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The article examines the history of the Tatars’ first visits to the Russian theater in Kazan. Naqi
Isanbet was the first among Tatar researchers to raise this issue in his article published in 1962 in the
Kazakhstan newspaper “The Kazakh Literature”. This article introduces into circulation two new
sources on the history of Tatar theater, belonging to the encyclopedist: “Tatar theatry 25 el echende”
(“Tatar Theater over a Period of 25 Years”, 1946/19477?); “On the National Identity of Tatar Theater”
(1956?). When exploring the topic “The Tatars and Russian Theater in the 19™ Century”, N. Isanbet
referred to the work of Nikolay Bazhenov “The History of Kazan” (1847), and the literary and fiction-
al collection “The First Step” (1876). In this article, the range of sources on this topic is significantly
expanded due to newspaper publications in “Kazanskie gubernskie vedomosti” (“The Kazan Provin-
cial Gazette”, 1838—1917) and “Kamsko-Volzhskaya Gazeta” (“The Gazette of the Kama and Volga
Region”, 1872-1874), the works of Nikolay Rybushkin, Fhilipp Vigel and Mikhail Pylyaev. These
sources indicate that as early as in the first decade of the 19" century, the Kazan Province landowner
Pavel Esipov created special covered boxes for the Tatars at the expense of box office fees in his pub-
lic theater (1802—-1814), the boxes were covered with curtains. The repertoire of his theater included
several works on the Tatar theme, related to the fall of the Kazan Khanate in 1552 and the fate of the
last Kazan tzarina Syuyumbike. The failure of the premiere of Voltaire’s tragedy “Mahomet” had a
negative impact on the Tatars’ visits to the theater. The building of the Russian Theater in Kazan had
special boxes for Muslims with wooden bars. These boxes disappeared in a new building restored af-
ter a fire in 1874, which gave reason to Russian ethnographers to conclude that the Tatars did not ex-
perience any discomfort from visiting the theater. This article systematizes a range of works on Tatar
themes, written in the first half of the 19" century by Russian writers.
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Introduction

According to Yuri Blagov and lltaniya
llyalova, “the Tatar theatrical art in its modern
stage forms took shape at the end of the 19"
century. From 1898, performances were staged at
the Kazan Tatar Teacher Training School, initially
in  Russian (among the participants were
Akhmedvaleev, S. Iskanderov, Mulyukov,
Khanbekov, Khasanov and Chanbarisov). The
students (shakirds) of higher Tatar religious
schools (madrasahs) staged short scenes of a
comedic or satirical nature based on specific life
observations [1, 601]. “At the same time, the
progressive—minded Tatar intellectuals had a
tradition of arranging “home” performances;
moreover, they organized societies in which the
first dramatic works in the Tatar language were
read, discussed, and then acted out, these works
were both translated and original ones” [1, 601].

“In Kazan, the most popular was the
“Shimbachelar” (“those who gather on Saturdays”)

society, which emerged in 1903 on the initiative of
the Gabitov brothers (its members were mainly
students, gymnasium students and madrasah
shakirds). On December 22, 1906, the participants
of this society staged a production based on the
play named “Kyzganych Bala” (“The Poor Child’)
by the Turkish playwright Namik Kemal on the
stage of the New Club in Kazan. This day is
officially recognized as the birthday of Tatar
public theater (among the participants of the
performance were Amina, Zainab and Abubakir
Teregulovs, R. Gabitova, Shakir
Mukhammadyarov, Sharif Sunchelei and G.
Sayfulmulyukov)” [1, 601].

While working on Nagi Isanbet’s archive, we
came across his publication in the Kazakhstan
newspaper “Kazakh Adebieti” (“The Kazakh Lit-
erature”) dated October 26, 1962, in which the
scholar claimed that Tatar theater was born in the
last quarter of the 19" century (plays by
Gabdurrakhman Ilyasi and Fatikh Khalidi). Nagi
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Isanbet’s statement that special boxes with curtains
were created for Tatars in the Russian Theater in
Kazan in 1875 due to the lack of their own theater
[2] came as a surprise to us. This prompted us to
search for sources that would corroborate this
statement.

Materials and methods

Our research is based on Nagi Isanbet’s
personal archive [3], [4], and a range of his articles
on the history of Tatar theater and drama [5], [6],
[71, [8], [9]. We use ethnographic sources on the
history of the Russian theater in Kazan [10], [11],
[12], [13], which record the facts of the Tatars
visiting the Russian theater in the nineteenth
century.

The research was conducted using the cultural-
historical, descriptive and comparative methods.

Discussion

Naqgi Isanbet gained his fame as a talented
playwright. In 1959, Gabdulla Shamukov stated
that the writer celebrated his 60™ birthday being
the author of 29 plays [14, p. 26]. His critical and
research work on the history of Tatar theater and
drama remained outside the literary critics’
attention for a long time. The literary critic Nazim
Khanzafarov, together with the writer himself,
systematized the bibliography of his works in this
field. They were reviews of Tatar performances in
the 1920s and articles on the history of Tatar
theater in the 1940-1960s, setting out Nagqi
Isanbet’s theoretical and literary views [15, 29—
30]. As a result of our research work, we identified
a number of sources that remained unpublished,
due to certain circumstances.

In N. Isanbet’s archive, we found a voluminous
article “Tatar theatry 25 el echende” (“Tatar Thea-
ter over a Period of 25 Years™) [3], which was not
introduced into circulation, apparently due to the
arrest of the scholar in connection with the
“Jideghyan” case in the early 1930s and the scan-
dal around “Edigy” dastan in the 1940s.

Apparently, the work was written in 1946—
1947, because the scholar made the following re-
mark in it:

“This year marks the 40" anniversary of the Tatar
theater creation, 25 years of its existence in Soviet
Tatarstan” [3, p. 1].

The article consists of several paragraphs:

* “Folk theatricality”,

* “Awakenings and first glimpses of Tatar the-
ater”,

* “Tatar Theater before the Great October
Revolution”,

* “Tatar Theater after the February and Octo-
ber Revolutions™.

Thus, we see that N. Isanbet associated the
periodization of the Tatar theater history with the
milestones of our social history.

The encyclopedist called national holidays,
games and performances the basis of any people’s
theatrical art:

“Every nation used to have and still has a large
number of national folk holidays, games and festivities
that serve as the basis for their theater, we also have
them and they are important to us” [3, p. 2].

As different forms of folk theatricality, the
scholar names Sabantuys, Jiens, wedding rituals
and folk games based on dialogues, evening
gatherings, games during community activities
(ume), performances of folk sages, storytelling and
Mishars’ (part of Tatars) games with bears.

According to N. Isanbet, Tatar madrasahs were
the second foci of folk theatricality for shakirds:

a) participated in the celebration of Nauruz
(Novruz),

b) conducted atnakich uennari (the plays at the
weekend), whose repertoire was rich in theatrical
games (for example, the “Armai” game),

c) organized initiation into shakirds:
urketu” / “aigyr konzertlary”,

d) at the end of the 19" century, created a thea-
ter behind a curtain (charshau arti theater) [3, pp.
3-4].

The Muslim rites constituted the third source:

a) the chanting of the munajats (“al-vidag” eitu
— the singing of “farewell songs”);

b) the reading of prayers by mullahs in colorful
robes for different magams (“Muhammadism”, i.e.
reading a book about the life of the Prophet
Muhammad);

¢) the inclusion of elements of musical
accompaniment on the harmonica and Kkurai
(“Garnunli Ja’far-ishan” — “Ja’far-ishan with har-
monica”) by ishans (Sufi sheikhs) in their rites:

d) the Muslim ritual bearing traces of
shamanism: loud recitations of prayers by Sufis
(“Sufilyk negrelere” — “Sufi chants”), exorcism
(“junlenu kureneshlerene”) [3, p. 4].

Nagi Isanbet believed that the emergence of
Tatar theater was facilitated by Enlightenment in
the person of the Khalfin dynasty, the Faizkhanov
brothers, Shihab Marjani, Kayum Nasyri, as well
as owing to the birth of the New Time literature.

“jadid
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The scholar described the changes, which had tak-
en place in Tatar society in such a way:

“In the second half of the 19" century, there was an
increasing number of visits to the Russian Theater paid
by the advanced Tatar families of Kazan, representa-
tives of the student youth and the intelligent bourgeoi-
sie. To attract Tatar women, who covered their faces,
even special covered boxes were equipped and several
Russian plays about Syuyumbike were written to get
Tatar viewers interested” [3, p. 4].

In his other work, written for the half-century
anniversary of Tatar theater “On the National Iden-
tity of Tatar Theater”, Naqi Isanbet returned to this
topic [4, pp. 3-4]. Based on the author’s acquaint-
ance with the literary and fictional collection “The
First Step” [13], the work analyzes the pre-October
period of the Tatar theater history and draws the
following conclusion:

“In the conditions of the tsarist regime, in the an-
tagonistic society, the Russian ruling and reactionary
circles did not want the Tatars, then called inorodets
(foreigners), to enjoy the benefits of Russian science
and culture. On the contrary, the Tatars were intimidat-
ed in every possible way by persecutions on the part of
the authorities and missionary societies (Kazan was
chosen to be their center), and this attitude completely
coincided with the interests of reactionary circles within
the Tatars themselves. But the progressive forces of the
Tatar people, as it is clear now, did not remain passive.
In the first half of the 19" century, they demanded per-
mission from the tsarist government to publish newspa-
pers in their own language, and in the second half of the
19™ century the Tatar public in Kazan started going to
the Russian drama theater, for lack of their own. Their
attendance, apparently, was so massive and was so fi-
nancially profitable that the theater was forced to build
covered boxes for Tatar women, and even to create a
repertoire with plays based on the life of the Tatars. It
turned out that despite the intimidation on the part of re-
actionary forces, the progressive Tatar people had long
matured the need to have their own national theater, and
the public was ready for it. If the Tatars’ development
had gone its natural way, we would now celebrate not
the fiftieth anniversary of our theater, but its centenary.
But the autocracy did not allow us to have either our pe-
riodical press or our theater”.

In his article “Tatar theatry 25 el echende”
(“Tatar Theater over a Period of 25 Years”), Nagi
Isanbet referred to the work of Nikolay Bazhenov
“The Kazan History” (1847) [10] and “The First
Step” collection [3, p. 4]. The work of Nikolay
Bazhenov, consists of three parts and covers an ex-
tensive period from the era of the Volga Bulgars
up to 1847. When working on this book, N.

Bazhenov proceeded from the fact that the “Kazan
Region” deserved to have its original, “its own his-
tory” [10, p. 3].

The author of “The Kazan History” believed
that the arrival of Emperor Paul | in 1798 had a
beneficial influence on the development of
theatrical art in Kazan:

“The Emperor approved of dramatic art. Theatrical
performances had been established under Governor
Baratayev, but Pavel allowed the landowner Esipov to
start a public theater” [10, p. 97].

Memoirist Fhilipp Vigel wrote about this
Kazan landowner that he was one of “those
Russian nobles who had a passion for theater”. He
described a dinner at the house of this Kazan
landowner in such a way:

“l was extremely surprised to see about a dozen of
rather well-dressed women at his place. | knew that no-
ble ladies did not visit him — they were all Fenyas,
Matreshas, Arishas, i.e. serf actresses of the host’s
troupe; | was even more amazed when they sat to the
table with us and when, contrary to the custom of that
time prescribing that all women should sit on the same
side, they placed themselves between us so that | found
myself between two beauties... At the other end of the
table — can you believe it? — sat Esipov’s authors and
musicians, i.e. his servants, who took turns, got up from
the table, served us and then sat down at it again...
After dinner, they all dressed up and prepared to
entertain us with the opera “Cosa Rara”, or “A Rare
Thing”... They played and sang, like all provincial
actors of that time, “neither worse, nor better” (quoted
from [17]).

Pavel Esipov was “a passionate lover and con-
noisseur of stage art”. At the expense of his estate
money, the landowner built a wooden building on
a stone foundation. According to the agreement,
after 10 years, a retired ensign was to build a stone
building instead of the wooden one. The troupe
was composed of actors from Esipov’s serf theater,
as well as several freelancers (you can get ac-
quainted with the names of the actors in the chap-
ter “Semi-Gentleman Ventures” in the book by
Mikhail Pylyaev [17]). According to his contempo-
raries, Pavel Esipov raised his theater “to such a
level that it was inferior only to the theaters in the
capital” [10, p. 381]. For the sake of maintaining
his beloved creation, the landowner sold his estate
in parts. In 1810, Pavel Esipov appealed to the
Governor of the Kazan Province, Boris Mansurov,
with a request to provide subsidies for the theater
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needs, or to transfer the theater to state mainte-
nance.

We dare assume that economic difficulties
pushed the landowner’s idea of expanding the au-
dience of viewers by inviting the Tatars. The “Ta-
tar” repertoire of the Esipov Theater consisted of
plays about Tsarina Syuyumbike, as well as Vol-
taire’s ‘“Mahomet” tragedy (1742), published in
Russian in 1809. Pavel Esipov created special box-
es covered with curtains for the Muslims. The pub-
lic theater ceased to exist due to the death of its
owner in 1814, and its building was put up for auc-
tion in 1815. Taking into account these facts, we
believe that the misunderstanding with the premi-
ere of the “Mahomet” tragedy in Kazan happened
in the period from 1809 to 1814.

Nikolay Bazhenov described this incident in
the following way:

“The Tatars fell in love with theater, and for every
performance the places of all prices were sold out, but a
circumstance happened after which the Tatars frowned
upon the art of stage. Esipov decided, without a second
thought, to put on the “Mahomet” tragedy — and this
circumstance, as a historical anecdote, lives in the
memory of the people, but historically it has been used
to compare the concepts of the former and the current
Tatars. As soon as the Tatars saw Muhammad’s turban
on the stage and his name was pronounced, they got
confused. Oh, the horror! Muhammad on stage: “Allal,
Alla!” The voices of the Tatars, running away from the
theater, could be heard. But some of the Tatar
simpletons, who may have visited the theater for the
first time, acted differently. On seeing Muhammad and
not realizing the real meaning of their brethren’s excla-
mations, they reverently prostrated themselves on the
floor, threw off their shoes and shouted: “Alla!”, with
the audience laughing loudly. They imagined that the
real Muhammad, who had descended from the highest
heights, was reproaching the faithful ones for their
fanaticism — for their heresy, that they had come to the
temple of Talia and Melpomene at the call of the
infidels. Since then, the tragedy has turned into the
comedy, the Tatars left the theater for a long time, but
now they attend it very diligently” [10, pp. 98-99].

The local historian Nikolai Bazhenov, when
describing this anecdotal incident, referred to the
“History of the City of Kazan”, published by
Mikhail Rybushkin in 1849 [11]. In the 16"
chapter, the local historian reflected on the
beginning of theatrical performances in Kazan [11,
pp. 128-131]. He described the first theatrical
performance at the Kazan gymnasium based on
Moliere’s play “The School of Husbands”, which
took place in 1759. The local historian emphasized
the role of the tsarist government in the

development of theatrical art in the Kazan Region.
Mikhail Rybushkin highly appreciated landowner
Pavel Esipov’s contributions to the development of
the first public theater. Having briefly described
the history of the theater in Kazan from 1759 to
1833, i.e. the period of 74 years, the local historian
came to the following conclusion:

“The Tatars, later in time, became passionate
theater lovers. Now they judge this subject with
sufficient intellegibility” [11, p. 131].

After Pavel Esipov’s death, the Russian Drama
Theater was opened in Kazan. It was created, as
already mentioned above, on the instructions of the
Kazan Governor Semyon Baratayev in 1791 and
has been continuously operating since at least 1802
(now it is the Kazan Academic Russian Bolshoi
Drama Theater named after V. |. Kachalov).

In 1833-1842, i.e. before the fire, Mr.
Sokolov’s troupe staged its performances in the
theater. In 1844, the theater was rebuilt and “be-
came an eye-catching building decorating the most
beautiful square” (now Freedom Square). The
manager of the works was I. V. Dolenga-
Grabovsky. The project was developed by the pro-
vincial architect I. P. Bessonov. The decorator of
the theater was M. G. Zhivokini. It was a three-
story building. Describing the interiors of the new
theater, the author of the article “A Theater in Ka-
zan” draws attention to the special boxes for Mus-
lim families:

“The side boxes, on the lower floor facing the or-
chestra, are painted in the manner of wallpaper; one of
them is assigned for the directors of the theater, the oth-
er for Muslim families and will be covered with a lat-
tice” [12, p. 382].

Thus, in the new building of the theater special
boxes were really provided for the Tatars. In his
travel notes “From Novocherkassk to Kazan”, the
Russian ethnographer and public figure Grigory
Potanin mentioned that the Kazan Tatars actively
visited the Russian Theater in 1874:

“In Kazan, they took me to see the theater rebuilt
and expanded after the fire. Before that, the theater used
to have special boxes with curtains for the Tatars; pres-
ently, they have been removed. The theater management
either thought that Tatars would go to open boxes, or it
was not concerned with the problem whether or not the
Tatars would visit the theatre. Undoubtedly, the theater
has always been one of the means used to attract the Ta-
tars to European ideas™ [13, p. 334].
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While editing these memoirs, editor Nikolai
Agafonov found it necessary to note:

“The common Tatar people— but only men — do not
hesitate to go to the theater, in the galleries you can al-
ways meet several of them, but Tatar women apparently
lack the pleasure of watching opera or dramatic perfor-
mances, due to the absence of covered boxes” [13, p.
334].

It is known that Grigory Potanin and his wife
Alexandra Lavrskaya left the place of exile in
Nikolskoye (the Vologda Province) on June 29,
1874. Then the couple went to Nizhny Novgorod,
where the wife’s mother lived permanently. [14, p.
119]. They arrived there on July 5. Soon the eth-
nographer received the notice of full forgiveness,
which meant that he could freely move around the
country [14, p. 291]. In a letter to Nikolai
Yadrinsky, dated July 27, 1875, the ethnographer
reported from Yalta that he would get to St. Pe-
tersburg via Kerch, Novocherkassk and Kazan.
This leads us to the assumption that Grigory
Potanin’s notes about his visit to our city belong to
the period of 1874-1875 [14, p. 179].

Having got acquainted with the Kazan Theater,
the Russian ethnographer concluded:

“The Kazan theater is becoming more and more
important; Kazan is becoming the center of the Volga
Region in theatrical terms; the Kazan troupe goes down
the Volga to Astrakhan for the summer and returns in
winter. This year there will be an opera in Kazan” [13,
p. 384].

In our opinion, of interest are the observations,
published under the pseudonym ‘“Vse tot-zhe”
(“Still the Same”), belonging to one of the authors
of the “Kamsko-Volzhskaya Gazeta”. In the article
“The Forgotten Condition Necessary for the
Success of Stage Works”, its author criticizes the
Kazan theater for ignoring the national features of
the local population culture:

“Among the population of Kazan there are 10
thousand Tatars, 10 thousand of an original nationality
with their special religion, traditions, customs and
culture... The local theater, claiming to have a civilizing
value and being somewhat organized partly at the
expense of the local Tatars, as payers of city taxes,
never even thought about them. Yet, it cannot be said
that they are completely alien to theater. Some of them,
though rarely, can be seen among the audience.
Undoubtedly, they could come more often if the theater,
at least in some way, responded to their interests,
merged with their original way of life and thus became
understandable to them” [13, p. 583]. This article also

describes an anecdotal situation that arose in the hall
among the Tatars during the premiere of Voltaire’s
tragedy “Mahomet” [13, p. 583].

The author of the article harshly criticizes the
local theater for ignoring the characteristic features
of the Tatar population national psychology, which
might create new obstacles on the way to their
Europeanization [13, p. 584].

So, in his articles, N. Isanbet mentioned that
there were four works about Tsarina Syuyumbike
in the theater poster. Unfortunately, we have not
yet been able to find out exactly what these
productions were like and the dates of their
premieres. Because of this, we are forced to limit
ourselves to the range of works on the theme of
“The Capture of Kazan” , created during this
period. From the course of Russian literature, we
know that in 1779 the epic poem “Rossiyada” by
M. M. Kheraskov was published, its main
characters were the characters of the “Kazan
History”, written in the 16" century [18]. In 1806,
the tragedy of Sergey Glinka “Suyumbeka, or the
Fall of the Kazan Tsardom” was published in
Moscow. [19]. In 1810, Alexander Gruzintsov
wrote a five-act tragedy in verse “Conguered
Kazan, or the Mercy of Tsar Ivan Vasilyevich 1V,
named the Terrible” [20]. In 1814, Mikhail
Rybushkin wrote “lvan, or the Capture of Kazan”,
a five-act tragedy in prose [21]. The teacher of the
First Kazan Men’s Gymnasium dedicated it to the
creator of the First Public Theater in Kazan, i.e. to
Pavel Esipov. In the same year, Gavriil Derzhavin
wrote the libretto for the opera “The Terrible, or
the Conquest of Kazan” [22]. It was published
after the poet’s death in 1867. Comparing these
works, literary critic Anastasiya Zavyalova came
to the conclusion that “in their works, Kheraskov,
Gruzintsov, Rybushkin created a positive image of
Ivan the Terrible, portraying the tsar as a wise and
generous ruler”, while in the opera “The Terrible,
or the Conquest of Kazan”, Derzhavin, for the first
time in Russian literature, showed Ivan the Terrible
in the guise of a “cruel autocrat” [23]. An
interesting analysis of these plays is found in other
works of this literary critic [24], [25].

Of interest is the way the theme “Tatars and
the First Tatar Theater” is revealed in G. Iskhaki’s
novel “The Beggar Woman” (1901-1908). The
writer gives a detailed description of the first visit
his main character, named Sagadat, paid to the
Russian theater. Apparently, the girl visited the
performance of the opera troupe:
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“At the theater, Sagadat was amazed to discover a
whole world she had never known or imagined before.
She looked around in confusion: a sea of people in
various, neat clothes, women and men in the stalls,
ladies sparkling with diamonds in the neighboring
boxes. Several floors of balconies and galleries, the
noise that gave way to weird music — everything was
new and completely unusual. The curtain rose, and there
were some kind of khans or padishahs, and very loud
singing was heard. The clear, silvery voice of the young
woman was mesmerizing. Sagadat seemed to fall into a
dream - she forgot who she was, completely immersed
in the world of khans and padishahs. Sagadat was car-
ried away with the performance; even during the inter-
val she was still under the impression of the events tak-
ing place on the stage, hardly realizing that the life of
bygone times was being acted out there. Her mood
changed with music and beautiful songs she had never
known before”. The girl experienced conflicting feel-
ings at the sight of the audience behaving in a free man-
ner at the theater: she felt both protest and approval.
Mansour explained to the girl that she was wrong criti-
cizing the women in the neighboring boxes who freely
communicated with men: they were “not shameless”,
they simply sincerely enjoyed life. It was at the theater
that Sagadat realized that she did not want to lead the
life of a recluse, but dreamed of living a “new beautiful
life” [26, pp. 118-119].

G. Iskhaki considered it important to introduce
into his novel an episode describing the discussion
about theater that flared up in the abystai’s house.
Thus, the main character, visiting Sagadat-bike,
tells her guests about “the pleasure of being at the
theater”, and “the importance for women to visit
the theater”. There is a heated argument among the
guests about whether it is appropriate for a Tatar
woman to visit a place which “is full of men”,
where it is not considered obligatory to cover their
faces. In order to humiliate her guest and to point
out her place in society, the abystai compares a
theater with a brothel (translated by A. Killeva-
Badyugina) [26, pp. 136-137]. This is the range of
opinions recorded by G. Iskhaki in the period of
the Tatar theater creation.

It is significant that in the same year G. Kamal
gave birth to a play with a very remarkable name
“Berenche teatr” (“the First Theater”), in which he
gave a realistic and true-to-life description of the
conflict between the older and younger genera-
tions, which flared up within one Tatar family after
their visit to the theater. The first Tatar public per-
formance stirred up public sentiment. Expressing
the following opinion, Khamze bai Vali’s son-in-
law underlined the importance of this event in Ka-
zan:

“Belasen bit, bugen moselmancha theatrical
berenche bashlana torgan kone. Shulay bulgach, inde
anda boten shohor khalky agylyr” [27, p. 53]. — “You
know, at last, today, we are going to see a premiere of
the performance in the first Muslim theater in Kazan. If
so, all the city people will rush there” (lit. trans.).

Hamza Bai believed that this performance was
directed against religion and should be prohibited:

“Zamanalar bozyldy. Ole meno bugen tege urys
symak narsolor uynap theater, dinne maskhors
kylmakchy bulyp yerilor. Shuns of buldyrmaska ydrep
bugen yasigga bara almyycha kaldym. “Uinatmagyz,
rekhsat yuk”, dip yamaly ydergo aytkom let’s go. Ul,
minem eshem tugel, pristeftko yzeno otegez, dide.
Pristefne eydo tury kiterep bulmady. Galavaga menan
idek, street alar yakly buryrga kirak. “Minem eshem
tugel, sez palisomistergo barygyz” di. Ana bargan idek,
bakzalga kitkan. Gubernatoga da bargan idek, butish
resident: ‘Ul bu vakytta keshe kertmi, irteg segat 12 g
kilegez’, dide. Shulay itep, badbahetlarne tuktatyp
bulmady. Alla boersa, ikenche vakyt uinatmabyz alé”
[27, pp. 64-65]. “Times have gone bad. Those who look
up to Russians today want to play theater, thereby in-
sulting our religion. Today, | missed the evening prayer,
trying to prevent this matter. | told the underman,
‘Don’t let them play, it’s forbidden’. He waved me off,
saying it was none of his business, and sent me to the
bailiff himself. I did not find the bailiff at home. I went
up to see the head, but he took their side. He told me:
“It’s none of my business, go to the police master”. We
went to his place, but he had gone to the bakzal (railway
station). We went to the governor’s, his ‘butishnik’ said:
‘Come tomorrow at 12 o’clock, he does not receive visi-
tors at this time’. So, we couldn’t stop those damned
ones. If God permits, next time we will not let them
play on stage” (lit. trans.).

Thus, the first public Tatar performance split
Tatar society.

“The very art of the theater was severely perse-
cuted. In 1909, the journal “Religion and Life”
published a fatwa, signed by 21 mullahs, which
condemned not only acting on the stage, but even
simply attending the theater, it was called a great
sin. People of the older generation remember cases
when artists were beaten by unbridled fanatics. The
first Tatar artist Sahibzhamal Gizzatullina was
fired at from a revolver!” [28], stated A. Eniki in
1957.

Results
Starting with the works of Nagi Isanbet on the
history of Tatar theater and drama, and analyzing
Russian ethnographic sources (books, newspapers),
today we can say that the Tatars began to visit the
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Russian theater in Kazan at the beginning of the
19" century. Apparently, it was due to financial
difficulties that the owner of the theater, Pavel
Esipov, decided to expand his audience by inviting
the Muslims. In his wooden theater, he created
special boxes covered with curtains for Tatar
spectators and included works on Tatar themes in
his repertoire. The Tatars stopped attending the
theater because of his improper management. The
creator of the public theater did not take into
account the Tatars’ religious beliefs, which caused
confusion in the audience at the premiere of the
“Mahomet” tragedy. As soon as the Tatars saw the
Prophet Muhammad’s turban on the stage and
heard his name, some of them ran away from the
theater shouting: “Allal, Alla!”” Others decided that
the Prophet himself appeared in front of the Mus-
lims to punish them for attending an “infidels’
meeting”. Therefore, after taking off their shoes,
they “prostrated themselves” on the ground. “Since
that time, the Tatars have not visited the theater for
a long time” (Cit. according to [17]). Over time,
this incident has turned into a theatrical anecdote
that is found in different publications.

Tatar boxes with wooden bars were created in
the Kazan City Theater, rebuilt in 1844, as evi-
denced by the local newspaper ‘Kazanskie
gubernskie vedomosti” in 1849. In the building, re-
stored after a fire in 1874, there were no boxes of
this kind, the fact that made ethnographers con-
clude that the Tatars loved theater and did not feel
any discomfort from openly visiting it. This opin-
ion was later reflected in Tatar fiction: in his novel
“Telenche kyzy” (“The Beggar Woman”, 1901—
1908), Gayaz Iskhaki mentions that women visited
the theater. This fact was later reflected in Tatar
fiction (the novel “The Beggar Woman” by G.
Iskhaki, 1901-1908 and the comedy “The First
Theater” by G. Kamal, 1908), which describe the
Tatars’ visits to the theater.

Conclusions

Nagi Isanbet made an enormous contribution to
the study of the Tatar theater history. His reviews
and articles have not lost their relevance today.
Owing to the works of the scholar, we learn that
the Tatars visited the Russian theater en masse as
early as in the 19" century. We have found the
Russian sources, which contribute to the elimina-
tion of “blank spots” in our national history. This
topic requires further research.
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TATAPBI U PYCCKHUM TEATP I'. KABAHU XIX B.

Mmuieyma Myxamer3ssHoBHA Xa0yTANMHOBA,

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

B cratbe paccMaTpuBaeTcss BOIPOC 00 UCTOPHUH TEPBBIX MOCEIICHUH TaTapaMH PycCKOTO TeaTpa.
IlepBeiM 53Ty TeMmy cpemu TaTapckux wuccienosareneii nogaumaer H. HcanbGer B cratbe,
omy0IuKoBaHHOW B 1962 1. B KazaxcraHcKoi razere «Ka3zaxckas nmureparypay». ABTOp CTaTbH BBOIUT
B 000pOT J]Ba HOBBIX MCTOYHHKA MO HCTOPHUM TAaTapCKOTO TeaTpa, NPHHAAJIEKAIINE Mepy yIEeHOTo-
sHImKIoneaucra: «Tarap TeaTpsl 25 en sueHno» («TaTapckuii TeaTp 3a 4eTBepTh Bekay, 1946/1947)
n «O HaIMOHANTBHOM CBOeoOpa3uu TaTapckoro tearpa» (1956). H. Mcanber npu pa3paboTke TEMBI
«Tarapsl u pycckuii Teatp B XIX Beke» ccwpuiaeTcs Ha paboty H. BaxenoBa «Mcropust Kazann»
(1847), nutepaTypHO-Xya0xKecTBeHHBIN cOopHUK «IlepBbrii mar» (1876). B craThe Kpyr HCTOYHHKOB
10 TaHHOW TeMe CYIIECTBEHHO PACIIMPEH 3a CUeT Ta3eTHHIX MyOnukanuii B «Ka3aHCKHX IyOepHCKHX
BegomocTax» (1838—1917) n «Kamcko-Bomxkckoit razere» (1872—-1874), pabor H. C. PriGymxuna,
©®. @. Burenss, M. U. IlbinsieBa. Yka3zaHHblE MCTOYHHUKH CBHUIETEIBCTBYIOT, UYTO YK€ B MEPBOM
necatwietun X1X B. ka3anckuil momenuk I1. EcunoB B cBoeM myOnmunoMm Teatpe (1802—1814) 3a
CYET KacCOBBIX COOPOB CO3/1all CIEeNHaIbHbIE 3aKPBITIE JIOKHU JUISl TaTap, 3aKpbIThie 3aHaBecKkamu. B
ajumre ero tearpa ObUIO HECKOJIBKO NMPOW3BEAECHUH Ha TAaTapCKyI0 TEMY, CBS3aHHBIX C IaJICHHEM
Kazanu n ¢ napuneit CroromOuke. Heynaua ¢ npembepoii Tpareanu Bonbrepa «Maromer» oTpuia-
TENBbHO CKa3aJlach Ha MOCEIEHUH TeaTpa TaTapaMu. B oTcTpoeHHOM mocie noxkapa 3gaHuu Pycckoro
TeaTpa Tak)Ke ObUIH CriennalibHbIE JIOKH U1l MyCyJIbMaH 3a A€pEeBIHHBIMU pelieTKaMu. JJaHHbIE JIOKH
HCYE3NTN B HOBOM 3JJaHWHU, OTCTPOSHHOM Tocie moxapa B 1874 r., 4To 1ajo OCHOBaHUE PYCCKHM 3T-
HorpadaM clienaTh BBIBOJ, YTO TaTaphl HE MCIIBITHIBAIN IUCKOM(OPT OT MOCemmeHus TeaTpa. B cratse
CHCTEMAaTH3UPOBAH KPYT MPOM3BEACHUI HA TaTAapCKYI0 TEMAaTHKY, HAIMCAHHBIX B NEPBOW MOIOBHHE

XIX B. pyCCKUMU TIHCATEISIMHU.
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KaroueBble ciaoBa: Teatp, Tatapbl, Pycckuil Tearp B Kazanu, 3akpbIThle JIOXKH JUIsi Tartap,

TaTapcKuil penepTyap pyccKux TeaTpoB

Beenenue

Kax yrBepxknarot 1O. A. bnaros, 1. . Unso-
Ba, «TaTapcKoe TeaTpallbHOE HCKYCCTBO B €ro
COBPEMEHHBIX CLEHMYECKHX (opMax Hayalo
dbopmupoBatecst B komme XIX B. C 1898 .
CTaBWIHCh cHeKTakin B KazaHCkoW TaTapckoit
YUUTEIBCKON ILKOJIC NMEPBOHAYAIBFHO HA PYCCKOM
sI3BIKE (Cpenn y9acTHUKOB — AxmMensanees, C. Hc-
KaHgepoB, MymrokoB, XaHOexkoB, XacaHOB,
YanbapucoB). Yuamumucs (IIaKApAaMHU) BBICIIHX
TaTAPCKUX IIKOJ CTaBWJIMCHh KOPOTKHE CLIEHKH
KOMEIUWHOIO WJIM CaTHUPUYECKOrO XapakTepa,
OCHOBaHHBIE  Ha  KOHKPETHBIX  YKM3HEHHBIX
nabmoaenusx» [1, c. 601]. «OmHOBpeMeHHO B
cpele IpPOrpecCHBHO HACTPOCHHOM TaTapCKoOu
WHTEJUIMTCHIIMH BO3HUKJIA HE TOJBKO TPaJULHS
YCTpOWCTBa ,,JOMalIHUX® CHOEKTakJIed, HO U
OpraHu3alnys KpYXKKOB, B KOTOPBIX YHMTAJIUCh,
00CYXIIAJINCh, @ 3aTeM pPa3bIIPHIBAIUCH IEPBEIC
IpaMaTU4ecKue TpPOM3BEACHUS Ha TaTapcKoM
SI3bIKE — KaK NEePeBOJHBIC, TAK U OPUTMHAJIBHBIC
[Tam xe].

«B Kazanu HauOosblieii MOMYyJISIPHOCTHIO
TIOJIE30BANICS KPYXKOK ,,lIlnMOouenop, BOSHUKIINT
B 1903 r. mo uautmatuse 6parbes U. u I'. ['aburo-
BBIX (€ro ujieHaMH ObUIM MPEUMYLIECTBEHHO CTY-
JeHTBI, THMHA3UCTHI, IAKUPAbL). <...> 22 nexadps
1906 r. yyacTHUKaMU Kpyxka Ha cueHe Hosoro
KiTy0a OBUT IMOCTaBJIEH CHEKTAKIb 10 Mbece Typell-
koro apamarypra H. Kemans «Kpi3ranera Oamay
(«XKankoe muts»). DTOT AeHb cuuTaercs odwuim-
QIBHO TPHU3HAHHBIM THEM POXIEHHS TaTapCKOro
nyOiM4HOrO Tearpa (B 4YMCIIE YYaCTHHUKOB CIIEK-
Takns AmuHa, 3aitHa0 u AOyOakup Teperynossl,
P. I'aburona, 111. Myxammansspos, L. CyHueneH,
I'. CaiipynbemymiokoB)» [Tam xe].

PaGoras B apxuBe Haku McanOera, Hanuiu ero
nyOimkanuio B Kasaxckod razere  «Kasak
onebueti» oT 26 okTsaOps 1962 r., B KOTOpOH yue-
HBIA YTBEpKJiaJl, YTO TaTapCKUI TeaTrp pOJWIICS B
nocneanerr yetBeptu XIX B. (mbeckl I'. Unbsicu,
®. Xanmuan). Hac omenomuino 3asBieHue Hakxwm
Hcanbera o TOM, 4TO BBHIY OTCYTCTBHS CBOETO
coOctBeHHOro tearpa B 1875 r. ans Ttatap B
Pycckom Tearpe ObUIM CO3HaHBl  ClIEUAJIbHBIC
JIOXH C 3aHaBecKamu [2]. DTo MOATONKHYIIO HAaC K
MOUCKY HMCTOYHHUKOB, IOCIYXHBIIUX 0a30d s
JAHHOTO 3asIBJICHUSI.

MaTepI/laJIbI H METOAbI
MaTepI/IaJ'IOM I Hauero  HMCCIICOOBAaHUS
MOCIYKUJIN JOKYMCHTEI U3 JIMYHOTO apXHBa Haxu
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Ncanbera [3], [4], kpyr ero crareil mo HUCTOPHH
tarapckoro tearpa u apamaryprum [5], [6], [7],
[8], [9], a Takxke sTHOTpadhUUECKHE UCTOYHUKHU IO
ucropun pycckoro tearpa [10], [11], [12], [13],
[14], B xoTOpBIX 3a)UKCHPOBAHBI (DAKTHI ITOCEIIIE-
HHs TaTapamu pycckoro teatpa B XIX B.
HccnenoBanue BEJIOCh c HIOMOIIIBO
KyJbTYPHO-HCTOPHUYECKOTO, OMHMCATEIbHOIO, CpaB-
HHUTEJILHO-COMOCTABUTEIBHBIX METO/IOB.

Ob6cyxxaenne

H. Hcanber cHuckanm cnaBy TaJaHTIHBOTO
npamatypra. B 1959 r. Tabnymna Ilamykos
KOHCTaTUPYEeT, YTO MHUCaTeNb, OTMedaromuid 60-
aetue, sBiseTcs aBtopoM 29 mbec [15, c. 26].
Honroe  Bpemss 32 paMKaMH ~ BHMMAaHMS
JUTEPaTypOBEAOB OCTaBajach KpUTHYECKas U
Hay4yHasi paboTa ydeHOro B OO0JIACTH HUCTOPHUHU
TaTapcKOro TeaTpa M Apamarypruu. Jlureparypo-
Bea H. XanzadapoB COBMECTHO C caMHM Iucare-
JIEeM CHUCTeMaTH3upoBai Oubmmorpaduio ero padot
B JIaHHOH oOONacTH: peleH3WH Ha TaTapcKue
crektakiau B 1920-x rIT., cTaThu IO HCTOPUM Ta-
tapckoro teatpa 1940-1960-x rT., TIe U3TOKEHBI
TEOPETUKO-TUTEPATYPHbIE  B3IJISABI  YYEHOTO
[16, c. 29-30]. B pe3yabraTe MOMCKOBOH PabOTHI
MBI BBISIBWIN Psii HUCTOYHHKOB, KOTOPBHIE B CHILY
00CTOATENBCTB OCTAINCH HEOTYOJIIMKOBAHHBIMHU.

B apxuBe H. McanOera mMbl 00HApyXUIH 00B-
emMHyl0 cratbto «Tarap Tearpel 25 enm 34eHId»
(«Tatapckuii TeaTp 3a 4YeTBepTh Beka») [3], He
BBEICHHYIO B 000pOT, CKOpee BCEro, M3-3a apecra
YUEHOTO 10 Jienny «J[PKumersn» u ckanaana BOKpYT
nactana «Mnereit». Cyns mo Bcemy, paboTta Obuia
Hamcana B 1946-1947 rr., Tak KaK y4eHBIH B HEl
JIeTaeT CIEAYIOUIYI0 OTOBOPKY:

«bblen TaTap TeaTpbIHBIH Oapiblkka KuiyeHa 40 e,
anblH CoBemnap TarapcranbiHaa ycemeHs 25 en Tynay.
— «B atom roay ucnomnusiercst 40 et co AHS CO3aHUs
TaTapcKOTo TeaTpa, 25 JeT — ero cymiecTsoBanuio B Co-
BerckoM Tarapcrane» [Tam xe, c. 1].

CraTbst COCTOUT M3 HECKOJBKHX IMaparpagos:

e «Xanblk TearpubuIbIrel» («Hapomnas Te-
aTPaIbHOCTBY);

o «YsHy pgoBepe hom Tarap TeaTphIHBIH
Oanuanrery Kypenenviope» («Ilopa nmpoOyxeHus
Y TIEPBBIC MMPOOJIECKHA TATAPCKOTO TEATPay);

e «beek OKTAOPH peBOMIOLUSICEHOUd Oynran
taTap TeaTpel» («TaTapckuii Teatp no Bemnmxoit
OKTSOpPBCKOH PEBOJIOIHN);
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o «Deppanp hom beex OKT0ppASH COH Ta-
Tap teaTpel» («Tatapckuii Teatp mocie PeBpanb-
ckoif 1 OKTIOPHCKOI PEBOIOITHAI).

Takum o6pazom, Ml BuanuM, uto H. HMcanber
MIPUBS3bIBACT MEPUOIU3ALINIO0 HCTOPUU TaTapCKOTO
TeaTpa K BeXaM COLUAIIbHOI HCTOPHU.

OcCHOBOHl TeaTpabHOTO HCKyCCTBa JFOOOTO
HapojJa Y4YEHBIH-3HIUKIIONETUCT MPOBO3IJIAIIAeT
HaIMOHAJIbHBIEC TPAa3THUKH, UTPbI, IPEACTABICHHS:

«hopbep xanbIkTa TeaTpra >KUPICK OyJbI Xe3MT
UTKOH XaJblK MHIUTH OOMpoMHOpe, yeH, Tamarianap
6e310 o O6ap unme hom Ouk Oap uge» [Tam xe, c. 2]. —
«Y Kax/J0ro Hapojaa ecTh M ObUTM B OOJIBIIOM KOJIHYe-
CTB€ HApPOAHBIC HallMOHAJIbHBIC TIPpa3AHUKH, WIPHI,
[pa3HECTBA, KOTOPBIC CIYXKMIN 0a30i 1 TeaTpa, u 'y
HAC OHM OBUTH M OBLITH 3HAYUTEIBHBIY.

K dopmam mposiBieHHs HapOmHOHN TeaTpaihb-
HOCTH y4ueHbIi orHocuT CalanTyi, XbieH,
cBaIcOHYIO OOPSITHOCTh, HAPOIHBIE WIPHI, OCHO-
BaHHBIE Ha JWAJIOTaX, BEUEPHHUE TIOCUICIKH, UTPHI
BO BpEeMsl KOJUIEKTUBHBIX TTOMOYEH (6Md), BBICTYII-
JICHWsT HApOJHBIX MYJpEIOB, CKa3uTeNeH, MHuIa-
pei ¢ MenBEASAMU.

BTopeiM 04yarom HapoJHOU TeaTpadbHOCTH, IO
muennto H. Mcanbeta, ObUT0 TaTapckoe Meapece:

a) MIAKUPJAbl y4YacTBOBAIM B TPOBEACHUM
npa3aauka Haypys;

0) TPOBOAWIN «AMHAKUY YeHHApbly, Yel
penepryap ObuT OoraT Ha TeaTpaTu30BaHHBIE UTPHI
(HanpuMep, urpa «ApMmaii»);

B) OpPraHM30BBIBAIN IOCBSINEHUE B IIAKUPIBI
(«orcaouo epremy» | «aticop konyepmaapoly),

r) B koHue XIX B. 3mecy mosgBuics Teatp 3a
3aHaBecko («uapway apmer meampury) [Tam xe,
c. 3-4].

TpeTbM HCTOYHHKOM — MYCYJIbMAaHCKasi 00-
PAIHOCTE:

a) TIECHOIIEHHUE
OUTYIIOP);

0) ureHHe MyJUIAaMH B MECTPBIX OAESHHUIX MO-
JUTB Ha pasHble MakaMmbl («Meoxammaousuenexky,
TO €CTh YTCHHE KHUTH O XH3HEOIHNCAHUU MPOPOKa
Myxammana);

B) BKJIIOYCHHE HMIIAHAMH B CBOIO OOPSIAHOCTH
3JIEMEHTOB MY3bIKAJILHOTO COMPOBOKACHUS Ha
rapMOHU U Kypae («eapmynivl Kacvhap uwany);

') MycyJIbMaHCKas OOpsIIHOCTh, HeCyIast B Ce-
Oe crenpl MaMaHW3Ma: TPOMKOE YTEHHE MOJIHMTB
cybusmu («cyunvik Hacvpanapey), U3rHaHue Oe-
coB («orconnony Kypenewnapenay) [Tam xe, c. 4].

H. HWcanber cumTaeT, 4YTO IOSBICHHIO
TATApCKOTO TeaTpa CIIOCOOCTBOBAIO IPOCBETH-
TEILCTBO B JIMIC JUHACTHH Xalb(UHBIX, OpaTheB

MYHQKaToB  («a71820a2»
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®auzxanoBeix, L. Mapmkanu, K. Haceipu, a
TaKKe 3apokJeHue tureparypsl HoBoro BpemeHu.
Bor kak y4eHbIi ONUCHIBAET U3MEHEHHMsI, MPOUC-
XOJISIIINE B TATAPCKOM OOIIECTBE:

«XIX ie3HeH uKeHue sApTbIchiHAa Kaszanna
AIIBIHTBl TaTap TaWIIOpPE, YKBIMBIIUIBI SIIIBJIOp hom
¢ukepiepok Oypikya BOKHIUIOPEHEH, pPyC TeaTpilapblHa
Hepylope IIAaKTbld keuodroH wupne. Ilopmonme Tarap
XaTBHIH-KBI3JIapBIH Jla TapTy ©4YeH, COHra TabaH XoTTa
SOBIK JIOKayap Ja scanipl, hoM TaTap TamamiaybIChIH
xKonen Uty eueH, CeeMOMKS TypbIHIA pycda OepHHYD
npecanap A3bUAb». — «Bo Bropoi monosuHe XIX B.
HaOmoZaeTcs HapacTaiomas AWHAMHKA II0XOJOB B
Pycckuii TeaTp nepenoBbix TaTapckux cemel . Kazanu,
MIPEACTAaBUTENEH YydallleHcsl MOJOASKH M MBICISIIEH
Oypxya3un. Bo MMs MpuUBIE€YEHHUS TaTAPCKHUX KEHIIUH,
3aKpBIBAIONIMX JIMNA, OBIIM  OOOPYAOBAaHBI  JaXe
CHeLUaIbHbIE 3aKPHITBIE JI0KA, 4YTOOBI TPHBIEYb
BHUMaHHE TaTapCKUX 3puTeNel, ObUIM HaIUCAHBI
HECKOJIbKO pycckux nbec o CroromOuke» [Tam xe, c. 4].

B npyroii cBoeit pabore, HanMCaHHOM K MOY-
BEKOBOMY FOOMJICIO TaTapcKoro Tearpa, «O Haluo-
HQJIBHOM  CBOEOOpa3sMM TaTapcKOro  Tearpay,
H. Ucanber BHOBH BO3BpamiaeTcs K JTOH TeMe
[4, c. 3-4]. Ha ocHOBaHMM 3HAKOMCTBA C JHTEpa-
TYpPHO-XyJOXECTBEHHBIM cOOpHUKOM  «llepBblit
mar» [13], aHamu3upyst ITOOKTSIOPHCKHN MEPHOJ
WCTOPUHM TaTapcKOro Tearpa, NMPUXOAUT K Clle-
JYIOILEMY 3aKJIFOUYEHUIO:

«B ycnoBHAX IapCKOTO PEXHMa, B aHTarOHUCTHYE-
CKOM OOIIeCTBE, PYCCKUE MNpaBsIUe U PEaKklUOHHbIC
KpYT'H, HallpuMep, BOBCE HE XOTEI, YTOOBI TaTapbl, Ha-
3BIBaBIIUECS TOTJIA MHOPOJIAMH, MOTJIH ITIOJE30BaThCS
OmaraMu pycckod HayKH M KYJIBTYpPHI, a HA000POT, BCS-
YECKH 3allyTHBAJM HX KPECTOBBIMH TOXOJaMH U TIpe-
CIIEJIOBaHUSIMH BJACTEH M MHCCHOHEPCKUX OOIIECTB,
HEHTPOM KOTOPHIX ObLTa BeIOpaHa KazaHb, 3amyruBanu
OT BCEr0 PYCCKOTO M TaKas yCTAaHOBKA IIEITMKOM COBIIA-
Jla MHTEepecaM PEaKIMOHHBIX KPYyroB BHYTPH CaMHX Ta-
tap. Ho mporpeccuBHbIE CHIIBI TaTapCKOTO Hapoja, Kak
Teneps SBCTBYET, HE OCTAINCH ACCHBHBIMH, TPEOOBaIIO
OT IIaPCKOTO MPABHUTENBCTBO pa3pelieHne UM Ha H3Ja-
HHE Ta3eT Ha CBOEM S3bIKE €Ile B IEepPBOH ITOJOBUHE
XIX B., a Bo BTOpO#i mosioBuHe XIX B. TaTapckas myo-
mika B KazaHu xoauna B pycckuil IpaMaTHUYECKH Te-
aTp, 3a HeuMeHueM cBoero. 1 3to, BUaNMO, UMen Takon
MacCOBBIH XapakTep M KacCOBO-BBITOJIHBIM, UTO TeaTp
BEIHY)KJICH OBLT TIOCTPOUTH 3aKPBITHIC JIOXKHU IS TaTap-
CKUX JKCHIIUH, U JaKe cO34aTh penepTyap, CIeLUalIbHO
HaNMCaHHBIE TIHECHI M3 KU3HM TaTap. Berxomur, 4To BoO-
MIPEKH 3aIyTHBAaHUSAM PEaKIIMOHEPOB OT BCETO Mporpec-
CHBHOT'0, Y TaTapCKOTO Hapo/ja JaBHO co3peia moTpeod-
HOCTh MMETh CBOW HAIlMOHAJBHBIA TeaTp, TOTOBa Oblia
n myOsmka. M ecnu OBl TIporiecc pa3BUTHS y TaTap Iiel
OBI CBOMM €CTECTBEHHBIM XOJIOM, TO MBI HBIHE OTIpa3.I-
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HOBaJM OBl HE MATHICCATHICTHS HAIICTO TeaTpa, a Mo-
KeT, U cronetue ero. Ho camonepkaBue He pa3perninio
UM UMETh HU CBOEU NMEPHOINYECKON MeUaTH, HA CBOETO
TeaTpa» (opdorpadus M CHHTAKCHC ITOJUTMHHUKA CO-
XpaHeHsl. — M. X.).

H. Hcanbetr B cratbe «Tartap TeaTper 25 e
sueHno» («Tarapckuil TeaTp 3a 4YETBEPTH BEKa)
cceutaetca Ha Tpyn H. K. baxxenoBa «KazaHckas
uctopus» (1847) [10] u coopuuk «IlepBbiii mary
[3, c. 4]. Counnenue H. K. baxxenosa, cocrosiiee
U3 TpeX yacTeil, OXBaThIBaeT OOIIMPHBINA MEPHOJ C
Boipkckux Oynrap mpo 1847 r. H. K. baxkenoB npu
pabote Ham PTOW KHHTOW HCXOIWI M3 TOTO, YTO
«Ka3aHCKas CTOpOHa JOCTOHHA UMETh
caMOOBITHYIO «COOCTBeHHYIO HcTopuio» [10, c. 3].

ABtop KazaHckmx wWCTOpWi cUWTaer, 4To Ha
pa3BUTHE TeaTpalbHOTO UCKyccTBa B Kazanu Ouna-
rOTBOPHO moBnusut npuesx [asna | 8 1798 1.

«MMniepaTop 000psTh U IpaMMaTHYCCKOE HUCKYC-
ctBO. TeaTpanbHbIs MPEICTABIEHIST BOJBOPHUINCH CHOBA
eie pu ryoepuatoph baparaert, o [TaBens mo3Bosumn
nombimky EcumnoBy 3aBecTu Teatpdb myonudHbIi» [ Tam
xe, ¢. 97].

Mewmyapuct ®@. @. Burens Tak oTo3Bayicsa 00
3TOM Ka3aHCKOM IOMEIIMKE: OH ObUT OJHUM «H3
TeX PYCCKHUX JBOPSH, YIIMOJIEHHBIX TeaTpom». BoT
KaKk OIHUCHIBa€T OH ONHCHIBaeT 00eq B J0Me
Ka3aHCKOT'0 MOMEIINKA!

«l KkpaiiHe yAMBWICS, YBUIEB Yy HErO C JAHOKHHY
JIOBOJIFHO HApSAHBIX JKEHIIMH. S 3HaJ, YTO JaMBI €ro
HE MOCEIIAI0T — 3TO BCce ObUTH (hEeHH, MaTpelH, apHuIly,
KPETIOCTHBIE aKTPUCHI X035HCKOI TpymIbL; s eme Ooiee
N3yMMWJICS, KOT/Ia OHH MOIIUTH ¢ HAMH K CTOJIy U KOT/1a, B
MIPOTUBHOCTH TOTJAITHEro OO0bIYasi, YTOOB! >KEHIUHBI
caJlMINCh BCE HAa OIHOM CTOpPOHE, OHM Pa3MECTHIINCH
MEXIy HaMH TaK, 4TO 51 OUyTHIICS ITPOMEX JIBYX Kpaca-
BHII... Ha mpyrom KxoHIe CTONa CHAETH — MOXKHO JIU TI0-
BepHUTH? — aBTOPHI M My3BbIKaHTH EcHroBa, T. €. ero ciry-
T'H, KOTOPBIE CMEHSUTNCH, BCTABAIM M3-3a CTOJIA, CITY)KH-
JIM HaM U TIOTOM OIISITH 3a HEro caawinck... Ilocie obe-
Jla BCE OHM HApsDKAJIUCHh M TOTOBWINCH HMOTEIINTH HAcC
onepoii ,,Cosa rara®, unu ,,Penkas semp* <...> Urpanu
U NENU OHU, KaK U BCE€ TOTJAlIHHE NPOBUHIMAIbHEIE
aKTepbl, ,,He XyXKe U He Jyqme’» (uuT. no: [17]).

I1. I1. EcunoB Obl «CTpacTHBIM JHOOUTENEM U
3HAaTOKOM CLIEHMUYECKOro uckyccrsa». Ha cpencrsa
CBOET0 MMEHHS MOMEIIMK BBICTPOMII JIEPEBSIHHOE
31aHMe Ha KaMeHHOM (QyHpaamente. [lo ycrnosuio
cornamenwst, uepe3 10 et 0TcTaBHOI MparmopIIuK
B3aMEH JICPEBSHHOTO JOJDKEH ObUI BBICTPOUTH Ka-
MEHHOe 3JaHue. Tpynma Obula cocTaBieHa W3
aKTepoB KpenocTHoro Tearpa EcumoBa, a Takxke
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HECKOJBKHX BOJHLHOHAEMHBIX (C MIMEHAMHU aKTEPOB
MOJKHO TIO3HaKOMHUThCS B TnaBe «llomyGapckue
sarem» B kumre M. WM. IleumseBa [17]). Ilo
CBUAETENBCTBY coBpeMeHHUMKOB, II. II. Ecumnos
MTOCTAaBHJI CBOW TeaTp «Ha TaKylO CTYIeHb, YTO OH
ycTynali  pa3Be  TOJNIBKO  OJHHUM  TeaTpaMm
cromuunbiM» [10, c. 381]. Pagu conmepkanust jro-
OMMOTO JeTHIA TIOMENIMK PAaCcIpojaBall CBOE
nvernne 1o 4dactsaM. B 1810 romy II. I1. Ecumor
obOpamaeTcs k ryoepHaropy Kazamm b. A. Man-
CYpOBY C MPOCHOOW O MPEIOCTABICHUU CYOCHIUN
Ha HYXXIIbI TeaTpa JTU00 MmepeBojie TeaTpa Ha TOCy-
JTAPCTBEHHOE CONIEp)KaHUe.

CmeeM IpeanonokuTh, YTO UMEHHO SKOHOMHU-
YECKUE TPYAHOCTH TMOITOJIKHYIH IOMEIINKa K
PaCIIMPEeHNI0 ayINTOPUH 3pUTENICH 3a CUET Tartap.
«Tarapckas» aduma teatpa Ecumosa coctosiia u3
neec o0 napuie CroloMOHMKe, a Takke Tpareauu
BonsTepa «Maromer» (1742), omyOnmKoBaHHOM
Ha pycckoM s3bike B 1809 r. I1. I1. EcunoB co3gain
CIICLIMATBbHBIC JIOKU JUISI MYCYJbMaH, 3aKPBIThIC
3aHaBecKamd. [lyONMUYHBIA TeaTp MPEeKpaTHiI CBOE
CYIIECTBOBAaHWE W3-32 CMEPTH COJepXaTens B
1814 r., a ero 3maHue OBUIO BBHICTABJICHO HA TOPTH
B 1815 r. Bce 3T0 maeT HaM OCHOBAHHE CUMTATh,
YTO HEIOpa3zyMeHHe ¢ NpeMbepoil Tpareauu «Ma-
romer» B Kaszanu ciyunioce B mepuox ¢ 1809 r.
mo 1814 r.

Bor kak 310 npoucmectsue onucsiBaet H. ba-
JKEHOB:

«Tatapel TOXE TOMIOOWIN TeaTpb, M KakIoe
3pbiume nanonssm Mbera Behx wbeb, HO ciyumitoch
00CTOSATENBCTBO, TIOCIIE KOTOPAro yKe OHH KOCHIIUCH Ha
clUeHUYecKoe HcKyccTBO. Heoctopoxxubii Ecunosb
B3[yMallb JaTh Tpareiito Maromerb — U 3TO 00CTOs-
TEJNBCTBO KaKb UCTOPHYECKIH aHEKIOTD, )KUBETH Bb I1a-
MATH Hapoja, HO HWCTOpis BBICTBBISET €ro s
CpaBHEHIsl TOHATHI TNPEXKHWXb TaTtap W HBIHBIIHKX
Tataps. Ensa nmume Tataps! yBugbim Ha clieHe ganmy
Myxamezia ¥ IPOU3HECIOCHh UMS €T0 — MEXKITY 3pUTEIIS-
mu crbnamocs cmstenie. O yxace! Myxamenp Ha
ciubae — amnal!, amnma! chaplmanock oTh Obrymmx usb
Teatpa Tartapb; HO HBKOTOpPBIE H3b TaTapCKHX
MPOCTaKOBb, MOXET OBITh, €HIC BIEPBBIC H
MOoChTUBIINXE TeaTpb, — MOCTYIWIA WHade. YBHIBBD
MyxaMena W HEMOHMMAas eImle, Kb 4eMy KIOHHIOCH
BOCKJIHIaHie CoOpaTiii oHu O1aroroBbHHO manu HUIE,
cOpocuy Ty(pJd CBOM M BOIIISUIM: a/uia! Iogb IPOM-
KAMB XOXOTOM 3purenei. Mp BooOpa3mioch, 4TO
qbiicTBUTENIBHBIN Maromenb, CONIEAMII C TOPHHXB,
JUIA YKOPH3HBI MPaBOBbPHBEIXD 3a MX M3yBbpcTBO — 3a
HX epech, YTO OHM HE IUIM HA MPHU3bIBh HEBBPHBIXD B
xpamuny Tanin u Menbnomensl. C Texb IOPh, Kak
Tparbaus obparunace B kombauro — TaTapsl octaBuiIM
TeaTp HAJ0Iro, HO HBIHE OHU OYCHb MPHUICIKHO
nochmaror ero» [Tam ke, c. 98-99].



M.M.KHABUTDINOVA

Kpaesen H. baxxeHOB mpu oOmucaHuUU 3TOrO
AHEKJIOTUYECKOTO MPOMUCIIECTBUS CChUIACTCS Ha
«Hcroputo ropona Kazanm», uznannyio M. C. Pei-
oymkuuasiM B 1849 1. [11]. B XVI rnase kpaesen
Pa3MBILUISIET O Haydaje TeaTpalbHBIX 3pesdl] B
Kazauu [Tam xe, c¢. 128-131]. OH omucsiBaeT
MEepBOE TEaTPATM30BAHHOE MPEACTABICHUE B TUM-
Ha3uu no nbece Monbepa «lllkoma myxei», co-
crosBmeecss B 1759 1. Kpaesen momdepkuBacT
pOJIb LAPCKOM BIACTH B Pa3BUTUU TeaTPaIbHOTO
uckyccrBa B Kazanckom kpae. M. C. PriOymikux
BBICOKO oueHuBaeT Bknan nomemuka 11, I1. Ecu-
1OBa B Pa3BHTHE TIEPBOTO IyOIMYHOTO TeaTpa.
Kpatko oxapaktepusoBaB uctopuio Teatrpa B Ka-
3aHU ¢ 1759 r. mo 1833 r., TO ecTth 3a 74 rona,
KpaeBeJ MPUXOIUT K BBIBOLY:

«Tarapsl, BnocbacTsiu Bpemenu, cabnanuces crpa-
CTHBIMH TIOOUTEsIMU TeaTpa. OHU CYASTHh Ternepb 00b
3TOMb mpeaMerh ¢ JA0CTaTOYHON pPa30OPUYMBOCTIOY
[Tam ke, c. 131].

ITocne cmeptu II. II. EcumoBa B Kazanu
JICHCTBOBAJ PYCCKHH JpaMaTUYECKUil Teatp,
CO3/IaHHBIM, Kak YK€ TOBOPWJIOCH BBIIIE, IO
YKa3aHHIO KazaHckoro rybepHaropa C. M. bapa-
TaeBa B 1791 r. M IOCTOSHHO [E€HCTBOBABIIHI
muHumMyM ¢ 1802 1. (wemHe KazaHckuit
aKaJIeMUYeCKUi pycckuid bonbmoil apamMaTuyuckuii
teatp uM. B. U. Kaganosa).

B 1833-1842 rr., TO €cTh A0 MOXapa, B T€aTpe
CTaBMJIa CBOM CIIEKTAKIM Tpymma r. COKoJoBa.

B 1844 r. 3manue ObLIO OTCTPOEHO 3aHOBO U
«yKpacujio co0oi caMyl0 KpacHBYIO IIJIOLIAIb»
(wpiHe  mromans CBoOoxawl). Pacmopsmurenem
pabor o1 U. B. Jlomenrbl'padosckuii. [Ipoekt
paspabotan rybepuckuii apxurekrop U. I1. Besco-
HOB. [lexoparopom Teatpa BeicTymma M. I'. XKu-
BOKMHH. DTO OBUIO Tpex3TaxkHoe 31aHue. Onuchl-
Basg MHTEpPbEPbl HOBOTO TeaTrpa, aBTOpP CTAaTbU
«Teatpr Bbp Kazanm» oOpamjaer BHUMaHHE Ha
HJINYME CTECHUATBHBIX JIOK AJISl MyCYJIbMaHCKHX
CeMeEH:

«BOKOBBIE JI0XKH, Bb HWKHOMB JTaXh BBIXOIAMIis
Ha opxberp, BHyTpH pacnucaHsl ok 000u U Ha3Hayde-
HBl OJHA Uil JUPEKTOPOBBL Tearpa, Jpyras s
CEeMEHCTBb  MYCYJIbMAaHCKHXb W  OylIeT 3akpbITa
phurerkoro» [12, c. 382].

Takum 00pa3zoM, B HOBOM 3JIaHMM TeaTpa Ui
TaTap, JCHCTBUTENbHO, OBLUIM YCTPOEHBI CIEIU-
aJbHBIE JIOXKU.

Orot Teatp cropen B 1874 r. Cyns mo Bcemy,
HMEHHO B 3TOT mepuoj nocetws1 Kazanbp pycckuii

150

sTHOrpad W OOWECTBEHHBIN nesTens [ puropuii
[loranuH, ypn myTeBble 3ameTku «OTh HoBouep-
kKacka 1o KazaHw» CBHIETENBCTBYIOT O TOM, YTO
TaTapbl aKTUBHO Noceman Pycckuil Teatp:

«Bomunmu mens Bb Kazanb mocMmotphTh BHOBH TO-
cle ToXKapa OTCTPOCHHBIM M PACIIMPEHHBIN TeaTpb,
npexae Bb Teatpb ObutH 0coObIe JIOKH I TaTaphb Ch
3anaBbckamu, HeIHE OHB yHHUTOXKEHBI. [IymMaeTcs TeaT-
paiibHas AUPEKIlis, 4YTo TaTap OyayTh B3aUTh U Bb OT-
KPBITHIS JIOKH, WM OHA PAaBHOIYITHO CMOTPUTH HA BO-
npock: OynyTh Wwid He OyAyTh oHU b3muth. Teatp 6e3b
comubHis OGBUT Bcerma OAHHMB U3b  CPEICTBb
TIPUBJIEUCHIsI TaTap Kb €BPOICHCKHMB uuesiMb» [13, c.
334].

Penaktupyss 3TH BOCHOMUHAHHS, PEAAKTOP
Hukomali AradoHOB cuen HEOOXOIHUMBIM 3ame-
TUTB:

«[IpocroHapoabe U3b TaTaph, — HO TOJIBKO MYXKUH-
HBl — He CTBCHSACH XOISTH Bb Tearpb, Bb paiikbh u Bb
rajuiepesxb BCEr/Ia MOXXKHO BCTBTHUTH MXB HBCKOJBKO,
HO TaTapcKie IKEHIIMHBI MOBUANMOMY  JIUIIECHBI
yIOBONBCTBIN OBbITH B omnepb wimu Ha ApaMaTHYeCKUXb
MPECTaBNICHIsIXb, OJlarojapsi OTCYTCTBIIO 3aKPBITHIXb
n0xb» [Tam xe].

NzBectHO, uTo I'puropuii [loranun ¢ cynpyroi
Anekcannpoii JIaBpcko# MOKHHYI MECTO CCBUIKU —
Huxkonbckoe (Bosoronckas ryoepuus) — 29 uioHs
1874 r. CemeiiHas mapa ormpaBuiach B Huxawmid
Hogropon, rae xuna mate cynpyru [14, c¢. 119].
Croa onu npuObutn 5 wutojisi. Bekope aTHOrpad
MONyYMJI OTBET Ha M3BEHICHHE O MOJHOM
MpoIIeHnH, U 3T0 o3Hauyano, uyro I'. H. Ilotanun
MOT CBOOOIHO TepeBUTaThCs 1Mo cTpaHe [Tam xe,
c. 291]. B iuceme k H. M. Saputnckomy ot 27 uro-
nst 1875 r. u3 St aTHOTpad coodmaet, 4ro Oy-
neT noouparscs B [lerepOypr uepes Kepub, HoBo-
gepkacck n Kazanb. DTO maer OCHOBaHHE HaM
npeaAnonaoxkuth, uro 3ametku . H. Iloranuna o
nocemennn Kazanu oTHOCATCS K Tiepuony 1874—
1875 rr. [Tam xe, c. 179].

[ToznakomuBmKch ¢ Kazanckum teatpom, pyc-
CKHii 3THOTpad JeaeT BEIBO/I:

«Kazanckit Teatpp Bce Gowbe mpioGpbraer
3HayeHist; KasaHp cTaHOBHTCS LEHTPOMB [10BOMIKBS M
Bb TeaTpalibHOMb OTHOILICHIW; Ka3aHCKas Tpynma Ha
abro ornpasisercs BHH3Y o Boark mo Acrpaxanu u
kb 3uMb Bo3Bpamaercs. Cp HeiHbIIHEro rona Bb Kaza-
Hu Oyaets u onepay [13, c. 384].

I/IHTepCCHBIMI/I, Ha Hall B3IJA1, ABJIAIOTCA U
Ha6J'IIO,I[CHI/ISI, OHY6J'H/IKOBEIHHBIG noa IICCBAOHU-
MOM Bce momdv-oHce, IpUHAAJICIKAIIUM OHOMY U3
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aBTOpOB, B «KamMcko-Bomkckoii razeth». B cratbe
«3abpITOE yCiaoBie ycmbxa CIEHHYECKHXD MIPOU3-
BEJICHUI» €€ aBTOp KPUTUKYET Ka3aHCKUI TeaTp 3a
TO, YTO UTHOPHUPYIOTCS HAIMOHAIHHBIE OCOOCHHO-
CTH KYJIbTYPbl MECTHOT'O HACEJICHUSA:

«Bb cpenb nacenenis Kasanu — 10 1. Taraps, 10 T.
CBOEOOpA3HON HApOJHOCTH Cbh 0CO00W penmriei,
NpenaHisaMu, HpaBaMH, KylbTypoi... MbcTHbIi-ke Te-
aTpb, MOpETeHAys HAa UUBUIM3YIOLIee 3HAYCHie W
HbCKONBKO pa3b ycTpanBaeMblii OTYACTH U Ha CPEJICTBA
MECTHBIXH TaTapX, KaK IUIATEIBIIUKOBD TOPOICKHUXD
TIOBUHHOCTEW, HUKOT/Ia U HE AyMallb O HUXB. A MEXIY
TEMB Hemb3s cka3zaTh, 9YTOOBI OHHM BHOJHDB Wykmamnchk
ero. HbkoTtopeie oTp HUXB, X0TA U pbako, HO MOSBIIA-
oTcs Bb umchnb 3puteneiiy. HecoMHbHHO, MOTIIH-OBI
XOIWTH U Yallle, eCIU-ObI TeaTPh, XOTS CKOIBKO-HUOYIb
OTKJIMKHYJICS Ha MXb MHTEPECHI, CIMICS Cb UXb CBOE-
00pa3HON JKM3HBIO U TakMMb oOpazom cabiajics Obl
MOHATEHb UMB» [Tam xe, ¢. 583].

B 31Ol cTathe  TakkKE  ONUCHIBAETCS
AHEKIOTHYECKasi CUTyallusi, BO3HHUKILNAs B 3aie
cpenu Tarap BO BpEMsS IIPEMbEPHI Tpareauu
Bonwsrepa «Maromer» [Tam xe]. ABTOp cCTaThbu
KPUTHUKYET MECTHBIA Tearp 3a WUTHOPUPOBAHUE
0COOCHHOCTEH HallMOHAJIbHOU [ICUXOJIOTUH
TaTapCcKOro HACEJCHHsS, HYTO CO3JaeT HOBEIE
MIPENSTCTBUSA Ha MyTSAX UX eBporen3anuu [ Tam xe,
c. 584].

Hrak, H. McanbeT B CBOMX CTaThiIX YKa3bIBACT,
yto B adume Pycckoro rteatpa mis TaTtapcKoi
aymuTopun ObUT0 4 TPOW3BEACHHA O Iapulle
Crorombuke. K coxaneHuro, HaM He yJaJIoCh MOKa
OOHAPY)KUTh CBEICHUS O TOM, KaKU€ MMEHHO 3TO
ObUIH IIOCTAaHOBKHM, JaThl WX TpemMbep. B cuiry
3TOr0 BBIHYXKJEHbl IIOKa OrPaHUYHUTHCS KPYrom
MIPOU3BEJICHUH, CO3TAHHBIX B ATOT MEPHO]T HA TEMY
B3sTHs Kazanu. M3 kypca pycckoil JauTeparypbl
HaM HM3BECTHO, uTO B 1779 r. ObUIa M34aHa dIIUYEC-
kas nosMa «Poccusimay M. M. XepackoBa, TJaB-
HBEIMH TEPOSIMH KOTOPOW cTayim mepcoHaxn «Ka-
3aHckoit uctopum» [18]. B 1806 r. B Mockse ObLl1a
m3nana Ttparequs C. H. muakun «CymbOeka, win
IMagenne Kazanckoro mapcra» [19]. B 1810 r.
A. H. I'py3uHII0B Hamucan Tpareimio B CTUXax B 5
nectBusax «Ilokopennas Kazanp, mnu Mumnocep-
nue naps Moanna BacunbeBuua [V, npoumeHo-
BaHHOTrO I'po3ubiM» [20]. B 1814 r. M. C. Ppi0Oymi-
KUH Hamycal Tpareiuio B 5 ACUCTBUSIX U B IPO3e
«Woun, win Bastue Kazaum» [21]. Tlpenopasa-
tenb IlepBoii Kazanckoil My»CKOM TMMHAa3uu I0-
CBATWI ee co3parento [lepBoro myOoIU4HOTO Teat-
pa B Kazauu — II. II. EcunoBy. B Tom ke rony
I'. P. lep>xaBuH Hamucal JHOPETTO K OIepe
«I'posnsiid, nnu Iloxopenne Kazamm» [22]. Ono
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ObUTO OMYOJIMKOBAaHO MOCJE CMEpPTH mo3Ta B 1867
r. CpaBHUB 3TH TPOW3BENEHUS, IJUTEPATypOBE.
A. W. 3aBbsmoBa MpUXOIUT K BRIBOJY, YTO «Xepa-
ckoB, ['py3unIIOB, PRIOyIIKMH B CBOMX MpOU3BEIC-
HUASX CO3Malld  TIOJIOKHTCIBHBIM 00pa3 lBana
I'po3HoOrO, M300pa3mnu 1aps MyApbIM M BEIHKO-
IyITHBIM TIPaBUTENIEM», a B onepe «[ po3HbIi, Win
[Toxopenue Kazanu» [lep>kaBuH BIEpBHIE B pyc-
CKOH nmTeparype mokasan MBana I'po3Horo B 00-
JUKE  <OKeCTOKOTO  caMoBJacTHUTeIsD»  [23].
WNHuTepecHblif aHamM3 3THX MbEC BCTPEUACTCS B
Ipyrux paboTax 3Toro juteparyposena [24], [25].

Ouenp wHTEpecHO Tema «Tarapel M TIEPBBIMA
TaTapCKUi TeaTp» packpbita B pomane I'. Mcxaku
«Humenka» (1901-1908). Ilucarenr moapoOHO
ONUCHIBAET MEPBOE MOCEIICHUE CBOEH ITIaBHOU re-
pouneit mo umenu Caragar Pycckoro teatpa. Cyns
o BCEMY, ACBYIIKa HO6I)IBEIJ'Ia Ha BBICTYIUICHHUHU
ONEPHOU TPYIIIBIL:

«B Tearpe CaraznaT ¢ U3yMJIEHHEM OTKpbLIa AJIS ce-
0s1 esBIid MUp, O CYHIECTBOBAHMM KOTOPOTO HE 3Hajla U
He forajsiBajgack. OHa pacTepsHHO CMOTpeia IO CTO-
pOHaM: Mope Jro/ieil B pa3HOOOPA3HBIX, OMPATHBIX OJie-
JKaxX, KCHITUHBI ¥ MY)KYHHBI B TTapTepe, CBEPKAOIIIC
OpmITHaHTaMH JaMBl B COCENHHUX JIoXkaX. Heckombko
ATaXKeH 0ATKOHOB W TaJePOK, IIyM, KOTOPHIA CMEHSIICS
HETIOHATHOHM MY3BIKOH, — Bce OBLIO HOBO M COBEPIICHHO
HeoObryHO. [lomHsiics 3aHaBec, a TaM KakWe-TO HE TO
XaHbl, HE TO MAJHIIAXH, MOCIBIIIAIOCh OYEHb TPOMKOE
neHue. YnucThlid, cepeOpUCThIil TOI0C MOJIOIOHN KEHIIH-
HBI 3aBopaxkuBaj. CarajaT CJIOBHO MOTPY3MIACh B COH —
3a0bl1a, KTO OHA, IIETMKOM MEPEHECsACh B MUP XaHOB U
MaUIIaX0B.

Crekrakip Tak 3axBaTii Carajgar, 4To Aaxe BO
BpeMsI aHTpaKTa OHA MPOJOIDKaia MPeOBIBAThH IO BIIe-
YaTIICHHEM COOBITHH, TPOWCXOIMBINNX Ha CIEHE, C
TPYAOM IIOHMMasi, YTO TaM Pa3bITPHIBACTCS YKU3HB JIaB-
HO TWPOIISANINX BpeMeH. Ee HacTpoeHHe MEHSIOCH
BMECTE C MY3BIKOH, KOTOPYIO OHa HE 3Hajla, BMECTE C
KpPaCUBBIMH TTECHSIMI.

JeBy1ika ucnsITanza MNPOTUBOPEUYHUBBIE UYBCTBA
TP BHJIe CBOOOBI MOBEICHUS 3pUTEIICH B TeaTpe:
U TPOTECT, U 0JJ0OpEHNE OIHOBPEMEHHO. MaHCyp
OOBSCHUII JIEBYIIKE, YTO OHA HE IpaBa B CBOEM
OCYXKJICHUH JKEHIIUH B COCEJIHUX JIOXKaX, CBOOO/I-
HO OOLIAIONIUXCS C MYXYMHAMU: OHH «He Oec-
cmuloicuey, a IPOCTO UCKPEHHE PafyOTCs JKU3HU.
Nmenno B tearpe CaramaT moHsAJa, 9TO HE XOUYET
BECTHU KU3Hb 3aTBOPHHUIIBI, & MEUTAET KUTh «HOBOU
Kkpacuegoii acusnwvroy [26, C. 118-119].

I'. Ucxakum cuen BaXHbIM BBECTH B pPOMaH
3MU30J IHUCKYCCHM O Tearpe, pas3ropeBIICHCs B
nmome abOpicTail. Tak, TiIaBHash TEPOWHS, OKa3aB-
ek B rocTsx y Caramar-Ouke, pacckasbiBaeT ee
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TOCTSIM O TOM, «KaKoe 3Mo YO080abCmaUe bbleams
6 meampey, KaK «NOJEe3HO HCeHWUHam Ovlieams 6
meampey. Cpeam TOCTeH pasropaeTcs OypHBIA
CIIOp O TOM, YMECTHO JM TaTapCKOH JKEHIINHE
MOCEIIAaTh MECTO, TAE «HOAHO MYJUCUUH», TOE HE
CUHTAETCS 00s3aTEIILHBIM 3aKPBIBATh JTUI0. UTOORI
YHM3UTh CBOIO TOCTBIO, YKa3aTb €€ MeCTO B
oOmecTBe, aObliicTali cpaBHHBaeT TeaTtp C
nyonuyuabiM omMoM) [Tam xe, c¢. 136-137]. Bor
TaKkoOW JaWama3oH MHEHWH 3adukcupoBan I
Hcxaxu B mepuoj coznanus TaTapcKoro Tearpa.
Becpma mnokasarenpHO, YTO B TOM K€ TOAY
I'. Kaman pazpoauiicst mbecoi ¢ BechbMa Mpumeya-
TenbHBIM Ha3BaHueM «bepenue teatp» («IlepBbiit
TeaTp»), B KOTOPOM PEATUCTHYECKU JOCTOBEPHO
onucan KOHQUIMKT MEXIY CTaplIMM H MOJOABIM
MTOKOJIEHUEM, pa3rOpeBIINMCS 110 MTOBOY TOCelle-
HUs TeaTpa BHYTPU OJHOM TaTapCKOHW CEMBHU.
Pazmpaxxutenem  OOIIECTBEHHBIX  HACTPOCHHU
CTAaHOBUTCS TEPBBIA  TAaTapCKUH  IYOIMIHBIN
CHEKTaKIb. 3Th Xam3e Oas Banu tak momuepku-
BaeT BXKHOCTb AaHHOTrO Meponpusitus B Kazanu:

«bemocery OuT, OyreH MecelMaHYa TEaTPHBIH
Oepenue Oauutana topran kene. lllymait Oynrau, unae
aHma 6erteH mohap xankel arsutsip» [27, ¢. 53]. — «Th
e 3Haellb Belb, 4TO ceroins B Kasanu coctomtcs
npeMbepa CIEeKTAKIIS B IEPBOM MYCYIbMaHCKOM TeaTpe.
Komu Tak, TO Tyma XJIBIHET BeCh TOPOJACKOM IIFOI»
(3mech u manee moactp. nep Hait. — M. X).

Xam3za 0ail cuuTaer, 4YTO JAHHOE TPE/CTaBie-
HUE HAITPABJICHO MIPOTHB PEIIUTHH U JIOJHKHO OBITh
3ampenieHo:

«3amanHanap 603bL1IBl. OJie MEHd OYTr'eH Tere yphic
CBIMaK HOPCOJop TeaTp YyHHam, JUHHE MOCXIpd
KbUIMak4el Oynein  Hepmmop. IllyHer Oymnabipmacka
fepern, OyreH scurbro Oapa ajMblifya KaJIbIM.
,,YHHaTMare3, pexcor ok!“, — aun XKamanu yHmepro
ONTKOH WIeK, yiI: ,MuHeM sImeM Tyrei, HpUcTedko
y3eHo oiitere3”, — mumpe. Ilpuctedre oiimo TypbI
Kutepen Oynmansl. ['anaBara MEHraH HJEK, yJI Jla anap
SKIIBI OynbIpra KHpaK: ,MHHEM »ImieM Tyren, ces
MAMCOMUCTEPTd OaphIrei3“, — mume. AHa OapraH HIEK,
Oakzanra KuTKoH. ['yOepHatopra na OapraH WIEK,
OyTuiHUK: ,,YJI Oy BakbITTa Kelle KEPTMH, HPTAra
corate 12ro xmneres3®, — auzae. Illymaii uren, axpbICH,
OonmboxeTopHe TyKTaThil Oynmanel. Amma Goepca,
HMKEHYEe BaKbBIT yHHATMaOBI3 oJe, mpucTedHE aNfgaH YK
Kypen KyspoOei» [27, c¢. 64-65 06]. — «Bpemena
HUCTIOPTWINCH. BOH paBHAIONINECS Ha PYCCKUX CETOIHS
XOTAT CHIT'PaTh TeaTp, TEM CaMbIM OCKOPOJISis Hamly pe-
quruto. CeroHs s MPOIMYyCTUN BeYEpHUM Hamas, MbITa-
sICb BOCIIPEIIATCTBOBATh dTOMY Aeny. S ckaszanm yHzepy:
,.He paspemaiite urpats, 310 3ampemnieHo”. OH oTMax-
HYJICSI OT MEHsI, 4YTO HE €ro ATO JeJI0 U OTHPAaBUI K ca-
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MoOMYy npucTaBy. S He 3acTan npucrasa goma. [loxHsu-
cs K TanaBe, OH OKasajucsd Ha UX cTopoHe. OH MHE CKa-
3al: ,,JTO HE MO€ IeNo, WAWTE K MOoJIHIMencTepy™.
Cxonumy K HeMy, a OH yIIen Ha Bok3all. CXOAWIH K Ty-
OepHatopy, OyTHIIHUK 3asBHI: ,IlpuxoanTe 3aBTpa B
12 gacoB, oH B 3T0 BpeMs He npuHUMaeT . VTak, MBI He
CMOTJIN OCTaHOBUTH AITHX HpokmATymmx. [lait Gor, B
CJIEAYOLINH pa3 HE JaiUM UTPATh Ha CLCHE.

[epBblii TyOMUYHBIA TaTapCKUH CIIEKTaKIIb,
TaKUM 00pa3oM, PacKoJION TaTapcKoe OOIIECTBO
Ha/BOE.

«CamMO HCKycCTBO TeaTpa >KECTOKO Ipecieno-
Basiock. B 1909 r. B xxypHane ,,Penurust u »xu3up
3a MOAMHUCHIO 21 MyJuTBI ObllTa OITyOJIHKOBaHA (heT-
Ba, € BEIMKUM IPEXOM Ha3BaHA HE TOJBKO UIpa
Ha ClLeHe, HO Jla)ke MPOCTOe IOCEIIeHHEe TeaTpa.
Jlromu crapuiero MOKOJICHHS TOMHST CIy4dad, KO-
raa apTUCTHl M30MBANKCH PACIOSCABIIUMHUCT (ha-
HaTHKaMu. B mepByro Tarapckyio aptuctky Ca-
xuOkaman ['M33aTyIsiHy CTpENsuin U3 PeBOJIbBe-
pal!» [28], — koucratupyet A. Exuku B 1957 1.

Bce 3T0 numHui pa3 cBUAETENBCTBYET O TOM,
HACKOJBKO CIIOKHBIM M JIpaMaTHYHBIM ObLT IyTh
TATapCKOI'0 HapoAa K CO3JaHHI0 COOCTBEHHOTO
HaIlMOHAJBHOTO TeaTpa.

3akiouenne

OtronknyBucs ot pabdor H. HcanGera mo
WCTOPUM TaTapCKOTro TeaTpa W JApamMaTyprud, Ha
OCHOBE aHalmM3a PYCCKHX JTHOrpaduyecKux
UCTOYHUKOB (KHUI, Ta3eT) CEroJHs MBI MOXEM
yTBEpP)KIaTh, 4YTO TaTapbl Hadald I[OCEIIATh
pycckuit tearp eme B Hawame XIX B. Ilo-
BUAMMOMY, PacIIUPUTh KPYT CBOMX 3pHUTEJEH 3a
CYeT MYCYJbMAaHCKOH ayIUTOPUM IOMEIIUK-
teatpan II. EcunoB pemmn u3-3a MarepualibHBIX
TpyIHOCTEN. B cBOEM JIEpEBSIHHOM TeaTpe OH CO3-
JlaJl CHEeNMAIbHBIC JIOKU ISl TaTapCKUX 3pUTENei
¢ 3aHaBeckamH. B aduie mosBUIMCH NpoH3BEe-
HUS Ha TaTapCKyl0 TeMaTuKy. TaTapel mepecraim
MocelaTh TeATp U3-3a HErPaMOTHOTO MEHEIKMEH-
ta. Co3garenp MyOJIMYHOrO Tearpa HE y4ed OCo-
OCHHOCTH pETUTHO3HBIX BEPOBAaHUI Tarap, 4Yem
MpHUBENl 3Ty 3pUTENBCKYI0  ayJIWTOPHIO  Ha
npembepe Tparenun «Maromera» B cMmareHue. En-
Ba OHM YBWJIENH Ha CIIeHE JanMy Maromera u yc-
JBIIIANIA €70 MM, KaK OJTHU MOoOeXaan U3 TeaTpa
poYb C KpukaMu «Asma!l Asaly, Ipyrue pemu-
JIM, YTO Tepe] HUMH SIBUIICS IPOPOK, YTOOBI HaKa-
3aTh 32 TO, YTO OHM IOCEMIAIOT «MHOBEPHOE COO-
paHue», Mo3TOMy, CHSAB OOTHHKHM, «IIajalld HULD.
«C 3TOrO BpEMEHM TaTaphbl AONT0 HE MO-CElalIn
Tearpay (mut. 1mo: [17]). DT0 mpowmciecTBHE Tpe-



TATARICA: CULTURE, PERSONALITY AND EDUCATION

BpaTUJIOCh CO BPEMEHEM B TeaTpaJIbHBIM aHEKJOT,
KOTOPBIM KOUYyET U3 OJJHOT'O UCTOYHHKA B IPYTOM.

TaTtapckue 10H 3a AEPEBIHHBIMU PEIIETKAMU
O0bun B KazaHCKOM TOpOJICKOM TeaTpe, OTCTPOCH-
HOM B 1844 1., 0 YeM HalIIX CBHIETEILCTBO B
MecTHOH razere «KazaHckue TyOepHCKHE BEIOMO-
ctu» 3a 1849 r. B 31anuu xe, OTCTPOCHHOM IOCJIE
noxxapa B 1874 r., Takue JI0)KH OTCYTCTBOBAJH,
9T0 MOOYANIO0 3THOTpaoB MPHHATH K 3aKIIOYe-
HUIO, YTO TaTapbl MOJIOOWIH TeaTp U HE WCIBITHI-
BalOT JTUCKOM(pOpPTa OT OTKPBHITOrO MOCEIICHHS
TeaTpa. DTO HAILIO OTPAKEHHE B TaJbHEHIIEM U B
TaTapcKOW XyHOXECTBEHHOW IuTepaType (poMaH
I'. Hcxaku «Humenka», 1901-1908; xomemust
I'. Kamana «Ilepsbrit Teatp», 1908), roe onucwiBa-
€TCsl TOCeIeHNe TaTapaMu TeaTpa.

BriBoabI
Haku UcanOGer BHeC OrpoMHBIH BKJIal B
M3y4eHWe MCTOPHHM TaTapckoro Ttearpa. Ero

pelieH3Md W CTaThM J0 CHX MOp HE TMOTepsuIn
aKTyaIbHOCTH. braromapsi Tpyaam ydYeHOTO, MBI
y3HaeM, 4TO TaTapbl MacCcOBO IOCEUIANTN PYCCKHUI
teatp yxe B XIX B. OOHapyXkeHHbIE HAMH PYCCKHE
HCTOYHUKH CIIOCOOCTBYIOT JIMKBHIAIMK «OENbIX
[IATEH» B HALMOHAJILHOW HcTopuu. B nmanbHelniem
9Ta TeMa TpeOyeT CIeHanbHOTO H3YUCHHSI.
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Mokaieae TaTapiapHblH OepeHue Tankblp KazaHnarsl pyc TeaTpblHa KWy TapuXbl MOChAJIACE Ka-
pana. Tarap THKIIEpeHYYelope apacklHIa Oy TeMaHbl OepeHUenopaoH Oyneim, 1962 enna
Kazaxcranneiy «Ka3zake omoOusiTel» raseracblHa OackuiraH MokaitaceHge H. VcoHOaT kyTopa.
MoKaxe aBTOPHI SHIUKIONEANCT TaJMMHEH TaTap TeaTphl TapUXblHA OarblIUIaHTaH WKE S3MAachIH
(boHHHM oifnoHeIKd KepTd: «Tatap Teatpsl 25 e sueHmo» (1946/1947), «Tartap TeaTphIHBIH MUILTH
y3enuanere TypeiHHa» (1956). H. Hconbor «XIX racelpma Tartap hoM pyc TeaTpel» TeMachlH
sumteronnd, H. baxenosueH «Kazan Tapuxen» (1847) xesmoreno, «bepende amsim» (1876) omobu-
Ho(HC KBICHTHITBIHA TasiHa. MoKaIoqo onere TeMara KarbUIBIIUIBI YblTaHakaap naupace «KaszaHckue
ryoepHckue BemomocTi» (1836—1917) hom «Kamcko-Bomkckas razeray (1872—1874) 6acmanapsrana
ypikkad s3manap, H.C. Peioymkun, ®.®. Burens, M.J. IlbuisieB xe3mMorinope xucaOblHA IIAKTHIN
KuHoWae. Ounere uyblraHakiaap XIX racelpHbIH OepeHue aucto enbiHna yk Kaszan anmasbiTel I1.
EcunoBubiy xanbik TeatpbiHaa (1802—1814) Tarapmap e4yeH OuieT caTkaH akdanap XucaOblHa
MIOpASNISp OCIOH KaIlIaHT'aH Maxcyc Jioxkanap OyJabIpbiia. AHBIH TeaTpsl penepryapbinga Kasan ersi-
ny hom CeemOuko-xaHOuko OenmoH Ooityie Tarap TemachlHa OEpHHUYS acop 1o Oyna. BoibrepHbIH
«MeXaMMoT» TpareAMsCeHEH IPEMbEPACHIHBIH YHBIIICHI3IBITEl TaTapJapHBIH TeaTpra HepyeHo
THUCKOpE HOTBIHTHI SICBIH. Pyc TeaTphIHBIH SHIBIHHAH COH TO3EIId9H OMHACBIHAA /1a arad POIIoTKAIISp
apTHIH/IA MOCEIMaHHap ©4eH Maxcyc Jokanap Oymysl Omnrene. 1874 enrsl SHIbIHHAH COH TO3EITOH
siHa OWMHaja aIere JioXkanap I0KKa 4bira, Oy uco pyc STHOTpadapblHa TaTap Tamallaybuiapbl TeaTpaa
Y3JI9pEH YHaWCBI3 XHC NTMAIQH AWM HOTIKS sicapra MOMKHHIEK O0upa. Mokanone XIX raceipHbIH Oe-
peHde SPTHICBIH/A PYC S3yUYbLIAPBIHBIH TaTap TeMalapblHA SI3TaH 9COPIISp HCEMJIETe 19 cucTeMara ca-
JIBIHA.

Ten Temen4aIdp: Tearp, ratapiap, Kazannarsl Pyc tearpsl, TaTapinap eueH siObIk Jioxaap, pyc
TeaTpJIapbIHBIH TaTap perepTyapsl

PRI PRAERE WAUSLAAT.
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