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Muzafarov Mansur
Akhmetovich ~ (03.06.1901' —
11.21.1966) was a composer, teach-
er, Honored Artist of the TASSR
(1950) and People's Artist of the
TASSR (1964). He was the first Ta-
tar composer with a higher special-
ized education. He began his crea-
tive activity as a member of national
instrumental ensembles. In 1931, he
graduated from the Ethnographic
Department of the Moscow Con-
servatory. In 1938-1939, he studied
at the Tatar Opera Studio of the
Moscow Conservatory. From 1945,
he taught at the Kazan Conservatory
(in 1949-1961 he was the head of
the Composition Department). Over
the years, he conducted creative
work on the radio and in the Tatar

Mo3adgdapoB Mancyp OXMOT
YJIbI (06.03.19012 — 21.11.1966),
kommosutop, neaaror, TACCPHBIH

aTKa3aHraH CoOHraTh OJIUICKIece
(1950), TACCPHBIH XallbIK apTH-
crel (1964). IOraper maxcyc 6e-
nemiie OepeHue TaTap KOMIIO3HTO-
pbl. IDKamy OSUIYOHIIETeH MWLM
MHCTPYMEHTaJIb aHCaMOJIBJIOp KaT-
Halry4bichl Oynapak Oauuibsiid. 1931
enga Mockay KOHCepBaTOPHICEHEH
STHOTpauK OYJEereH ToMaMIIBIH.
1938-1939 emmapma Mackay KOH-
cepBaTopusice KapluslHIarsl Tarap
omepa CTyAMUACEHIS YKbId. 1945
enan Kazan xoHcepBaTtopHsaceHId
ykbiTa (1949-1961 ennmapnma Kom-
mo3unus  Kadeapachl  MeIHpE).
Tepne emnapna panuona, Tarap
orepa hom Oaner TeaTpblHIa MXKAT

My3adapos Mancyp Axmero-
Buu  (06.03.1901° — 21.11.1966),
KOMITO3UTOp, MeIaror, 3aci. aes-
tenb uckycctB TACCP (1950), Ha-
pomusrit  aptuct TACCP  (1964).
IlepBbIif TaTapckuil KOMIIO3UTOpP C
BBICIIMM CIEIHANTbHBEIM 00pa3oBa-
HHEeM. TBOpYECKyl0 [eSATeITbHOCTh
Hayal B KayecTBE YYaCTHHMKA Ha-
[UOHAJIBHBIX ~ MHCTPYMEHTAJIBHBIX
ancamobneii. B 1931 r. okoHumia 31-
Horpaduyeckoe otaereHue Moc-
KOBCKOW KoHcepBaropuu. B 1938—
1939 rr. obyuancs B Tarapckoit
onepHo cTyauu npu MoOCKOBCKOH
koHcepBatopun. C 1945 r. npemno-
naBan B KazaHckol KOHcepBaTOpUH
(B 1949-1961 r1r. 3aB. kadempoit
KOMITO3UINK). B pasHble ronsl Ben
TBOpYECKYI0 paboTy Ha paauo, B

! In the course of our research work, we detected an error in the dating of the composer's birthday. Based on the
available archival information, we consider it necessary to make the necessary adjustments. The mistake was made
due to the fact that the anniversary of M. Muzaffarov was celebrated in 1962 instead of 1961, the event was actual-
ly postponed for a year, because the organizers did not have enough time to prepare it.

Tukmepeny suutope OGapblmbiHIa 6€3 KOMIIO3UTOPHBIH TyraH KeHe JaTHPOBKAChIHa XaTa TaNnThIK. TaObuiraH ap-

XMB OeJIeIMace HUTE3EH 19 THEIIIe TO33TMAJIOp KEePTYHE Jiopec UM caHbliob3. by xara M.Mo3zaddaposHsir 1961
enga Oynran roOwieeH 1962 emga Owirenan yrenye apkachblHAa KHWJen 4YbIKKaH. FOOMIEHHBI 93epiopro BakbIT
KUTMOI'SHJIEKTOH aHbl MKEHYE eJIra Kydepepra OyinraHHap.
*B MpoIIecCce Hallel UCCIIeI0BATENIbCKON PaboThl MBI BBISIBUIIM OITHOKY B JATUPOBKE JHS POKIECHUS KOMITO3UTOPA.
Ha ocHoBaHnm umeromnieiics apXuBHOW CIPaBKH CYUTAaeM HEOOXOIMMBIM BHECTH KOppeKTHBHI. Ommbka Oblia 10-
MyIIeHa u3-3a Toro, 4to rodmneid M. My3adaposa otmeuaincs Bmecto 1961 1. B 1962 r. Meponpusitue Ha gene 051710
MEPEHECEHO Ha rojl, TaK KaK Y OpraHU3aToOpOB HE XBATHJIO BPEMEHH JJISl €r0 MOrOTOBKH.
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Opera and Ballet Theatre.

Muzafarov’s legacy as a com-
poser is extensive: from arrange-
ment of folk tunes, original songs,
romance songs to large-scale works
in the genres of opera, symphonic
poem and instrumental concert.

The name of Mansur Muzafarov
is associated with the Children's
Music School No. 18, located in the
Kirovsky district of Kazan. This
school hosts the Republican Compe-
tition “Mozaffarov kichlare”
(“Muzaffar Evenings”).

A memorial plaque to the com-
poser was installed in Kazan at 5
Nikolaev Street.

SIIYSHIIETE QJIBII Oapa.
M.Mo3abbapoBHBIH KOMIIO3UTOP-
JNBIK ~ MHpacel  3yp:  (OIBKIOP
KOWJlope, OpHTHHAIb  SKbIpJap,
JKBIp-pOMaHCIapIaH ajbll, omepa,
CUM(OHHUK TT03Ma, HHCTPYMEHTANb
KOHIIEPT YKaHPIIAPBIHIIA 3yp
Kylnomie ocopiop Oap. Mancyp
Mo3zaddapo  ucemen  Kasan
mshapener Kupos paiioHsiHzIa yp-
HamkaH 18 HYe Oananmap My3bIKa
MOKTa0€e #epTa. MokTan 0a3achiH-
na «MozaddapoB Kuuiope» pec-
nybnuka Ooiirece y3abipsiia. Kom-
Mo3uTOpra ucranexie Takra Ka-
3aHga  HukomaeB ypambBIHBIH 5
HOpTHIHA KyeINTaH.

TarapckoM Teatpe onepsl U 6ajera.

Komnosurtopckoe Hacnenue My-
3adapoBa oOmuUpHO: OT 00pabOTOK
(OTBKIOPHBIX  HANEBOB, OpUTHU-
HalbHBIX IIECEH, IIECCH-POMAHCOB
JO MacmTaOHBIX INPOM3BEICHUI B
JKaHpax OImepsl, CcUM(OHMYECKON
M03MBI, HHCTPYMEHTAJIBHOTO KOH-
Lepra.

Wms Mancypa MysadapoBa Ho-
cur Jlerckas My3bIKaJIbHasl IIKOJIA
Ne 18, pacnonoxxennas B Kupos-
ckoM paiioHe ropoaa Kazanu. Ha
0a3e MIKOJBI MPOBOAMTCS Pecmy0-
JUKaHCKUH KOHKypc «Mo3addapon
krnwnope» («MyzadapoBckue Bede-

pa»).

The work of Mansur Muzafarov, a
representative of the older generation of Tatar
composers, has been a remarkable phenomenon in
Tatar professional music since his birth and the be-
ginning of his professional career ([1], [2], [3]. [4].
[5], [6]). The composer’s worldview was shaped
during the period of a strong rise in the national
self-consciousness of the Tatar people during the
years of the First Russian Revolution. From early
childhood, the son of the famous Tatar poetess
rapidly developed, surrounded by prominent
figures of Tatar national literature and art, such as
Gabdulla Tukay, Galimzyan lbragimov and Salih
Saydashev. He devoted his whole life to music,
creativity and education of young Tatar musicians.

Throughout his career, M. Muzafarov
consciously relied on the principles of realism and
greatly contributed to the establishment of the
spirit of nationality, internationalism and
democracy, fidelity to the truth of life and deep
humanity in the young national art.

Like other artists, Muzafarov had his own
range of images. In most cases, this was a lyrical
hero, who was in love with the surrounding life
and glorified the beauty of the world. Often, the
image of a poet was his protagonist, depicted both
as a historical figure and a symbol of art, personi-
fying folk thought and honor. In this sense,
Muzafarov’s protagonist became the first example
of interpretation of the image of the poet in Tatar
music (the symphonic poem “In Memory of
Gabdulla Tukay”) and his role in history.

Muzafarov’s creativity is characterised by the
desire to see light in life, to find the ideal. It is
more important for him to affirmrather than to de-

[TamsaTHAsT MOCKa KOMIIO3UTOPY
ycraHoBieHa B Kaszanu Ha yn. Hu-
KoJIaeBa, 1. 5.

ny, to describe internal contradictions and people
who are more purposeful than angry, who can find
ways leading to goodness and justice. In this re-
spect, he is close to the Russian classics Glinka,
Borodin and Rimskiy-Korsakov.

The characteristic feature of Muzafarov’s tal-
ent is his search for the lyrical aspects of his na-
tion’s artistic thinking. This is due to the emotional
and psychological nature of the composer himself,
with his incredible modesty, amazing humanity,
deep love for his nation, as well as with a rich mu-
sical talent as a composer and his ability to convey
an extraordinary variety of emotions through mu-
sic.

It is noteworthy that the lyrical trend that dis-
tinguishes Muzafarov from other Tatar composers
remained unchanged throughout his creative work,
which changed and enriched due to the penetration
of epic and dramatic mobile qualities into his mu-
sic, strengthening generalized philosophical prin-
ciples in the themes of his works.

Muzafarov’s creative heritage is distinguished
by a variety of genres. His works contributed to the
genre enrichment of Tatar professional music as he
was the first in Tatarstan to compose in multiple
genres.

The works of the composer in the field of sym-
phonic music are of particular importance, espe-
cially in the genre of the program poem. He en-
joyed great success, raised an important topic in
the history of Tatar progressive thought, such as
the theme of the great Tatar poet Gabdulla Tukay
(his symphonic poem “In Memory of Gabdulla
Tukay”). The fact that he raised the theme of the
fiery revolutionary Mullanur Vakhitov (“In
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Memory of Mullanur Vakhitov”) indicates that the
composer turned to events that were of interest to
the broad masses of the people. The works of Man-
sur Muzafarov show his high professional skills
and a great talent of the real artist. He initiated the
genre of program-lyrical-dramatic symphonic po-
ems in Tatar music.

Mansur Muzafarov became one of the founders
of the national symphony. Among his works are
“Overture on Tatar Folk Tunes” (1932), “Sympho-
ny in E Minor” (1944), “Overture on Folk Tunes”
(1951) and “Sinfonietta in Three Parts” (1954).
Despite the fact that he did not reach classical
heights in this area, his symphony, for the first
time among Tatar works, reached a wider audience
and was of great assistance to novice composers,
such as A.Klyucharev, A.Valiullin and
A. Monasyipov.

M. Muzafarov also became the first among
national composers to master the genre of violin
concerts. In this genre, he managed to create works
that are distinguished by their melodic beauty,
national color and inexhaustible lyrical flow, such
as “Violin and Concerto for Orchestra No. 1”
(1959), “Violin and Concerto for Orchestra No. 2”
(1962).

As early as at the first stages of the formation
of Mansur Muzafarov’s symphonic style, its main
feature could be clearly defined — the inextricable
link between instrumental music and folk
songwriting. Starting with a direct quotation of
Tatar songs, some of their motifs and features, and
applying his natural keys, intonation patterns and
flexible plastics, Muzaffarov found his original
themes similar to folk music.

In certain works, folk melodies often freely
coexist with the melodies born of the composer’s
imagination. Just as melodic chants are formed by
different variations of the same intonation,
Mozaffarov’s symphonic themes gradually grow
from melodic elements that are similar to each
other. The development of the theme in his ar-
rangements is also determined by the undulating
movement. It was in his mature works that the
composer achieved generalization of the elements
of the folk song language in a new way. His best
works evidence this.

The formation of Tatar symphonic music was
strongly influenced by other nationalities, in
particular, Russian national culture. The masterful
combination of new melodies and rhythms,
interesting dramatic techniques with a national
element brought new fresh trends into Muzafarov’s
work.

It should be noted that Muzafarov’s symphonic
works are associated with other genres, in
particular with opera. The mastery of arranging
melodies developed at the time of his careful work
on opera recitatives. It was the work on the opera
that helped him achieve the vivid imagery of
instrumental thematics. The opposition of
instrumental thematics and the song-vocal trend in
Muzafarov’s work stem from opera dramaturgy
too.

Owing to the constant interaction of song and
instrumental genres, the blending of national and
classical cultures, Mansur Muzafarov achieved
significant success in creating a new symphonic art
in Tatar music.

Turning to the opera genre, Mansur Muzafarov
chose the plots that were familiar and well-liked by
a wide range of people. The composer used the
intonational richness of popular folk songs that
helped him reveal their content. This can be exem-
plified by his first opera “Galiabanu”. In the
national republics, where opera art was just
beginning to develop, the practice of quoting folk
melody can only be traced from a historical point
of view. At certain stages of opera formation, this
method had the right to exist. Moreover, it was
necessary for the composer to attract different
groups of the population to a new opera culture.
This historical process was observed in Tatarstan,
where the art of opera appeared only in Soviet
times. In another opera “Zulkhabira”, M.
Muzafarov abandoned the idea of quoting folklore,
reaching new heights in summarizing the elements
of his people’s musical language. Unlike
“Galiabanu”, this opera is based not on a song, but
on a bayt. The bayt is a special genre of Tatar
folklore, which involves a dramatic development
of the storyline and requires new means of
description. The combination of musical and poetic
ways of the bayt genre with opera specifics was M.
Muzafarov’s  new  accomplishment. The
transformation of a national feature into a high-
quality, truly theatrical and musical vocabulary
was a new stage in the development of national
opera forms. Mansur Muzafarov’s work proves it.

Muzafarov’s musical and theatrical works
expanded the genre palette of Tatar opera. His
name is associated with the emergence of a lyrical-
everyday opera in Tatar music.

The name of Muzafarov is also inseparable
from the history of the Tatar song art development.
Together with  Salih  Saidashev, Alexander
Klyucharev, Dzhaudat Fayzi and Zakhid
Khabibullin he initiated the creation of new Tatar
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Soviet songs. Like many composers of the repub-
lic, he expressed in music his attitude to all signifi-
cant events of that time. The emotional world of
Muzafarov’s music conveyed the devoted love of
his contemporaries for their Motherland and their
people, a sense of pride in their great deeds. In
Muzafarov’s songs, the listener is attracted by sim-
plicity, sincerity and obvious emotionality. In his
best songs, each phrase is perceived as the inner
experience of each performer, it sounds amazingly
fresh, uniquely beautiful.

The thematic range of the composer’s songs is
very wide (Motherland, his contemporaries, songs
about pure love and funny songs); in them, the lyr-
ical comonent occupies the main place, the com-
poser makes an attempt to lyrically interpret even
non-lyrical topics. The reason for this is Muzafarov
himself, a lyrical composer. Even ordinary things
he presents from an emotional and personal point
of view, usually considering the feelings and expe-
riences that are close to the masses.

The composer’s intonation changes are clearly
manifested in the genre of his songs. For example,
each period of his creative work has its own de-
scriptive means: the songs of the 1930s are charac-
terized by bright and joyful cheerfulness, their sim-
ilarity to folk tunes. In his post-war works, a ten-
dency to harmonious lyricism is clearly expressed,
while the works of the 1950s and early 1960s are
both of lyrical and philosophical in nature, they are
distinguished by the strengthening of individual
style, the search for new intonations.

In a song, the main means of description is the
melody. The bright, figurative accuracy of melo-
dies contributed to the popularization of
Muzafarov’s songs. His melodies are similar to
folk ones without copying “from others”, i.e.
“quoting” them; folk melodies are so subtly trans-
mitted that they sound like new (original) melo-
dies. Let us recall the words of B. V. Asafiev about
the work of Glinka: “It is important not to copy the
elements of the folk musical language, but, by gen-
eralizing these elements, to raise the musical con-
sciousness to a new level”. These words can also
be referred to Mozafarov. They reflect his tireless
work in collecting and arranging samples of folk
vocal art, his deep penetration into the spirit and
essence of folk melodies. But Muzafarov’s work
has its own self-created face and its own character-
istic features: emotional intensity, depth of thought
and melodies that radiate an unstoppable flame of
feelings. In the best examples of his work, the
melody spills freely and widely into a vast range,
and the direction of growth expands like rings on

water. The significance of the initial broad intona-
tion is great in them (this is often achieved through
a sexta, sometimes through a septima interval, in
many cases it is due to a double interval). And in
cheerful tunes such a significance of the initial in-
tonation is associated with narrower intervals — a
tertia, a quarta (for example, “A Postman’s Song”,
“A Handkerchief”). No matter how wide and free
the melodic images of Muzafarov’s songs are, they
always rely on the pentatonic scale inherent in folk
melody. That is why they are easily assimilated,
quickly perceived, despite all the intonation novel-
ty, complexity and originality.

Another feature in the intonation development
of Muzafarov’s melody is the combinations inher-
ent in Tatar folklore (the main tone is surrounded
by neighboring sounds, forming a kind of “fellow-
ship”). In the works of Muzafarov, there is a com-
bination of closed intervals (secunda, tertia) and
forming tones (quarta, quinta, sexta) (“The Quiet
Garden”, “The City Girl”, “Climbing the Ural
Mountains”). This approach adds a special full-
ness, stability and objectivity to the composer’s
lyrical melodies. His heroic-solemn songs are
characterized by purposefulness due to the gradual-
ly growing tension flow (the song “Motherland”).

Mansur Muzafarov made a great contribution
to the development of Tatar folk songs. He en-
riched vocal works with new images and new types
of genres. According to the musicologist A. Sohor,
in the vocal music of the 1960s, there was a pro-
cess of convergence of different genres with their
active penetration into each other. Their bounda-
ries were changing and composers searched for
new genre types. Keeping pace with the require-
ments of that time, Mansur Muzafarov found a
synthesized genre of a combined song-romance
type.

His detailed work on the Tatar musical folk-
lore, helped the composer achieve a high profes-
sional level and gain ideological and aesthetic ma-
turity. Probably, the main feature of his style
should be called national specificity. Muzafarov
was one of the creators of the history of Tatar na-
tional music as he was one of the founders of the
national musical language. It was folk songs that
influenced the formation of the composer’s style
and established the predominance of certain artistic
techniques in his work. Muzafarov’s creative path
began with his deep assimilation of folk songwrit-
ing. Mansur Muzafarov’s creative arrangement of
hundreds of Tatar folk songs proves that the com-
poser tirelessly looked for the original folk quali-
ties of Tatar music. He became one of those who
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founded the genre of artistic arrangement of folk
works. The composer’s continuous work in this ar-
ea led to real results: making his musical language
more understandable to the people, summarizing
the valuable elements of the Tatar musical culture
and revealing his own independent style. The great
merit of Mansur Muzafarov is collecting and pub-
lishing Tatar musical folklore.

The methods of folk art are of particular im-
portance in the development of the material. But
this does not mean a direct use of this method, it is
rather a thoughtful processing through the prism of
“personal self”. Muzafarov’s instrumental themes
are an example of this, as this was how he worked.
At the same time, the composer often used the
techniques typical of classical music, regularly
employing polyphonic methods, symphonizing the
musical canvas and raising Tatar music to a higher
quality level.

Mansur Muzafarov did a lot to develop the na-
tional musical language. He created his own, origi-
nal style, which, in turn, contributed to the enrich-
ment of all national music. His findings in the field
of harmony and texture are invaluable. The tasks
he set for consolidating harmony with the penta-
tonic scale were successfully solved, he found a
theme that could be transferred to the symphony.

To designate the place that M. Muzafarov held
in the process of the Tatarstan professional music
development, we should also name those great
masters who created music alongside him. First of
all, his friend and colleague Salih Saidashev; then,
composers  Alexander  Klyucharev,  Nazip
Zhiganov, Farit Yarullin, Zahid Khabibullin and
Jaudat Faizi. Their creative work was closely relat-
ed to folk art, to major topics. Still, each of them is
extremely unique in their concrete expression. All
of them had a great influence on the development
of Tatar musical art.

Composers of the younger generation carefully
study Muzafarov’s oeuvre and continue his tradi-
tions in their works. This is mainly true of the lyri-
cal realm of music. Like Muzafarov, their lyrical
images attract our attention with their natural
sound of the melodic development, the free flow of
musical thinking. The lyrical tune characterizes the
works of A. Monasypov and R. Enikeev, but at a
new stage, in completely different conditions. We
feel the influence of Muzafarov’s song traditions in
the works of R. Enikeev, A. Monasypov, I.
Yakupov and R. Yakhin in strengthening their in-
dividual nature, its promotion to the fore. M.
Yarullin and R. Bilyalov are working in the genre
of creative arrangement. Moreover, like

Mozafarov, R. Bilyalov has composed entire in-
strumental cycles based on folk songs. The sym-
phonic poems by F. Akhmetov and A. Monasypov
enriched the genre that Muzafarov had worked on
in his time. Their one-part program works were
dedicated to their contemporaries —poet Musa Jalil
and composer Farid Yarullin. The features, similar
to Muzafarov’s lyric-dramatic symphonism, are al-
so observed in chamber works of Tatar composers,
in particular, in the second sonata by Renat
Enikeev, dedicated to the memory of revolutionary
Khusain Yamashev. In fact, it is a piano poem.
Muzafarov’s opera works aroused interest in lyri-
cal and dramatic images which appear in the works
of H. Valiullin, R. Gubaidullin and B. Mulekov.

On February 9, 2022, the grand opening of the
Miras Tatar Music Festival took place at the Salikh
Saidashev State Grand Concert Hall. The program
of the first evening was dedicated to the 120" an-
niversary of Mansur Muzafarov. It was the first
performance of an overture on Tatar themes, creat-
ed in 1938 in the initial period of the composer’s
work. It is based on two Tatar folk songs: “The
Son-in-Law” and “A Cuckoo”. It was composer
Ilyas Kamal who first performed the work, restored
from the manuscripts, which were preserved in the
composer’s archive. The State Orchestra of
Tatarstan also performed “Overture on a Theme in
D” (1932) and a symphonic poem in memory of
Mullanur Vakhitov. Of particular interest to the
audience were such excerpts from the opera
“Galiyabanu” as the Introduction, the aria of
Galiabanu, the Dance, Badri’s song and the Duet.
The soloists were Ilyusa Khuzina and Ruslan
Zakirov. llyas Kamal performed “The Melody” on
the cello, accompanied by the orchestra (orches-
trated by A. Luppov). The people were fascinated
by the composer’s song work. I. Khuzina sang the
song “While Picking Berries”, written to the verses
of Musa Jalil. Singer Almas Khusainov sang
“Motherland”, written to the verses of Munir
Mazunov. The amazing beauty and harmony of the
melody, imbued with a subtle interpretation of the
orchestra and the performance of the talented tenor
A. Khusainov were highly appreciated by the audi-
ence. The event ended with an exceptionally beau-
tiful and emotional concert. Among the partici-
pants was Dina Khisanbeyeva, a teacher of the Vi-
olin Department of the Kazan Conservatory, a lau-
reate of All-Russian and international competi-
tions. [7].

All of the above indicates the enormous role
that Mansur Muzafarov played in the formation
and development of Tatar professional musical art.
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KOMITIO3UTOP MAHCYP MO3ADDAPOB:
Y3EHYQJIEKJIE CTHJIBJIE NKAT

Tarap KOMIO3BUTOPNAPBIHBIH OJKOH OYyBIH
Bokwiie Mancyp Mo3saddapoB wxatel — Tartap
npoecCHOHANb  MY3bIKAChIHIA  aHBIH  TYyraH
BAaKbITbIHHAH aJibIll, COHIaTb4d JXUTJIICTY YOPLIH
9YEHS aliraH dYopaarbl Oep HCKUTKEY TIy3al
kypeweur  ([1], [2], [3], [4], [5], [6D.
KoMMO3UTOpHBIH ~ J©HBbsATAa  Kapamibl  Tarap
XaJIKBIHBIH bepenue pyc peBosmoiusice euiapbiHIa
MWIUIH Y3aHbl KOWIE KYTOpeNenl KHYeproH Jopaa

¢dopmanamtel. Momhyp TaTtap ImareliipaceHeH
yIbI, YCMEp BaKbITBIHHAH YK Tarap MWLM
O1o0UATHI ham COHraTeHeH KYpeHeKJIe
sumeknenope ['abmymna  Tyxkait, [Namumokan

Hopahumos, Camux CoiimomieBnap JIaupaCceHId
KaifHaIIBII YC3. Y3eHeH O6TCH rOMEPEeH My3bIKara,
wkatka hoMm simb  Tarap  My3bIKaHTJIAPBIH
TOPOMSIIOYTS OArbIIIIBIHA.

Y3eHneH wkaT tojeiHaa M. O. Mosaddapos
aHJIBI POBENITd peau3M MPHUHIUILIAPbIHA TasHa,
SAIb MUJLIH COHTaTbT XaJIbIKYaHJIBIK,
WHTEPHAIMOHAIM3M hoM JIeMOKPaTH3M, TOPMBIII
XaKbIHKaTEeHO TYTPBUIBIK hom TUPOHTEH
KELIEJIeKJIENEeK PYXbIH YPHAIUTBIpyTra OYJIBIIUIBIK
UTo.

Bamka  KOMIO3HTOpIIAPHBIKBI  KeOEK YK,
Mos3addapoBHblH ga y3 oOpasnapsl gaupace Oap.
Kynuenex oupakTta yn TUp9-SIK TOPMBIIIKA TIa-

Knapa Ca6up kbi3b1 Taxkuena,
mileuscha@ mail.ru.

UIBIAK, JOHBSIHBIH MaTypIBITBIHA JaH KbIPIaydbl
nupuk repoit. Em keiHa repoit ceriidareiHma ma-
TBIAPH 00pa3sl Ky3 anaplHa Oaca, hom yn tapuxu
nroxec Oyiapak KblHa CYypPOTIIOHMH, 9 COHTaTh CHM-
BOJIBI, XJIBIK (PUKEPEH, HAMYCBIH TOYIQIIoHepYyYe
aBa3 OyJbIn SHrBIpEIA. by xohorTton Mozaddapos
repoe Tarap My3bIKAChlHAa WIArbIHph O0Opa3bIH
(«['aboynmna Tykaif  WCToNEreHd»  CHM(OHHK
1o3Machl), aHblH TapuxTa YHHaraH poJieH
TpaKTOBKaJIAyHBIH OepeHue ypHore Oymipl. («['aod-
nyina Tykall ucranereHa», «Myiuianyp Baxurtos
UCTAJIEreHd» CUM(OHUK TT0IMATIAPhI).

Mo3zaddapoBka TOPMBIIITA SIKTBUIBIKKA, HAE-
anra Wpemry OMTBUIBIIIBI Xac. AHa HWHKapb HTY
TYTell, 9 paciiay sSIKbIH, Y4Ke KapIIbLIBIKIapHEI Tac-
BUpJIAY, adylaH OWIPOK MakcaTdaH, SXIIBUIBIKKA
hom rapennexks ron taba OENroH KemeJISpHE Tac-
BUpnay MehuMm. By siktaH yi pyc KJIacCHKIIAphI
I'munka, bopoaun, Pumckuii-KopcakoBka SKbIH
TOpAa.

Mo3adhapoB TanaHTBIHBIH Y3e€HUANIEre NIyH/A
KW, Yy Y3 XQJIKBIHBIH COHraTh4d (UKEPIOBEHEH
JUPUK  SAKJIApblH ~ ayapra  oMmTbula. by
KOMITO3UTOPHBIH Y3€HEH AMOIMOHAIb-TICUXOJIOTHK
taburare O€NoH, aHbIH YUKTOH THII THIHHAK,
Ta)Koell KelleJeKIIe, Y3 XaJIKbIH sipaTKaH, LIyjJai yK
KoMIo3uTop Oynapak, O6aii ahoHrs ms OyiraH my-
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3bIKQJIb CONIOT€ hoM KeIIeNeKHEH TaJoTToH ThIMI
KYITepje 3MOLMAIOPEH My3blKa 4Yapajiapbl aria
Oupo Oerye O6emoH OOMIIOHToH.

ynbickl urpTrdapra aek: Oamika TaTap KOM-
Mo3UTOpJIapsl apackiHga Mo3adhdapoBHEI aepsin
TOPIaH JIMPYK IOHJICI aHbIH )KAThIHBIH OyEeHHAH-
OyeHa o3arta Oapjbl, ya 0aeTbuly, aHa 31UK hom
IpaMaThK XOpoKoT4oH chliidaTnap yren Kepy,
ocopyiope  TeMaTHKachblHOa  TOMYMWJISLITEPY-
(donmcopn  OanUIAHTHIMIAPHBIH KOYQIOE  ATHIHA
Y3rapeluiop Kuuepe.

Mo3zaddapoBHBEIH WXKAT MHPACH KaHpIap
Tepiesere O€JIOH aepbuIbII Topa. YJI TaTtap mpo-
(eccroHanb MY3BIKAaCHIH JKaHp STBIHHAH OaeTy
@UCH KeuJie 3Toprey Oupae, ya Ky xanpuapra Ta-
TapcTaHga OepeHde Oy MOPKIraTh UTTE.

KommozutopHbiH cUM(OHHK MY3bIKa
OJIKOCCHJIOTE XEe3MOTIope aepyya 3yp ohoMusTKa
usl, OUTPOK TS HpOrpaMMaibl MO3Ma KaHPBIHIA.
Bupeno no yn tatap MOOOHMATEHEH aJIBIHTHL (u-
Kepe TapuxbplHAa MehmMm Temara — Tarap
XaIKBIHBIH Oeek mrarsiiipe ['abmymnna Tykaii Tema-
ChlHAa aJbIHBIN, 3yp YHBII KazaHzael («['abmymna
Tykaii wucronereHo» cuM(GOHUK ToOdMackl). -
KBIHJIBI PEBONIIOLIMOHEP Mymutanyp Baxutos tema-
CBIHA aJIBIHYBI Ja KOMIIO3UTOP UI'bTUOAPBIHBIH KIH
XaJIbIK MaccallapblH KBI3BIKCHIHIBIPTraH BaKbIira-
Japra  IOHAITOH  Oynmybl  XakKblHIA — COMIn
(«Mymnanyp BaxuToB uctanereHo» CUM(OHHK
mosMacel). Mancyp Mo3zaddapoB TamaHTHIHBIH
HIYIIBl MH OTapbl HOKTACBIHAATBI 9CIPIIOPAS 3Yp
KOMIIO3UTOPHBIH IOTapbl MPOoQecCHOHAIb OCTaJIbI-
I'bl YarbUIbl. YJI TaTap My3bIKachblHAA [IpOrpaMMa-
Bl JHPHUK-IPaMaTHK CUMGPOHUK MOdIMalIapHBIH
YHUIIMS OaIbl OYJIJIbI.

Mancyp Mo3zaddapor mmmm  cuMpOHUATS
HUTre3 caylyuyblIapHbIH Oepce Oynabl. AHbIH «Tartap
XalblK Keiylope TemanapbiHa yBepTiopa» (1932),
«Cumoponus mu-muHop» (1944), «Xansik keiiiaope
TemanapeiHa yBepTiopa» (1951), «Ou xucokie
cumponnerTa» (1954) kebek acapmope O6ap. Vi Oy
OJIKO/Id KJIACCUK OWEKIIEKIIOPra HMPEHIMACS 19,
aHbIH cUM(OHUSICE TaTap 9CIPIOPEHHOH OepeHue
OyJiapak, KWH ayJIUTOPHSTd JKUTEM, Oy >KaHPHBI
y3JIomITepen Kuiyde siib KOMIOo3uTopiapra — A.

Kirouapeska, A. Bonuymnunra, A.
MomaceliinoBka 3yp sipaoM urte («Tatap xaibik
Keljlope  TeManapbiHa  yBepTiopa»  (1932),

«Cumponusi-mu muHop» (1944), «Xanbik xkeiiaspe
TemanapeiHa yBepTiopa» (1951), «Ou kucokie
cumponuertay (1954)).

M.Mos3addapor 1Iynan YK MUJUTA
KOMIIO3UTOpJIap apachlHAa CKPHUIKAa KOHUEPTIApHI
JKaHPBIH Y3IOMITEPYAo A0 Oepende Oynasl. Yi Oy

JKaHpAa MEJIOJMK MaTypJbITbl, MUJUIM CTHUXHACE,
0ETMOC-TOKOHMOC  JIMPUK  arbUIbIIIBL  OyeH4a
raxoen ry3on «Ckpunka hom opkecTp edeH
koHuepT Ne 1» (1959), «Cxpumka hom opxectp
oueH KoHIIEPT Ne 2» (1962) xebek acopiop mxKaT
UTS AN bl

Mancyp MosaddapoBHEIH CHM(OHHK CTHIIE
¢opmanamyHslH OepeHYe STamiapblHOa yK HHAC
aHblH WH MehuM y3eH4onere — HMHCTPYMEHTAJb
MY3bIKaHBIH  XaJbIK  JKbIp  IDKaTel  O€JoH
aephUITHICHI3 Ooiinesiere aublk OWITENoHS. Tatap
JKBIPJIAPBIH  TYPBLAAH-TYphl ~LUTATanay, aHbIH
aepeIM MOTHBJIAPBIH hom OopMaapbIH
KyJulanynaH Oanuian, Mo3addapoB y3eHEH naj
taburare, WHTOHALIMOH 3aKOHYANBIKJIAPEI,
CBITBUIMANBI  IUTACTHKAachl ~ OyeHuYa  XaJblK
MYy3bIKachiHa ahoHAQII OpUTHHAIE TeMasiap Tada.

Em kbHa Oep Yk acopao xanblk ahoHHOpeHeH
hom koMmO3uTOp XBIUNIBIHAA TYyraH KeHJISpPHEH
UPEKJIE POBEIUTd Oepra ALIQyIape Ky3oTend. Kepip
Keiinope Oep WHTOHAIUSHEH TepIIeUd
BapHAIHIIOHYCHHOH (hopmaranTkan KeOeK,
Mo3zaddapoBHsiH 1a cMM(GOHHK TeMalapbl Oep-
OepceHa oxmam MeJIOAWK OybIHHApIaH aKpbIHJIAI
ycenm dupIra. DIIKOPTMS OYJICKIOPEHAd TEeMaHbIH
yceule mrynaid yK AYJIKBIHCBIMAH XOpPOKST OesloH
Omnrenono. XamblK JKbIp Telle dIIEMEHTIAPBIH sSHa
ceifi)aTKa  KepepieKk UTel TOMYMHIQIITEPY
OCTaJIbBITBIHA ~ KOMIIO3UTOP  aHBIH  ©JIEproH
OCOpJISPEHI® TEeHd Hpeurd. AHBIH HH  SIXIIBI
nosManapbl OHS NIYJI XaKTa COMITH.

Tarap cumpoHUK My3bIKacel (popmanamryra
Oamka XanbIKJIapHBIH, aepeiM ajraHnaa, pyc
MOJIOHUSATEHEH MOTHIHTBHICHI Keowie Oynael. SHa
ahoHHOp hoM pUTMHApHBI, KBI3BIKIBI JIPAMATHK
albIMHApHBl ~MWUIM  CTUXHMA O€JIoH  ocTa
apanmamtelpy MosaddapoB wkatbiHa sHa cad
arbIMHap Kepren >Kubap/e.

Mo3zaddapoB cuM(pOHHK ocopiopeHeH Oarika
JKaHpiap OelioH, aepblM anra”jga, omnepa OelloH
OoiinoHenie OynyblH Ja OWTEN YTOPra KHPIK.
KeiimopHe  SHIKOPTY  OCTaJbBITBl  OMepajarsl
pEUMTATUBIAD  OCTEHAS  JKEHTEKION  SIIIdY
JloBepeH 1o Kuio. Hokbh MeHs orepa ecTeH 19 dILIoY
WHCTPYMEHTAIIb TEMaTU3MHBIH Kere
00pa3nbUIBITBIHA UPEMYAd ApasM utre. Mozadda-
POB MKATBIHAA HHCTPYMEHTAIb TEMAaTU3MHBI XKBIP-
BOKaJl IOHQJICNICHd KalMa-KapIbl Kyl Jia orepa
JpaMaTyprusCeHHH KHUJIQ.

2Keip hom nHCTpYMEHTAND KaHpIApHBIH 1aUMU
y3apa OoiiioHenie MWL hoM KITacCHK KyJIbTypa-
JIApHBI apajamThIpy 0Jibl Oemon Mancyp Mo3zad-
¢dapoB TaTap My3bIKachl eueH siHa OyiraH cuMdo-
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HUK COHTaTh TYABIPY DIICHID
YHBIIITAPTA HPELITE.

Ormepa >kaHpBIHA MOPYKAraTh HTen, MaHcyp
Mo3zaddapoB xasblKuaH, XaJbIKHBIH KUH KaTJIaMbl
ApaTKaH, aHa SAKbIH OyJaraH CIOKETIap TalThl.
AJapHBIH 3YTOJIETEH adap ©4eH KOMIIO3UTOp II0-
MYJISIP XaJbIK KbIPJIAPBIHBIH WHTOHAIMOH Oaiiiibl-
rbIH Qaiinanana. by Ourpok To aHbelH OepeHue ore-
pacel  «lammssbany»ma adblk dgarbuia.  Ormepa
COHTaTe TYBINl KbIHA KHWJITOH MHJUIM pecIryOmKa-
JapAa KOTHUITBICHI3 PIBEIITY XalbIK KOWIOpPEH IH-
TaTtanay MPUHOUOBIH TAPUXH MO3UIMSIOPISH TO-
PBIN KbIHA Kapapra MeMKHH. bunremne O6ep sramnra
Oy anbiM, huuimkces, SIIOPra XOKYKIBI Uae. Y
TbIHA Ja TYTeN, XaJIBIKHBIH KHH KaTJaMbIH aHBIH
eueH sHa OyITraH omepa MOASHHUATEHO TapTyna Oy
3apypu Ja une. by tapuxu mpoiiecc orepa coHraTe
COBET YOpBbIHJA ThIHA OapyibikKka KWIroH Tatap-
craHzma na Kysorenae. VkeHue omepackl Oynrax
«3Bemxabuparns M. MozaddapoB QOIBKIOPHE
TypBIAaH-Typhl (alizanany NpUHIUOBIHHAH Oarl
TapTa, Y3 XaJKBIHBIH MY3BIKAJIb TEJE dJIEMEHTIIa-
PBIH  TOMYMHWJIOIITEPYZI® SIHA  OHMEKIEKISdPra
KyTopeno. by omepansiH Huresengs «[ ammsiOa-
Hy»JIarbl KeOeK KbIp Tyrel, o 09eT sAta. boet — Ta-
Tap (OIBKIOPEIHBIH aepbIM Oep JKaHPBI, YII CIOKET
CBI3BITBIHBIH JpaMaTHK YCEIIeH Ky3 aJIbIHIA TOTA.
By Tabureiii ku, Oamika TacBHpiay uapaiapbiH
TaJON MTd. BoeT KaHPBIHBIH MY3BIKAIb-IIUTBPU
YyapajapblH ~ omepa  chnenupukacel  OeJoH
OepramTepy Mo3addapos mwxaTeiHIa SHA OSp KbI-
3BIK-JTBI COXU(a Oynnel. MU y3eHYQIEKHE SHA
coiiipaTka WA OYNBIPIBIK  JOPIXKSIrd,  YBIH
MOTBHOCEH/IO  TeaTpalib-My3bIKaNb  JIEKCHKara
oBepenaepy — Oy MHAEe MWLM orepa (hopmanapsl
ycemeHeH sHa 3Ta0bl. by Mancyp Mosaddapos
YDKaTBIHIA paciiay Tada.

Mo3addapoBHbIg MY3BIKaJIb-TeaTpab
9CopJIope TaTap ONepachIHBIH JKaHpJap IaauTpa-
ChIH KHHOITTeNmop. TaTtap My3bIKachblHAA JHPHK-
KOHKYpEIl orepachl 0apiibIKKa KWy aHBIH HCEME
0enoH OoMITOHTOH.

Mo3zaddapoB uceme mrymaii yk Tarap >KbIp
CoHTaTe ycelle TapuxbIHHAH Jia aepbuirbichi3. Ca-
nux Coiimomes, Anekcanap Kirouapes, Koymot
®oiizn, 3ahua XoOuOymnuuHHap OenoH Oepro yi
sHa Tarap COBET KBIPJIAPBIH TYIBIPYHBI Oaruiarn
KubapyuenapaoH Oynasl. PecryOnmkanbiH Oarnka
KYII KOMIIO3MTOpJapbl KeOek, yia Ja Myl
3aMaHHBIH OapiblKk ohomusATIEe BaKbliragapbiHa
MOHACa0aTEeH MKaThI aia Oesnepae. Mo3saddapos
MY3BIKACHIHBIH, OMOIIMOHAJb JIOHBACHI Oe3HEeH
3aMaHJalIbIObI3HBIH  Baranra, Xaiblkka Oynran
TYTpel MOXo00OTEH, XaJbIKHBIH O06eK JIUIOPEeHd

CH3eIepIeK

TOPYPJBIK TOWIBUIAPBIH 4YarbkUAbIpAbl. Mo3adda-
POB JKBIpJIapbIHIA MPKEHIIEK, COMIOMASre MXJac-
JIBIK, YKEepPCe3TIeK, a9bIKTaH-aubIK YMOIMOHAIIBICK
Y3€H9 KoJe UTS. AHBIH UH SXIIBI XKbIPIapbIHAATBI
hop reIitbaps, hop ahoH >XbIpmaydbIHBIH 53YKe
Kruepenuope kebek kadyn ureno haom raxoemn cad,
KabaTiaHMac MaTyp SHTBIPBIH.

Kommo3uTop >KbIpiapbiHbIH TEeMaTUK AUANa3o-
HBI TasTh KWH Oynca na (Tyran wn-Baran, 3amaH-
nmanmiap, cad Moxe009T TypeIHAArEI hoM KyHeITe
HIasiH SKBIpPJIap), aHAa Tell YPHIHHBI JUPHKA aNbII
TOpa, XOTTa JIMPUK OylIMaraH TeMalapHbI 1a YiI
JUPHUK SIKTaH adapra THIphIIa. MOHBIH co0o0e —
MoszaddapoB y3e 1upuk Taburartbiie KOMIO3HUTOP.
Vi1 roMmymMu OynraH HOPCONIOpHE 19 SMOLMOHAIB-
IIOXCH KY3JIEKTOH Kaparl ada, aHbl, TAJ9TTd, XaJIbIK
MaccajapbliHa SKbIH hoM aHmaennisl Toursuiap hom
KNYCPCIIAP KbI3bIKCBIHAbLIPA.

Em  KplHA  KOMIIO3HUTOPHBIH  MHTOHAIUS
Y3Topenuape HoKb MEH XKbIp )KaHPBIH/IA adbIK Ya-
rbiTa. MocalioH, MKAThIHBIH hop YOpbIH/A aHBIH Y3
Oystynmapsl, y3 TacBupiay dapanapsel Oap: 30 HUbBI
eJutap JKbIpJIapbl ©9eH SIKTBI hoM IIaTIBIKIBI Kep
KYHCJUICJICK, XaJbIK YbIFaHAKJIapblHA SAKbIHJIBIK
xac. CyTbIITaH COHTBI OCOPIIOPEHAD Tap KIaHIIBIK
JIMpUKAcChlHA TapThUy aublK 4yareuia, 9 50 Hue, 60
HYBI eJu1ap OalllbIHAArbl 9CAPIIdPE JIUPUK-(hancadhu
OYTAJICKIIC, ajlap MHAUBUAYAJIBLJIOIIKOH  CTHJIb
KOUQK0, SIHA MHTOHAIMSUIOP MOXHTE 3311y OeloH
AepBUIBII TOpA.

Keipna keit (Menonus) Tern TacBUpay dapachl
Oynmein Topa. Hokb MeHo KeMHIopeHeH »Kerelere,
o0pasnbl Teramiere MoszaddapoB KbIpIapbIHBIH
MIOIYJIApJIAIybIHA SIPJIOM UTTE. AHBIH KeHIope xa-
JIBIK KOWJIOPEHS SIKBIH, JIOKMH anapja «Oamkanap-
Jam» Ky4epy, ArbHH «IUTaTaan KadaTiay»Hsl Ta-
0a aJMBIHCHIH, XalblK JKpIp ahoHHOpe amapaa
UIyJIKaJop HEYKd sHapa, ajap aHblH Y3 Keuiope
Oyneim siHTBIpEIap. b. B. AcadwreBubiH [nuHKa
VDKAThl TYPBIH/A OWTKOH CY3JIOPEH MCKQ TOIICPUK:
«XanplKk MY3BIKQJIb TeJle DIIEMEHTIAPBIH Y3€HD
Kydepy Tyrena, Oomku, Oy Ten dSIeMeHTIapbiH
TOMYMUJISIITEPEI, MY3bIKallb AHHBIH SHAa OacKbI-
YbIHA KYTOPY TOKpuOace mehum», — au yi [7]. By
cysnmopae Mo3zaddapoBka kapara ga OUTEpro
MOMKHH. MOH/Ia KOMIO3UTOPHBIH XaJIbIK BOKAaJb
VOKATBIHBIH YPHOKJISPEH KbII0 hoM 3mKkapTy OyeH-
4a apy-TalyHBl OCJIMHYS DIIIOBE, THIPBIIUIBITHI,
XaJIBIK MEJIOCBIHBIH (MOHBIHBIH) pyXblHa hoM achl-
JBIHA THUPOH YTeN Kepye 4YarbUiapl. ©OMMa
Mo3ahdapoBHbIH Y3 mxar re3se, Y3
Y3CHYQAJICKIIOPE: OMOIMOHAIb AKTAH ThITbI3JIBIIEI,
yiJlaHyJapbIHbIH TUpPSHIEre hoM TOWTBUIAPHBIH
TBICJTBICHI3 AJIKBIHBI TallbIll TOPTaH Keﬁnspe ac-

195



K.S.TAZIEVA

pyya KeIMMOTIIe. AHBIH WXKAT )KUMEIUIOPSHEH HH
SIXIIBI YPHOKIIOPEHIIO KO 3yp MUara3oHHbl KOJad-
man, upkeH hom KuH OyIIbI arsiia, ycel FoHaJIele
TYTOPOKIIOHEH, IYJIKBIH-AYJIKbIH OYJIBII Cy3bLia.
Anapna GanuraHred KuH ahoHJeneKHeH ohoMmusTe
3yp (Oy KMHJIEKKS eIl KbIHAa CEeKCTa, Kaldak Cell-
TUMa MHTEPBANbI ala, KYI 0YpaKTa UKEJISTd CHKE-
pemr ucobeHs Hpemens). © XOPIKITYOH KOWIopIo
MOHIBIM OanuIaHTBIY y3eHYaNIeKine ahoH Tappak

HHTEpBaNIap — TEpIus, KBapTa OeIoH OoHIoHo.
(Macanon, «XaT Talrydsl KbIpb, «KyIrbsaybiky.)
Mo3zaddapoB IKBIpIapbIHBIH KOW  CypaTiiope

HUKaJ9p KHUH KOJlawlbl, UPKEH Oyica na, amap
hopBakbIT XalbIK KOHIIOpEH Xac OynraH MeHTaTo-
HUKara tasHa. Hokb MeHo myHa Kype A9 OeTeH
WHTOHALIMOH SIHAJBITBIHA, KaTJayJbUIbIIbIHA, Ka-
Oatnanmac OyJiyblHa KapaMacTaH, ajap KHHEI
Y3JISLITEPETIANOP, TH3 OTHII alibIHATIAP.

Mo3zaddapoB MeTOANKACHIHBIH WHTOHAIIMOH
YCeleHaAo Tarsl Oep y3eHJaeK — Tatap (HOIBKIO-
pBIHA 112 Xac OyJraH KyIIblIMa OHHIp (TeIl TOHHAP
Kypliegore asasjap OCNIoH ypaThlll ajblHajap,
Y3€HO KYPO «IOJAIUIBIKY» Xachi UTAIap). Mo3zad-
(dapoBTa MOHHaH THIII TarblH SKBIHIA SITKaH (ce-
KyHJa, TeplHs) WHTepBauiap OClIoH Oepra KyIibl-
Iy HOTHKOCEHI9 TyraH — (KBapTa, KBHHTA, CEKCTA)
ToHHAp na oupblid («TeiH Oakuama», «llohop KbI-
3bD», «MeHopro uae Ypan TaynapbiHay). MoHIbIH
JIBIM KOMIIO3UTOPHBIH JIMPUK KOWJISPEHS aepyda
TYJBUIBIK, TOTPBIKJIBUIBIK, OOBEKTUBIIBIK OHPAIIop.
I'epouk-TaHTaHANBI KbIpIapaa Ucd Oep IOHAIEIITd
aKpbIHJIall KMEPEHKEIOHS OapraH MakcaTKa OMThI-
my4anibIK («Tyrad uim» KeIpbl) xac.

Mancyp Mo3ad¢apoB Tatap Macca KbIpiaphbl
YyCelIeHs /9 3yp enem Keprre. Y BOKalb
ocopIIopHE siHa 00pasiap, sHa XKaHp Tepiape OeoH
6aertel. LLlyHBICH MorbiTyMm: 60 HYBI eJ1ap BOKAIb
My3bIKachbiHAa My3bika Oenrede A.Coxop cysiope
0eJIoH QWTCOK, «Tepiie KaHPJAPHBIH SKbIHJIAIIYHI,
Oep-OepceHa akTWUB YTeN Kepy Iporecchl Oapa.
ATapHBIH YHKIIOpE Kydepeno. SIHa jkaHp TepiopeH
3119y Oapa» [8]. hom Mancyp Mo3zaddapoBHbIH
03aKk emap Oye CHHTE3JIaHraH KyIIbUIMa >KbIP-
pOMaHC JKaHPbIH 9337101 Ta0ybl — aHBIH Y3
KATHIHIIA 3aMaH TaJoIuIope OeroH Oep asKTaH at-
nan 0apysl TypbIHA COMIN TopraH (akT.

[Ipodeccuonans ocranbikHbIH hoM  upes-
ACTETHK OJTEProHJIEKHEH IOTapbl  JI9PIXKICEHD
Upelly e4YeH aHa Y3 XaJKBbIHBIH MY3bIKallb (OJIbK-
JIOPBl ©CTEHNI® JKEHTEKJISN DBIUIYY SIPASM HTTE.
AHBIH CTWICHEH TOm ChIi(aTel HUTEH MIULIN
Y3€HUAJIeKHE oUTY KHpokTep. Mo3zaddapor tarap
MWIIH MY3bIKachl TapuUXblHA MHJUIM MY3BIKaJb
TEJrs HUTE3 CallydybUIapHBIH Oepce OyInbIm Keper

kainel. KommosuTopHblH cTuiie (opmanamryna,
aHBIH IKAThIHAA Tere KU Oy  COHraTh
AJIbIMHAPBIHBIH O©CTEHJIEK aJIyblHa HOKb MEHO Xa-
JIBIK JKBIpNIApbl HOTBIHTHI sicafsl. Mo3addapoBHBIH
WOKAaT [OJIBI  XaJbIK JKbIp MXKAT Koyhopiopen
TUPSHTEH Y3JIQWITEpYAoH Oanutanzael. Mancyp
Mo3addapoBHblH ~ #e3mopys  TaTap  XaJbIK
JKBIPJIAPBIH MKAAH IIKOPTYE KOMIIO3UTOPHBIH Ta-
Tap My3BIKACBIHBIH aChUl MWJUIM ChIH(aTiIapblH
apMBI-TalIMBId 33JI19B€ TYypbhIHAA COWIWIAp. Y
XaJIBIK 9COPJIOPEH COHraThjle SLIKOPTY KaHPbIHA
MOCTOKBIMIb IKAT HUTEN KapaydbUIapHBIH Oepce
Oynnbl. KoMIo3UTOpHBIH Oy ©JIK9ASre TYKTAyChI3
SNUTOBE Oail HOTIKAIOPIS KHUTEpIE, aHbIH MY3bl-
KajJb TEJNCHEH XaJIbIKYaHJbITbIHA hoM aHJaeluIbl
OynyblHa, Tarap  My3bIKalb  MOASHUITECHECH
KBIIMMOTJIE 3JEMEHTIAPhIH TOMYMUWISIITEPEI, Y3
MOCTOKBIIb CTUJIEH aybIKiIapra sipaoM urre. Masn-
cyp Mo3zaddapoBHbIH TaTap My3bIKaIb (OIBKIIO-
PBIH XKBIIO0 hoM HoILIEp UTYAS 19 XE3MITIPE TasiTh
3yp.

DonpkI0p OeNoH 3MeMTace OapbIHHAH 1A JIEK
AHBIH OCOPJIOPEHEH MENOJUKAChIHIA darbuia.
AHBIH KalOep oCopIIOpeH/d TeMaTUK MaTepHuai
Oymapak, XaJblk Keiiope  (haiimanaHbuiran
(MOCONIoH, CKpUIKAa KOHLEPTIApBIHBIH —CalIMak
KHUCOKIIope, CHM(OHUK MOAMAaJIapBIHBIH TeMaJlaphl
UIyHABIN). AHBIH Y3 TeMalapbl Ja XalbIKHBIKBIHA
SKBIH.

MarepuanHsl ycTepy bICYJUIaphl apachlHAa Xa-
JIBIK  WKAaTBIHHAH  KWITOHHOpE  aepyda  3yp
oshomusTKa nsi. OMMa Oy BICYJIHBI TYPBIAAH-TYPHI
GaiinanaHy Tyrem, o HBIKIAN Yislal, «IIOXCH
MHUH»CH, SAI'bHU KYHECJICH allla Y3ABIPBII, WXXKaau
¢aiinanany. MoHa mucan OyInbIl, HHCTPYMEHTAJb
Temaap Xe3MaT UTd ana. Mozaddapos oH9 mrynai
suutd. Llyn yK BakbITTa KOMIO3UTOP KIIACCHUK MY-
3pIKara Xac ajbIMHapra em MepaKoratb UTd, Jau-
MH poBelITS Noau(oHMK bIcy/utapaad (aiinanana,
MY3bIKQJIb TYKbIMaHbl CHUMQOHMIISMTEPS hom
UIYHBIH O€JIOH TaTap MY3bIKAChIH ChI(aT STIHHAH
SIHA FOTaphIpaK SICCHUTBIKKA KYTIpa.

Mancyp Mo3addapoB MWLM My3blKa TeJEH
ycTepy edeH OWK KyIl 3muidje. YI Y3eHEH XOCy-
CBIH, Y3CHUOJEKIIE CTHJICH OyJIIBIpIbI, Oy HCO Y3
yupaTtbiHga O6TeH MWUIM My3bIKaHbl OaeTyra
apasM  uTTe.  AHBIH  TapMoHHMA,  (akrypa
OJIKOCEHore TaObIUIaphl  Oasytonm  Oerepreces.
AHBIH TapadblHHAaH TapMOHMSHE MEHTATOHUKA
Oenon OepiomiTepy OypbIwIapbl YHBILLIBI YHILIE-
JICOI TaIlThI, CI/IM(bOHI/IS[FS 61/Ipeneume TEMATHU3M
TaOBUIIEL.

Mancyp Mozadpaposusiy Tatapcran mpodec-
CHOHAJIb MY3BIKACBIHBIH YCCII IMPOLCCChIHAA TOT-
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KaH YpbIHBIH OWIrenoy ©4eH, aHblH OeJoH
SIHOIISAQ TOPBIN MKAT UTKOH 3yp OCTAJIAPHBIH 1A
HCEMHOpEH OoHTEeN KUTOPTo KupoK. bapblHHaH na
3Nk aHblH AycThl hom xe3moartome Canmx
CoifomieB, aHHAH COH KOMITO3UTOPJIAp AJICKCaHIP
Kirouapes, Hoxun Kuhanos, ®oput Spymm,
3ahug XoouOymmmn, XKoymor ®oiizu. VbKaTHBIH
HUTe3€H TOIIKWI HMTKOH NPUHLIWIUIAD — XaJbIK
WKATHI OeNloH O9MJIoHeI, 3yp TeMallapra urbTuoap
Ompy — ajap edYeH ypTak. OMMa allapHBIH
hopkalicbl THpOHTEH Y3E€HYQJIEKIIe, KOHKPET Yarbl-
JBIIITA UHAMBUAYaNb. Anap OapbIChl a TaTap My-
3bIKQJIb COHTaTEHEH YCELl OJIBIHA 3yp HOTBIHTHI
sicaraH ocTajap.

Mo3addapoBTan AMWBpPoK OYyBIH KOMIIO3UTOP-
JIapbl aHBIH 9COPIISPEH UIBTHOAP OENIoH OHPOHAIIIP
hoM y3 mwKaTnapbelHIa aHbIH TPAAUIHSIIOPEH J1oBaM
uTTepanap. by, HUTE3N9, My3BIKaHBIH JTHPUK cde-
pachlHa KarbuIraHza, adblk dareuia. Moszaddapos-
HBIKBI KE€OCeK VK, allapHBIH Ja JTUPUK oOpaszmapsl
OUMK CcypoTiie, MEJOAMK YCelleHeH TaOurkliiere,
My3bIKaJIb (PUKEPHEH WPKEH arbllibl OCIoH UIbTHU-
OapHbI xonen uTd. Jlupuk Oamumanrera A. Mona-
ceriimoB hom P. EnmkeeB mxaThIHma, oMMa HHIE
sSHa JTanTa, OeTEHIoW Oallka mapTiapia Yarbi-
neim TanTel. Mo3adhapoB KeIpiaapsl TPaIUIHALICEe
WoreiHTBICEI P. EHmkeeB, A. MoHacsiinos, H.
Sxynos, P. fIxuH wxarnapblHIa WHAUBUAYAJb
OalUIaHTBIYHBIH KOYQI0€, aHbIH OepeHde IUIaHra
YBITapbUTybl PIBEIICHAS Yarsiabl. M. SpyninHHbL,
P. bunsnoBHBI WXKaau SLIKOPTY KAHPBI KbI3bIK-
ceiHIBIpa. P.bunsnoB myHbH ecteHs, Mo3zadda-
POB KeOEK YK, XalbIK >KbIp MaTe€pUaJIbIHA TastHBIII,
0eTeH Oep MHCTPYMEHTAJIb MUKILIAP Jia Te3ene. D.
OxMaTOB hoM A. MOHACHITIOBHBIH CUM(OHUK TI0-
sManapsl, Y3 BakbITbIHIA Mo3addapoB Kyn ked
Kyiiran KaHpHbl OaeTTbutap. AJapHeIH Oep
KHCOKJIE TporpaMMalibl ocopiiope Oe3HeH 3aMaH-
nanmap — mareiiips Myca YKomuira hom kommosu-
TOp Dopur Spynnunra OarslIaHIbl.
Mo3zaddapoBHbIH JTUPUK-IPAMaTHK CHMQOHU3-
MBIHA SIKBIHJIBIK TaTap KOMIIO3WTOPIApPBIHBIH Ka-
Mepa CopIIape OJIKICEHID 119, aepbIM anranjaa, Pe-
HaT EHUKEeBHBIH  SJIKBIHJIBI  PEBOJIOIIMOHED
XecoeH SImamieB UCTaNETeHd OarbllIUTaHTaH MKEeH-
4ye coHarachlHAa Ky3areno. Aceuiga, yn Qopre-
MUaHo e4eH no3Ma Oynbin Topa. MosaddhapoBHBIH
orepa MWKAThIHHAH COH JIMPHK-IpaMaTuK oOpasmnap
OemoH  KbBBIKCBIHY — X.  Bommymnun, — P.
FoGoiinynnuna, b. MesekoB ocopiopeHIs KY3ro
TaluIaHa.

2022 ennwiH 9 depanenns Canux Coiiomies
ucemenasre Joynor 3yp KoOHLEpTHap 3alblHIA
«Mupac» Tarap My3bIKachl ecTUBAJICH ady TaH-

TaHacel Oynael. BepeHue Knu4oHEH MpPOrpaMmachl
Mamncyp Mozaddaposubiy TyysiHa 120 en tymyra
Oarpmuranrad une. by ku4ome OepeHdYe TamKbIp
1938 ennma, KOMIIO3UTOP MIXKATHIHBIH OalllIaHTbIY
YOPBIHZA MXKAT UTENISH Tarap TeMalapblHa yBep-
TIOpa OalKapelIbl. AHBIH HUTE€3€H MKE TaTtap Xa-
JIBIK JKBIPBI: «OKu3HoKai» hom «KoKKYK» JKbIpiIapbl
Tomkua utd. Kommosutop Mnbsic Kaman apxusTta
CaKJIaHBIIl KalraH KyJabs3Manap OyeHua sHaJaH
TOPTHI3BUITAH 9COpHE OepeHuYe MopTabo Oamrkap-
nel. Tatapcran Jloynor akagemusi cUM(OHHK Op-
KecTphl OamrkapyslHja Irymaid yk «Pe-maxop te-
MaceiHa yBepTiopa» (1932), Mymmanyp BaxutoB
WCTOJIETEH? SI3bUITaH CUM(OHUK TI03Ma SIHTBIPAJIBI.
«lanusbany» omnepacbinHan Kepem, [ManusGany
apwmsice, buro, bompu xpIpe1, JlyaT Kebek e3exiop
Tamalayeliap/ia aepbiM KbI3BIKCHIHY yATTHL. Co-
muctinap Oynein, Mnyco XyxuHa hom Pycnan 3a-
KUPOB YBITBIILI SICAJIBL. Nnbsc Kaman
BHOJIOHUYENBIa OpKecTpra Kymbutbn (A. Jlymmos
opkectpoBkaceiHia), «Kei» ocopen Oamikapibl.
XanblK KOMIIO3UTOPHBIH KBIP IDKaThl O€JIoH
xo3ypnauael. W.XyxuHa OamkapysiHma Myca
Konmun mMreIpeHs WKAT UTENroH  <«OKMiIok
JKBIMTaHNa» SKBIPBI SIHTBIpanbl. JKpIpusl Amac
XecoeHOB MeHup MasyHOB  HIMTBIPBISPEHD
si3puIral «TyraH sk» *KbIpblH Oamkapabl. KeiHeH
UCKUTKEY MATYpIBITbl hoM TapMoHHsIce, HEYKd
OpPKECTp HHTepIpeTanusice O€lIoH Cyrapbulra
Oymybsl  TamaHTiael TeHOP A.  XeCOeHOBHBI
TaMalladblHBIH KOWIe aNKbIIIapblHAa  KYMJE.
Konuepr KazaH KoHCepBaTOpusICEHEH CKpHUIIKa
kadeapacbl  yKbITyublchl, beTtenpoccus hom
Xaubikapa KOHKYpcCap Jlaypearsl Huna
XwucanOeeBa YbITbINIbI OSJIOH TOMaMiIaH bl [9].

Bapnbix OUTENTOHHOP Masucyp
Mo3zaddapoBHbIH TaTap mnpodeccuoHash My3bIKa
CoHraTeHeH Oapiblkka Kmiye hoM ycemeHo
TOTKAaH POJI€ TasiTh 3yp UKOHEHS BIIIAHBIWIBI AJTHI
OyJBITT TOpA.
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