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NAKI AND YULDUZ ISANBETS’ VIEWS ON TATAR SONGS

Shakirov Ilgam (ITham)
Gilmutdinovich (1935-2019) was
an outstanding Tatar singer (bari-
tone) and artistic director of the Ta-
tar State Philharmonic (1992-2012).
He was a People’s Artist of the
RSFSR (1983), People’s Artist of
the TASSR (1969) and People’s
Artist of the Karakalpak Autono-
mous Soviet Socialist Republic
(1981).

In 1970, he became a Laureate of
the State Prize named after G.

Tukay and an

Honorary  citizen of the
Sarmanovsky District (2015) and
Kazan (2000).

In 2003, the Avenue of Stars was
opened in Kazan on the central
Bauman Street, and one of the stars
was named after [Tham Shakirov.
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In 2025, the 90™ anniversary of Ilham
Shakirov, the “khan of the state of songs”, was
celebrated. Tatars have a saying: “The farther the
star, the brighter it shines.” These words fully
correspond to the famous singer.

This article is a compilation of the thoughts of
Naki and Yuldyz Isanbet, dedicated to the national
features of Tatar songs and Ilham Shakirov’s
singing skills. The novelty of the work is the
inclusion of new sources in the scientific
circulation.

Ilham Shakirov had an article entitled “Folk
Songs”. The singer wrote in this work: “Folk songs
are among the most valuable treasures of our art.
Therefore, great importance is attached to the
processes of collecting, arranging and publishing
them in separate collections”. (Cit. [1, p. 92]).

Naki Isanbet described his observations of Ta-
tar folk songs and the prospects for the develop-
ment of professional national music in his several
works [2], [3], [4], [5], [6]. The scholar’s archive
contains unfinished manuscripts of the “Encyclo-
pedia of Tatar Music”. In the article “Songs and
Tunes Written a Hundred Years Ago from One Ta-
tar Village” (1966), the scholar shared his princi-
ples of textual processing of folk songs [7].

“Songs and their singing, of course, are
something unique to each nation. Like every
nation, Tatar singing has its own traditions,
favorite techniques and manners” wrote Naki
Isanbet in his article “F. Kudasheva’s Concerts”
(1959) [6].

In his unpublished research work “On Tatar
Music”, the outstanding folklorist wrote, “Folk
melodies are a creation born from the heart, not
made to order, made without any effort, freely. It
can only be compared to a spring, which, being a
pure cold spring that comes out from under the
ground, has its own taste, its own flavor, its own
beauty and finds its own path, beautifying,
watering and flowing around, making its own
sounds and views. We see that the Belaya, the
Yaik, the Inzer, the Yuruzan, the Ai, the Zeya, the
Sakmara, the Kama and the Volga are formed from
one small spring, which has the potential to reach
the great sea, cutting through many beautiful paths,
and this power is in the Belaya, when it emerges as

a small spring from the foothills of Iremel in the
Urals! That’s how the beautiful “Agidel”,
“Sakmar”, “Salkyn Chishma” and “Karurman”
have been flowing through the hearts of people,
watering their souls for centuries, being eternal. It
means that folk destiny and folk melodies are
superimposed on them. The natural creativity that
flows from the Tatar heart, be it joy or sorrow,
flows like a spring or flares up like a flame,
without any effort, without campaign, without
money, without any qualifications — this is its
noble soul’s destiny. If you want, look at it from
the point of view of European or other musical
systems, blame it for not fitting in with them, tap a
knee-deep river crossing, call it shallow and
criticize it, but it is the foundation of music and the
foundation of our rivers and future seas. It has
poured the centuries-long consciousness, sincere
sorrow and joy of our people into this sea”, he
concluded [8, p. 12].

Reflecting on the skill of the singer Farida
Kudasheva, Naki Isanbet tried to define the
meaning of the concept of our melody as follows:

“Tatar people, evaluating the singer’s voice
and his/her singing skills, use the word moy”.

What is mop?... people use this word in a very
specific and clear sense:

— This singer’s voice has mony (a sense of
melody), that singer doesn’t have it or sings
without mor, they would say.

Of course, we cannot linger long in search of
an answer to the question “What is mon?” One can
only guess that this mop really must have
something multifaceted and very wise about it [6].

In the review, the scholar analyzes the ways of
singing melodiously: in our melodies,
especially in the long ones, there are such elegant
curved patterns as the Belaya’s, the Zeya’s and the
Zay’s bends and twists. Maybe many years ago,
the girls who used to gather in the evenings for
handwork were able to embroider the same fine
curves on their kalfaks? Isn’t this ability to take on
those subtle twists and turns of the melody one of
the most important aspects of being able to sing
beautifully? It usually seems that many of our
singers, who have received Western musical
education, have great technical skills in sound
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management, but for some reason they do not
attach due importance to these turns and bends of
the melody. Perhaps, that is why they prefer to
walk directly from one tune to another, without
entering the turns and curves of the melody,
without following its twists and bends. Such
performance disrupts the natural flow of the
melody, and instead of the melody, only a sound of
a few straight and broken lines remains. In this
case, of course, there is no need to talk about it.
Here, instead of walking through the open fields
and floating along the Volga bends, you feel as if
you were walking down some kind of a straight
corridor of an office building taking its sharp turns.

We have singers who can fill large concert
halls with their powerful voices. There are those
with transparent, pure voices. There are also those
who are colorless” [6].

“When singing a song, our people ask the
singer to convey the sound of the heart along with
the melody, the wealth of emotions embedded in it,
that is, the inner soul of the melody, its movement
and dynamics. The wisdom of mor means that it
must be woven with the methods and traditions
penetrating our souls,” concluded Naki Isanbet.
“Therefore, mon should not be understood in the
sense of sadness and longing, as some people do.
Here it comes in the sense of need. That is, mon is
the fulfillment of the people’s spiritual need.”

The prominent ethnographer proved that Tatar
singers had different manners and national
approaches:

“We have singers who are well-known on the
opera and philharmonic stages, on the radio. The
public recognizes and evaluates them in different
ways. These singers have different singing skills,
voice timbres and intonations, and, it is also
necessary to add that their singing manner and
approaches are different. For example, we have a
way of singing long and short melodies with light
and rhythmic jumps, with the voice only slightly
moving and swaying. There are also the singers
who try to present this form as the key national
feature of Tatar singing, its main historical
traditional approach. Also, there is coloratura, that
is, singing in various tones and rhythms. This came
from the West and has had considerable success in
our country. There is a rural way of singing,
shouting loudly while walking around the streets.
There is an internal singing with the bottom of the
throat, similar to the sound of the harmonium...
There is also a manner of shouting, instead of
singing, sticking to one unchangeable tone,

performed to the sound of Saratov harmonium...”
[6].

Naki Isanbet also raised the problem of false
nationalism in his works. He worried about how
much it harmed our culture:

“There is another way to sing: mixing two
languages. Unfortunately, recently we have had to
face such unpleasant phenomena as some of our
singers are trying to introduce this slang onto our
stage calling it “folk singing of the Gorky Region”
and making people laugh and applaud. But, to be
honest, there is no nationalism in such singing, it is
just a singing trick among Kazan scoundrels who
distort the language. Just as we fight against the
dudes’ movement, we must also wage a decisive
struggle against the potboilers who are trying to
introduce this slang onto our stage, which is
deliberately done to mock the folk language and
the art of singing” [6].

According to the scholar, the skill of Tatar
singers is evident in their ability to sing a long
melody.

“There are many subtleties here. For example,
there is singing, maintaining symmetry in one
measure, slowly stretching the syllables of the
melody, as well as the type of singing with a
certain emphasis, relaxing the voice in some bars
and making quick and bold transitions in others.
The latter is especially typical of Bashkir singers, it
is more dynamic, making an even stronger
impression on the senses. In short, the singing
techniques themselves are very diverse, and a
personal manner of singing should also be taken
into account, I would say. The singers’ choice of
melodies is also influenced by this fact. This aspect
of the matter is connected with the musical
characteristics of Tatar melodies in general, and
here the matter is even more complicated” [6].

The name of [lham Shakirov occupies a whole
period in the history of Tatar national vocal art.
Undoubtedly, the personality of this unique singer
attracted and continues to attract the attention of
researchers — historians, musicologists, singers,
ete. [1], [9], [10], [11]. Of course, IlTham Shakirov
was a great talent. What was the nature of his
talent? We decided to find the answer to this
question in the works of Naki and Yoldyz Isanbet.

In 1968, Ilham Shakirov nominated Naki
Isanbet for the Tukay Prize [12]. This article shows
the level of respect the two personalities displayed
for each other. We can conclude that there was a
creative collaboration between them, based on the
statement “Ilham did not leave me without a share”
— these words of the great folklorist were addressed

131



MM KHABUTDINOVA, A. K. MASHAKOVA

to I. Shakirov when congratulating him on his 50"
anniversary (Cit. [1, p. 41]).

On April 6, 1948, a treaty of friendship,
cooperation and mutual assistance was signed
between the USSR and Finland. In April 1967, the
Gabdulla Tukay Society was founded (Abdulla
Tukain Seura ry), which was engaged in
establishing relations with the TASSR. In 1968, at
the invitation of the head of the Tukay Society in
Finland, Omar Tahir, a group of Tatar artists
(Ayrat Arslanov, Marat Akhmetov, Mars Makarov,
Ilham Shakirov, Venera Sharipova, Rustam
Yakhin) traveled abroad from May 21 to 29. Tatar
artists performed in Helsinki and Tampere [13].
Every day, the Tatars of Finland invited them to
visit their places. Singing Tatar songs and taking
an interest in the latest news from the Tatar world
of the Soviet Union, the Tatars of the two countries
warmly communicated with each other (More
about this: [14]).

It should be noted that in 1917, the young Naki
Isanbet published a poem entitled “Tugan 1I” (“My
Native Land”) in “Balalar donyasy” [15]. Ilham
Shakirov heard the melody of this work from the
Tatars of Finland during the tour mentioned above
and began to sing it. Thus, the melody of “Tugan
II” was returned to the Tatars with the words of
Naki Isanbet.

There is another work created by the
outstanding poet and the singer-composer together.
It is “Sin sazynny uinadyn” (“You Played Your
Saz” [16], written by Naki Isanbet in 1922. This
work, set to music by Ilham Shakirov, still holds a
place in the hearts of our people [1, p. 41].

Naki Isanbet highly appreciated the talent of
this singer: “In the history of Tatar singing, there
are not many singers who have been able to leave a
special mark and create a school. Among them, the
one who has gained the greatest love and fame
among the people is, of course, [lham Shakirov.

His songs to various tunes have been released
on hundreds of records. But there was time when
people used to say:

— There is no such thing as mor in our songs
and melodies, the very concept of mor) is an empty
word, after all, there is no such term in European
music. If it was in the time of Tukay, it was just a
sign of oppression. Now, a sort of revolution is in
progress: Who needs such outdated and drawn-out
singing methods? It is alien to the spirit of today.
And what a tempo we see now! Look at the way
the Negroes are stepping into jazz, - they exclaim.
As a result, some of our singers, following the
same path, are trying to imitate others, singing in a

monotonous manner, mixing their speech with
singing, walking up and down the stairs between
songs, even if it is not necessary, and pretending to
dance in the middle of a song, not knowing how to
dance properly. In short, they resort to cheap
effects on stage instead of singing art, and they
justify this by calling it “modernity”.

Here, amidst all this fashion, all these
contradictions, Ilham Shakirov defends the Tatar
people’s own folk singing and, therefore, its own
national form, its own folk historical tradition that
has been passed down for centuries; so, with his
singing talent, his mastery of singing, and the
ability to sing in the spirit of the Tatar people, he
has won this battle. As he defends the national
song, the people welcome him with great applause
and continue doing so.

Without using any artificial effects, and in
some cases, even without the accompaniment of a
harmon or orchestra, Ilham managed to sing the
ancient long, the sad melody “Karurman” on his
own, earning a storm of applause. He claims that
people do not always live for fun and light
dancing, that everyone has the right to grieve, just
as everyone has their own sorrows and longings.
So, Ilham is not only a talented singer of folk
melodies with a unique beautiful voice, he is also a
singer who is sincerely concerned with the national
characteristics of Tatar songs.

It should be said that he is a person with his
own school, his own theoretical foundations. He
popularizes his ideas. Therefore, those who say
that just as Saidyash holds a special place in Tatar
music, Ilham also occupies the similar place in
singing, are not mistaken. Ilham Shakirov, as I’ve
said, sang and sings many different melodies. His
repertoire is rich. Among them, the most precious
for us are, of course, our historical, long, sad
melodies such as “Karurman”, “Teftilau”,
“Alluki”, “Chatyrlar”, “Sagat Chylbyry” and
others. But Ilham does not limit himself to these
traditional, well-known melodies, he also sings and
popularizes our old sad melodies, preserved among
the Kryashen Tatars, such as “Bik erakta idek bez”
and “Ber almany bishka bulayek”. He does not
ignore Tatar melodious songs by our composers.
For example, it is with unparalleled skill that Ilham
sings the songs “Khush, Avylym” by composer
Salikh Saidashev, the famous “Sandugach” created
by Gulshat Zaynasheva and composer Rustam
Yakhin, “Ochenche kon totash kar yava” by Sara
Sadykova and “Yashlegema yogerep kaytyr idem”
by composer Ildus Yakupov to the poem by
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Akhmet Erikay. He himself composes beautiful
melodies” [1, p. 41].

Often, the programs, prepared for Moscow and
not limited by the concert format, were
accompanied by explanations made by music
experts, and this helped their listeners to deeper
understand Tatar music. The well-known music
expert Yoldyz Isanbet was a person who
recognized and proved the greatness of Ilham
Shakirov from the very beginning of his career in
art. In the 1960s, she prepared a program about the
singer for the Central Television. This sentence in
her comments: “Shakirov is an unsurpassed
performer of Tatar songs,” caused great discontent
among some members of the Artistic Council.
They even held several meetings and decided not
to use this epithet in the program.

The fact that such negative phenomena had not
disappeared even after years worried the well-
known music expert Yoldyz Isanbet. In her
interviews and articles, she wrote about some
musicians throwing stones at Ilham Shakirov out
of jealousy. In an interview on the occasion of
IlTham Shakirov’s anniversary in 1995, she
expressed the opinion: “Be it a composer or a
pianist — everyone compares themselves to
Shakirov, trying to belittle him and in this way
make themselves seem greater. Apparently, many
do” [17].

On this anniversary, Yoldyz Isanbet also
prepared a radio broadcast. During this broadcast,
she, referring to the work of the great singer, with
inner pride, told the audience: “But life has proven:
when it came to artistic standards, Ilham Shakirov
remained ‘“‘unsurpassed”, and he still remains
“unsurpassed”. True, there were those who
occasionally surpassed him in terms of stage
success and popularity among the people, but I am
talking about art. Fashion can also make an artist
very popular, but gaining public love and not
losing it for decades is a completely different
matter. ITham Shakirov’s place in our art is based
on his great personality, he is an infinitely talented
musician who has earned respect among the people
in the world of music, he is an educated,
knowledgeable, thoughtful, broad-minded and
beautiful person, he has his own guideline in art”
[18].

To prove her point, Yoldyz Isanbet offered the
radio listeners a long melody called “Zulkhijja”
performed by Ilham Shakirov, which was rarely
sung. Reflecting on the impact of the musical
program “When Reading Letters” on the people,
Naki Isanbet gave a very positive assessment of

this song: “’Zulkhijja’ is one of the old, long
Bashkir melodies. It should be noted that our Tatar
singers do not have all Bashkir melodies in their
repertoire. For example, long, beautiful melodies
such as “Baranbai”, “Biesh”, “Koliy Kanton” are
not sung in our republic. However, some of them,
such as “Ashkazar”, “Iskadron” and ‘“Zulkhijja”
are very popular with us. What is the matter?
Apparently, these melodies have great harmony,
intonation similarity and fraternity in pentatonic
terms with our ancient long Tatar melodies,”
concluded the encyclopedist-scholar. — “Although
“Zulkhijja” is so beloved and popular in our
country, it is rarely sung. The reason is, this long
song with a wide range of nuances and a delicate
melody is not something that just anyone can
perform” [19, p. 5].

“Ilham Shakirov’s creativity is multifaceted,”
said Yoldyz Isanbet on the radio. As a radio host
she noted the singer’s innovations in “the art of
performing folk melodies, which is his greatest
achievement™ “Developing the traditions of
performing Tatar folk music, Ilham Shakirov
brought a lot of innovations to the Tatar music
world” [18].

Of course, due to the limited time of the pro-
gram, it was not easy to solve this problem in one
issue, but Yoldyz Isanbet managed to do it to a suf-
ficient degree. In the course of one program, she
introduced seven innovations of Ilham Shakirov.
We have decided to summarize them and present
them here:

1. “Let’s say, he started singing folk tunes with
a microphone... At some point, the microphone
was destined to enter Tatar musical art. But the fact
that [Tham Shakirov was the first to sing with a mi-
crophone seemed very strange at the time. “If you
think about it, he didn’t need a microphone at all,
because he was an artist with a wide, truly singing
voice.” “And if we take Ilham Shakirov, he was a
professional singer who graduated from the con-
servatory, he was brought up as a musician who
could perform complex works of the world’s clas-
sical repertoire... He graduated from the conserva-
tory as a singer who could work in any opera
house. His voice could drown out the sound of the
symphony orchestra sitting in front of the stage,
filling up the large theater hall. Why did he need a
microphone? There was another side to this issue.
The audience felt offended when Ilham Shakirov
began to sing with a microphone. The microphone
was perceived as something alien to the art of Ta-
tar music. [lham Shakirov was accused of corrupt-
ing Tatar music by following the example of sing-
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ers from other nations. There were also frequent
shouts from the audience addressed to the young
singer: “Put away your microphone!” I remember
ITham Shakirov once patiently responding to such
shouts by saying, “If muezzins in Istanbul mosques
call Muslims to prayer through a microphone, it is
not a great sin to sing Tatar folk melodies with a
microphone...” If the microphone made the sing-
ers’ life easier, if it gave them some advantages,
ITham Shakirov, not lagging behind the times, took
advantage of this” [13].

2. When Ilham Shakirov began singing, phil-
harmonic singers, performing Tatar folk tunes,
sang them either to a bayan, or sometimes to a
harmon. Other musical instruments were practical-
ly not used. True, Tatar composers significantly
adapted folk tunes for singing to a piano or a sym-
phony orchestra. However, the number of such
works was not enough for the repertoire of all
singers, and they were intended not for philhar-
monic artists singing folk songs, but for opera and
chamber singers performing in an academic spirit.
ITham Shakirov was able to sing Tatar folk tunes in
a truly folk way, combining his voice with the
sounds of various types of orchestras and musical
instruments in a very beautiful and elegant way.
On the one hand, what difference does it make,
whether to sing to a piano or to a bayan?!... For a
singer with a musical education, there is no diffi-
culty in this, after all, the problem is not only about
singing and playing together without disrupting the
ensemble, but about creating a holistic work of art,
about its semantic and aesthetic unity. The folk,
and therefore more rural, singing voice and the
sounds of European professional musical instru-
ments, perfected over the centuries, must be in
harmony with each other. Therefore, singing to a
piano or orchestra imposes additional requirements
on the singers’ voices, their breathing and the
manner of singing. The singer’s voice must be on a
par with national classical international musical in-
struments, at the same time preserving national
identity. This is difficult to achieve. In all coun-
tries, folk singers usually sing only accompanied
by national musical instruments. [Tham Shakirov’s
wavy voice and his singing techniques very natu-
rally blend the melodies of Tatar folk music with
the sound of a symphony orchestra and piano. This
is due not only to the fact that the singer has pre-
served the national spirit and national melody, but
also has raised them to a new height, giving them a
new cultural form. It should not be forgotten that
the musicians, who perform with ITham Shakirov,
are of high caliber. For example, when singing to

the piano, ITham Shakirov does not sing according
to the notes, he performs a folk melody freely,
therefore the pianist must be a talented musician-
improviser who feels the inner flow of the Tatar
folk melody anticipating the direction, towards
which the singer will turn this melody. Who are
these pianists? Radio concertmaster Ekaterina
Sokolova, opera theater conductor Talgat
Akhmetov and three Tatar composers: Alexander
Klyucharev, Rustam Yakhin and Renat Yenikeev.
Such a creative friendship, of course, opens the
way to the inner potential of Tatar folk music, giv-
ing it new colors” [18].

3. “...  would like to draw attention to another
unique new approach of the singer: it is a wordless
arrangement and a songless arrangement. This is
not a repetition of the lyrics in a wordless la-la-la-
la or a whistle, which is quite common in pop mu-
sic. Ilham Shakirov preserves the form, structure
and sections of the melody, does not repeat the
melody itself, but creates a new, sometimes very
complex melody based on it and, using various
techniques, demonstrates his vocal technique in
such places. At first glance, one can see the influ-
ence of jazz here, but [lham Shakirov has not come
to improvise due to jazz. In his improvisations, he
searches for feelings and shades that are not found
in the folk melody itself, but are required by the
content of the song. Although the folk melody is
deep, it describes a feeling. Repeating the melody
with new words, proving that feeling again and
again, enhancing it to some extent, no matter how
many repetitions it takes, you cannot get away
from expressing that key feeling. In his improvisa-
tions (which he calls vocalizes), [lham Shakirov in-
troduces new feelings into the work, deepens its
content, gives it additional meaning and enriches it
emotionally. Perhaps, relying solely on folk music
and the Tatar repertoire sometimes prevents [Tham
Shakirov from fully revealing his singing abilities
and artistic talent, and he seeks a way to express
himself in these vocalizes” [18].

4. “Ilham Shakirov has introduced the singing
of Tatar folk melodies to a pop orchestra or in-
strumental ensemble into our art. At the same time,
Alfiya Avzalova began to sing with instrumental
ensembles, but her repertoire was based on songs
from all over the world. It seemed natural to per-
form foreign songs with an instrumental ensemble
that had come to us from a foreign country. But
public expressed their dissatisfaction with Ilham
Shakirov’s performance. The people were not
ready to listen to instrumental ensembles, because
for our country, pop-type instrumental ensembles
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were, in general, something completely new. This
type of music had not yet got into Tatar vocal art
then.

Besides one or two concerts of the orchestra,
conducted by Oleg Lundstrem in the 50s, the
works of Tatar composers were not easily written
or performed in a pop style. Such orchestras-
ensembles were somehow looked down upon, and
their proper place was considered to be a restau-
rant, a place of entertainment, but not a concert
hall where real Tatar works of art were performed.
Although the traditional Tatar folk melody, due to
its origin, living conditions and direction, was far
from being light entertainment music, Ilham
Shakirov, with his inner sensitivity, saw such pos-
sibilities in Tatar folk melodies. The modern sound
aroused interest in folk melodies among young
people, became a reason for motivating their na-
tional feelings. This was especially true of urban
youth” [18].

5. “Ilham Shakirov is able to give a new color
to some of the techniques that have been already
traditional for the art of performing Tatar music,
for example, singing along to the bayan. Instead of
one bayan, Ilham Shakirov began to perform with
two and in some cases three bayans. The bayanists,
of course, do not play separate parts. However,
their playing does not repeat each other, although
they play in exactly the same tune; this, at first
glance, was a simple discovery, giving the music
an unexpected scope of arrangement. The waves of
the bayan sound create a kind of stereo effect, as if
filling the entire hall, and a wide, majestic, power-
ful echo appears” [18].

6. “One of Ilham Shakirov’s bold moves is to
sing folk tunes solo on stage. If you remember how
long melodies like “Iske Karaurman”, “Allyuki”
and “Ural” are sung in this way, you can see that
this move is a very responsible one. Because for 4-
5 minutes, which is a long time, for the stage it
seems like a lifetime, only the human voice sounds
alone, without the embellishments of musical in-
struments. In order to be listened to without getting
tired, the singer must be very skillful, his voice
must be beautiful and rich in colors. Sometimes
ITham Shakirov sings his vocal improvisations so-
lo, especially when he performs them with a sym-
phony orchestra, because a large group cannot join
the singer’s improvisation and it falls silent. At
such times, a song performed without an orchestra
begins to resemble a concert for the human voice
and a symphony orchestra, because the singer’s
voice is set against the orchestra, which has gath-
ered a huge number of musical instruments. The

solo voice competes with the orchestra. Singing so-
lo, focusing the listener’s attention on one point
and not letting it be distracted, is a technique that is
characteristic only of a great artist. It should be
noted that solo singing usually requires creative
logic and interpretation from the singer. For exam-
ple, in “Iske Karaurman” it shows the loneliness
and helplessness of the people” [18].

7. “The new approaches, introduced by Ilham
Shakirov in Tatar singing art, are not due to his
desire to demonstrate the capabilities of his voice,
but to solve creative problems. As an artist, not just
a singer, he strives to fully reveal the musical and
poetic content of his work and finds new means in
this pursuit. I[Tham Shakirov knows how to choose
a repertoire: he both chooses songs from the whole
familiar lot, and remarkably enriches the Tatar
people’s repertoire of songs and melodies,
discovering unknown works, introducing them into
musical life and expanding the musical horizons of
the people” [18].

In his work “Thoughts in Front of the
Television” (1971), Naki Isanbet shares his
memories of how responsible Ilham Shakirov was
for his work. According to the scholar, due to the
low qualification of the first TV cameramen, the
TV channels “for many years showed his face in a
cropped-down and very short focal length”. “While
filming they showed a man with two sideburns,
having hidden the top of his head and his
forehead” [19, p. 3]. The great singer, dissatisfied
with the way his work was arranged, used to come
to the studio two days in advance of the shooting
and measure the entire filming site to the
centimeter, “not only himself, but also his crew
was busy planning where to place everything on
the stage, what lights and shadows to use”. As a
result, his “Idel” ensemble took on an “artistic
compositional look” on the screen and “made a
pleasant impression” on the audience [19, p. 3].
When Ilham Shakirov was standing lit by studio
lights, it could be seen that the singer “looked like
a real star.” “He was clean-shaven. His open
forehead was in harmony with his face” [19, p. 1].

Academician Mirkasim Gusmanov mentions
another type of innovation that Ilham Shakirov
brought to our singing art: “I would like to
specifically mention that he conducted research in
our individual ethnographic groups, in our
widespread diasporas, enriching the treasury of
songs, thereby additionally confirming that our
diverse people are a single nation.” [1, p. 52]. If
ITham Shakirov brought back the melody “Tugan
II” by Naki Isanbet from the Tatars of Finland,
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from the Tatars of China he brought back the folk
song “Korab”, created to the words of Dardmend.

In the 1960s, the “Days of Tatar Literature and
Art” were held in Kazakhstan and Almaty. During
these days, many concerts of Tatar artists took
place. “Tatars who had immigrated to Almaty from
China did not miss a single one of these concerts.
ITham Shakirov’s singing had an impact on them
compared to a bomb explosion — the beauty, power
and sadness of the singer’s voice were boundless,”
said R. Safargaliev, a representative of the Chinese
Tatar national movement in his memoirs about this
event [20].

The Kazakh audience fell in love with IlTham
Shakirov’s work at the first hearing. Having be-
come interested in the tour route of his band in ad-
vance, the singer’s fans took upon themselves the
task of organizing an audience for his concerts,
welcoming the artists and seeing them off.

In 1965, Ilham Shakirov invited representatives
of the Tatar community to Kazan. The singer
bought railway tickets for R. Safargaliev, for the
Honored Artist of Kazakhstan Bakhtiyar Tabi and
for the Candidate of Sciences Prof. Shamil
Khakimov. Having met the guests at the Kazan
railway station, [lham Shakirov took them straight
to the Tatar cemetery. They visited the graves of
the great Tatar poet Gabdulla Tukay, Mardzhani
and other historical figures.

On the same day, in the afternoon, the singer
took the guests to the Academy of Sciences and in-
troduced them to musicologist Makhmut
Nigmatzhanov and the art historian, architect and
historian Fuad Valeev. During the meeting, [lham
Shakirov performed the folk song “The Ship” to
the words of our great poet Dardmand that R.
Safargaliev had brought from China [20, p. 112].
Later, the singer often performed this song on the
radio and on stage.

Summing up, we agree with the following
opinion of a reputable musicologist: “Ilham
Shakirov is a musician who occupies a special
place in Tatar musical art. The 20" century is com-
ing to an end, it is the first century of Tatar profes-
sional musical art. What have we been able to give
to world musical art during that time? If we start
thinking, only one or two works, one or two indi-
vidual names come to mind. Among these valuable
names there is the name of I[lham Shakirov. Usual-
ly, the folklore music of any people is listened to
with interest abroad. Not because it is at the level
of world-famous music, but because it is a miracle,
something exotic. The task of developing Tatar
folk music, raising it to the level of true art has

been fulfilled by Ilham Shakirov. His works are
among the most effective achievements of profes-
sional Tatar art of the 20" century, our pride, our
future, a cornerstone on the way to world musical
art” [18]. In conclusion, we are of the opinion that
the above-mentioned ideas of Naki and Yoldyz
Isanbet, who have great achievements in Tatar cul-
ture, including the field of ethnomusicology, will
become theoretical foundations for studying the
folk performance trend of Tatar musicology and
will find their place in science, giving appropriate
guidance to those who study Ilham Shakirov’s
work. Previously, only A. A. Abdullin’s work was
known in this area [21].
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M.O.Ay330B rceMeHare 900uAT hoM CoHraTh MHCTUTYTHI,
Kazaxctan, 050010, Anmarter m1., Kypmanrasst yp., 29 Hubl fopT,

2025 enma «kpIp AdyioTe XaHby — Miham
[TakupoB TyybiHa 90 en Tynapl. be3HeH XajbIkTa:
«MonpI3 eparaiiran caeH SKTHIPAK SHA», — JTHTOH
rerifbapo G6ap. by cy3mop abOpyisibl KpIpUbITa
TYJIBICBIHYA TYPBI KAJIQ.

onere  MoKald
HconboTmopHeH
Y3€HUQJICKIOPEHD,

Hoxkbii  hom ﬁonxmw
TaTtap OKBIPIAPBIHBIH ~ MUJLUIA

Wnham [TakupoBHBIH
YKBIPYBLITBIK OCTAaJIBITBIHA OarbllUIaHraH
(buxepmopeH  Tymiam — Te3eNlme.  XE3MOTHEH
SIHAJIBITBl — (DOHHM OWJIOHEIIKS SHA YbIraHaKjap
KepTyAd.

Wnham [lakupoBHbIH —«XaJIbIK MOHHApPbI»
ncemiie MoKajoce Oap. «XamblK JKBIPJIAPBI  —
COHTaTe0E3HCH WH KBIMMMOTIIC XO3WHOIOPCHHOH
Oepce. lllyHa Kypo amapHbI *KbIt0, SMKIPTY hom
aepsIM JKBICHTBIKJIAP UTEN Yblrapyra 3yp ohoMusr

a_mashakova@mail.ru.

Oupeno», — AMII 5132 )KBIPYbl Y3€HEH Oy XE3MOTCHID
(ITur. [1, 6. 92]).

Tarap XajibIK KbIpJIapblH Ky39Ten 0apysl hom
npodeccCHoHaNb ~ MWUIM  MY3BIKaHBI  yCTEpy
nepcrekTuBanapbl  xakblHaa Hokbeiii  MconGor
OepHUYS Xe3MoTeH 1o 0asH utd. (Kap.: [2], [3], [4],
[5], [6]) I'amumuen apxuBbiHIa «TaTap My3bIKachI
SHIMKJIOTIETASICE»HEH ToMaMJIaHMaraH
KyJ'bsi3Maliapbl cakjaHa. «bep TaTap aBBUIBIHBIH
MOHHAH W63 el dJEeK S3bUIraH JKbIP-KeHUIope»
(1966) wMokamoceHAo TaauM Y3€HEH XaJIbIK
JKBIPJIAPBIH TEKCTOJIOTHK DIIKIPTY NPUHIMILIAPHI
OeoH yprakmama [7].

«KpIp — kot hom anwl KpIpiay, Ounrene, hop
MUIUTOT ©YEH Y3eHuasekse oioep. hop xambikra
Oynran WIMKeJJIe TaTap JKbIpJIaBbIHAA 2 Y3€HO
TeHo Xac Homanap, Y3€e sSApaTkaH aibIMHap,
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MaHepinap ©Oap», — nmun s3a «@. Kynamesa
KoHIepTHapey  (1959) wmcemme MokamoceHId
Hoxkwrit UconboT [6].

Kypenexne ¢onpknopuct ane a9 OacbuiMaraH
«Tatap My3bIKachl TYpBHIHIIA» MAWTOH THIAIBMHU
XE3MOTEH9: «XaJIbIKHBIH Keilope, WXaTrbl —
OepkeM TapadblHHAH Ja OOCPHIKCHI3, KOUYOHYCE3,
UpeKJie, KYHEJNIOH TyraH mkaT. MOHBI 6apbl )Kup
aCTBIHHAH THIKAa Oopemn dYbhIKKaH cad CalKbIH
quIIMe OyIIBIN, Y3 TaThl, Y3 TOME, Y3 MaTypJIbIThl
OesoH TybIl hoM areimn ¥OJBIH y3€ TaObIN, Y3
oilonoce aBa3 hoM KkypeHemr OeloH MaTypiiar,
CyTaphblIl, arblll ATKaH Oy YUIIMAra THHIIOPra Oyia.
Keukeno wymmmonon Arsriinen, XKaek, Wu3op,
Wepyson, Oii, 3oif, Cakmap, Kamamap, enkoH
Wnennop xacwn OyiraHelH KypoOe3, aHBIH Oy
JMHTE3Td KaAdp KYIIME T'y39J1 FoJuIap 4aOblll, 6JKoH
JIMHIe3Td 0aphIN TOTally MOMKHHIIETe 0ap, UTyHBIH
KyoTe Oap, Arsnigenro YpamaslH Mpomonm Ttay
WTOTEHHOH KEYKEHO UYWIIMS OYJIBIN YBIKKAHIA YK
casibiHrad Out! Ynimmo anraH MEHQ LIyJiai XallbIK
KYHeNeHHoH siMbie Arbiiinen, Cakmap, CaikbiH
YUIIMaIep, KapypmaHHap racelpiiapya  arsbiil,
KYHEJUIOpPHE CyTaphIll Topajiap, anap yJIemcesmap.
Anapra XallblK TOKBJUpPE CajlbIHTaH, XalbIK Kee,
TUMOK. Tartap KYHENEeHHOH Y3 INaTIBITHL, Y3
KaWTBICHIHBIH JUTOH TAIlIbII, YAIIMO KeOeK arblm-

arbUIBI, SIKA SIIKBIH KeOeK KaOBIHBINT YBIKKAH
TaOMrbIl WKaT, huu Kewnoyce3, KaMIaHUsCES,
aKJachl3, KOCENCEe3 — AaHbIH MOKATIAC KyHeN

YBITBIIBI, IYHBIH TOKbaUpe. CHH TEJIOCOH, aHbI
EBpora  sxm  Oamka ~ My3bIKa  CHCTEMBI
HOKTaChIHHAH KaparasJia, ajapra ChlellIMarad e4eH
raemyio, TE3J[OH yTen OyJiraH KHYYCH TarTa, cau
JIUTCH, TUPTAraH OYyJI, OMMa YJI TOIl HUTE3 MYy3bIKa
hom eNraapblObI3HBIH AHBIH Oyrauak
TUHTE3NIOpeHeH accace. Y Oy JWHre3rs 03aK
raceipjlap XaJKbIOBI3HBIH aH-3apbIH, JYKepCe3
MOHBIH, IIATIBIK-KAWTBICEIH KOWTaH WHIE», —
JIUTOH HOTIDKATS KMo [8, 6. 12].

Keipust  Dopups  KypameBa  ocTambIrsl
TypelHAa yinanranaa, Hoxeiii HMconOor MoOH
TOIICHYOCEHEH MOT'BHOCEH TYOSHIOTEYS
aybIKIapra oMThUIran: «Tarap XanKel KbIPUBIHBIH
TaBBIMIBIH  hoM  JKBIPIBIA ~ O€Ty  OCTaNBITHIH
OosUTOTOHII® MOH Cy3e KysurtaHa. Hopco coH yn
MOH?... XaJblk Oy Cy3HEe OMK KOHKpeT hom aubik
MOT'bHOIQ KyJlIaHa:

— AHBIH TaBBIIIBI MOHJIBI, TET€HEH — MOHCHI3
SIKW Oy MOHJIBI JKBIPJIBII — IATT KEHO KYSI.

MoH HOpco? — JUroHrs, Owirene, MOHJA
TYKTaJIBI TOPHIT OynMbIi. THK HIyHBICHIH ThIHA
yamanan Oyna: Oy MOH JMTOHHOpPE YbIHHAH Ja

KYIBSAKIBI hoM OWK XWKMOTIIE HOpCO OybIpra
KHPIK» [6].

Penen3usino rasmM MOHJIBI JKBIPIBIA OeTyHEH
aNbIMHApbIH Ja aHajiu3Jal 4YbIra: «.. OE3HEeH
Kelmopebe3mo, OWTpoK  TO  O3BIHHAPHIHIA,
Arseiiinen, 3es, 30l Tyraimapel kebex OuK Hauc
Oeremiie YUTelIISP, HEUKS OopbUIManap 0ap MKOH.
MoHpIil HeUKs OOpbUIMaNIapHBI AJIEK KUY yTHIPTaH
KbI3JIap O0IKM Kajdak YUTeIUIOPEHID Y3 KyJUIaphl
OcmoH unren TO Ompo OenronHopaep? MOHIBI
JKBIPIBIA OCNTYHEH XHKMOTIEe Oep Yy3eHUaJere o
KOMHEH LIy Heukd OOpbUIMalapbiH Y3 HHHOPEH[D
ama Oemymo TyrenmMe wWKoH? [agoTTo, 06e3m0
KOHOATBIINI My3bIKa TOpOMsICe alraH Kyl KEeHo
JKBIPUBLIAPBIOBI3  TABBIIHBI  HIAPd  HMTYAd  3yp
TEXHUK OCTaJbIKKa us Oyjcajgap [a, HUKTep,
KoifHeH oHo mryn OopbuiMa hom yeMHapbiHa
THENIeHUS  ohoMusT  Oupen  KUTKEPMHIIP
mukemie.  UlyHapasipMel, amap KeHWHEH Y3
OopbulMallapblHa KEPMHYd, aHbIH TyraijiapblH
olIoHMHYS,  OCpCEHHOH-WKEHYECEHd  TYphIJaH
TbIHA yTen Hepepra siparanap. MoHIbIN HepemToH
KoWHEeH TaOWTBIH arbllibl 003bLTA, KOW YpPBIHBIHA
OepHUYS Typhl hoM CBHIHBIK CBI3BIKTA aJIbIHTaH
TaBBIII KbIHA TOPHIN Kana. by oupaxra, Ouirene,
MOH XaKbIH/Ia COMIQPIa Typhl KWIMHU. MOHIa uHAE
caxpa hom Wpen ryraiinapeinaa Hepy ypbIHbIHA
Y3€HHE HUHAMJCP TO3 T€HO KOHCOIOpP KOPHUIOPHI
hom mIyHBIH Teka OopblIManIapsl apackiHaa HeproH
KeOEeK XHUC UTICEH.

Bap Ge3mo — kewsie TaBbI O€NOH 3yp Tamalia
3aJUIapbIH TYTBIPA alydbl >KbIpUbLIapbIOb3. bap —
YT KypeHen Toprad cad TaBelLUIbLIapbl. bap —
Teccesnope 1o» [6].

«KpIpHBI ~ KBIpyaranga  Oe3HEH  XaJbIK
JKBIPYBIIAH KO OeloH Oepro KYHET TaBBIIIbIH,
aHja CaJbIHraH XHWC OaMJIBITBIH, SITBHU KOMHEH
9YKE JKaHbBIH, ITYHBIH XOPOKITEH, JUHAMUKACHIH /12
copblii. MOH IUroH XHKMOTJIE HOPCO Yy Iyl
JKaHra YTel Kepy ajlbIMHapbl hom Tpamunmsiiope

OCIToH YpenroH OyibIpra KHpPOK, — U HOTHKO
sceiii Hokprit Mconbor. — Illymait Oynrad, MoH
JMIUTOHHE  KaillOepoysop KeOeK, KaWrbl-CarblIiil

MOI'bHOCEH/IQ aHjlapra sipaMmblid. Y MOH/IA UXTHISIK
MOT'BHOCEH/I KUJIQ. SITBHHU, MOH YN — XaJIbIKHBIH
KYHEJ UXTBISDKBIH YTHY.

Hoxkpiit MiconOaT TaTap >KpIpubLIapHBIH TepIie
MaHepjapbl hoM MHJUIM  aJIbIMHApPhI OyJIraHbIH
JIQJIAJUISN YbITa!

«be3nen onepa hom (umapMoHHs COXHICEH D,
pamuoja SIXIIbl TaHBUITAH JKBIPYBLIAPBIOBI3 Oap.
XanbIK alapHbI TOPICCEH TOPIIE SKTaH TaHBIA hom
Toepaedd 0osu. YeHKH >KbIPYBLIAPHBIH HKBIPIIBINA
Oerrynope, TaBbII TeMOPBI, MOHJIBUIBIKIAPHI TOPIIE

138



TATARICA: PERSONALIA

OyJIbINl KbIHA KaJMbIiiua, MOHJA TarblH aJlapHBIH
KBIpIIay MaHepinapbl hom ameIMHapel  Tepie
OylIyblH Ja ©cCTopro KHpoK. MacamoH, 0e3o
O3BIHJIBI-KBICKAJIBl ~ KOWJIOpHE  KHHEm4o  hom
TaKMaK4a CHKEpTETl, TaBBIIIHbI OCTOH TeHd CHOer
Hepren, MaJpanaThil KbIpiIay aiasIMbl Oap. by
¢dopma 6e3110 TaTap KBIPUBLIBITBIHBIH TON MUJLIIH
Y3€HUoJIere, aHbIH TOI TApUXU TPAJWIHOH aIbIMBbI
TTUTI KYPCOTEPra OMTBITYJIaphl a oK Tyred. bap —
KOJIOpaTypajbl HWTEI, STBHU Tepiiedo calpar,
YyTBUIJANl JKbIpiay. MOHBICEI KeHOATHIIITaH
KeproH hoMm aHBIH 0e379 MIaKTHIN YHBIILIAPHI Oap.
bap — aBputya ypaM oiJIoHemn, —caJMakka
KBIUKBIPBIIT JKbIpiay aibIMbl. bap — rTapmyH
TaBBIIBl YPHOI'CHJ® TaMak ToOe OelloH J4Ke
KpIpray... bap TarelH, OKBIpIay  YpBIHBIHA,
CaparoBckuil TapmyHra Oyiigan-Oyiira Oep reHo
TaBBIIIl OCJIOH KbIYKBIPBII TOPY... » [6].

Hokprit  MICoHOGOT Y3 XE3MOTIOpeHAS sUIraH
XaIBIKYaHJIBIK TPOOJIEMAacChlH Jla KYTOpen YbITa.
Bopubuibin, HU gopakome Oy dm  Oe3HeH
MOIQHMSTKS 3BISTH KHUTEProHe TyphIHAA (ukep
HepTa:

«bap TarpiH Mke TenHe Oepro OyTar KbIpiay.
YKeHeuko KapIbl, COHIBl BakbITTa Kaiibep
KBIPUBLIAPHIOBI3 TapadbIHHAH Oy
KAprOHYBLIBIKHBl «[OpbKUH ©JKOCEHEH XallbIK
KBIPJIABb» JUTOH MCEM acThIHAa COXHO0e3rs
KepTe, Kellle KoJAepen Kyl YallTHIPBIPTa THIPBIIITY
KeOeK KYHeJICe3 KYPEHEIUIIPra JI9 oupapra Typhl
KWwio.  JIOKWH, TypBICBIH  OWTKOHIQ, Oojait
KbIpiaya Oep Tepie 110 XalbIKYaHJIBIK [OK, YII
Oappl Tk Ten Oo3pmm  ceimoyue  Kazan
IIaJTMaHHapbl ~ apachlHAAarsl  Oep  JKbIpiay
KBUIAHBIIIBI ThIHA. Be3 CTHISravbUIbIKKa KapIiibl
HUYCK KOPAILICOK, XalbIK TeJeH hoM >KbIPUbLIBIK
COHTraTeH MBICKBUI UTY ©YEH IOPH alblll OapbuIran
Oy KaproHYBLIBIKHBI COXHO0E3Td COMPON KepTepra
MaTallydbl XaJTypaybulapra Kapiibl MIylaid YK
HBIKJIBI KOPAII ajiblll Oapeipra Tuemoes» [6].

lanum  QukepeHuys, TaTap IKBIPUBICHIHBIH
OCTaJIBI'Bl @HBIH O3bIH KOWHE KBIPJIbIA OeIyeHId
ChIHAJIA.

«Monga Kyn Heukanekiop 6ap. MocanoH, kel
OybIHHapbIH O€p YJIYoYIdo CHUMMETpHUS CaKIall,
callMaK KblHAa Cy3bIl JKpIpjay Oap, WIyiad YK
Kaildep  TaKTIapblHAA  TaBBIIHBI  OYIIATHIIL,
KaiOepiopeH1o TH3 hoM Kbll0 Kydelmiop scarl,
aeppIM OacbIM sicanl >Kblpiaynap Oap. COHIBICHI
OUrpoK TO OAIIKOPT >KBIPYBLIAPBI apachlHAA YPBIH
anrad hoMm yi JuHaMUK OyJTybl OCJIOH XMCKS TarblH
Jla HBITPaK TIAdCHUP HUTY4Y9H. KbIcKackl, KbIpiay
JIBIMHApBl Y3€¢ KyI Tepje OyJblll, MOHAa TarblH
IIOXCH MaHepiap Ja KWiel KyIlblia, JUMOKYE

Oynam. XKpIpublmapHbIH K6 caiiyaynapbl Ja HIyHa
KapaOpak Oyna. DirHeH Oy sIrbl TOMYMOH Tarap
KOMIIOpEHEH  MY3bIKallb  Y3EHYQJICKIIOPEHD  JI9
OoiimoHTOH  OyJIbIll, MOHJA DdII TarklH Jia
KaTiayisipak» [6].

Wnham IllakupoB mceme TaTap MHJUTH BOKAll
COHraTe TapuXbIHIA TYJlbl Oep YOpHBI OWIH.
huumukces, Oy yHUKanb KeIIEHEH IloXece
TUKLIEPEHYUYEJIOp  —  Tapuxubuiap,  My3bIKa
Oenreurnope, KpIpubliap h.0. UrbTHOAPBIH Koem
UTKOH hoM skonen utyeH moBam utd (kap. [1], [9],
[10], [11]). ©nborre, Wmham IllakmpoB — 3yp
TaJaHT usAce. AHBIH TaJaHTHIHbIH TalOurare
Hopcoma? by copayra kaBamubl J1a 0e3 Hokbiil hom
WMonapizs VcoHGoTIop Xe3MOTIOpeHHOH Tabapra
Oy IBIK.

1968 emga Winham  [lakupoB  Hokbiid
Hconborne Tykail NpeMHUsICEHd TOKBIUM HTKOH
[12]. By mokame — mKke mioxecHeH Oep-OepceH HH
JOPYKSID  XOpMOT UTKOHe Owirece.  Aunap
apachlH/Ia WKaJld XE3MOTTOILICK OyJiraHbliH 0e3
«Mnham MuHe 19 enemice3 KaIgbIpMaabl», — JTUTOH
(hMKEp/IoH YBITHINT 9T anmade13. by cysmopHe Oeex
¢donbkiopuct M. HlakupoBHbl 50 emibik ro0uiice
Oenon kotnaranaa outa (L{ut. [1, 41 0]).

1948 emapry 6 ampenengo CCCP  hom
OUHISIHANS  apachlHAa JYCIIBIK, XEe3MOTTOILICK
hom y3apa sip/1oM TypbIHIa MIAPTHAMS UM3allaHa. ©
1967 enubiy  ampenege  TACCP  Genon
SIIEMTOJIOpHE JKakra caidy O€JoH IIerbUIbISHYYE
labaymnna Tykaii ncemenmare xoMmroisith (Abdulla
Tukain Seura ry) oemrTsippuia. 1968 enna
Ouunsgaausasre Tykald >KOMIBIITE KUTOKYECe
Omop Tahup yakwipysl OyeH4a, Oep TOPKEM TaTap
conrare ohemmope (A#ipar ApcinaHoB, Mapar
OxmMoToB, Mapc Makapos, Wnham Illakupos,
Benepa IllopunoBa, Pecrom fxun) 21-29 wmaii
KOHHOPCHI® YHUT WITd COSIXOT Kbuia. Tarap
apructinapel  XenbcuHKUAd — hom  Tammep
urohapiopens ubirbi sicelitnap [13]. Ken caen
OUHISIHIMS TaTapJiapbl aJapHbl KyHaKKa AQMISJIAP.
Tartap Keipmapera skpipiaar, Cosermap Coro3sl
TaTap JOHBSACHIHBIH COHTBI SHAJBIKIAPBI OeNoH
KbI3BIKCBIHBIII, UK€ MJI TaTapjapbl OUK >KbLIbl UTEII
apamamkaaaap (Tymsipak Oy Typerama: [14]).

1917 enma smp Hoxwiii Mconbor «banamap
neHbsickyHAa «Tyran wm» uWcemie IIUTBIPb
bacteipran Oyma [15]. Mmham IlakupoB Oy ocop
koeH OUHISHIUS TaTapiapblHHaH oJiere Wi
Oyilan racTpoNibiIop BaKbITBIHIA HIIETo hom

' «nahn Wnham» kutabblHza TaTap apTHCTIAPHI

neneranusicene  OUHISHOWA — NPE3UICHTH  YPXO
Kanesa Kexkonen 6emon oupamry xeHe 1968 emnby 18
aBTYCTHI TUN KypcaTenraH [1, 25 6.].
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KbIpian epu Ooauuteiid. llynaii nren, « Tyran wm»
kee Tarapnmapra Hokwiii McoHOOT cy3mope OenoH
KUpE KaTapbuia.

Kypenexe marbiiips hom xKbpIpubl-KOMIIO3UTOP
Oepra TyabIpra TarsiH 6ep acop Oap. Yi — Hokerit
Uconbor TapadpweimHan 1922 Hue enma wxar
urenran’ «Cun Cas3bIHHBI YHHAIBIH» [16] auron
ocop. Miham IllakupoB kelra canran Oy *KbIp oje
I XaJIbIK KYHENEH9 Y3 YPbIHBIH Omim kwiis [1, O.
41].

Hokpiit  HconOor Oy TallaHTIIBI  KbIpUbIra
KUTIN Oostmomo  OuproH: «Tatap IKBIPUBLIBIK
TapUXbIHAA Y3€HO aepbiM 33 hoM MOKTam TyabIpa
IraH OKpIpYBLIAPBIObI3, OakcaH, Kyo Tyredi.
[lymap apacbliHIa XaJbIKTa aepyda 3yp Moxa00aT
hom nan xazanransl, a1691T9, Uitham lakupos.

AHBIH TepJe KOWIOPro JKpIpJlaraH >KbIpIapbl
He3mopys WceMIo IUIACTHHKANapla  XallbIKKa
tapanrasn. Kynronme ane 6e319:

— besHeH XpIp-Keinopede3[o MOH IUTOH HOPC
10K, MOH JIMI'9H TOIIEHYd y3€ YK OYII Cy3 Y, 9HO
out, EBpoma My3bIKachIH/Ia aH/IbII TEPMUH Y3€ 119
tok. Mune Tykaiinap 3amManbsiHa Oyica, aHBICHL, yiT
aHIATbl W3EJITOHJIEK TaloMoTe TeHo. Xozep —
peBomtoniust.  Illymaii Oyinrad, aHbId HMCKEPToH
aJIBIMHAp O€JIOH CY3BIN-CY3bIIN XKbIpJaysiap KeMId
KUpIK? Y11 Oyrenre pyxTa ar. Xo3ep oHO OUT TeMIT
Huuek! Kapa cuH HUYek Herpiap jpkasra Oacanap?
— Jun ouTomep wiae. SIHoce, HOTWIKOIO 0e3/1o 19
KaiOep KpIpUBLIapbIObI3, IIyJ Fojra 0achll,
KEMHOpIoJiep OXIIapra THIPBIIIBI, JKbIp/Aa Ja,
COMIOY KaTblll Oeprecie IIBIHIIBIN >KbIpiapra,
KBIp apacelHza, huu kupok Oynmaca na,
Oackpluwiapra MEHEN-TOlIeN Hepepra, XoTTa,
IOHBJIOMN OMU OEIMOCONOp 19 SUITHIPABBIKIIBI TOHKD
LIQYJINISPE SUEHAD LIYJI KbIP apachblHaa YK OHEeroH
KeOEeK KbUIAHBIN ajbIpra, KbICKAChl, COXHOMI KbIP
CoHraTe ypblHbIHA ap3aniibl 3QdekT Kypcory Oenon
LIOTBUTBJIOHEPTd  TOTHIHABUIAD  hoM  IIyHBI
«3aMaHYaNbIKy, UM aKkjaHa Oalaapuiap.

Meno Mnham [lakupoB mrysm MOJa4bUIBIK, TITYIT
KapIIbUIBIKIAD JYEH/® TaTapHbIH Y3  XallbIK
KBIPYBUIBITEL, hoM IIyHBIH Tacelpiap OyeHa
KHUJITOH Y3 MWJITH (POPMACHI, Y3 XaJIbIKUYaH TapUXbI
Tpagunusce OyIybIH SIKJAN YBIKTHI hoM ramoio
Y3€HEH KbIPUYBLIBIK TaJIAHTBI, Y3 JKbIPTa OCTAIIBITHI,
XalbIK PyXbIHOA OKBIpJbIA Oemye Oemon Oy
KOPOIIT JKUHET YbIKTH. YOHKH Y XaJIBIK MOHBIH
SKJIaraH KeOeK XajblK Ta aHbl 3yp AJKbIILIAp
0eJIoH KOTJam Kapiibl ajabl hoM anmaxTa.

Wnham Oepuunau sicanma 3P QeKTiiapchls,
XOTTa Kabep/1d y3eH rapMyH o opkecTp OeloH 19

Caiimanma ocopmopeHne Oy ocop 1925 Hue emma
SI3BUITAH JUIl OWJITEIOHT9H.

O3aTTI>IpMI>II\/'I‘Ia, 6ep OalblHa SUITBI3 ThIHA YBITBIII
OopbIHTBl  03bIH, MOHJIBI «Kapypman» KeeH
JKBIpJIall TasTh 3yp AJKBIIUIAp ajmyra upemTe. Yi
XaJBIKHBIH Tell KUHENT TaKMaKKa CHKepen Ouer
KEHO SIIOMOBEH, hopKeMHEeH S3MBIIIbIHIA Y3
KalTbI-carelibl  OysraH KeOek, MOHJaHbIpra 1a
XaKbl OyJybIH sIKian 4blkThl. Yonku Miham yzeHo
TeHd Xac MaTyp MOHJIBI TaBBIILIBI hoM XanbIK4aH
ahoHNle, TamaHTIBI OCTa KBIPYBI OYJIBIT KbIHA
KaJIMBIM, yJI Tatap KeWIopeHEH KbIP-MOH, MWIIU
Y3EHUQNEKIope TYphIHAA Jla THUPOH yHIaHydbl
JKBIPUBI.

ONTepro KUPOK, yNl XaKTa y3 MOKTI0eHo, Y3
TEOPETUK HUTE3NIOPEHd Hus Kewle. YJI — aHbIH
nmpomnarananucCThI. H_IyHJ'II)IKTaH TaTap MYy3bIKaCbIHAA
Colimom  HMYEK Y3€HO Xac ypblH  TOTCa,
KpIpubUibikTa Mitham ga myHIbId ypelH TOTa
qurouenap surblmmbiiiap.  Wnham  Ilakupos,
OUTKOHEMYO, KYN Toepiie KOHIop XKeIpmaisl hom
KBIpIBIA.  AHBIH  penepTyapsl  Oai.  Ulymap
apacblHIa O€3HEH eueH WH Kajepiece, d109TTo,
anere «Kapypman», «Todtunmoy», «Omaykm»,
«Yatpipnap», «Corarb 4bUIOBIpE» hom TarbH
nrynap keOexk Tapuxu 03bIH, MOHJIBI KOHIopeOes.
Jlokun  Wnham Oy  TpaIulMOH  MOI'BIYM
Keilopebe3 OeNloH I'eHd YMKIIOHEN KajlMalbl, YII
KEpoIlleH TaTapiiapbl apachlHJa CAKJIAHBIN KajraH
Oopeinrel «buk epakra uaek 0e3», «bep aamanbl
Oumko Oyioek» KeOeK MOHJIBI KeiiopeOes3He 1o
JKpIpJIaNl YbITBIN, Homyssipramteipasl. lynait yk

KOMIIO3UTOPJIAPBIObI3HBIH ~ Ja  Tatap  ahowie
KOWJIOPEH  YUTJIOTEN  KalJblpMalbl. OWTHK,
komno3zutop  Canux  CoiimomeBHeH — «Xyl,

aBbUIBIM», KOMIO3UTOP Pectom AxunubiH [Nesmiar
3oifHareBa JKBIPBIHA SI3BIIITaH Mmotthyp
«Canpnyrau» keeH, Capa CanpliiKoBaHbIH «O4eHUE
KOH ToTam Kap sBancelH, Wanyc SKynoBHBIH
OxMmorT Epukoil mmreipens ssran «mbieremo
Herepen KaWTelp wuuaem» keiiopen Wiham
TUHRIICE3 Oep ocTanblk OemoH KpIpibiil. llynait
VK y3€ 10 MaTyp-Maryp KeWIop dbrapraiblii» [1,

0. 41].

Kyn BakbpiTTa MOCKOy ©4YeH 93€pIioHToH
TammbIpyjiap,  KOHUEPT  dopmackl  OeloH
YUKIIOHMUYD, MYy3bIKa OenrevsopeHeH

ayiatynapbigia Oapa, hom Oy ThIHIayudbLIapra
TaTap MY3bIKACbIH THPOHPIK TOILEHEPId SPIoM
uTd. AGpyitisl Myssika Genrede Momaes MconGat
— Wnham [akupoB mKaThIHBIH 10 OallbIHAA YK
aHbIH O©eKJIereH TaHbITaH, KcOaT UTKOH Ioxec. 60
HYBl eUlapAa yJI OKBIpYbl TyphIHAA  Y39K
TENICBUJCHUE ©UYCH TAIIbIPy O3€pISTroH. AHBIH
Oosmomacenore «lllakupoB — HenmpeB30HICHHBIN
UCTIOJIHATEh TATAPCKUX IECEH» JUTOH MEHd Oy
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KOMIIO KaiOep XyJICOBET orb3ajapblHaa 3yp
KaHOTaTbCE3JEK TyAbIpraH. bepHHYo KbleNbIlI
Kpler, ajap Oy  SOMTETHbl  TalbIpyJa
KyJUIaHMacKa JTUTOH HOTHXKS 19 YbIrapraHHap.

MoHabIE TUCKSpPE KYPEHELUIOPHEH eJuiap
y3rad Ta IOKKa YbIKMAaraHjbIlbl KYpPEHEKJe
TaHBUITaH My3blka Oenrede Mommeis MconGorHe
HBIK OOpYbId. YJI WHTEPBBIO, MOKAJIQIOPEHID
Kaif0ep My3bIKaHTIApJIapHBIH KoH4YeneKToH Uiham
[IlakupoBKa TaIl aTKaHHAPbI TypbIHAA A2 Y(TaHbII
s3a. 1995 enma MWnham [llakupo roOwiiee
YHaeHHaH O3€PJIOHIOH  OHIOMOCEHIQ Yy
«Komno3uTopMsl yi1, THaHUCTMbI — O8TEHECE Y3€H
[akupoB OeNOH YATBIUTHIPHIN, aHbIl KHUMCETETI,
Y3€H 3yppak HTeN KYPCITEPrd  THIPHIIITHL
KypaceH, kyncenanop», — AUToH (GUKEPEH SUTKOH
une [17].

lyusr ro6uneit ynaennan, Momnmsis Ucon6or
TapadblHHAH PAgUOTANLIBIPY JAa  93€PJISHIOH
Oynran. Onere Tammblpy OapblIblHIA Y1 Oeex
KBIPUYBIHBIH MKATBIH KY3/19 TOTBII, 9UKE TOPYPIIBIK
OemoH  Tamamaupuiapra:  «JISKMH — TOpMBILI
paciambl: COHTaTh YII4oBe OeIoH KHIToHm, Mitham
[[TakupoB yn BakbITTa Ja «HENPEB30UIECHHBIN
uae, one 19 «HEMPeB30HAEHHBII» Oynbll Topa.
Hlepec, COXHO YHBIIBI, XaJblK AapachbIHIATbI
MOMYyJSAPIBIK  OyeHYa aHbl BaKbIT-BAKBIT Y3bII
KUTY4enop Ao Oynisl, JOKMH MHH OHWT CY3HE
COHTaTh TYPbIHJA aliblll OapaM. APTUCTHBI MOJIa 1
OMK TMOIYJISIp UTY MOMKHH, 9 XaJbIK MIXd009TeH
Ka3aHy hoM TUCTANOpuo el orantMay — Yl HHC
0OTEeHIION NKEHYE HOPCa.

WUnham  IllakupoBHBIH O€3HEH  COHraThTd
TOTKaH YPBIHBI aHBIH 3yp LIoXec OyIybIHHAH KUIID,
VII XaJbIK apachlH/a My3bIKa JIOHBSICHIH/IA HXTHPAM

Ka3aHr'aH YHUKCE3 TaJIaHTIIbI MY3bIKaHT,
VKBIMBILIUIBL, Oesemiie, ¢ukep Hepryde, KuH
KyHemie, Maryp TalOurarbiie  Kelle, aHbIH

KbIii0ace! 6ap», TUroH (ukepeH >kutkepa [18].
Honnpiz McoHOaT, QUKEpPEH oMUY ©YeH,

pamuoOThIHJIAYyYbLIAPTA Wiham [Takupos
OarkapybIHia CHUPIK JKbIpJiaHa TOpras
«3ONIXUAOKD» HCEMIIC O3bIH KOHHE TOKBIUM HTA.
«Xarmap YKBITaH]12» JIATOH MY3bIKaJIb

TaNIIBIPYHBIH XaJIbIKKa OyJraH TO3CHPE TYphIHIA
yitnanranna, Hokbsiii HMconGor Oy kplpra OHK
MaTyp OosmoMo Oupo: «“3eNXIKKS” — 3JJEKKere
MOHJIBI, O3bIH OallKOpT KOWJIOpeHHOH Oepce.
ONTepro KHUpoK, OC3HEH TaTap XaJKbl OalIkopT
KeillopeHeH OapbICBIH Ja Y3 penepryapblHIa
Weptmu. OuTHK, “bapan6ait”, “buem”, “Kombrit
KaHTOH” KeOeK O03bIH Maryp Keiuop 0e31o
KbIpIaHMBIA. OMMa  “Amkazap”, “Hckagpon”,

“3eMXmKKS” KebeK KbIpIapHbI 0e3710 OMK sIpaTHII
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ThIHJbIIAp.  XukMoT Hu?  Kypocen, Oy
KoHIopo Oe3HeH OOpPBIHTBI O3BIH TaTap Keusope
OelloH NEHTATOHMK aJbIMHAapAa ahoHASLIIEK,
WHTOHALIMOH YPTaKIbIK, KapIoIUICK 3yp», — JUTOH
HOTHXKAr®  KWJIO  SHUMKIONEIUCT-TaTUM.
«BenmxmKKa” IIyIail 0e379 ApaThUIBIT JKbIPJIaHCa
Ja, ylI CHPOK KbIpJiaHblia TopraHHapaaH. YeHku
Oy Heuko uwWreuuie, HIoaHchmapra Oal, KHH
KOJIa4JIbl, MOHJIBI O3bIH KOH TEeJIaCo KeM OalIkapblii
YpITa ajga TopranHapma Tyrem» [19, 6. 5].

«Mnham LlakupoBHBIH WXKAThl KYNKBIPIBD, —
mun oiito Mommeis  ViconGor paauoTaLIBIPYAA.
JKpIpublHBIH «MH 3yp Ka3aHbIIbl OyJraH XasblK
KoiopeH  Oamkapy  COHTaTeHO»  KEPTKOH
SHANBIKJIAPbIH  paJMOTANIIBIPYAa ajbll  Oapydsbl
Oynapak Omnrenon yT9: «TaTap XanbIKk My3bIKachblH
Oamkapy  TpamunusuopeH  ycrtepern,  Wiham
[lakupoB TaTap My3bIKa COXHOCEHO OMK KYI
STHATBIKIIAp KepTTe» [18].

On09TTo, TANIIBIPY BaKBITHl YHKIE OyiIy
coborute, onere mpoOJieMaHbl Oep YbIrapbUIbILI
KbICAJapblHAA YMIIOPIS JKMHEJ Tyrel, IyJau
6ynca na Monmeis McouGor Oy SiHe THeITe
JOpYKaAe Oamkapa anraH. Yiu Oep TammbIpy
Oapeimbiaga Mitham [akupoBHBIH KUIE STHATBITBI
OemoH  TaHblUTBIpa. be3  amapHel  Oupeno
KBICKAPTHIT TOKBJIUM UTOPId OYIIIBIK:

l. «OWTHK, yNn XaJblK KeiIopeH MUKpohoH
OeIoH KpIpiayHbl Oamnian xubdopae... Kayan na
Oynca MuUKpO(QOH TaTap My3bIKAa COHTATCHd [0
Kepen ypHameipra tuem uzae. Jlokun mukpodon
Oemon uH Oepenue Oymbim Mnham Hlakupos
JKBIPJBIA  OanmiaBel Oy BakbeITIapia OWK coep
toenapl. «bep yinacaH, aHa MHKPO(QOHHBIH Oep
KApare IOK WJe, YOHKH KWH CYJIBIILIBI, YbIH
MOT'BHOJ® JKbIPUbl TaBBIMIBIHA M apTHCTY. «O
Wnham HlakupoBHBI ancak, yJI KOHCEPBATOPHS
TOMamJIaHraH NMpodecCHOHa b KbIPYbI, Y1 0eTeH
JIOHBSl  KJIACCHK  pENepTyapbhlHBIH  KaTJayJbl
ocopimopeH  Oamkapadyak ~— MY3BIKAHT — HTell
TOpOMSUIOHIIE... YJI KOHCEpBAaTOPHSHE, TEIaco,
orepa TeaTpbIHA SN AIBIPIBIK KBIPYbI OYIIbII
ToMamjazapl. AHBIH TaBbIIIBI COXHO aJlAbIHIA
yThIpran cuM(OHUK OPKECTp SHIBIPAIIbIH Kariar,
3yp TeaTtp 3aJblH TyThIpa uae. Huro kupok Oymibl
coH aHa MukpopoH? By MaocwhonmoHeH TarbiH Oep
arel  Oap. ThIHayuyblIapHbIH  KyHedeH Miham
[lakupoBHBIH ~ MHKpPOQOH  OENOH  KBIPJIbIH
OaluiaBel SKOpIxoTIoHAEpHe. MukpodoH Tarap
MY3bIKAChl COHraT€Ho ST HOpCo KeOek Kadyin
utenge. Minham IllakupoBHBI OYTOH XaJbIKiIap
JKBIpUBLIApPBIHA HSPEIl, TaTtap MYy3bIKachlH 003yna
racerIoAeIIop. e KbIPUbITA 3aJ/1aH:
«MukpodoHbIHHBI Tanuial), — IUT KUCKEH 00epPhIK
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Oupen KbiukbIpysiap jga em Oynasl. [lymaii Oep
BAKBIT MOHBIN KBIUKBIpYyJapra Wnham
[[TaxupoBHBIH caOBIPIBIK OemoH «CTamMOyn OymibIT
CramOyn MoueTnopeHi9, MHKpodoH ama azaH
oifiren, MecelIMaHHApHbI Hamasra 4YakbIprasnia,
TaTtap Xalblk KoeH MHUKpPOo(oH OemoH KbIpiay
apTeik TeHah Oynwmac...» aumm jkaBam Oupye
xorepeMad. MHae MUKPOQOH KBIPUbl TOPMBILIBIH
YKUHEITOUTKOH HKOH, Kaiioep OCTEHJIEK
MOMKHWHIIEKIIOp OuproH wkoH, WMmham Hlakupos,
3aMaHHaH KaJbIIIMbIi4ya, MOHHaH (aiganaHubn
[13].

2. HWnham IlakupoB >KBIpIBIA Oamiaran
BaKbITIap/a, TaTap XajblK KeilopeH Oalikapydbl
(bunapMoHUs KbIpUbLIapbl si OasiH, si KalBaKbITTa
rapMyH O€NIOH UYBITHIII sCHINAp wuae. byToH
My3bIKa KOpamlapbl KyJJIaHbBUIMAAbl IUAPIIEK.
Hepec, TaTap KOMIIO3UTOPIAPBl XaJbIK KOUIOpEH
¢doprenmano sSku CUMGPOHHK OpKECTp OeloH
JKpIpJay ©€4eH A9 IIAKThIA SIIKIPTTENsp. JIoKuH
AHIIBII  OCOpJIOPHEH CaHbl OOTEeH KBIpYbLIAP
penepryapelH TIIMHH HTIPIEK Tyreia uae, hom
asap XaJIbIKya XKbIpJara ¢$briapMonus
apTUCTIapblHA  TYreld, o akKaJAeMUK pyxTa
KbIpJaydbl omepa hoM Kamepa >KpIpubliapblHa
owrrenonroH uae. Miham IllakupoB Tatap Xanibik
KOCH YBbIH XaJlblKya KbIpJall, Y3€HEH TaBBIIIbIH

Tepie TUOTAarbl  OpKecTpiap hom  My3bIka
KOpaJutapel TaBBIIBI OeNoH OMK MaTyp hom
39BBIKJIBI  WTEN Kylla anael. bep yilnayza,

Hu aepma? My3sbika TopOusice ajraH >KpIpUbl 09€H
MOHIa OCPHUHAM AaBBIPIBIK OK, JIOKMH OHUT OII
aHcamOibpHEe O003MBbIHYa, OEproJolen KbIpJay,
yiiHay TypbIHAa I'blHA TYTEJ, 9 Oep OOTCH COHraTh
OCOpEeH TYABIPY TYPBIHJIA, MOI'bHOBH hoM 3CTETHK

6€pZ[9MJ'I€K TYpbIHAA. XaananH, JUMIK
aBblI4YapaK JKbIpJIaydbl KCHIC  TaBBIIIbI hom
racoIpJjap 6y€ KaMUJIJISIIKOH €BpoIia

npodeccuoHanb My3blKa KOpallapbl TaBBIILIAPEI
Oep-Oepceno Typsl kmiepro tuemn. IllyHa xypo
(hopTenmmano SIKU OPKECTp OCIIOH JKBIPJIAY KBIPUBI
TaBBILIBIHA, AHBIH  CYJBIIIBIHA, TaBbIIl Ay
POBEIICHS 6CTOMS TATAIIIAP Kys. JKpIpUbI TaBBIIIBI
MWDIH ~ KJIACCHMK  WHTEPHAIMOHANbh  MY3bIKa
KOpaJjlapblHa THH OyJbIpra, LIyl YK BakbITTa
MWLM Y3€HUQJIEKHE cakapra Tuenr. MoHa uperry
aBplp. beTeH WOpAo  Xanmblkya  KbIpIaydbl
apTUCTIap, TafdoTTd, MHJUIM MY3bIKa KOpaJulaphl
Oenmon reHs Kpipiablitnap. Wnham I[akupoBHBIH
JYJIKBIHJIBI TaBBIIIBI, aHBIH JKbIPIAy AJbIMHAPEI
TaTap XalblK MY3BIKaChl ahoHHOPEH CHUMQOHHK
opkectp hom dQoprennaHo sHreIpambiHa OUK
TAOMTBIH KYIIBI KU09pie. By >KbIpUBIHBIH MHIUTH

PYXHBI, MAJJTI MOHHBI CakKJIaBbIHHAH ThIHA TYTel,
allapHbl HUHIUJIEP SHA OrapbUIbIKKa KYTOpy,
ajapra sSHa MOIoHM (opMma OHPYASH 10 KHIIR.
WUnham  IllakupoB  OesioH  4YBITBIII  sicaraf
MY3BIKAHTIAPHBIH JIOPHKICE Forapbl OYIYBIH Ja
OHBITBIpTa sipamblif. OUTHK (opTenuaHo OeloH
Kplpnaranga HMnham [lakupoB HoTa OyeHua
JKBIpJIAMbI, YJI XaJblK KOEH HpeKie Oalikapa,
LIyHA KYpo IMAaHHUCT Ta TaTap XajblK KOCHEH JYKe
arbllIbIH TOEH, >KbIPYBIHBIH LIyJl KOWHe KaiChl
AKKa OOpBIN KUOOPYEH anjgaH CHU3IOH TaJaHTIIbI
MY3bIKaHT-UMIIPOBU3aTOP Oynbipra Trent. Kem con
yn  nmaHucTiap? Pagno  KoHIEepTMeircTeps
Exarepuna CoxosnoBa, omepa TeaTpbl AUPHKEPHI
Tonrate OXMOTOB. hom eud Tatap KOMIIO3UTOPHI:
Anekcannp KirouapeB, Pectom SxunH, Penar
EnukeeB. MOHIBIN WKaIU JTYyCIIBIK, QJIOSTT, TaTap
XaJbIK  MY3BIKAChIHBIH 2YKE MOMKHHIIEKIIOpEH
agapra, aHa stHa TecJop Oupepra o1 aday [18].

3.  «.KBIPUBIHBIH TarblH Oep y3eHYAJCKIIE SHa
aNbIMbIHa MTBTHOAP UTOCE KUIIQ: YI CY3 QUTMHY
FE€Hd Keilay, XKbIpChl3 Keinay. by acTpanmana
IIaKTBIA €11 O4YPBI TOpraH oCopHEH Oepap
KYIUIETBIH CY3Ce3, JO-JIO-JIOrd SIKU  CBI3TBIPHII
kabariayra kadTeim kanmblid. Miham [lakupos
KolHeH (OpMachlH, Te3elelleH, OyleKIopeH
CaKJIbIH, JIOKMH KeiHe y3eH Kabariambld, o aHa
HUTE3JIOHEN SHA, KalBaKbITTa OWK KaTJayJbl Keu
Tyaslpa hoM 1IyHIBIN yphIHHApAa Tepiie ajJbIMHap
KyJUIaHBIIN, BOKaJb TEXHHMKACBIH Aa KypcaTtd. bep
Kaparanja MOHJa JKa3 HOTBIHTBICBIH KYyper Oyia,
moknH Wiham [lIakupoBHBIH HMIPOBH3AIIHATS
KWJIYye JDKa3laH Tyreil. MMopoBu3anusaa yi Xajablk
KOCHEH Y3eHOo OynmaraH, JIOKHH >KbIPHBIH
JYTIJIere Taldll WTKOH XHUCIp haMm Tecmepiop
93711, XaJblK Kee Yl OUT THpoH Oyiica Aa, JOKUH
Oep xucHe TacBupIblil. KeiiHe sHa cy3mop OeloH
kalaTnay, IIyJd XHCHE sHagaH-gHa ucbar WuTy,
HUHANWJEP AOPIKIIO KOUOHTY, JIOKMH KYH KEHO
KabaTiaMa, NIyl TON XHUCTOH KHUTel OyIMbIi.
Wnham [llakupoB uMOpoBU3aLUsUIOpeHas  (yi
aJlapHbl BOKAJIN3 JUII UCEMJIM) COPTd SIHA XHUCIP
KEpT, aHBIH YUTIJETEH THPOHONUTI, OCTOMO MII'BHI
Oupa, SMOIMOHANb OacTa. ©, OQJIKH, XaJbIK
My3bIKackl hoMm TaTap penepTyapblHa TblHA TasHY
kaiiBakpiTTa Miham [llakupoBka y3eHeH >Xblpiay
MOMKHHJICKIIOPEH, apTUCT TAJaHTBIH TYJIBICBIHYA
avyblH YHKIUaep hom yn Bokanuziapnaa y3 cy3eH
QUTY r0JIBIH 235K aep» [18].

4. «Tatap  Xxalblk  KOWIOpeH  3cTpaja
OpPKECTpBl SIKM MHCTPYMEHTalb aHCaMOIb OCIoH
JKbIpJIayHbI Ja Oe3HEH coHratbka Mitham Illakupos
Keprre.  AHbIH  OenoH  Oep  BAaKbITTapak
HHCTPYMEHTaJb ~ aHCcaMOJIbIop OenoH  Ondus
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AB3ajioBa J1a KBIPJIbIA Oaluiajpl, JOKUH aHBIH
penepTyapsl 06TeH JOHBS XaJbIKJIAPbl KbIPJIapbIHA
HUTE3JIOHI'9H uze. UnT Wil KpIpiaapblH, 0€3rsa uuT
WIJIOH KEpProH WHCTPYMEHTANb aHcaMOlb OelloH
Oamrkapy Tabursiii kyperaae. © Miham lllakuposka
OMK Kym pHU3achi3IBIK Oenmepenge. XallbIK
WHCTPYMEHTAIb aHCAaMOJIBbJIOpHE THIHJIApra 3d3ep
Tyren ujae, YOHKH O€3HEeH WIJI ©4YeH JcTpaja
THOBIHA HHCTPYMEHTAIh aHCAMOIBIOP, TOMYMOH,
LIAKTBIH  SHA HOpCO wMAe. © HHAE Tarap
MY3bIKaChlHA anap aJ1e OOTCHION KEPMATaH HIe.

50 wmue emmapma Omer  Jlymactpem
KHUTOKUYEIIETECHIoTe OPKECTPHBIH Oep-uke
KOHUCPTBIHHAH COH TaTap KOMIIO3UTOPJIaPbIHbIH
ocopiope  JKMHENYd  OCTpaja  MaHepachIHAa
S3BIIMAJbBl 3, OamkapeUiManbl aa. MOoHIBINA
OPKECTp-aHCaMOIIBIOPro  HHUYEKTep  OCTOHPIK
KapaJapliap, ajapra WHIE JaeKJIbl yphIH —
pecTtopaH, KyHENT ady >KUpJope, 9 YbIH TaTap
COHTaTh COPJIdpE OaIIKAPbUIraH KOHLUEPT 3aJUIaphl
TYrel, AWM caHajabl. TpaauMoH TaTap XajblK Kee
TYMBILIBI, SOy LIAPTIAaphl, IOHOJElme OeJIoH
KHMHEJ KYHEJI ady MY3bIKaCbIHHAaH €pak Topca [a,
Wnham [lakupos, y3eHeH dUKe cu3repiiere OEioH,

Tarap XaJbIK KOWIOpPEH 19 aHJIBIN
MOMKHHJICKIIOpHE 110 Kypae. 3amMaHda SHTBIpay
OcpHUKAZOp  JKWIOO30K  SIIBJIOPIO  XaJIbIK

KOMIIOpEHo KapaTa KbI3BIKCBIHY YATTHI, anapia
MWIIM XHCIOpP CYHMIyro Oep cobom Oynabl. by
Ourpok To mohap smbiope eueH shoMusTIC UAEH
[18].

5. «Tarap My3bIKacblH Oamikapy CcoHrate
©UYCH MHJIC TPaJUIMOH OyiraH kKaiOep alpIMHapra
na Wnham [llakupoB siHa Tec OUpa aijibl. OUTHK,
OasiHTa Kynibuiein xKpipiay. Miham [akupos Oep
0asH ypbIHBIHA — HKe, 9 Kaildep oupakiapia ed
OastH OeyioH ybITa Oanntanel. basHubIap, oMOaTTo,
napTusyIopro  OyJjieHen yiHaMmajbiiap. Anail na
alapHBIH yiiHaBBl Oepce-OepceH KabaTiamapl,
JOKUH ajlap HOKb Oep Tecie yilHacajap aa, Oy
OepeHue Kkapayra rajgy TeHo Oep adublll My3blKara
KOTEIIMOIOH ~ Kosilau  Ouwpje. bBasiH  TaBbIlIbl
IOYJKBIHHApBl OOTEH 3aJIHBl TYTBHIPBIN aNraHjai
oo HuHAM crepeo 3ddekt TymeipabLIap, KuH,
Moha0aT, Kewie sTHrbIpalll oapibikka Kuae» [18].

6. «Miham [TakupoBHBIH KBIIO
a/IbIMHAPBIHBIH Oepce — XalIbIK KOWIOPEH COXHOIQ
SUITBI3  OKbIpiay. Monapiii  posemto  “Hcke
KapaypMman’, “Omryku’, “Ypan”’ xeOek O03bIH
KOIIIOp JKbIpJIaHyHBl MCTY TOTCaH, Oy aJbIMHBIH
OWIpoK TO IKABAIUIBI HMKOHEH KypaceH. YeHKH
COXHO ©YCH OMK 03bIH, O€p roMep UTeN TOoeNTraH 4-
5  MHUHYT  94YCHI®  SANa-sUIrbl3,  MYy3bIKa
KOpaJIapbIHBIH ~ OW30KJIIOPEHHOH  THIN  Kellle

TaBBIIIbl ThIHA SHIBIPBIA. Y3€H, SUTBIKTBIPMBIiUa
TBIHJIATBIP ©YCH, KbIPYbI OuK OCTa, aHbIH TaBBbIIIbI
Matyp hom Tecmepiopro ©Oaii Oynbipra Tuerl.
KaiiBakbiTTa Witham IllakupoB y3€HEH BOKalW3-
UMITPOBU3AIMSIIOPEH 119 SUITHI3 JKBIPIBIA, OUTPOK

T9 CcUMGPOHHMK OpKecTp O€lloH, YeHKH 3yp
KOJUIEKTUB  JKbIPUBIHBIH  HMMIIPOBU3ALMICEH
KyWIBbUIBIN, Y3€ J9 WMIPOBU3ALMSIIN YHHBIN

aaMbld, yd TBHIHBII Kaja. MOHABIA BaKbITTa
OpKECTp aKKOMITOHEMEHTHI OeloH OamKapbiiran
JKBIP 9COpe Kelle TaBbIbl hoM cHM(pOHUK OpPKECTp
©UCH KOHILEPTHBI XOTEPIATo Oalulblif, YeHKH
JKBIPUBl TaBBILIBI QJIE T'€HO SIHrbIparaH OWK Kyl
My3bIKa KOpaJUlapblH TyIJIaraH OpKecTpra KapIibl
Kyena. SnreI3 TaBbIIl OpKeCTp OENOH  sipbIIIa.
TrIHTAYYIBIHBIH 0OTEH WT'BTHOApPBHIH Oep HOKTara
TEKSI, YATKS TaUIBUIABIPMBIiiua, SUITBI3 JKpIpIay —
OWK 3yp apTucTka TbiHa Xac anbiM. LlyHel 1a
OUTEpPro  KMpOK: SUITBI3  JKbIpiay, TIajoTTo,
JKBIPUBIHBIH MDKAAHW JIOTMKACBIH, TPAaKTOBKACBIH
Tajgonm  uTd. OWTHK, “Hcke kapaypman’nia
XaJIBIKHBIH SUITBI3JIBITBIH, SIPAOMCE3JIEIeH KYPCOTO»
[18].

7. «Wnham  IlakupoBHBIH  TaTap  KbIp
COHTaTeHo  KEepTKOH  sHAa  albIMHapel Y3
TaBBILIBIHBIH MOMKHHIICKIOPEH KYpCcoTy OesloH
MaBBITY/IaH TYTeN, 9 WKaAW MpoOIeMallapHbl X
UTYIOH Kuio. JKplpubl TbIHA Tyrena, apTUCT
Oymapak, ymI ocopHeH My3blka homM mmHrspu
JUTAJIET€H TYJBICBIHYA adyra OMTbUIa hoM mIyn
OMTBIIBIIITA siHA Yapanap Tabda. Miham lakupos
penepTyapHbl caiyiblii 0erno: OapjaH caiijay rblHA
TYres, yi TaTap XajKbl JKbIp-Ked penepryapbiH
HCKUTKEY 0aeTThl, OEpKEeMIa 10 Ourene OyamaraH
acopiopeH TalbIN, My3bIKallb KOHKYPEIIKd KepTer

KUOOpae, XalblKHBIH MYy3bIKalb  Ky3aJJIaBbIH
KuHoMTTEY [18].

Hokbiit  HconbOor  «TeneBuzop  anjbiHIa
yitmanynap» (1971) wucemeHzmore Xe3MOTEHI

Nnham 1IakupoBHBIH HU JIOPOKSIO Y3 DIICHI
KABaIUIbl KaparaHbl TYPBIHAA XOTHUPAIOp OeyoH
yprakiama. Teneoneparopiap TeIIepy OCTaJIBITBI
TYOoH JIOPIKID OyNraHibIKTaH, raJjuM
¢ukepenus, TteneBuszopiap Mnham IlakupoBHbI
«bamta HUYO en Oye 9blpa YpBIHBIHA TEIICIOPY.
«Hunus MopTobanop Oamr TyOaceH sSHbUEH, MaHTacH
yen aiblll, KeuleHe Oe3ra HU Oapbl HKE YHId
cakaibl OelloH TeHd Kypcarenm ToTThuiap» [19, O.
3]. DmHEH MOHIBIA KYyeINbINIbl OENIOH KaHoraTh
OynmaraH 0eeK KbIpYbl, CTYAHATd WKE KOH ajjiaH
KHJIETI, OeTeH Telepy MOWIaHYBITBIH
CaHTHMETpJIAll ~ YJIYoN, «y3€H TEeHd  TyTed,
OpuragacelH Ja KaWChIH Kasi HUHIM [IaxmarTa
0acTBIPBIT, HUHJN WISYIO-KYJIOrAJIop TOIIEPTEPrd
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HOMEpJI1aIl SA3ABIPTHIII, KUTIOKYCIICKTOH myHa
«IOINMCH CalAbIpel» ana Oanutanel. Hortmxono
anbiH «Maem» aHcamOie 3KpaHHAH «COHraThyd
KOMITIO3UIIMOH  KYPCHCID»  aJIbIll, TaMalladbIra
«KYHeIIe Todcup Kanasipa» uzae [19, 6. 3]. Mitham
[[MakupoBka yT Temkad, XbIpubl «byren hoitbor
KOCTIOMHaH»; «Y3€¢ A9 TIOXTd KBIPbIHTaHy;
«MaHraii a4blk, He3e [0 ublpacHa MyaQbIHK»
Kypepra Oyna une [19, 6. 1].

AxanemMuk Mmupkaceiiim  ['ocMaHOB  KBIp
conrateOe3ra  Mnham  HlakupoB  KUTeproH
SIHAJBIKJIADHBIH TarblH O€p TepeH OHTen KHTo:
«MuH AHBIH aepeIM THOrpaduK
TepKeMHapeOe3o, KHH Tapajiral
JMAcIopalapbelObI3ia  33IOHYISP bl Oapslm,
KBIP XO3WHOCEH OaeTyblH, Iyl [ON OCNoH
KYNTapMakKiibl XaJIKbIOBI3HBIH OepOOTeH MHIUIOT
MKOHJIETEH ©CTOMO pOBELITY pacilaBblH Maxcyc

oiitep wmmem» [1, 6. 52]. Hnham Illaxupor
OUHISHANS TaTapJapblHHAH - Hoxkprit
UconborneH «Tyran U KOEH, Krortait
TaTapJaapblHHAH Hopamonn CY3JIOPEHD

KpIpranydsl «Kopab» IUTOH XalbIK >KBIPBIH aJIbIIl
KauTa.

Erepmenue TaChIPHBIH AJITMBIIIBIHYBI
emwmaperana  Kazaxcramma  hom  Amma-Ata
kanmaceiHga «Tatap omoOusatrel hom  coHrare

KOHHOpE» YTTe. AHAA TaTap apTUCTIApPBIHBIH OHK
Kyn KoHmepTaapsl Oymael. «KseiTaiiman Amnma-
Atara  KydeHem  KWITOH  TaTapiap oy
KOHIIEPTIAapHBIH ~ OepceH [0  KalgslpMbliiya
tepmenop. Miham IllakupoB KbIpiaBel amapra
Oom0a mapTnaraHzail TI3CHUP HTTE — SKBIPUBI
TaBBIIIBIHBIH TY39JUIEre, Ko4Ye, MOHbI HKCE3-UYHKCe3
uae», — Ium, Oy BakbIiira TyphIHJA HCTAJIEKIIOpe
Oenmon Oynemo KeiTall TartapmapblHBIH — MUJUIH
xopokare Bakmie P. Codopramues [20]. Kazaxcran
tamarnausickl  Miham  [llakupoBHBI  OepeHue
THIHJIAy/a YK aHBIH W)KaTblHA TalIbIMK OYJIbL.
Anap KbIPYBIHBIH TacTpOJib MapLIpyThl OeiIoH
aNaH  KbI3BIKCBIHBIN, AaHBIH  KOHIEPTJIApbIHA
TaMallaysl KWIYEH OCWITBIPYHBI, apTHCTIAPHBI
JIACKIIbl PIBELITS KapUIbUIAyHBI, 03aTHIN KUOIPY
SIIJIOPEH Y3 OCISPEH anraHHap.

1965 enpa Mnham IllakupoB Tarap >KoMrbisTe
BokwLIopeH Kazanra kynakka daksipa. JKpipusl P.
Cadopranmeka, Kazaxcranubig COHraTh
smuieknece, paccam boxtusip Tabura, doHHID
kanaugatel, mnpogeccop Illamun  XokumoBka
TUMEp 1071 OMJICTIAPBIH Y3€ CaThI AJIbIN KUOIPA.
Wnham HlakupoB kyHakiapael Kazan tumep 1o
BOK3aJIbIHJA Kapmiel ama hom  Typsl  TaTap
3UpaThlHA AJIBINT KUTI. Anap Oeek TaTtap Iuarbiipe
labaymna TyxkabineiH, [HuhaGetaun Mopikanu

hom Oamka Tapuxu II9XecHopHEH KabOepiopeH
3UAPOT KbIJITaHHAP.

[Iyn yk keHHE KbIpubl KyHakKIapHbl, DoHHOP
aKaJeMUSCCHO allblll  Oapbll, My3bIKa Oenrede

MoxmyT HwursMomTKaHOB, CoHTaTh Oenreue,
apxutekTop, Tapuxusl @Dyanm BommeB OemoH
taHbTeipa.  Ouypamy — BakbIThiHAaZ — Miham

akupoB «P. CodopramueB Keiraiiman yx anbin
KHJITOH, Oeek miarsiiipedes JlopaMoHa cy3mopeHd
Kelpmanydel  “Kopa®” auroH Xajblk IKBIPBIH
Oamkapran» [20, 6. 112]. CoHblHHaH Oy KBIPHBEI
JKBIPYBI pagroaa hom coxaame e Oamkapa.

Hotmxo scam, 06e3 g0 aOpyilnbl  My3bIKa
OenreueHeH TyOoHIore (QUKEPEHd KYIIbLIAObI3:
«Wnham IlakupoB — Tarap My3blKa COHTATCHIQ
aepeIM Oep 3yp YpbIH TOTKaH My3bIKaHT. XX He3
Oeren Ko, ya — Tarap NpoQeccHoHallb My3bIKa
coHrareHeH OepeHue He3 emibirel. Lllym moBepno
JIOHBbSI MY3bIKa COHTAaTE€HO HOpPCO OHMpo anabIk?
Vet 6anuracak, 6apel THK Oep-uKe ocap, Oep-
UKe aepbiM uceM WHcko Temd. lllynm xanmeprne
mroxeciap apaceiga WMitham IllakupoB mceme 110
Oap. ['amoTTo, TEMOCO KalChl XANBIKHBIH (HOIBKIIOP
MY3BIKACBIH ~ YHT  WUIOPAS  KBI3BIKCHIHBII
THIHJIBIINAp. BeTeH neHbsga TaHBUITAH MY3bIKa
JOPIKICCHIO OyilyaH TYrell, 9 MOIKH3a, SK30THK
HOpco aun. TaTtap XanblK My3bIKACBIH SIIKIPTY,
YBIH COHraTh JIOPIIKICCHD KyTapy Oyphiubia Witham
[TakupoB yTome. AHBIH si3Mayiapbl — XX racslp
npodeccHoHallb TaTap COHTaTEHEH HMH HOTHIKQJIC
Ka3aHbIIUIAPbIHHAH,  OE3HEH  TOPYPIBITHIObI3,
Knitouorebe3, OOTEH MJeHbs My3blKa COHIaTCH
Kepy IoJbIHAA HUTe3 Tambb [18].

Mokano HomrarbiHaa 0e3 Tarap MOIQHHSITE,
IYJI UCONTOH dTHOMY3BIKOJIOTHS OJIKICCH/ID 119 3YP
KazaHplnapra upemkoH Hokeii hom Homnae3
HconOoTnopHeH rorapelja KUTEPENraH (ukKepiaope
TaTap MY3BIKOJIIOTHICCHEH XaJbIK4aH Oarrkapy
IOHOJICIICH OWPOHY ©YeH TEOPETUK HUIe3JIap
Oynbipnap hom Qoo y3 ypbIHHapbeIH Tabapiap
hom Mitham I1IakupoB MKaThIH ©HPOHYUEIIOPra /19
THEIUIC OHAJIENI Oupepisp JUTroH  (QUKepao
kamabp3. MoHa kamgep Oy enkome O.X.
AOynIMHHBIH ThIHA Xe3MoTe Owmrene uae [21].
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