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This article deals with the creative work of the Tatar composer Latif Hamidi, his role in the devel-
opment of Kazakhstan's composition school and the formation of new musical genres in the frame-
work of the European musical tradition. Various examples of L. Hamidi’s creative work and his musi-
cal heritage show a close connection between the composer and his native culture, Tatar images and
themes. At the same time, such important phenomena of Latif Hamidi’s work as the Kazakh intona-
tion that pervades his works, as well as the music, based on co-authorship, present the experience of
the interpretation of the Kazakh culture by representatives of other national cultures at a formative

stage of new musical art centers.
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The Tatar composer Latif Hamidi played an
important role in the formation of the musical cul-
ture of Kazakhstan. The purpose of the article is to
characterize the work of the composer as a whole
and to identify its most significant features. The ar-
ticle aims to direct the attention of art experts to
that crucial period of time in the country's history
and, in particular, in the history of music, which
saw the birth of new musical genres and centers of
national musical culture in the Soviet republics.
Hamidi’s experience of the exposure to Turkic mu-
sical culture is important for understanding and
evaluating the artistic processes that presently
characterize the development of the multinational
art of Kazakhstan.

Latif Hamidi is recognized as one of the foun-
ders of the national composition school in Kazakh-
stan along with his contemporaries Ahmet Zhu-
banov, Yevgeny Brusilovsky, Mukan Tulebaev,
and Boris Yerzakovich. It is abundantly presented
in the articles, memoirs, and other materials of dif-
ferent periods gathered in a collection of articles,
published in Kazakhstan in the series "Our Con-
temporaries" created for the 100th anniversary of
Hamidi’s birth [1].

The composer was born in 1906 in Kazan
province. He then lived in Tashkent, where he
studied at the Tatar Institute of Education (1922-
1926), and in Moscow, where he graduated from
the First Music College (1927-1931). He devel-
oped his creativity in close contact with Tatar poets
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and musicians, and with teams of amateur theaters.
The first works by Hamidi were also closely con-
nected with his native culture: in addition to writ-
ing instrumental pieces and music for orchestras of
folk instruments, he set to music a lot of poems by
G.Tugai and Mussa Jalil (especially for the school
repertoire).

The composer's biography shows that his crea-
tive ties with Kazakhstan were stronger than with
Tatarstan. Even in the years of his youth Hamidi
worked closely with the representatives of the Ka-
zakh creative intelligentsia — first during his stay in
Tashkent (Kurmanbek Dzhandarbekov), then in
Moscow (Mukhtar Auezov, Ahmet Zhubanov,
Mukan Tulebayev, etc.). He first got acquainted
with the Kazakh land and people during the tour to
Kazakhstan with the band “Sinyaya blouza” (“Blue
Blouse”) in 1926. Apparently, Latif Hamidi re-
garded the culture of the related Turkic people as
very close to his own. Therefore he accepted the
invitation of the Kazakh State Drama Theatre and
in 1933 began working in Alma-Ata, devoting "his
talent to the service of the Kazakh musical culture"
[2: 114].

However, despite the fact that Latif Hamidi
had tied up his life with Kazakhstan forever, he
considered the “aura” of his native Tatar culture as
the most important "foundation" in his creative and
personal development. "The first thing I did in the
theater was writing the music for the play “Docu-
ment” by the Tatar writer Tazetdinov, which was
translated into Kazakh by K.Baiseitov”, noted Latif
Hamidi in his memoirs, “The music was written on
the material of Tatar folk melodies"[1: 90]. Subse-
quently, “Tatar trace” appeared in many aspects of
the composer's work. He continued to write music,
inspired by Tatar images and themes.

It is interesting that Hamidi, who gained fame
as the creator of the first Kazakh Waltz (1940), had
written his "First Waltz" (as it was called) in Tatar
style (1922), and enrolled in the Tatar Opera Stu-
dio as part of the Moscow Conservatory for con-
tinuing his professional education, where he stud-
ied in 1936-1938, while working in Almaty. His
graduation work was the "Tatar Suite" for orches-
tra. During his study in the Tatar Opera Studio
Hamidi refreshed the ties with the Tatar composers
who studied in Moscow in the same period —
S.Saidashev, N.Zhiganov, F.Yarullin and others.
Latif Hamidi, like his colleagues from Tatarstan,
thought about the establishment of a national opera
school and Tatar opera.

Latif Hamidi’s name is closely related to the
manifestation of the Tatar phenomenon in Kazakh

culture. The Tatar diaspora still remains one of the
largest in Kazakhstan. Thanks to this, Tatar folk
melodies and tunes took root in the Kazakh land.
Hamidi was attentive to all manifestations of na-
tive roots. From the very beginning of his career
his creative interests were "tied" to folklore, popu-
lar music genres and forms. Therefore, it is not
surprising that his observations on the peculiarities
of the existence of Tatar songs under the condi-
tions of the ethno-cultural environment of Kazakh-
stan led the composer to carry out research, and
then methodological work. In 1930 he took an ac-
tive part in the preparations for the publication of
the collection "50 songs of Kazakhstan’s Tatars"
by A.Zataevich as editor and author of the fore-
word. Subsequently, he wrote the article "Folk
Music of Kazakhstan’s Tatars”, which contained
subtle notes of pentatonism expanding in Tatar
melodies under the influence of Kazakh songs [3:
227-234]. We can consider that this work set the
trend in Kazakhstan's ethnomusicology devoted to
the theme of Kazakh-Tatar relations.

Hamidi’s amazing sociability, sincerity and
personal charm allowed him to unite many Tatars
living in Alma-Ata. He organized friendly meet-
ings of Tatar families and they even got the name —
the Musical and Medical Society.

The above-mentioned describes the important
area of Latif Hamidi’s creative activity, directly re-
lated to his native Tatar culture. Simultaneously he
began his versatile activities dedicated to the de-
velopment of musical culture of Kazakhstan. Ha-
midi’s invaluable contribution to Kazakh music re-
ceived great recognition, and much has been writ-
ten about it [1]. Nevertheless, it is worth mention-
ing again the main achievements which made the
name of the Tatar composer inextricably linked to
the Kazakh culture. Hamidi stood at the origin of
the Kazakh folk instruments orchestra, playing a
significant role in its creation, and today this area
has blossomed. Thanks to his professional ap-
proach, Kazakhstan developed many important di-
rections of musical culture such as children's mu-
sic, mass songwriting and musical education. He
was one of the few composers of the time who paid
special attention to amateur theatrical and musical
creativity and the involvement of the total Kazakh-
stan’s population. As for his main talent of com-
posing, it is enough to mention only three pieces —
the song "Kazakh waltz", the opera "Abai" and the
Anthem of the Kazakh SSR — to represent the cru-
cial role of Latif Hamidi in Kazakh music. In this
sense, the activities of Hamidi were a clear confir-
mation of the role of the Tatar intelligentsia in the
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development of Kazakh literature and art, which
was recognized only in those early years of forma-
tion, in particular by the prominent public figure
and poet Saken Seifullin.

Latif Hamidi’s music and all his accomplish-
ments are an integral part of the Kazakh culture. At
the moment, in the context of sovereign and inde-
pendent Kazakhstan, this development paradigm
has not lost its relevance. However, Latif Hamidi’s
experience of the development of Kazakh musical
culture and creativity has two features that are pe-
culiar only to that historical period and associated
with the targeted involvement of experts of "non-
indigenous" nations in the development of new
forms of art. It is necessary to dwell on them sepa-
rately.

One of the manifestations of Latif Hamidi’s
Tatar phenomenon was co-authorship — a distinc-
tive feature of the professional Kazakhstan’s com-
position school in its formation period, which is al-
so characteristic of other national musical cultures,
mastering European musical genres and forms. Co-
authorship is a complex, ambiguous, and particular
issue in each case. Hamidi has several examples of
such experiences. In one of his memoirs, he touch-
es upon this subject intentionally, feeling a certain
reticence around the recognition of his creative
work [1: 102]. Without revealing the details of its
creation and tactfully evading a direct answer
about his part, which is always a matter of concern
for the public, Hamidi’s thoughts allow the histori-
cally regular peculiarities of the creative process in
co-authorship to be revealed.

Co-authorship "at a distance", as Latif Hamidi
himself writes, included one of his first songs
"Komsomol Alga!" based on the poem by A.Eri-
keev, which became known in Kazan in the or-
chestral version as S.Saidashev’s work. Hamidi
acted as an expert of Kazakh traditional music in
collaboration with S.Shabelsky creating music for
plays "Arkalyk batyr" by Zh.Shanin, and "Tungi
saryn" and "Koblandy batyr" by M.Auezov (which
later became the material for two "Kazakh suites").
Then he appeared to be a "conductor" of the pro-
fessional academic tradition in a very important
and valuable collaboration with Ahmet Zhubanov.
The fruits of this creative community were the first
Kazakh opera "Abai" (1944) and the opera
"Tulegen Tokhtarov" [4: 316-319]. The Anthem of
the Kazakh SSR (1945) was also co-written by
Latif Hamidi, Mukan Tulebaev and Yevgeny Bru-
silovsky. Composition at that time was dominated
by collective rather than individual creative tasks.
Therefore, creative work motivated by personal,

rather than social ideas admitted the possibility of
different manifestations of co-authorship, in which
the decision was based on the idea of combining
the advantages of each of the authors.

Alongside co-authorship, the Tatar phenome-
non Latif Hamidi is a unique example of an indi-
vidual getting into the intonational world of Ka-
zakh music. He was receptive to the peculiar into-
nation of Kazakh music by virtue of his musical
ear being "tuned in" to the sincerity and attention
of all the manifestations of folk creativity, due to
common Turkic roots and general professional tra-
dition. It is enough to cite a creative interpretation
of the song heritage of Abay, which became the
basis of melodic expressiveness and the depth of
artistic images of the opera "Abai", which is an in-
novative work of art and a Kazakh opera master-
piece [5: 63-64]. The most important task for the
composers of that generation was to write Kazakh
music. Latif Hamidi’s music was perceived as
such. The paradox consisted in Hamidi’s dual situ-
ation (which was also peculiar to other non-
indigenous Kazakh composers). The cultural sig-
nificance of his music created during his time in
Kazakhstan allowed Hamidi to be referred to as a
"Kazakh composer" (in a different context — "na-
tional"). However, the predominant ethnic under-
standing of the meaning of the words "national"
and especially "Kazakh" created a certain limita-
tion of the psychological and axiological order:
does Hamidi belong to Kazakh or Tatar compos-
ers?

In comparison with the situation of Yevgeny
Brusilovsky, another founder of Kazakh profes-
sional music, this axiological paradox was ex-
pressed mildly enough in respect of Hamidi. Due
to methodological problems (including conceptual
and terminological), these contradictions mani-
fested even more dramatically in the value judge-
ment, because there were attempts to unreasonably
belittle the significance of the creativity of E. Bru-
silovsky. Today, the operas "Kiz Jibek" by
E.Brusilovsky and "Abai" by A.Zhubanov and
L.Hamidi are successfully performed in the opera
houses of Astana and Alma-Ata. The question of
terminology has resolved itself due to the changes
in the cultural situation. In the context of today's
perception of intertextuality in musical art we have
gained an understanding of the necessity for relat-
ing the composer to some community (cultural,
historical, social and geographical) and represent-
ing him beyond any ethnic characteristics. In the
context of the modern concepts of culture Latif
Hamidi can be legitimately included both in the
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Kazakh and Tatar "Text of the national culture" (a
term coined by V.R.Dulat-Aleev [6]).

References

1. Khamidi L. Vspominaya o proydennom // Latif
Khamidi: sb.st. / Sost. A.K.Omarova. Almaty: On-
er, 2006. 200 s.

2. Ketegenova N. Latif Khamidi // Tvorcheskie por-
trety kompozitorov Kazakhstana. Almaty: Alatau,
2009. S.114-146.

3. Narodnaya muzyka v Kazakhstane: sb. st./ Sost.
V.P.Dernova. Alma-Ata: Kazakhstan, 1967. 269 s.

4. Kuzembay S. Kyrdeli muzykalyk zhanrlardary
KSRO khalyk batyry Télegen Toktarovtyd beynesi
// ¥lttyk muzykatanu rylymynyo 6zekti maseleleri.
Almaty: Kys zholy, 2012. S.296-326.

5. Zhubanova G. Shedevry kazakhskoy opery // Mir
moy — Muzyka: stat'i, ocherki, vospominaniya /
Sost. i red. D.Mambetova. V 2-kh tomakh, t.1. Al-
maty, 1997. 171 s.

6. Dulat-Aleev V.R. Tekst natsional'noy kul'tury: No-
voevropeyskaya traditsiya v tatarskoy muzyke. Ka-
zan': Kazanskaya gos. konservatoriya, 1999. 244 s.

JJATU® XAMUJU U TATAPCKUA ®EHOMEH
B KABAXCKOM MY3BIKAJIBHON KYJbTYPE

Ymutxan PaxmeryisioBaa JIxxymakoBa,

Ka3zaxcknii HaIMOHAJIBHBIN YHUBEPCUTET UCKYCCTB,

010000, KazaxcraHn, r.Acrana, np.Tayencuzauk, a.50,
dzhumit@rambler.ru.

B crarbe paccMmaTpuBaeTcs TBOPUECTBO TaTapckoro kommosutopa Jlatuda Xamuan, ero ponb B
CTaHOBJICHMHM KOMIO3UTOPCKON mIkoibl KazaxcTana n (pOpMHPOBaHNN HOBBIX MY3BIKAJIBHBIX )KaHPOB
B paMKax €BpPONEHCKONW My3bIKaIbHOW Tpaguuuu. Ha pasnuyHBIX mpuMepax M3 TBOPUYECKOH OHorpa-
¢un JI. XaMuan 1 ero My3bIKaIbHOTO HACIEANs IOKa3aHa TECHAsI CBSA3b KOMIIO3UTOPA C POJHOM KyJIb-
TYpOH, TaTapcKUMHU 00pa3zaMu U TeMaMH. B To e Bpems Takue BakHbIE MOMEHTHI B TBOpuecTBe Jla-
tnda XaMuan, Kak Ka3axcKas HHTOHAIIMOHHOCTb, TPOHMU3BIBAIOIIAS €r0 MPOU3BEIACHUS, a TAKKE MYy-
3bIKa, OCHOBAHHAsI Ha COABTOPCTBE, IPEACTABIAIOT OMBIT OCMBICIEHHUS Ka3aXCKON KyJNbTYpHI JesTeNs-
MU JPYTUX HAIIMOHAIBHBIX KYJBTYP Ha HCTOPUYECKOM 3Talle CTAHOBIICHHUS HOBBIX OYaroB My3BIKaJIb-

HOTO UCKYCCTBa.

KiroueBble cioBa: KOMIIO3UTOPCKAs MIKOJIa Ka3aXCTaHa, Ka3axCkasd MY3blka, COaBTOPCTBO, Ka-

3axXCKasi MTHTOHAIITUOHHOCTb, UHTCPTCKCTYAJIbHOCTb.

B dopMupoBanny My3BIKQIBHONH KYIBTYPHI
Kazaxcrana 3HaYMTEIBHYIO POJIb CHITpAJI TaTap-
ckuii kommosutop Jlarud Xamumu. 3amaya npen-
JlaraeMoM CTaTbM — 0XapaKTEpPU30BaTh TBOPUYECTBO
KOMIIO3UTOpa B IIEJIOM U ONpEAeTuTh Hamboiee
CYHICCTBCHHBIC €ro 4YCpThl, LCJIb CTaTbUu —
HaIpaBUTh UCKYCCTBOBEAUECKUH B3I HA TO Ie-
PEIOMHOE BpeMsI B OTEUECTBEHHON HCTOPHH, B Ya-
CTHOCTH B WCTOPHUH MY3BIKH, KOTna (opMHUPOBa-
JIUCh HOBBIE MY3bIKaJbHBIC >KaHPHl U OYaru Ha-
[MHOHAIBHONW MY3BIKaJTBLHOW KYyJIBTYpHl B PECITyO-
mukax Coserckoro Cotoza. OmbIT NpHOOIICHUS
XaMu1 K POACTBEHHON TIOPKCKON MY3BIKAJIBHOMI
KYyJbType MPEACTABISACTCS BaXKHBIM NJIsl MOHUMa-
HUA W OLCHKH XYHOXCECTBCHHLIX IIPOLECCOB, Xa-
PaKTEPU3YIOLUINX PAa3BUTHE MHOTOHALMOHAIBHOIO
uckyccrBa Kazaxcrana Ha COBpEMEHHOM 3Tarle.

Jlatnd Xamuam B Kazaxcrane nmpu3HaH OJTHUM
W3 OCHOBATENECH HALMOHAJIBHONW KOMIIO3UTOPCKOM
LIKOJIBI HApAAY C €r0 COBPEMEHHHUKaMHU AXMETOM

JKyb6anoseiM, EBrenriem bpycumosckum, Mykanom
Tyne6aeBbiM, boprcom Ep3akoBmuem. I1o ncuep-
MIBIBAIOIE IPEJICTABIEHO B CTaThsX, BOCIOMMHA-
HUSX W APYTUX MaTepuaiax pasHbIX JeT, coOpaH-
HBIX B COOpHUKE cTaTei, BeImeniieM B Kazaxcrane
B cepun «Hamm coBpemennukmn» x 100-neturo co
IHS poxaeHuss Xamuau [1].

Komnozurop poauiics B 1906 rony B Kazan-
ckoil TyOepHun. 3aTteM OH xwi B TamikeHte, Tie
yumiica B TaTapcKOM MHCTUTYTE MPOCBEIICHUS
(1922-1926), u B Mockse, Tne okoHumI [lepBrii
MY3BIKaTbHBIA TeXHUKYM (1927-1931). Ero TBOp-
YeCKOE CTAaHOBJIEHHE MPOXOIHMIIO B TECHOM OOIie-
HUU C TaTapCKUMHU MO3TAMH U MY3BIKAHTAMH, C
KOJIJIEKTUBAMH CaMOJIeSTeNbHBIX TeaTpoB. [lepBrie
pou3BeIeHUS XaMHUIN TOKe ObLITH TECHO CBSI3aHBI
C POOHOM €My KyJbTypoOH: Hapsiiy ¢ UHCTPYyMEH-
TaJbHBIMH MbECAMH U MY3BIKOW ISl OpKecTpa Ha-
POIHBIX MHCTPYMEHTOB OH IHIIET MHOTO II€CEeH
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(0CcOOCHHO TS MTKOIBHOTO pernepryapa) Ha CTHXH
ladomynner Tykas, Mycor xanuns.

Buorpadus xommosuTopa cKiajpBajach Tak,
YTO TBOPYECKHE CBSI3U yKpemnuiuch He ¢ Tarap-
craHoM, a ¢ KazaxctaHoM. XaMuau TeCHO OOIa-
Csl C IIPEJCTAaBUTESIMU Ka3aXCKOM TBOPYECKOU HMH-
TEJUIMTEHI[UHU €IIe B MOJIOJBIE TOAbl — CHavaja BO
BpeMsi mnpeOwbBanms B Tamkenre (Kypmanbek
Ixannap6ekoB), 3ateMm B MockBe (Myxrtap Ay-
330B, Axmer XKyOano, Mykan TyneGaeB u mp.).
Bo Bpems ractponbHo# moe3nku no Kazaxcrany B
1926 roay c ancambnem «CuHsisi Oiy3a» COCTOS-
JIOCh €T0 MEPBOE 3HAKOMCTBO C Ka3aXCKOM 3eMJyeit
u HapogoMm. Bumumo, Jlatud Xamumam BocTIpuHU-
Mall KyJbTypy POJACTBEHHOTO TIOPKCKOTO Hapoja
Kak Omu3kyro. [ToaToMy OH MpHHSI NpHUIIIALIEHHE
Kazaxckoro rocygapcTBeHHOTO TeaTrpa ApaMbl U C
1933 roma Hagan paborath B AiMa-ATe, TOCTaBUB
«CBOM TaJaHT Ha CIyXEHHME Ka3aXCKOW My3bIKallb-
HOH KynbType» [2: 114].

Onmnako mns Jlatmda Xamuaw, HaBcerga CBs-
3aBIIETO CBOIO XW3Hb ¢ KazaxcTtaHom, BaKHEM-
UM «QyHIaMEHTOM» B €T0 TBOPUYECKOM M JIMYHO-
CTHOM DPa3BUTHH OCTaBAJIaCh «aypa» pPOAHOU Ta-
TapCKO KyJbTypbl. B CBOMX MeMyapax OH OTMe-
yaet: «llepBoe, uTo s caenanm B TeaTpe, Hamucal
MY3BIKY K IIb€CE TaTapcKoro nucarens TazerauHo-
Ba «J/lokyMeHT», TepeBelNeHHOM Ha Ka3axCKUu
s3Ik K.balicenToBbiM. My3bika Oblia HamMcaHa Ha
MaTepuane TaTapCKUX HApOOHBIX Menoaui» [1:
90]. BrrociiecTBUN «TaTapCKUi CIIEy MPOSIBILIICS
BO MHOTHX CTOPOHAaX AEATEIHHOCTH KOMIIO3UTOPA.
OH mpojomkan MmucaTb MY3bIKY, HAaBESHHYIO Ta-
TapcKUMH 00pa3aMH U TEMaMH.

WNHrepecHo, uto Xamuau, NOJYYUBIIMN H3-
BECTHOCTh KaK CO3JlaTellb IEepPBOr0 Ka3axCKOro
Banbca (1940), coii «llepBbiif Basmbe» (Mpon3Be-
JIEHWe TaK M Ha3bIBAETCS) COYMHHMI B TaTapCKOM
ctune (1922) u, yxe pabdoras B Anma-Ate, s
MIPOJIOJDKEHUST TPO(ECCHOHATBFHOTO 00pa30BaHUs
noctynui B TaTapcKyro OINEpPHYH CTYIUIO IpHU
MoOCKOBCKOW KOHCEPBATOPHH, B KOTOPO OH 00y-
qancst B 1936-38 rr. JunnomHoli pabotoii Tatap-
ckoro komno3sutopa u3 Kazaxcrana crana «Tatap-
CKas coomTa» i cuM(OHHYECKOTro opkecTpa. B
nepuoj y4eObl B Tartapckoil ONEpHOW CTyIUH Y
XaMHuI1 BHOBb YKPEIIAIOTCS CBSI3U C TaTAPCKUMU
KOMIIO3UTOPaMH, YYUBLIUMUCS B MOCKBE B Te Ke
ronel, — C.CaiinamessiM, H.J)Kuranoseim, @.Spyi-
nuHbIM U Ap. Jlatnd Xamuau, Kak U ero KoJierd
n3 TaTtapcraHa, TOXe 3aIyMbIBaJICsS HaJ CO3JaHU-
€M HAalMOHAJIBHOM OIEPHOM IIKOJIBI U TaTapCKOU
OTIEpBHI.
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Wwmst Jlatrda XaMuIu TECHO CBSA3aHO C TIPOSB-
JICHHEM TaTapCKOro (heHOMEHa B Ka3aXCKOW KyJb-
Type. Tarapckast nmuacnopa Oblla M OCTaeTcs OJ-
HOM M3 caMbIX MHOrouucieHHblx B Kaszaxcrane.
BmecTe ¢ Hell yKOpPEHMIIMCh Ha Ka3axCKOH 3eMiie
TaTapCKUe HAPOJIHBIC MEJIOJAUM U UHCTPYMEHTAIb-
HbI€ HAWTPHIMU. XaMmMuId ObLI BHUMATENEH KO
BCEM MPOSBICHUAM POJIHBIX KopHei. C camoro Ha-
YaJjia TBOPYECKOTr0 MyTH €ro Xy/I0KECTBEHHbIE MH-
Tepechl OBUIM «3aBS3aHBD) BOKPYT (OIBKIOPA,
MacCCOBBIX MY3BIKaJIbHBIX XaHPOB U (popm. IlosTo-
My HEYJIUBHUTEIHHO, YTO HAOTIOACHUS XaMUIN Hal
OCOOCHHOCTSIMH OBITOBaHUS TAaTapCKOW TIECHU B
YCIIOBUAX ATHOKYJIBTYpHOU cpeanl Kazaxcrana
MPUBETH KOMIIO3UTOpa K HAy4YHO-MCCIIEZ0Ba-
TEIBCKOH, a 3aTeM U K METOJIUYECKOHN IesTeNbHO-
ctu. B 1930-e roapl oH mpUHUMAN aKTUBHOE y4Ya-
CTHE B TMIOATOTOBKE K U3JAaHUIO COOpHUKA
A.3ataeBuya «50 meceH Ka3aXCTaHCKUX TaTapy» Kak
pedakTop U aBTOp NpeaucioBus. BmocneacTBum
uM ObLTa HamrcaHa cTatba «HapomHas My3bika ka-
3aXCTaHCKHUX TaTap», B KOTOPOHl e€cTh TOHKHE 3a-
MEUaHHUs O paCIIMPEHUU MEHTATOHUKU B Tarap-
CKHX MEJIOINAX TOJI BIUSHUEM Ka3aXxCKOW TeCeH-
HOCTH, B CBOEOOpa3nu KOTOpoil XaMUAN TOXKE XO-
pomro pazoupancs [3: 227-234]. MoXHO CUUTaTh,
YTO 3Ta paboTa OTKPHUIA OJHO W3 HAalpaBICHUN
Ka3aXCTaHCKOTO 3THOMY3BIKOBEJICHUS, TTOCBSIICH-
HOE TeM€ Ka3aXCKO-TaTapCKUX CBSI3CH.

Y auBuTenbHas OOHIMTENBHOCTH, HCKPEHHOCTH
W dYeloBedYeckoe obOasHre XaMHI{d TTO3BOJHIH
00BETMHUTHCS. MHOTHM TaTapaM, >KUBIIAM B AJ-
Ma-Ate. [lo ero MHMIIMATHUBE MPOXOAWIU APYKeE-
CKHE BCTPEYM TaTapCKUX CEMEH, OHU MOIYYUIH
Jake CBOe Ha3BaHME — My3bIKaIbHO-METUITHTHCKOE
obmecrso (MMO).

BrimeckasanHoe xapakTepu3yeT BaKHOE Ha-
MpaBJICHUE TBOpUYECKOH nesrenpHOCcTH Jlatuda
XaMuan, HEMOCPEICTBEHHO CBSI3aHHOE C €T0 POA-
HOW TaTtapcKoi KyabTypoi. OTHOBPEMEHHO pa3Bo-
pauMBanach €ro pPazHOCTOPOHHSIS AESTENbHOCTD,
MOCBSIIICHHAS PAa3BUTHIO MY3bIKATHHOW KYIBTYPhI
Kazaxcrana. becriennsrii Bkinag XaMuad B Ka3ax-
CKYI0 MY3bIKY TIOJYYHJI OTPOMHOE TMpU3HAHUE, 00
3TOM MHOTO HamucaHo [1]. TeM He MeHee OTMETHM
elIe pa3 Te IJIaBHBIC JOCTHXKEHUS, Olaromaps Ko-
TOPBIM UMsI TATAPCKOTO KOMIIO3UTOPA HEPA3PHIBHO
CBSI3aHO C Ka3aXCKOW KyJNbTypoil. XaMUAu CTOSN Y
HUCTOKOB OpKECTpa Ka3aXCKUX HAPOJHBIX HHCTPY-
MEHTOB, CBITpall 3HAYUTEIbHYIO POJb B €r0 CO3/a-
HUHW, U CErofHs 3Ta 00JacTb MY3BIKaJIbHOTO HC-
KycCTBa MHOT000Opa3Ho paciBena. bmaromaps ero
npoeccHoHANBHOMY TOJX0ay, B Kazaxcrane mo-
JyYUJIU PA3BUTUE TAKUE BaXKHBIE HAIIPABJICHUS MY-
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3BIKAJIBHOM KYJIBTYpBI, KaK JETCKas My3bIKa, Mac-
COBOE TICCEHHOE TBOPYECTBO UM MY3BIKaJIbHOE 00-
pazoBanue. OH ObUT OAHMM W3 HEMHOTHX B TO
BpeMsi KOMIIO3UTOPOB, YAENSIBIINX 0co00e BHUMA-
HUE CaMOJICATCILHOMY TEaTpalbHOMY W MY3HI-
KaJIbHOMY TBOPYECTBY U BOBIICUCHHUIO B HET'O BCETO
HaceneHus pecryOnuku. UTo kKacaeTcs OCHOBHOTO
€ro TaJaHTa — KOMIIO3UTOPCKOTO, TO TOCTATOYHO
Ha3BaTh U3 BCEr0 CO3/IaHHOTO UM TOJBKO TPH IMPO-
u3BeneHuss — necHio «Kazaxckuil Baibey», omnepy
«Abait» u 'mmu Kazaxckoit CCP, aTo0sI mpesacTa-
BUTh OrpoMHOe 3HadyeHue Jlarnda Xamuau s ka-
3aXCKOW My3bIKM. B 3TOM cMbICie AESITENbHOCTh
XaMuu SIBISETCS SAPKUM TMOATBEPKICHUEM POIU
TaTapCKOM MHTEJUIMTCHLIUH B Pa3BUTHH Ka3aXCKOM
JTUTEPATYPHl U UCKYCCTBA, KOTOpas MOJIy4YHia mpu-
3HaHUE YK€ B T€ JAJEKUE TOJbl CTAHOBIECHUS, B
YaCTHOCTH BHJIHBIM OOIIECTBEHHBIM [EATENEM U
nostoM Cakernom Cel(yUIMHBIM.

Mys3sika Jlatuda Xamuau u Bce ero JOCTHXKE-
HUS SBIISIOTCS. HEOTHEMJIEMOM YacThIO Ka3axCKOM
KyIbTyphl. B Hacrosimee Bpems B KOHTEKCTE Te-
Ieps y>XKe CyBEpeHHOro M HesaBucumoro Kazax-
CTaHa 3Ta NapajurMa pa3BUTHUS HE yTpaTUia CBOEH
akTyasibHOCTH. HO ONBIT OCBOEHUSI Ka3aXCKOM My-
3BIKAJILHON KYJIBTYPHl U TBOPUYECKOTO CO3UAAHMS
Jlatuda Xamuau umeeT Beé OCOOCHHOCTH, CBOWA-
CTBEHHBIE TOJBKO TOMY HCTOPUYECKOMY BPEMEHHU
U CBSI3aHHBIC C IIETICBHIM IPUBJICUYCHUEM CIICIHA-
JUCTOB «HEKOPEHHOW» HALIMOHAIBHOCTU AJIA CTa-
HOBJICHHS HOBBIX (hopM HCKyccTBa. Ha HUX HEo0-
XOJIUMO OTJIETHHO OCTAHOBHUTHCSI.

B Tarapckom ¢enomene Jlatuda Xamumu
CBOEOOpA3HO MPOSIBUIIOCH COABTOPCTBO — OTIMYH-
TENBHOE CBOMCTBO MPOPECCHOHAIBLHOW KOMIIO3H-
Topckoit mkonbl Kazaxcrana mepuojia cTaHOBIe-
HUS, XapaKTEPHOE TAKXKe OJIsl APYTHUX HAllMOHAJb-
HBIX MY3bIKaJbHBIX KYJIBTYpP, OCBAaUBaBIIUX EBPO-
MeHCKUEe MYy3bIKaJIbHBIC JKaHpbl U (Gopmbl. Coas-
TOPCTBO — CJIO>KHBIN, HEOJAHO3HAUHBIN U B KOXKIOM
KOHKPETHOM ciydae OCOOBI Bompoc. Y XaMumu
€CTh HECKOJIBKO MPUMEPOB TAKOro OmbITa. B ox-
HOM U3 CBOMX BOCIIOMHWHAHUN OH CIEIUAIBHO 3a-
TparuBaeT 3Ty TEMYy, OLIyIlas ONpelciCHHbIE He-
JIOMOJIBKM BOKPYI IPU3HAHUSL €r0 XyJ0XKECTBEH-
Horo Tpyna [1: 102]. He packpsiBast monpobHocTeH
«TBOPYECKOM KYXHU» M TAaKTHYHO YKIOHSSICh OT
MPsIMOTO OTBETA OTHOCUTENIBHO JOJM Y4aCTHs, KO-
TOpasi BCETJIa B TOM BOIIPOCE BOJIHYET OKpPYXKaro-
[UX, Pa3MBIIIICHUST XaMUAH MO3BOJISIOT BCKPHITh
B COaBTOPCTBE MCTOPUYECKU 3aKOHOMEPHBIE OCO-
OEHHOCTH TBOPUYECKOTO Ipoliecca.

K coaBTOpCTBY «Ha PacCTOSHUW», KaK MHUILIET
cam Jlatnd Xamuau, OTHOCHTCS OfHA U3 MEPBBIX

ero mnecen «Komcomonm amral» Ha cTHXH
A EpukeeBa, koTopas B OpPKECTPOBOH pelaKkLIuu
npuobperna n3BecTHOCTh B Kazanu kak mpownssene-
HHE C.Caiinamesna. B COABTOPCTBE c
C.llIabensCKkuM B CO3aHUM MY3BIKH K CIICKTAKIISIM
K.Illanuna «Apkansik 6aTeip», M.Aya3oBa «TyH-
ru capbi» u «KoOmanap!r OaTeip» (CTaBIIel BIO-
CIENCTBMM MarepuaioM miusi AByx «Kazaxckux
CIONT») XaMHIOM BBICTYIHJ B KauecTBe 3HATOKa
Ka3axCKOM TpaJuLUOHHOW MYy3BIKH. A B OYEHb
BXHOM M JOPOTOM Jisi XaMHUAH COAaBTOPCTBE C
AxmeroM JKyOGaHOBBIM OH OKazajics «IpPOBOIHH-
KOM» TIpOo(heCCHOHANBHON aKaleMU4YeCKON Tpaau-
nuu. [lmogamu 3TOro TBOPYECKOTO COAPYKECTBA
SIBJIIIOTCS TIEPBasl Ka3axckas omnepa «Aoaii» (1944)
u onepa «Tyneren Toxtapos» [4: 316-319]. ['umu
Kazaxckoit CCP (1945) Toxke ObLT HaImHMCaH B CO-
aBropctBe Jlatnda Xamuan ¢ Mykanom Tymebae-
BbIM U EBrenuem bpycunosckum. B xommnosurop-
CKOHM JNesTeNbHOCTH TOTO BPEMEHH Ipeobiamau
KOJUIEKTUBHBIC, 2 HE WHAMBHUyaJbHBIE XYIOXKECT-
BeHHBIE 3a7auu. [loaToMy TBOpUECTBO, MOTHBHUPO-
BaHHOE HE JIMYHBIMH, a OOLECTBEHHBIMH HICAMH,
BKITFOYAJIO BO3MOXXHOCTH PA3TIMYHBIX MPOSBICHUIH
COAaBTOPCTBA, B KOTOPBIX pELIEHHE HJEH CTPOU-
JIOCh Ha OOBEAMHEHUU MPEUMYLIECTB KaXIOTo W3
aBTOPOB.

Hapsinmy ¢ coaBTOpCTBOM TaTapckuii (peHOMEH
Jlatnpa Xamuau SBISETCS YHUKAIBHBIM TMpPHMeE-
POM HMHIVBHIYaILHOTO BXXWBAaHUS B MHTOHAIIMOH-
HBI MHUp Ka3axCKOW My3bIkH. B cuity cBoero my-
3BIKATBHOTO CIIyXa, «HACTPOEHHOTO» Ha HMCKpPEH-
HOCTh U BHHMaHHE KO BCEMY HapoJHOMY, Omaro-
Japst oOIUM TIOPKCKUM KOPHSIM M 0011eit mpodec-
CHOHAJBHON TpajuIlUU, OH OYEHb TOHKO MPOUYB-
CTBOBaJl Ka3axCKyl0 HHTOHAIMOHHOCTh. JlocTa-
TOYHO TIPUBECTH B MPHUMEP TBOPUYECKOE OCMBICIIE-
HME IECEHHOTO Hacienaus Abas, cTaBllee OCHOBOM
MEJIOANYECKOH BBIPA3UTEIBHOCTH U TIIyOUHBI Xy-
JIO’)KECTBEHHBIX 00pa30B ormepsl «Abaii», HOBaTOp-
CKOTO TIPOM3BEACHUS U Ka3aXxCKOTO OMEPHOTO Iie-
neBpa [5: 63-64]. Hanmcarh Ka3axCKyr MY3BIKY —
Takas CBepx3ajada CTosja Mepes KOMIO3UTOpaMHU
toro mokoneHus. My3biky Jlatuda Xamuan Takon
u BocupuHuUMaIy. [lapagokc cocTost B TOM, 9TO Y
Xamuau (BIIpoveM, Kak ¥ y JPYTHX KOMIIO3UTOPOB
HEKa3aXCKOW HAIMOHAJIBHOCTH) OblIa TBOMCTBEH-
Has cutyanus. [1o KyJIbTyposornyeckoi 3HaUuMo-
CTU MY3bIKH, CO3/JaHHOHM UM B niepuoJ xu3Hu B Ka-
3axcTaHe, XaMHIU OTHOCWIN K «Ka3aXCKUM KOM-
MO3UTOpaM» (B JIPYyroM KOHTEKCTE — K «HAIHO-
HaJNbHBIMY»). OJHaKO Mpeobafaoliee 3STHUIECKOe
MIOHMMAaHHUE CMBICIIA CJIOB «HAIL[MOHAIBHBIN», TEM
0ojee «Kxa3aXxCKHil», CO3[aBaI0 OMpPEEIIEHHOE OT-
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paHUYEHHE IICUXOJOTMYECKOTO0 M aKCHUOJIOIHYe-
CKOro nopsaka: XaMuau — Ka3axCKUW WU Tarap-
CKHUH KOMIIO3UTOP?

B otHOmennn XaMuau 3TOT aKCUOJOTUYECKUNA
mapajgokc ObUT emle AOCTATOYHO MATKO BBIPaKEH
[0 CPaBHEHMIO C CUTyallMel BOKPYT JIPYroro oc-
HOBOIIOJIO)KHUKA Ka3aXxCKOM mpodeccnoHaabHON
My3bIkH — EBrenust bpycumnoBckoro. OTH mpoTH-
BOpeYrsi B I[EHHOCTHOM OCMBICICHHH, 00yCIIOB-
JICHHBIE METOJIOJIOTUIECKUMH TIpobieMamMu (B TOM
qHclie MOHITHHHO-TEPMHUHOIOTHYECKUMH), TIPOSB-
JSTMCh, MOXKHO CKa3aTh, JaXke JpaMaTHYECKH,
BeJb OBUIM M TOIBITKH HEOOOCHOBAHHOTO NMPUHHU-
J)KeHUsI 3HadyeHus TBopuecTBa E.bpycuiorckoro.
Ceronus oneprl «Kb13 XXubex» E.bpycumoBckoro
n «Abai» A.XKybGanoa u Jl.Xamumu ¢ ycrnexom
3By4aT Ha CLIEHE ONEPHBIX TeaTpoB ACTaHbl U AJ-
Ma-ATbl. A TEPMUHOJIOTMYECKHUNA BOMIPOC, B CBSI3H C
HW3MEHEHHWEM CUTYallil B KYJIbType, caM co00I0
paspemmiica. B KOHTEKCTE CeroHALIHEro BOCIpPHU-
ATHS UHTEPTEKCTYaIbHOCTH MY3bIKAIbHOI'O UCKYC-
CTBa MpPHIUIO NMOHHUMAaHHE HEOOXOTUMOCTH COOT-
HECEHHUSI KOMIIO3UTOPa C KaKoH-THOO OOIIHOCTHIO
(KyTbTYpHO-HCTOPUIECKOM, 001I1eCTBEHHO-
reorpau4eckoi) 1, COOTBETCTBEHHO, €ro pernpe-
3CHTAIIMM BHE THUYECKUX XapakTepuctuk. B yc-

JIOBUSIX COBPEMEHHBIX KOHIICTINH KyIbTyphl Jla-
i XaMuIu MOXKET OBITh C TIOJHBIM OCHOBaHHUEM
BKJIIOUEH U B Ka3aXCKui, U B Tarapckuil «Tekct
HallMOHATBHOU KyJNbTypeD» (Tepmuu B.P.[ymar-
Aneesa [6]).
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THITBI3 OoitoHeme KypcoTenmo. JlaTeriig Xomuam mokaThIHAAa My3BIKadb COHTATBTO SHA TOPIOP
OapibIKKa KWIYHEH TAapHXH JTAIUIAphIHAA OallKka MOASHHMAT OENrewIopeHeH Ka3zaX KyJbTYpachlH
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