YU N.ISANBET

DOI: 10.26907/2311-2042-2022-18-1-116-139

THE SYMPHONY ORCHESTRA CONCERT
OF ORIENTAL MUSIC IN KAZAN IN 1923

Yulduz Nakievna Isanbetl,
mileuscha@mail.ru.

The article systematizes the data on the history of the symphony orchestra concert of Tatar music
in Kazan in 1923. The study is based on archival materials reflecting the ethnographic activities of
Anton Eikhenwald (1875-1952). The article presents a detailed analysis of the composer’s works and
his views on Tatar music, summarizing newspaper responses and reviews of this unique cultural
event. It is proved that A. Eikhenwald, as a composer and performing musician, was higher and more
sensitive than his predecessors in the field of symphonic arrangements of Tatar folk songs.
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Introduction

Anton Eikhenwald’s (1875-1952) interest in
the music of the peoples living in Russia was most
likely inspired by Nikolai Klenovsky (1853-1915).
Although A. Eikhenwald himself was also interest-
ed in folklore, as evidenced by one of his early
works - Overture on Russian Themes (1895). As
for N. Klenovsky, his work is associated with a
fundamentally new phenomenon in the cultural life
of Russia. In 1893, in Moscow, he organized the
first Ethnographic Concert, based on the music of
the peoples living in Russia, the event attracted
considerable attention of the musical public. From
that time on, the music of small nations appeared
increasingly frequently on the concert stage, the
eyes of composers and performers turning in their
direction; it gave impetus to the formation and de-
velopment of professional education in new na-
tional schools.

It was not only spiritual impact that N.
Klenovsky had on A. Eikhenwald. Their life paths
often crossed and, as can be seen from their biog-
raphies, N. Klenovsky patronized A. Eikhenwald
and guided him.

A. Eikhenwald’s “Labor List of an Employee”
contains notes on ethnographic recordings in Odes-
sa (1912-1914) and Kazan (1915-1920). After
1917, collecting and studying the country’s multi-
national folklore was considered to be an integral

" Due to the death of the author, the structure of the arti-
cle was built, in accordance with the requirements of the
journal, by editor M. Khabutdinova. The article is based
on the manuscript “The Activities of Anton Eichenwald
in Kazan and His Environment” (Essays) stored in the
personal archive of the musicologist. Kazan, 2014, pp.
10-11, pp. 173-197 (416 p.).

part of the national state policy, and the ethno-
graphic section of the new State Institute of Musi-
cal Science (1921-1931) was created to deal with
these issues. Along with many other members of
the dissolved Musical and Ethnographic Commis-
sion, A. Eikhenwald was invited to the SIMS, the
fact that testified to the recognition of his commit-
ment to folk music. The SIMS was the first institu-
tion where A. Eichenwald held the official position
of ethnographer (1921-1923).

In general, A. Eichenwald’s ethnographic ac-
tivity in the field of Tatar music has been
underresearched. Except M. Nigmedzyanov, who
was the first to study the documents, related to
Eichenwald’s collecting activities, and to analyze
several arrangements of the composer [1, p. 25—
38], no one wrote about him. Meanwhile, the work
of A. Eikhenwald deserves serious attention, at
least because his constant, lifelong interest in Tatar
music was not directly related to the composer’s
professional work. There was an element of enthu-
siasm, of one’s own initiative in this activity.

Materials and methods

A. Eikhenwald’s archive contains a number of
documents shedding light on his contacts with Ta-
tar folk music and the figures of Tatar culture. To
understand and clarify some facts from the com-
poser’s creative biography and to identify the is-
sues that require additional study, we need to get to
know them better.

Discussion
In 1923, six adaptations of Eichenwald’s Tatar
folk songs for a symphony orchestra were per-
formed in Kazan. This event had a great influence
on the subsequent creative activity of the composer
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and, for many years to come, it determined the di-
rection of his creative searches in the field of folk
music, including Tatar music.

That could be one chance to help the concert
take place. In the summer of 1923, A. Eikhenwald
arrived in Kazan as a conductor of one of the sym-
phony orchestra concerts, organized by the Musi-
cal Society of the Tatar Republic (Tatmuzo®) in the
Hermitage Garden. The concert poster, released
ahead of time [2], contained works by R. Wagner,
A. Borodin and E. Grieg. But due to the fact that
the opera singer K. N. Svidersky, announced as a
soloist, for some reason could not come to Kazan,
he had to be replaced, and the program was partial-
ly changed.

According to the newspaper announcement
“On the Concert of the Conductor Eichenwald”
[3], excerpts from Wagner’s operas “Tannhéduser”,
“Lohengrin” and “Tristan and Isolde”, Grieg’s
suite “Peer Gynt” and Liszt's piano concerto were
performed in the concert, held on July 2 ( the solo-
ist was Dina Golzer, a 19-year-old Moscow pia-
nist, known in Moscow musical circles as a young
talent). The opening speech was delivered by E.
Shuvalov.

On whose initiative and why A. Eikhenwald
was invited to Kazan to conduct a single concert is
still not entirely clear. Those might be his personal
connections with Kazan colleagues who used the
opportunity, but it would seem that there was no
urgent need for his arrival. In 1923, Tatmuzo’s
symphony orchestra’ concerts were conducted, as a
rule, by our own, Kazan conductors: A. Litvinov
and, from autumn, J. Pozen. Now, it is no longer
possible to clarify: whether the main reason for A.
Eikhenwald’s arrival was another, “oriental”, con-
cert, stipulated in advance, and Tatmuzo’s concert
was held as if “in addition” to it, or, on the contra-
ry, he took advantage of his stay in Kazan to or-
ganize an additional concert of oriental music with
the performance, among other things, of their own
arrangements of Tatar folk tunes (Shamil Usmanov
hints at it in his article “Berenche Tatar symphonya
kichase” [4]). One thing is clear - A. Eikhenwald
arrived in Kazan with completed arrangements.
Naturally, the composer could not help looking for

* Tatmuzo, created in 1923 on a voluntary basis, was
engaged in concert activities, similar to the philharmon-
ic, and the organization of public lectures. It existed at
the expense of membership fees and a small subsidy
given by Tatglavprofobra (a sub-department of the Re-
publican People's Commissariat of Education) (herein-
after, notes by Yu. Isanbet. - M. Kh.).

the possibility of their public performance in front
of the audience.

The idea of holding an oriental symphony mu-
sic concert was supported by Tatmuzo and the Re-
publican People’s Commissariat of Education. As
the 9™ meeting of the First Tatmuzo Season (this
information is given according to the Tatar poster-
program [5]), the concert took place on August 3,
in the Red Army Palace, which then occupied the
building of the former New Club’. It was conduct-
ed by A. Eikhenwald.

M. Brundukov, the People’s Commissar of Ed-
ucation of the Republic, opened the concert with a
meaningful introductory speech, preserved in the
interpretation of A. Umerov, a reviewer of the Ta-
tar newspaper “Tatarstan” [6]. In particular, M.
Brundukov drew attention to the great progress
made in the field of Tatar education, literature, the-
ater and mass media over the last five years

. The performance of A. Eikhenwald’s works
was assessed by M. Brundukov as the first major
achievement in the development of Tatar music
(“Tatar muzykasyn ystery yulynda berenche zur
adymny atladyk™).

Five years later, the reviewer of “The Red
Tataria” M. Simsky, slightly rearranging the ac-
cents, argued that M. Brundukov noted that the
symphony orchestra concert of oriental music was
a significant event as the first ever concert of Tatar
folk music [7], which is not consistent with reality.
With the exception of a few works by beginning
Tatar composers, nothing else but just folk music
was found in the repertoire of Tatar music con-
certs, which since the beginning of the 20" century
have gradually become an important part of the
musical life of society. Unfortunately, such or sim-
ilar inaccurate interpretations of the People’s
Commissar’s words were later repeatedly found in
numerous reviews of A. Eichenwald’s concerts in
the country and abroad.

In 1923, A. Eikhenwald himself assessed the
significance of his work and the specificity of the
concert in a different way. “In this form, that is,
musical arrangement and with a large symphony
orchestra, the songs of the Kazan Tatars have been
performed for the first time,” he wrote, calling his
“modest work ... the first one in the history of the
Kazan Tatars,” which is true, if we mean songs as
an independent genre of symphonic music. But as
the thematic material for program symphonic
works, Tatar-Bashkir folk songs were used in the
works of V. Vinogradov two years earlier than in

3 This is the Tatar Drama and Comedy Theater named
after Karim Tinchurin now.
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A. Eikhenwald’s, although not so successfully.
One can also recall such a little-known fact [1] as
the singer Kamil Mutygi’s performance of Tatar
folk songs, accompanied by a symphony orchestra,
as early as in pre-revolutionary times®.

The composer’s words, cited above, are taken
from the text of his brief “Speech, delivered by
Anton Eikhenwald during a symphony orchestra
concert on the 5™ (the author’s note, it should be:
3" - Yu. 1) August, 1923, in the city of Kazan”,
which the composer was going to make before per-
forming his arrangements of Tatar folk songs.

The text of the “Speech”, in which almost eve-
ry sentence is structurally separated from the pre-
vious one by a long line, like a long double dash,
as if symbolizing the beginning of a new paragraph
expressing one thought, is closest to the detailed
plan or theses of the upcoming speech.

Over the course of a 2-3-minute text (if it is
read exactly as it is written), A. Eikhenwald man-
ages to cover the following issues:

the meaning of old songs;

the features of their musical structure;

the depth of content and mood of folk melo-
dies; their diversity;

the principles of recording and arrangement of
the performed “orchestral pieces”;

the historical significance of this concert;

the possibility of a more “national” adaptation
of folk tunes in the future;

the evaluation of his work.

The “Speech” says, “Before proceeding with
the performance of the following tunes, namely:
the ancient songs of the Kazan Tatars, I will allow
myself to say a few words about the folk songs of
the Kazan Tatars that I recorded. - A real old song
of the Kazan Tatars, in addition to its literary and
ethnographic value, is of great musical interest. All
old songs have a certain musical structure and are
built on a peculiar five-note scale (related to Chi-
nese). Despite, at first glance, the apparent poverty
of this five-note scale, the songs of the Kazan Ta-

* The reader should keep in mind that such minor errors
or reticences can be found in separate subsequent state-
ments by A. Eichenwald and some other authors. Se-
quential detailed commenting on each of them would be
inappropriate and might complicate reading. But in the
course of a general description of individual issues in
the development of Tatar musical culture, it is necessary
to take them into account along with other arguments.
Having learned the point of view of the author of the ar-
ticle on a particular issue and facts, the reader, if need
be, can take them into account when evaluating other
points of view.

tars are so diverse that one has to wonder: how this
folk art has achieved these combinations with such
a small number of sounds and created a variety of
melodies deep in content and mood, from the sad-
dest to the funniest. — I happened to have recorded
many old songs, and today we perform some of
them in the form I have adapted. - The principle of
my arrangements is as follows: in each orchestral
number-piece I left the melody of the song intact
repeating it as many times as the text of the song
requires, I added various contrapuntal compounds
to the melody only as an accompaniment. Also, in
accordance with the plot and mood of the song,
harmonic and orchestral colors are included; in this
form, that is, in this artistic adaptation and with a
large symphony orchestra, the songs of the Kazan
Tatars are performed for the first time. Unfortu-
nately, until now, few people have been interested
in the music of the Kazan Tatars, and folk songs
are almost never found in literature. Meanwhile,
the music of all peoples of the world has its own
ethnographers and composers. — [ would be deeply
flattered if this modest work of mine, which is the
first of this kind in the history of the Kazan Tatars,
would give impetus to the development of record-
ings and arrangements of Tatar songs. — It would
be a pity if these pearls of folk art, unknown to the
cultural world until now, were to wither in vain not
recorded on paper. - But we must hope that the
young Tatar Republic, which has already achieved
great cultural results in its three years of existence,
will create both its own ethnographers and its own
composers, who, perhaps, will adapt these wonder-
ful folk melodies better and more nationally than
me. In any case, my modest work is so far the first
contribution to this cultural undertaking. - Starting
to perform the songs of the Kazan Tatars recorded
and arranged by me, I ask you not to judge me too
harshly”.

The composition of the concert program was
heterogeneous. It included:

I. Academic genre works -

1. Suite “Caucasian Sketches” by M. Ippolitov-
Ivanov, based on Georgian/Armenian/Crimean Ta-
tar tunes (in the first part of the concert, the first
three parts “In the Gorge”, “In the Village”, “In the
Mosque” were performed; in the second part, as
the final performance of the concert as a whole
came the final part called “Sardar’s Procession”).

2. Suite “Crimean Sketches” by A. Spendiarov,
based on the Crimean Tatar melodies (Dance, Ele-
giac, Table/Dance, Kaitarma).
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3. “Fantasy of Bashkir Melodies” (taken from
the announcement program) “Shikhan” (“The
Mound”) by V. Vinogradov’.

II. Separate arrangements of Tatar tunes for a
symphony orchestra (“orchestral pieces”, accord-
ing to A. Eichenwald’s definition) -

1. “Kaz kanaty” (“Goose Wings”);

2. “Okop kee” (“A Trench Song”);

3. “Salkyn chishmo” (“A Cold Spring”);

4. “Meslimo” (“Muslima” Is a Female Name);

5. “Tugan iI” (“Motherland”);

6. “Gazizs baldyz” (“Gaziz’s Sister-in-Law”).

This is the number of pieces according to the
program. However, reviewing the concert, M.
Simsky writes about the performance of seven ar-
rangements [8]. If this is not a typo, then, as num-
ber seven, could only be Takmak, in this case, ap-
parently, performed in excess of the announced
program, but declared in the main program of A.
Eichenwald’s works in a concert with his participa-
tion on August 23, 1923 [9] .

III. Tatar folk songs (specific names are not
given in the concert announcements) for voice or
for voice with some kind of instrumental or orches-
tral accompaniment.

According to the available programs and
newspaper responses to the concert, it is impossi-
ble to establish with certainty whether A.
Eikhenwald’s arrangements were performed only
for a “pure” symphony orchestra, or whether,
along with them, arrangements for voice and or-
chestra were also performed (A. Eikhenwald had
both variants of arrangements of the listed melo-
dies). But, most likely, the young Tatar folk sing-
ers Khakima Chamaeva, Sara Sadykova and
Yarulla Chamaev, who took part in the concert,
were not ready to perform accompanied by an or-
chestra and, without going beyond their usual rep-
ertoire, sang with piano accompaniment, while A.
Eikhenwald, as a conductor and composer, had

> The concert program contains the literary program of
this rarely performed work: “The majestic Shikhan has
been standing for many years in the Bashkir steppes,
jealously guarding the peace of the ashes of the Bashkir
national leader Buranbai hidden under it. Shikhan is
lonely: Only sometimes an old Bashkir comes to its foot
and plays a folk song about Buranbai on a makeshift
kurai ... Listening to his song, Shikhan wakes up, and
before him stands the distant past of the Bashkir land,
the cheerful, carefree people, their battles with enemies,
the dances of youth , the exploits of Buranbai sleeping
under it... The song comes to an end, but its echoes still
sound in Shikhan's mighty chest for a long time and
again he remains alone in the steppe, keeping the
memory of the hero for posterity.

nothing to do with their performances. This is all
the more likely because the name of Salikh
Saidashev, known in those years not only as a
composer, but also as a skilled accompanist-
improviser is given among the participants of the
concert (Tatar announcement poster) [5]. If Salih
Saidashev’s performance as a pianist had been so-
lo, not ensemble, this would not have passed by the
attention of the reviewers who responded to the
concert.

We should not be confused by the fact that the
newspaper reviewer V. Glen in “On the Concert of
Oriental Music”, giving the information preceding
the concert [10], writes about the great poetic in-
terest aroused by the texts of the songs adapted by
A. Eichenwald and translated into Russian by Prof.
N. Katanov. From this remark it does not at all fol-
low that in the concert, the arrangements of Tatar
folk songs were performed not just with texts, but
even with texts in Russian. Why would it be so?
Tatar performers would not be able to do it proper-
ly. The journalist could have had in mind not just
concert performances, but initial musical notations
of folk tunes with original subtexts in their native
language and with appendices of translations of the
texts in Russian.

It is also worth mentioning that all the young
singers, as Shamil Usmanov’s review reports, per-
formed before the second part of the concert [4],
not at its beginning, that is, before the performance
of Eichenwald’s arrangements and, most likely, be-
fore the orchestra was on the stage. The perfor-
mance of the Tatar singers went as if outside (in
excess of) the program, presenting a kind of insert
episode in the concert.

Although the concert program was composed
of 1) program symphonic works based on the folk
song material of various Eastern peoples; 2) Tatar
folk songs arranged for a symphony orchestra and
3) Tatar folk songs for voice in their pure form (or
accompanied by piano), on a concert program and
in some other materials, related to the concert, all
performed works, except for the fantasy of V.
Vinogradov, were unified, genre-equalized and
called simply - Georgian, Tatar and other “melo-
dies” (songs) in arrangement for the orchestra.
However, the tasks, facing the authors of the actual
arrangements and the authors of program sketches,
based on song themes (the authors of the latter
have greater creative freedom), require different
treatment of folk song material and allow different
degrees of creative freedom of the author.

The concert was a huge success. In 1926, in
Paris, A. Eichenwald recalled:
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“In Kazan, in the autumn of 1923, already un-
der the Tatar Republic and wunder the
Tatnarkompros (meaning not the Commissariat,
but the People’s Commissar of Education of
Tatarstan. - Yu. I.) Brundukov < the author has it:
Burundukov> (a Tatar with a university educa-
tion), we managed to stage several concerts (two
symphonic and one musical lecture) composed of
Tatar folk songs, which made a deep impression on
the Tatar audience. Tickets for these concerts were
distributed among Muslims - women were made to
come, there were many old women. In total, the
theater (the former Public Assembly)® (now it is
called the Red Army Palace) accommodated the
audience of over a thousand - overwhelmingly Ta-
tars. One should have seen what impression this
orchestrated Tatar music made on the Tatar audi-
ence. At first, bewilderment reigned — on hearing
their native music, the Tatars simply got confused
and did not know how to behave. And only recov-
ering from the first impression did they begin to
express their feelings with great spontaneity. At
first, they listened very attentively, then they made
a big noise, they all began to sing along, to clap
their hands to the beat and whistle terribly (with
delight!). The old women burst into tears when
they heard the old legends. When the dance songs
began, they threw the chairs out of the hall and be-
gan to dance, then, sweaty and excited, climbed
onto the stage to hug the members of the orchestra.
Such concerts in <19>23-<19>24 were also given
in Ufa, Orenburg, Tashkent and Tiflis. Every-
where, they were a huge success among the local
population, arousing, one might say, enthusiasm -
the public expressed their feelings with spontaneity
and force” [11].

The success of the concert accounted for its
repetition. On  August 26, in the same
Krasnoarmeisky Palace, a new “symphony orches-
tra concert with the participation of Arrigo” was
organized to perform an “Oriental music program”
[12]. Since the performance of the mathematician
Arrigo occupied the entire second part, the musical
part of the new concert, compared to the previous
one, was reduced to one part, most likely by ex-
cluding some parts of the works by Ippolitov-
Ivanov and Spendiarov. Instead of three soloists,
only two of them took part - Kh. Chamaeva and
the Russian opera soloist N. Stepanova-
Shevchenko.

% A. Eikhenwald confuses the buildings of the former
New Club, built in 1912, and the former Assembly of
the Nobility.

It is not known whether the composer preceded
the performance of his arrangements with explana-
tions similar to those given on August 3, but this
time the concert was preceded by A. Eikhenwald’s
article “The Folk Song of the Kazan Tatars (On to-
day’s concert in the Red Army Palace)” published
in the TatTsIK newspaper “Izvestiya” [13], which,
in terms of content, fully met the expectations set
for introductory words to concerts. Perhaps, A.
Eikhenwald did not abandon the tradition of deliv-
ering an introductory speech, whose short (or full?)
text was also published in the newspaper. We
should not overlook the fact that the conductor, in
addition to two concerts, also mentioned a lecture
he had given in Kazan:

“The folk song of the Kazan Tatars, due to the old
social and partly religious position of these people, was
hidden from the European ear, and there were no music
ethnographers among the Muslims who could record
these songs.

(If such musicians did exist, their recordings
were not used in practice and did not become
known either to the masses or to specialists (M.
Sultanov, A. Simakov).)

Therefore, Tatar folk songs, in their real, unpervert-
ed form, were preserved only in the people’s memory,
and not by many, it was very difficult to hear them per-
formed.

This explains why a Tatar song has never been per-
formed by a symphony orchestra and has not occupied a
serious position in musical literature at all.

Now, that the nationalities have been given the op-
portunity for free development, when folk art is regard-
ed our cultural value, there is an opportunity to record,
arrange and perform the Tatar folk song with a sympho-
ny orchestra.

On August 3, thanks to Tatnarkompros and
Tatmuzo in Kazan, for the first time in the history of Ta-
tar music, the symphony orchestra performed folk
songs, which were a great success.

Today, at the symphony concert, old folk songs of
the Kazan Tatars will be performed, arranged for a
symphony orchestra.

This work of mine is a touchstone for the further
development of Tatar music and it proves that Tatar
music can and should take a prominent place among Eu-
ropean musical literature.”

The permanent Kazan concert audience, in-
cluding the Tatar one, was, to some extent, pre-
pared for the perception of A. Eikhenvald’s Sym-
phonic Orchestra Concert of Oriental Music. In the
first post-revolutionary years, concerts, announced
as ethnographic concerts of different peoples or
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combined concerts of “oriental” music and art, in-
cluding those meant for a purely Tatar audience
(that is, in the Tatar language and composed of the
pieces chosen according to the requests of those
present), were not uncommon for Kazan. Infor-
mation about them was often found in the local
press in the period preceding A. Eichenwald’s con-
cert. Among them, there was information and an-
nouncements about the musical events of the city.

¢ A well-known figure in the geographical society,
“the expert in musical ethnography, Ya. Prokhorov,”
was to deliver a brief introduction “Regarding the sig-
nificance and meaning of the study of folk music” at the
beginning of the concert. This was announced in the no-
tice about the upcoming First Ethnographic Concert on
March 28, 1920 in the Assembly Hall of the University,
organized by the Society of Archeology, History and
Ethnography [OAIE] at Kazan University with the fi-
nancial assistance of the Provincial Out-of-School Sub-
division at the Kazan Provincial Department of Public
Education. After that, performances with folk songs of
the Chuvash, Tatar, Mari, Votyatsky (that is, Udmurt),
Kryashen and Mordovian choirs were to follow.

The Society also planned to hold concerts of Rus-
sian folk songs and Hungarian songs [5].

OA concert with a program of Hungarian folk melo-
dies, performed by a Hungarian orchestra in the Assem-
bly Hall of the University, was scheduled for May 10,
1920. The performers were supposed to be students of
the University of Budapest. Obviously, the Society of
Archeology, History and Ethnography at Kazan Univer-
sity successfully carried out its intention to contact the
Hungarian military units, stationed in Kazan (before
May 1, 1920, Kazan was under martial law), and re-
ceived their necessary assistance.

“The second concert is more historical than ethno-
graphic,” wrote the Znamya Truda newspaper. — The
performers - 10 people — were very educated musicians,
among whom there were people with higher education —
presented a brilliant illustration of the development of
the Hungarian music history. The chairman of the socie-
ty, Prof. B. Adler, introduced the public to a report,
written by Comrade Lagog, a member of the orchestra.
The concert was a brilliant success.

The provincial out-of-school sub-department of the
“Kazan provincial department of public education” allo-
cated a certain amount of money for ethnographic con-
certs. Our guests refused categorically to accept fees”
[14].

OThe evening of oriental music and poetry, held on
June 15, 1921, in “should be classified as one of the
most interesting and stylish evenings, both in terms of a
well-thought-out and sustained program, and in terms of
performance”, wrote the author under the acronym “S”.
[15].

He reported that “a significant part of the evening
was devoted to the Tatar melody and song, both folk
and arranged by European composers. Tatar and Bash-

kir songs from K. Schubert’s quartet sounded great,
Comrades Simakov, Kozlov and Akvilanov played Ta-
tar folk melodies with great enthusiasm. From the rest
of the program, of special interest were the songs of the
ashugs (Armenia) in recitation, Persian and Georgian
poetry, solo arias from M. Ippolitov-Ivanov’s operas
“Treason” and A. Rubinstein’s “Maccabees”
<“Maccaber”>. Folk songs, performed by Comrade
Travin in the Tatar language, were a great success.”

OJuly 15, 1921 was the date, appointed for Sharyk
muzykasy kichase, organized by the Department of Edu-
cation of the People’s Commissariat for Education of
the Tatar Autonomous Soviet Socialist Republic. The
songs of the peoples of the East in the Russian and Tatar
languages were planned to be performed and poetry was
to be read in Persian, Armenian and Tatar [16].

¢ On October 19, 1921, a “grand concert-ball in ori-
ental style in the Russian and Tatar languages” took
place in the Assembly Hall of the University with the
participation of “the best artists of the Russian opera,
students of the Eastern Conservatory and the choir”
[17].

OA concert-lecture was announced for November
25, 1922, at the Tatar State Theater. The performance of
Tatar folk songs (G. Almukhamedov, A. Saifi, Kh.
Chamaeva, the choir under the direction of S. Gabashi)
was to be accompanied by comments on the history of
their occurrence and existence [18].

OTatar performers also appeared on the Moscow
stage: in April 1923, singers G. Almukhamedov and K.
Mutygi performed Tatar music in an ethnographic con-
cert at the Polytechnic Museum in the capital [19].

By that time, Tatar folk songs, for long, had
not been limited to the folk environment. Not only
individual connoisseurs knew them, but also their
performance went beyond the limits of everyday
music-making. They gradually became one of the
important components of professional performanc-
es and creative work.

As early as in the beginning of the 20™ century,
the Tatar song and instrumental music became part
of the performances of the Tatar drama theater and
they began to conquer the concert stage. After the
1917 revolution, when public concerts became a
ubiquitous phenomenon, it was folk music that
maintained the repertoire of Tatar singers, instru-
mentalists, string and brass bands, amateur choirs -
professional works were still in short supply.

The Central Eastern Music School (Eastern
Conservatory) started some ethnographic work of
collecting and studying Tatar folk music and even
managed to publish six Tatar folk songs in the
harmonization of Ya. Prokhorov, albeit formal and
unsuccessful. At that time, N. Katanov took part in
the adaptation of these songs’ lyrics, he also
worked at the Eastern Conservatory, along with
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other educational institutions, where he taught a
course in the history of songwriting of the Turkic
peoples [20, p. 87]. G. Almukhamedov and V.
Vinogradov also started working together on the
notation of Tatar folk songs. In the musical world,
a collection of the Crimean, Kasimov and Kazan
Tatars’ songs was known to exist. It was made by
violinist A. Simakov, who did not work long in
Kazan.

Besides, discussions of musical and ethno-
graphic materials were held. In particular, on No-
vember 3, 1922, a meeting of workers of oriental
art was scheduled to be held at the Scientific (Aca-
demic) Center of Tatnarkompros to listen to 16 Ta-
tar folk songs recorded by Ya. Prokhorov, Tatar
and Bashkir folk songs recorded by G.
Almukhamedov and V. Vinogradov ( “Tashtugai”,
“Baek”, “Arguxakay”, “Sibai canton”,
“Shayrokoy”) and the Bashkir folk song
“Buranbay” recorded by S. Gabashi.

The instrumental and symphonic creative work
of Tatar composers began with the thematic mate-
rial of folk songs. As already noted, in 1921, the
three-part “Tatar Suite” by V. Vinogradov, based
on folk tunes, was written, followed by his own
fantasy “Shikhan”, thematically based on the
Bashkir folk songs ‘“Buranbai” and “Baek”
(“Baik”). Having visited the oriental charity event
for hunger, held on November 14, 1921, the audi-
ence managed to get acquainted with the way the
orchestral arrangement of the first and third parts
of the suite sounded (the symphony orchestra was
conducted by J. Posen). (Other performances: the
ballet scene “In the Caucasus Mountains”, S.
Gabashi’s march “Tatar Alae” (“A Tatar March”),
a duet of violins and folk songs. Performers: vio-
linists I. Kozlov and A. Simakov, singers F.
Gumerova (the folk song “Squadron”), Almaeva
(“Sandugach” by S. Gabashi), etc.) [21].

«Jlepec, TaTap KbIpIApbIH XKBIIO, AJTAPHBI My3bIKara
cajly KynToH OaliaHabl HHIIE.

PeBoorusire  kamop 1m0 Kaszanma, Ydama hom
blpeiHOYpa TaTap-6amKopT ereTaope TapadbIHHAH KYII
KEHO KelnopeOe3 MaHJOJMMHA, CKPHIIKA, MUaHWHO hom
posib Kebek My3blka Kopajulapbl ©4YeH HoTajapra
caJIBIHBIN Homep utenraH uie. Kasan nspendenyHe 19
hom momthyp ckpunkaust KosnoB unrom 1o Oy ronjga
KYIl KEHO XEe3MOTJIp KYPCOTKOHHop wupe. JIokuH
GonmapHblH hoMMmoce 19 Oepap My3bIKa KOpalbl SIKH
KBapTeT ©YEH JIUIOH/IE.

By ronga xa3epre keHne ['abomm hom Coaiinomies
ANTOUUIOp 19 sud. JlokuH amap Ttarap KeusopeH
CUM(OHUSAT KYIO FOJIBIH/IA SULIOMI/IENIP.

By omer Basudansr ytoy mpodeccop IIpoxopos
OeroH Momhyp sTHOrpad-KoMIo3uTop OWXEHBANIBA
UIITOLIISP OJICIICHD TOIITE.

Ipodeccop IIpoxopoBHBIH Oy f0iAa 3IUISTOH
Xe3MOTJIIOpe CaH JKOhoTeHHOH Kynm Oyrnca na, 39ke
Te3erene ATBIHHAH TaTapHbIKBIHHAH Ouk
epaKialkaHHap, aypynanamkannap . IyHsIH eueH 10
TaTtap KeillIopeH My3blKa KaHYHHApblHA PUTasTh HTEIl,
cap xeimoH cuM¢poHuUArs camyusl, huu mebhaces,
OlixeHBajp] UNTom. Yiu Oy ronna OepeHue YpHIHHBI
aypIpra THELLIe.

Kebut  rackep capaenga Illopblk  My3bIKachl
cUM(OHUS KOHLEPTHIHIA DHXEHBaJbJl MITIII HIapace
acThIHAa Kewie cMM(OHUS OpKecTphbl TapadblHHAH Uda
WTeNToH <Gamkapsuirad.— M. M.> tarapHbIH Hcke ,,Ka3
KaHaTHI, ,,AKyn kee", ,,CankslH qumma”, ,,Mecmumo*,
,Lyrad w1 hom ,,I'azn3o OamapI3“ Keiimope rorapeiia
OUTeNToHHOpPEeHEH JKaHibl mahutiapsl Oymamapy [6].

“Of course, it has been long since the collection of
Tatar songs and their musical arrangement began.

In Kazan, Ufa and Orenburg, even before the
revolution, thanks to the efforts of the Tatar-Bashkir fel-
lows, notes of Tatar melodies were published for their
mandolin, violin, or piano performance. In this field, a
lot of work was done by Kazan University and the
famous violinist Kozlov.

However, they were all arranged to be played on
one musical instrument or for a quartet.

Comrades Gabyashi and Saidashev are working in
this direction today. However, they have done nothing
in terms of symphonic arrangement of Tatar tunes.

This honorable duty fell on the shoulders of Prof.
Prokhorov and the famous composer and ethnographer
Eichenwald.

Although Prof. Prokhorov has many works created
in this field, however, all of them are very far from Ta-
tar tunes in terms of their internal structure, they are ex-
cessively Europeanized. Comrade Eichenwald has suc-
ceeded in arranging Tatar tunes according to the laws of
music, translating them into the symphonic language.
He has become a pioneer on this path.

Oriental music, performed by the symphony orches-
tra, conducted by comrade Eikhenwald in the Red Army
Palace, sounded powerful, and the old Tatar songs
“Goose Wings”, “A Trench Song”, “A Cold Spring”,
“Muslima”, “My Native Country” and “Gaziz’s Sister-
in-Law” evidenced this” (translated by the editor - M.
Kh.).

Thus, according to the general collected ethno-
graphically-tinged program, the August symphonic
concerts of oriental music in 1923 were not novel
for the musically sophisticated part of the Kazan
musical audience, and Tatar folk songs more and
more often claimed their right to a place in the ac-

7 Apparently, Brundukov is mistaken. In other sources,
known today, information about the existence of
Prokhorov's symphonic arrangements is not found.
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ademic musical life of the republic. But the true
innovation of A. Eikhenwald was something else —
it was the level of professionalism and the novelty
of handling a folk song, the ability to find his own
approach to arranging it and revealing its beauty.

The emotional perception of the public cannot
be controlled. Only a sincere work can reach the
listener’s heart. A. Eikhenwald, no doubt, as a
composer and performing musician was higher and
more sensitive than his predecessors in the field of
Tatar music. It was his high level of professional-
ism, his persistent and effective desire to achieve
the sound, that the ordinary Tatar listener, who is
generally unfamiliar with the academic principles
of organizing musical material, would not reject as
“not our music”, that won him the real recognition
of the audience, which was more democratic than
the usual audience of symphony concerts. Most of
those present were “unenlightened” listeners from
among the simple Tatar people, including women,
who probably had heard the sound of a full-fledged
professional orchestra for the first time in their
lives. This audience did not reject either the po-
lyphony or the new, completely unusual timbres of
orchestral instruments.

The concert attracted the active attention of the
Republican Tatar and Russian mass media ([22],
[23], [24], [4], [8]), which not only announced it
([22], [23], [24]), but also informed their readers
about its main “events” ([4], [8]).

Shamil Usmanov, who was in charge of the
department of literature and arts of the Tatarstan
newspaper in those years, wrote:

«3 wue asrycrra ,,Ke3em rackop®
KOMIIO3UTOp  OHXEHBalbJ  MAAPICEHID

capacHza
HIOPBIK

KBIPJAPBIHEIH, TaTap MY3BIKACHIHBIH OCTa KOMIIO3UTOP

KaJoMe O€JIoH MOHTENeK  TaKTara  SI3bUIYBIHBIH
TaHTaHANBl Ooifpome wmae. MHIe MOHHaH COH,
KOMITO3UTOP OWXEHBaJbIHBIH  9UTYyeHUo, AHBIH

OamuiaraH »BIIeH JoBaM HUTTEPYy ©YeH SIIb Tarap
KOMIIO3UTOPJIAPBIHBIH KHITYEHS bIIIAHACH! KHJIEI KUTTE.

[IporpammanbIH OamiblHAa TaTap Keisope OenoH
YarplIUTHIPY HUATEHHOH aJIbIHTaH KBIPHIM hoM KaBKa3z
Keitmope, BuHOrpamoB TapadblHHAH S3BIITAH XaJIBIK
kahapmaHbI LIMXaH

KelimopeHs kyuen, ,,Ka3 xanatel, ,,Oxom kee“,
,,CaKbIH uuimma®, ,,Mecnuma®, Tyran un®, ,,I'azuzo
0anupI3 NapHBI YIHHAIBL.

Xajplk apachlHIA Tepiie POBEIITd JKBIPIAHKIIM,
0e3mo OmKk raam caHaiural Oy KOWIOp TaJlaHTIIBI
KOMITO3UTOP HAApICEHAS Oapbichl — (QuiedTanapHbIH
MOHJIBI TaBBIUIAPBI, YHHAp4Ya CKPUIKAHBIH HEYKd

KbULJIAPbI ACTHIH/A, YbIH-YBIHJIAI, XaJbIK MOHbBIH, aHBIH
hapbep ahoHe M3eIroH XaNbIKHBIH THPOH TOWTBLIAPBIH,
Ka#TbI-IIATIIBIKIAPEIH a4blll OUpa UIe.

Y3 MoHHapeIH OepeHue MOpTa09 CcUMGpOHUK
OpKeCTp KBULIAphl acCTHIHHAH WIIETKOH hopOep KeiiHe
3a1 STHTBIPATHIIT AJIKBIIIUIAT, apana
myaddoxsisTeaepore’ ,,Ka3 kaHaTh KOeH TOKpapiapra
MOKOYP HTTETIOP.

Hkenue Oyrnem aniblHAA IKbIpiaraH XoKHMO
Yamaesa, Capa CappliikoBa, Yamaesnap
Mya(QoKbIATEIE YBITYJaphl OCJIOH KUYOHEH TOICHUPEH
TarbIH J1a TYJBIPAK SICAI, PyXHBI KYTIPACIIP.

3an kuuroH haBa sSHrBIpNIBL Oyiyra KapamacTa,
XaJIbIK O€JIoH IIBITPBIM TYJIbI Hae» [28].

“On August 3, a symphonic concert of oriental mu-
sic was held at the “Red Army Palace” under the direc-
tion of Eichenwald. It was a real festive occasion, a
concert, which consisted of forgotten folk songs, im-
mortalized by the pen of a talented composer. As the
composer Eichenwald said, after that experience, one
would like to believe that, from among the young Tatar
composers, there would appear successors of the work
he had started.

At the beginning of the program, the Crimean and
Caucasian melodies were performed for comparison,
Vinogradov’s musical fantasy “Shikhan”, based on the
legend at the grave of Buranbai in honor of the national
hero; then the orchestra performed Tatar melodies:
“Goose Wings”, “A Trench Song”, “A Cold Spring”,
“Muslima”, “My Native Country” and “Gaziz’s Sister-
in-Law”.

These melodies, considered to be unpretentious, but
arranged by a talented composer, framed by melodic
voices of flutes and thin strings of dozens of violins,
managed to truly reveal folk music, performed in a folk
environment in different ways, when each sound con-
veyed the emotional experiences of the suffering people,
their sorrows and joys.

On hearing their folk music in a symphonic ar-
rangement for the first time, the audience greeted each
melody with loud applause and asked for an encore per-
formance of the successful arrangement of “Goose
Wings”.

The pleasant impression of the evening perfor-
mance was enhanced by the singing of Khakima
Chamaeva, Sara Sadykova and the Chamaevs, who
managed to enrich the sound of folk melodies with their
voices. It was a full house, although it was rainy out-
side” (translated by the editor - M. Kh.).

Evaluating the concert as being well thought
out and excellent in terms of performance, M.
Simsky spoke highly of the “Crimean-Caucasian”
works, included in the program, and their impec-
cable performance. He called the songs of the Ka-
zan Tatars, arranged by A. Eikhenwald, a valuable

8 Myagpgpoxviame — yHbIL, OyIgBIpa  ANTY4BUIBIK

(success, luck, achievement).
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contribution to the cultural fund of the republic.
Drawing the readers’ attention to the fact that “the-
se songs, at first glance primitively uncomplicated
and built on a five-tone scale, at the same time, are
so inartificial, so cheerfully and joyfully fresh, the
impression enhanced by skillful harmonization and
orchestration”, he recognized the performance of
the seven songs as “the best and the most exciting
performance on the program”.

The reviewer was impressed by “the fantasy
‘Shikhan’ made up of simple, but peculiarly me-
lodic Bashkir tunes and written strongly, with a
bold sweep”, which had a significant success, thus
deserving to be “repeated at one of the next sym-
phony orchestra concerts”.

M. Simsky also noted the good impression left
by the performance of Tatar folk songs proper: “Of
great interest was the performance of the Tatar
singers Chamaeva (in the newspaper: Gamaeva. -
Yu. L), Sadykova, Chamaev (in the newspaper:
Gamaeva. - Yu. I.) who sang a number of Tatar
songs, with the greatest success falling to the lot of
Sadykova, a singer with a small, but pleasant in
timbre and naturally melodious voice” [8].

As follows from the brief press review, local
publications, in those years rarely responding to
the events of the literary and musical-theatrical life
of the republic, reacted quite actively to the sym-
phonic concert of oriental music, making it the fo-
cus of their attention. By stingy local standards,
there were quite a lot of preliminary announce-
ments and reviews of the concert. But the very ap-
proach to such an extraordinary phenomenon as
the “Oriental” symphony orchestra concert and,
especially, A. Eichenwald’s own works, was rather
superficial.

Newspapermen, mainly limiting themselves to
the descriptions of what happened directly in the
concert hall, showed no particular interest either in
the personality of A. Eichenwald as a composer
and conductor, or in the history of his collection of
folk music in general and Tatar music in particular,
or in his arrangements of Tatar folk tunes.

Reviewers, or rather reporters, were more in-
terested in the external parameters of the concert:
where and when it would take place or had already
taken place, the cast of the performers, their level,
the sequence of performed pieces, the general reac-
tion of the audience, etc. Although the concert was
highly appreciated, there was no motivation or jus-
tification for it. Even A. Umerov’s detailed article
was only an uncommented retelling of the People’s
Commissar of Education M. Brundukov’s speech.

The only personal conclusion that goes beyond
simple, albeit adequate statements in the materials
of Kazan journalists, working within the frame-
work of local traditions, is found in M. Simsky’s
publication. Familiarization with the “Tatar” part
of the program led the reviewer to the idea that “it
is in Kazan, as the cultural center of the Republic
of Tatarstan, that a movement, aiming to study Ta-
tar antiquity and artistic values, which have not yet
been paid attention to, should emerge and take
shape.”

“By promoting oriental music and revealing its
original and immediate beauty, such concerts, as
the final one, call for the noble work of collecting
the pearls of folk art, which, in the fair expression
of A. Eikhenwald, are the old songs of the Kazan
Tatars,” he wrote [8].

Standing apart among these brief responses and
reviews-reports is the detailed article “Tatar
muzykasyn eshly yulynda” (“On the ways of <cul-
tivation, development, civilization> the Tatar mu-
sic development”) by N. Isanbet [6], the one pub-
lished in the newspaper “Tatarstan” (Aug. 10,
1923) under the pseudonym “Z. Zakir”, the work,
which was not included either in the current plans
of the newspaper, or the author himself. The young
writer arrived from Ufa in Kazan on business and
came to the concert by chance. The concert served
as an impetus for writing down the issues he had
been thinking about for a long time (see other:
[26]). Of note is the fact that M. Brundukov’s
speech appeared in the newspaper after N.
Isanbet’s publication, inviting readers to participate
in the discussion. Perhaps, the editorial staff of the
newspaper was ready to continue discussing the
problems of the Tatar professional musical art de-
velopment, but the musical community of the re-
public was not ready to take part.

Kazan journalists discussed the concert of ori-
ental music in isolation from the issues of the Tatar
professional musical art development and general-
ly without any connection with the processes, tak-
ing place in the musical world of the country.
Without a doubt, newspaper staff were not quali-
fied enough for this kind of job. But there were se-
rious musicians, living and working in Kazan, in-
cluding the teachers of the Oriental Music College,
which, judging by its name alone, was called upon
to study oriental music. However, Russian profes-
sional musicians displayed indifference (or ne-
glect?) to the symphonic arrangements of Tatar
folk songs or, perhaps, ignored this concert alto-
gether. And the former teachers-ethnographers of
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the liquidated (reorganized) Oriental Conservatory
had already left Kazan.

Unfortunately, not one of the Kazan journal-
ists, who wrote about the concert of oriental sym-
phonic music, met or spoke with A. Eikhenwald,
describing what he was like as a musician, what
characterized him as a conductor, composer and
ethnographer, from where and why he came to Ka-
zan with his arrangements of Tatar folk tunes, what
prompted him to turn to Tatar music, what tasks he
set for himself, collecting and arranging folk tunes,
how he wanted to achieve his goals, etc.

If the musical notations existed, a judgment
about A. Eikhenwald’s arrangements could be
made even nowadays. It would seem that the opin-
ions and assessments of his contemporaries are not
so significant for us. However, information about
some facts and events, preceding or accompanying
the concert, which were not recorded in time, has
been lost, apparently irretrievably.

But, unlike the authors who wrote specifically
about the concert of oriental music, the author of
the note-reference “On the Concert of the Conduc-
tor Eichenwald”, a brief article, but informative
and important for clarifying individual facts of the
composer’s biography, displayed interest in A.
Eikhenwald’s work, his arrangements of Tatar folk
tunes and talked with A. Eikhenwald as a compos-
er (this is clear from the very content of the arti-
cle). Its appearance was not directly connected
with the concert of oriental music and the work of
A. Eichenwald as a composer. The material was in-
tended to inform the audience of the previous, the
July, symphony orchestra concert, presenting the
works by Western European composers, conducted
by A. Eichenwald a month earlier.

A month later, this information about A.
Eikhenwald’s four or five-year work preceding the
concert (in 1915-1919), his work in the field of
Tatar musical folklore, was included in the above-
mentioned publication “Tatar xyrlaryn muzykaga
saluda yana adym” [25] without specifying the
years of work. But there, in a different context and
without reference to any specific time, it no longer
inspired full confidence and was perceived as an
unsubstantiated assertion, while in the original
document the information was linked to specific
events and names and came from the author, who
was no doubt aware of some details of A.
Eichenwald’s biography, who directly communi-
cated with him, that is, almost from the witness of
what was told.

The author of the note (his surname not speci-
fied) wrote:

“Ant<on> Al<eksandrovich> Eikhenwald, a student
of Prof. Kochenovsky’ and Rimsky-Korsakov, has been
conducting operas and symphony orchestras for 30
<more precisely: 26> years. In Kazan, he is known for
the entreprises of Borodai, Unkovsky and
Sobolshchikov-Samarin and for the concerts of the “Ka-
zan branch” of the Russian Musical Society. In addition
to Russia, A. Eichenwald made his debut as a conductor
abroad (Prague, Leipzig, Brunn). For the Republic of
Tatarstan, Eikhenwald is interesting as a musical eth-
nographer and composer, for 5 years (1915-1919), to-
gether with Professor Katanov, he made recordings of
Tatar, Chuvash and Mari folk songs. Unfortunately, a
significant part of his manuscripts, which are of colossal
ethnographic and historical value, got lost in Kazan dur-
ing the Czechoslovak raid. In 1919, Eichenwald was in
Kazan as chairman of the Union of Orchestra Players.
Lately, he has been living in Moscow and working in
the HYMN, an ethnographic society and other organiza-
tions” [27].

In fact, this is the only document, published in
Kazan, that publicly mentions the stay of A.
Eikhenwald in Kazan in the recent 1915-1919 and
thereby specifies the possible chronological
boundaries of his alleged collaboration with N.
Katanov. It also follows from the document that
the main, if not all, part of the recordings of Tatar,
Chuvash and Mari songs of that time had been
made by A. Eikhenwald before August 1918, since
by the beginning of August, a significant part of
the Kazan province had been occupied by the
White Guards and White Czechs. On August 5-6,
they occupied Kazan (liberated on September 10).
The territory of the province as a whole was liber-
ated only in June 1919.

Unlike Kazan journalists, French journalists
asked A. Eikhenwald many questions in connec-
tion with his “Eastern” concerts in Paris in 1926. In
terms of the amount of information and, especially,
the breadth of the approach to the issues, raised in
the talk, and the genuine lively interest of the audi-
ence in A. Eichenwald’s “ethnographic” works,
performed in the “Gaveau” Hall, Parisian press,
although, it would seem, not caring much about
hitherto unknown oriental music, was much more
attentive in this respect than Kazan mass media.

But for this and for the Republican People’s
Commissariat of Education, which took part in or-
ganizing the symphony orchestra concert and treat-
ed it not as their own ordinary event, but crowned
it with the publication of a detailed article by A.
Eikhenwald himself, the history of the creation of

? The author confuses the names of the composer N. S.
Klenovsky and the singer Kachenovsky, who repeatedly
performed in Kazan.
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Eikhenwald’s Tatar folk tunes’ adaptations would
not be recoverable, at least at this stage of the
theme development.

Results

A. Eikhenwald, no doubt, as a composer and
performing musician was higher and more sensi-
tive than his predecessors in the area of symphonic
arrangements of Tatar folk songs. It was the high
level of professionalism, his persistent and effec-
tive desire to achieve the sound that the ordinary
Tatar listener, generally unfamiliar with the aca-
demic principles of musical organization, would
not reject as “not our music”, that won real recog-
nition for him on the part of the public, that was
more democratic than the usual audience of sym-
phony orchestra concerts. The songs, arranged by
A. Eikhenwald, were “a valuable contribution to
the cultural fund of the republic”.

Conclusions

If the musical notations existed, we could make
a judgment about the A. Eikhenwald’s arrange-
ments even in our time. The information about
some facts and events, preceding or accompanying
the concert and not recorded in a timely manner, is
lost, apparently irretrievably.

For several decades, having performed the mu-
sical programs which included a series of works
based on Tatar folk tunes in different cities of the
country or abroad, A. Eikhenwald did not live to
see their re-performance in Kazan.
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CAM®OHMNYECKH KOHIEPT BOCTOYHOM MY3bIKH
B KA3AHMU 1923 I'OJJA

FOuany3 HakueBna Ucanober,
mileuscha@mail.ru.

B craTtbe cucreMaTH3MpOBaH MaTepHUa IO UCTOPUU CUM(POHUYECKOTO KOHIIEPTa TaTapCKOM My3bl-
ku B Kazanu 1923 r. Martepuanom ucclieZJoBaHHS MOCITYXHIN apXUBHbIE MAaTepPUAIIbI, OTPaKAIOLIUE
STHOrpaUUYECKyI0 JesiTeIbHOCT, AHTOHA AJnekcaHapoBuya JDitxenBanbaa (1875-1952). Ha ocHoBe
aHaJu3a TPYIOB KOMIIO3UTOpPA MOAPOOHO PACKPBITHI €ro B3IJIAABI HAa TaTapcKylo My3bIKy. B crarhe
0000I1IeHbI T'a3eTHBIE OTKIHMKH, PElIEH3UH Ha 3TO YHUKaJIbHOE KYJIbTypHOE coObiThe. /loka3zaHo, 4TO
A. A. DiixeHBalbJ Kak KOMIIO3UTOP M MY3bIKaHT-HCIIOJIHUTENIh OBLI BBIIIE M YyT4E CBOMX
MIPEALIECTBEHHUKOB B 00J1aCTH cCUM(OHIYECKOH 00pabOTKN TaTapCKUX HAPOIHBIX ITECEH.

KiroueBble c10Ba: UCTOPUS TaTapCKOW MY3BIKH, AHTOH DIXEHBaJIBA, CHM(OOHHYCCKIA KOHIIEPT

BOCTOYHOM MY3BbIKH, TaTapCKas NECHH, Kazanp

Beenenue

HNurepec AHTOHa AnekcanipoBuya
OnixerBanmpaa (1875-1952) k My3bike HapoIOB
Poccuu 3apoauiics, ckopee Bcero, moj BIMSHUEM
Hukomnas CemenoBuua Knenosckoro (1853—1915).
Kommnozutop u cam He OblI JHMIIEH HHTEpeca K
(ONBKIIOpPY, O YEM CBHJICTENBCTBYET OJHO W3 €ro
PaHHUX COYMHEHUN — YBEpTIOpa HAa PyCCKUE TEMBbI
(1895). C pesrensHOcThi0O H. C. Kienosckoro
CB3aHO TPUHIMIHMAIBHO HOBOE SIBICHHE B
KynbTypHO *u3HU Poccum. B 1893 rogy om
OpraHu30Ball IIEPBBINA B Mockse
OTHOrpaguueckuii KOHIEPT M3 MY3bIKM HapoJIOB
Poccun, nmpuBnekmMii  cepbe3HOE  BHUMaHHUE
MY3BIKQJIBHBIX KpyroB. C 3TOro BpeMEHH My3bIKa
MajblX HapoJOB BCE 4Yalle NOABIAETCS Ha
KOHLIEPTHOU acTpaze, o0OpatuB B30p
KOMITO3UTOPOB U UCIIOJTHUTENEN B CBOIO CTOPOHY U
CTUMYJIHPYS CTaHOBJICHUE u pasBuTue
npodeccuoHanu3Ma B HOBBIX  HAalMOHAJIBHBIX
IIKOJIaX.

H. C. KnenoBckuii okazan Ha A. A. DiixeH-
BaJbla HE TOJBKO JAyXOBHOE BO3JeHcTBHE. Mx

' ITo mpuunHe yXoja U3 KU3HH aBTOPA CTPYKTYpa CTa-
ThY ObUIA BBHICTPOEHA B COOTBETCTBUH C TPEOOBaHMSIMHU
KypHana pegakropoM M. M. XaOyrnunoBoi. Marepu-
aJ B3AT U3 XpaHAIMICHCS B TMYHOM apXHUBE MY3BIKOBEIa
pyxonucu «/lestensHOCTS AHTOHA DifxeHBanbaa B Ka-
3aHH ® ero okpyxenue» (Ouepkm). Kazaws, 2014.
C.10-11,173-197 c. (416 c.)

JKU3HEHHBIE ITYTH HEPEIKO IMepeceKaluch U, Kak
BugHO w3 wux Oworpadmit, H.C. Krnenosckuit
MOKPOBUTENBCTBOBAN A. A. DiIXeHBaJIbly, ONEKal
ero.

B «Tpynosom CIIMCKE CIIy>Kallero»
A. A. DlixeHBajbaa €CTb INOMETKH O MPOBEICHUU
stHorpaduyeckux 3anucer B Omecce (1912—-1914)
n Kazanu (1915-1920). Ilocne 1917 roga, xorma
BOIIPOCHI coOupaHus u H3yYEHHS
MHOTOHAIMOHAIBHOTO (DOJIBKIOpA CTPaHbl HaYaJIH
paccMaTpuBaThCs KaK cocTaBHas 4acThb
HaI[MOHAIBHOMN MOJUTHKHU TOCYJapCTBa, MU CTalla
3aHUMATbCSl ATHOrpauyeckass CeKIHs HOBOTO

locymapcTBEHHOro  MHCTHTYTa  MY3BIKaJIbHOM
Haykn (1921-1931). Hapsany co MHOruMH
YIeHaMU pacIyeHHON My3bIKaIBHO-
sTHOrpadmyeckorr komuccun B [MIMH  Obin
mpurnamed u A, A,  DHxeHBaigpA, UTO
CBUJIETENILCTBOBAJIO 0 NpU3HAHUN ero
NPUBEPKEHHOCTH K  COOMpaHHIO  HAapOIHOM

My3bika. [ IMH Obl1 TIepBBIM yUpexaeHNEM, TTie
A. A. DiixeHBaJb 3aHUMaN O(UIMATIBHYIO
JOJDKHOCTB 3THOTrpada (1921-1923).

B 1enoMm oTHOrpaduueckas JeSTENBHOCTH
A. A. DiixenBaipJa B 0071aCTH TaTapcKOW MY3BIKH
m3yyeHa wMano. Kpome M. HurmenssHosa,
BIEpBbIE  OOpaTuBLIErocss K  JIOKyMEHTaM,
CBA3aHHBIM C €T0 COOMPATENHbCKON AeSITENFHOCTHIO
U TPOAHAIM3UPOBABILETO HECKOJIBKO 00paboTOK
Kommo3suropa [1, c. 25-38], 0 HeM HUKTO HE mucai.
Mexmy Tem TBopuecTBO A. A. DiixeHBambaa
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JIOCTOMHO CEPHhE3HOT0 BHUMAHUS XOTS OBl TOTOMY,
YTO €ro MOCTOSIHHBIM, MPOXOASIIUN Yepe3 BCHO
KU3Hb HHTEpPEC K TaTapCKOW My3bIKe He ObLI
HaIpsSMYIO CBSI3aH CO CIYXKEOHOU HeAITeIbHOCTHIO
KOMITO3UTOpA. 3/eCh €CTh DJJIEMEHT KaKOH-TO
YBJIEYEHHOCTH, COOCTBEHHOW MHUIIMATHBEI.

MarepuaJbl 1 METOAbI

B apxuBe A. A. DiixeHBanbaa XpaHUTCS P
JTOKYMEHTOB, IPOJIMBAIOIIMX CBET Ha  €ro
KOHTaKThl C TaTAPCKUM HAPOAHBIM MY3BbIKaJbHBIM
TBOPYECTBOM M JAEATEISIMH TaTapCKOW KyJIbTYpBHI.
3HaKOMCTBO C HUMH IIOMOTAeT MOHATh U YTOYHUTD
HEKOTOphle  (akTel  TBOpUECKOH  Ouorpaduu
KOMIIO3UTOPA U B TO K€ BPEMS BBISIBUTH BOIIPOCHI,
TpeOyIoIIHe TOTMOTHATEIHHOTO H3YUCHHSI.

Ob6cy:xknenune

B 1923 romy B Kazanum ObUTH HCIIONHEHBI
mectb 00pabOTOK TaTapCKUX HAPOIHBIX TIECEH
A. A. DiixeHBajbaa 11 CAM(POHUYECKOTO OPKECT-
pa. OT0 coOBITHE OKa3ano OOJBINOE BIHMSHHUE Ha
MOCJIECAYIOUIYI0 TBOPYECKYIO NESTENbHOCTh KOM-
MO3UTOpa U Ha MHOTHE TOABI BIEPE] ONPEeITHIIO
HaTpaBJICHUE €ro TBOPUYECKHX MOUCKOB B 00JacTH
HapOJIHOH MY3bIKH, B TOM YHCJIE U TATAPCKOU.

[IpoBenennro  KOHIEpTa  CHOCOOCTBOBAI,
ckopee Bcero, ciywaid. Jlerom 1923 rona
A. A. DiixenBanp npuexan B Kazanp B xadecTse
JIUPIDKEpa OJHOTO M3 CUM(OHHUYECKUX KOHLEPTOB
My3bikansHOTO 00miecTBa Tatapckoii pecyOauKu
(Tarmy30)” B cay «dpMuTax». B apuie koruep-
Ta, BBIMYIIEHHOU 3aroas [2], CTOAT MpOU3BEACHUS
P. Baruepa, A. bopoauna u 3. I'pura. Ho B cBsi3u
¢ TeM, uto onepHsbIil eenr K. H. Cunepckuii, 3a-
SIBICHHBIH B Ka4eCTBE COJIUCTA, 110 KAKUM-TO IPHU-
yrHaM npuexaTth B Kasanp He cMor u ero noHazuo-
OUJIOCH 3aMEHUTD, MporpamMMa Obljla YaCTUYHO H3-
MEHEHa.

CornacHo razerHoMmy aHoHCY «K KoHueprty
muprxepa DiixeHBaipaa» [3], B KOHLEpTE, COCTO-
SIBIIEMCSI 2 HIOJISl, UCTIOJHSUIMCH OTPHIBKH U3 OIep
Barnepa «Tanreitzep», «Jlosarpus» u «Tpucran n
Uzonbpan, crouta ['pura «Ilep ['toHT» B Qopremns-
sTHHBIA KoHIEpT Jlucra (commposana Jluaa ["omb-
uep, 19-neTHsist MOCKOBCKas MMAHUCTKA, H3BECTHAS

2 Tarmy3o0, co3ganHoe B 1923 roay Ha OOIIECTBEHHBIX
Havajxax, 3aHUMAaJOCh KOHIIEPTHOW JEATEIHFHOCTHIO,
moJo0HOH  (DMITAPMOHWYECKOW, W  OpraHM3alueit
myOnmmyebix  jeknuit.  CymiecTBOBaBajio 3a  CUET
YICHCKHX  B3HOCOB W HeOompmol  cyOcuauu
TartrmaBmpodobpa  (mogoTAENT  peciryONIMKaHCKOTO
HapKomara MpocBenieHus ) (37ech U Jlanee MpuMedaHne
10. Ucanber. — M. X).

128

B MOCKOBCKHX MY3BIKaJIbHBIX Kpyrax Kak FOHOE
nmapoBaHue). BerymuTenbHoe cioBo mpowmsHec E.
K. Illysanos.

[To ubeli nHUIIMATUBE U MoyeMy A. A. DiixeH-
Banpa Obul mpurnameH B KaszaHp u3-3a OZHOTO
€AMHCTBEHHOIO KOHLIEPTa, HE BIIOJHE MOHATHO.
Moxer OBbITh, Kakyl-TO POJb CBITPAINd €ro
JUYHBIE CBA3M C Ka3aHCKUMH KOJIJIETaMH, MMEB-
IIMMHU TaKyl0 BO3MOXKHOCTb, HO OCTPOIl HeoOxo-
IAMOCTH B €r0 IpHe3Je, Ka3aloch Obl, HE OBLIO.
B 1923 rogy cumdonndeckumMu KoHueptamu Tart-
MY30 OUPMKHPOBAIN, KaK IPaBWJIO, CBOM, Ka3aH-
CKHe Ha TO BpeMsl, Tuprxepbl A. A. JINTBUHOB U —
c ocenn — . A. Ilozen. Ceiiuac yxe HeIb3s
YTOYHMUTB: TO JIU OCHOBHBIM aisi A. A. DiixeH-
Banbaa ObLI OPYrod, «BOCTOYHBII», KOHIEPT, YXKe
3apaHee OOTOBOPEHHBINM, a KOHLEPT TaTMy30 OH
MpoBeNl Kak Obl «B MpUAady» K HEMY, TO JIM, Ha-
000poT, OH BOCTONB30BaJICS MpedbiBaHueM B Ka-
3aHU JUI YCTPOUCTBA JOMOJIHUTEIHHOTO KOHLIEPTa
BOCTOYHOMN MY3BIKH C MCIIOJIHEHHEM, B TOM YHCIIE,
coOCTBEHHBIX 00pabOTOK TaTapCKUX HAPOIHBIX
HameBoB (Ha 3TO ecTb HaMeK B 3amerke lllammns
YcmanoBa «bepeHue Tatap CUMQOHHUS KHYOCE»
[4]). Ho sicuo omno — B Kazanp A. A. DiixeHBaJIb]
MpHexall yXe ¢ TOTOBBIMH oOpaboTkamu. Ectect-
BEHHO, KOMIIO3UTOpP HE MOT HE MCKAaTh BO3MOXHO-
CTH WX ITyOJWYHOTO WCIOJHEHUS Tepe] ciyliare-
JSIMH.

Wpero mpoBeneHUst KOHIEPTa BOCTOUYHON CHM-
(oHMYECKOW MY3BIKH TMOJIEpXKaNu TarMy3o W
pecnyonukanckuii HaponmHeiid komuccapuar mpo-
ceemeHns. Kak 9-e coOpanme mepBoro cesoHa
Tatmy30 (cBeneHHs TNPHUBOIATCS IO TaTapcKOH
agumike-nporpamMme [5]) KOHIEPT COCTOSIICS 3 aB-
rycra B KpacHoapMelickoM IBOpIe, TOrZa 3aHU-
MaBuIeM 31aHue ObiBiero Hosoro kimy6a’. Iupu-
KUpoBaT A. A. DUXCHBAIB/I.

KoHuepTt oTKpbUICS colepKaTelbHbIM BCTYIIH-
TEJIbHBIM CJIOBOM HapKOMa IPOCBEIIEHUs peciyO-
qukun M. BpyHaykoBa, COXpaHUBIIMMCS B IIepe-
CKaze pelIeH3eHTa TaTapckoil ra3ersl « Tarapctan»
A. Ymeposa [6]. OOpaTuB, B YaCTHOCTH, BHUMAaHHE
Ha OospmION Tporpecc, HaOIIOAAeMbIil B MOCIEA-
Hee IMATWIETHEe B 00JacTH TaTapckoro obpa3osa-
HUS, JIMTEpaTypbl, TeaTpa, MeYaTH, HapKOM
M. BpyHIyKOB OLIEHWI HCIIOJHEHUE NPOU3BEAC-
HUU A. A. DiXeHBaIbIa KaK MepBOe KPYITHOE JT0C-
TH)KEHUE B Pa3BUTHM TAaTapCKOM MY3BIKH («TaTap
MY3BIKaCBIH YCTEPY I0JIbIHA OepeHyde 3yp aJabIMHEBI
aTIabIK» ).

’ Heime tam pacnosio>keH Tarapckuil TeaTp Apambl U
komeauu uM. Kapuma TunuypuHa.
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Crnycra nath net peuenseHT «Kpacnoi Tara-
pum» M. CHMCKUH, cllerka IepecTaBIIsisi aKIeHTHI,
yTBepkaai, 4to M. BpyHaIykoB OTMETUI 3HaYEHUE
CUM(POHUYECKOTO KOHIIEPTa BOCTOYHOW MY3BIKU
KakK IMEpBOTO KOHLEPTA TaTapCKOH HapOAHOU My-
3BIKH BOOOIIE [7], 9TO HE coracyercs C AeHCTBH-
TENBHOCTHIO. 3a HCKIIIOUEHUEM HECKOJIBKUX TPO-
M3BEACHUN HAUMHAIOMIUX TaTapCKUX KOMIIO3UTO-
POB, HUYETO WHOTO, KPOME HAapOTHOW MY3BIKH, B
penepTryape KOHIIEPTOB TaTapcKOW MY3BIKH, C Ha-
yaja XX Beka IOCTEIICHHO Bce Ooiee u Oolee
BXOJIMBIINX B MY3bIKIIBHYIO JKU3Hb OOIIECTBA, HE
cymectBoBaio. Ho, K coXaleHWio, Takas WU
CXOXasi HETOYHAas TPAaKTOBKa CIOB HapKOMa BIIO-
CJIEICTBUM HEOJHOKPATHO MOBTOPSUIACH B MHOTO-
YUCJIECHHBIX PELEH3MUSIX Ha KOHLEpThl A. A. Di-
XCHBAJIbJIA B CTPAHE U 3a PyOSIKOM.

Cam >xe xommo3utop B 1923 romy Haxomwi
3Ha4YeHHE CBOeW paboThl W CIEMUPUIHOCTh KOH-
[epTa HeCKOJIbKO B MHOM. «B TakoMm BHJE, TO €CTh
B XYAOXXECTBEHHOW 00paboTKe W TpU OOJBIIOM
cuM(pOHUYIECKOM OpKecTpe, TmecHH KazaHckux
TaTtap WCIONHAIOTCS BIIEPBBICY, mycan  OH,
Ha3blBasi CBOM «CKPOMHBIM TpyA... IEPBBIM B
ucropun KazaHCKUX TaTap», YTO COOTBETCTBYET
NEeHCTBUTEIHHOCTH, €CITH UMETh B BUIY IECHU Kak
CaMOCTOSITEIbHBIN KaHP CUMPOHUUECKON MY3bIKH.
Ho kak TemaTudeckuil Marepuan IPOrpaMMHBIX
CUM(POHIIECKUX MTPON3BEICHHUH TaTapcKo-
OarkupcKue HapOJHBIE MIECHU ObLIH
HCIMOJIb30BaHbl B Mpou3BeAeHusAx B. Bunorpamosa
JIByMs rojaMu paHee A. A. DiixeHBajbaa, XOTS U
HE TaK ycmemrHo. MOXKHO TakXe HAllOMHHTh U O
TaKOM MaJIOU3BECTHOM (akre [ 1], Kak UCIIOJTHEHHE
TaTapCKUX HAPOJIHBIX TIECEH B COIPOBOXKICHUHU
cuM(pOHUYECKOTO OpKecTpa TeBioM Kamuem
MyThITH ele B JOpPEBOIOIMOHHBIE BpeMeHa'.

[IporTrpoBaHHBIE BHIIIE CIIOBA KOMITO3UTOPA
B3SIThl M3 TEKCTa KpaTkoil «Peum, ckazaHHOH BO
BpeMsi cMM(OHUYECKOTO KOHIEpTa 5-ro (OrmucKa
aBTopa, Hamo: 3-ro. — FO. /.) aBrycta 1923 rona B
r<opozae> Kazanu AHTOHOM ODIXEHBAIBI<OM>,

* Yurarens 107KeH HMETh B BHIY, 9TO IIOZ0OHOTO poja
MeJIKHEe TMOTPEIIHOCTH WM HEJIOTOBOPEHHOCTH MOKHO
HAaliTH ¥ B OTHETBHHBIX MOCIEAYIOUINX BBICKA3bIBAHMAX
A. A. DiixeHBanbJa U HEKOTOPBIX IPYrux aBTOpoB. Ilo-
CIIE€JJOBAaTENIbHOE JIETAIbHOE KOMMEHTUPOBAHHE KAXKAO0-
T'O M3 HUX OBUTO OBl HEYMECTHBIM U OCJIOKHMIIO YTECHHE.
Ho npu oOmieii XxapakTepuUCTHKE OT/AEIBHBIX BOIPOCOB
Pa3BUTHS TaTapCKON MY3bIKAIbHOMN KyJIbTYphl UX HaJIH-
yue 00s3aTeNIbHO YYMTHIBACTCS M WHAs apryMEHTaIHs
npuBoauTcs. [103HaKOMUBLINCH ¢ TOYKOM 3pEHUs aBTO-
pa cTaThM Ha TOT WJIM WHOW BONPOC M MPHUBOIUMBIMHU
uM (hakTamu, YUTaTENh, TPHU KEITAHUH, MOXKET yUUTHI-
BaTh UX NPH OIEHKE APYTUX TOYCK 3PEHHS.
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KOTOPYIO KOMIIO3UTOp TOTOBMJICSI IIPOU3HECTH TIE-
pel WCIOTHEHHEM CBOMX O0pabOTOK TaTapCKUX
HapOIHBIX MECEH.

Texct «Peuu», B KOTOPOM IOUTH Kaxaoe
MpeIIOKEeHNEe, CTPYKTYpHO OTHENIEHHOE OT IIpe-
JBITYIIETO JIIMHHOW 4epTOH, HarmomoOne JUIMHHO-
ro JIBOMHOTO THpE, KaK Obl CHMBOJM3UPYIOIIETO
Hayano HOBOTO a03ala, BHIPaKAeT OJHY MBICID,
Oomnee Bcero ONM30K K Pa3BEpHYTOMY IUIAHY HITH
Te3HucaM IPECTOSIIETO BEICTYILICHUS.

Ha npotspkeHun 2-3-MUHYTHOTO IO HPOTS-
JKEHHOCTH TeKCTa (B CIydae ero MPOUYTEHHs] TOYHO
Mo HamwcaHHOMY) A. A. DiixeHBallp]] yclieBaeT
00paTUTh BHUMaHUE HA TaKHe BOMPOCHI, KaK:

3HaYeHHE CTAPUHHBIX IECEH;

OCOOEHHOCTH WX MY3bIKAIEHOTO CKIIAJIa;

ryOrHA COACpIKaHMs U HACTPOCHUS] HAPOIHBIX
MEJIOIHI; UX pa3HOo00pasue;

TIPUHIIUIIBI 3aIHCH U 00pabOTKY HCTIONHIEMBIX
«OPKECTPOBBIX ITHECY;

HCTOpHUYECKOE 3HaAUEHHE JTaHHOTO KOHIIEPTa;

BO3MOXKHOCTD Oozee «HAITMOHAIHHOW
00pabOTKN HAPOTHBIX HAIIEBOB B OyMyIeM;

OIIEHKa CBOETO Tpy/a.

«[Ipexxne yeM NPUCTYNUTh K HCIIOJHEHUIO
CIEeIyOIAX HOMEpPOB, a WMEHHO: CTapHHHBIX
MeceH Ka3aHCKUX TaTap, — HamucaHo B «Peuny, — s
Mo3BONIO cebe CKazaTh HECKONBKO CIOB O
3aMMCcaHHBIX MHOIO HapoAHBIX MecHx Kazanckux
Tatap. — Hactosias ctapunnas necHs Kazanckux
TaTtap, MOMHUMO JHUTEPATypHO-3THOTpadhUIECKON
[IEHHOCTH, TPEJICTABIISET OOIBIION MY3bIKAIBbHBINA
uHTepec. Bce  crapuHHBIE TIECHHM  UMEIOT
ONpEEICHHBIN MY3bIKaJIbHbIN CKJIajg 51
MOCTPOEHNE HA CBOCOOPA3HON MSATHHOTHON raMme
(poncrBeHHOl kuTaiickoil). — Hecmorps Ha
KOKYIIYIOCS Ha TIEPBBIA B3TISAI OETHOCTH ITOM
MATUHOTHOW ramMmbl, mecHn Kazanckux Tarap

HACTOJIBKO  Pa3HOOOpa3HBI, YTO TPUXOJHUTCS
U3YMIBITBCA: Kak 3TO HAapOJHOE TBOPYECTBO
JOCTHIJIO TakhuX  KOMOMHAIMH CO  CTOJIb

HEOOJIBIIUM  KOJIMYECTBOM 3BYKOB M CO3JAJI0
rIyOOKHE 10  COACPXKAHWI0 W HACTPOCHUIO
pa3Hoo0pa3Hble MEJOANH, OT CaMBIX TPYCTHBIX JI0
3aJIMXBATCKO-BECEIbIX. — MHE IPHUIIIOCH 3aKCaTh

MHOTO CTApUHHBIX TIECEH M 4YacTb HX B
00pabOTaHHOM  MHOIO  BHJE MBI  CETOJHS
ucnonusieM. — [lpuHimn o6paboTKW ObBUT MHOIO

B3AT CIEIYIOIIUA: MENoAuss IECHH B KaXIOM
OpPKECTPOBOM HOMEpE-IIMECE MHOK OCTaBJIEHA
HEMPUKOCHOBEHHA U TIOBTOPSIETCS CTOJILKO pas,
CKOJIBKO 3TOr0 TpeOyeT TEKCT MEeCHU W JIMIIb Kak
COIIPOBOK/ICGHUE MEJOAWM MHOIO J00aBJICHBI
pa3zHooOpazHble KOHTPAITyHKTHYECKUE
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COCAMHEHHS, a TakkKe COOOpa3sHO CIOKETy W
HACTPOCHHWIO IIECHU JIaHBl TapMOHHWYECKHE U
OpPKECTPOBBIE KPAacKH — B TaKOM BHJE, TO €CTh
B XyZIO’)KECTBEHHOH 00paboTke M Tpu OONBIIOM
cuM(pOHHYIECKOM OpKecTpe, mecHun KazaHckux
Tarap wucnonssaroTcs Brepeble. K Benukomy
coxkaneHuto, My3bikoil Kasanckux Tarap no cero
BPEMEHH Maj0 KTO HHTEPECOBajJCS W HapOIHbIC
MECHM TIOYTH HE BCTPEYAIOTCS B JIHTEpaType.
Mexmy TeM My3bIKa BCEX HApOAOB MHpa HMEET
CBOMX ITHOTPA(OB M KOMIO3UTOPOB. — 1 ObLT OBI
TIyOOKO TIOJNBINEH, eCi ObI ATOT MOW CKPOMHBIN
TpYZ, ABJIAIOIIMICS NepBbIM B UCTOpUM KazaHCkux
Tarap, manm OBl TONYOK K pa3BUTHIO 3amuceil u
00paboTKH TaTapckux neceH. — byaer xaib, eciu
3TH TEpibl HAPOAHOTO TBOPYECTBA, HEU3BECTHBIC
JI0 CEro BPEMEHHU KYJIbTYPHOMY MHUDY, 3a4axHyT
BTYHE U He OyayT 3adMKCHpOBaHBI Ha Oymare. —
Ho Hapmo nagestscs, uto momonas Tarapckas
pecnyOnMka, JOCTHTINAs B CBOE TpEXJIETHEE
CYIIECTBOBaHUE YyXKe OONBIINX  KYJIBTYpHBIX
pe3ynbTaToOB, CO3MAaCT W CBOUX OTHOTpadoB, U
CBOMIX KOMITO3UTOPOB, KOTOpEIE, OBITH MOXKET,
nydiie MeHs u OoJjiee HallMOHaJIbHEe 00paboTaroT
9TH 3aMedaTellbHble HapoAHble Menoaun. Bo
BCSIKOM ClIydyae€ MOM CKpPOMHBIM TpyAd MOKa
SBIISIETCS. TIEPBBIM BKJIAJOM B 3TO KYJIbTypHOE
HaunHaHue. — llpuctymas K  HWCIONHEHHIO
3alCaHHBIX W O00paOOTaHHBIX MHOK TIECEH
Kazanckux Tarap, mnpomy CyauTh MeHS He
CIIUIIKOM CTPOTO».

[IporpamMmma koHIEpTa 1O
HEOAHOpOHOH. B Hee Bxoaunu:

I. IIpou3BeieHus B aKaJIEMUYECKUX KaHpaxX —

1. Crouta «KaBka3ckue 3cku3pn»y M. Unmosnu-
ToBa-lIBaHOBa, OCHOBaHHAs Ha TPY3WHCKHUX / ap-
MSHCKHX / KPBIMCKO-TAaTapCKHX HareBax (B Iep-
BOM OT/ICJICHHH HCIIOJIHSUIMCH TPH TEPBbIC YaCTH
«B ymense», «B ayne», «B Medetu»; Bo BTOpOM,
KaK 3aKJIFOUMTENBHBI HOMEp KOHIEPTa B LIEJIOM —
¢unanbHas yacts «lllectBue Capaapar).

2. Crouta «Kpemmckue sckussl» A. Crienaua-
pOBa, OCHOBaHHAs Ha KPBIMCKO-TaTapCKHUX Hare-
Bax (ITmsicoBast, Dmernveckasi, 3acroipHas / [is-
coas, Kalitapma).

3. «®anTa3us Oamkupckux menoauin» (hop-
MYJIHPOBKa MPOrpaMMbI-aHOHCA) «uxany»
(«Kypramny») B. Buxorpamosa’.

cocTtaBy ObLIa

> B KOHIEPTHO# MpOrpaMMKe NPUBEIEHA JINTepaTypHast
IIpOrpaMmMa 3TOro peAKO UCHOIHSIEMOro IPOU3BEICHHS:
«B GamkupcKUx CTEmsIX CTOMT MHOTO JIET BEJINYecT-
BeHHbIN llluxaH, peBHMBO obeperas MOKOW CKPBITOTO
0] HUM TIpaxa OamKHPCKOTO HAPOJHOTO BOXIA by-
panbas. Oguaok luxan: Jlume mHOTHA CcTapuk Oami-
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II. OtaenbHBle 00PabOTKU TaTapCKUX HAIEBOB
1T CUM(OHHYECKOTO OpKecTpa («OPKECTPOBEHIE
MTbECEI», TI0 oTpeneNieHnio A. A. DiXxeHBaIbaa) —

1. «Ka3 xaHaTe» («I'ycHHBIE KPBUIBSA»);

. «Oxom kee» («OxomHAN);

. «CankpH 9nmmoy («CTyIeHBIH POTHUKY);

. «Mecanma» («Mycnumay» — )KEHCKOEe HMs);
. «Tyran un» («Ponunay);

. «"a3m30 Ganme3y («CBostueHUIa I'a3m3ay).

DTO — eclii CyAnuTh 10 Tporpammie. OmHaKo,
peueH3upys koHepT, M. Cumckuii mumeT o0 uc-
MTOJTHEHUH B HEM ceMH 00pabdoTok [8]. Ecim aTo He
OTHCKa, TO, KAK O CEIbMOM HOMEpE, PeYh MOXKET
UATH TONBKO 0 Takmake, B JaHHOM clly4yae, BHIU-
MO, HCIOJHEHHOM CBEpX aHOHCHUPOBAHHOW MpO-
TpaMMBbI, HO 3asBJICHHOM B OCHOBHOH IpOrpaMMe
npousBeneHN A. A. DiixeHBanb/la B KOHIEPTE C
ero ydactuem oT 23 aBrycta 1923 roga [9].

III. Tarapckue HapojHBIE TECHU (B aHOHCAX
KOHIIEpTa KOHKPETHbIE Ha3BaHUS HE TPHUBEICHBI)
JUTS TOJI0CA WJIH e JUIA Tojloca ¢ KaKUM-TO, WHCT-
PYMEHTAIEHBIM WJIH OPKECTPOBBIM, COTPOBOXKIE-
HUEM.

[To nmeromMMcest MporpaMMam U Ta3eTHBIM OT-
KJIMKaM Ha KOHIEPT HEBO3MOKHO C YBEPEHHOCTHIO
YCTaHOBUTH, WCIONHSUIACH I B HEM 00pabOTKH
A. A. DiixeHBanabJa TOJBKO I «UYUCTOIO» CHM-
(OHMYECKOTO OpKECTpa, WM e HapsIly ¢ HUMH
OBLTM MCTIONHEHBI ¥ 00paOOTKH MJIsl TOJOoca C Op-
KecTpoM (M T€ W JIpyrue BapHaHThI 00pabOTOK Tie-
PEUUCIICHHBIX HAIIEBOB y KOMITIO3UTOPa MMEIOTCS).
Ho, cxopee Bcero, Monojple TaTapcKue MeBIbl Ha-
poaHoro minaHa Xakuma Yamaepa, Capa CagpikoBa
u fpynna YamaeB, IpUHUMABLINE YYacCTUE B KOH-
1epTe, He ObUTH TOTOBBI K BBICTYIICHHIO B COIIPO-
BOXKJIEHUHM OPKECTpa W, HE BBIXOJS 32 PaMKH IIPH-
BBIYHOTO UIsl HAX perepTyapa, Med B COIMPOBOXK-
JIeHUH QOpPTENbsiHO, a A. A. DUXCHBaIb] KaK JH-
pIKep ¥ KOMITO3UTOP HE WMeEN K X HOMEepaMm OT-
HOIIIEHUS. DTO TeM OoJiee BEPOSTHO, YTO TIPH Tie-
pEUUCIICHHN YYacTHUKOB KOHIEpTa (TaTapckas
a¢umika-aHonc) [S] npuseneHo ums Canuxa Caii-
JlalieBa, M3BECTHOTO B 3TH TOJBl HE TOJBKO Kak
KOMITO3UTOPa, HO M KaK MUCKYCHOTO aKKOMITaHHa-

AN D AW

KHp IPUXOJUT K IIOAHOXKHIO €r0 U UIPAcT Ha CaMo-
JIeTbHOM Kypae HapoJHylo IecHio o bypanbae... Buu-
Mast ero recte, llluxan npoOyxmaercs, ¥ Tepea HUM
BCTAET JAJIEKOE MPOLLIoe OAIIKHPCKOH 3eMIIH, Beceloe,
6e33a00THOE COCTOSIHME Hapoja, ero OMTBHI C Bparam,
IUIACKM MOJIOAEXKH, IOABUTH CISAIIEro noa HUM bypan-
6as... KoHumnmace mecHs, HO OT3BYKH €€ €Ile JOJro
3ByuaT B Moryuel rpyau llluxana 1 BHOBb OH OCTaeTcs
B CTENM OAUHOKHUM, XpaHs IaMATh O T'epoe Uil OTOM-
CTBa».
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Topa-umnpoBuzaropa. bynp BeicTyrienue Canmxa
CajiameBa-nmuaHncTa COJILHBIM, a He aHcaMOJie-
BBIM, 3TO HE MPONUIO ObI MUMO BHUMAHHS PEICH-
3€HTOB, OTKIMKHYBILIUXCS HA KOHLEPT.

He nomxHO cMmymarhs U TO, 4TO ra3eTHBIN pe-
nen3eHt B. I'lmeH B mpeaBapsronieil KOHIIEPT WH-
¢dopmaruu «K KOHIIEPTY BOCTOUHOM My3bIKm» [10]
UIIeT 0 OONBIIOM MO3THYECKOM HHTEpece, KOTO-
pBIi  TIPENCTaBISIOT TEKCTHI  00pabOTaHHBIX
A. A. DiixeHBaJIbJIOM TIECEH B IEpPEBOJE Ha pycC-
ckuit 1361k npoeccopa H. @. Karanosa. 13 storo
3aMeuaHusl BOBCE HE CIEIYyeT, 4TO B KOHIEpTE 00-
paboOTKH TaTapcKUX HAPOIHBIX I€CEH WCIIONHS-
JIMCh HE MPOCTO C TEKCTaMH, a AaXKe ¢ TeKCTaMH Ha
pycckoM si3bike. 3auem Ob1? Jla TaTapckue MCIOI-
HUTENIM U HE CMOTJIH OBl CIeNaTh 3TO IOJDKHBIM
obpazom. JKypHamucT MOT UMETh B BHIy HE IPO-
CTO KOHIECPTHBIC HOMCpA, a NCPBUYHBIC HOTHBIC
3aliCH HApPOJHBIX HANEBOB C OPUTHHAIBHBIMA
MMOATEKCTOBKAMHU Ha POTHOM SI3BIKE U C TPUIIONKE-
HUSIMH TIEPEBOJIOB TEKCTOB HA PYCCKOM SI3BIKE.

Crowut Takxe 00paTuTh BHUMaHHE HA TO, YTO B
otkiuke Illammnss YcmaHoBa cooOliaeTcs, Kak
MOJIOABIC TICBIBI B IIOJHOM COCTAaB€ BBICTYIIWIN
Mmepe BTOPBIM OTJIENIeHNEM [4], a HE BHayalle
€ro, TO €CTh IO WCIIOJHEHUS SHXEHBaJbIOBCKHUX
00paboTOK U, CKOpee BCEro, MO BBIXOJAa OpKecTpa
Ha CHOCHY. BI)ICTyHJ'ICHI/Ie TaTapCKUX MNCBLOB HIJIO
Kak Obl BHE (CBEpX) MpPOTpPaMMBbI, MPEACTaBISSA
B KOHIIEpTe CBOS0Opa3HbIi BCTABHOH 330/,

Xotst nporpamma KOHIIepTa ObL1a
CKOMIIOHOBaHa u3 1) MIPOTPaMMHBIX
cUM(POHUYECKNX TIPOHW3BENCHUN Ha HAPOTHO-
MECEHHOM  MaTrepualie  Pa3HbIX  BOCTOYHBIX
HapojoB; 2) TaTapcKUX HapOJHBIX IIECEH B
o0Opabotke Isi cHMGOHHYECKOTO OpKecTpa U 3)
TaTapCKUX HAPOJHBIX MECEH ISl TOJI0Ca B YHCTOM
BUZe (MM B CONPOBOXICHUH (POPTENBSIHO), B
KOHIIEPTHOW MPOrpaMMKe M HEKOTOPBIX JIPYTHX
MaTepuanax, CBS3aHHBIX C KOHIIEPTOM, BCe
HCIIOJIHACMBIC TIPOU3BECACHHA, KpPOME (l)aHTaSI/II/I
B. BunorpanoBa, yHHQUIIMPOBaHBI,  KAHPOBO
YpaBHEHbl M Ha3BaHbl NPOCTO TI'PY3UHCKHMHU,
TaTapCKUMH U JAPYTUMH «METOTUSMI» (TIECHSIMH)
B 00paboTKe IjIsi OpKecTpa, TOTJa Kak 3aladqw,
CTOSIINE Tepe]l aBTOPaMU COOCTBEHHO 00pabOTOK
u aBTOpaMH POrpaMMHBIX 3apHCOBOK,
OCHOBAHHBIX Ha IICCEHHBIX TEMax (aBTOpLI
MOCHETHUX  HUMEIOT  OOJIBIIYI0  TBOPYECKYIO
cBo0OMy), TpeOYIOT pa3HOTO OOpalieHus C
HApOJIHO-TIECEHHBIM MAaTepHaioM U JOIMYCKaIOT
pasHyIo CTENeHb TBOPYECKOW CBOOOIBI aBTOpA.
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Konnepr npomen ¢ rpoMagHsIM ycrexoMm. B
1926 roxy B Ilapmxe A. A. DiixeHBaIb]l BCIIOMH-
HaJl:

«B Kazanu ocenpro 1923 roxpa, yxe mpu Tat-
pecnyOnuKe W TPH TaTHapKoMmmpoce (uMeercs B
BUAY HE KOMHCCapHaT, a HapKOM IPOCBEILEHHS
Tarapuu. — FO. H1.) bpynnykose <y aBtopa: By-
PYHAyKOBE> (TaTapuH C YHHBEPCHTETCKHM 00pa-
30BaHMEM) YAAJIOCh IIOCTABUTh HECKOJIBKO KOH-
1epToB (IBa CUM(OHHYECKHUX W OJIHY MY3BIKAllb-
HYIO JIEKLMIO) U3 TaTapCKUX HAPOAHBIX MECeH, KO-
TOpBIE IPOM3BEIH INIyOOKOE BIEYaTICHHE Ha Ta-
TapCKyI0 ayIJUTOPHUIO. BHIIeThl Ha 3TH KOHLEPTHI
ObUTH PO3AaHBl MyCyJbMaHaM, — 3aCTaBUJIN [IPHL-
TH KEHIIUH, ObI0O MHOTO cTapyx. Beero B Tearpe
(6piBee Obmectsennoe Cobpanue)’ (Teneps 310
Ha3piBaeTcs KpacHoapmelickuil qBopel) myOiauKu
OBUIO CBBIIIEC THICSYM — B CBOEM IOJABIISIONIEM
OonpmmHCTBE TaTapckas. Hamgo Obiio BUmETh, Ka-
KO€ BIEYaTICHUE MPOM3BeNa 3Ta OPKECTPOBAaHHAS
TaTapckas My3blka Ha TaTapcKylo ayIUTOpPHIO.
CHavana BOLAPWIOCH HEIOYMEHHE — YCIBIXaB
POIHYIO MY3bIKY, TaTapbl IPOCTO PacTePsUINCh U
HE 3HaIH, Kak ce0s Bectu. Y numibs koraa onpasu-
JIMCH OT MEPBOTO BIIEYATICHUS, HAYaIH ¢ OOJNBIION
HETIOCPEACTBEHHOCTBIO BBIPa)KaThb CBOM YYBCTBA.
CHayana ciymagd O4YeHb BHUMATENbHO, IMOTOM
NOJHSUTM OOJNBINON HIyM, Hayald BCE IMOJIIEBATH,
XJIONATh B TaKT B JIAIOLIM, CTPALIHO CBUCTENH (OT
Boctopra!). Crapyxu npu CIyLIaHHH CTAPUHHBIX
JIeTeH ], 3ajuBaiuch cie3amu. Korma Havanmck
IUIICOBBIE II€CHM, BBHIOPOCHIIM W3 3aia CTYJIbS H
Hayaly caMH TaHLIEBaTh, IIOTOM, IIOTHBIE U BO30Y-
JKICHHbIE, TIOJIe3IM Ha 3CTPaJy B OpKecTp, CTallu
obHnMate. Takue KOoHLEPTH B <19>23-<19>24 rr.
naHbl ObuH Takke B Yde, OpenOypre, Tamkenre,
B Tudmuce. Bcrony oHM nMenu y MeCTHOTO Hace-
JIEHUsI OTPOMHBIN yCIeX, BBI3BIBAIHM, MOXKHO CKa-
3aTh, PHTY3Ha3M — IyOJIMKa BBIpaXkajla CBOU UyB-
CTBa C HEMOCPEACTBEHHOCTbIO U cuiton» [11].

VYenmex  KOHIEpTa  CHOCOOCTBOBAJl  €TO
MOBTOpPEHHI0. 26  aBrycta B TOM K€
Kpacnoapmelickom zaBopue ObTI OpraHu30BaH
HOBBIA «CHM(OHUYECKHIA KOHIEPT MPH YIaCTUH
Appuro» ¢ «mIporpaMMoOil BOCTOYHON MY3BIKI»
[12]. Tak kak BBICTYIUIEHHE MaTEMaTHKa 3aHUMAJIO
BCE BTOPOE OTAEIECHHE, MY3bIKAJbHAs YacTh
HOBOTO KOHIIEpTa, CPABHUTEIHHO C TMPEABIIYIINM
ObuTa COKpalleHa OO OAHOTO OTAEJNIeHHUS, CKopee
BCErO, 3a CUET HEKOTOPBIX YacTel MpPOU3BEACHUN
WNnmonmuroBa-MBanoBa u Crnenamaposa. Bmecto

S A. A. DiixeHBanpa myTaeTt 31aHus 6pBmero Hosoro
kmyba, moctpoeHHoro B 1912r., wu  ObBIIErO
JIBopstHCKOTO cOOpaHwsl.



YU N.ISANBET

TPEX COJIMCTOB y4aCTBOBAJIX ABOC — X. Yamaena u

comuctka pycckoit omepel H. CrenmanoBa-
[IIeBueHKoO.
HeusBecTtHo, mpemBapsii U KOMIIO3UTOP

WCIIOTHCHHE CBOMX OOpabOTOK TMOSICHCHUSIMH,
aHAJIOTMYHBIMHY JIAHHBIM 3 aBrycTa, HO Ha 3TOT pa3
KOHIIEPTY MpPEIIIeCTBOBANIa OIMyOJUKOBaHHAS B

rasere TarlllKa «3BEeCcTUS» CTaThs
A. A. DiixenBanpaa «HaponHas mecHS Ka3aHCKHX
tatap (K  cerommsmmHeMy  KOHIEpTYy B

Kpacnoapmetickom aBopue)» [13], xotopas mo
COZICP)KAHHUIO BIIOJIHE COOTBETCTBYET OXHIAHUSIM,
NPEABSBISIEMBIM B T€ TOABl K BCTYIHTEIHHBIM
CIIOBaM K KOHIIEpTaM. MOKeT ObITh, U AUPHKED HE
OTKazaJcs oT TpaauLuu POU3HECCHHUS
BCTYNHUTENBHOTO CJIOBa, KPAaTKWW (WM TIONHBIN?)
TEKCT KOTOpOro omyOnukoBad W B rasere. He
creyeT BBIITyCKATh u3 BUJA, 9TO
A. A. DiixeHBanpll, KpOMe€ JABYX KOHIIEPTOB,
YIIOMUHAT W O JEeKIWH, NPOYUTAHHOH WM B
Kazanu:

«HaponHas necHs Ka3aHCKHX TaTap B CHILy CTapoTro
COLMATIBHOTO W OTYAaCTH PEIUTHO3HOTO IOJIOKEHHS
3TOr0 Hapoaa OblIa COKpPBITAa OT €BPOICHCKOro yxa, a
cpead MycyiabMaH MY3bIKaHTOB-3THOTpadoB, KOTOpHIC
MOTJIH OBI 3aITMcaTh 3TH IECHH, HE HAXOAMIOCh.

(A ecnm Takue My3BIKAHTHl M HaXOIWINCh, TO
WX 3allUCH HE WCIIOIH30BATNCH B MPAKTUKE U HE
CTaHOBMWJIMCH M3BECTHLIMU HU MaccaM, HH CIIelra-
nuctaMm (M. Cynranos, A. CumakoB).)

IToaToMy TaTapckue HapogHBIC TIECHH B CBOEM Ha-
CTOSIIIIEM, HEM3BPAIICHHOM BHJIE COXPAHIJIKCH JIMIIb B
MaMATH ¥ TO HE y MHOTHX, yCIBIXaTh UX OBIJIO OYEHb
TPYIHO.

OTHM U OOBSACHAETCS TO SBJICHHE, YTO TaTapcKas
TIECHS HE MCTIOIHSIIACh HUKOTa CUM(OHNYECKUM OpKe-
CTPOM M BOOOIIE HE 3aHMMaja CEPHE3HOTO IOJIOKEHHS
B MY3bIKaJIbHOM JIUTEpaType.

Teneps, Koraa HaIMOHAJIBHOCTH MOJIYYHMIH BO3-
MOKHOCTh CBOOOZHOTO pa3BUTHS, KOTJa HAa HapOIHOE
TBOPYECTBO CMOTPAT KaK Ha KYJIbTYPHYIO IIEHHOCTH,
SBUJIACh BO3MOKHOCTHh M TAaTapCKYI0 HAPOTHYIO MECHIO
3ammcarb, 00paboTaTh M HCIOJIHUTH CHUM()OHHYECKHM
OpPKECTPOM.

3-ro asrycra Omaromapst TatHapkommpocy u Tat-
My30 B Ka3aHu BnepBble B HICTOPUHU TaTapCKON MY3BIKH
OBbUIM HMCIIOJIHEHBI CUM(OHUYECKHM OPKECTPOM Hapo-
HBIE [IECHU, KOTOPBIE NMEITH OOJIBIION yCIeX.

CeronHsa Ha cHM(pOHHYECKOM KOHIEpTE OymyT HC-
MIOJTHEHBI HAPOAHBIE CTAPMHHBIE IECHU Ka3aHCKUX TaTap
B 00paboTKe /11 CUM(POHUUECKOTO OpKeCTpa.

Ota Mosi paboTa sBISETCS MPOOHBIM KaMHEM IS
JlalbHEUIEr0 pa3BUTUSL TAaTAPCKONM MY3BIKM M JI0Ka3a-
TENbCTBOM TOTO, YTO TaTapcKas My3bIKa MOXET U
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JIOJDKHA 3aHATh COJIMAHOE MECTO Cpeau €BpOIeHCcKoil
MY3bIKaJIbHOW JINTEPATYPHI».

ITocTosiHHas Ka3aHCKasi KOHILIEPTHAs
ayouTopusi, B TOM 4YHCI€ M TaTapckas, K
BocripuATHio «CHM(pOHUYECKOr0 KOHIEpTa BOC-
TOYHOH My3bIKH» A. A. DiixeHBanbaa Oblna, B

KakoW-To Mepe, MOAroToBjieHa. B  mepBbie
MOCJIEPEBOIOIIMOHHBIC TOJIbI KOHIIEPTHI,
3asBJICHHBIC KakK JTHOTpaUYeCKHe KOHIICPTHI
pasHBIX HApoAOB WU COOpHBIE KOHIIEPTHI

«BOCTOYHOW» MY3BIKH U HCKYCCTB2, B TOM YHCJIC
JUTSL YMCTO TAaTapCKOH ayAUTOPHH (TO €CTh UAYIIUE
Ha TaTapcKOM sI3bIKE U COCTABICHHBIC C yYETOM
3apocoB  TPUCYTCTBYIOIINX), HE ObBUH A
Kazanu penkoctpto. CBeneHHS O HHUX 4YacTo
BCTPEYAlOTCSI M B MECTHOW TIpecce MepHoja,
MPE/IIECTBOBABIIETO  MPOBEACHUIO  KOHIEpTa
KoMIo3uTopa. B wmx uucne — wuHbopManuum u
AHOHCBI O MY3bIKaJIbHBIX MECPOIIPUATUAX TOpOoaa.

OB wm3BemeHnu o mpexacrosimeMm 28 mapta 1920
roma B AxTOoBOM 3ame yHEHBepcuTeTa IlepBom
STHOTpapUIECKOM KOHIIepTe, OpraHW30BaHHOM
OOmIecTBOM  apXeoNOTHH, HUCTOPUU W ATHOTpaduH
[OAND] npu Kazanckom YHUBEpPCUTETE c
MaTepHuaabHON moMoupio ['yOepHCKOro BHEIIKOJILHOTO
MOJOTAETIA Kazanckoro ryOepHCKOTo oTnena
HapoJHOro 00pa3oBaHUs COOOMIATOCH, YTO B Hayale
KOHIIEpTa C KpaTKUM BBEJCHHEM «OTHOCHUTEIBHO
3HAYEHUS W CMBICIIa W3YYCHHUS HAPOJHOW MY3BIKI
BEICTYIIUT «U3BECTHBIH JIesATeNb Treorpad)uaecKoro
oOmiecTBa, 3HATOK My3bIKambHOW 3THOrpadum . B.
[Ipoxopos». [locime dWero OXUIATHCh BBICTYIUICHHUS C

HapOJHBIMKM  IECHSMHU  YYBAallICKOI'O,  TaTapcKoro,
MapHUHCKOTO, BOTALKOTO (TO €CTh YAMYPTCKOTO),
KPSIIIEHCKOT'O ¥ MOPJIOBCKOTO XOPOB.

OO0mecTBO  TaKke ~ Hamedalo  IPOBEJCHHE
KOHIIEPTOB PYCCKON HApOAHOW INMECHM M BEHI'€PCKOU
necHu [5].

OKoHuepT ¢ mnporpamoil BEHIepCKHX HapOJHBIX
MENOoANH B HCIIOJHEHHH BEHIEPCKOTO OpKecTpa B
AKTOBOM 3ajic YHHUBepcUTeTa ObUT HamedeH Ha 10 mas
1920 rona. McnonHurensiMu npeanojarajuch CTyASHTbI
Bbynanewmrckoro ynuBepcurera. OueBuaHo, OAUD
YCIIEIIHO OCYIIECTBUJIO CBOE HAMEPEHHE CBSI3aThCS C
BEHT€PCKHMHU BOCHHBIMHU 4acTsMU, cToAUMU B KazaHu
(mo 1 mas 1920 roma Kasanp Oblla Ha BOCHHOM
MOJIOKEHNHU), W TOIY4YHJIO OT HHUX HEO0OXOIUMYIO
MTOMOTIb.

«BTopoil KOHLIEPT CKOpee HWCTOPUUECKUM, YeM
STHOTpadUUIecKHid, — MUcaja rasera «3HaMs Tpyaa». —
Hcnonantenu — 10 demoBek — O4eHb OOpa3OBaHHEIC
MY3BIKAHTBI, CPeJU KOTOPBIX €CTh JIOAM C BBICHINM
oOpazoBaHHeM — Jaid OJECTSNIYI0 HIUTIOCTPALHIO
UCTOPUU pa3BUTHsI BeHrepckoi My3blku. Ilpencenarens
obmectBa mpod<eccop b. ®.> Amrep mno3HaKOMMI
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nyOmMKy C JOKJIaJoM, HalMCaHHBIM  yYaCTHHKOM
opkectpa 1. Jlaror. Konnept Onecrsiue yaascs.

I'yoBremkonpHEIN <['yOSpHCKHII BHEIIKOJIBHBIA™>
nogotnen  <KasaHckoro — ry0epHCKOTO  OTAEia
HapOJHOTO o0pa3oBaHusI> ACCHUTHOBAI Ha
STHOrpaduIecKue KOHIEPTHI HEKOTOpYIo cyMmmy. Hamm
TOCTH KaTerOpUIeCKH OTKAa3aJCh OT IUaTel» [14].

¢ Beuep BOCTOYHOH MY3BIKH W  IIO33WH,
cocrosiBinmiicss 15 umrons 1921 roma B «1oiokeH OBITH
OTHECEH K CaMbIM HHTEPECHBIM U CTWJIBHBIM Bedepam
KaK IO IIUPOKO NMPOJYMaHHON U BBIAEPKAHHOM IIpO-
rpaMMe, Tak M MO UCIOJHEHHUIO», — IMHCal aBTOp IOA
akpoHumoM «C.» [15].

OH cooOmman, 4To «TaTapckoil MeJIOJUHM W TecHe,
KaK HapOJHOM, TaK U B ApaHXXUPOBKE €BPOINECHCKUMHU
KOMITO3UTOpaMH, ObLIa ynelieHa 3HA4YMTEIbHAS YacTb
Beuepa. [IpexpacHo 3Bywanm TaTapckas M OamIKHpcKas
necHu u3 kBapreta K. llly6epTa, ¢ G0IpIIMM NOABEMOM
ceirpassl TT. CuMakoBbIM, K0370BBIM M AKBHIIaHOBBIM
TaTapckue HapoAHble Menoauu. M3 ocranpHON dacTH
IIPOrpaMMBbI OCOOEHHO 3aMHTEPECOBAIM IIECHU alllyroB
(ApmeHus) B AexyiaMallMd, MEpCUACKas U Ipy3UHCKas
1033usi, COJbHBIE apuu u3 onep M. Hnnonurosa-
WBanoBa «M3MmeHa» u <A. PyOunmTeitna> «MakkaBen»
<«Makxkabep»>. bonplioll ycnmex WMeNIH HapoJHbIE
MIECHH, MCIIOJTHEHHBIE T. TpaBUHBIM Ha TaTapCKOM S3bI-
Ke».

¢ Ha 15 wrons 1921 roma Oein HazHaueH [llopwik
MY3bIKACHL Kuuace, OpraHN3yeMBbIi Otnenom
npoceemienust  Hapkommpoca  Tarapckoir  ACCP.
[TnanupoBanoOCh UCHONHEHNE HA PYCCKOM M TaTapCKOM
sI3BIKAX TIeCeH HapoJ0oB BocToka M YTeHHE CTHXOB Ha
MEPCUACKOM, apMSIHCKOM, TaTapCKOM sI3bIKax [16].

¢ 19 oxrabps 1921 roma B AKTOBOM 3aje
YHHUBEPCUTETA COCTOAJICS «TPaHIUO3HBIA KOHIIEPT-0al B
BOCTOYHOM CTHJIE HAa PYCCKOM M TaTapCKOM S3bIKaxX»
IIPU YYaCTHH «IYYIIHX apTHCTHUECKHUX CHII PYCCKOM
OTIephl, YIYEHUKOB BOCTOYHOW KOHCEpBATOPUH M XOpay»
[17].

¢ Ha 25 wHosOps 1922 roma B Tartapckom
TOCY/ZIapCTBEHHOM TeaTpe aHOHCHPOBANach KOHLEPT-
neknusi. Vicnonnenne tatapckux HaponHbix meced (I
Anbmyxameno, A. Caiipu, X. YamaeBa, xop mox
yrnpasienueMm C. [Mabamim) IODKHO OBLIO COMPOBOX-
JaTbCd KOMMEHTapHsIMHU 00 HCTOPHH MX BO3HHUKHOBE-
Hus 1 ObIToBanus [ 18].

OTaTtapckue WCIOJHUTENM BBICTYyNAIM W Ha
CTOJNIMYHBIX TOJMOCTKax: B ampene 1923 roma B
sTHOrpadguyeckoM KoHuepre B [lomurexHMYecKOM
My3ee B MOCKBE TaTapCKyr My3bIKY MpE€ACTaBIIAIN
nesupl I'. Anemyxamenos u K. Myteiru [19].

Uto KacaeTcs HUMEHHO TaTapCKUX HAPOJHBIX
MeCeH, TO K ITOMY BpPEMEHU WX OBITOBAaHUE YKe
JJABHO HE OrpPaHUYMBAIOCH HAPOJHOW Cpeoil.
3HaHUE UX HE OCTABAJIOCH YAEJIOM TOJBKO OTAEIb-
HBIX 3HATOKOB, a WX MCIIOJHEHHE BBINIUIO 3a TIpe-
Jebpl OBITOBOTO My3HWIHMpoBaHus. OHHU MOCTEIEH-
HO CTaHOBHJIMCH OJHOH M3 Ba)XKHBIX COCTaBIISIO-
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MUX TPOPECCHOHANBHOTO HCIHOJIHUTENBCTBA U
TBOpPYECTBA.

Eme B Havasie XX Beka TaTapckas MeCHA U UH-
CTpyMEHTaJbHasi My3blKa BOIIJIM B COCTaB CIIEK-
TaKJIeH TaTapcKoro IpaMaTH4YecKOro TeaTpa U Ha-
YaJy MOCTETNIEHHO 3aBOEBBIBATh M KOHLIEPTHYIO 3C-
tpany. Ilocne peBomonun 1917 roga, koraa myO-
JMYHBIE KOHLEPTHI CTalll MOBCEMECTHBIM SIBICHH-
€M, HMEHHO Ha HapOAHOH My3BIKE AEp)KaJCs pe-
HepTyap TaTapCKUX IEBLOB, HHCTPYMEHTAIUCTOB,
CTPYHHBIX M JTYXOBBIX OPKECTPOB, CaMOJEATENb-
HBIX XOpPOB — IPO(ECCHOHAIBHBIE MTPOU3BEICHUS
erre OBLTH HamepeyeT.

LlenTpanbHast BOCTOYHAsI My3bIKalbHas LIKOJA
(Boctounast koHCcepBaTopus) MPUCTYNUIa K Koe-
Kakol oTHorpadmueckoir pabore B obmactu
coOMpaHWs H W3YYEHHUs] TaTapCKOW HapOAHOM
MY3BIKM U JIaXKe yclieia OmyOJMKOBaTh IECTh Ta-
TapCKUX HApPOAHBIX IIECEH B TapMoHM3auuu 5.
[Ipoxoposa, mycTh popmanbHON M HeynadHoH. B
00paboTKe TEKCTOB ATHUX IECCH NPHUHSI ydacTue
H. ®. KaranoB, B TO Bpemsl, Hapsaay C APYTHMH
yueOHBIMU 3aBEICHUSMH, IMPENOJaBaBIINIl TaKKe
1 B BocTouHOW KOHCEpBATOpHUH, IJI€ OH BEN KypcC
HCTOPUM TIECHETBOPYECTBA TIOPKCKUX HapOJOB
[20, c. 87]. IlpucTynmim k coBMecTHOH paboTe Ha

HOTallMUel  TaTapCcKuX HapoiaHbix 1neceH [
AnpMyxamennoB u B. Bunorpanos. B
MY3bIKQIBHBIX ~ Kpyrax ObUIO  HM3BECTHO O
CYLIECTBOBAaHMH COOpaHUsl IE€CEH KPBIMCKHX,
KACUMOBCKMX M  Ka3aHCKHX TaTap HEIOJIro
npopabotaBmero B Kaszanm ckpumada A
Cumakosa. IIpoBoanmmch 00CyXIeHHUS

MY3BIKaJIbHO-3THOIpa)MIeCKIX MaTePHAIIOB.
B uyactHocTH, Ha 3 Hos0ps 1922 roma B

Hayunom (AxameMIIecKoM) HEHTpE
TatHapkoMmmpoca ObUIO HaMe4YeHO coOpaHue
pabOTHHUKOB BOCTOYHOTO HCKYCCTBa JUIS

npociaymuBaHus 16 TaTapcKUX HApPOAHBIX IECEH B
3anucu . B. IlpoxopoBa, Tarapckux U
OalIKUPCKUX  HAPOJHBIX TIECEH B  3aIllUCH
I'. AnemyxamenoBa u B. Bunorpanosa
(«Tamryraity, «baek», «Apryxakai», «Cubait
KaHTOH», «llloypokoii») u OGamKUpPCKON HAPOTHOM
necHu «bypan6aii» B 3anmcu C. ['abamm.

C ncrnonp30BaHUs B KauyeCTBE TEMATUYECKOIO
MaTepuansa  HapoOJHBIX  IIeC€H  HA4YMHAJIOCh
WHCTPYMEHTAIbHOE U CUM(POHUIECKOE TBOPUECTBO
TaTapcKuxX KOMNO3UTOpoB. Kak yke orMevanocs, B
1921 romy Obuta HamycaHa OCHOBAaHHas Ha
HapoOAHBIX HameBax TpexdacTtHas «Tarapckas
ctouta» B. Bunorpanosa, Bcies 3a HEil — ero xe
¢anrazus «llluxan», TeMaTHYECKUM MaTepUaIOM
JUTSE KOTOPOW TOCITYXIJIN OalIKUpPCKHE HAapOJHBIC
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necan «bypanbaii» u «baek» («bauk»). C
OPKECTPOBBIM 3ByYaHHEM IIEPBOM U TpeTbel
qacTel CIOWTHI YCIeNa MMO3HAKOMHUTCS ayIHTOPHSA,
moOKIBaBIIIas HA BOCTOYHOM BEUYepe B IOJIb3Y TO-
JIoMaroIuX, cocTosBemMcs 14 HosOps 1921 roma
(cumdoHUYeCKHA OpPKECTp TMOA  YIpaBIEHUEM
4. A. Tlozena). (M3 nmpyrux HOMepoB: OajeTHas
cueHa «B ropax Kagskazap, mapm C. ['abamu
«Tarap amae» («Tarapckuii ™apm»), OydT
CKPHUIIOK, HapoAHble TecHH. McmomHuTenu:
ckpurnaun U. KoznoB u A. Cumakos, neBuiibl O.
I'ymepoBa (Hapomnas mecHS  «OCKaJpOHY),
Anmaesa («Canrmyrau» C. ['abamm) u ap.) [21].

M. BpyHAyKOB 3aMETHII, YTO TOJIBKO B 00JaCTH
TATapCKOW MY3BIKH JO CHUX MOp HE HAOII0AAIOCh
HUKaKOTO JBWKCHHSA, XOTSA KOE-4TO AENaNoch U
paHee.

«Jlepec, Tatap KpIpIapblH XKbIIO, aJTaPHBI My3bIKara
caJly KYNToH OallIaHabl HHJE.

Pepomormsro  xamop mo Kaszanmma, Ydama hom
blpsHOypna TaTap-6amKopT ereriaspe TapadbiHHAH KYTT
KEHO KeiopeOe3 MaHIOJMHA, CKPHIIKA, MTHaHUHO hom
posinb KeOeK My3blKa KOpaJulapbl ©4eH HoTajapra
CaJIBIHBIN Homep urenaraH une. Kazan nopendenyHe 1o
hom mamthyp ckpumnkausl KozioB unrtom 19 Oy tonaa
Kyl KEHO XE3MOTJIOp KYPCOTKOHHOp wupae. JlokuH
OonapHblH hoMmace 19 Oepap My3blKa KOpaibl SK{
KBapTeT ©YEH JIUIOH/IE.

By tonma xo3epre xenmo ['abomu hom Coiinmores
UOToIUISp A9 suuk. JIoKMH amap TaTap KeilopeH
CUM(OHUSATS KYIO FOJIBIH/IA SIITIOMO/IEIP.

By omnbl Basmudaner yroy mnpodeccop IIpoxopos
O0emoH Momhyp 3THOTpag-KOMITO3UTOp DifXCHBAIBA
UNTSLUISP 6JICIICHd TOlITe.

IMpodeccop IlpoxopoBHeIH Oy foiAa SUUISTOH
XE3MOTIIope caH JKohoTeHHOH Kym Oynca na, d4Ke
Te3eJelre SATBIHHAH TaTapHBIKBIHHAH OuK
epaKIaIIKaHHap, aypynanamkassap . LyHbIH euen 10
TaTap KeilslopeH My3blka KaHyHHAapbIHA PUTasiTh WTEII,
cap keWmoH cuMpoHusIrs camyusl, huy mebhaces,
DlixeHBaJbJ] UNTAI. Y Oy ronja OepeHue ypBIHHBI
aJpIpra THEIIe.

Kebur  rackep capaenga Ilopplk  My3bIKachl
cUM(OHNST KOHLEPTHIHAA DHXEHBaJIbJ MIITILI HAapace
acTeIHAA Kewie cMM(OHUS OpKecTpbl TapadbiHHAH Uda
uTesron <6amkapsuiran.— M. M.> tatapHbiH ucke ,,Ka3
KaHatel“, ,,Akyn kee*, ,,CaJKblH yuIIMa“, ,,Meciuma®,
,»Iyran un hom ,,I'a3u3zo Ganapz* Keiiyope rorapbia
olTeNToHHOpEHEH JKaHIbI mahutiapsl Oynanap» [6].

— «KoHeuHO, cOOpOM TaTapcKUX TIECEH, WX
MY3BIKaTbHOM 00pabOTKOH cTany 3aHIMAaThCS TaBHO.

7

Bunmmo, bpynaykos ommbaerca. B mpyrumx
MU3BECTHBIX HA CErOJHSALIHMM JI€Hb HUCTOYHHUKAX
CBEACHHS O  CYIIECTBOBAHWH  CHM(OHHYECKHUX

obpaboTok [IpoxopoBa He BCTpeUaroTCsl.

134

B Kazanu, Ype u OpenOypre eie 10 pEBOIIOIIH,
Onmaromapsi CTapaHHUsSIM TaTapCKUX-OAIIKUPCKUX MapHEH,
CTalll WM3[AaBaThCA HOTHI TAaTAPCKUX MENOOUH UIT UX
WCTIONIHEHUS Ha MaHIOJIMHE, CKPHUITIKE, HA TTHAHUHO HIJIH
posne. Ha »3TomM mompumie MHOTO paboTBl  OBLIO
MPOJETaHO CO CTOPOHBI KazaHCKOro yHHBepcHTETa H
M3BECTHOTO ckpunada Kozmosa.

OmHako OHH BCe OBUIM CO3MAHBI Ul HCIIOJTHEHHUS
HAa OJHOM MY3bIKAJIbHOM HMHCTPYMEHTE WM JUIs
KBapTeTa.

B 3TOM HampaBneHUH CETOHSA PabOTAIOT TOBAPHUINU
I'absmm u Caiigames. OQHAKO OHM HUYEro HE Caesaiu
B HampaBleHHH 1O cuMQoHHYecKod 00paboTKe
TaTapCKUX MEIOIUH.

Ctonp ModYeTHast OOS3aHHOCTH JIerJIa Ha IUICUH
npodeccopa [IpoxopoBa M H3BECTHOTO KOMIIO3HTOpA-
STHOTrpada DWXeHBaIbIA.

Xots y mpodeccopa IIpoxopoBa mmeercs MHOTO
MIPOM3BEICHUI, CO3MaHHBIX HAa 3TOM MOMNPHUIIE, OJHAKO
BCE OHU IO BHYTPEHHEH CTPYKType OYCHB JAJICKO CTOSIT
oT TaTapCKI/IX MeJ'IOI[I/II‘/’I, HN3JINIITHE eBpOHCI/ISI/IpOBaHbIS.
Topapuury — DiixeHBampQy  yJajJoch  MOJYMHUTH
TaTapCKUEC MEJIOAMKM 3aKOHaM MY3BIKH, IEpeBelIs Ha
cuMmponuueckuii s3pik. OH CTal NMHOHEPOM Ha 3TOM
IIyTH.

Bocrounas My3bIka, HCTIOTHEHHAS CHM()OHIYECKIM
OpPKECTPOM II0J YIpaBICHHEM TOBapHIa DiiXeHBalbaa
B KpacHoapmeiickom maBopme, mpo3Bydasia MOIIHO,
TOMY O KABBIMA CBHACTEISAIMH CTall  TaTapcKhe
CTapUHHBIE IECHU ,,I'ycuHble Kpbuiba“, ,,OxomHas‘,
,,CTyneHslid xmou®, ,,Mycnuma®, ,,Pognas crpana™ u
,,CBostuHuIA ['a3m3a“y (moactp. nep. — M. X.).

Takum  oOpazoM, 1o oOmeil cOopHOH
OporpaMme ¢ 3THOTpAapUYECKHM  OTTEHKOM
aBTYCTOBCKHE cuMpOHHUYECKHUE KOHIIEPTHI

BOCTOYHOH My3biku 1923 roma Obuth st
MY3BIKQJIBHO TIOJATOTOBJIEHHON YacTH Ka3aHCKON
MY3bIKQUIBHOW ayIUTODUM HE B HOBHUHKY, a
TaTapcKas HapoAHAas MECHA BCe dYalle M valle
HallOMHUHaJda O CBOEM TIIpaB€ Ha MECTO B
aKaZIeMU4eCKOM MY3bIKIbHON KU3HH
pecnyonuku. Ho momnmmaHOE HOBaTOpcTBO A. A.
DlixeHBanpJa OBUIO B JIPyrOM — B YPOBHE
npo)ecCHOHANIM3Ma U B HOBHU3HE OOpaICHUS C
HapOJIHOW NECHEeH, yMEHHMH HaiTH COOCTBEHHBIH
MOJX0Jl K ee 00paboTke, YMEHUHM PAaCKpHITh e

KpacoTy.

OMOITMOHANIBHBIM ~ BOCHPUSATHEM  ITyOJIHKH
YOpaBISITH  HEBO3MOXKHO. JloWTH 10 cepaua
CITyIaTemns MOJKET TOJIBKO HCKpEHHEe

npousBeneHue. A. A. DiixeHBab], 0€3 COMHEHUS,
KaK KOMIIO3UTOP M MY3BIKAHT-UCTIOJHHUTETh ObLI

8

Bumnmo, bBpynaykoB ommbaercs. B mpyrux
W3BECTHBIX HAa CErOJHALIHMM JI€Hb HCTOYHHUKAX
CBECHHUS O  CYIIECTBOBAHWM  CHM(OHHUYECKHX

obpaboTok [IpoxopoBa He BCTpeUarOTCsl.
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BHIIE W YyT4€ CBOMX NPEALICCTBEHHHKOB B
MaHHOW OOJacTH TaTapcKoi My3bIKH. VMeHHO
BBICOKHUII YpOBeHb IpodeccroHann3ma, YIOpHOe U
pe3yIbTaTUBHOE CTPEMJICHHE JOCTUYh TaKOro
3BYYaHHS, YTOOBI PSIOBOW TaTaPCKUH CITyIIATEINb,
BOOOLIE  HE3HAKOMBI €  aKaAeMUYECKUMH
MPUHIHAIIAME OpraHu3aluu MY3BIKQIBHOTO
MaTepHuaja, He OTTOPTHYJ ero paldOoThl KaK «HE
Hallly MY3bIKy», W OOECHeYMIN €My HacToslIee
MpU3HaHWE IyOJNUKHA, COCTaB KOTOpPOH  ObLI
JEMOKpaTHYHEe OOBIYHOM myOInKn
cuM(OHUIECKUX KOHIIEPTOB. B 3a1e mpeobmananmm
«HEIPOCBEIICHHBIE) CIYLIaTeNd M3 Cpenbl Ipo-
CTOTO TaTapCKOTO HAPOJa, B TOM YHCIIE KEHIUHEI,

HaBepHSIKA BIEPBBIE B IKU3HU  YCIIBIIIABIIUC
3By4aHHE IOJHOLIGHHOIO MPO(eCCHOHAIBHOTO
OpKecTpa. JTa ayAWTOpHs HE OTBEpIyia HHU
MHOTI'OI'0JI0CH, HH HOBBIX, COBCPIICHHO
HEMPUBBIYHBIX M ce0s TeMOpPOB OPKECTPOBBIX
HWHCTPYMEHTOB.

Konuept mnpuBieK aKTUBHOE BHHUMAaHHE
peCIyOIIMKaHCKON TaTapCKOH W PYyCCKOW MPEcCH
([22], [23], [24], [4], 1[8]), He TOIBKO

npoanoHcuposasiieit ero ([22], [23], [24]), Ho u
MpouH(GOPMHUPOBABIICH YUTATEICH O €ro OCHOB-
HBIX «COOBITHSAXY ([4], [8]).

[Mamune YcmaHoB, B T€ ToJbl 3aBEIOBAaBILIMI
OTZIETIOM JIUTEpaTyphl U UCKYCCTB raszersl «Tartap-
CTaH», nucai:

«3 wue asrycrra ,,Kb3em rackop®
KOMIIO3UTOp  OHXEHBalbJ  MAAPICEHID

capaeHza
HIOPBIK

JKBIPJAPBIHBIH, TaTap MY3bIKaCbIHbIH OCTa KOMIIO3UTOP

KaloMe  OeNoH  MOHTreJeK TakTara  S3bUTYBIHBIH
TaHTaHANBl Ooiipome wmae. MHIEe MOHHAaH COH,
KOMITO3UTOP OWXEeHBaJbIHBIH  9UTYyEeHUO, AHBIH

OamuiaraH »SINeH JoBaM HUTTEPYy ©YeH SIb Tarap
KOMITO3UTOPJIAPBIHBIH KAITYECHS BIIIAHACH! KMJIETI KUTTE.

[Mporpammansly OambiHAa TaTap Keiope OeloH
YarslIITHIPY HUSITEHHOH aJIBIHTaH KBIPHIM hoM KaBKa3
Keitnope, BuHOrpamoB TapadblHHAH S3BIITAH XaJIBIK
kahapmaHbI IXaH

KelmopeHo kydem, ,,Ka3 xaHatel“, ,,Okom kee“,
,,CaIKbIH yumme*, ,,Mecmumo®, ,, Tyran un, ,,I'a3u3o
0anmpI3 NapHBI YIHHAIBL.

Xanplk apachlHIA Tepiie POBEIITd JKBIPIAHBII,
0e3mo Omk raam caHaiaraH Oy KOWIOp TaJlaHTIIBI
KOMIIO3UTOP HIAPICCHI® Oapbhichl — QueiTanapHbIH
MOHJIBl TaBBHIIIIAPBI, YHHApYa CKPHUIKAHBIH HEYKD
KbJJTApbI aCThIH/A, YbIH-YbIHJIAIl, XaJIbIK MOHBIH, aHBIH
hopbep ahoHe M3enTOH XaNBIKHBIH THPOH TOWTBUIAPHIH,
KaﬁFBI-HIaTHBIKHapBIH AYbIIT 6I/Ip9 une.

135

Y3 MoHHapblH OepeHue MopTada CcUMQOHHK
OpKEeCTp KbULIAaphl acThIHHAH MIIETKOH hopOep KeliHe
3a1 SIHTBIPATHIIT QJIKBIIIIIAT, apazna
myaddoxsisTeaepore’ ,,Ka3 KaHATHI KOCH TOKpapiapra
MOKOYP HTTETIOP.

Hxenue Oynmem aniplHAa SKBIpIaraH XoKHMO
Yamaesa, Capa CappliikoBa, Yamaesmnap
Mya(hHOKBIATEIC YBITYJIAPHl ONIoH KUIOHEH TOICHPEH
TarblH Jia TYJBIPaK sical, PyXHbI KYTIpIEIap.

3an kuutoH haBa sHrBIpIBI Oyiyra KapamacTas,
XaJIbIK OEJIoH IIBITPBIM TYJIBI Hae» [25].

— «3 asrycta B ,KpacHoapmeiickom nBopie*
cocTosuicsl  CUM(OHMYECKUH  KOHIEPT  BOCTOYHOM

My3BIKH TOJ] PYKOBOACTBOM OiixeHBanmbaa. Beuep
BOWCTHHY MpEBpaTWICA B HACTOAIIMH Tpa3IHUK,
cocTosmui W3 3a0BITBIX ~ HApPOAHBIX  IIECEH,

YBEKOBCUCHHBIX IIEPOM TaJAHTIMBOTO KOMIIO3UTOPA.
Kak ckazan xommo3utop OWXEHBalbJl, IOCIE 3TOTO
XOYeTCs. BEPHUTh, UYTO W3 CPENBl MOJIOJNBIX TAaTapCKHUX
KOMIIO3UTOPOB TOSIBATCA TPOJOJDKATENN HAYaTOH MM
paboTHI.

B mawanme mporpamMMbl NpO3By4Yald B3STHIE IS
CpaBHEHHMs KpPBIMCKHE M  KaBKa3CKHE MEJOJHUH,
HanucaHHas BHHOTrpanoBBIM My3bIKajbHasl (haHTa3us
,11InxaH", co3maHHas MO0 MOTHBAM JIETEHJIbl Y MOTHJIBI
Bypanbass B 4yecTp HApOIHOTO Tepos, 3aTEeM OPKECTp
CTall UTrpaTh TaTapCKUe MENOAWH ,,| yCHHBIC KPBUIBA™,
,,OxonHas“, ,,Ctynenslii kimou®, ,,Myciuma®, ,,Pognas
cropona®, ,,CBossununa ['a3usza‘.

Hcnonasembie B HApOTHOH Cpefie HA pa3HBIC JIaIbl
STH CUYHUTAIOUINECS HE3aTCHIMBBIMH  MEJOINH B
00paboTKe TaNaHTIMBOTO KOMIIO3UTOPA, B 0OpaMIICHHH
MEJIOJIMYHBIX TOJIOCOB (ICHT, TOHKUX CTPYH JECATOK
CKPHIIOK, CYMEJIN MO-HACTOSIIEMY PacKpPhITh HAPOJHYIO
MY3BIKy, TZe KaXIblii 3BYyK IlepefaBajl [yIICBHBIC
MepeXUBaHUS  HapoJa-cTpajaiblia, €ro TOpecTH-
pazmocTu.

3an, BHepBBIC YCIBINIABIIMKA CBOIO HAPOJHYIO
MYy3BIKy B CHUMQOHHYECKOH 00paboTke, BCTpeyal
KaXIyF0 MEJIOJHMIO TPOMKUMH aIUIOAUCMEHTAMH TIPOCHIT
Ha OWC WCIOJHHUTH yHa4Hyl 00paboTky ,,['ycHHBIX
KpBUIbEB.

IIpusTHOE BHEUaTIeHHE OT Be4yepa YCHIIMIOCH,
Oyarofapsi BHICTYIUIEHUSIM TIEBIIOB XakuMbl UamaeBou,
Capa CanpikoBol, YamaeBbIX, CyMEBUIMX 00arartbcs
CBOMM T'OJIOCOM 3BYYaHHE HAPOTHBIX MENOIHI.

B 3aie Obu1 MONHBIN aHIIIAr, XOTSA Ha yjune Obuia
JOKTABAsI moroAa» (moAcTp. nep. Ham — M. X.).

OlEeHUB KOHIIEPT KaK «yJa4yHO 3aTyMaHHBIA U
OTIUYHO (B WCIIOJIHUTEIECKOM OTHOIIEHUH. —
0. 1)) nposenennsiiiy, M. CuUMCKHI BBICOKO
OTO3BAJICs 0 «KPBIMCKO-KaBKa3CKUX»
MIPOU3BE/ICHUAX, BKIIOYCHHBIX B MPOTPAMMY, U UX
0e3yKOPU3HEHHOM HCTIOTHCHHH.

O6pabortanusie A. A. DUXEHBaIbIAOM IECHH
KazaHckux Tatap M. CuMckuil Ha3Bal LEHHBIM

? Myaghpaxwisime — yHpILI, GYIIBIPA ATyIbLIBIK.
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BKJIQIOM B KyJIbTYpHBIH QoHA pecmybiuku. O6pa-
TUB BHUMaHHE YMTaTeNeil Ha TO, YTO «3TH IECHH,
IPUMUTHBHO HECJIOXHbIE Ha MEPBBIA B3IVISAA, I1O-
CTpOEHHBIE Ha MATUTOHHOM raMMe, B TO e BpeMs
IBIIIAT TaKOW HETOCPEICTBEHHOCTHIO, TaKOH 001I-
POl U PamOCTHOUN CBEXECTHIO, YCUINBAEMOU yMe-
JIOM rapMOHM3alUEll U OPKECTPOBKO», OH IpHU-
3HAJ UCITIOJIHEHHE CEMU TEeCEH «Ty4IllUuM U Haubo-
JIee 3aXBaThIBAIOLIMM HOMEPOM IPOrPaMMBbL».
Xopouiee  BIEYATJICHUWE  MNpoM3BeNa  Ha
pELIEH3eHTa «IIOCTPOEHHAasi W3 HECJOXKHBIX, HO
CBOCOOPA3HO-MENOTUICCKUX OaITKUPCKUX
HAalleBOB, HANWCaHHAs CHJIBHO, CO CMEJbIM
HIUPOKUM  pa3maxoM  (antasus ,,lluxan*y,
MMeBIIast 3HAUUTENBHBIN yCIeX U 3acCiTy>KHBaOILas
TOTO, «4TOOBI OBITh TOBTOPEHHOW Ha OJHOM U3
Ommkaimx cuM)OHUYECKUX KOHIIEPTOBY.

Orverun M. Cumckuiik ©u  Xopoiiee
BIIEYATIICHHE, OCTaBJICHHOE WCTIOTHEHHEM
COOCTBEHHO  TaTapCKWX  HAPOAHBIX  IIECEH:

«boJIBIION HMHTEpEC NPEICTABWIO BBICTYIUICHHE
TaTapckux neBioB YamaeBoii (B razere: ['amaeBoii.
— 0. U.), CagpikoBoii, Uamaena (B rasere: ['amae-
Ba. — fO. 1), UCIONMHUBIIUX Psi/i TATAPCKUX IIECEH,
npuyeM HauOoJIBIIMK ycrieX Bbiman Ha jgoiro Ca-
IBIKOBOM, — MEBUIBI C HEOOJIBIINM, HO MPUATHBIM
Mo TeMOpy M OT HPUPOABI IOCTABICHHBIM TOJO-
com» [8].

Kak crnemyer u3 kpaTkoro o63opa mpeccel, Me-
CTHBIC M3/IaHMS, B 3TH TO/bI PEAKO OTKIIMKAIOIIKe-
csi Ha COOBITHS JMTEPAaTYpHOHM W MYy3bIKaJIbHO-
TeaTpaJIbHOM >KU3HU PecIlyOsInKy, Ha cuM(OHNYe-
CKHUI1 KOHIIEPT BOCTOUYHON MY3BIKH IIpOpEarupoBa-
JM JIOBOJIGHO aKTHUBHO, HE O0JIENIMB €r0 BHUMaHH-
eM. Ilo ckymbIM MECTHBIM MepKaMm, peaBapUTeb-
HBIX 3aMETOK-aHOHCOB M OT3hIBOB Ha KOHLEPT B
KOJINYECTBEHHOM OTHOLIEHUH OBIJIO JIOBOJBHO
MHoro. Ho cam moaxon kK TakoMy HEOpJIUHAPHOMY
SBJICHUIO, KaK «BOCTOUYHBIN» CHM(pOHUYECKUN
KOHIIEPT M, 0COOEHHO, COOCTBEHHBIE MpPOM3BENE-
mus A. A. DiixenBanbna, OBUI JOCTATOYHO IIO-
BEPXHOCTHBIM.

l'azeTunky, orpaHnYMBasCb B OCHOBHOM OIIH-
CaHWeM TOTO, YTO MPOUCXOAMIIO HETIOCPEICTBEHHO
B KOHIIEPTHOM 3ajie, HE MPOSBWIM 0COOOTO WHTE-
peca HU K JTu4yHOCTU A. A. DiiXEeHBalbJa KaKk KOM-
MO3UTOpa U AMPHIKEPA, HU K UCTOPUHU €ro cooupa-
TEJIHCKOW JEeSITETFHOCTH B 00JIACTH HAPOJHOW MY-
3BIKM BOOOIIE M TAaTAPCKOM B YaCTHOCTH, HH K ca-
MHUM 00pabOTKaM TaTapCKUX HAPOIHBIX HAIIEBOB.

Penen3enTsl, TouHee pernopTepsl, OONbBIIEC HH-
TEepEeCOBAJINCh BHEITHIMH ITapaMeTpaMu KOHIEPTa:
IZle ¥ KOrza OH Oy/eT WM YK€ COCTOSIICS, COCTaB
WCTIONTHUTENEH, MX YPOBEHb, MOCIIEI0BATENLHOCTD
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UCTIOJIHSAEMBIX HOMEPOB, OOIIas peakmus CiyIa-
Tene U T. 1. IIpu BBICOKOW OIlEHKE KOHIEpTa €€
MOTHBHPOBKA I 000CHOBaHHE OTCYTCTBOBaH. 1
JaKe pa3BepHyTas cTaTbsi A. YMepoBa Oblia TOJb-
KO HEMPOKOMMEHTHPOBAHHBIM MEPECKa30M BBI-
CTYTUICHHUSA HapKoMa MIPOCBEIICHUS
M. bpyHnykosa.

EnuHCTBEHHOE NMYHOE 3aKIIOueHHe, BBIXOMS-
mee 3a TpeleNbl MPOCTHIX, XOTS M aJeKBAaTHBIX
KOHCTaTalliii B MaTephaaX Ka3aHCKHUX >KypHaIH-
CTOB, pabOTaOUINX B PaMKax MECTHBIX TPaIUIINH,
BcTpedaeTcst Tonbko y M. Cumckoro. O3HakoMIIe-
HUE C «TaTapCKOH» YacThI0 MPOTPaMMBI IPUBEIO
peleH3eHTa K MBICIH, YTO «uMeHHO B Kazanu kax
B KyJIbTYpHOM ILeHTpe TarpecmyOnuKd AOIKHO
3apoanuThCs W OPOPMHTBCS  ABWKEHHE  TIO
U3yUYCHHIO TaTapcKou CTapHHEI u
XY/I0’)KECTBCHHBIX LIEHHOCTEH, HA KOTOPBIE 10 CUX
op He oOpalaiy BHUMaHUS.

«KoHnepTsl, moT00HbIE OTYETHOMY,
MpoMNaraHupyss BOCTOUHYIO MY3BIKY, PacKpbIBas
ee CBOe0Opa3HyI0 M HETIOCPEACTBEHHYIO KPacoTy —
30ByT K OjaropomHoii pabore 1Mo COOMpPaHHUIO
MEepJIOB  HAPOAHOTO  TBOPYECTBA, KAKOBBIMH
ABJSIFOTCSA, TI0  CIPaBEJIMBOMY  BBIPKEHHIO
A. A. DiixeHBanbaa, CTAPUHHBIE NECHU KA3aHCKHUX
Tarapy, — nucai oH [§].

OCOOHSKOM Cpeay 3THX KPaTKUX OTKIUKOB U
peleH3ui-pernopTaxeil CTOUT OIyOJMKOBaHHAS B
razete «Tarapcran» (1923. 10 aBr.) mox
MICEBIOHUMOM  «3. 3akup» pa3BepHyTas CTaThs
H. Ucan6eta «Tatap My3bIKachIH 3MUISY FOJIBIHIA
(«<Ha myTtsx craHoBieHus <KyJIbTHBHPOBaHUS,
pa3pabaTeiBaHus], IWBUIM3UPOBAHUS> TaTapCKON
My3bIKH») [6], HE BXOJIUBIIAS B TEKYIIHE TUIAHBI
ra3eTsl, Ja ¥ CaMoro aBTopa Toxke. Momosoii mu-
carenp npuexan u3 Yo B Kazans mo cBonm jne-
JaM M Ha KOHIlepTe okasajcs mo ciydato. [loce-
IICHHE K€ KOHIEPTa IMOCITYKUJIO TOJTYKOM K TIHCh-
MEHHOMY O()OPMIIEHUIO TaBHO O00TyMBIBAEMBIX UM
BONPOCOB (cM. moap.: [26]). Ctoutr oOpaTuTh BHH-
MaHHME Ha TO, YTO HU3J0KeHue peun M. BpyHayko-
Ba IMOSBWJIOCH B rasere mocie myOnukamuu H.
Hcanbera, npurnamaromnieil yurareise K TUCKyC-
cun. Bo3MoXxHO, pemakiusi ra3eTtbl ObUIa TOTOBa
MPOJIOJDKATE OOCYX/IEHHE MPOOJIEM CTaHOBIICHHS
TAaTapCKOr0 TMPOPECCHOHANBHOTO MY3BIKaJILHOTO
UCKYCCTBa, HO K 3TOMY HE OBUIO TOTOBO MY3bI-
KaJIbHOE COOOIIECTBO PECITyOIHKY.

KoHuept BOoCTOUHON MY3BIKM paccMaTpUBAJICs
Ka3aHCKUMH JKypHAIIMCTAMH BHE BCSKOH CBSI3U C
npobjeMaMu pa3BUTHSI TaTapckoro mpodeccro-
HAJILHOI'O MY3BIKQJIEHOT'O UCKYCCTBa M BooOIIE 0e3
BCSIKOW CBSI3M C TIPOIIECCAMH, MPOUCXOJSAIIUME B
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MY3BIKQIbHOM MHpe cTpaHbl. be3 comHeHus, co-
TPYIHHUKH Ta3eT HE MMEIH ISl 3TOrO TOCTATOYHOU
kBamudukanun. Ho B Kazanum xumm m paboramm
Cepbe3HbIE MY3BIKAHTHI, B TOM YHCIIE MPENoJaBa-
Tean BoCTOYHO-MY3BIKaIBbHOTO TEXHHUKyMa, YiKe
10 OJTHOMY CBOEMY Ha3BaHHIO MPHU3BAHHOTO 3aHH-
MaTbCs WMEHHO BOCTOYHOW MYy3bIKOW. OnmHako
pycckue mpodeccuoHaNbHbIe MY3bIKAHTBI TIPOSBH-
1 K CHM(OHUYECKUM 00paboTKaM TaTapCKUX Ha-
POIHBIX TIECEH paBHOAyIIHME (WM TpeHeOpexe-
HUe?) U, MOXKET OBITh, BOOOIIE UTHOPUPOBAIH STOT
KOHIIEPT. A OBIBIIHE TPErogaBaTeIN-3THOTPadbI
JTUKBUANPOBAHHOHN (peopranm3oBaHHOi) BocTtou-
HOW KOHCEPBAaTOPHH YK€ ycrenu yexarb u3 Kaza-
HHU.

K coxanenuro, HM OWH U3 Ka3aHCKUX XypHa-
JIMCTOB, TMHCABIIMX O KOHIIEPTE BOCTOYHOH CHM-
(hoHMYECKO MY3BIKH, HE BCTPETHIICS U HE TOTO-
Bopua ¢ A. A. DUXEHBAIBAOM, HE TOIIOOOMBITCT-
BOBAJI, YTO MPEJCTABIAET COOOM OH KaK MY3bIKaHT,
YTO XapaKTepHO JUIS HETO KaK AWPHKEpa, KOMIIO-
3UTOpa W dTHOrpada, OTKyJa M MOoYeMy OH TOS-
Buyics B Kazanm co ceommm o6paboTkamu Tartap-
CKUX HApOJHBIX HAIEBOB, YTO MOOYIUIIO €ro 00pa-
TUTbCA K TaTapcKOd My3bIKe, Kakue 3aJadyd OH
CTaBHII Teper co0oii, codupas m obpabaTbiBast Ha-
POIHBIE HAMEBbI, 1 KAKMM 00pa3oM IIell K ocyle-
CTBJICHHUIO CBOUX LIEJIEH U T. 1.

IIpy HanuuuMu HOTHBIX 3amUCEd CYKIEHUE O
camux obpaboTkax A. A. DiiXeHBaIbaa MOXKHO CO-
CTaBUTH U B Hamie Bpems. Kazanoch Obl, MHEHHS U
OIIEHKH €ro COBPEMEHHUKOB JIJIi HAC HE CTONb U
cymectBeHHbl. OJIHAKO CBEIEHUS O HEKOTOPBIX
¢dakTax W SIBICHHUAX, MPEANISCTBYIONINX WIH CO-
MYTCTBYIOIIMX KOHIEPTY, HE 3aQHUKCHPOBAHHEIC
CBOEBpPEMEHHO, TIOTEPSHBI, BUANMO, 0€3BO3BpATHO.

Ho, B oTiimumie OoT aBTOPOB, NMUCABIINX CIEIH-
ILHO O KOHIIEPTE BOCTOYHOUN MY3BIKH, HHTEpEC K
nesTenbHocTd A. A. DXeHBanbaa MPOSBUI U IO
MOBOJy €ro 00pabOTOK TaTapCKUX HApOJHBIX Ha-
meBoB ¢ A. A. DUXECHBAIBAOM KaK KOMIIO3UTOPOM
MOTOBOPHII (3TO SIBCTBYET M3 CAMOTO COJIep KaHUs
MaTepHaja) aBTOp KpaTKOW, HO €MKOW M Ba)KHOM
JUIT YTOYHEHUS! OTHENBbHBIX (akToB Ouorpaduu
KOMIIO3UTOpa 3aMeTKu-cripaBku «K  KkoHIepTy
muprxkepa OiixeHBaibaa». Ee mosBieHue Hamps-
MYIO ¢ KOHIIEPTOM BOCTOYHON MY3bIKH U KOMIIO3H-
TOPCKUM TBOpUECTBOM A. A. DUXeHBaIbaa HE CBS-
3aHO. Marepuan npenHa3Ha4YeH Ui CBEACHUS ay-
JUTOPUH TMPEIBIAYIIEro, HIOJIbCKOTr0, CHMQpOHUYe-
CKOTO KOHIIEpPTa TOJ YIpaBJIEHHEM JHPIIKEpa C
NpOrpaMMoil U3 MPOMU3BEJAEHUN 3araJHOEBPOIEH-
CKMX KOMIIO3UTOPOB, COCTOSIBLIETOCS MECSILIEM pa-
Hee.
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Copnepxatasics 31ech HHpopManys 0 mpeare-
CTBYIOIIEH KOHIEpTy 4-5-leTHeil pabote A. A.
DiixeHBaIbJ]a B 00JIACTH TAaTaPCKOTO MY3BIKAITEHO-
ro ¢onekiopa B 1915-1919 rogax mecsi crycrs,
0e3 KOHKpeTH3allMd TroJoB, Oblla BKJIIOYEHA B
YVIOMMHABIIYIOCST BblIle myOnukanuoo «Tarap
JKBIpJIapbIH My3bIKara caiyna stHa aasivM» [25]. Ho
TaM, B MHOM KOHTEKCTe W 0e3 MPHUBSI3KH K KOH-
KPETHOMY BPEMEHHM, OHA YK€ HE BBI3bIBAET MOJIHO-
ro J0BEpHUs] U BOCHPUHMMAETCS KaK I'OJIOCIOBHOE
YTBEpXKACHUE, B3ATOE C MOTOJKA, TOrJa Kak B HC-
XOIJHOM JOKyMEHTe HHGOpMaLusl NpHUBA3aHA K
KOHKPETHBIM COOBITHSIM M MMEHaM M HUCXOAUT OT
aBTOpa, 0€3 COMHEHHMs, OCBEIOMJICHHOI'O B HEKO-
TOpBIX JAeTaisix Ouorpapum A. A. DiixeHBaIbAa U
HanpsMyIo OOIIaBLIErOCs C HUM, TO €CTh [TOYTH OT
CBUJIETENIS PACCKa3aHHOTO.

ABTOp 3aMeTKH ((haMuUITus He yKazaHa) mrca:

«AHT<OH> An<eKkcaHIpOBUY> ODHXEHBANBJ, Yy4e-
Huk npod<eccopa> Kgquenosckoro' u  Pumckoro-
Kopcaxosa, nupwxupyer B Teuenue 30 <mounee: 26>
JeT onepaMH U CUM(pOHHY<ECKHMI> opkecTpamu. B
Kazanu oH n3BecTeH no anrpenpusam boponas, YHKOB-
ckoro u CobonbiinkoBa-CaMapuHa M MO KOHLEPTaM
<KazaHckoro OTJCICHUI> Pycck<oro>
My3<BIKaJbHOT0> 0<Omiect>Ba. [lomumo Poccun A. A.
DOlixeHBaJb] Ae0I0TUPOBAJ KaK AUPHIKEP U 3a TpaHHUIEH
(ITpara, Jleiimmur, bprorn). Jna Tarpecmybmukn Dii-
XCHBAJIBA WHTEPECEH KaK MY3bIKaJbHBIH 3THOTpad H
KOMIIO3UTOp, B TeueHue 5 net (1915-1919) coBmectHO
¢ npod<eccopom> KaraHOBBIM NMpPOM3BOIMBIIHMN 3aru-
CHl TaTapCKHX, YyBAIICKUX ¥ MapUHCKUX HapOJHBIX Ie-
ceH. K coxanenuro, 3Ha4MTeNIbHAS YacTh €ro PyKOIH-
ceif, TNPeNCTaBISBLUIMX KOJIOCCAIbHYIO OSTHOrpaduye-
CKYIO M HCTOPHYECKYIO [IEHHOCTh, orubia B Kasanu Bo
BpeMs HajeTa yexocnoBakoB. B 1919 roxy DiixeHBanbg
cocrosn B Kasanm mpencenatenem Coro3a opKecTpaH-
ToB. B mocnennee Bpems xuBeT B MockBe U paboTaeT B
I'MMHe, osrtHOrpadg<mueckom>  o<Omecr>Be U
Jp<yrux> opraHuzauusx» [27].

@DaKkTHYECKH 3TO E€IWHCTBEHHBIN OIyOJIHMKO-
BaHHBI B KazaHu JOKyMeHT, myOGIUYHO YIOMH-
HaloIMi o nmpeObiBanuu A. A. DlixeHpaiipaa B Ka-
3aHd B HemaBHUe 1915-1919 rogsl U TeM caMbIM
KOHKPETH3UPYIOIIHUNA BO3MOXHBIE XPOHOJOTHYE-
CKH€ TPAaHHUIIBI €TO MPEANONIaraeMoro COTpyIHUIE-
ctBa ¢ H. ®@. KaranoBeiM. 13 nokymeHTa Takke
CJeJlyeT, 4YTO OCHOBHAsdA, €CIIM HE BCS, YacTh 3aIlH-
cell TaTapCKUX, YyBalUCKMX M MapUHCKHX IECEH
TOTO BpeMeHH Obuta crienana A. A. DiiXeHBaJIbIOM
Jo aBrycra 1918 rosa, mockonpKy K Hayajly aBry-

' ABTop myraer pamumn xommosuropa H. C. Kienos-
cKoro u meBna Ka4eHOBCKOTO, HEOAHOKPATHO BEHICTY-
nasuiero B Kazanu.



YU N.ISANBET

CTa 3HAa4YMTENbHYI0 4acTh KazaHckodl ryOepHUH
3aHsUM OenorBapaeinbl u Oemouexw. Ilaroro —
IIecToro aBrycra uMu Obiia B3sita Kazanp (ocBo-
6oxnaena 10 centsiOps). Teppuropus xe ryoepHUM
B I1eJIoM ObliIa 0CBOOOXKIEHa TONBKO B mroHe 1919
roza.

B oTnmumne oT Ka3aHCKUX KYPHAIHCTOB, B CBA-
31 C «BOCTOYHBIMM» KOHLEepTamu A. A. DiixeH-
Banpaa B [lapmxke B 1926 romy ero o MHOTOM pac-
cupocuiu GppaHIfy3cKue KypHaIUCThL. [lo 00bemy
WHPOpPMALUH U, 0COOEHHO, MO MIMPOTE MOAX01a K
3aTPOHYTHIM BONPOCaM MU MOUIMHHOMY >KHBOMY
CIIyIIaTeIbCKOMY MHTEPECY K «ITHOTpa(uIecKuM»
npousBeneHUsIM A. A. DiixeHBanbpla, MPO3ByYaB-
mmM B 3aiie «['aBo», mapuKcKas mpecca, KOTOpOH,
Ka3zajaoch Obl, He OBUIO OCOOOro nejia A0 JOCelle
HEBEJIOMOM €11 BOCTOYHOW MY3BIKM HEH3BECTHOTO
el oOpasiia, ObUTa K HEW Kynaa 0ojiee BHUMATEIb-
HEW Ka3aHCKOU.

Ecnmu Ob1 He 3TO W He pecryOIMKaHCKUAN Hap-
KOMIIPOC, MPUHUMABIIUI ydacTHe B OpraHH3aluu
cUM(OHMYECKOT0 KOHLEPTAa U HE OTHECIIMHCS K
HeMy (OpMaJbHO, KaK CBOEMY PSIOBOMY MEpO-
MPUATHIO, 8 3aBEPIIUBILIETO €ro MyOIHuKanuei pas-
BEpHYTOH cTaThelt camoro A. A. DixeHBalbpAa,
WCTOPHS CO3JaHMS DIXEHBAIBOBCKIX 00pabOTOK
TAaTapCKUX HApOTHBIX HATEeBOB Obla ObI HE BOC-
CTaHOBHMMaA, IO KpaillHEH Mepe, Ha JaHHOM 3Talle
pa3pabOTKH TEMBI.

PesyabTarsi

A. A. DiixeHBaimpa, ©0€3 COMHEHHS, Kak
KOMIIO3UTOP U MY3BIKaHT-UCIIOJIHUTEIb ObUIT BhILIE
W YyTde CBOUX TPEANICCTBEHHUKOB B 001acTu
cuMpoHryeckoit 00pabOTKM TaTapCKUX HAPOJIHBIX
MECEH. HNmenno BBICOKUH YPOBEHb
npodeccuoHanru3Ma, YHOPHOE M Ppe3yJIbTaTHBHOE
CTpEMJICHHE JIOCTUYb TAaKOrO 3BYYaHHUS, YTOOBI
psmOBOM  TaTapcKuil  ciymiaTenb, — BOOOIIE
HE3HAKOMBIA € aKaJeMHYECKMMH MPUHIHMIIAMH
OpraHM3allid  MY3BIKAJIBHOTO  MaTepuaia, He
OTTOPTHYJ €ro padOThl KaK «HE Hally MY3BIKY», H
obecrieuniiy eMy HacTosIee MpU3HaAHUE TyOJINKH,
COCTaB KOTOpOW OBIT JAEMOKpaTHuyHee OOBIYHON
nyOimkn cuM@poOHUYecKUX KoHIepToB. OOpado-
TaHHble A. A. DHXEHBAJIBAOM IECHU SBUIINCH
«UEHHBIM BKJIAJIOM B KyJbTYpHBIA (oHA peciyO-
JTUKI.

BrIiBOaBI
IIpy HanMuuM HOTHBIX 3aMUCEN CYXKIEHUE O
camux 00paboTkax A. A. DiixeHBaJb/1a MOXKHO CO-
CTaBUTH U B Haile Bpems. CBEIEHUSI O HEKOTOPBIX
(hakTax W SIBICHHSX, NPEIIICCTBYIOMIX HJIH CO-
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MyTCTBYIOIIUX KOHIEPTY, HE 3a(pUKCUPOBAHHBIC
CBOEBPEMEHHO, ITOTEPSTHBI, BUANMO, O€3BO3BPATHO.

Hcronasis Ha MPOTSHKEHUH HECKOJIBKHX JIECs-
TWICTUH B Pa3HBIX TOPOJaX CTPaHbI WU 3a pyoe-
’)KOM TIPOTPaMMBI, BKITIOUAIONINAE CEPUU TPOU3BE-
JIEHW, OCHOBAHHBIX HA TaTapCKUX HAPOMHBIX Ha-
neBax, A. A. DHXeHBaIbJ HE OOXKIAJICI HX IO-
BTOpHOro ucnonHenus B Kazanu.
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1923 EJITA KA3AHJIA Y3I'AH HIOPBIK MY3bIKACbI CUM®OHUK
KOHIEPTbBI

Hoaaw13 Hokblii Ke136l MCOHOIT,
mileuscha@mail.ru.

Makanoas 1923 enna Kazanna ysran tatap My3bIKackl CUM(OHUK KOHLIEPTHIHBIH TapUXbl OyeHYa
MaTepHajUlap CHCTEMaNaIlThIphlIa. THKIIEpeHy MaTepHayuiapbl OyibIl, AHTOH AJeKCaHIPOBUY
OiixenBanbaHbIH (1875-1952) sTHOrpaduk 31IYoHIIETeH YarbUIIbIPraH apXuB MaTepualiapbl Xe3MaT
nTd. KOMITO3UTOPHBIH XE€3MOTIIOpEHS aHAIN3 scay HUIE3€HIo aHBIH Tarap My3bIKachblHa Kapara
Kapanuiapsl adplkiaHa. Mokaoqe raseranap/aH anblHIaH KaliTaBasjiap, YHHKalIb MOIOHM BaKbIMrara
Kapata peLeH3WAIop TromMymminomrepenen Oupens. Kommosurop hom MyseikanT —Oyrapak,
A. A. DiixeHBaJbHBIH TaTap XaJbIK XXbIPIAPbIH CUM(OHHUK 3IIKIPTY OyeHUa Y3CHHOH AITIPENopra
Kaparaszia rorapsIpak hom cusreppok OynraHibIrsl paciaHa.

Ten TeWIeHYdIdp: TaTap My3BIKAChl Tapuxbl, AHTOH OIXEHBaJIbJ, IIOPHIK MY3BIKACBIHBIH
cuM(OHUK KOHIEPTHL, TaTap >KbpIpbl, Kazan
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