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ETERNAL MELODIES OF THE SOUL (ON THE 100" ANNIVERSARY
OF THE OUTSTANDING TATAR COMPOSER RUSTEM YAKHIN)

Yakhin Rustem Mukhamet-
Khazeevich (Mukhametkhadzhie-
vich) (1921-1993) was a famous
Tatar composer, the author of the
national anthem of the Republic of
Tatarstan, a pianist and a teacher. In
1970, he was awarded the title of
Honored Artist of the RSFSR. In
1959, Rustam Yakhin was awarded
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SAxun  Pycrem Myxamer-
xazeeBuu (MyxamerxagxueBuY)
(1921-1993) — wusBecTHbI TaTap-
CKMI KOMIIO3UTOpP, aBTOp Trocynaap-
cTBeHHOro ruMHa PecmyOmukm Ta-
TapcTaH, MUAHKUCT, menaror, ¢ 1970
roja 3aciy’KEHHbIH JeATellb HC-
kycctB PCOCP. B 1959 roxy 3a
necHU W pomaHchl «/lynkeiHHAp,
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the State Prize named after G.
Tukay for his songs and romances
“Dulkynnar, dulkynnar”, “Kelem
ezgolongon Minutlarda”, etc. He be-
came a People's Artist of the USSR
in 1986. Twenty one collections of
his works, including his songs and
romances, instrumental music and a
piano concert clavier were pub-
lished. He was a Member of the Un-
ion of Composers of the USSR from
1948. More than once he was elect-
ed a member of the board of the Un-
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Oyma. CCCP HBIH XallBIK apTHCTHI
(1986). 1948 emman  CCCP
KommosuTtopnap Geprere orn3achl.
Kym TaIKeIpIap PCOCP,
Tarapcran ACCP KommoszuTopiap
Oepiiere MIapace orb3achl OYIIBII
caiilaHa. 1993 enHelH 23
HosiOpenno Kasanma Badar Oyna.
SlHa Tarap OucToceHmo Tarap
3UpPaTHIHJIA YKUPIIOHTH.

IYJIKbIHHAp», «KyHeleM e3ranoHroH
MUHYyTIapaa» u Ap. Pycrem Sxun
Obur  ymoctoeH [ocymapcTBeHHOI
npemun umenu I'. Tyxas. Hapon-
geiii aptuct CCCP (1986). M3nman
21 cOOpHUK €ro MEeceH U POMAHCOB,
WHCTPYMEHTAIBHONH MY3bIKH, KJIa-
BHp (OPTEIMAHHOTO  KOHIEPTA.
Unen Coroza xommnozutopoB CCCP
c 1948 ronma. HeopHokpatHO u30u-
pancs uneHoMm mpasiaeHus Coroza
xomno3utopos PCOCP, Tatapckoit
ACCP.

ion of Composers of the RSFSR and
the Tatar Autonomous Soviet So-
cialist Republic.

He died on November 23, 1993
in Kazan and was buried at the Tatar
cemetery in Novo-Tatar settlement.

August 16, 2021 marked the 100™ anniversary
of Rustem Yakhin, an outstanding Tatar composer
and pianist, the author of the national anthem of
the Republic of Tatarstan, a People's Artist of the
USSR and RSFSR, laureate of the State Prize of
the Republic of Tatarstan named after G. Tukay,
Honored Art Worker of the Tatar Autonomous So-
viet Socialist Republic.

“The further away is the time when R. Yakhin
was physically alive, the clearer is his spiritual role
in the development of musical culture. The fusion
of national traditions with the European achieve-
ments of musical civilization, a kind of summation
of its classical and romantic traditions reeved
through the prism of the 20" century man’s
worldview, yielded a unique phenomenon of high
standard, called the music of R. Yakhin” [Rustem
Yakhin, 2004, p. 171]. These words of R. Abdullin
most accurately define the scale of the outstanding
composer’s creative heritage, the music recognized
as the Tatar national classics.

In the history of Tatar music, the work of
Rustem Yakhin is one of its most vivid pages, in-
cluded in the golden fund of the musical art of the
Republic of Tatarstan. His contribution to the de-
velopment of national culture can be put on a par
with the creative heritage of such outstanding rep-
resentatives of the Tatar people as G. Tukay,
M. Jalil, G. Ibragimov, G. Iskhaki, F. Amirkhan,
H. Taktash, S. Saydashev, N Zhiganov,
B. Urmanche and others.

R. Yakhin’s art is closely linked to different
layers of musical culture, his name is associated
with such definitions as “a lyrical composer”, “a
romantic composer”, “a master of the Tatar ro-
mance”, and “the first Tatar concert pianist”. The

YMmep 23 nosibps 1993 roma B
Kaszanu. [loxopoHeH Ha TaTtapckom
kmanoume B Hoso-Tarapckoii cio-
ooxe.

composer’s music stands out against the back-
ground of the era owing to its combination of the
musical language accessibility and his adherence to
the norms of the academic genre. These features of
his works account for the artistic universality of the
classic of Tatar music [Dulat-Aleev, p. 15].

Rustem Yakhin was born in Kazan. His father,
Mukhametkhadzhi Yakhin, was engaged in com-
merce. His mother, Maryam Yakhina (Musina),
was an educated woman, she knew and loved Tatar
literature, she herself wrote poetry a little, read and
wrote fluently in Arabic, and she was very musical.
Folk songs, sung by his mother, were all around
Rustem from his early childhood. The Yakhins
held musical and theatrical evenings, and maxlis —
dinner parties, which were sometimes attended by
the singer Gulsum Suleymanova, as well as the
well-known accordion player Maftukha apa. Little
Rustem’s first acquaintance with the piano oc-
curred at the age of four. Observing the other peo-
ple’s piano performance, the boy tried to repeat
what he had heard.

In the early 1930s, a terrible tragedy struck the
family — the widespread dispossession of kulaks
that had begun in the country affected the Yakhins,
who suddenly lost all their property.
Mukhametkhadzhi Yakhin was arrested and then
expelled from Kazan, in 1934 he died. The family
had to go through hard times.

However, despite all the difficulties and hard-
ships, the mother made every effort to ensure that
her children received a good education. An atmos-
phere of high spirituality and morality reigned in
the house, everything that affected a person from
an early age was always there: native speech, mu-
sic, originality of life, rituals and traditions.
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The composer recalled how in childhood, he
used to stand by other people’s open windows,
from where the radio broadcast Tatar folk melo-
dies, performed by musicians who were at the ori-
gins of Tatar professional performance -
G. Suleimanova, M. Safin, the accordion player
F. Bikkenin and others.

Yakhin’s first strongest musical impressions
were associated with his aunt, the famous Tatar
singer Maryam Rakhmankulova. The composer
said: “I happened to listen to folk music performed
in different ways both at that time and later, but
M. Rakhmankulova always made an overwhelming
impression on me. She sang in a special noble and
academic manner, if [ may say so in relation to
folk music. Her performance was perceived as
great art. It was always some kind of new interpre-
tation of Tatar music for me. How well did she feel
melisma and the breath of a phrase!” [Gurarii,
p. 143].

So, it is mnot accidental that it was
M. Rakhmankulova who, noticing the boy’s amaz-
ing talent, his craving for music, convinced the fu-
ture composer to get a musical education. On her
initiative, an audition was organized at the First
Music School in Kazan. The director of the school,
the famous Kazan musician R. Polyakov, immedi-
ately noticed the unusual abilities of the new stu-
dent. Rustem began studying music when he was
as old as 13.

His first piano teacher was Antonina
Vasilievna Chernysheva, who played a huge role in
the future composer’s professional education, the
formation of his musical taste and worldview. She
was very sensitive about every little detail of his
life, even sometimes helped financially. Together
with the director Polyakov, they made sure that the
boy had an instrument at home, and after graduat-
ing from the music school, they advised him to
continue his studies in Moscow.

Thus, R. Yakhin’s formation as a musician was
based not only on his exceptional talent, but also
on the excellent professional school and excellent
education in the spirit of the best national tradi-
tions.

After completing the seven-year course of the
music school in three and a half years, R. Yakhin
entered the Piano Department of the Music School
at the Moscow Conservatory. His major subject
teacher was the remarkable pianist, composer,
highly professional teacher A. Rubbakh (1896—
1976). R. Yakhin used to speak about his teacher
with great warmth, calling him a kind person, who
was pleasant to talk to, who knew how to create an

atmosphere of relaxed music-making and enthusi-
asm in the classroom [Ibid, p. 145].

The atmosphere of high art in Moscow opened
up new horizons: the young musician got the op-
portunity to come in touch with the masterpieces of
world musical culture. Rustem tried not to miss a
single concert in the Great Hall of the Moscow
Conservatory, especially piano ones. The perfor-
mances of the great pianists J. Flier, G. Ginzburg,
K. Igumnov, E. Gilels produced unforgettable im-
pressions on him. The concerts of Z. Kruglikova,
N. Shpiller, G. Neizaus remained in his memory. If
there was no concert in the Great Hall, he went to
the Bolshoi Theater, where he managed to listen to
almost the entire classical repertoire [Ibid, p. 145].

The first composer’s experiments date back to
the same time. As R. Yakhin recalled, once the
composer and teacher of the Moscow Conservatory
G. Litinsky (1901-1985) came into A. Rubbakh’s
class and jokingly suggested that Rustem write a
piece for violin. This first work determined the fur-
ther fate of R. Yakhin: G. Litinsky recommended
to seriously study composition and gave him the
first instructions.

After graduating from the music school in
1941, R. Yakhin successfully passed his entrance
exams to the Moscow State Conservatory named
after P. Tchaikovsky. But the Great Patriotic War
broke out. Due to illness, R. Yakhin returned to
Kazan, where for some time he worked as a pia-
nist-accompanist of the Tatar Radio Committee.

During this period, a significant meeting with
the outstanding Tatar composer N. Zhiganov
(1911-1988) took place, Yakhin showed his piano
variations on the Tatar folk theme “Yaz da Bula”
(“Both in Spring and in Autumn”) to him (unfortu-
nately, the music is lost). Nazib Zhiganov ap-
proved and supported the novice composer, shar-
ing his knowledge with the young man.

In 1942, he was drafted into the army and
served as a rifleman in an anti-aircraft artillery reg-
iment. Despite the difficulties of the war years, he
continued to compose music. His patriotic songs,
including “The Song of Moscow”, “The Song of
Leningrad”, “The Song of Anti-Aircraft Gunners”
and others, were performed by the Song and Dance
Ensemble of the Air Defense of the Moscow Mili-
tary District. In 1945, R. Yakhin was awarded the
medals “For the Victory over Germany” and “For
the Defense of Moscow”.

After the end of the war, Rustem Yakhin con-
tinued his studies at the Moscow Conservatory. His
teachers in composition were Prof. V. Bely (1904—
1983) and Prof. Yu. Shaporin (1887-1966), as a
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pianist he studied in the class of V. Epstein (1908—
1988).

Rustem Yakhin described his studies as fol-
lows: “I was a somewhat strange student — I did
not like to show sketches and drafts, immediately
bringing ready-made compositions. V. Bely, who
was my teacher at that time, was an intelligent,
highly creative person. In fact, he did not interfere
in my work, only occasionally tactfully pointed out
mistakes and shortcomings. Yu. Shaporin was a
man of a more active disposition. An artist of great
epic talent, he tried to somehow enlarge me, scale
me up” [Ibid, p. 146].

As the researchers note, in his early works, one
felt Yakhin’s excellent mastery of academic com-
positional techniques, even then the composer’s
main stylistic priorities were outlined. Much of
what Yakhin wrote during his student years still
bears the significance of his successful searches for
his own hand and style. These are the Suite for Pi-
ano (1948), the Poem for Violin and Piano (1948),
the Sonata for Piano (1949), the Sonata for Violin
and Piano (1949), his early romances to the words
by A. Erikeev “Turgai” (“A Skylark”), “Kil,
chibarem” (“You Are My Greatest Desire”), as
well as a number of adaptations of Tatar folk
songs. Among the large forms, we should single
out the two-part cantata “The Ural” for chorus, so-
loist and symphony orchestra to the verses by
K. Dayan (1949). His diploma work, presented up-
on the graduation from the Moscow Conservatory
in 1950, was the first part of the Concerto for Pi-
ano and Orchestra [Vinogradov, p. 17]. After com-
pleting his studies, the composer returned to his
native Kazan and wrote the second and third parts
of the concert.

R. Yakhin’s Concerto for Piano and Orchestra,
although it was the earliest work of the composer,
became a significant achievement of Tatar instru-
mental music in the 1950s. In the 1950/1951 sea-
son, the concert was performed several times in
Moscow and Kazan, the work received a wide re-
sponse from the public.

It was the first concert for piano and orchestra
in Tatar music, which to this day has remained the
most famous, the most frequently performed and
an unsurpassed work of Tatar musical art in this
genre. Its structure corresponds to the basic model
of the classical-romantic instrumental concerto,
which presupposes the first movement in sonata
form, the slow lyrical second movement and the
fast virtuoso finale.

The idea of the concert was conceived in 1949.
The composer had been in creative search for the

main theme for a long time. Then, one day, walk-
ing down the street, the letter “M”, the sign of the
Moscow metro Kievsky station, suddenly caught
his eye, and unexpectedly a theme sounded, which
later became the main theme of the first part. It
was an exciting moment! R. Yakhin said: “The
theme of wide breathing was born, and, as I have
already said, I value most of all the breadth and in-
finity of the flow. In the concert, I strove for this
endless connectedness, when one theme passes in-
to another and forms a melodic chain without
seams and artificial links. In this sense, an unat-
tainable perfection is Chopin’s music” [Gurarii, p.
148].

The music of Yakhin’s concert, deeply rooted
in the intonation soil of the native folk-national
melos, captivates with its freshness, sincerity, rich-
ness of emotional-figurative nuances and mastery,
which testifies to the fruitfulness of the composer’s
new synthesis in a peculiar way fusing the style of
pentatonic melos with the classic-romantic artistic
traditions of the concert genre [Girshman,
Khairullina, Abdullin, p. 320].

Critics have often pointed out that the work of
S. Rachmaninov had the greatest impact on
R. Yakhin as a composer. In particular, musicolo-
gists notice Yakhin’s adherence to the stylistic tra-
ditions of the Russian classical concert and
Rachmaninov’s concert-symphonic style in his Pi-
ano Concerto [Vinogradov, p. 18]. Yakhin himself
tried to take their opinion calmly, saying that his
work was also influenced by the music of other fa-
vorite composers — Tchaikovsky, Chopin, Liszt,
Grieg and Mendelssohn [Gurarii, p. 148].

In fact, Rustem Yakhin was a very sensitive,
vulnerable person with a delicate and fragile nerv-
ous organization. Therefore, he took unfounded
criticism and misunderstanding of his work close
to heart [Rustem Yakhin, 2004, p. 137].

From 1950 to 1952, Yakhin taught composi-
tion at the Kazan Conservatory. Among his stu-
dents were Batu Mulyukov, Boris Trubin and
Fedor Vasiliev, who later became famous compos-
ers.

B. Trubin, recalled his teacher Yakhin as a
kind, patient, intelligent, modest and sensitive per-
son who fully manifested these qualities in teach-
ing: “His lessons were the lessons of love and ad-
miration for nature, man and art. The desire to un-
derstand his student from the inside, to perceive
the world around him with his mind and heart, to
guess what qualities his students should develop to
acquire the most necessary skills in their creative
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work — all these were defining features of Yakhin’s
pedagogy” [Ibid, p. 90].

F. Vasiliev, an outstanding Chuvash composer,
the author of the opera “Shyvarman” (A Water
Mill), whose premiere on May 22, 1960, became
the date of birth of the Chuvash musical theater,
called Yakhin “a first-class musical jeweler”.
Speaking about the pedagogical influence that his
teacher had on students, he noted that Yakhin just
gave advice, recommendations, taught an analyti-
cal approach to the process of composing music,
emphasizing that one has to think a lot in order to
find one’s true path [Ibid, p. 94].

In subsequent years, R. Yakhin completely de-
voted himself to composing and performing activi-
ties, his life focused on composing music and on
concert performances. He devoted all his time to
creativity — wonderful romances and songs, in-
strumental works were born by the composer’s
pen. Yakhin’s wonderful music has always found a
wide response among listeners, and as early as in
his young years, he became one of the leading Ta-
tar composers.

R. Yakhin’s talent as a composer went hand in
hand with Yakhin’s talent as a pianist. He was an
excellent performer; at his concerts, listeners could
admire the unusually graceful and soft piano
sound, his inspired and poetic manner of playing.
Yakhin made an indelible impression as an inter-
preter of his own works. It seemed to those present
in the hall that they were listening to his confiden-
tial, frank speech. In the performing intonation, the
whole of R. Yakhin was manifested — a shy, mod-
est person, devoid of any ambition. The warmth of
sound, the finest palette of sound gradations were
amazing. Yakhin, as a performer of a romantic
type, was a master of the flexible process of un-
folding a piece of music in time. The elusiveness
and diversity of his agogics had a mystery even for
musicians experienced in pianism [Spiridonova,
p. 112-113].

Pieces for piano occupy a special place in
R. Yakhin’s work, who was a recognized master of
chamber instrumental music. Compositions in such
genres as waltz, nocturne, musical moment, hu-
moresque, programmed miniatures, etc., received
their original embodiment in the intonation envi-
ronment of Tatar music and aesthetic attitudes of
the second half of the twentieth century.

To a great extent the composer’s attention was
focused on the genre of instrumental miniature, he
wrote a number of variegated pieces of music,
sometimes combined in cycles. For example, the
very popular piano cycle “Ayge kichlor” (“Sum-

mer Evenings”) (1969) includes ten lyrical pieces:
“In the Village”, “A Lullaby”, “A Song”, “A Fun-
ny Dance”, “A Musical Moment”, “Skercino”,
“Nocturne”, “Native Fields”, “A Poetic Picture”,
“Rondo"” (““At the Festival”). The wonderful mu-
sic of the cycle, as well as the piano pieces
“Waltz”, “Waltz-impromptu”, “A Procession”, “A
Humoresque”, “Meditation”, “Toccata”, and prel-
udes are often heard from the stage and included in
the repertoire of famous pianists, they are also used
in the pedagogical repertoire. Audio recordings of
these works, performed by the composer himself,
have been preserved.

Yakhin’s great melodic gift and his exquisite
harmonic ear were manifested not only instrumen-
tally, but also vocally. The Yakhin style, which
broke stereotypes in the national modal thinking,
had a significant impact on the development of Ta-
tar vocal music. The composer created a whole re-
newed musical world, which opened the way to di-
atonic music for a new generation of listeners,
thereby making a real contribution to the conver-
gence of FEastern and Western cultures
[Monasypov, p. 145-146].

R. Yakhin is called the founder of the Tatar
romance — the composer created more than 400
vocal compositions that are unusually diverse in
genre and stylistic respect, covering all spheres,
sensations and feelings, which are manifesta-
tions of the human soul: these are love lyrical piec-
es, patriotic and heroic-dramatic works, comic
songs, lyrical-philosophical and lyrical-dramatic
romantic pieces. Yakhin’s vocal cycles expanded
the stylistic and imaginative diversity of Tatar mu-
sic and became a new phenomenon in its develop-
ment.

In Yakhin’s interpretation romance is “the loft-
iness of the figurative system, the elevation of the
utterance, the perfection of the melodic pattern, the
varied rhythm, and the developed piano part. The
form can be very different. Tatar music brought
stylistic pentatonic coloring to this genre. In terms
of content it is an element of special poetic sapidity
and refinement” [Gurarii, p. 147].

Widely known are his romances and songs
“Kem beler kadereune” (“The Song of Love”),
“Shagyir” (“A Poet”) to the verses of G. Tukay,
“Dulkynnar” (“Waves, Waves”) to the verses of
M. Jalil, “Kelemds yaz” (“Spring Is in My Soul”)
to the verses by G. Nasretdinov, “SineH echen”
(“For you”) to the verses by A. Erikei, “Onyta
almyim” (“I Cannot Forget”), “Kuzlurem tik blue
ezlilor” (“My Eyes Are Looking for You Only )
to the verses of M. Nugman, “Kitm, sandugach”
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(“Do Not Fly Away the Nightingale”) to the verses
of G. Zainasheva, “Yshanam” (“I Believe”) to the
verses of L. Aituganov, and also the song, which
has become truly national “Kerim sle urmannarga”
(“I Will Enter the Forest”) to the verses of
G. Mukhammetshin and many others.

In 1951, Yakhin created the vocal cycle for
bass and piano “In the Moabit Dungeon”, based on
the poems by Musa Jalil, consisting of five parts:
“Kyrlarym” (“My Songs”), “Tik bulsa ide Irek”
(“If Only There Was Freedom”, “Ytkonds
kichergon” (“Happiness Cannot Be Returned”),
“Songy Kyr” (“The Last Song”), “Katyilga” (“To
the Executioner”). This was one of the first times
the Tatar composers had turned to the works of the
hero poet.

It is deeply symbolic that the patriotic song
about his native land “Tugan yagym”, created back
in 1967 by R. Yakhin, a man of great inner nobility
and purity, was approved in 1993 as the national
anthem of the Republic of Tatarstan.

Yakhin started creating his vocal music based
on the text, he treated words with extreme care;
sometimes, the first lines were crucial to making a
decision about choosing poems. He tried to find a
musical equivalent for the words, the sound atmos-
phere of a poetic text. He never allowed himself to
be “sloppy and rough” in the synthesis of words
and music, he sought for the structure of a musical
phrase that would not violate the semantic accents
of both the text as a whole, and individual words.
Sometimes, with the consent of the poets, he made
his own adjustments to achieve greater expressive-
ness [Rustem Yakhin, 2004, p. 136].

The circle of authors, whose verses became the
lyrics of the composer’s works, was quite wide.
Creating romances and songs to the verses of many
Tatar poets, including G. Tukay, M. Jalil,
S. Khakim, M. Nugman, A. Erikeyev, N. Arslanov,
N. Dauli, R. Faizullin, R. Haris, G. Zainasheva and
many others, Russian authors, as well as two ro-
mances to the sonnets by W. Shakespeare,
R. Yakhin always found very true, vivid artistic
means of musical transformations of poetic texts.

R. Yakhin and the poet M. Nugman were great
friends for many years. According to their contem-
poraries, they were two completely different peo-
ple with dissimilar tempers, but equally obsessed
with creative work. Thanks to their mutual efforts,
we have such masterpieces as “Onyta almyim”
(“Can't Forget”), “Kiek kazlar” (“Wild Geese Are
Flying”), “Ak Kilkun” (“A White Sail”), “Kaennar
shauly” (“The Birches Are Rustling”), “Bedrs

tallar” (“Curly Willows”), “Oniler” (“Our Moth-
ers”) and many others.

Searching for the melody of his romances, the
composer largely proceeded from the improvisa-
tional principle, from his “piano origin”. The main
thing for him was not to lose the endless flow of
musical thought, sincere consistency in the devel-
opment of music [Gurarii, p. 148]. When Prof. R.
Abdullin, an organist and pianist, the rector of the
Kazan Conservatory (from 1988 to 2021), recalled
his participation in R. Yakhin’s concerts in Kazan,
Moscow and in foreign tours with the performance
of piano pieces and accompaniments in vocal
compositions, he always noted that the pianists,
who played the accompaniment in his romances,
knew how complicated and expressive the piano
part was, making it possible for the pianist to
demonstrate all the possibilities of the instrument.
Amazingly beautiful and laconic melodies, written
by a virtuoso, undoubtedly elevate the lyrics of the
romance, they are arranged with a luxurious piano
texture, reflecting the performing scale of Yakhin
as a pianist [Rustem Yakhin, 2002, p. 4].

Many R. Yakhin’s romances and songs were
translated into Russian. The composer was very
careful about translations, since they should be
rhythmically accurate poetic texts that could be
sung without changing a single note, or a single
musical phrase. At the same time, they were to
convey to the listener not only the poetic imagery
of the verse lines, but also the living feeling that
the translated song generated in the heart of those
who had heard it in the original [Rustem Yakhin,
2004, p. 123]. For many years, Yakhin collaborat-
ed with the Moscow poetess M. Lapisova, he trust-
ed her with the translations of M. Jalil’s poems and
the verses of other Tatar poets. I. Olenin, L. Sher,
and others were among those who translated
Yakhin’s romances into Russian.

Along with composing, Yakhin performed
concerts where he played both his own works and
the works of Russian and foreign classics. The vir-
tuoso author’s performance of his piano concert
left an unforgettable impression. Yakhin’s perfor-
mance of his own piano miniatures was distin-
guished by genuine artistry, extraordinary grace
and precision. As a soloist, R. Yakhin performed
with such conductors as N. Faktorovich,
A. Stasevich, N. Rakhlin, G. Stolyarov,
G. Rozhdestvensky and F. Mansurov [Zvukovoe
prostranstvo, p. 162].

Besides, R. Yakhin was an excellent accompa-
nist and he treated the musicians, performing his
works, with warmth and gratitude. Yakhin said that
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the performer was the second parent of music, a
figure of exceptional importance, a creator. He
must be able to build his own interpretation of mu-
sic on the basis of the musical text. To do this, he
needs to have erudition in all areas of musical cul-
ture. The higher the skill, the deeper the perform-
er’s penetration into the composer’s intentions
should be [Gurarii, p. 152].

The composer’s creative destiny was closely
connected with many performers. Their fruitful
collaboration gave birth to interesting interpreta-
tions of romances, songs and instrumental works.
The composer appreciated the sincerity, subtlety
and gentleness in the performers, if the content of
the romances required it, but most importantly —
their professionalism.

Knowing the characteristic features of each
singer, R. Yakhin usually found the first perform-
ers of his vocal works himself. Thus, he offered the
famous romance “Kitmu, sandugach” (“Don't Fly
Away, Nightingale”) to the outstanding Tatar sing-
er [lgam Shakirov who was a brilliant master of the
“mon” performing tradition.

More than thirty years of creative friendship
between the composer and the singer Munira
Bulatova have left a significant mark on the history
of Tatar musical culture. Many romances were
written specifically for her pure chest tone voice,
which had a wealth of instrumental sound, admired
by Yakhin. Programs and diaries have preserved
more than a hundred Yakhin’s romances sung by
Bulatova, for the majority of them she became
their first performer. The romances “Kynelem
sinda” (“My Soul Is in You”) to the verse of M.
Nugman and “Kynelem ezelgan Minlarda” (“In
These Hard Moments”) to the verse of A. Erikeyev
are dedicated to Munira Bulatova. In the listeners’
memory, the romances “Dulkynnar”, “Kiek kazlar”
are inextricably linked with her interpretation
[Sayfullina, pp. 85-86].

R. Yakhin performed with such singers as
M. Rakhmankulova, M. Bulatova, 1. Shakirov,
V. Sharipova, Z. Khismatullina, A. Abbasov,
H. Bigichev, E. Zalyaletdinov, Z. Sungatullina,
R. Ibragimova, V. Gizatullina, N. Terkulova,

A. Zagidullina, the violinists M. Akhmetov,
Sh. Monasypov and many other artists of
Tatarstan, as well as major performers

A. Krivchenya, E. Serkebaev, Kh. Akhtyamova,
Z.. Shikhmurzaeva who were famous all over the
country.

In 1987, the ballet “Fidai”, based on the music
of various works by Rustem Yakhin, was staged at

the Tatar State Academic Opera and Ballet Theater
named after M. Jalil.

Until the last days of his life, music remained
the main thing for Rustem Yakhin. The composer
died on November 23, 1993.

Throughout his life, R. Yakhin was guided on-
ly by the calling of his musical talent. Completely
devoid of vanity, he never tried to ostentatiously
conform to the “spirit of the times”. In his work,
R. Yakhin was guided not by “time”, but by man,
that is why his music has easily stepped across the
border of the centuries [Dulat-Aleev, p. 13].

Today, R. Yakhin’s music plays a special role
in the cultural life of the republic, it is known both
in Russia and abroad. His works are very popular,
they are often heard from the stage, are widely rep-
resented on sheet music, in audio and video record-
ings, are constantly used in the concert and peda-
gogical repertoire and are included in the competi-
tion programs.

From the very beginning, R. Yakhin’s work at-
tracted the attention of researchers, musicologists,
scientists and critics. Over the years, numerous ar-
ticles and books have been published devoted to
his music, creative style and legacy. The Kazan
State Conservatory named after N. Zhiganov pub-
lished collections of articles, where the contempo-
raries of the outstanding Tatar composer — musi-
cians, singers, poets, his friends and relatives — tell
about his childhood and youth, about their meet-
ings with him and their creative collaboration.
These books provide rich factual material not only
about the life and various features of R. Yakhin’s
unique talent, but also about an important stage in
the formation and development of Tatar profes-
sional music.

For his enormous contribution to the develop-
ment of musical art, Rustem Yakhin has been re-
peatedly awarded state awards. He was awarded
the honorary titles of Honored Art Worker of the
Tatar Autonomous Soviet Socialist Republic
(1964), the RSFSR (1970), People’s Artist of the
RSFSR (1981), the USSR (1986); in 1959, for a
number of songs and romances he was awarded the
State Prize of the Tatar Autonomous Soviet Social-
ist Republic named after G. Tukay. The composer
was awarded the Order of the Badge of Honor
(1957), the Red Banner of Labor (1971) and med-
als. Several times, Rustem Yakhin was elected a
member of the board of the Union of Composers of
Tatarstan, the RSFSR and the USSR.

The name of Rustem Yakhin, as the author of
the national anthem music of the Republic of
Tatarstan, was immortalized by the Law of the Re-
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public of Tatarstan “On the state symbols of the
Republic of Tatarstan”. In the capital of the Repub-
lic, a street is named after Rustem Yakhin; a me-
morial plaque is installed on the house No. 7 in
Tatarstan Street, where the composer spent the last
years of his life. In Kazan, the Children’s Music
School No. 3 bears his name; since 2003, a compe-
tition of chamber singers and accompanists named
after Rustem Yakhin has been held. A monument
to the outstanding composer was erected opposite
the Kazan Conservatory.

Despite the change of eras and tastes, Rustem
Yakhin’s music arouses keen interest, it always
leaves a deep impression and exerts a good influ-
ence on the formation of the younger generation’s
musical taste.
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BEYHBIE MEJIOAUA AYIIU (K 100-TETHIO BBIJAIOIIETI'OCSA
TATAPCKOI'O KOMITIO3UTOPA PYCTEMA SAXUHA)

Hens Xaoun0yanosna Hyprasinosa,

Kazanckuil ¢penepanbHblii YHUBEPCUTET,
Poccus, 420008, r. Kazans, yn. Kpemnesckas, a. 18,

WHCTUTYT s13bIKa, TUTEpaTyphl U uckyccTBa UM. I'. U6parumosa AH PT,

16 aBrycra 2021 ucnonaunocs 100 net co qus
poxnenusa Pycrema SIxuHa, BBIIAIOLIETOCs TaTap-
CKOT'0 KOMITO3UTOpPA W MUAHUCTA, aBTOpa rocyaap-
cTBeHHOTO TMMHA PecnyGmmku Tatapcran, Hapo-
Horo aptucta CCCP u PCOCP, naypeara ['ocy-
napcrBeHHod npemuu PT um. I'. Tykas, 3aciy-
KEHHOTO jaearens nckyccts Tatapckoit ACCP.

«UYem panplie OT HaC BOJHA BPEMEHHU OTOJIBU-
raet pusndeckoe ObiTHe P. SIxuHa, TeMm sicHee 000-

Poccus, 420111, r. Kazans, yi. K. Mapkca, 1. 12,
naila-n@mail.ru.

3HAYAeTCs €ro pojib B Pa3BUTUU MY3bIKaJbHOMN
KynbTyphl. CIUIaB HAIIMOHAIBHBIX TPAJAUIUN C 00-
IEEBPONEUCKUMH JIOCTHXKEHUSIMA  MY3bIKaJIbHOU
[MBWJIN3AIAH, CBOCOOpa3HOE CYMMHPOBAHHUE €€
KJIACCUYECKUX M POMAHTHYECKUX TPAAULIUN, TPO-
MYUIEHHBIX CKBO3b MPU3MY MHUPOBO33PEHUYECKUX
MpeJcTaBlieHnil venoBeka XX BeKa, Jajld HEMo-
BTOPUMOE SIBJICHHE BBICOKOW MPOOBI, HA3BIBAEMOE
Mys3bikol P. SIxuna» [Pycrem Sxun, 2004, c. 171].
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Otn cnosa P. K. AGnymuinHa Hanbosnee TOYHO OI-
penemnstoT MacimuTad TBOPYECKOrO HACIEOusl BBI-
JAIOIIErocs KOMIIO3UTOPA, Ybsl My3bIKa IPHU3HaHA
TaTapCKOM HAIL[MOHAIILHOM KJIIACCUKOM.

B wucropun Tarapckoil My3bBIKM TBOPYECTBO
Pycrema fIxuHa siBisieTCS OAHOU U3 CaMbIX SIPKUX
CTpaHHML, BOIIEAUIEH B 30JI0TOH (OHA MY3bIKalb-
Horo wuckycctBa PecnyOmuku Tarapcran. Ero
BKJIaJ] B Pa3BUTHE HALIMOHAIBHOW KYJIBTYpPBl MOX-
HO IIOCTaBUTh B OJUH PsIl C TBOPUECKUM HaclleAH-
€M TaKHUX BBIJAIOUINXCS IPEACTaBUTENEH TaTap-
ckoro Hapoxa, kak ['. Tykait, M. xamwms, ['. 6-
parumoB, I'. Mcxaku, ®. Amupxan, X. Takram,
C. Caitnames, H. )Kuranos, b. Ypmanue u ap.

HckycerBo P. fIxuHa cBsSI3aHO MHOXKECTBOM
HUTEU C pa3HBIMU IUIACTAMH MY3bIKAJIbHOU KyJb-
Typbl, €T0 UM CBSI3bIBAIOT C TAaKUMHM OIIpenese-
HUSAMH, KaK «KOMIIO3UTOP-IUPHUK», «KOMIIO3UTOP-
POMAHTHK», «MacTep TaTapcKOro pOMaHCcay, «Iep-
BbIM TaTapCKUH KOHLEPTUPYIOIIHUHA THaHUCTY. My-
3bIKa KOMIIO3UTOpA BBHIIENSETCS Ha (OHE SIMOXH
COYETAaHHEM JOCTYITHOCTH MY3BIKAJIIBHOTO S3bIKA U
COONFOIGHUS HOPM aKaJIeMHUYeCKOH JKaHpPOBOH
cuUcTeMbl. B 3TOM 3axirouaeTcst Xyno)KeCTBEHHas
YHHMBEpCAIBHOCTh KJIaCCHKa TaTapCKOM MY3bIKU
[Aynar-Anees, c. 15].

Pycrem Sxun poauncs B Kazanu. Ero oten
MyxaMmerxagxu SXUH 3aHUMaNCi KOMMEPILME.
Matps Mapbsim Sxunaa (Mycuna) Opiia oOpa3oBaH-
HOW JKEHIIMHOM, MPEKpPacHO 3Hajla W JiloOuia Ta-
TapCcKyl0 JIUTEpaTypy, camMa HEMHOIO COYHHSIA
CTHXH, CBOOOJHO YHTaja W MHCAIA T0-apaOCKH,
Obula OYeHb My3bIKalbHOW. HaponHslie nmecHu, Ko-
TOpble HameBaja MaTh, OKpykanu Pyctema ¢ camo-
ro paHHero jJercrBa. B jgome SxuHbIX mpoBOAM-
JIUCh MY3BIKaIbHO-TEATPANILHBIE BEUepa, ycTpau-
BaJINCh MQXJHUCHl — 3BaHble 00enbl, HA KOTO-
pPBIX HHOTAA TPUCYTCTBOBAIM MeBHMLA [ymbcym
CyneliMaHOBa, a TakKe W3BECTHAs B TO BpeMs
rapmoHuctka Madryxa ana. IlepBoe 3HaKOMCTBO C
¢dopTennano y ManeHbkoro Pycrema nponsonuio B
YeThIpexJIeTHEM Bo3pacte. HaOmromas 3a urpoi
JIPYTHUX, MaJb4MK IBITAICS MOBTOPUTH YCIBIIIAH-
HOE.

B nmagane 1930-x romoB Ha ceMbpl0 OOpYIIH-
Jlach CTpAaIlHas TpareAusl — HadaBILeecs B CTPAaHE
MTOBCEMECTHOE «PACKyJIaUMBaHUE» KOCHYJIOCh W
SIXMHBIX, B OAHOYACHE TOTEPSABIINX BCE CBOE
uMymecTBo. Myxamerxapku SIXuH ObLT apecTo-
BaH, a 3areM BbIcnaH u3 Kazanu, B 1934 rony on
yMmep. s cembu Ha4yanuch TSHKENIEHIINE BPEMEHA.

OpHako, HECMOTPA Ha BCE TPYTHOCTH M Marte-
pHUAJIbHBIE JMIIEHUS, MaTh MIpHJIarajga BCe yCHUIIMS,
YTOOBI €€ JIeTH MONYyYHIN Xopolee oOpa3zoBaHHE.

B nome napuna atMocdepa BBICOKOH TyXOBHOCTH
YW HPaABCTBEHHOCTH, BCETJa IPHUCYTCTBOBAJIO BCE
TO, YTO BO3ACHMCTBYET HA YEIOBEKA C PAaHHHX JIET:
polHas peub, MY3bIKa, CBOeoOpaszue ObiTa, 00Ops-
JIOB, TPAJUIIHMA.

Kommosutop BcoMuHam, Kak B JETCTBE OH
4acToO MPOCTAauBAI y UY)KUX OTKPBITBIX OKOH, OT-
KyZa MO paauo JOHOCWINCH TaTapCKUe HapOJHbIE
MEJIOANH B UCTIOJHEHHH MY3BIKAHTOB, CTOSAIIUX Y
HCTOKOB TaTapCKOro Mpo¢eCCHOHAIBHOTO HCIIOJ-
HutensctBa — [. CynelimanoBoi, M. Caduna,
rapmonucta ®@. bukkeHuna u zip.

CaMple CHIIBHBIE JETCKHE MY3BIKAIBHBIE BIIE-
YaTJeHUs CB3aHbl C €ro TeTel, U3BECTHOM Tartap-
ckoi nesuueld Mapesam PaxmankynoBoil. Kommo-
3UTOp pacckaspiBai: «MHE JOBOAMIOCH U TOTHA, U
BITOCJIEZICTBUHM CIIYIIATh HAPOJHYIO MY3BIKY B pa3-
HBIX UCIOJHEHUAX, HO M. PaxmankynoBa Bcerma
MIPOM3BOAMIIA Ha MEHS OIIEIOMIISIONIEE BIIeUaTIIe-
Hue. OHa mena B 0co00# OIaropofHOH U, €CIT TaK
MOKHO BBIPa3UTHCS MPUMEHUTEIHHO K HapOJHOU
My3bIKE, B akajgemMuueckoid MaHepe. Ee ucnomne-
HUE BOCIPHUHHUMAJIOCH Kak OOJBIIOE HCKYCCTBO.
OT0 OBLJIO MOCTOSHHO KaKOe-TO HOBOE Il MEHS
OCBellleHHe TaTapckoil My3bIkH. Kak oHa 4yBCTBO-
Baja MeNu3Mbl, nbixanue ¢passl!» [['ypapwii, c.
143].

N neciyyaitHo, yto uMeHHO M. PaxmaHnkyio-
Ba, 3aMETHB yIUBUTEIHHBIA TaJaHT MaJIbYMKa, €ro
TATY K My3bIKe, yOemuia OyayIiero KOMIIo3uTopa
MOJTyYUTh My3bIKaJIbHOE 0Opa3oBanue. [lo ee nHu-
uaThBe OBLIO OPraHW30BAaHO MPOCIYIIMBAaHUE B
[lepByto My3bikanbHyt0 KONy r. Kazanu. Hupek-
TOp MLIKOJIBI — W3BECTHBIA KAa3aHCKUW MY3bIKaHT
P. JI. TlonsikoB — cpa3y OOHapyXuj HEOOBIYHBIC
CIOCOOHOCTH HOBOTO y4YeHHWKa. Pycrem Hagan
YYUTBCS My3bIKE, KOTJa eMy ObLIo yke 13 ner.

[lepBpiM memaroroM Mo (QoprenuaHo craia
AntoHunHa BacunbeBna YepHbllieBa, ChirpaBLIast
OTPOMHYIO POJb B MPO(ECCHOHAIBHOM BOCIHTA-
HUH, POPMUPOBAHUN MY3BIKAJIBHOTO BKyCa U MU-
poBo33peHus Oymymero kommno3utopa. OHa OYeHb
YYTKO BHHMKaJIA B KaXKIyI0O MEJI0Yb €ro KU3HH, J1a-
K€ TIOpoM momoraja marepuaibHo. BMmecre ¢ nu-
pektopoM [loNsSKOBEIM OHH JOOWMJIHCH, YTOOBI
MaJIbUMKy MOCTAaBUJIM J0OMa MHCTPYMEHT, a IOCIIe
OKOHYaHMUS MY3BIKAJIbHOW IIKOJIBI IOCOBETOBAIIN
MPOAOJKUTE 00y4ueHrne B Mockae.

Takum 00pa3oM, B OCHOBE CTAaHOBJICHUS
P. SIxuHa Kak My3bIKaHTa JIEKUT HE TOJBKO HC-
KITFOYUTENBHBIA TaaHT, HO M MPEBOCXOMIHAs IMIPO-
(eccroHanbHas MIKOJIA ¥ MPEKPacHOE BOCIIUTAHHE
B JIyX€ JYYIINX HAIMOHATBHBIX TPAIUIIUH.

177



N.KH.NURGAYANOVA

3aBepUINB CEMWJIETHUH Kypc MY3BIKaJIbHOU
LIKOJBI 32 TPU € MOJOBUHOU rofa, P. fIxun nmocry-
naeT B My3bIKaJIbHOE ydujauuie npu MOCKOBCKOM
KOHCEepBaTopun Ha (OpTeNMaHHOE OTACIICHHUE.
[IpenonaBareneM mo crnenuanbHOCTH ObLT 3aMeda-
TENbHBIA MHMAHUCT, KOMIIO3UTOP, BBICOKOIpOdec-
cuoHanbHbIA meparor A. I'. Py6oax (1896—1976).
P. SIxun ¢ O0NBIION TEIIOTOM OT3HIBAJICSI O CBOEM
yduTese Kak 0 JoOpeiiieM denoBeKke, IpUsiTHOM B
oOIeHny, yMeBIIIeM CO37aBaTh B Kilacce obOcra-
HOBKY HENPUHY>KIEHHOTO MY3ULUPOBAaHUS U YB-
nedenHoctn [Tam xe, c. 145].

BricokoxynoxecTBeHHas arMocdepa MOCKBBI
OTKpbIBaJIa HOBBIE TOPU30HTHI: MOJOAON MY3BIKaHT
MOJIyYMJT BO3MOXKHOCTh MPUKOCHYTHCS K IIE/EB-
paM MHUpPOBOH My3bIKadbHOU KynbTypbl. B Bomb-
moM 3asle MOCKOBCKOM KOHcepBaropuu Pycrem
CTapajcs He MpoIlycKaTb HU OJHOTO KOHIEpTa,
ocoberHo (oprenuanHoro. HezaOkiBaemble Brie-
YaTJICHUS! IPOU3BEIH BBICTYIJICHUS BEJIMKUX IMHA-
nuctoB Sl. ®nuepa, I'. 'un30ypra, K. UrymHosa,
O. T'unensca. Ocrtamuch B MNaMATA KOHLEPTHI
3. Kpyrnukosoit, H. HInunnep, I'. Heliraysza. Eciau
He ObUTO KOHIEpTa B BojbiioM 3ane, OH Hampas-
nsicst B bosbiioit TeaTp, rae mpociyman mpakTH-
YecKH BeCch Kiaccudeckuil penepryap [Tam xe, c.
145].

K sTOoMy e BpeMeHHU OTHOCSTCS MepBbIe KOM-
noszutopckue onbliThl. Kak Bcmomuuan P. Axun,
Kak-To B kiacc k A. I'. PyO0axy 3amen kommno3u-
TOp u 1nepgaror MOCKOBCKOH KOHCEpBATOPUU
I'. U. Jlutuackuit (1901-1985) u uryTs mpe oK
Pycremy HammcaTh Kakyloo-HHOYIOb TWIbeCy IS
CKPHUIKH. DTO MEPBOE NMPOU3BENECHUE ONPEAETIIO
nanpHenyto cyapoy P. Sxuna: I'. W. JlutuHckuid
PEKOMEHIOBaJl CEPhE3HO 3aHUMATHCSI KOMITO3HUIIM-
eil 1 caM Jajx eMy IepBble HACTaBICHHUS.

[Tocne okOHYaHWS MY3BIKQIHHOTO YYHIIMINA B
1941 rony P. SIxuH ycnemmHo can BCTYNUTEIbHbIE
9K3aMeHbl B MOCKOBCKYIO TOCYIapCTBEHHYIO KOH-
cepparoputo um. I1. U. Yaitkorckoro. Ho Hauanacek
Benmkas OreuectBeHHas BoiiHa. M3-3a Oomne3Hu
P. SIxun Bo3Bpatuiica B Kaszanb, rae HekoTopoe
BpeMs TIpopaboTal MHAHHCTOM-KOHIIEpTMEHCTe-
pom TaTapckoro paarnoOKOMHTETA.

B sror mepuopa mpousonula 3HaMeHAaTENbHas
BCTpEUYa C BBIJAIOLIMMCS TaTapCKUM KOMIIO3UTO-
pom H. I'. Kuranosemm (1911-1988), xotopomy
SxuH mokasan cBou ¢GopTenuaHHble Bapualuy Ha
TATapcKyl0 HapoaHylo TeMy «S3 ma Oyma» («U
BECHOM, U OCEHBIO») (K COXKAJIECHHWIO, HOTHI yTeps-
Hbl). Ha3u6 ["asi30BuY 0100pHiI U MojaepiKan Ha-
YHHAIOIIEro KOMIIO3UTOPA, CaM CTaJl C HUM 3aHH-
MaThCSl.

B 1942 rogy Obut mpu3BaH B apMUIO, CITY>KHI
CTPEJIKOM B 3€HUTHO-apTUILIEpUiicKOM monkKy. He-
CMOTpSI Ha TPYAHOCTH BOEHHBIX JIET, OH MPOHOJ-
JKal COYMHSTH My3bIKy. llaTpuornueckue mnecHw,
cpenun kotopbix «lIlecHs o Mocke», «llecHs o
Jlenunrpane», «IIecHst 3eHUTYMKOB» U Jp., UCIIOJ-
Hsch AHcambrnem niecHu u twisicku [IBO Moc-
KOBCKOT'0 BoeHHOro okpyra. B 1945 rony P. SIxun
OB HarpakJeH MenasaMu «3a mobemy Haxg ['ema-
Huei» 1 «3a 000poHy MOCKBBD).

Ilocne oxoHuanus BoWHBI Pycrem fxun mpo-
IOIKIT yue0y B MOCKOBCKOW KOHCEPBATOPHH.
Ero yunTensmu mo koMmno3unuu cranu mnpogdeccop
B. A. benwsiii (1904-1983) wu mnpodeccop
10. A. Illanopun (1887-1966), xak muaHucT 00Y-
gajics B kiaacce B. M. Dmmrretina (1908—1988).

P. fIxuH Tak onMCHIBAI CBOM 3aHATHS: «51 ObLI
HECKOJIBKO CTPaHHBIM CTYJIEHT — He JIIOOMJ TOoKa-
3BIBATh ACKU3bI, HAOPOCKH. MMPUHOCHII CPa3y T'OTO-
Bble counHeHus. B. A. benblid, y KOTOpOro s 3aHu-
MaJICsl B TO BpeMsl, ObUT MHTEJUTUTEHTHBIM, B BBIC-
i€l CTENEeHH TBOPYECKHUM 4esloBeKOM. OH moyTH
HE BMEIIIMBAJICS B MOW COYMHEHHS, JIUITh H3PEIKa
TaKTUYHO yKa3blBaJl HA MPOCUETHl U HEJOCTATKH.
10. A. lllanopuH OBLT YeIOBEKOM 00JIee aKTUBHO-
ro TemmnepameHTa. XyHIOXHHK OOIBIIOrO 3MHUYec-
KOT'O JIapOBaHusl, OH MBITAJCS MEHS Kak-TO YKpYTI-
HUTb, CACNaTh Oojiee MaciTaOHbBIM» [Tam ke, c.
146].

Kak ormedaror uccrnenoBatenu, B MPOU3BEIC-
HUSX, CO3/IaHHBIX Ha HA4YaJIbHOM JTare, 4yBCTBO-
BaJIOCh TPeKpacHoe BiajieHHe SIXUHBIM aKajemMu-
YECKOW TEXHUKOW KOMIIO3UTOPCKOTO MUChMa, YKe
Toraa 0003HAUYMIIUCH TJIaBHBIE CTUJIEBBIE NMPHOPH-
TEThl KOMITO3UTOpa. MHOroe H3 HalKMCaHHOTO
SIXMHBIM B CTyZIeHUECKHE TObl U ceivac coXpaHs-
€T CBOKO IIEHHOCTb, SIBJISSICH NMPUMEPOM YIAuHBIX
MOMCKOB B CO3/IaHUU CBOETO Movepka u cTuis. Ta-
koBbI Crouta st doprenuano (1948), [loama mnst
ckpunku U oprenmano (1948), Conara nnsa ¢op-
tenmaHo (1949), Conara juis CKpUIlKH U (opTe-
nuaHo (1949), pannue pomancel Ha crnoBa A. Epu-
keeBa «Typrait» («YKaBoponok»), «Kui, undapem»
(«Tebs >xenaHHEH HeT»), a TaKke psiJi 00paboTOK
TaTapCKUX HApOAHBIX MeceH. M3 mnpousBeleHUit
KPYIHBIX ()OPM BBIAENSETCS ByX4acTHAsl KaHTaTa
«Ypam» s xopa, coiucta M CUM(OHHYECKOTO
opkectpa Ha ctuxu K. Jlasaa (1949). umiomHO#M
paboToii Mo okoH4YaHUM MOCKOBCKOH KOHCEpBAaTO-
pun B 1950 roxy crana nepsas yactb KoHuepra
Ui GopTrenuaHo ¢ opkectpoMm [BuHorpanos,
c. 17]. BepHyBiuch mociie 3aBepiieHusi y4eObl B
ponHyro KazaHp, KOMIO3UTOp NHIIET BTOPYIO U
TPETHIO YaCTH KOHIEPTa.
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Konuepr ans d¢oprenmano ¢ opKecTpoM
P. SIxuHa, X0Ts u sIBISICTCS] HanboJIee paHHUM CO-
YMHEHWEM KOMITO3UTOPa, CTajl 3HAYUTEIHHBIM
JNOCTHKEHHEM TaTapcKOW HMHCTPYMEHTAJIBHOU My-
3p1kn 1950-x romoB. B ceson 1950/1951 rr. Kon-
1epT OB HECKONBKO pa3 HCIONHEH B MoOCKBE U
Kazanu, counHenne BbI3BaJIO IUPOKUNA PE30HAHC Y
myOJIMKY.

D10 OBLT TEpBHIl B TaTapcKOW MYy3bIKE KOH-
ept as (opTenuaHo ¢ OPKECTPOM, KOTOPBIH 10
HACTOAILIET0 BPEMEHU OCTAeTCS CaMbIM M3BECT-
HBIM, HCTIOJTHIEMBIM W HEMPEB30WIECHHBIM ITPOH3-
BEJIEHNEM TaTapCKOTO MY3BIKAILHOTO UCKYCCTBA B
3TOM XaHpe. Ero cTpykTrypa COOTBETCTBYET OC-
HOBHOM MOJIENH KJIACCUKO-POMAaHTHYECKOIO MHCT-
PYMEHTABHOTO KOHIIEPTA, MPeaoaraomnei mep-
BYIO YacThb B COHAaTHOW (hopMme, BTOPYIO HacTh —
MEIJICHHYIO JIMPUYECKYIO ¥ OBICTPBIN BUPTYO3HBIH
¢uHAaI.

3ambicen KoHuUepTra poawicsi B 1949 rony.
Komnosutop noaro uckai riaBHyI0 TeMy, My4HII-
csl B TBOPUECKOM TIoncke. U BOT OTHAXKIBI, HIIS 10
yiuie, OH BAPYr oOpaTWyi BHHMaHUE Ha OYKBY
«M» MOCKOBCKOTO MeTpornonuteHa Kuesckoro
BOK3aJla, 1 HEOKUAAHHO 3a3Bydasa TeMa, KoTopas
U CcTajla MOTOM IJIABHOM TEMOU MEpBOMl 4acTu. ITo
Obu1 pagocTHeIi MoMeHT! P. fxuH roBopun: «Po-
WIach T€Ma HIMPOKOTO [bIXaHUS, a HIMPOTy U
OECKOHEYHOCTh TEUEHUS, KaK sl y’Ke TOBOPHII, IIe-
HI0 Oonblle Bcero. B koHmepTe s cTpeMmics K
9TOM OECKOHEYHOM CBSI3aHHOCTH, KOI/Ia OJHA TeMa
MEPEXOJIUT B APYTYI U 00pa3yeT MeJIOJUIECKYIO
IIENMoYKy 0e3 IIBOB M HCKYCCTBEHHBIX CBS30K. B
3TOM CMBICJIE HEIOCSTaeMblii 00pasell — My3bIKa
lomenax [['ypapwit, c. 148].

My3bika KOHIepTa SIXuHa, TIIyOOKO yXOzsImas
B MHTOHAIIMOHHYIO TIOYBY POIHOTO HAPOJIHO-
HaIlMOHAJIBHOTO MeJloca, IUIEHSET CBOEH CBexe-
CThI0, HCKPEHHOCTHI0, 00TaTCTBOM AMOITMOHAIHHO-
00pa3HBIX HIOAHCOB W MacTEepPCTBOM, YTO CBHJIE-
TEJIBCTBYET O IUIOJOTBOPHOCTH HAMEYaeMOro
3/IeCh KOMITIO3UTOPOM HOBOT'O CHHTE3a, CBOeoOpas-
HO CIIABJISIFOIIETO CTHIIMCTHKY MEHTaTOHUYECKOTO
B CBOEl OCHOBE Meloca C  KIIACCHKO-
POMaHTHYECKHMH XyJI0’KECTBEHHBIMH TpPaUIIHSI-
MU KOHIepTHOro *aspa [['upmman, XaiipymivHa,
AbnynnuH, c. 320].

Kputnku dacto ykaspBand, 4TO HanOOJbIIEEe
Bo3zelicTBue Ha P. SIxuHa Kak KOMIIO3UTOpa OKa-
3ano tBopuecTBO C. B. PaxmanunoBa. B wactHO-
ctH, B oprenmanHoM KoHiepre My3bIKOBEIBI 3a-
MEYaroT ClIeJJoBaHne SIXHMHA CTUIMCTUYECKUM Tpa-
JUIHSIM  PYCCKOTO KJIACCHMYECKOTo KOHIEpTa U
KOHIIEpTHO-CUM(OHUYIECKON cTriucTuke Paxma-

HuHOBa [Bunorpaznos, c. 18]. Cam Sxun crapancs
CIIOKOWHO OTHOCHTBCSI K MX MHEHHIO, TOBOPSI, UTO
Ha €ro CTAHOBJICHUE TAaKXe IOBIHMUIA MYy3bIKa U
JpYruX JTIOOUMBIX KOMIIO3UTOPOB — YalKOBCKOTO,
[Honewna, Jlucra, ['pura, Menaenscona [I'ypapuid,
c. 148].

Ho na camom pnene oH ObT OYeHb YyBCTBU-
TEJIbHBIM, PAHUMBIM, YEJIOBEKOM C TOHKOW U XpyI-
KOW HepBHOU opraHuzauuen. Iloatomy nocratou-
HO TSDKEJIO MEepeXnBajl HEOOOCHOBAHHYIO KPUTUKY
U HENOHMMaHWE ero TBopuecTBa [PycreM SIxuH,
2004, c. 137].

C 1950 o 1952 roxp! SIxwH mpemnogaBai KOM-
nosunyio B KazaHckoit koHcepBaTopuu. B uucne
ero y4eHukoB Obumu baty Mymokos, bopuc Tpy-
oun, ®enop BacuibeB, cTaBmne BIOCIEACTBUU
M3BECTHBIMU KOMIIO3UTOPaMHU.

b. H. Tpybun BcmomuHan o SIxuHe-nemarore
Kak [00pOoM, TepHeTuBOM, HHTECIUIMICHTHOM,
CKPOMHOM U YyTKOM 4Y€JIOBEKE, KOTOPBII B MOJHOMI
Mepe TMpOosIBIWJI 3TH KayecTBa B IPENOJaBaHUU:
«Ero ypoku ObUIM ypOKaMH JH00OBU U BOCXHUILEHHS
MPUPOIOH, YETIOBEKOM, UCKyccTBOM. CTpemieHue
MOHATh CBOEr0 YYEHHMKa W3HYTPH, MOYYBCTBOBAThH
OKpY’KaloIMi €ero MUp yMOM M CEpALIEM, yraiaTh
Ka4eCcTBa, pa3BUBas KOTOPBIE YUEHUK MOXKET IPH-
obOpect camoe HEOOXOAMMOE B CBOEM TBOPUECTBE
— BCE 3TO OBUIO OMNpEAENAIOUIMM B IeJaroruke
SIxuna» [Tam xe, c. 90].

®. C. BacunbeB, BBIIAIOMIUNACA YyBaUICKUNA
KoMMo3uTop, aBTop onepsl «llIpiBapmanbs» («Bo-
JITHAsT MEITFHUIIAY»), C TIPEMBbEPO KOTOpol 22 Mas
1960 roma ponuicst My3bikalbHbIM TeaTp Yysa-
MM, Ha3blBall SIXWHA «IEPBOKIACCHBIM MY3BI-
KaJIbHBIM [0BeUpoM». ['0BOps O memgarorndeckomM
BO3JIEMICTBHH CBOErO YUMTENs, OTMEYall, 4To SIXuH
JIaBaJl TOJIBKO COBETHI, PEKOMEHALNH, YUYW aHa-
JUTUYECKOMY TIOAXONYy K TPOLECCy COYMHEHHUS
MY3BIKH, MTOAYEPKHUBAs, YTO HAJO0 MHOIO JyMarThb,
yTOOBI HAWTU CBOW MCTUHHBIA IyTh [Tam xe, c.
94].

B nocneayromme roasl P. SIXxuH MOIHOCTHIO
OTJaJlCsl KOMIIO3UTOPCKOW U HCIOJHUTENBCKON
JIeSITEIbHOCTH, KU3Hb COCPEAOTOYMIIACh HA COYH-
HEHUH MY3bIKH W Ha KOHIIEPTHBIX BBICTYTIJICHHSIX.
Bce cBoe Bpems 0H MOCBAIIAT TBOPUYECTBY, U3-TIOJ
nepa KOMIIO3UTOpA pOXKAAIUCH 3aMedaTelbHbIe
POMaHCHI W TIECHH, MHCTPYMEHTAJIbHBIE MPOU3BE-
nenus. IlpexpacHas Mysbika SIxuHa Bcerma Haxo-
JUIa IAPOKUHA OTKIMK y CIyIIaTeled, U yXe B
MOJIO/IbIE TO/IBI OH CTAHOBUTCS] OJJHUM H3 BEAYIINX
TaTapCKUX KOMITIO3UTOPOB.

TananT P. SIxuHa kKak KOMIIO3UTOpa coueTascs
¢ tajanTtoM SlxmHa-mmanucrta. OH ObUT mpeKpac-
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HBIM HCIIOJIHUTENIEM, Ha KOHLIEPTAaX CIyIIaTeNln
MOTJIM BOCXHIIATHCSI HEOOBIKHOBEHHO U3SIIHBIM U
MATKUM (DOpTENHaHHBIM 3BYKOM, OyXOTBOPEHHOM
U TO3TUYHONM MaHEpoM HIpbl. SIXWH IIPOU3BOIUI
HEW3MIaJuMOe BIICUATIICHUE KAK HMHTEPIPETATOP
cBoux counHeHuil. [IpucyrcTByromumM B 3aie Ka-
3aJ10Ch, YTO OHHM CIIBIILIAT €ro JTOBEPUTENbHYIO, OT-
KpOBEHHYIO peub. B HCIOTHUTENBCKOM NMHTOHALINN
MpOSABISUICA BeCh P. SIXMH — 4enmoBeK 3acTEHYH-
BBIH, CKPOMHBIN, JTUIICHHBIA BCSYECKOW aMOHITH-
o3HocTu. [loTpsicama TemnmoTa 3ByKa, TOHYaHIIas
MaJuTpa 3BYKOBBIX Ipajauuid. SIXvHy, KaK HUCHOJI-
HUTEII0 POMAHTHYECKOI'O THMA, ObLI MCKIIOYU-
TENBHO MOJIBIACTEH THOKUIA MpPOIecC pa3BepThIBa-
HUS MY3BIKaJbHOTO TPOU3BEAEHHS BO BPEMEHH.
HeynoBumocTs 1 MHOrooOpasue €ro aroruku He-
ciu B cebe TaiiHy Aaxke IUIS MCKYIICHHBIX B MHAa-
HU3Me MY3bIKaHTOB [CriupuaoHoBa, c. 112—-113].

[Ibecer mms Qoprenuano 3aHUMAIOT 0co0oe
MecTo B TBopyecTBe P. fIXxuHa — mpU3HAHHOrO
MacTepa KaMEpHO-WUHCTPYMEHTAJbHOW MY3BIKH.
CourHeHus B TaKHX JKaHpax, KaKk BaJlbC, HOKTIOPH,
MY3BIKaJIBHBI MOMEHT, IOMOPECKA, MPOrpaMMHast
MUHHATIOPA ¥ Jp., TOTYYHIH CaMOOBITHOE BOILIO-
IIeHHE B YCIOBHUAX MHTOHALIMOHHOM Cpeibl Tarap-
CKOM MY3BIKM U 3CTETHYECKHUX YCTAHOBOK BTOPOM
MIOJIOBHHBI XX BEKa.

Bonbiroe BHUMaHKHE KOMIIO3UTOPA COCPENOTO-
YEHO Ha JKaHpPEe MHCTPYMEHTAJIbHON MHUHHATIOPHI,
OH MNHUIIET LEIbIA PsJl Pa3sHOXApaKTEPHBIX IbEC,
WHOTrZa OOBEIUHEHHBIX B WHKIBL Hampuwmep,
BECbMa  MOMYJSPHBIA  (QOpTENHAaHHBIA LUK
«Kotire xuumop» («JlerHne Beuepan) (1969)
BKJIIOUYAET JECATH JUPUUECKUX Thec: «B neperHe»,
«KonwioenpHasy, «llecHs», «3abaBHBIA TaHEI,
«My3bIKalBHBII MOMEHT», «CkepuuHO», «Hok-
TIOpH», «PonmHble monsy, «lloatmdeckas kKapTHH-
ka», «Ponno» («Ha npazgauke»). [lpekpacHas my-
3pIKa IIMKJIa, a TaKke (OPTENUAHHBIE IHECH
«Bambcy, «Banbc-3KkCcIpoMTY, «lllecTBHUEY,
«lOmopecka», «Pa3mpinienuey», «Tokkaray, npe-
JIIOJUHM 4acTO 3BydYaT CO CIEHBI, BXOJAT B pernep-
Tyap W3BECTHBIX NTUAHHMCTOB, HCIIOJIB3YIOTCS B IIE-
narorndeckoM penepryape. COXpaHWINCH ayIuo-
3aMKCH ATHX MPOU3BEACHUN B UCIIOTHEHUH CAMOTO
KOMITO3UTOpA.

Boratelii menmonudeckuil nap M H3BICKaHHBIN
FapMOHHYECKHH clyX SIXWHa MpOSIBUINCH HE
TOJIBKO B MHCTPYMEHTAJIBHOM, HO M B BOKaJbHOM
TBOpYECTBE. SIXUHCKUI CTUIIb, JIOMaBIIMHA CTEPEO-
TUTIBI B HAIIMOHAJIIEHOM JIaJOBOM MBIIIIEHUH, OKa-
3a] CyIIECTBEHHOE BIIMAHWE HAa Pa3BUTHE TaTap-
CKOHl BOKaibHOM My3bIku. Kommo3utop coTrBopun
HENbIH  OOHOBJIICHHBIH MY3BIKANBHBIA MHp, OT-

KPBIBIINH HOBOMY MOKOJIEHHIO CITyIIaTeNel MyTh K
JUAaTOHHKE, TEM CaMbIM BHECS PeajbHbIM BKJIAA B
mporiecc cOmmKkeHus: KynsTyp Boctoka m 3amama
[Momnacsimos, c. 145-146].

P. SIxvHa Ha3BIBaIOT OCHOBOIIOJIOKHUKOM Ta-
TapCKOT0 poMaHca — KOMIIO3UTOp co3fai Oosee
400 BOKaNbHBIX COYMHEHHH, HEOOBIYAHO pa3HO-
00pa3HbIX B )KaHPOBOM M CTHJIMCTHYECKOM OTHO-
LIEHUH, OXBATHIBAIOIINX BCE C(ephl U MPOSIBICHUS
YYBCTB 4eJIOBEYECKON MYIIN: 3TO U JI0O0BHAA JIU-
pHKa, U TaTPUOTHUYECKUE, TEPOUKO-PaMaTHIECKHE
IPOM3BENEHHs, ILIYTOYHbIE IECHH, JIHPHKO-
¢dbunmocodckue, TUPHUKO-TICUXOJIOTHICCKUE, JTHPH-
KO-ZpamMaThyeckue pomaHchl. HOBbIM siBlIeHHEM B
TaTapCKOM MYy3bIKE CTaJIM BOKAJIbHbBIE LIUKIIBI SIXU-
Ha, KOTOPBIE PACHINPUIIHA €€ CTUIEBON U 00pa3HBIN
JUana3oH.

PomaHc B noHumaHuu fIXuHa — 3TO «BO3BBI-
LIEHHOCTh OOPasHOIo CTPOsi, NPUIOAHATOCTH BBI-
CKa3bIBaHUS, OTTOUYEHHOCTb MEJIOAWYECKOTO pU-
CyHKa, pa3HoOoOpa3Hasi pUTMHKa, pa3BuTas Qopre-
nuaHHas maptus. Popma MOXKeT OBITh caMoil pas-
Holl. Tatapckas My3bIKka BHeEcCJIa B 3TOT >KaHp CTH-
JIUCTUYECKYIO MEHTaTOHHYI0 OKpacky. B cmreicie
COJICPIKaHUsI — JJIEMEHT OCO0OW MOATHYECKOH CO-
JIep’KaTeNbHOCTH, yTOHUeHHocTw» [['ypapwmii, c.
147].

[[Iupoko M3BECTHBI TaKW€ POMAHCHl U TECHH,
kak «Kem Oemep xamepexHe» («llecHs moOBNY),
«Ilareniipp» («Iloat») Ha cruxm [. Tyxkas,
«lynxeiaHap» («BoxHBI, BONHBD)Y) Ha CTHXHU
M. [xamuns, «KyHenemao s13» («B mymre BecHa»)
Ha ctuxu I'. HacpernunoBa, «CuneH euen» («Jlms
TeOs») Ha ctuxu A. Epukes, «OHbITa anMblIiiM»
(«3a0pITh HE B cmiax»), «Kyszmgopem THK cHHE
azmunep» («l'7a3a MOM MWIINYT TONBKO TeOs») Ha
ctuxu M. Hyrmana, «Kutmo, canmyrau» («He
yieTaif, coioBei») Ha ctuxu [. 3aifHamieBoH,
«blmanam» («Bepro») Ha ctuxu JI. Alityranosa, a
TaKXe IIeCHS, CTaBlIas TOUCTUHE HApOJHOH —
«Kepum one ypmanuapra» («Boiiay s B jec») Ha
cruxu I'. MyxammeruimHa.

B 1951 rony SIxuH co3gaeT BOKAJIbHBIN LIMKII
«B Moaburckom 3acTeHke» Ha CTUXH MycCHI
Joxammns s 6aca U GopTeNnruano, COCTOSIIHA U3
nsith yacteit: «Kpipnapeiv» («Ilecau mon»), «Tuk
Oynca une upek» («JIump Obl BodrOmIKa ObLIAY),
«YTKoHAS Kuuepron» («CUacTbs HE BEPHYTHY),
«CoHrBI JKBIp» («ITocnennsist HIECH»),
«Karpriinero» («Ilamauy). Oto ObBIO OmHO U3
MEPBBIX OOpamIeHuil TaTapCKUX KOMITO3UTOPOB K
TBOPYECTBY MO3Ta-TEPOSI.

I'my6oKk0 CHMBOJMYHO, YTO CO3JaHHAs eIle B
1967 romy marpuoTHUeCcKas ECHS O POJTHOM Kpae
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«Tyran sreiMm» P. SIxuHa — 4enmoBeka OOJNBIIOTO
BHYTPEHHETO OJaropojicTBA W YHCTOTHI, ObLIa
yrBepxaeHa B 1993 romy rocynapcTBEHHBIM
rumMHoM PecryOnmku TarapcTan.

B BOokanbHON My3bIKe SIXWH OTTaJIKHUBAJICS OT
TEKCTa, KpaliHe OTBETCTBEHHO OTHOCHJCSI K CJIO-
BaM, TOPOH pelalM MOMEHTOM TpH BBIOOpE
CTHXOB BBICTYNAaJM NepBble CTpoku. OH MbITaNCS
HalTU CJIOBaM MY3bIKaJIbHBIA 3KBHUBAJICHT, 3BYKO-
ByI0O aTMmocdepy HO3THYecKoro Texcra. Huxorma
HE TO3BOJISUI cebe «KOpSBOCTEH M IIepOXOBaTo-
CTel» B CHHTE3€ CJIOBa M MY3bIKH, JOOMBajCs Ta-
KOTO CTPOEHHSI MY3bIKQIBHOH (pasbl, 4TOOBI He
HapyILIUTh CMBICIIOBBIX aKIIEHTOB KaK TEKCTa B Iie-
JIOM, TaKk U OTHEeNbHbIX cioB. MHoraa, ¢ cormacus
MIO3TOB, BHOCHJI CBOM KOPPEKTHBBI Ul OOJbIICH
BbIpazuTenbHocTH [Pycrem Sxun, 2004, c. 136].

Kpyr aBTOpOB, K KOTOpHIM OOpaInancs KOMIIO-
3UTOp, AOCTATO4YHO IKpoK. Co3maBasi pOMaHCHl U
MECHU HA CTHUXH MHOTUX TaTapCKUX MO3TOB, CPEIH
kotopeix [. Tykait, M. J[Dxammib, C. Xakuwm,
M. Hyrman, A. EpukeeeB, H. Apcinanos, H. Jlay-
nu, P. @aitzynnun, P. Xapuc, I'. 3alinamesa u MH.
Ip., PYCCKUX aBTOPOB, a TakXke JBa pOMaHCa Ha
conetsl B. Illekcnupa, P. SIxuH Bcerga Haxoawu
OYCHb BEpHBIC, SIPKHE XYIO0KECTBEHHBIC CPEICTBA
MY3BIKQJIBHOTO TPETBOPEHUSI MOITHYECKOTO TEeK-
cTa.

Bonbmias mHoromerHsst Ipyx0a cBsI3bIBasA
P. SIxuna u nmosta M. Hyrmana. [lo cinoBam co-
BPEMEHHHKOB, 3TO ObLTH JIBa aOCONIOTHO MPOTHU-
BOIIOJIOJKHBIX YEJIOBEKA, C ITOJHBIM HECXOICTBOM
TEMIIEPaMEHTOB, Pa3HbIX, HO OJWHAKOBO OJICPKH-
MBIX TBOpYecTBOM. braronaps ux 06010 JHBIM yCH-
JUSAM, TIOSBUJIMCh HA CBET TaKHWe MIeNEBPHI, Kak
«OHbITa anMeIiiM» («3a0bITh HE B crilaxy), «Kuek
kaznap» («l'ycum OUKHE JeTAT»), «AK >KUIKOH»
(«bensrit mapyc»), «Kaennap maymsiity («lymst
Oepesb»), «bemps Tammap» («KyzapsiBeie HBBIY),
«OHMnep» («Hamm marepn») u MHOTHE ApYTHE.

B nowncke Menoauyeckux HHTOHAIIMHA CBOUX
POMAaHCOB KOMIIO3UTOP BO MHOTOM IIEJ OT UMIIPO-
BU3AIIMOHHOTO Hayana, OT «(OPTEMHaHHOTO CBO-
€ro MPOUCXOKJEHUs». | TaBHBIM AJISi HEro SBIfA-
JIOCh HE TMOTEPSATh OECKOHEYHOTO TEYCHHS MY3bI-
KaJIbHOW MBICITH, UCKPEHHEH MOCIEN0BATENIBHOCTH
B Pa3BUTHM MYy3BIKaJIbHOro MaTtepuana [['ypapuid,
c. 148]. Opranuct n nuanuct, pexrop Kazanckoit
koHcepBaropuu (¢ 1988 mo 2021 rr.), mpodeccop
P. K. AOnymivH, BCIIOMHHAs CBOE y4acTHE B aB-
Topckux KoHueprax P. fIxuna B Kazanu, Mockse,
B 3apyOeXHBIX TacTPOJIsiX C HCIIONHEHHnEM Qopre-
MUaHHBIX MEC U AKKOMIIAHEMEHTOB B BOKAJIbHBIX
COYMHEHHSIX, OTMEYAET, YTO MHAHUCTHI, UTPAIOIIINE

AKKOMITAHEMEHT B €r0 POMaHCax, 3HAIOT, HACKOJIb-
KO CJIOKHAa W BbIpa3uTelbHA (OpTENUaHHAs Hap-
TS, MTO3BOJIIIONIAS UCIOIb30BaTh BCE BO3MOYKHO-
CTH MHCTpyMeHTa. M3ymuTenpHBIE 1O KpacoTe u
JTAKOHWYHOCTH MEJIOJUH, HAIMCAaHHBIE PYKOM BUp-
Tyo3a, 0€3 COMHEHUS], BO3BBIILIAIOT TEKCT POMaHCa,
apaH)KHPOBaHBl POCKOIIHOHN (opTennaHHON (ax-
TYpOH, OTpakaroliedl MCHONMHUTENBCKUH MaciTad
Sxuna-nmanucrta [Pycrem Sxun, 2002, c. 4].

MHorue pomaHchl W mnecHu P. SxunHa
NepeBeIeHbl Ha pycckuil s3b1k. Kommno3urop oueHn
THIATEIBHO OTHOCWIICS K NEPEBOJAM, TaK Kak 3TO
JOJDKEH OBITh PUTMUYECKH TOYHBIA IMO3TUYECKUI
TEKCT, KOTOPBIA MOYKHO OBLIO OBl CIIETh, HE MEHSIS
HU OJTHOM HOTHI, HM OJTHOW MY3BIKaJIbHOU (passbl, 1
IIPU 3TOM IOCTapaTbes MEpEeNaTh CIyIIATEN0 He
TOJIBKO TO3TUYECKYIO 00pa3HOCTh CTUXOTBOPHBIX
CTPOK, HO M TO KHUBOE YYBCTBO, KOTOPOE POXKIAET
MEepeBOANMasl MECHA B CEpALE CIyIIABIIETO €€ B
noxnaANKe [Pycrem Sxun, 2004, c. 123]. Jonrue
TOJbl MPOJOKAJIOCh COTPYJHHUYECTBO SXHHaA C
MOCKOBCKOH T03Teccort M. JlammcoBoit, e OH
JIOBEpsUT nepeBoibl cTUX0B M. Jlkanmuis U ApyTrux
TaTapCcKUX MO03TOB. Pycckue mepeBoabl TEKCTOB
MHOTUX poMmaHcoB fxuHa ocymectsisim U. One-
HuHa, JI. lep u np.

Hapsiny ¢ KOMIIO3UTOPCKOM JESTEIBHOCTBIO
SIXMH MHOTO BBICTYNAJI C KOHIIEpTaMH, i€ UCIOI-
HSUI KaK cOOCTBEHHBIE MPOU3BEACHUS, TaK U COUU-
HEHHS PYCCKUX M 3apyOexHbIX KiaccukoB. Hesa-
ObIBaeMbIC BIIEYATIICHUS] OCTABWIIM BHUPTYO3HEIC
ABTOPCKHE MCIOJIHEHUs! (POPTENUAHHOTO KOHILEp-
Ta. IloATMHHBIM apTUCTU3MOM, HEOOBIKHOBEHHBIM
M3SAIIECTBOM, TOYHOCTBIO OTJIMYAJIUCH €r0 HCIIOJ-
HEHHS COOCTBEHHBIX (DOPTEIIMAHHBIX MUHHUATIOp. B
KauecTBe cosmcta P. SIXMH BeICTymanm ¢ TakMMH
nupwkepamu, kak H. daxroposny, A. Cracesuy,
H. Paxmun, I.Cromsapos, I'.PoxnecTBeHCKui,
@®. MaHCypoB [3ByKOBOE IPOCTPAHCTBO, C. 162].

Kpome Toro, P. SIxuH ObIn mpeKkpacHbIM ak-
KoMrnaHuaropom. CamM OH OY€Hb TPEIETHO, C TeT-
JI0TOM M 0JarofapHOCTHI0 OTHOCHJICS K MY3bIKaH-
TaM, MCIIOJIHAIOIIUM €ro MpOu3BeeHUs. SIXUH ro-
BOpPWJI, YTO MCIIOJIHUTENh — BTOPOU POJUTENH MY-
3bIkM. MCKIItOUMTENbHAS 10 CBOEH 3HAYMMOCTH
¢urypa. TBopen. OH JOJDKEH yMETh CTPOUTH Ha
OCHOBE HOTHOTO TEKCTa CBOE IPOYTEHUE MY3BIKU.
Jis 3TOrO HY)XKHO 00NaNaTh dpyaUIeld BO BCeX
00acTsX My3BIKaJbHOH KyNbTypbl. Uem Bblie
MacTepcTBO, TeM IIy0Ke MPOHUKHOBEHUE HCIIOJI-
HUTENIS B 3ambicenn kommosuTopa [['ypapwmii, c.
152].

TBopueckas cynp06a KOMIIO3UTOpa Obljla TECHO
CBA3aHAa CO MHOTHMH HCIIONHUTENIsAMHU. B 1miozmo-
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TBOPHOM COJAPYKECTBE POXKAAIUCH HHTEPECHBIC
UHTEPIPETAU POMAHCOB, IIE€CEH, HHCTPYMEH-
TaJbHBIX Tpou3BeneHuil. Kommosutop 1eHusn B
WCIIOJTHUTENAX 3aJylIEBHOCTh, TOHKOCTb, MSI-
KOCTb, €CJIM 3TOr0 TPeOOBAJIO COAEp)KaHUE POMaH-
COB, HO INIaBHOE — NPO(eCCHOHATN3M.

3Has 0cOOEHHOCTH KaXK[OTO M3 ITIEBLIOB, MeEp-
BBIX MHCIIOJIHUTENEH BOKAJbHBIX IPOU3BEACHUN
P. SIxuH 00bIYHO HaXOOWJI caM. Tak, 3HAMEHUTHIN
pomanc «Kutmo, carmyrau» («He ymerait, como-
BEi») OH MPEATIONKHI BBIIAIOMIEMYCSl TaTAPCKOMY
nesuy Mneramy IllakupoBy, MacTepcku BIaAcro-
meMy (heHOMEHaTbHONW HCIONHUTENIHCKON Tpaau-
UeH «MOHY.

Bonee TpuamaTi neT TBOpPUECKOW IpPYKOBI
KOMIIO3UTOpa U neBullbl MyHupsl bynatoBoil oc-
TaBUJIM 3HAYUTEINbHBIA CJIEJ B UCTOPHUM TaTapCKOMN
MY3BIKATBHOW KyJIbTYpbl. MHOTHE pOMaHCHI OBbLIH
HalMCaHbl CIELUAJIbHO VI €€ YHUCTOro rojoca
TpyAHOTO TeMOpa, oOmamaroniero 60raTCTBOM HH-
CTPYMEHTAJbHOTO 3BY4YaHHs, KOTOPbIM BCerja
Bocxuwaics SAxun. IIporpaMMKku U JTHEBHUKU CO-
XpaHuiau OoJiee CTa SIXMHCKMX POMAaHCOB, CIETBHIX
BynaTtoBoii, 11st OONBIIMHCTBAa OHA CTala MEepBOi
ucnonauTenbHuled. Pomancer «KyHeneMm cuHmo»
(«dlyma most B TeOe») Ha cmoBa M. Hyrmanma mu
«Kynenem e3enron munytinapaa» («B MuHYTHI
TpyaHble») Ha cioBa A. EpukeeBa MOCBSIIEHBI
Mynupe bynatoBoil. Pomancel «JlynkbiHHapY,
«Kuek kasznap» B maMsATH ciiymarejeid Hepas3pbIB-
HO CBsi3aHBI ¢ ee mHTepnperanueil [CaiidymHa,
c. 85-86].

B ancambnie ¢ SIXvHBIM BBICTYHAJIM NEBLBI U
nesulibl M. Paxmankynosa, M. bynarosa, U. Illa-
kupoB, B. IllapunoBa, 3. XucmarymiuHa, A. AG-
OacoB, X. burnues, 3. 3amsnernuHos, 3. CyHra-
tymmHa, P. WoparmmoBa, B. ['m3arymnuna,
H. TepkynoBa, A. 3arugynnuHa, CKpUIadu
M. Axmertos, III. MoHachIOB U MHOTHE ApPYrHe
aptuctel TarapcTana, a Tak)Ke U3BECTHBIE 110 BCEH
CTpaHe KpymHble wucnomautenu A. Kpusdewns,
E. Cepkebaes, X. AxTamoBa, 3. llluxmyp3aesa.

B 1987 rony B TaTapckoM rocyaapCTBEHHOM
aKaJeMHYecKOM TeaTpe Omepsl W Oanera WM.
M. JIxammist ObuT TIocTaBiieH Oanet «DPumam», Ha
OCHOBE MY3BIKH DPAa3JIMYHBIX INpOU3BeneHU Pyc-
Tema SIxuHa.

Ho nocnennux nHeil mysbika ais Pycrema
SIxvHa ocTaBanach TIJaBHBIM JEJIOM €ro >KH3HH.
Kommnoszutopa He ctano 23 nostops 1993 roga.

P. SIxuH Ha pOTSHKEHUM BCEU KU3HU PYKOBO-
JICTBOBAJICSI TOJIBKO TOJIOCOM CBOETO MY3BIKAJIBHO-
ro tajgantra. Hauucro JWIIEHHBIM CYeTHOTO TIIE-
CITaBHs, OH HUKOTJa HE CTPEMMIICS JIEMOHCTPATHB-

HO COOTBETCTBOBATh «IyXy BpeMeHu». B cBoem
TBOopuecTBe P. SIXMH OpueHTHpOBAJICS HE Ha «Bpe-
MsI», a Ha YeJOBeKa, MMOITOMY €r0 MY3BbIKa JIETKO
nepelarnyia 4depe3 rpanuiy cronetui [Jymat-
Anees, c. 13].

U ceromust myspika P. SIxuna urpaer ocoOyro
POJIb B KYJIbTYPHOH KHU3HH PECITyOJIHMKH, H3BECTHA
kak B Poccun, Tak u 3a py6exxom. [Iponssenenus
MOJIB3YIOTCST  OONIBIION TOMYJSPHOCTBIO, YacTO
3ByYar CO CIEHBI, IUPOKO IMPEACTaBICHBI B HOT-
HBIX M3/IaHUAX, ayJU0- U BUACO3AMUCAX, TIOCTOSH-
HO WCTOJB3YIOTCS B KOHIIEPTHOM M TEAarorude-
CKOM pemnepTyape, BKIIOYAOTCS B KOHKYPCHBIE
MIPOrPaMMBI.

TeopuectBo P. fIxuHa ¢ camoro Hayaia Ipu-
BIIEKAJI0 BHUMAaHHE HCCIEIOBaTeNlel, MY3BIKOBE-
JIOB, YYEHBIX, KPUTHUKOB. B pa3Hble rofpl ObLH
OImyOIMKOBaHBl MHOTOYUCIICHHBIC CTATHH, W3/IaHBI
KHHTH, TIOCBSIIICHHBIE MY3bIKE, TBOPYECKOMY CTH-
0 W Hacleawro komnosuropa. KaszaHckas rocy-
JapcTBeHHas KoHcepBaTopust uMm. H. JKuranosa
BEINYCTHIIAa COOPHUKH CTaTeH, T/ COBPEMEHHUKHU
BBIJIAIOIIETOCS TATaPCKOTO KOMITO3UTOPA — MY3BI-
KaHTBbI, MEBLbI, TO3THI, €r0 IPY3bs U POIACTBEHHHU-
KM — paccKa3bIBalOT O JIETCTBE M IOHOCTH, O BCTpE-
YaX ¢ HUM H TBOPYECKOM COJIPYKE€CTBE. DTH KHUTH
JAIOT OOraThiii ()aKTUYECKHH MaTepuasl HE TOJIBKO
0 JKM3HH M Pa3IMYHBIX TPAHAX YHUKAJIBHOTO Japo-
BaHUA P. fSIXnHa, HO U 0 Ba)KHOM 3Tare CTAHOBIIE-
HUSL M Pa3BUTUS TaTapcKoil mnpodeccnoHambHON
MY3BIKH.

3a OrpOMHBIN BKJIAJ B pa3BUTHE MY3BIKaJIbHO-
TO UCKYCCTBa TBOpYECKAas IesATeNbHOCTh Pycrema
SIXvHa HEOJHOKPATHO OTMEYallach rOCYAapCTBEH-
HBIMH Harpajgamu. EMy HpuCBOEHBI IOUYETHBIE
3BaHUs 3aCIy)KEHHOTO JesTelss HCKyccTB Tarap-
ckoit ACCP (1964), PCOCP (1970), mapomgHoro
aptucta PCOCP (1981), CCCP (1986), 3a psia me-
ceH u poMaHcoB B 1959 rony mpucyxaena ['ocy-
nmapcteeHHas npemust TACCP nwm. T'. Tykas. Kom-
MO3UTOP HarpaxkiaeH opiaeHamu «3Hak Ilouera»
(1957), Tpynooro Kpacuoro 3uamenu (1971),
MenansiMd. B pasaele ronel Pycrem fxun u30u-
panca unerHoMm mpasieHuss Coro3a KOMIIO3HUTOPOB
Tatapcrana, PCOCP, CCCP.

Nms Pycrema fIxunHa, kak aBTOpa MY3BIKH TI'O-
cynapcTBeHHoro rumHa PecmyOmuku Tatapcraw,
yBekoBeueHo 3akoHoM PecnyOnuku TaTapcran «O
rocynapcTBeHHBIX cuMBosiax PecnyOmuku Tarap-
cran». B cronune Pecrybnuku B decth Pycrema
SIxvHa Ha3BaHA ynuWIla, yCTAHOBIIEHA MEMOpPHATh-
Has gocka Ha gome Ne 7 mo yin. Tarapcran, rne
KOMITIO3UTOP IPOBEN MOCIEIHUE TOAbl )KM3HHU. B
Kazanu ero ums mpucBoeHo [leTckoil My3bIKallb-
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Hoit mikone Ne 3, ¢ 2003 roga mpoBOOUTCS KOH-
Kypc KaMEpHBIX II€BIOB N KOHLEPTMEUCTEPOB
nMmeHn Pycrema Sxuna. Hamporus KaszaHckoit
KOHCEPBATOPUHU BBIAIOLIEMYCS KOMIIO3UTOpPY yC-
TaHOBJICH IAMSTHHK.

HecMmoTps Ha cMeHy 310X M BKYyCOB, HHTEPEC K
My3bike Pyctema SIxuHa He ocnabeBaeT, OHa Mpo-
JOJDKAeT BO3JEMCTBOBATh Ha CIylIaTeNel, BIUATh
Ha (OpMHPOBAaHHE MY3bIKAJBHOI'O BKYCa HOBBIX
MTOKOJICHUIA.
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