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The object of our research is the feature film “Tatara Samurai” (“Samurai the Blacksmith”, di-
rected by Yoshinari Nashikori, 2016), the documentary film “The Birth of the Sword” (the exhibition
project “Samurai: The Art of War” (2016) — producer Georgy Aistov, curator Steven Seagal) and the
projection choreographic show “Tatara — the Heritage of Eurasia” (stage director Tufan Imamutdinov
(2020), director Katsumi Sakakura (2021)). The subject of this study is the images of a samurai black-
smith and a tatara oven. In the light of Turkic-Japanese contacts, the article systematizes our
knowledge about the unique tatara technology and the stove of the same name, preserved in Japan. We
discuss the specificity of the artistic interpretation of this theme given by modern cultural figures of
Japan and the Republic of Tatarstan and prove that Yoshinari Nashikori, Sakakura Katsumi, Tufan
Imamutdinov and Syumbyul Gaffarova have created a romantic plot about the confrontation of an epic
hero with a dragon in the name of saving his beloved one. The main story is about initiation, while the
love story plays a supporting role. Japanese and Tatar screenwriters focus on the features of the pro-
tagonist’s internal conflict with himself. While director Yoshinari Nashikori strives for authenticity in
interpreting national features, directors Sakakura Katsumi and Tufan Imamutdinov gravitate toward
stylization. Although the Tatar variant of the projection show is more like a fairy-tale-fantastic gener-

alization, the symbolic form of the Japanese variant tends to be mythological.
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Introduction

During his visit to Japan in 2015, the former
head of the Sh. Marjani Institute of History of the
Academy of Sciences of the Republic of Tatarstan
Rafael Khakimov wrote in his memoirs that
Rustam Minnikhanov, the President of the Repub-
lic of Tatarstan, heard a lot of flattering words
about the metal smelting technology called
“tatara”, about “Tatar gait” and “Tatar martial
arts”. So, a group of scientists from Tatarstan flew
to Japan for an in-depth study of this issue. The
main result of this bilateral meeting was the sign-
ing of an agreement on scientific cooperation of
the Sh. Marjani Institute of History and the Center
for the Study of Northeast Asia at Shimane Uni-
versity (2015), which gave impetus to the study of
the two peoples’ material culture history.

Since 2015, several scientific conferences have
been held, which, along with Russian scientists,
were attended by such well-known foreign experts
in the history of metallurgy as Dr. Noriyuki
Kakuda (Izumo History Museum), Dr. Wensuo Liu
(Sun Yat-sen University, China), Marcella Festa

(Ca Foscari University, Venice, Italy), Dr. Yasuki
Murakami (Center for the Study of Ancient East
Asian Iron Culture, Ehime University) [1], [2], [3].

According to A. Lestnev “the traditional meth-
od of smelting iron ore using the tatara furnace,
which has been preserved in Japan, is an important
historical source for studying, restoring and revital-
izing the Eurasian peoples’ historical traditions of
iron smelting and making weapons” [3, p. 250] .
The Kazan scientist strongly believes in the pro-
spects of studying this topic with the aim to recre-
ate the production methods of the Tatars’ tradition-
al weapons [3, p. 247].

In his work, Murakami Yasuyuki provides
convincing evidence that the prototype of the Jap-
anese traditional smelting technology “tatara” was
formed as early as the sixth century AD. The Japa-
nese scientist believes that its final formation in
Western Japan (the Chugoku region) took place in
the 17" century. Murakami Yasuyuki points to the
existence of a hypothesis about the technological
contacts between Japan and the Korean Peninsula
(See for details: [3, pp. 238-240]).
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A. Lestnev thinks that the Tatar method ap-
peared at the end of the 7"-8" centuries. The sci-
entist points out the special role of the Chinese tra-
dition in the development of blacksmithing in Ja-
pan [3, pp. 246-247].

In his fundamental study of Sino-Japanese-
Korean exchanges in the field of fencing, the Japa-
nese scholar Ma Ming Da notes that various types
of dao and jian swords were among the most im-
portant goods supplied from China to Japan, start-
ing from the 3“ century BC. By the 8" century
AD, the art of making combat swords in the Land
of the Rising Sun had reached such a high level
that there was no need to supply swords from Chi-
na any longer. Starting from the 10" century, it
was the Japanese swords that were imported into
China (For more details see: [4]).

Linguist Valery Kurbatov studied the topony-
my of the Land of the Rising Sun and came to the
conclusion that the Turks visited Japan in ancient
times: “In the northern lowland part of the Isle of
Honshu, between the cities of Aomore and Hachi-
nohe, are the mountains Tatara yama (a mountain,
Japanese) and Tatarasan (the word “mountain” is
pronounced in two ways: as an independent
“mountain” — “yama”, and as a suffix when com-
bined with the name of the “mountain” — “san”.
Therefore, this name may reflect the attitude to the
mountain as an animate being or the spirit of the
mountain) (Map No.1). To the north of Tokyo
(Chiba Prefecture) there is an islet Tataranuma
(swamp, obviously swampy, Japanese), belonging
to an unknown hydronym. At the southern end of
the island, north of the city of Ube, Lake
Tatarasaki is located. This series ends with a kind
of trio in the western part of the Ryukyu islands,
two islands and Mount Tatarashima (an island,
Japanese), as well as the Tatara gawa (a river,
Japaneses)”. In his article, the scientist makes his
hypothesis concerning the Turks’ likely route to
Japan: “they crossed from the Amur region to Sa-
khalin, and then to Japan. Moreover, apparently,
the island of Hokkaido was bypassed from the east
or west. They went ashore in the low-lying north-
ern part of the island Honshu in the area of Nobeji
near Lake Ogawara. From here, they went along
the coast or along the valley of the Kitakami River
to the River Tone. Their further traces are found on
the western side of the island, which they reached
by first climbing up the Kiso River and its tribu-
tary, between Lake Biwa and the Khida range. The
procession of “Tatar” toponyms stopped on the is-
land of Kyushu, it was left only by the “kazan”
carriers who passed the Korean Peninsula to the

river Amnokkan. Here their advance stopped.
From the Kazan Bay, Japanese pilots transferred
this name to the southern islands and to the shores
of China”. [5, p. 12] (it should be noted that the
word “Kazan” in Japanese means ‘“volcano”
(mountain fire)). The assumptions, made by J.
Kidder in his book “Japan before Buddhism”, also
indicate that his hypothesis was true. This re-
searcher believes that the Japanese princelings
mounted horses and began to bury their relatives in
mounds, owing to the invasion of Turkic nomads
to the islands at the beginning of our era, they
taught the island natives their cavalry skills and
changed their ideas in the field of eschatology [6].

V. Kurbatov argues that “the newcomers deep-
ly penetrated into the culture of ancient Japanese
society”. Reflecting on the existing contradiction
between the directions of migration and the trans-
fer of the “tatara” technology from Korea, the re-
searcher concludes that those were not ordinary
Turks, but ancient Turks who had been subjected
to Indo-European influence. The Turks who came
to the islands “had a primitive technology for mak-
ing iron and they spread it in the countries of the
“rising sun” and “morning freshness”. At the end
point of their journey, they improved their technol-
ogies and found a way to produce multilayer steel,
which the samurai borrowed to make katana
swords” [5, p. 13]. According to the linguist, the
exodus of the Turks from the Altai occurred no
earlier than the middle of the first millennium BC
[7, p. 360]. “The Altai is considered to be the forge
of the Turks. If, as we have already noted, it was in
the second half of the first millennium BC that the
exodus to the east was undertaken, then iron had
been invented by them almost simultaneously with
the Celts (Laten culture, 5"-1% centuries BC).
Moreover, the Turks could not borrow it from the
Indo-Europeans — “Andronovites”, who were the
bearers of the Bronze Age culture,” as the linguist
asserts in his study [5, p. 13].

R. Khakimov believes that the tatara technolo-
gy was brought to the island by the Tatars. Accord-
ing to the researcher, “the tatara technology went
through a number of stages from a primitive forge
to a rather complex system for smelting a large
amount of metal. According to archeological data,
the first primitive mold was found in Khakassia.
The Altai, Khakassia, Tuva, the Minusinsk Basin
have been famous for metal production since an-
cient times. The surviving archaeological sites in
Khakassia demonstrate horns with two bellows for
blowing air, approximately in the same way looked
the first primitive samples of “tatara” in Japan.
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Later, the Japanese improved this technology,
which made it possible to increase the amount of
metal smelting” [8].

Materials and methods of research

The object of the study was the feature film
“Tatara Samurai” (“Samurai the Blacksmith”, dir.
Yoshinari Nashikori, 2016) and the projection cho-
reographic show “Tatar is the Heritage of Eurasia”
(dir. Tufan Imamutdinov (2020), Katsumi
Sakakura (2021)).

The subject of the research is the images of a
samurai blacksmith and a tatara oven.

When writing the work, we used general scien-
tific and special scientific methods: analysis, syn-
thesis, analogy, comparison, contrast, typology,
which made it possible to clarify some theoretical
provisions related to the problems of fiction and
reality, truth and plausibility, author and hero.

Discussion

Nowadays, the fire in the tatara furnace is blaz-
ing in the only place in the world — in Shimane Pre-
fecture (Japan). This oven is listed as a cultural her-
itage site in Japan. Today, Japan and the Republic of
Tatarstan are promoting the inclusion of this cultural
site on the UNESCO List. The research of historians
has inspired a number of cultural figures to create
interesting cultural projects that tell about this won-
derful artifact. In 2016, Japanese director Yoshinari
Nashikori made a feature film “Tatara Samurai”
(“Samurai the Blacksmith”), which sacralizes the
Tatar oven and glorifies the work of a blacksmith
dynasty that produces unique stainless steel.

At the 40™ Montreal International Film Festi-
val, this film was awarded the Best Artistic Contri-
bution. In 2020-2021, Kazan hosted the premieres
of the Tatar and Japanese variants of the projection
choreographic show “Tatara — the Heritage of Eur-
asia” (dir. Tufan Imamutdinov). This was a joint
project developed in close cooperation between the
Embassy of Japan in Russia and the Ministry of
Culture of the Republic of Tatarstan. The colorful
show celebrated a blacksmith’s feat accomplished
to save his beloved girl. The author of the script is
the playwright Syumbyul Gafarova. An important
part of the show is the description of the epic he-
ro’s efforts to obtain a weapon. On the one hand,
the tatara oven is presented in the show in a tradi-
tional way: the audience witnesses the sacred pro-
cess of the unique steel birth and its use for the
creation of a sword; on the other hand, this artifact
becomes a dragon’s dwelling, where the epic he-
ro’s bride is held captive.

As part of the tradition that has developed in
samural cinema, the action of the film “Tatara
Samurai” (“Samurai the Blacksmith™) takes place
in the 16™ century, in a western Japanese village,
famous for its ancient tatara iron-working technol-
ogy. The main character of the film is a young
blacksmith named Gosuke, who is destined to be-
come the successor of the leading blacksmith-
muraga dynasty. We see a reflexive protagonist,
intensely looking for his own life path. According
to his astute grandmother, her grandson, having
become a samurai, decides to defy fate. Tragic cir-
cumstances force the epic hero to change his desti-
ny. Gosuke dreams of protecting his native village
from robber raids. He enrolls in the army of Mr.
Oda Nobunaga, where the kitchen becomes his
place of service. Finding himself at the epicenter of
hostilities for the first time, Gosuke experiences a
real shock at the sight of the killing field, where
the once caring hands of the peasants used to grow
crops. He sees with his own eyes that the very na-
ture of the war has changed. Now the decisive role
is played not by the nobility of the samurai and his
art of a unique sword combat, but by the number of
guns often used to shoot covertly. Having survived
the bloody massacre, Gosuke returns home, where
he has to defend his native village, which is at-
tacked by hunters for unique steel they intend to
use in making firearms.

The main merit of the “Tatara Samurai” crea-
tors is that they do not aestheticize violence. The
traditions of samurai romanticism are the domi-
neering feature of the film. Although the battle
scenes are ultimately realistic, they do not abound
in bloodshed and showing human limbs lying scat-
tered around. The character of Se Aoyanagi is not
at all like the cruel samurai from samurai paintings
and Japanese action films. He strives to live, obey-
ing the rhythms of nature. Representatives of his
family are sure that the unique steel manufacturing
technology is given to their village as a gift and it
requires sacral service: “Coal, earth, iron sand, fire,
water, grass and wind. Man cannot create every-
thing... Tatara is a gift from the great Nature”.

The old collier points out to the young black-
smith the internal hierarchy of the village commu-
nity, which is the guarantor of stability. In the vil-
lage, the immortality of technology is ensured by
family dynasties of blacksmiths and charcoal burn-
ers. The quality of the produced steel directly de-
pends on the state of mind of the muraga, who is
responsible for the organization of steel produc-
tion. The old collier advises a young blacksmith to
trust his destiny: to watch his father work in order

161



M.M.KHABUTDINOVA

to master the skills of the muraga and pass this
technology on to his heirs. The muraga is respon-
sible not only for the safety of the technology, but
generally for the way of life in the village.

The film describes in detail all the technologi-
cal processes for the production of the unique
tatara steel. The work of a blacksmith is mytholo-
gized, manifested as an act of creation. Separated
from his homeland, Gosuke comprehends its sacral
value in Izumo. An important role in the
sacralization of the tatara furnace is played by the
collective song of artisans: “The wind blows
through the green mountains, / Trees, fire, earth in
this land — / The Grace of Great Nature, / Tatara
steel brings money, / Steel is in abundance in the
land of Izumo”. This is a sacred country, akin to
the Greek Olympus, which is inhabited by the sun
goddess Amaterasu, the god of the Wind —
Susanoo, the god of the Earth Okinushi-no mikoto,
the god of Ninigi.

Gradually, the main character comprehends the
meaning of his service to tatara. The gift of the
Great Nature cannot stand human meanness,
weakness of spirit, greed and senseless cruelty.
The sword in Gosuke’s hands becomes a sign of
earthly power (the hero, embarking on the path of
the muraga, takes responsibility for the life of the
community, for the safety of this unique technolo-
gy), a symbol of divine purity (Gosuke defiantly
destroys a gun, a symbol of human greed), a sym-
bol of valor and samurai’s honor (the young black-
smith never stains his hands with blood). At the
end of the film, the hero overcomes duality: he
submits to fate and becomes a muraga.

Creative teams from the two states were in-
volved in the creation of the projection show
“Tatara — the Heritage of Eurasia”, initiated by
Asiya Sadykova, head of the Tatar-Japanese Cul-
tural and Information Center “Sakura”. The project
was curated by Sakakura Katsumi, the creator of a
new genre of live projection shows, where the
dancer continues the video sequence. Exchanging
impressions after the premiere of the Japanese var-
iant of the show, the Japanese director-producer
said that he had been seriously practicing karate
since childhood. While studying traditional Japa-
nese culture together with like-minded people and
realizing its uniqueness, they decided to use the
movements and rhythm of karate in dance. This led
them to create a special style of dance. With the
original dance style of the “ORIENTARHYTHM”
group, Sakakura Katsumi and his assistants intro-
duce “Japanese Cool” to people all over the world.
One of the goals of their dance and projection per-

formances is to generate interest in Japanese cul-
ture. The uniqueness of the projection show
“Tatara — the Heritage of Eurasia” is its harmoni-
ous combination of rhythm, fortitude and move-
ment, which is inherent in Japanese culture.

Due to the pandemic, the artists from Japan and
Tatarstan failed to create a joint show. Under the
circumstances they prepared two independent
shows, in which they presented their vision of a
fairy-tale story created by the fantasy of the Tatar
playwright Syumbyul Gaffarova. Tufan
Imamutdinov directed the Tatar variant of the show.
The video content was prepared by the ImpressiM
studio (headed by Damir Allyamov). Farid Garipov,
Ruslan Gabitov and the Rivayat ethnic group were
responsible for the musical arrangement of the
show. Dancers Marcel and Maria Nureyev, and So-
fia Slinchenko participated in the Tatar variant.
Dancers Eiko Iwaki, Mami Miyamoto and Karin
Kato took part in the creation of the Japanese vari-
ant, directed by Katsumi Sakakura.

The script by S. Gaffarova is based on a fairy-
tale story about a batyr the snake fighter. The
eight-headed dragon acts as a “pest”, which ravag-
es the country of the batyr and captures his be-
loved. This plot is rooted in ancient legends and ta-
les that formthe basic repertoire of the Japanese
theater Kagura. The Tatar playwright develops a
traditional story about a marriage, which requires
the epic hero to eliminate the “shortage”- to set off
on a journey to save his beloved, stolen by the
Dragon. S. Gaffarova successfully exploits the mo-
tif of a prophetic dream [9]. On the way, Batyr
meets four helpers-elements: Earth, Water, Air and
Fire, which endow him with heroic strength and
help him get a magical weapon. Batyr the black-
smith fights with the fiery element of the
TATARA furnace, defeats it and creates the cher-
ished sword from steel. Once in the Dragon’s lair,
Batyr goes into battle with him and frees his be-
loved from captivity.

The Tatar variant of “Tatara — the Heritage of
Eurasia” (premiered on August 30, 2020) gravi-
tates towards the form of a show ballet. This is a
colorful, bright and spectacular performance, in
which the author’s intention is conveyed through
music, dance, plastic arts, acting, scenery, lighting
design and costumes. However, this is not a ballet
in the classical sense. The audience watches a con-
temporary modern dance, which has abandoned the
ballet pantomime, combining elements of acrobat-
ics, yoga, martial arts and urban street dances.
Marcel and Maria Nureyev are not trying to create
an image that carries any specific idea, but rather
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they are trying to awaken free associations in the
viewer.

The visual sequence of the show adds to that
impression. In the title mise-en-scéne, snaking
white ribbons fall from the sky, referring us to the
white ribbons — diaalama (yamala), found in the
ancient culture of all Turkic-Mongolian peoples,
which originated from the ancient Turkic word
shal (a mane). Initially, these ribbons were used to
decorate the mane of the sacrificial horse. In the
show, the connection with the ancient Turkic civi-
lization is also achieved through the image of an-
cient runes. At the same time, the image of snaking
ribbons refers us to Japanese hanging scrolls, deco-
rated with hieroglyphs. They are believed to have
come to Japan from China, where it was customary
to decorate the walls with silk banners.

The loving characters of the show-ballet com-
pletely surrender to their feeling, like ribbons that
are in the grip of whirling air currents. To convey
the feelings of the characters in dynamics, the artists
resort to a very dynamic image of fiery lava that co-
vers lovers and turns into a fiery rose before our
eyes, symbolizing the highest manifestation of love.

The onset of an idyll on Earth is signaled by a
blue scroll falling from heaven. For the ancient
Turks of the Altai, this is the color of the sky, the
color of Tengri, the sacralized color of the rising
sun. By the way, literary critic M. Bakirov found
the traces of these beliefs in Tatar folklore, for ex-
ample, in the folk song: “Z3Hgor hava, zoHgor
bolyt, / Zongorloto digezne, / Zongor havalardan
ozlim / Bik sagynganda sezne” (Substr. trans. here-
inafter is ours: “The blue of the air, the blue of the
clouds, turns the sea blue. / I am looking for you in
the blue sky, / When I yearn for you”) [10, p. 294].

The second mise-en-scene of the show is based
on the lovers’ clash with the evil eight-headed
dragon — ajdah, a character from Iranian mytholo-
gy. Here, unfortunately, there is a certain confusion
in the video sequence. Every now and then, a one-
headed snake/dragon appears on the screen; among
the Turks, it is not an enemy, but a patron, a pro-
tector of borders. In Turkic mythology, there is a
mythological image of a sazagan/sarugan. In his
book “Ancient Turkic Poetry”, folklorist M.
Bakirov systematizes the sphere of existence of the
Turkic word ‘“sazagan/sarugan”, meaning a large
winged dragon-serpent. It still exists in the lan-
guage of Kumyks, Kazakhs — sazagan, Kipchaks —
sazgan, sarugan, sharukan, Bashkirs — hazagan, Ta-
tars — axagan (serpent-lightning- heat-lightning).
In the Tatar language, the stem saza has another
meaning — “a long-liver”.

The ancient Turks borrowed the name of the
luloy dragon from the Chinese. Among the Turks,
the cult of this creature dates back to the era of the
Huns. If we turn to the Chinese chronicles, we can
find information about the sacrifices of the Asian
Huns to Heaven in the temple of Lunsa (The Tem-
ple of the Dragon). Describing the features of the
ancient funeral rite, S. Melioransky indicates that
the Xiongnu king-shanyu was buried wrapped in
black silk with the image of a white winged ser-
pent-dragon. In honor of the rulers of the Turkic
Khaganate, Bilge Khagan and Kul-Tegin, the im-
ages of sazagan / loy are carved on stone steles.
According to M. Kalankatuysky, Suvars — repre-
sentatives of the Hunno-Bulgarian tribe (who lived
in the North Caucasus), wore gold jewelry around
their necks and amulets with the image of a winged
snake. The Kipchaks, living in the southern
steppes, placed images of snakes on the hilts of
their sabers, daggers and cases. According to M.
Aji, they served as a talisman. P. Zarinsky and A.
Khalikov write that in the period of the Bulgar
state and the Kazan Khanate, the image of the
winged snake-sazagan was considered the divine
patron of state borders [10, pp. 278 — 279].

In the Republic of Tatarstan, we know histori-
cal legends about the winged serpent-sazagan from
the “Devil’s Settlement” near Yelabuga, on the
border of the Bulgars (see: “Kazan History” (the
16" century); Sh. Muslimi “Tavarikh-i Bulgaria”
(the 18" century), scientific works of P. Rychkov
(the 18" century) and F. Erdman (the 19" centu-
ry)). In this legend, the sazagan acts as the patron
of people who worship him. He is endowed with
magical powers: he relieves ailments, has the gift
of foresight and guards passing ships. According to
the legends, the rulers interact with the sazagan: be
it the ruler-malik of the Bulgar kingdom or the
gueen Syuyumbike. M. Bakirov believes that our
ancestors chose this creature as a patron in order to
frighten their enemies, and by having appeased the
sazagan, they force him to serve them. The folklor-
ist cites an interesting fact of placing the image of
the sazagan on the Bulgar state and the Kazan
Khanate’s silk banners, decorated with Arabic
script. All this indicates that among our people, the
sazagan potentially performed a protective func-
tion. According to M. Bakirov, the Slavic peoples
did not have the dragon cult [10, pp. 279-284].

Prominent Tatar folklorists insist on a signifi-
cant difference between the many-headed serpent
and the sazagan serpent. Among the Turks,
sazagan/lay is a polymorphic creature living in
three spheres: in heaven, on earth and in water. In
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arts and crafts, it is depicted as a one-headed crea-
ture (a wolf / a bird head) with a snake body and a
fish tail. At the same time, our ancestors represent-
ed this creature as a snake king of white or yellow
color. Our ancestors were hostile to the many-
headed snake monster from the Iranian mythology.
They called him azhdaha. M. Bakirov emphasizes
that our ancestors used the word aydagar as a syn-
onym for sazagan [10, pp. 281-282].

Thus, the creators of the video sequence have
made a logical error: instead of an eight-headed
dragon, a one-headed snake threateningly flashes
in front of the viewer. After reading the libretto by
S. Gaffarova, we were convinced that the play-
wright exploits an image borrowed from the Irani-
an mythology: “Askdaha yanyna ilter dyrt
yuldashyn, Khubilai” (Substr. trans.: “Khubilai,
your four companions will take you to Azhdah”).
The finale affirms the ideal of a peaceful life on
earth: “JKihan bezgo yashoy birgon / Mullykta,
tynychlykta; Asxdahasyz, kylychlarsyz / Donya
yamle chynlykta (A. Gaffar). (Substr. trans.: The
Universe gave us life / In wealth and peace; With-
out azhdaha and swords / this world is beautiful in
practice). It is well known that the Tatar national
aesthetic ideal is dominated by the praise of the he-
ro’s mind and resourcefulness, rather than his
physical strength.

The playwright also failed to avoid logical er-
rors in the interpretation of famous folklore plots.
In her libretto, S. Gaffarova includes an episode
based on the motif of werewolves. Her Dragon
kisses the batyr’s beloved, and she turns into a
dragon. It is obvious that the writer confuses the
Iranian azhdah with the Mishar azdak. In his study
of Tatar myths, N. Isanbet points out that among
the Mishars and Chuvashs, there is a belief that the
evil spirit of the azdaki gets into the house through
a chimney with a flame and leads men astray.
Azdaka, taking the form of a beautiful woman, se-
duces a man who begins to visibly waste away.
There was a belief among the people, according to
which, if you caught an azdaka, beat it well, then it
would forget the way to this house. The informants
from the Buinsky district told N. Isanbet about a
belief that the azdaka stole babies from the preg-
nant women’s womb. [11]. Accordingly, the
azdaka should not be confused with the azhdaha.
In fact, this is not a dragon at all, but an evil spirit
that is closer to Ubyr, who has vampiric inclina-
tions.

The artistic conception of the scenes, where the
image of the tatara stove appeared, was distin-
guished by epic power. In a dream, the batyr

peered with admiration into the depths of the mag-
ic furnace, tuning in to a meeting with the patron
elements. The scene of Batyr’s encounter with the
Element of Air looked very dynamic. Energetic
dances and artistic design made this scene even
more expressive. Batyr seemed to dissolve in the
hot summer air, transforming into a red dot, the
color symbolizing warmth and reverence in Japan.

The image of the Earth was also highly expres-
sive, full of internal dynamics. Thanks to amazing
visual and choreographic images, viewers got the
opportunity to feel lava pressing the upper layers
of the Earth. The hot core, consisting of boiling
iron, symbolized perpetual motion.

The director arranged scenes based on contrast.
In the mise-en-scene of the hero’s encounter with
Fire, M. Nureyev’s dance movements were impet-
uous, quickly changing like flames. During the en-
counter with the element of Water, the dancer was
internally transformed: his movements slowed
down, becoming more plastic.

Video graphics plays an important role in the
show. Before the eyes of the audience, geysers
crumble into water dust, and swift streams twist in-
to a spiral, resembling the movement of snake cir-
cles... During the battle of Batyr, bamboo groves
turn red. This is how Batyr’s anger against the
Dragon is metaphorically conveyed. The hero’s
dagger pierces the darkness, like the Dragon’s
claw, which once broke the love idyll. Unfortu-
nately, the creators of the show make another mis-
take when creating the portrait of the Dragon: they
have overlooked the fact that the Japanese dragon
has three claws.

The final scene is also romantically colored,
when the lovers are covered with a scarf decorated
with floral ornaments, and the whole world is
painted in the same way to match it. Obviously,
this scarf is an echo of the Turks’ wedding cus-
toms.

The music of the performance arouses our spe-
cial admiration. During the show, ancient instru-
ments can be heard, and Tatar folk melodies are
organically woven into the music. The pentatonic
scale symbolizes another point of contact between
our ancient cultures.

On October 16-17, 2021, the Japanese variant
of the show saw its first night. Before it began, the
audience was shown a documentary film “The
Birth of the Sword”, created specifically for the
exhibition project “Samurai. The Art of War”
(2016) (produced by Georgy Storks, curated by
Steven Seagal). He introduces the audience to the
technology of making Tatara steel. The filmmakers

164



TATARICA: CULTURE, PERSONALITY AND EDUCATION

compare the Tatara oven to a tree whose foliage
becomes flames. “The bosom of the furnace is its
root, hidden deep underground. Drops of steel, like
tears, flow down the trunk into the forge. There, in
the throes of the flame, tamahagani— the flesh of
the future sword is born” [12]. The film uses works
of decorative and exquisite polychrome painting as
titles, making it possible for us to form an idea of
the specifics of Japanese culture. Obviously, the
film is educational by nature, it allows viewers to
plunge into the past and present of Tatar technolo-
gy, to witness the birth of the samurai sword.

Katsumi Sakakura made adjustments to the
plot. He focused the attention of the audience on
the internal conflict of the hero, infected with
pride, so the love story went into the background.
The main character of the Japanese show was a
samurai from the era of wars, obsessed with victo-
ries in battles. Before the eyes of the audience, he
fought a battle with a terrifying dragon, which em-
bodied fear and anger, overflowing the soul of the
hero himself ... Would the samurai be able to sup-
press the dark side of his soul? The spectators, with
bated breath, watched the hero’s inner struggle.
Never did samurai Sakakura Katsumi raise his
sword over the dragon, because it personified his
ego and pride.

In an effort to get us closer to the hero, the cre-
ators of the colorful show exploited the potential of
the samurai's memories, absorbing the main mile-
stones of samurai the blacksmith’s love story. They
served as a form of self-reflection, helping to get
rid of vanity and pride in order to remember the
true values of life: love, kindness, self-sacrifice
and family values.

Dancers Sakakura Katsumi, Miyamoto Mami,
Eiko Iwaki and Karin Kato created unique plastic
images of a samurai, a Dragon, Fire and Water. In
a Japanese show, following the tradition of the
Kagura theater, the plot is not as important as the
change of mood from dance to dance. The cos-
tumes of the dancers not only reveal information
about the character, but also greatly influence the
dance technique. Sakakura Katsumi resorts to con-
trast. The fire in the Japanese show is conveyed
through smooth dance movements, and the image
of the samurai is strong and swift, brilliantly corre-
sponding to the atmosphere of the duel.

Pauses play an important role in Japanese
shows. They allow the dancers to get rid of exter-
nal emotionality and effectively convey the inner
feelings of their characters.

A feature of dance parts is a smooth flow of
one image into another: from Fire — into the Drag-

on, from Water — into the Beloved One. This is
how, by plastic means, the show molds the audi-
ence’s idea of ideal femininity, the ideal of an epic
hero and the versatility of Being.

The scenes of the samurai’s fights with himself
are very intriguing. The animated pictures, shown
on the screen, are spectacular and work to expand
the scope of the chronotope. Along with the music,
they set the pace for the performance.

This show breaks our stereotypes about Japa-
nese theater: in Sakakura Katsumi’s production,
mimicry is reduced to a minimum, there is a com-
plete absence of masks, the choreography is domi-
nated not by folk, but by modern street dances.

Unfortunately, the creators of the show have
missed the most interesting material found in “The
Annals of Japan”, the source of the early 8" centu-
ry. It contains information that the word tatara in
Japan is not only the name of the furnace, but is al-
so one of the parts of the first emperor Tszinmu’s
wife’s name - Hime-tatara-isuzu-no-hime-no-
mikoto. According to the meaning of the hiero-
glyphs, the name of the princess can be interpreted
in this way: “Mistress-virgin of fifty bells, a maid-
en stepping on a bag that emits air”. The fact is that
in Japanese, tatara originally meant fuigo (“bel-
lows”, meaning blacksmith bellows). At the same
time, according to the etymology of Japanese
words, the name of the emperor’s wife stands for
“a maiden who was afraid of an arrow shot into her
secret place” [13, p. 243]. The princess was said to
be the daughter of Koto-shiro-nushi-no-mikoto, an
important god from the I1zumo region, which is one
of the two cores of early Japanese culture. In this
light, it is extremely interesting that the word tatara
appears in the name of a princess from a region
that is one of Japan’s main iron-producing areas.

The projection choreographic show, both its
Japanese and Tatar variants, was created in the
spirit of Western Orientalism. We see the East with
the eyes of Europeans. The creators of the “Tatara”
show have taken the first timid steps towards stud-
ying the fundamentals of the two peoples’ national
cultures. We would like to believe that in the future
this team will delight us with new interesting pro-
grams that will expand our understanding of Japa-
nese and Tatar cultures.

Conclusions
Our analysis of the cultural accompaniment of
the project to include the Tatara Furnace on the
UNESCO World Cultural and Natural Heritage
List shows that the creative figures of both coun-
tries tend to develop a story about the ancient tech-
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nology of steel smelting in a romantic way. The
love story of Yoshinari Nashikori, Sakakura
Katsumi, Tufan Imamutdinov and Syumbyul
Gaffarova is closely intertwined with the plot of
the blacksmith hero’s initiation, turning him into a
samurai who managed to cope with his passions.

Results

The studies of Tatar technology, preserved in
Japan, are an important historical source for re-
search into the Turkic civilization contacts with the
inhabitants of the Land of the Rising Sun. Today,
joint scientific and cultural projects make it possi-
ble to learn more about the cultures and strengthen
friendship between our peoples. The projection
show “Tatara — the Heritage of Eurasia” is a
unique project, which, so far, has not had ana-
logues in the history of the Russian-Japanese rela-
tions.
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Curan) hom «Tatapa — EBpa3us Mupackl» npoekiusie xopeorpaduk moysl (Kyrousl pexuccep Tydan
Nmametaunos (2020), kyrousl pexxuccep Katnymu Cakaxypa (2021)) anbiagst. TUKIIEPY MPEAMETh —
mumepye-camypati hom mamapa mude oOpasnapsl. Mokanoge mamapa YHUKAIb TEXHOJIOTHUSICCHEH
eiipoHeny mopakoce hom AmoHMsIO mIynm MceMIo CakIaHBII KajdraH MUY TYPBIHIATbl MOIBIyMatiap
TOPKH-STIOH 3JIEMTAIOpE SKTHUIBITEIHIA CHCTEMAara cajblHa. Oere TeManslH SAnonus hom Tarapcran
PecnyOnukachIHBIH MOIOHHAT ohemtope TapadbIHHAH COHTaTH MISPEXJIOHYE STHIHHAH Y3EHUAICKIope
agsrknana. Fcumapn Hacuxopu, Cakakypa Karmymn, Tydan MiMamernuaos, Comben I'addaposa smuk
TepOWHBIH COEKJIeCeH KOTKapy eueH axaaha OelloH Kepoml CIOKETHIH Kopamap. MHunmamms Tter
CIOKET Oynbill oBepens. Moxo00aT CIOKeTHl sApasMue posbHe yHHbIH. SlmoH ham  Ttatap
CIieHapUCTIapbl MI'bTHOAPHBI Oalll TEPOMHBIH JYKE KapLIbUIBITBl Y3EHUQJECKIOPEH adyra IOHQJTI.
Pexxuccep FEcumapun Hacukopu MMIIIM JuToNeKHe UBIHOApIBIKTArbIYA OMPYTo OMTBUIBINI scaca,
Kyrousl pexuccepnap Cakakypa Kaiymu Oenon Tydan MiMamMeTIMHOB CTHIIBISIITEPYTa KYOKpaK #e3
TOTA.

IIpoekiusuie  IIOYHBIH TaTtapya BapuaHThl — (OpMacel SATBIHHAH  OKUATH-(AHTACTHK
TOMYMIJISIITEPYT?, SIIIOH BapHAHTHIHBIH CHMBOJHK (opMmacekl Mudmamrteipyra ie3 tora. «Keurbra

TyraHaa» JOKyMEHTalb (GHIbMbI MOTbPU(ITIENI-arapTy XapaKTepbIHA WS

Ton Temen4dmdp: Amonus, Tatapcran PecryOmukacsl, MomoHU dneMTanap, Eciurapu Hacukopw,
Caxkakypa Kamnymu, Tydan ImameTanHOB, mamapa Ma4e, TAMepUe-caMypai

Kepem
TarapcTtan PecrryOnmkacst DoHHOp
akanemuscene 1. Mopxxanu ucemengore Tapux
WHCTUTYTBIHBIH ~ DJIGKKE JuUpekTopsl  Pacdasis

XOKHMOB XaTHpAJIOPEHJId fA3buraHda, Tarapcran
Pecmrybnmkace! mpe3uaeHTsl PocTom MuHHEXaHOB
2015 enma Anonusrs Oapray, MeTaul 3PETYHEH
«TaTapa» JIWUToH TEXHOJIOTHACE TYpBIHIA, «Tarap
aabIMbD», «TaTap Kepolle» TypblHAA OWK Kyl
MakTayJbl CY3JI9p HIIETeN  Kaita. ©iere
MOCBAJIOHE THPOHPIK OipoHy eueH, TaTapcTaHHaH
¢donnHn neneranms AnoHuArs oda. VMKesKibl ajere
oupamry 2015 enpa II. Mopkanu uceMeHaare
Tapux UHCTUTYTHI OenoH Cumans
VYHauBepcuTeThHIHBIH, TOHBSIK-KOHUBITHIIN A3usHE
eUpoHY y3ore apachbiHa (POHHU XE3MTTOILIECK UTY
TypelHAa KuWienly OeloH ToMamilaHa, aHBIH
KbICaJlapblH/ia MKE XAIBIKHBIH MaTId MOJQHUSATE
TapUXbIH 6ipoHy OaliaHa.

2015 enman Oamuan, OepHHYS  (POHHHU
KOH(EpeHIIUsl  YTKOpend,  alapHbIH  SUICHJ
y3e0e3HeH WI TaluMHOpe OelloH OeppoTToH YHT
WIJIOPASH MeTaryprusi Tapuxsl Oyenda [lp. Ho-
putoku Kakyna (Mn3romo tapux mysee), p Baub-
cyo JIro (Cynp Stcen yausepcutersl, KXP), Map-
cemuta ®Pecra (Ka-dockapn yHuBepcutetsl, Bene-
s, Uramus), Hdp. SAcyku Mypakamu (BOpbIHTBI
KOHUBITHIII A3HS TUMEpD MOJSHHUITEH OWPOHY
y3ore, OJXUMe YHHBEPCHUTEThI) KEOEK TaHBLITaH
oenreunap karnama ([1], [2], [3]).

A. E. JlectHeB (ukepeHYd, «TUMEP pPYyNACHIH
mamapa MUYeH KYJUIAHBI 3peTyHeH SmoHusm
CakJIaHBINl KajJraH TPaAMLMOH BICYJbl OWPoHY,
SHaJaH TOPrbI3y, THUMep dpeTyHeH hom EBpazus
XaIIBIKJIAPBIHBIH KOpaJl )KUTEIITepY OyeHda Tapuxu
TPaIULMSIIOPEH KalTapy e4eH MehuM dYbIraHak
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oynbin Topa» [3, 247 6.]. Kasau ranume Tpaguiu-
OH KOpaJ XXKUTEIITePy METOUIapbIH TOPTHI3Y OYEH,
Oy TeMaHbI OMPIHY MEPCIEeKTUBACHIHA blaHa [3,
2506.].

Mypakamu  SICylOKM  Y3€HEH  XE3MOTEHIQ
SATMIOHHAPHBIH THUMEP 3PETY «Tarapa» TPaTulliioH
TEXHOJIOTHSICEHEH TPOTOTHOBI Oe3HeH 3paHblH VI
rachIPBIH/IA VK (hopMananryb TYpBIHJIA
BIMAHABIPBIPIBIK TOMHIUISP KUTEpd. SIMoH ranmnme
anere texuonorus Kenbaremr Smorusmge (Uyroky
tebore) XVII raceipra ¢opmanameimn 06ets Iun
canbiii. Mypakamu Scyroku SAnonus 6emon Kopes
SPBIMYTPABBI apachlHJa TEXHOJIOTUK
ANIEMTANOpHEH Oylybl TypbhIHJATBl THIIOTE3ara Ja
uiaps utd [3, 238-240 6.]).

A. E. JlectneB «tatapa» wicyasl VII-VIII
racelpiapia OapiblKKa KWITOH JWTOH Kapalira
topa. I'amum SnoHuse TuMmepuenek heHopeHeH
ycemeHas Keitail TpapuusiceHeH aepbM Oep poib
yitHaBbIHA J1a UTHTHOAP UTS [3, 246-247 6.].

Snon ramume Ma Mun Jla y3eHeH ¢exTtoBaHue
OIIKOCEHI®  KBITAH-AMIOH-KOpes  TaKpUOaope
aJIMaIlbIH OUPOHYTS Oarblutanrad GyHIaMeHTallb
XE3MOTCHJI9 Ja0 hoM I3sHb KbLIBIYWIAPBIHBIH
Tepiope O6e3HeH 3panbiH Il rackipeiHHAH Oamian
Kerraiinan SInoHusiro kutepenas TOpraH Tell TOBap
OynybiH s13a. VIII raceipra Ko YbITBIIIBI HICHID
KBUTBIY KOIO COHTATe IIyJ JOPXKoAS rorapsl Oyia
ku, anapHbl KelTalilaH KuTepy UXTBISHKBI ToMaM
OKKa ubira. X raceipaad Keitaiira uxae smoH
KBUIBIYJIAphl KePTeao Oanuiblii (TyJIbIpaKk MOHHAH
Kaparsi3: [4]).

Kositi  YbITBIIIBI ~ MIJIGHEH  TOTIOHUMHUKACHIH
oiipoHron Ten ramume Banepuit KypOaros
HIYHZIBIA HOTIIKOIS KHIJIO: OOPBIHIBI 3aMaHHap/a
Topkminop SmoHusns OynraH. «Aomope OeioH
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XatnHoxe  mohopimope  apaceiHza — XOHCHO
YTpaBBIHBIH TOHBAKTArbl TYOSH eemeHns Tatara
yama (smonvamaH: Tay) hom Tatarasan (san
KHCOKYdCE  KEUIeNapro  Kapara  MXTHUPaMIIbI
SHIOIIYHE aHjaTa; Oy odpakTa Tayra Kapara
oiitena. KypaceH, TayHbl >KaHJIaHABIPY SIUCY Tay
pPYXbIHa KapaTa MeHOCQ09THE uarbuUiabipa) Oap
(Kapra Nel). Tokmoman TeHbsikka Taba (Tuba
nepdexTypacel) Owmirece3 THAPOHUMIAa Kapbid
Topran Tataranuma (SOHYafaH ca3 IUTOHHE
aHJsaTa, Cca3ivl YpuiH) YTpaydbIrbl 0ap. YTpayHbBIH
KOHBSIK sphIHIAa YOe mmohopeHHOH TOHBIKKapak
Tatarasaki kyme ypuamkan. by cepus Prokro
KYJICHEH KOHOATHIIIBIHIA Y3CHUYQJIEKIIE TPHO, HKE
yrpay hom Tatarashima TaBel (ssnoHuanaun ympay),
mynaii yk Tatara gawa (smoH4amaH enea) OenoH
TomMamiaHa» [5, c. 12]. Y3eHeH MoKaloceHad
raJuM IIyJal yK TOPKWIOpHEH noHusnere
(hapaznaHraH MapUIpyTHIHBIH THIIOTE3aChl OENloH
ypraknama: «Amyp sHelHHaH CaxajauHra, aHHaH
coH Snonusare ueikkanHap. Illysn yk BaksITTa,
KYPEHI'9HY9, XOKKaillo yTpaBbIH KOHYBIIBILTaH
SIKA KOHOATBHINITAaH OWIIOHEN Yy3raHHap. XOHCIO
yTPaBBIHBIH TOHBSKTATbI TYOOH enemeno OraBapa
Kylne sHelHAa HoOeasw IKuplereHs  Kuiemn
tomkoHHSp. lllymbr yperHHaH sAp Oyitnmanm sKku
Kurakamu enracel y3oHe ama ToHe enrachiHa
Kagop Oapblll KUTKOHHOp. Ausra Tada 33719p
YTpayHbIH KOHOATHIIIl ATBIHAA KypeHo, Oarmra
Kuco enracel Oyiinan ecks Taba buBa kyne hom
Xuga  KaJmKyJbIThl — apachblHHAH — KYTOPENaJap.
«Tarap»  TomoHmmHapsl  Krocio  yTpaBbeIHAA
TomMamjiaHa, aHel Kopes sApbIMyTpaBel —ama
AMHOKKau enracblHa KaJop y3raH «Ka3aH» UCeMEeH
HepTYydesIap KaJJbIpbII KUTS. bupens Xopakor
TykTaja. Kazan KynThITbIHHAH SIIIOH JIOLIMaHHAPHI
Oy aramaHbl KeHbSK YyTpayiapra hom Kboitaii
sipIapbIHa anbIn Kuia [5, 12 6.].

lanumuen runorezanapsl k. KugaepHbiH
«bynousmra kanopre SInoHUS» OUroH KUTaOBIHAA
Ja pacnmay Taba. Olere THKIIEPEHYYE SIMOH
KeHo3J19pe, Oe3HeH dpa OallblHAa yTpayra TOPKH
KY4YMd XalbIKIapbl Oopen Keprou KeHd, arka
aTNaHpIl Hepw hoMm bIpyjanuiapblH KypranHapjaa
XKUPJM OaluIbli U CaHBIA: TOPKUJISP ANapHBI
KaBaJepHsi KYHEKMOJIopeHa eipare hom scxatono-
TSl ©JIKOCEH]IS Ky3ajllayapblH Y3rapTs [6].

B. Kyp6aToB «4NTTOH KHITY4EIdpHEH OOPBIHTHI
AMOH >KOMIBIATEHS YTEN Kepye IIAKThIA TUPSH
Oynran” nuroH (ukepHe acch3BIKIBIA [5, 13 6.].
Mehaxupnek ronanenuiape hom Kopesinon kepron
«tatara» TEXHOJIOTMACEH TalllbIPy apachbIHIATbI
KapIUbUIBIKIBL  (DUKEpIIOp TYpbIHAA  YHJIaHBII,
raiuM Oupens Cy3 ray TOPKWISP TypBIHAA TYTEN,
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9 hunp-eBpoma  WOTHIHTHICBIHA  OWPEIIKOH
OOpBIHTHI TOPKHIIOP TYpHIHAA Oapa TUI CaHBIM.
YTpaynapra KHITOHIO, TOPKHIOp HWHIE «THMEp
JKUTCIITEPYHEH TPUMHUTHB TEXHOJIOTUSIOPEHD WS
Oynran hom aHBI «KOSII YBITHIIIBIY hoM «HpToHTE
cad hasa» mieHmo TapaTkaH». CosSXoT axbIpBIHA
anmap Oy TEXHOJIOTUSIOPEH KaMUJLUISIITEPTOHHIP
hoM KynKaTJIbl KOpPBIY JKUTCIITEPY BICYJBIH Ja
TanKaHHAp — caMmypaiiap aHbl Y3JIOpCHO KaTaHa
KBUIBIYIAPEl KOO ©YCH Y3JIOIITeproHHop» [5, 13

0.]. Ten ranume ¢uKepeHUd, TOPKIIOPHEH
AnTaiiman Ky3radmyel Oe3HeH opara Kaaopre
MEHBCIUTBIKHBIH ~ YpTaJapblHHAH Ja  HPTIPIK

Oynmaran [7, 360 0.]. «Tepkunsp anraiinan
YBIKKaH JWI HCOIUIoHS. be3 ampman Ownrenom
YTKOHY9, O€3HEH 3paHBIH OepeHdue MEHbEIUIBITHI-
HbIH HUKCHYC APTHICbIHAA KOHYBITBIIIKA Ta6a 10J1
TOTKaH Oyicanap, ajgap TUMepHe KenbTiaap (Jlaten
MooHHATE, Oe3HeH fpara Kamop 5-1 raceipiap)
OemoH Oep BaKbBITTa JUIKOPTS OammiaraH, Iyl YK
BaKbITTa TOPKWISP aHbl huWHA-eBpomanbuiapIaH —
OpoH3a MOIOHUATEH HepTyde ‘“‘aHIpOoHIbLIAp’ IaH

aja  aJMaran, JUIl  paciblii  y3eHEH
TuKepenynopennd B. Kypoaros [5, 13 6.].
P. XokumoB «mamapa»  TEXHOJIOTHSICEH

yTpayra TaTapijiap ajblll KWITOH JUIl caHbld. [ anum
KapaliblH4a, «Mamapa» TEXHOJOTHICEe MPUMHTUB
OBIpTBIIAH  3yp KYJIOMJ® MeETall  DPETYHEH
KaTiaynsl CHCTEMallapblHA Kaadp JTamiap YTo.
Apxeonorus MOT'BJIyMaTIIapbiHA Kaparassa,
OepeHue MpPUMUTUB (QopMmackl XaKacusio OUPBIi.
Anraif, Xaxacus, TriBa, MMHHYCHUH YOKBIPbI
OOpPBIHTEI 3aMaHHAPAAH METAIUT JKUTEITepy OenoH
JIaH ToTa. XaKacHs/Id CaKJIaHBII KaJraH apXeoJIoTus
hoiikomutope haBa epiepy e4eH HKEIIdp MEXJIbI
Oblpreurap ~ OynraHNbITBl  TypbIHAA — COMWIIH,
Snonusinore «tatara»HeiH OepeHYe YPHOKIOpE 19
SIKbIHYA IYH/BIN OyJraH. Ajra Taba sSIoHHAp dJere
TEXHOJIOTHSIHE YCTEPaIop, IIyNl POBEllIe MeTasll
3pETY KYJIOMHIPEH apTThIPy MOMKHHIIETe OapiIbIKKa
KWJI9» (TynbIpak Kaparbi3: [8]).

TukmepenyHeH Matepuasiapsl hom bicy/u1apsl

besneH TukmiepeHYHEH OOBEKTHI  OYIIBIN
«Tatara Samurai» («Tumepue-camypaii»,
pexuccepbl Ecunapu Hacukopu, 2016) Hoduc
¢wibmbl, «KbUTBIY  Tyranma»  JIOKYMEHTAlb
¢mwreMbl  («Camypaiinap.  Cyrelin  coHrare
KYpra3ma MpoekTsl (mpoatocep ['eopruii AUCTOB,
kyparopbl CtuBeHn Curan, 2016) hom «Tartapa —
EBpazus MHPACh» JTUTOH WS ENES
xopeorpaduk moybl (Kytoubl pexuccep Tydan
Nmameraunos (2020), kytousl pexxuccep Katmymu
Caxakypa (2021)) Topa.
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TukmiepeHyHeH  NOpeaMeTsl  —
camypati hom mamapa mude o0pasiapsl.

Xe3smor romyMdonHM hom Maxcyc (HoHHH
BICYJUIAp HUTE3CHII® S3bULABI aHallu3, CHHTE3,
AHAJIOTHs, YarblITBIPy, SIHOIIO KyIO, Yyiam
gpITapeliraH  hoM dBIHOAPJBIK, nepeciiek hom
NOPECIIEKKd  OXIiam, aBTop haMm  repoi
mpoOyieManapsl  OenoH Ooiyie Kaiidep TeopeTHK
HUTE3JIOMOJIOPro  TOTAUICK KEPTY MOMKHHIIETe
OWProH TUILIAIITEHIPY.

mumepue-

Dukep aJablILy

byrenre keHme mamapa MWYEHIOTE SUIKBIH
neHbsia Oep reHs ypoiHga — SAnonusner Cuman?
npedexTypacbiHaa Aepiau. Onere Mud SnoHusHEH
MOIOHM MHpPAchl HCEMIIEreHd KepTenroH. byreH
Snonus hom Tartapcran PecnyOmukacwl omnere
momouu  o0bekTHel  IOHECKO  Berennonbs
MHUpachl OOBEKTIaphl HCEMIIETCHd KepTy OeloH
MIOTBUIBIIOHS. TapuXYbUIApHBIH THKIIEPEHYIIope
KalOep MOIOHMAT oheNIopeH IIyIIbl MOTKU3AbI
apredakt homM yHWKamp TEXHOJIOTHS TYypBHIHIA
COWNMM TOpraH KbI3BIKIBI MOISOHU MPOEKTIAP
Tynslpbipra wihammanaeiprad. 2016 enpa simoH
pexuccepsl Ecunapu Hacukopu «Tatara Samuraix»
(«Tumepue-camypait») 1IUToH HOPHUC  QHIBEM
Telllepd, aHAa mamapa MUYe CaKpabJISLITepPeId
hoM  TyTBIKMBIM  TOpraH  yHHUKaJIb  KOPBIY
KUTEITepyIe TAMEPUENp JTUHACTHSCEHEH
X€3MOTEHd JIaH XpIpjaHa. MoHpeanpo y3ran 40
HYbl XanblKkapa KUHO (eCTUBANICHIIO dJiere QHiIbM
WH SIXIIBI apTUCT JIle e4YeH OYIIOKKS Jiaek Oya.
2020-2021 emnapma Kazamga «Tartapa — EBpasus
MHUpAChD) TPOEKIUsIE XopeorpaduK IIOYBIHBIH
(pexuccepsl Tydan HMmamernuHoB) Tarap hom
SITIOH BEPCUSUIOPEHEH IpeMbepanapsl y3a. by —
SAnonusHey ~ Poccusimere  wmirdenmere  OeiioH
Tarapcran PecnyOnukacbl MoJoHHAT MHHHCTP-
JNBITBI  apachIHAArbl  THITBI3  XE3MOTTOILIEK
HOTIKACEHIO OapllbIKKa KHIITOH YPTaK IPOEKT.
TacBupsibl 1I0yJja THUMEpPYEHEH COMIOH KbI3bIH
KOTKapy ©4YeH KbUITaH OaThIpJbITbIHA  JlaH
xpipana. CreHapuid aBTOpbl —  JApamarypr
CemOen TI'addapopa. Illoyma >HHK TepOHHBIH
kKopan TaOysiHa Mehum ypeiH Oupena. Tamapa
Mude, Oep SAKTaH, WIOyJa TPAIAWIMOH pyXTa
Oupeno: TaMamiavbliap YHUKaldbh KOPBIY TYYHBIH
hoM aHHaH KbUIbIY siCAyHBIH wiahu Mu3reIape
mahutel Oyna, UKEHUYE SIKTaH, oJjere apredaxT
SMHMK TEPOUHBIH KOJIOIIEH OCHPJIEKTS TOTYYBI
akaha sIoroH yphIHIa oHIIoHS.

Camypaiinap TypbeIHAArbl KHHO TPaIUIHsIopE
kpicanmapbiaaa  «Tatara  Samurai»  («Tumepue-
camypail») KapTHHacelHAa Bakblifrazap XVI
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raceipna SnmoHusHeH KOHOATHINIBIHAA YpHAIIKaH
hoM mamapa TamepeH SMKOPTY OyeHUa OOPBIHTHI
TEXHOJIOTHSUIOpe OelloH JaH TOTKaH Oep aBbUIga
Oapa. Kaprunansiy 6am repoe ['ocyks ucemiie sib
TAMEpYe, aHa S3MbII TapadblHHAH aJIBIHTHI
Myparu THMEpYeop IWHACTHACEH [I9BaM HTTEPY
sa3purad. be3HeH anga y3 [ONBIH 3379y4e Tepoi.
AnnmaH Kypy4yoH oOmce CY3JIopeHS Kaparaujia,
aHBIH OHBITHI CaMypaii Oynrad, sI3MBIIIBIHA KapIIbl
OappIpra kapa Kbuia. ['epoiiHBI MOHa (aKurase
Xoop MaKOYyp uTo. l'ocykd TyraH aBbUIBIH
rormbacapimap hekyMHOpeHHOH cakiay TyphIHIa
XBIJUTaHA, IOTBIACO KOPAJICHI3 XE3MOT Kemlenope
Oep raemce3ro homak Oyna. Yo Opma HoOyHnarm
oboHImEe apMmusACeHd s3blIa, YN aHga KyxXHsAAa
XE3MOT UTd. bepeHue TamkbIp XopOH XOPoKATIIop
ypTracbiHIa Kairad, ['OCykd 4YblH MOTbHICEHId
TETPOHY KHYEpd: KaldaHIBIP KPECThSHHAP YHBILI
amalbbl3 WM YTHIPTKAH KBIpIap YJeM KbIpbIHA
ofimono. TuMepde Xo3epre 3aMaHia ajblll OapblIa
TOPraH CYTBIIUIAPHBIH HU JOPIXKSID Y3TopYeH Y3
Ky3lmope OemoH  Kypo. Xo3ep camypalHBIH
HAMYCJBUIBITHl hoM aHBIH YHUKaIh KbUIBIY OCIOH
KOpAII COHraTe TYTell, 9 acTHIPTHIH PIBEUITd aTa
TOPraH MBUITHIKJIAPHBIH CaHBl XOJIHUTKEY POJb
yiapliA. KaHkoHTerd OopelemTs HMCOH  KablIl,
I'ocyka eeHo KkaiiTa, aHAA yJI TyraH aBbUIbIH, YTJIBI
KOpal »SIUIdY ©4eH, YHHKaldb KOPbIY TYpbIHIA
XBIJUTAHTAH aydblIapliaH cakiapra MoxOyp Oyma.
Keu xymmanyra screTk MorbHo canmay «Tatara
Samurai»  QUIBMBIH  TeIIEpYdYENOpHEH  Toll
Ka3aHbIIBl Oynein Topa. KaptuHama camypait
POMAaHTHU3MBI TPAIUITUSIISPE OCTeHIIEK UTS. CyThim
KYpEHeIUIope HUYEeK KEHO YBIHOAPJBIKKA SIKBIH
UTENl TOIEPeIMICeH, ajapAa KaH enra OyJblm
aKMBIH, asK-KyJulap e3eNell, TUPd-IKKa ouMblil. Ce
AosHarMHBIH Tepoe caMmypail KapThHamapsl hom
SITIOHHAPHBIH CYTHIII TYPBIHAATEl KHHOJIAPBIHIA-
TblYa  poxXUMce3  camypailapra  OeTeHion
oxmiamaraH. Y1 Ta0uraTh PHUTMbBIHA OYHCHIHBII
AIIOPTS OMTHIIA. AHBIH BIPYBl BOKWILIOPE KOPHIY
JKUTEIITEPYHEH YHUKAJIb TEXHOJIOTHSICE aniapra
Oynmok wurten OwpenroaH hoMm cakpainbh poOBEINTd
X€3MAT WUTYHE Tajonm uTo aun caHblil: «Kywmep,
KHUp, THMEp KOMBI, YT, Cy, YJIoH, xmi. Keme
OapbICBIH Ja y3€¢ Tyaelpa anmbiid... Tartapa —
TaburatbHeH Oeek Oyiore».

Kapr xymepue (Macaxuko Ilyrasa) smb
TAMEPUYETd aBbUI JKOMTBIITCHIIO TOTPBIKIBLIBIK
rapaHtbl OyjiraH »J4YKe HepapxXusHe KypcoTo.
TeXHONOTHUsHEH YJIeMce3lere aBbulga THUMepue-

JopHEH hoM arau KymepuenmopeHeH Tramid
JUHACTHATIOpPEH TIOMUH  uT1d. JKuremrepenos
TOPraH KOPBIYHBIH  CHIH(ATBl  TYpHIIAH-TYPHI



M.M.KHABUTDINOVA

MYparvHbIH PyXU XaJoTCHd O9iie, yiI IIynaid yK
KOPBIY JKHTEIITEPYHE OCIITHIPY ©YEeH A9 >KaBall
o6mpo. Kapr kymepue smp THMEpUers Y3eHEH
TOKBJUPCHO BIIIAHBIPra KUHOII WTY. Myparu
KYHEKMOJIOpeHo oipoHep hom TexHONOTHsIHE
MHpac WTeN TaNIIbIPHP ©YEH, OTHCEHEH HHUYEeK
SIUIOBEH KY39TEpra Kyima. Myparu TeXHOIOTHs-
HEH CakJIaHybl ©4YEeH TICeHO TYIel, aBbUIIArbl
TOPMBIII-KOHKYPEIIHEH, OaphIlllbl ©4YeH J9 >KaBall
oupo.

duneMaa mamapa  yHUKAIb  KOPBIYBIH
KUTEIITEPYHEH OapIIbIK TEXHOJIOTHK MPOILIECCIaphI
JKEHTEKJIE TacBHpJiaHa. TUMEpUYeHEH Xe3MaTe
MUQIAIITEIPBUIA, WKAT akThl Oyiapak MaHH(becT
POBEIICHI® TOKBAMM WTENd. TyraH STbIHHAH
aepbUIbIl TOpravaa, I'ocyks Ma3yMOHBIH cakpalb
KBIIMMOTEH? TOILIEH. Tamapa MUYEH
CaKpalbJIdIITEPYAd heHopYenopHeH KOJUICKTHB
JKBIpBI MOhUM poJb YHHBIR: «Huwen mayrap awa
orcunnap uca, / Aeaunap, ym, sup ya axiapoa — |
boex Tabucamvnen paxmome, / Tamapa kopwviuvl
akua anein xuna, / H3ymo mebazcenda MyanbiK
Kopwlubly. by rpexnapHeiH OMUMIIBI KeOEK YK H3re
wi, aaaa Kosin annhace Amarepacy, XKun amnace
— Cycanoo, Kup ammacel OKHHYCH-HO MHKOTO,
Hunurn anmacer 6ap.

Topa-6apa Oam repoli y3eHeH mamapara
X€3MOT MTYEHEH MOIbHOCEH? TelleHd. beek
TaburatpHeH Oynore amom OanachIHBIH KabaxoT-
JIETeH, pyX WOMIIAKIBITBIH, KOMCHI3JBITHIH,
MOI'bHOCE3 paxuMcessiereH kabym utMmu. [ocyka
KYJBIHAATBl KBUIBIY J>KHPHEH XakuMIIeK (Myparu
I0NIbIHA 0ackaH TepOod BIPYHBIH SIIOBE, YHHUKAIb
TEXHOJIOTMSIHCH CakKJIaHybl ©YEH >KaBaIUIbUIBIKHBI
Y3 Ky/ulapeiHa ana), wiahu uuctanbik (I'ocyka
0eTeH Kellle KY3 aJJIbIHJa KOMCBI3JIBIK CHMBOJIBI
OyJTraH MBUITBIKHBI 10K UTJ), OATHIPIBIK, caMypai
HaMychl (slIb THMepYe Oep TamKblp Ja Kelle
TOMEpPEeH KBIMBIH) OWireceHs oBepens. DuibM
axpIpPBIHIA TEePON Y3E€HIoTe KapIIbUTBIKHBI JKUHO:
sI3MBIIIbIHA OyiichiHa hom Myparu Oyia.

«Cakypa» Tarap-silloH MOJIOHU-MOT'BIYMATH
y3ore xurokdece Acus CampliikoBa OallUTaHTBIUBI
Oenon Oapnbikka kwiroH «Tarapa — Epasus
MHUPACHD) MPOEKIHSIIE MOYHI UKE JIOYIOTHEH MKAT
KOJUISKTUBJIAPBl SPASMEHAS TaMalrd allblpbuIa.
[IpoexTHriH KypaTopbl Cakakypa Katmymu — tepe
MPOEKIIUSJIC II0Y KaHPIH TYIbIPYUbl OYJIBIIT TOPA,
Oy aHp KblcauiapblHAa OWIOYe BHUICOPITHEH
JoBaMbl OyJbINT aHjambUia. [lpeMbepaHbIH STOH
BEPCHSICEHHOH  COH  TO3CCOpaTiapsl  OEloH
OYJICIIKOHID, KYIOUbl pexuccep OanadakrtaH YK
JKUTIW POBEIITS Kapard OeloH IIerbUIbIIoHYe
TypblHIa oiTTe. OUKepAonUIOpe OeIoH Oepraiolm,
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STIOHHAPHBIH TPATUIIOH MOJIOHUSTCH OHUPOHTOH/ID,
aHBIH VHHKAJIBJIETEHo TOIIeHeI, aiap Kapard
PUTMBIH OHWION® KyJulaHelpra Oymamap. by wuco
ajapHbl OMIOHCH Y3CHYOJICKJIEC CTWIICH TYJbIpyra
kutepd. «ORIENTARHYTHM»  TepkemeHeH
opurdHaigh Owio crwie sApmoMmeHmo Cakakypa
Kamymu hom anbig spromuenspe «Japanese Cool»
OuroeH OeTeH NOHBIra TOKBIUM HUTI. AJapHBIH
Omiojie  YBITBHIIUIAPBIHBIH, ~ hoM  MIpOEKITHsIIe
nmephopMaHCIapeIHEIH ~Oep MakcaThl — SIOH
MOJIOHHMSATEHO  KBI3BIKCBIHY  (hOpMasaiThIpy.
«Tarapa — EBpasus wMupack» NIPOEKIHUsIIE
IIOYBIHBIH YHUKAJbJIETe SIOH MOISHHUATEHO Xac
OyiaraHn puTM, pyx Kede hoM XOpoKOTHEH
TapMOHHMSIJIC TOHTQJUICTCHHOH THIH0APaT.

IMangemus cobomue, SInonus OeJioH
TaTtapcTaHHbIH WKaT oheJIopeHd KOJUICKTUB IOy
TyIbIpy  MOMKHMH  OyiMbId.  Amap  Tarap

npamatyprsl Cemben I'addapoBansiy danTazmsce
TYIOBIPraH OKHUSITH TAapUXHbBI T'OYASISHAEProH HKE
MOCTIKBIIIIB LIOY 93epiIopra MAKOyp Oyia.

IloyasiH TaTap BepcusceH pexwuccep Tydan
NmamernuHOB KySL. BuneokoHTEHTHBI
«ImpressIM»  crynuace  (xurokuece Jlammp
AnnomoB) o3epnu. LlloyHBIH My3bIKanb Ou3anere
eueH @opur [lapumoB, Pycmanm I'abutoB hom
«PuBasiTh» JTHOTOpKEME >KaBam Oupo. Tarap
BepcusiceHao Omtouenop Mapcens hom Mapus
Hypuesmap, Codbs CnmHYeHKO  KaTHaIIA.
Katoymn Cakakypa IKUTOKYENEreHAdre SIoH
BepcusiceHno Oiiko HMBaku, Mamu Musamorto,
Kapun Koto kaTHamia.

C. T'addapoBaHblH ClLEHapUe eJlaHra Kapiibl
KOPOIIKS YBIKKaH OAaThlp TYpBIHAATBl OKHUATH
CIO)KETKa KOpPBUITaH. «3bISTH» CATydbl POJICHID —
cure3 Oanwiel axnaha, yn OaTBIpHBIH WIICH
Ty3ablpa hoM aHBIH COWIoHEH OCHpPIJIEKKd ana. by
CIOKeT TambIpiapel Oemon  KaOyku  smoH
TEaTPbIHBIH HWUIE3€H TOUIKWII HMTKOH OOPBIHIBI
pHUBaATHISPro Oapwin ToTama. Tatap apamaryprbl
3IUK TEepONJaH, COMIoHEH KOTKapy 64eH, oJra
YBITYHBI TAJION UTKOH OWUJISHY TapuXbiH ycTepa. C.
I'adydapoBa Kypo3ose Tell MOTHUBBIH YHBIIUIBI
kymutana [9]. FOmma Batelp aypr sipmomue —
TaburaTh Kewrope Oenon oupama: XKup, Cy, haga,
VYT1. Anap repoiira ked Oupanop hom TBUICHIMIIBI

KOPaJHBl KyJra TeLIepepra spAsM  HUTIJIap.
Tumepue OaTelp mamapa MUYEHEH YT CTUXUSCE
Oemon  kepame  hom, aHbl  OYHCBHIHABIPHII,

KOPBIYTaH KbUIBIY KOf. Asknaha eHeHo Kuitem
KUTKOY, barelp aHbIH O€noH 19 Kepamo hom
COWT9HEH 9CUPJIEKTOH KOTKapa.

«Tarapa — EBpa3us Mupack»HBIH TaTap
Bepcusice (nmpembepa 2020 enubi 30 aBrycrhiHa
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Oynnmel) moy-0aner (opMacklH XoTepioTs. by
Tamaiiana aBTOPHBIH TON Hesce My3bIKa, OHIO,
TUTACTHKA, aKTEPIBIK OCTAJBITHI, COXHO Ouzaele,
yT hoM KOCTIOMHap ama KHTKepend. OMma Oy
KJTaccuk 6anet Tyren. by 3amanda moaepH Ouro, yi
Y3€HIO akpobaTwmka, #ora, CyTBIOI coHTaTte hom
mohopmore  ypam  OWMIONIOpPE  AJIEMEHTIIAPBIH
OcpiomiTeper, OajleT MMaHTOMHMACBIHHAH —Oari
tapta. Mapusi hom Mapcenrs HypueBmap adbik
uaesiae o0Opa3  TyIbIpbIpra  OMTBUIMBIH, 9
TaMalllayblJla UPEKIIC aCCOIMAIUSISP TYIbIPhIpra
THIPHIIIIA.

[IloyHplH Tamallla paTe 19 IIyJ MakcaTka ie3
ToTa. Tem MwM3aHCIIEHAAAa KYKJIOPAOH eJIaHTa
OXIIIAIll aK TacMayiap TeIld — ajap 0e3ra OOPBIHTHI
TOPKU-MOHIOJN XABIKIAPH MOJIOHHATEHD OUYPBIN
TOpraH ObsAMAld (AMAA) TaCMaJapbIH XOTEPJIOTa.
By TacmamapHbIH riceMe OOpBIHIBI TOPKHU TENJIATE
wan — «41» CY3CHHOH KWien 4YbIKKaH. MOoHJbII
TacMamap OeloH KopOaHTa KHUTEpelad TOpraH ar
sulblH ~ Om3oroHHop. llloyma OOpBIHTEI  TOpKH
OUBWIM3anusl  OemoH  OoiimoHemr — OOPBIHTHI
PYHHapHBI CypoTNoy ama na umpemens. yn yk
BaKbITTa, Y3 4YMpaTblHAa, elaHaaid OopranaHa
Topran Tacmaiap oOpa3bl 0e3rs SIOHHAPHBIH
nepornudmap  OedoH  OM3ONTOH  achUIMAIIbI
TOPrOKIOPEH XOTepaaTd. by Tpamuuusa AnoHusra
nuBapiapbiH ehok Oaiipakiap OenoH OM39Y TajoTe
Oynran KelTalijaH KWITOH NI caHAuA.

Illoy-0aneTHBIH Oep-OCpCeHo TaIlBIMK ITaphl
TyllaeM MoXo00oT XHCeHd Ouperns, anap IIyIibl
TacMaliap IMIMKe/Ule YK eepMmolie haBa arbiMbIHA
OyticeiHa. ['epoimapHbBIH XHCIOpEeH ITHHAMHKaIa
KYPCOTY MakcaTbl OeJIoH, aBTOpJIap YTJIbI JIABAHBIH
IUHAMHK oOpa3blHA MepaKoraThb HTI: JiaBa
rambIAKIAPHBI Karuiamn ajibll, alapHbl MOXda00oT
XMCEHEH WH IOrapbl ToydJoHele OyiaraH yTiibl
TOITYOUIKKS OBEPEICPI.

Kupae  wmwuMs — ypHaAIIybl  TypbIHJAA
KYKJIOPJIOH TOIIKOH 30HTOpCY TOProK Xo0op WTO.
ANTaliHbIH OOPBIHIBI TOPKUIIOPE OUYCH Oy KYK TOce,
TOHPE TOCE, WYbIThIl KUJIQ TOPraH KOSIIHBIH
cakpamb Toce. Cy3 yHAacHHaH, oJlere bIMaHYy-
JIApHBIH 33J19peH o100usAT Oenrede M. Bakupos
tatap (ONBKIOpPHIHIAA Taba, aepblM alraHja,
XaJIBIK KBIpbIHIA: «32neap hasa, 3an29p Gonvim, /
3aneopnama ouneesne, / 3oneap hasarapoarn 331um
/ Bux cazvineanoa cesney [10, 294 6.].

[lloyHbIH WKeHYEe MU3AHCIICHACHI TalllbIKIIap-
HBIH cure3 Oanuiel akaaha OenoH OopelenieHd
Hure3oHa. Asknaha — dapchl MU(OJOTUSICCHHOH
KEeproH IepcoHax. MOH/a, KbI3raHblYKa Kapiibl,
BUJICOPITTd Oep OyTaTYbIKIBIK Ky3rd TalllIaHa.
Okpanga Oep Oamnutbl axjpaha moima Oyia, yi
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TOPKWIOPI® /19, SMOHHAapjaa Jia  JIOIIMaH
ceiiiaThiHIa TYred, o SKJIAy4bl, YHKIOpHE
cakiaygel ~ Oymapak kaOym wuremds. Tepku
MuDoOTIOTUATD  casaean/capyean  MH(OJIOTHUK
00pa3sl 6ap. Ponpkitopusl M. bakupos “bBopsrHTEI
TOPKHU T033Us° KUTAOBIHAA KaHATIBI 3yp €JIaHHBI
aHJIaTKaH dJIeTe TOPKU CYy3HEH KYJUIAHBLTY OJIKOCCH
cucrtemara cajia. ['anum kapaiibiHua, Oy Cy3 oJera
Kamop KyMBIKJIap, Ka3akbap (cazaean),
KBIMTUAKIAp  (cazean,  capyeam,  wapykaw),
bamkopriaap  (hazacam), Ttatapmap (aoccazam,
«eJaH-sIIeH-KAraH) TENCHJI® KYyJUIAHBUIBIIITA
vepu. Tarap TelleHI9® ca3a TaMbBIPBIHBIH «O3bIH
rOMepJiey JINTOH MOrbHOCe [0 Oap. BophIHTHI
TOPKIWIOp aXaahaHbIH J1)/1911 UCEMEH KbITalIap/ian
anrad. Tepkuiopao Oy 3aTHBIH KyJbThl XYHHAp

JIOBEPEH YK GapeIn TOTalla. Kertait
XpOHUKAJIAPhIHA  MOPIKITaTh  HUTCOK,  A3zusd
XYHHAPBIHBIH JlyHcer TBIH0AIOTXaHOCEH T

(Axxmaha TeIfOamoTxanoce) Kykmopro kopOan
KHTepYye TypbIHIa MOrbiyMaTiap Tabapra Oyma. C.
I1. MennopaHCKuii OOPBIHTEI KyMYy HoJamapbl
Y3CHUICKIOPEH TacBUpPJaraHaa, HIyHbl HCKIPTO:
XyHHap LIaHBIOWIAPBIH aK TOCTIre eiaH-axiaaha
CypaTe TOeLIEePEraH Kapa eoKKd Teper KUPIIOTIH.
Tepku karaHaTHbIH XaKUMHIpe bunra karan 6enon
Kyn-Torun uctonereHs KyenraH Taul cTeiuiajapaa
cazaean/12y CypoTiope yel sicaliraH.

M. Kanankatyiickuii xo0op HWTKOHYS, hyH-
cyBap KaOuosope BOKWUIOpe OyiraH cyBapiap
(Tennsik KaBkaz TeppUTOPHICEHId SIIOTOHHIP)
MYEHHapblHa aJIThIH OM39HTeY 9HOepIop, KaHATIIBI
eJlaH CypaTe TelLIepesraH O0eTH achlll HOProHHAP.
Kenbsik nanmamapja simioyde KblTYakiap KbUIbIY,
XOH)KSp calulapblHA, KbIHHApbIHA €JlaH CypaTe
Tewmeps TopraH OynranHap. M. AJDKH ajapHbI
CaKJIBIM TopraH OOTH POJICH yHHAraH UM CaHBIH.
I1. 3apunckuii, A. XanukoB KaHATJIbI €JlaH-ca3ara
o0pa3bl bonrap npoynmere hom Kaszan xaHmbITHI
YOpJIaphlHAa JOYJIST YMKIOPEH cakiayysl uiahu
keu Oynran aumn omnrenunap [10, 278-279 6.].

Tarapcran  PecnybOnukaceinna — AnaOyrara
AKkbIH ypHamkaH LllaiiTaH KajnacblHHAH KaHATIbI
eJlaH-ca3araH TYpPBIHAArbl TAPHXH PUBASTHIOP KUH
tapanrad (kapareiz: «Kazam Tapuxepy (XVI
racelp), L. Mecmumu «ToBapuxe bonrapus»
(XVII raceip), I1. PeruxoBuein (X VIII raceip), .
OpnmansbiH (XIX racelp) GonHN Xe3matiope). by
PHUBaATHTS ca3araH Y3€HO TaObIHY4bl KEIIEJISPHEH
cakyayybIChl Oymnapak KaOyi uTens. Y ThUICHIMIIBI
KOUYKd Ws: YHP-4OpJNapAaH [oBaNbIi, ajijaH
KYPYYOHIIEK  CONIOTEHd  Wsl, Y3l  Oapydsl
KopabnapHbl cakiblii. PuBaste OyeHua casaran
0esloH XaKMMHOP [0 XEe3MOTTOUUIeK HTd: bonrap
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XaHJBITHl XaKUMe MOJHK T, CeeMOMKo-XaHOHMKa
mo. M. bakupo OesHeH ata-6abamapbiObi3 Oy
3aTHBl JIOIIMAaHHAPHBI KYPKBITy ©4YeH caifiamn
aJraH, ca3araHHbIH KYHENEH Io(KaTbhIoHIAEpel,
aHBl Y3€HO XE3MOT HTOprd MXKOYp HTKOH [IHII
caHblil. @OJIBKIIOPYBI ca3araH CypaTeHeH boirap
noynote hom KaszaH XaHIBITBIHBIH Tapoll S3YJbI
epok OalipaknmapeiHaa na Oynyel  TypbIHAA
KBI3BIKJIBI (haKT KUTEpd. bonapHBIH OapbhIChl aa
0e3HeH XaJIBIKHBIH MOJIOHU MOXHUTEH/Id
cazaeaHHbIH  cakiaydsl (QYHKOUsCE TypBIHAA
coitmn. CraBsiH XalBIKIAphl  apacblHma, M.
Bakupos ¢ukepenus, axaaha kynsThl 1ok [10, 279-
284 6.].

Kypenexie TaTap (b ONBKIOPYBLIAPEI
KymOanuiel enaH OeJoH caszaraH eJaH apachIHIarsl
aepMaHbIH 3yp OyIyblH HCKOpTd. TepKuiopao
cazaran/Ioy — e4 JAeHbsa: KYKTd, )KUpAd hoM cyzaa
Ay ana TopraH moinuMopd 3ar. Jlekopatus-
KyJUIAHMa COHTaThTd YN €JaH Taynole, OalbIk
KOUpBIKIBI Oep Oanutel 3aT (Oype/Kom Oaruibl)
uren cyporiono. IUlym yk BakelTTa ara-
6abanmaprIObI3 Oy 3aTHBI aK/capbl TOCTITE eIaHHAP
maTIackl UTel To Ky3aiarad. ATta-0abanapbiObi3
(hapchl MU(OJIOTHACCHHOH KEProH OepHUY OAIUTBI
eNaHHBl JIOIIMaH KYPToHHOp, aHbl axaaha mum
HepTKoHHOp. M. bakupoB TepKUIopHEH cazazaura
CUHOHHM POBELICH D atioazap cy3eH
KyJutaHynapeH s3a [ 10, 281-282 6.].

Ilyn peBenuie, BHACOPSTTd JIOTHK Xara
KUTKOH: aHja cure3 Oamuibl axkaaha ypbIHBbIHA
Tamamadeira Oep Oamuisl enaH KypeHen kutd. C.
laddapoBanbIy THOPETTOCHH YKBITAHHAH COH, 0€3
JpaMaTyprHbIH (apcsr MUQOTIOTHIACEHITE
o0pa3Hbl KyJUTaHyblHA HHAHABIK: «Aocoaha sHviHa
unmep Oypm 1oa0auiviy, Xyounauwy .

JIuOpeTToHBIH (UHANBIHAA >KUPASTE THIHBIY
TOPMBIII Wieanbl paciaHa: «Kuhau Oeszeo sway
oupean / Myanvikma, meinsiunvikma, Axcoahacols,
KoLbiunapevls  / Jonbs  aAMbae  UbIHILIKIMA»
(C.Taddaposa). T'omym Ounrene OyiraHua,
TaTapiapHblH  MWUIM ~ 3CTETHK  HJcalblH/Ia
repoiHBIH (PU3MK KeueHd KaparaHia, aHbIH
3upoKJiereHo hom TamKkeIpaBITBIHA KYOpoK maH
XKBIpIIAY OCTCHIICK UTI.

Bunrene ¢onabkiIop CrOXKETIApbIH MIOPEXIYId
IpamMatypr Ta JIOTMUK XaTtamap kubOepa. C.
laddaposa y3 mubperTochiHAa YOBIpIap MOTHBBIH
KyJutaHa: Askpaha OaThIpHBIH celraHeH Y09, hom
KbI3 Y3€ 10 axaahara oepess. Kypena kxu, A3ydsl
dapcel  asxcoahacblH  MUIIOPIOPHEH — A30AKACHI
O0enon Oyteiid. Donpkiiopubl Hokbiit  Mconbot
Yy3€HeH Tarap MHUQIapbl TYPbIHIATbl XE3MATEHII
KYPCOTKOHYS, MUILIOPIISP, 4YyBallIap apachlHIa
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azoaxa Vcemyie SBBI3 PYXHBIH SUIKBIH POBELICHID
Topba ama eWrs Kepem, Hp-aTiapHbl IOJAAH
S3IBIPBIPra MOMKUH JIUISH BILIAHY SIIH. A30axa
MaTyp XaTbIH-KbI3 KbISI(OTEHO Keper, Hp-aTHBIH
Oambra oitoHAEps, hoMm ym Ky3 ajablHIa KOPBIH-
K100 Oamnubiii. XablK apachiHaa a30aKaHBI TOTHII,
aHbl SXIObUIAN KbliHAcaH, ya1 Oy HOpTKa IOJNHBI
OHBITa JWIoH blmany pna Oap. bya paiionsl
MOTBJIyMaT4blIapbl aBbI3bIHHAH Hokwiid Mconbot
@30aKaHblH ~HeKJIe XaTbIHHapHBIH OasanapblH
KOpCakTa BakKbITTa YK YpJAbIA JAWTOH BIMIAHY
OapnereiH ga s3pm ama [11]. Llym poBemure
asoakaHbl axcoaha OemoH OyTtapra sIpaMBIH.
YsiansikTa yn axgaha tyren, o kaHeukeu Y Oblpra
SKBIH SBBI3 PYX.

Tamapa mMude 0Opa3bl KEProH KYPEHELUIOPHEH
COHraTH KOHLEMIHUSICE MIOYAa MUK Keusie Oyysl
OeJoH aepbuIbI TOpa. TelieHao baThlp THUICHIMIIBI
MHUYKY COKJIAHBII Kapblid, SKJIaydbl CTUXHSIOPE
OermoH  oupamryra Yy3eH pyXd SIKTaH — Keilnu.
Batpipupin  haBa cTuxwsice OenoH oYpamysl
TO3CHpIE KWIEH YbIKKAaH. By coxXHOra ecromo
SKCIIpecCUsiHe OMIO TeHd TYTeld, COHTaTH OW3aJeln
To Oupo. bateip acce xoiire haBama rys apu, Tys
KBI3bLJI HOKTara oWimoHo. KbI3pIT Tec smoHHapaa
JKBLITBUTBIKHBI hom OJIBI HUXTUPaMHBI
CHUMBOJUIAILLTHIPA.

XKup oOpasbl nma J4Ke TodCHP KOYEHO WA,
9KCHpeccusie OyJbin YBIKKAH. laxoen
xopeorpadpmk  hom  Tamammainer obpasnap
APISOMEH]I9, Tamalmiadbl JiaBaHblH JKuUpHEH ecke
KaTJlaMHapblHa HUYEK HTen OachlM SICaBbIH TOIO
MOMKHHIIETeHd Hs Oyna. Pexwuccep coxHamopHe
KOHTpacT HUTe3eHd kopa. [epoiiHbiH YT OenoH
oupamry Mu3aHcieHacbiHna M. HypueBHbIH Ouro
XOPOKOTJIOpE ALIKBIHYYAHJIBITBl OENIoH aephblIbII
TOpa, SUIKBIH TEIOpeH xarepiord. Cy cruxusce
OcnoH oupalikaHaa, OWIoYe JYTOH Y3ropd: aHbIH
XOPOKOTIIOpE aKpbIHAs, IUIACTUrPak Oyia Oapa.

Illoyna Bunmeorpaduka oshoMusiTiie  poib
yhHbIA. Tamaiiaubl Ky3 ajiblHAA Teuszepiiap cy
Ty3aHbIHAa OHIIOHO, o AIIKBIHYJIBI arbIMHap
eJaHHApHBIH OOpMalIbl XOPOKITJISPEHS  OXILALl
CITUpPAITh OymbIT ¢dopmanamia... batep
CYTBINIKaHa, 0aMOYK YpMaHHAphl KbI3bLI TOCK?
Oysma. ['epoiinplH  Asknmahara Hodpore wmryn
poBenuie  MeTadOpPHK CypaT OyNbIl Ky3alaHa.
BateipHBIH KBUTEIY ¥We3e AskmahaHbIH KaldaHIBIP
MOX9000T HMIWUIMSACEH CHITHII KHUTKSH TOMHEH
OXIIAall  KapaHrbUIBIKHBI  sipbin  yTo.  lloy
aBTopiapbl AknahaHblH MOPTPETHIH TYILIPraH/a,
TarblH Oep xara sicaraH: ajap SImoH axJahachIHBIH
64 THIPHAKJIBI OyITybIHA UTBTHOAP UTMOISH.
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@dunan  coxHoce  poOMaHTUK  Oysynapaa
SIUIOHIOH: TallbIiiK Mapra ycemyieKk Ou39Kiope
TOLIEPENITdH SIyJbIK sIObIIa, aHBIH A9BaMbl OyJIbII
OMJIOHO-TUPS 110 MIYHABIA YK OU3OKIOPra TOPEHO.
By sAynbIKHBIH TOPKWIOPHEH Tyl HoJanapeiHa
aBa3IalnIBITEI Oap.

CrieKTakJIbHEH MYy3BIKallb Ouzonere
COKJIaHJBIpa: IOy BAaKBITBIHIA OOPBIHTBI TOPKH
YEH Kopajulapbl YWHBIM, TaTap XaJblK Keiliape
ATBIIUIBI  WTEN ypeden Kurd. lleHTaroTHuKa
OOpBIHIBl MKE MOASHUSTHEH TarblH Oep KHCely
HOKTAaChIH CUMBOJUIAIITHIPA.

2021 emmpiH 16-17 okta6penmo Kazanma
UIOYHBIH SIMIOH BEPCUSACEHEH IPEMbEpachl Y3Ibl.
lloy OamumaHblp anAbIHHAH, TaMallaybuIapra
«Kputbly  Tyranma»  IOKyMEHTanb  (DUIBMBI
TOKBAUM  HUTENJE. YJI  Maxcyc  pOBEIIT
«Camypaitmap.  Cyremn  Conrare»  (2016)
(mpomtocep ['eopruit Amcros, kypatop CTuBeH
Curai) Kypro3Mo MpOEKThl 6YeH TOIICPENToH. YII
TaMalllayblJIapHbl mamapa KOPBIYBl SKUTEHITEPY
TexHoyorusice OenoH TaHbIUTHIpa. DUIBMHBIH
aBTOpJapel  mamapa  MHYeH  arad  OeJoH
YarpllITBIpa,  arayHblH  sQpakiapsl  SUIKBIH
TEJUIOPEH XOTepioTd. «MUUHEH KyeHbl, aHBIH
TUPSH JKUPro KyMeIroH Tambipiaapel. Koperu
TaM4blIapbl KYy3 SIBIope Kebek OBIprbl Kaycace
Oyitnan arelnl  Temd. SNKBIH  razamiapbeiHaa
TamaxaraHu — OyJauak KbIJIBIYHBIH )KHCEME sSpajiar»
[12]. ®umempa OGamr wucemMHop  ChliiaThiHIA
JeKopaTuB hoM HOGUC CHIHIBI COHTaTh CAPIIPE
KyJUIaHbUIa, amnap  SIMOHMA  MOASHUSTEHEH
Y3€HUQJIETeH Ky3auiapra spioM uTo. bunrene,
¢WIbM MomoHHM-arapTy OypbhIYBIH KY3/19 TOTa, YI
TaMallayblra mamapa TEXHOIOTHACEHEH YTKOHEH
hom Gyrenrecens Ky3 Tanuiapra, caMmypai KbUIbIYbl
TYYHBIH ahuThI OyJBIpra MOMKHUHJIEK OWpa.

Kyroust  pexuccép Karuymm  Caxakypa
«Tarapa — EBpa3ust Mupacb» NPOEKLIHSIE LIOYHI
CIO’KETBIHA Y3€HHOH TO39TMAJIP KEPT. Y 3JI9pEHEH
MWDUIH TPaJHMIUSCe HOKTACBIHHAH TOPBIN, YII
WUI'bTHOAPHBI MOX9009TKS Tyresd, o ToKa0Oepiek
yupe HOKTHIPraH I'epOWHBIH 3YKE KapIIbUIBITBIHA
IOHONTS. SIMOH MIOYBIHBIH Oam Tepoe Oyibim,
sSylnapAa SKAHYJIOPTe UPEUIKOH camypail Topa.
Tamammausl Ky3 ajnablHOA yJI KOTOYKBIY akaaha
OemoH cyrbimka Kepa. Asxaaha — TepoilHBIH
KYHEJIEH slyJlaraH KypKy hoM HOQpoT XHCIIOpeHEeH
royaoioHeme Oymbim  aHjambuia.. Camypait
KYHEJICHEH KapaHrbl STBIH JKMHO  AJIBIPMBI?
Karmymn CakakypanblH Tepoe Oep Tamkelp 1a
KBUIBIYBIH @XkJahajmaH ecTeH Kajjiblpa aJMBIH,
4yeHKM axnaaha — aHbIH  Y3€HEH  9rocCHl,
ToKoOOepIere.
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oy aBTOpNapel, TamMamayblHBl Tepoil OenoH
SAKbIHHAHPAaK TAHBILTBIPY ©YCH, CaMypaiHbIH
XaTUPOJOpeH  sHapTa, ajap HCO  TUMepde-
caMypaiHbIH MOX0o009T TapuXJIaphiH Y3 3UCHD aJa.
Amap wMacaro hom TokoOOEpIIEKTOH aphIHBIpTa
ApAoM HTS TopraH pediexcus GopMacsl OyIIbII
Topa hoM TOpPMBIII KBIMMMOTIIOpEH — MoXo009T,
WTEJICKIICNIeK, Y3-Y3€HHE KopOaH WTy, Tamiod
KbIIMMOTJIOpE TYpPBhIHIA HCKOPTI.

Cakakypa Kamymunsiy Outodenape, MusaMoTo
Mawmu, Oiiko MBaku, Kapun Karo camypaiinbiH,
AxnmahaneiH, YT hom CyHBIH Y3eHUANEKIE
o0paznapsiH TyIBIPTaH. Kabyxu TeaTpsl
TPaOULMSUIOPEHI®  KyelraH  IIOoyJa  CIOKET
ohoMusTKS WS Tyren, o OWIOASH OHMIOTS Y3ropemn
Topran Kkoed, xamor wmehum. burodenopHeH
Y3€HUOJIEKIIE KOCTIOMHAphl IMEPCOHaX TYpPbIHIA
MOTBJIYMaT Oupen KeHd KalMblif, o Ouro
TeXHUKAChlHA Ja MorelHTEL fAcbld. Cakakypa
Kamymu na xanMa-KapIibUIBIKKa MOPOKSIraTh UTO.
SoH moyelHIA YT — CBITBUIMAJIBL, @ camypau
o0pa3sl — nyammb aTMocepachiHa sSpanuibl Kedie,
aIKBIHyYaH OWI0 XOPOKITIIapE arna Oupea.

SAnoH mwoysiHAa nay3anap Mehum poib yHHBIH.
Anap OHWIOYENOPra THIMIKBI AMOIMOHAIBICKTOH
apbiHbIpra hoM TrepoiIapblHBIH 34YKE KHYepell-
JIOpEH TUPIHPIK aHJIapra MOMKUHIIEK OUpa.

Bep oOpasnan mkeHdye oOpas3ra cajiMaK KbIHA
KYy4ell TO TaMallaybUIapHBIH HUI'bTHOAPBIH Y3€HO
1oHAIT: YT — Asknahara, Cy — Ceiiran sipra. Hlyn
poBelUIe TUTACTHKA allla TaMallavbliapia Hjeaib
XaTbIH-KbI3 ChI(aTIapsl, SUK repoil uaeansl hom
SlimoemHeH KYNKbIPbl Oyiybl TypbIHAA Ky3aiay
(dopmanaria.

CamypaiiHbIH Y3 Y3€ O€IoH Kepally COXHAJope
KBI3BIKJIBl KWJICH YBIKKaH. ODKpaHAa KYpPCOTEIrsH
aHMMalsUIe KapTHHAJIAp TaMallayibl Oylrybl OeoH
ACPbUIBIIT TOpa hQM XPOHOTOITHBIH KbICAJIApbIH
KUHOUTYro Xe3MaT UTS. My3bika OesioH OeppaTToH
ajnap CHEeKTAaKJIbHEH TeMITbIH J1a Ouiresnu.

Ouere moy Oe3HEH SNOH TeaTphl TypBIHAATBI
crepeoTuriapuel  skuMepd: Caxkakypa Kamymu
CHEKTAKJICHI® MHUMHKa OMK a3, OWTJIeKIap
OeteHnoii  1ok.  Xopeorpadusme — TPaIUIHOH
OynmMaraH XaJbIK OWIOIOpE OCTEHJIEK HTO: SIOH
OurouenopHeH ~ OuWlonope  Kapard  pUTMbIHA
HUTE3JI0H9, INyJ YK BakKbITTa Y3€HO XHII-XOII
AIIEMEHTIIAPBIH Ja ajraH.

Kesransiy, moy astopiapel  VIII  raceip
YpITaHAKJIApbIHJIA  OYpbli  Topran  «SmoHus
AHHaH.HapI)I)) JUTOH KBI3BIKJIBI MAaTCpUATIHBI HCKJI
anMaranHap. AHja mamapa cy3e SINOHUSE MUY
uceMe TeH? Tyren, o OepeHue UMIEpaTop
[[3MHMYHBIH XaTblHBI — XHM3-TaTapa-ucy3y-HO-
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XMM3-HO-MHUKOTO MCEMEHAd A9 OYpaBhl TYpPbIHIA
MoreaymMar Oap. MepormmudirapHeIH MOTrbHICEHD
Kaparanja, TNPHHIECCAHBIH HWceMe OoJail UM
LIOPEXJIOHD: «HWJUIE KBIHTBIPAY XaHBIM-TYTAallbl,
haBa dYwpirapa TOpraH KamdplKKa asTel OEIoH
Oacyubl TyTanm». XUKMOT IIyHJA: SMOH TEJICHID
mamapa  cy3e Oamra  Qydro  («THMepye
epiepreue» MOTbHOCCHID) MAWIOHHE aHJIaTKaH.
[lyn yk BakbITTa SMOH CY3JOPEHEH 3TUMOJIOTHS-
CeHJID HUMIIEpaTop XaTBIHBIHBIH HCEME «aHBIH
cepJie yphIHBIHA aThUITaH YKTaH KypBIKKaH TYyTall»
oW mepexions [13, 243 6.]. Oirymopenus,
npuHIiecca Ma3ymo TeOoreHeH MehuM  amachkl
KoTto-cupo-Hycn-HO-MUKOTOHBIH ~ KBI3bl  OyJTaH.
Vi SOOHHApHBIH OATopre MOIOHHMATEHAD HKe
Y39KHEeH Oepce caHanraH. By HOKTajgaH kaparanjia,
mamapa cy3eHeH SINoHUIS TUMEp KHUTEIITepyye
TeIll paloHHAPHBIH OepCEeHHOH YbIKKaH
MPUHIICCCAHBIH MCEMEH/IO 0apIbIKKa KUIIYe YT 19
KBI3BIKIBL.  TOJNIBIMHAphIHA YYNOBIIAP  KYIIBITT
yproH SlnoH mpuHIEccackl 0Opa3bIHBIH —CaIMaK
KbIHa BatbipHbIH COUroHEH oBepeiyeH
KYPCOTCANIAP, aepyya KbI3bIKIIbI OYIIBIP HIE.

HoTuxanap

SnoHMsn®  cakNaHBIl  KauraH — mamapa
TEXHOJIOTHsICEe, TOPKH UuBUIM3anusHeH Kosm
YBITHIIIBl WICHQ SIMISYUYENop OENoH AIeMTaIopeH
TUKIIEPY ©4YeH, MOhMM TapuXy YbIraHakK OyJbII
Topa. Yprak doHHH hoM MonoHM TpoeKTiap OyreH
0e3ro MOJIOHUST OelloH SIKBIHHAHPAaK TaHbIIy hom
WKE XaIblK apachlHAArbl JIYCJIBIKHBI HBITHITY
MeMKuHIIere Oupo. «Tatapa — EBpasust MuUpachD»
npoekiusie  1moysl  Poccus  Oemon  SmoHus
MOHICO0TIIOpe TapUXbIHJIAa MOHA KaJlop OyimaraH
VHHKaIbh MOpOeKT Oynbim  Topa. Ilpoekiusiie
xopeorpaduK IIOYHBIH SMOH BapHAHTHI J1a, TaTap
BapHaHTHl J1a KOHOATHIII OPUEHTAIM3M PYXbIHIA
SIUIOHTOH. bBe3HeH Ky3 aijblHaa eBpOMAIbI
Ky3JereHHOH KypeHroH Kewubiremi. «Tarapa —
EBpa3ust Mupach» IIOYbl MKE XaJbIKHBIH MHJUIA
MOJIOHUSITE HUIE3JIOPEH THPOHTEH  OUPOHYIQ
Oepenue anpiMHap Oyinel. KuimouokTo n9 anere
KOJJIeKTHBJIap Oe3He smoH hom TaTap MOIoHHSAT-
Jope TYPBIHJIATBl  Ky3aJulaylapHBIH — YHKIOPEH
KHHOWTO TOpPraH SHA KBI3BIKJIBI IMPOrpaMMaiaphbl
0eJoH ceeHiepep AU bIIIaHACH! KHUJIIO.

Homraknay
Tamapa wmuuen IOHECKO bertennenbs
MoJIoHM hoM TaOWrblii MHUpAac HMCEMIIETCHd KepTY
OyeHYa MOIQOHHM MPOSKTIAPHBIH aAHAJIM3bI IIIYHbBI
KYPCOTTE: HKE JJYJIOTHEH 1o mwKaT ohemmope
KOPBIY YBIHBIKTBIPYHBIH OOPBIHTHI TEXHOJIOTHSICE
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TYPBIHAATBI CIOKETHBI ~ POMAHTHK  pyXTa
CypoTIoyHe ecTeH Kyponop. Ecumapu Hacukopu,
Cakakypa Kamymun, Tydan HMmMaMeTauHOB,
ComMbOen T'addapoBaHblH MOXo000T TapHXjapbl
TUMepYe TepPOHHBIH WHUIMAIMSICE, Y3-Y3€H KUHYE
TYpBIHIATEl CIOKET OCJIOH THITHI3 ypelien Oapa.
Orop no Ecumapu Hacuxopu «Tatara Samurai»

(2016) (uIBMBIH  TOIICPTOHID, MIJUIHICKHE
[IOPEXIIOY 19 ocopeHeH MOMKHH Kajzop
YBIHOAPIIBIKHEI YarbUIABIPYBIHA OMTBIIICA,

Caxakypa Kamymm Oemon Tydan MmameTauHOB
CTHJIBJIOIITEPYTd Taba #e3 Torta. IIpoekmusie
IIOYHBIH TaTap4ya BapHMaHThIHA OKUATH-(DaHTACTHK
TOMYMHJIOIITEPY Xac OyJsica, SITOH BapUaHTHIHBIH
CUMBOMIMK  ¢opMmackl  MupIamTeipy  OelioH
aepBUIBIN TOpA.

Poxmor cy3mape: Asrop TP ®dAwmen I
Mopikanu uceMengore Tapux HMHCTUTYThIHA hom
MIOXCOH IHUPEKTOp yphIHOacapsl Mapar MuHramm
ynel  ['bIiiOaTmuHOBKA,  MOKajloHE  s3TraHja,
KOHCYNIbTAMSUIOP O€JOH ApASM HTKOH ©JIKOH
¢bouHn Xxe3Mmotkop Jlapuca Padasnap  KBI3BI
YcMaHoBara y3 poxMoTiopeH Oenaepd. I'vliiapmu
XE3MOTHE sI3y ©YeH KHUpIKJe BUAeoMaTepuasiap
Ociion TosmuH MTKOH «Cakypa» TaTap-smoH
MOOHHU-MOT'BIYMATH Y39T€HEH JKHUToK4dece Acus
Mocbip kb3l Cagpliikoa, pesxuccep Tydan
NmaMeTIMHOB aepbIM POXMOTIOPIS JIaeK.
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XYJAOKECTBEHHAS KOHUEIIIUA OBPA3A TATAPA
B COBPEMEHHOM POCCHIICKOM U AITOHCKOM
KHUHEMATOI'PA®E U ITPOEKIIMOHHOM XOPEOI'PA®OUYECKOM
HIOY «TATAPA — HACJIEJAUE EBPA3UN»

Muieyma Myxamer3ssHOBHa Xa0yTANHOBA,

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

OOBEKTOM HCCIICIOBAHUS B CTaTbe IOCIYKHIIM XyAoKecTBeHHBIH ¢(umbMm «Tatara Samurai»
(«Kysnen-camypaii», pexuccep Ecumapun Hacuxopu, 2016), noKymMeHTambHBIH (GuisM «PoxaeHue
Meday (BBICTaBOYHEIN TpoekT «Camypan. MckycctBo Boitab» (2016) — npomtocep ['eopruii Auctos,
kyparop Cruen Curain) u NpoeKIHOHHOE xopeorpaduyeckoe moy «Tatapa — Hacinenue EBpaszum»
(pexuccep-nocranoBuk Tydan MmamyranHoB (2020), pexxuccep-nocraHoBiink Karmymu Cakaky-
pa (2021)). [Ipeamet nanHOTO MCCIENOBaHMs — 00pa3bl Ky3HEIa-caMypas U ne4yu mamapa. B cratbe
CHUCTEMAaTH3HPOBAHBI CBEJICHUS O CTENCHH M3YYEHHOCTH YHUKAIbHOM TEXHOJIOTHUH mamapa U OJHO-
MMEHHOM I1e4M, COXpaHMBILEHCS B SIIIOHUY, B CBETE TIOPKCKO-SIIOHCKUX KOHTAKTOB. BbIsBICHA cIie-
uudrka Xyn0KeCTBEHHOW MHTEPIPETAMH ITOH TeMbl COBPEMEHHBIMH JICSATESIMU KyIbTYpbl SIHOHMK
u Pecny6muku Tarapcran. Jlokasano, uto Ecunapu Hacukopu, Cakakypa Kamymu, Tydan Mmamyt-
auHOoB, CroMmOrois ["aapoBa pazpabaThIBAIOT CIOKET O MPOTHUBOCTOSIHUY 3IIUYECKOTO T'epost C Apa-
KOHOM BO MMl CIIACEHHMS BO3JIIOOJICHHOW B POMAaHTHYECKOM KJTtoue. [ JTaBHBIM CTaHOBUTCS CIOXKET 00
nHAIUAnUK. JIFOOOBHBIH CIOXKET UTPaeT BCIIOMOTATeNbHYIO POiIb. SIIMOHCKNE U TaTapCKUe CIeHapHCThI
KOHLEHTPHUPYIOT BHUIMaHNE Ha OCOOCHHOCTSAX BHYTPEHHETO KOH(IMKTA IJIABHOTO T'€POsi C CAMUM CO-
6oit. Eciu pesxuccep Ecunapu Hacukopu cTpeMuTCst B TpaKTOBKE HAIMOHATILHOTO K JIOCTOBEPHOCTH,
TO pexuccepbl-noctaHoBIKN Caxakypa Karymu, Tydan VimamyTAHHOB TATOTEIOT K CTHIM3AIMH.
Tarapckuii BapuaHT MPOEKIMOHHOTO LIOY TATOTEeT Mo (GopMe K CKa3zoyHO-(haHTacTH4YecKoW 0000-
LIEHHOCTH, TOT/Ia KaK CUMBOJIMUecKasi (hopMa SMOHCKOTO BapHaHTa, ckopee, K Mudoaorudnoctu. Jlo-
KyMEHTaIbHBIN priibM «Pox/ieHne Meuay HOCHUT IPOCBETUTENIBCKUI XapakTep.

KoueBble cioBa: Snonus, Pecnybriuka Tatapcran, Ky/IbTypHble KOHTAakThI, Ecunapu Hacuko-
pu, Cakakypa Kaymu, Tydpan UmamMyTnuHOB, ieds mamapa, Ky3Hel-camypait
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