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This article presents a textual scientific commentary on Naki Isanbet’s article “On the Ways to the
Tatar Music Development”, published under a pseudonym in Kazan in 1923. It was a tribute to the
memory of his elder brother who went missing during the Civil War. Our study convincingly proves
that Naki Isanbet’s article has not lost its relevance today. The scientist correctly identified the key
tendencies in the study of Tatar folk music and outlined the ways for the development of professional
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Introduction

The folk melodies of the Kazan Tatars, record-
ed and adapted for a symphony orchestra by Anton
Eichenwald, were first performed on August 3,
1923 at an oriental music concert, held in the Red
Army Palace (now the K. Tinchurin Theater). The
concert program included Tatar songs “Kaz
Kanaty” (“A Goose Wing”), “Okop kee” (“A
Trench Song”), “Salkyn chishms” (“An Ice-cold
Spring”), “Meslimk” (“Muslima”), “Tugan silt”
(“Our Motherland”), and “Gazizk baldyz”
(“Gaziz’s Sister-in-Law”). It was the first sympho-
ny concert of oriental music in the history of Tatar
music. The performers of Tatar folk songs, Sara
Sadykova, Khakima Chamaeva, and Yarulla
Chamaeyv, took part in it (Fig. 1).

Among newspaper publications, devoted to the
symphony concert of oriental music [K kontsertu
dirizhera Eikhenval'da], [Simfonicheskii kontsert
TatMuzo], [Tatar xyrlaryn muzykaga...], [V. G-
n.], [Zenz], [Simski, 1923], [Simski, 1928], [Sh.
G.], [U-v], [Eichenwald], N. Isanbet’s article “On
the Ways to the Tatar Music Development” (“Tatar
Muzyksyn Eshlou Yulinda”) stands apart. It was
published, as was typical of all his journalistic ma-
terials of the 1920s, under the pseudonym Z. Zakir
[Zakir] (see: Appendix 1). The young poet N.
Isanbet visited Kazan on his way to Kharkov Uni-
versity. By this time, the main themes and trends
of his work had already been determined. From an

early age, he was interested in Tatar folk art. The
concert of A. Fichenwald and new personal im-
pressions provided him with additional information
for thinking about the fate of Tatar music in the
past and in the future.

Materials and research methods

In the appendix to this article, N. Isanbet’s
work is given in the original language, since we
encountered objective difficulties in translating it
from Tatar into Russian. Certain imperfections of
the text can be explained by the fact that this mate-
rial was published without the consent of the au-
thor and without his proofreading, as the article
was prepared for publication after the poet’s depar-
ture from Kazan. Moreover, in his work N. Isanbet
used the terms that have no equivalents in the Rus-
sian language. When quoting N. Isanbet, we were
forced to resort to approximate paraphrasing or use
a simplified literal translation. In some cases, vari-
ant meanings of the translated words are given in
brackets in order to facilitate the understanding of
the article. Some terms are always translated in the
same way: “Kyr” — “song” (and only once, its con-
text-based meaning is “folk vocal music”), “key”
is translated as “koi”, “muzykany eshloy” — as “the
formation of music; composing music; musical
creative works”, “madoniloshtery” — as “profes-
sionalization; creating professional music”. The
word “moH” is used by N. Isanbet in two meanings:

' The author had passed away before she saw the final version of the accepted article, so M. M. Khabutdinova, an
executive editor, has built the structure of her article in accordance with the requirements of the journal.
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1) “a melody”, but not any melody, only the one
possessing the quality described by the Tatar word
“moH’ (that is, in this case, “MmoH” meaning “ozyn
key”, and the “melody”, respectively, meaning “a
lingering song”, or “uzun kyui”); 2) a definition of
a specific emotional and psychological state. In the
latter case, due to the lack of a Russian equivalent,
the word is given in the Tatar language (the inter-
pretation of the word “mon” will be discussed in
more detail later).

Discussion

N. Isanbet’s article was published after the first
responses to the concert appeared. No doubt, the
author had thought over more than once about
what was said in the article. Surely, in A.
Eichenwald’s work, he found answers to some
questions that had tormented him, and it took time
to look at these issues from a slightly different an-
gle to formulate his point of view on the prospects
for the development of Tatar music.

Since the fall of the Kazan Khanate in 1552,
for four and a half centuries, the Tatar people actu-
ally had no chance even for the elementary devel-
opment of their spiritual culture. Only literature
struggled to maintain its positions. It was after the
famous “Imperial Manifesto on the Improvement
of the State Order” of October 17, 1905, which
granted democratic rights and freedoms in Russia,
that some forms of concert and theatrical activity,
characteristic of European and Russian culture, be-
gan to gradually develop in the cities with the Ta-
tar population. Theater companies, small musical
groups and individual performers began to apply
for citizenship and, albeit sometimes with great
difficulty, got permission to perform in public.
Amateur art entered the path of professionalism.

But if the emerging Tatar theater was rapidly
developing its own repertoire (including translated
works) created by Tatar playwrights, then music,
in this respect, lagged far behind. The few, essen-
tially amateur, works of Tatar authors were in short
supply; therefore, it was folk music that formed the
basis of Tatar performers’ musical repertoire. It
was folk music in its pure form and in simple ar-
rangements for singing with accompaniment, or
music for individual instruments and ensembles.
But even the elementary adaptation of folk tunes
turned out to be a complicated task and not only at
the initial stage of the professional music for-
mation, as time has shown.

The Tatars did not have their own composers
with the necessary professional qualification. They
still had to be educated, to pass all the long stages

of musical education from primary to higher levels.
However, education alone, moreover crash cours-
es, did not guarantee the creation of music that
could be perceived precisely as nationally Tatar.
What is more, no one clearly understood what was
to be done to achieve this goal. All that remained
was to somehow focus on the traditions of folk
music, which so far had not been studied yet. Tatar
musicians of that time, those who grew up on folk
music and perceived it not with their mind, but
with their soul, did not necessarily need scientific
knowledge about it. However, it was necessary for
composers of other nationalities who tried to work
in the field of Tatar music and for future educators
of both Tatar composers and performers, especially
singers. To understand the specific features of Ta-
tar music, they needed both time, which they did
not always have, and certain efforts. Some of the
authors of new works proceeded from well-known
traditions, others preferred to ignore, not to notice
them. Everyone acted to the best of their talent,
knowledge, and responsibility and with different
results.

Monophonic folk tunes and new authors’ mel-
odies, spiritually connected to them, were hardly
amenable to harmonization, associated with the in-
troduction of polyphony into Tatar music, the pro-
cess inevitable in striving for its Europeanization.
Without polyphony, one could not expect the de-
velopment of either opera, ballet, or other Europe-
an academic genres, which the figures of Tatar cul-
ture dreamed of. In N. Isanbet’s opinion, A.
Eichenwald came closest to an adequate polyphon-
ic arrangement of Tatar tunes.

The article has two parts. The first of them is
devoted to the issues related directly to the work of
A. Eichenwald, the second is about the national
originality of Tatar music and some issues of the
further development of Tatar professional music.

Beginning the article with the assumption that
“the recent Tatar symphony evening, conducted by
the venerable composer A. Eichenwald, triggered
new thoughts about Tatar music and its future in
the minds of many music lovers, in particular,” and
finishing the article with the words that it was time
to seriously discuss the development of Tatar mu-
sic, that “I especially want to hear the opinion of
musical figures, who are accustomed to keeping
their work away from newspaper and magazine
pages,” N. Isanbet, nevertheless, apparently did not
hope for a broad discussion of the issues he raised.
Comparing different points of view, he discussed
them himself.
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Both positive and negative opinions about the
current state and future of Tatar music, given by
the author, were not generally accepted or ex-
pressed by someone publicly, but were formulated
as possible ones by N. Isanbet himself. At the same
time, N. Isanbet did not argue with his potential
opponents who were critical of Tatar music (it is
not accidental that the title of the article has the
note “Instead of debates,” but not, for example,
“As a matter of discussion”), and did not reject
their point of view as antagonistic, hostile, but usu-
ally analyzed what it was caused by. N. Isanbet be-
lieved, in a number of cases, there were real
grounds for expressing opposing views.

The author of the article expressed confidence
that the emergence of professional Tatar music in
the near future was historically inevitable, although
he stated that “until now, forecasts about the future
of Tatar music have been extremely pessimistic”.
N. Isanbet connected the future progress of Tatar
music with the progress of Tatar culture in general.

He wrote that, in contrast to pessimistic fore-
casts, “the belief that, as the economic and political
growth of independent peoples increases and de-
velops, their languages, literature, theater, and mu-
sic, the music of the Tatar people, whose other
branches of culture are gradually maturing, will al-
so someday grow up and come of age. Because, if
music is a part of art, then art itself is a branch of
culture, which can grow and develop only if all its
individual elements are healthy. Like other branch-
es of Tatar culture, its art is forced to go forward
only by being wound on a common historical axis
(in a common historical team only)”, thus, N.
Isanbet pointed out the first two steps that had al-
ready been taken in this direction in music [Zakir].

He believed the first step to be the collection
and musical notation of folk kyuis scattered in dif-
ferent areas (in the personal library of N. Isanbet
himself there were notation editions of recordings
by S. Rybakov, M. Sultanov, M. Berg, and publi-
cations of post-revolutionary literary-musical and
youth societies from Kazan, Orenburg, and Ufa
well-known to the Tatar intelligentsia of that time).
The second step, from his point of view, was the
work of the authoritative musician Sultan Gabyashi
who was the author of a) new musical works, par-
tially woven from Tatar motifs, b) kyuis for a
number of stage works, c¢) adaptations of folk
songs for choral singing, based on research into
sound composition, time signature, and metrics.

N. Isanbet thought that the young musician
Salikh Saydashev was also moving in this
direction, as if anticipating subsequent events,

since Saydashev, who had worked in the Tatar
theater from the fall of 1922, had not yet created
his own musical pieces and simply used folk
melodies in his theatrical productions.

At the same time, N. Isanbet did not overesti-
mate his contemporaries’ merits and admitted that
“all these steps towards the professionalization of
Tatar music were insufficient, it was a half meas-
ure. Although they were based on the desire to fit
Tatar music into scientific, creative forms in ac-
cordance with the musical canons common to other
peoples, the thing that struck most was the uncon-
vincingness of these steps and the helplessness of
the methods employed. It might be due to the fact
that our professionals were not sufficiently armed
with theoretical and scientific knowledge” [Zakir].
Since N. Isanbet clearly spoke not only of the “two
steps” he was considering, but also about “all these
steps” (“lukin bu adymnarnyy hommose ds”, not
“lukin bu adymnar”, or “lukin bu ike adym da”),
here, he apparently made a generalized objective
assessment of all the previous experiences of col-
lecting and composing Tatar music.

In the pre-October period, Tatar folk music
was collected, processed and published, except in
the case of M. Sultanov, not by Tatars, but by mu-
sicians of other nationalities, which N. Isanbet
considered to be historically justified, although
these recordings and arrangements did not always
correspond to the folk originals. He did not doubt
they had every right to work in the field of Tatar
music. “Since the musical cultures of different
peoples, as well as specific branches of culture, are
not separated from each other by strong barriers,
there are many common ties between them; thus,
when the music of each cultured nation enters a pe-
riod of its intensive development, no evidence ex-
ists in history of its independent development.
Therefore, if recognized figures of Italian music
could work to lay the foundations of French music,
then German composers could just as easily master
Russian music and be of great use to it. Without a
doubt, we, of all others, cannot sit on the sidelines
and not follow this tradition. This would not sur-
prise anyone in this country either” [Zakir], — he
thought (however, he was slightly mistaken about
the latter).

In our time, Tatar music lives independently
and stands out of sight of Tatar intellectuals. But
from the beginning of the 1920s, for about half a
century, the public was keenly interested in intro-
ducing serious genres into Tatar music and in ade-
quately performing the works of Tatar music, es-
pecially those in which a folk song was used as a
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theme (this technique was characteristic both of the
works of Tatar composers and of Russian compos-
ers who tried to compose Tatar music) by singers
and instrumentalists with a professional (especially
conservatory) education. To the national percep-
tion of the Tatar audience, many works and the
manner of their performance were nationally un-
certain, or even completely alien, which was usual-
ly explained by the fact that Jews and Russians
spoiled Tatar music because they did not under-
stand it. There were many things that jarred on N.
Isanbet: in the main, he did not like the personnel
policy of N. Zhiganov, who was both the rector of
the conservatory and the chairman of the Union of
Composers, that is, the sole ruler in the sphere of
“serious” music in the republic, but N. Isanbet
never measured the degree of national adequacy,
“Tatarness” of music, or its performance only by
the nationality of the musicians.

As can be seen from some of the N. Isanbet’s
quoted statements, he was objective and noticed
the merits and demerits not only of Tatar and non-
Tatar composers, but even of Tatar folk music it-
self, which did not occupy a huge place in his soul.
The article presents two examples of opposite re-
sults achieved by representatives of Russian cul-
ture, working with Tatar tunes, whose work took
place literally in front of the readers’ eyes. The
first of them concerns the activities of the compos-
er and collector of folk songs Ya. Prokhorov.
There is information that after the October Revolu-
tion he did a great job collecting songs of the peo-
ples of the Volga region. In early 1920, Ya.
Prokhorov came to Kazan to work in the Music
and Ethnographic Department of the Central
(Higher) Oriental Music School. So far as N.
Isanbet called him “one of the Kazan professors
most familiar with oriental music”, the composer
left Kazan after receiving a professorship (if he re-
ally had one), that is, after May, 1921, when the
School was transformed into the Oriental Conserv-
atory. In the same 1921, he began his work at the
Moscow State Institute of Musical Science (SIMS)
[Muzykal'naia, entsiklopediia, col. 474], where A.
Eichenwald was also invited.

Whether following the instructions of the
SIMS, or according to the proposal of the People’s
Commissariat for Education of the TASSR, but in
1922, Y. Prokhorov went on an expedition to col-
lect Tatar musical folklore. As the newspaper
“Tatarstan” announced, on November 3, 1922, the
Tatnarkompros Scientific Center planned “a meet-
ing of oriental art workers to listen to new record-
ings of Tatar folk songs”, among them 16 songs

recorded by Ya. Prokhorov [Tatarstan, 1922],
[Moshkov]. Six Tatar folk songs, harmonized by
him, were published by the Central Eastern Music
School earlier, in 1920. Ya. Prokhorov was known
to the citizens of Kazan for his public appearances
as a musical ethnographer.

Assessing the results of his activities, N.
Isanbet noted that in recent years V. Prokhorov
made many attempts to work in the field of Tatar
music, but the achieved result showed that the Ta-
tar “mon” would not bow down to him.

N. Isanbet did not explain V. Prokhorov’s fail-
ure by the fact that he, not being a Tatar, was una-
ble to comprehend other nation’s music in princi-
ple, he had a different explanation. He believed
that, on the one hand, the shortcomings of Tatar
music itself contributed to the failure; it was its
immaturity, uncultivatedness, its being in the state
that made it too difficult for other peoples to un-
derstand; on the other hand, it was the composer’s
formal attitude to the matter, his superficiality. “In-
stead of focusing on natural specific properties of a
Tatar song while processing it, this professor at-
tached greater importance to the conventional dress
of European music and general musical technolo-
gy. In the kyuis, processed by him, the main color-
ing of the Tatar tunes was greatly distorted, and the
general technical means that he used had little to
do with the beautiful tunes”, was N. Isanbet’s opin-
ion [Zakir].

As for Eichenwald’s experience, N. Isanbet
found it successful, evaluating it as a victory: “Alt-
hough Eichenwald himself is of a different nation-
ality, his works demonstrate that he correctly un-
derstood the originality of the Tatar songs and their
basic nature. In his songs, the Tatar “moH” is re-
produced with very minor errors. Moreover, when
he, using the main melody as a fundamental basis,
colors it according to the rules of music theory, the
main thread line is not broken, and the numerous
patterns do not lose their connection with the basic
fabric. In short, the relationship between countless
threads, voices, and tune steps is not destroyed. As
a result, in their natural state, such songs as
“Salkyn chishmu” and “Tugan il” are so monoto-
nous and tedious that this fact cannot but attract at-
tention; however, when properly tinted, dressed
and made up, they become attractive, and to the
stunning sounds of a symphony orchestra, com-
posed of many instruments, they sound purely Ta-
tar, harmoniously, representing a single whole”
[Zakir].

A. Eikhenwald attached great importance to
the way his recordings and adaptations would be
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perceived by folk performers themselves, he
sought their approval; that is, when processing folk
tunes, he based his work not on the bare teaching
rules of harmonization, but on the desire to make
them sound natural to the Tatar listener’s ear. Let
me remind you how, in 1926, he described to the
correspondent of the Parisian newspaper “Days”
the process of working with folk material: “The
processing and harmonization of the recorded ma-
terial was a very hard job. At first, I worked ac-
cording to all the rules of counterpoint and Euro-
pean harmonization; then, I invited the connois-
seurs of the song of this nationality and played the-
se songs in front of them to the piano. And for the
most part, I heard the same final verdict: “not our
music!”... Some things had to be redone 30-40
times - until finally they stopped saying “not our
music!” All the work had to be done purely empir-
ically. In the end, I seemed to have caught the
characteristic features of their harmony ..”
[Eichenwald]. Probably, this was the only correct
way, requiring a lot of perseverance and time, the
way of mastering a culture that was initially alien.

N. Isanbet highly appreciated the result of A.
Eikhenwald’s work on Tatar folk music. He noted:
“True, his music is sometimes inexact, it abounds
in purely technical devices, in some places there
are problems with accurate natural sound reproduc-
tion. Still, firstly, we can say that this is the first
experience of processing Tatar tunes in this way;
secondly, to a certain extent, we should take into
account the fact that the composer belongs to a dif-
ferent nationality; thirdly, in the powerful orches-
tra, performing the song, there is not a single Tatar
who would feel and perceive these tunes with their
soul. But one thing is clear: this experience has
clearly shown that Tatar music is capable of infi-
nite progress, that it can be draped in a form that
will not be shameful to demonstrate on the interna-
tional musical maidan (arena), on the maidan of
Western music characterized by a high profession-
al level; that we need dedicated professionals, mu-
sic-loving public figures, schools and organizations
to achieve this aim” [Zakir].

N. Isanbet believed it necessary to continue the
work in the direction set by A. Eichenwald, ex-
panding the road he had chosen.

One professionally qualified composer would
not solve all problems. In any art, especially in
such as immature and sedentary Tatar music, one
single person could be responsible for only a very
small part, was N. Isanbet’s opinion. From his
point of view, in order for the work to be more
effective in the future, it was especially important

that national musicians should get down to
business, and Eichenwald’s works could serve as a
guideline for them. “For our professionals like
Gabyashi and Saydash, who, so far, have been
diligently looking for ways to develop Tatar music,
putting a lot of effort into their searches,
Eichenwald’s works should facilitate this search.
If, having agreed, they could work together follow-
ing this path, it would be a particularly good omen
that could ensure the achievement of even more
fruitful results” [Zakir]. N. Isanbet hoped the Tatar
musicians would join their efforts and expand their
activities in this field.

Dedicating the second part of the article to the
prospects for the development of Tatar music in
the new conditions of post-October life, N. Isanbet
considered them in close connection with the life
of the people, their needs and traditions of their
musical creative work. N. Isanbet found it neces-
sary to preface the conversation about the profes-
sionalization of Tatar music with the following
questions:

1) who was this music intended for?

2) what should it be like?

And without any, as he called them, “prelimi-
nary tricks” he declared: 1) for the people and 2)
fundamentally new (revolutionary). In his own
work, N. Isanbet was a consistently and convinc-
ingly democratic person, he called for the creation
of music that was understandable and accessible to
the people. In his opinion, this type of music
should avoid unnecessary tricks, the dominance of
musical technology, and blind adherence to all the
guidelines and rules of music theory: “In the field
of music, as in all other branches of art, we, basi-
cally, adhere to creativity, which is close to the
people themselves. If theater, painting, poetry,
sculpture, taken from life, from among the people
themselves, are to develop in close connection with
them, music, too, cannot but enter the framework
of the same canon.

Based on this, we urge: let the further work at
the musical front and on the systematization of Ta-
tar songs never lead to breaking the relationship
between people and music, as is typical of Western
music, which is very far from the people as it is
generated only by the fantasies of individuals, or
built, like a structure, with the help of schematic
installations of abstract music theory; so when we
lay the foundation for composing songs and music
for the people, let the share of technical devices in
music be an additional (auxiliary) application, sort
of a decoration ...
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As mentioned above, there is a fear that if we
openly highlight this very theory, Tatar music will
always stay far, far away, without its own fate in
life, without any hope for the future” [Zakir].

Isanbet considered democracy to be important
for music; in particular, because he believed music
to be one of the most powerful means of educating
a person: ‘“No matter how much spiritual food
some meaningful scientific discussions may pro-
vide for a person, a good performance of a well-
done music piece will leave an even more pro-
found impression. Of particular importance is the
formation of people’s feelings, the upbringing of
their spiritual forces. In our life, built on a new ba-
sis, special attention will be paid to educating the
people in this regard” [Zakir].

Emphasizing the importance of this issue for
modern Tatar reality, N. Isanbet discussed two is-
sues that were significant for educating the young-
er generation, one of them concerned the past tra-
ditions of Tatar music, the other - its future new
trends, both of them - the people’s worldview. In
this perspective, these issues had never been con-
sidered either before, or after N. Isanbet.

The language of Tatar music at the beginning
of the 20" century was the language of folk songs.
What direction the Tatar composers’ work would
take, whether they should rely on the usual folk
song traditions or create their music outside them,
how to introduce polyphony of the Western Euro-
pean or Russian type into a monophonic folk mel-
ody - all these issues were to be empirically estab-
lished. As the creative practice had shown, the mu-
sic by young Tatar composers, based on the me-
chanical use of other people’s experience, was re-
jected by the Tatar audience, who, in most cases,
did not want to mistake new compositions for Ta-
tar music. But Russian listeners, in their turn, were
not close to either Tatar folk music or the works of
Tatar composers.

N. Isanbet explained the failure to understand,
and in some cases rejection of Tatar folk music by
listeners of other nationalities by certain specific,
purely national features of folk music itself, as well
as certain conditions of its existence. But he did
not share the opinion of his contemporary musical
experts in understanding what qualities character-
ize Tatar music in the first place and what deter-
mines its face.

In Kazan musical circles, the main feature of
Tatar folk music was considered to be its reliance
on non-half-tone (angemitone) pentatonic, or Chi-
nese (Scottish) scale after the article “Five-sound
non-semitone scales in Tatar and Bashkir folk mu-

sic and their musical theoretical analysis” by the
violinist, composer and researcher of Tatar and
Bashkir folk music I. Kozlov [Kozlov] was pub-
lished in 1928 in Izvestiya of the Society of Ar-
cheology, History and Ethnography at the Kazan
State University.

We do not mean to say that before this publica-
tion, no one knew anything about the pentatonic
scale in Kazan. The presence of the “five-tone
scale” in Tatar songs was noted by S. Rybakov
[Rybakov], the famous Russian ethnographer and
collector of folk, including Tatar, songs
[Moshkov]. The initial information about the pen-
tatonic scale and, perhaps, about the Russian
sholars’ works, dedicated to it in the second half of
the 19" century, must have been known to teachers
and graduates of the Kazan Musical College. When
the Central (from November 1, 1920 - the Higher)
Oriental Music School (from March 1922 - the
Eastern Conservatory) was opened in Kazan at the
end of 1919, a music and ethnographic department
was formed under the supervision of famous Mos-
cow ethnographers, it had a musical and ethno-
graphic association, whose members were engaged
in extensive collecting and educational work. The
planned series of works at the department was
opened by P. Nikolsky’s [Nikol’skii] “Synopsis on
the history of folk music among the peoples of the
Volga region”, published in 1920, which, in partic-
ular, touched on the role and significance of the
pentatonic scale in the musical heritage of the Vol-
ga peoples. There is information that this work was
also published in translations into the Tatar and
Chuvash languages. Among the 11 scientific re-
ports, delivered at the meetings of the association
in 1921, there were reports by 1. Kozlov “Folk Mu-
sic of Northern Muslims” and “Five-sounding
Non-Semitone Scales in Tatar and Bashkir Folk
Music and Their Musical Theoretical Analysis”,
based on the aforementioned article [Vaida-
Saidasheva]

In the opening speech at his concert, A.
Eichenwald said that “all Tatar old songs have a
certain musical texture and structure on a kind of a
five-note scale (akin to the Chinese one)”, reveal-
ing the existence of the pentatonic scale to the
most ordinary audience, moreover, the Tatar one.
Nevertheless, the figures of Tatar music started
talking seriously about the pentatonic scale only
after the publication of Kozlov’s article. Apparent-
ly, this was due to the fact that, along with the
statement, declaring the pentatonic type of Tatar
folk music and general information about the pen-
tatonic scale, Kozlov gave specific examples of
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pentatonic scales, analyzed their interval composi-
tion and moods, considered the issues of chord
formation and the setting of key signs (determining
the tonality), that is, it would seem that the article
provided some direction for the practical use of the
pentatonic scale. At the same time, for scholars,
Kozlov’s article suggested new ways of manipulat-
ing with pentatonic scales, of interpreting them,
and of making terminological descoveries. In a
word, there was something to talk about.

In his answers to the questions of the “Yanalif
Magazine” “On Tatar Music” in 1931, S. Gabyashi
[Gabashi] was the first of the Tatar musicians to
raise the problem of the pentatonic scale. Practical
and theoretical interest in pentatonic music consid-
erably increased after the opening of the Kazan
Conservatory in 1945, where Tatar composers
were educated on a regular basis. In the pentatonic
scale, they began to see not only the main, but the
only noteworthy feature of Tatar music. Although,
at one time, A. Eichenwald noted that the pentaton-
ic scale did not prevent Tatar music from being
figuratively rich and interesting (“Despite the
seeming, at first glance, poverty of this five-note
scale, the songs of the Kazan Tatars are so diverse
that one would be amazed: how folk art happened
to achieve such combinations with such a small
number of sounds and created a variety of melo-
dies, deep in content and mood, from the saddest to
the most dashing and cheerful ones”
[Eichenwald]), in the 1950s the attitude to it was
rather negative.

The pentatonic scale, as a relic of past eras,
was made responsible for the fact that before the
October Revolution the Tatars did not have profes-
sional music, that Tatar folk music was monophon-
ic, boring and monotonous, that Tatar motifs, as a
thematic basis for large forms, were not capable of
development, moreover, cultured people should
not listen to pentatonic Tatar music, because it was
unbearable. The pentatonic scale inhibited the de-
velopment of Tatar professional music, therefore
we should get rid of it, triumph over it, eradicate it,
enriching it with semitones, replacing it with the
diatonic scale, enriching it with chromatisms, so it
was best to abandon it altogether in favor of the
major-minor tone of the 19" century. Surprisingly,
such thoughts were expressed not in the early
1920s, when Tatar professional music was in its in-
fancy, but in the middle of the century, when Tatar
music could be proud of its achievements not only
on a national scale, but also, taking into account at
least F. Yarullin’s ballet “The Shurale”, at the in-
ternational level.

Tatar folk music is really pentatone. But its na-
tional originality is not the pentatonic scale as
such. The angemitonic pentatonic scale, known
since ancient times and characteristic of very many
European and Asian peoples, has no nationality at
all. The music of each of these nations is individual
and easily distinguishable from the pentatonic mu-
sic of any other nation. Kazan public and Kazan
musical figures could see this for themselves while
attending the concerts [Kazan] of three internation-
al composers’ conferences of the “pentatone zone”
(Tatarstan, Bashkiria, Chuvashia, Buryatia,
Yakutia, China, Korea, Mongolia, etc.). In the
same way, it is not difficult to distinguish the na-
tionality of diatonic, major-minor or even dodeca-
phonic works of composers from different Europe-
an nations (compare, for example, the music of
Germans, Italians, Czechs, etc.). The point is not
their sound or modal systems, but the people’s na-
tional character, psychology, mentality, emotional
and psychological state at a given historical period
of time and their reflection in music.

To make the Tatar people believe that some
melody is their own, the pentatonic scale alone is
not enough. The chant must be in tune with the
soul of the people, otherwise they will remain in-
different or reject it, regardless of whether it is
pentatonic or not. Unlike professional musicians,
ordinary people are unaware of the existence of
any sound systems, they are far from consciously
“using” some well-known techniques, they simply
pour out their souls in music, intuitively finding
the necessary musical means. Folk music is born
not by a template, but by inspiration; although
composers’ music can sometimes be constructed
according to the well-known rules, described in
textbooks, one cannot expect this from the folk.

Isanbet did not explain by the limited capabili-
ties of the pentatonic scale the assessment given by
“foreign nations to all Tatar songs as being similar
to each other, monotonous, plaintive, dreary sound
combinations” and the disbelief in the future of Ta-
tar music, expressed not only by representatives of
other nations, but also by many Tatars, but by the
fact that in the periods preceding the concert of A.
Eichenwald, folk music reached the audience “only
in its natural form, in the way it was preserved
among the people”. However, not everything is
preserved among the people. “Many songs and
tunes were crushed by the wheels of history and
disappeared, and the surviving part perished in the
tragedy of enslavement that followed the Tatar cri-
sis (meaning the fall of the Kazan Khanate. - Yu.
1.), to say the least”, asserted N. Isanbet [Zakir].
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What the music of Volga Bulgaria or the Ka-
zan Khanate was like, we may only try to guess
(once, in a personal conversation N. Isanbet men-
tioned a surprisingly bright sunny tune, preserved
from the Bulgarian times, which, despite its origi-
nality, Tatar musicologists usually classified as an
absolutely different type). In the following centu-
ries, the Tatar people “considered their songs and
music to be their life companions so that through
them they could pour out grievances arising from
their bitter fate, and we must treat this fact with
caution and care”, said N. Isanbet [Zakir].

The poet and folklorist wrote: “That part of Ta-
tar music, which, having acquired citizenship, was
kept in the people’s memory, was imbued with
immeasurable hopelessness, sorrow, bitter crying
(caused by their dissatisfaction with life). We in-
herited these characteristic features from our mer-
ciless history: first, existing as victims of the
struggle for the throne of our own khans; then, be-
coming woeful victims of Russian imperialism.
Over the past three to four centuries, the Tatar
people had to quench their thirst only with such
bitter drinks” [Zakir].

It was not the pentatonic scale that made the
Tatar tunes mournful, but the deep wound existing
in the soul of the people for centuries. The penta-
tonic scale, along with the special forms of song
and instrumental (violin) chants, and the character-
istic timbre of the voice (“tearful”, but without
strain) inherent in many folk singers, helped to re-
veal the feeling of inescapable pain with which the
concept of “MoH” is inextricably linked.

In academic music, there is no notion of this
concept in the sense this word is used in the Tatar
language. However, Tatar music is hardly abso-
lutely unique in this respect. For example, “moH” is
also characteristic of the lingering songs of the
Bashkirs, the people closest to the Tatars. But, in
comparison with Tatar songs, the songs of the
Bashkirs are distinguished by greater breadth and
some kind of feeling of inner freedom. N. Isanbet
explained this by the fact that the Bashkirs lived in
large areas surrounded by the beautiful Ural natu-
ral landscapes, which gave them strength. Even on
a superficial acquaintance, a kind of “mon” is felt
in the music of the American blacks (African
Americans) or in the timbre of some oriental in-
struments (for example, the ukulele). A special
study of “mon”, for sure, will bring it to light in
some other peoples’ folk music, whose work is still
little known.

Russian musical figures and Russian listeners
of that time perceived Tatar tunes as monotonous

and identical pieces of music because they did not
know the feeling of the Tatar “moH’, moreover,
they did not appteciate its shades. Conswquently,
quickly getting tired of the music, incomprehensi-
ble in mood, they saw the root of evil in the penta-
tonic scale.

We might come across the correct use and cor-
rect interpretation of the word “moH” in some
works on Tatar music. But since these works are
written in Russian and usually by professionals
who have a poor command of the Tatar language,
such a probability is small. Not even interested in
the meaning of this word in the Tatar language,
many of these professionals painstakingly try to
give it their own speculative interpretation, usually
proceeding from the nature of the music and those
musical and expressive means that, in their opin-
ion, make up this “moHn”.

G. Sabirzyanov, for example, assured the read-
ers of the “Tatar Encyclopedic Dictionary”: “Mon
is a term that defines the national flavor of the Ta-
tar spiritual culture, a specific feature of the
worldview, an emotional state of suppressed sad-
ness, expressed in the variation of shades of basic
intonation. M. is especially vividly manifested in
music, poetry, and painting” [Tatarskii
entsiklopedicheskii slovar', p. 365]. Such a defini-
tion can be criticized at large as a collection of
words. But the point is not that such different phe-
nomena as the “color” of culture, a feature of the
worldview and an emotional state cannot be “ex-
pressed in variation” of something, and it is not
that the author, apparently, did not realize what in-
tonation was meant — the intonation of speech or
the musical one (and what about painting, which is
devoid of intonation?), and not even that it is im-
possible to vary the “shades” of the basic intona-
tion (if we are talking about a melodic device). The
thing is that the author considers “moH” to be a var-
iation, that is, a compositional technique. We can
come across this interpretion of “moH” as a means
of musical language and form creation in the works
of other authors.

In fact, “mon” is a feeling, more precisely, one
of the human feelings inherent in the nature of a
Tatar person. At certain stages of the historical de-
velopment, this feeling became all-consuming,
leaving its imprint on all aspects of the Tatar peo-
ple’s life, including their literature and art. In mu-
sic, it obviously manifested itself in Tatar folk lin-
gering songs — “uzun kyui” (Tatar: “o3biH Kkeii”).
This is probably why Kazan musicians, primarily
musicologists, treating limgering songs abstractly,
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outside the cultural and historical context, consider
“mMoOH” to be a musical term.

The exact and full translation of the word
“moH” into Russian is complicated for objective
reasons. In translations of Tatar literary texts, the
equivalent of different contextual meanings of this
word are usually found. But in the sense that it is
used in relation to music, the word “moH” is un-
translatable into Russian (and, apparently, into
most languages of other peoples), because other
people do not know the feeling indicated by this
word. It is difficult to explain its meaning not only
to Russians, but sometimes to some modern Tatars,
because a person cannot simply through words un-
derstand what, for example, “pride”, “conscience”,
“love” or other feelings mean, if he or she has nev-
er experienced them. (“There is no such thing as
“mon”, but there is such a zest that adorns the mel-
ody”, A. Lehman, a professor of the Kazan Con-
servatory, used to repeat). However, a sensitive,
empathetic person, who not does not only com-
municate with the bearers of this feeling, but also
delves into their life circumstances, will be able to
experience this feeling with his/her heart.

Concepts or terms that are absent in a certain
language are usually used as borrowed words re-
produced in transcription. Two sounds out of three
that make up the word “mon” are phonetically alien
to the Russian language. According to the rules of
recording Tatar sounds with the letters of the Rus-
sian alphabet (Tatar “0” = Russian “u”; Tatar “g” =
Russian “ng”), transliterated “mon” looks like
“mung” (or, at the worst, “mun’’), which is not cus-
tomary and has not yet been used much. But there
is nothing you can do about it. As there is no
equivalent of this word in Russian, when writing or
speaking, we can choose between transliterated
“mung”, or the word “moH” in Tatar. The variant
(“mon”), found in Tatar Encyclopedic Dictionary,
is anti-scientific.

Human feelings are socially and historically
conditioned, like the human personality itself,
which changes in the course of history.

Interesting observations about the essence of
mon are contained in N. Isanbet's article on the
work of Farida Kudasheva (1959):

“When our people sing a song, they expect the
singer, along with the melody, to voice their soul
with the richness of feelings inherent in it, i.e. to
demonstrate the inner soul of the melody in its
movement and dynamics. This mysterious “moH”
should be felt in the interweaving of the tech-
niques, permeating the soul and the traditions. If
so, then it is impossible to interpret “mon” simply

as sorrow and longing, as some people understand
it. It is used here in the meaning of “need”. That is,
“mon” realizes the spiritual need of the people”
[Isanbet].

It is necessary to discuss one more feature of
“moH” in music, which N. Isanbet noted: a linger-
ing song was a companion of the people during the
period of sorrowful colonial life. The people not
only poured out their “woeful complaints about
their bitter fate” through it, but also found consola-
tion with its help. Lingering songs, especially the
Bashkir ones, are very beautiful, they have a very
strong aesthetic element. It is “mon” that is the
most characteristic feature of a carefully preserved
lingering song, with it the concept of Tatar folk
musical classics is primarily associated. The music
was thought to be non-Tatar not because it used
semitones but because it was devoid of what is
called by the word “moH”.

Results

In spite of his love for Tatar lingering songs
and his high opinion of their role in the life of the
people in the past, Isanbet did not see any special
prospect for their existence in the future, because
with the October Revolution the life of the people
changed dramatically, the historical conditions of
their existence changed. That is why, he believed,
in the future, Tatar music should be “revolution-
ary” (“inkyilyabi”), but not in the sense that “it
should reflect the ideas of the October Revolution
specifically”, but meaning that “it should radically
change, become new”. In translation the use of the
definition “innovative” instead of “revolutionary”
would not be entirely appropriate here, since in Ta-
tar musicology it has a somewhat different mean-
ing.

The articles and studies, devoted to innovations
in Tatar music, are usually not about a genuine re-
newal of Tatar music from the inside, but about
Tatar composers’ use of musical and expressive
means, forms, and genres of classical and modern
music (sometimes it became an end in itself) pre-
viously not used in Tatar music. The evolution of
Tatar music was viewed rather from a pedagogical
standpoint - as a step-by-step process of profes-
sional education, knowledge acquisition, and im-
provement. An innovator in something (using a
semitone or a dominant seventh chord, writing a
quartet or an opera, using the form of a sonata or a
three-part fugue, etc.) was the one who was the
first to transfer to the Tatar soil some of the dis-
coveries of distant and near predecessors. Howev-
er, from this perspective, virtually all music, writ-
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ten by Tatar professional composers (at least until
the middle of the 20™ century), was innovative for
Tatar art. As for the further renewal of Tatar mu-
sic, it was largely based on borrowed creative ide-
as. What was called innovation from the point of
view of the Tatar music development, in the view
of European music would be called the creative
development of its traditions. This accelerated path
of professionalization was followed by composers
of all union and autonomous republics of the
USSR, which did not have professional music of
the European type before the revolution.

But the language, forms and genres of Tatar
professional music have a lot of really new, origi-
nal, moreover, our own things, created precisely by
Tatar composers, but remaining out of sight of re-
searchers who do not seek to go beyond the usual
framework of educational and pedagogical prob-
lems. In particular, attention should be paid to the
emotional-figurative enrichment of Tatar music,
achieved sometimes with the help of the most
common musical means and techniques, which
have long been discussed in science. The author of
this work used to note that S. Saydashev intro-
duced joyfulness and optimism into Tatar music,
R. Yakhin introduced excitement (N. Zhiganov
drew my attention to this feature of Yakhin’s mu-
sic), but, on the whole, the problem remains unex-
plored.

When speaking about the need to radically
change Tatar music, N. Isanbet had its content in
mind. He was worried that “the children of the na-
tion, growing up in the free space of a new free life
as the sole owners of all its resources” entered a
new life, having in their heritage only the music of
the colonial time. Its characteristic features pre-
vented it from “being in harmony and unity with
the new conditions of a free life”, he noted. The
modern generation needed ebullient life (khyat),
freedom, relaxedness (irek), prowess (xkitezlek),
joy (shatlyk), conviviality (bairom), external mani-
festation of feelings, splashing out emotions, and
triumph (namesh).

However, our music could not do this. There-
fore, cultural figures, working on Tatar music,
should focus on this feature of the real state of af-
fairs in the future.

Among Tatar songs, only takmaks and bayts,
which are few in number, lack these prevailing
original features. Is it really possible that numerous
takmaks and bayts, existing in former times and
lost for historical reasons, forgotten, their traces
gradually obliterated, that they can be found

Therefore, in the future we will have to create
this kind of music ourselves.

Folowing this path, we do not have to reinvent
the wheel. Because, no matter how few of them
can be found, one cannot say that we have abso-
lutely no songs and tunes in which the spark of life
has not been extinguished. Moreover, in different
places they have been preserved in different forms
and in different modes.

In the future, the task of respected musical fig-
ures (music connoisseurs) is to more persistently
search for such songs, study them, detail their
sound composition (tavysh), melodies (ahan), and,
based on all this, create an integral picture. If all
these components (kisok) are taken into account, it
will be possible to correctly and effectively direct
the specific creativity of individuals (shaches) fol-
lowing this path. In this case, musical works, cre-
ated in this way, cannot be perceived as an act of
separation from the people. Once the works are
based on their own people’s property, their form
alone will not be able to completely (forever) al-
ienate these works from the people.

In this area, there are several examples of how
easily such works are assimilated by the people.
Several songs and individual kyuis from “Tahir-
Zuru” and “Buz eget” by Sultan Gabyashi were
shortly accepted by the people as their “own” mu-
sic. The fact that these works of Gabyashi, not
purely Tatar, more precisely, including the motifs
(“mon”) of the Turks, Kirghiz and Crimean Ta-
tars, which are close to the Tatars’ heart, proves
that different kyuis, composed of purely Tatar
motifs (“mon), will be accepted by the people
with particular ease.

Isanbet believed that the creation of Tatar pro-
fessional music would be hindered by some tradi-
tions of the musical past and the lack of develop-
ment in the area of a new musical language.

Conclusions

Interestingly, from the post-war period, the
same issues about the present and future of Tatar
music were raised during numerous discussions,
organized by the Union of Composers of the Re-
public and on its monthly creative “Thursdays”.
Moreover, by this time a large group of Tatar
composers had grown up and significant success-
es had already been achieved in the development
of many genres, which meant that during those
disputes there were enough grounds to start dis-
cussions from, besides folk music. However,
Isanbet and professional musicians focused on
various musical phenomena, not to mention the
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fact that the interests of the Tatar people, the
“simple” audience, were gradually pushed into
the background, and the trend towards “academ-
ic” music for professionals grew stronger. Be-
sides, the originality of Tatar music was interpret-
ed in different ways.
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CTATbSI HAKH HCAHBETA
«HA ITYTAX CTAHOBJIEHUA TATAPCKOHU MY3bIKN» (1923) KAK
WUCTOYHUK HAYYHOIO KOMMEHTUPOBAHMUSI'

FOuany3 HakueBna Ucanober,
mileuscha@mail.ru.

B craTthe mpencraBieH TEKCTOIOTHIECKUN Hay4HBIM KoMMeHTapuii padotel Hakm Mcanbera «Ha
ITyTSAX CTAHOBJICHUS TaTapcKOH MY3BIKH», omyOnnkoBaHHOH B Kazanm B 1923 1. oz mceBOoHNMOM.
Oto OBUIAa JaHP MAMATH CTapIieMy OpaTy, ImpomaBmieMy 0e3 BecTH B ToAbl [ pakmaHckol BOWHEL B
pabote yOenuTenbHO JOKazaHO, 9To cTaThsi Hakm VcanOerta He moTepsiia cBOeil akTyalbHOCTH U B
HaIM JAHU. YYEHBIH CyMell TpPaMOTHO 00O3HAYUTh KIIIOUEBbIE TEHJCHIMH B N3yYCHUH TaTapCKOW Ha-
POHOM MY3BIKHM M HAMETHJI ITYyTH Pa3BUTHA NPO(ECCHOHAIBHOMN TaTapCKOM MY3bIKH.

KaroueBble ci1oBa: TaTapckas My3blKa, TaTapckas HapojHas necHs, Haku HMcanber, A. A. DiixeH-

Baiba, C. I'absmim, C. Caiigaries.

Beenenue

Hapoansle menonuu Ka3zaHCKUX TaTap, 3amu-
caHHble M 00paboTaHHbIe AHTOHOM AJIEKCaHIIPO-
BHYeM ODWXEHBAIBIAOM JUISI CHM(OHUYIECKOTO Op-
KeCTpa, BIepBble po3By4yanu 3 aBrycra 1923 roma
Ha KOHIEpTE BOCTOYHOM MY3BIKH, YCTPOCHHOM B
KpacHoapmeiickom aBopre (HbIHE TeaTp HMEHH
K. Tunauypuna). B mporpammy KoHIEpTa BOILIA
taTapckue necHn «Ka3z kanate («['ycuHOE KpBI-
10»), «Oxon kee» («OkomHas mecHs»), «CalKblH
gumme»  («CTyneHsld  kmouw»),  «Mecaumoy
(«Mycanmay), «Tyran wn» («Pogunay), «['a3usze
6anneiy» («Crosunnna ['azuzan). D10 ObLT IEPBHIA
B HMCTOPHHM TaTapcKOi My3bIKH CHUM(pOHUYECKUI
KOHIIEPT BOCTOYHON MY3bIKH. B HEM npuHsM yua-
CTHE HWCIOJHUTEIN TaTapCKUX HApPOIHBIX IECeH
Capa CagpixoBa, Xakuma YamaeBa u Spymnna Ya-
maeB (Puc.1).

Cpenn razetHpix OTKIMKOB [K KoHuEpTy
nupmkepa  OiixenBanbial, [CumdoHnUecKuit
koHuepT TatMy3o0], [TaTap KbIpiapblH My3bIKara
camyra siHa aneM], [B. I'-H], [3en3], [Cumckuit
1923], [Cumckuit 1928], [UI.I'.], [V-B], [DiixeHb-
Bajb/| Ha CcHUM(OHWUYECKHN KOHIIEPT TaTapCKOU
My3bIKH 0COOHsIKOM cTouT crarhsi H. McanOera
«Ha mnyTdx CcTaHOBJIEHUS TaTapCKOW MY3BIKK»
(«Tarap My3bIKachlH 31UISY IOJBIHAA»), OMyOIH-
KOBaHHasl, KaK 3TO XapaKTepHO AJISl BCeX ero myo-
JTUACTHYECKUX MaTepuanoB 1920-x romos, mon
nceBmonnMoM 3. 3akup’ [3akup] (cM. mozap. Ilpu-
noxkerue). Momomoiri moatr H. McanGer mocermn

"o MPUYMHE yXO0Ja U3 KU3HU aBTOpa CTPYKTypa CTa-
ThU OBbLIa BBICTPOCHA B COOTBETCTBHU C TPEOOBAHHIMU
XKypHaia pegakTopoM Xa0yTauHoBoi M. M.

2 B OCHOBE MCEBIOHNMA GdbaMuIust ¥ UM CTapIIero
6para H. Mcanbera 3aku 3aknpoBa, HOTHOIIEr0 B TOJIBI
I'paxxtaHCKOM BOMHBI.
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Kazanp mo mopore Ha yueOy B XapbKOBCKHI yHH-
BepcureT. K 3TOMy BpeMeHU OCHOBHBIE TE€MBI U
HaIpaBJeHUs] €ero TBOPYECTBA YK€ OMPEACTUINCE.
B xpyr ero nHTEpecoB ¢ paHHHUX JIET BXOAWJIO H
TaTapcKkoe HapoAHoe TBopuecTBO. Ilocemenue
KoHepTa A. A. DiixeHBanpla U HOBBIC JIMYHBIC
BIICUATJICHUS] IAJIH €My JOIOJIHUTEIbHbBIN MaTepu-
an Juid pa3IyMHid O Cyap0€ TaTapcKoll MY3BIKA B
MIPOIILIOM U OYAYIIEM.

MarepuaJibl 1 MeTOABI HCCIeJOBAHUS

B npunoxxennu cratbs H. Mcanbera myonuky-
eTcsl Ha sI3bIKe OpUTMHaja, TaK KaK Mbl CTOJKHY-
JHCh ¢ OOBEKTUBHBIMU TPYAHOCTSIMH IIPH HEPEBO-
JIe ee C TaTapCcKOro Ha pycckui si3plk. HexoTopble
HIEPOXOBATOCTH TEKCTa OOBSACHSIOTCS TEM, YTO
JTAHHBIA MaTepuan ObLT OmyOiMKOoBaH Oe3 coria-
COBaHHS C aBTOPOM U 0€3 ero pefnakTopcKol mpas-
KH, TaK KaK CTaThsl ObLa MOATOTOBJICHA K MEYaTH
nocne oTrbe3na modra u3 Kazanum. Kpome Toro,
H. Wcanbet B cBoeii pabore mpuOeraeT K TEpPMH-
HaM, HE WMEIONIMM aHAJIOTOB B PYCCKOM SI3BIKE.
[Mpu mutupoBannu H. HMcanGera Mbl ObLIH BBIHY-
JKAEHBl NpuOeratb K YCJIOBHOMY MEPEI0KEHHIO
WIN YNPOIIEHHOMY JOCJIOBHOMY IiepeBonay. B ort-
JIENLHBIX CIIy4YasX B CKOOKax MPHBOJSATCS BapHaH-
ThI 3HAYCHUH TEPEBOJMMBIX CIIOB, YTOOBI 00Ier-
YUTh TIOHMMaHHE cTaTbu. HekoTopble TepMHHBI
BCETJ]a TEPEBOJIATCS OJMHAKOBO: <OKBIP» — «IIec-
Hs» (M TOJNILKO OJIMH a3, 0 KOHTEKCTY, KaK «Ha-
pOIHAasE BOKaJbHAs MY3BIKa»), «KOi» — KaK «Kei»,
«MY3BIKaHBI 31IJIOY» — KaK «CTAaHOBJIEHUE MY3bIKH;
COUYMHEHHUE MY3BIKU; MY3bIKAIFHOE TBOPYECTBOY,
«MOISHUIISLITEPY» — KaK «IpoQecCHOHAIN3AINS;
co3faHne NPOPECCHOHAIBHON My3bIKH». CI0BO
«mony ymnotpebnsercs H. Mcanberom B IByX 3Ha-
yeHusx: 1) «HameBy, HO He 000, a 00JIaTaroTIi
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TEM KaueCTBOM, KOTOPOE OIPENEISICTCS TaTapCKUM
CIIOBOM «MOH» (TO €CThb B JaHHOM CIIy4Yae IOJ]
«MOH» TIOJIPa3yMeBaeTCsl «O3bIH KO, a MoJ «Ha-
MEBOM», COOTBETCTBEHHO, «IPOTSDKHAS TICCHS»
WIH «y3yH KIOW»); 2) ompeielieHHe KOHKPETHOTO
SMOIHOHATBLHO-TICHXOJIOTUIECKOTO COCTOSTHMS. B
MOCJETHEM CITydae U3-3a OTCYTCTBHUSI PYCCKOTO K-
BHUBAJICHTA CJIOBO MPHUBOIMUTCS HA TATAPCKOM SI3bI-
ke (mogpoOHee TOJIKOBaHHWE CIIOBA «MOH» OyIneT
paccMOTpPEHO aajee).

Oobcy:xnenne

Cratest H. HcanGera omyOnmKoBaHa TO3Ke
MEPBBIX OTKJIMKOB Ha KOHLEPT. be3 comHenwus, To,
0 4eM TOBOPUTCS B CTaThe, HE pa3 W He ABa 00ay-
MBIBaJIOCh aBTOpOM. HecoMHEHHO M TO, 4TO B
TBOpUecTBe A. A. DliXeHBaIbJa OH HAIIE] OTBETHI
Ha Kakue-TO MYYHBIIHE €ro BOIMPOCHI, U €My IO-
TpeOOBAIOCH BpEeMs IS TOTO, YTOOBI B3TJITHYTH Ha
HUX MOJ HECKOJIBKO APYTMM YTJIOM 3PEHHs, 4eM
paHee, W ompenaeneHHee CHOPMYITHUPOBATH CBOIO
TOUYKY 3PEHHUS] Ha IEPCIEKTUBBI Pa3BUTHS TaTap-
CKOU MY3BIKU.

C momenTa nageHus B 1552 roay Kazanckoro
XaHCTBA TaTapCKUP Hapoj Ha MPOTSKEHUH YEThI-
pex ¢ HOJOBUHOM BEKOB (DAKTUUECKH HE MMEJ HH-
KaKuX IIaHCOB Ja)Ke Ha 3JIEMEHTapHOE pPa3BUTHE
CBOEH IYXOBHOW KyJbTypbl. JIMmp juteparypa c
TPYAOM COXpaHsjga Kakue-TO MO3MLUUHU. TosbKo
rmocie u3BecTHOTro «Bricouaiimero Manudecra 00
YCOBEPIIEHCTBOBAHUU TOCYIapCTBEHHOI'O MOPSA-
ka» or 17 oxtsaops 1905 roma, mapoBaBmiero B
Poccun nemokpaTtnyeckue npasa u cBOOObI, B TO-
pollax ¢ TaTapCKUM HACEIEHHUEM CTaJld MOCTEIeH-
HO OCBaWBaThCSd HEKOTOpbIE (OPMBI KOHIEPTHO-
TeaTpaJIbHOM JKU3HH, XapakTepHbIE Uil €BPOICi-
CKOH M pyCCKOHM KyJbTyphl. TeaTpaiabHble TPYIIIbL,
HeOOoIbIINe My3bIKabHbIE KOJUIEKTHBBI H OTJEINb-
HBbIE MCIIOJHUTENHN CTajll NPETeHIO0BaTh Ha MONIY-
YeHHE NpaBa I'PaKIAHCTBA M, MyCTh MHOTAA U C
0OJIBIIMM TPYJIOM, TOOWBAJKCH Pa3pelICHUs Ha
nyOJM4HbIe BBICTYIUICHUs. JIFOOUTEIhCKOE UCKYC-
CTBO BCTYMAJIO HA CTE3I0 MPOo(ecCHOHANN3MA.

Ho ecnu y mapokmaromierocs TaTapcKkoro Te-
aTpa ObICTpBIMH TeMnamu (HOpMHUpPOBAJICS COOCT-
BEHHBII periepTyap (B TOM YHCJIE U IIEPEBOAHBIN),
CO3/IaBacMblii TATAPCKUMH JIpaMaTypramu, TO My-
3bIKa B 3TOM OTHOIIEHHWH CHJIBHO oTcTaBama. He-
MHOTOYHCJICHHBIE, M0 CYIIECTBY JIIOOMTENIbCKHUE,
MPOM3BEICHHUS TATAPCKUX aBTOPOB ObUIM Harepe-
YeT, TI0O3TOMY OCHOBY MY3BIKAJbHOTO perepTyapa
WCTIOJTHUTENEH-TaTap COCTaBIsUIa HAPOIHAS MYy3bI-
Ka — B YMCTOM BHJIE U B HECIIOKHBIX MEPETOKEHH-
SIX IS TIEHHA C COMPOBOXKJIEHHUEM WM UIA OT-
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JISNBHBIX MHCTPYMEHTOB WM aHcamOnei. Ho maxe
aneMeHTapHass 00paboTKa HapOIHEIX HAIICBOB OKa-
3a1ach JIeJIOM TPYIHBIM U, KaK MOoKa3aia Ku3Hb, He
TOJIBKO Ha TNEPBOHAYAIHHOM 3Talle CTAHOBJICHUS
pohecCHOHATbHON MY3bIKH.

VY tarap He OBIIO CBOMX KOMIO3UTOPOB, MOITY-
YUBIIUX HEOOXOAMMOE TMPOECCHOHAIBHOE 00pa-
3oBaHue. UX ele mpeacTosio BBIYYHUTh, MPOBES
4yepe3 BCe JIOJITHE STalbl My3BIKAIFHOTO BOCITHTA-
HUS OT HAYaIBHOTO K BeIcIIeMy. OTHaKO OHO 00-
pazoBaHue, K TOMY € U YCKOPEHHOE, €Ill¢ HE ra-
PaHTHPOBAJIO CO3JaHHUA MY3BIKH, KOTOpas MOTJa
OBITH BOCIIPHHSTA MUMEHHO KaK HAIlMOHAJIHHO Ta-
Tapckas. A 4YTO HYXHO CJeNaTh, 4TOOBI MOIy4Ya-
JIOCh UMEHHO TaK, HUKTO YETKO HE MPEACTABIISIL
OcTaBasioch TONBKO KAaK-TO OPHEHTHUPOBATHCS Ha
TPaOUIIMH HAPOJHOW MY3BIKH, HA TOT MOMEHT TO-
JKe ele He u3ydeHHble. JJisi My3BIKaHTOB — TaTap
TOTO BPEMEHH, BHIPOCIINX HA HAPOJHOU MY3bIKE U
BOCIIPUHUMAIOIINX €€ He pa3yMoM, a IyIIoW, Ha-
Y4YHBIC 3HAHHUS O HEW ObLIM HE Bcerja o0s3areib-
Hel. Ho OHUM OBITH HEOOXOMUMBI JUIS TBITABITUXCS
paboTarh B 001aCTH TaTapcKOW MY3BIKH KOMIIO3H-
TOPOB JIPYTHUX HAIIMOHAIBHOCTEH M OYIyIIMX BOC-
nuTaTele Kak TaTapCKUX KOMIIO3UTOPOB, TaK H
HCIIOJIHUTEIIEH, 0c00eHHO meBHOB. Ha oco3nanue
cnenu(puIecKux 0COOCHHOCTEH TaTapCKON MY3bIKH
UM TpeOOBAIIUCh U BpEeMs, KOTOPHIM OHH HE BCEra
pacnoiarand, u onpeeneHHble yemnus. Kro-to u3
aBTOPOB HOBBIX IIPOW3BENIEHUN HCXOIWI W3 W3-
BECTHBIX TPAIUIIMHA, KTO-TO MPEINOYUTAl UX WI-
HOpHUpPOBAaTh, HE 3aMeyaTh. Kaxaplil geiicTBOBalI B
Mepy CBOETO TallaHTa, 3HAHWI M OTBETCTBEHHOCTH
Y C Pa3HBIM PE3YJIHTATOM.

OHOTOJIOCHBIE HAPOJHBIE HATEBHI WU OJIM3-
KM€ K HUM I10 AyXy HOBBIE aBTOPCKHE MEJIOAHH C
TPYJAOM TOJIaBaJIUCh TApMOHH3AIHNU, C KOTOPOU
CBSI3BIBAIOCH BBEJCHUE B TATAPCKYIO MY3BIKY MHO-
TOroJIOCHs, HEeM30€XKHOTO TPU CTPEMJICHHH K ee
eBporien3anuu. be3 MHororomocus Henb3s OBLIO
OXXHJIaTh OCBOCHUS HU ONEPhI, HU OajeTa, HU JIpy-
TUX €BPOICUCKUX aKaJeMHUYECKUX JKaHPOB, O YeM
MEUTaIu JeATeNI TaTapckord KynbTyphl. C TOYKH
3penus H. Mcanbeta, 61mxke BCero K aJIeKBAaTHOM
MHOTOTOJIOCHON 00paboTKe TaTapCKUX HAIEeBOB
mogomea A. A. DUXeHBAJIbI.

Cratbsi COCTOUT U3 ABYX pa3aenoB. [lepBblil u3
HUX TIOCBSIIICH BOIPOCAM, CBSI3aHHBIM HEIMOCPEII-
CTBEHHO C TBOpYecTBOM A. A. DiixeHBaibjaa, BTO-
poii — HAIMOHAIBHOMY CBOCOOpPAa3HI0 TaTapCKOU
MY3bIKH W HEKOTOPHIM BOIIPOCaM ajJbHEHIIEeTo
Pa3BUTHS TaTapcKoOn MPodecCHOHATHHON MYy3bIKH.

HauaB cTaThi0 C IPEOI0KEHHS, YTO «HE/1aB-
HUI TaTapcKUil CUMQOHUYECKHI Bedep, IMpoBe-
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JEHHBIN 107 YNpPaBIEHWEM MAaCTUTOTO KOMIIO3M-
Topa A. A. DiixeHBaigbAa, MOPOIWI B TOJIOBaX
MHOTHX JHOOWTENeH My3bIKM HOBBIE MBICIU O Ta-
TapcKoil My3bIKe BOOOIIE U ee OyaylieM B YacTHO-
CTW», U 3aMETHUB B 3aBEPILEHHUE CTaTbH, YTO IPU-
1A TIOpa CEPbe3HO 0OCYIUTh BOIPOCHI Pa3BUTHS
TATapCKOW MY3BIKH M YTO «OCOOEHHO XOYETCs yc-
JBIIIATE COOCTBEHHOE MHEHHE MY3BIKaJIbHBIX Aes-
Tenel, MPUBBIKIIMX JEepP)KaTh CBOE TBOPYECTBO B
CTOpPOHE OT TIa3eTHO-)KypHaJIbHBIX CTpaHui», H.
Hcanber TeM He MeHee, BUIUMO, HE HaJeeTcsl Ha
LIMPOKOE OO0CY)KIEHHE IOAHATHIX MM BOIPOCOB.
ComoctaBisisi pa3Hble TOYKHM 3PEHHs, OH JENaeT
3TO caM.

[IpuBeneHHBIE UM KaK MOJIOKUTENbHBIE, TaK U
HETaTHUBHbIC MHEHHSI O COBPEMEHHOM COCTOSIHUH U
OyayIleM TaTapcKoW My3bIKHM ObLTH HE OOIIEHpHU-
HSTBIMH HMJIM BBICKa3aHHBIMU KEM-TO IyOJIHYHO, a
chOopMyJIUpOBaHbl CAMHUM aBTOPOM KaK BO3MOXK-
ueie. [Ipu aTom H. McanGeT He ciopuT co cCBOMMH
BO3MO>KHBIMH OIIITOHEHTAaMH, OTHOCSIIIUMUCS K Ta-
TapcKOil My3bIKE KPUTHYECKHM (HEZapoM K 3aria-
BHIO CTAaThH JAHO NpuMedyaHue «BMecTo mpeHuity,
a He, Hanpumep, «B mopsnke AUCKycCHUU»), U HE
OTBEpraeT UX TOUKY 3pEHHUS TOJbKO KaK aHTarOHHU-
CTHYECKYIO, BpaXIeOHYI0, 2 OOBIYHO aHAIN3HPYET,
yeM OHa oOycioBieHa. s ee BO3HHKHOBEHUS,
cunrtaeT H. McaHOer, B psifie ciiydyacB UMEIOTCS pe-
QJIbHBIC OCHOBAHMS.

ABTOp CTaThbU BHIPAXKACT YBEPEHHOCTHb B UCTO-
pHUUeCKOl HEU30EKHOCTH TMOSIBIICHHS B HETAaJICKOM
Oynymem y TaTap NpoeCCHOHAIbHOM MY3bIKH,
XOTSl U KOHCTaTUPYET, YTO «I0 HACTOSIIEro Bpe-
MEHH TPOTHO3BI O OYIyIIEeM TaTapCKOW MY3bIKH
ObUIM KpaliHe TEeCCUMHCTHYECKHUMMW». byymuii
nporpecc tarapckoid Mmy3bikn H. HcanbGer cBs3bI-
BAaET C MPOTPECCOM TATAPCKON KYJIBTYPHI B LIEJIOM.

OH numeT, 4To B MPOTUBOBEC MECCUMUCTHYE-
CKUM IIPOTHO3aM «JIOJDKHA OblIa KperHyTh Bepa B
TO, YTO TaK, KaK MO MEpe 3KOHOMHYECKOIr0 U IO-
JUTHYECKOT0 POCTAa HE3aBUCHMBIX HAPOJOB PACTYT
Y DPa3BUBAIOTCS MX S3BIKH, JHUTEparypa, TeaTtp U
MYy3bIKa, My3bIKa TaTApPCKOT'0 Hapoja, obJanarone-
T'0 TIOCTENIEHHO CO3PEBAIOIINMHU JAPYTUMH BETBIMU
KYJIbTYpPBI, TO)KE KOTJa-HUOYIb MOJPacTeT U JOC-
TUTHET coBepuieHHoneTud. [lotomy uTo ecnu my-
3BIKa SIBJIIETCS YacCThIO UCKYCCTBA, TO CAMO MCKYC-
CTBO SIBIISIETCSI BETBBIO KYJBTYPHI, KOTOPAs MOXKET
pacTu M pa3BUBATHCS, TOJIBKO €CIIH OYAYT 310POBBI
BCE €€ OTAeNbHBIe cocTaBiAoomue. Kak u apyrue
OTpaciii TaTapcKOW KyJIbTYPHI, €€ MCKYCCTBO BBI-
HY)KJIEHO WATH BIIepell, He MHade Kak OyJay4d Ha-
BUTBHIM Ha OOILYI0O MCTOPUYECKYIO OCh (HE MHaye
KaK B O0IIEH MCTOPUYECKON YMPSKKE)», U, TAKUM
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obpa3om, H. Ucanber yka3siBaeT JBa NIEPBBIX IIa-
ra, y)Ke CIeJIaHHBIX B ATOM HAIIPaBJICHUU B MY3bI-
ke [3akup].

[TepBbIM mIarom oH cuuTaeT COOMpaHUe U HOT-
HYI0 3allUCh HApOIHBIX KIOEB, pa3OpOCaHHBIX IO
pPa3HBIM MECTHOCTSM (B JUYHOU OMOIMOTEKe ca-
moro H. McanbeTa uMennch U3BeCTHBIC TaTapCKON
WHTEIUIUTEHIIUM TOTO BPEMEHU HOTHBIC W3/IaHUS
sammmcert C. PeibakoBa, M. CynranoBa, M. bepr u
MyONMUKAIK  TTOCIEPEBOIOIMOHHBIX JIHTEPATyp-
HO-MY3BIKQJILHBIX U MOJIOACKHBIX 00mecTB Kaza-
oy, OpenOypra, Yo¢sw1). Bropeim marom, ¢ ero
TOYKH 3PEHUS, SIBISIETCS TBOPYECTBO aBTOPUTETHO-
ro my3bikanta CynraHa ["abamm, KOTOpBIHA SBISII-
Cs aBTOPOM a) HOBBIX MY3BIKAJIBHBIX IPOU3BEIC-
HUH, YaCTHYHO COTKAHHBIX U3 TaTAPCKIX MOTHBOB,
0) KIoeB ais psija CIEHUYECKUX HPOU3BEICHUH,
B) MEPETIOKCHUH HAPOJHBIX IMECEH ISl XOPOBOTO
TIEHUS, CIIETAHHBIX HAa OCHOBE WCCIICJIOBAHUS 3BY-
KOBOTO COCTaBa, pa3Mepa U METPHKH.

H. Mcanber cuutaet, 4TO B 3TOM HaIllpaBICHUU
JIBIDKETCA M MoJonod My3bpikaHT Canux Caiina-
IIeB, KaKk OBl MPEIBOCXUIIAS MOCIEAYIOINE COOBI-
T, Tak Kak Caiinames, ¢ ocenu 1922 roxa pa6o-
TaBIIMH B TaTapCKOM TeaTpe, MoKa elle cOOCTBEeH-
HOW MY3BIKM HE MHCaN ¥ Npu O0)OPMIICHUU CITEK-
TakJel 0e3 0COOBIX YXHUIIPEHUH HCIIONIb30Bal Ha-
POIHBIE MEJIOINH.

Bwmecre ¢ Tem H. Ucanber e nmpeyBennanBaet
3acCIyT CBOMX COBPEMEHHHMKOB M IPHU3HAET, UYTO
«BCE€ 3TH LIard Ha MyTH NMPOodEeCcCHOHAIN3AINHU Ta-
TapCKOW MY3BIKH OBUIM HEIOCTATOYHBIMH, IOJIO-
BUHYATHIMH IIaraMH. XOTSI B UX OCHOBE W YYBCT-
BOBAJIOCh CTPEMJICHHE BMECTUTH TaTapCKylO MYy-
3bIKy B Hay4HbIE, TBOpYeCKHe (HOPMBI COOTBETCT-
BEHHO OOIIUM JJIsI IPYTHUX HAPOJIOB MY3bIKATbHBIM
KaHOHaM, Pe3K0 Opocajich B Tja3a HeyOeIUTeNb-
HOCTh JTHX IIaroB W OECIOMOIIHOCTh TPHUEMOB.
Bo3MokHO, 3TO IO OT TOTO, YTO HAIIM CIEIHa-
JIUCTHI HE OBUTH B JIOCTATOYHOW CTEIIEHU BOOPYXKe-
Hbl TEOPETUYCCKHUMHM, HAYyUYHBIMH 3HAHHSIMI
[3akup]. [Tockonbky H. McanOer siBHO TOBOPHUT HE
TOJIBKO PAaCCMOTPEHHBIX UM «IBYX IIarax», a 000
«BCEX OTHX IHarax» («iokur 0y aObLMHAPHbIY
hammace 0a», a He «iaKun Oy aodbIMHApy WIH
«1oKUH Oy uxe aovim 0a»), 311eCh, BUTUMO, TaeTCs
00001IeHHasT OOBEKTHBHASI OIEHKA BCEX IMPEJIbI-
JIYIIHX COOMPATENbCKUX M KOMIIO3UTOPCKUX OIbI-
TOB B 00JIACTH TaTapCKOH MY3bIKHU B IIEJIOM.

B nookrts0pbeckuil nepuon cobupanueMm, odpa-
00TKOM M MyOIMKanued TaTapcKo HApOAHON My-
3BIKH, KpOME eJUHHYHOTO ciydas ¢ M. CynraHo-
BBIM, 3aHUMAJIUCh HE TaTapbl, & MY3bIKAHTHI JIPY-
TUX HalHMoHallbHOcTeH, uro H. McanGer cuwmran
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HUCTOPUYECKH ONpaBAAaHHBIM, XOTSA 3TH 3allUCH H
00paboOTKH HE BCeTAa COOTBETCTBOBAIM HAPOIHBIM
opurnHanaM. He BBI3bIBasla y HEro COMHEHHM U
MPaBOMOYHOCTH PabOThI B 00NACTH TaTApPCKOH My-
3bIKM KOMIIO3UTOPOB, HE SIBISIIOIIUXCSA TaTapamu.
«IlockonbKy My3bIKaJIbHBIE KYJIbTYPBl Pa3HBIX Ha-
POOB, KaK U crnenu(puiecKue oTpacid KyIbTyphl,
HE OTACTSIOTCS IPYr OT Apyra MpOYHbIMH Oapbe-
paMM ¥ MEXIy HUMH CYIIECTBYET MHOXECTBO 00-
IIMX CBSI3€H, NPU BCTYIUICHUH MY3BIKM KaXXIOTO
KyJIFTYPHOTO HapoJa B TIOJOCY WHTEHCHBHOTO
pa3BUTHA Cllyyal €€ Pa3BUTHs TOJBKO COOCTBEH-
HBIMU CHJIaMHU B HUCTOpuu He HaOmonatotcs. Ilo-
3TOMY €CJIM B CTAHOBJICHUH (PPaHIy3CKON MY3bIKH
MOTJIM, Pa3BEepHYBIINCH, PadOTaTh MpPU3HAHHEIC
NESITeNd WTAIbSHCKOW MY3BIKH, TO M HEMELKHE
KOMITO3UTOPBI MOTJIM HACTOJBKO ke 0e3 3aTpyaHe-
HUW OCBauBaTh PYCCKYIO MY3BIKY U IPUHOCUTH €i1
IparoleHHyo Honb3y. be3 coMHeHHs, HE MOXKeM
BHE JTOr0 KaHOHA (mpaBmia, 00bIYasi) OTCHUAETHCS
B CTOpOHE €ITMHCTBEHHO MBI. He BCTpeTsT Takoe ¢
yAMBIEHWEM W Yy Hac» [3akup], — CUHTal OH
(BmpodeM, HacueT MOCIEIHETo cierka 3a0myxkia-
SICB).

B name BpeMst Tatapckasi My3bIKa KUBET caMa
1o cebe U CTOUT BHE IOJISI 3pEHUS] TaTapCKOH HH-
Tejumredu. Ho ¢ magama 1920-x rogos B Teue-
HUE MPHUMEPHO MOJyBEKa BO BpeMeHa, Koraa o0-
LIECTBEHHOCTh OblIa HBO 3aMHTEPECOBAHA BO
BHE/IPEHUH B TaTapCKYIO MY3bIKY CEphE3HBIX >KaH-
POB U B aJICKBATHOM HCIIOJIHEHHH MPOU3BEICHUIN
TaTapCKOH MY3BIKH, OCOOEHHO Te€X, B KOTOPBIX B
KayecTBE TEMAaTHYECKOro Marepuaia HCIOJIb30Ba-
Jlach HapojHas MecHs (3TOT MpueM ObUI XapakTe-
PEH Kak JJIsl TBOpYECTBA KOMIIO3UTOPOB-TATap, TaK
W JUIS TBITAIOLIMXCSI COYMHATD TaTaPCKYI0 MY3BIKY
PYCCKMX KOMIIO3UTOPOB) IMEBLIAMU U HHCTPYMEH-
TANACTaMH, TOJYYMBIIUMH TPodeccHoHATBEHOE
(ocobeHHO KOHCepBaTOpckoe) oOpa3oBaHHe, Ha-
LUOHAJIbHAsI HEONPEAEICHHOCTh WM JJaXKe TOJIHAS
Yy)XJIOCTh MHOTHX NpPOM3BEJICHHH W MaHepbl HC-
MOJTHEHUSI HAIMOHAIILHOMY BOCIIPUSITHIO TaTap-
CKOW ayTUTOpUU OOBIYHO OOBACHSUIUCH TEM, YTO
€BpEU M PYCCKUE TIOPTAT TATAPCKYHO MY3BIKY, I1O-
ToMy 4Tro He moHuMaroT ee. H. Mcanbera Toxe
MHOT0€ KOpoOHI0, BO MHOTOM HE HpaBHJAch €My
kanposag noiutuka H. I'. JKuranosa, koTopsii
OBUI U PEKTOPOM KOHCEpPBAaTOPHH, W Tpejcesare-
nem Coro3a KOMIO3UTOPOB, TO €CTh €AMHOINYHBIM
BJIACTEJINHOM B cepe «Cepbe3HON» MY3BIKH pec-
myOJIMKK, HO CTENEeHb HAIMOHAILHOW aJIeKBaTHO-
CTH, «TaTapCKOCTW» MY3BIKH WU McTONHeHus H.
Hcanber HUKOTa HE U3MEPSUT TOJIBKO HALIMOHAIIb-
HOW TIPUHA]IC)KHOCTHIO MY3bIKAHTOB.
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Kak BHIHO M3 HEKOTOPBIX YXKE HPOLUTHPO-
BaHHBIX BbICKaspiBaHui H. HMcanbera, oH ObLI
00BEKTHBEH M 3aMeyall JOCTOMHCTBA U HEJOCTaTKH
HE TOJIBKO TaTapCKHUX U HETATapCKUX KOMIIO3UTO-
POB, HO M JJa)K€ CaMOM TaTapCKOW HapOIHOU My-
3bIKU. B cTaThe mpuBenEHBI ABa MIPOTHBOIOIOX-
HBIX TI0 pe3yjbTaTaMm Ipumepa padoThl ¢ TaTtap-
CKMMH HalleBaMH IIpECTaBUTENECH PyCCKOM KyIb-
TypBI, TPOUCXOAMBIIEH OyKBaIbHO Ha Ti1a3ax (ma-
MSTH) YUTATEIICH.

IlepBslit U3 HUX CBA3aH C AESATENBHOCTHIO KOM-
mo3uropa W cobuparens HapOAHOM IECHH
S1. B. IIpoxopoBa. IMeroTcsi cBeeHUsI, YTO TOCIIE
OKTS0pPHCKOM PEBOMIOLIMU OH BeJl 0OJIBIIYI0 pado-
Ty ¥ 10 cobupanuio neceH HaponoB [ToBomkbs. B
Hayane 1920 roga . B. IIpoxopos npuexan B Ka-
3aHb A7 paboThl B My3bIKalIbHO-3THOTpaduiec-
koM otnene LlentpanbHoil (Briciieit) BocTouHOH
My3bIKaqbHOM MmKOJbl. Cyas 1[0 TOMy, 4YTO
H. UcanGet Ha3bIBacT €ro «OIHUM U3 CaMBIX XO-
POILIO 3HAKOMBIX C BOCTOYHOM MY3bIKOM Ka3aHCKUX
npodeccopoB», KOMIO3UTOp yexan u3 KazaHu He
paHee moxydeHus IpodeccopcKoro 3BaHUA (€cin
OHO Y HETrO JACWCTBHUTENBHO OBIJIO), TO €CTh MOCTC
TOTO, Kak B Mae 1921 roga mikoiia Obuia npeoOpa-
30BaHa B BocTouHyro koHcepBaropuro. B Tom xe
1921 rogy nHayanmack ero paboTra B MOCKOBCKOM
I'ocymapcTBEHHOM HMHCTUTYTE MY3bIKaJbHOW Hay-
ku (MMH) [Mys3bikanpHasi SHIUKIONEANs, CTO.
474], xyna ObU1 IpuriamieH u A. A. DUXeHBAIb].

ITo 3aganuto nu 'MMHa unu no mpensioxe-
Huto Hapkommpoca TACCP, wo B 1922 romy
S1. B. [IpoxopoB o0bIBa B 3KCIIETUITIH TIO cOOpY
TaTapCKOr0 MY3BIKAJIBHOTO (oibkiiopa. Kak aHoH-
cupoBaiia razera «Tarapcran», Ha 3 HOsO0ps 1922
roga Hay4yHbIM LeHTpoM TaTHapkomIipoca ObUIO
3aIJIaHUPOBAHO «coOpaHue PabOTHHKOB BOCTOY-
HOTO HWCKYCCTBa JUIsl MPOCIYIINBAaHUS HOBBIX 3a-
nUcel TaTapCKUX HapOJIHBIX MECEH», B TOM YHCIE
16-u necen B 3anucu. S. B. Ilpoxoposa [Tarap-
crad. 1922], [Momkog]. lllects TaTapcKux HAPO/I-
HBIX TIECEH B €ro rapMOHU3allMKd ObUIM HW3/IaHbI
IlenTpanbHON BOCTOYHON MY3BIKAIBHOM IIKOJION
eme B 1920 roxy. 5. B. IIpoxopoB ObuT M3BECTEH
Ka3aHIlaM | TI0 €ro MyOJIMYHBIM BBICTYIUIEHUSIM B
KadecTBE MYy3BbIKaJIbHOTO 3THOrpada.

OueHuBast pe3yabTaThl €ro  JIEATENBHOCTH,
H. Ucanber oTMeuaeT, 4TO B IIOCJIEAHUE TIOJbI
B. S. IIpoxopoB mNpennpuHan HEMaJlo TOIBITOK
NOTPYANUTHCS Ha MOTMPHILE TATAPCKOW MY3BIKH, OJI-
HAaKO B pe3yJibTaTe MPHIUIOCh YOeAUThCS, YTO Ta-
TapCKUil «MOH) OKa3aJl CHJIBHOE CONPOTUBIICHHE
TOMY, YTOOBI CKJIOHUTD TIEpe]l HUM TOJIOBY.
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H. Ucanbet o0bscHseT Heynauy B. . IIpoxo-
poBa HE TeM, YTO TOT, He OyIydW TaTapuHOM, B
MIPUHIINTIE HE CIIOCOOEH MOCTHYH UYXKYIO0 MY3BIKY,
a no-gpyromy. OH CUHTaeT, 4TO, C OJHOM CTOpO-
HBI, HEyJa4ue CIOCOOCTBOBAIM HEIOCTATKH CaMOU
TaTapcKOW MY3bIKH, €€ He3pPeIOCTh, HEBO3/ETaH-
HOCTB, IPeObIBaHUE B COCTOSIHUH, TPYJHO JOCTYII-
HOM JI TIOHUMaHUS JIPYTUX HapOJIOB, a C APYron
— ¢opmMabHOE OTHOIIIEHHE KOMITO3UTOpa K eIy,
€ro TOBEPXHOCTHOCTh. «BMecTo Toro 4roObl B
mpolecce 00pabOTKU TaTapcKOM TEeCHU 00paTHUTh
BHAMaHHE Ha €€ MPHUPOJHBIE CIerupuIecKre
CBOICTBa, 3TOT TIpodeccop mpuman Ooibliee 3Ha-
YEHUE HANEBAEMOU Ha HEE YCIIOBHOU OACKIE €B-
POTENCKON MY3BIKA U OOIIeH MY3BIKAIILHOW TEX-
Homoruu (TexHuke). B 00paboTaHHBIX UM KIOSIX
OCHOBHOM KOJIOPUT TaTapcKUX HAareBOB CHIIBHO
HCKaXKaeTcs, a UCTIONIb3yeMble BCeoOIIne TeXHUYe-
CKHE€ CPEICTBa HAaXOJATCS C MPEKPACHBIMHU Harle-
BaMH B JaNeKUX OTHOIICHHUAX», — CUHTAET
H. Ucan6et [3akup].

A BOT ONBIT DiIX€HBAJIbJIa OH HAaXOJIUT yJad-
HBIM, OIICHHWBAeT €T0 Kak modexy: «XoTs caM Dii-
XCHBaJIb]l MHOH HAIlMOHANBHOCTH, HO, €CIIH HCXO-
IUTh U3 ero paboT, OH MPaBWILHO TOHSII CBOCOO-
pa3ue HCIIOIb30BaHHBIX UM TaTapPCKUX MECEH W MX
OCHOBHOM xapakTtep. TaTtapckuii ,,MOH" BOCIIpOM3-
BEJICH B €r0 MECHSAX C OYCHb HE3HAYUTEIHHBIMH
MOTPEITHOCTAMU. B mpuaady kK 3ToMy, KOrna OH,
WCTIONB3Ysl OCHOBHOW HameB B KadecTBe (yHma-
MEHTaJILHON OCHOBBI, pacIBEYHBACT (yIeCTpseT)
€ro IO MpaBWJIaM TEOPUU MY3BIKH, OCHOBHAS HUTh
(IMHUS) HEe TpephIBaeTCs, a MHOTOYHCIICHHBIE y30-
pBI HE TEPSIOT CBSA3M C OCHOBHOI MaTepueil (Tka-
HBI0). Kopoue, B3aMMOCBsI3b MEXKAy OecducieH-
HBIMH JIMHUSAMU (HUTSMH, CTPYHaMH; KbIJLTAp), TO-
JI0ocaMu, CTYTIEHSIMU HareBa He HapymaeTcs. B pe-
3yJIbTaTe K€ Takue MecHH, Kak «CajKblH YHIIMOY
n «Tyran um», B IPUPOJHOM COCTOSIHUM HACTOJb-
KO OAHOOOpa3Hble W YTOMHUTENBHEIE, YTO 3TO HE
MOJXKET He 00paTHTh Ha ce0sl BHUMaHUS, B IPHOJIC-
TOM, TPUXOPOIICHHOM W IOJKPAIICHHOM BHJIC
CTAaHOBSATCS TPHUBIICKATEIBHBIMH W TION TOTPS-
calolme AyX 3BYKH COCTaBICHHOTO W3 HEBECTh
CKOJIbKUX WHCTPYMEHTOB CHM(pOHUYECKOTO OpKe-
CTpa, YUCTO IMO-TATAPCKH CIIAXKEHHO 3BYyYa, IMPEJ-
CTaBJISIOT €AUHOE Lieaoe» [3akup].

A. A. DiixeHBaib MpHIaBan OOJBIIOE 3HAYE-
HUE TOMY, KaK OyIyT BOCHPHUHSTHI €ro 3allUCH U
00pabOTKM CaMUMHU HapOIHBIMHU HCITOIHUTEISIMH,
W CTPEMUIICS JIOOUThCS UX OJIOOPEHHSI, TO €CTh IPH
00paboTKax HApOIHBIX HAINEBOB HCXOAUI HE W3
TONBIX Yy4YeOHBIX TMPaBWJI TapMOHU3AIMH, a U3
CTpEMIICHHS K JOCTIKCHUIO €CTECTBEHHOCTH 3BY-
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YaHus JUId yXa HalWOHANbHOro ciymartens. Ha-
MIOMHIO ONMCAaHME Ipolecca padoTel ¢ HAPOAHBIM
MaTepHajIoM, JaHHOE UM KOPPECIIOHACHTY MapHK-
ckoit razetsl «Inu» B 1926 roay: «TpyaHa oueHb
oKazaylach 00paboTKa, TapMOHH3AITUS 3alMCaHHO-
ro. Cradana oOpabaThlBaJl TIO BCEM IIpaBHIaM
KOHTpAITyHKTa U €BPOIENHCKON rapMOHHU3aIH, 3a-
TEM IpUIIaman 3HaTOKOB [TECHU ATON HAIlMOHAb-
HOCTH U BOCIIPOM3BOIMJI IE€pell HUMU 3TH IECHU
Ha posuie. Y 1o GonbIIei 9acTu CIBIIAT OJUH U
TOT K€ YOMICTBEHHBI TPUTOBOD: ,,HE HAIl MYy3bI-
ka!“ ... Hekoropble BemmM IPHXOAMIIOCH TIepere-
neiBaTh Mo 30—40 pa3 — moka, HaAKOHETI, TIepecTa-
HYT TOBOPUTH — ,,HE Hall My3bika!“ Bcro pabory
NPUXOAUIOCH CTABUTh YHCTO ONBITHBIM IyTeM. B
KOHIIE KOHIIOB, KaK OyITO YJIOBWJI XapaKTepHOCTb
WX TapMOHUH...» [DiixenBanpia]. Hasepnoe, 3T0
ObUT eIWHCTBEHHO NPaBWIBHBIN, HO TPeOYyIOIIHiA
00BIIOr0 YyHopcTBa M BPEMEHU IIyThb OCBOCHHS
YyKOH MOHaYaly KyJIbTypbl.

H. McanGet BBICOKO OIICHMJ pe3yibTaTr oOpa-
menns A. A. DiXeHBaIbaa K TaTapCKOW HapOIHON
My3bike. OH otmeruin: «IIpaBaa, U B ero mys3blke
He 0e3 mepoxoBaTocTed (KOpsIBOCTEH), U y HETO
emle oOMJIMe YUCTO TEXHUYECKUX MPUEMOB, B He-
KOTOPBIX MECTax BO3HMKAIOT 3aTPyAHEHHs C Ipa-
BUJIBHOH Ilepeiaueii eCTeCTBEHHOro 3By4yanus. Ho,
BO-TIEPBBIX, BEJb MOXHO CKa3aTb, YTO IOKa elle
3TO MEPBBIA OMBIT 0OPaOOTKH TaTapCKUX HAIEBOB
NOJOOHBIM CIOCOOOM, BO-BTOPBIX, B KaKOW-TO Me-
pe JOIDKHO OBITH MPHUHATO BO BHUMAaHHE W TO, YTO
KOMITO3UTOP MPHUHAAJICKUT K MHOW HAIlMOHAJIBHO-
CTH, B-TPEThUX, B HCIOJHAIOLIEM MECHIO MOIIHOM
OpKecTpe HET HU OJHOTO TaTapHHa, YyBCTBYIOIIIE-
ro ¥ BOCIHPUHHUMAIOILIErO 3TH HameBbl Aymoi. Ho
SCHO OJHO: 3TOT ONBIT HATJSIAHO IOKasajl, 4To U
TaTapckas My3blKa CIIOCOOHA Oe3rpaHW4HO NPO-
IPECCHPOBATh, YTO €€ MOXKHO 00JIeusb B OpMY, KO-
TOpasi HE NPHHECET M030pa Ha MEXIYHapOJHOM
MY3bIKQIBHOM MaiiaHe (apeHe), Ha MalaaHe 3a-
najHOW MY3bIKH, 00Jlafatoiield BEICOKMM Tpodec-
CHOHAJIbHBIM YPOBHEM, YTO JJI 3TOTO HEOOXOAH-
MBI TOJIBKO IPEJAaHHBIE CBOEMY JIENy CIIELUANH-
CTBI, JIIOOSIINE MY3BIKY JIEATENH, KO, OpTaHH-
3amumy [3akup].

H. HcanOer HaxomuT HEOOXOAWMBIM Jallb-
Heliee Mpono/bKeHHue paboThl B HAINPaBICHMH,
3amaHHOM A. A. DiXeHBaIbIOM, M pacIIupeHue
BBIOpPaHHON MM JOpPOTH.

IlostBNIEHNE OAHOTO MOATOTOBIEHHOTO KOMIIO-
3UTOpa HE MPHUBEAET K PEUIeHHIO BceX mpobiem. B
m000M HCKyCCTBE, OCOOCHHO B TaKOM, Kak 0e3
JBIDKEHUSI JIe)Kallas Ha MecTe “chipast’” (He3pernas)
TaTapckass My3bIKa, OIMH €IWHCTBEHHBIN YEIIOBEK
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MOJKET OTBEYATh TOJIHKO 32 OYCHb Majloe, CUUTAET
H. Wcanber. C ero To4Yku 3peHHUs, I TOTO YTOOBI
B JanpHelmeM paborta Obiia Oojiee pe3yabTaTHB-
HOM, 0COOEHHO Ba)KHO, YTOOBI 32 JEJI0 B3sUIHCH Ha-
LUOHAJIbHBIE MY3bIKaHTBI, a TPYIbl DWXEHBaIbIa
MorIK OBl TIOCITY>KUTh AJIS1 HUX OpueHTHpoM. «Ta-
KAM HalllUM crenuaiancraM, kak ['abamm u Caii-
Janl, A0 HacTOSIIEr0 BPEMEHM CTapaTelbHO HC-
KaBLIMM IIyTH Pa3BUTHs TaTapcKOH My3BIKH H
BJIOKMBIIMM B CBOM MCKaHUS MHOTO TpyZAa, pado-
ThI DHXEHBaJIbAA JTOJDKHBI OOJIErYUTh MOUCKH. Ec-
JU OHH, JOTOBOPHUBIINCH, CMOTYT paboTaTh Ha
3TOM IIYTH COBMECTHO, 3TO CTaHET OCOOEHHO J00-
PBIM TIpeA3HaMEHOBAaHHEM U 00ECIIEUUT JOCTHKE-
HUe eme 0oJiee TUIOMOTBOPHBIX Pe3ybTaToBy» [3a-
kup]. H. McanOer HameeTcs Ha CIIOYEHHUE TaTap-
CKHX MY3BIKAHTOB M Ha pacIIMpeHHe Mosl UX Jes-
TEIHHOCTH.

ITocesmas BTOpo# pasnen cTaTbd NEPCIEKTH-
BaM DAa3BUTHUS TAaTAPCKOW MY3BIKM B HOBBIX YCIO-
BUSIX MOCIEOKTAOpbeKoit xku3nm, H. McanGer pac-
CMaTpHUBaeT UX B TECHOMN CBS3U C KU3HBIO Hapoja,
ero MOTPeOHOCTIMH W TPAOULUSAMH €ro My3bl-
KaJbHOTO TBOpYECTBa. Pa3roBop o mpodeccruona-
JU3aMy Tatapckoi My3eiku H. Mcanber Haxoaut
HYXHBIM IIPEIBAapUTh BOIPOCAMHU:

1) nis Koro JoJKHA MpeHa3HayaThes 3Ta My-
3bIKa’?

2) Kakoi oHa JOJKHA OBITH?

U 6e3 BCsKHUX, KaK OH OTOBapHBAaET, «IIPE/Ba-
PUTENBHBIX YIOBOK» 3asBisieT: 1) Juid Hapoja
(Maccel) 1 2) B KOpHE HOBOW (PEBOIIOIMOHHON).
[locnenoBarensHO M yOEXKIEHHO, AEMOKPATHUHBIN
B coOcTBeHHOM TBOpuecTse, H. Mcanbet npusbiBa-
€T K CO3JaHUI0 MY3bIKH, IIOHSATHONW W JOCTYIIHOU
Haponxy. Ilo ero MHeHUIO, B 3TOH MY3BIKE CIIEAYET
n30eraTh JUIIHUX YXHUIIPEHUH, 3aCHIIUS MY3bI-
KaJIbHOM TEXHOJIOTMH, CJIETIOr0 CIIEZOBAaHUS BCEM
YCTaHOBKAaM W TpaBWJIaM TEOpHH MY3bIKU: «B 00-
JIACTH MY3BIKaJBHOTO TBOPUYECTBA, KAK U BO BCEX
JPYTHUX OTPACcIisiX UCKYCCTBA, Mbl B MPHHIUIIEC HA
CTOpPOHE TBOPYECTBA, OJHM3KOTO CaMOMY HapoJy.
Ecnu teatp, xuBOmuMCh, MO33MUs, CKYJIBOTYpA, B3S-
Thl€ W3 JKWU3HH, U3 CPEIBI CAMOTO HApOAa, TOJIKHBI
pa3BHUBATHCA, OCTaBasCh OJM3KUMHU €My, MY3bIKa
TOKE HE MOXKET HE BOWTH B IEpeIUIeTeHHS (CETKY,
PaMKH) 3TOTO e CaMOro KaHOHA.

Ucxons n3 3TOr0, MBI NPU3bIBAEM: MTYCTh NPH
nanpHeleld padoTe Ha My3bIKaJlbHOM (POHTE H
MPUBEACHUH TAaTaPCKUX MECEH B CUCTEMY B3aHMO-
CBSI3b HApOJa M MY3BIKH HE Pa3pbhIBAETCs, KaK 3TO
XapaKTepHO I 3alaJHOW MY3BIKH, OYEHb Jaje-
KOH OT HapoJla U MOPOXKICHHOM TOJILKO (haHTa3Us-
MU HMHIUBHIYYMOB WM BBICTPOCHHOMW, MOIOOHO
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KOHCTPYKIIUHU, C TIOMOIIBIO CXEMaTHYECKUX YCTa-
HOBOK TOJIO TEOpPHH MY3bIKH, a IIPH 9CaCoH
(scacoH — HHre3 Oyriapak SIUISTOHID, TONTd = B
OCHOBE, B MPUHIIUIIC) COUMHEHUH TIECEH H MY3bIKH
JUTSL HapoJa IyCTh A0S B MY3bIKE TEXHHYECKHX
MpreMoB OyAeT Ha MOJOKEHUH TOTIOTHUTEIHHOTO
(BcrIOMOTaTENFHOT0) MIPHUIIOKEHUS, BPOJIE POCITUCH
(YykpameHus)...

Kak 0pII0 CcKka3zaHO BBINIE, €CTH Yrpo3a, UTo,
ecnu Mbl Oy/ieM OTKPOBEHHO BBIJIBUTATh Ha TEp-
BBIM IJIaH 3Ty CaMyl0 TEOPHIO, TaTapcKas My3bIKa
OyneT Bceryia nmpeOBIBaTh Jajiblle AajdbHEro (B aa-
JIeKoi nanm), 6e3 cobcTBeHHON ydacTu (CBOeH [o-
JIM) B )U3HU, 0€3 HaIeXkIbI Ha Oyaymiee» [3akup].

Hemoxparuunocts B My3bike H. Mcanber cum-
TaeT BaXHOW, B YaCTHOCTH, U MOTOMY, YTO OTHO-
CUT MY3BIKY K CAMBIM CHUJIBLHBIM CPEJICTBaM BOCITH-
TaHug 4enoBeka: «CKOJNBKO OBl JyXOBHOM MUIIU
HE CMOT TOyYUTh YEIIOBEK OT KaKO¥- HHOYAb CO-
JIep>KaTeJIbHOM Hay4HOU NUCKYCCHH, HO MOCIIE XO-
POIIETr0 MCHOTHEHHS XOPOIIO CAETAaHHOIO NMPOU3-
BEJICHVsI OH YHIET ¢ eme Oojiee MOJHBIM BIIeYaT-
neareM. OcoOeHHO OOIbIIoe 3HAYEHHWE HMEIOT
(opMHpOBaHNE YyBCTB UEJIOBEKA, BOCIUTAHHE €TO
JIyXOBHBIX cHJ (Momu). B Hamield moctpoeHHOM Ha
HOBOW OCHOBE JKM3HH BOCIIHTAaHUIO Hapona (Mmac-
CBbI) B 9TOM OTHOILIEHHUU OYJET YACJICHO CIelralb-
HOE BHUMaHUE» [3akup].

[lomuepkwBasi 3Ha4Ye€HWE D3TOTO BOIMpPOCA IS
COBPEMEHHOM  TaTapcKOoW  JACUCTBUTENIBHOCTH,
H. Ucanbet ocraHaBnMBaeTcsi Ha JIByX Ba)KHBIX C
TOYKH 3PEHUS BOCIHTAaHUS MOJOJIOTO TIOKOJICHUS
BONPOCAx, OJMH U3 KOTOPHIX CBSI3aH C MPOILIBIMU
TpaauIUSAMHU TaTapCcKON My3BIKH, APYrol — C ee
OyIylIMMH HOBBIMH HarpaBiICHHUSIMHU, 00a — C MH-
poBocnpuaTHEM Hapoaa. B Takom pakypce, Kak
aT10 caenan H. McanGer, 3Ti BOIIPOCHI HE paccMart-
PHUBAINCH HU J10, HU TIOCJIE HETO.

My3bIKaabHBIN A3BIK TATAPCKON MY3bIKH Haya-
ma XX Beka ObUT S36IKOM HapoJHOU mecHH. B ka-
KOM HalpaBJIeHUH Oy/IeT pa3BUBATHCS TBOPUYECTBO
TaTapCKUX KOMIIO3UTOPOB, MOJKHBI JIM OHHM OIH-
paThCs Ha MPUBBIYHBIC HAPOJHONECEHHBIE TPaJU-
IIMY WM CO3/1aBaTh CBOIO MY3BIKY BHE HX, KaK BBE-
CTH MHOTOTOJIOCHE 3alaJIHOEBPONEICKOTO WIIN
pycckoro oOpasiia B OJHOTOJOCHBIA HapOTHBIN
HaIleB — BCE 3TO CJIEIOBAJIO YCTAHABIMUBATH OIIBIT-
HeIM TiyTeM. Kak mokasanma TBopdeckas MpakTHKa
OnmKalIero BpeMEHH, MEXaHHYECKOE HCIIONb30-
BaHHE MOJIOJBIMU TATaPCKUMU KOMIIO3UTOPAMH
Yy>KOTO OIIbITa OTBEPrajioch TaTapCKOW CiIyIIa-
TEJIbCKOW ayauTOpuel, KOoTopas B OOJIBIIMHCTBE
CIy4yaeB HE XOTeJla MPUHUMATh HOBbIE COUMHEHUS
3a TaTapckylo My3eIKy. Ho m pycckum ciymiare-
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JIIM, B CBOIO OU€pelb, HU TaTapckas HapoJIHas My-
3bIKa, HU COYMHEHMSI TATapCKUX KOMIIO3UTOPOB HE
ObLTH OJTM3KH.

HenonnManue, a B HEKOTOPBIX CIydasx OT-
TOP>)KEHHE TaTapCKOM HAapOJHON MYy3BIKHM CIyIla-
TeJIsIMH Jpyrux HanmuoHanbHOCTeW H. HMcanGer
OOBSICHSICT HEKOTOPBIMH CHEeNn()UIECKUMH, YUCTO
HAIlMOHAJBHBIMH OCOOEHHOCTSMH CaMOW Hapo.-
HOW MY3BIKH, a TAK)K€ HEKOTOPBIMHU YCIIOBUSIMH €€
ObrToBanuA. Ho B moHMMaHuM TOro, Kakue KadecT-
Ba XapaKTEepU3UPYIOT €€ B NEPBYIO OYEpeab, UTO
OIIpeneNsieT JUIO TaTapCKOM My3BIKH, OH Pacxo-
IUTCSL C TOYKOH 3PEHUSI MY3bIKAIBHBIX 3KCIIEPTOB
CBOETO M OJNIKAHIIEro K HeMy BPEMEHH.

[Nocne mybnukanuu B 1928 rony B «M3BecTusax
OOmecTBa apxeoioruy, WCTOPUU U ATHOTpadUu
npu KazaHckoMm yHHMBEpCUTETe» CTaThU CKpUIIaya,
KOMITO3UTOPa M UCCIIeIOBATENs TaATApCKON U Oarl-
Kupckoil HapogHoil My3biku WM. A. Kosznosa «IIs-
TU3BYYHBIE OECIIONYTOHOBBIC I'AMMBI B TaTapCKOMH
U OalIKUPCKON HApOJHOH MY3BIKE U HX MY3bI-
KallbHO-TeopeTHueckuii aHamm3» [KoznoB] B ka-
3aHCKUX MY3bIKJIBHBIX KPYrax OCHOBHOHM (TJaB-
HOW, EIWHCTBEHHOH) OCOOCHHOCTBIO TaTapCKOM
HapOoJHON MY3bIKM CTajia CYMTAThCSA €e OIopa Ha
0ecIoyTOHOBYIO (2aHT€MHUTOHHYIO) TIEHTATOHHKY,
WM KUTAUCKYIO (IIOTIAHJICKYI0) TaMMYy.

He ctouT mymatk, 4To 10 ATOH MyOJUKalUU O
nenratonuke B Kazanu BooOIIe HUKTO HUYEro He
3Han. llpucyTcTBHE B TaTapcKMX MECHSX «IIATH-
TOHHOM TaMMbD» OTMEYEHO H3BECTHBIM PYCCKUM
sTHOrpapoM M cobupareneM HApOJHBIX, B TOM
gucine tatapckux, neceH (MomrkoB) C. I'. Pribaxo-
BbIM [PriOakoB]. [lepBoHauanbHBIE CBEICHUS O
MEHTATOHUKE M, MOXET OBbITh, O TIOCBSIIIIEHHBIX €if
Tpylax PYCCKHX YYEHBIX BTOPOM MosoBUHBI XIX
BEKa JIOJDKHBI ObLIM OBITH M3BECTHBI NpEnojaBare-
JIM W BbIMyCKHHKaM Ka3zaHCKOro My3bIKajJbHOTO
yumidma. C otkpeitueMm B Kazanu B xoHue 1919
roga llerrpamsnoit (¢ 1 HOsOps 1920 1. — BrIc-
Ieil) BOCTOYHOM MY3BIKaJbHON MIKOJBI (C MapTa
1922 r. — BocTouHOM KOHCEpPBATOPHUH) B HEH MO
KypaTOpCTBOM H3BECTHBIX MOCKOBCKHX 3THOTpa-
¢oB ObUIO Cc(HOPMHUPOBAHO MY3BIKAILHO-3THOTpA-
(myeckoe OTAeNeHHE, a TPU TOCIETHEM — MY3bI-
KaJIbHO-3THOTpauyeckas acColMaIys, YieHbl KO-
TOpOH BeH OOJBIIYIO COOMPATENBCKYIO U TIPOCBE-
TUTENbCKYIO0 pabory. Ilmanupyemyio cepuio Tpy-
JIOB OTJHEJECHHsS] OTKpbUI M3naHHbl B 1920 romy
«KoHCHEKT Mo MCTOpUM HApPOAHON MY3BIKH y Ha-
ponuocreit [ToBomxes» I1. B. Huxomsckoro [Hu-
KOJIBCKHI], B KOTOPOM, B YaCTHOCTH, 3aTPOHYTHI
BOIPOCHI O POJIM M 3HAYEHUM NEHTATOHUKH B MYy-
3BIKaJIbHOM HAaCJEINH MOBOJDKCKUX HapoaoB. EcTh
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CBEJICHUS, YTO 3Ta paboTa M3/1aBanach TaKKe B Ie-
peBolIaX Ha TaTapCKUi W YyBamICKUil s3bIku. Cpe-
nu 11-u Hay4YHBIX JOKJIAJO0B, IPOYUTAHHBIX HA 3a-
cefanuax accorarnmu B 1921 romay, ObUIHM JTOKIA-
et M. A. KosnoBa «HapomHass My3bIka CEBEPHBIX
MycynbMaH» U «lIsaTH3By4HBIE OEcIOMyTOHOBBIE
raMMBbl B TaTapcKoOi U OAIKUPCKOW HAPOAHOH My-
3BIKE U UX MY3BIKaJIbHO-TEOPETUYECKHI aHaIM3»,
Ha OCHOBE KOTOPBIX W HaIlMCaHa 3aTEM YIOMSHY-
Tas craths [Baiima-Catinamiesa].

[Tocne Toro, kak A. A. DiixeHBaJIbJlT BO BCTY-
MUTENIFHOM CJIOBE Ha CBOEM KOHIIEPTE€ OTMETHII,
YTO «BCE TaTapCKUE CTAPUHHBIC TIECHH UMEIOT OTI-
peneneHHbIl My3bIKaJIbHBINA CKJIaa W MOCTPOCHHE
Ha CcBOEOOpa3HOW MATWHOTHOH ramme (pOJCTBEH-
HOW KUTaWCKOMN)», O CyIECTBOBAHUU TIEHTATOHUKHU
y3Hana 1 camasi OObIYHas MyOJUKa, IPUTOM TaTap-
ckad. Ho Bce xe medrenu TaTapckoil My3bIKH Bce-
pBE3 3arOBOPWIIM O TIEHTATOHWKE TOJIBKO IIOCIHE
myonukarnyu crateu KoznoBa. Bugumo, 310 0BLTO
CBA3aHO C TeM, YTO HapsAdy ¢ KOHCTaTallMeW INeH-
TaTOHHOCTH TaTapCcKOW HAapOJHOW MY3BIKH U 00-
IIFIMHA CBENEHUSIMU O TeHTaToHWKe Ko3moB mpwu-
BOJIMJI KOHKPETHBIE MPUMEPHI IEHTATOHHBIX TaMM,
aHAIM3UPOBAJl MX MHTEPBAIbHBIN COCTaB M J1aJ0-
Bble HAKJIOHEHUS, PacCMaTPHUBAall BOIMPOCHI aKKOP-
J000pa30BaHMsA U TMOCTAHOBKU KIIIOUEBBIX 3HAKOB
(onpenerneHUs TOHAIBHOCTH), TO €CTh, Ka3aJloch
OBI, CTaThd JaBayia HEKOE HAIlpaBJICHUE IS TIPaK-
TUYECKOTO WCIOJIh30BaHMS MEHTAaTOHUKU. Bmecte
¢ 3TuM cTatbs Koznosa mojckaspiBanga HOBbIE TyTH
JUTSL YICHBIX MaHUWITYJSIUN C TICHTaTOHHBIMH 3BY-
KOpsIIaMUH, WX TOJTKOBaHHMA, TEPMHUHOIOTHIECKIX
n3bICKOB. CIIOBOM, B CBSI3M C HEH OBLIO O YeM IT0-
TOBOPHUTb.

B otBerax Ha Bompochl xypHana «SHammd»
«O Ttarapckoil My3bpike» B 1931 r. mepBbIM U3 Ta-
TapCKUX MY3BIKAHTOB MPOOJIEMy MEHTATOHUKH 3a-
tponyn C. I'abamm [I'aGamm]. IlpakThueckuii u
TEOPETUIECKUI MHTEPEC K MEHTATOHUKE 0COOEHHO
BO3poOC mocie OoTKpeITHs B 1945 romy Kazanckoit
KOHCEpBAaTOPUHU, B KOTOPOH Hayalu IJIaHOMEPHO
TOTOBUTHh TaTapCKUX KOMIIO3UTOpOB. B meHTtaTo-
HUKE CTaJl BHJETHh HE MPOCTO TJIABHYIO, HO €IHH-
CTBEHHYIO JIOCTOMHYIO BHIMaHHS OCOOEHHOCTH Ta-
Tapckol My3blkH. Ho ecimum B cBoe Bpems
A. A. DiixeHBajJbJ OTMEYall, YTO IICHTATOHHKA HE
MpPENsTCTBOBAJIA TATAPCKOM My3bIKe OBITH 00pa3HO
Ooraroii u uaTepecHol («HecmoTps Ha KaxymIyro-
Csl, Ha MEPBBIN B3TJIsI, OETHOCTH ATON MATHHOTHOMN
raMMBbl, TTECHN Ka3aHCKHUX TaTap HACTOJBKO pa3Ho-
00pa3Hbl, YTO MPHUXOTUTCS M3YMIATHCA: KaK 3TO
HapOJIHOE TBOPYECTBO AOCTUIIIO TaKMX KOMOWHA-
U CO CTONh HEOONBIINM KOJMYECTBOM 3BYKOB U
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CO3JJAJI0 TITyOOKHE MO COACPKAaHHUIO U HACTPOSHHIO
pa3HooOpa3Hble MEIOJUH, OT CAMBIX I'PYCTHBIX IO
3aJIMXBATCKO-BECEIBIX» [ DiiXxeHBayba)), To B 1950-
€ TOJbl K HeHl CTaJal OTHOCHUTBCS, CKOpee, HEraThuB-
HO. [IeHTaTOHMKa Kak MEPEeX)UTOK MPOILUIBIX JMOX
cTaja BUHOBATOH B TOM, 4TO A0 OKTIOPHCKOH pe-
BOJIIOLIMKM Yy Tarap He ObUIO MpOodhecCHOHATLHOM
MY3BIKH, YTO TaTapcKas HapojHas MY3bIKa OJHO-
rOJIOCHA, 3aHyJHa U OJHOOOpa3Ha, YTO TaTapCKHUe
MOTHBBI B Ka4e€CTBE TEMaTHYECKOM OCHOBBI KpyTI-
HBIX (JOpM HE CIOCOOHBI K Pa3BUTHIO, U BOOOIIE
KyJIbTYPHBIM JIFOJSIM MPOTUBOIOKA3aHO CIIyIIaTh
MIEHTAaTOHHYI0 TaTapCKyl0 My3bIKy, IIOTOMY 4TO
OHa HeBbIHOCHMMA. IleHTaToHMKa TOPMO3UT pa3BU-
THE TaTapcKoW Mpo(ecCHOHATBHON MY3BIKH, MO-
9TOMY €€ CIEAyeT U3XKHUTh, NPEOJOIETh, HCKOPE-
HUTh, OOOTaTUTH IOJYTOHAMH, 3aMEHHTH JUATO-
HUKOMW, 0OOTalleHHOH XpOMaTH3MaMH, W JIy4Ile
BCEr0 BOOOIE OTKA3aTbCsl OT HEE B IOJIb3Y MaXKO-
pa-muHOpa XIX Beka. A Bemb MOJOOHBIE MBICIH
BBICKA3bIBAIMCh He B Hayane 1920-x rogos, korma
TaTapckas MpodecCuoHanbHasi My3bIKa HaXOIM-
J1aCh B 3a4aTOYHOM COCTOSIHUH, a B CEpPEANHE BEKa,
KOrJla Tarapckas My3blKa MOTJIa TOPJIUTHCS CBOM-
MU JOCTIDKEHHSMH HE TOJILKO B MacmTabe cTpa-
HBI, HO, €CJIM NPUHUMAaTh BO BHHUMAaHHE XOTS OBl
6aner @. Spymnuna «lypane», ToO 1 Ha MEXAy-
HapOJHOM YPOBHE.

Tarapckass HapogHasi My3blKa JEHCTBUTEIBHO
neHratoHHa. Ho ee HamuoHaiabHOE cBOeoOpasue
3aKJIIOUYEHO He B MEHTAaTOHUKE, KaK TaKOBOW. AH-
FEMHUTOHHAsI MEHTATOHHWKA, M3BECTHAsl C JIPEBHHUX
BPEMEH M CBOWCTBEHHas OYEHb MHOTHM €BpONEil-
CKUM U a3MaTCKUM HapojaMm, BOOOIIe HE HMeeT
HaIlMOHAIBHOCTH. My3bIKa KaXJ0TO M3 3THUX Ha-
POJIOB MHAVMBHIyaJIbHA U JIETKO OTIMYMMA OT TEH-
TATOHHOM >K€ MY3BIKH JIIO0Or0 APYroro Hapoza.
Kazanckass myOnmmka W Ka3aHCKUE MY3bIKaJbHBIC
NesITeNH, B CBOE BpeMs MOOBIBAaBIIME Ha KOHLEP-
tax [Kazanb| Tpex MexyHapOIHBIX KOH(EpeHIHN
KOMITO3UTOPOB «T€HTaTOHHON 30HbD (TaTtapus,
bamknpus, Yysamus, bypsatus, Sxyrtus, Kuraid,
Kopes, Monronus u ap.), MOTraM yOeAUTHCS B TOM
nuqHO. TOYHO TakKe HETPYTHO Pa3UYNTh HAIHO-
HaJbHYIO TPUHAAIEKHOCTh AMATOHHYECKUX, Ma-
KOPOMHHOPHBIX WM JaKe A0AeKa(OHHBIX MPOU3-
BEJICHUI KOMITO3UTOPOB Pa3HBIX HapoAoB EBpomsl
(comocTaBbTe, HAIIPUMEpP, MY3BbIKY HEMIIEB, UTAb-
SHIEB M Y€XOB U T. 1.). Jleq0o He B 3ByKOBBIX HJIH
JIaJI0BBIX CUCTEMAX, 4 B HALIMOHAJILHOM XapakTepe,
TICUXOJIOTHH, MEHTAJTUTETE, IMOIIMOHATHHO-TICHXO-
JIOTUYECKOM COCTOSHHH HapoJia Ha JaHHOM HCTO-
pUYECKOM OTpE3Ke BPEMEHU M UX OTPAXKEHHH B
MY3BIKE.
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UYroObl TaTapCKUil HAapOA BOCHPUHSI KaKO-
00 HaIeB KaK POAHOM, OTHOM IMEHTaTOHUKH Ma-
no. HaneB nomkeH ObITh CO3BYYEH Aylle Haponaa,
MHa4Ye OH OCTaHeTCsd K HEMY PaBHOAYIIHBIM HIN
OTBEPrHET €ro, BHE 3aBUCUMOCTH OT TOTrO, ICHTa-
TOHHBIM OH WJIW HeT. B oTnmuame ot mpodeccro-
HaJlbHBIX MY3BIKAHTOB Hapoj HE IOA03PEBAET O
CYILLIECTBOBAHNE KaKUX-TO 3BYKOBBIX CHCTEM, JAa-
JIEK OT CO3HATENIbHOI'O «HUCIIOJIb30BaHU» KAKUX-TO
W3BECTHBIX IPUEMOB, OH IIPOCTO W3JIUBACT B My-
3bIKE CBOIO AYIIY, MHTYUTHBHO HaXoJs HE0OXOau-
MbI€ My3bIKalbHbIE cpencTBa. Haponmnass mysbika
poxzaeTcs He 1o mabjoHy, a 10 BIOXHOBEHHIO, U,
XOTS KOMIIO3UTOPCKAass My3blKa HHOTJAa MOXKET
OBITH CKOHCTPYHPOBaHA [0 W3BECTHBIM MpPaBUIIAM,
OIMCaHHBIM B yu4eOHUKaX, HENb3s KIaTh OJ00HO-
ro OT Hapo/a.

OneHKy «4yXKMMHM HalUsMU BC€X TaTapCKUX
MECEH KaK IOXOXHX ApPYr Ha Jpyra omaHooOpas-
HBIX, KaJOOHBIX, TOCKJIMBBIX 3BYKOBBIX COYETa-
HUI» U HEBepHe HE TOJIbKO IMpeJCTaBUTeNei apy-
TUX HallWi{, HO U MHOTUX Tarap B Oynyluee TaTap-
ckoit my3siku H. McanOer cBsi3pIBaeT HE ¢ OTpaHu-
YEeHHbIMH BO3MO>KHOCTSIMH MEHTATOHHKH, a C TEM,
YTO B MEPHOJBI, IPEALIECTBOBABIINE KOHLEPTY
A. A. DiixeHBanbjaa, HapoAHAs My3bIKa AOXOIWJIa
JI0 ciymaTeneil «TOJIbKO B CBOEM MPHPOJHOM BH-
Jle, TaKOM, KaK OHa coxpaHuiach B Haponae». Ho B
HapoJle U TaK COXpaHseTcs aaneko He Bce. «O ToM
K€, YTO MHOTME IE€CHH, HaleBbl, Pa3/laBJICHHbIC
KoJecaMd HCTOPHUHM, TPOMaj, a YILeleBllas X
yacTh NMOrubia B yCJOBUSIX Tpareauu mopadoiie-
HUSI, HACTYIMBILIETO IIOCJIE TaTapcKOTO HHKHpas3a
(umeercs B Buay najneHue Kazanckoro xaHcTBa. —
fO. U.), newuero u TOBOPUTH», — YTBEPKIAET
H. Ucan6er [3akup].

Kakoti 6p11a My3sika Bomkckoit bynrapuu mim
Kazanckoro xaHcTBa, ocTaeTcsi TOJIBKO Mperona-
rate (OgHaXIbl B JIMYHOM pasroBope H. UcanGer
YIOMSIHYJI 00 YOUBHUTEJIBHO CBETIOM COJHEYHOM
HareBe Kak COXpaHMBIIEMCS ¢ OyJITrapcKux Bpe-
ME€H, KOTOPBIH, HECMOTPS Ha €r0 OPUTHHAIBHOCTb,
OOBIYHO MPHUUYHUCISAETCS TaTAPCKUMHU MY3BIKOBEJIA-
MU K HareBaM COBEpIICHHO WHOW KiacCU(UKaIu-
OHHOH Tpynmsl). B mocienyromye ke Beka Tarap-
CKUH HapoJ «B3sUI IECHIO U MY3BIKYy ce0e B CIyT-
HUKHU JJIS1 TOTO, YTOOBI 4epe3 HUX CHIIbHEee H3JIU-
BaTh CBOM T'OPECTHBIE JKaJ0OBl HAa TOPHKYIO CY/Ib-
0y, ¥ MBI JOJDKHBI OTHOCHUTBCSI K 3TOMY C OCTO-
POXHOCTBIO M BHUMaHHEM», — cuuTaeT H. Mcanber
[Bakmp].

IMosT u Qonpkiopuct numet: «Ta YacTh Ta-
TapCcKOil My3BIKH, KOTOpasi, 0OpeTsl TpakIaHCTBO,
XpaHWjach B TaMSTH Hapoja, MPOHHKHYTa Oe3-
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MepHOW 0e3BICXOJHOCTBIO, CKOpPOBIO, TOPHKUM
madeM (HEYJOBIETBOPEHHOCTHIO JKHU3HBIO). ITO
cBOeoOpasne JOCTaIOCh HAM B HACIEICTBO OT HE-
MuocepHon (OecromianHoi, OeccepeuHoi) uc-
topun. CHavana CymiecTBys Kak >KepTBa OOpHOBI
3a TPOH COOCTBEHHBIX XaHOB, 3aTE€M CTaB TOPECT-
HOW (>KanKoH) >KEepTBOW PYCCKOr0 MMIIEPHANN3MA,
TATapCKUI HApOJA Ha MPOTSHKCHUU TMOCIEAHUX 3-4
cToJeTHii OBUT BBIHYXKICH YTOJSATH CBOIO JKaXIy
TOJBKO TAKUMHU TOPHKUMH HaITUTKaMI» [3akup].

CKOpOHBIMH TaTapcKHe HameBbl JieNana He
MIEHTAaTOHUKA, a TTyOOKas paHa, BEKaMH JKHBIAs B
nyme Hapona. IleHTatoHMKa ke BMeCTE ¢ OCOOBI-
MU (opMaMy IECEHHOTO0 U HHCTPYMEHTaIbHOTO
(CKpUIMYHOTO) PacmeBOB M MPUCYIIUM MHOTHM
HapOIHBIM TEBI[aM XapaKTepHBIM TEMOPOM Tojoca
(«co cne3oli», HO 0e3 HaJpbIBa) KaK HENb3sl Oojee
CHOCOOCTBOBAIM PACKPHITHIO YYBCTBa HEU30BIB-
HOM 0OJIH, C KOTOPHIM HEPa3phIBHO CBS3aHO IMOHS-
THE «KMOHY.

B akagemudeckoil My3blke TOHSTHS «MOH» B
TOM CMBICIIE, KaK 3TO CIIOBO ymoTpeOisercs B Ta-
TapcKoM si3bIKe, HeT. OMHAKO BpSA JH TaTapcKas
MY3bIKa B 3TOM OTHOIIEHHW aOCOJIOTHO YHHKAaIb-
Ha. Hanpumep, «MOH» CBONCTBEHEH Takke IIPO-
TSOKHBIM TIECHSIM Oamrkup — ONFpKalIIero pojcT-
BEHHOTO TaTapaM Hapoaa. Ho, mo cpaBHeHUIO ¢ Ta-
TapCKUMH, TMeCHH OalllKUp OTJIMYAlOTCS OOJbIIeH
UPOTO M KAKUM-TO OILYIICHHEM BHYTpPEHHEH
cBoOonpl. H. McanOer o0OBSCHSA JTO TEM, YTO
OaIIKUPBI KUK Ha OOJBITUX MPOCTPAHCTBAX B OK-
PY)KEHHH KpacUBEHIIEH ypalbCKOW MpPUPOJIbI, YTO
MpHUIaBajgo UM CHIbl. Jlaske TIpH MOBEPXHOCTHOM
O3HAKOMIJIEHHH CBOEOOpPa3HBIH «MOH» OIIYTHM B
MYy3bIKE aMEpPHKaHCKUX HerpoB (adpoaMepHKaH-
1IEB) WM, HAllPUMEp, B TeMOpe HEKOTOPHIX BOC-
TOYHBIX HHCTPYMEHTOB (HaIpUMep, TaBaliCKOi TH-
tapsl). [Ipu cienuaabHOM U3yYEHHUH 3TOTO BOIMPO-
ca «MOH», HaBEpHSKa, BBIABUTCS B HAPOIHOU My-
3bIK€ W HEKOTOPBIX JPYTUX HAPOJOB, Ybe TBOpYE-
CTBO IIOKA €IIIec MaJIOM3BECTHO.

Pycckue My3bIKanbHbIE JESITENH M PYCCKUE
CIIylaTedd TOH MOpbl BOCIPHUHUMAIN TaTapcKUe
HaTeBbl, KAK MOHOTOHHBIE U OJIMHAKOBBIC BO MHO-
TOM IOTOMY, YTO UM OBIJIO HEBEJOMO YYBCTBO Ta-
TapCKOTO «MOH» M TeM 0oJiee He OLIYIIATUCh UMHU
ero orteHKd. Ho, OBICTPO yTOMIISISICH OT HEMOHST-
HOW 110 HACTPOEHHIO MY3BIKH, OHU BHJIETH KOPEHb
3712 B IEHTATOHHKE.

Moxet OBbITh, B KAKUX-TO TPYAax O TaTaAPCKOH
MY3bIKE MPAaBUIIBHOE YIOTPEOJICHHE U MPABHIBHOE
TOJIKOBAHUE CJIOBA «MOH» U BcTpevarorcs. Ho mo-
CKOJIBKY 3TH TPYZbI MUILYTCSl HA PYCCKOM SI3bIKE U
OOBIYHO CIIEIMATUCTaMH, II0XO0 BIAJICIONIMMU Ta-
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TApCKUM S3BIKOM, Takas BeposSTHOCTh Mana. He
WHTEpPEeCysICh XOTS Obl TeM, B KaKOM 3HAYECHUHU
yHOTpeOsieTcss 3TO CJIOBO B TAaTapCKOM SI3BIKE,
MHOTHE U3 3TUX CHEIHANKCTOB MBITAIOTCS, HE 0e3
JONITHX MYYEHHH, TaTh eMy COOCTBEHHOE YMO3PH-
TEJIbHOE TOJNKOBAaHUE, OOBIYHO MCXOJS U3 XapakTe-
pa My3BIKH U Te€X MY3BIKaJIbHO-BBIPA3UTEIbHBIX
CpEJICTB, KOTOpbIE, Ha MX B3IJISA, 3TOT «MOH» U
CO3/af0T.

Hanpumep, I'. C. Cabup3sHOB yBepseT 4uTa-
Tened «TaTapcKoro sHIUKIIONEIUYECKOIO CIIOBA-
pa»: «MOH, TepMHUH, ONPEACISIOUIMNA Hal<aluo-
HaJIbHBII> KOJIOPUT TATAP<CKOW> TyXOBHOH KyJb-
TYpBl, CHEHU(PHUUYECKYI0 UYEpTy MHPOOIIYLICHUS,
SMOLIMOHATIBHOE COCTOSHUE CICPKUBAEMOU Ieda-
JM, BBIpAKAIOUINECS B BapbHUPOBAaHUH OTTEHKOB
OCH<OBHOIT> MHTOHAIMU. M. 0OCOOCHHO SIPKO TPO-
SIBJISIETCSI B MYy3bIKe, 033U, KUBomucH» [Tarap-
CKHI SHIUKJIONIEANYECKUH cioBaph, c. 365]. Ta-
KyI0 Je(UHUIMIO MOXXHO JOJTO KPUTHKOBATH Kak
Habop cioB. Ho nesto He B TOM, 4TO Takue pa3Hble
SIBIICHUS, KaK «KOJOPHUT» KYJIBTYphI, YepTa MHPO-
OIIYTIIEHUS ¥ SMOIIMOHAIFHOE COCTOSTHIE HE MOTYT
«BBIPAXKATHCS B BAPbUPOBAHUNY YEro-mu0o, U HE B
TOM, YTO aBTOp, BUIUMO, He OTAaBaj cebe oTyera,
0 KaKOUM MHTOHALIUU UJET pedb — PEUEBOU WU MY-
3BIKAJIBbHON (& YTO JaenaTh ¢ Oe3bIHTOHAIIMOHHOW
JKUBOIKCHIO?), U Jake HE B TOM, YTO BapbUPOBATh
«OTTEHKW» OCHOBHOUN WHTOHAIIMU (€CIIH peYb UAET
0 MEJIOJUYECKOM 000pOTe) HEBO3MOXKHO. | TaBHOE
’)K€ B TOM, YTO aBTOp CUYHTAET «MOH» BapbHpOBa-
HUEM, TO €CTh KOMIIO3HIIMOHHEIM TiprieMoM. C 1o-
MBITKOW UCTOJIKOBATh «MOHY» KaK CPEACTBO MY3BI-
KaJbHOTO s3bIKa M (hOpMOOOpa3oBaHMs MPUXOIHU-
JIOCh BCTpeUaThesi B paboTax U Ipyrux aBTOPOB.

Ha camowm xe nene «MOH» — 3TO 4yBCTBO, TOY-
Hee, OJIHO W3 4YeJIOBEUECKUX UYBCTB, CBONCTBEH-
HBIX HaType TaTapckoro uenoseka. Ha onpenenen-
HBIX ATalax UCTOPUYECKOTO PA3BUTHUS 3TO YYBCTBO
CTaHOBHJIOCH BCETIOTJIONIAOIINM, YTO HAKJIa [bIBa-
JIO CBOM OTIEYaTOK Ha BCE CTOPOHBI JKU3HU TaTap-
CKOT'O Hapo/a, B TOM YHCJIe ¥ Ha ero JUTepaTypy u
UCKyccTBO. B My3bike ¢ 0co0oi cHIOH OHO Mpo-
SABUJIOCHh B TaTapCKUX HAPOAHBIX IMPOTAXKHBIX I1€C-
HSX — «y3YyH KIOW» (TaTtap. «o3bIH Keii»). Hasep-
HOE, MO3TOMY Ka3aHCKHE MY3bIKaHTHI, B TEPBYIO
ouepeslb MY3BIKOBEABI, MOAXOAS K MPOTSKHBIM
MeCHAM aOCTPaKTHO, BHE KYJIBTYPHO-HCTOPUYEC-
KOrO KOHTEKCTa, «MOH)» CUHTAIOT MY3bIKAJIbHBIM
TEPMHHOM.

ToyHOMY W TIOTHOMY TE€PEBOJIY CIIOBAa «MOH»
Ha PYCCKHUH S3BIK MEMIAI0T O0BEKTUBHBIC TPEAIO-
ceuikd. [Ipu mepeBone TaTapCcKHMX JHMTEPATypPHBIX
TEKCTOB OKBHBAJICHT pPa3HbIM 3HAYCHUAM OJTOT'O
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CJIOBA B KOHTEKCTE I1eJI0r0 00bIYHO HaxoauTcs. Ho
B TOM CMBICIIE, KaK OHO YIOTpPEeOIIIeTCs 10 OTHO-
IIEHUIO K MYy3bIKe, Ha PYCCKHUHU S3BIK (712, BUINMO,
Y Ha OOJIBIIMHCTBO S3BIKOB JPYTUX HAPOIOB) CIIO-
BO «MOH) HETIEPEBOJIUMO, IIOTOMY YTO ITHM Hapo-
JlaM HEBEJIOMO YyBCTBO, 0003HAYEHHOE STHUM CIIO-
BOM. OOBSACHHUTH €ro 3HaYCHHWE HE TOIBKO pYycC-
CKHMM, HO MHOTJa U HEKOTOPHIM COBPEMEHHBIM Ta-
TapaMm OBIBae€T TPYOHO, MOTOMY YTO HYEJOBEK HE
MOJXKET MPOCTO Ha CJIOBaX MOHATH, YTO MPEICTAB-
JISIIOT cO00#, HampuMmep, «rOpPAOCThY, «COBECTHY,
«T000Bb» WIIM JpyTHE YyBCTBA, €CIA OH CaM HH-
korjaa ux He omrymai. («Hukakoro ,,MoH"a Her, a
€CTh TaKasl U3IOMUHKA, KOTOpas yKpaliaeT HareBy,
— nrobun moBTOpsATH mpodeccop KazaHckol koH-
ceparopun A. C. Jleman.) Ho Bce ke 9yTkui,
CIOCOOHBIN Ha colepeXKrBaHUE YeJIOBEK, HE TOJb-
KO O0IIaromuiics ¢ HOCUTENIEM 3TOTO YyBCTBa, HO
Y BHUKAIONIUI B €ro JKU3HEHHBIE 00CTOATENHCTBA,
CyMeeT OLIYTUTh 3TO YYBCTBO CEPALIEM.

[ToHsATHS WK TEPMUHBI, OTCYTCTBYIOIINE B Ka-
KOM-ITHOO SI3bIKE, OOBIYHO BXOST B HETO HA SI3bIKE
3aMMCTBYEMOTO CJIOBA, BOCIPOU3BOANMOIO B
TpaHCKpUIuuHu. JlBa 3Byka M3 TpeX, COCTaBIIAIO-
IIUX CJIOBO «MOHY», (DOHETUYECCKH OYCHD JTAJICKH OT
PYCCKOTO $3bIKa, W IO TIpaBWJIaM 3allFCH 3BYKOB
TATapCKOTO s3bIKAa OYKBAMH PYCCKOTO asdaBuTa
(TaTapckoe «0» = PYCCKOMY «y»; @ TaTapCKOE «H)
— PYCCKOMY «HT») «MOH» B TpPaHCIIUTEparuu Oy-
JIET BBITIISACTD KaK «MYHT» (MM, B KpaifHEM CITy-
4ae, «MyH»), 4TO HE COBCEM IPUBBIYHO W IOKa
elle HUKeM He npumensiercs. Ho 3meck yxxe Hude-
ro He mojenaeinb. 3-3a OTCYTCTBUS 3KBHBAJICHTA
3TOTO CJIOBA Ha PYCCKOM SI3bIKE MPH MHCbME WIIN
pedYn Ha HEM CYNIECTBYET BHIOOP TONBKO MEXKAY
TpaHCIUTEepaIe «MYHT» WIH YHOTpeOJIeHHeM
CJIOBA «MOH» Ha TaTapckoM s3bike. Bapuant TOC
(«MOHY) SBIAETCS aHTUHAYYTHBIM.

UyBcTBa 4enoBeKa OOIIECTBEHHO OOYCIIOBIIe-
Hbl ¥ UCTOPUYHBI, KAK U caMma 4eJioBevYecKas JInd-
HOCTb, U3MEHSIONIAsICS B XO7I€ UCTOPHUH.

WnTepecHpie HAOMIOAEHUS O CYIIHOCTH MOH
conepxkatcst B ctatrbe H. Mcanbera o TBopuecTBe
Dapubl Kynamesoit (1959): «KpIpHBI
JKpIpiarana 0e3HeH XaJIbIK JKBIPUbLIaH Ko OeloH
Oepro KyHeNn TaBBINIBIH, aHAa CajJblHTAH XUC
OaiiJIBITBIH, STBPHU KOWHEH JYKE JKAHBIH, IIYHBIH
XOPOKOTEH, JNMHAMHUKACBHIH J1a cOpblii. MOH AHWroH
XUKMOTIIE HOpPCO YA IOyl >KAaHra YTem Kepy
aNBIMHApBl hoM Tpaaunusuiope O€NloH YpenraH
Oynpipra kupok. Illynaii Oynrad, MOH IWUTOHHE
KalOepaysop KeOeK KaWThI-Carbilll MOTbHOCEHIID
aHjiapra sipamblid. Y1 MOHJIa UXTBHISK MOT'BHOCEH/ID
KWIO. SrbHM, MOH Y1 — XalbIKHBIH KYHET
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UXTBIDKBIH YT» [MconboT]. — «Kornma Ham Hapox
IOET IECHI0, TO TpeOdyeT OT IeBLA BMECTE C
MEJIONUEH ToJIoc AyIIH, C 3aJI0KEHHBIM B HEM
00raTcTBOM 4YyBCTB, TO €CTh BHYTPEHHIOIO IYIIY
MEJIOIUH, B €€ [BIKEHUH, JAWHAMHUKE. OTOT
3araJloyHblii MOH JOJKEH OBITh B IEpEIICTEHUU
MPUEMOB, IPOHU3BIBAIOIINX AYIIY, W TpPagULMM.
Ecin Ttak, TO Henp3d NOHMMAaTh MOJX MOH —
TOpPECTh-TOCKY, KaK CUUTalOT HeKoTopele. OH
3/IeCh HCIIONB3YeTCsl B 3HAYEHUH ,,[TOTPEOHOCTH .
To ecTb, MOH pealm3yeT IyLIeBHbIE MOTPEOHOCTH
Hapomay» (moAcTp. nep. Hamr — M. X)).

Heo6xoammo o0paTtuTh BHIMaHHE €IIe Ha Of-
HY OCOOCHHOCTb «MOH» B MY3BIKE, MEMO KOTODPOIi
He mpouen H. HcanGer, oTMeTHBIIMIA, YTO MpO-
TSDKHAs IIeCHsI ObljIa B IEPUOJ FOPECTHON KOJIOHU-
albHOW JKU3HU CIYTHUKOM Haponaa. Hapon He
TOJIBKO M3JIMBaJ 4Yepe3 Hee CBOM «TOPECTHhIE XKa-
00Kl Ha TOPBKYIO CyAbOy», HO M HaxoAwjd B Hel
yremenue. [IpoTsokHBIE TIecHH, 0COOEHHO Oari-
KHPCKHE, OUYeHb KPacHBbI, B HUX OY€Hb CHJIBHO 3C-
TeTHyeckoe Hadano. MIMeHHO «MOH» M SBIseTCs
CaMbIM XapaKTEPHbIM IPU3HAKOM OEpexHO cCoXpa-
HEHHOHM HapoJOM INPOTSLKHOM IIECHHU, C KOTOPOU B
MIEPBYIO OYepe/lb aCCOLUUpPYETCs IMOHATHE TaTap-
CKOW HapoJHOH My3bIKalbHOHM Kiaccuku. Kak «He
TaTapcKash» HapoJIOM BOCIPUHHUMANACh My3bIKa, HE
MIPOCTO HCHOJB3YIOIIAs TOJIyTOHAa, a JHUIIEHHAs
TOTO, YTO Ha3BIBAIOT CJIOBOM «MOH).

PesyabTarhl

IIpu Bceit m0OBH K TaTapCKUM MPOTSHKHBIM
MIECHSIM M BBICOKOW OIIEHKE WX POJH B )KU3HHU Ha-
pona B npoiioM McanOeT He BUIUT 0CO0O0M Tep-
CIICKTUBBI UX OBITOBAaHUS B OyAyIIEeM, IIOTOMY YTO
¢ OKTA0pbCKOM PEBONIOLHMENH KPYTO H3MEHHIIACH
JKU3Hb Hapoja, U3MEHWINCh HCTOPUYECKHE YCIIO-
BUSI €r0_CYIIECTBOBaHMs. VIMEHHO MO3TOMY, CUH-
TaeT OH, B OymymieM TaTapckas My3bIKa JOJDKHA
OBITH «PEBOIFOIIMOHHONY («MHKBIMIISOWN»), HO HE B
TOM CMBICIIE, KaK «OTpaKaronas Uaeu KOHKPETHO
OKTSIOPHCKOH PEBOJIONNIY», & B «KOPHE U3MEHEH-
HOW, HOBOI». YNOTpeOJIeHHE TPU MEePEBOJIE OIpe-
JIENIEHNsT «HOBAaTOPCKHIT» BMECTO «PEBOJIOINOH-
HEII» 37€Ch OBIIIO OBl HE BIIOJHE YMECTHO, TaK Kak
B TaTapCKOM MY3BIKOBEJCHHU 32 HUM 3aKpPEIUIOCh
HECKOJIbKO HHOE 3HAYEHHE.

B cTaThsix W HCCIENOBaHUSX, IOCBSIIECHHBIX
HOBaTOPCTBY B TaTapCKOH MY3bIKE, pedb OOBIYHO
WJIeT HE O TIOJUIMHHOM OOHOBIIEHHH TaTapCKON My-
3bIKH M3HYTPH, a 00 HCIOJB30BAHUM TaTAPCKUMU
KOMITO3UTOPaMH MY3bIKaJIbHO-BbIPa3UTEIbHbIX
cpeacTs, GopM U KaHPOB KIACCHYECKOH M COBpe-
MEHHOW MY3BIKM (MHOTJa 3TO TpeBpamaioch B ca-
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MOLIENb), PaHee B TaTapPCKOW My3BIKE HE MCIIOJB30-
BaBILUXCS. OBOJIOIMS TaTapCKOW MYy3bIKH pac-
CMaTpHUBAETCS CKOPEE € NEeNarorniecKux MO3ULUH —
KaK TO3TAlHbIA MpoIecc Mpo(ecCHOHATLHOTO 00-
pa3oBaHusi, IPHOOPETEHUS] 3HAHUH U COBEPLICHCT-
BoBaHMsA. HoBatopom B yeM-To (ymoTpeOieHue Imo-
JYyTOHA WM JIOMHUHAHTCENTaKKOpJa, HalHucaHHue
KBapTeTa WK ONEpPbl, UCIIOIb30BaHue (popMbl coHa-
ThI WJIM TPEXTOJIOCHON (hyTH U JIP.) HA3BIBAETCS TOT,
KTO NEPBBIM IIEPEHEC Ha TATAPCKYIO IIOYBY OTAEIIb-
HBIE OTKPBITUS AaJbHUX U ONMKHUX MPEAIIEeCTBEH-
HUKOB. OIHAKO ¢ TaKWX TMO3UIMHA (PaKTUICCKH BCS
My3bIKa, HAITUCAaHHAsl TATAPCKUMHU KOMIIO3UTOpaMU-
npodeccronanamu (1o KpaHel Mepe, 10 Cepeau-
HBl XX BeKa), sIBISIETCS AJIsI TATAPCKOTO MCKYCCTBa
HoBaTopckod. Jla m manpHeiimee OOHOBJIEHHE Ta-
TapCKOM My3bIKH B OOJBIICH Mepe OCHOBBIBAJIOCH
Ha 3alMCTBOBAaHHBIX TBOpPYECKHX HAedX. 1o, 4To
TOYKH 3PEHHS Pa3BUTHUs TaTApCKOH MY3bIKH HA3bl-
BAeTCsl HOBATOPCTBOM, C TOYKH 3PEHMS €BpOICH-
CKOW MY3bIKH OyJeT Ha3bIBaThCS TBOPYECKUM pa3-
BUTHEM €€ Tpaauluid. TakuMm YCKOPEHHBIM MyTEM
npodeccuoHaM3anIMy UM KOMIIO3UTOPBI  BCEX
COIO3HBIX M aBTOHOMHBIX pecnyonmuk CCCP, He
HUMEBIIMX JI0 PEBONIOLUNH NPO(ECCHOHATBHON MY-
3bIKH €BPOMEICKOro TUMA.

Ho B s3pIke, dopmax W KaHpax TaTapcKOH
po(eCCUOHATIBHON MY3BIKA MOXKHO HAWTH MHOTO
NEeWCTBUTEIBHO HOBOTO, OPUTHHAIBHOTO U IPUTOM
COOCTBEHHOI'0, CO3JaHHOTO HMEHHO TaTapCKUMH
KOMITO3UTOPAMH, HO OCTAIOIIETOCs] BHE IOJIA 3pe-
HUS UCClieioBaTenell, He CTPEMSIIUXCS BBINTH 3a
MPUBBIYHBIE PAMKH y4eOHO-TIEAarorunieckol mpo-
Oonemaruku. B wacTHOCTH, cienyeT oOpaTuTh BHU-
MaHHe Ha HYMOIMOHAJIBHO-00pa3Hoe OOoralieHue
TaTapCKOW MY3bIKH, JOCTUTHYTOE MHOTAA C TIOMO-
LIbI0 CaMbIX OOBIYHBIX MY3BIKAJIbHBIX CPEICTB U
MIPHEMOB, B HayKe JIaBHO MEPErOBOPEHHBIX. ABTO-
PY 3THX CTPOK HPUXOIMIIOCH OTMEYaTbh, YTO JKU3-
HEPaZOCTHOCTh U ONTUMH3M BBEJl B TaTapCKylo
My3piky C. CaiinameB, B3BOJHOBaHHOCTh — P.
SxuH (Ha 3Ty 0COOCHHOCTh MY3BIKH SIxMHa 00pa-
tun mMoe BHuManue H. JKuranos), HO B menom
mpo6JieMa 0CcTaeTcst HEM3y4YEeHHOM.

I'oBopst 0 HEOOXOAMMOCTH KOPEHHOTO HM3MEHe-
HUS TaTapckoil My3eiku, H. McanOer nmeer B Bumy
KaK pa3 ee cojaepkaTelbHyI0 cTOpoHy. Ero Gecro-
KOHUT, 4TO «JIETH Hapoja, IMOApacTalolne Ha CBO-
0OZHOM TPOCTOpPE HOBOH CBOOOJHOW XKW3HH Kak
€IMHCTBEHHBIE XO035€Ba BCEX €€ HCTOYHUKOBY,
BCTYMAIOT B HOBYIO JKU3Hb, IMESI B CBOEM HACIIEIVH
TOJIBKO MY3BIKY KOJIOHHAIBHOTO BpeMeHHu. Ee cBoe-
oOpasre He TO3BOJsIET el «OBITh B COTJIACUH H
€IMHCTBE C HOBBIMH YCIIOBHSMH CBOOOIHOM KH3-
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HI», 0OTMe4aeT oH. COBpEMEHHOMY MOKOJICHHIO He-
00XOIUMBI KUITyJast )KU3Hb (XOT), c60600d, packo-
séanHoCmb (WPEK), yoarb (KHUTE3NEK), paoocmv
(watnelk), npazoHuunocmy  (09HpaM), HewHee
nposigleHue  Yy8Cme,  GbINIECKUBAHUE — IMOYUL,
moparcecmso (HOMOCII) (Hamaeut / Homaui)

A Hama My3bIKa HE MOXKET BOILIOTHUTH 3TOTO.
[TosTOoMy nesitenu, paboTarollue HaJ TaTapCKOU
MY3BIKOH, TOJDKHBI B OYAyIleM CO BHUMaHHEM OT-
HECTHCh K 3TOW OCOOEHHOCTH PEalbHOTO TTOJI0XKE-
HUS JIeT.

Cpenu TaTapcKuX IEeCeH BHE ATOTO OCHOBHOTO
cBoeoOpasms CToAT (HAXOIATCS) TOJIBLKO HEMHOTO-
YHCJICHHBIE TakMakd M OauTbl. Hackonbko ObLIO
peanbHO, YTO TAKMaKd M OauThl, CYIIECTBOBABILIHUE
B TIPEXXHIE BPEMEHa BO MHOXECTBE, TI0 HCTOpUIE-
CKMM TPUYHMHAM BBINIAB U3 JKWU3HU, 3a0BIBAUCH H
WX cIie/lbl TIOCTETICHHO TEePSUINCh, HACTOJBKO Jlaie-
Ka BO3MOXKHOCTb, YTO MIX YIACTCS OTHICKATh.

[Tosromy B OymymieM Ham TPUAETCS 3TOT BHI
MY3BIKH CO3aTh CAMUM.

[To aTOoMy myTH TOXE HE TIPHUIAETCS UATH HE IO
cineny (mo umenumne). [loromy drto, kak OB MX HU
OBLTO MaJio, HeTb3s CKa3aTh, YTO Y HAC COBCEM HET
MIECEH W HAleBOB, B KOTOPBIX HE Moracia HcKpa
)ku3HU. Tem Oornee 4TO B pa3HBIX MECTaX OHHU CO-
XpaHsUTUCh B Pa3HBIX (opMax U Ha pa3HBIN JaI.

B Oynymem 3amada yBaskaeMbIX MYy3bIKaTbHBIX
nesiTeniell (3HATOKOB MY3BIKH) 3aKIF0YaeTcs B 00-
Jiee YIOPHBIX MOWCKAX TaKWX IECEH, UX HUCCIeNO-
BaHWH, JCTAIU3AIUN UX TOJIOCOB (Mmasviiil), MENo-
i (ahoy) M B CO3aHUU HAa OCHOBE BCETO JTOTO
1ebHON KapTHHBI (00pa3a). Eciu Bce 3TH coctas-
Jsone (kucax) OymyT yYTEHBI, CTAHET BO3MOXK-
HBIM HaNpaBUTh Ha BEPHBIM WM pe3yJbTaTHBHBIN
MyTh KOHKPETHOE TBOPYECTBO OTHEIBHHBIX JIMYHO-
creil (woaxec). B Takom ciydae co3maHue My3bI-
KaJIbHBIX ~ TPOM3BENCHUN TMOAOOHBIM  00pa3oM
Henb3sl OyZeT BOCIPUHUMATh M KaK OTPHIB OT Ha-
pona. Ilotomy 49ro pa3 B OCHOBY NpOU3BEACHUMN
MOJIOKEHO COOCTBEHHOE HAPOAHOE JT0OPO, TONBKO
ux (opMa He CMOXKET OKOHYATEIBHO (COBCEM) OT-
JAJIUTH IPOU3BEIEHHS OT HApOJa.

B nanHOil 065acTH MIMEETCS HECKOJIBKO MpH-
MEpPOB JIETKOTO YCBOCHHSI TaKWX IPOU3BEICHUMA
HapooM. HeckonbKo TieceH U OTJENbHBIX KIOEB U3
«Tahup — 3ehpa» u «by3 erer» Cynrana ['abamm
3a O4YeHb KOPOTKOE BpPEMs BOILIM B HAPOJI KaK €ro
«coOcTBeHHas» My3bIKa. T0, 4TO B 3THUX MPOU3BeE-
neHusix ['abamm oCHOBHOHM Marepuan He YHCTO Ta-
TapCcKH, TOYHEE, C ydacTheM OJIM3KHX TaTapam
MOTHBOB («MOH»OB) TYPOK, KHPTH30B U KPBIMCKHX
TaTap, SABJISAETCS JOKa3aTelbCTBOM TOTO, YTO pas-
HBIE KIOW, COCTABIICHHBIE U3 YUCTO TATAPCKUX MO-
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TUBOB («MOH»OB) BOHAYT B HapoA C OCOOEHHOMU
JIETKOCTBIO.

H. HUcanber cumraeT, 9TO CO3JAaHUIO TaTap-
cKO#l mpodeccuoHaNbHON My3BIKH OYIyT MpemnsiT-
CTBOBaTh HEKOTOPHIE TPATUIHNU MY3BIKAJIEHOTO
MPOIUIOTO W HEBBIPAOOTAHHOCTH HOBOTO MY3bI-
KaJIbHOTO SI3bIKA.

BriBoabI

WNHTepecHO, 9TO HaYWHAs C MOCIEBOEHHOTO
BpeMEHHU 00 3TOM K€ CaMOM, Ka3ajaoch Obl, TOBO-
pPHIIOCH BO BpPEMsI MHOTOYHCIICHHBIX JUCKYCCHH O
HAcTOSIIeM W OyIymieM TaTapcKOW MY3BIKH, Op-
ranu3yembix CoOr30M KOMITO3UTOPOB PECITyOJIH-
KU, U Ha €r0 €XKEMECAUYHBIX TBOPUYECKUX «UETBEP-
rax». [IpugemM kK 3TOMy BpeMeHH BEIpOCiIa OOJb-
mas Tpymma TaTapCKUX KOMIIO3UTOPOB, & B pas-
BUTUA MHOTHX aHPOB YK€ OBUIM JOCTUTHYTHI
3HAYUTENbHBIC YCIIEXH, TO €CTh MPU CHopax ObLIO
M3 Yero HWCXOIUTh M KPOME HAPOJHOW MY3BIKH.
Opmunako BHuMmanue H. Mcanbeta M My3BIKAHTOB-
Mpo¢heCCHOHAIOB OBUIO COCPEIOTOYCHO Ha pas-
HBIX SIBIICHHSX, HE TOBOPS YK€ O TOM, YTO HHTE-
pPEecCHl TaTapCKOro Hapoa, «IPOCTOW» ayIUTOPHUH
MOCTEIICHHO OTTECHSJIUCH HAa BTOPOU IIaH, KpeI-
Jla OpPHWEHTAIlus Ha «yYEHYI0» MY3BIKY ISl CIie-
nuaaucToB. [1o-pasHOMY MOHHMMAJIOCh U CBOCOO-
pa3ue TaTapcKOl My3bIKH.
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Kapt KoMmo3uTop DiXCHBAIb HIITOLI HIAP-
CeHII® KYNTOH TYTeN TeHd sicajlblll YTKOH Tarap
cuM(OHMS KHuoce’ TOMYMOH, TATap My3BIKACHI,
KBICMOH, AHBIH KHJIOUOTe TYpHIHAA My3bIKaHbI
COWTOH KYII KEIIEJIopHEH OammblHaa sSHa GUKepIop
TYIBIPTAHABIP TUM OETIOM.

UeHKH Xd3epra KaJlop TaTtap My3bIKackl Oe3HEeH
KY3 anaslObI3fa XadblK TapadblHHAH CaKJIAHBIIT
KWITOH XONEHI® — TaOWTBIA XONEHAd TEHO Topa
uzae. BUK KyI 5KbIp, MOHHAPHBIH TapUX KOMUOKIopE
ACTBIH/A TANTAJIBII, FOTAIIBIN KaTyJaphl, CAKJIaHTaH
KaJ[opJIopeHeH TaTapllapHbIH HHKBIHpa3bIHHAH COH-
Tbl W3eny (akuramope IOBEpeHd rauja’ Oyiysbl
TypbIHAA COMJISMN TOpAachl Aa HOK. UUT MUILIOTISP-
HEH TaTap JXKbIpiapbiHa, hommace a0 Gep-Oepcena
OXIlIaraH, OepTepie, 3apibl, MOHIbI ahoHHOp®,
IUT KBIMMMOT OWpYJIope 1o, omMO9TTo, IIyl YK
co0orToH.

Xazepra Kaaop Kym (QHUKepIop TaTtap My3bIKa-
CBIHBbIH, KHJIQUAI'€ XaKbIHJAa rasaThb OMETCE3 oOcflla
kmngenop. KOrapeiarsl Wcke KYpeHEUUIapra Ka-
parl, YUT MHJUIOT KEIIEIdPEHs A9, TaTapHBIH Y3E€H
110 MOHJBIH (pUKEp TYyBI TAKSI TYTel, 9J09TT9.

JIokvH Xep MUIIOTHEH Tene, 9I90UATHI, TeatTp,
MY3BIKachl HKBTUCA/IH, COSCH MIAPTIAPHBIH YCYCH-
49 YCo, KUHAs OapraH KeOeK, MOJQHHUSTHEH YCell
KWJIO TOpraH Oaika TapMakiapblHa MAJIHUK OyJiraH
TaTap XalKbIHBIH MY3bIKachl Ja Oep KoHHe

’ MeHakamo — Cy3 KepomTepy, TapThimly, 0oxoc,

IUCKYCCHS;, pycya; “TIonpoOHOe M3y4deHue”, “06vcy>1<ne-

HHe”; “mebatel”’, “mpenus’, ‘“‘cmop”. (HMoadwiz

Hconbam uck.)

4 . o
Diixenganb0 — AHTOH AJEKCaHAPOBHY DIXCHBAIB

(1875-1952), xommo3urop, Tupmxep, STHOrpad.
5

Tamap cum@onus xuuace — AHTOH DUXCHBAJIB]
xurouenereHnd  Ulopeik  My3pIkackl  CUM(OHHK
koHneptel  Kazamga  KeBem  Apmus  capaeHna

(Kpacnoapwmetickuii nBopern) (xo3ep: Kopum Tunuypun
ncemenzgore TaTap moyioT aApama hoM KoMenns TeaTpsl
Oounacel) 1923 enHbIH 3 aBrycThIHIA YTKIpenTraH. Kapa:
A¢uma Cumponnueckoro konuepra Bocrounoit Myssl-
K CHUM(OHHYECKOTO OpKECTpa MO yNpaBieHHEM A.
DiixenBaibjaa ot 3 aBrycra 1923 r.
SKutiicmon — enernrdo, GepHUKAop, KMCOKUd, pycua:
“gactuuno” (Honowiz Hconbam uck.)

lTauo — xaparan, OoiuroHenuie, OolnoHemIe
Oynran; pycda: “HMEIONIMA OTHOIIEHHE K dYeMYy-
1m60”. (Mordwiz Uconbam uck.)
8 Ahoy — ahow; pycua: “Ton”; “rapmoHus”;
(Honowiz Heonbam uck.).

Meaonus’”’.
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GoNAraThKo’ HPEIIOUOTeHd HMMaH OepKeTenepro
Them ujae. YoHKH My3bIKa — COHraThbHEH Oep KHCo-
Te, COHraTh MOIOHHATHEH Oep OoTarbl OyibIm, Oy
COHT'BICHI Oapbl OOTEH orb3ajaphl CANaMoT OyraH-
Jla ThIHA YCO, S anayak. TaTap MOJOHHUSATCHEH
Oammka TapMakiIaphl KeOEK aHBIH COHTaTe A0 Oep YK
TapuX KY49peHo YOJIraHbI OapMblii Xalle IOK.

Mens Oy coHTBI ukep 0310 Oepkaasp Y3eHeH
JKATOKYCTIOpEH TanThl hoM Taba Kuio.

COHIBI €JUIapHBI TOPJIC KUPIOPAD TapKalraH
KOMIopHE KBIIOYbUIAp, aHbl HOTAJAp OyeHYa SI3bII
OepkeTydenopHeH TaOBUIYBI TaTap MY3bIKACHIH
3379y, THKIIEPY IONBIHAA OepeHde aapiM Oyiica,
my3bika muHackl'’ Conran [aGoumuer'' My3bika
Hazapusuiope OyeHuYa, KbIHCMOH, TaTap ahoH-
HOPEHHOH TYKBIN SIHA MYy3bIKa 9copiiope Owupye,
Kali0ep COXHO OCOpJIOPEH KOMIop s3yhl, Kahidep
JKBIPJIAPHB TaBBINI, Y49y, OachiM KaHyHHApEHI
OyeHua THKIIEpET, aapra KYMOK JbIpJap OCIIThI-
pybl, meOhace3, MKeHYE aabIM UM TaHBUIBIPTA
them wue. Smb My3bikaubl ColijoiieBHEH Oy
I0J1/1a XE€3MOT Kyell ATKaHBI Ja COHraTh THPICCHID
YyalraH 3II9eIopra MOrblIyM Oyiica KHPIK.

Jlokun Oy anmeiMHapHBIH hommace 1o TaTap
MY3BIKACBIH MOIOHMJISLITEPY IONBIHAA —XOJICe3,
SAPBIM-HOPTHI afbIMHAp HAe. AJApHBIH TOOCHId
TaTap My3bIKACBIH Oalllka XalbIKIaplarbl KeOek
romymu ahoH KaHyHHapbel OyeHua (pOHHU, WKAIH
KaJbIlIKa Ccally CH3elCd /9, XaKbIHKAThbTd Y
aJIBIMHAPHBIH HBIK BIIIAHBIWIbI OYJIMAaBbI, KyJITaH-
MaJapHBIH aXu3jere - OMK HBIK Ky3rd 0openo
uge. by, Oomkm, Oe3HeH MeToxacchIiiciopebes-
Hen” Oy XaKkTa KHPOreHYo Hasapu, (OHHH
Kopajiapra Majquk OyIMaraHHaH KHJITOHEP.

Hepect, Oy romja sSnuion Kapaydsiiap Oep
TaTapyapJaH reiHa OyJIMaJbl;, TOPIC XAIbIKIAPHBIH
MYy3bIKaIapbl Oep-OEpPCEHHOH MOJIOHUSTHEH Y3Id
TapMakjapbl TOCIE HBIK KHPTIOp OCNoH aepbll-
MBIHYa, aap apachlHaa TOMyMH OOMIIOHEITOp Ky
Gysiranra, hopOep MooHHM KaBeMHeH (kaymHer) '

banseams — ycenm xuty, pycua — “IOCTHXKEHHUE
coepmeHHONeTHs . (Monowiz Hconbom uck.)
1

®  IHlunac - ocra, Genred, pycua: “3HATOK”,

“criermanuct”. (Monowiz Hcanbom uck.)

" Conman I'abawu — Conran Xoconrata yisl [aGomu
(1891 — 1942), Ttarap XalIKbIHBIH  Keis3apsl
(xoMmo3uTOpHl), Tenaror haM My3bIKaib KoMorarb
SIUIEKIIece.

"2 Aocuznex — 3orbiiidpiek, KaMu OynMay.

B Memoaxaccwiiic — Genred; pycua: “crenmanuct’
(Honowis Hconbam uck.)

Y Kasem (kaym) — wIpy, Hocel, KaOWId; XalbK,
MHJIIST, pycua: “mmems”’, “pon”; “Hapon”, “Hamus’
(Honowis Hconbom uck.)
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My3bIKAChl TOPOKBKBIH'® HTKOHIO, Y3 Keue GeloH
IEHO TOPIKBKbIM HTye TapuxTa KypeHmu. LllyHap
KYps (paHIy3 My3bIKACBIH JIIIOYAS UTAJbSH
MY3bIKAChl LIWHACIaphl HHUKAAdp KHUH MoiiIaH
QJIBIN SUUIM ajicaiap, PyC MY3bIKachlH Aa HEMell
KOMIIO3UTOPJIaphl aBBIPJBIKCHI3 Y37IomTepa hom
aHap KbIMMMOTJIEC Xe3MOT Kys amajap uupe. by
TOMYMH KaHyHHaH, oJ0oTT9, 0€3 TeHd YHTTO
YTBIPBIT Kajla alnMbIHObI3. be3 19 MOHBI raKaruIe-
HETI KapIIbl aIMasdaKObI3.

UbHnan Ta, MOHBIH MHCANbl KY3 alJblHHAH
yrre. KazannbiH Lopbik My3bIKachl OEIIOH SIXIIBI
TaHBIl OynraH womthyp mnpodeccopiapblHHAH
[poxopoB'® CoHrbI emmapHbl 6y XakTa KyIl KEHO
XEe3MOTIIOp Kyen Kapaabl. JIokuH HOTWXKoOo 0e3
TaTap MOHBIHBIH aHap Oaml HIOASH HBIK KapIibl
TOpraHblH Kyplek. Monap, Oep sKTaH, TaTap
MY3BIKACbIHbIH, TasATb XaM 7, SIIIIOHMITI'9H, 4YHUT
XaJBIKJIapHBIH aHJIaelibl ©4eH YUTEH Oep Xouao
TOPYBI co0aIT Oyrica, MKeHYe AKTaH, Oy mpodeccop-
HbIH TaTap JXbIPbIH MOJAHUIISIITCPIOH BAKLITTA
aHBIH TAOWTBIA, XOCYCHIll KaHyHHapbhlHA UTHTHOAD
UTYOOH OWIpoK, aHa KHUIEpend Topran ABpyna
MY3bIKAChbl IIapTiapblHa, TOMYMHU MY3blKa TCXHU-
KachblHa KYyOpok ohomusT Oupye ao cobom Oyiica
KUPIK. AHBIH 3IUIST9H KOIIOpEeHd TaTap >KbIPbI-
HBIH, ToIl athe rasaTb SAJIIbIII 4YbIl'd, 9 KyJUJIAHTaH
TOMYMH TEXHHKa OM30KJIOpE achUl MOHHApra epak
MOHQCA0aTIIE KYPEHD UJIE.

Kynron Tyren Maxcyc kuuomo mxpa(3)'®
utenroH hom kommnosuTop DiixeHBab TapadblHAH
SIUISHIDH TaTap KOWJIopeH ThIHjarad, uHue Oy
fona 1a MyadhokbiaTeIe” ToxpHOATOpHEH Gap-
JIBITBI KYPEHIE.

Jlumok, Oy onma TarblH Oep rame6o’.
DlixeHBalb]] 0alTka MIJUISTTOH Oyiica ja, KyWraH
XE3MOTJIOPEHd Kaparanja, yj ajraH Tarap >KbIp-

15

Topoxvkelii — anra KTy, WPOrpecc; pycua:
“neuxkenue Broepen’, ‘“mporpecc”. (HMonowviz Hconbom
Uck.)

1
% ITpoxopos — SIkoB Bacumbesuu IIpoxopos (1870 —
1942), xoMIo3uTOp.

I
7 Xam — 4u, IEIUIMOroH, OIrepMAOroH, SIKIPTEIMATOH;
Tynac; pycua: “cbIpoil”, “HeJoBapeHHbIN”, “He3peiblil”;
“rpyosiid”. (Monovrz Ucanbam uck.)

18

Hogpa(s) — Y19y, SLIKS AWIBIPY, XKUPECHD KUTKEPY;
pycua:  “coBepumieHue”’,  “BblnosHeHue”.  (Moadwi3

Hconbam uck.)
¥ Myagpaxvisims — yrpim, Gymppa anydbuIbiK; pycua:
“yemex”, “ymaua”, “moctmxenue”’. (HMorowiz Hconbom
Uck.)

2
" Tanabo — xuHY, OCTeH Oyily, OCTCHICK; pycud:

“mobena”, “mpeBocxoncTBO”. (Monowiz Hconbom uck.)
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JNAPBIHEIH TOIl XOCYCHIATHIOPEH" , AHBIH TOI MOH-
HapPBIH JIOPECT aHJIarad. AHBIH XKbIPIIapbIHAA TaTap
MOHBI OMK a3 jkuremice3nek Oemon Oumpemnms. Ily-
HBIH OCTEHO YJI TOIl MOHHBI 9CAC  HTEIl aNlbIl, aHbI
My3HKa Ho3apHsulope’ OyeHuYa uyapiaramia,
aJIBIHTaH JKEI Y3€HEH OYbIH JKyHUMBbIHA, TOLIEPEIraH
OM30KIIOp TONl MaTepHsIoH epaKallIMBIHA, KbICKa-
CBI, aHBIH MKCE3-YMKCE3 KbULIAphl, TaBbII, OacMa-
JIapbl apackIHAA MOHOCA0AT ©3eITMHU; HOTIDKOAS HC
«CankpiH unmMay, «Tyran wm» KeOek, SIUIoH-
MOTOH XQJEH/Q SXIIBI YK OepTepIiesieK, SUIBIKTHIP-
THIWIBIK OCIOH KY3ro Oopelepiiek Keuyop, KUeH-
TOH, SCaHTaH, OM30HTOH XIS MaTyp OYJBIN K3
angpiHa Oacanap hom omIo HUKaASP KopajuiaplaH
TO3ENToH 3yp CUM(OHUSHEH KOTOYBIPTHIY TaBBIII-
Japbl acThIHAA HOKB TaTap4a repiom, Oep OeTeH
TOIIKHII HTJIAP.

Jepect, aHBIH MY3bIKaChIH/IA a KBITHIPIIbLIIAp
IOK TYTell; aHAa N1a oJie TeXHHWKa TYJbI, KaiOep
ypbiHHapAa Taburelii ahoHHe gepec Oupyro
YHTalChI3IIbIA Tomo. JIokuH OUT oyie Oy poBeIITd
TaTap MOHBIH DOIIIAY, oNe, OepraoH, OepeHUe
TOXKPUOS NUAPIIEK, WKEHYEIOH, KOMITO3UTOPHBIH
Oamka MHJUISTTOH Oyiybl Ja 93 TEHO JMKKATh
UTeNepIieK, OUeHYEIoH, KbIPJIapHbl HXKpa(3) UTyue
Kodlle OpKEeCTpAa Iyl MOHHApHBI >KaHBI OEIoH
aHJIBIH, Y3JIOLITEPd anraH Oep TeHs Tarap Ja oK.
JIokMH IIYHBICHI ayblk: Oy TOKPUOS TaTap KbIp-
NApBIHBIH J1a KHH CYPITTY ' TOPOKBKBII HTO aTybiH,
aNapHBIH J1a GOHHOIMUION . My3HKa MOiIaHbIH /A
TeXHUKA ArbIHHAH OHK 10Taphl KyTopeiroH [ape6’
[KenbOarpir] My3bIkachl MOWJAaHBIHIA Ja OSTKA
KaJIMacIllbIK KallbllIapra CcajblHA ajadarblH, THK
MOHBIH ©YeH IIyHap OWpeNraH MeToXaccChlic-
nap”’, hoBOCKOPIOp, MOKTOII, OCIIMAIAPHBIH ThIHA
KHPOKJIETEH aublK KYPCOTTE.

Wune anra Oy rongarsl Xe3MOTIOpHE J19BaM
UTTEPY, aJBIHTaH FOJHBI KHHOHUTY MAChAJIaCe KHJIETT
Oaca. Xazep O6ep KOMIO3UTOP KHJIET YbIKKaH WKSH,
aHblH OeloH OOTeH MOChollo XoIl WTelen Oerd
alMbId, on09TTd, huubep CoHraThbTd, OMIPIK T

Xocycvisimb — Y3€HYQJIEK, aepbIMIbIK, pycud:
“gacTHOCTB”, “ocobenHocTs”. (Hon0w13 Hconbam uck.)
2 Ocac — Tem, HATE3; pycua: “OcHOBA”, “(GyHIaMEHT”,
“6aza”. (Monoviz Hcanbam uck.)

» Hazapus — teopus. (Monowiz Hconbam uck.)

** Cypam — pacem, KypeHen, KbiadoT, KHIel, KWiboT;
pycua:  “pUCYHOK”, “Bun”, “obpas”, “momobue’.
(Honodvrz Hcanbam uck.)

» Batinanmunan — Xanslkapa, HHTEPHALHOHAIIb; pyCud.
“MeX/TyHapOHbIH”, “HHTepHAIMOHANBHBIN. (Hondbis
Hconbom uck.)

% I'upe6 — Kenbarsim. (Hondwviz Hconbam uck.)

T Momaxaccwiic — Genred, pycua: “criemuanuct’.
(Honowiz Hconbam uck.)



YU N.ISANBET

TaTap My3bIKachl KeOEK YpBIHBIHHAH Ky3TalMBbId
SITKAH XaM Oep CoHTaThTd, Oep TeHo Kemmie OMK a3
HOpCars aBan Oupen KuTo anadak. Kmmogokrs Oy
I0JIIaTbl  Xe3MOTIIOpHEH MYya]QoKbISThIE YBITYHI
eueH OWrpoK To Oe3HEeH Y3 MY3BIKaHTIAPHIOBI3
JIIKY KEpemrepro THemnIop. MoHaa OWXeHBabl
WNOTOUIHEH XE€3MOTe, aHbIH alraH [OJIbI, MHHEMYD,
Oy roNa SIUISYUENop eUeH YPHOK Oyly Xe3MoTeH
UTO aubplpra THem. Xo3epro Kaadp Tarap
MY3HKACBIH 3IIJIOPIS F0J1, CyKMAaK 337911 ThIPBILIBII
ATKaH hoM Y3 roJuTapbIHIa KYIT Xe3MOTIISp KyHraH
I'aGomm, Coiimom” keGek My3blKa IIMHACIAPbI-
ObI3ra DWXEHBAJIBIHBIH XE3MATIOPE 3yP KUHEIIEK
sgcapra Tuem. Orop no Oy toima amap Oepro
aHJIAIIBIN SIUIM anadak Oyncanmap, Oy OUTPoK T
xoepre dan” Oynauak hoM KHMIOUOKTore SILIOp-
HEH TarblH Ja HOTHKQNOPAO COMOPAIEPIK’
OMpYEH TOOMUH UTIUIKTED.

By xakrta xyOpok d¢wukep ambmry Qaiimamgan
xanm®' GymMac, hom My3blka celodenopetes Kupro
KapaplaHblpra Ja WKaT MOWIaHBIH KUHOUTEpra
KepewLepiap Ausice KUo.

I

By ypweiHOa, omboTTo, angaH e3em KUTIPro
THenuie 0ep Machand dap.

be3 xo3ep Mys3HMKaHbl SLUIYY, WKAT UTY
TypbIHIA coinnbes. JIokuH «0y My3uKa KeM e4eH
hoM HUHIM OynbIpra THEH?» coane ajira Oaca.

bes wmonma OamrTam yk  OOprajsaHMBINA-
CHIPralaHMblii ThIHA «HHKBIIAOKM " hoM rammo’
©UCH» JUSIPIa THENoe3.

My3u1Ka KeleHeH XaHblH TOpOUsUIOYa UH 3yP
ramuIopaon” canama. Keune mMemmopmkane 6ep
TBIAIIBME 0OXOCTOH Kellle HUKAIJP JKaH a3bIrbl AJIBIT
KHWT9 ajiCa, SAXIIbI SIIJIOHI9H, AXIIbI YTIJII'9H MY3UKa
OCOPEHHSH yJI OUTPIK TS TYJIBI TIICHP OEIOH KHTI.

B Cotidaw — Canux Kamanernun yier Coinomres (1900

— 1954), kypeHekine TaTap KOMIIO3UTODPBI, Tarap

npod)ecCHOHaNb My3bIKACKIHA HHUTe3 caiydsl. (Mondvis

Hcaonbam uck.)

¥ ®an — 0oxeT, AXIIBl KHJIQYOK, XoepielieK, sXIIbira

opay, pycua: ‘‘cuactbe”, ‘“‘cBeTioe  Oymymee”;

“npenckazanue”. (Honowiz Uconbom uck.)
Comaponepak, comapa — KUMEI, HOTHXKD; pycua:

“mon”, “Gpykr”; “pesynprar’. (HMonowiz Hconbom

UCK.)

' Xanu — Gywmr, suenno GepHopco GynmaraH; pycua:

“myctoil”; mucan: OepkeM IONIMaHHAH Xaiu OyiMac.

(Honoviz HUcanbam uck.)

2 Unkoiinsaéu — peBoIOLIOH; pycua. “HOBATOPCKHI” .

(Honoviz Ucanbam uck.).

3 Tammo — xameik, Macca; pycua: “apox” (Mondwis

Hconbom uck.)

* Tamun — daKkTop, XOpOKSTKS KHTEpyde Ked, COOoIL;

pycua: “daxrop”, “npuunna’”. (Honowviz Uconbom uck.)
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AZIOMHEH XHUCCHSITEH OCIUTBIPY, PYXH XaJIOTEH
TOPOMSITOY XOCYCHIi MehuM ypsiH ToTa. besHeH sHa
HUTE37IoTe TOPMBIIITA TaMMOHEH Oy SIKTaH TopOwsce
XOCYyChIii ohoMUSTIIE YPbIH TOTa4aK.

burpak To, peBOMIOIMATS Kaadp KBIP-My3HKa-
HBl Y3€HEH adbl S3MBINIBIHHAH 3apilaHy, KeeHY
XHCJIOPEH HBITPaK THIIIKA YbIrapy €4YeH HOJAaml
UTKOH TaTap raMMACeH TOpOWsAS aHbIH ohoMusiTe
3yp Oymawak, hom ©0e3 MoHa cakibIK OeioH,
IUKBKATh OEJIoH Kapapra THeIIoes.

Tarap My3WUKacblHBIH TPOKIAHIBIK  aJbII
CaKJIaHBINT KWJITOH KaJopece KHH eMeTceslek, 3ap,
doran (puran, deran)’’, TOPMBIIITAH HAPa3bIii-
nbik’® Gemon cyrapeiiran. By — Gesra modxarbces
TapuxTaH MHUpac OyJbIll KaiaraH xocycusar. bamra
Y3 XaHHApPBIHBIH TOXET ©UYCH Kepam KopOaHbI
6yJ'H)IH A1, COHbIHHAH YPbIC UMIICPHUATIN3MbBIHBIH
KbI3raHbrd haxkurace OyiraH TaTap TaMMaoce COHTBI
3 — 4 #ie3m0 y3eHeH PYXbIH IIyHABIH adbl mopad-
map OeNoH TeHa cyrapsipra MaKOyp OyiraH.

JlokuH X93ep MpeKIIe siHa TOPMBIIIHBIH UPEKIIe
MoWIaHbIHIA ~ OOTEH  XOIT  YHIIMOJIOPEHD
OeprmoHOep Xxyka OyJiBI YCO TOpPraH XalbIK
Oanmamapbl Aa, OOXETCE3NEKKd KapuIbl, HIYJN YK
MY3HKaHBI Y3JI9PEHO MUPAC UTEN ajbll KaJabLiap.

Meno, mposieTapuar HICONOTHACE KY3EHHOH
Kaparanja, 0e3HeH My3HKaObI3HBIH Oy XOCycHsTe

UpEKJie TOPMBIIHBIH sSHA IIapTJapbl  OeJoH
YATBIpJALL, CEpIoI Oyia agaMbl?
Xaozepre OyblHra XoAT, HpEK, IKHUTE3JIEK,

LIATIIBIK, GolipoM, HoMae (HeMau)® KUPIK.

O Oe3HeH My3bIKaObl3 MOHBI OHPO  AIMBIM.
yHap Kyps KWJISYOKTS TaTap MY3UKaChl 6CTCHIID
JIUISYYENSP XaKbIMKaTh XolHEeH Oy  sATbIHA
JKUIUAT OCJIoH Kapapra THEIILIP.

OcacaoH, 0e3, CoHrarbHeH 0OTEeH TapMarblHAa-
I'bl LIMKEJUIE, MY3UKaBU MXKAT SUICHIS XaJIbIKHBIH
Y3€H9 SIKbIH OyJITaH WKATHBI anra cepades. Teatp,
paceM, IUTHIPb, holiKaIap raMMaHEeH Y3 TOPMBbI-
LIBIHHAH, Y3 9YEHHOH aJIbIHBII, aHap SKbIH Oyira
POBEIILISP/ID YCOPTS THEULISP UKOH, My3UKaHBIH J1a
IIyJI YK KaHYH YEITOPEHO KEPMH XdJIe FOK.

By xohoTToH 6€3 KUI9YoKTa My3uKa (PPOHTHIH-
Jia SIUIOTOHJIS, TaTap KBIPJIApbIH PITKS calraH/a,
I'ape® My3ukachiHaarsl KeOEK, XaJbIKTaH TIasTh
epak Oynran hoM MHAMBHUIAYYMHApPHBIH XbISUIATBIH-

¥ ®azan (puean, poean) — ¢apcvi:“ads TaBbim”,

BIHTBIpaIly, “enay”, “ykcy”; pycua: “sonnv”, “cmon”,

“naay”, “poidanue”. (Monowiz Uconbom uck.)

% Hapaseii — pasiii GyaMay, KaHOraThIOHMOYYE;
pycua: “HEeTOBOJIBHBIN ", “HeyIOBIETBOPEHHBI .
(Honowiz Hconbom uck.)

7 Homaew (nomauw) — TaHTaHa; pycya: “TOPKECTBO .

(Honowiz Hcanbam uck.)



TATARICA: CULTURE, PERSONALITY AND EDUCATION

HAH'® TbIHA TYTaH, SMCO MY3HKAHBIH KOpPbI Ha3a-
PHUSUIOpPEHO TeHo OMHA WTeNeN sicalraH BICYIIIap
KyJUIQaHBUTBIN, TaMMO OEIIOH My3HWKa apachIHIarsl
MOHOCI0IT epaKiIaIlThIPbLIMACHIH, OJJIKA TEXHU-
KaHBIH MY3UKaJarsl eJelle raMMoHEeH JKbIp, My3H-
KaJlapblH 9CACoH SIUISYAS OW39K YpPBIHBIHAA TOP-
raH KyIIbIMTa SIPIOMIICKISP TeHd OyIChIH 1ubes.
by mynai.

bes DitxenBanba My3ukaceiHna na 0y Ghukepra
MyaPoKBISATE OApIBITHIH SUTET YTTEK.

JlokuH  Tatap  My3WKAachIHBIH  IOTapbiia
KYPCOTeNroH Xocycuare Oe3He MOHIa Ja OuK
KUTIH MOXAKOMOJIQ® OyIIBIHBIPIa MOXKOYp HTO.

Orapeina oiitenronys, 06e3 Oy HazapusHe
TYPBIIAH-TYpBI ajra COPCOK, TaTap MY3HKAaChIHBIH
haman nma epakTaH epak, TOPMBIIITAH ©JIEIICE3,
KHJIOUOKTOH 6OMETCe3 XoNIo ajja Oachlll Kaiy
KYPKBIHBIYBI Oap.

Tarap pIpmapbl apacblHAa Oy XOCYCHSTTOH
MecTocHa  OyiaraH OWK a3 caHAa TaKMakiap,
OoeTiop reHs Oap. MOHABIN KBIpIApHBIH HCKE
3aMaH/a Kyl OYIbIN, TAPUXU CIOSIIIOp apKacklHIA
amap TOPMBIIITAH TOIIET, OHBITBUIBIN KayJapsbl,
Oapa-Oapa 33710peH OOTCHIION FOTalTyJIapbl HUKa-
JIOp MOMKHH OyJica, alapHbIH Ka3bUIbII YBITAPBLTY
MXTHAMAJLTApBI IIyJl Kaaop HMKAHAAH' epak Topa.

HlyHap Kypo KHJIOUOKTo 0e3ro My3uKaHbIH Oy
TOPEH y3e0e3ra WKaT UTIPra KUPIK Oysiadak.

by romma ma a3ce3 Oapplpra Typhl KHIJIMAC.
YeHku, HUKAISp a3 Oyiica 1a, Oe3HEH XOAT YaTKbI-
Chl KYPEIroH JKbIP, MOHHApBIOBI3 IOK TYTEIL.
burpsk To amap Tepie >XKupae, Tepie Qopmana,
TepJIe KaIbINTapaK CaKJIAHbII KUITOHHID.

KusouokTo My3uKa IIMHACIAPBIHBIH Bazuda-
Cbl MCH9 MOHHBIﬁ JKBIPJIApHBI HBIT'PAK 33J19Y,
TUKIIEPY, ajapiarbl TaBblll, ahoH >KbIpIapbIH
XKeHTeksoy hom mynapHbeiH OGapeiHHaH OepOeTeH
tacup® xacun utynep. Ilymsl KHCOKIOp Xucam-
Ka aJbIHI'aH/a, AepbhIM IIOXECIdp ©UYeH aepbhiM

¥ XpismoT — XbIsnap; pycua: “BOOOPAKEHHS MEUTHI”.
(Honowviz Hcanbam uck.)

¥ Meoxaxoma — CcylnTa THKIIEPY, XOKEM dbIrapy: Oy
oupakTa: TUKIIEpY, GUKep ambllly; pycua: “cynedHOe
pazGuparenscTBO”, “BRIHECEHHE mpuroBopa”. (HMonowis
Hconbam uck.)

* Mocmacna — Gankanapian aepbli albIHIaH, aePIM,
yblrapMa; pycya: “UCKIIOYUTENbHBIN”, “H3 psiga BOH
BBIXOJISIIMI, “HCKIIOUeHHUE . (pl[O.fl()bls’ Hconbam uck.)
' Uykan — MoMKHH 6yily, MOMKHHIEK, OYJIBIPIBIK
Xonje 6yiy; pycua: “Bo3sMokHOCTS”. (Monowis Ucanbom
Uck.)

* Taceup — sicanran cypor, paceM scay, Gepop duIHe,
XOIlHE, KYPEHEIIHEe CYPITIon Oupy; pycua: “co3maHue
06pa3a B BooOpaxenun”. (Honoviz Hcanbam uck.)
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wkatnap pgepec hom MyaddokbThie 1onra
CaJIBIHBIPTa MOMKHH.

By BakpIT, Oy poBEIITO My3HKa oCIPIIPEH
TYABIPYHBl XQJIBIKTAH €paKially WTeN ajbll Ta
Oynmmac. YeHKH Tenm HHIe3Id aHBIH Y3 MaJlbl
CAJIBIHTAHJIBIKTaH ocapiopaere (opma TIbIHA aHBI
XaJIBIKTaH €PaKJIAIITHIPBIN OeTepd aaMasyax.

MoOHIBIN  9COpIOpHEH XaJbIK TapadblHHAH
JKUHEIN Y3JIQIITEPETYeHd MolgaHmaa OepHHKamap
mucamrap na ok tyreia. C. ['abommuer «Tahup —
3ehpo»™, «By3 erer»rore” Gepuuuo KpIpaaps!
hom OepHmKamop aepsIM Keijope a3 TrbiHa Oep
BaKBIT PUYCHIQ X3P XaIBIK 34YEHO Y3 MY3HKACHI
Oynbin kepen Oapa. ['aGommHeH Oy ocopiopeHnd
Ten MarepusiHeH cad) TaTapHBIKBI OyJIMblitua,
Jiepecpare, TaTapra SIKbIH OyJraH TOpeK, KbIPTbI3,
KBIpBIM TaTapjiapbl MOHHAapbl Ja KaTHallKaH
Oymybl cad TaTap MOHBIHHAH TO3ENTOH TopIe
KOWIOpHEH OWTpOK TO  JKMHEIEK  OClloH
XaJIbIKJIAIIavareiHa Joui Oyria ana.

hopxonao Oy xakta )HUTAUM (QUKEp aNbIIIBIPTa
BaKBIT.

burpsk To Oy Mochamome Y3 WKATIApBIH
MaTOyrat OUTISPEHHOH YUTTOPIK TOTHIN OHPOHTOH
MY3HKa IIUHACTIAPBIHBIH Y3 (QUKEPIOPEH HIIETICE
KIS,

l'ammoHeH  pyxbl, xwuce, TopOusice —
Hoy6oTTore” MOhHM MOCHAIONIOPIoH.

SIHa TOpMBIII, SHA MIAPTIAP WKAT FOJUIAPBIHBIH
Jla THAPYBIH TaJII UTTE.

MononustHeH hop TapMmarblH KHHOT KYTopen
KHOopron OKTIOpE MIesuIope My3WKa MOWJIaHBIH
Jla TOYMaKTa acpapra pusa OyiaMasdax.

Wune ™oHblH OepeHue  KapJiblradiapbiH
Kypzek. Kanrannaps! 1a y3 ecte6e3ra HeKJIOHT9H.

® «Tahup — 30hpay — ®. Bypuau Tparemusce (1917).

Y «Bys ezem» — K. Poxum ocope. (Mondwis Hconbom
Uck.)

* Hoy6om — ampar; pycua: “odepens”, «
Hconbom uck.)

pan”. (Honowis



YU N.ISANBET

©®OHHHU IIOPEXJIOY YbI'AHAI'bI BYJTAPAK
HOKbBIM HCOHBOTHEH
«TATAP MY3bIKACBIH 511IJI9Y IOJIBIHIA» MIOKAJIOCE

Hoaapi3 Hokbli KbI3bI McoHOIT,
mileuscha@mail.ru.

Xe3morto Hokbeili HconOotHen 1923 emma Kazamma Ttoxomryc ©OemoH OacbuiraH  «Tartap
MY3BIKACHIH JIIIY FOJIBIHIAY» IUIOH MOKAIOCCHEH TEKCTOJIOTUK, (DOHHH IIOPEXJIOPEHHOH TBIHOApaT.
Awnbl ranum ['pakaaHHAp CYTHINIBI eIUIAPbIHAA X000pce3 [orajiraH eJIKOH aObIHCHIHBIH HCTONETeHD
Oarpimibii. Mokanmomo Hokeiii MconOoTHeH (ukepiope O0e3HEH KOHHOPIO 19 Y3CHEH aKTyajbJIeTeH
FOraJITMAraHibITbl BINIAH/BIPBIPIBIK UTEN HCOATIAHTaH. ['aluM Tatap XaiblK MY3bIKACBIH OWPIHYID
TOIl TeHACHIMSIOPHE Aepec Ouirenu anrad hom nmpodeccroHanb Tatap My3bIKaChlH YCTEPY HOJUTAPhIH
QUbIKJIaraH.

Toen TOUMIEHYITIP: TaTap MY3bIKACHI, TaTap XalbIK KbIpbl, Hokbili McoHOOT, A. A. DiiXeHBaNIb],
C. I'abomw, C. Coligonies.
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