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SOFIA GUBAIDULINA:

“I WOULDN’T HAVE BECOME A COMPOSER
WITHOUT THE KAZAN PERIOD”

SOFIA ASGATOVNA
GUBAIDULINA (1931) is a com-
poser, an Honoured Artist of the
RSFSR (1989) and the Republic of
Tatarstan (2001), an honorary mem-
ber of the West Berlin Academy of
Arts (1988), and a laureate of the
State Prize of Russia (1992). She
was awarded the order “For Merit to
Science and Art” (Germany), she
was a winner of the 7™ International
Composers Competition (Rome,
1975, First Prize) and of the 7™ In-
ternational Festival of Women
Composers (Heidelberg, 1992), she
was the recipient of various music
awards in Monaco, Sweden, the
USA (2 times), Japan, and Germany.

She graduated from Kazan
(1954) and Moscow (1959) conser-
vatories and completed her post-
graduate studies there (1963). She
was studying and developing new
trends in the field of music sound
expressiveness. Since 1975 she has
been a member of the “Astrea”
group of composers, in the 1980s,
she was a member of the so-called
“Moscow trio”. Since 1991 she has
been living and creating music in
Germany: first in Vorpoved, and
since 1992 — in Appen-Unterglinde.
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T'OBONAYJJJIMHA CODPUSI
OCI'ATb «kb3e1 (1931) -
komnosutop, PCOCPueH (1989)
hom TPueig (2001) arka3aHran
CoHrarh osmureknece, KenbOaTsIm
bepaun CoHrarh akajeMHsiCEHEH
mapadute arv3acel (1988), PDHeH
Hoynor pemMusce (1992)
naypeatsl, «®oH hom coHrarbrore
XE3MaTIIope OUEH» OpJICHBI
(F'epmanust) OenoH  OYJIOKIJIOHT9H.
Komnozuropnapubiyg THue
Xanprkapa koHKypcel (Pum, 1975,
1 OYIoK), XaTBIH-KBI3
KOMITO3UTOPJIAPHBIH THue
XaipIkapa (dectuBaine
(Teiimensbepr, 1992), Monaxo,
Msermst, AKII (2  Ttankslp),
Snonus, I'epMaHusiHEeH My3bIKa
OJIKOCEH/Id  Tepiie  IpeMHUsIIape
Jaypears.

Kazan KOHCEpBaTOPHUSICEH
(1954), Mackay KOHCEpBATOPHUSICCH
(1959) hom IIyHaa VK
actimpanTypassl (1963) TomMamITbIiA.
TaBbIIHBI TOICHPIEC HYATbUIABIPY
OJIKICEHIQ SIHA albIMHAp 337K hom
srmmi. 1975Tor  «Actpes»y, 1980
emnapaa  «Mockoy eunere» Il

HepTenroH KOMITIO3UTOpJIAp
TOpKEMHOpeHo  Kepa.  1991non
I'epmanusge: Oamra Boprosen,
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IT'YBAMJYJIMHA CO®US
ACTATOBHA (1931) — xomro3u-
TOp, 3aCIy)XCHHBIH JesTelnb WC-
kycctB PCOCP (1989) u PT (2001),
MOYETHBI WIeH AKageMuu ¥WC-
kyccTB 3anaanoro bepnuna (1988),
naypeat ['ocynapcTBeHHON NpeMuu
P® (1992). Harpaxnena opaeHoM
«3a 3aciyru B HayKe M HCKYCCTBE»
(T'epmanmst), maypear 7-ro Mexmy-
HApOJHOTO KOHKypCa KOMIIO3HTO-
po (PuMm, 1975, 1 mpemus), 7-ro
MexayHapogHOTO (PEeCTUBAIS KCH-
mH-Komio3utopoB  (I'eiimens6epr,
1992), paznu4aHBIX IpeMuil B obac-
TH My3blku Monako, IIBenun,
CILIA (2 paza), AAnonnu, ['epmannn.

3akonumna Kazanckywo (1954),
MockoBckyto (1959) xoncepsato-
puu u Tam xe acmupanTypy (1963).
Wzyuana u pa3pabareiBaja HOBBIC
HANpaBJICHUS B 0O0JIACTU 3BYKOBOW
BeIpasutensHocTH. C 1975 BXOAWT B
KOMIO3HUTOPCKYIO Tpymmy «AcT-
pes», B 1980-e roapl siBisieTcs wiie-
HOM T.H. «MOCKOBCKO# Tpouub». C
1991 npoxuBaeT W 3aHUMAETCS MY-
3BIKATBHBIM TBOpYECTBOM B ['epma-
HUU: cCHayvana B . Boprosesn, ¢ 1992
B I. ATNeH-YHTEePTIUHI.

OCHOBHBIMH COYHMHCHHSIMU SIB-
JITIOTCS: OJNHOAKTHBIC OaNeThl, pas-
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The main compositions are: one-
act Dballets, various instrumental
works for symphony orchestra, choir
and orchestra, instrumental ensem-
bles, music for films, etc.; there are
pieces of music based on the penta-
tonic scale and imagery of Tatar na-
tional music.

An innovative approach with the
use of microtones makes her musi-
cal works individually expressive.
Her music is an integral part of
world concert life, and her works are
performed by internationally re-
nowned musicians world-wide.

199210 Anmnen-YHTeprimHg
mshapiopenas sy hoM mwKar ura.

Ten xe3moTiope  apachlHIa
Oepaktibl  Oaneriap; CHUM(OHUK
opkectpiaap hoM uHCTpyMeHTaNb
aHcamObI9p, Xxop hom opkectpnap
OUYEeH KYNTepyie HWHCTPYMEHTANb
acapIIap; KHHOMUIBLMHAPTa My3bIKa
h.6.; Tatap MWD My3BIKACHIHBIH
00pa3nbIrbHA, MICHTATOHHKA
Y3CHUIIEKIIOPEH TastHraH
MY3BIKaJIb ocopIape 6ap.
MukpoxpomMaTukara HHUT€3JIOHI'9H
sHAa CUCTeMa KyJUlaHy aHBIH
OCOPIIOPCHD IMIOXCH Y3CHYAJNICK hom
MY3bIKaJlb TOICUPJIEK OMpa. AHBIH

HOOOpa3Hble  MHCTPYMCHTAJIbHBIC
NPOM3BEACHUS ISl CUM(pOHHMYECKUX
OpKECTpOB, XOpa M OpKecTpa, UHCT-
PYMEHTaIIBHBIX aHcaMOJed, My3bIKa
K KUHOQWIBMaM | JIp.; €CTh MY3bl-
KaJbHBIE MPOU3BEACHUS, OCHOBAH-
HBIC Ha NIEHTAaTOHHWKE M 00pa3HOCTH
TaTapcKOW HAIMOHAJIBLHOW MY3BIKH.
HoBaTtopckuii moaxon ¢ HCHOJIB30-
BaHHEM MHKPOXPOMATHKH IPHUIACT
€e TPOM3BENCHUSAM WHIUBHIYallb-
HYI0O My3BIKQJIBHYIO BbIPa3HUTEllb-
HOCTh. Ee My3bIKa sIBIIE€TCS HEOTH-
€MJIEMOM YacTbl0 MHMPOBOM KOH-
HEpTHON JKHW3HU, a COYMHEHUS HC-
MOJIHSIIOTCSI BCEMHPHO H3BECTHBIMU

MY3BIKACHI
TOPMBIIIBIHBIH
eJelie,

Oamkapa.

I always feel like being at the crossroads
of two cultures, Eastern and Western,
perhaps because I grew up in Kazan,

at the crossroads of two great traditions:
Muslim and Christian ...

Sofia Gubaidulina [1].

Among all the modern luxurious houses on
Thalmann Street, the one that catches your eye is
No. 29. This house, a monument to the wooden ar-
chitecture of Kazan, has a special aura. Here, the
composer Sofia Gubaidulina spent her childhood
and youth, and now it is the centre of contempo-
rary music, which is named after her and which
houses the Gubaidulins’ family museum, the crea-
tive lab “Pluton” and a rehearsal room for the
“New Music” chamber orchestra under one roof.

Our great compatriot did not live in Kazan for
long, it was the period from 1932 to 1954. Having
graduated from the conservatory, she went to study
in Moscow. However, as Sofia Asgatovna repeat-
edly stressed, she would not have become a com-
poser without her Kazan period [2]. Of course, it
was the deeply spiritual atmosphere prevailing in
the parental home that influenced the future world
famous musician. Gubaidulina has repeatedly
stressed the huge impact made on her by the won-
derful example of her mother and father, people of
different nationalities and different religious be-
liefs, who united their destinies and continued to
love and respect each other through all their lives.
Perhaps that is why Sofia Asgatovna refers to any
religion with awe and perceives it as “the root of
life” and “the root of art” [3]. “For me, every re-
ligiosity has a lot of sense,” the composer says.

JOHBAKYJIOM KOHLCPT

9CapIopeH
My3bIKaHTIap  hom

MY3bIKaHTaMH.
AepBUITBICHI3
TaHbUITAH
opkecTpiap

“Be it India, or the Quran, or the Bible, a man who
respects religious activity becomes dearer to me”
[3]. And further: “Today we meet many cultures
and a variety of religious beliefs, different types of
religious activity in the world. And I appreciate all
of these types” [3].

Gubaidulina understands the current growing
trends in the merging of Eastern and Western cul-
tures as seen in her own words: “It seems to me
that Kipling was wrong, believing that the East is
the East, and the West is the West and it is never
possible for these two to meet. <...> It will be the
mixing of cultures, it is happening, and there is no
getting around it. It is necessary to live with it.
Humanity will not survive without respect for each
other, without respect for these cultures” [3]. The
composer sees the blending of cultures as a possi-
bility for intellectual, spiritual and, as a conse-
quence, creative enrichment: “As the daughter of
two worlds, my soul lives in the music of the West
and the East at the same time” [4].

Sofia Gubaidulina saw her parents as an exam-
ple of such a union — Asgat Masgudovich
Gubaidullin, a geodetic surveyor from a highly
educated Muslim  family!, and Feodosia
Feodorovna (nee Elkhova), a Russian teacher. De-
spite all the difficulties of everyday life, her father
and mother were able to give them the opportunity
to learn music in addition to a wonderful educa-
tion, which generated an impeccable moral charac-

! Sophia Asgatovna’s great-grandfather was an imam at
the mosque in the village of Boayroko and the founder of
the madrassa “Gubadiyya”, the second most important
madrassa after the Kazan “Mehommadiya” [6].
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ter in their children. Quite telling is the fact that the
family, who constantly experienced hunger and
need, bought a piano for their daughters. In answer
to the question containing doubts about the right-
fulness of buying an expensive instrument in hard
times, the head of the family said: “The intelligent-
sia must be musically educated...” [5].

Little Sonia’s passion for music was so obvi-
ous that it did not escape her neighbors’ notice, so
they took her to P.Tchaikovsky Children’s Music
School No.1, when she was five years old. How-
ever, the young age of the candidate became a ma-
jor obstacle to her enrolment in the ranks of young
musicians and only the child's sincere tears were
able to turn the tide in her favour.

Since then, Sofia Gubaidulina has belonged
solely to music. According to the memoirs of the
composer, the music school was like a temple for
her, she entered it with awe and admiration and
Reuben L.Poliakov, the headmaster of the school,
who was an extraordinary person with the highest
aspirations, became her spiritual father. They im-
mediately found themselves in a world which was
dominated by kindness, care and love of children,
solemnity and austerity.

This highly intellectual environment, this “sa-
cred space” [8: 14] of the Music School, which
raised Gubaidulina, had a decisive influence on her
choice of professional destiny. There could be no
other options — her path led only to music. In 1946,
young Sonia entered the piano class in Kazan Mu-
sical College. Later it was Kazan Conservatory,
where she continued her studies as a pianist. Her
aspiration to compose music emerged quite early,
as well as her own individual musical language. It
was noted by N.G.Zhiganov and A.S.Leman, who
were just beginning their careers in music and who
taught the first lessons of composition to the tal-
ented student.

Sofia Gubaidulina’s interest in composition ab-
sorbed all the varieties of techniques offered by the
20" century, including the trends following orien-
tal musical traditions, which dominated in music at
that time. As V.N.Kholopova, one of the most fa-
mous researchers of Sofia Gubaidulina’s works,
notes: “The progress of European music had been
going the way of a slow ascent up the natural over-
tone series for thousands of years, from diatonic to
chromatic and micro tones. When it came to mi-
crointervals, musical language progress began to
leave the sphere of harmony for the sphere of tim-
bres, sonorism, high-rise zones instead of high-rise
points. Accordingly, the process moved from a
metrical rhythm to a non-metrical rhythm. At that

point, it turned out that the East was the land of
promise for the avant-garde, thus it took the place,
which it had never taken before in creative work
and in the area of interests of Western composers”
[9: 153].

Actually, these trends (besides her Tatar roots)
most likely determined the specific “oriental” col-
ouring of Gubaidulina’s music, which is character-
ized by meditativeness, improvisation, free metrics
(or its denial), etc., so inherent in the Eastern cul-
ture.

Thus, Gubaidulina uses melismatic melosis in
her cantata “The Night in Memphis” based on the
texts of ancient Egyptian poetry (1968). According
to V.N.Kholopova, it forms the basis for “her me-
lodic style of universal figurative character” [10:
34].

Another composition on the oriental theme was
her cantata ‘“Rubaiyat” (1969), based on the poems
by Haqqani, Hafez and Khayyam. It is distin-
guished by the fact that the piano solo is almost en-
tirely composed in the aleatoric technique. This
method of musical composition, based on the sto-
chastic principle, originates in the art of improvisa-
tion, which is typical of oriental musical perform-
ance tradition.

Gubaidulina’s aspiration was to go beyond the
twelve-tone equal temperament scale, in which
each individual tone is a constant phenomenon
with a constant pitch. It can be explained by the
fact that she was attracted by the oriental type of
musical thinking, where the sound is not an acous-
tic “stalactite”, but a living, vibrating substance.
Hence, the abundance of different glissandi, trills
and tremolo in her works, which make it possible
to perceive sonority as a continuum filled with a
special expression.

This alternation of sounds and pauses has a
maximum semantic richness in Gubaidulina’s mu-
sic. According to V.N.Kholopova, the semantic
load, which the composer achieves in interspersed
moments of silence and sound, has its origin in an
ecstatic impression, experienced by the author dur-
ing the namaz, when ‘“she was struck by a pro-
found silence of the mullah and the prayers, which
came every time after reading the Quran lines” [11:
104]. The scholar interprets Gubaidulina’s charac-
teristic model of musical development as “a sym-
bol of the path from oriental inactiveness to west-
ern activity” [11: 104].

The composer has great interest in the mesmer-
izing sounds of Asian and oriental percussion. We
can hear Chinese cymbals (“Music for the Harpsi-
chord and Percussion Instruments”), Indian bells
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(“Noise and Silence”), Central Asian chang cym-
bals (“The Time of the Soul”), a Japanese koto and
a Chinese guzheng (“In the Shade of a Tree”) in
her works. A whole arsenal of ancient Chinese
percussion instruments is used by Gubaidulina in
“Jubilus”: a gong, bangu, tugo, yaogu and muyu
(‘a wooden fish’). The same composition has the
sounds of an Uzbek and Tajik nagara and a Chuk-
chi yarar tambourine.

There are few works that are based directly on
Tatar pentatonic motifs in Gubaidulina’s artistic
heritage — three cycles of five pieces for domra
“After the Motifs of Tatar Folklore” (1977), three
pieces for two trumpets — “A Tatar Song”, “A Hol-
iday”, “Suyumbika” (1979) and “A Tatar Dance”
for accordion and two double basses (1992). How-
ever, they all bear the stamp of originality of their
author’s talent, who was able to weave folk intona-
tions, full of artless charm, into a highly individu-
alized space of her own musical vocabulary.

Most of the above works are based on the pen-
tatonic scale. At the same time, according to
V.N.Kholopova, “the composer did not follow the
way of exact citation of folk melodies in her opus.
She considers the interpretation of folklore to be
attractive when someone’s own music emerges as
a trace of familiar tunes sounding in your memory”
[11: 105].

Of the greatest interest is the sound environ-
ment, in which the author puts anhemitonic motifs
and makes them “play” with different colours.
Gubaidulina variegates the archaic sounding of a
pentatonic scale in different ways: bright “splash-
es” of chromatic sounds, or an introduction of an-
hemitonic tones into a jazz rthythmic and harmonic
context, or a colouristic sound produced by imitat-
ing the sounds of instruments of other folk culture
(for example, the Spanish guitar). At times, the
composer uses total chromatization of musical tex-
ture, accompanying this process with cascading
sonorous effects — and the last echoes of anhemi-
tonic tones disappear in this sound field.

In Gubaidulina’s works on Tatar themes, the
choice of instrumental composition is not occa-
sional; some of the members of the ensemble rep-
resent folk instruments and the others — academic
ones. Thus, the opus “On the Motifs of Tatar Folk-
lore” was created for small, alto, and bass domra
and piano. The domra was called tanbur (or dom-
bira) in the tradition of the ancient Turkic music
playing. This musical instrument is one of the old-
est traditional plucked stringed instruments of the
peoples of Central Asia, mentioned in the poetry of
ancient Persian poets, such as Rudaki, Anvari and

Hafiz [12: 136]. A.M.Akhunov, a member of the
Tatar Encyclopedia Institute of the Tatarstan
Academy of Sciences, writes in his article devoted
to Tatar music that the tanbur is mentioned in the
Tatar historical chronicle “The Book about
Chingiz” (or “Daftar-i Chingiz-Name”), as well as
in the Tatar romance epos “Tulek belen Susylu”
(“A Tula Citizen and Susylu”), which is a literary
and folk monument, its origin, according to re-
searchers, dating back to the 14" century [13].
Some researchers believe that the tanbur is the fa-
ther of the modern domra (as well as of the bala-
laika and the mandolin).

The instrumental composition of “A Tatar
Dance” by Gubaidulina is also unusual: it unites
the sounds of the accordion and two double basses.
As M.N.Nigmetzyanov notes, the harmonica,
which is the predecessor of the button accordion,
took pride of place in Tatar oral poetry [14: 91].
The button accordion, as an improved version of
the Tatar garmun, came into general use of Tatar
folk instrumental music in the middle of the 19"
century. It is widely used both in solo performance,
and as part of various ensembles. Button accordion
accompaniment is the most common type of sup-
port in Tatar songs. This instrument, previously
used only in folk orchestras, is often found in her
works. The composer explains her love for the but-
ton accordion by its ability to “breathe”.

In the folklore context of her works, this com-
bination of instruments, which vividly represents
the traditions of Tatar music (button accordion and
domra) and the European art of music (piano and
double bass), can be regarded as a symbol of the
author’s mental communication with these two cul-
tural worlds. This connection is manly manifested
in the principle of Sofia Gubaidulina’s musical
thinking, which she calls thinking with binary op-
positions [10: 34]. The characteristic features of
Western music, such as clarity, constructiveness,
strict adherence to the narrative logic, intricately
intertwine in her works with the typical features of
oriental art, which include contemplation, variation
and improvisation. This explains the composer’s
incessant search for a correlation between intuition
and intellectual work [8: 15], a balance between ir-
repressible imagination and the opposing system of
restrictions. Such work makes each of her pieces a
“living dynamic organism” [8: 21] that connects
“the sound of sparkling harmonicas and <...>
chromatic ‘sighs’” [13: 71] with the strictest archi-
tectonic. This allows the author to achieve the
highest artistic results, manifested in the transfor-
mation of the external plot into a metaphor or “the
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idea of forms” (S.Gubaidulina) [14], giving access
to another — higher — semantic dimension.

The Kazan period of Sofia Gubaidulina’s crea-

tive development is one of the most important fac-
tors that influenced the early “dialogicality”, char-
acterizing the cultural thinking of the future inter-
nationally recognized composer. It ensures a high
“intercultural communicative potential” [15: 181]
of her creative work addressed to all mankind.

Acknowledgements. The author of the article

thanks the staff of Sofia Gubaidulina Centre for
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composer.
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CODUA I'YBAUJTYJIMHA:
«BE3 KASAHCKOI'O IIEPHOJA KOMITIO3UTOPA
N3 MEHS bl HE ITIOJIYYHNJIOCH»

51 noCcTOSHHO olyIIato ceds Ha MePeKPecTKe
JBYX KyJIbTYp, BOCTOYHOM U 3aIa/HOH,
MOXET, IOTOMY, YTO BbIpocia B Kazanwy,

Ha MEePEKPECTKE JABYX BEIMKHX TPAJULMNI:
MYCYJIbMaHCKOH U XPUCTHAHCKOM. ...

Coous I'yOaiinynmnaa [1].

Cpeny CHSIOIIAX POCKOMIBIO COBPEMEHHBIX
IOMOB Ha yi. TembMmana BBIIEISETCS OJHWH IO
HOMEpOM 29. DTOT A0M — NaMITHUK JEPEBSIHHOTO
3omdyecTBa Kazanum — mMmeer ocodOyro aypy. 3aech
MpOBEJIa CBOM JIETCKHE W IOHOMIIECKHUE TOABI KOM-
nosutop Codus ['yOaiinynuHa, a ceiiyac OH SIBJIS-
etcst LleHTpoM COBpEeMEHHO# MY3bIKH, HOCSIIAM €€
UMsI, OOBETUHSIONMUM TI0J] CBOCH KpBITIEH My3ei
cembu [yOaliynnmuMHBIX, TBOpYeCKylo naboparo-
puto «llmyToH» M pemneTHIMOHHYIO 0a3y Ui Ka-
MepHOTO opkecTpa «HoBast My3bIkay.

Hama Benmkast cooTedectBennunia xuima B Ka-
3aHM HE TaK yX U Joaro, ¢ 1932 no 1954 rox. Ilo-
Clle OKOHYaHWS KOHCEpBAaTOPMH OHa yexala
yauthcsi B MockBy. OmHaKo, Kak HEOJHOKPATHO
nomuepkuBasia cama Codus AcraroBHa, 0e3 Ka-
3aHCKOTO TEPHOo/Ia €e KOMIIO3UTOPCKas Cyan0a He
MorJ1a OBl COCTOATHCSA [2]. be3ycnoBHO, nemo ObLT0
B TOH Tny0OKO OyXOBHOW armocdepe, CIO0XHB-
mieics B pOJUTEIBCKOM JJOME OYIyIIero BCeMUPHO
W3BECTHOTO My3bIKaHTa. ['yOalimynmHa HEOIHO-
KpaTHO TOTYEPKUBAIA, KAKOE OTPOMHOE BIHSHHUE
Ha HEE€ UMEJN YIMBUTEIBHBIM IpUMEp MaTepPu U OT-
1a, JI0Je pa3HbIX HAIMOHAJIBLHOCTEH M Pa3HBIX
PEJIUTHO3HBIX KOH(ECCU#l, COCAMHMUBIIUX CBOU
CyIb0BI M MIPOHECHINX JIIOOOBb U yBa)KEHHE APYT K
Ipyry 4epe3 BCIO XH3Hb. B03MOXHO, MO3TOMY
Co¢ust AcraToBHA ¢ TAKUM TPEIETOM OTHOCHUTCS K
000 penuruy, KOTOPYI0 OHa OIIyIIaeT U Kak
«KOpEHb KU3HM», U KaK «KOPEHb HCKycCcTBa» [3].
«/mst MeHsT BCsIKash PENMTHO3HOCTh UMEET O4YeHb
OOJBITION CMBICI, — TOBOPUT KOMITO3UTOp. — Ecim
ato Uupus, wiu 3to Kopan, winu bubnus, aus me-
HsI 4€JIOBEK, KOTOPBIA TOYUTAET PEIUTHO3HYIO aK-
TUBHOCTh, CTAaHOBHUTCA jaopoxke» [3]. W namee:
«Ceityac B MHpE MBI BCTpEYAEMCsl CO MHOXKECTBOM
KyJIbTYp U CO MHOXECTBOM PEIUTHO3HBIX IPEJ-
CTaBJIEHUI, CO MHOXXECTBOM THUIIOB PEIUTHO3HOU

Hanexna Besneposua Llupuesa,

Kazanckuii ¢penepanbHbIil yHUBEPCUTET,
Poccus, 420008, r. Kazaus, yn. Kpemnesckas, 1. 18,
tahal978@mail.ru.

JesiTenbHOCTH. Y Bce 3TH THIBI ST BBICOKO IICHIO»
[3].

[TonumMaHue ycunIMBarOIIMXCA HBIHE TEHICH-
IUH K CIMSHUIO BOCTOYHOM M 3alaJHON KyJIBTYp
BUJIHO U3 clieAyromux cioB ['ybaiiaynunoit: «Mue
KaXETCS, YTO 3TO HENpaBWIbHOE OBUIO MHEHUE
Kunnara, ato Boctok ects BocTok, 3amanm ecth
3amag u BMecTe UM HE COUTHUCH. <...> CmemeHue
KyJIbTYp OyleT, OHO MPOMCXOAUT, U OT 3TOTO HU-
KyAa He neHembcsi. HyXHO 00si3aTenbHO C 3TUM
*KuTh. U 0€3 yBakeHHs Ipyr K Apyry, 0e3 yBaxe-
HUS K 3TUM KyJIbTYpaM HPOCTO YEIOBEYECTBO HE
BBDKUBETY [3]. B cMellleHun KynbTyp KOMIIO3UTOP
BUJIUT BO3MOXHOCTh HHTEJUIEKTYaJIbHOTO, AYXOB-
HOTO U, KaK CJIEJCTBHE, TBOPUYECKOTO 00OTalleHHs:
«Kak 1oub ABYX MUPOB, 5 )KUBY OYIION B My3bIKE
oaHoBpemMeHHO 3anaja u Boctoka» [4].

O6pasmnom Takoro enuHeHus U Obuth 1y1st Co-
¢un D'yOaiinynuHoil ee poauTenn — WHXEHEp-
Te0JIe3UCT M3 OYEeHb OOpa3oBaHHOW MYCYJIbMaH-
ckoit cembr' Acrat Macrynosuu I'yGaiinynms u
pycckas yuutenbhuna ®eomocuss demopoBHa (B
nesudectBe Enxopa). OTen u Marh, MOMHMO TIpe-
KpacHOTO BOCITUTaHHUsA, CPOPMHUPOBABIIETO Oe€3y-
NPEYHbI MOpAJILHBIA OOJIMK JeTel, cyMmelnu, He-
CMOTpS Ha BCE TPYJHOCTH OBITOBOW >KHM3HH, TIpe-
JIOCTaBUTh UM BO3MOXKHOCTh 00yYaTbCs MY3BIKE.
Becbma kpacHOpeUMBBIM SIBIsIETCA TOT (akT, YTO
CEMbs, MOCTOSIHHO MCTIBITHIBAIOIIAS TOJOM U HYX-
Iy, IproOpena positb Uit 00yueHust podepeid. Kak
CKaszaj TJlaBa CeMeiicTBa, OTBe4as Ha BOIPOC O
MIPAaBOMEPHOCTH TOKYNIKH JOPOTrOCTOSIIET0 HHCT-
pyMeHTa B TOT HenpocToi nepuoj: «Htemnuren-
IS TOJDKHA OBITh MY3BIKAIBHO OOpa3oBaHHOM...»
[5].

YBieueHue My3bikoi ManieHbkoi CoHU OBLIO
CTOJIb SIBHBIM, YTO 3TO HE YKPBUIOCH J1a)e OT IJIa3
cocefieif, KOTOphIe W MPHUBENN €€, MATHIIETHIOI, B
Jerckyto  My3bplkanbHyro — mkomy — Nel  wmm.
I1.N.YaiikoBckoro. OgHako Majblii BO3pacT KaH-

! Tpamen Codun AcraToBHbI GbIT HMAMOM COGOPHOM
MeYeTH B JiepeBHEe Bolipako M OCHOBaTeneM BTOPOTO I10
3HAYMMOCTH MOCIIE Ka3aHCKON «MyxaMMaaus» Meapece
«'y6anuitsa» [6].
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OUIATKH CTall CEphE3HBIM MPENATCTBUEM K 3adHC-
JICHUIO B DPsbl IOHBIX MY3BIKAHTOB M JIMIIb HC-
KPEHHHUE JETCKUE CJIE3bl CyMENIU NEPEIOMHThH CHU-
TYalHIo B [10JIb3y MOCTYHAIOIIEH.

C tex mop Codus I'ybaiimynmaa 6e3pa3aeibHO
MpUHaIexkana My3bike. [1o BocmoMiHaHUAM KOM-
MO3UTOpa, My3bIKajJbHAsl IIKONa Obula Uil Hee
«...XpaMoM, KyJAa sl BCTyTmaja ¢ TPENeToM M BOC-
XUIICHUEM, a JUPEKTOp WKonsl PyBum JIbBOBUY
[NomnsikoB, coBepIICHHO HEOOBIKHOBEHHBIN YeNIOBEK
C CaMbIMH BBICOKMMH yCTPEMJICHUSIMH, CTAJI MOUM
IYXOBHBIM OTIOM. MBI cpa3y momajan B MHp, TIe
napuiau 106pora, 3a60Ta U JO00Bh K JIETSM, TOP-
’)KECTBEHHOCTB U CTPOTOoCTh) [7].

BricOkOMHTEMIeKTyanbHas Cpefa, «CBSAIICH-
HOE MPOCTPaHCTBO» [8: 14] My3bIKaIbHOM IITKOJIEI,
B KOTOPOH BOCIUTHIBaNach | yOalynrHa, okaszana
pemaroriee BIMSHHE Ha BBIOOP MPOQECCHOHATE-
HOW cyapOBl. [Ipyroro perieHust u ObITH HE MOTIIO
— ee IMyTh JIeXKal TOJIBKO B My3bIKy. U ronas CoHst
B 1946 rony nocrymnaer B Kazanckoe My3bIKaJIbHOE
yuuinie B kinacc ¢oprennaHo, a 3ateM u B Ka-
3aHCKYIO KOHCEpBAaTOPHUIO, IJIe€ OHa IMPOJIOJIKHIA
o0y4yeHne Kak MMaHUCTKa. Tsra K COUNHUTENbCTBY
nposiuiack y ['yOaiiynnHOM JOBOJBHO paHO, KaK
paHo MPOSBUICS U COOCTBEHHBINM, WHAMBUIYAIIb-
HBIH «IMK» €€ MY3BIKaJbHOTO f3bIKa, YTO OBLIO
OTMEUYEHO B TO BpeMs €lle TOJIbKO HAUWHABIIUMHU
cBoif TBOpueckuit myTh H.I'.JKuranoBeim u
A.C.JIeMmaHOM, KOTOpPBIE NMPENOAATN TaTAHTINBON
CTYAEHTKE IIepBbIE YPOKH KOMIIO3UTOPCKOI'O Mac-
TepCTBa.

Wntepec Codumn I'yGaligynuHold K KOMIO3HU-
oud BOWpan B cebs BCe pa3HOOOpaswe TEXHHK,
npemyiaraeMblx XX BEKOM, B TOM YHCJIE U LAPUB-
IIME B TO BpeMs B My3bIKJIILHOM cpejie TEeHACHIIUN
CJICZIOBAaHHIO BOCTOYHON MY3BIKAIBHON TPaAMULIUH.
Kak noamermna onuH W3 CaMbIX W3BECTHBIX HC-
cnenoareneid TBopuectBa Codun I'yOaiimynmHoi
B.H.Xonomnosa: «IIporpecc eBponeickoit My3bIKH
TBICSYEJIETUSIMMA 1€ MO IIyTH MEAJICHHOIO BOC-
XOXJICHUS 110 HAaTypaJbHOMY 00€pTOHOBOMY PALY,
OT TUATOHUKHU K XpOMAaTUKE U MUKpoxpoMartuke. 1
Opuis K MUKPOMHTEPBAJMKE, IPOrpecc My3bl-
KaJIbHOTO SI3bIKA CTal YXOAWUTh W3 c(ephl coOCT-
BEHHO TapMOHWH KaK TakoBOW B cdepy TeMOpoB,
COHOPHKH, BBICOTHBIX 30H BMECTO BBICOTHBIX TO-
yek. COOTBETCTBEHHO IIEJ NPOLECcC OT METPHUPO-
BaHHOTO K HEMETpUpOBaHHOMY putMy. M 31mech
oKa3zanoch, yTo BocTok ans aBaHrapma — 3emist
o0eToBaHHAas, [I0O3TOMY OH M 3aHSUI HUKOIZA elle
HE BUJIaHHOE paHee MECTO B TBOpYECTBE M cdepe
HWHTEPECOB 3aMaJHBIX KOMIO3UTOPOBY [9: 153].

CoOCTBEHHO, ATH TEHACHITMH (ITOMHMO TaTap-
CKHX KOpHEH), BEpOsITHEE BCETO, U ONPEAETHIN Ty
Crenu(pUIECcKyr0 «OPHUEHTAIBHOCTH» MY3bIKH ['y-
OaiiIy TMHON, B KOTOPOW TPUCYTCTBYIOT CBOMCT-
BEHHBIE BOCTOKY MEAMTaTUBHOCTH, MMIIPOBU3AIIH-
OHHOCTh, CBOOOJIHAsE METpHKa (WM OTKa3 OT Hee)
U T.J.

Tak, B kanrate «Houb B Memduce» Ha TEKCTHI
u3 npeBHeerunerckoi mupuku (1968) I'yoaiixynu-
Ha TpUOEraeT K MeIM3MaTU4YeCKOMY MeJoCy, KO-
Topeiii, kak ormeuaeT B.H.Xonomoa, cram Toii
OCHOBOM, Ha KOTOpPOHl «BO3pOC €€ MEJOJAUUYECKHNA
CTHIIb YHHBEPCAIBHOTO OOPa3HOTO XapakTepa»
[10: 34].

Eme oxHO counmHEeHrE BOCTOYHON TEMATUKH —
kaHTaTta «Py6aitsat» (1969) Ha cTuxu Xakanu, Xa-
(uza u XasMa — oTIMYaeTCa TeM, YTO MapTUsl POsi-
JIsl IPAKTUYECKU IOJHOCTBK) HAalMcaHa B ajlearo-
pUYECKON TeXHUKE. OTOT METOJA MY3BIKaJbHOU
KOMIIO3HIINY, 0a3upPYIOUIMACS Ha TPUHIUIE CTO-
XaCTHYHOCTH, OepeT CBOe Havyallo B UCKYCCTBE MM-
MPOBU3AIMH, CBOWCTBEHHONW BOCTOYHOM MY3bI-
KaJTbHO-UCTIOTHUTEIBCKOW TPAAUIIHH.

Crpemnenne ['yOaiimyTMHONW BBIATH 3a TIpee-
JBl JIBEHAIIATUTOHOBOTO PaBHOMEPHO TEMIIEPH-
POBAHHOrO CTPOSI, B KOTOPOM KaXAbId OTAEIbHBIN
TOH SIBIISIETCSI KOHCTaHTHBIM (heHOMEHOM, 00ia-
JIAIOIIUM TOCTOSHHOM BBICOTOHM, BEPOSITHO, TAK¥Ke
00yCJIOBJIEHO TATOTEHHEM KOMIIO3UTOPa K BOCTOY-
HOMY THUIy MY3BIKaJIbHOI'O MBILUICHUS, T/I€ 3BYK
SIBJISIETCS. HE aKyCTHUYECKUM «CTAJTAKTUTOMY», a KH-
BO#, BuOpHpyroiei cyocranuueii. OTcro1a HaChl-
HICHHOCTh €€ COYMHECHUN Pa3IMYHBIMU TJIHCCAH/IO,
TPENSIMU, TPEMOJIO, MO3BOJIIOIIMMU BOCIPUHU-
MaTh 3BYYHOCTh KaK KOHTHHYYM, HAIOJHEHHBIHA
0Cc000H 3KCIIpEcCHeH.

[IpenenbHyi0  CMBICIOBYIO  HAaCBILIEHHOCTb
UMeeT B My3blke ['yOailimynuHONW depemoBaHHE
3ByKa ¥ nay3sbl. Ilo muenuto B.H.Xononoso#, ce-
MaHTUYECKasi Harpys3ka, KOTOPYI0 IONYy4aloT Yy
KOMITIO3UTOPA MEPEMEXKAIOIIUECS MOMEHThI 3ByYa-
HUSl U TUIIMHBI, OEPEeT CBOE HAaYyajlo B dKCTaTHUe-
CKOM BICYATICHUH, TOTyYEHHOM aBTOPOM OT IPH-
CYTCTBUSI Ha HaMase, KOTJIa «ee MOpasmjo riy0o-
KO€ MOJIYaHUE MYJUIBI U MOJISILIUXCS, KOTOpOE Ha-
CTyINajuo KaxJbll pa3 mocie ureHus crpok Kopa-
Ha» [11: 104]. UccnegoBarens TpakTyeT TaKylo
xapakTepayto misa ['ybalmymnHON MOmens My3bI-
KaJbHOTO Pa3BUTHA, KaK «CHMBOJI IYTH OT BOC-
TOYHOTO HEICSHUS K 3amajgHoil IEeHMCTBEHHOCTH)
[11: 104].

OrpoMHBIN UHTEPEC KOMITO3UTOP HCIBITHIBACT
K 3aBOPaXMBAIOIIUM TEMOpaM a3MaTCKUX U BOC-
TOYHBIX YJApHBIX UHCTPYMEHTOB. B ee counHeHu-
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SIX MOXXHO BCTPETHTHh KHTaWckue Tapelkw («My-
3BIKA JJIS KJIABECHHA U YAAPHBIX»), HHAUWCKHUE KO-
nokonpunkn («lllym u THmwmHa»), cpenHeaswat-
ckre nuMOanel vaHr («Yac maymm»), SITOHCKYIO
LUTPY KOTO W KUTAWCKYIO0 IUTPYy WwkeH («B TeHn
moa JepeBom»). llenblit apceHan CTapHHHBIX
YIAApHBIX KUTAMCKUX HMHCTPYMEHTOB HCIIONb3yET
I'yGaiinynuna B «FOOUsIMM»: TOHT, OaHBTY, Tary,
sI0ry, My-1Oil. B 3TOM ke IPOU3BENEHHH MOKHO
BCTPETUTH Y30EKCKO-TaPKUKCKYIO JINTABPY Hapara
1 9yKOTCKHI OyOeH sipap.

CouriHeHMH, OCHOBaHHBIX HEMOCPEACTBEHHO
Ha TAaTapCKUX MEHTATOHHBIX MOTUBAX, B TBOpYE-
CKOM Haciemuu ['yOalmynmHOW Mallo — 3TO TpH
[AKJIA TI0 TISITh Mbec A1 AoMpHI «Ilo MoTuBam Ta-
Tapckoro ¢onbkiopa»y (1977), Tpu mbechl s
nByx 1py0 — «Tarapckas mecenka», «lIpazmHuK»,
«CyromoOuka» (1979) m «Tatapckuii TaHem» s
OassHa ¥ AByX KoHTpabacoB (1992). Omnako Bce
OHM OTMEYEHBI MEeYaThI0 CaMOOBITHOCTH TaJaHTa
X CO3JaTeNsl, CyMEBIIEr0 WHKPYCTUPOBATh MOJI-
Hble OE3BICKYCHOW TpeNecTH HapOJHBbIE WHTOHA-
MU B Cyry00 WHIAMBHUIYaJIU3UPOBAHHOE TMPO-
CTPAHCTBO COOCTBEHHON MY3bIKATHFHOU JICKCHKH.

[IpakTrueckn Bce BhINIEHa3BaHHBIE IMPOM3BE-
JICHUsI OCHOBaHbI Ha MEHTaTOHHOM 3ByKopsaae. Ho,
kak numet B.H.Xononosa, «B cBOUX omycax KOM-
[IO3UTOP HE MOIUIA [0 MYTH TOYHOI'O HUTUPOBAHMS
HapoAHBIX Menonui. IIpuBnexarenbHbIM Uil HEe
0Ka3aJIoCh TaKOE€ MPETBOPEHUE HAPOJAHOTIO TBOpYE-
CTBa, KOTZla COOCTBEHHAass My3bIKa BO3HWKaja Kak
CJIeN 3By9YaHHs 3HAKOMBIX HAIICBOB B maMsTi» [11:
105]. Hanbonpmmii uHTEpEC MPEACTABISET TO 3BY-
KOBOE€ OKPY’KE€HHE, B KOTOPOE aBTOP MOMEIIAET aH-
TeMHUTOHHBIE MOTHBBI M KOTOPOE 3aCTaBIISIET «HT-
paTh» MX pa3HBIMH KpackamMHu. ApXamdecKoe 3BY-
YaHWe TICHTATOHWKH ['yOalaynuMHa TO pacIBEYH-
BACT SIPKUMH «BCIOJOXaMHU» XpPOMATHYECKUX 3BY-
KOB, TO BBOJUT aHTEMUTOHHBIC HMHTOHAIINN B JIXKa-
30BBI PUTMO-TAPMOHHYECKHI KOHTEKCT, JHU0O0
NPUAAET UM KOJOPUCTUYECKOE 3BYYAHHE IyTEM
AMHTAIA TeMOPOB WHCTPYMEHTOB, OTHOCSIITUXCS
K Jpyroil HapoJHOH KyJbType (Hampumep, UCTaH-
CKOHl THTapbl). B HHBIE MOMEHTBH KOMIIO3UTOP
mpuberaer K TOTANBHOM XpOMAaTH3allid MY3bI-
KaJIbHOW TKaHH, COMPOBOXKIasl 3TOT IMPOLECC Kac-
KaJIOM COHOPHCTUYECKHX 3(PPEKTOB — H B ITOM
3BYKOBOM II0JIE MCYE3AI0T IOCIEIHUE OTIOJIOCKH
0ECTIOTy TOHOBOCTH.

Hecnyyaen u BBIOOp MHCTPYMEHTANBHOTO CO-
cTaBa COYMHCHWM ['yOaimyaumHOW Ha TaTapcKylo
TEMaTUKy, B KOTOPBIX OJWH W3 YYaCTHHKOB aH-
caMOJisl TipecTaBisieT co00i (HOIBKIOPHBINA HHCT-
PYMEHT, a Jpyroil — akagemuueckuil. Tak, omyc

«ITo motuBaM Tarapckoro (QoIbKIOpa» HANHCaH
JUTSL MaJIod, aJIbTOBON M 0acOBOW JOMPBI U POSUISL.
B Tpanuium 1peBHET0 TIOPKCKOTO MY3HIIMPOBAHUS
JIOMpa HasbIBajgach TaHOYp (WU ITyMOBIpa). DTOT
MY3BIKaTbHBIA WHCTPYMEHT SIBJSICTCSI OJHUM U3
CTapeIInX TPAAUIMOHHBIX CTPYHHO-IIUIKOBBIX
HHCTPYMEHTOB HapoaoB LlenTpambHOl A3uu, du-
TYpPUPOBABIINM B CTHXaxX IPEBHUX TEPCUICKUAX
MO3TOB, TakuX Kak Pynaku, AnBapu, Xaduz [12:
136]. Corpynuuk Tarapckoit snumknoneauun AH
PT A.M.AXyHOB B cTaTbhe, MOCBSLICHHOW TaTap-
CKOW My3bIKE, MHINET, YTO TaMOyp YIOMHHAJICS
enle B TaTapckoil ucropuueckoil xponuke «Kuura
o Ywmnarmse» (wmm «JladTtap-u UmHarH3-Hame»), a
TaKkk€ B TaTapCcKOM JIFOOOBHO-POMaHTHICCKOM
anoce «Tymok G6enon Cycbuty» («Tymsk u Cycobl-
Iy») — IUTepaTypHO-(POIBKIOPHOM NaMSTHHUKE,
MIPOUCXOXKIEHUE KOTOPOTO, IT0 MHEHHWIO YYEHBIX,
nmatupyercs XIV Bexkom [13]. HccaemoBarenun
MPEIoaralT, YTO TaHOYp SBISETCS HPapoAuTe-
JIEM COBPEMEHHOH MOMpHI (a Takke Oamajaiiku u
MaHIOJTUHEI).

HNHcTpyMeHTanbHBI cocTaB «Tatapckoro Tas-
na» ['yOaiimymMHON Tak)ke HeoObIueH — OasiH U 1Ba
KoHTpabaca. llpenmecTBennuna OastHa — Tapmo-
HHMKa, kKak otMeuaeT M.H.Hurmer3suos, 3anumaia
MOYETHOE MECTO B TaTAPCKOM YCTHO-TIOITHYECKOM
TBOpuecTBe [14: 91]. basH B kauecTBe yCOBepIlIECH-
CTBOBAaHHOTO BapHWaHTa TAaTAPCKOW TrapMyH HadH-
Has B cepeaunsl XIX Beka MPOYHO BOLIEN B MHCT-
PYMEHTAIBHBIN 00MXOJ TaTapckou (oapKIopHO
My3bIkd. OH IHPOKO HUCTIOIB3YETCS KaK B COJb-
HOM UCIIOJHUTEIBCTBE, TaK U B COCTABE PA3IUYHO-
ro pona ancamOieii. bassHHBII aKKOMIIaHEMEHT 5IB-
nsieTcsi Hanboyiee PacIpOCTPAHCHHBIM BHJIOM CO-
MPOBOXKACHUS TaTapcKux mneceH. Kommosurop, He-
OJTHOKpaTHO 00paiasch B CBOEM TBOPYECTBE K
3TOMY HWHCTPYMEHTY, PaHEe HCIIOJIb30BaBIIEMYCS
TOJIBKO B HApPOJHBIX OpKECTpax, OOBICHSIIA JIFO-
0OBb K HEMY CITIOCOOHOCTBIO OasiHa «BIIIATHY.

B ¢onpkmopHOM KOHTEKCTE MAHHBIX COYMHE-
HUW COCMHEHUE MHCTPYMEHTOB, SIPKO XapaKTepH-
3YIOIMX TPAAUIMH TaTapCKOTO MY3ULUPOBAHUS
(bassH 1 OMpa) M EBPOINEHCKOTO MY3BIKAIBHOTO
uckyccTBa (doprenmuaHo W KoHTpabac), MOXKHO
paccMaTpuBaTh Kak CBOETO pPOJa CHUMBOJ MEH-
TaJBHOM CBS3H aBTOpA C JBYMsI KyJIbTyPHBIMUA MH-
pamu. OTa CBSI3b TPOSABISETCS TPEXKAEC BCETO B
MPUHIKIE My3bIKaJIbHOTO MbiiuieHus: Copuu I'y-
0aiiTyTMHOW, KOTOPBIA OHAa cama Ha3bIBaCT MBIIII-
neHueM OWHapHBIMU ommo3urusamu [10: 34]. Xa-
paKTepHbIe CBOMCTBRA 3aI1aIHON MY3bIKH, TAKHE KaK
SICHOCTh, KOHCTPYKTHBHOCTB, UETKOE CIICJJOBAaHUE
HappaTHBHOM JIOTHUKE, IPUIYJIMBEIM 00pa3oM Iie-
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pemJIeTanTCs B €¢ TBOPYECTBE C THIIMYHBIMU 4ep-
TaMHU BOCTOYHOT'O UCKYCCTBa, K KOTOPBIM OTHOCSIT-
Csl CO3EpLATENIbHOCTb, BApUATUBHOCTb, MMIIPOBU-
3aIMOHHOCTh. OTCIoNa W OecrpecTaHHBIA TIOUCK
KOMITO3UTOPOM KOPPEISIIAY MEXAY WHTYHIHEH U
WHTEJUICKTYalnbHbIM TpyZoM [8: 15], Gamanca me-
Ky HEYIepKUMOH (haHTa3hel U MPOTUBOCTOSIICH
el cucremoit orpanwdeHuii. M Takas pabota mpe-
Bpalaer J1000e ee COUNHEHNE B «KUBOW TWHAMU-
yeckuid opraHuzm» [8: 21], coeauHsOmMUNA «3BYK
CBEpKAIOIIMX TapMOHHUK M <...> XpOMaTH4YeCKUX
,»BO3IbIXaHui » [13: 71] co crpoxaiimeil apxu-
TEKTOHUKOH. DTO TO3BOJISIET aBTOPY IOCTUIHYTb
BbICOYAMIIETO  XYZO0KECTBEHHOTO  pE3yJIbTara,
MPOSIBJISIIONIECTOCS. B MPEBpalllcHUH BHENIHEeH (a-
Oynbl B MeTadopy i «uzaeto Gopmen» (C. ['ybaii-
nynuHa) [14], KoTopasi OTKpBIBAa€T BBIXOJ B IPyroe
— BBICILIEE — CMBICJIOBOE U3MEPEHUE.

Kazanckuii neproj; TBOPUECKOT0 CTaHOBJICHUS
Coduu ['ybalimynuHON — 3TO OAMH U3 BaXHEHIINX
(hakTOpOB paHHETO (POPMHUPOBAHHS «IHATIOTHIHO-
CTH» KYJIETYPHOTO MBIIUICHHS OyIyIIero BCEMHP-
HO MPU3HAHHOTO KOMIIO3UTOPa, 00eCTIeUNBAIOIIIHA
BBICOKMH «MEXKYJBTYPHbIH KOMMYHHUKATHBHBIN
moteHram» [15: 181] ee TBopuecTBa, aapecoBaH-
HOTO BCEMY YEJIOBEUYECTBY.

BnaromapHoctu. ABTOp craThu Onarojapur
coTpyiHukoB IlenTpa coBpemeHHoi My3biku Co-
¢un ['ybaiimynuHol 3a mpemocraBieHHbIE (OTO-
rpaduu KOMIIO3UTOPA.
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