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A great deal of research has been dedicated to
Kazan posters as a special kind of visual arts [Korn-
ilov], [Ulemnova, 2005], [Ulemnova, 2014], [Cher-
vonnaya]. However, a theater poster being a specific
genre teetering on the edge of advertisement and an
independent artwork and having a full-value artistic
image, has been understudied, as there exists insuf-
ficient information related to it.

P. Kornilov, an art historian and researcher of
political posters, considers the origination of a
poster in Kazan to be connected with the February
Revolution and with the name of K. Chebotarev, an
artist [Kornilov, p.4]. P. Kornilov mentions the up-
lift of arts in the 1920s in the State Art Workshops
headed by F. P. Gavrilov, “As never before did this
kind of visual arts show to the whole world the
meaning of art as the greatest social factor and the
means of influencing the masses” [Kornilov, p.1].

The first attempt to study the history of the
Russian theatre poster was made by Yu. Blagov
and E. Klyuchevskaya [Blagov]. The article, pub-
lished in “Kazan” magazine in 2002, gives a gen-
eral review of Kazan’s theatre posters over the pe-
riod of two hundred years (from 1836 to 2002), the
bright images of which belong to the Kazan City
Theatre and the Bolshoi Theatre.

In the modern period, there is no special re-
search dedicated to the analysis of the Tatar theatre
poster, except for a newspaper article by B. Gizzat
[Gizzat]. The achievements of a modern theatre
poster were first demonstrated in 2003 at the re-
publican exhibition “Modern Scenic Design of
Tatarstan”. They were summed up in the article
published in the catalogue bearing the same name
[Sultanova].

Unique collections of theatre posters, account-
ing for hundreds of examples and covering the pe-
riod from the early 20" century till now are kept in
the theatre archives, in the National museum of the
Republic of Tatarstan, in the S. Saidashev Mu-
seum, in the Department of Rare Books and Manu-
scripts of the Kazan Federal University Library, in
the Center of Written and Musical Legacy of the
Institute of Language, Literature and Arts named
after G. Ibragimov the Academy of Sciences of the
Republic of Tatarstan (hereinafter — ILLA). They
include posters from the Tatar State Academic
Theatre, the Tatar Arts Labor (“Eshche”), so called
the Agricultural (fit-up) Theatre. The posters were
printed in Kazan in the printing establishments of
I. N. Kharitonov and “Tatpoligraf”, the circulation
of 100, 150, 200, 250 copies (less often 500 — for
guest tours). Mostly posters have a big size (48x72,
97x75, 76x108 cm).

Plays were staged on different premises: in the
buildings of the Merchant House, the Bolshoi
Theatre, the Oriental Club, in the garden called
“Russian Switzerland” and others. Being a pre-
cious evidence of Kazan’s theatre life, the posters,
covering the period of the Tatar theatre establish-
ment, are of special interest. Regardless of the fact
that many posters were made by immature artists,
the poster art of that period is an interesting chap-
ter of the Tatar history of theatre.

It is worth mentioning that the study of posters
involves a number of difficulties, such as the lack
of information concerning their date, size and edi-
tion, the designer’s name or printing establishment,
which makes it impossible to give an accurate de-
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scription of posters necessary for complete presen-
tations on the topic.

The analysis of the available materials showed
that the designers had tried to comply with the
main requirements applicable to theatre posters as
advertizing materials taking into account the tastes
of the public.

The artistic imagery of a poster, being the syn-
thesis of visual and stage art, must meet a number
of requirements: combine the mastery of composi-
tion, graphic and pictorial expressiveness, and ob-
serve the rules of printing arts. In addition, it must
communicate to the audience the ideological and
artistic identity of the play, the stylistics of its im-
plementation by this particular cast, that is, to be-
come an aesthetic sign of the theater performance.

In the late 19™ century, family performances
were held with no announcement or ticketing. Only
a narrow circle of people was aware of them.

The establishment of the Tatar theatre poster is
connected with the first troupes: “Sayar” (“Trav-
eler”, 1907) and “Nur” (“Ray”, 1912).

The first Tatar theatre poster appeared in the
period of the common revolutionary rise, in the au-
tumn of 1905. According to B. Gizzat, it was also
in Russian [Gizzat]. The poster announced the first
performance in Russia to be given by a troupe of
Muslim actors in the Russian and Tatar languages.
On the program were scenes from the comedy by
A. Griboyedov “Woe from Wit”, from the comedy
by A. N. Ostrovskiy “The Government Inspector”,
and the comedy by A. N. Ostrovskiy “Light and
Darkness” (loose translation of the play called
“Hangover for the Feasting of Others”).

It was a real advertising poster: it was of a big
size tailored to the tastes, needs and peculiarities of
the public. The organizers of the performance took
into consideration that a Tatar woman would never
go to a performance where she would have to sit
among men without being veiled. Thus, both in a
newspaper announcement and in the poster it was
specified that the dress-circle was only for women
and it was equipped with rare veiling curtains for
those Muslim women who would opt for it. The
entrance, the corridor and the outer garments hang-
ers were isolated from men, and all servants were
Russian women [Kornilov, p.35].

In spite of the conservative religious leaders’
criticism at this stage of the Tatar professional
theatre development, the organizers of the first
theatre troupes, belonging to the new-method ma-
drassah (I. Kudashev-Ashkazarskiy, G. Kariev,
M. Khairullin, S. Gizzatullina-Volzhskaya), were
respectful to Islam. Moreover, on the occasion of

canonical Muslim holidays, performances and con-
certs were held. For example, in Orenburg, the so-
cial tragedy from Caucasian Muslims’ life called
“Innocent Victim” by N. Vazir-Zade was per-
formed in the City Theatre with the permission of
the authorities. On October 28, 1913, the Associa-
tion of Muslim drammar actors of the fit-up troupe
“Nur” under the supervision of S. Gizzatullina-
Volzhskaya showed the play in observanve of
Kurban Bayram (sacrificial feast), where the entire
troupe was involved (the poster was both in Rus-
sian and Tatar in the form of a double-sided leaflet;
from the Department of Rare Books of KFU, Ara-
bic type, naskh style). In the Centre of Written and
Musical Legacy of ILLA, there is a poster (naskh
and nastaliq style), announcing a big evening per-
formance, including the play called “Ill-
mannered”’, a concert and divertissement on June
27, 1918, organized by I. Kudashev-Ashkazarskiy,
as well as the play called “Poor Fatikh” on June
30, 1918 in observanve of the Eid festival (iftar
holiday of breaking the fast). During these per-
formances, according to the Muslim -etiquette,
women were given special seats.

On the Tatar theatre’s repertoire of the early
20™ century, there were also religion-related plays
with characters from Islamic mythology. For ex-
ample, a tragedy by poet S. Rameev about the life
in Kazan, called “The Mystic Will of Prophet Ibra-
him”, which was staged on March 25 (season
1924-1925) by the entire troupe with a specially
trained choire and S. Saidashev’s orchestra, di-
rected by Sh. Shamilskiy (a theatre poster of the
National Museum of the Republic of Tatarstan).

Aiming to attract a large number of spectators,
the organizer of the first professional troupe in
Orenburg, I. Kudashev-Ashkazarskiy, used the or-
nate style of the posters, announcing circus per-
formances, which were the favorite shows' of the
Tatar audience.After the plays “Ignoramus and
Literati” by I. Kudashev-Ashkazarskiy, “Surgery”
and “Villain”, based on the short stories by
A. P. Chekhov, staged on June 22, 1907 in Sim-
birsk, there came firework displays along with
dances, poems, games and “musical and vocal di-
vertissement”.

Until the late 1920s, theatre posters had in-
cluded some elements of circus performances. For
example, the poster for the plays “ Her Husband
Has Returned” and “The Healers’” Victim” by
G. Monasypov (January 17, 1918), having the ap-

! Circus in Kazan started with the Nikitins brothers’ cir-
cus, for which a special building was built in 1890
[Tatarstan, P. 772].
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pearance of an embroidered floriated handkerchief,
reads, “In the evening there will be divertissement,
dances, lottery, American auction, confetti, ticker
tape, etc.” [The archive of the Theatre named after
G. Kamal].

Certain circus elements are presented in guest-
tour posters. For example, along with the name of
the play “A Miserable Young Man” by G. Kamal,
both in Russian and Tatar variants written diago-
nally in naskh style, the poster reads as follows:
“The hall and the kiosks will be decorated in Ori-
ental style. During the interval, the orchestra will
play national songs. After the play there will be
dances, confetti, ticker tape, crackers and flying
mail” (permanent exposition of the National Cul-
tural Center “Kazan”).

The playwright Galiaskar Kamal may be called
the first designer of a theatre poster. He also made
a great contribution to the creation of approxi-
mately 30 new kinds of Tatar fonts, more than 20
of which had been used by 1909 in book printing
in 1. Kharitonov’s printing house [Karimullin,
p- 52]. G. Kamal’s name is connected with the es-
tablishment of the Tatar theatre poster as an inde-
pendent genre of graphic and poster art. According
to L. Aitov, theatre posters used to be preferably
hand-made, not printed. G. Kamal was artful in
Arabic calligraphy, and used to make 40-50 posters
for each play together with his son, Anas [Aitov, p.
105-106]. Those were not just written posters, but
truly artistic designs illustrated with G. Kamal’s
pictures. The posters for the author’s specials were
exceptionally colorful. Being a professional callig-
rapher, in his posters G. Kamal combined fonts of
different types and sizes with decorative ornamen-
tal motifs. These can be exemplified by such or-
namental and calligraphic (naskh style) posters as
those for the plays “Lust”, dated December 22,
1914 in the New Club (made with naskh, suls and
rika styles with the predominance of the latter),
“Little War” dated August 4, 1916, and “Scape-
graces” (kept in the National Museum of the Re-
public of Tatarstan).

It is necessary to mention that the theatre post-
ers of the first decade of the 20™ century are no-
ticeable for the abundance of information avail-
able: in addition to the name of the play, and the
cast, they contained the program of music evenings
and other events. For example, the poster dated
November 24, 1908 reads: “Play “Searching a Fi-
ancé or the Misfortune of a Shameful Announce-
ment”. After that, there will be a literary evening
and dances. Miscellaneous: S. Rameev and G. Tu-
kayev will read their latest poems. The Tatar youth

orchestra will play national melodies. The partici-
pants of the play are: Gizzatullina, Bulgarskaya”
(naskh style; ILLA).

With the purpose of attracting the audience,
sometimes clarifications to the name of the play
were given: “On December 22, 1914 in the New
Club, the Association of Muslim drama actors un-
der the direction of A. Kariev will perform
“Lust™. Lower, in Cyrillic characters: “If one’s
mother-in-law is at home, the house is a wreck”.
Entrance without recommendations. The orchestra
under the direction of Fishkin will play during the
interval”.

The posters of the First World War period were
the most informative and diverce in styles. The ar-
chive of ILLA has posters with the names in kufi
and naskh styles, at the bottom of which there is
also additional information interesting to the pub-
lic, or announcing the next performance, for exam-
ple: “1. “Butter Issue”. 2. “A Trip to Kazan”. A
charity performance to the benefit of the Russian
Air Force” (June 14, 1913). Another poster, dated
February 13, 1914 reads: “The play “A Wife for an
Hour”. A concert of a 12-year-old singer Fatima
Gumerova. Reclamation with the participation of
Kh. Gumerov. Dancing. During the dance, the or-
chestra of the Kargopol regiment will play”. The
poster for the concert in the hall of New Club,
dated January 20, 1917, had a photo of the singer
F. Gumerova (the National Museum of the Repub-
lic of Tatarstan).

Starting from 1914, posters had the first theatre
emblem: a picture of a woman’s profile with a
chaplet on her head put in a frame embosomed
with drop cloth on two sides (before that, the pro-
grams had contained only the picture of a lyre).
The names of the plays “The Bear” by A. Chek-
hov, “Father Was Left Alone” by G. Kamal, “At
the Mother’s Grave”, directed by G. Kamal, were
written in naskh style.

A typical theatre poster of the Revolution times
is the poster dated January 15, 1918: “Patriotic
military evening. The play “Gali’s Valet”. Diver-
tissement (poems, music, songs, dances, ballet,
story, reclamations, cavalrymen, squadrons will
sing songs, play kurai, gymnasts, military games).
Dancing” (from the archive of ILLA).

These posters contain not only the romantics of
the Revolution and flaming patriotism, but also the
raw truth of common people’s lives and of the
drastic consequences of war and devastation.

The decorative style of the theatre posters of
the first decade of the 20™ century with the Arabic
script and national ornament was close to the style
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of the time (Modern) and related to the design of
pre-revolutionary Tatar books (head ornaments,
boarder patterns, vignettes, other decorations like
zigzags, rhombs, etc.). However, even being so di-
verse in their content, posters were purely advertis-
ing printed products with no artistic value, unlike
the poster art of the 1920— 1930s.

The design of the Tatar theatre posters of the
1920s was obviously influenced by the constructiv-
ist aesthetics and mass-agitation art. Primarily,
here we can see the connection with the experi-
mental theatre called “CEMMT, where worked
such artists as M. Barashov, K. Chebotaryev,
V. Fominykh, S. Khromov who were changing the
traditional idea of a theatre poster. Theatre posters
became more laconic, the informative component
was often limited to the name of the theatre and the
play, and the names of the author, director, artist,
composer, ballet-master and the leads. Another pe-
culiarity was that the posters used deliberately
large font, different height and width of letters and
the contrast between the text and the background to
write the name of the play.

Complete rejection of picture graphics in favor
of printing methods led to a new type of text ar-
rangement — words could be rasterized, located di-
agonally, at random, indexed and circled. Accord-
ing to the researchers of constructivist posters, “no
theatre poster had looked like this until 19177
[Lapina, p.57].

The posters for such plays as “Fire” (the Tatar
name “Y1” (UT)) by Sh. Kamal, where the font of
the name of the play was highlighted against the
red background, “Motherland” (Tatar name “Un”
(IL)) by K. Tinchurin, where the name was in large
red font against the white background, may serve
as examples. The poster for the play “Othello” was
also laconic, where the first letter “O” was
stretched from the top to the bottom, and the let-
ters, written against the background of a red flag,
looked like a visual ornament in the poster for the
play “ODVA?”. Often, the stylized letters of a name
for a play convey its mood and character (for ex-
ample, the letter “T” can be replaced by a picture
of a hammer). Another characteristic feature is the
use of large letters printed in contrasting colors
(black and white, red and black, red and white) in
triangles and squares with plates taken from a typi-
cal case letter, which resembles Tatar weaving or-
naments. Whereas typical font posters were printed
with one or two paints, posters for guest tours were

% Russian “KAMCT?”, which stands for “Constructivism,
Experiment, Mastership, Modernity, Theatricism” — a
theatre workshop in Kazan

more colorful with yellow, brown and bronze col-
ors. The experiments with the names printed in
kufi style, which is mostly yielding to the construc-
tivist interpretation, is of particular interest.

Whereas in the poster for the play “American”
by K. Tinchurin, dated March 19, 1924 (the collec-
tion of the National Museum of the Republic of
Tatarstan), letters are ornate in flowering kufi
style, the poster for an Oriental Evening, dated
February 14, 1929, uses geometrical kufi combined
with naskh style, which is more strict and elegant.
The Kufi style can be found in the largest poster
for the gala night dedicated to the theatre’s 20™ an-
niversary (1926). It was the first time when the
repertoire of the children troupe (“A Mouse Dies, a
Cat Laughs”) and the performance by the students
of the Theatre College (“The First Step””) were an-
nounced.

It is widely known that the first Tatar theatre
avant-garde performances of the 1920s were con-
nected with the activity of the Tatar Theatre Col-
lege in cooperation of R. Ishmurat with CEMMT
and the members of “Bomb” [Sultanova, 2009],
the mastermind and organizer of which was Asgat
Mazitov, an actor and director (1900—1946).

Unfortunately, there are only few posters for
avant-garde performances left. The KFU collection
contains a few posters conveying the character and
the content of such performances. For example, the
showcase of the first graduates of the Theatre De-
partment of the Arts College, produced under the
direction of their teacher M. Magdiev, was held in
the constructions designed by the artist Nikandrov
(name unknown) with the participation of a choir
and an orchestra with a great number of dance
turns. The poster listed the participants of the per-
formance — the future actors of the Tatar theatre:
Utyashev, Z. Bikbulatova, Kh. Gilmanov, F. Na-
gaeva, G. Mansurov, and G. Khakimov.

The artists and directors of the Lefov Move-
ment used film editing and circus elements: for ex-
ample, the posters for “58”, the play by S. Valeev-
Sulva in four acts and 16 scenes, directed by
K. Tinchurin, music by S. Saidashev, artist
P. Speranskiy (in Latin characters, in the Tatar and
Russian languages).

The collage appeared later with the photos of
the theatre art directors and actors in different con-
figurations (in the form of a fan, diagonally, verti-
cally, etc.) along with the list of the current reper-
toire (classics, original plays, translated plays), and
even the model of the play.

In the late 1920s — early 1930s, theatre posters
were designed with the use of lead actors’ photos,
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specifying their achievements: for example, the
poster for the play “Takhir-Zykhra”, dated January
27, 1927, has the name of the play written diago-
nally in naskh style, and along the edges it has the
photos of F. Ilskaya and M. Magdiev (the National
Museum of the Republic of Tatarstan).

In the poster, dated November 16-17, 1932,
along with the information about the lead actors,
the participation of Nafiga Arapova was an-
nounced. The poster for the renovated staging of
the play “Othello” announced Mukhtar Mutin in
the role of Othello. The most frequently mentioned
are the names of the People’s Actors S. Gizzatul-
lina-Volzhskaya, G. Bulgarskaya and the Hon-
oured Actor K. Tinchurin.

It is impossible to find out the author of those
posters as they were not signed. At that time they
were designed in “Tatpoligraf” Publishing house
by the type setters who were experimenting with
the possibilities of a letter case.

Emblems were very popular in the theatre
posters of the 19" century being a typical charac-
teristic of the vibrant Industrial age. The emblems
were various. The emblem of the Tatar State Aca-
demic Theatre was very eclectic in the poster for
the play “Ulmes Khanum”, dated February 5,
1926. As usual, it was placed at the top in the cen-
ter: against the background of a gearwheel split
into two parts, there was an open book, and on its
pages there was a sign “tat.st.theatre” in the Rus-
sian and Arabic languages, in a small font. Above,
the RSFSR coat of arms was placed.

In the theatre posters of the late 1920s — early
1930s, the emblems, which we found in the S. Sai-
dashev Museum, are rich in figurative elements. In
the foreground, on an industrial landscape with
building derricks and skyscrapers, the symbols of
the age are depicted large: a tractor on the right and
a book on the left. In the center of the composition,
with a gearwheel, a sickle and a hammer, there is a
theatre mask. In addition, there is an abbreviation
“TST”, which stands for the Tatar State Theatre.

The emblem of the Tatar State Labor Arts
Theatre is more laconic being similar to K. Chebo-
taryev’s lino prints, where the proletariat’s figure
soars upwards against the background of the flying
colors. In the premiere production of the play “Be
Careful, It May Explode!” (December 9—-11, 1935,
director A. Mazitov), the name of an artist A. Si-
lantyev was mentioned for the first time in the lit-
erature on theatre.

The theatre posters of the late 1920s — early
1930s inform us not only about the forthcoming of
new proletarian audience, but also about the meas-

ures taken by the state and theatre authorities with
the purpose of attracting the masses of people to
the new art. First of all, to introduce common peo-
ple to the world of the theatre these posters call for
a particular cultural behavior: in addition to the
name of the play they say, “No one will be seated
after the third bell. It is obligatory to take off outer
garments. The ticket costs from 50 kopecks to 1.5
rubles. Discount tickets are available”.

The subscription system was introduced. For
example, the poster for the play “At Kandra”
(1932) reads, “upon the request of enterprises, 30-
40% discount, the 3, 5, and 8 rubles subscription is
available”. “Trade unions and factory local com-
mittees, which have entered into agreements upon
the requests of their regional departments, can get
their tickets on credit” (the poster dated December
6-9, 1932 from the KFU collection announcing the
premiere of the play called “Asma the Weaver” by
F. Burnash).

Cultural outings of working people were or-
ganized. For example, the play called “ODVA”
written by G. Minskiy and directed by S. Valeev-
Sulva (artist P. Speranskiy) was staged on March
11, 1931 only for the workers of the Proletarskiy
district. The play called “Old Bulat’s Family” writ-
ten by K. Nadzhmi was staged and directed in
1933 by K. Tinchurin (artist P. Speranskiy, ballet-
master G. Tagirov) for the II Convention of collec-
tive farm workers and the best workers of “social-
ist fields and cattle farms”. In Kazan, shock-
workers and good production workers had 40%
discount with permanent seats for the whole sea-
son. Children under 16 were not allowed to the
theatre (the theatre poster for the premiere of the
play called “The First Flowers” written by
K. Tinchurin, dated February 14-1, 1935, in Latin
characters. Artist M. Abdullin).

Theatre posters help to retrieve theatre reper-
toires, directors’ names (as well as artists’, com-
posers’, etc.), which have never been mentioned in
reference books or well-known publications. From
the very beginning of the Fit-up Agricultural Thea-
tre, the theatricals of the plays were made by pro-
fessional artists. For instance, the poster for the
play “Explosion” directed by S. Amutbayev (De-
cember 5, 1935) gives the surname of Gribkov
(with no initials). We found out that the theatricals
of the play “Conscience” were made by artist
Yu.A. Antonychev (director S. Valeev-Sulva,
composer S. Saidashev). Small forms also existed,
along with the main repertoire, a poster announced
the concert directed by A. Kamal, with the partici-
pation of the famous comedian Kh. Shunkarov and
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accordionist G. Shaulikhanov, and also mentioned
the main tasks of the theatre: the proletarian art
was the most important tool for building socialism,
for the implementation of the Leninist Communist
Party’s directives, etc. (from KFU collection).

For the first time the name of artist A.G. Luga-
rev was mentioned in 1938 in the poster for the
play “How the Steel Was Tempered” (director B.
Ferdinandov, music by B. Vinogradov, choirmaster
V.I. Krasovskiy).

In the mid-1930s with the arrival of the first
professional Tatar artist M. Abdullin, posters
started also mentioning the key technical backstage
staff, which had never happened before (the chief
of the attachment section, stage setter, chief of
wardrobe department, chief of lighting section,
hairdresser), which illustrates the rising level of
professionalism and personal responsibility of the
staff.

We managed to retrieve and complete the list
of the plays where theatricals were made by
P.T. Speranskiy, one of the first professional artists
of the Tatar theatre: “Rabindar” (Kh. Vafa, 1930),
“Kamil” (Kh. Taktash, 1931), “Black Shadows”
(A.-T. Rakhmankulov, 1931), “ODVA” (G. Mins-
kiy, 1931), “Mauntains” (Sh. Kamal, 1931), “The
Kerchief with a Sign” (S.Battal, 1931), “Soot”
(Kh. Zhami, 1931), “Storm” (A. Zulkarnaev,
1932), “Lark” (K. Tinchurin, R. Ishmurat, 1932),
“Deceit and Love” (F. Shiller, 1932). Certain inac-
curacies were found in the attribution of the play.
For example, in 1935, the theatricals of the plays
“Young Hearts” by F. Burnash, “The First Flow-
ers” by K. Tinchurin were made by artist M. Ab-
dullin, not by P. Speranskiy. The poster for the
play called “Years-Roads” gives the name of
A. Tumashev, not M. Sutyushev as in the last pub-
lication of the theatre.

Theatre posters give us valuable information
about theatricals. For example, the newspaper
“Yoldyz” informs the readers that on December
18, 1915 the troupe “Sayar” under the direction of
G. Kariev staged the play “The Innocent in Fault”
with a specially created stage setting. Special theat-
ricals and weapon were made for the play “The
Blue Carpet” dated April 15, 1923, where Uzbek’s
part was played by K. Tinchurin. On November
13, 1927, the play “The Lost Girl”, directed by
G. Devishev, showed a turning table on the Tatar
stage for the first time (the archive of the National
Museum of the Republic of Tatarstan). In the play
“Khusain Mirza” (director G. Devishev, artist
P. Benkov) projectors were used for the first time
in 1927 (the S. Saidashev Museum).

The research showed that regardless of the fact
that CEMMT theatre had ceased to exist and many
avant-garde artists had left, until the mid-1930s
posters had retained the signs of that vibrant age,
such as the name of a play printed in ridiculously
large letters, diagonally or sidewise. By the end of
the 1930s, the constructivist concept of theatre
posters had been replaced by “Neo-classical
trends”, leading to the lack of variety and the uni-
formity of design. The same was true for Tatar
books [Ulemnova, p. 26].

In the 1940-1950s, like in the Russian theatre,
simple typographic posters prevailed, having
“quite decent and respectable, in other words, tra-
ditional and dull appearance” [Blagov, p. 98]. They
contained the very minimum of information about
the name and the main creators of the play. By the
end of the 1930s the ideological and political situa-
tion had changed: in addition to the names of art
directors and administrators, a new position was
written in posters — a political instructor (for ex-
ample, in the poster for the guest tour across the
Republic, the name of S. Sadyikov as a political
instructor was written). Stylistic diversity gave
way to a cliche. Once in a while, posters in the
style of 1920s appeared (“Years-Roads” by
F. Khusni, director Sh.Sarymsakov, artist A. Tu-
mashev, 1956). Sometimes typical typographical
posters were decorated with printed photos of ac-
tors in the case of their jubilees.

Starting from the late 1960s, a text was printed
in posters giving new information for the audience
not speaking the Tatar language, “the stalls are ra-
dio-equipped, translation into Russian is available
(on Tuesday, Wedneseday, Friday, Saturday)”.

In the 1960-1970s colorful theatre posters ap-
peared where poster artists tried to convey the idea
of the play by means of figurative arts (E. Gelms,
L. Nasyrov and others). In those years, drawn
posters were in prime: in 1974, an exhibition of
theatre posters was organized. Original posters for
the plays “Kol Gali” by N. Fattakh (1973) and
“Bloody Shadows” by G. Borovik (the staging was
banned) are obviously exhibitory. They do not il-
lustrate the plot but reveal the emotional and im-
agery structure, and general, monumental style of
the play. In those years, the creation of posters by
theatre designers was not widespread (M. Sutyu-
shev, E. Gelms, L. Nasyrov, R, Dominov).

An appeal to traditional easel art, a rising tide of
interest in plot and grotesque as a form of theatre
performance, and poster expressiveness of image
was a general trend of that time, including the Tatar
theatre. Along with theatre designers (M. Sutyu-
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shev, E. Gelms, R, Dominov), posters were also
created by famous graphic artists, illustrators and
caricaturists, working for the satirical magazine
“Chayan”: E. Gelms, 1. Akhmadiev, L. Nasyrov,
and [. Khantemirov. The posters they created are
similar to their graphic drawings and caricatures.
This is particularly obvious through the example of
L. Nasyrov, the author of quite a few posters for the
plays of the Russian Drama Theatre named after
V. Kachalov, as well as the theatricals and costumes
for the Youth Theatre. In 1966, he was the art direc-
tor of “Hodja Nasreddin” by N. Isanbet in Tatar
State Academic Theatre named after G. Kamal (di-
rected by Kh. Urazikov). In the poster, the artist de-
picted Hodja in close up sitting on a donkey and
smiling cunningly at the public with his squinty
eyes. Light and flowing lines, like in the calligraphic
writing, chart the contours of the figures. The deco-
ration of the picture conveys the traditions of the
Tatar national applied and decorative arts: the fusion
of distinct localized blots of colors resembles a mo-
saic made of colored leather pieces.

E. Gelms and I. Akhmadiev, the masters of sa-
tirical drawing, handle a theatre poster as a satirical
poster revealing and supplementing the essence of
the play. E. Gelms’s poster for the play called
“Car, Car!” by F. Yarullin is aligned with his do-
mestic topics caricatures. There, every detail is
used to ridicule people who try to get a car at
might and main to be among the chosen ones, the
men of importance. Exaggerated personages, wear-
ing bright, almost clownish clothes, and a toy ve-
neer car look like some elements of a carneval (di-
rector M. Salimzhanov, 1974). The poster for “My
Little Poplar in a Red Kerchief” based on a short
novel by Ch. Aitmatov (directed by T. Khodz-
hayev, 1966) demonstrates another approach: the
artist depicts a picturesque backdrop in his favorite
dark-grey colors with a road climbing up the
mountains, which is a deep metaphorical poster
image, conveying complicated ups and downs of
human life. In 1967, the creators of this production
were awarded the State Prize of the TASSR named
after G. Tukay.

I. Akhmadiev’s artwork is closely connected
with the national classics back onstage. He ren-
dered the traditions of Tatar national arts in his
own manner and enriched theatre posters with
bright colors, a distinct pictorial framework (his
work for the theatre coincided with the relocation
of the theatre to a new building). His posters for
such plays as “The Kazan Towel” by K. Tinchurin,
“Fiance with a Briefcase” by N. Isanbet (directed
by M. Salimzhanov, 1986) are full of love and

good humor. In “The Kazan Towel”, a young man
and a young woman, wearing national costumes
are strutting with a “flag” represented by a towel
with a national ornament and the author’s name
(Tinchurin) on it. In the foreground, a mullah is sit-
ting, wearing a striped chapan, a huge turban, tell-
ing his beads and casting a fearful glance at the
young couple. In the poster for a legendary produc-
tion of “Almandar from Aldermesh Village” by
T. Minnullin, a multidimensional space was de-
signed combining real and unreal elements, keenly
conveying a sense of the theatrical performance. In
the composition on the right, representing the earth
against the background of sunny nature, under a
birch among bright sunflowers, a grey-haired old
man is sitting on a bench. On the right, the same
figure is represented by a light shade picture in an
infernal space. Above its head, a rainbow is glow-
ing, and all around it, the stars are shining (in
1979, director M. Salimzhanov, the author and lead
actor Sh. Biktimerov were awarded the State Prize
of the RFSSR named after K. Stanislavskiy).

In the 1980-1990s, stylistically different post-
ers were created with the photos of the production
and actors. The majority of them were represented
by simple illustrations. The traditions of the 1920-
1930s were restored to life, where not only the
name of the play was given, but also the cast with
all their regalia.

Street posters outside the theatre, started giving
the names of scene designers and composers (for
some time there were only the author’s and the di-
rector’s names). Quite a few theatre posters, en-
couraging the audience’s imagination and its com-
pex associative links, were created by S. Sko-
morokhov, the head artist of the theatre. His post-
ers for the plays “The Block™, based on a short
novel by Ch. Aitmatov, “L’Alouette” by A. Chek-
hov and others can exist irrespective of the theatre.

R. Isanbet, A. Gabdullin — experienced experts
in design, who had poster-wise thinking and knew
the peculiarities of the theatre art— studied com-
puter technologies themselves. A. Gabdullin often
used actors’ photos and aesthetic possibilities of
fonts as decorative material combining them with
emotional framework, artistic solution and peculi-
arities of stage design stylistically matching the
poster and the play (“The Blue Shawl” by
K. Tinchurin, “The Darling” by T. Minnullin,
“Brave Girls” by T. Gizzat, etc.).

R. Isanbet, possessing high graphic and paint-
ing culture inclined for easel forms, experimented
with the possibilities of symbols and signs and
mastered the artistic possibilities of photography
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and national ornament (“Once in the Summer Af-
ternoon” by L. Fosse, “Don Juan” by J. B. Moliere,
“Hoja Nasreddin” by N. Isanbet, directed by
F. Bikchantaev). Starting from the theme of the
play, he turned to the whole layer of the world cul-
ture including various connotative cultural con-
texts.

Nowadays, along with the repertoire changes,
there is a new symbol and new theatre posters ,
based on the design of old ones and the traditions of
constructivism (N. Agapova’s concept of design). A
unified advertizing style has been created in the
theatre, which is expressive, laconic and consistent
with contemporary requirements. There is the un-
derstanding of the fact that theatre posters, as a kind
of advertising, require a great variety of artistic ap-
proaches. Regardless of the development of new
technologies and other forms of advertising, posters
have still retained their importance in the Tatar thea-
tre because the public still appreciates the traditions
of the old school handwriting and printing.

A theatre poster, as contrasted to staging, con-
tinues living its independent life, maintaining the
communication between the theatre and the audi-
ence in time and space. It is a valuable document,
which provides a lot of information not only about
the theatre repertoire, playwrights, outstanding ac-
tors, but also about the audience’s tastes and the
aesthetic needs of the time, that is, about the thea-
tre policy of the age. Thus, it would be reasonable
to assemble all the collections of the theatre posters
of all Tatar theatres (currently, there are 11 of
them), as documented evidence and works of art in
one museum, to make these values available to
both the public and the researchers.
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Mokanane Tarapcran PecnyOnukacelHAarbl IJlakaT CoOHraTre TapUXblHA KarbLIBIIUIBI MaTepHa
cucTeMara cajblll OMpenraH. ABTOPHBIH WIbTHOApbl y3oreHge — aduma hom miakatiapaa
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TOYIQNIOHTOH TaTap TEaTPBIHBIH TapUXbl. Xe3MITTd Tepie ¢onmiapaan: I'. Kaman ucemennore Tatap
JIoyieT akamemust teatpbl, Kasan (Mmen Oye) denepans ynuBepcuteThiHblH H. M. JlobaueBckuit
ucemengore (GoHHM kutanxaHace, TP ®onnop akamemusceneH I'. MI6pahumoB mncemennmore Temn,
omabusT hom conrare mHctutyThl, TP Mwmum wmysee, C. CoiinomeB ncemenmore myseitman 320
YbITaHAK aHAJIM3/IaHa. Tarap TeaTpsl YCEIICHEH Tepje dTalulapblHaa aduiua SIUISYHEH JYTaJere,
CTWJIMCTHKACHI, COHTaTH Y3€HYAJICKIOPE S3MaHbIH THKIIEPY MPEAMETHIH OMIreNd. Olere Xe3MoTHEH
SIHAJIBITHI IIYHJA: YJI KUTAl MOJIQHUSTE TasTh Oail Tpaguuusuiopra us OyiraH TaTap XaJKbIHBIH TaTap
TeaTphl IIAKaT COHTaTe TapUXbIHHAH OepeHdue THKIIepeHY Oysbim Topa. Mokamoms aduimma hom
TUTAKaTIIapHbIH, TEATPHBIH KATJIAYJIbl TAPUXH IOJIBIH, TOI YCEIl TeHICHIVSUIOPCH YarblIIBIPHII, aHBIH

Y3CHYAJICKIIC ounrece 6yJ'ILIH KUTYC OQJINIITIOHD.

Temn TemeH4aIdp: TaTap TeaTpsl, TaTap ApamaTyprusce, aguiia, IiakaT, COHraTh oeieme.

TacBupsiii COHTraTBbHEH Y3CHYAIEKIE
TepiopeHeH Oepce Oynran Kazan mmakaTsl
TYpBIHAA KYII KEHO (OHHH XE3MOTIIop Oap
[Kopamos, 1929], [YnemuoBa, 2014];
[Yaemnosa, 2005]; [YepBonnas, 1978]. Pexnama
OelloH  COHTaThbHEH  MOCTOKBIAIBL  9Copiope
YUTEH/Ore Y3€HUYAJIeKNIe JKaHp Oymapak yi oJers
THEIICHYd OWUPOHEIIMOroH hoM TYJIBICHIHYA KBIETI
OeTepesMoraH.

CoHraTh TapUXYBICHI, COSCH  IIIaKaTIIAPHBI
tukmepyue II. KopuunoB Kazanma murakar
Oapnbikka kunyHe DeBpanb uHKBINAOBI hom
paccam K. UYeboraper [Kopummos, 6. 4] uceme
Ocenon Oovimm hom ambiH 1920 emnmapma  O.
T'aBpusnos JKUTIKIIOTOH Hoaynor COHTaTh
OCTaXaHOJOpPEH/IQ  IOTapbhl  YCEIIKd  Hpenrye
TypeiHAa Oomaii mu: «TacBupslif coHratebHeH Oy
Tepe 0eTeH neHbsira Oeek couuans (akrop hom
Maccamapra TOICHp HTY 4apacel  Oynapak
CoHraThHeH shoMHATEeH OWK ayblK UTEH KYPCOTTE»
[Kopamos, 6. 1].

Pyc Tearp mmakaTel TapuXbIH OUPOHYID
oepernue amgpiMHapHab! HO. brmaros 6emon E. Kirro-
geBcKas siceid [bmaros, 2002]. Amap 2002 emma
«Kazanp» xKypHajibHIa 0aChUIraH MOKAIQISOPEHID
HKe Tachlp nmoBaMmblHAarel (1836 enmman  aibin
Oyrenre KeHrs Kamop) TeaTp adumanapsiHa
FOMYyMH  KY39TY SChIiylap. AHHaH MOTBIYM
Oyiranva, WH saxmbl ypHOkIOp Kazan mohop
teaTpsl hom Kazan 3yp TearpsiHa kKaphiid. Xozepre
BaKbITTa TaTap TeaTp IUIAKAThIH aHalIHu3Jiayra
OarellUIaHTaH Maxcyc TUKIIEPEHYJIIp,
b. I'erit330THEH Ta3eTana OachUIraH MOKaJOCEHHOH
kanma [I'm33ar, 1956], 1ok mopokoceHno. byrenre
TeaTp IUIAKAThl Ka3aHBINUIAPHl OCpEeHYE TaIKbIP
2003 enga  «CoBpeMeHHass  cueHorpadus
Tarapcrana» IuroH peciTyOiHKa KYpPro3MACEHIQ
KYpcoTenJie, aHbIH HOTIKAIOpE IIyJ YK HceMIore
Karajorra 0aceutbin Ta 4bIkThI [Cynranosa, 2003].

XX racelp OambIHHAH allbIl Xd3epre KOHT
KaJIop TyTUIaHTaH He3mopua JTAaHOIaTe
apuIIanapHelH ~ YHHKaldb  YPHOKIOpE  Tearp
apxuBnapsiga, TP Mummu myseenaa, C. Coiino-
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mieB myseeHna, Kaszan denepanb yHHBEPCHUTETHI
kuranxanaceHnd, TP ®Anen I'. M6pahumoB ncewm.
Ten, omobusAT hom coHTaTh MHCTUTYTHI (ayra Tada
TOhCH) S3ma hom My3bIKallb MHpac Y39reHID
cakJaHa.

Anapubl  Tatap noynor akanmemusi, Tatap
XynoxkecTBo armaenop («3mraey»), Komxos-coBxo3
(kyuma) TeaTpmapbl aduIIANapbl TOMIKHI HTI.
Adumanap Kazangaret n. XapuTOHOB
tuniorpaduscennd, «Tarmomurpadyra 100, 200,
250 (racTposib CHEKTAaKJIbIOPE ©UeH CHPOK KEHD
500) pmamome OaceumraH. by roakatmap  3yp
dbopmarra (48x72, 97x75, 76x108 cM) SIUTOHTIH.

Crexkraknsiaop Coymoropiop cobpanuece, 3yp
tearp, Llopeik knyOsl, «Pyc IllBeiinapusce»
OmHamapeiHma hom Oamrka ypbIHHapjaa Kyena.
Tarap Tearpsl ¢opmananty dopbinaa Kazanmarst
COXHO TOPMBIIIBIHBIH TYPBLAAH-TYpHl Inahute
Oynran Kymbs3Ma adumianap aepyda KbI3BIKCHIHY
yata. Kyrmmepe y3enrdasH aopokoqe reHs OW3onToH
Oyicamap ma, yn YOpHBIH IUIAKaT COHTaTe Tarap
TeaTpbl TapUXBIHBIH raKoen KBI3BIKJIBI
coxudaIopeH aya.

lyra ma wureTHOap MWTOPre KHPOK: IUIAKAT

MaTepualJapblH ~ OWPOHTOHJO, JKUTAM  T'EHO
KBICHJIBIKJIAD OCJIOH  OdYparipipra TYpbl KHIIO:
OUTHK, JaTanapbl Kyenmay, YITHOMHApe,
TUPAXKIIAPHL, aBTOPJIAPBIHBIH Ounrecesnere,

HOLIPUATIIAPEl KYPCOTeNMay - Oomap Oapbichl aa
IUIaKaTiapJa KYTOPEJIIdH TeMajlapHbl TYJIbIPaK
aypIKJIay ©YEeH Tajol WTENToH OumbnuorpadusHe
TOraJI ALLIOPra KOMayayJIbli.

Tymnanran MaTepHaIapHbl aHaJIM3IIay
KYPCOTKOHYQ, TIIJIaKaT aBTOPJIAPBl Y3 OJIIJIOpEH
AXIIBl OeNroHHOP hom, Tamamiadybl 30BBITBIH HCT
TOTHIII, pexiiama MpoAyKLIHsICE Oynran
adumanapra Kapara KyelraH TeIl TaJloIIopHe
YTOpIa THIPBIIKaHHAP.

Bepenuenon, hop mnnakarka xac OynraHua,
TeaTp IUIAKaThIHA /1a KYICY3JIEJIEK POXCOT UTEIMHU.
JlakoHM3M, KBICKQIBIK - Oy JXKaHp/Aa HMXKAT HUTYYe
poccaM edeH Tem KaHyH. TeaTp IIaKkaThIH
KaTJIayJbl pedycKa oiIIoHAepepra sipaMblid, ITyJai
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MOHJIA JIa,
HUHJUACP

ma hop conrate ocopeHzmereda,
TamMallayblHbl  JKOJIEN HUTY  ©YeH,
cepJelnek Oyiy 3apypH.

CoHraThHEH CHHTE3ra HHUTE3JIOHTOH
Oymapak, TacBUpbIii hoM  CcoXHO  coHrare
IUIAKATBIHBIH ~ 9/100M  00pa3ibUIBITEl  TYOQHJOTE
TAJSIIIOPTS JKaBall OUPEpPra THENl: KOMIIO3UIIUS
OCTaIIBITBl, Tpapuk hoM CBHIHJIBI TOICHUPIIETICK,
nonurpaduK TaldmIopHe HcTd ToTry. Llym yk
BakbITTa aduIafaH CHEKTaKIbHEH wuaes hom
COHraTH Y3€HUAJIETeH, KOHKpPET Oep KOJUIEKTHBTA
aHBIH CTHJIMCTUK TOYASJOHEIICH, STBbHU Tearp
[TOCTAHOBKACBIHBIH JCTETUK PYXBIH TaMalladbira
YKUTKEPS alry J1a copana.

XIX  racelp axpIpblHIA  QJIE rauio
CIEKTaKJIbJIope pacMu  Oenzaepynopce3  hom
OwJieTIap CaThUIMBIYA ThIHA Y3IBIPBUTY CO0ILIE,
ayap TypbIHJa Tap Aaupd Kellenape reHa Oeo.

Tarap Tearp adumackl GopMananryHblH TIyre
anpIMHapel OepeHue Tearp Tpynmnanapbl «Coitsp»
(1907) hom «Hyp» (1912) o»mruommere OeioH
Ooiine.

Tarap TtearpeiHblH Oepenue adumacer 1905
ena TOMYM WHKBIIIA0M KyTopesem YOphIH/A
Oapneikka kKuio. b.I'BIA330T s3randa, ym Tecie
ouzonemts hom pyc tenenno Oyna [['mzzar, 1956].
Anpga Poccusme OepeHYe TamKbelp MeceIMaH
apTUCTIIaphl TPYIIIACBIHBIH PICMHU POBEIITS PYC
hoM Tarap TeNIOpPEHIS CIEKTaKlb KYpCoTye
urbnad urend. [Iporpammana: A. I'pruboenoBHBIH
«l'ope or yma» hom H. TI'orompHeH «PeBH30p»,
mynaif yk A. OcTpoBckuitHbIH «CBET W ThbMa»
(upekie Topxemace «B dyxoMm mupy Moxmenne»)
KOMEAMSIIOPEHHOH KYPEHEIIap.

By, ubiHHaH na, 3yp Qopmarrarbl TaMmamiavbl
39BBITHl, UXTBIDKBI hoM y3eHUOIleTe MCOIKS ablll
SNUIOHTOH pekiiaMa aduinackl Oyna. CreKTakibHe
OCIITHIPYYBUIAP TaTap XaTBIH-KBI3bI CIEKTAKJIBra
OapMac, Y0HKH aH/Ia aHa 0OPKOHUEKCE3, YUT HPIIOP
apachlHJa yTHIPBIpra TYpbl KWJIQUOK, AUToH (apas
OcioH Tazerama Oacbuiran  Oemepysiopao 1o,
apumana na OelbeTaXHBIH (OKATh XaThIH-KbI3
Tamamiayblra  TbIHA  OWJTENoHYEH,  TEJOroH
MecelMaH XaThIH-KbI3JIap ©YeH aHja Hoduc Byallb
outiiek To  OyNyblH Maxcyc  KypCoToyop.
Benberaxra kepy, Kopuaop hoMm THIIIKBI KHEMHE
cakyay 3JTewiope Up-aTiap YTel KepPMOCIeK UTen
KOWIOHO. Xe3MOT KypceoTydenop pyciaap Oyma
[KymbIcHUKOB, 0. 35].

OpenOyprra Oepenue npohecCUoHaNb
Tpynnanbl oemtbipyusl WM. Kynames-Amnikazapc-
KW, TamallaybUIapHBI KYOPOK JKOJlEN WTY ©YeH,
apumanap  OW3oNEIIEHId Tarap  IMyOJIMKaCHl
SIpaThIll Kapbeli TOpPraH I[HMPK IpOorpaMMaiapbl

Tepe

adumacel poBemICHID KaOapbIHKBI (KaTJIayJIbl)
UTENl DJUUIGHTOH  (opmanapaaH  ¢aiinanaHa.
. Kynames-Amka3apckuiiubly «Hamannap wuio
TaJTuMHIpP, A UexoB  XUKosUIOpE OyeHua
COXHONOIITEPENToH «Xupyprust» hom  «[britnem
TOUIPUX, KACBIM» CIEKTAKIBIOPEHHOH COH KHY9

OporpaMMmachblHa, TeIl  CHEKTAaKIbrd  ©CTOMI
Oymapak, jaekiamaius, Kplp, OWI0  Kebek
HOMepJap/aH Thill, (eiiepBepk Ta KepTedo.

Hun ohennope Tearp SIIYOHIICTEH

(haHaTHKIIap4ya Kapmibl YbIKcalap Ja, OepeHde
TaTap TPYINIAChIH OCIITHIPYYbLIAp, Y3JI9pe [0
KallgaHJIBIp MOJIPACY IISKEPTIIOpe OyJITaHIIBIKTaH,
HcIaMra XepMoT OeloH Kaphlitmap. MecenMan
OoiipomHOope yHae OemoH Tepie ypBIHHapAA
CIIEKTAKJIBIIOP KYPCITanop. MocamoH, 1913 enubiH
28 oxTa0penno Kopban Ooiipome XepmoTeHO
MecenMan gpama apTUCTIIapbl mUpKaTeHEH«Hyp»
KyuMmo Tpynnacel OpeHOyprHbiH m1ohap TeaTphiHAa
KaBkaz MecenMaHHapbl KOHISJIEK TOPMBIIIBIH
SIKTBIPTKaH «Meckritbore DoxpeTaAnH»
tparenusicen (H. Bosup-3amo ocope, I'. Hyraitbok
TOp)KEMoce) KypcoTonop. AHIa  TpyImaaarsl
hopkem xkarHama. Adwummackl HOCX CTHICHID
suptonroH. TP ®A T. Ho6pahumor wucem.
TOhCHHeH f3Ma hoM My3bikanh MHpac y39reH[19
cakiaHran TarblH Oep adumana WM. Kynames-

Amkazapckuit  Tpynmackl TapadsiHHaH «JlyHa-
mapk»  0ak4achl ~ TeaTphIHIA  3yp  KHYQ
OCIITHIPHUTYHI, «Opaamces3nap» CIIEKTaKJIe

Kypcarenye, mynai yk 1918 ennsiH 30 uroHeHd
VYpaza Oofipome xoepmoTeHo «MeckeH DaTtmx»
CIIEKTaKJIe Kyenadyarsl TypbIlHaa Xa09p urena. 1920
elap axpIpplHA Kagop adumanapaa  OUPK
Tamalajiapsl dIeMEHTJIapsl KyJlaHbu1a. MacaoH,
1918 enupiH reritHBapeiHAa I'. MOHACHIHTIOBHBIH
«Hpem KalTThI», «muenap KOpOaHbD)
CHEKTAaKJIbIIOpe ©4YeH Yo4oK  OpHaMEHTIIAphI
YHUTENTOH KYJIbSYJIBIK POBEIICH I OU3AIIToH aduina
nporpammaceiHia «Ha Bedepe aMBEpPTHCMEHT,
TaHIBl, JIOTepes, aMEPUKaHCKHHA  ayKIHOH,
CEepIaHTHH H Jp.» JWUTOH CY3JI9p A9 A3BUITaH
[[". Kaman TeaTpsl apXuBbI].

lactpone adwumanapeiH OW3SYyAS 110 LHPK
3JIeMEHTJIaphl KyJutanbiia. MacanoH, I'. KamanubiH
«boxerce3 erer» cCHEeKTaklie MOCTaHOBKACHIHA
O3EpIIOHTOH aduilla TEeKCThIHA IUAroHaib OyeHda
pyc TemeHmo hom HocX cTWiIeHmere (Tapom
S3YBIHBIH Oep Tepe) TaTap BapUaHTHIHAA Ooaif
UM s3bUTaH: «3a’d hoM KHOCKIIAp KOHYBITHILI
30BBITBIHYA OM33J19. AHTPAKT BAaKBITBIHIA OPKECTP
MHIUTA KoWIop Oamkapadak. CIIEKTaKJIbIOH COH,
Outonop, KOH(METTH KOpolUIdpe, CepHaHTHH,

132



TATARICA: CULTURE, PERSONALITY AND EDUCATION

OomMOausIkiIap, odydsl modra Oynadak» («Kazam»
MUJLTH-MOJIOHH Y39T€HEH JauMH DKCIIO3UIIHSCE).
Tearp adwuiiaceiHBIH OepeHYe poccambl IHIL,
OMK XaKJIBI poBemTo Apamatypr ['ammocrap Kaman
uceMeH atblil amaOb3. Tarap mpudTIAPBIHBIH
yTHI3NIaN siHa Tepe (aJapHBIH erepMelloH apTHIThI
1909 emnapnan M. XapuToHOB THIOTpadHsICCHID
KHTarap Oacyjia KyJulaHbuia) OapiibIKKa KHITYIQ
oo aHblH xe3mare 3yp [Kapumymmun, 6. 52].
[Inakat coHrareHao TaTap Tearp adwuIIanapbIHBIH
MOCTOKBIIIIb rpaduk JKaHPBI Oymapax
(dopmanamysl na I'. Kaman 6enon Oaiine. JI. Autos
WCKO airaH4a, aduimanapHbl, THIOTPAQHIId
OacTeIpymaH OWTPOK, KyJAaH scapra ThIpHIIIaiap.
lNapon kammurpadwuscen sxmsr Genron I'. Kaman
y3€HeH yinbl OHoc OenoH hop cmekrakiera 40-
50mep aduma summu [Autos, 6. 105-106]. Anap,
xopeduiopaoH  TeHo  Tesenmuuo, 1. Kaman
poceMHope Tell YpPHIHHBI OWJIOTOH YBIH COHTAaTH
KOMIIO3UIMSUIOPHE TOIIKWII UTAISP. ABTOPHBIH Y3
OcHeducel adumacel aepyda MaTyp OH3QITOH
oyma. Ilpodeccronans kammurpad Oyrnapak,
I'. Kaman adwumanapga Tepne Tunrtarsl hom
ymgomaere  xopediopHe — Teplie  JIeKOpaTHB
OpHaMEHTJIapra OXINAThIN OJIUIA. OWTHK, 1914
enHelH, 22 gekabpeHas fna kmyOrta Kyenral
«YiHam, 1916  ennbIy 15  aBrycrteiHza
KkypcarenroH «Keukeno cyreimm», «Kunkyapmap»
CIEKTAKJIbJIOPE MOCTAHOBKAIAPHl ©UEH 93EPIIOHTOH

adumanap, HOCX CTHJICHZIOTE OuzokIe
KaJmurpaduK mwKat ypHore OyibI Topanap (6omap
Tarapcran PecrmyOnmukacel MWD — My3eeH[a

caxnana). LlyHeicel na mMehmm: OamrTarsl AHUCTS
eJutap Tearp aduimanzapsl aepbulbI Topa. Anapnaa,
CIEeKTaKJIbh aTamachl, aHJa KaTHaIy4ybutap hom
OamKapyybliap MCEMJIETCHHOH THIMI, TamallaJaH
COH Y3IbIpbUIa TOPraH MYy3bIKallb KHYAJIOD SIKH
Oamka  yapaJapHBlH  Iporpammainapsl  JAa
KypcoTens. Maconon, 1908 ennbiH 24 HOS0PDH
Jatacsl Kyenrad adumana TyOoHIoTenap s3bUIraH:
«ITouck  xenuxa, wim bega  mo3opHOro
OoOBsBICHUSA». 3aTeM JHTEpaTypHbIM Bedep U
tannpl. [Ipouee: C. Pamue u I'. TykaeB OyayT

YUTaTh CBOM TmocienHue ctuxu.  Oprectp
TaTapcKoit MOJIOJIEXKH Oynet UTpaTh
HallMOHAIbHBIC MEJIOIUH. B CIICKTaKJIIe

yuacTtByloT: l'm3zatyinuna, bBynrapckas» (Hacx
nouyepkpl; TOhCHU fIzma hom My3bIKamb Mupac
Y3are apXuBbI).

TamarragsutapHbl KYOpaK *KoJen UTY MakcaThl
0enoH, KalluakTa CIIEKTaKiIb MCEMEHd aHJaTMa
6upemns. Maocamon: «1914 ennsiH 22 nexkaOpeHIo
Sna xiaybra A. KapueB KuToKdUenereHzaore
Mecenman apama apTUCTIIAphI MIMPKITE «Y HHAID)

CHeKTakiIeH KypcoTo». lllyHna yk acra xupuumma
xopeaope OenoH 0Oonail AMII TS OCTOJIOH:
«Kaenana eiio Oyiica, eiiHEH acThl ©CKO KHIIOM.
«Kepy pexomeHmaruss OyeHYa Tyren. AHTpPaKT
BakKbIThIHAa DUIIKHMH JKUTIKYEICTEHId OpPKECTp

YUHBII.
Bepenue BeTtenneHbst cyrbimbl 4opsl aduia-
IUIaKaTIIapbl  MOTBJIyMaTiapra Oainmbirel  hom

NOYEPKIAPBIHBIH Topiiesiere OeloH aepbuUIbI Topa.
TOhCH S3ma hom My3bIKanb MUpac Y39reHID
Kypm hoM HOCX CTHJICHIO SIUIOHTOH IIIaKaTiap
Oap. AmapHBIH Ja acKbl OJIEMICH® TaMalladbIHbI
JKOJIETT ~ WUTY  MAaKCaThIHHAH, SKH  aJjiarbl
CIIEKTaKJIbHE AHOHCIIaTaH ©CTOMO MArbIyMaTiiap
ypHamTeIpbuiran. Macamnon: «1. Maii Machamace».
«Kazanra cosxor». 'omympoccuss haeanma itesy
(hnoter daiinaceiHa xolipus cnekrakie (1913 em,
14 utonb)». 1914 en, 14 deBpans matacel KyenraH
WKEHYE IUIaKaTTa MOHABIN tommap Oap: «bep
COTaThJIEK XaThIH» CHEKTaKJe. 12 SIblIeK JKbIPYbI

@artbiiiMa ['omopoBa koHiueptol. X. I'omopos
OamkapybsIiHIa nOekiamanus. butomop. butomop
BakKbIThIHAa KapranojabCKuil TOJKBI OPKECTPHI
yHAHAs9aKy.

1913 enpman Oanwtam, aduiianapaa Tearp
sMmbieManapbl  KyJulaHbUTa  Oamuiblid.  Aumap
COXHOHEH SIH JEKOpAIMAIopPEe  POBEIICHIIre

pamkama Owupeno, OalblHA TOKBIS KHISPEITOH
XaTBIH-KbI3 pAceMe (2JIeK aHbIH YPBIHBIHIA Ca3
(mpa) reiHAa Oynran) suuoHe. Hocx cruieHno
CIIEKTaKJIb nceme KYpCaTena: MOCOJISH,
A. UexoBHBIH «Ato», I'. Kaman kyiiran «AHackl
Kabepe ecTeHIo.

1918 ennpiH 15 THIMHBApPHI JaTachl KyejlraH
WHKBIIA0U J9BEp ©YCH TUIHMK CaHajIraH adwuiia:
«Xopbu maTpuoTHK Kku4a. «JeHmmk [amm»
cnekrakie. J[MBepTHCMEHT (IIUTHIPHISp, MY3bIKa,
JKBIpap, OWIOIop, Oaner, XUKos, MEKIaMaIlhsIop;
KaBaJIEPUCTIIAP, ICKAIPOHHAP KBIPJbIHA, Kypaiiaa
yUHBIN, TUMHACTJIAD YBITHIIBI, XOpOW yEeHHap).
buromop» (TOhRCH fl3ma hom My3sikanmp mupac

Y30TeHHOH).
Momnablit IJIaKaTiapaa, MHKBIIA0K
pOMaHTHKaAaH THII, ypa-naTpuoTHU3M

JJeMeHTIapsl hoM rafy KemelopHeH Ta3ariibl
TOPMBIIIBI, CYTHIIITAH COHIBl KUMEPEKIEKIop
aBa3bl J1a YarbUIBIII TAIKaH.

XX TachIpHBIH O€peHdYe MNCTO eJUIaphIHA
SUUIOHTOH — aduIianap  CTHINCTUKA  SThIHHAH
Y370pEHEH ayubIKTaH-a4yblK JAEKOPATHBIBITHI, Tapall
S3YBIHBIH KaTJaylel (QopMmalapblH KyJUlaHy, V3
3aMaHbl ~ CTHJIEHO (MOAEpPH) SKBIH  MHJUIA
OpHaMEHTIap KyJjlaHy O€NoH aepbUIbIl TOopajiap,
IIYHBIH ©CTEHS ajap MHKBIIIa0Ka Kajop 0achUIbII
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YBIKKAH TaTap KHTaIlapbl OW30JICIICHD (KUTar
OuTe ecTeHIore OpHAMEHT, KaliMa, BUHbETKa hom
surzar, pom0 h.0. poBemieHgore OW3OKISP) M9
OXIIamnuIap.

IIymeIHABII TOPIENEKKd A9 KapamacTaH, Yl
yop adumanapel pekiamMa  XapaKTepbIHIATbI
nonurpaduK MPOMYKIUs OYJIBIIT KbIHA caHaiamap,
1920-1930 emmap TUTaKaTiIapel KeOEK COHraTh
KBIMMMOTKQ J19rbBa KbUIMBIIAIAP.

1920 emmapma Tarap Tearp adwuIIamaps
OM30JICIIICHI0 KOHCTPYKTHBIIBIK hoM MaccakyiioM
aruTanusl CoHrate 337ope Ky3orend. by oupakra,
OepeHue  uympaTTa, OJKCIEpUMEHTAIh  Tearp
(KOMCT) HOTBIHTEICEIHA HT'BTHOAP UTOPT KUPOK.
Annma M. bapamos, K. Ueborapes, B. ®oMuHbIX,
C. XpomoB kebek aduia TypbIHAATH TaIOTIOHTOH
Ky3aJulayJIapHbl FOKKa 4YbITaphlpra OMTBUITaH
paccamHap I, Adummanap apThIK
KYTICY3JICIEKTOH apbIHIABIPbUIA, aHIA TEeaTPHBIH
hom cmekrakibHEH HWCEeMHOpE Kyella, aBTOPBI
KYpCoTend, KYyHOYbUIApHBIH (peKHCCep, paccam,
KOMITO3UTOp, OaseT™melcTep, TON  POJBIOpHE
OamKapy4ybUIapHBIH) HCeM-(aMHIHAIOpE  S3bLIa.
TaretH Oep y3eHYonere IMyHHAA: CIEKTaKIbHEH
HCEMEH dpe uten, Gurypansl xopedop OelroH, Ten
(oHra KOHTPAcCT TOCTd 53y (TOMYMOH, TEKCTHBI
(hOHHAH HBIK aepbIl TOPraH TecIop OeloH Oupy).

Pacem rpadukaceiH KyJutaHynaH Ba3 KHYeTI,
TUNOrpaduK anpiMHapra Kydy TEKCTHBI sHaya
YPHAIITHIPYTA FOI a4a: CY3JIap OJIEHUIopra OYJIeHD,
IuaroHaigh OyeHda sKu Oackeramam hoMm TYTopok
POBEIICHI®  apKBUIBI-TOPKBUIBI  YPHAIITHIPHLIA.
KoHncTpykTHB miakaTiapHs! THKIIepyuensp «1917
enra Kamep Tearp aduIIaiapelHIa  MOHBIH
OepkaiiyaH Ja OyJraHbl IOK HJIC» JUTOH Kapalira
topanap [Jlanuna, 6. 57]. Mucan wuren
. Kamanueiy «Y1», K. Tunuypunssely «Wo»
Ibecaiapbl OyeHYa COXHAJISIITEPENTOH CIIeKTaKIIb-
Jop adumanapein kutepepra Oynaa. «UT» hom
«IL» cy3mope amapna ak ¢oHra 3pe HTen KbI3bLI
xopedurop OeoH s3puraH. «OTeNmo» CIIeKTaKie
IUTaKaThl Ja IOyHJBIA KbICKAJIbIKKA Hs. AHBIH
Ocepenue xopedpe O mulakar korase OUEKICTEeHO
cysbuirad. «ODVA» («Onsa») cy3eHeH xopediape
KbI3bUT (har (OHBIHIATH BH3yallb OPHAMEHTHBI
XOTEPIIATD. CrieKTakIbHeH nuceMeH
CTHIIBJISIITEPENToH Xapeduop OenoH Oupy aHblH
pyxbiH hoM XapakTepwslH 4darsuimbipa (MocomoH, T
xopede YYKeUHE XOTepioTd). TarblH XapakTepiibl
Oep Yy3eH4oJeK OyJbIl KOHTpAacT Techopas (Kapa
ak, KbI3BUT Kapa, aK KbI3BLI) dpe Xopediop OeioH
eurouMakian hoM KBajpaT pPOBEIICHI® CTaHAapT
XopeopAoH KpleNraH aduiia TeKCTJIapbIHIA
TaTap TYKY4YbUIBIK OW30KIOpE Ky3  allJblHa

KuTepeny Topa. XopehIopaoH TyIUIaHTaH rajdTH
TUNTarsl apumanapga Oep SKU HKE TOCTare
OysAynap KyJUIaHBUICA, TACTPOJb CIEKTAKIBIIPE
adumanapeiHaa Uco OepHUYID Toc (caphl, KOPOH,
Opomsa Tec) dainamansuia. Kydwu crmmenmgore
Xopediop  KyJJIaHBUTY OSKCHEPHUMEHTHI —aepyda
KBI3BIKJIBI, a71ap KOHCTPYKTUB a4ubIKIayra MOXTaxK.

K. TuHuypuHHBIH «AMEpUKAaH» IIbECACHI
OyeHua 1924 CJIHBIH, 19 MapTbIHIA
COXHOJIOIUTEPENITOH  CIEKTaKJIbHEH  a(uIIackl

909K KeOeK Ky(pu cTHIeHAoTe OopMaisl Xopediop
Ocmon OwmzonroH Oysca, o wWHAE KuuoHeH 14
(heBpainb maracel Kyenran 1929 enmHbIH KOHUYBITHIIT
KITyOTarsl adumacer HOCX MOYepKBIHA
OXIATBUITAH TeoMeTpHK Kydu Oenmon Matyp hom
39BBIKJIBI UTEM SUUIOHT9H. TeaTpHbiH 20 eJuTbirbiHa

(1926 en) OarpIUIaHTaH TAHTAHAIBI KUY
adpumacer Owmk 3yp ¢Qopmarra hom  aHBIH
Om3zonemeHne [0 WIylnad YK Kypu CTHIC
KYyJUTaHbLIA.

bupeno OepeHue Tamkwlp Oamajmap TPYIIACHI
penepryapsl («Tbrukanra yiem, MoUers KeJjKe»)
hom TeaTp TEXHUKYMBI CTYACHTIApPBI YBITHILIBI
(«bepende agpIM») XaKbIHAA 1a OCIIEPENo.

Morbeaym Oynranda, 1920 emmapna Tatap
TeaTphIHJA KyelraH OepeHue aBaHrap)] CIICKTaKIb-
JIOp - TaTap TeaTp TeXHUKYMbIHbIH P. Wmmopar,
KOMCT hom axtep, pexuccep ©O. MoKHUTEB
(1900-1946), oemTHIpBINT KbIHA KaJIMbIA4Ya, aHBI
y3¢ YK mxkatka pyxmadaeipran  «bomOay
[CynTanoBa, 6. 549-560] koyiekTHBIApHl OeIoH
XE3MOTTIIUIETCHEH HOTHXKACE.

KbIzranpluka Kapuibsl, aBaHrap]l CIEKTaKJb-

JOpHEH IUIakaTiapbl a3  cakinaHrai. KOV
KOJIJIEKITUSICEH T AHJTBINA TamMalagapHbIH
xapakTepbl hoMm »utonere TyphIHIA Ky3ayay

TYABIPBIpra SIPIIOM WTKOH OepHHuYo aduma Oap.
MocanoH, CoHraTh TEXHUKYMBIHBIH TeaTp Oysere
d3epJian ybIraprad OepeHde TOPKEeMHEH Iearorbl
M. MohaueB  KMTOKYENETCHIAre  KYPCITMQ
CTIEKTaKJIe OM0 HOMEpIIaphl OeIoH OaeThUIraH Xop,
OpKecTp KaTHambiHAa y3a. Paccam Hukanapos
(nceme KypcoTelIMoraH) TapadblHHAH OW3AIToH
apumaza TaMallaHBIH KaTHAIIy4YblJIapel Tatap
TeaTpblHbIH ~ Oyjlauak  apTUCTIapbl: Y TOILEB,
3. bukOynaropa, X. ['eritnemanoB, @. Haraesa,
I'. Mancypos, I'. XokumoBnap KypcaTeiraH.

Hoxp wmeno cynd (cynm ¢poHT) I1oHOjIEmIe

paccamHapsl  hom  pexucceprapbl  aduiranap
JNUIOYD,  OepeHdye  OyJiblll,  KAUHOMOHTAX
QIBIMHAPBI, I[HUPK OJIEMEHTIAphl  KyJUIaHaiap.

Maconon «58» crektakiie aduImacklHAa IIyHIBIA
Mmorbpaymatiap OupenroH: C. BonmeBa-Cynbba
WxaTel, 4 mopasne, 16 KypeHemTs, pexuccepsl
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K Turuypun, My3bIKaidh  OW3oJell  aBTOPHI
C. CoiipomeB, poccambl II. Cnepanckuii (J1aTuH
xopedope OenmoH Tatap hoMm pyc TeIUIOpEeHId
SI3BIITAH).
TeaTpHbIH
aKTepJIApPHBIH

XYJ0XKECTBO  YKHTOKYEJICTCHEH,

¢dororpadusope, Tepie
KOH(UTYpauusiag (KuIma39 PoBELICH D,
JaroHalb SKH BEPTUKAIb OyeHua)
YPHAIITBIPBUIBIN, KOJUIaXX  OapjbIKKa  KHTEp?,
myHAa yK  anjarsl  perepryap  (KJaccuka,
OPUTHHAJb JCOPIAP, TOPIKEMO  CIIEKTaKIbJIP)
caHam YTeNd, XOTTa CHEKTaKJIbHEH MaKeTbl
ypHAIITHIPhLIA.

1920 emmap axpipeiaga 1930 emmap Oamrsiazma
aduiagapaa oltoyue aKTepJIapHbIH
¢dororpadusuiope 6upens Gauutbiii. Macamon: 1927
enHblH 27 TeIiHBapbiHga Kyenrad «Tahup 3ehpo»
CIIEeKTaKJIe WceMe aduimama auaroHanb OyeHYa
HOCX CTWJIEHId SI3BUITAH, HKE SK UYHUTCHID
®. Unbckas 6emon M. Mohnues dotorpadusiiope
ypHamTeIpsurad (TP Mwmmn my3see). 1932 enHbIH
16-17 wHosOpe naracel KyenraH aduinaaa Terl
poOJbIIopHE  yHHAy4ybl —aKTepiap  SIHOLISCCHIId
apructka Hodura ApamoBaHblH Ja KaTHAIIYBI
TYpBIH/IA& ~ OCTOMO  MOTBJIYMAT  JKUTKEPEIo.
«Orenio» CIEeKTaKJIeHEH STHAPTBUITaH
kyensiusiHaa Otemwto poneHnd Moxrap MyTux
yhHasgarel  Oemmepeno.  XallbIK  apTHCTIApPhI
C. I'viitzzorynnuna-Bomkcekas  6enon . bon-
rapckas, arkasanran aptuct K. Tunuypun
HWCEeMHOpE aduIIamapaa en kadariaHa.

By adwumanapusl 0u39yde poccam-aBTOpIAp
TypeiHAa (ukep Hepren OynMBbId, YOHKW anap

uM3aNaHMaradn.  Yn  emgapaa Oy  JImHe
«Tarnonurpad» tunorpadusice xaped
JKBIIOYBLIAPEL, xaped KaccajlapblHIarel
MOMKHHJIEKTOH YBITBIN, THKPUOS POBEHICHID

y3nmope Oamrkapanap.
XIX racelp pyc Tearpsl adumamapsiHAa KAH
KyJUIaHBIITaHYa, Kewle MHIyCTpHalb YCEll ajuraH

TIOBEP Y3EHYQIIEKIopeH XapakTepiiaral
3JIeMEHTIIap Jla OapiibIKKa KW Oaiiiblid. AHIBINA
aMOnemManap Kyn Tepie. «YJIMOC — XaHbIM»

cnekTakieHeH 1926 en, 5 ¢deBpans natacel OenoH
SIUTOHTOH aHIIackiHIa SKICKTHK (opMaa ThIHA
Tarap poymoT akagemMuss TeaTphl 3MOJIEMAaCHI
ypHAWITHIpbUITaH. ['amoTToreds yim ecto yprara,
HWKETd aephuiraH IIecTepHsS (OHBIHIA OUTIOPEHO
Kayphliiap sicailraH a4blKk KUTAl POBEUICHID
OupenroH, TeaTpHBIH HceMe pyc hoMm rapon
rpadukaceiHna Bak xopeduop OemoH  TaTtap
TeopeHAd A3bpuIrad. © uH ecto PCOCP repOsr.
C. CoiimomieB myszeenga 0Oesro 1920 emmap
axpipel 1930 emnmap  OamiblHIA — AIIIOHTOH

adbumanrapga  TacBHpHIM  dJNEMEHTIapra  Oaif
SMOJIeMaJIapHBI  Jla odpaThipra Typbl KHIJIC.
Bepende mnanna Te3enemnn BhIIKAIAPHI, OMEK-OHEK
HopTiiap OENIoH TOYIAISHIEPENToH WHIYCTPHAIh
nei3ax, aHblH (POHBIHA 3aMaH4Ya CUMBOJUIAp: YHIA
TPaKTOp, CyjJa KHTalUlap ypPHAIITHIPHUITAH.
KomnosunmsineH y3oreHno ImiectepHs hom ypax
OenoH uykeu (oHbiHAa TeaTp Mackackl. [llyHna yk
TAT (Tarap moynorT TeaTpbl) abOpeBUATYpaChI
oupenron. K. UYebGorapeB IWHOTpaBIOpaiapbl
PYXBIHIA WKAT WTENroH Tarap moynmoT smrdenop
TeaTpsl dAMOJIeMachl WIrbTHOApra JaeK: aHbBIH
xudepaom TOpraH Oaiipak (honbIHIA
mposietapuat (puTypacel KaJkelm Topa. Pexwmccep
O. MoxureB TtapadsinHaH 1935 enma kyenraH
«Cakuag, mIapTaaMachiH!» CIIEKTaKJICHEH
npembepa adumaceiHna paccam A. CHllaHTheB
(hamunusice OepeHYE TamKBIp HMCKO albiHA (aHa
KaJop yJi  HMceM  Tearpra  OarbllilIaHraH
XE3MOTIIOP/IO OYPAMBIid).

1920 emrap axpipel 1930 emmap OarmsIHIATHI
TeaTp adunasapel sSHa MPOJETap TaMallladybl
Oapiblkka KWy TypblHAAa TblHA TYrel, 9
COHTaThHEH SHAa TOpe CaHaJTaH TeaTpra XaJbIKHBI
KYIUIOIN JKOJIEN UTY Makcarhl OeloH, JoyJeT hom
TeaTp MKUTOKUEJIEre KYProH uapajiap XakblHaa Jia
x000p wro. l'amm TamamadblHBI TeaTpra TapTy
TUTOHIQ, aHBIH Y3-Y3€H TOTHIIBIHAA 3THK hoMm
3CTETHK TaJomIop (QOopMallalliThIpy Ja KY319
TOTBLIA. MacoanaH, adumaga  CIEKTaKIb
WMCEeMEHHOH TBHINI, TAarblH HIYHIBIA KHHOILIOD [0
TOKBJIUM HTENQ: «OYeH4Ye 3BOHOKTAH COH Tamaria
3a]blHA KepYy Thlesa. THINIKBIL 6C KHUEMEH Ccaiy
MOKOYpH. bumer 6osice 50 TueHHOH ambim, 1,5
cymra kaaop. Tanuamansl Oueriap caTbuiay.

AOOHEMEHT cHCTeMachl KyJUlaHblla OaruIbIi.
MacanoH, «Kanneip Oye» criekrakie adumiachbiHaa
MOH/TBIN 1oJuIap Oap: «TIPEATIPUATHETIOP
3asBKamapel Oyenda 30-40% Tamutama sicana, 3, 5,
8 cymubIKk abOHEMEHTHap carhliay. «Y3 6OJKd
Oynmekyope rapm3ackl OyeHUa KHJICITY TO3EToH
npodcoro3napra haom (ab3aBMecTKOMHApra
Oounernap kpeautka Oupeno» (1932 ennbiH 6-9
nexkabpe paracel OemoH @. bopHamr mbecacs
Oyenua «Tykydbl OcMay» CIEKTaKJIe TPEeMbepachl

OUeH  DJUUIOHToH  adumazad. Yn KOV
KOJUICKIIMSICCHId CaKJIaHa).
Tearpmapra Maxcyc  poBEHITO  BIIYENIOp

KYJIBTIIOXO/Ibl O€IIThIpbLIa. MacanaH, I'. Munckuii
IIbECACHI OyeHua C. Bonues-CynbBa
coxaamamTepron «OJIBA» cmekrakie (poccamsl
II. Coepanckmii) 1931 emmsin 11 wmapTeEIHAA
[Iponerap palioHBI >IIUENOpeHd IeHo yilHanma. ©
1933 enma K. Hoxxmu mbecackl OyeHYa pexuccep
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K. Tunuypun kyiiran «bymat 0abaii CceMBICHD»
CIICKTAKJIC (paccambr IL CuepaHckuit,
Oanermeiicreper  I.  TahupoB) «Coumanuctuk
KbIpiap hom Teprexdenex» ymapHHKIAPHIHBIH hom
KoJIxo3ubUlapHblH I che3nblHIAa  KypcoTensa.
KazaHHblH Xe3MOT yaapHUKIapbiHa hoMm  SIXIIBI
KUTEIITEPYUESIOPEHS TeaTp OuieTiiapel OapIibIK
ce3onTa na 40 MpOIEeHTIBI TanuIaMa OeJIoH caThlIa,
ajap e4YeH JauMHU YpBIHHAp KaJJblpblia. 16 sie
TyJIMaraH Oananap TeaTpra KepTEeIMHU.
(K. Tuaaypus meecackl OyeHdua Kyenrad «bepeHde
YOUOKIIOP» CIEKTaKJe TMpeMbepachiHbIH 1935 e,
14-16 deBpanb garackl OEIOH SIUTOHTOH aduUIIackl

matuH  xopeduope OemoH  sa3puraH.  Poccambl
M. AGaysutuH).
Tarap adumanapel hom TUIaKatiaap

TeaTpiapHbIH penepTyapiapblH adbIKiapra, SCOpHe
COXHOJIOIITEPYUETOPHEH (pexxuccepinap,
paccamuap, komnosutopiap h.0.J1apHbIH) 71eKKere
OeJeIIMONIopAd HMCKY ajblHMaraH hoM MOrbeiym
OacmMa KHTalulapra KepTEIIMOTOH  HMCEMHOPEH
TOPTHI3BIPTa Ja SIPJIOM UTI.

Kyumo K051X03-COBX03 TeaTphl CIIEKTAKIIbIOpe
adumanapsr Oepenue eJUTapbIHHAH VK
npodeccuoHanb paccaMHap TapadblHHAH OU3AIId.
ontuk, 1935 enHbiH 5 gekaOpeHI® peKuccep
C. OmerbaeB kyiiran «lllapTnay» mocTaHOBKAcCHI
adumaceiHma ['puOkoB damumusace (MHAIIAAIBI
10K) Oap. «Bexman» crekTakiieHeH (pexuccepsl
C. Bonnes-CynbBa, kommosutopsl C. Coiigomies)
paccambl - FO. AmnHTOHBIUEB. TarblH IIYHJBIN
dopmanap ga Oynran: adumanapia — Tem
penepTyapHbl CaHal 4YbITy O€NoH Oepro, ajijars
koHueprta ©O. Kaman XuToK4eJereHao aTakJbl
KoMHK  X. [lenkop OenmoH rapMyH4Ybl
I'. MoynexaHoB KaTHallayarsl TYypbIHJA TbIHA
TYres, o TeaTp alAblHAa TOpraH Tel OypbIuwiap:
OMTHK, HpoJieTap COHIaTh COLMAIM3M TO3YI9,
JICHUHYBLT KOMMYHHCTJIAp naprusce
JUPEKTHBAJIApBIH TOPMBIIIKa amblpyaa h.0.mapaa
WH KewWIe Kopaj OyJIBII caHamybl na oitens (KOY
KOJUTCKITUSICEHHOH ).

H. OctpoBckuiiHbIH, TaTapyanamTelpsin, 1938
eNia CoXHoMR KyenraH « Kopeld HU4eK YbIHBIKTHI?)
criektakie  (pexuccepel b, DepauHaHAOB,
My3blKanb Ouzonemr aBtopsl b. BuHorpazos,
xopmeiictepel  B.  KpacoBckwmii) adwumraceiaga
A. JlyrapeB mceMe ToyTe TalKbIp OUpena.

1930 emmap ypracelHAa TaTtap  TeaTpPHI
JanpaceHs OepeHue mpodeccHoHallb — paccam
M. AGnymmiH  Kurod, adummamapaa  KyenbITa

KaTHaIlIKaH TCXHHUK NIEpCOHATHBIH Ja TOII
COCTaBbIH (MOHTa)K OJICIIC MOIUPCH, CIXHI
MAaIIMHUCTBIH, KOCTIOMHAp IEXBI MOIUPCH,

MapUKMaxepHbl) KYpPCOTd  Oammiwliimap.  OJek
KY39TEJIMAraH Oy KypeHem - mpodecCHOHAIH3M
JIOpaXKACe  KYTOpENyeH, KaaplapHbIH  IIOXCH
YKaBAIUTBUTBIKIIAPEl  apTYHBI  AOMIULIOYYe  (hakT.
besra tatap TeaTpbiHbIH OepeHde mpodeccroHaib
paccamHapbiHbIH Oepce cananran [1. CnepaHckuii
TapadblHHAH OW39ToH aHIIATapHbl adybIKIIapra
HacwIin Oysbl: anap «Pabunmap» (X. Bada, 1930
en), «Kamumas» (h. Taxram, 1931 em), «Kapa
kymoramop» (A.-T. Paxmankymnos, 1931 emn),
«OIBA» (I'. Munckwuit, 1931 em), «Taymap» (L.
Kamaim, 1931 enm), «Cepem» (X. Komu, 1931 en),
«Oepmoy (A. 3enkopnoes, 1931 en), «Typrait» (K.
Tuaaypun, P. Ummopar, 1932em), «Mokep hom
Maxa00am» («KoBapcTBo u moboBby. @. lnmwiep,
1932 en). Cnekrakib adumanapbl OH3JICHICH]D
Terajuce3nekap 1o 6ap. Moconon, ®. bopHamHbIH
1934 enna coxHomamTepenrad «Sib HOPIKIp»,
K.  TuauypuHHBIH 1935 empma  KkyenraH
CHeKTaKibIopeHs adumanapusl II. CrepaHckuii
Tyren, 9 M. Aoy utiH OM30roH OyiraH.

Tarap TeaTpsl TOPMBIIBI TYPBIHIA, AHBIH
apumanapsl hoMm mmakaTiapel relHA TYTEI, 9 LIy
qop MaTOyTaThl OMTIOPEHIOTE sA3Maap Ja COUH.
Moconon, «Monasi» raserackl y3 yKyubLIaphblHa

1915 emuwin 18  pmekabpenge [ Kapuer
SKUTOKUEIIETeH I «Caitsip» TpyHIachIHbIH
«laence3non raeriesop» («be3 BUHBI

BUHOBATBIE») CIEKTAKIE KyeladyarblH, aHbIH ©UYeH
Maxcyc JeKopalusi SIUISHYeH Xa0op uta. 1923
enHblH 15 ampeneHno kyenadak «3oHrop majiacy
(«I'omy0oit mamacy) CHEeKTaKIeHAO Y300K pOJICH
K. TunuypuH yilHasuarel, Maxcyc JAeKopauus
3NUISHYE XakblHAa Oenemma Ooupens. I'. JleBumes-
HBIH «AJIalIKaH KbI3» IIOCTAHOBKACHl KyeJraH
keHHe 1927 emupiH 13  HOAOpeHmo TaTap
COXHOCEH/I OMJIOHMO TYIopaK »SIUIM Oaribli,
muenron (TP Mwmmmn my3see). 1927 enma «XecoeH
Mupsa» (pexuccepsl [. [leBumes, paccamsl
Il. benbkoB) cmekrakie OapraHjga, OepeHue
MOpT09 MIPOXKEKTOPJIapAaH (hatimamanpa
(C. CotimomieB my3see).

Anammznap KypcotkoHud, KOMCT »smen
TykTratyra hom aBaHrapn paccamMHapHBIH KyOece
Tapaiplm  OeTyro  KapamacraH,  adwuiiamap
OuW3onemieHgore  CTHJBIO  AAaBBUUIBI  JI9BEp
yaTkbuiapel 1930 emmap  ypracklHa — Kausp
CaKJIaHBI  Kaja:  OWTHK,  CIEKTAKJIbJIOPHEH
MCEMHOPE YMKTOH THIII 3pe Xapeduop OenoH sKu
JMaroHaib OyeHYa Owupend, s Oynmaca, aduiia
guTiIope Oyimanm ypHamTeIpelia. © wHIe 1930
emap axbIpbIHJIA adumanapHbIg
KOHCTPYKTHBHCTHK KOHIICTIUSICEH Tartap
KHATaIuIapsl Om3ayaere Oeprepienek hom 1mabimoH

136



TATARICA: CULTURE, PERSONALITY AND EDUCATION

CHUCTEMachblHa 163 TOTKaH «HEOKJIACCULUCTHK

TEHJICHIMSIIOPY» albIIITHIpa [ YieMHoBa, 0. 26].
1940-1950 ennapma, pyc TeaTpiapbIHIATBI

KkeOeK YK, ramxotu mpudTisl adumanap ecTeHIeK

WTO, ajlapja CIEKTAaKJIbHEH aTamachl hoM aHbI
COXHrd KYHOUbLIAp TypbIHAA KbICKAua
MOI'bJIYMAaTHBI YarbULIbIprad «BIIOJIHE

OaronpruCTOWHBIA M JOOPOTOPSAOYHBIN, HHA4YE
TOBOPsI, TPAJAMIIMOHHO CKYYHBIN Buay [biaros, O.
98] xexeM cepa. 1930 ennap axsIpblHa UAES-CIACU
Ba3ThIITh  allBIIBIHA:  adWIIamapaa TeaTPHBIH
XYIOKECTBO JKHUTOKYece OENoH aJAMHHHCTPATOP
WCEMHOpe SHBIHA SHAa Ba3zu(da - COsACH KUTOKYE
(momutpyk) dammmace 10 OcTaId  (MOCONIOH,
pecrybnuka paioHHApHl OyWIam OCMITHIPHUITAH
racTpoimiop adunanapblHblH OCPCEHID COsCH
xurokde C. CanplikoB (amuiusce S3bUITaH).
CTUIHCTHK SKTaH TOpPIENEeKHE KaJbIlTKa CabIHTaH
(wabnoH) dopma anblmTeipa. Anail ga adumanap
OM3oIeIIeH 19, CUPIK KeHd Oyica ma, 1920 emmap
Tpagunmsice kabatimana (@. Xecun «Emmap hom
tomutapy. Pexuccepsr 1. CapreiMcakoB, paccamsl
O. Tymames, 1956 en). AxTepiapHbIH
roouselinapel OelToH OoMJie CIIeKTaKIbh adHIazaphbl
KaliBaKbIT —ajapHbiH  (ororpadusiope  OeioH
OM39KIIaM OaCTHIPHLIA.

1960 emnmap axbIpplHHAH Oamnuiamn, Tarapya
OemMoyue Tamamaypiap ©YeH SHa  TEeKCT:
«3pUTETBHBIN 3a pagoduuupoBaH, odecreynBaeT-
Csl TepeBOJI Ha PYCCKUH S3bIK (BTOPHUK, Cpela,
MIATHHIIA, CyO00Ta)» TUTOH CY3JIop OCTIJIO.

1960-1970 emmapna TeaTp IUIakaTIapbIH TOCIE
UTeN 4blrapa Oanuibliyap, paccaM-IUIaKaTybLIap
O. Temwmc, JI. HaceiiipoB h.0. mbecaHbIH
(cTieKTaKJIbHEH) WAESCEH TACBUPHIM  COHraTh
Yapanapsl SpIOMEHIS YarbUIIBIPEIpra OMThLIajIap.
Kazannma TacBupibl aduimanap 4oUoK aTKaH 4Op
HOKb MEHQ IIYUIBI eJjiapra Typsl kuio. 1974 enna
XoTTa Tearp aduIIaNapblHBIH Maxcyc Kyproa3moce
oemTsipbuta. H. ®orraxueie «Kox [ammy (1973),
I bopoBukubiH «Kammer  kymoromop»  (Oy
CHEKTAaKJIbHE KYPCATY ThIEJa) CIIEKTAKIIBIdPE 0UeH
SIIIOHTOH OpUTMHAIb TIaKaTIapHbIH
KYpro3MoJyelnere aepyya YHBIIUIBI Oyna. Anmapna
CIOKET TYred, o DSMOIMOHAIb-00Pa3IIbUIBIK,
MOCTAaHOBKAHBIH TOMYM MOHYMEHTallb  CTHJIC
CYpoTIIoH. Y1 emapia aduina Ou3arenie eCTeH 9
AMUIOTOH  paccaM-Tuiakatdsiiap (M. CyTrormes,
O.Temsme, JI.  HaceriipoB, P. JlomuHOB)
TOKPHOCE QJIETd KUH TapaIblll ajJMaraH.

Tpamuumon mrabnoHra  OOPBUIBINI, — TeaTp
(dhopmacel Oyiapak CrokeT hom rporeck, mysai yk
oOpasnapHbIH IUTakaTiapiaarsl  (adumrasapaarsn)
ToacHpIieniere OEloH KBI3BIKChIHA Oanuiay - Iyl

3aMaHHBIH TIAKaT COHTaTeHo Xac KypeHem hom yi
Tarap TeaTpblH Ja YWTIOTEN Yy3Mmarad. Teartp
paccamuapsl (M. Cytiomes, 3. ['ensmc, P. [lomu-
HOB) OCIOH OCppoTTOH TaHBUITAH rpadukiap,
WLTIOCTpanust octanapsl hom «YasiH» KypHANIBI
OCTIoH aKTHUB XE3MOTTOIUICK HTYdYe KapHKarypa-
yputap J. I'enbmc, U. Oxmonues, JI. Hackriipos,
W. XanTuMepoBnap Ja Ijakatiap SIDIQYy OelloH
MaBbIT'aj1ap. TCan OUYCH MIKAT UTCJIIOH ILIaKaTIap
anmapHelH TpadpuKanapblH hoM KapukaTypalapblH
XoTepioTo. by ourpok o B. Kauanos mcemenmore
Pyc nmpama Tearpbl criekTakibiIopeHd adurmranap
SUIIOroH,  Slmb  Tamamadeuiap  TeaTpblHa
nexoparuss  hoM  KOCTIOMHap  WKaT  WUTKOH
JI. HaceriipoB ypHOTEHAQ adyblKk KypeHd. 1966 ennma
poccam I'. Kaman wucemennmore Tartap goyior
aKaJieMHsi TEaTPBIH/IA COXHAJISIITEPENToH «XykKa
Hacperauma» (pexuccepsr X Ypa3ukoB)
CIICKTAKJICHS a(bmua OIIJIN. AHI[a YJ1 aJIThl IJIaHJA
WIIOTeHS ATJIAHBIN YTHIPTaH, XOWIIoNe enMarollaH

Ky3J19pe KbICBUIT'aH Xy KaHbl CYPOTIIH.
JI. HachliipoB  aHBIH CBIH-OAIIBIH  KayuTUTpaduk
SA3MaHbl ~ XOTEPJOTKOH JKWHEM4s hom  aubik

CBI3BIKIIAp SIPAOMEHIQ TayAdoHIepraH. Pacemmo
TaTap XaJbIK JEKOpPaTHB COHTaTeHEH MWJUIN
TPaOULMSUIOPE YarbUIBIII TallKaH: >KbIMHAK aubIK
TOCIIOPJIOH TOPIIE TOCTIre THUPE KUCOKISPEHHOH
TO3ENTOH  MO3aWKaHBI  XoTepiors.  Kymmore
«TOPEKYD KbIAP» O€IoH OU3OKIIOHTH.

Catupuk rpaguka ocranapsl J. I'enbMmc GenoH
N. OxXMomueB, CIIEKTaKIbHEH aChUIBIH adbIll OMpYy
hoM aHBI TarelH Aa TYJIBUIAHABIPY MaKCATHIHHAH,
Tearp aduIIaTapelH CATUPHK IUIaKaT pPyXbIHIA
omwmiop. J. l'enbMcHbiH @. SpymiwH mbhecachl
Oyenua COXHOIIOIITEPEITOH «OHD KHWJIO
aBTOMOOMIIBY CHEeKTakieHa (pexuccep M. Conum-
JKaHOB, 1974) SIUIOroH MiiakaThl aHBIH KOHKYPEII
TeMalapblHa  OarbllIaHTaH  KapuKaTypanapsl
0enoH ToHrouaUPd. AHaarsl hop gerans, Kemie
apachlHJa JOpPKaIe OyNbIpra OMTBUIBIN, 0OTeH
KOUYEH aBTOMOOWIIb ayra OMPToH 3aTjapra Kapara
CaTHpUK KeylKe xucmope yara. Kioynnapra
OXILATBHIN sicaliraH MEePCOHAXKIAP, YEHUBIK (aHepa
aBTOMOOMIIE KapHABAIHBI XoTepyoTa. U. AiitmMaToB
moBecTe OyeHua kyenraH «['y3omem Ocom»
(pexuccepsr T. XomxaeB, 1966) cHekTakieHs
SIIIOHTOH aduia OeTeHNION Oamrka XapakTepja:
paccaM apTKHI MJIaHAa Y3€ SpaTKaH KapaHThl COPBI
TOCIOp SPAOMEHId TEKd Tayra KyTopeiyde
IOJUIApHBl  CypoTNH. By - Kelle S3MBILIBIHIATHL
KaTJIayJibl KHCKeH OOPBUIBIIIIAPHBIH MeTaQOopHK
06pa3pl. 1967 enma Oy oCOpHE COXHOTD KyIOUbLIAp
TACCPupiy [I'. Tykait wucemengore J[loymor
MIPEMUSICEHD JIaeK OyJbLIap.
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. Oxmommes wWXaTbl COXHOId  MWUIA
KJIacCUKaHbI Kaitapy Oenon Ooie. TaTap Xalsbik
COHTaTe TPAIULMAIOPEH Y3€HYS HHTEpIpeTaLus-
JIOT, Y& TeaTp adwumramapbl OW3ONCIICHS adbIK
Tecnop, KabaTiIaHMac COHTaTH FOHQJIENI ©CToNe
(aHBIH TaTap TeaTpbl OENOH XE3MOTTAIUIEre sHA
Ounara Kydy 4dopblHa Typel kuind). K. Tun-
yypunHblH «Kazan cenrece», H. HconGorHeH
«[optdensie xusty» (pexuccepsr M. Conum-
*KaHoB, 1986) cmekrakmbiaopeHa M. Oxmomuen
KAT UTKOH Iiakatiaap cad hom »xuHemdo romop
OenmoH CyTapbUITaH. «Kazan cenrece»
aduIIacbiHIa MHJUTH KHEMHIPIAre ereT OeJIoH KbI3
TaTtap OW3OKIOpPE POBEIICHIO aBTOP (aMUIHICEe
(TuauypuH) TeLIepeNToH cenre-uar
xuindepaoren Oapanap. ANTbl IIaHAa aucOe
TapThIl MyJIa yThIpa. AHBIH OCTeHI® Oyi-Oyi
xajar, OallblHAA 3yp YajiMa. Y3€ ALIBIOPId KYpPKy

KaTelll ~ Kapan Topa. 1. MHUHHYIMHHBIH
«OJIepMeIIToH  ONMOHASP» Tbecackl OyeHdua
COXHOJIQIUTEPENTOH aTaKJIbI CIEKTaKIbHEH

IUTaKaTBIH/IA pealb TOPMBII OenoH (aHTACTHK
IeHbs oupama. Komno3unusHeH YH STbIHJIA
KOSIIIJIBI TAaOMraTh KodarblHAa, KaeH ToOeHID,
au4bIK capbl KOHOATBINIIIAP APACKIHAATEl AICKOMUSID
YaJl 4owie KapT yThipa. YHJIA IIYJI YK (UrypaHbIH
a4blKk TOCTOre CHIIYITHL. barn ecreHms canmaBaT
Kymepe, Kykro Hommermap okememman.  (By
CIICKTaKJIbHE COXHOIISIITEPTOH pexuccep
M. ConumxaHoB, ocop aBTopsl T. MHUHHYJUIMH,
Oamr ponpHe Oamkapy4dsl . buktmmepeB 1979
enga PCOCPHBIH K. CranuciaBckuii MCEMEHIITE
Joynot npeMusice Oe1oH OYIOKIOHICIIAP. )

1980-1990 emmapma crTuine OyeHuya Tepiie
Ou3onemTare CTIEKTaKJIb KYpEHEeIUIOpeHeH,
aKTepiapHblH QoTorpadusanope (¢aiinanaHbUIraH
adumranap OapibIKKa KAI9. AJIAPHBIH KYIT ©JelieH
CHEKTAKIBIIOP/IOH HMJUTIOCTPAIMSIIOP TOIIKHI HTQ.
1920-1930 emmap TpaguIUsCE TOPTHI3BLIBIII,
adumianapaa CIeKTaKIbHEH aTaMmachl ThIHA TYTel,
0 aHJa KaTHAITYYBIIAPHBIH hoM CoxXHO OM3dJIeIIeH
TOPMBIIIIKA AIIBIPYYbUIAPHBIH HCeM-()aMUIHSIIOPE
JI9 KYPCOTeso OalllIbIi.

Tearp sHBIHAA ypamra 3J€HToH aduinanapiaa,
aBTOp OCIOH peXUCCEeplaH THIMI, CIieHorpad hom
KOMIIO3UTOPHBIH 1@  (aMuiusuiope  s3buia.
Teatpupin Oam poccampl C. CKOMOPOXOB -
TaMallayblHBIH ~ (aHTA3WSICeH yATa, KarJayJisl
accolMaTHB OJMIIOHENIUIOp TyIbIpa ajla TOpraH Kyl
KeHo  aduIIa-TulakaTIapHbIH ~ aBTOPbL.  AHBIH
U. AiitmatoBHBIH ~ «AxbIp3aman»  («Ilmaxay),
A. UexoBHbIH  «Akuapiak»  («Yaiika»)  h.0.
CHCKTAKJIBJIOPTd  JIUIOTOH  a(uIlanapbl  THPOH
MOT'BHOJIE TUIAKAaT XapaKTephlHAa, ajap Tearpra

Ooiice3 coHraTth ocope Oymapak Ta OsUIOHEPT?
XaKJIbI,

P. MHconbor, A. TabnymmmH - jau3aiiH
OIIKACEH/I9 3Yp TKPUOS TyIUTaraH, COXHS COHTaTe
Y3CHUOJNICKIIOPEH Y39KKd Kyen (ukep Heprepra
COJIOTJIC, KOMIIBIOTED TEXHOJOTHSUIOPEH  KUH
KyJUlaHblll snuioyde Oenrewnop. A. [MadmymmuH
aktepiapHblH  Qotorpadusioper hom  mpudr-
JAPHBIH OSCTCTHMK MOMKHHJICKIIOPEH TaCBHUPBIN
TyKbIMa ChIipaThiHOa em  KblHa (aiiganaHa;
amapHbl creHorpadus y3eHUSJIeKIape, TaCBUPBIH
YUmIeNnen OeToH ocTa Yypd, IIyJd YK BaKBITTa
adumra OeNOH CIEKTaKIbHEH CTUJIb OepaoMiereH
no caxman kana (K. THHIypHUHHBIH «30HTOp I,
T. MuUHHYJUTMHHBIH «KaHKHUCOKKIEM»,
T. I'p1it330THEH «KBIIO KBI3Nap) CHEKTAKIBIIPE).

P. WcoHOor - rorapel rpaduka hom pacem
CoHraTe KyJIbTypachlHa Hs Oenred. YI, CTaHOK
(hopMaiapsiHa TapTHLTY OCIIOH OEPPITTOH, CUMBOII,
TamMra MOMKHHIEKIOPEH 10 ChIHAN  Kapblid,
(hotorpaduka hoM MUUIM OPHAMEHTHBIH COHTATH
y3eHuaNIeKIopeH y3iomreps (M. Pocce «OmHaxk bl
netHuM gHem»; K.-b. Monbep «Jlon XKyan»;
H. Uconbor «Xyxka Hacperoua», pexuccepbl
@. bux4donToeB). Paccam, ocop TemachIHHaH eml
KbIHA  YHWTKd  KHUTEN,  TOpJe  MOI'bHOBU
ACCOIMAIIVSIIOP TYBIPYYBl TOPIE KOHTEKCTIIAPHBI
9YEHS aliTaH NOHBIKYJIOM MOAQHUAT KaTiaMblHA
MOPIKIraTh UTI.

Xo3ep TeaTpHBIH SIHAPTBUITAH pemlepTyapshl
OcIroH Ooline sTHa JIOTOTHOBI OapIIbIKKa KUJIE, NCKE
adumanap OM3oJIeIIeHD, KOHCTPYKTHBH3M
TPAIUIUSUIOPCHS HUTE3JIOHTOH siHAa  aduiaiap
SIIIOHD Oaria el (koHIETIIINS aBTOPBI
H. Aramnosa). byren TeaTpHBIH 3aMaH TaJIOTUISPEH
JKaBan OUpo TOPraH, TOACHPIIC hoM KhICKapThIITaH
Oepaom pexiama ctmiie Oap. Tearp smuiekienspe
CHEeKTaKib aduIIanapelHa KyeldraH CoHTaTH
TAJQIJIOpHE JOpec aHjam 3 HUTAISp. 3aiapiaa
KYPCOTEJId TOpraH TaMallaJlapHbl peKiiaMallayHbIH
3aMaHa TeXHOJIOTHUISpe apTa Oapyra KapaMacTaH,
TaTap  TeaTpblHAa  aduIna-TiIakaT = y3eHeH
AKTyaJIbJICTEH  IOTAITMBIM, YOHKH oJI€  Tarap
TaMalllaybIChl XaJKbIOBI3HBIH Oail 0Oacma hom
KyJJaH SI3bUITaH KUTall TPaAWIUsAce TyphIHIA
xo09paap.

CrieKTaKIBIOpAOH aepMaibl Oyiapak, Tearp
adumIanapsl y3JopeHEeH aBTOHOMHUS — SIIoemIeH
JIoBaM HMTJ; BaKbIT hoM COXHO KHHJICTCHIId TeaTp
OeJloH TaMaliaybl JUAJIOTBIH TYJIBICHIHYA CaKIaraH

XQI19, JIBIITHIPTBICHI3  JOKYMEHT  Oyiy
ohoMWUsITEH IOTaNnTMBIH: anapjia Teatp penepryapel,
aBTOpNap, KYpeHewksle  akTepiaap  TypbIHIA

MArbJyMaT KblHa TYI'CJI, 9 TaMalllaubIHbIH 339BbITbI,
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3aMaHya 3CTETUK TAJJIUIdPE, SATBHH TEATpP COICITE
yarputbln  Taba. Illyna kyps Oapnblk Tatap
Tearpiaapbl aduIIaTapbIHBIH KOJIJICKIUACeH (anap
11) Gep My3elina Tymiay TypbIHAAQ YHIBIMCH Oap.
Tearp coHrareHeH AOKyMEHTalIb mahuTIopeH
TOIIKHJI UTKOH Oy X93MHAID IOJIHBI OCNTewIop TeHd
TYTel, Fajid Tamamiaysl 1a Tabap uue.
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UCTOPUS TATAPCKOT'O TEATPA B ILTAKATHOM HCKYCCTBE
(1906-2016)

Pay3a Pu¢dkarosna Cyiranosa,

WucTutyT s3bIKa, TUTEpaTyphl U HcKyccTBa UM. 1. M6parumoBa AH PT,

Poccus, 420111, r. Kazauns, yn. Kapna Mapkca, 12,
rauzasultan.art@mail.ru.

B cratbe cuctemMaTH3MpOBaH MaTepHaN MO WCTOPUH IDIAKATHOTO MCKyccTBa B PecmyOmmke Tartap-
crad. B ¢okyce BHUMaHMS aBTOpa OKa3aiach MCTOPHs TaTapCKOIO Tearpa, YBUJIEHHAs CKBO3b MPU3MY
TeaTpaibHBIX aduil U Miakara. B padore npoananu3upoBano 320 HCTOYHUKOB U3 Pa3IMYHbIX (OHJIOB:
TTAT umenu I'. Kamana, Hayunoit oubmuotexku um. H. . JlobaueBckoro Kaszanckoro (ITpuBomKcKkoro)
tdenepansHoro yHUBepcutera, USJIN um. . MoparumoBa Akanemun Hayk PT, HarmonansHOTO My3es
PT, myzes um. C. Caiigamea. [Ipeamerom ucciae10BaHus CTAIN COAEPIKAHUE, CTUIINCTHKA, XYyI0KECT-
BEHHBIC OCOOCHHOCTH OQopMIIcHHS aUIIl HAa Pa3HBIX dTamax Pa3BUTHS TaTapcKoro Teatpa. HoewmsHa
JTAHHOU pabOTBI COCTOHT B TOM, YTO 3TO MIEPBOE HCCIECIOBAHHE TI0 UCTOPUH TATAPCKOTO TEATPATBHOTO
TUIAKaTHOTO MCKYCCTBA, UMEIOIIETro OoraTeiiie Tpaaulny B KHIKHON KYJIBTYpe TaTapcKoro Hapona. B
CTaThe NTOKA3bIBACTCSA, YTO a(DWINM M IUIAKATHI CTad CBOCOOPAa3HBIM 3HAKOM TeaTpa, OTPaKAIOIIAM
CITOKHBIN UCTOPHYECKHH ITyTh, €0 OCHOBHBIC TEH/ICHIINH PA3BUTHAL.

KuroueBble cj10Ba: TaTapCKuMii Teatp, TaTapcKas ApamMaTyprus, aduiia, Iakar, HICKyCCTBOBEICHHE.
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