TATARICA: CULTURE, PERSONALITY AND EDUCATION

TATAR BAYT “SAK-SOK” FROM THE PERSPECTIVE
OF THE 21°"CENTURY ART

Guzel Ramilevna Sagitova,

Kazan State Conservatoire named after N.Zhiganov,
38 Bolshaya Krasnaya Str., Kazan, 420015, Russia,
sagitovagr82@mail.ru.

Mileusha Mukhametzyanovna Khabutdinova,

Kazan Federal University,
18 Kremlevskaya Str., Kazan, 420008, Russia,
mileuscha@mail.ru.

The article reviews cultural and educational projects, based on the ancient Tatar bayt “Sak-Sok”
and aimed to preserve and develop Tatar culture'. They include the musical “Sak-Sok kanatlarynyy
sere” (‘The Mystery of Sak-Sok’s Wings’), a collective creative work of teachers and students of the
Kazan State Conservatoire named after N.Zhiganov, teachers and pupils of Kazan Children’s School
of Arts named after M.A.Balakirev (“Junior Academy of Fine Arts”), the team of the youth orchestra
“Sforzando” (conducted by Ilnar Fayzutdinov), and the State Puppet Theatre in Naberezhnye Chelny.
The authors summarized the material on the history and staging of the bayt “Sak-Sok”, revealed the
main problems, analyzed the composition of this literary work, and identified the mythopoetic poten-
tial of the key images.

The musical is based on the play “Sak-Sok tavyshy” (‘The Voice of Sak-Sok’) (1987) by
R.Khafizova. The comparative analysis of the libretto and the original text identified the features of a
modern interpretation of the ancient text. As a genre, it is a musical fairy tale; by the form, it is a mu-
sical with dialogues. The equality of music, dance and a conversational genre is a characteristic fea-
ture of the musical “Sak-Sok kanatlarynyy sere” (‘The Mystery of Sak-Sok’s Wings’).

The puppet show “Sak-Sok” (directed by I.Zayniev) is also based on the ancient bayt. The domi-
nant theme is the theme of loneliness and human relationships in the modern world. The article identi-
fies the potential of the key symbols and archetypal images of the production. It also reveals the origi-
nality of intertextual links and investigates the role of the twin myth both at the level of problematics

and poetics of the performance.
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It took six months for the two performances,
based on the ancient Tatar bayt “Sak-Sok”, to ap-
pear in Kazan. These two performances, different
in genre and concept, were staged thanks to the
government support — the grant of the Ministry of
Culture in the framework of the State Program of
the Republic of Tatarstan for Preservation, Study
and Development of the Official and Other Lan-
guages in the Republic of Tatarstan.

The premiere of the children’s musical, based
on the Tatar bayt “Sak-Sok”, took place on May 12
in the Children’s Center “Ekiyat”. It was an educa-
tional project, implemented by teachers and students
of Kazan State Conservatoire named after N.Zhi-
ganov, teachers and students of Kazan Children’s
School of Arts named after M.A. Balakirev (“Junior
Academy of Fine Arts”), and the youth orchestra
“Sforzando” (conducted by Ilnar Fayzutdinov).

!'See the color insert to the article — M.H.

The idea of this unique project belongs to Guzel
Abayeva, a 4™ year student of ¢ Kazan Conserva-
toire. Ilgiz Razetdinov is the director of this project.
The music for the project was specially created by
Ilyas Kamal, a young Tatar composer. The musical
is based on the play “Sak-Sok tavyshy” (‘The Voice
of Sak-Sok’) by Rosa Khafizova, a children’s book
writer [1]. Dina Khakimova adapted the text and
lyrics for the performance [2].

This project is appreciated both for the fact that
it aims to develop creative abilities in children and
the fact that it is a musical in Tatar, a result of team
work of young creative forces. The young actors
had an opportunity to demonstrate their vocal,
dance and acting skills on stage. At the same time,
they were able to discover the richness of Tatar
culture. The creators of the modern musical dem-
onstrated their potential and willingness to work in
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the field of Tatar culture, whose space has recently
been shrinking like shagreen leather.

A performance staged by children is always
touching, fascinating the audience and never leav-
ing anyone indifferent. The musical role of the
mother (Raisa Rustyamova), distinguished by its
lyrical tone, and the heroic and pathetical musical
role of the father Iltazar (Bulat Khasanov) are still
alive in our memory. The nature of these charac-
ters is revealed through songs, dialogues and ac-
tions. Their sons, Ainur (Firuza Khasanova) and
[lnur (Adelya Akhmadullina), have the most com-
plicated musical part: they perform a passage of
the Tatar bayt “Sak-Sok”. Dialogues play an im-
portant role in depicting these characters. Accord-
ing to the authors, the image of Sikherche (Sor-
cerer) (Regina Artykova) is revealed both through
singing, dialogues, and in dance, which becomes a
part of the action. The retinue of evil spirits is per-
formed by Demon the Informer (Azalia Shigapova)
and little helper imps. To create a holistic image,
the performers have to tune up their speech, mim-
ics, singing, plasticity and dance to a general kind
of stage behavior. Of course, during the premiere,
it became evident that the scenes were hastily
made. However, each of the young performers
played with inner dedication, and the audience
thanked them sincerely with loud applause for the
roles they liked.

The genre of the performance is a musical fairy
tale; as to the form, it’s a musical with dialogues.
The characteristic feature of the musical “Sak-Sok
kanatlarynyy sere” (‘The Mystery of Sak-Sok’s
Wings’) is the equality of music, dance and con-
versational genre.

The musical preserves the overriding theme of
the ancient bayt — education of children. The basis
of the performance is a myth about twins. R. Khaf-
izova resorts to the image of the twin-rivals (Aynur
and Ilnur). In contrast to the bayt, the musical acti-
vates the images of the demiurge (father Iltazar)
and the trickster (Sikherche/Sorcerer). Owing to
the interference and intercession of father Sabantui
Batyr, the story of the twins in the musical ends
happily for everyone. The motif of the mother’s
curse is mitigated: the mischievous children turn
into birds as a result of the mother’s tragic gullibil-
ity. The quantity of characters is significantly more
numerous than in the bayt due to the introduction
of the images of the antagonist and his retinue. The
mother and her sons are the victims here. The hero
of the story is the father named Iltazar.

The musical is characterized by a unified mu-
sical structure, based on the leitmotifs of the char-

acters. It is evident that the composer Ilyas Ka-
mal’s desire is to expand and complicate the or-
chestration. The fact that the youth orchestra
“Sforzando” (conducted by Ilnar Fayzutdinov)
takes part in the project undoubtedly adds original-
ity to the presentation. The “live music”, played by
professional musicians, both accompanies choral
and vocal parts and helps the audience to fully un-
derstand the main characters through their “musi-
cal” portraits, as well as to see the sides of the mu-
sical conflict. Using their own means of expres-
sion, the “Sforzando” orchestra participates in the
construction of the structure-forming elements: in
the exposition of the action, in the waves of its de-
velopment, the climax and the denouement.

The orchestra plays a dominant role in the mu-
sical. It gives integrity to the performance, reveals
the characters’ personalities, the emotional mood
of the musical as a whole, and individual scenes in
particular. The music of the performance is based
on the leitmotifs of the main characters and on the
musical theme of the bayt “Sak-Sok”, which ac-
quires a new meaning every time it sounds. The
overture of the musical is already marked with the
main musical conflict: it begins with the “Sak-
Sok” theme, then continues with Iltazar’s theme
from the first act, Sikherche’s theme, and ends
with the life-affirming theme of Batyr Iltazar as a
symbol of victory in the fight against evil forces.
Here, the bayt theme lacks any tragic coloring, it
sounds as a kind of objective force, rooted in folk
melodies. In the second act, after the twins turn
into birds, this theme acquires a tragic note: we can
hear it in the parts of the birds Sak and Sok and
their mother.

The sounds of “live” music and “live” chil-
dren's voices enrich the performance and create a
special atmosphere, uncomparable with the re-
corded sound. In our opinion, the bright and ex-
pressive imagery, created by the young composer,
is an example of harmonious synthesis of ethnic
melodies and genre features of the musical.

The choreographic parts aim to create a certain
mood, exposing dramatic collisions. Thus, the
birds’ dance reveals the drama of the mother part-
ing with her sons, who become birds. The dance of
Sikherche’s retinue embodies the idea of chaos.
Their shift from the edge of the stage to the center
marks the growth of Sikherche’s power over the
world: at the beginning Sikherche appears accom-
panied by an evil spirit, later he is surrounded by
his retinue.

The character costumes also complement to the
image creation.
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The weak point of this musical is its dramatic
material. Dina Khakimova tried to adapt the play
and substantially reduced some of the scenes, dia-
logues, monologues, introducing lyrical songs,
which reveal the collision or explain the motives of
the characters' actions. To show the bravery and in-
telligence of the character, D. Khakimova intro-
duced the scene of Iltazar’s fight with the imp and
Sikherche, which closely echo the corresponding
episode of Pushkin’s fairy tale “The Tale of the
Priest and of His Workman Balda” [3: 7-14].

R.Khafizova wrote her play in 1987. Not being
able to unlock the full potential of the ancient bayt
for censorship reasons, she had to significantly
transform the plot, which resulted in a negative
impact on the structure of this literary work and its
imagery. The rich mythopoetic potential of the
bayt remained unrevealed.

The bayt is organic in the form of a musical.
The legend “Sak-Sok” is extant today in different
variations as an echo of the ancient events.
B.Rizvanov puts forward the following version of
the legend: “out of desire to kill people, divs built a
high wall, which closed the sun ... But Alp Suban
was able to break the divs’ wall and return light
and warmth to people. When he was breaking the
wall, his wife Tebbiche Chakchak — the patroness
of house and home, newly-married couples and
dawn — told their children — Sak and Sok — to help
their father and fetch him an iron arrow which
breaks everything. But the sons began to fight for
the right to carry the arrow, and Chakchak cursed
them for their delay. Then God Tangri turned them
into nocturnal birds <...>”. According to another
version, “evil spirits decided to destroy the human
race and erected a high wall that fenced off the Sun
from the Earth ...Then the alp (a Good Spirit),
Mardugan-Karga, came to rescue people. Together
with his sons Sak and Sok, Karga made his way to
the wall in order to destroy it. When they flew
close to the sun, its rays burnt them. Then, Karga
sent his sons home to fetch some honey... But the
sons got frightened, flew into the strip of night and
never returned to their father. Having understood
that his sons would never come back, Karga de-
stroyed the wall by himself, but took fire because
of the heat. His burning feathers fell to the ground
and turned into frisky black horses. Since Karga,
having sacrificed himself, managed to give light
and warmth to people and all living beings on the
Earth, God Tengre saved his life. From then on-
wards, each spring, Karga comes back to people in
the guise of a rook (raven). The patroness of mari-

tal happiness Chakchak cursed her sons Sak and
Sok for betraying their father [4].

Some researchers link the origin of the legend
“Sak and Sok” to creative works of the Volga
Tatars in the 17" — 18‘hcenturies, or attribute this
legend to the Bulgars and Saksins of the 13" cen-
tury, others find similar images in the mythology
of the East.

It is a well-known fact that the plot of any
myth or legend is based on real events. Real events
in the life of people become a source of inspiration
for their creative works. It is obvious that both the
plot of the legend “Sak and Sok” and its characters
have their real prototypes in Turkic-speaking
tribes. Despite some differences in the plot and the
names of the characters, the two versions, consid-
ered above, provide sufficiently consistent infor-
mation. The main characters are the alp, Suban (the
Good Spirit Mardukan-Karga), his wife Tabbiche
Chakchak (Chakchak) and their twin sons Sak and
Sok. They are opposed to the evil forces — divs.
Throughout the legend, we feel the invisible pres-
ence of the god, Tengri, whose role is quite con-
troversial. The key element of the legend is the
high wall: against its background and due to its ex-
istence these events unfold.

In the history of the Turkic peoples, there exists
only one wall that can claim to be called “the high
wall”, fencing off people from the sun. This is the
Great Wall of China, built on the northern borders
of the Chinese Empire, mainly in the 3™ century
BC. As we know, the height of the Great Wall of
China reaches 10 metres in some places. According
to the estimates, its length is more than 5 thousand
kilometers. However, even this eighth wonder of the
world cannot shut the Earth from the Sun, as the
legend says. In fact, this wall did not fence off the
people from the Sun, it fenced them off the rich
Southern areas with their warm climate. In the lan-
guage of ancient Turkic peoples, the word “kdn”
had three meanings: sun, day and south. In the mod-
ern Tatar language, south is denoted by the word
“konyak” (from Turkic “kon” — “sun”, “day”, and
“yak” — “side”, i.e. solar or southern side). Taking
this into account, the most fantastic element of the
legend appears to be a well-known historical event.
And the divs in the legend stand for the Chinese
people of the Qin Dynasty era, who built “the high
wall”. The wall fenced them off the Turkic nomads.
In those times, the main enemy of the Chinese was
the Xiongnu people headed by Modu Shanyu (Mete,
Maodun, 209-174 BC). But is there a connection be-
tween the names of Modu, the Xiongnu ruler, and
alp Suban?
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According to their contemporaries, the Xiongnu
were sun-worshipers. The ancient Chinese historian
Sima Qian (c. 145 or 135-86 BC) reported, describ-
ing the Xiongnu in his “Historical Works™: “In the
morning Shanyu comes out of the camp to bow to
the rising sun, and in the evening he bows to the
moon”. Note that Sima Qian points out that the
Moon was worshipped in the same way as the main
god of the Sun. In the language of ancient Turkic
peoples, the goddess of the moon was named Umai
(“Moon wife” or “Wife-moon”), from “um” (“wife”
in Turkic) and “ay” (“moon” in Turkic). Umay was
the patroness of women giving birth, newly-married
couples, home and water elements. It is not surpris-
ing that Turks gave female names to most of their
rivers. In the Turkic world, the cult of the goddess
Umai was very strong. For instance, Savromats and
Sarmatians worshiped her as their main goddess.

The Modu Chanyu’s name is a derivative of Mo
(the name itself) and ode / ote or atey / ata (“father”
in Turkic). Like modern monotheistic religions, pa-
gan cultures had a tradition of naming children after
the names of the deities patronizing them. Probably,
modern peoples, Turkic-speaking in particular, owe
this custom to their pagan background. In this case,
the name of Modu can be associated with only one
relatable name of a Turkic deity — Umay, i.e. Modu
Chanyu got his name due to the patronage of the
goddess Umay. This may explain why Tumen
Chanyu regarded his eldest son Modu with disfa-
vour. In fact, the children of ancient Turks were pa-
tronized not by gods, but by priests of a particular
cult clan. Predominantly, the Xiongnu worshiped
the God of the Sun. The fact that Tumen chose
Modu to be held hostage by the Yuezhi, their ene-
mies, may be also explained by the secondary role of
his son’s patronizing cult. Moreover, the legendary
Alp Suban’s name borrows its meaning from the
same goddess, the patroness of water. Suban comes
from the combination of the stems su (“water” in
Turkic), oba (the Turkic respectful form of address-
ing the elder, the forefather) and en (“embodiment”
in Tatar), i.e. it means the embodiment of the water
deity’s spirit. The equivalence of the names Modu
and Suban is obvious. The name of Alp Mardukan-
Karga was created under the influence of Mongolian
culture. In particular, it has the Mongolian stem:
“nar” — “sun”, which comes from the word combi-
nation of nar (“sun” in Mongolian), ata (the Turkic
prefix expressing respect), khan (title), karga (“ra-
ven” in Turkic), i.e. the Sun God’s raven. According
to the legends of our ancestors, the raven was one of
the solar deity’s helpers, which is reflected in the
name of Alp Marduka-Karga. In the legend, this

name may have been inspired by the very role of the
Alp, who returned the sun to people.

The name of Tebbich Chakchak was probably
based on the blending of different cult elements, hy-
postases of the goddess Umay. Tebbich surprisingly
resembles the Scythian goddess Tabitha who, like
the heroine of the legend, patronizes house and
home. Tebbich may be one of the goddess Umay’s
names, associated with her particular hypostase — the
patroness of house and home. It comes from the
word “tabache” (taba means “pan” in Tatar, che is a
suffix). The name Chakchak is connected with the
worship of the dawn: chyk (“dew” in Tatar) and
chack, chaga (“child” in Tatar), i.e., “dewdrop”,
“daughter of the dawn”. According to the legend,
Chakchak was the patroness of the dawn, another
possible hypostase of the goddess Umay.

As for the meaning of the main characters’
names, Sak and Sok, there are several versions:
sakinch (“sorrow” in Turkic) and syktau (“weeping”
in Turkic), sak / un (“right” in Turkic) and sok / sul
(“left” in Turkic), sak (“cautious”, “vigilant” in
Turkic) and sok (“fatal”, “bog”, “swamp” in Turkic).
However, there exists a more attractive interpretation
of these names in terms of the reflection of Ancient
Turkic life realia. A clan was the main unit of the
ancient Turkic society. In the Western and Eastern
Xiongnu languages of the Turkic peoples, the word
“clan” sounds “seyak” and “suok” respectively,
which are very similar to the names of the characters
from the Tatar legend. Thus, these names could re-
flect the bitterness of separation between the clans of
Turkic tribes, which lost touch with each other in the
course of some tragic events. At the final stage of the
confrontation with the Chinese Empire, the Xiongnu
had to face the tragic outcome. A part of the once
powerful nation was forced to withdraw from the ter-
ritory of China: the first part of them went to the
west, the second one moved further to the north, and
the third one headed to the east. The rest of the
Xiongnu stayed in their lands under the protectorate
of their powerful neighbour. They were either as-
similated by the Chinese, or participated in the future
ethnogenes is of the Turkic and Mongol tribes of
Central Asia. The legend could have been created
and brought to the banks of the Volga and Kama by
both the Alans and Xiongnu clans, which came to
the Volga region during the Great Migrationera.

The antiquity of the legend plot can be deter-
mined by the unattractive role of the god Tengri. It
could have been created only in the times when the
Turkic peoples worshipped the Sun God — the antip-
ode of Tengri. In this case, the authors were the rep-
resentatives of the Xiongnu clan who worshiped the
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Sun. Thus, the legend reflects the conflicts between
pagan clans [4].

Sac-Sok is one of the most perfect Tatar bayts
regarding its poetic form. It tells about the tragic fate
of two seven-year-old children who were cursed by
their mother for their mischievous behavior in the
absence of their father. They immediately turned into
mythical birds Sak and Sok and flew away. The
brothers were forced to live on their own in a thick
forest while their mother’s curse had power over
them, that is, forever.

According to its content, the bayt has a lot in
common with the stories of other nations, starting
with the mythology of the Ancient East and ending
with the ballads of the peoples from medieval
Europe. Furthermore, this bayt shows that fairy-tale
and mythological traditions played a significant role
in the origin and formation of the genre.

“The transformation of children into birds is the
main the message of the story and its emotional con-
tent. The bayt tells about a terrible human tragedy. It
does not give a convincing answer to the question
why the children were subjected to such a cruel pun-
ishment. The bayt can only help understand that the
children were punished for a minor folly. Therefore
they complain: “Ankdy kargady bigrék yuk ochen.”
— “Mother cursed us just for no reason”. This deep
resentment at the extreme cruelty of the undeserved
punishment pervades the entire work”. F. Urmanche
emphasizes that the bayt“... is not so much about the
offence of the young children, it is about the
mother’s cruelty...” [5: 56].

“Its first lines are rather unusual: first, it tells
about very simple things, daily routine, described to
gain the listener/ readers’ attention. It looks as if it
prepared the audience for the narration of tragic
events. As far as bayts go, there would be some sort
of tragedy... Before the dramatic events, we seem to
hear the sad voices of Sak and Sok from afar. After
this introduction, the events begin to unfold all of a
sudden: “We were sitting and playing, playing and
crying; when Mother cursed us, we did not stay for a
minute”. In order to reveal the profound meaning of
the tragedy, the bayt strongly emphasizes the sud-
denness, unexpectedness and exceptional nature of
the events that occurred: “Samovar kuydy, chdyldr
echerde. Echep betergdich, kargap ochyrdy.” —
“She heated the samovar, gave us tea to drink. When
we drank it up, she immediately cursed us”. The
successfully applied artistic device helps to instantly
capture the attention of listeners. After that, the story
of the unfortunate children begins. A disturbing rus-
tling of reeds, the utter darkness of the thick forest,
some mysterious noises coming from the depths of
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the forest — all these help to better understand the
meaning of the human tragedy. They live in the op-
posite parts of the dark forest, cry to each other at
night, longing to see each other. However, the dawn
always stops their dreams from coming true.

The story about the family conflict is constantly
interrupted by a monologue of one of the twins. The
repeated sad questions asked by the unfortunate
children help to better understand the depth of the
tragedy: “Mother cursed us, have you learned about
it, Father? We flew over you, did you see us, Fa-
ther?”

“The bayt composition is very simple and typical
of the genre. It spread widely among people due to
its original exposition; very fast and unexpected be-
ginning of the tragedy; dramatically intense narration
with a hint of deep lyricism; traditional ending, hav-
ing a philosophical meaning, deep tragic elements
and lyricism, extraordinary content, exciting its lis-
teners with amazing poetry and expressivity of the
form” [5: 56-57].

In the bayt, the image of the house plays a great
role in revealing the family conflict. The antithesis of
the house and the forest becomes the core of the lit-
erary work. While the bayt characters regard the
house as “their own, familiar and, at the same time,
private, protected space”, the forest is seen by them
as something “foreign” and hostile. The characters
associate the house with their childhood (“At the age
of six or so, we ran together” [6]%), warm maternal
affection (“mother”, “mother dear”, “kindred
mother”), comfort (“As the samovar boiled, she
seated us for tea”), paternal care (“Father did not
scold us and did not turn us out of the house™). For
the characters of the bayt, the house is primarily their
shelter: “Father told us to stay home to live happily”.

In the bayt, the image of the house acts as a cus-
todian of ancestral traditions. It is the centre of faith
and Muslim culture, in which the motif of a prayer
repeatedly arises. At first, it is introduced through the
reference to the Kaaba — the black stone in Mecca, to
which Muslims turn in their prayer: “Southern winds
are blowing — you can see it from the Kaaba”. This
irreparable tragedy occurred in the absence of the fa-
ther — the head of the family: “You caused the trou-
ble before Father's coming. He was in the mosque
then”. The following lines of the ancient bayt are
symbolic: “You fed us with milk —start blowing to
forgive. On the Day of Judgment, we will not bare
resentment towards you”.

The ancient belief says that Mother's curse is
based on the “right of the mother's milk”, so it is so

* Here and further the quotes are translated into English
by the authors of the article.
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strong that it can be reversed only on the Day of
Judgment [7: 61]. According to the ideas of many
nations, mother's curse led or could lead to an inevi-
table tragedy (the Moldovan epic song “Bogatyr and
Snakes”, the Bulgarian heroic song “Marco the
Prince Frees Three Rows of Prisoners”, Slavic bal-
lads about a daughter-bird, etc.).

A woman in Islam is a homemaker and a right-
eous wife of her husband. The religious commitment
and education of the future generation largely de-
pends on women. They have the great mission of
maintaining peace, tranquility, religious commit-
ment, politeness and piety in the younger generation.
One had immortalized the respectful attitude of a
man to a woman-mother: ‘“Paradise is under the feet
of mothers”, i.e. a Muslim man’s well-being in eter-
nity is determined by how he treats his mother.

That is why the bayt characters never complain
about their mother. Muslims sincerely believe that
God knows everything and shapes the destiny of
everyone and everything in all aspects of life. In the
folk tradition, it is generally believed that the destiny
of a man and his death hour are prerecorded in the
Book of Destiny. Human behavior is predetermined,
because God prescribes destiny to every man in ad-
vance.

It seems that we were preordained

To fly through forests with the maternal curse.

By the will of the fate we are now Sak and Sok,

Having wandered a lot, we have learned a les-
son.

On the waterfront, we would step on burning
sand,

We wandered the world separately, Sak and Sok.

We would go to secure bread crops in the fields,

It is apparent that Allah ordered us to live such a
life. — the brothers believe.

They seek to comfort their mother in her grief:

What happened to us was our destiny,

Do not cry, the Almighty prescribed it to us.

The second bayt also mentions this:

It was apparently prescribed before our birth

To fly around the world with the maternal curse.

The main source of the religious doctrine in Is-
lam is the Quran. This is the ideological core of Is-
lamic culture. Thus, the children advise the aban-
doned mother to seek consolation in a prayer over
the Quran:

With tears in your eyes, read the wisdom of lines
in the book,

And longing for us, look at Sak-Sok.

From the book, you will glean a lesson for your
heart,

You will freeze watching the birds go near the
house [6].

It is a well-known fact that all Muslims wor-
ship the Holy Scripture. The Quran gave people
answers to questions about existence, man's role in
it, the reason for human existence, it regulated
socio-political and socio-economic aspects of their
lives. The Quran taught people to build relation-
ships with the Creator and people, it taught to live,
work, create, and also explained what human na-
ture and human worship should be like.

A samovar, tea-drinking, home-made noodles
— these details help us get an idea of a housewife
and mother. The originality of the Tatar cuisine is
still defined by soups with a flour dressing, espe-
cially noodle soup (fokmach). To cut noodles,
women usually roll out dough in the shape of a cir-
cle. In the same way, the bayt compares a harmo-
nious family to a circle, its disruption is associated
with a disaster:

Only a half of the dough remained,

There used to be two children, now there aren’t
any of them [6].

It is the mother whose duty is to educate chil-
dren. In the bayt, the monologue of the main char-
acter eloquently testifies to the fact that the mother
was able to instill good behavior and piety in her
children. They respect their parents.

The reason that prompted the mother to take
such a severe step: “losing temper”, “she cursed
them for always” “for an iron rod”, remains be-
yond the framework of the bayt. Yu.G. Nigmatul-
lina suggests that the broken arrow was perceived
by the mother “as a terrible omen of separation and
future bloody wars of fraternal peoples (an iron ar-
row is a symbol of power)” [8: 67]. This is also
noted by the researcher M.Bakirov, who believes
that the semi-bayt or semi-ballade “condemns civil
strife and discord between the sons of Kubrat or
kindred tribes, which ultimately led to the tragic
end of the state” [9: 29].

The antithesis of house — forest enhances the
drama. In the baytthe forest is “dark woods”,
“thick forest”, “backwoods”, thicket (“I tore my
new fur coat on a branch stub”). The creators of
the bayt used psychological parallelism to brightly
convey the emotional experiences of children sepa-
rated from home:

I cut down a couple of thin birch trees in the
woods,

Every day I miss my mother so much [6].

For the Tatars a birch tree is a symbol of a hu-
man life from birth (cradle) to death (they are
planted in cemeteries), a symbol of sadness. As
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noted by the folklorist K.Gafiullina, a number of
Tatar folk songs present “twin birch trees” as a
symbol of coupledom, (“Asyl kyz’—“Beauty” ,
“Kush kaen, kush usak”™Twin birches, twin as-
pens”)” [10: 135].

Similarly, the image of currant berries is not
accidental in the bayt:

We have gathered currants in the dark forest,

Now we are orphans in our way [6].

The colour of berries in currant bushes at-
tracted the attention of our ancestors. According to
the observations of folklorists, Tatar folk songs of-
ten have parallels between berries, “the children”
of the bushes, and human children [10: 135]. Cur-
rant berries are mentioned to emphasize the bitter
orphan hood of the children, doomed to wander the
world “apart”.

In song lyrics of the Tatars, the image of a wild
duck is inseparably linked with the theme of or-
phanhood, a miserable, unhappy and hard life:
“Atym kaldy” (“My Horse Remained”), “Yatim kyz
zyry”(“Song of the Orphan™) [10: 152].

The ducklings are roaming noisily by the river,

Just remember it and it will break your
heart[6].

Different versions of the images of a nest, baby
bird and mother-bird are very popular in the folk
songs lyrics. It is not accidental that, having seen
ducklings roaming by the river, the main character
of the bayt immediately remembers his once close-
knit family:

A duck with the brood of yellow ducklings by
the river,

As I remember them- my heart weeps [6].

The parallels, which are popular in folk lyrics,
are widely used in the bayt:

Birds are singing in the front yard:

“Where is my sonny boy?” —the father is
probably asking[6].

As F.Urmanche correctly points out, the paral-
lels in the bayt “Sak-Sok” are based on semantic
associations [5: 171]. For example, songs of birds
and a sad picture:

A black swallow, a yellow nightingale

If you cursed us yourself, mother, don’t cry
now [6].

These lines refer us to the world of Tatar fairy
tales, where the mother, as a result of the spell,
turns her children into birds: her daughter becomes
a black swallow, her son is turned into a yellow
nightingale, and she herself becomes a cuckoo [11:
113-118].

A nightingale is a bird of the brown-gray col-
our. However, it is a “yellow nightingale” that can

be found in the Tatar folk song. The changes in the
colouring are the result of the sufferings about
which the bird sings in its songs. In Tatar poetry,
the epithet “yellow” is associated with suffering or
anguish. According to the lyrics, the nightingale
grieves its separation from the native land, where it
sang freely and widely, so it became yellow with
grief in foreign lands, where there was no place for
its songs (“Ber bez gend tiigel dle”.— “It’s not only
us...”, “Xdupenodunam™) [10: 141].

In the bayt, the landscape occupies an
insignificant place. It is introduced through the folk
and symbolic images of “a dark forest”, “a burning
sand” by the waterbody, the wind, which “is
sweeping away a brand new stack of hay”, it “blew
the feather hat away and it’s impossible to get it”.
They are used to emphasize the dominant motifin
the work: to show the children who find them-
selves inan unbearable situation when they are
expelled from home and doomed to wander apart.

For a generalized representation of the or-
phans’ hopeless life the creators of the baytapply
traditional set phrases such as“bitter fate”, “bitter
tears”, “red eyes”, “griefand longing”,“sorrow”.

The bayt “Sak-Sok™ can serve as a benchmark
for versification in bayts. This is the bayt, which
retains the two-line stanza. The size of the bayt is
also typical: 10— 10; its rhyme is also simple (a —
a).

Due to the performance of its chants, we can
feel the influence of the slow lyrical song
“ozbinkon” (“long tune”) in the bayt “Sak-Sok”
[12:36].

R.Hafizova emphasized the ideological and ar-
tistic relevance of the Soviet play for children by
including the subject of labour education of the
younger generation (work in the market garden),
the labour succession content (Sikherche (Sor-
cerer) has a devil-apprentice), and the theme of
reformation of the antagonist: the transformation of
Sikherche (Sorcerer) into an old sponger. This bayt
does not include the father into the main action, as
he was at the Friday prayer when the family trag-
edy occurred, while R.Hafizova transformed this
character into the protagonist. In accordance with
the national tradition, the idealization is realized
through the transformation of the character into
Sabantuy batyr. The writer replaces the magic ar-
row with the head of a dead snake. This is how the
metaphor of false wisdom / the knowledge of Sik-
herche (Sorcerer) is visualized. It is an interesting
device that R.Hafizova finds within the national
tradition. Sikherche (Sorcerer) acts as a grantor: he
gives goose wings to the mother. It is a magical

183



G.R.SAGITOVA, MM.KHABUTDINOVA

thing that should tame the rebellious spirit in her
children.

According to the unanimous opinion of the au-
dience, the creators of the musical managed to
combine folk wisdom and modern musical lan-
guage. The project took second place in the Repub-
lican Youth Forum “Our Tatarstan” [13].

In the autumn of 2015, Naberezhnye Chelny
State Puppet Theatre became the grant winner of
the Union of Theatrical Figures of the Republic of
Tatarstan, owing to which it got an opportunity to
prepare a long-awaited performance in the Tatar
language, based on the famous legend “Sak-Sok”.
Under the inspiration of the ancient bayt the direc-
tor, [lgiz Zayniev, has created a new experimental
performance where the leading themes are existen-
tial loneliness of man, difficulties in relationships
between adults and children and generation gap.
The author outlines the problems raised in his work
in the following way: “Modern loneliness. We are
not sociable, at the same time we are not available.
We speculate on how we live, but we do not give
answers to the questions” [14].

The puppet show plunges us into the atmos-
phere of a game. The nature of the game, as you
know, “acts as a breeding ground of art, of the
forms connected with creative work such as festi-
vals, artistic forms of entertainment, fashion, and
sports. It enables people to create themselves, to
multiply their abilities, enrich their imagination.
While playing, people are not equivalent to them-
selves, they are different when they abandon the
gaming state. Playing games gives one the possi-
bility of a truly human existence, at least temporar-
ily and outwardly. At the same time, games en-
hance the possibilities of self-development, help to
preserve humane features, develop unconventional
methods of behavior, perception and thought” [15].

[.Zayniev “turns to the principles of a classical
puppet show: he minimizes the vocal parts of the
actors’ roles and focuses on the emotional compo-
nent” [16].

A ticking wall clock creates a scenic atmos-
phere and determines the mood of the play. Every-
one associates this household detail with the
warmth and comfort of their homes. It is the sign
of a patriarchal tradition. It is not accidental that in
the performance the hearth fire can be seen in the
darkness behind the wall clock. The memory
brings back the lines from the song by Yu.Vizbor
“A Wall Clock™:

Oh, there’s no better fire than the one that
won’t be extinguished

And there is no better home than your own
home,

Where the wall clock is striking diligently in
the kitchen,

Where my dear is, where my dear is,

Where my dear and the whistling kettle are
[17].

The wall clock and the hearth immerse the au-
dience into the atmosphere of a sweet “home”. The
space has an exaggerated ethnic colouring: a Tatar
oven with a kazan (a large Tatar cooking pot), a
family photo in the frame, a wall clock, a bed with
several pillows, a shamail above the door, a carved
wavy pattern in the design of the wooden fence.
The same trend can be seen in the costumes of the
main characters: the head of household is wearing
a black skullcap, a linen shirt and pants, a quilted
jacket and white katas instead of shoes. His wife is
dressed in a chintz dress with a small flower print,
a woolen cardigan, and a white kerchief tied in a
Tatar manner (the artistic director is Aleksei Mitro-
fanov).

At the same time, the ticking of the wall clock
makes us think about the inexorable passage of
time (compare: in his poem “Your clock has both
move and stillness...”, J.Brodsky uses the symbols
of clock and home, putting time into the semiotic
space of culture) [18: 31 ].

The spouses brighten up their loneliness by
reading the Tatar bayt “Sak-Sok”, which was one
of the most popular with the people (Tatiana Salik-
hova and Egor Mitrofanov as the old man). Stingy
details recreated the past of the house. The
mother’s memory (Eva Mingazheva and Minzariya
Tuktarova) is visualized through a rocking cradle,
a toy airplane, and a ball. These attributes of child-
hood also reveal the full depth of a lonely old age
drama. The rustle of Sak and Sok’s wings (Egor
Mitrofanov and Elena Golobokova as the boy,
Tatiana Salikhova and Rimma Mitrofanova as the
girl) accompanied by crow and magpie cries — a
symbol of chaos —add to this impression (composer
/background music by Yuri Chaplin).

The patriarchal world fits into the cosmic
space. During the next scene the world space is ex-
panded to the scale of the universe, due to the in-
troduction of the image of the globe and children’s
vocabulary game “Towns and Cities”. In the outer
space the function of the hearth is represented by
the sun. Tatar place names are put on a par with the
world's largest cities. Together with the globe, the
idea of integrity of the world, its global nature and
infinity, enters the world of the play. Since old
times the globe has symbolized the eternity of the

184



TATARICA: CULTURE, PERSONALITY AND EDUCATION

world, the value of life time and immortality. The
rotating globe embodies the idea of the journey.

The folk tradition blends with the literary one,
which is a new stage of the human culture devel-
opment. The image of the sunlight against the
background of the cosmos makes us remember
Kh.Taktash’s poem “Koyash kiiktd shulay mdnge
yozdr” from the lyric series of “Zdngdr kiizldr”
(“The Blue Eyes”), where the key theme is the first
love, separation and loneliness [19: 109]. This is a
sample of the rebellious lyricism of the early 20"
century, built in line with the national gisyanistic
tradition, whose roots go back to the poetry of
A.Yasavi and N.Hisrow. The lyrical hero joins the
gisyanists’ society, protests against social conven-
tions of (“min ul bezne aergan dingd, kanunnarga /
Karshy kordashkdndd ...”), hoping to transform the
disharmonious world into khdyat ile. Kh.Taktash
(1900-1931) is a symbol of the renewal of Tatar
poetry. In a short introduction to his first collection
“The Tragedy of Sons of the Earth” and other po-
ems” Kh.Taktash says that he rejects the former
type of versification. He tells his readers that “the
old poetic style, continuously used in the works of
five hundred poets from Bakyrgani to Tukay, must
be destroyed” [20: 143-144]. Kh.Taktash proposed
the samples of a new type of poetry, a new rhythm,
which is not based on melodiousness, but on the
national chastushka verse (two-or four-line humor-
ous ditty) and a lively conversational tone. The
great poet not only brought a verse and spoken
language together, but enriched poetry with his ex-
pressive personal nature, individual intonations and
figurative means.

In the play, the twin myth finds its continuation
in the images of poets, like M.Aglyamov and
Yu.Minnulina, which refers us to the Tatar poetry
of the late 20™ century. Thus, implicitly, the 20"
century in literature forms a ring in the play. On
the globe, the poet (Edward Gurlev and Elena
Golobokova) and the poetess (Eva Mingazheva
and MinzariyaTuktarova) are associated with the
literary character Ole Lukoie by Hans Christian
Andersen. According to the Danish storyteller “he
is split into two, and both of them are named Ole
Lukoie”. “Like Greek Thanatos and Hypnos, the
gods of death and sleep, the characters are related
and different from each other”. The first Ole Lu-
koie “works wonders, he is for life”. The second
Ole Lukoie is “a messenger of death”, “a guide to
the realm of death, in which the images of Heaven
and Hell are vaguely seen” [21].

Mudarris Aglyamov (1946-2006) was a real
event in the poetic life of Tatar people in the late

20" and early 21* centuries. The poet developed
and enriched the ancient traditions of Tatar litera-
ture. His works are of traditional and folk charac-
ter, they have delicate lyricism and the depth of
philosophical reflection.

In the play, the Earth acquires a new status
through M.Aglyamov’s poem “Kitd almyym...”
[22]: it is transformed into a cradle of humanity
(“Bu zir bezgd bishek”), then into a boat (“Yuk, ul
koymd...”). It becomes a means of typification in
the play. M.Aglyamov uses a two-step metaphor
within the Sufi tradition: koymd — kiibek (in the
meaning of “sea”), don’ya — bez. The lyrical hero
reflects on the meaning of human life, the fate of
the individual and the world, ethnic culture and
human civilization in general, the value of a mo-
ment and eternity, the contribution that each gen-
eration makes to the preservation of outer space
and cultural traditions as the foundations of stabil-
ity and harmony.

The second scene of the play is a dialogue be-
tween two poets, the representatives of two genera-
tions of Tatar poetry — the sixtiers and a new wave
of the turn of the 20™-21* centuries. In this way
[.Zayniev both reinforces the ideological and artis-
tic potential of the play and forms the readers’ idea
of the Tatar literary tradition. The meeting between
M.Aglyamov, a representative of G.Tukay school,
and Yu.Minnullina, a representative of Kh.Taktash
school, presents the faces of Tatar poetry and the
range of creative research.

Yu.Minnullina’s poem “Bar da iizge...” [23] is
an example of modern love lyrics. The circular
structure of the poem closes to complete the basic
idea:*“bar da iizgd — bez ochrashkan kénndn birle”,
which is permeated with the idea of immortality,
the desire to overcome the isolation of the life cir-
cle and monotonous existence. There are obvious
intertextual connections between the work and
Kh.Taktash’s poems “Biigenge maturlyk” (Today’s
Beauty) [19: 184], “Zyrym siga bulsyn” (Let This
Song Be Yours) [19: 203], “Bolay... Gadi Zyr
gyna” (Just a Song) [19: 226], “Ak chdchdkldr’
(White Flowers) [19: 226]. Yu.Minnullina reflects
on the uniqueness and value of every person, every
moment, and every detail of life. The poem is full
of youthful maximalism, faith in one’s own
strength, energy of rebellion against routine. All
these connect the poem with the ancient bayt. The
lyrical heroine suggests escape everyday routine
through a game. The twin myth also finds its con-
tinuation in the play. After all, the gaming state is
ambivalent in itself: it combines the unity of belief
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and unbelief, the relationship between sacred de-
mureness and pretense with tomfoolery.

As we know, the gaming state represents the
transformation of the world. The scholars of cultural
studies reveal the connection between the myth and
the game. German philosopher Schelling noticed an
intrinsic human need to enjoy semblance. “During
the interaction between cultures and civilizations the
modern man acquires a developed ability to under-
stand something distant and alien. The ability to
perceive something alien as native also enhances the
gaming moment in one’s life. The developing com-
munication between the cultures of the West and the
East, the West and Latin America extremely multi-
plies the game component, which penetrates both
the sphere of artistic practice and the area of holi-
days, leisure, fashion and sport” [15]. This process
is a bridge to G.Marquez.

A doll, resembling Yu.Minnullina’s appear-
ance, reads the story “A Very Old Signor with
Enormous Wings” from the book “The Incredible
and Sad Tale of Innocent Erendira and Her Soul-
less Grandmother” [24: 3]. The stories in this col-
lection refer to the “mature” period in the work of
the great Latin American writer, when he already
reached perfection in his glorified and distinctive
style of magic realism. Something miraculous or
monstrous invariably becomes a part of reality as
these are the rules set by Marquez, and the reader
enjoys following them.

G.Marquez uses the language of myth to sug-
gest that the world might collapse soon if the pic-
ture of the world did not change for all people (the
ongoing rain refers us to the Flood).The story of an
angel with enormous wings, who finds himself on
the earth, becomes a barometer of the contempo-
rary society infected by greed, cupidity, and indif-
ference towards all living things, the society which
is not ready to solve serious problems, but “blurs”
them: “The hen-house was the only place on the
farm which was neglected. If it was washed some-
times or they burned some herbs in there, it was
done not for the sake of the angel, but to somehow
fight the stench emanating from there, it penetrated
every corner of the new house as an evil spirit”
[24: 3]. Marquez dispels one more illusion of mod-
ern man, that a miracle has to be always beautiful,
and goodness always has a wonderful appearance.
People of the 20" century have forgotten how to
see the beautiful in the ordinary, especially in
something that has an unassuming, repulsive look
(compare: the angel’s portrait). In his bid to return
humanity to the original purity and beauty of the
view, Marquez (compare: a child’s view) shows

how common can “the miracle of every day rou-
tine” become.

The game is closely related to life and its
stages. The story of the grandmother (Landysh
Murzakhanova and Rimma Mitrofanova) and the
child (Edward Gurlev) exposes the problem of re-
lationships between children and adults, problems
of communication. Adults, who are up to the eyes
in their daily hustle and bustle, do not hear chil-
dren. The issue of children’s fears occupies an im-
portant place in the work.

Children's fear of loneliness is visualized
through the antithesis: the doll — the face of a “gi-
ant” — an artist in the window. The physiological
response of the body of a frightened kid is a pro-
jection of the extent of its feelings, which are ig-
nored by adults.

The topic of the lack of understanding between
modern people is maintained in the play through a
series of episodes: the story of a young man, who
has forgotten his responsibility to the mother, as he
is stung by the parting with his beloved, the story
of old people, meekly and gently coping with their
loneliness and separation from their children, the
problem of exhaustion in marital relationships. In
the play, the phone serves a means of verbal com-
munication.

The fear of being lonely is closely connected
with the fear of being unloved or rejected. Subtle
humor runs through the episode with a kid-skier
(Edward Gurlev) and a hare (Lily Murzakhanova),
which reminds us of M.Sibiryak’s tale “The Tale
about the Brave Bunny, His Long Ears, Slanting
Eyes and Short Tail” [25].

The twin myth manifests itself in the play
structure. There exists certain symmetry in the ar-
rangement of several episodes (compare the epi-
sode about the angel and the crab and the episode
with the kid-skier and the crab).

“The Recipe for Life” by G.Marquez correlates
with “the recipe for life” by Yu.Minnullina. The
young Tatar poet offers the humanity her own way
out of the crisis, of rejecting individualism, and in-
vites us to discover the pristine beauty of everyday
routine (“gadi tormysh™): “chyk uramga”, “uramda
ber keshedd artyk tiigel”, “tigez sula, tigez sula, ti-
gez atla, / min zir sharyn dylinderdm / dip ka-
batla” [26].

The theme of a monument is a logical
conclusion of the poetical theme.The monument
has been associated with the motifs of death,
memory, revenge, glorification, empire and poetry
since Pushkin’s times. The animated monument to
G.Tukay (Egor Mitrofanov, Landysh Murzakha-
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nova, Edward Gurlev) embodies the idea of the
memory, which is live and active. [.Zayniev
reduces the distance between the generations of
Tatar poets, visualizing Gilyazov’s metaphor in
assessing G.Tukay’s works “Bez barybyz da Tukay
balalary” [27]. The young poet feels very
comfortable in the palm of the great poet. An
important place is occupied by the idea of creating
the monument to the poet by those who remained.
The symbol of Tatar poetry “goes down to earth”:
the poem “Khdstd khdile” [28: 295] reveals the
hidden drama of the poet's life to the audience.
G.Tukay reflects on existential loneliness of man
lookingdeath in the face. The main idea of
[.Zayniev’s play is: “aury zZan” “don’yany ertyk
kiira@” (“a sick soul” “sees the world full of holes™).

The quiet ticking of the wall-clocks is replaced
by the sound of the metronome which adds a
dramatic note to the final scene: modern people
areto cure their souls to be able to see the beauty of
being.

The cradle is transformed into the Mount of
Cafcuh, which cannot be overcome by the birds
Sak and Sok before the end of the world comes,
when their mother’s curse becomes void.
According to Islamic mythology, this mountain is
located in the midst of the Earth, which has the
form of a disk, but is separated from the Earth by
insurmountable precipices; this mountain is
completely made from the emerald, which creates
a dazzling heavenly glow. It is here that the bound-
ary between the visible and invisible worlds exists,
it symbolizes the true depth of the truth about hu-
man nature.

The Cradle-Cafcuh is transformed into a can-
vas resembling two wings of a bird, underlining
the importance of childhood as the foundation of
human life. The final chord of the play is the bayt,
which reinforces the didactic potential of the work.

The performance “Sak-Sok” is an educational
project that introduces children to the world of a
puppet theatre. Its space includes different kinds of
dolls, such as puppets, glove-type puppets, rod
puppets, and life-size puppets. The actors of the
play are focused on controlling puppets of different
systems, while the recorded voices of the G.Kamal
theatre actors convey to the audience the magic
and beauty of the poetic words from the ancient
bayt, from Tukay, M.Aglyam, Y.Minnullina and
Marquez. The dialogues are pronouncedly mini-
mized. This is “a play about loneliness, impossibil-
ity to overcome it and a hope for a miracle: to be
heard and understood”.

The performance was warmly received by the
audience. We can congratulate all those involved
in the creation of this miracle and wish them every
success in the field of national art.

In the musical and the puppet show, the bayt
“Sak-Sok” sounds surprisingly timely. These cul-
tural and educational projects were implemented as
a part of the State Program on Preservation, Study
and Development of the Official Languages of the
Republic of Tatarstan and Other Languages in the
Republic of Tatarstan. Though different in the gen-
res, these works manifest the creative potential of
their creators. The success with the audience is the
evidence of demand for such projects, which are
aimed to promote and develop the Tatar culture and
language.
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CKBO3b I[IPU3MY UCKYCCTBA XXI BEKA

I'yzennr Pam3usieBna CarutoBa,

Ka3zanckas rocynapctsennas koncepBaropus um. H.I'.J)Kuranona,

Poccus, 420015, r. Kazans, yn. b.Kpacnas 1. 38,
sagitovagr82@mail.ru.

Mujeyma MyxameT3stHOBHA Xa0yT/IMHOBA,

Kazanckuil ¢penepanbHblil YyHUBEPCUTET,
Poccus, 420008, r. Kazauns, yn. Kpemnesckas, 1. 18,
mileuscha@mail.ru.

CraThsi HOCHT XapakTep peIcH3UH Ha KyJIbTypHO-00pa30BaTeNbHBIC MPOCKTHI 0 MOTHBAaM JPCB-
Hero tatapckoro Oamra «Cak-Cok», HalleJIeHHBIC Ha COXpPaHEHHE W Pa3BUTHE TaTapCKOW KYIBTYPHI:
Mi03uKI «Cak-COK KaHATIapBIHBIH cepe» — MPOIYKT KOJDIEKTHBHOTO TBOPYECTBA IPEIOaBaTelNe 1
cryaeHToB KazaHckoil rocygapctBeHHOM kKoHcepBatopuu uMmenu H.I'.JKuranosa, npenonaBareneit u
y4ueHuKoB JleTckoil mkombl uckyccTB nMeHn M.A.bamakupesa 1. Kazanm («Manas Axagemus c-
KYCCTBY»), KOJUIEKTHBA MOJIOJIE)KHOTO opkecTpa «Sforzando» (mupmkep MnbHap dai3yTAMHOB), CIICK-
taknb HaGepexHouenHuHCKOro KykompHOro tearpa «Cak-Cox»'. OGO06IEH MaTepuan Mo HCTOPHH
coznanus U ¢yHKoHupoBaHus 6anta «Cak-Cok». OnpezaeneHa npodiemMaTHka, MpoaHaIn3upoBaHa
KOMITO3HIISI TPOU3BEICHUSI, BBISIBICH MU(OIOATHYECKHIH OTSHIMAT KIFOUEBBIX 00pa30B.

JlutepatypHoii ocHOBOW MIo3uKia crana meeca P.XaduzoBoit «Cak-Cok taBeimub» (1987). Cpas-
HHUTEJILHO-COIIOCTABUTENILHBIN aHaM3 JMOPETTO C TEKCTOM MEPBOMCTOYHHMKA MOMOT BBISIBUTH OCO-
OCHHOCTH COBPEMEHHOTO MPOYTEHHS IpeBHETo Tekcra. [1o jkaHpy 3TO MIO3HMKI-CKa3ka, o (¢opme —

'Cwm WUTIOCTPALMIO K CTaThe Ha LIBETHOM BKIIEHKe — M.X.
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MIO3UKJI C AMAIOTaMu. XapaKTepHBIMH OCOOEHHOCTSIMH Mio3uKiIa «Cak-COK KaHATJIapbIHBIH CEpe»
SIBIISIIOTCS] paBHOIIPAaBHE MY3bIKH, TaHIIa 1 Pa3rOBOPHOTO JKaHpa B IpaMaTypPTUy CIIEKTaKIIs.

Kyxonbhbiit cniekrakib «Cak-Cox» (pex. W.3ailiHieB) Takxke co3/laH 10 MOTHBaM JPEBHEro OauTa.
JomuHupyromel TeMoi cranga TeMa OJIMHOYECTBA YeJIOBEKa B COBPEMEHHOM MHpe, IpobiieMa demno-
BEYECKHMX B3aMMOOTHOLICHUH. BBISABICH MOTEHIMAN KIIOUYEBBIX CHMBOJIOB M apXETHUIIMYECKUX 0Opa-
30B CIEKTaKIs. PackpblTo cBOeoOpasne MHTEPTEKCTYaJbHBIX CBs3el B moctaHoBKe. Mccmemyercs
poib 6iM3HEYHOro MH(a Kak Ha YpOBHE MPOOIEMaTHKH, TaK U TIO3TUKH MOCTaHOBKH.

KuaroueBsie ciioBa: 0aut «Cak-Cok», MIO3HUKII, KyKOJBHBIH CHEKTaKIb, OMM3HEUHBIN MU(, apxe-

THII, CHMBOJI.

3a monroAa Ha Ka3aHCKOW CIEHE MOSBHIIOCH
JIBa CIIEKTaKJIi 10 MOTHUBaM JpeBHEro OawWrta Ta-
tapckoro Hapojga «Cak-Cok». OTH pas3HblE IO
YKaHPY ¥ KOHIETIINH TTOCTAaHOBKH TOSBUIINCH OJia-
rojgaps ToCyIapCTBEHHOW IOAJEPKKE — TpPaHTY
MuHucTepcTBa KyJbTYpel B pamkax locynapct-
BeHHOU mporpamMMmbl PecrryOnmku TaTtapcraH mo
COXPaHEHHIO, U3YUYCHHUIO W PAa3BUTHIO TOCYAApCT-
BEHHBIX sI3bIKOB PecryOnuku TaTapctan u apyrux
s36IKOB B PecmyOmmike TaTapceraH.

[Ipembepa geTCKOTO MIO3HKIIA IT0 MOTHBAM Ta-
tapckoro Oauta «Cak-Cok» coctosiack 12 mas B
3IaHUM JETCKOTO LEHTpa «OKHUAT». OJTO ObLI
00pa3oBaTeIBHBIA TPOCKT, HAA peaTu3aIucii
KOTOpOTO TPYIAWJINCH MPENoaBaTeNd U CTYACHTHI
Kazanckoif rocygapcTBEHHOHM  KOHCEpPBaTOPUHU
umenu H.I'.JKuranosa, npenojiaBaTeni 1 y4eHUKH
Herckoit mkonsl wckycctB umenn M.A.bana-
kupeBa r.Kazanu («Manas Axagemus: MckyccTsy),
KOJUIEKTHB MOJIOACKHOTO opkecTpa «Sforzando»
(mupmxep Unpaap dail3yTAnHOB).

Wnest 3Toro yHUKaabHOTO MpOEKTa MpUHase-
*KuT crygaeHTke IV kypca Kazanckoii koHcepBaTo-
puun I'y3enb AbaeBoii. Pexuccepom-
MOCTAHOBIIMKOM BbICTYyNuA Mnbru3 PazeTauHoB.
My3bika JUIst IPOeKTa ObLIA CIEIMATFHO HATUCaHa
MOJIOJBIM TaTapcKuUM Kommo3uTopoMm HMibscom
Kamanom. JIutepatypHOi OCHOBOW MIO3MKJIA CTa-
Ja mbeca JETCKoW mucarenbHullbl Po3el Xaduszo-
Boll «Cak-Cok TaBbimbn»y («I"ooc Cak Cox») [1].
Jrnna XakuMoBa ajanTupoBaja i MOCTAHOBKHU
TEKCT ¥ CJIOBa TieceH [2].

LleHHOCTh JAHHOrO MPOEKTa HE CTONBKO B
TOM, YTO OH HAIPABJICH HAa Pa3BUTUE TBOPUECKHUX
CITOCOOHOCTEH AeTel, CKOJBKO B TOM, YTO 3TO ObLI
MIO3MKJI Ha TaTapCKOM S3bIKE, POXKIECHHBIH YCH-
JIUSIMHA MOJIOZBIX TBOpYecKUX cuil. FOHble nucnon-
HUTENN TOMYyYWIH BO3MOXKHOCTH IPOSIBUTH Ha
CIIeHE CBOM BOKaJNbHBIC, XOpeorpaduyeckue 1 ak-
TEPCKHE CIIOCOOHOCTH M B TO K€ BPEMS OTKPBLIH
Uit ceOst Bce OOTaTcTBO TaTapcKON KYJIbTYPHI.
Co3znateny COBpEMEHHOTO MIO3MKIIA MPOJEMOHCT-
pUpOBalld CBOM TBOPUYECKHM MOTEHIMAN U TOTOB-
HOCTH padoTaTh Ha HUBE TaTapCKON KyJIbTYPHI,
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Yhe MPOCTPAHCTBO COKPAIIACTCS B MOCICIHHE JIe-
CATHJIETHS KaK IlIarpeHeBas Koxa.

CriekTakiib B IIOCTAaHOBKE J€Tel Bceraa yMu-
JISIeT, BOCXUIAET U HUKOTO HE OCTaBISIET PaBHO-
OyIHBIMH. B mamsatu 10 cuX O0HBalOT My3bI-
KanpHbIe HOMepa Mmarepu (Pauca Pyctsamosa), oT-
JMYaroIuecs JIMPUYHOCTBIO, oTuHa Mibraszapa
(bynmatr XacaHOB), BBIpa)KalOIIME TEPOUIECKUN
nadoc. XapakTepbl 3THX MEPCOHAXKeH pacKpbIBa-
FOTCSl Yepes3 MeCHU, Juajoru u aecteud. Ha goimro
ceiHOBel AlHypa (Pupysa Xacanosa) u UnbHypa
(Anenst AxmaayninuHa) BbINajia camast CJI0KHas U3
NapTHi MIO3WKJIa — UCIIOJIHCHHE OTpPBhIBKAa U3 Ta-
tapckoro 6amra «Cak-Cok». BaxkHyro pons mpu
XapaKTepPUCTUKE 3TUX MEpCOHAaXKEH HrparoT aua-
noru. O6pa3 Cuxepue (Kongyna) (Peruna Aptol-
KOBa), 110 3aMbICIly CO3JaTejel, pacKphIBaeTCs He
TOJIBKO Yepe3 TeCeHHbIE MapTHH, AWAJIOTH, HO U
TaHel, CTaBIIUK YaCThIO JEUCTBUA. B posu CBUTHI
HEYUCTOW CHJIBI BBICTYIHJ YepT-AOHOCUMK (A3a-
mus [luramosa) u noapyunsie 6ecsita. s co3na-
HUS [edbHOro o0pas3a HMCHOJHUTENSM MPHUILIOCH
NOJUYUHHUTH €JUHOH JIMHUK CLIEHUYECKOTO MOBEIe-
HUSI CBOM Pe4b, MUMHKY, [ICHHE, IJIACTUKY, TaHEIl.
Koneuno, Ha mpeMbepe Opocwiioch B Tja3za, 4To
CLIEHBI CKPOCHBI Ha <CGKHUBYIO HUTKY». OmHaKo Ka-
JKJBIM U3 IOHBIX apTHCTOB UIpall ¢ BHYTPEHHEH
CaMoOT/Jauel, ¥ 3pUTENN HCKPEHHE OJaromapmin
TPOMKUMH aIUIOAMCMEHTaMH HWCIOJHUTENEeH 3a
MOHPABUBIINECS TAPTUH.

Ilo >xanpy 3710 Mro3mki-ckaska. [lo ¢opme —
MIO3UKJ C THalloraMy. XapaKTepPHBIMU OCOOCHHO-
cramMu Mio3ukia «Cak-Cok KaHATJIApbIHBIH CEpe»
(«Tatina xpeubeB Cak-Cok») SBISIOTCS pPaBHO-
MpaBHe MY3BIKH, TaHIIa W PAa3TOBOPHOTO XKaHpa B
JpaMaTypTyu CIEeKTaKJIS.

Kak u B mpeBHEM Oante, BeAyIIeH B MIO3HKIIC
CTaHOBUTCSI TeMa BocmuTaHua paereil. OCHOBY
MPOU3BEJICHHUSI COCTABJISICT OJM3HEUHBIA  MH.
P.XaduzoBa mnpuberaer k o0pa3y OJM3HEIOB-
conepHukoB (AiHyp 1 UnbHYp). B CBs3M ¢ 3THM B
MIO3UKJIE, B OTIIMYUE OT OauTa, akTyaJu3upyIOTCs
o0passl gemmypra (oten Mnbrazap) u Tpukcrepa
(Cuxepue / KonmyH). brmaromapsi BMEIIaTenscTBY
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W 3aCTYyIHHUYECTBY OTIa-0ateipa CabaHTys, UCTO-
pusl OMTU3HELIOB B MIO3UKIIC 3aKaHYMBaeTCs Oyaro-
MOJYYHO A1 BceX. MOTHB MaTEpHMHCKOIrO Mpo-
KIISITUS CMSITYEH: NPEBpAllCHUE ACTeH-IIaTyHOB B
IITUI] TIPETIOAHOCUTCSA KaK pe3yJbTaT TParndecKoi
JoBepuMBOCTH Matepu. Kpyr mnepcoHaxel, o
CPaBHEHHIO ¢ 0AaUTOM, CYIIECTBEHHO paclIMpeH 3a
CYeT BBEJCHHS 00pa30B aHTarOHNWCTA M €T0 CBHTHI.
B poisn KepTBBI BBICTYNAIOT MaThb U CHIHOBBS. B
poau repost — oTell o uMeHu Mibrazap.

MIO3UKII OTIIMYAET €JUHOE MY3bIKAJIBHOE II0-
CTpOEHHE, OIHparoIeecss Ha JIEHTMOTHBBI T€POEB.
OueBuana tara xomno3utopa Wnesaca Kamana k
PaCLIMPEHUIO U YCJIOXKHEHUIO OPKECTPOBKU. Yua-
CTHE B TIPOEKTE MOJIOJIEKHOTO  OpKEecTpa
«Sforzando» (mupmxep Wnbnap Paii3yTanHOB)
SIBIISIETCSI, HECOMHEHHO, M3IOMUHKOW Npe/cTaBiie-
Husl. «OKuBasi My3bika» HMPOGECCHOHAIBHBIX MY-
3BIKAHTOB HE IPOCTO CONPOBOXKAAET XOPOBBIE U
BOKaJIbHBIC MAPTUH, HO U IIOMOTaeT 3pUTEISIM Ye-
pe3 «My3bIKaJbHBIE» IOPTPETHl IIyOXe MOHATH
XapakTephl TJIABHBIX TE€POEB, a TAKXKe pasrisiieTh
CTOPOHBI MY3BIKAILHOIO KOHGuHKTa. Hcmonb3ys
COOCTBEHHBIE CPEICTBAa BBIPA3UTEIBHOCTH, Op-
kectp «Sforzando» ywacTByeT B TOCTPOEHHUH
CTPYKTYpOOOPa3yIOIUX 3IIEMEHTOB MOCTAHOBKH:
B 3aBs3KE JEHCTBUS, BOJHAX €r0 Pa3BUTHS, KyJb-
MUHALIUH U Pa3Bs3Ke.

OpkecTp urpaeT B MIO3UKJIE TJIABEHCTBYIO-
LIYIO POJIb: MPHIAET MIPOU3BEACHUIO LIEIOCTHOCTb,
HaJesieT I'epoeB OIPEIENICHHBIMU XapaKTepaMH,
PacKpBIBAaET 3MOIIMOHAIBHOE HACTPOCHHE KaK MIO-
3MKJIa B IIEJIOM, TaK ¥ OTAEIBbHBIX CLEH B YaCTHO-
cTi. My3bIKa CHEKTaKJsl OCHOBaHA Ha JIEUTMOTH-
Bax TJIAaBHBIX T'€POEB, a TAK)KE HA MY3bIKAIBHOM
teme Oauta «Cak-Cok», KaxAblii pa3 mHoiyyaro-
el HoBoe 3By4YaHHE. YK€ B OPKECTPOBOM BCTYII-
JICHUU K MIO3UKIY O0O3Haue€H OCHOBHOW MY3bl-
KaJbHBIH KOHMIHKT: 3By4uT TeMa «Cak-Cok», Te-
Ma UnbTazapa u3 nepsoro aelcteus, tema Cuxep-
4ye, 3aKaH4YMBAeTCAd BCTYIUICHHE JKU3HEYTBEp-
xpmaroreil Temor OaTeipa Mibrazapa Kak CHMBOI
nobensl B 60ppOe HeYHcTOW CWIIOH. 31ech Tema
OanTa 3ByudT O€3 TParmyecKoil OKpacKH, Kak He-
Kasg OObEKTUBHAs CHUJIA, yXOJSIasi KOPHIMH B Ha-
poaHbli Menoc. Bo BTopoM AeicTBUM IOcie Ipe-
BpalleHus: OJU3HELOB B NTHL 3Ta TeMa mpuodpe-
TaeT Tparu3M: OHa 3BYYMT B mapTusx nruy Cak u
Cox u uX MaTepH.

3ByuyaHHE «KHBOW» MY3BIKH, <OKHUBBIX» JI€T-
CKHX TOJIOCOB OOOramiaeT CHEKTakiIb M CO34aeT
oco0yro atMocepy, HECPaBHUMYIO C UCIIOJTHEHU-
eM o (oHorpammy. MoJoJ0l KOMITIO3UTOpP, Ha
HAaIll B3I, OKa3aJl MpUMEpP FapMOHHUYHOTO CHH-
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Te3a HAIMOHAJHHOTO MeJoca M JKaHPOBBIX OCO-
OCHHOCTEH MIO3MKIIA, CO37aB SPKUE UM BBIPa3H-
TeJbHBIE 00pa3bl.

Xopeorpaduueckne TapTHXA HaIENEeHbl Ha
CO3JaHKE OIPENEICHHOTO0 HACTPOCHUs, OOHa)e-
HUE ApaMaTHYeCKOW KOJUIM3uU. Tak, TaHel AEeBO-
YEeK-TITUIl PACKPBIBAET JIPaMaTU3M pPa3lyKu Mare-
pY C CBHIHOBBSMH, TIPEBPATUBITUMUCS B NTHUIl. A
TaHen CBUTHI CHXxepue €CTh BOIUIOLIEHUE HJICH
xaoca. [lepememieHre repoeB C Kpas CIEHBI B
LIEHTp 3HaMeHyeT pocT Biacth Cuxepue Haj MU-
pom: B Hawame Cuxepye TpeACTaeT B
COTIPOBOXICHU U UbIMYBL-DICEH, 3areM B
OKpY>KEHUH CBUTEI.

KocTioMbl TepoeB JOMOJHSIOT XapakTep oopa-
30B.

I'maBHOIi TPOOIIEMOIA STOTO MIO3HKIIA SBISETCS
cmalbIil TpamMaTyprudeckuii Matepuai. Jlmaa Xa-
KHMOBa TOCTapaiach aaliTUPOBaTh MbECY, CYIIIE-
CTBEHHO COKpPAaTHUB HEKOTOPBIE CIICHBI, JUAJOTH,
MOHOJIOTH, BBeIs JIUPUYECKHE TEeCHH, OOHa)xaro-
[Ue KOJUTM3UIO WIH OOBSCHSAIONINE MOTHBBI II0-
CTYIIKOB repoeB. UToObI 1oka3aTh yJJaIbCTBO U YM
repos, Jl.XakumoBa BBOIUT CLECHBI ITOEAMHKA
Wnprazapa c ueprenkom, c¢ Cuxepue, KOTOpbIE
CIJIBHO HAIIOMUHAIOT COOTBETCTBYIOIIUU SIHU30]]
M3 MYIIKWHCKOM cka3ku «Cka3ka o momne u paboT-
Huke ero bamme» [3: 7-14]. P.XaduzoBa nHanucana
cBoio mbecy B 1987 romy. He umest BO3MOXKHOCTH
peann3oBaTh BeCh MOTEHIMA APEBHETO 0aWTa Mo
IIEH3YPHBIM COOOpPaKEHUSM, OHA ObLIa BBIHYXKIIC-
Ha CYIIECTBEHHO TpaHchopMupoBaTh (adyny —
BCE 3TO, €CTECTBEHHO, HETaTHBHO CKa3aJlOCh Ha
CTPYKTYpE IpOU3BEACHUS U cucteme 0opa3oB. Oc-
TaJycss HEBOCTPEOOBAHHBIM OOTaThIi MH(OIIOITH-
YeCKHUH MOTeHIHal OauTa.

baut oprann4Ho 3By4yHT B MIO3ukie. Jlerenaa
«Cax u Cox» B pa3IMYHbIX BapHallUgX JOILIa 10
HaIIMX JHEHW KaK OTrOJIOCOK IPEBHEHIIHMX COOBI-
Tuil. b.PU3BaHOB BBIABUTAET CIEAYIOIIYIO BEp-
CHIO JIETEH/BI: «JMBBI, JKeJasl TIOTYOUTh JIIOZEH, CO-
OPYIWIN BBICOKYIO CTEHY, KOTOpas 3aKpbLia
comune... Ho amn CyGan cMor pa3OuTh CTeHy Iu-
BOB M BEpHYJI JIIOAAM CBeT U Teruio. Korga on pas-
OuWBaJl CTeHy, JK€Ha aJjila — MOKPOBUTEIHHHIIA JI0-
MaIITHEer'0 oyara, MOJIOJIOKEHOB U yTPEHHEH 3apu
Tr60mue Yakuak — Benmena cBouM Jersim, Caky u
Coxky, TOMOYb OTITy OTHECTH €MY JKEJIE3HYIO CTPEeIy,
pasouBarorryro Bce. Ho CBIHOBBS cTaimm ApaThes 3a
MpaBO HECTHU CTpely, U Yakdyak MpOKIsUia HX 3a
npomemieHue, a bor Tanarpu obOpaTwi ux B HOY-
HbIX OTUL <...>». IIo Ipyroil Bepcuu: «31blE TyXu
peLIMIM HOTYOUTh YeJIOBEUECKUI POl U C JTOM Iie-
JIBEO BO3BEJIH BBICOKYIO CTE€HY, KOTOpasi OTTOPOAUIIA
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Conniie ot 3emiu... Toraa Ha MOMOIIb HPUIIIEN
anm (goOperii nyx) Mapnayran-Kapra. Bmecte co
cBouMH cbiHOBbsiMU CakoM u CokoMm Kapra nampa-
BWJICA K CTEeHE, 4ToObl pa3pymuth ee. Korma oHm
OJIM3KO TTOJICTENN K COJIHITY, JIydd CTaJM X OOXKH-
ratb. Torga Kapra mocnan cebiHOBeH TOMOM 3a Me-
JIoM... OOHAKO CHIHOBBSI UCITYTaJIHUCh, 3aJIETEIH B
II0JIOCY HOYM W HE BEPHYJIMCH K OTIy. He moxmas-
IIKCh ChIHOBeW, Kapra B ofMHOYKY pa3OWil CTeHy,
HO CaM BCIBIXHYJ OT >kapa. Ero ropsiue nepns
yIaJd Ha 3€MJIIO UM IPEBPATUIIMCh B TOPSTUUX BOPO-
Hbix koHel. I[Tockonbky Kapra cymenn, xepTBys co-
0011, 1aTh JIFO/ISIM ¥ BCEMY KHBOMY Ha 3eMJI€ CBET U
Teruto, 6or TeHrpe coxpaHmi eMy *)u3Hb. C TeX mmop
Kaxaoi BecHoM Kapra Bo3Bpamiaercst K JrOIsiM B
o0iuKe rpaya (BopoHa). 3a u3MeHy oTily Math Caka
u Coka, MOKPOBUTEIBHULIA CEMEUHOTO CHACThS
Yaxyak, IpokJisiia CEIHOBEN [4].

Bosuuknosenue Jerennbl «Caxk u Cok» OmHH
HCCIIEIOBATENI CBS3BIBAIOT C TBOPUYECTBOM Tarap
IToBomkess XVII-XVIII BB., npyrue — ¢ Oynarapamu,
TpethH — ¢ cakcuHamu VIII Beka, yeTBepThIe OOHA-
PYKHBAIOT CXOJIHBIC 00pa3bl B MU(OIOTHH HAPOIOB
Bocroka.

B ocHoBe croxera mr000ro Muda WM JIereH/Ibl,
KaK HM3BECTHO, JIGKAT peajibHbie coObITHs. McTou-
HUKOM TBOPYECTBA HAPOAA SIBJISIOTCS MEPEKUBAHUSA
COOBITHIA, B TYyIIIe KOTOPBIX OH OKa3bIBaeTcs. Kak
ctoxet nereHabl «Cak u Coky», Tak U JACHCTBYIOIINE
JULa B HEH, OUEBUIHO, UMEIOT peabHbIE MPOTOTH-
Ibl U3 TIOPKOSI3BIYHBIX IJIeMeH. HecMoTpst Ha Heko-
TOPBIC PA3IIMYIHUs B CIOKETE U MMEHAX MEPCOHAXKEH,
MIPUBEJICHHBIE BEPCHUH JICTCHIIBI JAIOT JOCTATOYHO
yCTOMUUBBIE CBeicHUs. | TaBHbIE IEHCTBYIOIUE JH-
na — am Cyban (noOperid myx Mapnykan-Kapra),
ero sxeHa Ta00nue Yakuak (Yakyak) U MX CBIHOBBSI-
omzHerpl Cak u Cok. VIM mpOTHBOCTOST CHITBI 3712
— JUBBL. 3a BCEM MPOUCXOSIINM B JIETEHE HE3PU-
MO TipucyTcTBYeT 60T TeHTpH, POiIbh KOTOPOTO 1a-
JIeKO He OAHO3HayHa. KIioueBbIM 31eMEHTOM Jie-
TeHZBI SBISETCS BBICOKas CTeHa, Ha (OHE W M3-3a
KOTOPOW Pa3BOPAYMBAIOTCS COOBITHSI.

B ucrtopun TIOPKCKHX HApOIOB MPHUCYTCTBYET
TOJIBKO OJTHA CTEHA, KOTOpasi MOXKET MPETEHAOBATh
Ha poJIb «BBICOKOM CTEHBI», OTTOPOJAMBILEH JItO/IEH
OT coinia. JTo Benmkas kutaiickas cTeHa, BO3Be-
JICHHAsl HA CEBEPHBIX I'paHUIAX KUTAaWCKOM umIe-
puu B ocHoBHOM B III Beke 10 Hameit spbl. Kak uz-
BECTHO, BhICOTa Benmmkoi KMTAMCKON CTEHBI Ha He-
KOTOPBIX yd4acTkax gocturaer 10 M, a mpoTsKEH-
HOCTb €€, [0 HEKOTOPBIM JIaHHBIM, CBBIIIE 5 THIC.
kM. Ho maxe 3T0 BOCBMOE Wy/I0 CBETa HE MOXKET 3a-
TOPOJUTH 3eMJII0 OT COJIHIIA, KaK yTBEPXKIAeT Jie-
reina. B neiicTBUTENbHOCTH 3Ta CTEHA OTrOpOIUIIa
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HE COJIHLIE OT Hapoja, B cpeie KOTOPOro 3apoju-
Jlach 3Ta JIeTeHAa, a OoraTble I0KHBIE TEPPUTOPUH C
TEIUIBIM KiuMaTtoM. Ha si3pIkax JpeBHUX TIOPKCKUX
HApOJIOB CIIOBO «KOH» 0003HAYaI0 OTHOBPEMEHHO H
COJIHIIE, ¥ JIEHb, 1 10T. V1 B COBpPEMEHHOM TaTapCKOM
S3bIKe FOT 0003HA4YaeTcsi CIIOBOM «KOHBSK» (OT
TIOpK. KoK —‘CONHLE’, ‘ACHb’, U K — ‘CTOPOHA’, TO
€CTh COJIHEYHAas! WM I0)KHast cTopoHa). Ecim yuecTs
3TO, TO CaMblii (DAHTACTUYECCKUI DIIEMEHT JICICHJIbI
OKa3bIBACTCSl M3BECTHOM HaM MCTOPUYECKOM pealib-
HOCTBIO. A 32 OOJIMKOM JHMBOB B JIET€HJIE CKPBITHI
KATANIIBI STTOXHU AUHACTUH L[MHb, CIOXUBIINE «BBI-
COKyI0 cTeHy». CTeHa OTrOpOoJuiIa UX OT TIOPKCKHUX
KOYEBHUKOB. OCHOBHBIM NPOTHBHUKOM KHUTaHLEB B
3TO BpeMs ObUT HapoA XyHHY BO Ti1aBe ¢ Momp (Mb-
13, Maoayus, 209-174 rr. no H.3.) mansoem. Ho
€CTh JIU CBSI3b MEXAY HMEHAaMH BIAIbIKU XYHHY
Mo u ayma Cy6ana?

ITo cBumETENBCTBY COBPEMEHHUKOB, XyHHY OBI-
JI1 COJHLICTIOKJIOHHUKaMHU. JIpeBHEKUTaWCKUN HC-
Topuk Coims L3585 (okomo 145 unn 135-86 rr. mo
H.3.) B cBoux «lcropryeckux Tpynax», ONMMCHIBAS
XyHHY, coobman: «IllaHpiol yTpoM BBIXOAMT M3 Jia-
repsi MOKJIOHATBCS BOCXOISIIIEMY COJHILY, a Beye-
pom moksoHsATECs JIyHey. OOpatumM BHEUMaHHE, YTO
Ceivs L[3gHb yka3piBaeT Ha nounTanue JIyHsl Haps-
1y ¢ ocHOBHBIM Oorom ComHiia. Ha si3bike apeBHHX
TIOPKCKHX HapomoB y OorwHu JIyHBI OBITIO U ApyTOE
nms — Ymail («Jlynnas sxeHa» i «Kena-myHa»:
OT TIOPK. yM — “XKeHa’ W aii — ‘MyHa’). YMail Obuia
MIOKPOBUTENBHULEH >KEHIINH-POKEHUL, MOJIOJOXKE-
HOB, JOMAIITHET0 oyara ¥ BojHO# ctuxuu. Henapom
OOJNBILIMHCTBO PEK y TIOPKOB HOCAT KEHCKHE Ha-
3BaHMs. B TIOpKCKOM Mupe KyJIbT OOrmHH YMai
ObUI OYCHb CHIILHBIM. J[0CTATOYHO BCIIOMHHTH CaB-
POMAaTOB M CapMaToB, JJI KOTOPBIX €€ KyJbT ObLI
[JIABHBIM.

Nmst manptos Mojap ecth npousBoanoe oT Mo
(coOCTBEHHO UMS) M 009 / omd Wi amou / ama
(Tropk. ‘orert’). Tak ke, Kak U B COBPEMEHHBIX
MOHOTEUCTUYECKUX PEIUTHAX, Y SI3bIYECKUX KYJIb-
Typ OblTa TpaguIys AaBaTh AETAM NMEHA, CBSI3aH-
HBIE C Ha3BaHMUSAMHU TOKPOBUTEILCTBYIOIIMX 00-
roB. BeposiTHO, y COBpEMEHHBIX HapOJIOB, B 4acCT-
HOCTH Y TIOPKOSI3BIYHBIX, 3TOT OOBIYail ObLT 3aUM-
CTBOBAaH M3 S3BIYECKOM IpeasicTopuu. B 3TOM
ciydae uMsi MoJ13 MOXeT OBITh CBSI3aHO JIMIIb C
OJTHUM CO3BYYHBIM UMEHEM TIOPKCKOTO OOXKecTBa
— YMaii, To ecTh UM IIaHbi0sI MOJd CBS3aHO C
MOKPOBHUTENLCTBOM OOTMHM YMail. Bo3moxHo,
3TUM OOBSACHSETCS HEMIIOCTh IIaHbIOS TymMeHa K
CBOEMY cTapieMy cblHy Moad. Benp B peanibHO-
CTH JIeTSIM APEBHUX TIOPKOB MOKPOBUTEIHCTBOBA-
U He OOTH, a Kpelbl KOHKPETHOTO KYJIbTOBOTO
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KJIaHa. Y XyHHY TnpeoOjaman KyJasT Oora COJHIIA.
U Br160p Tymenem Mopp B KauecTBe 3aI0KHUKA Y
BpPaX/JIeOHBIX FOIWKEH, BO3MOXKHO, OOBACHSIETCS
BTOPOCTETIEHHOCTHIO MTOKPOBUTENTECTBYIOIIETO
KyJbTa 3TOro chiHa. Ho m mms nerenmapHoro aima
Cy0aHa BOCXOAMT CBOMM 3HA4Y€HHEM K ITOH ke
OorvHe, MOKPOBUTEILHUIE BOJHOW cTUXHUH. Benpb
Cy0aH TIpOMCXOIUT OT COYETAHHS OCHOB C)y
(Tropk. ‘Boaa’), oba (y TIOPKOB yBaXKHTEIBHOE 00-
palieHue K cTapeiirHe, MepBoOpenKy) u ox (Tar.
‘BOILJIONIEHNUE ), TO €CTh BOIUIONMICHHUE Ayxa 00Ke-
ctBa BoJbl. OUeBWIHA PABHOZHAYHOCTh UMEH Mo-
13 u CyGan. Ums anma Mapaykana-Kapru cesza-
HO ¢ 6oJee MO3THIMH TPAAUIIUSIMHU U HOCHT BITHS-
HHE MOHIOJIOSI3BIYHOM KyJbTYphl. B wacTHOCTH,
umsi MapaykaH-Kapra wMeeT MOHTONOS3BIYHYIO
OCHOBY: «Hap» — «COJIHIIE», BOCXOJUT K CIIOBOCO-
YeTaHWIO Hap (MOHTOJ. ‘comHIe’), ama (y TIOPKOB
YBaKHUTENIbHAS TPHUCTaBKa), xaH (THTYI), Kapea
(Tropk. ‘BopoH’), TO ecth Bopon Gora comnia. Ilo
MTOBEPHSIM HAIIUX MPEIKOB, BOPOH OBUI OAHUM W3
ITOMOIITHUKOB COJIHEYHOTO 00’KeCTBa, 4TO M OTpa-
3WIOCH B MMeHU anna Mapaykana-Kapru. 210
WMS B JIET€H/IE, BO3MOXXHO, HaBESTHO CaMOil POJIBIO
aJra, BEpPHYBIIETO COJHIIE JTFOISM.

Nms Te66uue Yakuak, BEpOSITHO, BO3HUKIIO OT
HAJIOXKEHHUS Pa3HBIX AJIEMEHTOB KYJIbTa, HTIOCTACEH
Ooorman Ywmait. TeOOwde yaMBUTEIEHO CO3BYYHO
ckugckoli oborune Ta0uTH, KOTOpasi TaK ke, KaK U
TepOVHS JIETCH/IbI, SBIIETCS TMOKPOBUTEIBHUIICH
JoMarinHero ouara. Bosmoxxno, To00uue ecth 0j-
HO U3 UMEH OOTMHU YMail, CBSI3aHHOE C KOHKPET-
HOW ee UMOCTacChl0 — MOKPOBUTEILCTBOM JIOMAIII-
HeMy ouary. W mpoucxomut oT cioBa «Tabaue
(maba — tat. ‘ckoBopona’, ue — cydbukc). Ums
Yakyak cBA3aHO C MOKJIOHEHHEM yTpEHHEW 3ape:
ypix (Tar. ‘poca’) M uak, uaea (Tar. ‘oUTA’), TO
€CTh «POCHHOYKa», «J04b yTpeHHel 3apu». 1 B
jJerene Yakyak — IMOKPOBUTENBbHUIIA YTPEHHEU
3apH, YTO TAKIKE MOXKET SIBIATHCSA OIHUM U3 TPO-
SABIIEHUI OOTHHH Y Maii.

Ecnu roBOpHTh O 3HAYEHWUM HMMEH TIJIABHBIX
nepcoHaxxei nerenasl Cak u Cok, TO 37ech Cylie-
CTBYET HECKOJIBKO BEpCHUU: cakuHu (TIOPK. ‘TOC-
Ka') B coikmay (TIOpK. ‘Taq’), cax / yu (TIOPK.
‘mpaBblii’) U cox / cyn (TIOpK. ‘JIEBBIA’), cax
(TIOpK. ‘OCTOPOXHBIN’, ‘OAMTENBHBIN’) H COK
(Tropk. ‘TmOenpHEIN’, ‘OomoTo’, ‘Toms’). Ho Oomee
MPUBJICKATENEHOW C TOYKH 3PEHUS] OTPaKEHUS B
3TUX UMEHAX PEAINH APEBHETIOPKCKOMN JKU3HHU SIB-
JIIeTCS HECKOJNBKO HHasg TpakToBKa. OCHOBHOM
AYEHKONW IPEBHETIOPKCKOTO o0ImecTBa ObUT PO,
Ha 3anagHOXYHHCKMX W BOCTOYHOXYHHCKHX SI3bI-
Kax TIOPKCKHAX HApOJOB CIIOBO «pPOJ» UMEET 3BY-
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YaHWE COOTBETCTBEHHO «CESK» M «CYOK» — Om3-
KM€ K UIMEHaM TepOoeB TaTapCKOM JIETeH b, TO €CTh
MMeHa TepOeB JIETE€H/IBl MOTIH OTPa3UTh TOpeYb
Pa3IyKu MEXIy poJlaMH TIOPKCKUX TUIEMEH, ToTe-
PABIIUMH CBSI3b MEXAY cO00W B XOJIe KaKHX-TO
Tparmyeckux coObITHd. Ha 3aBepmaromem starme
MTPOTUBOCTOSIHHS HAPOAa XYHHY U KUTANCKOW UM-
Mepuy TIEPBBIX OXKUAaja Tparndyeckas pas3Bs3Ka.
YacTe HEKorJa MOTYIIECTBEHHOIO Hapojaa BbIHY-
*kJeHa Obuta yiTh ot rpanull Kuras: onHu Ha 3a-
Maj, ApyTue Janblie Ha CeBep, TPEThbH Ha BOCTOK.
Hpyras yactp ocTajach Ha TPEXHUX 3eMISIX H
MPHUHSJIA MPOTEKTOpPAaT CriibHOTO cocena. [locien-
HAe OBUTH JHOO AaCCHMIUINPOBAHBI KHUTAWUIIaMU,
nub0 y4YacTBOBAIM B JalbHEHIIEM JTHOTEHE3E
TIOPKCKMX M MOHTOJIbCKHUX IieMeH LleHTpanbHOM
Aszuu. Co3gaTtensaMu 3TOH JeTeHAbl, TPUHECIIUMU
ee Ha Oepera Bomrm m Kawmpl, Morimm OBITH Kak
aJIaHbl, TaK U XyHHCKHE POJBI, MPOHUKIIINE B 3I0-
xy Benukoro nepecenenust HaponoB B paiioH Ilo-
BOJDKBSI.

JlpeBHOCTH Cro)KeTa JIeTeH/bI ONpenaeiseTcs u
HeOIaroBuAHOM posblo Oora TeHrpu. 310 MOTIIO
OBITH TOJIFKO BO BpPEMEHa MOKJIOHEHHS TIOPKCKHX
HapozoB 6ory ComnHila — aHTHUIOAY TeHrpu. ABTO-
pamMH B 3TOM cily4yae SBJISIOTCS IPEICTaBUTEIH
XyHHY W3 kiaHa Oora ConHIa, a cama JereHjaa
€CTh OTPaXEHHE INPOTUBOPEUNA MEXIY S3bIde-
CKUMH KJIaHaMmH [4].

Cak-Cok — OZIMH W3 CaMbIX COBEPIICHHBIX MO
CBOCH TMOATHYECKOH (opMe TaTapcKux OanToB,
MOBECTBYIOLINA O Tparmdeckoil cyanbe aByx ce-
MUJIETHUX J€Tel, KOTOpBIE 3a IAJIO0CTh B OTCYTCT-
BHE OTHA OBUIM MPOKISATHI MATEPhI0 M, TOTYAC
npeBpaTuBIKCh B Mupuiecknx nrtun Cax u Cox,
ynerenu. OTHBIHE OHU BBIHYXACHBI )KUTh B OJIU-
HOYECTBE B JpEMyUeM Jiecy JI0 TeX MOp, IoKa HaJl
HUMH TITOTEET MPOKISATHE MaTepH, TO €CTh [0
CKOHYAHHS BEKOB.

ITo cBoemy cozepikaHHIO0 OAUT TEPEKIUKACTCS
C TIPOW3BENEHUSMH CaMBIX Pa3IMYHBIX HAPOOB,
HauuHas ¢ mudoioruu [pesHero Boctoka u KoH-
yasi OaJlIajlaMu HapoJ0B CPeHEBEKOBOM EBpoIbI.
Kpowme Toro, 3TOT 6auT CBHIETEILCTBYET H O TOM,
YTO B MPOUCXOXKIEHUN M (HOPMHUPOBAHHH >KaHpPa
HEMaJIyl0 pOJIb CHITpaid M TPAJUIMHU CKA304HO-
MHU(DOIIOTHIECKHE.

«['maBHOE B WJIEWHOM COJIEP)KaHUM MPOU3BE-
JICHUS. U B €r0 SMOLMOHAJIHHOM 3BYYaHHH — 3TO
MpeBpallleHue JAeTel B nTull. Paccka3biBaeTcs B
Oante O cTpamrHON dYenoBeueckod Tparemamw. Ha
BOIIPOC O TOM, 32 YTO OBUIM TOABEPTHYTHI JETH
CTOJIb JKECTOKOMY HaKa3aHHIO, OauT HE JaeT yoe-
JTUTEIHHOTO OTBETA... M3 6anuTa MOXKHO JIMIIb I10-
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HATh, YTO [E€TH HaKa3aHbl 32 HE3HAYUTEIHHYIO
manocts. [loaToMy OHM W XKanyioTcs: ,,OHKOU
Kaprajasl OMrpok 1ok edeH. — ,llpoxmsna maTh
mpocTo HH 3a 4ro‘. ['myOokast obuma Ha Ipe3BBI-
JalfHyI0 JKECTOKOCTh HE3aCIIyKCHHOTO HaKa3aHUs
MPOXOJUT Yepe3 Bce Mpou3BeAeHue». @.Ypmanue
MOMYEPKHUBAET, YTO B OaWTe «pedb HIET... He
CTOJIBKO O MPOCTYTIKE MAJIOJICTHUX JETEH, CKOIBKO
0 JKeCTOKOCTH Matepu...» [5: 56].

«IlepBBIe €ro CTPOKH JOCTATOYHO CBOEOOpas3-
HBI: CHa4yalla pedb UAeT 00 OYeHb IMPOCTHIX BEIax,
KQKIOJHEBHBIX OBITOBBIX sBJICHHSIX. Bce 3T0
CIIY)KHT YCWJICHUIO BHUMAHUS CITYIIATEIs WU YH-
TaTeNs: OHM KaK ObI TOTOBSIT €r0 K BOCIIPHSITHIO
TOBECTBOBAHUSA O Tparudeckux coObITmsax. [lo-
CKOJIbKY peyb UJET 0 0auTe, HEIPEMEHHO JIOJDKHA
OBITh Kakas-To Tpareaws.... Kaxercs, 4ro mo Ha-
yana JpaMaTHIeCKuX COOBITHI OTKYAa-TO M3zalie-
Ka CIBIIIATCS JUIIb nevanbHble Tojgoca Cak u Cok.
[Tocne Takoro BCTyIUIEHUS HAUWHAETCS pacckas o
CaMHX COOBITHSX, KOTOpPBIE HACTYNAIOT COBEp-
MIEHHO HEOXUJaHHO: ,,CUasi UTpajiu, urpas, Iuia-
kanu; Korga npoksisina MaTh, HI HAa MUHYTY HE OC-
Taguch. st TOro dYTOOBI PaCKPHITh TITyOOKHH
CMBICJ CITy4YHBIIEHCS Tpareanu, 0auT HaCTOWIHBO
MOAYEPKUBACT BHE3AMHOCTh M HEOXKUIAHHOCTD,
HCKIIIOUUTEIBHOCTh — ClIyuuBIIerocs: ,,CamoBap
KYWIBI, 4oimop »depie. Ddem OeTeprod, Kaprai
oubIpnbel”. — , IlocTaBmia camoBap, HarOUIa YaeM.
Korga nanunuce, ToTyac npokisiia Hac®. Y 1auHo
MPUMEHEHHBIN XY10KECTBEHHBIN TPUEM ITOMOTaeT
cpa3y OBIIaJileTh BHUMaHWeM ciymiareneil. [locie
ATOTO HAYMWHAETCS TOJTHOE IpaMaTh3Ma MOBECTBO-
BaHHE O HECYACTHBIX JETAX. [pEeBOKHOE MIypIia-
HUE KaMblilia, OSCIPOCBETHAsI ThMa JIPEMYJero Jie-
ca, KaKUe-TO TaWHCTBEHHBIC 3BYKH, JOHOCSIIUECS
13 TIIyOHMHEI Jieca, — BCe 3TO TIOMOTaeT Tiy0xke 1mo-
HSITh CMBICJ YeJloBeUecKoi Tpareauu. JKuByT oHU
B Pa3HBIX KOHIIAX TEMHOTO JIeca, TePEKINKAIOTCS
10 HOYaM, CTpeMATCs APYT K Apyry. OQHAKO Kax-
JIbI pa3 HACTYMarIIUH paccBET MEIIAET OCYyIe-
CTBJICHUIO WX JKCTaHUSI.

Paccka3z o ceMelfHO-OBITOBOM KOH(IUKTE TO H
JIENI0 TIepeOnBaeTCs MOHOJIOTOM TepOs — OJIHOTO
n3 Omm3HeroB. [loHATH TyOWHY CIyduBIICHCS
Tpareuu MOMOTAlOT TeYaabHbIE BOIPOCHI JETEH,
KOTOpBIE TIOBTOPSAIOTCS HEOJHOKpATHO: ,,IIpokiis-
Jla Hac MaTh, y3HAJ JU ThI 00 3ToM, orten? IIpose-
TeJIM HaJ| TOOOI, BUEI JIM Thl HAcC, oTer?

Komno3uius 0auta oueHb NMPOCTa M TUIINYHA
JUTS JKaHpa: cBOeoOpa3HO MpeICcTaBICHHbIN 3a4NH;
OUYCHb OBICTPOE, HEOXKHIAHHOE HAYAJIO TPare/Iuu;
JIpaMaTHYeCKH HaIpPsKEHHOE ITOBECTBOBAaHHUE, HE
JUIIEHHOE TIyOOKOTO JHMpU3Ma; TpPaIuIMOHHAS
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KOHIIOBKA, MMEOIast (GUI0COQCKHA CMBICH, TIy-
OOKUI Tparu3M W JIUPU3M, UCKIIOUUTEIBHOE, 3a-
XBaTBIBAIOIIECE CIyMIATENsl COJEpIKaHUE, YIUBH-
TeJIbHAS TIOITHYHOCTH, BBIPA3UTEIBHOCTH (HDOPMBI
CHOCOOCTBOBAIIM TOMY, YTO OaWT pacrpoOCTPaHUII-
Csl B HAPOJIE OUEHB IIUPOKO» [5: 56-57].

B packpbeiTuu ceMeiHO-OBITOBOTO KOH(IIUKTA
B 0amTe OrpOMHYIO POJIb HTpacT 0bpa3 moma. AH-
TUTE3a O0OM — Jec CTAHOBUTCS OPTaHHU3YIOLIUM
CTep)KHEM Ipou3BeneHus. Eciau mom miis repoes
0anTa — 3TO «CBOE, POJHOE U BMECTE C TEM 3aKpHhI-
TO€, 3aIIMIICHHOEe MPOCTPAHCTBO», TO JEC — Y-
xKoey», BpaxaeOHoe mpocTpaHcTBo. oM y repoes
ACCOIMHUPYETCS ¢ JSTCTBOM («JIET TIO IIECTh OBLIO
HaM, BMecTe Geramu Me» [6]%), TerioM MaTepuH-
CKOM JacKu («MaTylliKa», «MaTh MUJash, «POIH-
Masi MaThy), YIOTOM («CaMOBap BCKHUIIEIN — ycauia
3a yai»), OTIOBCKOW 3ab0Toi («HEe OpaHWI Hac
OTeIl ¥ HE THaJI 3a mopory). Jlis repoes Oaurta qoM
— 3TO TPeXJe BCEro KPOB: «OCTABJUT HAC OTeIl
JIOMa YKUTh-TIOKUBATHY.

Jlom B GauTe BBICTyIAET XpaHHUTEJIEM Tpaju-
LU MPEAKOB: 3TO CPEJOTOYUE BEPBI, MYyCYyJIbMaH-
CKOM KyJIbTYypbl. MOTHB MOJIUTBBI HE Pa3 BO3HHKA-
eT B Tekcrte Oanrta. BHawanme oH BBOAWMTCS depe3
ynomuHanue KaaOwl — uepHOro kamHs B Mekke,
KyJa o0paIiarmTcs MyCyJlIbMaHe BO BPEMs MOIUT-
BBI: «BeroT rokHbIe BeTphl — ¢ KaaObl BHAATHY.
HenomnpaBumast Tpare/usi Ciiyuniach B OTCYTCTBHUE
oTIIa — TIIaBhl ceMelicTBa: «Jlo mpuxoaa oTia 6en
Hazenama Thl. OcTaBajcsi B MEUYETH TOTJa HaIl
orer». CHMBOIWYHBI CTPOKH JPEBHETO OauTa:
«MoJloKOM Hac BCKOpMHWJIA — IMOAYH, 4TOO IMpo-
CTUTh. B CyIHBI JIeHb MBI HE CTaHEM OOHIy Ta-
UTBY.

3n1ecy pedb HAET O JpeBHEM MoBephe. Mare-
PUHCKOE TIPOKJISITHE OCHOBAaHO Ha «IpaBe Mare-
PUHCKOTO MOJIOKa», MO3TOMY CHJIa €ro TaKoBa,
YTO OHO MOXET OBITh CHSATO JIMIIb B JCHb CTpAlll-
Horo cyna [7: 61]. IIpoxnsitue Marepu, Mo mpea-
CTaBIIEHUSIM MHOTHX HapOJOB, TNPHUBOIWIO WA
MOTJIO MPUBECTH K HEOTBPATHMOM Tpareauu (MoJ-
JlaBCKas 3nuYeckas mecHs «boraTelpb U 3MEN»,
Oonrapckasi roHankasi mecHs «Mapko KopoieBuu
OCBOOOKIAaeT TPW BEPEHUIIH IUIEHHHKOBY, Clia-
BSIHCKHE 0aJUTaJbl O IOYKE-ITAIIKE U JIp. ).

JKenmmHa B cname — 3TO TIpaBeHas Cynpyra
CBOETO CyIIpyra W XpaHUTEIbHHUIA JOMAIIHEro
oudara. OT JKEHIITUH BO MHOTOM 3aBUCHUT TO, KaKOM
OyJIeT peIUruo3HOCTh U BOCIHUTAHHOCTH CJICIYIO-
mux nokosieHnd. Ha HuX BO370KE€Ha BENMKas
MUCCHSI COXPaHEHHS CIIOKOWCTBUS, YMUPOTBOPCH-

2 3neck u nanee mutT. Ganta «Cak-Cox» TIPUBOJSATCS B
nepesojie P.Ko)xeBHUKOBOM.



G.R.SAGITOVA, MM.KHABUTDINOVA

HOCTH, PEIMTHO3HOCTH, POPMHUPOBAHUA Y TIOZpac-
TAIOILIETO MOKOJIEHUS BOCIUTAHHOCTH U OOro0oss3-
HEHHOCTH. B OIHOM W3 XaJHuCOB YBEKOBEUYECHO
YBaXXUTEJIBHOE OTHOLICHHE MY>KUMHBI K KCHIIH-
He-marepu: «Pall HaxoauTcs 1MOJ HOramMu Mmare-
peii», TO €CTh OTHOILICHHE K HUM ONpeeiseT Oa-
rOMOJIy4Yue MY>KUYUHBI-MYCYJIbMaHUHA B BEUHOCTH.

Bor mogemy repou 6anta He POMIIYT HA MaTh.
MycynbpMaHe UCKpEHHE BEPST B TO, YTO AJUIax BCe
3HAET W HANPAaBISET, PelIaeT Cy 0y BCEro U Kax-
JIOTO, BO BCE MOMEHTHI *HU3HU. B HapojHO#l Tpa-
TN, KaK TPaBHIIO, CIUTAETCS, 9TO Cyapba de-
JIOBEKa U €ro CMEPTHBIN 4Yac 3apaHee 3alHCaHbl B
Kaure Cyne6. CymiecTByeT IpeaonpeeIcHHOCTh
YEJIOBEUECKUX IOCTYIKOB, MOCKOJBKY AJUTax Ka-
KIOMY UEJOBEKY 3apaHee MpeaHa3HaYml ero
Cyns0y.

Ha ponay 0Obu10, BUIHO, HATUCAHO HAM

C MaTepuHCKUM TPOKIATHEM JIeTaTh MO Jie-
cam.

U mo Boe cyap0s1 Mol Tenieph Cak u Cok,

N3 ckuTaHuii CBOUX M3BJIEKIIN MBI YPOK.

YV BOJIbI MBI CTYNAJIA HA XT'YYUI TIECOK,

Mg o Mupy 6my>kaanu moBpo3b, Cak n Cox.

Brixoaunu Ha xaTBy XJ1€00B Ha MOJIAX,

BumHo, Ham moBesnen ObITh TAKUME AJUTax, —

CUHTAIOT OpaThsl.

Onu cTpeMaTcs yTeUIUTh MaTh B €€ Tope:

To, 4TO ¢ HaMU CIIy4HIIOCh, OBLIO Ipenpere-
HO,

ThI HE MIIa4b — TO BCEBBINTHUM OBIJIO HaM Cy-
KJICHO.

Bo BTOpOM Oante Takke 00 ITOM TOBOPHUTCS:

Bruto HaM Cy’KIeHO 10 pOKACHbS, BUAATD,

C MaTepHUHCKUM MPOKIATHEM IO CBETY JIETaTh.

OCHOBHOM MCTOYHUK BEpPOYUEHHs B HCIaMe —
Kopan. D10 MUPOBO33peHUECKOE SAPO HCIAMCKON
KyJIbTypbl. BOT moueMy JE€TH COBETYIOT OCHpPO-
TEBILIEH MaTEpU UCKATh YTEIICHHWE B MOJIUTBE HaJ
Kopanowm:

Co cnezamu Thl B KHUI€ YHTal MYIPOCTb
CTPOK,

U, Tockys o Hac, Te1 cmoTpu Ha Cak-Cok.

ThI U3 KHUTH [T CepJilla YPOK ITOYEPITHEIb,

B3opom nituil mpoBoskasi, y ioMa 3ampenisb [6].

OO1mien3BecTHO, YTO Bce MyCylbMaHe Oiaro-
TOBEIOT TIepe] CBSICHHBIM nucanueM. Kopan na-
BaJl JIIOAAM OTBETHI Ha BOIIPOCHI O 6BITI/II/I, poiin
YeJIOBEKa B HEM, CMBICIIE YEJIOBEYECKOTO CYIIECT-
BOBaHHS, peryimpoBai 00IIeCTBEHHO-
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MOJIMTHYECKYI0 H  COIHAIBHO-3KOHOMUYECKYIO
CTOpOHBI HX XW3HH. KopaH y4un cTpouTh B3au-
MOOTHOIIIEHHST ¢ TBOPIIOM, IIFOJBMH, VYU JKUTh,
paboTatb, co3uaaTh, Pa3bSICHAN, KAKUMHU JOJKHBI
OBITH HPaB ¥ MOKIIOHECHHUE YEIIOBEKA.

CamoBap, yaenuTHe, JOMAIIHSIS Jaliia — 3TH
JIeTaay MOMOTAT HaM C(OPMUPOBATH MPECTAB-
JIeHne O MaTepu-aomoxo3ssiike. CBoeoOpasue Ta-
TapCKOro CTOJIa A0 CHX IOp OMPENEINSIOT CYIIBI C
MYyYHOH 3ampaBKO¥, MpPEXJe BCEro CyI-Jariia
(moxmay). YUtoOBI Hape3aTh JAIITy, KCHIIUHBI
0OBIYHO pacKaThIBAIOT TecTo B (popme kpyra. Ta-
KuM 00pa3oMm, B 0anTe rapMOHHYHAS CEMbS CPaB-
HUBAETCS C KPYroM, HapyIIeHHe IeJIOCTHOCTH KO-
TOPOTO aCCOIMUPYETCS ¢ Oemoil:

[TomoBMHA OCTaNIOCh OT TECTA BCETO,
briuo nBoe nereit — HeTy HU oAHOTO [6].

HmeHHO Ha MaTh BO3JIOKEHA 3ajada BOCIIHTA-
HUS aeTeid. MoHOJIOT Teposi 0anTa KpacHOPEUYHUBO
CBUJICTEIBCTBYET O TOM, YTO MaTepH YAAIOCh
BOCIMTATh B CBOMX JIETSAX OJaroHpasue u 60ro6o-
SI3HEHHOCTh. OHM YBaXXHUTEIHHO OTHOCATCSA K PO-
TUTETISM.

3a pamkamu 0auTa OCTaeTCs MPUYMHA, MTOOY-
JUBIIAs MaTh Ha CTOJb JKECTOKHM INar: «pasrHe-
BaBIIIUCH», «HA BEK MPOKISIA» «3a IKEIe3HBIH
npytox». FO.I'. Hurmaryniuna mpenamnonaraer, 4To
CIIOMaHHas cTpella ObUIa BOCIPHHSATA MaTEphIO
«KaK CTpalrHoe Npea3HaMEeHOBaHUE pa3beIuHe-
HUS 1 OyIyImuX KpOBaBBIX BOWH OpaTCKHUX Hapo-
JOB (>Kene3Has CTpesia — CUMBOJ BIAcTH)» [8: 67].
Ha »T10 ykaswiBaeT u uccnenorarens M.bakupos,
KOTOpBIA  TOjlaraer, 4ro B  IoiyOauTe-
nony0aniane «OoCyXIAlTCs MEKIOYyCOOHIIBI |
pa3nopsl MexIy ChIHOBbsIMU KyOpara mim pojcrt-
BEHHBIMHU TIJIEMEHaMH, KOTOPhIE B UTOTE TPUBEIH
K Tparmaeckou rubdenu rocyaapctsay [9: 29].

AHTUTE3a JOM — Jlec YCUIIMBACT IpaMaTu3M. B
OanTe Jiec — 3TO «TEMHBIA O0pY, «IeCc APEeMyIHA»,
«TIlyXOMaHb JIECHast», 4anioda («HOBYIO mIyOy mo-
pBan o cy4dok»). Co3matenu Oamta mpuOEramT K
TICUXOJIOTHYECKOMY TTapallIeNu3My, YTOOBI sipye
nepenaTh IMEepeKUBaHUS [IeTei, OTIYyYeHHBIX OT
JoMa:

S cpyOmI B Jiecy mapy TOHKHX Oepes,
Kaxxaplii IeHb 110 MaMe TIeYaTFoch 10 clie3 [6].

bepesa m1g Tarap — CHMBOJ JKH3HH YeJIOBEKa
OT pOKIEHUs (KOJMBIOETH) 0 CMEpPTH (CaXkaroT Ha
KJan0MIIax), CHMBOJ Mevaind. B psme TtaTapckux
HAapOJHBIX TMECeH, KaK OTMedaeT (OIBKIOPHCT
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K.I'abnynnuaa, «mapHas Oepe3a BBICTYIIAET CHM-
BOJIOM COBMECTHOM U3HH, (,,AchlI KbI3“ — ,Kpa-
cauna“, ,,Kym kaen, kym ycak* — ,,Ilapaas Oepe-
3a, mapHas ocuHa “)» [10: 135].

Hecnyuaen B Gaute u 00pa3 sroag CMOPOAUHBIL:
Mp1 HaOpaiu CMOPOJMHEI B TEMHOM 00Dy,
MBI CUPOTHI TETIEPh HA XKUTEHCKOM [0py [6].

CMOpOIMHOBBIE  KYCTapHUKH  TPUBJIEKAIN
BHHMaHHUE HAIIUX MPEIKOB IBETOM CBOMX Arol. B
TAaTapCKUX HAPOIHBIX MECHSX, IO HAOIIOJCHHSIM
(ONBKIIOPUCTOB, YacTO BCTpEYaeTCsl Mapaienb
MEXIy IUIOJaMHU-«IETbMIU» KyCTapHHUKa U Yelo-
Beueckumu netbMu [10: 135]. Ymomuuanue o
SIT0JIaX CMOPOJINHBI TaKXKe MPU3BAHO MOTUEPKHYThH
rOpbKOE CHPOTCTBO JeTel, OOpeueHHbIX Ha CKUTa-
HUE 10 MUPY — OJIy’KIaHUE «IIOBPO3bY.

B necenHoli nupuke tarap o0pa3 AUKOW yTKH
HEPa3pbIBHO CBS3aH C TEMOH CHPOTCTBA, 00€3110-
JICHHOM, HECYACTIIMBOM, TSHKEIION JKU3HH:. «ATBHIM
kanmae» («Ocramcs MOl KOHBY»), «SITHM KbI3
KbIpb» («IlecHs cupots») [10: 152].

Bpoasr mymHO yTsiTa Yy caMoil peku,
CTOUT BCIIOMHHTH — M CepALE OOIUT OT TOCKH

[6].

OOpa3bl THe3la, NTCHIA, MNTUIBI-MATePU B
pa3HBIX BapHUaHTax BeChbMa MOIYJSIPHBI B MO3THKE
HapoIHBIX TeceH. HecirywaitHo repoit 6anTa, yBH-
JIEB YTUHBIA BEIBOJIOK ¥ PEKH, CPa3y BCIIOMUHAET O
CBOEH HEKOT1a IPY>KHOU CEMbE:

VYTKa ¢ BBIBOAKOM JKENTBIX YTAT y PEKH,
BcenomHI0 — cepalie TOPUT U OOJUT OT TOCKH

[6].

B Oanre mumpoko ymoTpeONSIOTCS pacmpo-
CTpaHEHHbIC B HAPOIHOMU JINPUKE TApaUICIIH:

Bo nBope nepes; AOMOM MOIOT NTHULBI;
«I'Ie ChIHOYEK MOW» — HAaBEpPHO, CIPAILNUBAET
oter [6].

Kak Bepno moamerun @.Ypmanue, napamienu
B Oaure «Cax-Cok» OCHOBBIBAIOTCSI Ha CMBICIIO-
BhIX accoumanusax [5: 171]. Hampumep, nenue
[ITUI] ¥ TIe4aJbHast KapTHUHA:

UepHas j1acTouKa, )KEJIThIA COJIOBEH,
Konw cama npoxkJisiia, Mmama, cie3 He Jiei [6].
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OTH CTPOKHU OTCHUIAIOT HAC B MHUpP TaTapcKOH
CKa3KH, TJIE MaTh B PE3yJIbTATE 3aKISAThs MpEBpa-
I[aeT CBOUX JETeW B MTHUIL: I0Yb — B YEPHYIO JIac-
TOYKY, ChIHa — B )EJITOTO COJIOBbA, a ce0s — B Ky-
kymky [11: 113-118].

Comnogeii — nitunia 0ypo-ceporo 1Bera. OaHako
B TaTapCKON HApOJHOW MecHe BCTpevyaeTcs WMeEH-
HO <OKENTBIA coJoBel». M3MeHeHHs B OKpacke
SIBUWIKCH CICACTBHEM CTpaJaHUil, 0 KOTOPBIX NTH-
112 TI0ET B CBOMX MECHAX. DIHUTET <OKENTHIIN» B Ta-
TapCKOM MOA3UM O3Ha4YaeT cTpajianue, Tocky. Co-
TJIACHO TIECEHHBIM TEKCTaM, COJIOBEH TPYCTHUT O
TOM, YTO OTOPBAH OT POJIHBIX 3€Melb, TAC eMy Iie-
JIOCh BOJIFHO, IITUPOKO, M MOKENTEN OT 3TOTO TOps
B YYXKHX 3eMJISIX, HE HAXOAs MecTa /IS TEeHHS
(«bep 0e3 rens tyren ame». — «He Mbl omHH...»,
«Xotipenoonaty) [10: 141].

[lefizaxx B OamTe 3aHUMAaeT HE3HAUYMTEIIEHOE
Mecto. OH  BBOAWUTCA  4Yepe3  HaApOAHO-
CHUMBOJIMYECKHAE 00pa3bl «TEMHOTO 00pay, «Kry-
Yero TMecKay y BOJBI, BETPA, KOTOPBHIA «B KIOYbS
Pa3HOCHUT HOBEXOHBKHI CTOT», «IUIANY ITyXOBYIO
cHec — He JgocTaTh». OHU NMPU3BaHBI MOJUYEPKHYTh
TOCIIOJICTBYIOIINH MOTHB TPOW3BEICHHA: ITOKa-
3aTh HEBBIHOCUMOE TTOJIOKEHNE JETeH, N3THAHHBIX
U3 1oMa, OOpeUeHHBIX Ha CKUTaHUE BPO3b.

s 0000ImeHHOro TpeACcTaBIeHUsS KapTUHBI
OCCIPOCBETHON JKM3HU CHUPOT co3JaTennd Oauta
npuderaroT K TPaJULIMOHHBIM YCTOHYMBBIM COYE-
TaHUSIM: «y4acThb TOpPBKas», «TOPHKUE CIIE3bIY,
«KpOBb Ha Tia3a HaOEXKHUT», «TPYCTh-TOCKA,
«CKOPOBbY.

Bbaut «Cak-Cok» MOXKET CIIy)HTh CBOoeoOpas-
HBIM 3TaJOHOM IIPU XapaKTEPHCTUKE CTUXOCIO-
KEeHHs B 0amTax. ITO O6aWT, TIe COXpaHeHa JABYX-
crpounas ctpoda. XapakTepeH W pa3Mep STOro
Oauta: 10 — 10; u pudma B HeM npocTas (a — a).

B 6ante «Cak-Cox», O6maromaps UCIIOTHEHHIO
pacmeBoB, OUIYIIAE€TCS BIUAHUE JIMPUUECKOH MPO-
TSDKHOM MECHU «03bIH Koi» [12: 36].

WneitHo-xymoskecTBeHHAsT TpoOiieMaTHka Co-
BETCKOM TMbechl s JieTe Obuta  ycuieHa
P.Xadu30Boii 3a cueT BKIFOYCHUSI TEMbI TPYIOBO-
rO BOCIUTAHHUS IOAPACTAIOIIETO MOKOJeHUs (pa-
0oTa Ha MpHUycaaeOHOM yJacTKe), IPEeeMCTBEHHO-
CTH COJIepKaHusl TPYJIOBOM JeATeNbHOCTH (Y
Cuxepue (KonmyHa) ecTh uepT-TIpakTHKAHT), TeMa
MEPEeBOCIIUTAHNS  AHTAaroHUCTa: TIpeBpaIleHue
Cuxepue (Konayna) B AenyIKy-IpHKUBATBIINAKA.
Ecnu B OGaute orer ObLI HE BKIIOYEH B OCHOBHOE
JeicTBHE, TaK KaK TpareJns B CEMbE MPOM3OILIA
BO BpeMsI OTJIYYKH Tepos (OH ObUI Ha MATHUYHOM
MonuTBe), To y P.XaduzoBoit aTOT nepconax mpe-
BpailleH B Treposi. B coOTBETCTBUM C HallMOHAJb-



G.R.SAGITOVA, MM.KHABUTDINOVA

HOW TpaJMIIMel, ujieanu3anus MpoOUCXOIUT Yepe3
npeBpatieHrue repost B 6arbipa Cabantys. Iluca-
TEJNBHUIIA 3aMEHSET BOJIIECOHYIO CTPENy TOJIOBOM
yMepireld 3men. Tak BH3yamu3upyeTcs meradopa
noxHo#t myapoctu / 3Hanust Cuxepue (Kommyna).
Oto uHTepecHas Haxoaka P.XadwuzoBoii B pamkax
HarmoHanbHOU Tpamuiu. Cuxepue (KonnyH) BbI-
CTYMaeT B POJM JapuTeNsd: OH MOJApWil MaTepu
TYCHHBIE KPbUIbSl. DTO BOJNIIEOHBI MpeaAMET, KO-
TOpPBIN JOKEH YCMUPUTh HEMOKOPHBIA HpaB Jie-
TEH.

CozgarensiMm MIO3WKIIA, TI0 EAHHOAYIIHOMY
MHEHUIO 3pHUTeNeH, yIaloch OObeIUHUTH HAPO/I-
HYIO MYJpPOCTh U COBPEMEHHBIM MY3bIKaIbHBII
a3bIK. [IpoekT 3aHsam BTOpoe Mecto B Pecmy6mu-
KaHCKOM MoJjoaexHoM opyme «Hamr Tarapcran»
[13].

Ocenbto 2015 roma rocymapCTBEHHBIN TeaTp
Kykon u3 ropona HabGepexnbie YenHsl cran obma-
natenem rpanta Coro3a TeaTpaibHBIX AesTenci
PecrryOomuku Tatapcran, 61arogapst KOTOpoMy TIo-
Jy4UJIT BO3MOXXHOCTH TIOATOTOBUTH JIOJITOXIaH-
HYyI0 TIOCTaHOBKY Ha TaTapCKOM S3bIKE 10 MOTH-
Bam wu3BecTHoM JjereHabl «Cak-Cox». JIpeBHUit
Oant BmoxHOBHWI pexuccepa Wmpruza 3aifHueBa
Ha CO3/laHHE€ HOBOW AKCIEPUMEHTAIBLHOW MocTa-
HOBKH, TJI¢ BeAyllel cTama Tema SK3UCTCHIHAIb-
HOI'O OJMHOYECTBA YEJIOBEKa, TPYAHOCTEH BO
B3aMMOOTHOIICHUSAX B3POCIOr0 U pebeHKa, OTIOB
" JeTeil. ABTOpP Tak 00O3HAYMI MPOOJIEMATHKY
cBoero npousBeacHUs: «COBPEMEHHOE OJUHOYE-
cTBO. MBI He KOMMYHHUKa0EIbHBI, HO B TO e Bpe-
M HegocTynHbl. [lopaccyxaaem Ha TeMy, Kak MBI
’KHBEM, HO MBI HE JlaéM OTBETa Ha BONIPOCHD [ 14].

KykonbHBI CcHekTakib MOrpy’kaer Hac B
cTUXHuI0 urpel. MrpoBoe Hayano, Kak H3BECTHO,

«BBICTYNIAJIO TIOYBOW Kak MCKYCCTBa, TaK W
MOTPaHMYHBIX € HHUM  BHJOB  TBOPYECKOM
ACATCIIBHOCTH — TIIpa3aHuKa, XYJO0XCECTBCHHBIX
dopM Jpocyra, MOABL, CHOpTa, OHO HOMOTAJO
YeJOBeKy CO3MAaTh ce0s, YMHOXaTb CBOU
crocoOHOoCcTH, oOoramars BooOpaxkeHue. B

MOMEHT WIPBI YEJIOBEK HE PaBEH caMoMy cele, U
W3 COCTOSIHUSI UTPHI OH BBIXOJUT HE TAaKUM, KAKHM
Ob1 10 Hee. Mrpa mpemocTaBsIET YEIOBEKY
BO3MOKHOCTH MOJTHHHO YeJIOBEUYECKOTO
CYILIECTBOBaHUS XOTS OBl Ha BpEMs, B BUIMUMOCTH.
OIHOBPEMEHHO OHA paCIIMpPSEeT BO3MOXKHOCTH
CaMOTIPEBBITIICHIS, IIOMOTaeT COXpaHEHUIO
YEeJIOBEUYCCKOT O B YeJI0BEKE, Pa3BUTHIO
HEMaOJIOHHBIX TTPUEMOB TIOBEICHUS, BOCIIPUATHS
u Mi.3aliHneB «00paTUiICs K MPUHITUTIAM KJIACCH-
YECKOTO KYKOJIBHOTO CHEKTAKIS: CBEJI K MUHUMY-
My TOJIOCOBBIE MAPTHH AKTEPOB M CIAENAN OCHOB-
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HOHM aKICHT Ha SMOIIMOHAILHOM COCTAaBIISIOIICH)Y
[16].

TukaHbe XOIMKOB CO3/Ia€T CIEHHYECKYIO aT-
Mocdepy W 3adaeT HACTPOSHHE CIICKTAKI0. JTa
OBITOBasE JICTAlIb ACCOLMUPYETCS y BCEX C TEILJIOM
¥ YIOTOM POJHOTO OdYara. JTO 3HaK MaTpHapXalib-
HoH Tpanuuuu. HecnyuaitHo B crieKTakie U3 TbMbl
3a XOJMKaMU TIPOOMBAETCS OTOHB odara. B mamsitu
HEBOJILHO 0’KHMBAIOT CTpoKH u3 necHu 0. Buzbopa
«XOOUKNY:

AX, JIydllle HET OTHsl, KOTOPBIM HE MOTYXHET

W nyume moma Her, 4eM COOCTBEHHBIA TBOWM
A0M,

I'me xomukw cTydar crapaTelibHO Ha KyXHE,

["'me Munast mosi, rae MuIas Mos,

I'ne munas Most 1 yaltHUK co CBUCTKOM [17].

XOIuKK U OodYar MorpyxaroT 3pUTENs B aTMO-
chepy MuIoN cepaiy «aomanrHocTi». [Ipoctpan-
CTBO MOJYEPKHYTO HAIMOHAIM3UPOBAHO: TaTap-
CKas Teub ¢ Ka3aH KaTbl, ceMeiiHas GoTtorpadus B
pamMe, XOAWKH, KpOBaTh C HECKOJIHKHMHU IOJIYIII-
KaM{, [IaManib HaJl JABEPbIO, PE3HOW BOJIHOOO-
pa3HbIii y30p B 0OPMIICHUH JACPEBIHHOIO 3a00pa.
Orta Ke TEeHJEHIHS NMPOCIIEKNUBAETCS B KOCTIOMax
TJIaBHBIX T€POEB: TJIaBa CEMbU B UYEPHOU TrOOETEH-
Ke, XOJIIIOBOW pyOalke W INTaHax, AyIIerpeike,
BMeCTO 00yBH Oelble KaThl, HA €r0 CyNpyre CHUT-
LIEBOE IUIaThe B MEJIKUH LBETOYEK, IIEPCTSHAS
Ko(Ta, OCNBIH TUTATOK, TTOBSA3AHHBINA IO-TATAPCKU
(XymO>)KHUK-TTOCTAaHOBIIMK — Ausekceir Mutpoda-
HOB).

B T0 ke Bpemsi THKaHbE YaCOB 3aCTaBIIET HAC
3ayMaTbCsi O HEYMOJMMOM TEUEHHH BpPEMEHH
(cp.: B cruxorBopenun W.bpoackoro «B TBoux
yacax HE TOJIBKO XO[, HO THIIb...» UCIONb3YIOTCS
CHMBOJIBI YacOB U JOMa, MOMELIAIOIINE BPEMs B
CEMHOTHYECKOE MPOCTPAHCTBO Ky IbTypHI [18: 31].

Cymnpyru CKpallMBalOT CBOE OAMHOYECTBO
gTeHrueM TaTapckoro Oanta «Cak-Cok», KOTOPBIH
OBUT OJIHUM U3 CaMBIX TOMYJSPHBIX B Hapoje (ie-
nymka — TatesiHa CanmuxoBa u Erop MuTtpoda-
HOB). CKyNBIMH J€TaIsIMA BOCCO3/1A€TCs MPOIILIOE
atoro moma. Ilamsars marepu (EBa MunrakeBa u
Munzapus TykTapoBa) BHU3yaTu3UpyeTCs uepes
Kayaromnlyrocs KOJbIOeb, CaMOJETHK, MS4. OTH
MPUMETHI JETCTBA TAKXKE PACKPBIBAIOT BCHO IJIy-
OuHy apambl onuHOKOW crapoctu. Illemect
kpbutbeB Cak u Cok (roHoma — Erop Mutpocdanos
u Enena ['omobokosa, JleBymka — Tarbsaa Cann-
xoBa U Pumma MurpodaHnoBa) B OpKeCTPOBKE BO-
POHBUX M COPOYBMX KPUKOB — CUMBOJI Xaoca — pa-
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00TarOT Ha YCHJICHUE dTOTO BIEYATICHUS (KOMITO-
3utop / My3. opopmienue — FOpwuii Yarnnun).

Mup nartpuapxaiabHbIi BIMCBIBA€TCA B IpPO-
CTpaHCTBO KocMoca. B crnemyromelt ciieHe rmpo-
CTPaHCTBO MHpa pa3JBUTaeTcs, Ojaromapsi BBeze-
HUIO 00pa3za rinodyca U IETCKOH CIOBapHOU WUTPHI
«ropoga», 1o npoctopoB Bcenennoit. B kocmuue-
CKOM IPOCTPAHCTBE (QYHKIIMIO OYara BBITIOIHSET
conHie. Tarapckue TONMOHHMMBI CTaBATCS B OAMH
pAA ¢ KpynHBIMHU TopoaaMu Mupa. Bmecre ¢ rio-
OycoM B MHUp CIIEKTaKJIs IPOHUKAET UIes LENOCT-
HOCTH MHPA, €ro TJI00aTbHOCTH U OECKOHEYHOCTH.
I'moGyc m3apeBne CUMBOIU3UPYET BEYHOCTh MHPA,
3HAYMMOCTh BpPEMEHHU JKU3HM U Oeccmeprue. B
KpyTSIeMcs r1o0yce 3a10)keHa uaes myTH.

@obKIOpHas TPAAULKS IJIABHO MEPETEKaeT B
JUTEpaTypHYIO, B HOBBIM 3Tall pa3BUTHs YeJIOBeE-
gecKoi KynbTypbl. O0pa3 COTHEYHOTO CBETHIIA Ha
¢oHEe KOcMOca 3acTaBisieT HAc BCIOMHHTH
ctuxorBopenue X.Takrama «Kosim KykTo mrynai
MOHT€ He39p...» U3 JIMPUYECKOrO IHKIA «39HIap
KY3J10p», T/I€ KJIIOUE€BOM TEMOW CTaHOBUTCA Tema
NepBoii J100BH, pa3inyku u onuHouecTBa [19: 109].
D10 oOpaser; OyHTapCKOHM TUPUKK Havaia XX Be-
Ka, BBICTPOCHHOW B pycji€ HallMOHAJIbHOW TUCHS-
HUCTUYECKOM TPaJHULUU, KOPHU KOTOPOH YXOIAT
emie B mo33uto A.flcasu, H. Xucpoy. Jlupuueckuit
repodl IPUMBIKAET K OOLIECTBY THCBHSHHUCTOB,
MPOTECTYeT MPOTHB YCJIOBHOCTEH  0OIIecTBa
(«MuH yn Oe3He aepraH JAWHTY, KaHyHHapra /
Kapibsl KepomKkoHD...»), BIpakaeT HaleKIy Ha
MIpEeBpaIICHNE JUCTaAPMOHUYHOTO MHpa B XaAm
une. X.Takram (1900-1931) — cumBon 0OHOBIIE-
HUS TaTapcKoH mo33uu. B HeOonbLIIOM mpenucio-
BUM K TIEPBOMY CBOeMYy COOpHHKY «,, Tparemus
CBIHOB 3eMJIM“ W JIpyTHE CTUXOTBOPEHHSI»
X.Takram 3asBui1 00 OTKa3ze OT MPEKHEro THIa
cTuxocnokeHus. OH BO3BECTHII YATATEISAM O TOM,
YTO TAHYIIUICS B TBOPUECTBE MSTH COTEH MO3TOB
ot bakbipranu no Tykas crapelii mosTHYECKUI
CTHJIb JIOJDKEH OBITH paspymen» [20: 143-144].
X.Takramt npeaToxXm 00pa3Isl HOBOTO THITA CTH-
XOCJIO’)KEHHUs], HOBOM PUTMUKHM, OCHOBAaHHOW HE Ha
HaINlEBHOCTH, a HA HAPOJHOM YaCTYIIEYHOM CTHXE
U KMBOM pa3roBOpHON MHTOHAIMU. Beaukuil most
HE MPOCTO COJIM3MI CTHX C Pa3rOBOPHOM pedblo, a
000raTui MO33UI0 PE3KO BBIPAKEHHBIM JIMYHOCT-
HBIM Ha4alloM, CBOUMH WHIWUBHIYalIbHBIMH HHTO-
HaIUSMHI 1 00pa3HBIMHU CPEICTBAMHU.

Bru3HeuHbIit MU} B CliEKTaKiIe HaXOJIUT MpPO-
JNOJDKeHHEe B o0Opa3ax II09TOB, IIOXOXKHX Ha
M.ArnsimoBa u FO.MuHHYIIMHY, OTCHUTAIOIIINNA HAC
K TaTapCKOM I033UU BTOPOH MOJOBUHBI XX BEKA.
Tak MMIUIMOUTHO 3aMBIKAETCSI B CIEKTAaKIE JIUTeE-

197

patypHbIii Bek XX-ii B koibio. Iloat (Dmyapn
I'ypnaes u Enena I'onmoGokoBa) u Ilostecca (EBa
MunraxeBa u Munzapust TykrapoBa) Ha rio0yce
ACCOITMAaTHBHO CBSA3AaHBI C JIUTEPATYPHBIM IEpPCO-
Haxxem Xanca Kpuctmana Axgepcerna Ome Jly-
Kole. Y JaTCKOro CKa30YHHMKAa «OH PACIALaeTcCs
Ha 71Ba, u oboux 30ByT One Jlykotie». «IlogoOHO
rpedecknM Tanatocy u ['mmuocy, 6oram cMepTH u
CHa, TepOM POJICTBEHHBI M OTJIMYHBI APYT OT APY-
ray. [lepsbiit One Jlykoiie «1apuTenb 4yAeCHOrO,
OH — JuIs ku3HmW». Bropoit Omne Jlykoite — «ro-
CIIaHHUK CMEPTH», CIIPOBOJHHUK B LAPCTBO CMEp-
TH, B KOTOPOM CMYTHO YTaJbIBatoTCs 00pa3nl Pas
u Ana» [21].

Mynappuc Armsimo  (1946-2006) Obut  Ha-
CTOSILIUM SIBJIEHHEM B [TO3TUYECKOMN JKU3HU TaTap-
CKOr0 HapoJa BTOpPOM MOJOBUHBI XX — Haudaja
XXI Beka. [ToaT pa3Bui u 000TaTHII MHOTOBEKO-
BbI€ TPAaJULUU TATAPCKOU nuTepaTypsl. Ero tBOp-
YEeCTBO XapaKTEePH3yeTCs TPAJAUIMOHHOCTHIO, Ha-
POJHOCTBIO, TOHKUM JIMPU3MOM W TIIyOMHOU (u-
oco(pcKux pazryMuil.

Ilnanera 3emist B clieKTakie 4yepe3 CTUXOTBO-
peane M.ArmsmoBa «Kuto anMbiiim...» [22]
HaJIeNSIETCSl HOBBIM CTaTycoM: TpaHC(opMUpyeTcs
TO B KoablOenb yenoBeuectBa («By xup Oe3ro Ou-
mek»), To B 100ky («lOk, yn keima...»). ITo
CTAaHOBUTCSI OJHMM W3 CpEACTB THUNH3AINH B
cnekrakie. M.ArmiMoB B paMmKkax cyuiickoi

Tpagunuu — mpuberaeT K JABYCTYICHYATHIM
Meradopam: ketima — Kybex (B 3HAUYCHUHU
«IUHTE3»), Oombsi — 0Oe3. Jlupmaeckuid Tepown

pPa3MBIIUIIET O CMBICIIE YEJIOBEUECKOM >KU3HH,
CyIp0ax TUYHOCTUA ¥ MUPA, STHUYECKOH KYJIbType
Y 9e0BeYeCKO IMBHIM3AIlMN BOOOIIE, O BKIIAZe
KaXJIOT0 IIOKOJIEHHS B COXPAaHEHHE KOCMOca U
KYJbTYPHBIX TPaJuLUN KaK rapaHTa yCTOHYHMBO-
CTH U TapPMOHHH, O LICHHOCTU MUT'a U BEYHOCTH.
BricTpanBas 2 ciieHy B CIIEKTaKJIe KakK JTHAJIOT
JIBYX TO3TOB, MPEACTABUTENECH NIBYX IOKOJECHUN
TaTapCcKoOd  MO33HU LHIECTUACCIATHUKOB U
MoJI0710¥ BOTHBI pyOeka XX-XXI BB., W.3aitnuen
HE TOJIbKO YCHUJIMBAET HJICUHO-XYI0KECTBEHHBIN
MOTEHIUANI CIEeKTaKIIsA, HO © (GOPMHUpPYET Y
yuTaTeNs MIPEACTABIICHUE 0 TaTapcKoi
nuTepaTypHoi Tpamuuud. Berpeua M.ArmsmMosa,
MpEACTaBUTENA LIKOJIBI I'.Tyxkas, u
FO.MuHHyUIMHOM, MPEJICTABUTEIIS IIKOJIBI
X.Takrama, JIEMOHCTPUPYET JIMKM TaTapCKOH
[I033UH U AMAIa30H TBOPUECKUX HCKAHUH.
CTuxoTBOpeHUE «bap Jia y3re...»
0. Munnymmao#i [23] ecTh oOpaser; coBpeMeH-
HOW J1r000BHOM nHupuKku. KosbiieBas KOMITO3HUITHS
CTUXOTBOPEHHUSI 3aMbIKAETCS IJI 3aBEPLICHUSI OC-
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HOBHOH MBICTH: «0ap da y3ro — 0e3 odparikaH
KOHHOH OupJie»; MpOou3BeAeHUE MTPOHU3aHO HaeeH
OeccMepThs, CTPEMJICHHEM IPEOJONEeTh 3aMKHY-
TOCTh XU3HEHHOTO KPyra, OJHOTOHHOCTH OBITHSL.
OdeBHIHBI WHTEPTECTYaANbHbBIE CBSI3U MPOHU3BEIC-
Husa co cruxorBopeHusmu X.Takrama «byrenre
Matypibik» [19: 184], «KpIppIM cHHA OYJICHIHY»
[19: 203], «bomaii... 'aqu xpip THIHA» [19: 226],
«Ax uwouokmopy» [19: 226]. FO.MunnymnuHa pas-
MBIIUISET O HEMTOBTOPUMOCTH U LEHHOCTH Kaxa0U
JINYHOCTH, KaXXJI0OI0 MTHOBEHUS, KaXIOH neTanu
ObITHsI. CTUXOTBOPECHHE ABIIITUT FOHOIIIECKAM MaK-
CUMAaJIU3MOM, BEpOil B COOCTBEHHBIE CHIIBI, SHEP-
TeTHUKOI OyHTa MPOTHUB MTOBCETHEBHOCTH. Bee 310
cOmMmKaeT CTHXOTBOPEHHWE C JPEBHUM OaWTOM.
Jlupudeckast TepoWHs MpejaraeT JUCTaHIUPO-
BaThCsl OT IOBCEAHEBHOCTU uepe3 Urpy. B stom
TaK)Ke HAXOIUT CBOE MPOIOIKEHWE OIM3HEUHBIH
Mud. Beap camo mo cebe cocTossHME UTPHI BCeTa
aMOMBAaJICHTHO: B HEM COYETAIOTCS €IMHCTBO BEPHI
U HEBEPHUSl, CBSI3b CBALIEHHOM CEPhE3HOCTH C IPHU-
TBOPCTBOM U AyPadeCTBOM.

Kak n3BecTHO, UTPOBOE COCTOSHUE 3HAMEHYET
npeoOpakeHne Mupa. KymbTyposdoru yka3slBaroT
Ha B3aWMOCBsI3b MupUYeckoro u urposoro. He-
MenKuii MpicnuTens Llleanuur oOpaTun BHUMaHue
Ha MMMAaHEHTHO MPHUCYIIYI 4YeIOBeKy MOTpeo-
HOCTh Hacnaxnaatrbcss BuauMocThio. «Ilo mepe
B3aUMOJEHUCTBYS KyIbTYp U LIUBWIA3ALUI COBpE-
MEHHBI YEJIOBEK MPHOOPETaeT pPa3BUTYIO CIIO-
COOHOCTH TIOHHUMATH Jajiekoe, dyxoe. Bo3mox-
HOCTH BOCIIPHHHMATH Yy’KO€ KaK CBOE TaKKe YCH-
JIMBAE€T UIPOBOM MOMEHT B ku3HU. [Iponecc Bxo-
JKICHUS B KOHTaKT KyJbTyp 3amana u Bocroka,
3amaga u JlatuHCKON AMEpHKH HEOOBIYaHO yM-
HOXAaeT WUIPOBOM KOMIIOHEHT, IPOHU3BIBAIOIINI
HE TOJBKO cepy XyI0KECTBEHHON NMPAKTHKH, HO
U 0o0NacTe Tpa3gHUKA, JOCYyTa, MOJBI, CIIOPTa»
[15]. Tak mpokmagsiBaeTcst MOCTHK K I.Mapxkecy.

Kykna, nanmomuHaromass obmmkom [O.Mun-
HYJUIMHY, 4uTaeT pacckaz «Crapbli-ipectapblil
CHHBOD C TIPEOTPOMHBIMH  KPBUIBSIMH» U3
coopHuka «HeBeposiTHast WM TpycTHasE HCTOpHS O
MPOCTONYIIHOW DpeHIupe U €€ KECTOKOCEPAHOM
0abymke» [24: 3]. Pacckasel »Toro cOopHHKa
OTHOCATCA K «3pejoMy» TIEpHOIy TBOpPYECTBA
BEJIMKOIO JIATHHOAMEPUKAHCKOI'O IUCATENs, KOT1a
OH YK€ JIOCTUI COBEpUICHCTBA B IPOCIABUBLIEM
€ro W CTaBIIEM €ro CBOEOOPa3HOW «BU3UTHOM

KapTOYKOI»  CTWJIE Marmueckoro peajgu3Ma.
UynmecHoe 1500071 qy IOBHUIITHOE HEU3MEHHO
CTAaHOBHUTCS YAaCTBIO pPEATBHOCTH — TaKOBBI

3aJlaHHBle MapkecoM MpaBWila UTPhl, KOTOPBIM C
HaCJIaXICHUEM CIIEeLyeT YUTaTelb.
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I""Mapkec s3p1k0M MHU(ba HaMeKaeT JIOAIM Ha
TO, YTO MHpP CKOpPO PYXHET, €CIIM KapTHHa MHUpa He
nepeBepHeTCs Ui BCeX JIIoJel (Hempekpararo-
LIMACS AOXKIb OTCHUIAET HAC K BCEMUPHOMY HOTO-
mmy). Mcropus anrena ¢ npeOONbIINMH KPBIIbSIMH,
OKa3aBIErocsi Ha 3emJjie, CTAHOBUTCS 0apoMeTpoM
COBPEMEHHOTO 0O0IIeCTBa, 3apaXEHHOTO aJIyHO-
CTBIO, KaIHOCTHIO, PABHOIYIINEM, Oe3pa3nTudaneM
KO BCEMY XXHBOMY, TOTOBOTO HE€ pellaTh Cepbe3-
HBIE TPOOJIEMBI, a «3aTylIeBbIBaTh» ux: «Kypsrt-
HUK ObUI €AMHCTBEHHBIM MECTOM B XO3sIHCTBE, KO-
TOpOMY HE yJIeisiiu BHUMaHue. Eciau ero mHoM
pa3 U MBUIM WJIH JKI[JIM BHYTPU MHUPY, TO JENaOoCh
9TO OTHIOJb HE B yrolly aHreiy, a 4yToObl Kak-TO
0OpOTHCS ¢ UCXOAMBIICH OTTYa BOHBIO, KOTOpAas,
KakK 3JI0H JIyX, MPOHHUKalIa BO BCE YTOJKHU HOBOTO
noma» [24: 3]. Mapkec pa3BEeHUMBAET €IIE OJIHY
WIIIO3UI0 COBPEMEHHOTO 4YeJOBEKa, 4YTO 4YyAO
JOJDKHO OBITH BCETrZa KpachBO, a J00po Bcerza
UMeeT mpeKpacHbii ook, Jlrogun XX Beka pasy-
YUIICh BUAETH KPACHUBOE B OOBIYHOM, TEM Ooiiee B
TOM, YTO WMEET HeNPHUTA3ATEIbHbIH, OTTAJIKHU-
BarolMil BUJ (Cp. MOPTpeT aHrena). Mapkec B
CBOEM CTPEMJICHHH BEPHYTb YEJIOBEUECTBO K IIEp-
BO3JJaHHOM YMCTOTE M KPacoTe B3TIsAIa (Cp. B3I
peOeHKa) MOKa3bIBaeT HaM, HACKOJIBKO OOBIYHBIM
MOYET CTaTh «IyAO0 MOBCEIHEBHOCTUY.

Hrpa TecHO cBsI3aHa C J)KU3HBIO, C €€ ITaNaMH.
Uctopuss 6abymku (Jlamgeim Myp3axaHoBa u
Pumma Mutpodanosa) u mansima (Oayapn ['yp-
JIeB) OOHakaeT MpoOJjeMy B3aMMOOTHOIIICHUN
B3POCIBIX W JI€TeH, HATW4YHEe KOMMYHHKATHBHBIX
npobieM. B3apocinbie, morpykeHHbIE B €XKEIHEB-
HYIO CyeTy, He ciblmar neTeid. BakHoe mecTo B
MPOM3BEICHIH OTBOJIUTCS T€MaM JAETCKHUX CTpa-
XOB.

Herckuil cTpax oanHOYeCTBa BU3yaJH3UPYET-
Csl 4yepe3 aHTHUTEe3y: KyKjia — JIMIO «BEIHKaHa»-
apTucTa B oKHe. PHU3MOIOTHYECKast peaKius opra-
HU3Ma MCIYTaHHOTO MaJblla €CTh HPOEKLUS
MaciTabOB €ro 4YyBCTB, KOTOPbIE UTHOPHPYIOTCS
B3POCIBIMHU.

Tema OTCYTCTBUS B3aMMONOHHMAHHUS MEXTY
COBPEMEHHBIMHM  JIIOABMHU  TOJJEPKHUBACTCSI B
CIIEKTaKJIe 4epe3 LEJbli psA SHU30J0B: UCTOPUS
MOJIOJIOTO YEJIOBEKa, OCTPO MEPEXKHUBAIOIIETO
paccraBaHue C JIOOMMOMH, HO 3a0BIBILIETO O JOJTE
nepen MaTepblo, UCTOPUS CTapHKOB,
MEPEKUBAIOIINX C KPOTOCTBIO U CMHUPEHHUEM CBOE
OJMHOYECTBO, pa3iyKy ¢ JAETbMH, MpobieMy
HCUEPIIAHHOCTU  CYNPYXKECKMX  OTHOILIEHHH.
Tenedon B mpou3BeACHNN BBICTYNAET CPEICTBOM
BepOaIbHOH KOMMYHUKAIHH.
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Bosi3Hb ocTaThCs B OAMHOYECTBE TECHO CBSI3a-
Ha CO CTPaxOM OKa3aThCs HEIOOUMBIM, OBITh OT-
BEpPTHYTHIM. TOHKAM FOMOPOM TPOHHW3aH SIHU30]1
Manblma-TebkanKa  (Oayapa [ypneB) u  3aiima
(Jlaagerm Myp3axaHoBa), OTCBUIAIOIIM HAc K
ckazke M.Cubupsika «Cka3ka 1o xpabporo 3aiiia,
JUIMHHBIC YIIM, KOCHIE TJla3a, KOPOTKUH XBOCT»
[25].

bnusneunslii Mug naer o cebe 3HaTH W B
CTpyKType cnekrakis. HabOmromaercs cummerpus
B PAaCIOJIOKEHUN HEKOTOPBIX AMHU30I0B (Cp. JIH-
3071 aHrena W Kpaba ¢ SIHU30I0M — MabIII-
JBDKHUK U Kpao).

«Penent xu3zHu» [.Mapkeca COOTHOCHUTCS C
«pertteritoM Ku3Hm» FHO.MunnymmuHOW. Momomoi
TaTapCKUU MOAT IpPEIaracT CBOM BBIXOJ YEJIOBE-
4yecTBa u3 KpH3HCa, n30aBIIeHUS oT
VHAWBHUIYJIN3Ma, TPUTIAMAET OTKPBITh NEepPBO-
3laHHYI0 KpacoTy IOBCEIHEBHON XHM3HH («Traiu
TOPMBIIIY): «YBIK ypamray, «ypamja Oep Kemre a9
apTHIK TYTel», «TATe3 Cylia, TUTe3 CyJa, THTre3
atna, / MHH >KUp INApbIH OWIOHJEpOM / Jum
kabatmay» [26].

Tema  mod’3MM  TONlydaeT  JIOTHYECKOE
3aBepIIeHNe B TeMe€ MaMATHHKA, KOTOpas emie C
MyIIKMHCKUX BPEMEH aCCOLUUPYETCS C MOTHUBAMHU
CMEpPTH, TMaMsATH, BO3ME3JUs, MPOCIABICHHUSA,
umnepuu, no3a3uu. Oxupmmii mamstHuk I'.Tykas
(Erop MurpodanoB, Jlanapimm Myp3axaHoBa,
Onyapn I'ypneB) Hecer B cebe uaecw o
HEOOXOIMMOCTH TaMATH >XHBOH M JIEATEIBHOM.
WN.3aitHueB  cokpamiaer  AWCTAHIIAI0  MEXKIY
MTOKOJIEHUSIMM TaTapCKUX IO03TOB, BU3YaIH3UPYS
THIISI30BCKYI0 MeTaopy B OIIGHKE TBOpPYECTBA
I".Tyxas «be3 0aprs16613 na Tykait 6amanapen [27].
Mooaoii OST OYEHb YIOTHO YYBCTBYET ceOsi Ha
JaJIOHH BEIIMKOTO To3Ta. BaxkHoe MecTo 3aHuMaeT
uzest corBopenus [103Ty mamMsSTHHKa OCTaTbHBIMI.
CuMBON TaTapcKOMl TOA3UH  «IIPHU3EMIISETCS:
CTUXOTBOpeHHE «XaocTo  xame»  [28:  295]
pPacKphIBaeT TEpell 3PUTEISIMH CKPBITYIO IpaMy
*&m3HU  modta. [ Tykaih  pasmemuister 00
9K3UCTEHIMAIbHOM OJMHOYECTBE YeJIOBEKa Iepen
aukoM cmeptu. s cnekrakias  M.3aiiHueBa
[JIAaBHOM  CTAHOBHUTCS MBICIB: «aypbl JKaH»
«IOHBSIHBI €pPTHIK KYpo» («OoNbHast oymia» «MHpP
BHJUT JIBIPSIBBIM) ).

Tuxuil Xo4 XOAUKOB CMEHSETCS 3BYKOM
METPOHOMA, YTO MpPHIAECT JpaMaTH3M (QHHATY:
COBpPEMEHHBII YeJIOBEK JOJDKEH BBUICUUTH YLy,
9TOOBI YBHIIETH BCIO KPACOTY OBITHS.

Kouneibens Tpancopmupyercss B ropy Kad,
KOTOpYI0O He B cmiax mpeojoyieTh nTunbsl Cak u
Cok 5o Hactyruienus Konna cBera, Korja yTpaTur
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cuiy MarepuaHckoe npokisitue. CornacHo Mugo-
JIOTUM UCJIaMa, 3Ta TOpa HaXOIUTCS B CPEAOTOUNH
3emin, KOTOpas UMeeT 00pa3 AKMCKa, HO OTAEJICHA
OoT 3eMJM HENpPEOJOJIMMBIMU IIPONACTIMH; ropa
3Ta MOJTHOCTHIO CO3/laHa M3 U3yMpPyJla, KOTOPBIN H
cozfaeT HeOECHOE CHSIHWE, CIIOCOOHOE OCIEMHTh.
371eCh-TO ¥ MPOXOAUT TPaHUIIA MEXIY BUAHUMBIM U
HEBUAVMBIM MmupamH, CHMBOJM3HUPYIOIIAs WC-
TUHHYIO TNTyOMHY MpaBIbl O CYIIHOCTH W MPUPOAE
YeJIoBeKa.

Komnwi6ens-Kad tpanchopmupyercss B mMoJIoT-
HO, HaIIOMHUHAIOIIEE JBa Kpbljia NTHIEL. Bee Hare-
JICHO Ha TO, YTOOBI MOAYEPKHYTh 3HAUUMOCTD JIET-
CTBa Kak (pyHIaMeHTa >KU3HH uesioBeka. PuHab-
HBIM aKKOPJIOM CHEKTAaKJIsl 3BYYUT OauT, 4TO YCH-
JIUBAeT JUAAKTUYECKHM TMOTEHLHan Ipou3BeJie-
HUSL.

Cnekrakip «Cak-Cok» — 3T0 00pazoBaTeib-
HBII IIPOEKT, KOTOPBIA 3HAKOMUT JETEH ¢ MUPOM
KyKOJIBHOTO TeaTpa. B ero nmpocTtpancTse 3aaeicT-
BOBaHbl pa3HbIC BHIbI KyKOJ, TaKu€ KaK Mapuo-
HETKa, KYKJIbl TEPYaTOYHOTO THWIIA, TalHUTHO-
TPOCTEBBIE KYKJBI, POCTOBBIE KYKIBL. AKTEpHI
CIIEKTAKJIsl COCPENOTOYCHBI Ha BOXKACHUM KyKOJI
pa3IMYHBIX CHUCTEM, a 3alHiCaHHBIE rojoca aKTe-
poB Tearpa Kamana moHocAaT 10 3puteneit Maruio
W KpacoTy HOATHYECKOro CJIOBa APEBHETO OauTa,
[.Tykas, M.Armsiva, Y.Munnymiasoit 1 Mapke-
ca. /Jluajmorm mNOTYEPKHYTO MHMHHUMHU3HPOBAHBI.
3TO «cIeKTakiIb 00 OAMHOYECTBE, O OECCUIINU €ro
IIPEOJIOJIETh U HAAEXKIEC Ha Yyd0 OBITh YCIIbIIIAH-
HBIM, TIOHATBIM.

Criektakiib OBUI TEIUIO NPUHAT 3PUTEISAMH.
Beex, kTOo mpuYacTeH K CO3AaHUIO 3TOr0 4yJa,
MOJKHO TIO3JJpaBUTh M TIOXEJIaTh HOBBIX yCIIEXOB
Ha HHMBE HAI[MOHAJIBHOI'O MCKYCCTBA.

bant «Cak-Cok» npo3Byuas B MIO3UKIIE H Ky-
KOJIbHOM CIIEKTaKJI€ YIUBHUTEIBHO COBPEMEHHO.
OTH KyJIbTypHO-00pa3oBaTeNbHBIE MPOEKTHl BO-
IUIOTWIMCH B )KU3HB, Onaroxapst ['ocynapcTBeHHOMR
nporpamme PecrryOmukm TarapcTan mo coxpane-
HUIO, W3YYEHHIO M Pa3BUTHIO TOCYIApCTBEHHBIX
sa3b61K0B PecryOnuku TarapcTaH W Ipyrux sS3bIKOB
B Pecny6nuke Tarapcran. PazHbie 1o »xaHpy TBO-
PEHUSI CBHICTEIbCTBYIOT O TBOPYECKOM IOTEH-
nuaje Ux co3jarelieid. YcIex y 3pureneii ToBOpUT
0 BOCTpeOOBaHHOCTH MOJOOHBIX MPOEKTOB, Halle-
JICHHBIX Ha INPOIAraHay M pa3BUTHE TaTapcKOH
KYJBTYpHI U A3bIKA.
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Cuena n3 mrosukia «TaiiHa kpbutbeB Cak-Coky.
ABTop ¢ororpaduit Aptyp Tymymbaes.

Cuena n3 mro3ukia «TaitHa kpbutbeB Cak-Coky.
ABtop ¢ororpaduit Aptyp Tymymbaes.

Cuena u3 crnekrakiss HaOepexxHOYETHHHCKOTO Ky-
konpHOTO Teatpa «Cak-Cok». ABTop (ortorpaduit
Pug Sxynos.

Cuena n3 cnekrakisg Habepe)XxHOYETHHHCKOTO Ky-
konpHOTO TeaTpa «Cak-Cok». ABTop (oTorpaduit
Pud Sxynos.

Cuena n3 cnekraknsd Habepe)XHOYETHHHCKOTO Ky-
konpHOTO Tearpa «Cak-Cox». ABTop (poTorpadmii
Pug¢ Sxymos.
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«CAK-COK» TATAP BOETE XXI I'ACBIP COHI'ATE KY3JIETEHHOH

I'y3oa Pom3ua kbi3bl CorbiidToBa,

H.I".)KuhanoB ucemennore Kazan qoynot koHcepBaTopusice,

Poccus, 420015, Kazan 1., 3yp Kesut yp., 38 Hue #opr,

sagitovagr82@mail.ru.

Musaymrd MexoaMMITKAaH KbI3bl X30eTIMHOBA,

Kazan denepans yHUBEpCHUTETHI,
Poccus, 420008, Kazan m1., Kpemis yp., 18 Hue fiopr,
mileuscha@mail.ru.

Mokana, GopbiHrEl Tarap Ooere «Cak-Cok» MOTHBIIAphl OyeHuYa SIUISHEN, TaTrap MOASHHUATCH
cakyian Kaxy hoMm ycTepyre IOHONTEIroH MOJIoHM-OeneM OMpY NpOeKTIapblHA O9sUIOMS PIBEILICH[D
sapimran’. «Cak-CoK KaHaT/IaphIHBIH cepe» Miosukisl — H.I JKuhanos ucemennore Kaszam moyior
KOHCEepBaToOpusice YKBITY4blIapsl hoM cryaeHTnapsiHbiH, Kazan mehape M.A banakupes ncemenzore
Gamamap coHratb MoKTa0e («Kede coHrarh akajgeMusice») YKBITydbUIapbl hoM yKydbUTapbIHBIH,
«Sforzando» smbBIOp OpKECTPHIHBIH (muprxepsl MnHap Doi3eTOIMHOB) KYMOK IDKAT IKHMEIIE.
Hxende npoekt — SAp Yamnel kypuak TeaTpbiHblH «Cak-Cox» CIieKTaKIie.

Mokanmoge «Cak-Cok» OoereHeH Oapiiblkka Kuily hoM  smmoemr TapuxblHA —KarbUIBIILIIBI
Marepuauiap TOMyMHJISLITEPENd. OCOpPHEH NMPOOJIeMaTHKAChl OWIITeIoHd, KOMITO3HMIMSICEHS aHaIN3
scaia, Ton o0paszaapHbIH MU(OIIOITHK MOTEHIINAIIBI aYbIKIIaHa.

Mro3ukiHbIH 91001 Huresden P.XadwuzoBanbiH «Cak-Cok TaBbiib (1987) mbecachl TOIIKUI HTI.
JluGperTora GepeHue UbIraHaK TEKCTHI OEJIOH YarbIIThIpMa aHaIN3 sicay OOPBIHTHI TEKCTHBIH 3aMaHya
YKBUIBIII Y3E€HUYQNICKIIOPEH adblkiapra spioM utd. JKaHpel OyeHua Oy — MIOZHMKI-OKUAT, (OpMachl
Oyenua — nuanorasl Mro3MKI. «Cak-CoK KaHaTJIapblHBIH Cepe» MIO3UKIIBIHBIH —XapaKTepIIbl
Y3C€HUQJIETe HWTEN CIEKTaKJb JApaMaTyprHsceH® My3blka, Omro hom ceilroM >kaHPBIHBIH OepTHre3
XOKYyKTa OyJIyBbIH caHapra MOMKHH.

«Cak-Cok» kypuak chnektakie (pex. W.30iiHHMEB) mymaid yK OOpBIHTEI O9eT MOTHBIApHIHA
HUTE3JIoHeN KyenraH. KemeHeH Xo3epre O KOMIBIATBTOTE SUITBI3IBITHL, KELIETOPHEH —Yy3apa
MOHOCO0ITIIOPE MOCHAJIOCE OCTEHIIEK HUTKOH TeMa Oyibi Topa. CHeKTakIbHEH TOI CHMBOJUIApEl hom
apXeTHNUK o0pa3napbl NOTCHUHMAaNbl adubin Oupens. CoXHOrs KyenbllTarbl WHTEPTEKCTYasb
OoMIIOHELNIOpHEH ~Y3eHuoJlere avblkiaHa. Mre3okiaop TypblHOArsl MHUQGHBIH poJie  CHEKTaKIb
HpOGHeMaTI/IKaCI)I 6yqua Jla, IO3TUKACKI ATBIHHAH JIa TUKIICPEII.

Ten Temen4anap: «Cax-Cok» 09eTe, MIO3HKI, KypYaK CHEKTaKiIe, UTe39KJIop TyphIHAArsl MU,

apXxeTuIl, CAMBOIJI.

HJ’IJ’I]OCTp ANUAJIdP HcemJjere

2.

Sp Yammer xypuyak TearpblHblH ~ «Cak-Cok»
CIIEKTAKJICHHOH KypeHell. (DOToCypoTiop aBTOPHI
Pug Sxymos.

Ap Yammer xypuak TteaTphlHBIH  «Cak-Cox»

CIEKTAKJIEHHOH KypeHell. (DOTOCYypoTiop aBTOPHI
Pug Sxynos.

1
Mokaners WuIIoCTpausiHe Tece KyuIbIMTaaaH Kapa — M.X.
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Ap UYammer xypuak TteaTpblHBIH «Cak-Cok»
CHEKTAKIICHHOH KypeHem. ®oTocypaTiop aBTOPHI
Pud Sxynos.

«Cak-Cok KaHATIaphIHBIH Cepe» MIO3UKIBIHHAH
kyperenr. ®oTocypat aBTOpE ApTyp TomsMOaes.
«Cak-Cok KaHaTJapbIHBIH Cepe» MIO3UKIbIHHAH
kypenen. dotocypat aBTopsl ApTyp TonbmmOaes.
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