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Introduction

Even a cursory acquaintance with A.
Eichenwald’s materials and documents, stored in
the State Central Museum of Musical Culture
(hereinafter - SCMMC), show that the composer
and ethnographer had multifaceted connections
with Tatar folk music and prominent representa-
tives of Tatar culture. Inconsistencies and contra-
dictions, found in these materials and documents,

" As the author of the paper passed away, the structure
of the article has been built in accordance with the re-
quirements of the journal by its editor M. M.
Khabutdinova. The article is based on the manuscript
“The Activities of Anton Eichenwald and His Entourage
in Kazan” (Essays) [1, pp. 95-113], stored in the musi-
cologist’s personal archive. This article belongs to a se-
ries of articles by the author published in our journal

(21, 3] [4], [5]. [6], [7].
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require rechecking the data and searching for addi-
tional sources of information.

A. Eichenwald’s archive contains a number of
documents shedding light on his contacts with Ta-
tar folk music and the prominent representatives of
Tatar culture. By studying them we can better un-
derstand and clarify some facts of the composer’s
creative biography, identifying the issues that re-
quire additional study. For example, the issue of
Eichenwald’s participation in the folklore-
ethnographic expedition headed by N. Katanov.

The purpose of our study is to identify the rea-
sons for A. Eichenwald’s interest in the Tatar folk
song.
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Materials and methods of the study
Our analysis is based on the archival materials
and scientific sources related to the composer’s in-
terest in Tatar songs.
The work uses traditional methods: descriptive,
comparative and the methods of analysis and gen-
eralization.

Discussion

Musical ethnography, in the way this concept
was understood at the beginning of the 20™ centu-
ry, is associated with various aspects of the work
conducted by Anton Eichenwald who was a com-
poser, conductor and musical ethnographer. Unlike
today, when musical ethnography is understood
primarily as 1) collecting, recording, publishing
and 2) scientific musicological study of the folk
music language, in the early 20" century, of im-
portance was its popularization, its introduction in-
to the professional musical life and musical every-
day life of the educated part of society, which had
little contact with folk life. The activities of the
Musical and Ethnographic Commission were
“characterized by a combination of special folklor-
istic aspects (collecting folk songs, preserving
them and performing analytical tasks) with a broad
socio-political approach (mastering folk songs by
composers, interpreting them as a living manifesta-
tion of folk creativity and handling the problem of
their performance)”. An important achievement of
the Commission was that it “provided a scientific
basis for the arrangement of folk songs and raised
the issue of their concert performance” [8].

Being a scientific organization, the Commission
widely involved composers in its work (A.
Grechaninov, M. Ippolitov-Ivanov, A. Kastalsky, N.
Klenovsky, N. Lysenko, S. Taneyev and others).
The State Institute of Musical Science also took part
in organizing concerts, as composers’ material and
lectures had to be prepared in advance. A.
Eichenwald’s work was related to musical ethnog-
raphy in a broad sense because of his being a collec-
tor of folk songs, a composer and a conductor.

As the composer himself testified, the impetus
for the emergence of his interest in Tatar folk mu-
sic was a strong emotional impression that the
singing of a village musician made on him, he
managed to change the unfavorable idea he had at
that time about Tatar music based on its perfor-
mance in the city. However, at that time, A.
Eichenwald’s knowledge in this area was still more
than superficial.

During his stay in Kazan as a conductor and
choirmaster of the opera (1893, 1894, 1907), A.
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Eichenwald had no need for extra-professional
contacts with Tatar society. He did not show any
special interest in the local musical life, especially
the Tatar one, neither did he try to make acquaint-
ances with performers of Tatar music. Although, in
1907, during A. Eichenwald’s stay in Kazan, the
first public literary and musical evening was held,
it was a significant event for the cultural life of the
Tatars, in which the violinist I. Kozlov, among
others, took place.

But A. Eichenwald, as a person close to musi-
cal-ethnographic circles, could have been familiar
with some examples of Tatar folk tunes’ arrange-
ments. Individual experiments in this area could
have been known to him from Moscow (ethno-
graphic concerts of N. Klenovsky or arrangements
of A. Grechaninov for singing with piano of Tatar
folk songs’ recordings by S. G. Rybakov, which
had no noticeable artistic value).

When, under some circumstances, probably in
the late 1910s, A. Eichenwald came into closer
contact with Tatar folk music, neither the music it-
self nor its performers seemed to attract him. The
ethnographer wrote:

“For many years I heard the singing and music of
the Kazan Tatars. The main guides bringing this music
to the masses were the so-called ‘folk singers and musi-
cians’. The tunes and melodies they performed, despite
some originality, struck me with their monotony, pov-
erty of melodic design and lack of musical content.

Obviously, this is why the opinion was established
that the songs of the Kazan Tatars were ‘all in the same
tune’”.

The performance of the songs I heard was often ac-
companied by an illiterate - anti-musical harmonization
with an incorrect division of the beat. Therefore, Tatar
music made an unattractive impression and it could not
interest a serious musician” [9].

These words of A. Eichenwald, true under cer-
tain circumstances, did not definitely refer to the
repertoire of Tatar concerts and Tatar folk music in
general. He could only mean street songs of the
wild lumpenized part of the urban population, for
some reason openly singing in the streets (but not
in those along which the composer himself hap-
pened to walk), which in rural conditions would be
acceptable only for recruits. Moreover, the words
he said further that “Kazan Tatars can hear their
folk tunes only in illiterate tavern performances or
in gramophones and Stella music boxes, with the
same distortion and illiteracy” leave no doubt that
A. Eichenwald had in mind the Tatar tavern reper-
toire, which the respectable ethnographer could
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come in touch with only under special circum-
stances.

It is not surprising that, judging by his story,
the heartfelt lyrical (possibly drawn-out) folk song
so struck A. Eichenwald. In the article “Folk Songs
and Music of the Kazan Tatars,” the composer
wrote:

“But, once I found myself in remote Tatar villages
and there, by chance, at night I heard someone singing.

A pleasant voice sang a charming, expressive melo-
dy, of great interest in melodic and rhythmic terms; the
voice sang it with great spirit and expression.

I was struck by the difference in the performance
and the melody itself with the Tatar music that I had
heard before; and when I heard several singers in those
same remote villages, I realized that the folk songs of
the Kazan Tatars, living in the city, were performed in a
distorted form. Having become interested in this folk
art, [ tried to hear as many real Tatar songs as possible,
but I was unable to do so for a long time.

Fate, again by chance, brought me in close contact
with the Tatar village, where I used to closely watch its
daily life and establish friendly relations with the Tatar
population, thanks to which I was able to hear old tunes
performed by real folk singers - old men and old wom-
en, not those surrogates that I had happened to hear be-
fore.

Those old songs, due to social and partly religious
conditions, did not reach the European ear; therefore,
they could not be recorded by a specialist - an educated
musician, as a result, never reaching the broad masses
of the urban population in their pure form. Moreover, 1
can say with confidence that not only Europeans, but al-
so many Tatars to this day do not know their old folk
songs.

Having heard real folk songs, I was struck by the
diversity of their melodic patterns and their deep musi-
cal content. When I became familiar with the lyrics of
these songs, I realized that this treasure trove of poetic
folk art had remained at the bottom of the sea of life to
this day and if we do not pay due attention to it, it might
as well perish” [Ibid].

From A. Eichenwald’s story, it follows that his
purposeful activity in the field of collecting and ar-
ranging Tatar musical folklore was preceded, ac-
cording to the ethnographer, by at least his two
stays in Tatar villages; moreover, the second time
he was there for a fairly long time and managed to
get acquainted with the village life. But where ex-
actly he went and for what reason — the question
remains open according to his article. It is only
clear that his trips could not be connected with
conducting an opera or producing theater projects,
which are not possible to realize in Tatar villages
either due to the genre and thematic content of the
repertoire, or simply technically. His own piano
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concert tour accompanied by several singers to
“remote villages” is completely out of the question.
There are no grounds for the assumption that A.
Eichenwald rented a dacha there or stayed with
unknown Tatar friends, if he had any.

It is impossible to explain the composer’s vil-
lage trips by his special musical-ethnographic pur-
poses. From his story, one gets the impression that
he heard the enchanting Tatar folk melodies under
unexpected circumstances, so that could not be the
result of his systematic purposeful search. The trips
to the villages were not carried out with the pur-
pose of realizing A. Eichenwald’s creative plans,
but for some other reasons.

The composer’s story about the circumstances,
under which he first heard Tatar folk “village”
songs, completely contradicts the dating of 1893,
the beginning of his collecting activity in the field
of Tatar-Bashkir musical folklore, which is found
in musicological works devoted to Tatar and Bash-
kir music.

This error is deeply rooted. The date “1893”
first appeared in print in A. Eichenwald’s Parisian
interview of 1926 [10], but in a different context —
as the date of the birth of his interest in folk art in
general, not specifically in Tatar folk art. In addi-
tion, the composer did not say a word about his al-
leged participation in those years in the expedi-
tionary collection of folk songs, but he spoke only
about his taking part in folk music concerts, which,
depending on their program, could include his ac-
companying vocalists or instrumentalists.

“My interest in folk music,” A. Eichenwald said,
“was born in me a long time ago — back in the early
1890s when I took part in N. Klenovsky’s” ethnographic
concerts in Moscow, he was my first supervisor in this
matter — the former director of the conservatory (in
those years — a music school. — Yu. I.) in Tiflis, later the
conductor of the Bolshoi Theater in Moscow. Then I
went to visit Transcaucasia, Persia, Turkey, Tabriz, the
Transcaspian Region — everywhere I tried to record folk
songs” [10].

Surely, A. Eichenwald had to mention this date
in conversations with various people interested in
his work who, therefore, asked the composer about
some aspects of his work. But they, grasping and
remembering only the general motif of the conver-
sation and missing important details (as we know,
dictaphones or other portable sound recording
equipment did not exist then), perceived and inter-
preted his words in their own way, this also con-

% N. Klenovsky’s first ethnographic concert took place
in 1893.



YUN.ISANBET

cerned the time he began his folklore expeditionary
activity. The composer himself, speaking about his
long-standing passion for recording folk songs of
different peoples, including those in the
Transcaucasus, Persia, Turkey, Tabriz and the
Transcaspian Region mentioned by him, did not di-
rectly connect this interest with his participation in
any expeditions.

One of the first versions, related to the inap-
propriate use of the date “1893”, can be found in
the article “The Glorious Jubilee”, published in the
magazine “Soviet Music” in connection with the
75™ anniversary of the composer’s birth. The arti-
cle states: “In 1893, he [Eichenwald] made a num-
ber of expeditions to record Bashkir, Tatar, Chu-
vash, Uzbek, Tajik and Turkmen folk songs” [11].
But such a grandiose undertaking, which his con-
temporaries did not mention, would have been be-
yond the capabilities of an inexperienced 18-year-
old youth who did not speak any of the languages
of the peoples of Russia, scattered across the vast
territory of the empire, which would be necessary
in this case. And who would finance such a multi-
tude of expeditions over the course of one year? A.
Eichenwald could not have carried out these expe-
ditions using his parents’ funds.

The version of P. Atanova (sometimes without
a reference to the author) is more widespread
among those writing about the composer. It was
first published in her Ph.D. dissertation “Collectors
and Researchers of Bashkir Musical Folklore”
(1969) (see [12, p. 70]). In this case, the musicolo-
gist based her theory on A. Fere’s unpublished ar-
ticle about Eichenwald from the collections of the
M. Glinka Museum [13]. “Anton Aleksandrovich
Eichenwald (1875 — 1952) became acquainted with
the music of the Bashkirs and Tatars back in 1893,
while taking part in a folklore-ethnographic expe-
dition headed by Professor N. Katanov” [12, p.
70], she reported.

However, L. Atanova’s statement does not cor-
respond to the truth and does not agree with the bi-
ographies of A. Eichenwald and N. Katanov. This
expedition did not and could not have taken place
due to objective circumstances; moreover, N.
Katanov was not yet a professor in 1893.

1. A. Eichenwald had never been on expedi-
tions (i.e., trips with a special assignment) either
with or without N. Katanov (1862 — 1922), at least
before working in the Central Asian republics of
the USSR. Even if the composer mentioned work-
ing on his recordings of Tatar folk songs together
with N. Katanov, his words should not be inter-
preted as evidence of the joint phonographic re-
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cordings made by the composer and the orientalist
in expeditionary conditions. Without a doubt, in
such cases, the recording of Tatar song lyrics on
paper was meant, or more precisely, the decipher-
ing and restoration of Tatar song lyrics by N.
Katanov in their text recordings that were very far
from the original, as heard by A. Eichenwald him-
self. In some cases, the orientalist could deal with
rare phonographic recordings, made by the com-
poser.

Evincing a keen interest in folk music of dif-
ferent nations, A. Eichenwald apparently did not
make isolated recordings of folk tunes with a spe-
cial purpose, but in passing with his main work,
and hardly directly in the folk environment itself.
A. Eichenwald apparently took up special system-
atic work on collecting folk music precisely at the
time when he began collecting Tatar tunes, that is
at a fairly mature age. And only then was his tar-
geted ethnographic activity undertaken in research
institutions of Moscow (1921-1923 or 1922—
1924), Samarkand (1929-1930) and Ashgabat
(1933-1936), allowing for the possibility (but not
the necessity) of expedition trips. However, little is
still known about these facts. Perhaps only the
mention of sketches by A. Eichenwald made dur-
ing his Central Asian trips, found in Pirkovsky’s
report.

2. N. Katanov did not lead any expeditions ei-
ther in the Kazan or St. Petersburg periods of his
life. He went on business trips alone, and only
once, on a “vacation business trip”, was he accom-
panied by his wife. Collecting musical folklore was
never among the interests of the orientalist.

It is worth noting that having lived in Kazan
for about 30 years, N. Katanov did not show any
noticeable interest in Tatar folklore even when
teaching the Tatar language and, due to his official
duties (he was a censor of the Kazan Provisional
Committee for Press Affairs), reading, among oth-
er things, all printed literature in the Tatar lan-
guage. But the scholar never refused his help in
deciphering Tatar texts, recorded aurally by Rus-
sian musicians-folklorists who did not speak the
Tatar language (Ya. Prokhorov, A. Eichenwald), as
well as in transcribing and translating Tatar song
lyrics into Russian [Trips to the Menzelinsky Dis-
trict].

“The famous orientalist linguist Katanov, a profes-
sor at Kazan University, helped me a lot in my work: I
didn’t know the Tatar language at the time and wrote
down songs in Russian letters without understanding
them — then Professor N. Katanov deciphered my notes
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and translated them into Russian,” said A. Eichenwald
[10].

3. In 1893, N. Katanov, who was then living in
St. Petersburg, was so busy working on the materi-
als of his previous four-year expeditions to Siberia
and Turkestan, which had to be submitted to St.
Petersburg University by a certain date, that his
participation in new expeditions that year, espe-
cially musical ones, was out of the question. The
orientalist was even forced to postpone the start of
his work at Kazan University and, contrary to the
appointment of Nicholas II, which was scheduled
for November 9, 1893, he reported to his place of
service “untimely,” only on January 12, 1894 [14].

Unfortunately, in some Kazan publications (in
particular, in the Tatar Encyclopedic Dictionary
[15, p. 262]), the date of his appointment to the po-
sition is interpreted as the date of the beginning of
Katanov’s service in Kazan. This, by eye (1893 in-
stead of 1894), automatically moves the date of N.
Katanov’s arrival in Kazan forward by a year and
creates additional prerequisites for the automatic
perception of the message about the non-existent
expedition of 1893 not only as a theoretically pos-
sible one, but also as a supposedly real, university-
based event.

It appears that A. Eichenwald’s initial interest
in Tatar folk songs was purely personal, and he be-
gan to study them at his own will and at the behest
of the soul. Tatar folk music, which opened up to
him from a new angle, captivated the composer.
Not limiting himself to a simple statement of the
originality of Tatar tunes, he tried to find out what
the secret of their charm was in, and then, having
arranged them as a composer, to introduce them in-
to the world of professional music.

Not knowing the Tatar language, A.
Eichenwald could only establish a direct contact
with the part of the city Tatars who spoke or un-
derstood Russian. It was these people who helped
the composer enter a purely Tatar environment, un-
touched by extranecous wurban trends. A.
Eichenwald told the following about some of the
difficulties he encountered in searching for experts
in folk songs:

“With regard to the Muslim population, this matter
turned out to be extremely difficult: the old Tatar folk
songs have been preserved only by women. Men do not
sing at all, and according to Muslim law, playing music
is considered to be an indecent thing for them - the mul-
lah may not even allow them into the mosque. As for
Muslim women, it is difficult for a European not only to
hear, but even to see them. But fate was favorable to
me: in Kazan, I met a Tatar, a passionate lover of the
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song. When he once heard a Tatar folk song I had ar-
ranged for piano, he was so delighted that he decided to
help me in this matter at all costs. In the city of Arsk
near Kazan, he introduced me to a family where there
was an old Tatar woman who was considered to be an
expert in Tatar songs. In her performance, I recorded the
best songs of my collection. I collected Tatar songs in
the Arsk and Sviyazhsk Districts, Chuvash songs in
Cheboksary and other large villages — Shikhrany and
Urmary (between them, by the way, is the famous oak
forest where, according to the legend, fire-worshipping
Chuvash made their sacrifices. To this day, they have
many customs associated with this rite, which they per-
form in this forest). I managed to record the best Bash-
kir songs in the village of Dyurtyuli (this is a Tatar set-
tlement. — Yu. I.) of the Menzelinsky District in the Ufa
Province...” [10]

Recording folk tunes required a lot of effort to
overcome certain everyday and technical problems.
A. Eichenwald had to communicate with folk song
experts through translators, which was inconven-
ient for both parties and consumed time. The pro-
cess of recording tunes was delayed by the impos-
sibility of using the appropriate equipment. In a
conversation with Zenz, A. Eichenwald recalled:

“I had to struggle a lot with the recording technique
itself, and then with arranging the recorded material. At
Kazan University, they gave me a phonograph for re-
cording, but it turned out to be completely unsuitable:
during my first experience of recording a song in Arsk,
the old Tatar women ran away at the sight of this ‘devil-
ish thing’. I had to stick to my own elementary record-
ing” [10].

Direct recording of tunes on a sheet of music
presented its own problems, connected with the
necessity to remember and write down a song
based on a single performance.

“The difficulty of recording was also in the fact that
the performers themselves varied the same song — after
all, they themselves were its poets and its composers (in
this regard it was especially difficult among the Kirghiz,
that is, Kazakhs). I only met one old Tatar woman who
always sang her song in the same way, apparently it was
in this form that it deeply sank into her soul,” recalled
Eichenwald [11].

The stumbling block for all composers who
were first beginning to harmonize Tatar folk tunes
was the pentatonic scale, which they considered to
be an underdeveloped European diatonic scale with
all its inherent qualities. Instead of trying to identi-
fy their own principles of organizing pentatonic
tunes, the authors forcibly introduced the major-
minor chord into their arrangements, as the only
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construction they recognized and knew, outside of
which they could not imagine music. This showed
the inertia and rigidity of their thinking, their
commitment to school dogmas. Moreover, it con-
cerned not only the semitones.

Tatar folk tunes existed perfectly well not only
without diatonicism, but also without any (harmon-
ic or polyphonic) polyphony.

“They have no polyphony at all — if several people
sing, everyone sings in unison. It is completely different
from Ukrainians, whose singers instinctively, as if by
nature, select their voice parts when singing together —
and thus a choir is formed. Among the Eastern peoples,
the rudiments of polyphony are found only in different
instruments...” — noted A. Eichenwald.

Anton Eichenwald also began to arrange Tatar
melodies with harmonization by diatonic chords,
including sounds that are absent in pentatonic
modes. But Tatar listeners rejected the works ob-
tained in this way. There was no doubt that these
arrangements could please neither Tatars, nor Rus-
sians or any other listeners. The composer unsuc-
cessfully explained such rejection by his use of
semitones, which he did not actually use, since
semitones are possible only in melody; they do not
and cannot exist in a third chord.

“The difficulty of harmonizing a Tatar song is that
the Tatars do not have semitones in their songs — the Ta-
tar folk song is built entirely on five tones — a five-tone
scale — and every time I allowed a semitone in my ar-
rangement, it ‘shocked the Tatars in a certain way’”,
wrote A. Eichenwald, who, to his credit, did not neglect
the opinion of his musically illiterate listeners, but tried
to please them.

“The arrangement and harmonization of the record-
ings turned out to be a very difficult enterprise. First, |
arranged them according to all the rules of counterpoint
and European harmonization, then I invited experts in
the songs from this nationality and played these songs
on the piano for them (here the word is used in the fem-
inine gender. - Yu. I.). And for the most part I heard the
same damning sentence: “This music is not ours!”

Some things had to be rearranged 30-40 times — un-
til, finally, they stopped saying — “this is not our mu-
sic!” All the work had to be done purely empirically.

In the end, it seemed like I had grasped the charac-
teristic features of their harmony...” (the source ellipsis
is preserved here)

It is impossible to say exactly how long A.
Eichenwald’s episodic collecting activity contin-
ued in the Kazan Province (Arsk, Sviyazhsk, and
also Tetyushi, mentioned in N. Bogari’s review),
which also included the Chuvash settlements indi-
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cated by him (Cheboksary, Shirkhan and Urmary).
Neither can we determine exactly the time and
purpose of his stay in Kazan as a whole. The com-
poser himself gave two dates of his “Kazan” peri-
od: as a five-year period between 1912-1917 (an
interview with Zenz in 1926 [10]) or as the period
of 1915-1920 (his Labor List of an employee,
compiled in 1934). However, each of these dates
contradicts the data on the composer’s pre-Kazan
and post-Kazan professional activities.

If we accept A. Eichenwald’s statement about
his stay in Kazan in 1912—-1917 as correct, we will
have to consider the entry in the Labor List about
Eichenwald’s work as an opera conductor in Odes-
sa in 1912-1914 to be incorrect. At the same time,
no traces have been found of the composer’s stay
in Kazan during these years, and the very fact of
his work in Odessa, which is mentioned in all the
biographical materials dedicated to the composer
and conductor, including those published in such
an authoritative source as the Musical Encyclope-
dia [16], has never been disputed or refuted. It is
impossible to find another free two-year gap for
Odessa in A. Eichenwald’s work schedule before
the First World War. Apparently, the date 1912—
1917, mentioned in the interview, should be con-
sidered a slip of the tongue.

Neither it is possible to fully agree with the da-
ting of the period of A. Eichenwald’s stay in Kazan
from 1915 to 1920 if the composer’s post-Kazan
years of professional activity are included in this
period. More than six months of 1919 and the year
of 1920 should be excluded from this period, since
it is known that from March 1919, Eichenwald was
in Yekaterinburg [16]; from 1920, he worked in
Krasnoyarsk [See: the Employee’s Labour List]
and until the summer of 1923, he had no business
contacts with Kazan. His business trip to Kazan,
with the purpose of recruiting teachers on behalf of
the Krasnoyarsk People’s Conservatory in 1920,
had no relation to his Kazan affairs.

Thus, the composer’s stay in Kazan could not
have gone beyond the years 1915-1919. This is the
dating given in the above-mentioned item entitled
“On the Concert of Conductor Eichenwald” [17],
which is chronologically closest to the years in
question in terms of the time of writing; however,
the years 1915-1919, in their entirety, also seem
inaccurate. So far, individual documents confirm
A. Eichenwald’s stay in Kazan beginning from the
spring-summer of 1917 to the spring of 1919.
What could have happened before that can only be
guessed at.
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The information in A. Eichenwald’s Labour List
about his work in Kazan indicated just his position
(a teacher, ethnographer and a conductor of sym-
phony concerts). But where exactly he worked, for
how long and in what positions - was not specified.

Were A. Eichenwald’s teaching, ethnographic
and conducting professional activities included in
his official responsibilities and were they paid?
Was this work permanent (for many months? sea-
sonal?) or one-time (from two or three days to two
or three weeks a year)? Did the composer work in
a music school or was he engaged in private prac-
tice? How regularly did he work as a symphony
conductor and with which orchestras did he per-
form? All these questions remain without factually
confirmed answers.

According to A. Eichenwald himself, his work
devoted to collecting and arranging Tatar folk
songs was motivated by his personal vocation, and
he was engaged in it while conducting some other
work that required his stay in Kazan and nearby
settlements.

Anton Eichenwald could not hold the position
of the symphony orchestra conductor due to the
absence of a permanent symphony orchestra in
Kazan. The symphony concerts of opera orches-
tras, held during opera seasons, were usually con-
ducted by their own theater conductors. Some-
times, in the off-season, especially in the summer,
in Kazan, an orchestra was formed from Kazan
musicians who were free at that time. But the Ka-
zan public figures, who headed this business, built
it around a previously determined permanent con-
ductor. They usually did not have the funds to in-
vite a touring conductor. Judging by the Kazan
newspapers, whose full set has not survived com-
pletely, A. Eichenwald did not appear in Kazan as
a conductor until the summer of 1917. Supposedly,
the usually attentive newspapers missed some-
thing, it could not have been more than one or two
random concerts over several years.

There is no clear and unambiguous answer to
these questions yet. But, leaving the clarification of
some details of A. Eichenwald’s life and work for
the future, for now, it is enough to admit that his
stay in Kazan for some time is not subject to doubt.
Although it is unlikely that he lived here perma-
nently all those years: he did not leave for short or
longer tours, he did not go home to Moscow or,
depending on the circumstances, to the same Tatar
villages when not on duty or being out of work for
a long time.

An entry in A. Eichenwald’s Labour List about
the work done in a particular year should not be tak-

95

en as evidence of his work conducted necessarily
during that entire year. The actual work period may
have been shorter. For example, in the Labour List
of 1923, it is written that at that time A. Eichenwald
was “an ethnographer of the People’s Commissariat
of Education in Kazan”. From the certificate of the
People’s Commissariat of Education dated August
10, 1923 [No. 7271], issued a week after the sym-
phony concert of oriental music, it follows that it
covers only the work of conducting one concert.
Perhaps, after A. Eichenwald quit his job at the
State Academic Symphony Orchestra, the Kazan
concert turned out to be the main (or only) source of
his income received in 1923, especially since, ap-
parently, the People’s Commissariat of Education
paid not only for the concert performance, but also
for the composer’s works. Something similar could
have happened in 1915-1917. It is possible that
even then A. Eichenwald appeared in Kazan for a
few days a year, and did not stay here long.

It should not be forgotten that the time, indi-
cated by the composer, coincided with the years of
the First World War, the February and October
Revolutions and the Civil War. The scope of A.
Eichenwald’s work as an opera and symphony
conductor then sharply narrowed; the western and
southern regions of the country, where he had
worked primarily until mid-1914 (Odessa, Khar-
kov, Zhitomir, Tiflis and Yalta), could no longer
provide him with work in the same volume, and it
was not safe to stay there (Kazan, for example, was
filled with refugees in those years, including musi-
cians, from the border western regions of Russia).
Foreign tours were out of the question. It was not
surprising that under these conditions, A.
Eichenwald could be forced to agree to modest
teaching work and take up certain, often random
concerts in Kazan.

However, in 1917, A. Eichenwald really did
settle in Kazan and stayed there for two years,
finding an unexpected occupation for himself that
was not connected with either his concert perfor-
mances or creative compositional commissions.
Although A. Eichenwald’s name appeared on the
pages of Kazan newspapers as the name of one of
the conductors of the summer symphony concerts
held in the City Garden (formerly Panaevsky Gar-
den, now the Dynamo Stadium) from mid-May to
August 31, along with the names of conductors Ya.
Pozen, F. Katz and A. Aslanov, the newspapers
contain information about only one concert with
his participation. On August 13, 1917, the follow-
ing announcement was published in the
“Volzhsko-Kamskaya Rech”:
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“On Tuesday, August 15, there will be a benefit
concert of the symphony orchestra, which has been
playing in Panaevsky Garden for four months running.
The main piece of the program is Tchaikovsky’s Sixth
Symphony, which will be conducted by Mr.
Eichenwald. The soloists of the evening will be Messrs.
Katz and Klitschko from the orchestra members and a
number of soloists and singers who have agreed to con-
tribute to the success of the orchestral workers with
their participation. The singers Messrs. Oshustovich and
Shevtsov, the dramatic actor Mr. Zubov, the ballerina
Ms. Charushina and the ballet master of the city theater
Mr. Kovalsky will take part in the concert” [18].

The newspaper “Znamya Revolutsii” (“The
Banner of Revolution”) of ?? February 1919 [19]
mentioned the name of A. Eichenwald in passing
as the chairman of the local union of orchestra
players. Similar information was found in the arti-
cle “On the Concert of Conductor Eichenwald”.
Searching for an explanation of the unexpected
twist in the composer’s biography we have come
across the following facts.

In Kazan, like everywhere else in the country,
Trade Unions, including those of art workers, were
organized after the February Revolution of 1917.
First, at the end of March, the Union of Workers
was created in Kazan. Then, organizational meet-
ings of their unions were held by film workers,
musicians and workers and employees of the Bol-
shoi and City Theaters, later by orchestra members
who elected A. Fichenwald as the chairman of the
board (conductor A. Panayev, Kolpakov, Rutin,
and Tartomsky became members of the board”).

Little has been learned about A. Eichenwald’s
activities as Chairman of the Union of Orchestra
Players, but what we have learned is very im-
portant for explaining the circumstances that con-
tributed to the emergence of his interest in Tatar
folk music. It turned out that the composer’s close
contact with Tatar folk music was directly con-
nected with the concert activities of the Union of
Orchestra Players. In those years, there was no sin-
gle center in the country engaged in the organiza-
tion and planning of concert life; so, trade unions
of art workers, like many other unions, including
those very far from art (water workers, woodwork-
ers, etc.), as well as a variety of organizations and
institutions often acted as concert organizers, keep-
ing the net proceeds in their hands and using it for
their own needs. Such concerts were often orga-
nized for charitable purposes. The information

* The information was provided by L. Yakovleva and
the Museum of the Federation of Trade Unions of
Tatarstan.
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about some concerts of the Union of Orchestra
Players is known from local newspapers.

On July 2, 1918, the Department of Culture
and Education of the Kazan Council of Workers,
Soldiers and Peasants’ Deputies, together with the
Kazan branch of the All-Russian Union of Orches-
tral Players, held a “grand concert-meeting” in the
City Garden with the participation of a large group
of artists and speakers (Manturov, Denike,
Ryasintsev, Piontovsky and Veger). The concert
was conducted by P. Aslanov, Eichenwald’s col-
league from the Kazan autumn opera season of
1907 and his work in Tiflis in the early 1910s [20].

In July 1918, in the newspaper “Znamya
Revolutsii” (“The Revolution Banner”), the or-
chestra members and the members of the Kazan
branch of the All-Russian Union of Orchestra
Players thanked the circus director N. Nikitin for
providing the opportunity to hold the orchestra’s
benefit concert that had not taken place. At the
same time, they expressed criticism of the circus
manager Krymzer and cashier Lyalin, who had not
informed the Union about the allocated day, which
deprived the artists of the opportunity to prepare
for the performance and led to the disruption of the
benefit concert [21].

On October 22, 1918, a symphony concert of
the Union of Orchestra Players was held to provide
for widows and orphans “with the participation of
the First Soviet Regiment Orchestra, a symphony
orchestra of 50 musicians and opera artists” [22].

On December 11, 1918, the Union of Orchestra
Players organized a “symphony concert and con-
cert-ball” at the City Theater. The announcements
advertised the participation of five conductors (R.
Gummert, A. Panaev, J. Pozen, M. Slavinsky and
A. Amigo), a group of solo vocalists (E.
Kovelkova, Kopyeva and K. Knyaginin) and in-
strumentalists (Yu. Amigo - violin, V. Kind-
Belyaeva - piano, E. Pinke - violin, M. Slavinsky -
cello), the vocal quartet “Sibirskie broyagi” (“Sibe-
rian Vagabonds”), usually performing “songs of
penal servitude and taiga”, reciters Stroganova and
Nabatov and the combined brass bands of the First
Soviet and Workers’ Regiments directed by
Soloviev and Balashov with a program of the
works by Wagner, Beethoven, Rimsky-Korsakov
and Tchaikovsky. The concert included “The In-
ternationale”, the overture to Wagner’s opera “Ri-
enzi”, Rimsky-Korsakov’s “Scheherazade”, Tchai-
kovsky’s “Fatum”, Beethoven’s overture “Leonora
No. 3” to the opera “Fidelio”, one of Bruch’s vio-
lin concertos, one of Saint-Saéns’ piano concertos
and other pieces [23].
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At the beginning of 1919, A. Eichenwald still
held the position of the chairman of the Orchestra
Players’ Union, but soon, for objective reasons, he
withdrew from trade union activities. In April
1919, the work on reorganizing the unions of art-
ists, which had begun in the country in the autumn
of 1918, was completed in Kazan. According to the
singer and music writer S. Levik, who found him-
self at the center of the theater trade union work in
Petrograd [24, p. 68], the Centrotheater and indi-
vidual workshop unions (the Union of Actors, the
Union of Orchestra Players, the Union of Stage
Workers, etc.) were reorganized merging into a
single Production Union of Entertainment Enter-
prise Workers, which was renamed Rabis in the
spring of 1919 (from 1924, Vserabis). This reor-
ganization process did not reach Kazan immediate-
ly; individual workshop unions operated here un-
der their own names until the formation of a Rabis
Section in April 1919 named “The Union of Musi-
cal Workers™ [25].

Anton Fichenwald had left Kazan long before
this. From March 9 to May 19, 1919, he had an
opera engagement in Y ekaterinburg.

Results

The intensive concert activity of the Union of
Orchestra Players, which apparently covered the
entire Kazan Province, is what the Tatar musical
culture owes to the creation of arrangements of Ta-
tar folk songs and the opera “The Steppe” by A.
Eichenwald (see details: [2], [3], [4], [5], [6]),
since the composer could only travel on business to
the cities and large rural settlements of the Kazan
Province (dropping in Dyurtyuli in the Ufa Prov-
ince on the way), “arranging” concerts (not neces-
sarily symphonic) for the members of the Union of
Orchestra Players to please the unsophisticated
provincial audience. So, most likely, it was during
these trips with their contacts between A.
Eichenwald and the common people - soldiers,
workers and peasants but not in Kazan, that he be-
came acquainted not only with the crude “tavern”
songs with their inept accompaniment of the ac-
cordion, which so jarred on the composer’s ear, but
also with the real folk tunes that enchanted him.
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HPEANOCBLIIKHA OBPAIIEHUA KOMIIO3UTOPA AHTOHA
IUXEHBAJIBJA K TATAPCKOU HAPO/ITHOMU ITECHE
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BBenenne

Jlaxxe Oerioe 3HAKOMCTBO C MaTepHaIaMH H
NOKyMeHTaMu A. DUXeHBaldbAa, XPaHAUIUMUCS B
lNocyaapcTBEHHOM LEHTPAJIbHOM My3€€ MY3bl-
KanmpHOU KyJIbTypHI (manee — 'TIMMK), moxnrsep-
JKIAeT CYIIECTBOBAHME MHOTOCTOPOHHHX CBS3€H
KOMITIO3UTOpPa U ATHOTpada C TaTapCKUM HapOJ-
HBIM MY3bIKQTbHBIM TBOPYECTBOM H JIEATEISIMU
TaTapcKON KyJbTypbl. HECTBIKOBKH M MPOTHUBOpE-
4usi, OOHapyKEHHBIC B MaTepHaliaX M JIOKyMEHTaX,
TpeOyIOT MepenpoBepKr TaHHBIX U TMOUCKA JTOTION-
HUTENbHBIX UICTOYHUKOB HHPOPMAIIHH.

' ITo mpuunHe yxoja U3 KU3HH aBTOPA CTPYKTYpa CTa-
ThU ObUIA BBICTPOCHA B COOTBETCTBUH C TPEOOBAHUSIMH
XKypHana penakropoM M. M. XaOyrnunoBoi. Marepu-
al B3ST U3 XpaHsAIIEHCs B TMYHOM apXUBE MY3bIKOBEIA
pykonucu «/lesrensHocTs AHTOHa OifxeHBanbpaa B Ka-
3aHM U ero okpyxenme» (Ouepkm) [1, c. 95-113.]
JlaHHas cTaThs NPUHAJIEKUT K LUKIY CTaTed aBTOpa,
omyONMMKOBaHHBIX B HamieM >xypHane [2], [3], [4], [5],

(61, [71.
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B apxuBe A. DiixeHBanpaa XpaHATCSA JIOKY-
MEHTHI, TPOJUBAIONINE CBET HAa €ro KOHTAKTHI C
JeSITEeSIMA TaTapCKOM KyJIbTYphl, 00YCIOBICHHBIE
€ro 3aMHTEPECOBAHHOCTBIO TATAPCKUM HAPOJHBIM
MY3BIKQJIbHBIM TBOPYECTBOM. 3HAKOMCTBO C HUMHU
MIOMOTAeT TIOHSATh U YTOUHUTH HEKOTOpBIC (PAKTHI
TBOPYECKOH OMOrpad)uu KOMIO3UTOpA U B TO XKe
BpEeMsl BBIIBUTH BOIPOCHI, TpeOylOIIne AOIOIHU-
TesibHOrO m3yueHus. Hampumep, Bompoc o6 yua-
crun A, DiixeHBaipia B (POJNBKIOPHO-
3THOrpa)UIeCcKOi FIKCIEIULNH 10/ PYKOBOACTBOM
H. Karanosa.

Ilenp Hamiero mccieqoBaHUs — BBIIBUTH MPE-
MOCBIIKM oOpamieHuss A. DiixeHBajbaa K TaTap-
CKOW HapOJIHOH MECHE.

MartepuaJbl 4 METOAbI HCCIEIOBAHUS
Matepuaiom ajs aHaM3a MOCITY>KUIH apXWB-
HBIE MaTepHalibl U HAay4HbIE WCTOYHUKH, CBSA3AH-
Hble ¢ OOpalieHHeM KOMIIO3MTOpa K TaTapCKUM
TIECHSIM.
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B pabote uCHONB3YIOTCS TPagUI[HOHHBIC Me-
TOABL: OINUCATENbHBINA, CpPaBHUTEIbHBINA, METOJ
aHaju3a U 0000IIeHHS.

O6cy:xnenue

C My3bIKaNbHOM 3THOTpaduel B TOM CMBICIIE,
KOTOpI)II\/'I BKJIaAbIBAJIX B DOTO IIOHATHUC B Hadallc
XX B., CBfA3aHbl pa3HbIE€ CTOPOHBI JIESITEIBHOCTH
KOMIIO3UTOPA, AMPHKEpPa, MY3BIKAIbHOTO 3THO-
rpada A. DitxeHBanbaa. B oTnuume ot HacTosIIIe-
ro BPEMEHH, KOT/Ia 110/l MY3bIKaJIbHOM 3THOrpadu-
eil TOHMUMAIOT mpexJe Bcero 1) cobupanwme, 3a-
MUCh, MyONHUKAUIO W 2) HAyYHOE MY3BIKOBEIJe-
CKO€ HMCCIIEJIOBAHNE MY3bIKAIBHOTO S3bIKa HApOJI-
HOW My3bIKH, B Haydaje XX B. CUMTAIM BaKHBIM
TaKXKe €€ IOIMYJSPU3aLUI0, BHEAPEHHE B MY3blI-
KaJbHYIO KU3Hb U MY3bIKaJIbHBIH OBIT 00pa3oBaH-
HOW 4YacT OOIIECTBa, Majl0 CONPUKACAIOIICHCS C
HapoaHOU >ku3Hbl0. [lnsg nedarenpHOCTH My3bl-
KaJbHO-3THOTpahuueckoil KoMuccHH OBLIO «Xa-
PaKTepHO COYETaHHWE CHEHUATBHBIX (OIBKIOPH-
CTHYECKUX acleKTOB (coOMpaHWe HapOTHOW Iec-
HH, €€ COXpaHCHHE, aHAJIMTUYECKUE 3a/1a41) C ILIHU-
POKUM O6H1€CTBCHHO-HOJ'H/ITI/I‘IGCKI/IM IIoaAxoaoM
(ocBoeHME HApOAHOM TECHH KOMIIO3UTOpPaMH,
TPAKTOBKA €€ KaK HBOTO MPOSIBICHHUSI HAPOIHOIO
TBOPYECKOr0 Haydaia, mpodiieMa HCIOIHUTEIbCT-
Ba)». BasKHBIM JOCTMIKEHUEM KOMHCCUH OBLIO TO,
YTO OHA «IIOCTAaBWJIA Ha HAY4HYIO OCHOBY OOpa-
0O0TKY HaApOJHOHN TECHW W BBIABHHYJA MPOOIEMY
€€ KOHIIEPTHOTO UCTIOJTHEHUSD [8].

Bynyun HayuyHOHl opraHuzanuei, KOMHUCCHS
BMECTE C TeM LIMPOKO MPUBJIIEKaIa K CBOEH padote
n xommo3utopoB (A. T. I'pewanunos, M. M. Un-
nonutoB-BanoB, A. JI. Kacransckuii, H. C. Kie-
HoBckuii, H. B. Jleicenko, C. U. TaneeB u map.).
Opranun3zanueil KOHIEPTOB, Uil KOTOPBIX MpelBa-
PUTENBHO CJIEJIOBAJIO MOATOTOBUTH KOMIIO3HTOP-
CKUI MaTepual, U JeKIui 3aHuMancs Takxke [ o-
CyJIapCTBEHHBIM UHCTUTYT MY3bIKAJIbHON HAyKHU.

K My3BIKaNbHON ATHOTpaUU B TaKOM IITHPO-
KOM MOHMMaHUH A. DIXeHBaIb/l UMENI OTHOIICHNE
M KaK coOMpartenb HapOAHOW MEeCHH, U KaK KOMIIO-
3UTOP, U KaK JUPHKEP.

Kak cBuzerenbcTByeT caM KOMIIO3UTOP, TOJTY-
KOM K 3apOXJIEHUIO €ro MHTEpeca K TaTapcKoW Ha-
POJHOM My3BIKE TOCITYKHJIO CHJIBHOE 3MOLMO-
HaJIBHOE BIIEUYATJICHUE OT IIEHUs IEPEBEHCKOI0 My-
3bIKaHTa, MEPEBEPHYBIIETO CIOXKUBIIEECS y HETO
Ha TOT MOMEHT NpEACTaBICHUE O TAaTAPCKOU MYy-
3BIKE TI0 €€ WCIOJHEHHWIo B Topoze. Ho Ttorma mo-
3HaHuA A. DHXEHBaJbAa B JaHHOH 00nacTé ObuH
eme OoJiee YeM MOBEPXHOCTHBIMH.
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Bo Bpems npeObiBanus B Kaszanu B kadectBe
Ipmwkepa W Xopmeictepa omepsl (1893, 1894,
1907) A. DitxeHBanbI HE UMET HEOOXOIUMOCTH BO
BHEMPO(ECCUOHAIBHBIX KOHTaKTaX C TaTapCKUM
obmectBoM. CrienmnanbHOTO WHTEpeca K MECTHOM
MY3bIKaTLHON JKU3HHM, TeM Oojiee TaTapCKOu, OH
TOKE HE MPOSIBIISIL, 3aBsA3aTh 3HAKOMCTBO C UCTIOJ-
HUTEIISIMU TaTapCKOW MY3bIKH HE IbITaCs. XOTs,
Harmpumep, B 1907 1. BO BpeMs MpeOBIBAHM
A. DitxenBanpaa B Kazanu mpom3onio Takoe 3Ha-
MEHATEILHOE JUIsl KyJIbTYPHOU KU3HU TaTap COOBI-
THe, KaK TICPBBIM IyOJUYHBIA JUTEPATYPHO-
MY3bIKaJIbHOM BEYEp C BBICTYIUICHUEM B TOM YHCJIE
ckpunaua M. Koznosa.

Ho A. DiixeHBanbj, Kak 4YeIOBEK OIM3KHH K
MY3BIKAITEHO-ATHOTPAQUIECKIM KpyTaM, YXKe TO-
r1a MOT OBbITh 3HAKOM C HEKOTOPBIMU 00pasiiaMu
00pabOTOK TaTapcKUX HApPOJIHBIX HaneBoB. OT-
JIeIbHBIE OIBITHI B ATOM 00JIACTH MOTJIH OBITH W3-
BECTHBI eMy 10 MockBe (3THOTpaduIecKue KOH-
ueptel H. KieHOBCKOTro Wi HE MMEBIIUE 3aMeET-
HOT'O XYJIO)KECTBEHHOTO 3HAa4YCHHUs 00pabOTKH
A.T'peuanuHoBa i meHus ¢ (OPTENUAHO HE
MPUMEHUMBIX JJIs1 TPAKTHYECKOTO HMCIIOJIb30BaHUS
3anuceil TaTapckux HapoaHbix neceH C. I'. Proiba-
KOBQ).

Ho xorma mpu kakux-To 00CTOSITEIHCTBAX, BE-
positHo B koHue 1910-x rr., A. DiixeHBaiba co-
MPUKOCHYJICA C TaTapCKOM HapOJHON MY3bIKOU
OymKe, TO HU OHA, HA €€ MCIIOJIHUTENN HE TTOKa3a-
JIUCh €My MPUBJICKATSIbHBIMU. DTHOTpad MHCaT:

«B mpomomkeHre MHOTHX JIET MHE MPUXOAHMIOCH
CJIBIIIATH TIEHUE W MY3bIKY Ka3aHCKHX TaTap. | TaBHBIMH
MIPOBOHUKAMH MY3BIKH B IIMPOKHE MAacChl OBLIH, TaK
Ha3bIBaCMBbIC ,,HAPOJHBIC TCBIBI M MYy3bIKaHTHI“. Hc-
MIOJTHSIEMbIC MU HAICBBI U MEJIOJMH, HECMOTPS Ha He-
KOTOPYIO CBO€0OPa3HOCTh, TOPaKaTd MEHS CBOMM OJI-
HOOOpa3meM, OeTHOCTBIO MEJIOIUYECKOTO PHCYHKA H
OTCYTCTBHEM MY3BIKAJTHHOTO COJICPIKAHHS.

O4eBHIHO, TIO3TOMY U YCTAaHOBMIIOCH MHEHHE, UTO
MIECHA Ka3aHCKUX TaTap — ,,BCce Ha OJIHU Jlamx™.

HcroaHeHue CIBIIIaHHBIX MHOIO IIECEH YacTO CO-
MPOBOXKIAJIOCh AKKOMIIAHEMEHTOM B 0€3rpaMOTHOW —
aHTPIMy3I)IKaJ]LHOI>II FapMOHI/I3aHI/II/I C HeraBI/IJ'H)HI)IM
JierieHHeM Takta. [103TomMy TaTapckasi My3bIKa MPOU3-
BOJIMJIa MAJIOTIPUBIICKATEILHOE BIICUATIICHHE U HE MOT-
Jla 3aMHTEPECOBaTh CEPHE3HOTO MY3bIKaHTay [9].

OTH clpaBeIUBLIC TPH OINPEACICHHBIX 00-
CTOATENhCTBAX clloBa A. DiXeHBalb/a CKa3aHBI
SIBHO HE B aJIpeC pernepryapa TaTapCKUX KOHIIEP-
TOB M TaTapcKOW HApOAHOMN MY3bIKHU B LienoM. Peub
MOJKET WATH TOJBKO 00 YIWYHBIX IECHSX pasry-
JIABLICICS JIFOMIIEHU3UPOBAHHOW YaCTH TOPOJICKO-
rO HAaCEJICHUs, IOYEMY-TO OTKPBITO pacIeBarolien
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Ha ynuuax (HO He Ha TeX, [0 KOTOPBIM CIIy4ajoch
XOJUTh CaMOMY KOMITO3UTOPY), YTO B CEIBCKHUX
yCIIOBUSX OBLTO OBl JTOMYCTHMO pa3Be JIHIIb IS
pekpyToB. bonee Toro, ckazaHHbIE Jjajiee CIOBa O
TOM, YTO «Ka3aHCKHE TaTapbl MOTYT CJBIIIATH CBOU
HapoJHbIE MOTHBHI JIMITh B O€3rpaMOTHOM TpaK-
TUPHOM HWCTIOJIHEHHH WM B TpaMMOQOHaX Aa My-
3BIKAJIBHBIX SIIUKAX ,,CTEIUIL™, /1€ CYIIECTBYET Ta
Ke MCKaXEHHOCTh M 0e3rpaMOTHOCTHY», HE OCTaB-
JISIIOT COMHEHHMSI B TOM, 4TO A. DiXeHBaIbJ UMEET
B BUAY TaTapCKUW TPaKTHPHBIA pemnepryap, IS
COTIPUKOCHOBEHHS C KOTOPBIM JUJISl PECTIeKTadenb-
HOTO 3THOTpaha TpeGoBaTUCH OCOOBIE YCIOBHSL.

HeynuBurensHo, 4TO, Cynsl IO €ro pacckasy,
MPOHUKHOBEHHAs! JIMpUYecKas (BO3MOXKHO, Ipo-
TsDKHAs) HApOHAS TIECHS TaK mopasmia A. DWXeH-
BanbJa. B cratee «Haponnas necHst U MysblKa Ka-
3aHCKHX TaTap» KOMIIO3UTOP MUcal:

«Ho, BOT, s KaKk-TO IOMaj B TIyXHE TaTapCcKHe Je-
PEBHH U TaM CITy4aifHO HOYBIO yCIIBIXAJ IICHUE.

[puATHBIN TOJIOC TENT YapYHOIIYI0-BEIPA3UTEIBHYIO
MEJIO/INIO, TIPECTABIAIONIYIO OOJBIION MHTEpEC B Me-
JIOJMYECKOM M PUTMHYECKOM OTHOIICHUH; TOJIOC TEN C
OOJBIIMM HACTPOCHHUEM H SKCIPECCHEN.

Mens nopaszuia pa3HHUIa UCIIOJHEHUS U caMOil Me-
JIOIMU C TOW TAaTapCKOM My3bIKOM, KOTOPYIO MHE IIpHU-
XOIWJIOCH PaHBIIE CIBIINIATh;, a KOTJa 5, B TeX e TIIy-
XUX JIEPEBHSIX, YCIbIXal HECKOJIbKHUX MEBLIOB, TO MOHSLI,
YTO HapOJHBbIE NMECHM Ka3aHCKUX TaTap B TOpPOJE HUC-
MOJTHSIOTCS B UCKaKEHHOM BHJIE.

3aMHTEpeCcOBaBUINChE ATHM HApOJHBIM TBOPUYECT-
BOM, sl CTapajicsl Kak MOXKHO OOJIbIlIE€ YCIHBIIIATh Ha-
CTOSIIYIO TATAPCKYIO MECHIO0, HO 3TO MHE JOJIT0 He y/Ja-
BaJIOCH.

Cynp0a, OIATh CIy49aifHO, TIOCTaBMIa MCHS B OJH3-
KHE OTHOIICHHS C TaTAPCKOW NIepeBHEH, Tae MHE MpH-
IIJIOCH COTIPUKACAThCSI ¢ OOMXOIIOM €¢ JKU3HH, a TaKKe
3aBs3aTh W JIPYKECKHE OTHOIICHHS C TaTapCKUM Hace-
JIeHneM, Oyarojapsi 9eMy MHE YJaloCh yCIBIIIATh CTa-
PUHHBIC HAIICBBI B MCIIOJIHCHHUN HACTOAIINX HAapOJIHBIX
TIEBIIOB — CTAPUKOB M CTAPYX, a HE TEX CypporaroB, 4To
S CJIBIIIIAJ PAHBIIIE.

Ot CTapUHHBIC TICCHU B CHUJIY COIMAJIBHBIX U OT-
YaCcTH PENHUTHO3HBIX YCIOBHH, HE IOXOIWIN IO E€BPO-
MEHCKOro yXa, MO3TOMY M HE MOTJH OBITh 3aIHCaHBI
CICIIMATHCTOM — 00pa30BaHHBIM MY3bIKAHTOM, a BCIICI-
CTBHE 3TOr0 M HE JOXOJWIM B UYHCTOM CBOEM BUAE JI0
HIIMPOKHUX Macc FOPOJICKOro HaceleHus. Mano Toro,
MOTYy C YBEPEHHOCTBIO CKa3aTb, YTO HE TOJIKO €BpO-
MEHIbl, HO U MHOTHE TaTapbl IO CEr0 BPEMEHH HE 3Ha-
IOT CBOMX HapOJHBIX CTAPUHHBIX MIECEH.

VYcnpixaB HacTOSIINE HAPOIHBIC TIECHH, S OBLI ITO-
pakeH pa3HOOOpazneM WX MENIOJUYECKOTO PUCYHKA U
rITyOOKMM MY3BIKabHBIM cojepxkanneM. O3HaKOMHUB-
IIMCh M C TEKCTOM ITHX IECCH, S TOHSII, YTO TOT KIIaJ
MTOSTHYECKOTO HAPOIHOTO TBOPUECTBA IO CETO BPEMCHH
0CTaeTcsl Ha THE )KUTEHCKOT0 MOpsI, M €CJIM He 00paTuTh

Ha HETO JIOJDKHOTO BHUMAaHHWSA, TO OH, MOXKAITyi, MOXKET
1 moruOHYTH» [Tam xke].

U3 pacckasza A. DiixeHBaib/a CIEeAyeT, YTO €ro
LIeJICHANIPABICHHON NESTEIbHOCTH B 00JAaCTH CO-
Oupanus 1 00pabOTKH TaTapCKOTO MY3BIKaJIHHOTO
(dosibKIIOpa TPE/IIECTBOBAJIO [0 KpaiHel Mepe
JIBYKpaTHOE NpeObIBaHUE B TATAPCKUX, 110 OIpese-
JICHHIO dTHOTpada, IepeBHsX, MPUYeM BO BTOPOI
pa3 OH HaxoAWwJICd TaM AOCTaTOYHO IJIMTEILHOE
BpEeMsl U YyCIIEN IO3HAKOMUTBCS C JI€PEBEHCKUM
ObITOM. HO rie MMEHHO U MO KakoMy MOBOAY 3TO
MPOMCXOJHMIO — IO €r0 CTaThe, OCTAETCS OTKPHI-
TBIM. SICHO TOJBKO, YTO €ro MOE3AKH HE MOIJIH
ObITb  CBSI3aHBI C  JUPWOXKEPCKHMHU  OIEPHO-
T€aTpajJlbHbIMH MPOCKTaMU, HE OCYIICCTBUMBIMU B
TATAPCKUX  JEpeBHSIX HU 1O  JKaHPOBO-
TEMaTUYEeCKOMY COAEP)KAaHHMIO pernepryapa, HHU
TexHu4ecku. Ero coOCTBEeHHOE NHAHUCTHYECKOE
KOHUOCPTHOC TYPHE B KOMIIAHWMU C HECKOJbKUMU
HEBLAMHU [0 «IJIYXUM AEPEBHSIM» IOJHOCTBIO HC-
kimoyaercs. s mpenarmonoxkenusi, 4ro A. DHXeH-
BaJb]] CHUMaJ TaM Jady WM TOCTHJI Y HEH3BECT-
HBIX TaTapCKUX Jpy3ei, eciiu Obl TaKOBBIE Y HETO
ObUIN, TOKE HET HUKAKUX OCHOBAHUH.

HeBo3M0xHO 000CHOBATH JIEPEBEHCKHE MOC3/1-
KM KOMIIO3UTOpAa U CHEHUAJIbHBIMU MY3bIKAJIbHO-
stHorpaduueckumu nensiMu. Ilo ero pacckasy
co3JaeTcs BHEYaTICHHE, YTO Yapylollue Tarap-
CKHE HapoJAHBIC MENOAMHM OH YCIJbIIAl TpH He-
O’KH/IaHHBIX OOCTOSITENILCTBAX, @ HE BBILIEN HA HUX
B pe3yJbTaTe IUIAHOMEPHBIX NOUCKOB. [loe3nku B
JIEPEBHH OCYILECTBIISUIMCH HE C LIENBIO Pealn3aluu
TBOPYECKHUX IMJIaHOB A. DWXEHBaNIb/a, a M0 KaKUM-
TO UHBIM NIPUYUHAM.

Paccka3z kommosutopa 00 00CTOSITENBCTBAX,
Opyd KOTOPBIX OH BIEPBBIC YCIBILAN TaTapcKUe
HAapOJHBIC «IEPEBEHCKHUE» II€CHM, IOJIHOCTHIO
IPOTUBOPEYUT HMEIOIIEH XOXIEHHE B MY3BIKO-
BEAUYCCKUX Tpydax, MNOCBAIICHHBIX TaTapCKOﬁ n
OalIKUPCKOM My3bIKE, JaTUPOBKE Hadajla €ro co-
OMpaTeNnbCKON EATEIFHOCTH B 00JIACTH TaTapCcKo-
OaIIKUPCKOro My3bIKIEHOTO (oibkiopa 1893 r.

Ora ommnbKka MMeeT AaBHUE KOpHU. B mewatn
nmata «1893» BmepBBIe MOSBUIACH B ITAPHIKCKOM
uHTepBBIO A. DiixenBanmpga 1926 r. [10], HO B
WHOM KOHTEKCTE — KaK JlaTa 3apOXIEHHs ero WH-
Tepeca K HapOJHOMY TBOPHYECTBY BooOIIE, a HE
KOHKpPETHO K Tarapckomy. Kpome toro, kommnosu-
TOp 3A€Ch HH CJIOBOM HE OOMOJIBHIICS O CBOEM
AKOOBI y4acTHUH B T€ IOJbl B IKCIIEIULIMOHHOM CO-
OMpaHUU HAPOIHBIX MTECEH, a pacCcKa3bIBall 00 yJa-
CTHH JIUIIb B KOHIIEPTAX HAPOAHOW MY3BIKH, YTO, B
3aBUCHUMOCTH OT UX MPOTrPaMMBbl, MOTJIO Pean30-
BaThCs B €r0 aKKOMIIAHUPOBAHUU NEBIAM WJIM HH-

100



TATARICA: CULTURE, PERSONALITY AND EDUCATION

cTpyMmeHTanuctaM. Tak, A. DiixeHBanb] paccka-
3BIBA:

«MHTEepec K HApOAHOW MY3bIKE POAWIICA Y MEHS
JTaBHO — 4 e1ie B Hayane 90-X To10B y4acTBOBAJ B 3THO-
rpaduueckux konueprax B Mockse H. C. Knenoscko-
ro’, MOEro MepBOro PyKOBOIMTEIS B 3TOM JelIe — ObIB-
IIETO TUPEKTOPOM KOHCEpBAaTOpPHUU (B TE€ TOMABI MY3HI-
KanpHOro yummmmia. — fO. 1) B Tudamuce, nosanee au-
pwxepom bombmoro tearpa B Mockse. Ilorom MHe
MpUIUIochk ObIBaTh B 3akaBkaswe, B llepcum, Typuuwm,
TaBpuse, 3akacnuilckoM Kpae — IOBCIOY 51 cTapajics
3alMChIBaTh HApOIHbIe recHu» [10].

Haepnsika A. OlixeHBaJby NPUXOAHIIOCH
YIOMUHATh 3TY JaTy B Pa3roBopax C pa3HbIMH JIH-
LAMH, MHTEPECYIOIINMHUCS €ro TBOPUYECTBOM HU I10-
3TOMY PaCCIpaIIMBAIOIIMMH KOMIIO3UTOPA O HEKO-
TOpBIX acrekTax ero aesrenbHocTd. Ho Te, yxBa-
ThIBass M 3alIOMHHAsl TOJBKO OOIIYI0 HaIpaBJICH-
HOCTB Oecezibl U yIycKasi BaKHbIC JeTaln (Kak u3-
BECTHO, JUKTO(GOHOB HJIH JAPYroil OBITOBOW 3BYKO-
3aMuChIBaroOIIed armaparypsl TOrja He CyIIeCTBO-
Bajl0), BOCHPUHUMAIM M TPAKTOBAIM €€ TIIO-
CBOEMY, B TOM YHCJIC KaK JaTy Hayaja UMEHHO
(OTBKIIOPHO-OKCTIEANITMOHHON JIeSITeIbHOCTH
komno3utopa. Cam ke OH, TOBOPS O JaBHEM IpH-
CTPacTUU K 3allMCBHIBAHMIO HAPOJAHBIX TIECEH pa3-
HBIX HapOJIOB, B TOM YHCJIE B YIIOMSHYTBIX UM 3a-
kaBkazwe, [lepcumn, Typuuu, TaBpuze, 3axacmuii-
CKOM Kpae, HampsIMylO ¢ Y4acTHEM B KaKHX-JTH0O
IKCIEAMNIINAX 3TO HE CBSA3BIBAL

OnHy M3 TIEpBBIX BEpCHIA, CBS3aHHBIX C HEyMe-
CTHBIM ymoTpeOmenuemM natel «1893», MOXHO
BCTPETUTH B cTaThe «CIaBHBIA I00MIEH», OmyOn-
KOBaHHOH B KypHaine «CoBeTckasi My3bIKa» B CBS-
34 C 75-J1eTHEM €O JHS POXKICHUS KOMIIO3UTOpa. B
craTthbe, yrBepxaaercs: «B 1893 rony on (Jiixen-
Banbpa. — fO. /) coBepiiaeT psa SKCOSAULUNA IS
3arucy OalIKUPCKUX, TATAPCKHUX, YyBAIICKUX, y3-
OEKCKHX, Ta[UKUKCKUX U TYPKMEHCKHX HapOIHBIX
necen» [11]. Ho momoOHOe Tpanmmo3Hoe mpea-
MpUITHE, O KOTOPOM HH CJIOBOM HE OOMOJIBHIINCH
€ro COBPEMEHHUKH, OblIO Obl HE IMOA CHIIy He-
ONBITHOMY 18-71€THEMY IOHOILIE, HE BIAACIOLIEMY
HU OJIHUM M3 HEOOXOUMBIX B 3TOM CIIydae si3bIKOB
HaponoB Poccum, pazOpocaHHBIX IO OTPOMHOM
TeppuTopun umnepuu. Jla u xro Obl cran ¢uHaH-
CHUpOBaTh TaKO€ MHOKECTBO 3KCIIETUIMI Ha IMpo-
TspDKeHnH oHoro roga? He mor ke A. DiiXeHBaIb]
3aHUMATBhCSl HKCIEOULMSAMH Ha CPEICTBA CBOUX
poauTene.

? Tlepserii sTHOrpadmueckuii kornepr H. C. Kienos-
ckoro cocrosuics B 1893 r.

Bonpuiee pacrpocTpaHeHUe Cpen MULIYIUX O
kommno3zutrope umeer Bepcus JI. II. ATanoBoii
(mHOT 1A O€3 CCBHIIKM Ha aBTOpa), BIIEPBBIE OOHAPO-
JIOBaHHasg B ee KaHIuAaTckod nuccepramuu «Co-
OupaTtenu W WCCIIenoBaTeNl OAMIKUPCKOTO MY3bI-
kanpHOTO (pommpritopay (1969) (cm. mo: [12, c. 70]).
[Tpu sTOM cama My3bIKOBEA MCXOIWIIA U3 HEOIyO-
mukoBaHHOU ctath A. C. Depe 00 DiiXxeHBabIe
u3 ¢ounoB Myszes um. M. I'muaku [13]. «AHTOH
Anexcannposny JiixenBanpa (1875-1952) mos3na-
KOMHJICSI C MY3BIKOW Oamikup W Tarap euie B
1893 r., mpumHHMas ydactHe B (HOIBKIOPHO-
3THOrpa)UIecKOM FIKCIEIULNH T0A PYKOBOACTBOM
npodeccopa H. Katanosax [12, c. 70], — cooOmiaet
OHa.

Ho yrBepxaenue JI. II. ATaHOBOI HE COOTBET-
CTBYET MCTHHE W HE corjacyercsi ¢ ouorpadusmu
A. DiixenBanbaa u H. Kartanoa. [TomoOHoli skc-
IIEIUIINA HE OBLUIO W HE MOIJIO OBITh 110 OOBEKTHB-
HBIM OOCTOATENBCTBAM, Ja W TmpodeccopoMm B
1893 r. H. Karanos eme He ObL1.

1.Hu ¢ H. ®. KaranoBeim (1862-1922), Hu
0e3 Hero B AKCHEOUIHMAX (TO €CTh IMOE3/AKAX CO
CIICNIMATFHBIM 3aIaHueM) A. DiXeHBaIba HE ObI-
BaJ 1O KpaiiHe# Mepe o paboThl B cpellHea3nart-
ckux pecnyomukax CCCP. Ecnm ke, Hanpumep,
KOMIIO3UTOP YIMOMHHAET O COBMECTHOH pabore ¢
H. KaraHoBbIM Haj 3amucsiMH TaTapCKUX HapO/I-
HBIX TIECEH, HE CTOUT TPAKTOBaTh €ro CJOBa Kak
CBUJICTEIILCTBO O COBMECTHBIX (hoHOTpaduueckux
3aMucsAX KOMIIO3UTOpPAa U BOCTOKOBEZA B AKCIIEIH-
LUOHHBIX YCIOBUSX. be3 comMHeHus, peub B TaKuX
ciydasix UAeT O (UKCAluM TAaTapCKUX MECEHHBIX
TEKCTOB Ha Oymare, TOYHEe — paCIIUPPOBKE M
BoccranoBienun H. KaraHoBbIM Tarapckux Iie-
CEHHBIX TEKCTOB B BeCbMa JAJICKOW OT OpUTHMHAja
TEKCTOBOM 3aIIMCH Ha CIyX camoro A. DiXeHBajb-
na. B oTAenbHBIX coydasx BOCTOKOBE] MOT MMETh
JIeJI0 U C peIKuMH (poHOrpaduIecKuMu 3auCIMU
KOMITO3UTODA.

IIposiBisis MOCTOSIHHBIM MHTEPEC K HApOJHOU
My3bIKE€ pa3HBIX HapooB, A. DHXEHBaJbJ, BUAU-
MO, JleJiall eIMHUYHBIC 3allMCH HapOJHBIX HAIIEBOB
HE MPH CHENUANTBHBIX 00CTOSTENBCTBAX, @ MOITYTHO
C OCHOBHBIM JICJIOM M BPSI/I TN HETIOCPEJICTBEHHO B
caMoil HapoaHoH cpene. CnenuanbHOU MIaHOMEpP-
HOW paboTOl MO COOMPaHHWIO HAPOIAHON MY3BIKH
A. DiixeHBaybJl, BUAMMO, Ha4yajl 3aHMMAaTbCS Kak
pa3 co cOopa TaTapCKUX HAIEBOB yXKe B JOCTATOY-
HO 3pesioM Bo3pacte. M ToibKo 3aTeM MocienoBa-
Jla ero IeJieHanpaBiIeHHasi THOrpaduuecKas jaes-
TEJBHOCTh B HAYYHBIX YUYPEXKIEHUIX MOCKBEHI
(1921-1923 umm 1922-1924), Camapkanna (1929—
1930), Amxabama (1933-1936), nomyckaromas
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BO3MOXHOCTH (HO HE 00s3aTelIbHOCTH) JKCIEIH-
LUOHHBIX MMoe310K. Ho 00 3TOoM moka eme Mmaio
YTO M3BECTHO. Pa3Be TOJBKO YNOMUHAHHUE O 3apu-
coBKkax A. DWixeHBaJIb/]a, CJICIAHHBIX B Cpe/lHeas3n-
aTCKMX II0€3/IKaX, BCTpEYarolleecss B JOKIAJe
[TupkoBckoro.

2. H. KatanoB HM B Ka3aHCKWii, HU B METEp-
Oyprckuii meproabl CBOCH KM3HW HUKAKUMHU DKC-
HNeAUIMSIMA HE PYyKOBOAWI. B KOMaHIMpPOBKM OH
€311J1 B OJUHOYKY, U TOJIBKO OJHAXKIbl, B «KOMaH-
JIMPOBKE HA BAKALIMMY», €r0 COIPOBOYXKIANA JKEHA.
COop xe My3bIKaTIbHOTO (QOJbKIOpa B chepy HH-
TEPECOB BOCTOKOBE/A HUKOT' 1A HE BXOANI.

CrtouTt 3aMeTuTh, 4TO, MPOXKUB B Kazanu okomo
30 net, mpemnoaaBas B TOM YHCIIe TaTAPCKHUM SI3BIK,
YUTas 10 JIOJNTY CIykObl (OH OBLT IIEH30pOM Ka-
3aHCKOro BpemeHnHoro xomurera 1o jenam Ieda-
TH) BCIO TIEYATHYIO JIMTEpaTypy Ha TaTapcKoM
s3pike, H. KaraHoB He mposBIAN CKONb-HUOYIb
3aMETHOTO HHTEpeca K TaTapcKoMy (OJBKIOpY.
Ho B momomu B pacumdpoBke TaTapcKoro TeKCTa,
Ha CJIyX 3allMCAHHOI'O PYCCKHMMH MY3BIKAaHTAMH-
(GONBKIOPUCTaMHU, HE BIAACIOUIMMU TaTapCKUM
si3pIkOM (S1. TIpoxopos, A. DiixeHBanb[), a TAKKE B
TPaHCKPUOMPOBAHUH H [IEPEBOJIC HA PYCCKHM SI3BIK
TATAPCKUX IECEHHBIX TEKCTOB YUYEHBIH HE OTKa3bl-
Baj. (moe3axku B MenzenuHckuil yes3n). Tak,
A. DifXeHBaJIb]] pacCcKa3bIBaI CICAYIONICE:

«MHe oueHb moMorai B paboTe 3HAMCHUTHIA JTUH-
rBucT-opueHTamucT KaraHoB, mpodeccop Kazanckoro
YHHUBEPCHTETA: s TOTJIA CIIc HE 3HaJl TaTApCKOTO s3bIKa
W 3amlKChIBAall TICCHU PYCCKHUMH OYKBaMH, HE TOHHMAs
ero — 3areM yxe npogeccop H. Karanos pacmmdpoBbi-
BaJI MOM 3alMCKH M TEPEBOIMI MX Ha PYCCKHUH SI3BIK)
[10].

3. B 1893 r. H. KaranoB, Torma >KUBIIWHA B
Cankr-IlerepOypre, OblT HACTOJIBKO 3arpyKeH 00-
pabOTKOI MaTepuaoB CBOMX HPEABLIYLINX YEThI-
pexiieTHux JKcneaunuii mo Cubupu u Typkecra-
HY, JAOJDKHBIX OBITH TpexacTaBieHHbIMH B [leTep-
Oyprckuii YHUBEPCUTET K OINPEICICHHOMY CPOKY,
YTO O €r0 Y4acTUH B 3TOM I'O/ly B HOBBIX JKCIEIU-
LUsX, TeM 0osiee My3bIKaJIbHbIX, HE MOIJIO OBITh U
peun. BocrokoBen naxe ObUT BBIHYXJIEH OTIIO-
’KHUTHh Hauaso paboTel B Ka3anckom yHuBepcureTe
U, Bompeku HaszHaueHuto Hukonaa II, mocneno-
BaBuieMy 9 HosOps 1893 r., sBuiCS Ha MecTo
CIIy’)KOBl «HECBOEBPEMEHHO», JHIIb 12 siHBaps
1894 r. [14].

K cosxasenuio, B HEKOTOPBIX Ka3aHCKUX H37a-
HUSX (B 4acTHOCTH, B «TaTapcKoM SHUUKIIONEIU-

3 Bakariu — KaHUKYJIBI, IEPEPhIB B y4eOHOM MpOIEcce.

YecKkoM cioBape» [15, ¢. 262]) mata Ha3HaA4YCHHS
Ha JIOIDKHOCTh TPaKTyeTCs Kak JaTa Hadaja CIy-
kebHol nestenpHOCTH KaranoBa B Kazanm. OT0
(na a3 — 1893 Bmecto 1894) aBromarnyvecku re-
pelBHTaeT JarTy WCUWCICHWS BpPEMEHHW IpHe3ia
H. Karanosa B Kazanp Ha ron Bmepen U cO34acT
JIOTIOJIHUTENbHbBIE TPEANOCBUIKA JUIsl MeXaHnde-
CKOT'O BOCTIPHSITHSI COOOIICHUSI O HECYILECTBOBAB-
e sxcneannry 1893 T. He TONBKO Kak TEOpPEeTH-
YECKH BO3MOXKHOHM, HO W SIKOOBI peajhbHOH, yHH-
BEPCUTETCKOM.

[lonyyaetcsi, 4YTO NEpPBOHAYAIBHBIA HHTEPEC
A. DiixeHBalbJla K TaTapcKOW HApOTHOW TIEeCHE
GI)IH YUCTO JUYHBIM U 3aHUMATHCA €10 OH Haydall I10
COOCTBEHHOMY JKENaHWI0 W BejieHuto aymu. Ot-
KPBIBIIIASICSI C HOBOM JUIS HETO CTOPOHBI TaTapcKas
HapojHas My3blKa yBIIeKJa Komro3dutopa. He or-
PaHUYUBIINCH TPOCTON KOHCTATAI[MeH CaMOOBIT-
HOCTH TaTapCKHUX HATeBOB, OH TIOIBITAJICS BBISC-
HUTH, B U€M KPOETCS CEKPET MX OOasHHA, a 3aTeM,
KOMIIO3UTOPCKH 00paboTaB, BBECTH HX B MHpP
pohecCHOHATPHON MY3bIKH.

He Bramest TaTapckum sS36IKOM, A. DUXCHBAIBI
MOT HampsIMyl0 KOHTaKTUPOBATh TOJIKO C YaCThIO
TOPOACKHUX TaTap, FOBOPSIIMX WM MOHHUMAIOLIMX
mo-pyccku. OHU-TO W TTOMOTIIA KOMITO3UTOPY BOW-
TH B YUCTO TaTapCKyl0 Cpely, HE 3aTPOHYTYIO TO-
CTOPOHHHMH TOPOJCKHMHU BestHUAMH. O HEKOTO-
PBIX TPYIHOCTSX, C KOTOPBIMUA OH CTaJKWBAaJICS B
MOWCKAaX 3HATOKOB HApPOJHBIX TeceH, A. DUxXeH-
BaJIbJl paccKasall Cleylolee:

«B oTHOIIEHNH MYCYJIBMaHCKOT'O HACENICHUS JIeNI0
9TO OKa3aJIOCh YPE3BBIYAWHO TPYAHBIM: TaTAPCKHE CTa-
PHMHHBIC HapOJHBIEC TIECHH COXPAHMIUCH TOJIBKO Yy JKEH-
muH. MyX4YUHBI BOOOIIE HE MOIOT M MO MYCYyJbMaH-
CKUM 3aKOHAM 3aHMMAaThCsl MY3BIKOM CuUWTaeTcs I
HHX JIeJIOM HETIPUCTOMHBIM — TAKUX MYJUIA MOXKET Jlaxe
HE IYCTHUTh B Me4eTb. A JKEHIIMH MYCYJIbMaHOK He
TOJIBKO YCIIBIXaTh, HO M YBUJIETh eBpomeiiy TpynHo. Ho
cynpba MHe OnarompusiTcTBoBajia: B KasaHu s mo3Ha-
KOMHJICS C OJHUM TaTapHHOM, CTPACTHBIM JIIOOUTENIEM
necHu. Korjna oH oJHaXIBI YCIIBIXall Ha POsUIe Mepesio-
JKEHHYIO MHOIO TaTapCKyl0 HApOAHYIO MECHIO, OH IIPH-
IIeNT B TAKOW BOCTOPT, YTO PEIII BO YTO OBl TO HH CTa-
JO IIOMOYb MHE B 3TOM Jene. B ropome Apcke Bosie
Ka3anu oH BBel MeHS B ceMblo, Ie Oblia crapyxa Ta-
TapKa, CUMTaBLIAsiCA 3HATOKOM TaTapckoi necHu. C ee
rojoca s 3amycal Jydliue IecHd Moero cobpanus. Ta-
Tapckue mecHH s cobupan B ApckoM U CBHSIKCKOM
yesJax, dyBalickue — B Yebokcapax, a TakKe B APYTHX
6ospiux cenax — luxpanax u Ypmapax (Mex1y HUMH,
MEXIY MPOYUM, HAXOAUTCS TOT 3HAMCHHUTBIN TyOOBBIH
jec, Tje, IO TNPEAAHWIO, YyBaIIW-OTHEIIOKIOHHUKH
NPUHOCHIM CBOM JKEPTBONpPHHOIICHUA. [0 cux mop y
HHX CBSI3aHO C ATUM MHOT'O OOBIYaeB, KOTOPBIE OHU HC-
MOJHSIOT B 3TOM MMEHHO Jecy). Jlydmmie Oamkupckue

102



TATARICA: CULTURE, PERSONALITY AND EDUCATION

HECHU MHE YJaJIoCh 3anucath B cene JropTionu (310 Ta-
TapCKUH HaceNeHHbIN MyHKT. — fO. M.) MeH3enTnHCKOoro
ye3ma Y pumckoit ryoepaum...» [10].

Ocy1ecTBieHHE 3alMCH HAPOJHBIX HAINEBOB
TpeOOBaNO IMPEOAOTICHUS HEKOTOPHIX OBITOBBIX U
TEXHUYCCKUX IMperpan. Co 3HaTOKaMu HapOAHBIX
meceH A. DWXeHBaJIbIy MPUXOAUIOCH OOMIATHCS
Yyepe3 MepeBOAYMKOB, YTO OBLJIO HEYINOOHO st
00enx CTOpPOH M OTHHMAIIO BpeMsl. 3aJiep)KuBaja
MMpouecC 3aMcCbiBaHvsl HAIICBOB U HEBO3MOXKXHOCTb
HCIIONb30BaHUSI COOTBETCTBYIOLIEH anmnaparypsl. B
Oecene ¢ 3eH30M A. DiiXeHBab]] BCIIOMHHA:

«MHOT0 MpHUIUIOCH OUTHCS C CaMOM TEXHHMKOH 3a-
IMUCH, 3aTeM U ¢ 00paboTkoi 3ammcanHoro. B Kazan-
CKOM YHHBEpPCHTETE MHE Jlayiu, OblIo, Ui 3armucu (o-
Horpad), HO OH OKa3aJCsl COBEPIICHHO HEIPHUTOHBIM:
IIPU TIEPBOM K€ ONbITe B ApPCKE CTapyXu TaTapku yoOe-
JKalld OpU BUAE 3TOH ,ueproBoi mryku“. [Ipumuiocs
0CTaThCsl IPU COOCTBEHHOPYYHOM BJIEMEHTAPHOM 3alIld-
ceBanum» [10].

IIpu npsiMOil 3anKcH HAIIEBOB HA HOTHBIN JINCT
BO3HHKAJIM CBOU MPOOJIEMBI, CBsI3aHHBIE ¢ HE00XO-
JUMOCTBIO 3allOMHHTB M 3alACaTh IECHIO II0
€IMHCTBEHHOMY HCIOJTHEHHIO. DWXEHBaJIb/ BCIIO-
MHHAJL:

«TpyaHOCTP 3amKCH 3aKIII0YaNiach CIIe B TOM, YTO
WCTIOJIHATEIIN OJHY U TY K€ IECHI0 CaMU BapbUPYIOT —
BeJlb BCC OHM CaMH IOATHI, CAMU KOMIIO3UTOPHEI (0CO-
OCHHO B 9TOM OTHOIIEHUH TPYIHO OBIIO Y KHPTH3<OB,
TO ecTh Ka3axoB>. TONbKO OJHY CTapyXy TarapkKy
BCTPETHII, KOTOpasi CBOIO TECHIO BCEr/ia Ielia OJInHAKO-
BO, BU/IHO MMEHHO B TAKOM BHJIE OHA KPEIKO 3araiia ei

B aymry» [11].

KamHeM mipeTKHOBEHHUsI Ui BCEX KOMIIO3HUTO-
POB, BIIEPBBIE MPUCTYNAOIIUX K TapMOHU3AIHUU
TaTapCKUX HAPOJHBIX HAMEBOB, ObLIa TICHTATOHU-
Ka, KOTOpas paccMaTpuBajgach UMHU KakK HeIOopas3-
BUTasl EBPOINEHCKasl AMATOHHKA CO BCEMHU TPUCY-
MM € KayecTBaMH. BMecTo TOro 4Tro0sI IMOIEI-
TaThCS BBISBUTH COOCTBCHHBIC MMPUHIIUITBI OPraHK-
3alli¥ MIEHTATOHHBIX HAIEBOB, aBTOPHI 00pabOTOK
HACWJIBHO BHEJAPSUIM B HHUX Ma)XOPO-MHHOPHYIO
AKKOPIWKY, KaK CIWHCTBEHHO W3BECTHYIO WIH
MPU3HABACMYIO0 MMHU KOHCTPYKIUIO, BHE KOTOPOH
My3bIKa MU HE MBICITHIIACh. B 3TOM TposBIIsIach
WHEPTHOCTh M KOCHOCTb HX MBIIUICHUS, TPUBEP-
J)KEHHOCTh K IIKOJIBHBIM JorMam. WM pneno 3zaech
OBLIO HE TOJILKO B MOIYTOHAX.

Tarapckue HapoIHBIC HANEBBI MPEKPACHO CY-
[IECTBOBAJIM HE TOJILKO 0€3 JMAaTOHUKHU, HO M JIIO-
0oro (rapMOHHYECKOTO WIH TOJUPOHUIECKOTO)
MHOTOrojocus. A. DUXeHBaIbJ OTMCUAII:

«[lonudonnn y HUX BOOOIIE HET — €CJIM TIOIOT He-
CKOJIBKO YEJIOBEK, BCE IMOIOT B YHHCOH. 37IECh ITOJTHAS
MPOTHUBOMOJIOKHOCTD YKPAaWHIIAM, TaM TEBIbI HHCTUHK-
THUBHO, KaK OyATO OT MPUPOJIBI MTOJOMPAIOT PH COBME-
CTHOM TI€HHMH TOJIOCA — U TOJy4aeTcsl XOp. 3a4aTKH 110-
T(OHNH y BOCTOUHBIX HAPOOB JIMIIb B PA3HBIX MHCT-
pymenrax...» [10].

C rapMoHHM3alUd TUATOHMYECKUMH aKKOpJa-
MM, BKIHOYAOMIUMH 3BYKHU, OTCYTCTBYIOLIHWE B
TIEHTATOHHBIX JIa/IaX, Hadall 00pabOTKy TaTapCKUX
HaneBoB U A. DiixenBanpj. Ho ciymartenu-ratapst
IMOJIY4YCHHBIC TaKUM CHOCO6OM MMPpOU3BCACHUS OT-
Beprasiu. Her HuKakux COMHEHHH, 4yTO 3TH 00pa-
OOTKM HE MOTJIM OHPABUTHCS HE TOJIBKO TaTapam,
HO M PYCCKUM U JIOOBIM JAPYTMM CIYIIATEISIM.
Kommo3urop HeyaauHo OOBSICHSIET TaKOe HEINpH-
ATHE UCHOJIb30BAHMUEM UM IIOJyTOHOB, KOTOPBIX OH
Ha CaMmoM JieJie He HCIOIb30Bal, MOCKOJIBKY MOy~
TOHa BO3MOXHBI TOJIBKO B MCJIOJHWH, B TCpHOBOI\/'I
AKKOpJMKE HMX He OblBaeT U ObITb HE MOJKET.
A. DiiXeHBallp/, K €r0 YecTH, He MpeHeOper MHe-
HUEM CBOUX MY3bIKaJIbHO MAJIOTPaMOTHBIX CJIylla-
TeJIeH, a MOCTapaJICs UM YTOJIHTh:

«TpyIHOCTE TapMOHHM3AaLMKM TAaTapCKOW IECHU 3a-
KJIFOYAaeTCsl B TOM, YTO TaTapbl B CBOUX IIECHAX HE MMe-
0T TIOJIyTOHOB — TaTapcKasi Hapo{Hasl MECHS MOCTPOCHA
BCSl Ha IIATH TOHAX — NATHTOHHAS TaMMa — U KaX[bIi
pas, Koraa s JOIycKal B cBoel 00paboTKe TOyTOH, OH
OTIpe/IeIeHHBIM 00pa3oM TaTap MIOKHPOBAI.

«TpynHa o4eHb OKka3ajiach 00paboTKa, TapMOHH3A-
1yt 3anucanHoro. CHavana oOpabaTsIBall 10 BCeM Tpa-
BWJIAM KOHTpAIyHKTa M €BPOIEHCKOW TrapMOHHM3ALUH,
3aTeM IMpUIJIAIial 3HaTOKOB MECHU TON HAIMOHAIBHO-
CTH ¥ BOCIPOM3BOIMII Mepe HUMU TU NECHU Ha POSIH
(31ech cIOoBO yIOTPEOICHO B KEHCKOM poxe. — FO. H.).
U no OosbIieii yacTH CIBIIIAT OJUH U TOT XKe YOUHCT-
BEHHBIN NIPUTOBOP: ,,HE HAIL My3bIKa!®

HexoTopble Bemm NpUXOAMIOCH MEPEAETbIBATE 110
30-40 pa3 — noka, HaKOHell, IePECTaHyT FTOBOPUTH — ,,HE
HaI My3bIka!“ Bcio paboTy MpUXoauiiochk CTaBUTh YHC-
TO OITIBITHBIM ITyTEM.

B koHIIE KOHIIOB, KaK OyATO yJIOBHUI XapaKTePHOCTh
UX TAPMOHUH...» (MHOTOTOYHUS UCTOUHUKA. — FO. H.).

Hackoipko A0iro mpojioibKaiack 3MU301ude-
cKkas coOWpaTenbckas MeATeTbHOCTh A. DUXeH-
Banmpaa B Kaszanckoit ryoepann (Apck, CBHSIKCK, a
Takke TeTromu, ynoMsHyTele B pereHsuu H. bo-
rapy, Kyla BXOOWIM W YyBAILCKHE HACECIICHHBIC
MyHKTHI, ykazanaele uM (Yebokcapswr, [lIupxansl,
VYpMapsl), TOYHO ONPEAEIUTH HEBO3MOXKHO, KaK H
TOYHO OTPENENUTh BPEMS U L[eJIU ero npeObIBaHus
B Kazanu B memom. Cam OH gaTupyeT «Ka3aHCKUID»
MEepuoa ABOAKO: Kak MATHIeTHE Mexay 1912-
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1917 rr. (6ecena ¢ 3ensom B 1926 1. [10]) wiu me-
xay 1915-1920 rr. (TpymoBoii CIIUCOK CITysKare-
ro, coctaBieHHBIH B 1934 1.). OgHako Kaxmas u3
9THX JIAaTHPOBOK BXOJIUT B MPOTHBOPEYHE C JaH-
HBIMH O JIOKa3aHCKOW M TIOCIEKa3aHCKOW CITy»Keo-
HOM JesITeNNbHOCTH KOMIIO3UTOPA.

Ecnu mpunsaTh Ha Bepy yTBepxkaeHue A. Dii-
XCHBaJIbJIa 0 ero npeObiBanuu B Kazanu B 1912-
1917 rr., mpumeTcs cYWTAaTh HEBEPHOW 3amuch B
TpynoBom crmicke o pabote DiixenBaipaa B 1912—
1914 rr. nupmwxepom onepsl B Onecce. [Ipu aTom
HUKaKHX CJIEZIOB NMPEObIBAaHUA KOMITO3UTOPA B 3TH
rogsl B Kazanu He oOHapykeHO, a caM (pakT ero
pabotel B Opecce, purypupyrooimuii BO Bcex OHO-
rpadMuecKiX MaTepHajax, MOCBSIIEHHBIX KOMIIO-
3UTOPY U AUPHKEPY, B TOM YUCIIE B OITyOJIMKOBAH-
HOM B TaKOM aBTOPUTETHOM M3JaHHH, KaK «My3bI-
KajbHas SHOMKIoneaus» [16], HUKorga He ocma-
puBancs u He ompoBeprancs. llogpickaTe mms
Opnecchl npyroi cBOOOMHBIN BYXJIETHUH TPOCBET
B TpyZoBoM Tpaduke A. DiixenBanpaa a0 [lepsoii
MHPOBOM BOMHBI TOXKE€ HEBO3MOXKHO. Buaumo, na-
Ty 1912-1917, Ha3BaHHYI0 B WHTEPBBIO, CIEIyET
CUUTATh OrOBOPKO.

Ho c¢ parupoBanuweM mnepuoaa npeObIBaHUS
A. DiixenBampga B Kazaam (1915-1920) wuz-3a
BKITIOUYEHUS B 3TOT MEPUOJI TOJIOB MOCICKA3aHCKOM
JESITeTbHOCTH KOMITO3UTOpPA COTJIACHTHCS MOJHO-
CThIO TOXKe Henb3s. bomee momoBunbl 1919 T. U
1920 t. m3 sTOTO TIEpHOAA CIEIyeT HCKIIOYNTH,
MIOCKOJIBKY M3BECTHO, 4TO ¢ MapTa 1919 r. Diixen-
Basba mipeorBan B ExarepunOypre [16], ¢ 1920 .
paboran B Kpacnosipcke (cM. TpymoBoi chmcok
CIIy’KaIero) u Ao jeta 1923 r. nenoBbIX KOHTaK-
ToB ¢ Kazanbto e umen. Ero komananposka B Ka-
3aHb 1o jAenam KpacHosipckoit HapoJHOM KOHCEp-
Baropud B 1920 1. ¢ menpro Habopa A Hee Tpe-
nojaBareiell K Ka3aHCKUM JejlaM OTHOIICHHS He
nMerna.

Takum oOpasom, mpebOpiBanme B Kazanm He
JIOJDKHO OBLJIO OBl BBIXOJUTH 3a pamku 1915-
1919 rr. ViMeHHO Takas AaTUPOBKA JlaHA B BBIIIE-
npuBeeHHOM 3ameTke «K KoHIEpTy aupuxepa
DOiixenBanpga» [17], mo BpeMEHH HAMHCAHUS XPO-
HOJIOTHYECKH HambOosiee OJM3KOHW K paccMaTpu-
BaeMbIM rogaM, HO u 1915-1919 rr. B moaHoM
o0beMe TOXKE MPECTABISIOTCS COMHHUTEIHHBIMU.
[Toka oTAENIPHBIMU JOKYMEHTAMU TIOJITBEPIKAACTCS
npedpiBanme A. DiixeHBanbaa B KazaHu TOIBKO C
BecHbI-eTa 1917 mo Becust 1919 r. Uto mormno Ob
OBITH 710 3TOT0, MOKHO JIMIIb MIPEATOJIAraTh.

B cBenenusix TpymoBoro crucka A. DixeH-
Bajb/Ia 0 ero padore B KazaHu ykasaHo JHIIb, KEM
OH paboTai (meaarorom, STHOrpadoM, TUPHIKEPOM

cUM(pOHHYECKUX KOHIIEPTOB). A TJIe WMEHHO, Ha
NPOTSDKEHUH KaKOr'o BPEMEHH M B KaKUX JOJDKHO-
CTSIX — HE KOHKPETHU3UPYETCSL.

Bxomuna nu memarorudeckas, 3THoOrpaduue-
CKasi M IMPIDKEpCKas IesTedbHOCTh A. DiXeH-
BaJb/Ja B €ro Ciay)XKeOHbIe 00SI3aHHOCTH, OTIauKBa-
mack i1 oHa? beuta M 3Ta paboTa MOCTOSHHOM
(MHOTOMECSIYHON? CEe30HHOW?) WM pPa3oBO (OT
JIBYX-TpeX THEW 10 ABYX-TpeX Henmenb B rox). Pa-
0oTan U KOMIO3UTOP B MY3bIKAJILHOM YUMJIMIIE
WM 3aHUMAJICS YacTHOW MpakTHKO#? Hackombko
PEryJsIpHO 3aHUMAJICS OH CUM(OHUYECKUM JUPH-
JKUPOBAHUEM M C KaKHUMHU OPKECTpaMH BBICTyHau?
Bce st Bonpocs! ocratoTest 6e3 NOATBEP>KACHHBIX
(hakTaMu OTBETOB.

N3 paccka3oB camoro A. DHXeHBaibla O €ro
pabote mo coOupaHUI0 W 00pabdOTKE TaTapCKUX
HapOJHBIX IIECEH CIEAYET, HallpUMep, YTO OH 3a-
HUMAJICSI TUM T10 JIMYHOMY MTPU3BAHUIO M MOITyTHO
C KaxkoW-TO HWHOH [esTeNbHOCTBIO, TpeOyrome
npeOpiBanns B Kazanm u Onusnekammx HaceleH-
HBIX ITyHKTaX.

3aHuUMaTh JOJHKHOCTh TUPHXKEpa cUM(pOHUYE-
CKOTo opkecTpa A. DWXeHBab HE MOT TI0 TPUIH-
He orcyrcTBus B Kazanu nocrosiHHOro cum¢oHu-
yeckoro opkectpa. CuM(pOHHYECKUMH KOHLIEpTa-
MH OIEpPHBIX OPKECTPOB, YCTPauBacMbIMH BO Bpe-
MSl OIEpHBIX CE30HOB, AWPHKHUPOBAIM OOBIYHO
COOCTBEHHBIE TeaTpalibHble AUPIKephl. MHorAa B
MEXKCe30Hbe, 0cOOeHHO JieToM, B Kazanu ¢opmu-
pOBaI OPKECTP M3 CBOOOIHBIX B 3TO BpeMs Ka-
3aHCKMX MYy3bIKaHTOB. Ho Bo3rmasisiBiiue 310 ne-
JI0 Ka3aHCKHE JEesTeN BBICTPaWBAIN €ro TOA 3a-
paHee OIPEAETICHHOrO IIOCTOSHHOTO IUPHKEpA.
Ha npurnamenue aupukepa-racTpoiepa y HHX
00bryHO He Ob1I0 cpeacTB. Cyas Mo Ka3aHCKUM ra-
3eTaM, KOMIUIEKTHl KOTOPBIX COXpaHHIUCH B He-
IIOJIHOM 00BbeMe, 110 JyieTa 1917 r. B xadecTBe M-
pmwkepa A. DiixenBayip] B Kazanu He mosBisuics.
A ecnu 0OBIYHO BHHMATENBHBIE Ta3eThbl YTO-TO
YIYCTHIIA, TO 3TO HE MOTJIO OBITH OOJiee OJIHOTO-
JBYX CIIy4aiHbIX KOHLIEPTOB 32 HECKOJIBKO JIET.

Ha »T1 BOIpoCHl YeTKOTO U OJIHO3HAYHOTO OT-
BeTa noka HeT. Ho, ocTaBuB BBIICHEHHE HEKOTO-
pBIX [OAPOOHOCTEH JKM3HUM U  JEATEIbHOCTH
A. DiixeHBanbpna Ha Oynyliee, MOKa JOCTATOYHO
NpU3HATh, YTO CaMO €ro MpeObIBaHHE B TECUCHHUE
Kakoro-to BpeMeHu B Kazanu Bce ke He MOAJIeKUT
COMHEHMIO. XOTS BPsA JIM BCE 3TU T'OABI OH KUII
3/1eCh MOCTOSIHHO — HE OTJIydYajcs Ha KpaTKoBpe-
MEHHblEe WM OoJiee AJIUTENbHBIE IacTpPOJId, HE
ye3Kal BO BHECIyXeOHOe BpeMsl WIM IpU JUIH-
TEJIBHOM OTCYTCTBHHM PpaboThl AoMOH B MOCKBY
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WJIH, CMOTPSI IO OOCTOSITENBCTBAM, B TE KE CaMble
TaTapcKue JepeBHU.

3ammcek B TpynoBom crimcke A. DWXeHBaIbIa O
KaKoH-TO paboTe B TOM WJIM MHOM IOy HE ClIeyeT
BOCTIIPMHUMATh KaK CBHJIETENHCTBO O paboTe He-
MIPEMEHHO B TE€YEHHE BCEro AToro rojaa. Pabounit
nepuos; MoxkeT ObITh W HemonruM. Hampumep, B
TpyJOBOM crucke mox 1923 r. 3amucaHo, 4TO TO-
rma A. DiixeHBanpa Obin «dTHOTpapom Hapkxowm-
npoca B Kazanw». 13 cripaBkH ke HapKOMIIpOca OT
10 aBrycra 1923 r. (Ne 7271), BbIIaHHOW uepe3
HEZeNm0 Tocie cuM(OHMYECKOr0 KOHIIEpTa BOC-
TOYHOH MY3BIKH, CIIEyeT, YTO peYb HJET BCETro-
HABCEr0 O JMPMKUPOBAHUHM OJHUM KOHIEPTOM.
Ho, Bo3moxHO, nocne yxoaa u3z I'MMHa kazan-
CKMH KOHIEpPT s A. DWXeHBalbla OKa3aJcs
TJIaBHBIM (WJIM €JMHCTBEHHBIM) HMCTOYHHUKOM JO-
X0/J1a, rmoyiyueHHoro uM B 1923 r., Tem OoJjiee uTo,
BHIUMO, HApKOMIIPOC OIUIATHI HE TONBKO KOH-
[IEPTHOE BBICTYIUICHWE, HO U TPOU3BEICHUS KOM-
no3uropa. Hedro nmomoGHOE MOTIIO MPOUCXOANUTH U
B 1915-1917 rr. He wuckirodeHo, 4ro W TOIIa
A. DiixenBanpa nosBisiics B KazaHn Ha HECKOIb-
KO JIHE! B TO/y, @ HE OCTaBaJICS 3/1ECh MTO/IOITY.

He crout 3a0biBaTh, 4TO Ha yKa3aHHOE KOMIIO-
3UTOPOM BpeMsl MpuxoasTcsi roasl Ilepoit mupo-
BOH BoIHBI, DeBpanbekoit 1 OKTSIOPHCKOW PEBO-
mouui U I'paxnganckoil BoitHbl. [lone aesTtenbHO-
cti A. DiiXxeHBaJb/Ia KaK OMepHOro 1 cuMpoHIYIe-
CKOTO JHMPIKepa TOT/Aa Pe3KO CYy3HIIOCH, 3ala HbIe
W 10)KHBIE PETHOHBI CTPaHbl, TJE€ OH MPEUMYIIeCT-
BeHHO pabotanm mo cepeawnnl 1914 r. (Omecca,
Xapskos, XKurtomup, Tudmnmc, fAnra), yxe He Mor-
11 obecrieynBaTh ero padboTol B MpekHEM 00beMe,
na u npeObiBath TaMm ObUI0 HebesonacHo (Kasaws,
HaIrpuMep, B T€ TOOBI ObLIa HAITOJTHEHA OEKeHIIa-
MH, B TOM YHCJI€ U MYy3bIKAaHTAMH, U3 TPUTPAHUY-
HBIX 3amagHbIX paiioHoB Poccun). O 3apyOekHBIX
racTpoysiX He MOTJIO OBITh M peun. HeymuBurens-
HO, 9TO B OTHUX YCIOBUSAX A. DWUXEHBaIbI MOT
OBITH BBIHYKJICHHBIM COTJIACUTBHCSI Ha CKPOMHYIO
MPenoaBaTelbCcKyl0 padoTy M eAWHUYHBIC, Yallle
BCEro ciiydaiiHble KOHLEpThl B KazaHu.

Ho B 1917 r. A. DiixeuBansa B Kazanu nelict-
BUTENFHO 3aKpEnuiICsi M OCTaBaJicsl 3[leCh B Teue-
HUE JBYX JIeT, Haag ais ce0s HeOXKHIaHHOE 3a-
HSATHE, HE CBS3aHHOE HU C KOHIIEPTHBIMU BBICTYTI-
JICHUSIMU, HH C TBOPYECKUMH KOMIIO3UTOPCKUMHU
3aKa3zaMu. XOTS B Ka4eCTBE OJIHOTO U3 IUPIKEPOB
JMETHUX CUM(OHUYECKUX KOHIIEPTOB, MPOXOIHB-
mmx B l'opoackom cany (OwiBmiem IlanaeBckom,
HBIHE CcTaauoH «J{nHamo») ¢ cepenuubl Mas 10 31
aBTyCTa, HapsAy ¢ MeHaMu auprxepoB 5. A. Tlo-
3eHa, ®@. C. Kana u A. [1. AcnanoBa Ha cTpaHHUIax

Ka3aHCKHUX raser TTOSIBIIACTCS " nMs
A. DiixeHBaJib/la, B raserax BcTpedaercs HH)Op-
Malys TOJIBKO 00 OIHOM KOHLIEPTE C €r0 y4acTH-
em. Ha 13 aprycra 1917 1. B «Bomxcko-Kamckoit
peun» onmyOJIMKOBaH CICAYIOMINH aHOHC!

«Bo BTOpHUK 15 aBrycra cocroutcsi OeHeHC CHM-
(hOHMUECKOTO OpKECTpa, YETBEPTHIH MECAI] HI'PAIOIIETO
B [lanaeBckom cany.

KanmutanbHBIM HOMEpPOM IIPOTpaMMBI  SBISETCS
6-1 cumdonus YaillKkoBCKOTO, TUPHKHPOBATH KOTOPOH
Oyner r. DiixenBanpa. ConmcramMu Beuepa BBICTYIIST
rr. Kaig u Knmnako u3 coctaBa opkecTpa U psiji COIMCTOB
U TIEBIOB, COTJIACHBIIMXCS CBOMM YYacTHEM COJICHCT-
BOBAaThb YCIEXy OPKECTPOBBIX TPYXKEHUKOB. IIpumyt
ydacTue B KoHLepTe neBipsl — IT. OmycroBuu u Illes-
LIOB, JApaMaTHdyeckuii aptuct T. 3y0OoB, Oaynepuna
r-xa YapynmHa u 6anermencTep rop<oIcKOro> Tearpa
r. KoBanbckuii» [18].

B razere «3Hams peomonmmn» 3a (eBpaib
1919 r. [19] Bckonb3b ynomsHyTO UM A. DifxeH-
BalbJa Kak MpejcenaTesi MECTHOIO COr03a OpKe-
ctpantoB. C mo/o0HON ke wuHpopMmanueil npu-
IIJIOCH BCTPETUTHCS U B 3amMeTke «K KoHIepTy nu-
pwkepa DiixenBanbaay. [loucku oObsicHeHUs He-
OKHJIAHHOT'O 3ur3ara B Ouorpaguu KOMIO3UTOPA
MTO3BOJIMJIA BBISICHUTD CIIETYIOIIEE.

Opranuzaiusi MpoeCCHOHANTBHBIX COI030B, B
TOM uHciie paOOTHUKOB HCKycCTB, B Kazanu, kak u
B LI€JIOM 110 CTPaHe, Havanach nocie PeBpanbeKoil
pesomtounu 1917 r. Cravana B koHIle mapta B Ka-
3aHu ObL1 cozgad Coro3 paboumx. 3aTeM OpraHu-
3alMOHHBIE COOpaHMsl CBOMX COIO30B IPOBEIH KH-
HOpPaOOTHUKHU, MY3BIKAHTHI W pabodne M CiryKa-
mue bonbmioro u ['opoackoro Teatpos, a Beiiex 3a
HUMH — OPKECTPaHThl, N30paBILINEe MpeaceaTeneM
npasieHust A. DlixeHBalpa (WieHaAMH MpaBJICHUS
cramu aupuxep A. JI. Ilanaes, Konmakos, Pytun,
Tapromckuii)*.

O nesitenbHOCTH A. DiXEHBalbla B KaueCTBE
npencenarens Coro3a OPKECTPAHTOB YIalloCh BbI-
SICHUTh HEMHOT'O€, HO OYE€Hb CYIIECTBEHHOE MJIs
00BsICHEHHSI OOCTOSITENBCTB, CIIOCOOCTBOBABIINX
BO3HMKHOBCHMIO €ro HMHTEpeca K TaTapcKo Ha-
poaHoit my3sike. OKazanoch, 4To OIM3KOE COMpH-
KOCHOBEHHE KOMIIO3UTOpa C TaTapcKOW HapoJHOU
MY3bIKOH OBLTIO HAIpSIMYIO CBSI3aHO C KOHIIEPTHOM
nesirenbHOocThI0 Coro3a OpKecTpaHToB. B Te ropsl,
KOTJa B CTpaHe HE ObIO €IWHOTO LIEHTPA, 3aHU-
MAIOIIerocsl OpTraHu3anvedl W  TUIAaHWPOBAHUEM
KOHIIEPTHOW JKW3HU, TPO(ECCHOHATBHBIC COIO3bI
pabOTHUKOB MCKYCCTB, KaK U MHOTHE JPyTHe COIO-

4 Ceenenns npenoctasneHsl JI. A. SIkoBieBoit 1 My3eeM
Oeneparun mpodcoro3oB Tatapcrana.

105



YUN.ISANBET

3bI, B TOM 4YHCJIE BECbMa JaJleKUe OT HCKYCCTBa
(BOTHUKH, NEPEBOOOJICIOYHUKA W Jp.), a TaKKe
camble pa3Hble OPTaHMU3AlNU M YIPEKICHHUS 9acTO
JIEWCTBOBAJIM B KAYECTBE YCTPOUTENIEH KOHIEPTOB,
OCTaBIIsII B pPyKaX YHCTYIO BBIPYYKY, UCIOJB3ye-
MyI0 JUIA COOCTBEHHBIX HYXI. Hepemko Takue
KOHIIEPTHI YCTPAaUBAIUCh M C OJIaTOTBOPUTEIHHbI-
MU 1ensMi. O HEKOTOPBIX M3 MOJO0OHBIX KOHIEP-
TOB COI032 OPKECTPAHTOB HM3BECTHO M3 MECTHBIX
raser.

2 ntonst 1918 r. KynbTypHO-IIPOCBETUTEIBHBIN
otnen Kazanckoro coBera pabo4nx, CONAATCKUX U
KPECTBhSTHCKUX JIEMyTaTOB cOBMecTHO ¢ KazaHcknMm
otnenenneM Bcepoccuiickoro coro3a OpKecTpaH-
TOB IpoBel B ['OpoJACKOM caly «rpaHIHO3HBII
KOHIEPT-MHTHHT» C y4acTHEM OOIBIION TPYIIIBI
aptuctoB u opatopoB (Mantypos, [lenuxe, Ps-
cuHues, [InonTtoBckmii, Berep). Jupmxuposan
kouneprom 1. M. Acnanos, komtera DiixeHBaibIa
M0 Ka3aHCKOMY OCEHHEMY OIIEpPHOMY CE30HY
1907 r. u pabore B Tudnuce B Havane 1910-x rr.
[20].

B urone 1918 . apTuCTBI OpKecTpa, dieHs! Ka-
3aHckoro otaenenust Beepoccuiickoro Coro3a op-
KECTPaHTOB, 4epe3 razery «3HaMs PEBOJIOIHM
ro6raromapwim nupexkropa nmupka H. A. Huxutu-
Ha 3a MpeI0CTaBIeHNE BO3MOKHOCTH NPOBECTH HE
coctosiBIIMiCS OeHeduc opkectpa. OIHOBpEMEH-
HO C ATHM BBIPaXKaJIOCh MMOPUIIAHHUE YIIPABJIISIOIIE-
My nupkoMm Kpeimiepy u kaccupy JlsuinHy, HE co-
obmuBmmM Cor03y O BBIACTICHHOM JHE, YTO JIHU-
IIAJI0O apTHUCTOB BO3MOXKHOCTH ITOATOTOBHUTHCA K
BBICTYIUICHHUIO U TIPUBEJO K CphIBY OeHedmca [21].

22 okta6ps 1918 r. cocrosuics cumponnde-
ckuii koHept Coro3a OpKeCTpPaHTOB B obecrede-
HUE BJIOB M CHPOT «IpH ydacTuu opkectpa [lepso-
ro CoBeTCKOro moJika, CAM(MOHUIECKOTO OPKECTpa
MY3BIKAaHTOB U3 50 UYEIOBEK M apTHCTOB ONEPBD»
[22].

11 mexabps 1918 r. Coro3 opKecTpaHTOB opra-
Hu3oBad B [opoackom Tearpe «CUMQpOHUUECKHUH
KOHIIEPT U KOHIEpT-0aim». B aHoHcax pekmamupo-
Bajoch ydactue nsatu auprkepos (P. A. I'ymmepr,
A. JI. Tlanaes, . A. Ilozen, M. C. CnaBUHCKH,
A. 0. Awmuro), rpymmsl COJHCTOB-BOKAJIUCTOB
(E.T. KoBenbkoBa, KombeBa, K. I'. Kusarunun) u
nHcTpyMeHTanucToB (FO. A. AmMuro — ckpwrika,
B. B. Kung-bensiesa — poprenbsno, E. I1. [Tunke —
ckpumika, M. C. CnaBUHCKHH — BHOJIOHYETH), BO-
KaJIBHOTO KBapTeTa «CHOMPCKUX OpOIsT», OOBITHO
UCTIOJHSIOUINX «IIECHH KaTOPTU M TalTh», YTELOB
CrporanoBoit 1 HabaroBa u 00beIMHEHHBIX TyXO-
BBIX opkecTpoB IlepBoro CoBeTrckoro m Paboumx
MoJIKOB 1o ynpasienneM ConoBbeBa u banamosa

¢ mporpaMMoi u3 npousBeacHuil Baruepa, berxo-
BeHa, Pumckoro-KopcakoBa, YaiikoBckoro. B
KOHIIepTe ObUIM HWCHOJHEHBI «VHTepHAIMOHAY,
yBepTiopa K omnepe «Puenumn» Barnepa, «Illexepa-
3ama» Pumckoro-Kopcakosa, «®atym» Yaiikos-
ckoro, yBepTiopa «Jleonopa» Ne 3 k omepe «Du-
nenno» berxoBeHa, MO OJHOMY W3 CKPHUITMYHBIX
KoHIIepTOB bpyxa n doprenbsaabix Cen-Canca u
Ip. [23].

B nauane 1919 r. A. DilixenBanba npeaceaare-
JIEeM CO03a OpKECTPAHTOB €Ie OCTaBajcs, HO
BCKOpE IO OOBEKTHBHBIM IMPUYMHAM OTOIIET OT
npocoro3Hoi nesitensHocTd. B anpene 1919 r. B
Kazanm 3aBepmmiace paboTa MO peopraHu3anuu
COTO30B JIeATeNel NCKYyCCTB, HA4aTasi B CTPaHE elle
ocenpto 1918 r. Ilo cBemeHusM meBHa U MY3bI-
kansHOro nucarens C. 0. JleBuka, oka3aBIIerocs
B IIEHTpPE TeaTpalbHOU TPO(COr03HON pPaboThI
[Terporpana [24, c. 68], Toraa Llentporearp u ot-
JeabHbIe 11eX0BbIe coro3bl (Coro3 akTepoB, Coro3
opkecTpanToB, Cor03 pabounx CIECHBI U T. 1.) ObI-
JU PEOpPraHu30BaHbl B EIUHBINA IMPOU3BOJICTBECH-
Hbli Co103 paOOTHUKOB 3PENUILHBIX MPEANPHUITUH,
BecHoit 1919 r. mepeumeHoBaHHBIM B Pabuc (c
1924 roma Bceepabuc). Ho mo Kazanu takas peop-
raHu3aIys JoNuia He Cpasy, OTJCIBbHBIC I[EXOBbIC
COTO3BI 37IECh JIEHCTBOBAIM TOJI CBOMMH MMEHAMHU
o obpazoBanus B ampene 1919 r. cexknun Pabuca
o Ha3BaHueM «COr03 MY3BIKAIBHBIX TPYKCHH-
KOB» [25].

A. DitxenBanp yexan u3 Kazanu emie mo 3to-
ro. C 9 mapra no 19 mas 1919 r. on umen onep-
HBIH aHraxkeMeHT B ExatepunOypre.

PesyabTaTsl

NHTeHCHBHOW ~ KOHLEPTHOM  JEATEIBbHOCTU
Coro3a OpKeCTpaHTOB, OXBATHUBIICH, BUAUMO, BCIO
Kazanckyro rybepHuio, u o0s3aHa Tatapckas My-
3bIKaJIbHAsE KyJbTYypa CO3/JaHUeM 00paboToK Ta-
TapCKUX HApPOJHBIX TeceH U onepbl «CTemby»
A. DitxenBanmpaa (em. monp.: [2], [3], [4], [5], [6]),
100 1O TopoaaM ¥ OOJBIIMM CEITHCKUM HACEIeH-
HbIM ITyHKTaM Ka3zaHckol ryOepHUM (3arisiHyB 110
nyta B Jroptiomu Y PuUMCKO TyOepHHH) KOMITO-
3UTOP MOT €3[IUTh TOJNBKO To nenaM Coro3a opke-
CTPaHTOB, «3aJICTbIBas» KOHIIEPTHI (HE 00s3aTeb-
HO CHUM(OHHYECKHE) €ro UYJICHOB JUIsl MaJIOMCKY-
IEHHOW ye3aHoW ayautopuu. W, ckopee Bcero,
UMEHHO TIPU ATUX MOE3/IKaX, COIPOBOXKIABIIHXCS
KOHTakTaMu A. DHXeHBalbla ¢ MPOCTOHAPOIHOMN
COJITATCKOM, pabodeii U KPEeCThIHCKON ayauTOPH-
ert, a e B Ka3anu oH MMO3HAKOMMIICS HE TOIBKO C
rpyOBIMU «TPaKTUPHBIMI) IECHSAMHU TIOJ] HEyMe-
JBIA aKKOMIMIAHEMEHT TapMOHH, TaK KOPOOSIIUMHU
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CJIYX KOMITIO3UTOpa, HO U C OUapOBaBIIMMHU €TI0 Ha-
POAHBIMHU HAIICBaAMU.
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DOrixenBanbaublH  (1875-1952) wmxar

6I/IOI‘pa(1)I/I$IC€HH9H aHbIH TaTap XaJibIKk MY3bIKa WXATblHA MOPIKITATHIOPCHO SAKTBUIBIK Caly4bl
Kaﬁ6ep (l)aKTﬂap KHUTCPEIIA. Amnanuz 6apI)IIlII)IHZ[a 3THOFpa(1JHI)IH OKCIICAUIIUOH SITYIHIICTC TYPbIHAATbI
Kaﬁ6ep (bQHHI/I XC3MATJIdpA2re MarbjiymMaTiapaa 6ynraH (baKTOJ'IOl"I/IK XaTtajiap a4ybIKJIaHa.

Toen TOLIEHYIIP: TaTap MY3BIKACHL, TaTtap (GoIbKIOphl, A. A. DiixenBanpn, H. @. Karanos,

(OoNBKIOP-3THOTPA(UK IKCIIE TUIHSIP

Coiitama euen: Mcombor M.H. Kommosutop AHTOH DiiXCHBAmbj TaTap XajiblK IKbIPhIHA
MepaKorareHeH ammaptiapsl // Tatarica. 2025. Ne 1 (24). 89—107 6. https://doi.org/10.26907/2311-

2042-2025-24-1-89-107

' ABrop Badar Gymy coboruIe, MOKAIOHEH CTPYKTypachl pemaktop M. M. XoberamHoBa TapadbIHHAH JKypHAI
TAJISTUIOPEH TypBl KUTEpen Te3eie. Marepuan My3blka OelreueHeH IIOXCH apXMBBIH/A CakjaHa TOpraH « AHTOH
DOtixenBanbaHBH Kazannars: surgoniere hoM aneIg maupace» (odepkiap) Kyrbsi3MachlHHAH anbiHTaH [ 1, ¢. 95-113.]
OJere MOKaJIo aBTOPHBIH Oe3HEH KypHaiaa 0ackuIraH MOKaJIoIop MUKIIbIHA Kaperid[2], [3], [4], [5], [6], [7].
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