is living here and she does not
want to arrange any meetings. She is afraid that the
son of the famous chef, awarded with the Order (a
real order of the “Red Banner of Labor” of 1928 is
used in the play), will not take a janitor’s daughter
for a wife. In the performance, just like in the play,
their acquaintance will take place. The lonely fa-
ther and mother of the unlucky newlyweds fall in
love with each other and decide to get married. The
young people are appointed a one-year trial period
to check if their feelings are true and understand
that one cannot joke around with love.

The play is closely connected with the time
when it was created. It is inhabited by idealistic
characters from the “era of the society of devel-
oped socialism”. Gilyazov’s characters, like the
characters of A. Arbuzov and M. Roshchin, are
engaged in the exalted search of “the true cost of
spiritual qualities.” And this is the reality, which
should be taken into account. To integrate this
fragile drama world into the realities of the 21st
century without losing its moral and ethical mes-
sage, it is not enough to employ the devices of ex-
ternal pictorialism. It is not enough just to pro-
nounce the text expressing respect to the text, to
speak with aspiration, in a slightly detached way,
diversifying intonation and looking straight at the
audience. The issue of “relationships of genera-
tions in the conditions of progress, globalization
and changing values”, as the announcement prom-
ises, should, as it seems, be resolved in an active,
lively dialogue, not just in the form of instructive
maxims.

If “All Ages Are to Love Submissive” went in-
to the category of middling performances, the pro-
duction shown on the last day of the tour was more
like a manifesto of the theatre, focused on the ex-
periment and creative search.

The tour closed with a performance based on
the play of the contemporary Russian playwright
Olzhas Zhanaydarov “The Store” directed by E.
Shakhov. The play was staged with the support of
a grant from the Union of Theatre Workers of the
Republic of Tatarstan.

The play “The Store” was written in 2014 and
was immediately entered into the short lists of the
Festival of Young Playwrights “Lyubimovka”, the
International ~ Literary  Voloshinsky = Contest,
reached the final stage of the Independent Literary
Prize “Debut”, and in 2015, received the First Prize
of the National Theatre Contest “The Golden
Mask.”
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The production of the Almetyevsk Theatre is
the Russian premiere of the play based on real
events, in which the authors make, as stated in the
program, “an attempt to expose the reality”.

In the performance “Kuber (The Store)”, like
in the original play, there are two characters. Zi-
yash is the owner of a small corner grocery store
and Karlygash is her saleswoman. The action takes
place in Moscow. Ziyash and Karlygash are Ka-
zakhs. Ziyash has lived in Moscow for a long time.
Karlygash arrives in Moscow to make some mon-
ey, because Ziyash has persuaded her to come
from her remote place to the capital.

The text of the play is two women’s mono-
logues. They talk about themselves and each other,
about the events that unite them and put them on
opposite sides of the barricades. The confrontation
of intersecting meanings, their fusion and con-
tinuation are represented on the stage.

In the background of the empty stage, there is a
lattice wall, made of boards from wooden contain-
ers for vegetables and fruit. On both sides, there
are piles of boxes of this type. We also see two
women: gorgeous Ziyash dressed in a black long
dress and Karlygash in a dark working uniform.
Ziyash has epaulettes on her shoulders, they are
trimmed with a red braid and a tassel at the end,
Karlygash has a collar with the same red tassel ties.

Walking along the stage, Ziyash (M. Gainul-
lina) peers into the distance and clenches and un-
clenches her fingers. She is waiting. She is waiting
for the moment to tell her version of events.

Karlygash (D. Ibatullina) is squatting, sud-
denly, as if exhaling, she begins her story first:
“She said my daughter was dead. Had fallen from a
swing in Almaty, had fallen her head downwards
and died at once, all ran up, and she died ...”

The story of her life when imprisoned by Zi-
yash, of humiliations, murders and crimes starts
with the most terrible story a woman can tell — the
story of her child’s death. The child, just like her
life and her future with the faith and hope for the
best is taken by Ziyash. She takes it all by the right
of the strongest, the boundless power of the master
over the slave. Everyone who happens to get into
the back room of the store, becomes her slaves.
She changes their names, trades the bodies of their
unborn children, sells humans as goods to mer-
chants of organs and transports them to her home-
land, gets rid of suicide victims, those who could
not stand humiliating torture, those who were beat-
en and forced to beat each other to the first blood —
this was the rule she set. The rule, which every-
body was compelled to comply with: both ordinary

people who did not want to take to heart the prob-
lems of saleswomen suffering from violence, and
corrupt police, who, for generous offerings,
brought back to this hell of a place those who
dared to escape.

The director does not allow the actresses to
demonstrate expressive emotions: words pro-
nounced clearly, hard facts only, plain truth with-
out embellishment. The heroines rarely look into
each other's eyes. Almost all the time during the
dense stage action, their eyes are directed towards
the audience. It is neither a dispute nor a dialogue,
it is prosecution and defense. The judges are the
spectators in the hall. Everyone is free to make
their choice: to unmask or believe.

Their restrained acting is complemented by
plastic sketches. During the monologues of Karly-
gash, Ziyash-Gainullina focuses on performing
flowing movements like the movements of martial
arts, and the energy she accumulates breaks out
later in more aggressive gestures made by her
character (plastics by A. Mustaeva): for example,
in the next exercise Ziyash-Gainullina performs a
stand on her hands over Karlygash who is lying on
the floor, covering herself with a box. Ziyash leans
against the box with such a force that its boards
practically dig into Karlygash’s neck. The play
abounds in these perceptibly risky moments, which
makes us feel the exaggerated cruelty of Ziyash,
expressed in her plastics, both her strength and
weakness.

In the play, Ziyash is an executioner and a vic-
tim, a lord and a slave. M. Gainullina plays a per-
son blinded by her own sufferings. The audience
listens intently to her story about a young Kazakh
woman who came to Moscow dreaming of a better
life. She tells about her meeting with skinheads,
the first severe and cruel lesson that the destiny
taught her. Fear and pain, settled in her heart after
that fatal carnage in the subway and it seems to her
that it gives her the right to be cruel and go unpun-
ished, accept the rules of the imposed game with-
out opposing them. Moreover, Ziyash has a dream
— to build a mosque in her hometown in Kazakh-
stan. For the construction of the temple, Ziyash
saves the money not paid to her slaves, and the
money that she receives for the sold children.
“Here they are,” Ziyash-Gainullina points to large
nails in one of the boxes, and throws them furi-
ously to the floor. Later, the actress will break the
boards out of the box and will nail them to the
wall-lattice in the back of the stage with these very
nails. The metaphor seems to be too straightfor-
ward, however, this makes it effective. Every new
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hammer blow is an interrupted life. Every blow is a
criminal, monstrous sacrifice, made possible by
someone's connivance in this modern, legal, as you
know, state. Who leaves crimes against human na-
ture unpunished? Is it really just those who are in
power? What about those who pass by, lower their
eyes, remain silent, step aside, letting thugs in a
bloody rage go (and not only them), at any time
taking a risk to become either a victim or a cow-
ardly executioner — who are they? Those accused
or judges? Is it possible to interrupt the all-round
bail of indifference and overcome the paralysis of
the will? The choice is yours, gentlemen of the ju-
ry. Meanwhile, Karlygash is on the stage telling
her story about how she was returned “home” after
another escape, and Ziyash decides to sell her. Kar-
lygash undresses to the underwear, and the audi-
ence sees a carved and numbered “carcass” of the
sacrificial animal ... Ziyash is not ashamed of the
language she uses, she estimates and roughly fin-
gers every part of the victim’s body telling how to
properly cut a sacrificial animal (usually a ram),
where, to whom, what part. The main thing is that
the head should point towards Kibloo, towards the
mosque ... And a hand, for example, her thoughts
returning to the victim, can be cut off or disfigured,
fortunately she has familiar doctors, and later sell it
for good money to “beggars” or gypsies.

Karlygash waits for her fate, hidden from the
eyes of others in the closet. “I was angry with her.
I figured out what to do to her. Not to kill, to de-
prive her of freedom. Send her to prison, and let
her live there. I began praying. May Allah save me.
May He do something about it. May He let me die.
May something change. And then I remembered
my name. Katya isn’t my name. My name is Kar-
lygash. I'm a Swallow. Karlygash.” The heroine of
Ibatullina almost cries out in despair. Then the au-
dience learns that Karligash's prayer has been
heard, and retribution has been accomplished. Zi-
yash and everyone who was in the shop that day
were killed by skinheads who were avenging the
death of some Russian. Karlygash was not found,
and she was left alone. Alone in the store, alone in
her prison. “Anau-mynau”, — chants Karlygash-
Ibatullina Ziyash's favorite refrain in a low register,
imitating the intonation of her mistress with great
precision. It resembles the birth of a new mistress
from a slave.

But this is not the end yet, and the director con-
tinues the game with spectators’ perception. The
actresses stand, holding hands. From afar the song
“Was wollen wir trinken” (“Seven Days” (“What
We Want to Drink™)) is heard, performed by the

band “Bots”. Gradually the whole space is “cov-
ered” with the rhythm of the march and distinct
German speech. In front of us there are the same
Ziyash and Karlygash. They are the dead one and
the one who has come to replace her mistress, re-
born and stronger in her rebirth. The women care-
fully and defiantly peer into the faces of those who
do not accept them the way they are. The march
comes closer, and life continues to unleash its
monstrous mechanism.

If you refer to the translation of the song,
which can be easily done today by everyone, there
emerges a different meaning. The song sounds like
a call to fight for a life without violence.

The director's goal is to leave the viewer at the
crossroads of meanings: whether Karlygash will
continue the story of enslavement or rise above re-
ality and try to change it. Will she be able to with-
stand a hostile reality, a system, a life in which
good intentions might lead to hell?

Based on real events, the ambiguous theatrical
narrative of E. Shakhov terrifies a certain part of
the audience with a thought that such wild stories
are happening here and now. Others (the lucky
ones!) fail to comprehend what conclusions they
should make after viewing the play and what
caused this darkness to their soul. Still others try to
find answers to the questions asked. Either way,
the goal is achieved, the audience are involved in
the experiment.

The tour is over, it is time to sum up.

In the current tour, the Almetyevsk National
Drama Theatre is viewed as a very diverse, unusu-
ally interesting and searching modern theatre.
Large-scale productions, chamber stories, experi-
mental projects, children's repertoire and concerts
organically coexist with each other.

Today, we often say that the theatre and its
revenues depend on the taste of spectators who are
not very demanding, who choose between light
comedies and heartbreaking melodramas. Judging
by the playbill, the repertoire of the Almetyevsk
Theatre does not experience such dependence. Al-
though the theatre works in a small town with the
population of only 150,000 people and depends on
whether the house is full or not, it conducts a com-
petent repertoire policy. This is a huge and respon-
sible work aimed to educate intelligent spectators
who are ready to expand the boundaries of theatri-
cal knowledge with each new performance.

Not every theatre can boast of such a variety of
directors’ names. Of course, by attracting different
directors to cooperation, the theatre plunges its ac-
tors into different directors’ worlds, which yields
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its results — we see a multi-faceted, flexible, well-
trained and strong troupe.

With enviable stability the theatre produces
new performances, which, by the way, are distin-
guished both by original directors and actors’ crea-
tions and by the highly coordinated work of “the
fighters of the invisible front”, the artistic and de-
sign staff of the theatre.

The Almetyevsk Theatre is not afraid of mak-
ing mistakes and is open to everything new. The
theatre takes risks and, as a rule, is a success. It
greedily absorbs impressions and gives them to
their viewers both at home, and in numerous tours.
It should be noted that theatre performances in-
variably take part in prestigious theatrical festivals
of international, all-Russian and regional level and
are highly appreciated by professional critics. In
the last five years the theatre has participated in
more than fourteen festival reviews and has been
awarded ten professional awards. These figures
identify the well-deserved place, which the Al-
metyevsk Theatre occupies on the theatrical map
of Russia.
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AJIBMETBEBCKHI TEATP KAK UHJIUKATOP PA3BUTHUSI
COBPEMEHHBIX TEATPOB MAJIBIX T'OPOAOB

I'yasmar HuzamoBua ®arraxosa,

Poccust, 194355, Cankr-IlerepOypr, yia. Komnosuropos, . 20,

gulsat@mail.ru.

B craree mpezncraBieH TBOpYECKUI MOPTPET AJBMETHEBCKOTO TAaTapCKOTO TOCYJApCTBEHHOTO
JIpamarnyeckoro teartpa. [IpeaMeTom aHanm3a CTAHOBSITCS NMPEMbEPHBIE CHEKTAKIN, BKIIOYCHHBIE B
racTponbHyto adumry Tearpa B Kazanu B peBpane 2017 r. B ¢pokyce BHUMaHHS aBTOpa SKCIICPUMEH-
TanbHBIe pabotel Tpymmel: «Kagaxmap» («bermemns») W. 3aitnueBa, «bucto dopemroce» («obpsiit
yenosek u3 Cerayann») U. Cakaea, «Knuber» («Marazun») 3. I1laxosa.

KiroueBble cjioBa: ANbMETbeBCKUI TaTapCKUM IOCy/TapCTBEHHBIN JpaMaTHUECKUH TeaTp, TeaTp
MaJbIX TOPOJIOB, COBpeMeHHas tpamaryprusi, b. banpues, U. 3aitnues U. Cakaes, J. [llaxos, b. Xaii-

OyJuUTHH.

B Poccuu ceroads HacuuThIBaeTcsa okoJio 160
MYHULUIAIBHBIX TEATPOB MaJIbIX TOPOJIOB, BOKPYT
KOTOPBIX CTPOWUTCS MECTHAs KyJIbTypHAas KU3Hb.
[Ipobnema ux coxpaHeHHs BO3BEACHA B paHTr Tro-
CyJapCTBEHHOM, U AJIbMETbEBCKUI TaTapCKUM ro-
CyJIapCTBEHHBIN JpaMaTU4YECKUI TeaTp — MHIUKA-
TOp HUX Pa3BUTHS, XapaKTEPU3YIOIIUUA TeaTpaib-
Hyl0 Jku3Hb pecnyOnuku. [lo enuHOAYIIHOMY
MPU3HAHUIO 3KCIEPTOB, €r0 TPYAHO Ha3BaTh IPO-
BUHIIMAIGHEIM. DTO OJIMH M3 CAMBIX HMHTEPECHBIX
TeaTpallbHbIX KOJUIEKTHBOB TaTtapcrana. Ero mo-
CTaHOBKH OKa3aJINCh B OpOWTE BHUMAaHUS HE TOIb-
ko mectHOU ([bompermuuon], [Urmamos], [Mso-
Ba, 2015, Ne 7], [Mnsanosa, 2015, Ne 4], [MnsnoBa,
2016], [MamaeBa, 2015], [MamaeBa, 2017],
[MexommatoBa], [XaOyTauHosa], [ XabeTnuHoBa],
[Pait3ynnmHa)), HO U cTonuuHOl KpuTHkH ([bana-
ciokeBnd|, [CroeBa], [Uepemubix]). Crekrakib
«Pomeo n JIxymwsertay (pex. M. CakaeB) B 2014
rojy nonaj B JIOHT-JIUCT TJABHOW TeaTpaibHOM
npemuu Poccun «3om1o0tas macka». O pesynbrarax
paboTHI TeaTpa TOBOPSAT HATPaAbl U TUTUIOMBI, T10-
JydeHHBIE Ha TeaTPaNbHbIX (PECTHBATIAX HE TOIBKO
PT, Ho u P® (cm. nogp.: [AnbMeTheBCKUIt TEATp]).

B ¢deBpane 2017 B Kazanu Ha cuene Teatpa
uM. I'. Kamana anpMeTbeBIbl NPEICTaBUIN 3pUTE-
JsIM CBOCOOPAa3HBI TBOPUYECKHI OTYET (B MOCIEA-
HUW pa3 TeaTp MpHe3kan B cronuily TaTapcraHa
TpH TOJla Ha3aa), a TaKKe TMO3HAKOMMUIIH C perep-
TyapHOW CeTKOil 0oObIYHOW paboduell Hemenu TeaT-
pa. B adumie cocencTBoBanu 3KCriepuMEHTaNbHBIC
paboTHl M CHEKTAaK/IH, PACCUUTAHHBIE HA 3PUTEIh-
CKHIl ycriex, Tarapckas, 3apyOekHas KJIacCHKa W
coBpeMeHHas apaMaTyprus. He 3a0bimn yctpowu-
TEJIU TacTpojied W MPO MAICHbKUX 3pUTENEH, a
TaK)Ke MOPAT0BATM MHOTOYHUCIEHHBIX MOKJIOHHHU-
KOB HOBOHM KOHIIEPTHO# mporpammoii. B pa3noo6-
pasuM TeaTpalibHBIX >KaHPOB  allbMEThEBCKas
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TpyIIa MpoAEMOHCTPUPOBaJa IUPOKUNA JHana3oH
IpoQeCCHOHANBHBIX BO3MOXHOCTEH, 3aBUIHYIO
aKTepCcKyto (opMy, OTKPBITOCTh HOBOMY M T'OTOB-
HOCTb K MMOKOPEHHUIO HOBBIX TBOPUECKUX PYyOEKeH.
3puUTenn yBUIENU CHEKTAKIM PEXUCCEPOB, KyMH-
palommx» B aKTepax, U MacTepOB MKECTKOTO pe-
KHCCEPCKOTO PUCYHKA.

Hauanuce ractponu ¢ HemaBHEH NIpeMbephl
Tearpa — cmekTakias «Tawmerr mo0OBm» («Curesie
ouro») mo mbece P. Cabwipa (pexuccep, CIEHO-
rpa¢ — bynat baapues; xopeorpad — AnuHa Myc-
TaeBa).

«Curesne OWIO» JOCIOBHO IEPEBOIUTCS Kak
«TaHeL-BOCBMEPKay. JTO TaTapCKUil HallMOHAb-
HBIH TaHeL — TPaguLKUs MPU3HAHUS B JIOOBHU (Kak,
HampuMep, JIe3TMHKA y KaBKasleB). TaHern, B Ko-
TOPOM BITIOOJICHHBIE BHIOMPAIOT CBOIO BTOPYIO TO-
JIOBUHY, — MIPEKPacHbId 00pa3 Uil UCTOPUH JII00-
BU. «Taner m00BU» HAIlMCAaH IO MOTUBAM IIbECHI
«[IpekpacHoe BOCKpeceHbe ISl NMUKHHKa» TeH-
Heccu YuibaMmca. M mpuxoguTcs mpU3HATh, 4TO
BTOPUYHOCTH TEMBI U 1aXK€ CIOXKETHBIX NIEPUIIETUI
pPOXKAaeT He CIMIIKOM JIECTHOE BIIEYATIICHHE O
TEKCTe, y4yacTBOBaBIeM B KoHKypce «HoBas Ta-
Tapckas mbecay. M 1eno CoBEpIIEHHO HE B TOM,
YTO 3PUTEINb ITOAJAECTCS POMAHTUUYECKOMY HOCBLITY
Ha3BaHHA, OOCUIAIONIET0 YYBCTBEHHOE, (OJbBK-
JIOpHOE TIEPEXHMBAHUE MPEIIaraeMoro TeaTpajb-
HOTO JCHCTBA, W XACT HEOOBIKHOBEHHOW MCTOPUU
0 JIOOBH, HO €My PacCKa3bIBalOT HCTOPHIO O JIFO0-
BU HECUACTHOM, PEAATENLCTBE, JYXOBHOM CIIOME,
0€3bICXOJHOCTH. A €0 B TOM, YTO AJISI TOCTHKE-
HUSI OPUTHHAIBLHOTO, HAIIMOHAJIBHOTO — €CIIU XO-
TUTE, COBPEMEHHOI'O — 3BYYaHHsl HEJOCTaTOYHO
TOJIBKO «IIOACENUTBHY» K 4YETHIPEM IEPCOHaXKaM
YunpsaMca (IIEpEeHMMEHOBAHHBIM, KOHEYHO) €Il
YeThIPEX TATAPCKUX JKCHIMH. 3aCTaBUTH OJHY U3
HUX PAacCMELINTh 3PUTEII PAacCKa3oM 00 H3MEHe
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My>a U3-32 HEMPEOI0IMMOr0 BICUEHUS MYXUYHHbI
K XOJIOAIlY, IPUTOTOBJICHHOMY KOBapHOM pazmyu-
Huued. Brnoxutrs B ycTa cymacuiediiei coceaku
WCTOPHUH O TOJIOJIe ¥ KaHHWOATN3Me B OJIOKaTHOM
JleaunHrpaze. A 0THOTO U3 MMEPCOHAXKEN, IO UMEHH
I'yns, u BoBce MUIINTH POJHOTO TaTapcKoOTro U 3a-
CTaBUTh MACHUYATH MMO-pyccku. UTo Mor OBl Mpu-
OyMaTh W COYMHHUTH JpaMaTypr Ha TeMy TaHIa-
BOCBMEPKH, OCTAHETCS 3ara koM.

Ho mnpuxomurcsi KoHCTaTUpOBaTh, 4YTO 3TOT
aMepUKaHO-TaTapCKUNA MeJoJ[paMaTUueCKU MHUKC
CTaHOBUTCSI HAaXOAKOW Ansi TeaTpa. Bexp B mbece
BCE € MOCEIWINCh BOCEMb KCHIIUH, U, CICAOBA-
TeNbHO, OyayT 3aJeliCTBOBAaHBI BOCEMb aKTPHC,
KOTOpBIE B HEOOJBIINX 3MH307aX (@ pacHIMpHUThH
TPAaHUIIBI CYIICCTBOBAHUS IpaMaTypr UM HE Mpej-
JIaraeT) MOCTaparTCs ChITPaTh BCIO KHU3Hb CBOCH
FEPOUHU.

Pexxuccep BHMMAaTENneH K KaXJOM XyHOMKECT-
BEHHON [eTaiM, MepcoHakam M akTtpucam. Kax-
IO W3 HUX OH JApWUT COJBHBIM BBIXOJ, JHaOBI BO
BCEH apTUCTUYECKON Kpace IMPEICTald OHU IEpe
3puTeNieM, a 3pUTENH, B CBOIO OYepenb, comepe-
JKUBaJU TEPOMHSIM — TaKUM [JAJICKUM U TaKuM
OJTM3KUM.

Ha cuene BbIropojka M3 4eThIpeX LIMPM, Jie-
Jsas TUIaHIIET CIEHbl Ha MATh MECT JEHCTBUSL.
OTO cheMHas KBapTHpa B TUIIOBOM JOME Ha OK-
paune ropoga. CTeHBl B MalleHBKOW HEYIOTHOMU
KBapTUPE OKJIECHBI HEB3PAYHBIMHU 000MHU, MeOeIb
HENpUTA3aTeNbHAsA, caMas 4TO HU Ha ecTh (yHK-
nmoHanbHas. Bee 37ech 0e3BKyCHO, M TOCKa IO
JAydmel >KU3HH, B KOTOPOHW MNpeObIBaeT TiaBHAs
TepOUHS, CIIOBHO OOBOJAKHBAET 3PUTENS C CAMOTO
Hayana. J[Be meramm odopMIICHUS, KOHEYHO XK€,
OpocaroTcs B Iiia3a: Ha OJHOM M3 CTEH BUCHT pe-
npoxykuus kaptuasl K. Mone «3aBTpak Ha Tpa-
BE», a C IOTOJIKA CBEUIMBAETCS KIIETKA C HEIIBU-
J)KUMOW KenToll kaHapelkoil. B 3Toil kBapTupe
*uByT Caiina u Jleina.

Haunnaercs melicTBue C TaHIa AEBHI B OeOM
(cBanmeObHOM) TIATHE B MOYMPAKe — 3TO COH TJIaB-
HOM TepoMHH, B KOTOpPOM [yllla €€ IOopXaeT B
O’KHUJIAHUU CUACThs. A spKas U IPOMKasi sIBb TOTO-
BUT €M, OJTHAKO, HEMPUATHBIE BCTPEUU U Tparuye-
ckue y3HaBanus. Jleiina (JI. Hypuesa) »xner 3BoH-
Ka OT CBOETO JIOOMMOTO, ero 30ByT Pobept. et
OYCHb BXKHOTO IS HUX o0omx pasroBopa. Caiina,
MIOJyYWB YTPEHHIOIO Ta3eTy W MPOYUTAB KOJIOHKY
CBETCKHX HOBOCTEH, y3HaeT, 4To Pobept sxeHHuTCS
Ha Ooraroit HeBecTe. CTPEMSCh OTPATUTh MTOAPYTY
OT TSDKEJION HOBOCTH, OHA PBET 3aMETKY B KJIOYbS,
a YILEJEBIIYIO T0CJIE paclpaBbl ra3eTy NPsIMHUKOM
OTIIpaBIIsIET B KJIETKY ¢ KaHapelkoil. Caiina B Hc-
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nonHenuu I'. KammmnoBoit, mpocToyiiHas, rpom-
Kasl, JepeBeHCKas NypHYIIKAa C HAapHCOBAHHBIMHU
WCCUHSI-YEPHBIMH OpOBSIMU, BBICTYIAIONIMMH HaJI
OTIPaBOW TPOMO3AKUX OYKOB, COBEPINAET MOCTYTI-
KH, He TpeOyromue pa3psicHeHnil. [1lo Bone gpama-
Typra OHa Ha MPOTSDKEHHH BCETO CIEKTAKIsl XKa-
PUT KypHIly JUIsS TMKHUKA U HEIIPEMEHHO 00XHTa-
€TCsl MacjoM, a €CIIi HAa4WHAeT 3achIlaTh COJOU
pany, TO 00s13aTeNTbHO BEIMaXeT ce0e JIMIO U T. 1.
Ho mopoii xazanock, 4YTo akTpuca HECKOIBKO Tie-
peycepacTBOBalia C AKCIEHTPUKON B XapaKTEepPHO-
CTBIO, JIUIIUB CBOIO TEPOWHIO JIMPHUUECKON WHJIU-
BHUyanbHOCTH. A Beap Caiina moOpa, HCKpEeHHA B
cBOMX TmoOphBax. Ilepen3OBITKOM H300pa3HTEIh-
HOCTH rpemmuT 1 06pa3 Hypneibasa (I'. Baneesa) —
cyMaciienuiell CTapymkyd ¢ BEpXHEro 3Taxa, YTo
criacaercsi B KBapTHPE Y JAEBYIIEK OT MPecieayro-
IIUX ee TMPU3PAKOB M TyXOB. AKTpHCa JeiaeT Ie-
peOeXXKH C HOXKHHUIIAMH B BBITSAHYTBHIX TEpe] CO-
00l pyKax, 4To, KOHEYHO, JIaeT MPEJCTaBICHHE O
TSDKEJIOM JYIIEBHOM COCTOSSHHU €€ TepCOHaXKa.
Ho Goiee spkue BneyaTlICHHsS OT MIPhI aKTPUCHI
BO3HHKAIOT, KOTJa €¢ TepPOWHs BIIOJHE PacCyiu-
TEIHHO PACCKa3bIBaeT WCTOPHUIO CBOEH IOOBH,
KM3HUA M O BBINMABIIMX HA €€ JIONIO TSHKEIBIX HC-
MBITAHUSX.

Kaxxayro 3 BOCEMH KEHIIMH PEXKUCCEp «JIa-
€T» KPYIHBIM TUTAHOM: OECKOMIIPOMHCCHAS XO-
3qiika kBaptupbl 3yxpa (P. Taiicuna), B Heypou-
HOE BpeMsl MPUIIE/Ias MPOBEPUTh CBOUX KBapTH-
panTok, Jlrorus — Martb-Tupanka (3. ['asm3oBa),
HACTaWBAaIONIasl HAa BO3BPAIICHWU JIOYEPH B POJ-
HOW JIOM, YTOOBI JKHUTh, OTKA3aBIIUCHh OT BCIKHX
MOOOBHBIX OpemHel, moOpas U HexxkHas MapbsiM
(A. Xapucona), cTpamaromas OT OJMHOYECTBA
niymas y Jlednel nopnepxkky, NpUATEIbHULA
Ona (A. CubrarymnmuHa), TpeOytomas ot Jlewb
JIeHEeT, 4TOObI OIJIATHTh apeH/ly HOBOH KBAapTHPHI
B ¢emeHeOeT-HOM paiioHe, MOOYEPETHO PacCcKa-
3bIBAIOT CBOM ucTopuu mrooBu Caiina, Hypnsioa-
stH. Tak poXkKJAaeTCs MOHOJIOT JKEHIIUHBI, XAYIIEH,
WIIYyIIeH CBOEr0 CYXXEHOTO, MPHU3HAIOIIEHCS B
CBOEM YHCTOM, TPENETHOM M HACTOSILEM YyBCTBE
K €IMHCTBEHHOMY M30paHHUKY, CKJIaIbIBACTCS CO-
OupareapHBIH 00pa3 BIFOOJIEHHOW KCHIIUHEI, KO-
TOPBIN Yepe3 MIHOBEHUE PACCHITACTCSI Ha OCKOJIKU
OOMaHYTHIX HaJEXI W TEePEeMOJOTHIX cyned. B
WTOTE y3HAaeT 00 M3MeHe JIOOMMOTO U TJIaBHAs Te-
pouHs, 1006aBUB B OOIIyI0 KOMWJIKY pa3odapoBa-
HUU U CBOE HECUACTHE.

HexxHas, cIOBHO 3aBOpO’KEHHAsi CYACTHEM B
HavaJle cueHnuyeckoro nosectsoBanus JI. Hypuesa
CTPOTO «OJEPTHBAET)» CBOIO TE€POMHIO B (puHaie.
HaneB kpacuBoe miarbe, B KOTOPOM MedTaia
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BBIITH 3aMy>X 3a MPHUHIIA Ha OeJIOM KOHe, OHa BCe-
TaKkd OTHpPABUTCS Ha OaHAIBHBIH NHUKHHUK €CTh
NpUroToBieHHyto Caiioil KypuIly B KOMIIaHUH €€
Opara-OJM3Hena — Takoro K€ HEJeTOro M CMEII-
Horo. B ¢uHane crexrtakiisi Ha CTEHE TOSBHUTCS
OrpoMHasi MpoeKIus KapTuHel Mone. XKeHmuHs! 1
MY>KYHHBI, 3aCTBIBIINE B M3SANIHBIX 1103aX, 3aI0Jl-
HAT cO00H BCIO cTeHy. OTo — Mupax. C 3Toro Mo-
MEHTa B >XU3HM JIeinbl BCe MU3AIIHOE U CBETJIIOE
OCTaHETCsI JIUIIb HAIOMUHAHUEM O HECOBIBIIEMCS
CYacThe. A B PEAIbHOCTH €€ JKIIET KIIETKa C dyde-
oM Jrobumont karapeiku Caiasl. OCHOBATEIBHO
MIPUIIEPKUBASCH  APAMaTypPrUYEcKOro IEepPBOUC-
TOYHUKA, PEXHCCEpP M aKTPHUCHI BCE K€ CyMENH
HaWTH OpraHUYHBIA PUTM JUI1 CBOErO NEYaIbHOIO
MOBECTBOBaHMsI M JOOUTHCSA OT 3pUTENed coyda-
CTHsSI U COUYBCTBHS CBOMM T€POHHSIM.

Crexrakis «Kagakmap» («bermersi») mo mbe-
ce H. Hcanbera B nocranoBke WM. 3aiinuena mpo-
JIEMOHCTPUPOBaJ CBOOOHBIA OT CTEPEOTHUIIOB pe-
JKHCCEPCKUN METOJI OCBOCHUS KJIACCUYECKOM Jipa-
Matyprud. ECTb B HEM W JOJIS PEXHCCEPCKOTO
ABaHTIOPHU3Ma, U JIETKOCTh B CYXJEHHUSX, U He-
OKMJaHHBIE TIOBOPOTHI CMBICIIOB. JKaHp criekTak-
751 — TparukoMeus. OH He TIO3BOJISIET M3IHUIITHETO
HaJApbIBa, HeymecTHoro madoca, Oopercs co
[ITaMIIaMU BOCIIPHSITHS, & FOMOP U BOBCE CTaHO-
BHUTCSl CPEICTBOM TMO3HAHHA [€HCTBUTEIHHOCTH.
Pexxunccep crymaer mo BEIOPaHHOMY 3CTETHUECKO-
My TYTH yBEPEHHO, THIATEeIbHO OTOMpasi BhIpa3u-
TeNbHBIE CPEACTBA, BTATHBAS B BHUXPHh COOBITHIA
3pUTENBHBIA 3aJl, KOHIJIUPYS KyJIbTYPHBIMH M3-
MaMH.

Baxnyro ponp urpaer cuenorpadus (b. Mopa-
TUMOB): MHHHMAJIBHBIMH CPEICTBAMHU XyJI0KHUK
nobuBaetrcs 3¢ddexra HenmpepbIBHOIO IBUKEHHUS,
MTO3BOIISIONIETO CIIEKTAKIII0 CYIIECTBOBAaThH B JIO-
BOJIbHO HamNpsDKEHHOM Temne u putrme. Ilycroi
IUTAHIIET CIIEHBI — MHP, OTKPBITHII BCEM BETpaM H
OypsaMm. B sToM mpocTpaHCTBE JIETKO CMEHsIeTCs
MeCTO JIeHcTBHsI Ojaromaps METaJUTMYECKUM TOJI-
BIDKHBIM (pUrypkaM — mapasuienenumneaamM, o06o-
3HAYalOUIMM TO J0Ma, TO ABEPH JOMOB, TO (ycTa-
HOBJICHHBIC B PSJ) Y3KHE KOPHIOPHI-TaOUPHHTHI
MTOATIONBHBIX KBAPTHP.

CriekTakib Ha4YMHAETCsl CO 3BYKOB B3pHIBA.
Ime-to coBceM OJM3KO TPOXOUYYT IIYIIKH...
B3priBHOW BOJHOI Ha CIICHY BBIOpPAcHIBAaeT dEJIO-
Beka. 910 Tyremm ([. XycHyTnuHOB) — MOJIO/I0M,
BOCTOP)KEHHBIH TIOST, ¥ OH BIIOOJEH B Camylo
KpacuByI0 keHy Myiuiel [afimeTnmra Capou. OH
TPYCTHT M YHUTAET CTUXH, HIIET BCTPEYH C BO3-
nrobenHol. M He momexa eMy, 4TO BOKPYT BOiHa
Y TIPUBBIYHBIA MHP KATHTCS B TapTapapbl HEH3-

137

BECTHOCTHU. Tak ¢ MepBBIX MUHYT >KU3HU CIIEKTAK-
JIsl, ¢ TIEPBOTO €ro B3/J10Xa, C NEPBON MHU3aHCLIEHBI
peKuccep 3aaeT TOHAJIBLHOCTh BCEMY IOCIEIYIO-
LieMy TeaTpajbHOMY IoBecTBOBaHUIO. OHO Oyzer
PO YeJI0OBeKa — HEMOBTOPUMOTO MHAWBHIAyyMa —
u ero uyBctBa. O HEOOpaTUMOM TEUECHHH UCTOPUHU
U MECTe 4eJIOBEeKa B HEH.

Ha aBope — rpaxxganckas BoiiHa. Co Bcex cTo-
POH JIETAT M3BECTHUS O 3aHATHIX KPACHBIMH TOpPO-
Jlax, KPOBABBIX pacnpaBax HaJ OOraTbIMH U JIyXO-
BeHCTBOM. W mynna TaliHyTIuH, NOJJABIIUCH
BceoOIIe MCTepuu, pemaer OexaTh KyJaa IJiasa
risiaaT. ['epou McanGera-3aitHueBa o4eHb JF000-
IBITHBI, JKaJHbl 10 HOBBIX BHewariaeHuil. U ans
HEKOTOPBIX M3 HUX MOOET CTAaHOBHUTCSA €IWHCTBEH-
HO BO3MOXKHBIM CPEICTBOM MU3MEHUTH JKU3Hb, ClIe-
JIaTh €€ MOJHOKPOBHOW, MHTEPECHOU, KPACOYHOM.
CroBHO 3Ta MCTOpHYecKas KaTacTpoda Obura He-
o0xonuMa JOZsIM, YTOOBI MEePEOCMBICITUTD TJIaB-
HO€ M HAaKOHEL-TO NPHUITH B ce0sl, yBUAETh Kaxk-
706 MIHOBCHME JKM3HM U II0 JIOCTOMHCTBY OIle-
HUTH ero0. BoiiHa u 110060Bb, Tpareaus U OTKPBITHS
HaXOASTCA PSIIOM.

CroenpaBHas Capou (M. NaiiHymmHa), 6exaB
OT BOWHBI, yuuia oT MyJutel ['aifHyTanHa K 6ero-
reapaeiity Wmmypsuny. CMeHMna TaTapcKuit
IUIATOK U IUIaThe C JUIMHHBIMHM PyKaBaMy Ha ILUISA-
Iy C ByaJIbl0 M KOPOTKOE 3€JIeHoe nanbTo. CMeHu-
na umst. CraB Cepadumoii, oHa OTYasTHHO pajoBa-
Jach, TOBOpHJIA TOJBKO MO-pycckH (3a0aBHO ma-
poIouMpyeT akTpuca TaTapCKUH aKLEHT), HCIIele-
JISIOIIMM B3TJISI0M HABOJMIIA y’Kac Ha OKPYXKaro-
mmx. Ho xak Toipko BcTpeuana Ha CBOEM IyTH,
BirobsenHoro Tyreima, OexaBliero 3a HeW IO
ceery, Cepaduma-I'alinyninrHa BIPYr CTaHOBU-
JIaCh MATKOM, HEXXHOM, HacTosmel. B KoHIIE KOH-
noB Capbu ocosHaeT, 4To OEXHUT OHAa OT CaMOH
ce0st ¥ OT CaMOoro INIaBHOTO B YKM3HU — IPEIaHHON
Y UCKPEHHEH JII00BH.

Hous mymner 3yxpa (P. IllaiimyxameTroBa) —
oOpa3zoBaHHasl JAeBUIlA, JIOOAIIAs KHUTH U BCE
BO3BBIIIEHHOE, MO0 HWPOHWUU CYIHOBI CTaHOBHUTCH
TM000BHHLIEH MPOBHHIMAIIBHOTO apTucTa Kaukun-
CKOT'0, UICTUHHOE JIII0 KOTOPOT'0 C CaMOro Hayaja
1 10 UHAIBHON CIEHBI OyAET CKPBITO ITOJ Mac-
koit [Teepo (rpum — BBIOETEHHOE JTUIO U MPHUIIOA-
HATasg B rpumace crpaganusi 6posb). OtoT IIbepo
yMeeT «yXaXuBaTh» 3a Jamamu. [Ipemmaras BbI-
MUTHh BOJKK B LEJSAX Je3MH(EKIUH, OH OBICTPO
noOMBaeTCcs PACHOJIOKEHUS] HAMBHOM JEBYIIKH.
CrpactaeiM TanTo (xopeorpad — C. AMHHOBA) 3a-
KOHYHTCS 711 3yXphl 3HAKOMCTBO C HOBOMW, CaMo-
CTOSTEIBHOM >KU3HBIO. BnocmencTBum Ha JIHLE
3yXpBl TaKKe MOSIBUTCS Macka — BBIOCICHHOE JIH-
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1o u ta ke 6poBs. Ho ecm B cmydae ¢ Kaukun-
CKUM 3TO MacKa, OOMaHBIBAIOIIAsl ¥ YBOJIIAS OT
HCTUHBI, TO B CIly4ae C HOBOMCICUCHHOW MaJaM
KaukuHckolt — 3TO OTpakeHHE €€ BHYTPEHHETrO
mupa. Ee IIbeperra — HecuacTHasi FepOMHSI HE CBO-
€ro pomaHa.

Becxurpoctnas Canust — xeHa ['aliHyTnuHa —
B OJHOYache OpocaeT My»Ka, TIOBEPHB U IMOKAJIEB
oIycTUBILIErocs mrynepa Ab6maynuya (3amedarenb-
Has pabota P. MuUHHHUXaHOBA), ¥ YXOJIUT 32 HUM B
HEWU3BECTHOM HampaBjieHuu. B wucnonHenun P.
TalicuHol OHa CTOJIb HaWBHA, MPOCTOAYIIIHA, HO B
TO € BpeMsl BHYTPEHHE II€JIbHA, YTO HCTpEIaB-
IEMYCSI KAPTEKHUKY, KaKETCs, CBETUT MpaBeIHAas
JKU3HB BO BCEM €€ MHOTO00pa3uHu.

N camoro TI'aliHyTauHA *KAYT BCTPEUYU, UCIIbI-
TaHUs1, OTKPBITHS U OTKpoBeHUs. B mouckax copa-
BEIJIMBOCTH OTIIPABISIETCS OH K uMmamy. B pomu
[JIABHOTO JYXOBHOTO JIMIa CIIACaloLINXcs OT pe-
BOJIIOLMK MYCYJbMaH PEKUCCEP BBIBOJUT Ha Clie-
HY TPOCTEBYIO KyKIy. DTO PUCKOBAHHOE, MOCTa-
HOBOYHOE pEIICHNE MOXXHO OTHECTH K BBIpayKeH-
HOM SpKUM TeaTpajbHBIM S3BIKOM MBICIH O Ha-
crurmem [aliHyTauHa o3apeHuu. B juanore c
MMaMOM-KYKJIOH OTKpBUIACh MCTUHHAS CYIIHOCTb
KaTacTpoQbl, MPOUCXOAAIICH B MHUpE, TA€ MMOCIIaH-
HUK 0Ora Ha 3emJie MPEeJICTaeT Nepe]] BCEMHU BeJO-
MOH, 0€3BOJILHOW MTPYIIKOH B pyKax MPOBOPHBIX
JIENIBLIOB, TIPOTIOBEAYS Ty MOpPajib, KOTOpas MPUHO-
CUT OoJbllle A0XOAa. DTOT HEMPUBBIUHBINA, HPO-
HUYHBIHA, OTKPBITO TEaTpaJbHBIM MpPHUEM BOBCE HE
BBITJISIANT HEECTECTBEHHBIM BKJIIOYEHHEM B TIO-
JIOTHO CIIEKTaKJsA. 3al MPUHHMAeT MpaBuila Upo-
HUYHOM UTPBI U BCTPEUAET €€ C IOHUMAHUEM.

HemanoBakHyil0 poib B CHEKTaKkjie€ HIrparoT
My3blka U cBeT. Jlerkas, urpuBas M 3allOMUHAlO-
asicss UHCTPYMEHTANIbHAs KOMIIO3UIUS, aHOHCH-
pyronas Hayajgo KOMHYECKOIro 3IK30/1a, CMEHSET-
CSl TUPUYECKUM BOKAJIM30M, MOJHBIM TITyOOKOTO,
BOJIHYIOIIETO IyIIy NEPEKUBAHUA: >KEHCKHH ro-
JIOC CIIOBHO OOBOJIAKWBaeT CIEHy, TO yJeras
BBEPX, TO OIYCKasiCh BHU3, C KaXI0 HOBOW Ba-
puanuen ycuiauBas 4yBCTBO TPEBOTH (KOMITO3UTOP
— 3. HuzamoB).

CeeroBoe odopmieHHE CHEKTaKiIs — JaKo-
HUYHO, 00pa3HO, PUTMUYHO: MSATKHH MTOTyMpaK Ha
CIICHE BO BpeMs JIFOOOBHBIX NMPU3HAHUH, KpacHBIC
BCIIOJIOXH CTPACTHOTO TaHTO, SPKUAN OebId Iy,
ChEIAIONIMKA JIHIa, QUTYpbl U CYIbOBI, U B3MbI-
BAIOIIME BBEPX, CEMEHSIUE B HEBECOMOCTH 4ep-
HbBIE CUJIYdThl Ha TEaTPAIIbHOM 3aJHHUKE, CUHUUI
MIPOH3UTENBHBIN PAacCBET, CKBO3b JIBIMKY TyMaHa
30BYIIMI B OpOIIEHHBIA, OTYMH AOM (XYZOKHHUK
o ceety — M. Casaxos).
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3a JBa ¢ MOJIOBUHOM 4Yaca CIIEHUYECKOTO Bpe-
MEHU Tiepel] 3PUTEISIMH TPOILIO-TIPOHECIOCH
Bpewms. Ilpoiins Bce Kpyru ana, ycTaplIue€, HO
03apCHHbIC HOBBIM 3HAHMEM U BCE-TAKU CHACTIIU-
BbIe OCTJEIBl BO3BPAMIAIOTCS TOMOW. bhIBIIMiA
MyJljla «IePEepOAMIICS» B HpoJieTapus U, CBOOOJI-
HbIII OT BCSYECKUX CTEPEOTUIIOB, >KCHWJICS Ha
JKeHIHE U3 Oopaens. [lorepsBimuecs >KEHBI U
JI0Yb BEPHYJIMCh C TEMHU, KOTO MHOJ0pocHiIa MM
cynp0a. Jlromu B KpacHBIX BS3aHBIX MIAIOYKax
(Tak MPOHWYHO TPOMILTIOCTPUPOBAIH KpacHOap-
MEHIICB) OTIHCATN JTOOPOTHBIN IECTHKOMHATHBIH
JIOM TOCYJAapCTBY U HAa3HAYMIM MECTOM JUIsl MIPO-
BEJICHUSI KYJbTMAacCOBBIX Mepomnpuatuil. Ho kak
Obl TaM HU ObUIO, SIPKHUM, TEIUIBIM, COJHCUHBIN
CBET 3aJIUBACT CLICHY U, CY[IS [0 BCEMY, TPSAYIIUH
BEK BepHYBIIUXcs Oerneros... Uro Oyxer mpowuc-
XOJIUTh JAJIbIIE C 3TUMHU JIOAbMH, BCE 3HAIOT U3
y4eOHMKA MCTOPUM. A TOKa OHM, KaXKeTCs, YXKe
COBCEM HE CIIOCOOHBI MCIBITHIBATH CUJIbHBIE UYB-
cTBa. OHU MO3HANM U MEPEHECIIH BCE BO3MOKHBIE
CTpaJlaHusI W OTKPBITHUS U «OKOYCHETH IO OTHO-
IICHUIO K Oyaymiemy». VM BaKHO KUTh 3/1eCh H
ceiyac, KakKJ0€ MTHOBCHHE.

Jlerko, npoHWYHO W CTWIBHO cTaBuT WM. 3aii-
HUEB U BTOPOH CBOM CIIEKTaK/lb B TaCTPOJIBHOM
aduIie ambMEThEBIICB — IbECYy COBPEMEHHOTO
poccuiickoro npamarypra fApocnasbl [lynuHoBu4
«3emua Onb3bl». Ha3zBaHue TaTapckoro CreKTakis
— CIIOBa W3 U3BECTHOMW TecHU O Jiro0BU «CHH Kaid-
na uaeH?» (mocinoBHO: «I'1e TeI Ob1I(a)?»).

B mwece pacckaszpiBaeTcs O JBYX OJUHOKHUX
CTapuKax U O MOMCTUHE HACTOSIICH JIFOOBU, KOTO-
pas BCIBIXHYJa MeXTy HUMH. OHa — Onb3a Anek-
CaHJIpOBHA, BOBa 75 JIET OT poay, OOpyceBIIas
HEMKa, CKOpPOTaBIllas CBOM BEK C HEIHOOUMBIM
My>€M, KOTOPBIH BCIO KM3Hb YHUXKAJI €€ U U3MbI-
Bajicsa Hax Hero. O — Bacmmit UrnatseBud, BIO-
Bell 72 JIeT, U3THAHHBIN Ha TICHCUIO YYHUTENh T'€0-
rpaduu, rnepeexaBlIni Ha IMOCTOSHHOE MECTO JKH-
TEIBCTBO B JIEPEBHIO, YTOOBI MOCKOpee MPHBHIK-
HYTb, CKUTHCS C OOpa30BaBIICHCS B €ro KU3HU
nycrotod. OHU MONIOOWIM ApPYr JApyra, HO HUX
Me4TaM O CYaCThe He CYXKJEHO ObLIO COBITHCA. . .

Ha cuene or Kyaucel K KyJuce XYAOKHUK
B. IOparuMoB BhICTpamBaeT IiIyXxoil 3a00p ¢ OBY-
CTBOpYATBIMU BOpOTaMHU mocepeauHe. B cepom
JIOIIATOM MOJIOTHE €CTh JIBE JIA3€UKHU C Ka4aroIliu-
MHCS Ha OJHOM TBO371e mockamu. OTomBuras ux,
MIEPCOHAXKHU CIIEKTAKJIS 3aXOMAAT B yCIOBHBIM J0M,
[IPOHUKAIOT B CEJIbMar, CKpPbIBalOTCS OT HA30MIH-
BBIX, JIIOOOTBITHEIX T7a3. Yepes y3Kue IIenH, BbI-
ru0asch ¥ BTHCKHBASICh B MPOEM, B CBOW HEB3pad-
HBI JIOM TomanaeT Jib3a. Y OpaHCTBO €€ KOMHa-
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TBI — 3TO CTyJd Ja TymOouka. Uepe3 y3kue Immenu
MIPOHUKAIOT B MHUP OIB3bl U HEMPOILIEHBIE TOCTH.
Hpyroe neno — mup Bacunus UrnarseBuua, pac-
KUHYBIIHICS B TITyOWHE CIIEHBI 33 IMIMPOKUMHE BO-
poTaMH: aKKypaTHBI Ta30H C JCKOPAaTUBHBIMHU
JEPEeBBSIMUA B KaJKax, MO3JHEE Ha «TpaBe» IMOf-
BUTCSI CTOJ C KpPacHUBBIM 4YailHBIM CEpPBU30M, Ha
CTOJIC KOH(ETHI U TOPT, MPUTOTOBJCHHBIC IS
Onp3bl. IMEHHO 37€Ch ISl Hee OTKPBIBAETCS HO-
BBIIl MUp, €€ 3eMIIs, €€ CTUXHUSI CBOOOJIBI U TTOKOSI.
ABTOpBI CHEKTaKJISI CyMENH CO3[aTh YIUIOTHEH-
HEII OBITOM W MapSNINA HAX pEATUSIMH MUP.
Kuznp ocsizaemyro, y3HaBaeMylo, HO B TO K€ Bpe-
Msl, «KaK B KHHO», BBIMBIIUICHHYIO.

«YT0 cTomms Kavasich, TOHKas pssouHa? I oimo-
BOM CKJIOHSSICH JI0 CaMOI'0 ThIHA», — YUCTEUIINM
MHOTOrOJIOCKEM HAYHYT CIEKTaKIb «PYCCKHE)»
KpacaBHIIBl TaTapcKoro Ttearpa (xopmeicrep —
M. SIxbsieB), cupsATaBIIMCh 3a 3a00pOM, HO Tak,
YTOOBI HEMPEMEHHO OBUTH BHHBI UX KpacHbBIS, KaK
OTOHb, KOKOITHUKHN U capadansl. Jlupnyeckne oT-
CTYIUICHHS, BO BpEMsI KOTOPBIX OYyIET BCTyMaTh
XOp, Ha MPOTSHKCHUU BCEro CIEKTaKIs OyayT 3a-
JlaBaTh HACTPOCHHE TOW WM MHOM CIleHE. DTHUX
TIEPCOHAXKENH — XOPUCTOK — B TeKkcTe HeT. O JKeH-
CKOM XOp€, B KOTOPOM BBIHYXKJEHA TETh OJb3a
(«nHave 3uHaAMIA COXKPET»), B TEKCTE cOOOIIaeTcs
BCKOJIB3b. Pexriccep ke coOMpaeT W BBIBOAWT Ha
CIIEHY MPEKpacHO MOMIUX akTpuc. Mx cBepxsa-
Jlaya — YUCTOE IIEHUE U COTBOPEHUE COOTBETCT-
Bytomelr armocepsl. [1o3xke pexuccep HPOHUIHO
MIPEACTABUT YUYACTHHI] — KXKAYIO 0 UMEHH, TIPU-
JIyMaB CMEITHYIO U OYEHb MHIIYIO CLIEHY 3HaKOM-
CTBa XOPUCTOK C HOBOSIBICHHBIM YXa)XKePOM OIlb-
3bL. «Dekiay, — Mojl XOXOT U alUTIOJUCMEHTHI 3ajia
TOMHO TPOTSHET OJHA W3 HUX, BBICTaBJISAS BBI-
JAIONIYIOCSA TPY/b Tepea HOCOM CKOH(YKEHHOTO
MY K4HHBI.

Pexwccep ucnonp3yer OMOp Kak KJIIOY K TI0-
3HAHUIO JApaMaTypru4yeckodl JeHCTBUTEIBHOCTH.
IIpyn 5TOM OH HE HaBSI3BIBAET HHUKAKHX J>KECTKHX
YMO3aKITFOUEHUH, OCTABIISISI TIPOCTOP IS WHTABH-
JyalIbHbIX 3pUTENIbCKUX Bapuanuil. Bce B 3TOM
MHpPE OTHOBPEMEHHO 3araJlouHo U MPOCTO, YMHO U
[JIyIIO, TPYCTHO U CMELIHO.

Hepesns. Cenbmar. Dib3a X04eT KyMUTh HO-
Bble Ty(Ju, HO T€, YTO €CTh B HAIWYMH, OOJbIIE
MTOXOKM Ha MYXXCKHE OOTHHKH, a OHa elaeT I0-
JIYYUTh BBICOKUN KaOayK. MeCTHbIC KyMyIIKU 3u-
naunga (JI. Cynranosa) u Taucus (P. Canuxosa),
BCTpeda C KOTOPBIMH OKa3alach HEU30eKHOM
(Bep OHUM TIOKUIAIA €€), «OX HE 0JI00PS-SI-SI0T»
CTPaHHYIO MPUXOTh HOBOUCIICYCHHOUW BIIOBBI, KO-
TOpasi, KaXKeTCsl, U He CKOPOUT BOBCE 00 yCOTIIIEM.
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[Ipuns nomoi, 3ab3a OTOPABIISIET MOPTPET HE-
JMOOMMOT0 MOKOHHHMKAa B TyMOOYKY W TOTOBHUTCS
KHUTh MI0-CBOEMY, KAK MHHUMYM CBOOOJIHO, TIOTH-
XOHBKY MCTIONHSSI CBOW HECOBIBIIMECS MEYTHI,
nepBasi U3 KOTOPBIX — MOKyINKa Ty(enb Ha Kadiy-
Ke.

Pexwuccep u akTpuca, mpeacraBisis o0pa3
Onp3bl, HE AKIEHTHPYIOT BHHMaHHE Ha BO3pacTe
repounu. H. Ha3zunoBa urpaer cyniHocTHOE OTpa-
KEHHE CBOCH TepoOMHM — OCBOOOJMBIIYIOCS OT
THETa HENMOOBH W Oe3pasinuums >KCHIIUHY, Oec-
XUTPOCTHYIO U OTKpPBITYI0 MHpPY J€BOUKy. Eil Bce
WHTEPECHO, Bellb OHA HE 3HAeT HUYETO O KHU3HH,
[IOJIHOM CYacThsl. A CHACTbe — BOT OHO: CTOUT 3a
3a00pOM W TIOACITYIIMBACT, KaK DJib3a yOaroKuBa-
€T CBOK0 NPaBHYYKY M IOET € KOJILIOCIBbHYIO Ha
HeMeUKoM s3bike. «Bacumumit MrnateeBuu»,
TIPEJICTABIIACTCS HOBEHBKUH TTEHCHOHED B WCIOJ-
nennu K. BaneeBa u mpurnamaer ee cpa3y Ha
CBUJIaHUE.

DJb3a cephe3HO TOTOBUTCS K BeTpeue. 3a 70 ¢
HEOOJIBIIUM JIET €€ BIEpPBBIE NMPUTIIACHI HA CBH-
JAaHWE CMYIICHHBIH W BIIOOJCHHBIH MyX4nHa!
Ona, cTecHSsICh W TIpsAda TJia3a, pacCHpalInBacT
BEPHYBIIYIOCS C BEYCPUHKU H3PSIHO IOJBBIIHB-
IIYI0 BHYYKY O TOM, YTO K€ OOBIKHOBEHHO CITyda-
€TCSl Ha CBHJIAHUSX, O YEeM TOBOPAT BIFOOJICH-
Hble... OTBETOM TpE3BEIOIIEH Ha riazax OT yMCT-
BeHHOro Hampspkenusi BHyuku (P. Caduna) Ha
CTpaHHBI BOMpOC OaOYIIKH CTaHOBUTCS pacckas
00 omgHOM mapHe, 1Mo kindke KabaH, ¢ KoTOpsIM 3a
rapakaMy Ha TEepBOM CBOEM CBHIAHHWU OHA CMOT-
pena «Bunoc». M 3To Bee, UueM KUBET M JIBIIIUT B
3TOM yOOrOM MUpe MOJIO/Iasi AEBYIIIKA.

C HeckpbpIBaeMbIM BOJHEHHEM Oib3a, Hapsi-
Hasl, B HOBBIX Ty(JsiX Ha KaOIyKax, OTIIPaBIsIETCS
Ha CBOE TIEpBOE CBUJIAHUE, M KOTJa BUJINUT B pyKax
y Bacwmus UrnateeBuda temedoH, TO oHa B Oe-
3BICXO/IHOM OTYassHUM BCIIOMHHAET BHYYKY M, Ka-
KeTcs, TOTOBA JIaXKe Ha «BHJIOC», HO, K COOCTBEH-
HOM pamocTu (M JUKOBAaHUIO 3PUTEIHHOTO 3aia),
morpyxaercss B arMoc(epy NpHUSTHOTO Bedepa C
POMaHTHYECKON MY3BIKOM, HOHOCAILEHCS U3 rajl-
eta Bacunus.

OHa J1100UT KOH(ETHI, OH JIFOOUT yTOINaTh HMH
cBoro Onb3y. OH mpejaraer eif pyKy 4 cepiie u
MpUIJIANIaeT B MyTeUIeCTBHE MO CTPaHaM, O KOTO-
PBIX TaK MHOTO paccKa3blBajl CBOMM YYEHHKaM Ha
ypokax reorpaduu. OHa corjamaeTcs BBINTH 3a
HEro, NpojaTh JIOM M OTIPAaBUTBCA KyJna IJiaza
AT, Ho goub Omnbra (/]. AOyHaruMoBa) IpOTHB
TOTO, 4TOOBI MaTh pacropsKaiach coboil u — B
0COOEHHOCTH — CEMEHHBIM UMYIIIECTBOM.
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Cuactee ObUTO Tak Onmm3ko. OHA yKe KyImia
ceOe JUIMHHOE PO30BOE IUIAThE, YTOOBI OBITH Ca-
MO# KpacuBoil HeBecTol. Ho mous moTpeGoBana
paccratrbesi ¢ Bacuinem MraatbeBuuem, u Jiib3a
COTJIaCHIIach pa3 W HaBCETAa MPOCTUTHCA C JOOH-
MBIM 4YeJioBeKoM. Oib3a-HaszumoBa cuaut, mory-
NKUB B3TJISJ, CIyLIAeT HECKOHYAeMbI MOHOJIOT
Bacunms, HapodHO HE 3aMeyarolIero ee HEeJIOBKHE
JKECTbI, KOTOPBIMH OHa TMBITAETCS MpepBaTh €ro
peyb. A OH TOPONUTCS paccKa3zaTh MPO MIKOJIY,
YYEeHUKOB, eBouKy Katio, koTopas 3abepeMeHena
OT OJHOKJIACCHHKA, KaK OH ITOMOTaJl el CIIpaBUTh-
Csi C POJBI0 MOJOJOM MAaTepud U Kak MOTOM MO-
MOJI3JIM O HHUX TPSI3HBIE CIYXU... ['OBOPUT U roBO-
PHUT, CIOBHO IPENYyBCTBYS M 0O0SCH YCHBIIATH
0TKa3 DJIb3bl, MBITaeTCd N30eKaTh CypOBOTO IMPH-
ropopa. W Bapyr mpumienmasi BEpHYTb «PYKy U
cepale» Diib3a CO CIIOKOWHOM, OTpeleHHONW WH-
TOHAIMEH COOOINAET «TParuvecKyro» HOBOCTb —
HET TOJXOAIIEH CYMOUYKHU K CBaJIeOHOMY IIIAThIO.
B kakoif MOMEHT U noueMy DJib3a nepeayMaia He
BBIXO/INTh 3aMy’)X, HE CTOJNb BaxHO. Pexuccepy
Ba)KHEE CO3/1aTh U MOTPY3UTh 3pUTENS B T€aTpalib-
HyI0 WUTIO3UI0, YTOOBI TMOTOM C TIOMOIIBIO HPO-
HUYHON MHTOHAIMM W IIYTKH OTTEHHTH TITyOWHY
MEPEKUTHIX UYBCTB. DTOT HEOOBIION SMHU30/]] MO-
JIOH HIOAHCOB M OTTEHKOB, 3aMEYaTesIbHO Iepe-
JAHHBIX apTUCTaMH, KOTOPbIE IPOBEIU I'EPOEB OT
pacTepsHHOCTH, OECCHIMS U CTpaxa A0 YBEPEHHO-
CTHU M HAJIEK bl HA JIyYIlIEe.

Ho cBagpba Tak u He cocrourcsi. BmroGien-
HBIM TIOMEIIAI0T OOSIIIIHECs 32 COXPAHHOCTh MMY-
LiecTBa JETH W cinaboe cepiie repos, He BBLIEp-
JKaBIICE PABHOAYIIUS M HEMOHUMAHUS CaMbIX
6nmu3kux. [lomyunB u3BecTre 0 KOHYMHE JFOONMO-
ro, Onp3a ymupaer. Cka3ka 3akaHuuBaercs... OHU
KWIM JIOJITO BIANM JOPYr OT Apyra U yMepid B
OJIMH JICHb...

B ¢wunane cnexrakns Bacunmit MraareeBnd
LIUPOKO PACKPOET MOIIATHIE BOPOTAa U TajaHTHO
[I0AACT PYKY CBOEl HEBECTe B PO30BOM ILIATHE.
B3sB1IKCh 3a pyKH, OHU OCTAHOBSITCSL HA Kparo TOH
CaMO# 3€JICHOM Jy>KallKh, FOTOBbIE K ITyTEIIECT-
BHIO B MHBIE 3€MJIM U MUPBI, TJI€ HUKTO U HUKOT A
HE CMOXET WX Pa3IyduTb. Y BUIEB yIIBIOAIOIETOCS
Bacunus, B 3ane kro-to THMXO mnpomentan: «He
yMmep ke...» W sTa peruimka CBUIETENbCTBYET HE
CTOJIBKO O MPOCTOAYIIHOM HEIMOHUMAHUU METa-
(hop oTHETBHBIM 3pUTENEM, CKOJIBKO O CHIIE, CO3-
JAHHOW TeaTpOM WJUIIO3UM, NOJYMHUBIIEN YyBCT-
Ba U 3aCTaBUBILIEH NOBEPUTH B TO, YTO JIAXKE camast
Oe3HaeXHas MeUTa O CYacCThe COBIBAETCH... 3pH-
TENbHBIM 3all OYeHb SMOIMOHAJIBHO TEpeKUBal
UCTOPUIO JIIOOBU DJIb3bl, CIE3bl TaK M HaBOPa4H-
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BaJIMICh Ha TJla3a B MOMEHT, KOTJa AYIIA T€pOEB
BOCCOEAMHUIIHC.

Ha ractponbHbIX mokazax ANbMETHEBCKUM Te-
aTp AEMOHCTPUPOBANI HIMPOKUH IHANa30H aKTep-
CKHX BO3MOKHOCTE. He ocTaBmil paBHOIYIIHBIM
sputens U «JloOpbiii denoBexk u3 ChluyaHW» IO
bece HeMEIKoro npamarypra bepronbna bpexra.
N3BecTHO, uTO Ham 3TOH mbecoit bpexT pabortan
Joaro. Mex ity nepBbIMU HaOpPOCKaMU U €€ OKOH-
YareJbHBIM BapraHToM npouuto 6omnee 10 ner. Co
BpeMeH nepBoil nocraHoBku B 1943 romy B I'ep-
MaHWU JpaMaTHdecKas JiereHaa bpexra mepexuia
HE OJTHY THICSAYy TPAKTOBOK B Te€aTpaxX BCETO MHUpA.
A ee poib B cynp0e MockoBckoro Tearpa Ha Ta-
raHKe HEOIICHNMaA.

[Touemy ceromnst TaTapcKuil TeaTp B3BOJIHOBA-
J1a UCTOpHs O JOOPOM YelOBEeKe, KOTOPHIH BHIHY-
JKJIEH CKpBIBaThCA 10 Mackoit 31moro? IlonbiTraem-
Cs HallTH OTBET.

B cTpeMurensHOM, 3KCIPECCUBHOM MOCTAaHOB-
ke pexuccepa M. CakaeBa akTepbl *KUBYT Ha Ipe-
JIeJIe IyBCTB, MBICIICH, BBIPA3UTEILHBIX CPEICTB.
Pexxuccep COUMHUI CHEKTaKIb B JKaHPE «IIPel-
craBiieHue-nputda». C OJHONH CTOPOHBI — 3peiu-
11e, C JPyroi — MOy4YUTeIbHBIN paccKa3 C HACTaB-
JICHUSIMU.

3penuie BBICTPOCHO H300peTaTenbHo, ILIa-
ctuaHo. CrieHorpadudeckoe OQGOpMIICHHE BHI-
JIEP)KAHO B CIIOKOWHON CEPO-KOPUYHEBOU LIBETO-
Boi ramme. CBETIIO-KOPUYHEBBIM IOJIOBUK, CTa-
IHOHAPHBIH W3 KpadT-OyMaru 3aJHHUK, Ha KOTO-
POM TO-aHTIUHCKHA HAIMMCAHO «S€zuany, JBUTa0-
muiicss pOHTANBFHO BTOPOH OyMakKHBIH 3aHaBec,
JIETKO B3JICTAIONINA ¥ CBOMM JIBIXKCHHEM KakK Obl
0003HaYaAOMUNA CMEHY MeCT JeHCTBHUS (a mX J0-
BOJIBHO MHOTO), TIOJIBHXKHASI TIPSIMOYTOJIBHAS apKa
C pa3pe3aHHON Ha MOJIOCH OyMa)KHOW 3aHABECKOM
(xynoxuuk — B. Smxymos). Ilo crene cHyroT
00OpBaHIBI M HACEJIEHHE CPEIHEro J0CTaTKa B
OJleK]Ie TPUIYIUBBIX (PACOHOB M TeOMeTpUde-
CKMM TPHMOM Ha JIMIIaX, BHIMIOJTHEHHBIX B Pa3iiny-
HBEIX BapHaIUAX CEPOro U OEIIOTO IIBETOB (XYI0XK-
Huk mo koctiomam — JI. Tapacenko). 3BykoBoe
odopmIleHHEe TIOCTOSTHHO TOJ0aapHUBaeT JeicTBUE
PUTMHYHBIMHU yJIapaMHt, OTMEPSS BPEMs.

B Ceruyans sIBJISIFOTCS OOTH B OCJIBIX OJIETHUSIX
Y IJIETEHBIX U3 OYMaKHOTO XKI'yTa TOJIOBHBIX y0O-
pax, ckpeIBatommx numna. HebecHas KaHIEMApHs
OTMpaBWJIa WX Ha MOMCKH 100pa. OHU MPOILIH
MHOTO 3€M€JIb, M TOJBKO 3/IeCh HAKOHEI[ HaIIeJCs
moOpEBIi YemoBek — 3To mpoctutyTKa lllen Te, ko-
Topas B yuepb cede MmycThiIa yCTaBIIUX My THUKOB
Ha HOYJIET B CBOE O€IHOE KUIIUILE. 3a TO, YTO Je-
ByIIKa OKa3allaCh CTOJb J00pa, OOrM mapsT ei
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1000 cepebdpsabix moimapos. lllen Te pemaer 3a-
HATBHCS OJIArONPUCTOWHBIM JIEJIOM M MOKyIaeT Ta-
Oaunyro naBky. C 3TOro MOMEHTa HAaYMHAIOTCS
JKU3HEHHBIE HMCIBITAHNS TIIABHOW TepOWHH U (u-
J0CO(CKO-HPABCTBEHHOE HCKYIIEHWE 3PHUTEINS.
Uro Takoe 100po? Pazymuo su nodpo? Cnabocthb
i cuna? Jlemaer nu 1oOpo delmoBeKa CUACTIIH-
BeIM? B wem wmctuna? B cBom mpaBa BcTymaer
puTya.

['maBnyto repounto urpaer H. Haszunosa — ca-
MO03a0BEHHO, SIPKO, OCTpPO, CyMeB IIOKa3aTh He
MPOCTO €€ JKU3HBb-CYIECTBOBAHUE, HO U TIEPENaTh
HIOAHCHI TICUXOJIOTUYECKOTO COCTOSHHSI ITepPCOHa-
xKa.

B cnekraxie 1. CakaeBa n1o6po — 6€30TBETCT-
BEHHAs] W HEMO3BOJIUTEIbHAS POCKOIIb. A IOIU
MOpOYHBI, OeAHBI TyXOBHO. B m300pakeHnn my-
XOBHOH HEMOIIM TIOCTAaHOBIUK H300peTaTesneH,
HACMEIIUIUB, capkacThueH. JIIOUIIKu B 3TOM MU-
pe ITOCTOMHBI CBOETro YpOACTBAa, HHUKYEMHOCTH,
MOpaJbHBIX U YMCTBEHHBIX UCKakeHU. OHU J10C-
TOWHBI TPUXOMASIIEIO Ha CMEHy J00poi, 0e30T-
ka3Hou [len Te ee cypoBoro, »kecTOKOTO0, Iparma-
trnaHoTro Opara Illyit Ta, B KoTOpOro TMEpeBOILIO-
[aeTcsi JIeByIIKa, KOTJa y»e MpOoCchObI mepepac-
TAIOT B YCJOBHUsA, a 10Opast BOJIsl BOCIIPHHUMACTCSI
KaK 0053aHHOCTb.

Jo0Opas len Te BmoOaseTcs B 6€3paboOTHOTO
nerunka Sur Cyna (W. XaeptaunHoB). YToObI Hc-
MOJIHUTH €r0 MeYTy O HeOe M 3aIuilaTUTh MPHYH-
TAIONIMIICA 32 MECTO JIeTYMKa cOOp, OHa TOTOBa
MpoJaTh JIaBKy M OTHaTh BCE CBOW JCHBIH. Jlis
JICHUBOTO, 3TOMCTHUYHOTO yBallbHS SIHra J100OBb
IHlex Te — Bcero aumb HOBOA i BBITOIHOM
caenku. M Torma BHOBB Ha 3aIIUTy JOOPOTHI BCTa-
eT 3104 u xecrokuii Iy Ta.

Jroqu B ciekrakiie CakaeBa HACTOJIBKO Hepa-
3YMHBI U HAYTOXXHBI B CBOUX MOOYXIEHHSX, UTO,
KaXeTcs, HyKIIaloTCs B 3JI€, CHJIe, TUpaHe, B KOH-
ne koHIoB. Iyt Ta HE0OX0oAUM 3TOMY OOILECTBY
obe3moneHHbIX. WX TpymmoBoe camMOCO3HaHHE,
MIPU3HAIOIIEE TOJIBKO CHITY, ABJIEHO PEXHCCEPOM B
(mHaJIe JOBOJIBHO KPAaCHOPEYHMBO: HAa CYJIE, UYTO
xurenu CpluyaHb co3Baiu o oOBuHeHuto Llyi
Ta B yowuiicte Illen Te, B xauecTBe cymel okaza-
JUCh T€ caMble OOTH, YTO, HArpaJuB JOOPOTO ue-
JoBeKa, 0OpEeKIIN ero Ha PUCKOBaHHY0 Urpy. Hamo
CKa3aTh, YTO OOTH B TCYCHHE BCEH MCTOPHH OBLITH
TIOKa3aHbl PEKUCCEPOM JIOSUTBHBIMH K TTOPOKaM,
JAJIEKUMHU OT MIPABEAHOTO THEBA CYIIECTBAMHU, KO-
TOPHIM W CaMHUM-TO HECIIAJIKO JKHBETCS B MHpE
monei. B mouckax mobpa OHU THIATENBHO 3alllv-
IIAJIMCh OT 3J1a, MOTJIOTUBIIETO MHp, HE BUJS, HE
CJIbIa, He ToBOPs 0 HeM. Habmronast 3a sxurensaMu
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Coerayann, OOTH KaxOblidi pa3, Kak Te MyApbIe
00e3bsiHBI, TPUKpHIBAM cebe oaWH — ymu (He
CIJIBINIY), BTOPOW — TJ1a3a (He BHIKY), TPETHH — POT
(HIYero He CKaXYy).

HamyranHele MCue3HOBEHHEM C TAaKUM TPYJIOM
HalIeCHHOTO N00pOro dYenoBeka, OOTHM HCKpEeHHE
oOpamoBanuck, korga y3Hanu lllen Te B oOnave-
nun Llyii Ta. Illen Te-Haszunosa ¢ Gecnpenenb-
HbIM OTYassHUEM IPHU3HAJIACh, YTO HE CIPaBUIIACH
C TsDKenoW Homled ObITh a00poit. Uto moOpora
obepHynach as Hee cTpamaHueM. YTo oHa KAET
pebeHKa 1 He XO4eT, YTOOBI OH Teprel YHUKEHHUS,
Kak oHa. W eciam CTaHOBUTHCS ONSATH JOOPOH, TO
el He CoBIIaaTh C MUPOM JIIOJIei Oe3 31moro Opara.
Ona mpocut y 60TOB pa3pemieHus «XOTs ObI OJuH
pa3 B Helesmo» OBITh 31bIM OpaToM. «OmHOTO pasa
B Mecsll ObUT0 OBl OCTATOYHO», — C HEompee-
JIEHHOW WHTOHAIWeW coBeTyioT Ooru. OTmpaBiisi-
SCh BOCBOSICH, OOTH MpeAJiaraioT 3pUTENIsIM CaMHUM
MPHUyMaTh — KaKUM OyJIeT KOHEIl 3TOH HCTOPHUH.

Ho y 3putens Her Bpemenu Ha (aHTa3uH, pe-
KHCCEP CTPEMHTENILHO JBHTaeT JCHCTBHE K CBO-
emy jorudeckomy ¢unany. [Toka uzmer cyn, xute-
i CpluyaHH, BBICTPOUBIINCH BIONb 33JHHUKA, He-
KOTOpOE BpEMsI OCTAIOTCSl HEJBIKUMBI. OHHU KO-
MUPYIOT KECThl OOTOB, MBITASICh TaKKE OTTOPO-
JUTHCS OT TIOCTHUTIIETO UX 3714, IPUKPHIB TJa3a (He
BHJICTh), YN (HE CIIBIIIATH), pOT (HE TOBOPHTH),
HO 3Ta MYyAPOCTh HE MO/ CHITY CIabOMY UYEJIOBEKY.

ITo Bone pexuccepa lllen Te, ocBoOoauBIIAS-
csa oT koctioMa u Macku Illyi Ta, oka3zpiBaeTcs B
LEHTPE CIICHUYECKOW TUIOMAMKA ¥ BHUMAaHUS
tonmbl. OHa 0E3MOJIBHO MPOCHT MOMOIIY, € TaK
He Xo4eTcsl 00JbIille 0OMaHBIBATh U BBIIaBaTh CeOs
3a apyroro. Ho monu, y3HaB U OCO3HaB, 4TO A00-
pBIH UeNOBEK BEPHYJICS, C MCKAKEHHBIMHU 3710001
JTUIIAMHA MEJUIEHHO OKpYy»KaroT ero. OHHU pacriona-
TaroTCs CIIMHOW K 3pUTENIbHOMY 3aily, pa3MaxuBa-
10T PyKaMH, CJIOBHO XOTST JOCTAaTh yIapOM TOTO,
KTO, KaXeTcs, YXKe JIeKUT y ux Hor. Y BIpyr To-
ma paccrymaercs, ckaaaupys: «llycTs KimaccHBIM
Oyzner ¢unan!», a B LEHTPE €€, yJIbIOasCh, CTOUT
[yii Ta. Hapon Opocaer B BO3AyX IIANKH, paxy-
SICb BO3BPAIICHHIO 3JI0TO OpaTa. A HEyXKelnu H
MpaBja, 9ToO TaK CIIOKOWHee, yIoOHee, MOoHsATHEee?
Heysxenu miporie ObITh HECUYACTHBIM, CIIA0BIM, Be-
JOMBIM U 0e30TBeTCTBeHHBIM? He Buaerb, He
CIIBIIIATh, TTOMAIKUBATh... Yero ke JOCTOWH de-
moBek?! Yero ke ermie xaaTh OT yejgoBeka?!

N. CaxaeB mocTaBui XKECTKHH, KOHLENTYab-
HBIH U B TO K€ BpeMsl 3pEIUIIHBIN CIIEKTaKIb. ITO
JOCTOMHAsT YBa)KEHHS, CMeJasi, SKCIIEPUMEHTANb-
Hasg paboTa TaTapckoro TeaTpa, PacUIMPSIOIAs
TOPU30HTHI COOCTBEHHOTO MPO(ECCHOHAIBHOTO |
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3pUTeNbCKOro Bocnpustua. OIHAaKO Mocie Mpo-
CMOTpa BO3HHMKAET OILIYIIEHHE, YTO CEpALE CIEK-
Takas ObeTcsl CiAMIIKOM ObicTpo. M B 3amaHHOM
pUTME 3pUTEIIb HE YCIEBAET CUUTATh BCE TE€ BaXK-
HBIE CMBICIIBI, KOTOPBIMU M300MIIYET CHEHHYECKOe
MIOBECTBOBaHKE. A BEJb BAXKHO, YTOOBI HAYABIIICE-
csi JaBHBIM-JIaBHO HpaBCTBEHHO-(hmiocodckoe
WCIIBITAaHUE YEJIOBEKA MPOI0IIKAIOCH. ..

Hapsiny ¢ xoHmentyaibHBIMHU, CEPbE3HBIMU
CLUEHUYECKUMU MOJIOTHAMHU, aJIbMETHEBCKUI TeaTp
MpUBE3 U CHEKTAKIb JUIsl MalleHbKuX 3putenend. C
OO0JBIINM yCTIEXOM IPOIUIN MOKa3bl HHTEPAKTHB-
HOTO, KaK MoJjaraercs HbIHYE, CIEKTaKIs i Je-
teit «lllypane moy» (pex. D. lllaxoB), rae B cTH-
XOTBOPHOM MOEJIMHKE Ha OcHOBe ckaszku I'. Tykas
«Iypane», cCbI'paHHON Ha IBYX S3bIKaX, BCTPETU-
JUCh JETU — MAJIbUUIIKA U ACBUYOHKH, 3aJ0PHO
YUTAIOUIUE PAI, U JIECHBIE JKUTEIM — KOMIIAHUS
[Typaine, He MEHEE a3apPTHO TAHILYIOIIKE XUI-XOIL.
MarneHbpkue 3pUTENN «ChITPaI» BMECTE C Ireposi-
MH CIICKTakJs B cabaHTyil. BbeI3BaHHBIC Ha CIIEHY
CYACTIIMBYMKH TEPETATUBAIN KaHAT, MPHITAIA B
MEIIIKaxX, a TJIABHOE, B KOTOPBIN pa3 yTBEPAWIUCH
B IMPOCTON ¥ BEYHOU NCTHHE O TJIABEHCTBE J00pa 1
no0ese IpyxKObI.

«Cepbe3Hass KoMenus», Kak 0003HaueHO B
nporpamme, no mneece «Kap acteinga kaitnap
qummMe» — «JItoOBM Bce BO3pacThl IOKOPHBD), Ha-
MIACAaHHOM NPU3HAHHBIM KJIACCUKOM TaTapCKOU
nuteparypbl As3oMm ['Wis30BbIM, Oblia ChITpaHa B
CTapOMOJIHBIX T€ATPAIbHBIX PUTMAaX.

[lepen 3putenem — KBapTHpa ¢ AUBAHOM, 3Ta-
JKEPKOW C LIBETaMU C OJHOW CTOPOHBI U BBICOKOI
0apHOIl CTOWKOW B KOMIUIEKTE CO CTYJBSIMH — C
npyroi. Ilo3anu, B LIEHTpe CLIEHUYECKOMN IO~
KM, YCTaHOBIJICHBI JBE JIBEPH, YKpAIICHHBIC OT-
POMHBIMH TPOQUISAMHA MYKYUHBI W IKCHIUHBI.
ITocTrenenno mpodwmmm OyayT cOMMXKATHCSI, a K
(¢uHATY W BOBCE COJIBIOTCS B CIIEHOTpaQUUECcCKOM
nonenye. B »Toil ycnoBHOW KBapTuUpe B MEPBOM
SIBIICHUW KUBYT THUIEpakTUBHBIN AOy3ap (P. Ax-
MajneB) U ero oter; KapuMkaH — OCHOBaTEIHHBIN,
nooxuTeNbHbIN (3. JIaThImoB). A BO BTOPOM $IB-
JICHUHU TyJa K€ MOCEIUTCS HApOYUTO Kampu3Has
Tazkupa (3. CalipyTauHOBa) CO CBOCH IMTEYaIBHO-
oTpemieHHOW Mamoi AHucoil (P. daii3yminHa).
bnaro, yTo BXOAUTH B OJTHO U TO € MPOCTPAHCTBO
OHM OYyIyT W3 pPasHONPOGWIHHBIX ABEPEH: AeBOU-
KM U3 IPOEMa C JKCHCKUM MPO(UIeM, MATbYUKH —
MY>XCKMM. B smnu3oje mporyiku 3epkajio CLEHBI
MIEPEeKPOeT 3aHaBeC C M300paKeHHeM HOYHOTO TO-
poma — 3TO0 BCA B OTHAX HabepexxHas Kazawwm.
Cuenorpaduueckoe yopanctso H. ['abuaysnHoi
BKyN€ C KOCTIOMaMH NEPCOHaXEH OJHO3HAYHO
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MPOMUCHIBAET I'€POEB B COBPEMEHHOW JIEUCTBU-
TEJIBHOCTH. JTO HAIIIK JHU, HO...

[Treca «JIroOBH Bce BO3pacThl MOKOPHBD) Ha-
MMCcaHa B CEMUIECATHIC TOIBI yKe TOMIIOTO BeKa.
PacckaspiBaeT OHa O TOM, KaK MOJIOJIbIE BITFOOJICH-
HBIC PEIIMIN MOKEHUTHCS, J1a TaK, YTOOBI POJIUTE-
1M 00 X cBaap0€ y3HAIH TOJIBKO B JIeHH OpaKoco-
YyeTaHus. 3aBOJWION B adepe BBHICTYIACT JCBYII-
ka. Jlens cBaapObI yke 3aBTpa. Ho roHOIIA BCe ke
mpo0oJTancs W Bbyian TaiiHy. OTell )KeHuXa Tpe-
OyeT HEMEeIJIeHHOTO 3HAKOMCTBA C POIUTEISIMHU
HeBeCTHl. HeBecTa cTecHsETCs CBOEH MaTepH, KO-
Topass paboTaer OOBIKHOBEHHBIM JBOPHUKOM U
TIPH 3TOM TOPAUTCS CBOEH mpodeccueii, BHIBEIIH-
Bas Ha JIBEPh KBAPTHUPbI TaOJIMUYKY C HAJIIKHCHIO,
YTO 37I€Ch KUBET JBOPHHUK TaKas-TO U HE >KEIaeT
yCTpauBaTh HUKakux BcTped. OHa OOHUTCS, 4YTO
CBIH M3BECTHOTO TOBapa, K TOMY XK€ HarpakKicH-
HOTO OPJICHOM (2@ B CIIEKTAKJIC 3TO HACTOSIIUIN Op-
neH Tpynosoro Kpacnoro 3namenu obpasua 1928
roja), He BO3bMET B XEHBI JOYh IBOpHHUKA. B
CHEKTaKJIe, KaK U B IIbece, 3HAKOMCTBO BCE XK€ CO-
croutrca. OIMHOKHE OTEIl U MaTh HE3aJaWIUBBIX
MOJIOJIO’KEHOB BIIOOJISIOTCS Ipyr B Apyra W pe-
MIAI0T TTOKEHUTHCA. MOJIOIBIM )K€ Ha3HAYaIOT HC-
MBITATENIBHBIN CPOK B OJIMH TOJ, Aa0bl MOTJIM OHU
yOeIuThCSI B UCTHHHOCTH YYBCTB M TIOHSTh, YTO
IIYTUTH C JTFOOOBBIO HENb3SI.

IIpeca uMeeT oueHb CEPHE3HYIO CBSI3b CO Bpe-
MEHEM, B KOTOpPOM ponwiack. Ee HacensioT mpe-
KpPacCHOIYIIHBIE TEPOU «IMOXH OOIIECTBA PA3BHUTO-
ro conmamusma». ['epou ['misa3oBa, kak U repou
A. ApOGy3oBa, M. PomuHa, HaxoJsTCsl B BO3BbI-
IICHHBIX TMOUCKaX «UCTHHHON IIEHBI JyXOBHBIX
KadecTB». M 3TO MaHHOCTH, KOTOPYIO HE YUUTHI-
BaTh HEBO3MOXHO. UTOOBI HMHTErpUpOBaTH 3TOT
XpYNKUM IpamaTyprudeckuil mup B peanun XXI
CTOJIETHSI, HE pacTepsiB €ro MOpPaIbHO-HPABCTBEH-
HOTO TIOCBUTAa, HEJOCTATOYHO IIPHEMOB BHEITHEH
WLTIOCTPAaTUBHOCTU. HemocTatouHo ¢ yBakeHHEM
K TEKCTYy MPOU3HOCHUTH TOJBKO TEKCT, TOBOPHUTH C
MIPUABIXaHNEM, HEMHOTO OTPEIICHHO, WHTOHAIIN-
OHHO Pa3HOOOPA3HO, IS MPSIMUKOM B 3PUTEIIb-
Hb1i 3a7. [IpoOiema «B3aMMOOTHOIIIEHHUH MOKOJIE-
HUH B yCIIOBHSIX TpoOTrpecca, riiodamu3aiui, cMe-
HbI I[EHHOCTEH», Kak O0eIlaeT aHOHC, JOJDKHA,
KaXKETCsI, pa3peniaTbCs B aKTUBHOM, JKHBOM J[Ua-
JIoTe, a HEe TOJIBKO B HAa3UIaTEIbHBIX CEHTEHIIUAX.

N ecmm «JIo0BH Bce BO3pacThl MOKOPHBD)
OTOIIEN B pa3psij MPOXOJHBIX CIIEKTAKJIeH, TO Mo-
CTaHOBKA, TIOKAa3aHHAs B IOCIEIHUN JCHb, BBITIIA-
Jieia TIPOTPpaMMHBIM 3asBIICHHEM TeaTpa, OPHUCH-
TUPOBAHHOTO HA SKCIEPUMEHT M TBOPUYECKHH IIO-
HCK.
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3aKphUIMCh TACTPOJIM CHEKTAaKJIEM II0 Ibece
COBPEMEHHOI'0 poccuiickoro apamarypra Oipkaca
KanaiinapoBa «Marasun» B nmocraHoBke O. Illa-
xoBa. CriekTakiip OBUT TIOCTaBIIEH Ha CpeACTBa
rpanta Coro3a TearpaibHbIX Aesrenei Pecmy6mu-
ku Tarapcras.

IIpeca «Mara3un» Oblia Hanucana B 2014 ro-
Iy W cpasy e 1mormaja B MOopT-TucTel dDecTruBans
MOJIOZION Apamatypruu <«JlrobumoBka», Mexmay-
HapoJIHOTO JUTepaTypHoro BomjomumHckoro koH-
Kypca, BeIluIa B ¢uHan HezaBucumoit muteparyp-
HoO# npemun «Jlebrot», a B 2015 nonyuuna Ilep-
Byto npemuto Konkypca HauuonanbHoro Ttear-
panbHOTO ecTuBa «30I0Tasi MacKay.

[TocTaHoBKa aTbMETHEBCKOTO T€ATPa — POCCHT-
CKasl MpeMbepa MbEChl, OCHOBAHHON Ha peallbHBIX
COOBITHSX, B KOTOPOW aBTOPHI HPEATIPHUHSIIN, KaK
CKa3aHO B TPOTpaMMe, «IOIBITKY pa300iIaueHus
peanbHOM neiicTBuTeabHOCTHY. CHEKTakiab B MHOJ-
HOM Mepe COOTBETCTBOBAJ 3asIBJICHHOMY >KaHPY.

B cnekrakie «Kuber», Kak M B Ibece, JBa
JEACTBYIONTUX JTUTIA. 3HSIII — X03siiKa MaJIeHBKOTO
MPOIYKTOBOTO MarasuHa «IIaroBOd JOCTYITHO-
CTW», a Takke Kapnpirain — ee npojasiuna. Jleu-
cTBHe mpoucxoanT B Mockse. 3usm n Kapisiram
— Kazamku. 3usm xkuBeT B MockBe naBHO. Kap-
JIBITAIll TIpUeXaja Ha 3apaboTKH, ee ¢ AaJeKOH po-
JUHBI BBINTMCATA B CTOIUIY 3USII.

Texct — moHONOTH ABYX *)eHIMH. OHU pac-
CKa3bIBAIOT O cebe u JAPYT Japyre, 0 COOBITUAX, KO-
TOpBIE MX OOBETUHIIIN U Pa3Bed 10 pa3HbIe CTO-
poubsl Oappukan. IIpoTmBoOOpcTBO meEpecekaro-
[IUXCSI CMBICIIOB, CIMSHUE M TPOAOKEHHE HX
HallUIU CBOE OTPa)XCHHE U Ha CLEHUYECKOM IJI0-
aaKe.

B riyOune mycroro riaHieTa CligHbl — CTCH-
Ka-pelieTka, CKOJIOYEHHasi U3 JOCOK JEPEBIHHOMN
Tapel IS oBomed W QPpykToB. Psimom ¢ obemx
CTOPOH CJIOKEHBI HECKOJIBKO TaKWX SIIUKOB. JIBE
KeHIMUHBL. D¢ dekTHas 3usin, oneras B UYEPHOE
IJIaThe ¢ MUAPOKOW TMHHON foOKkoi 1 Kapipiramr
B TeMHOU paboueli yaudopme. Ha mieyax 3usmm —
SI0JIETHl, OKAHTOBAHHBIE KPAaCHON TECHBMOM C KHUC-
TOYKOM Ha KOHIE, BOPOTHUK C TaKUMU XKe Kpac-
HBIMHU 3aBsI3KaMu ¢ kucToukoi y Kapibirari.

3usm (M. [NaiiHynnmHa) HanpsYKEHHO CMOTPUT
BJllaJib, MPOXaXKUBAETCS MO CLEHE, C)KUMAET U pas-
skumaer naneibl. JKper. JKmer mMoMeHTa, 4TOOBI
pacckaszaTh CBOIO BEPCHIO COOBITHIA.

Kapnpiram (. UbarynnuHa), cuautT Ha KoOp-
TOYKaX M PE3KO, CIOBHO BBIIOXHYB, HAYMHAET
nepBoii: «OHa ckaszaiia, MOsl JoUKa yMmepia. Ymana
C Kauenei B AJIMaThl, yIaja roJIoBOM BHU3, yMep-
Ja cpa3y, Bce nojdexalu, a oHa ymepJia...»
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IloBecTBOBaHUE O KU3HU B 3aTOYEHUU y ML,
YHIXKCHUSAX, YOMICTBAX, MPECTYIUICHUSIX HAaYMHA-
€TCs C CaMO# CTpAITHON JUTA YKEHIIWHBI HCTOPHH —
pacckasa 0 cMepTH coOcTBeHHOTO pedeHKa. PebeH-
Ka, KaK ¥ KU3Hb ¢e, OyayIIee ee C Bepoi U HalleK-
1o Ha syuinee, 3adbupaet cebe 3usm. 3adupaet 1o
3BEPUHOMY TIpaBy CHWJIBHEHIIET0, Oe3rpaHuvHOM
BJIACTH XO35iMHA Haj pabom. Bce, kTo momaman B
noAcoOKy MarasuHa, CTAaHOBMIIUCH ee pabamu. OnHa
MeHsJIa X UMEHa, TOProBajia TelaMH, UX 3a4aThbl-
MU B TIBSTHOM Openy IeThbMH, OTIPABIISISA HA POAUHY
JKUBOM TOBap TOPTOBIIAaM OpraHaMu, W30aBIsUIach
OT TPYIOB CaMOYOWHI], HE BBIACPIKABIIMX YHHU3H-
TENBHBIX TIBITOK, N30MBalla W 3aCTaBIsUIa M30MBAThH
JpyT OpyTa 10 TMEPBOH KPOBU — TAaKOB OBLT €10 yC-
TAHOBJICHHBIA NOPAAOK... ITOpsAIOK, KOTOpBINA BbI-
HYKJIEHBI ObUTH COOITIOIATH BCE: M OOBIYHBIC JIFO]TH,
HE JKeJaBIINE IOTPYXaTbCsl B TPOOIEMBI CTpa-
JIAFOIIUX OT HACHJIMS TPOJABIIUI, U IMPOJAXKHBIC
TIONIUIICHCKUE, 32 IIeApble IMPHHOIICHHUS BO3Bpa-
IIABIIHE B 8] TOCMEBIINX COEKaTh TICHHHII.

Pexxunccep He MO3BOISET apTHCTKaM SIPKO BHI-
paxkarsb 3Monuu. YeTKO — CIIOBa, JKECTKO — (PaKTHhI,
0e3 mpukpac — npasna. ['eponHu penko cMOTPST B
raza Jpyr »Opyry. B3risimsl HCIIOTHUTETHHUIL
MPAaKTHYECKU BCE BPEMS HAIPABIICHBI B 3a1. JTO
HE CIIOp W HE JMAajor, 3T0 OOBHHEHHWE W 3alluTa.
Cynbu — 3putenu B 3ane. Kax/plii BoJieH cenarthb
CBOH BBIOOD, pa300Ia4HuTh WK TOBEPHTH.

CrepxaHHBI PUCYHOK pOJIEH JONOJHSETCS
TUTACTUYECKUMH 3apuCcOoBKaMu. Bo Bpemsi MOHOIIO-
roB Kapmeram 3wsm-IaiiHymumHa  cocpenoTo-
YCHHO BBIMOJIHACT TUIABHBIC JBMOKCHUS, HAIIOMU-
HAIOIIME JBUXCHHUS BOCTOYHBIX €IUHOOOPCTB, a
HAKOIUICHHAsI SHEPIHsi POpPbIBACTCS M03Ke B 00-
Jiee arpecCUBHBIX JKECTax ee MepcoHaxka (IIacTH-
ka — A. MycraeBa): HanpuMmep, KOria B Ooudepe/-
HOM 3K3epcuce 3usii-I"ailHyJJIMHA BBITOJIHSIET
CTOMKY Ha pykax Haj Jexaniedl Ha nony Kapibi-
raimi, ynupasch B SIIUK, KOTOPBIM JEBYIIKa 3a-
KpBIBAa€TCs, J1a TaK, YTO JOCKH MPAKTHUYECKH BITH-
BalOTCA B ee mero. M Takux Ocsi3aeMbIX, PHUCKO-
BaHHBIX MOMEHTOB B CIIEKTAKJIC JIOCTATOYHO, YTO-
OBl OILIYTUTh BHIPAKEHHYIO B TUIACTUKE W3OIIPEH-
HYIO JKECTOKOCTh 3WAII, €€ CHUJy M CI1adoCTh Of-
HOBpPEMEHHO.

3usii B CHEKTakKje Majxad U JKepTBa, MOBEIH-
Tens U pab. M. lNaitHy/uIMHA UTpaeT JenoBeka, oc-
JISTUICHHOTO COOCTBEHHBIM CTpalaHueM. 3all Ha-
MPSODKEHHO CIyIIaeT €€ MCTOPUI0 O MOJOIOM Ka-
3aIike, rnpuexasiieid B MOCKBY 3a MEUTOM O JIyd-
mei xu3Hu. O ee BCTpede cO CKMHXeIaMHu — ITep-
BOM CYpOBOM M JXECTOKOM YypOKe, TaHHBIM e
cynp00i. CTpax u 00Ib, IOCEIHUBIINECS B CEP/LC
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C TOH pOKOBOUW OOWHHM B METpPO, KaK € Ka)eTcs,
Jafo0T el MpaBo OBITh JKECTOKOW M Oe3HaKa3aHHOM.
He npoTuBoCTOATH, a MPUHATH IPAaBUJIa HaBS3aH-
HOM UTpHL. A elile y 3usll eCTh MeuTa — MOCTPOUTH
MEUETh B CBOEM poJHOM ropone B Kazaxcrane. Ha
CTPOUTENBCTBO Xpama 3usll coOOMpaeT ACHBIHU, HE
BBIINIAYCHHBIE pAOBIHAM, JIEHBI'H, KOTOpBIE OHa
MOJIy4aeT 3a MpoAaHHBIX AeTeil. «BoT oHM», — no-
Ka3pIBaeT 3usii-I aiiHysuinHa Ha OONbIINE TBO3/IH,
JIeKaIIue B OJJHOM M3 SIIUKOB, U OpocaeT ux ¢ oc-
TepBeHeHUEeM Ha noil. [lo3xe akTpuca ¢ TpeckoM
BBUIOMAET U3 ANIMKA JOCKU M OyJeT MpuOuBaTh UX
K CTEHe-pelIeTKe B TIIyOMHE CIIEHBI STUMHU CaMbl-
MU TBO3AsIMH. Kakercs, 4To MeTadopa CIUIIKOM
NpSIMOJIMHEWHA, HO NOTOMY M JelcTBeHHA. Kax-
Jbli HOBBIA yJap MOJOTKa — 3TO IpepBaHHas
sku3Hb. Kaxxnplil ynap — npectynHoe, 4y JOBUIIHOE
JKEPTBOIIPUHOIIECHHE, 10 YbEMY-TO IOIYCTUTEIb-
CTBY BO3MOXXHOE€ B COBPEMEHHOM, IIPaBOBOM, Kak
WU3BECTHO, rocyaapcTBe. KTo ocTaBisieT mpecTym-
JIEHHUsI TIPOTHB YEJIOBEYECKOW MPUPOABI Oe3 Haka-
3anua? Heyxenmn Tonmpko Te, KTO OOJlayeH Bia-
cThI0? A T€, KTO MIPOXOJUT MUMO, OITYCKAaeT IJ1a3a,
MOJIYUT, OTXOOUT B CTOPOHY, IPOITyCKas HECy-
IIMXCS B KPOBABOW SIPOCTH MOJIOJYHUKOB (M He
TOJILKO) JIFOOOTO MOMmK0a, PUCKYS B JIHOOOW MO-
MEHT OKa3aThCsl XKEPTBOW WJIM TPYCIUBBIM Iana-
yoM, — kTo oHU? Ilogcyaumelie wim cyapu? Mox-
HO JIM TIpepBaTh KPYyTroBYIO MOPYKY Oe3pa3inyus u
MpeooieTh napaind Bonu? Breibop 3a Bamu, roc-
[oAa MPUCSKHBIE 3acefaTeny. A HOKa Ha CLEHE
paccka3 Kapmsiram o ToMm, Kak Mociie 04epeHoro
no0era ee BEpPHYJIH «IOMOI» W 3HALl MpPUHSIA
peuienue npoaatsk ee. Kapnasiram pasaeBaercst 10
HWKHETO O€Jbsl, U 3pUTENb BUIUT mepes coOoif
pacuepueHHyI0 M TPOHYMEPOBAHHYIO IO YacTIM
«TYUILY» X€PTBEHHOT0 XHUBOTHOrO... He crecHssich
B BBIPOKEHUSX, UM OIEHUBAET, TPy0O OIIyTIHI-
BaeT KaXAYIO 4acTh Tejla CBOEH KEPTBbI, paccKa-
3bIBasl, KaK MPAaBUIBHO Pa3leibIBATh XKEPTBECHHOE
JKUBOTHOE (0OBIYHO Oapana), Kyaa, KoMy, Kakas
yacTb. [ maBHOE, 9TOOHI royoBa O6buta Ha Kubimy, B
CTOpPOHY MeUeTH... A pyKy, HallpuMep, BO3Bpallia-
SICb MBICTISIMU K CBOEH >KEpPTBE, OTPE3aTh MOKHO
WM U3YPOAOBaTh, OJIaro €CTh Bpadn 3HAKOMBIE, a
[IOTOM JIOPOTO NMPOJIaTh «HUIIKMM» UJIH LIbITaHaM.
Kapnpiram sxaet, cipsiTaHHas OT Yy>KHUX IJ1a3 B
yyjaHe, cBoel yuactu. « Ha Hee 3mwiach. A
npuIyMaia, 9To ¢ Hei MOXXHO czenaTh. Henmbss
yOuBaTh, Hajg0 CBOOONBI JHUIIUTh. B TOpbMY, H
MmycTb TaM XuBeT. I MonuTbcs Hadana. [lycTh
Annax cmacet. Ilycts caenaer uyto-anoyap. [lycts
s ympy. IlycTe 4TO-TO M3MeEHHUTCS. A TOTOM S
BCIIOMHUJIA, KaK MeHs 30BYT. MeHs Benp He Kats
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30ByT. Mens 30ByT Kapubiram. Jlacrouka s. Kap-
JIBITAI», — B OTYASSHUW IIOYTH BBIKPHUKHBACT Te-
pouns UOatynmuHOW. A Janblie 3pUTeNb Y3HAET,
gT0 MONK0a Kapmeiram Opia ycibliaHa, BO3ME3-
JIIE CBEPIIMIIOCH. 3USAII U BCE, KTO OB B TOT JICHB
B MarasuHe, ObUTM YOUTHI OpPHTOTOJOBBIMH MO-
JIOTYMKAMH, MCTHBIIUMH 332 CMEpPTh KaKOTO-TO
pycckoro. Kapmpiram He Hamuii, ¥ OHa OCTajach
onHa. OHa B MaraswHe, OJHa B CBOEH TIOpPbME.
«AHay-MbIHaY», — MPOTSKHO, B HU3KOM PETUCTPE
taaeT Kapnpiram-H6arymumaa JTI0OUMy0 TIpH-
CKa3Ky 3UsIl, WHTOHAIIMOHHO Oe3yNpevyHO KOTIH-
pyst MaHepy cBoeil rocmoxu. M 3TO moxoxe Ha
POKAEHNE HOBOM T'OCIIOKH U3 PaOBIHU.

Ho ato eme He duHan, u pexuccep Mpoao-
JKACT UTPY CO 3PUTEIHCKUM BOCTIPUSATHEM. AKTpPU-
CBI CTOSIT, B3SIBIIMCH 3a PyKHU. M3manexa MOHOCUT-
cs mecHs «Was wollen wir trinken» («CeMb mHEH»
(«YTO XOTHM MBI TIUTHY)) B UCHOJHEHUU TPYIIIIHI
«Bots». TlocTerneHHO Bce MPOCTPAHCTBO «HAKPHI-
BaeT» MapIICBBII PUTM W 4YeKaHHass HeMelKas
pedn. Ilepen mamu Bce Te ke 3w u Kapmisramr.
MepTBas ¥ npunienmas € Ha CMEHY TIOCIOXKa,
MEPEepOUBIIAACI W B CBOEM IEPEPOXKICHHUH
cTaBImas cuiabHee. JKeHITMHB BHUMATEIHHO U BHI-
3BIBAIOIIE BCMATPUBAIOTCS B JIMI[A TE€X, KTO HE
MPUHAMAET WX TaKUMH, KaKhe OHH eCTh. Mapi
HACTYTAeT, W JKW3Hb MPOIOKAET pPACKPYyIHBATh
CBOM YyJOBUIIHBIA MEXAHU3M.

Ecim oOpatuThCcs K TepeBOay TECHH, a 3TO
MOXKET CETrOJIHS CclieiaTh KaXablii, BOSHUKAET MHOU
CMBICII. B mecHe 3BYyYHT THpu3BIB K OOprOe 3a
KU3Hb 0€3 HACUIIHUSAL. ..

Llenp pexxuccepa — OCTaBUTH 3pHUTENS Ha Tie-
pekpecTtke cmbicnoB. [Ipomomxut nu Kapsirain
HCTOPHUIO MOPaOOLICHUS] UIIM BO3BBICUTCS HAll pe-
QIBHOCTBIO M TONpoOyeT ee m3MeHHTh? CMOXKeT
JIU TIPOTUBOCTOSITH BpaXkJIeOHOHN pealbHOCTH, CHC-
TeMe, )KU3HHU, B KOTOPO# Ojlaroe HamMepeHue Mo-
JKET MPUBECTU B a1’

OcHOBaHHOE Ha pEaJbHBIX COOBITHAX HEOTHO-
3HA4YHOE TeaTrpajibHOe ToBecTBOoBanue O. lllaxosa
OJTHUX MPUBOAMT B YXKAac OT MBICIH, YTO TaKUE JU-
KHEe MCTOPHH MPOUCXOIST 371ech U ceiuac. [pyrue
(cuacTimBuUMKH!) HE TOHMMAIOT, KaKW€ BBIBOIBI
OHH JIOJKHBI CJIeNIaTh MOCIIe IPOCMOTpPA U UTO JIAeT
3TOT MpaK UX Aymie. TpeTbu MBITAIOTCS HAWTH OT-
BETHI Ha 3aJJaHHBIE BOMPOCHL. Tak Wiv WHaYe, Iejb
JOCTUTHYTA, 3pUTENh BOBJIEYEH B 3KCIIEPUMEHT.

lactponu 3aKOHYMINCH, BpEMs IOJBOAUTH
WTOTH.

Pa3sHpiM u HEOOBIKHOBEHHO HWHTEPECHEIM,
WITYIIAM, COBPEMEHHBIM TEaTpOM IPEACTA B HbI-
HEIIHEM TacTPOJbHOM cpe3e AJbMEThEBCKHU Ta-
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TapCKUi TOCYyJIapCTBEHHBIN JIpaMaTUUECKU Teatp.
[IupokomacmTabHbIE TOJIOTHA, KaMEpHBIE HCTO-
pHUH, SKCIEPUMEHTAIBHBIE NPOEKTHI, NETCKUN pe-
nepryap, KOHLEPTHl OPraHUYHO COCEICTBYIOT
IpYT C APYTOM.

CerofHs HpPUHATO TOBOPUTH O 3aBHCHMOCTHU
TeaTpa, €ro JOXOJO0B OT BKyCa HE CJIMIIKOM B3bI-
CKaTeJbHOTO 3pUTENsI, KOTOPBIA BHIOMPAET JIETKHE
KOMEAMH W Ayllepa3auparoniye Mejiojpamel. B
penepryape ambMETBEBCKOIO TeaTpa, CyAs II0
adume, Takod 3aBUCUMOCTH HeT. Tearp, XOTsS U
pabotaer B HEOOIBIIOM TOpPOJAE C HACEICHUEM
Bcero 150 TeIicAY 4enoBeK U, KOHEYHO, 3aBUCUT OT
MIPECIIOBYTOW HAIOIHSAEMOCTH 3ajla, BeIeT Tpa-
MOTHYIO pENepTyapHYyIO IMOJIUTHKY. ITO OrpOMHAS
W OTBETCTBEHHAsl pabOTa MO BOCIUTAHUIO YMHOI'O
3pUTENs, TOTOBOTO C KaXAbIM HOBBIM CIEKTaKJIEM
pacCIIUpPSITh FPAaHULBI TEATPAIEHOTO 3HAHHUS.

He Besikuil TeaTp MOXKET IOXBACTaThCSA TAKHM
pa3sHoo0paszrueM pexUCCEPCKUX UMEH, U, KOHEUHO,
MIPHUBJICYCHAE K COTPYIAHHYECTBY pPa3HBIX IOCTa-
HOBIIKKOB, MOTPYXXEHHE apTHCTOB B pasHBIE pe-
JKHCCEPCKUE MHPHBI JAl0T CBOM PE3yibTaThl — Ie-
pen HaMHM MHOTOJIMKas, TMOKas, HaTPEHUPOBaH-
Hasl, CUJIbHAs TPYIIa.

Teatp ¢ 3aBUHON CTAOMIBLHOCTBIO BBITYyCKACT
HOBBIE€ CIEKTaKJIH, BBIACIAIOUINECA, KCTaTH, HE
TOJIbKO OPHIHHAIBHBIMU PEXHCCEPCKUMH U aK-
TEPCKUMH TBOPEHHUSIMH, HO U BBICOKOM CJIaXK€HHO-
CTBhIO pa0OTHI OOMIIOB HEBUAMMOTO (POHTA XYJIO-
JKECTBEHHO-IIOCTAHOBOYHON 9aCTH TeaTpa.

AJTbMETBEBCKHIT Teatp He OOUTCs OMIMOOK H OT-
KpBIT BCEMy HOBOMy. TeaTp pUCKyeT U, KaK IpaBHU-
710, nobuBaetcs ycnexa. JKagHo BIMTHIBaeT BIieyar-
JIEHUS M JApUT WX C JIMXBOH CBOMM 3pHUTENSIM HE
TOJBKO JIOMa, HO ¥ B MHOTOYHCIIEHHBIX I'acTpOJIb-
HBIX TypHE. CTOUT OTMETUTD, YTO CHEKTAKIIN TeaTpa
HEM3MEHHO NPHUHUMAIOT yYacTHE B IIPECTIKHBIX Te-
aTpaybHBIX (DECTUBAISX MEXIYHApPOIHOTO, BCEPOC-
CHHCKOTO M PErMOHAIBHOIO YPOBHEW M IOJIyYaroT
BBICOKYIO OLIEHKY HPO(ECCHOHATIBHOIO  SKIOPH.
Tonpko 3a mOCNenHNe MATH JIET TeaTp y4acTBOBAI B
Oonee yeM 14 ecTHBaIBHBIX CMOTpax M OBLT OTMe-
yeH 10 mpodeccuonanpHbiMu Harpagamu. Ludpst
KpaCHOpPEYHMBO TOBOPAT O JOCTOMHOM MecTe AJib-
METBEBCKOI'0 TeaTpa Ha TeaTpalbHOi kapTe Poccun.
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