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The twentieth century witnessed the appear-
ance of new vectors in the development of centu-
ries-old Tatar culture, including those that had pre-
viously been alien to it, for example, in composing
music. It explains the high public interest in the
Tatar composers’ music during almost all of the
twentieth century. The attention to ‘the register of
founders’ of any musical genre in Tatar music is
not surprising. So, Farid Yarullin, the creator of the
first Tatar ballet ‘Shurale’, is undoubtedly worth
mentioning.

In the historiography of Tatar music, the num-
ber of undisputed statements and assessments is
not as high as it would seem at first sight (even in
‘the register of the founders’). In addition, al-
though the concept of the ‘mass race’ of cultures as
unidirectional was still acceptable for the system of
cultural values of the twentieth century, (hence the
cultures were covertly divided into ‘developed’,
‘catching up’ and ‘laggards’), this cultural picture
of the world is now outdated. Therefore, it is not
enough just to mention the fact that the composer
wrote the first Tatar march (incidentally, it was
Farid’s father Zagidulla Yarullin with ‘Tuqay’s
March’) or the first Tatar oratorio (written by
Farid’s younger brother Mirsaid Yarullin with the
oratorio ‘Keshe’ —‘Man’). We can fully understand
the pride in the first Tatar music exemplar of the
European genre, but sometimes ‘the register of
founders’ in the field of art seems like a ‘report on
a person who is catching-up’ created only for him-
self. We find another wider angle more interesting.
This angle is formed with intercultural communi-
cation, which is now coming to the fore in the hu-
manities. Talking about Farid Yarullin’s ballet

!'see color insert to the article — V.D-A.

‘Shurale’ as the first Tatar ballet we are convinced
it has become the art history stamp [1]. This article
considers it to be the best Tatar ballet, as the prod-
uct which allowed Tatar composed music to reach
a new level of intercultural communication.

Farid Yarullin was born in Kazan on January 1,
1914 to the family of one of the most prominent
Tatar musicians of the early twentieth century
Zagidulla Yarullin. He was surrounded by a crea-
tive atmosphere from childhood. The future com-
poser's father played several instruments and at the
same time was one of the first Tatar pianists.
Zagidulla Yarullin mastered this European aca-
demic instrument all by himself, however, this was
not to perform piano classics, but to play in Tatar
club ensembles, or, as they were called, ‘National
Orchestras’ [for the details of the club ensembles
see: 2]. Zagidulla Yarullin’s style of playing the
piano provided the ensemble with both harmonic
and rhythmic drum-lines. It was a new style and
not only for Tatar music. It was a Tatar version
which came with the twentieth century, and which
was characterized with ‘democratic’, melodious
and dancing, both oral and professional, ‘semi-
improvisational’ music based on folk songs and
popular ‘international’ city intonations (the music
was typologically akin to Western Ragtime, foxtrot
and light blues, but had a quite different national
intonation structure). Modern young Tatar people
excited by the music aspired to adopt the style of
the successful ‘show man’ Zagidulla Yarullin. He
was the first music teacher of young Salih Sai-
dashev, and, of course, the first teacher of his own
son, whose musical talent manifested from early
childhood.
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Thus, the future composer’s first (pre-
professional) period undertaken under the influ-
ence of his father and modern Tatar urban envi-
ronment, was characterized by the active, creative
and experimental development of new forms of na-
tional culture. It is important for the child's percep-
tion of musical art, because music comes from life,
not from the classroom. It is extracted from musi-
cal instruments, not from musical notation; it does
not suppress the authority of tradition, but carries
the energy of the present.

However, it is impossible to move forward
without broadening the professional outlook. Both
Farid and Zagidulla understood that. Yarullin Sr.
decided that the whole family had to return from
Ufa to Kazan (where there was no music school) to
make it possible for Farid to study at the College of
Arts (part of this in the 1920-30s was the Kazan
School of Music). In 1930, the future composer en-
rolled in the Kazan College of Arts had chosen the
cello class. Although the young musician’s choice
is underestimated by music historians, it represents
a clear illustration of Farid’s non-standard artistic
thinking, and its breadth and openness to intercul-
tural communication at the highest professional
level. Suffice it to say that at that time there were a
lot of popular Tatar musicians who played the vio-
lin, harmonica, mandolin and piano, but there were
no concert cellists. At that time there was no cello
in the space of Tatar culture at all. Yarullin was
taught to play the cello in the class of the promi-
nent Kazan teacher R.L.Polyakov. It would seem
that mastering the new and difficult instrument
must have taken all the novice musician’s time, but
he behaved as if there was not enough music for
him: at the same time he also enrolled in the piano
class of the excellent teacher M.A.Pyatnitskaya. In
addition, Farid constantly worked while studying:
as a film scorer in the cinema (replacing his father
on the job); as an accompanist at concerts on the
Radio Committee (improvising piano accompani-
ment for Tatar folk songs); as a cellist in the in-
strumental trio (playing the background music in
the Theatre of Young Workers together with vio-
linist H.Batyrshin and future composer N.Zhi-
ganov, who played the piano). He became much
more confident in music and proved to be an excel-
lent improviser and an expert in the intricacies of
Tatar folk melodies. He learned a lot of the new
music of Russian and European composers. Cine-
matography helped him feel movement in music,
because he operated with sound accompaniment
for films.

He needed to take the next step. Having ab-
sorbed the intonation of contemporary Tatar musi-
cal culture, the young musician was ready to ex-
pand the boundaries of his musical and linguistic
picture of the world.

In 1933, Farid Yarullin and other promising
young musicians of the Tatar group were sent to
study in Moscow. There he began to study com-
posing. In the period from 1933 to 1934, he studied
at the Workers' Faculty of Moscow Conservatory
under the direction of the composer B.S.Shehter.
From 1934 to 1939, Yarullin studied in the Tatar
Opera Studio in the Moscow Conservatory under
the direction of Professor G.I.Litinsky, who should
be given a special place in the history of Tatar mu-
sic, since he educated a great number of prominent
Tatar composers. The Tatar Opera Studio in the
Moscow Conservatory was an original and effec-
tive educational project of the Tatar ASSR Gov-
ernment. During the five years of its operation, it
solved the problem of the Tatar professional musi-
cal elite that met the requirements of the time and
subsequent decades.

Farid studied with great interest and showed
himself to be a talented composer from his earliest
works. Aside Nazib Zhiganov, who studied in
Moscow in the same years (not in the studio, but
within the main program of the Conservatory), Fa-
rid Yarullin showed the greatest results among the
intended composers of the Tatar Opera Studio at
the end of training: he composed the Sonata for
Cello and Piano, the String Quartet and the Sym-
phony. He was also good at the genres aimed at a
wider audience: songs, ballads and instrumental
miniatures: ‘Morning Song’ (‘Tamxpiper’) and
‘Dance’ (‘burokee’) for the violin and piano,
‘Lullaby’ (‘bumexxpipsr’ ) for the piano, as well
as the adaptations of Tatar folk songs ‘Kara Ur-
man,’ ‘Ashkazar’, ‘Sibai’, ‘Sandugach’ and others.

At the end of training the young composer
came up with an interesting idea to transfer the fa-
mous tale ‘Shurale’ by Tugay into music. The poet
Ahmed Faizi wrote the libretto for the composer of
the ballet. Having returned to Kazan after his
graduation, Farid Yarullin devoted all his time to
work on the ballet. At the beginning of 1941, the
work was completed in the piano version. In the
middle of the summer of 1941, the Days of Tatar
art and literature were planned in Moscow. The
program included the Tatar ballet written by Farid
Yarullin. The piano version interested Moscow's
famous choreographer L.V.Yakobson, who imme-
diately began staging the ballet. During the crea-
tion of music for ‘Shurale’, Yarullin’s creativity
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was freed from all that was superfluous and
ephemeral and reached unprecedented heights.
Having finished the music for the ballet, he imme-
diately began to compose the opera ‘Zulkhabira’.
But in the first month of the Great Patriotic War,
Farid Yarullin was drafted into the army. Unfortu-
nately, he did not return from the war.

The composer told his family about his future
plans in the letters from the front line of the war.
He was worried about the fate of his ballet, and
dreamed of composing music after the war. He
perceived the world as a man of genius, who sees,
feels and understands more than other people, but
at the same time does not exalt himself over others.
He was incredibly gifted in building a harmonious
picture of the world even in the midst of terrible
chaos. Here is an extract from the last letter sent by
the composer from the front: ‘Here we had real
music, when Katyusha’s counter melody consisting
of sixteen voices in ensemble with Luka Lukich
and Marfusha in a total symphony of roar of the air
and ground warriors lifted upside down all Hitler’s
cut throats. I've never met such a symphony in any
musical literature of the world. I am glad to say
that I am myself a contemporary and a molecule of
it’ [3: 70].

Soon, platoon commander, Lieutenant Farid
Yarullin died in a battle.

It was an irreparable loss. One of the most tal-
ented composers in the history of Tatar music died
in his twenties. Farid Yarullin’s life was short, but
his main work — the ballet ‘Shurale’~ made the
name of the young composer immortal.

We have not yet carried out any sociological
and statistical research in the field of academic
music. Therefore, we cannot name the most execu-
table Tatar composer on the basis of reliable statis-
tics. We cannot also confidently name the most ex-
ecutive, or the most famous, or the all-time favorite
Tatar musical composition. But even at first glance
the ballet ‘Shurale’ is one of the top favorites in all
of these categories.

We are not able to decipher the ‘code of gen-
ius’ of Farid Yarullin’s music (and any other mu-
sic, too), but we need to understand at least some
of the principles of national art, analyzing its most
successful examples.

Thus, the success of ‘Shurale’ is in its ability to
gather a wide audience and be positively perceived
by representatives not only of Tatar culture.
Ch.N.Bahtiyarova, researcher of F.Yarullin’s mu-
sic, noted that people of different nationalities are
attracted by the national musical language of the
ballet, and the concrete imagery and realistic ex-

pression of music, humane ideas, optimism, faith
in the triumph of justice and reason [4: 6]. Farid
Yarullin was actually gifted in expressing humane
ideas, optimism and faith in justice in his different
texts, even in his last letter from the war. What
musical peculiarities of the composer’s creative
work can be identified in terms of intercultural
communication in addition to the ‘national musical
language’ mentioned by Bakhtiyarova?

It is now recognized that culture, like language,
forms the ‘picture of the world’. Accordingly, the
clearer the picture of the world reflected in a work
of art, the more effective and positive is intercul-
tural communication. Musicology does not have its
own methodology for analyzing linguistic pictures
of the world; the language of music is not directly
related to the semantics of the depicted, although
Tatar philology has already considered this issue.
According to R.R.Zamaletdinov, the description of
the structure of the linguistic picture of the world
involves two levels: the first is aimed at identifying
the universal content of linguistic signs or concepts
as components of the language picture of the
world, and the second involves the characterization
of the specifics of the national language as a way
to consolidate the experience of the world of a cer-
tain ethno-cultural community [5: 139]. In the mu-
sical, and even more in a semantically defined the-
atrical performance, we can also single out the
signs and concepts of universal and national-
specific structural levels.

We will only enumerate some concepts of the
ballet ‘Shurale’, which show its significant inter-
cultural communicative potential. The concept of
the ‘intercultural communicative potential” of a
work of art is used for the diagnosis of the features
and prospects of its reception by various segments
of the audience (from social groups to national
communities).

The ballet ‘Shurale’ is suitable for a wide range
of audiences. At the level of intercultural commu-
nication, it provided the following universal se-
mantic units and contexts:

- “Ethnic fantastic fiction, ethnic fantasy”. A
fairy story, reflecting the general romantic passion
for tales, legends and myths of different nations of
the world. This movement, which became one of
the world trends in the nineteenth century and
which is still up-to-date, unites the audience, sepa-
rated not only spatially (national communities), but
also chronologically (different age groups), and
also acts as a unifier for gender and other social
differentiation. Although this concept is of extra-
musical origin, it had a direct impact on the music,
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which was created as the musical equivalent for
this image sphere. ‘Shurale’ organically entered
the ‘company’ of ‘La Sylphide’, ‘Giselle’ and oth-
er recognized samples of romantic ballet literature.

- ‘Musical plasticity’. Gestures and move-
ments are more likely to be understood than the
word by representatives of other cultures. Yarul-
lin’s music is surprisingly plastic, and this applies
not only to the ballet ‘Shurale’, but also to all the
other works of the composer. For example, simply
at first glance the adaptation of the Tatar folk song
“The river flows’ (‘Su yuly’) is an amazing exam-
ple of musical plasticity. It conveys the element of
water with its subtle but perpetual motion and
gleaming highlights: triplets in the accompaniment
against two eighths in a melody, a multilevel sys-
tem of rises and falls, and intonation accents in the
piano accompaniment of folk melodies. Almost
every melody in the ballet ‘Shurale’ is a master-
piece of musical plasticity. Motion is felt in this
music even when listening to it with closed eyes.

- “Neo-romanticism and new folkloristics”.
These musical movements became very popular in
the mid-twentieth century. Neo-romantic ethnic
melodies (one of the most prominent representa-
tives of which was Rachmaninov) can be called,
for an example, ‘healthy conservatism’ in the mu-
sic of the twentieth century, already prepared to
say goodbye to consonance and naturally intoned
melody. New folkloristics can also be defined as
‘an accurate innovation’ re-modulating folklore in
terms of the intonational and stylistic space of the
twentieth century. The music of the ballet
‘Shurale’ has many fine tunes associated with both
neo-romanticism and new folkloristics. In a num-
ber of melodies, for example, in the final ‘Elegy’,
the neo-romantic style organically combines the
linguistic signs of Tatar, Russian (Rachmaninov’s),
and European music. The harmonic language of
Yarullin is associated with the late romanticists of
national schools in Europe (such as Grieg) due to
its brightness, expressiveness and inventiveness.
Sometimes there are jazz elements in the harmony
of the Tatar composer (as in the music of ‘Russian
American’ Rachmaninov), but with a unique Tatar
colouring, as in the movements of parallel fifths or
fourths. In a neo-romantic context, the refined mel-
isma of Yarullin’s tunes can be perceived by the
European listener as ‘Chopin’s’ allusion. A bril-
liant example of new folkloristics is the re-
modulating of the Tatar folk tune ‘Taftilyau’ in the
style of an elegiac waltz in the ballet number
‘Dance of the girls with a scarf’.

- ‘Sound colours’ and ‘ornaments’. Already
mentioned quarto-quint chord set (by the way, used
in the ballet only sporadically and more peculiar
for Yarullin’s instrumental miniatures, songs and
adaptations) is associated with an influential style
of the twentieth century which is called Impres-
sionism. But we know that in the Soviet Union in
the 1930s, the music of Debussy was not studied
and listened to (it was not included in the reper-
toire lists). Yarullin independently came to the val-
ue and beauty of the non-tertian vertical. All the
musical characteristics of fantastic creatures are
coloured with vivid sound paint. The composer’s
special discovery was the connection of the penta-
tonic and whole tonic scale in the core theme of
‘Shurale’. The core theme is so successful that
even people who do not know the music of the bal-
let hear a “Tatar fantasy” in it. The beauty of Ya-
rullin’s melodic ornaments is widely known. He
skillfully uses this national method not only in the
main melody, but also in the accompaniment of
folk song adaptations.

These communicative contexts are sufficient to
draw a conclusion about the special place of the
ballet ‘Shurale’ and Farid Yarullin’s creative work
in general in the Tatar music of the first half of the
twentieth century. It was the first work of Tatar
music that was devoid of the shades of apprentice-
ship, and free from official figures of a ‘catching-
up culture’, from ‘a relevant theme’. Hence this
work has ‘supra-temporal’ status, providing it with
an organic existence in different traditions and au-
diences, allowing it to move freely within the his-
torical epochs, easily overcoming the times with
their ‘relevant themes’. Farid Yarullin embreathed
the poetry of neo-romanticism into Tatar composed
music, becoming its life-giving impulse, it woke
up both ‘epic’ and ‘lyrical’ sides, and clearly mani-
fested in the future in Rustem Yakhin’s works, in
Muzafarov’s violin concerto, in some Zhiganov’s
romances and other compositions of the next gen-
eration of Tatar composers.

‘Shurale’ can be defined as the most famous
Tatar music work on the basis of the facts of the
ballet performances outside Tatarstan in this coun-
try and abroad and on the basis of the number of
times Yarullin’s ballet was mentioned in the me-
dia. The world premiere took place on 12 March,
1945 in the Tatar State Opera and Ballet Theatre in
Kazan (choreography by G.Tagirov and orchestra-
tion by F.Vitachek). The premiere of the second
edition of the ballet called ‘Ali-Batyr’ was held on
May 28, 1950 at the Theatre of Opera and Ballet
named after S.M.Kirov in Leningrad (choreogra-
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phy by Leonid Yakobson and orchestration by
V.Vlasov and V.Fere). After Leningrad’s premiere,
the ballet was widely recognized. It was staged in
nearly all the cities of the Soviet Union: Alma-Ata,
Vilnius, Gorky, Kiev, Lvov, Novosibirsk, Odessa,
Riga, Saratov, Tartu, Tashkent, Ulan-Ude, Uly-
anovsk, Ufa, and Chelyabinsk. The ballet was also
performed in Bulgaria, East Germany, Poland,
Romania and Czechoslovakia. In 2002, it was
staged by Renat Ibatullinin in Mexico.

In the Tatar Opera and Ballet Theatre ‘Shurale’
has always been the jewel of the ballet repertoire.
The most famous was the Leningrad staging by
Leonid Yakobson. In 1971, Leningrad resumed to
perform the play entitled ‘Shurale’. In 1980, the
screening of the ballet entitled ‘Forest Fairy Tale’
was carried out. In 2009, the Mariinsky Theatre
produced a ‘capital reconstruction’ of Leonid Ya-
kobson’s staging under the musical direction of
Valery Gergiev and with the support of the Repub-
lic of Tatarstan. This production became a bright
cultural event and was accompanied by reports of
full houses, standing ovations, the skills of per-
formers and the beauty of the ballet. The famous
American pianist Van Cliburn who attended the
performance said it was a very beautiful ballet with
a serious dramatic musical foundation. Most im-
portantly, the music gives the sense of depth. The
musician expressed his hope that he would visit
Kazan in the future to get acquainted with Tatar
culture [6].

The composer Farid Yarullin died more than
70 years ago, but remains in the foreground of
Tatar musical theatre and Tatar composed music.
He continues to familiarize the world with Tatar
culture.
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Cratbs nocssimena 100-7eTuio co AHS pOKASHHS BBIJAIONIETOCS TaTapckoro kommnosuropa dapu-
na Slpynnuna. PaccMaTpuBaeTcs posib KOMIIO3UTOPA B Pa3BUTHU TaTapCKON MY3BIKH, XapaKTEPH3YIOT-
cs1 0COOEHHOCTH €ro CTHiIs. BhImoiHEeHo aBTOpcKoe m3inokeHue ouorpaduu kommosuropa. Paccmar-
puBaeTCcsd KOMMYHUKAaTHBHBIN moTeHIuan Oanera «lllypane» B KOHTEKCTE OCHOBHBIX XYZIOKECTBEH-
HBIX TeHJIeHIHI cepenunbl XX Beka. [IpHBOIUTCS HCTOPHS OCTAaHOBOK Ganeta «Illypame»'.

! CM. mmocTpariy K cTaThe Ha IIBETHO# BKIeliKe — B./J-A.
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KioueBbie ciaoBa: @apupn SpymimH, Tatapckas Mysbika, 6aner «lllypamey», MeXKyIbTypHBIC
KOMMYHUKAINH, KOMMyHI/IKaTI/IBHHﬁ MOTCHIMAJI, A3bIKOBas KapTHUHAa MUpaA, aHAJIU3 Ay TUTOPUH.

B XX Beke B MHOTOBEKOBOW TaTapCKON Kyllb-
Type HOSBUINCH HOBBIE BEKTOPHI Pa3BUTHs, B TOM
YUCJIE Takue, KOTOphIe paHee ObUIH €l HEeCBOMCT-
BeHHbl. Hanpumep, komnosutopckas myssika. Ilo-
3TOMY HEYIMBUTEJICH MOBBILICHHBIA OOILECTBEH-
HBIM MHTEpPEC K MY3bIKE TaTAPCKUX KOMIIO3UTOPOB
Ha NpOTsbKeHUHU nmoutu Bcero XX Beka. Heyausu-
TEJNBHO ¥ BHHUMAaHUE K «PEECTPY OCHOBOIOJIOXKHH-
KOB» TOTO WJIM MHOTO MY3BIKaJIBHOTO XaHpa B Ta-
tapckoil My3bike. Hanpumep, ®apun Apynnun ssB-
JsIeTCsl co3JaTeneM MEepBOro TaTapckoro Oanera —
«Iypane».

B ucropumorpadum tatapckoil My3BIKH HE Tak
MHOT'0 OecCrOpPHBIX (DOPMYIMPOBOK U OLIEHOK, KaK
Ka)XeTCsl Ha MEPBBIA B3I (HaXe B «peecTpe oc-
HOBOIIOJIOXKHUKOB»). Kpome Toro, ecnu anst cuc-
TE€MbI KYJbTYpOJIOIMYECKHX LEeHHOCTeH XX Beka
KOHIICTIIIHS «MaccoBOro 3abera» KyJbTyp HO OJI-
HOI OeroBoi MOpOXKKe ObLTa ere mpruemiema (OT-
CI0JIa TJIACHOE M HETJIaCHOE JIEJICHUE KYyJIbTYp Ha
«Pa3BUTHIE», «JIOTOHSIOIINE)» U «OTCTAIOIINEY), TO
ceiiuac 3Ta KyJIbTypOJOTHMuYecKas KapTHHa MHpa
ycrapena. I mosToMy HaM HEIOCTATOYHO OJHOU
JIUIIB KOHCTaTaluu (hakTa, YTO KOMIO3UTOP Hamu-
cajl MEepBbIM TaTapckuil Mapmr (KCTaTh, 3TO ObLI
orenr Papuna — 3aruayima SpymmuH ¢ «Mapirem
Tykasp») win nepByro TaTapcKyro opaTopHio (a 3To
miragmuii 6par ®apuga — Mupcana Spymnus
opatopueii «Keme» — «Yemoek»). 'opmocts 3a
MEPBBIA B TaTapCKOW My3bIKE 00Opaser eBporeii-
CKOTO aHpa IMOHATHA, HO MHOTAA «PEecTp OCHO-
BOIIOJIOKHUKOBY» B c(hepe XyH0KECTBEHHOT'O TBOP-
YeCTBA HAMOMHHAET «OTYET AOTOHSIOLIETO», MPH-
4yeM IpenHa3HayeHHbId Uit camoro ceOsi. Mure-
pecHee Apyroi pakypc, Oojiee MUPOKUA. DTOT pa-
Kypc (GopMHpYyeTCs MEXKYJIbTypHBIMA KOMMYHH-
KallisIMH, KOTOpPbIE€ B HAcCTOAIIEEe BPEMS BBIXOIAT
Ha MepeIHull TUIaH B TyMaHUTapHOM 3HaHMH. [o-
Boputh o Oamere Dapunma Spymmnaa «ypane»
KaKk O TIEpBOM TaTapcKOM OayleTe y»Ke CTajlo WC-
KYCCTBOBEIYECKUM IuTaMrmoM [1], B »Toil cTaThe
OH OyzeT paccMOTpEeH Kak JydIIni TaTapckuil Oa-
JIeT, KaK TPOM3BEACHHE, C KOTOPOro TaTapcKas
KOMITIO3UTOPCKasi My3bIKa BBINLIA Ha HOBBIA ypo-
BEHb MEXKYJIbTYPHONH KOMMYHHUKAIIH.

®@apun Apynnun poauics 1 auBaps 1914 roma
B Kazanu B ceMbe OZJHOTO M3 CaMbIX SIPKHUX TaTap-
CKUX MY3BIKaHTOB Haudaiga XX Beka 3arumyJsuibl
SApynnuna. C 1eTCKuX JIET €ro OKpyskajua TBOpYe-
ckasg atMocdepa. Otery OymyIiero KOMITO3HTOpPA
Wrpal Ha HECKOJBKUX WHCTPYMEHTaxX, MPH 3TOM
ObUl ONHMM M3 TEPBBIX TaTapCKUX IHAHHCTOB.

OTOT eBpomeckuil akageMU4ecKUi HWHCTPYMEHT
3aruaysia SIpyjuiiH OCBOMJI CaMOCTOSTENBHO, HO
HE JJIs1 MCTOJHEHUsT (QOpTENMaHHON KITACCHKH, a
IUISL UTPBI B TaTapCKUX KIIyOHBIX aHCaMOJISX WIIH,
KaK UX Ha3bIBaJlM, «HAIMOHAIBHBIX OpPKECTpax» [0
KIyOHBIX aHcamOIsax moapobunee cm.: 2]. Ctuib
(hoprenmanHoil urpsl 3arunysuiel SApynauHa obec-
MeYNBaJI AHCAMOJII0 OJHOBPEMEHHO M rapMOHHUYE-
CKYI0, I PUTMO-yJapHYIO JHHUH. DTO OBLI HOBBIH
CTHJIb HE TOJBKO JJISl TATAPCKOM MY3bIKH. JTO OBLI
TaTapCcKui BapuaHT npumenumed ¢ XX BEKOM
«IEMOKPaTHYECKOW NeCEHHO-TaHLEBAJILHOIA,
YCTHO-IIPO()ECCHOHAIBHON  «I10JIlyMMIIPOBH3aLIU-
OHHOI» My3bIKM Ha OCHOBE HapOJHO-NIECEHHBIX U
HOMYJISIPHBIX «MEXIyHapOAHBIX» TOPOACKUX HH-
TOHAWH (3Ta My3bIKa ObLIa TUMIOJOTHYECKHA POJI-
CTBCHHAa 3amaJHbIM perraiiMam, (GOKCTpOTaM H
JIeTKUM OJ1103aM, HO MMeJla COBCEM JPYTOH HaIHO-
HAJIbHO-XapaKTEPHBI MHTOHAIIMOHHBIA  CTPOH).
VBiledueHHas COBPEMEHHOM MY3BIKOM TaTapckas
MOJIOJIEKb CTPEMUIIACH NEPEHATh CTUIIb YCIEUIHO-
ro «moymeHa» 3arunyiuibl Spymimaa. OH ObLI
MEPBBIM yUYUTENIeM MYy3bIKH Moionoro Canmxa
CaiigameBa M, KOHEYHO, CTajl MEPBBIM YyUYUTENIEM
CBOEr0 CbIHA, MY3bIKAJbHBIM TaJaHT KOTOPOTO
MIPOSIBUIICA C IETCKUX JIET.

IlepBriit  (mompodeccnoHadbHBIN) TEPHOA B
My3bIKe 17151 Oy IyLIero KOMIIO3UTOpa, TAKUM 00pa-
30M, TIpouIes noJ 0e3yCIOBHBIM BIHMSHUEM OTLA U
COBPEMEHHOM TaTapCKOM TOPOJCKON cpenpl, B KO-
TOpOM aKTUBHO, TBOPYECKH, 3KCIIEPUMEHTAIBHO
pa3BUBAJIMCH HOBBIE ()OPMbI HALMOHAIBHON KYJIb-
TYpBL. DTO BaXKHO IJIS BOCHIPHATHSI PEOCHKOM MYy-
3BIKQTBHOTO HCKYCCTBAa — MY3BIKa NPUXOANT U3
JKU3HH, a HE U3 YUeOHBIX KJIacCOB; OHA M3BJIEKAeT-
Csl U3 MY3bIKaJIbHBIX UHCTPYMEHTOB, a HE U3 HOT-
HBIX 3alMceill; OHa HeceT B cebe IHEepPruio CoBpe-
MEHHOCTH, a HE TOJAABISAET aBTOPUTETOM Tpaau-
LML

Onmnako 0e3 pacmupeHus MpoheCCHOHATEHOTO
Kpyro3opa IyTb BIIepe]l HEBO3MOXEH. JTO MOHHU-
MaJ He Toapko Dapun, Ho u 3arunysuia. SpyuH-
CTapUIMi MPHUHSII pElIEeHUEe O BO3BpAIllEHUH BCel
cembr B Kazanb n3 Yul (rae He ObUI0 My3bIKaIb-
HOTO yumnuiia), 4roOel dapuj MOr y4uTbCS B
TE€XHHUKYME MCKYCCTB (4acThI0 KOTOPOTO B IEPHO
1920-30-x rr. OBIO KazaHckoe My3bIKaIBHOE
yumnuie). B 1930 rogy Oyamymmii KOMIO3UTOD
noctynuin B KasaHCkuil TEeXHUKYM HCKYCCTB, BBI-
OpaB I ceOs Ki1acc BHOJIOHYENIH. DTOT BBIOOD
MOJIOIOTO MY3BIKaHTa HCTOPUKH MY3BIKH HEI0-
OLIEHUBAIOT, a OH JIOBOJILHO KPACHOPEYMBO CBHE-
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TEJIbCTBYET O HECTAHAAPTHOM XYAOXECTBEHHOM
MbinieHnn ®apuaa, o ero MUpPoOTe U OTKPBITOCTH
JUIsT MEXKYJbTYpPHOH KOMMYHHUKAallUd Ha CaMOM
BBICOKOM TIpodeccrnoHabHOM ypoBHe. JlocTaTrod-
HO CKa3aTbh, YTO B TO BPEMsS CPEOU TaTAPCKUX MYy-
3BIKQHTOB YK€ OBUIO JOBOJBHO MHOTO MOMYJISp-
HBIX CKpUIA4yei, TapMOHHUCTOB, MaHIOJUHUCTOB,
MUAHUCTOB, HO HE OBUI0O HU OJHOTO KOHIIEPTH-
pYIOILEro BHOJIOHUENHCTA. BHoIOHYENb B TO Bpe-
MsS OTCYTCTBOBaja B MPOCTPAHCTBE TaTapCKOM
KynbTypel. Ilo kiaccy BuonoHYenu SpyiuivH
YUMJICSL Yy HW3BECTHOTO Ka3aHCKOTO Iejarora
P.JI.ITonskoBa. Kaszamock OBI, OCBOEHHE HOBOIO
TPYZHOTO MHCTPYMEHTA JIOJDKHO OBIJIO 3aIlOJTHHUTH
BCE BpEMsA HAYMHAIOUIETO MY3bIKaHTa, HO €My
CIIOBHO OBIJIO MaJl0 MY3BIKU: HapajuleIbHO OH I0-
CTYIIWII ellle U B Kiacc (OPTENHaHo K MpeKpacHo-
My nenarory M.A.Ilstaunkoit. Kpome toro, ®a-
pHuI BO BpeMs yueObl NMOCTOSIHHO padoTall: Tarie-
POM B KHHOTeaTpe (3aMeHsisl Ha 3TOi paboTe oTIa);
AKKOMIIAHMATOPOM Ha KOHLEPTax B pPaJUOKOMMTE-
Te (UMIPOBU3UPYS (opTenrnaHHOE COMPOBOXK/E-
HUE TaTapCKUX HAPOJHBIX IECEH); B MHCTPYyMEH-
TaJbHOM TPHO B KaueCTBE BUOJIOHYENNCTA (BBICTY-
nasi B My3bIKalbHOM O(GOpMIICHHHU criekTakieit Te-
atpa paboueil  MOJIOIEKHM CO  CKPHIIAYOM
X.batplpmiiHbiM ¥ OyAyHOIMM  KOMITO3UTOPOM
H.)KuranossiM, urpaBmmM Ha (oprenmano). OH
CTaJ Topaso cBOOOJHEE OPHUEHTHPOBATHCS B MY-
3BIKE, 3aPEKOMEHJIOBAJ ce0s MPEKPACHBIM HMIIPO-
BH3aTOPOM M 3HATOKOM TOHKOCTEH TaTapcKuX Ha-
poanbIx Menoauid. OH y3Ha1 MHOTO HOBOM MY3BIKH
PYCCKHX M €BPONEMCKMX KOMIO3UTOPOB. A KHHO
IIOMOTJIO €My IIOUYBCTBOBATh B MY3bIKE JBUKCHUE.
Benp oH ynpaBisisi 3ByKOM, COMPOBOXAABIIUM KH-
HOKa/IpBI.

boun myxeHn crnenyrommii mar. Boutas uHTO-
HallM¥ COBPEMEHHOM €My TaTapCKOW My3bIKaJIbHON
KYJBTYPBI, MOJIOJIOW MY3BIKaHT OBLT TOTOB PACIIH-
PATH rpaHUIlbl CBOEH MY3BIKAJIBHO-S3bIKOBOM Kap-
THUHBI MUPA.

B 1933 rogy B umncie mepcrneKTHBHBIX MOJIO-
IbIX My3blKaHTOB Tarapcrana ®apun Apyinun
ObUT HampaBlieH Ha y4eOy B MockBy. Tam Haua-
JHUCh €T0 3aHATHA Mo KoMrosuuuu. B 1933-34 rr.
OH yumiicsi Ha pabdake mpu MOCKOBCKOI KOHCep-
BaTOPUM T1OJ  PYKOBOJACTBOM  KOMIIO3UTOPA
b.C.Illextepa, a B 1934-39 rr. B Tatapckoit omnep-
HOM cTyuu pu MOCKOBCKOI KOHCEPBATOPUU O/
pykoBoacTtBoM mpodeccopa ['.U.JIlutunckoro, xo-
TOPOMY CJIEyeT OTBECTH 0CO00€ MECTO B HICTOPUHU
TaTapCcKOil My3BIKH KaK BOCITUTATENIO 1ENOH Tuies-
Jbl BBIJAIOIIMXCS TAaTapCKUX KOMITO3UTOpoB. Ta-
TapcKas oInepHasi CTyausi mpu MOCKOBCKOW KOH-

cepBaTOpUH OblIa OPUTHHAIBHBIM U 3P (EKTHB-
HBIM 00pa3oBaTeIbHBIM IPOSKTOM PYKOBOJICTBA
Tarapckoit ACCP. 3a msatp et cBoeit paboTsl OHa
Ha HECKOJIbKO JIECATHIIETHH BIIepen pemmia Impo-
OieMy TaTapcKoW MY3BIKAIBHO-TIPO(ECCHOHATD-
HOH DJIUTHI, COOTBETCTBYIOIIEH TpeOOBaHUSIM Bpe-
MEHH.

@apup yauscst ¢ 60NBIINM HHTEPECOM U C ca-
MBIX paHHHX COYMHEHUH TOKazan ce0sl TalaHTIU-
BEIM KOMIO3UuTOpoM. Eciam He cumrtath Hasuba
’Kuranosa, yuuBuierocss B MOCKkBe B T€ K€ I'OJIbl
(HO HE B CTyAWH, a 10 OCHOBHOM Mporpamme KOH-
CEpBaTOPHUH), TO U3 CTYJIEHTOB-KOMIIO3UTOPOB Ta-
Tapckoit onepHoit ctynuu @apun SpyuivH K KOH-
Iy oOydYeHUsI TOKa3al caMble OJIECTSAIINE Pe3yiib-
TaTel: OH couuHWI CoHATy JUIsi BHOJIOHYEIH U
¢doprenuano, CtpyHHbIM KBapTeT U CUMQOHHIO.
OdeHb XOpOIIO eMy yAaBajiCh KaHPHI T Ooiee
LIMPOKOTO Kpyra ciyuiareied — NecHH, POMaHCHI,
WHCTPYMEHTaIbHBIE MUHHUATIOPHI «YTPEeHHSS Tec-
H1» («Tan xeipe») u «Tanen» («buro xee») mist
ckpuniku U (oprenmano, «KomnsidenpHasy («bu-
LIEK XKBIPbI») Ui (GOPTENUAaHO, a TakkKe oOpadoT-
KM TaTapcKuxX HapogHbIX meceH «Kapa ypman»,
«Amkazapy, «Cubaity, «Cangyraw u ap.

B koHne 0o0ydeHusl y MOJIOJOTO KOMIIO3UTOpa
BO3HUK MHTEPECHBIN 3aMbICENI — BOIUIOTHTh B MY-
3bIKE 3HAMEHUTYI0 ckazKy Tykas «Illypane». IToat
Axwmen @aii3u Hanucan A1 KOMIO3UTOpa TUOpeT-
To Oanera. BepHyBIIMCh IO OKOHYaHWH y4eObl B
Kazans, ®apun ApyniuH Bce cBOe BpeMs IMOCBs-
man pabore Hax 6anerom. B magane 1941 r. coun-
HeHre OBbUIO 3aKOHUEHO B KiaBupe. B cepenune
neta 1941 rona B Mockse minanupoBanack Jlekaaa
TATapCKOTO MCKYCCTBAa M JINTEPaTyphl, B €€ Ipo-
rpaMMe Ipejmnojaraiach OCTaHOBKA MEPBOro Ta-
Tapckoro Oanera, HamucanHoro Papumom Spyi-
muHbIM. KiaBup 3amHTEpecoBa M3BECTHOTO MOC-
KoBcKoro Oanermeiictepa JI.B.SIkoOcoHa, KoTOpBIit
Cpasy >Ke 3aHsJICS MOJArOTOBKOW IMOCTaHOBKHU Oaie-
Ta. Bo Bpema co3nganusa my3sbiku «Illlypane» TBOp-
Yyeckrue crnocoOHOCTH SIpyiiMHA CIOBHO OCBOOO-
JWINCh OT BCEro JMIIHEro, CHUIOMHHYTHOTO U
B3IIETENIM HAa HEOBIBAIYIO BBICOTY. 3aKOHYHB MY-
3bIKy OayieTa, OH Cpa3y e HadWHAaeT COYHHATH
omepy «3ynbxabupa» («3emxobupo»). Ho Haua-
nace Benukas OteuecTBeHHas BoiHAa. B mepBblil
ke Mecsit] BoiHbl Papun SpyinH ObUT MpU3BaH B
apmuto. C BOIHBEI OH HE BEPHYJICS.

B muceMax ¢ gpoHTa KOMIIO3UTOpP pPaccKasbl-
BaJ POJHBIM W O CBOMX TBOpYECKHX IutaHax. OH
Oecrokomyicsi 0 cynp0e cBoero Oamera, MedTan,
KaK T0CJie BOMHBI BHOBb Oy/IET COYMHATH MY3BIKY.
OH BocHpHHUMAaJI MUp KaK HacCTOSIIMH T'eHUH, KO-
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TOPBIA BHUIMT, YyBCTBYET U IIOHMMAaeT OOJIbIIeE,
YeM JAaHO JPYTHM JIFOJSAM, HO TIPU 3TOM HE BO3BBI-
maer cedq Hag ApyruMu. Y Hero OblI HEBEpoAT-
HBIH Jlap BBICTPaMBaTh TapMOHUYHBIC KapTHHBI
MHpa JaKe MoCpei CTpaIrHoro xaoca. Bor ¢par-
MEHT U3 MOCJIEIHEr0 MUChMa KOMIIO3UTOpa-BOMHA!
«Hactosimas my3bika Obula 37ech, KOTJa IIecTHa-
IIATUTOJIOCHAs KOHTpamyHKuus Kariomm B aH-
cambne c Jlyka-Jlykuuem, Mapdymeii B oOmeit
cuM(OHNHU peBa BO3MYLIHBIX U Ha3eMHBIX OOraThl-
peil MOoJHSUIN BBEPX TOPMALIKaMU BCEX TOJIOBOpE-
30B ['utiepa. Takyio cumboHuIo g emie He BCTpe-
Yajal HU B OJHOH MYy3bIKaJIbHOH JIMTEpaType MUpa.
Pax xoHCTaTHpPOBATH, YTO A ABJSIOCH CaM CO3€pLa-
TeseM u MoJekyiou [ee]» [3: 70].

Bckope komanaup B3Boxa, JieWTeHaHT Dapuj
SApynnus noru6 B 6010.

310 OBlIa HEBOCIIOJHMMAS IIOTEPS: HE JIOXKHB
U 0 TPUIALATH JIET, TOTu0 OAMH U3 CaMbIX TaJlaHT-
JIMBBIX KOMIIO3UTOPOB 33 BCIO HCTOPHIO TaTapPCKOM
My3bIkd. JXKu3ap @apuna SpyminHa Oblia KOPOT-
KOH, HO ero riaBHoe counHeHue — 6aner «lllypa-
Je» — cAenajo MMs MOJIOJIOTO KOMIIo3HTopa Oec-
CMEPTHBIM.

VY Hac 10 CHX TOpP HE MPOBOJATCS COIMOJIOTH-
YeCKHe M CTaTUCTUYECKHE HCCIieoBaHus B obnac-
TH aKaJIEMHYECKOTO0 MY3bIKAJILHOIO MCKYCCTBa.
IlosToMy Ha3BaThb caMOI'0 HCIIOJIHAEMOIO TaTrap-
CKOTO KOMIIO3UTOpa Ha OCHOBAHMU JIOCTOBEPHOM
CTaTUCTUKU MBI He MOkeM. Henb3s ¢ monHo# yBe-
PEHHOCTBIO HAa3BaTh M CaMO€ HCIIOJIHAEMOE, WU
camoe M3BEeCTHOEe, WM caMoe JII0OMMoe U3 TaTap-
CKHX MY3BIKaJBHBIX TpousBeaeHuil. Ho maxke Ha
nepBolid B3rsia Oaner «ypane» — oguH U3 rias-
HBIX (DaBOPUTOB BO BCEX ITUX HOMHHAIHSIX.

Mpbl He cMOXeM pacu@poBaTh «KOJA TI'€HHU-
anpHOCTH» My3bikn Dapupa SpymnmmHa (M 1000
JOpYyroi My3bIKH TOXKE), HO MbI JOJDKHBI [IOHUMATh
XO0Ts1 OBl HEKOTOpbIE TPUHIUIBI Pa3BUTHS HAIHO-
HAJIBHOI'O MCKYCCTBA, aHAJIM3UPYs €ro caMble ycC-
TIeTITHBIC 00pas3IIb.

Wrak, ycnex «lypame» B TOM, 4TO OH CIIOCO-
OeH coOpaTh IIMPOKYIO ayAWTOPHIO, MPUYEM He-
MaJIOBa)KHO, YTO 3TO NpOM3BEICHHE OyAeT Mo3u-
TUBHO BOCIPHUHHUMATbCS IPEICTABUTENSIMH HE
TOJIBKO TaTapckoil KynbTypbl. Kak oTmeuana wuc-
cinenoBatenb TBopuecTBa @D Spyminna Y.H.bax-
TusipoBa: «Jlrojei pa3HbIX HAIMOHAIBLHOCTEH TIPH-
BJIEKAeT HapOJHOCTh MY3BIKaJIHHOTO S3bIKa Oajera,
KOHKpETHasi 00pa3HOCTh W pealucTHYecKas BbIpa-
3UTENIBHOCTh MY3bIKH, TyMaHHCTHUECKas Uesl, Oll-
THMH3M, Bepa B TOPXKECTBO CIPABEUIMBOCTH U pa-
symay [4: 6]. @apua SpymuH necTBUTEIBHO 00-
Jajal JapoM BBIPAXKaTh T'YMaHHUCTHYECKHE HICH,
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ONTUMU3M U BEpY B CIIPABEIIMBOCTH B CBOMX pas-
HBIX TEKCTaX, JaXe B MOCICAHEM (HPOHTOBOM
muchkMe. Kakume jxe coOCTBEHHO MY3BIKaIbHBIE
0COOCHHOCTH TBOPYECTBA KOMIIO3UTOpPA MOKHO
BBISIBUTH B JIOTIOJIHEHHE K  OTMEUCHHOM
Y.baxTusipoBoii «HApOJHOCTH MY3BIKAILHOTO SI3bI-
Ka» B acCIleKTe MEXKYJIbTYPHON KOMMYHHKAIAH?

Celiyac mpu3HAHO, YTO KYJIbTYypa, KaKk U S3bIK,
dhopmupyer «kaptuHy Mupa». COOTBETCTBEHHO,
YeM TMOHSTHEE KapTHHA MUpPA, OTpakaemasl pou3-
BEIICHUEM HCKYCCTBa, TeM 3(Q¢eKTHBHEE M IO3U-
THBHEE OYJET OCYIIECTBISITBCS MEXKKYJIbTypHas
KOMMYHUKaus. ¥ MY3BIKO3HAaHHUS MOKa HET co0-
CTBEHHON METOMOJIOTHM aHaIHu3a S3BIKOBBIX Kap-
THH MUPA, S3BIK MY3BIKH HEIOCPEICTBEHHO HE
CBSI3aH C CEMaHTHKOW H300pa)kaeMoro. A Ttartap-
ckas punmonorus yxxe obparmanack K 3TOMy BOIIPO-
cy. Kak mummer P.P.3amanernunoB: «Ommcanue
CTPYKTYpPBI S3bIKOBON KapTHUHBI MHUpa Mpe/oara-
€T JIBa YPOBHSI: TIEPBBIN 3aKIF0YAETCS B BBISIBICHUU
00IIIeYeI0BeYeCKOT0, YHUBEPCANBHOTO COMepIKa-
HUS SI3BIKOBBIX 3HAKOB WJIM K€ KOHIICNITOB Kak
KOMITOHEHTOB SI3BIKOBOM KapTHHBI MUPA, BTOPOU —
B XapaKTepUCTHKE CIeUn(UKA HAIFOHAIBHOTO
SI3bIKA KaK CIoco0a 3aKperyICHUs OIbITa TO3HAHUS
MUpa ONPEACICHHON STHOKYIBTYPHON OOITHOCTI
[5: 139]. B my3blkanpHOM, a TeM Oojiee B ceMaH-
THYeckn Ooyilee  OMpEeNeNIeHHOM  MY3BIKaJIbHO-
TeaTpaJbHOM TPOU3BEICHUU TOXE MOTYT OBITh
BBIJICJIICHBl 3HAKH M KOHIIENITHl YHUBEPCAILHOTO U
HaIlMOHAIBHO-CIIENN(HUIECKOTO CTPYKTYPHBIX
YPOBHEM.

OTMeTUM JTUIIIb HEKOTOPHIC KOHIIENTHI Oayera
«Illypamney, obecriednBaroIie 3TOMY IPOU3BEIE-
HUIO 3HAYUTENIbHBIH MEXKYJIbTYPHBIH KOMMYHHU-
KaTUBHBIN MOTeHITUAI. [IOHATHE «MEXKKYITBTYPHBIN
KOMMYHUKATUBHBIA TOTEHIIMAT» IPOU3BEICHUS
HCKYCCTBa TpeAyiaraercsl I TUarHOCTUKH OCO-
OCHHOCTEH W TEPCIEKTUB €ro Peleniuy pa3jind-
HBIMH CETMEHTaMH ayJUTOPUH (OT COLMAIBHBIX
TPYIII 0 HAITMOHAIBHBIX COOOIIECTR).

B orHomienuu Oanera «lllypane» cymiecTByer
MOJIZICPKKA JIOCTATOYHO IIUPOKOTO Kpyra ayJuTo-
pun. Ha ypoBHEe MEXKYJIbTYPHONH KOMMYHHKAIIHH
OHa o0ecreunBaeTCs TaKUMH YHWUBEPCAJIHHBIMHU
CEMAHTUYCCKUMHU STUHUIIAMU U KOHTEKCTaMH, KaK:

— «OtHOo(aHTacTuka, 3THO(PIHTE3M». CKa304-
HBI CIOXKET, OTPaKarOIIHKA OOIepOMaHTHIECKOE
YBJICUCHHE CKa3KaMH, JIETCHIaMu U Mupamu pas-
HBIX HApOJOB MHpa. DTO HAIPABJICHUE, CTaBIIEE
OJHUM M3 MUPOBBIX TeueHuil B XIX Beke U HE HcC-
CSIKIIIEE JI0 HACTOSINEr0 BPEMEHHU, OObEAMHSCT ay-
JUTOPHIO, PA3/ICICHHYI0 HE TOJIbKO MPOCTPAHCT-
BEHHO (HallMOHAJIBHBIE COOOIIECTBA), HO M XPOHO-
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JIOTHYECKH (pa3HbIe BO3paCTHBIC TPYIIIHI), a TAKKE
BBICTYNAeT OOBEAMHSIIOMUM (aKTOpOM Ui TeH-
JEPHBIX U IPYTHX COIMAIBHBIX AuQQepeHIranmi.
XOTSl 3TOT KOHLENT UMEET BHEMY3BIKAJILHOE IIPO-
UCXOXKJICHUE, OH OKa3al Ha MY3BIKYy HEMOCPE/CT-
BEHHOE BJIMSHME, OHA CO3/aBajlach KaK MY3bIKallb-
HBI DKBUBAJCHT 3TOM 00pasHoii cdeprl. «lllypa-
Jie» OPraHUYHO BOMIEN B «KOMHaHWIO» «Cuibdu-
Ip», «OKuzenn» U Apyrux NpuU3HAHHBIX 00pa3LoB
POMaHTHYECKOH OaJeTHOM TUTepaTyphl.

— «My3bIKanbpHas miacTuka». XKect u aBuxke-
HUE HWMEIOT OOJbIIC MIAHCOB OBITh MOHSATBHIMH
MPEACTaBUTENEM APYTOM KYyJIbTYpbl, YE€M CIIOBO.
My3spika SpysidHa yAMBUTENBHO IUIACTHYHA,
IIPUYEM 3TO OTHOCHTCS HE TOJBKO K Oanety «llly-
paje», HO U K APYTUM COUYHMHEHHUSIM KOMIIO3UTOpA.
Hanpumep, npocrtas Ha niepBbIid B3MsA 00paboTKa
TaTapcko HapomHoW mecHU «Peka teuer» («Cy
I0JIBI») SIBIISICTCSA yIUBUTEIBHBIM 00pa3loM My3bl-
KaJIbHOM mnacTuku. OHa nepesacT CTUXHUIO BOJBI C
€e HEYJOBUMBIM, HO BEYHBIM JBW)KEHHEM U MeEp-
HAONIMMH OTMKaMU: TPUOJM B aKKOMIIAHEMEHTE
MIPOTUB JABYX BOCBMBIX B MEJIOJUU, MHOTOYpPOBHE-
Basl CUCTEMA CIIaJI0B U NOBEMOB, HHTOHALIMOHHBIX
aKICHTOB B (POPTENHAaHHOM COMPOBOKACHUHM Ha-
ponnoit menonuu. B 6anere xe «Ilypane» ensa mu
HE KaKIbld HOMEP — IIENEBpP MY3bIKaJIbHOW IJa-
CTHUKH, JABW)KCHHE OILYLIAETCS B 3TOM My3bIKE, Aa-
e €CJM €€ CIIyIIAaTh C 3aKPhITHIMU IN1a3aMH.

— «HeopomaHTH3M U HEO(DONBKIOPU3MY. DTH
MY3bIKAJIbHBIE HAIPAaBJICHMS CTalM OYEHb IIOIY-
JIApHBI B cepeauHe XX Beka. HeopomaHTHueckuii
STHOMENOAM3M (OJHUM U3 CaMbIX SIPKUX IMpeJcTa-
BHUTENEH KOTOpOro Obul PaxMaHWHOB) MOXXHO Ha-
3BaTh IMPHMEPOM «3IOPOBOTO KOHCEpBATU3Ma» B
My3blke XX BeKa, y’Ke COBCEM ObUIO MPUTOTOBUB-
mIeiicss MompolaThCsi ¢ KOHCOHAHCOM M €CTECT-
BCHHO-MHTOHHpYEeMOW Menoaueit. Heodompkito-
PHU3M e MOXHO ONPEAETUTh KaK «aKKypaTHOE HO-
BaTOPCTBO» — IEPEHMHTOHHPOBaHUE (OIBKIOpa B
YCIOBHUSIX HMHTOHALIMOHHOTO M CTHJIEBOIO IIPO-
cTpaHcTBa XX Beka. B My3bike Ganera «llypamne»
€CThb MHOT'O NMPEKPACHBIX MENOIUH, CBA3aHHBIX U C
HEOPOMAaHTU3MOM, U C HEOPOIBKIOpH3MOM. B ps-
Jle HOMEpOB, HalpuUMep, B 3aKIIOYUTENHHON «JJe-
TMW», HEOPOMAaHTUYECKUH CTUIIb YAUBUTENBHO Op-
TaHUYHO COYeTaeT B ceOe S3bIKOBBIE NMPU3HAKHU Ta-
TapCKOH, PYCCKOH («paXxMaHHMHOBCKOW») M €BPO-
nenckoi My3blkd. ['apMoHnYeckuil A3bIk Spyiu-
Ha CBOEH SIPKOCTBIO, BBIPA3UTENBHOCTBIO M M30-
OpeTaTeIbHOCTRIO TEPEeKINKACTCS C TO3IHUMH
POMaHTHKaMHU HaIlMOHANBHBIX IIKON EBpomsl (Ha-
npumep, ¢ I'purom). MHorna B rapmMoHuu Tatap-
CKOrO KOMIIO3UTOPAa MPOCKAJIb3bIBAIOT «IXKA30-

BBIE» DJIEMEHTHI (KaK M y «PYCCKOTO aMEpPHKaHIIa»
PaxmannHOBa), HO C HEMOBTOPUMBIM TaTapCKUM
KOJIODUTOM, KaK B JABIKCHUSAX IapajjielbHbIMU
KBHHTAMH WJIM KBapTaMH. Y TOHYEHHAs MeEJM3Ma-
THKa Menoauil fIpyinuHa MOXET B HEOpOMaHTH4e-
CKOM KOHTEKCTE CTaTh AJI €BPOIEHCKOro CIylla-
TEJsl «IIOMEHOBCKOWY» ajuito3ued. I'eHnanbHbIM ke
OpUMEPOM HEO(OIBKIOPU3Ma SBIISIETCS TEPEHH-
TOHMPOBAaHWE TaTapCKOM HAapOJHOW MEIOANHU
«TadTuiasty» B cTwie 3J€rHYEcKOro Baibca B Oa-
neTHOM HOMepe «TaHer| 1eByIIeK ¢ TTaTKOM.

— «3ByKOBBIE KpPacKuU» M «OPHAMEHTHD». YiKe
YIOMHHABIIASCS KBapTO-KBUHTOBAas aKKOPIHKA
(kcTaTu, HCIoOIB3yeMas B OaieTe NI STH30I1Y-
HO u Oolee CBOMCTBEHHAas HHCTPYMEHTaJIbHBIM
MUHHATIOpaM, MecHsIM u obpaboTkam SpyniuHa)
CBSI3aHAa M C TaKUM BIIHMSTEIbHBIM CTHIIEM XX Be-
Ka, KaKk uMmmpeccuoHn3M. Ho Mbl 3HaeMm, 4TO B
CCCP B 1930-e rogsl my3siky [ebroccu He ciy-
M U He U3y4ajiu (OH He ObUI BKJIIOUEH B perep-
TyapHble CIHCKH). SIpyJUIMH CaMOCTOSTENIbHO
MIpUIIeN K IEHHOCTH M KpacoTe HETepLOBOW Bep-
TUKaJH. SIpKUMHU 3ByKOBBIMH KpPacKaMH paclBede-
HBl BCE MY3bIKaJIbHBIC XapaKTePUCTUKU (paHTacTH-
yeckux cymectB. Ocobas KOMIIO3UTOPCKas HAXO-
Ka — COEAMHEHHUE MEHTATOHUKU U ILIEJIOTOHHOTO
3ByKopsina B jeirreme lllypane. Jleiitrema Ha-
CTOJIBKO yZAadHa, YTO @K€ HE 3HAIOLINE MY3bIKY
Oarnera JIOOW CIBIIAT B HEH «TaTapckoe (HTe-
3m». Kpacora menoguueckux opHamMeHTOB Spyi-
nuHa oOmen3BecTHa. OH MAacTePCKH IONB3YETCS
3THUM HalMOHAJIBHBIM TPUEMOM HE TOJNBKO B OC-
HOBHOM MeJIOJHMH, HO M B aKKOMIITAHEMEHTax o0pa-
0OOTOK HAPOJHBIX IIECEH.

Ha3BaHHBIX KOMMYHHKATHBHBIX KOHTEKCTOB
JOCTaTOYHO, YTOOBI IPUMTH K BBIBOLY 00 0COOOM
mecte Oanera «lllypane» m TtBOpuectBa Papuaa
SlpyjiiHa B 1€JIOM B TaTapCKOW MYy3bIKE MEPBOM
moJIoBUHEI XX Beka. DTO OBUIO TIEpBOE TPOU3BE-
JCHHE TAaTapCKOW MY3BIKHM, JIMILIEHHOE HaJeTa yue-
HHUYECTBA, CBOOOAHOE OT O(QHUIMANBHBIX ITOKa3aTe-
JIeH <JIOTOHSAIOIIEH KYJIBTYpB», OT «AKTyaJIbHOMI
TeMbl». OTCIOa «HAABPEMEHHON» CTaTyc 3TOrO
MIPOU3BENCHHS, OOECICUMBAIOLINNA €My OpTaHHY-
HOE CYIIECTBOBAaHMWE B PAa3HBIX CIYIIATEIbCKUX
TpaAULUSIX U MO3BOJISIONINKA eMy cBOOOIHO mepe-
MeIIAaThCs 0 MCTOPUYECKUM 3I0XaM, JIETKO Mpe-
0J10JIEBasi BPEMEHA C UX «aKTyaJIbHBIMH TEMaMU».
@apun ApyuH BIOXHYN B TaTAPCKYI0 KOMIIO3M-
TOPCKYIO MY3BIKY NO33HI0 HEOPOMAaHTHU3MA, KOTO-
past cTana [y Hee )KUBUTEIbHBIM UMITYJIbCOM, II0-
Oyamina K KHU3HH HE TOJBKO «3IHYECKOEe», HO H
«JIUPUYECKOE» HAYajo, SIPKO MpOSBUIACH B Aallb-
HellmeMm B TBopuecTBe Pycrema SxunHa, B CKpu-
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IIUYHBIX KOHLEpTax My3adapoBa, B HEKOTOPBIX
pomancax JKuraHoBa U B ApYTUX COUMHEHUSX Clie-
IOYIOLIMX MTOKOJIEHUH TaTapCKUX KOMIIO3UTOPOB.

Ha ocHoBe akToB mocTaHoBOK Oanera 3a Tpe-
nenamu Tarapcrana B cTpaHe W 3a pyOexoM, Ha
OCHOBE KOJMYECTBa yIIOMUHaHUHK Oanera Spyiu-
Ha B CPEICTBAaX MAacCOBOM MH(OPMALUN MOXKHO
onpenenuth «lllypane» kak camMoe H3BECTHOE
MIpOU3BEJIEHNE TaTapckoi My3bIkH. MupoBas mpe-
Mbepa Oanerta cocrosttack 12 maprta 1945 roma B
TarapckoM rocynapcTBEHHOM TeaTpe onepsl u Oa-
nera B Kazanu (Ganermeiicrep I'.Tarupos, opkect-
poska @.Buraueka). [Ipembepa 2-if penakuuu Oa-
Jiera moja Ha3BaHueM «Anu-baTeip» mpounuia 28
mass 1950 roma B Teatpe omepsl u Oanera HM.
C.M.Kupoa B Jlenunrpame (Oanermeiictep
JI.5IxoOcoHn, opkectpoBka B.BmacoBa m B.Depe).
ITocne neHWHTpaACKOW TPEeMbEphl OaIeT TOTYUHI
mmpokoe npuzHanue. OH ObLI MOCTaBJIEH eBa JH
He Bo Bcex ropoaax Comerckoro Coroza: Anma-
Arte, Bunpatoce, ['oppkoMm, Kuese, JIbBoBe, HoBo-
cubupcke, Onecce, Pure, Caparose, Tapty, Tai-
KeHTe, YnaH-Y 13, YibsHoBcke, Y e, YensOuHcke.
baner wen B bonrapuu, I'/IP, Ilonsiie, Pymbiaumy,
UYexocnoBakuu. B 2002 roxy oH OBl HOCTaBIEH
Penarom Ubatynnmuneiv B Mekcuke.

B Tarapckom Teatpe omnepsl u 6anera «lllypa-
JIe» Bcerma OBIT M OCTaeTCs YKeMUy KHHOU OareT-
HOTO pernepTyapa. Haubonpuryro M3BECTHOCTh HO-
Jdy4uia JEeHUHrpajckas nocraHoBka JI.SIkoOcoHa.
B 1971 romy neHuHTpaAmnsl BO30OHOBHIIM CIICK-
takiab ¢ HasBaHuem «lllypane», B 1980 r. Obuia
OCYILECTBJICHA dKpaHu3anus (uinbpMa-0anera ¢ Ha-
3BaHueM «JlecHas ckaska». B 2009 rony Mapuun-
CKUMH TeaTp TPOM3BENl «KAMUTAIbHYIO PEKOHCT-
pykuuio» mnoctaHoBku JI.flkoGcoHa mon My3bI-
KaJbHBIM pyKoBoacTBoM B.I'epruesa m mpu mox-
nepkke pykoBoacTBa PecrryOmmku Tataperan. OTa
MIOCTAHOBKA CTajla APKUM KYJIBTYPHBIM COOBITHEM
U COIPOBOXAANACh COOOLICHUSIMH OO aHIUIArax,
JUINTETIbHBIX OBAalMSAX, MAaCTEPCTBE HCIIOJIHUTENCH
U KpacoTe mocraHoBkH. «lloOpiBaBmIMiT Ha Tpe-
MbEPE 3HAMEHUTHIA aMEPUKAHCKUMK NUaHUCT Ban
KnmOepH ckazai, 4To 3TO O4eHb KPacUBBIN OaneT ¢

CEepbe3HON MY3bIKaIbHOW JpaMaTHYECKOW OCHO-
Boii. CaMoe TJIaBHOE — B MY3BIKE YYBCTBYETCS
riryorHa. My3bIKaHT BBIpa3wil HallEXKIy MOOBIBATH
B Oymymiem B Kazanm, 9T0OBI OJIDKE MO3HAKO-
MUTBCS TaTApPCKOHN KyJIBTYpoi» [6].

Ymenmmii u3 xu3Hau 6osaee 70 netT Hazaa KOM-
no3utop Dapun SpyiumH octaeTcs Ha aBaHCIEHE
TATApCKOr0 MY3BIKAJBLHOIO TeaTpa M TaTapCKou
KOMITO3UTOPCKOM My3biku. OH TPOJOJDKACT 3HA-
KOMUTb MHp C TaTapCKOM KYJIbTYPOH.
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Mokano kypenekie tatap komrno3utopsl Oopur ApymnuaasH TyyeiHa 100 en Tymyra 6arsimsana.
SI3Majzila KOMIIO3UTOPHBIH TaTap My3bIKachl YCELIGHIOre poje Kapana, aHblH CTWIb Y3E€HUYJIEeTe
TUKIIEPENS. ABTOP XHKISUIOBEHI® KOMIIO3MTOPHBIH Ouorpadusice 4Yarbuiiplpbiia. XX Tachklp
ypTajapblHIarkl TOIl COHraTH TEHICHUSUIOp KOHTeKCThIHa «Lllypane» OaneTHbIH GUKpPH THPSHIIETE
Kkapana. «IIlyporne» GaleThIHBIH COXHOro Ky TAPHXJIAPhI SKTHIPTHINA' .

Ten TemeHuwdmOp: Dopur SpymnmmH, Tatap Mysbikacel, «lllypome» Oanetbl, MomoHUATapa
GarnmaHbInuIap, GUKpH THPSHIIEK, TENIS AOHbS KapTHHACHI, Ay AUTOPUATS aHAIU3.

HNnnocTpanusiiap ucemiiere 3. OJSpynmuanelH M.OKomun ucemengore Tartap
1. ®opur SpyuIMHHBIH QPOHTTA TOLIKSH (HOTOCHI. noynoT omepa hom Oanmer TeaTphlHAa KyelraH
2. O SpymmunnaeiH  M.OKonun ucemenmore Tatap «Iypane» GaneTbIHHAH KYpEHEII.

moynaT omepa hom Oamer TeaTphlHAa KyelraH
«Ilypane» OaneTbIHHAH KYpPCHEIL.

1
Maokaners WuocTpalusiHe Tecle KylbIMTaaaH kapa — B./[-A.
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