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This work continues a series of articles about the composer Anton Eichenwald, published in the
“Tatarica” Journal in 2022-2023: “Symphony Concert of Oriental Music in Kazan in 1923 (2022,
No. 1), “Concerts of Oriental Music” in Paris (2022, No. 2), “Anton Eichenwald and the Kazan Cabi-
net of Musical Folklore” (2023, No. 1). Based on the archival materials, our study systematizes infor-
mation on the history of creation and production of his opera “The Steppe”. We prove that the com-
poser A. Eichenwald undertook this work in order to give a new life to his arrangements of Tatar folk

songs.
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Introduction

The history of the composition and the produc-
tion of “The Steppe”, which is among the first Ta-
tar operas created in the same decade as the operas
“Sania” and “Eshche” (“A Worker”) by S.
Gabashi, G. Almukhamedov and V. Vinogradov,
remains one of the least studied pages in the histo-
ry of Tatar music to this day. Most likely, one of
the motives for “The Steppe” opera creation was
the failure of the composer’s attempt to organize a
symphony concert in Kazan with a program in-
cluding his arrangements of Tatar folk songs. Hav-

! As the author of the paper passed away, the structure
of the article has been built in accordance with the re-
quirements of the journal by its editor M. M.
Khabutdinova.

ing lost all hope to perform his works on the con-
cert stage of Kazan, A. Eichenwald tried to give
them a new life as a thematic material and a musi-
cal basis for individual pieces in his future opera.

Materials and methods
Our analysis is based on archival materials re-
lated to A. Eichenwald’s opera “The Steppe”. The
work uses descriptive, cultural-historical methods,
the method of analysis and generalization.

Discussion
In the “Dictionary of Operas...” by G.
Bernandt, the first edition of “The Steppe” opera
dates back to 1928, the second - to 1929-1930. [1,
p. 285]. However, during A. Eichenwald’s stay in
Kazan in September-December 1928 (the last per-
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formance of the season took place on 30 Decem-
ber), the issue of working on the opera was not yet
raised. Most likely, in 1928, only some vague idea
for the work arose, and one of the motives for its
creation was the failure of an attempt to organize a
symphony concert in Kazan with a program based
on the composer’s own arrangements of Tatar folk
songs.

The fact that R. Gliere’s opera “Shakhsenem”
(March 1927; 1st act) was staged in Russian in Ba-
ku could have prompted A. Eichenwald the idea of
his opera. Previously, operas and musical comedies
by Georgian and Azerbaijani composers, based on
folk song material, were well known to A.
Eichenwald owing to his work in Tiflis and Baku.
He also knew about the Tatar operas “Saniya” and
“Eshche”. But the authors of such works, as a rule,
were the (indigenous) carriers of the respective na-
tional cultures. The musical and literary language
of the works that they created was native to them.
While “Shakhsenem” was written by a composer
from the outside, the one who was brought up on
Russian and Western European music, and it was
his first contact with a new musical language.
Gliere’s experience seemed so promising that it
was promptly adopted in many Soviet and auton-
omous republics of the USSR, which were begin-
ning to develop their own opera genre. The idea of
creating an opera of this kind could have seemed
unexpectedly fruitful to A. Eichenwald.

According to G. Bernandt, the list of the opera
actors was as follows: Kerim, a folk singer (tenor);
Amirkhan (baritone); Shafkhet, his daughter (so-
prano); Fatima, a matchmaker (mezzo-soprano);
Biktemir, a storyteller (bass); Buzyurk, a rich mer-
chant, a fiance (bass); Ibrahim, a hunter, a groom
(tenor); 1st messenger (soprano); 2nd messenger
(alto). People, guests, servants, suitors and slaves
[1, p. 285] However, Russian transcriptions of
some characters’ names, especially the name of
Shafkat, are given differently in different sources,
including their Turkish-Azerbaijani variants: 1.
Shafkat (Tatar) = Shafkhet (G. Bernandt), Shefket
(A. Izmailova), Shefkhet (V. Ternovsky), Shevkhat
(V. Vinogradov); 2. Fatima (Tatar; G. Bernandt) =
Fatma (V. Ternovsky); 3. Karim (Tatar) = Kerim
(G. Bernandt), 4. Amirkhan (Tatar; G. Bernandt) =
Amir Khan [3].

* In order to avoid excessive variegation, the names of
characters in the author’s text are further given accord-
ing to the Russian transcription of the Tatar version of
the name, which is added in brackets to the name of the
cited document (the note by Yulduz Isanbet).
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When working on his opera, A. Eichenwald re-
lied on the Tatar folk song musical material and
used, among other things, the pieces of 1923 and
1926, which he himself had once arranged for a
symphony orchestra of two pianos or for voice
with piano (or with an orchestra), the works he had
already tested in public: “Bibkay kyz” (“Ach-
tuch”), “Bishek zhyry”, “Gaziza baldyz”
[“havalarda yoldyz”?], “Ozelo yzok” [“Sibels
chachok™?], “Taftilay”, “Tugan il”, “A Squadron”,
as well as “Kaz kanaty”, “Takmak” and “Khatyn-
kyzlar biyue”, called “short takmach melodies” in
the document used. Mentioned in the press as the
names of opera pieces, the folk melodies
“Irendek”, “Kara Urman”, “Kush belazek”,
“Makhbus” [4], [5] were used by A. Eichenwald
for the first time. One or two songs from these lists
can be considered Bashkir ones (“Irendek”, “A
Squadron”), which caused some Bashkir prominent
figures to call “The Steppe” the Bashkir opera,
while the Tatars did not consider the opera to be a
Tatar one.

However, to realize the operatic idea, the au-
thor needed a literary basis. It was necessary to
find an opera librettist capable of finding and de-
veloping a theme that would allow the composer to
use his ready-made adaptations of folk tunes. At
the same time, the author of the libretto was addi-
tionally constrained by the need to write most of
the texts to already existing specific melodies. The
first draft of the opera by A. Eichenwald could ap-
parently appear no earlier than in the first months
of 1929, and later, in 1929-1930, the work could be
continued, for the reasons connected not so much
with the music of the opera, but more with its li-
bretto, which was repeatedly subjected to different
alterations to comply with the requirements of the
Soviet art of that time. It was this, rather literary
than musical version of the work, that Bernandt
could consider the second edition of the opera. In
any case, the introduction of additional musical
pieces could not have been related to serious struc-
tural changes in the opera itself, since the libretto
alterations were of an external, “surplus” nature
and did not concern the key moments of the work,
as the new musical pieces should have been of an
insert type.

Like Gliere, A. Eichenwald wrote an opera to a
libretto in Russian, that is, to be performed on the
Russian stage. The work had several working ti-
tles: “Ashug Kerim” [6], “The White Horse” [2]
and its stage version was “The Steppe”. This is due
to the fact that, despite the wide usage of Tatar folk
songs in his work, the author did not rule out the
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possibility that Russian theaters might be interested
in the opera, not only in Kazan and Ufa, but also in
some “eastern” cities, primarily Tiflis and Baku.
The name “Ashug Kerim” had a Caucasian refer-
ence, “The White Horse” - Tatar-Bashkir, and
“The Steppe”, staged in Russian Samara, - purely
Russian.

The librettist of the opera in its last stage edi-
tion was A. Kochetkov, but in Eichenwald’s mate-
rials there are versions of the text that belong to
other authors: the libretto of “Ashug Kerim” by B.
Zubakin, the poetic version of “The Steppe” by M.
Artsybashev, the prologue, Biktemir’s song and the
epilogue to “The Steppe”, by E. Strant [7].

The opera was not performed in the Tatar lan-
guage either in fragments, or in its entirety; neither
was the libretto translated into the Tatar language.
But when covering some issues related to the fate
of the opera in the Tatar press or literature, it was
impossible to avoid using its title in the Tatar lan-
guage. During the period of touring performances
of the opera in Kazan in 1932, the Tatar name
“Dala” came into use as the equivalent of Russian
“The Steppe”. “Ashug Kerim” was used as the
same name in different transcriptions, in all other
languages it was “Ashug Kerim”. But it turned out
it was impossible to unequivocally translate the
name “The White Horse” into the Tatar language.

If Eichenwald had in mind a “white” (in Tatar:
“ak) horse in the literal sense of the word, the
parallel Tatar title of the opera should have been
“Ak at”; however, in the absence of a direct Rus-
sian one-word equivalent, the color defined by the
Tatars as “akbuz” (the Russian transcription:
“akbuz”) also means “white”, this is the color of
bleached calico, or white with a bluish (ashy, dove-
colored, grayish) tint. Most likely, A. Eichenwald
did not take into account the difference between
“ak at” and “akbuz at”, and it is unlikely that the
color of the horse was so essential. From different
theoretically possible translations of the name “The
White Horse” into the Tatar language, the Tatars
preferred “Akbuz at”, which led to some erroneous
conclusions about the plot of the opera and its lit-
erary sources, discussions usually based on hearsay
and the title of the work.

In the Tatar and Bashkir folklore, Akbuzat is
the magic horse-assistant of the batyr [8, p. 57] of a
totemic, in a certain sense, divine origin (see Tatar
folk proverbs No. 5688, 5689) [9, p. 486], songs
“Buy gynaen zifa” [10, p. 301], “Aye Shul” [10, p.
319]; kyska xyr No. 1 40 [11, p. 45], 598 [11, p.
69], 1135 [11, p. 106]; Orenburg - Kargaly [12, p.
72] and fairy tales “Altyn kosh” [13, pp. 25-37]. In

Tatar folklore, there are no tales or legends de-
scribing the deeds of this horse.

As the words “Akbuz at” and “Akbuzat” are
pronounced in a similar way, some authors, writing
about “The Steppe”, a priori believed its plot to be
derived from the Bashkir kubair “Akbuzat”. This
tradition may have originated in Kazan literary and
journalistic circles, but nothing of the kind had
been observed in the materials of A. Eichenwald
himself or those of the Samara theater before the
opera was shown in Kazan. For example, pub-
lished by the theater in the newspaper “Kyzyl
Tatarstan”, the notice, announcing the public view-
ing of the opera, informed about the folk Tatar-
Bashkir origins of the musical material used in the
work  (“Tatar-Bashkort  koylarennan  alyp
yazylgan™) [14]. The similar notice in Krasnaya
Tatariya mentioned (without specification) the bor-
rowings from unnamed “ancient Tatar-Bashkir
legends and songs”, that is, from different works of
different genres, and the plot of the opera [15].
But, after a public viewing of the opera, the Tatar
writer and playwright F. Saifi-Kazanli who ought
to know the literary heritage of the Tatar people
claimed that it was “based on a legend sung and
told among the Tatars, Bashkirs, as well as the Ka-
zakhs and Kirghiz bordering with them, on the leg-
end called ‘Akbuz at’” [4]. A week later, the writer
abruptly changed his point of view on the literary
origins of the plot, but his first assessment had al-
ready been published.

A few years later, the Kazan journalist N.
Kozlova also wrote about the Bashkir origins of
“The Steppe” plot. “In the village of Dyurtyuli in
the then Ufa province, Eichenwald found the leg-
end “Akbuz-At” - the legend of the white horse. It
is a legend of a clearly rebellious character - about
the liberation of the steppe by a man who owns a
white horse. The opera “The Steppe” was written
based on this legend. Its hero, the folk singer of
Bashkiria, Kerim <Karim>, dreams of freeing the
steppe from beys-exploiters” [16], she wrote, mak-
ing the hero of the opera the national singer of
Bashkiria, the country that was formed only under
the Soviet rule. N. Kozlova does not call the leg-
end of the white horse itself Bashkir, but since, in
her opinion, the hero of the legend is a Bashkir,
this conclusion suggests itself. The only catch is
that no specific legend about the liberation of the
steppe by a man who owns a “white horse” has
been found among the Bashkirs. The Bashkir
Akbuzat has other functions and attributes.

The Ufa musicologist L. Atanova, specifying
the literary source for the plot of the opera, came to
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an even more unexpected conclusion that A.
Eichenwald “wrote the opera ‘The Steppe’ to the
libretto by A. <the author gives the name inaccu-
rately: N. - Yu. I.> Kochetkov based on the Bash-
kir epic Akbuzat, recorded by the Bashkir folk
sesen and playwright M. Burangulov” [17]. The
composer, indeed, wrote two operas based on his
libretto — “Mergen” (staged in 1940) and
“Ashkadar” (staged in 1944), but not “The Steppe”
(“Akbuzat); moreover, he collaborated with the
playwright only from the end of 1937. There was
an opera created (1942) after the epic legend
“Akbuzat” recorded by Burangulov, but not by A.
Eichenwald, it was written by Kh. Zaimov in col-
laboration with A. Spadavekkia (the libretto by B.
Bikbay and K. Dayan). In the course of their work
on the opera “The Steppe”, at the turn of the
1920s-1930s, neither A. Eichenwald nor
Kochetkov could be familiar with folklore publica-
tions by M. Burangulov of the late 1930s (includ-
ing “Akbuzat”) as they appeared later, compared to
the time when the libretto and the opera were cre-
ated. An earlier record of the dastan, made by M.
Burangulov in 1917, was known only to a narrow
circle of Bashkir folklorists as the one having once
existed - it had neither been published, nor pre-
served even as a manuscript.

The content of the opera can be learned from
its presentation in the review by Saifi-Kazanly,
which, nevertheless, is not exactly a retelling of the
libretto. The writer describes the general impres-
sion that the performance, as a whole, made on
him, including not only what was shown, but also
told in it:

“In ancient times, when the Bashkirs and Kazakhs,
leading a nomadic lifestyle, were not yet deeply crushed
by the colonial oppression of industrial capitalism, when
the storyteller Biktemir and the singer Karim used to be
guests at weddings, there lived a manap-canton named
Amirkhan. There is also his daughter Shafkat adopted
by him for upbringing (the author calls her a “hostage”,
an inaccurate term* <*Note by F. Saifi-Kazanli>).
There is a spoiled Fatima who raises Shafkat and looks
after her, all her life Fatima encourages obscene pleas-
ures and revels of the bey. Amirkhan wants to marry
Fatima off; therefore, in order to show (introduce) the
girl, he gathers matchmakers <and potential suitors. -
Yu. [.>. Among the merchants, beys and manaps who
come to see Shafkat, there is also the singer Karim.

“All the people know me. I am the singer Karim,”
he says.

In his song, the singer Karim describes the plight of
the steppe people, offended by the beys. He appeals to
give them freedom.

The storyteller Biktemir says that it is impossible to
liberate the steppe without first freeing the bluish-white

horse from the hands of the beys. Karim sets out to do
it and takes a bluish-white horse away from the hands of
beys and manaps.

It is thanks to this horse that Karim gets Shafkat as
a wife. Because by the time Karim returns to
Amirkhan’s house, the local beys have already persuad-
ed, in various deceitful ways, those around them (Fati-
ma and others) to marry Shafkat off. Karim suggests ar-
ranging equestrian competitions - horse races. Having
no doubt that his mangy-looking horse will not overtake
the others, the beys gladly agree to his suggestion. But
in the 40-kilometer race, Karim’s bluish-white horse
comes first. According to the ancient custom, Amirkhan
must give Shafkat to him as a wife. However, Karim has
nothing to give as his dowry. The beys ask for a bluish-
white horse. Karim says: “I am fighting on horseback,
and when fighting on horseback, I will liberate the
steppe, I cannot give you the horse.”

He takes Shafkat away to the steppe without paying
anything in return.

As you can see, the content of the fairy tale about
the bluish-white horse is connected with the steppe,
with the struggle against the beys,” concludes F. Saifi-
Kazanli, having said nothing about this implied struggle

[4].

The first edition of the opera, consisting of
three acts and six scenes, was completed in the first
half of 1930. From June, A. Eichenwald persistent-
ly introduced it to musical and theater figures from
different cities of the country, obviously having in
mind the stage production prospects for his work.
The composer’s reference-list “They listened to the
opera ‘The Steppe’” [18], covering the period of
1930-1937, mentions fourteen authorial perfor-
mance auditions, as well as four performances in
excerpts on radio (one of them was a concert
broadcasting) and four most important stage shows
in Samara (1931), Penza (1932) and Kazan (1932).

In June and November 1930, the opera was lis-
tened to in Moscow, in August - in Tiflis, in Sep-
tember - in Baku and Kazan, which, in addition to
the reference list, is evidenced by individual re-
views given by musical and theatrical figures: V.
Lossky (SABT; Tiflis) - Moscow [19], K. Dolidze,
A. Tsutsunavy - Tiflis [20] (No. 959, 971), N.
Bogolyubova (No. 954) - Baku [21] and S.
Lopashova (No. 964) [ 22]. In Kazan, the opera
was listened to by those close to the Tatar State
Academic Theater and, in particular, S. Gabashi:

“The Directorate of the Tatar State Academic Thea-
ter has decided, in principle, to purchase your opera
“The White Horse” to be staged this 1930/31 season.
But the directorate believes that it will need to be sub-
jected to some changes, as you yourself have men-
tioned, in terms of its stage design, firstly, bringing it in
accordance with the requirements of the director’s tech-
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nique, secondly, making some amendments or changes
in relation to the vocal part, and thirdly, arranging it for
a smaller orchestra.

It goes without saying that this circumstance will
require your personal stay in Kazan for some time, ap-
proximately for two months or more.

The Directorate, bringing to your attention the
abovementioned suggestions, asks you to communicate
your consent and your specific terms, mainly, of course,
concerning financial matters to the following address:

Kazan, Galaktionovskaya 14, Tatar State Akademic
Theatre, Director Mukhsinov” [2].

However, the plans for staging the opera in
Kazan were not realized.

Eichenwald continued searching for possible
directors of the opera. In February 1931, such well-
known Moscow figures as choreographer K.
Goleizovsky [23] and the opera director V. Nardov
[24] gave positive reviews of “The Steppe”. In
April, it was auditioned in Ufa. Apparently, the re-
view of the opera “The Steppe” by V. Murtazin
[25] belongs to the famous Bashkir artist and direc-
tor. In June 1931, “The Steppe” was auditioned in
Samara, later it was here, in the new repertoire
Middle Volga Regional Theater (opened in 1931),
which used to be A. Eichenwald’s native theatre
(in 1930-1933, he was its conductor), that the first
and the only stage production of the opera was car-
ried out. The permission for the opera libretto was
issued by the Samara Inspector of Spectacles on 7
July, 1931 [26].

Before the performance was shown, the theater
had applied to the Representation of the Tatar
ASSR at the Presidium of the All-Russian Central
Executive Committee in Moscow with an invita-
tion to take part in the new production. But the
Representation just notified the People’s Commis-
sariat of Education of the Republic about this invi-
tation and informed the theater that due to the lack
of sufficiently competent employers in its staff, it
could not directly participate in the production of
this work [27].

No Tatarstan representatives attended the
premiere. The Tatar-Bashkir singer and composer
Gaziz Almukhametov, who had moved from Ka-
zan to Ufa at the invitation of the Bashkir govern-
ment in the early 1930s, attended the premiere, no
doubt, as an envoy of Bashkiria.

The premiere of the opera “The Steppe” took
place on 17 November, 1931. E. Shuvalov deliv-
ered an opening speech before the performance. In
connection with the premiere, the composer was
presented with a congratulatory address on behalf
of the Middle Volga Theater actors. [28]. Subse-

quent performances were scheduled for 21, 24 and
29 November [29].

The performance was staged by conductor A.
Eichenwald, stage director S. Malyavin, choreog-
raphers 1. Bystrenina and B. Kirchheim, actors S.
Nikandrov and I. Levin. The roles were played by:
Kerim - V. Briginevich, Moskalenko; Amirkhan -
A. Sheremetov, Sokhov; Shafkhet - Boreyko,
Kazanskaya; Fatima - O. Golovina; Biktemir - M.
Torchinsky; Buzyurk - R. Lopatkin; Ibrahim -
Gvozdev; P. Volin; 1st messenger - Maslakova;
2nd messenger - Vdovenko [1, p. 285].

On November 18, speaking at a meeting of
public organizations of the city devoted to the dis-
cussion of the performance, Gaziz Almukhametov
said: “I will say that the opera “The Steppe” has
been composed in such a way that it has made a
great impression on me as a musician. [ would like
to express my hope that comrade Eichenwald will
write for us, the Bashkirs, a modern opera” (quoted
from: [17, p. 82]). This wish was fulfilled. In 1937,
Eichenwald was invited to Ufa in connection with
the preparations for the opening of a new opera
house in Ufa. As there was an urgent need to form
a national repertoire, he first received an order for
the opera “Mergen”, then for the opera “Ashkadar”
(however, neither of them were based on modern
life); later, the composer worked there in the Bash-
kir Folklore Office (1945 — 1947). For his merits in
the field of Bashkir musical art, the composer was
awarded the titles of “Honored Artist of the Bash-
kir ASSR” (1944) and ‘“People’s Artist of the
Bashkir ASSR” (1945).

During his stay in Kazan on 15 September,
1932, A. Eichenwald gave for free use eight pieces
from his opera “The Steppe” to the Tatar College
of Arts: Shafket’s arias (1st, 3rd and 5th scenes),
Kerim’s (1st and 5th scenes), Byuzyurka’s , Fati-
ma’s and Amirakhan’s ones, which is certified by
the signatures of the Muzo head M. Shayevich and
the chairman of the vocal section E. Kovelkova,
who accepted the opera notes [30]. A. Eichenwald
tried to ensure the life of his opera, if not on stage,
at least in concert programs of student vocalists. It
was hardly possible to hope for a theatrical produc-
tion in Kazan in those times.

Literary and art figures unanimously responded
to the opera “The Steppe”, shown in Kazan in Au-
gust as part of the summer tour of the Middle Vol-
ga Theater. In his extended article, F. Saifi-
Kazanly made an attempt to evaluate Eichenwald’s
work in terms of the main trends in the Tatar musi-
cal culture development [4]. He finds some short-
comings in the opera, but on the whole, the music
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of A. Eichenwald gains his approval as being supe-
rior to everything that was previously created by
Tatar composers, including the operas ‘“Saniya”
and “Eshche”. However, true to his principles to
look for deviations from Marxism in works of art,
F. Saifi-Kazanli finds them in the plot of the work
(as for most Tatar composers, he considers their
music to be non-Marxist).

“The Red Tataria” dated 12 August, 1932, pub-
lished responses from conductors A. Litvinov and
M. Shayevich, director E. Shuvalov, and F. Saifi
under the general heading “‘The Steppe’ at the Ka-
zan Bolshoi Theater” [5]. Most likely, the pub-
lished reviews of musical and theatrical figures
represented a brief summary of their speeches at
the discussion on 30 August. Without going be-
yond their competence, they dwell mainly on pure-
ly professional issues, generally evaluating the Ka-
zan premiere of “The Steppe” as successful.

Both A. Eichenwald’s opera and its perfor-
mance were highly appreciated by Litvinov. In his
opinion, the new opera, created as a result of great
work, was a valuable contribution to the Tatar and
Bashkir culture. “The composer needed not only
the knowledge of opera art to compose such an in-
tegral operatic work as “The Steppe”, but also a
long-term study of Tatar and Bashkir melodies,” he
noted.

In the way of musical composition, A.
Eichenwald “succeeded in creating both the or-
chestral and vocal sides of the opera”; as for per-
formance, Litvinov believed that the choral en-
sembles sounded especially good.

Enumerating the distinctive features of the
opera “The Steppe” as a musical work, Shuvalov
singled out its harmonic richness, variety of tech-
niques and lavish colors. “As early as from the first
chords of the orchestral performance, you feel and
see all the mastery of the orchestral texture,” he
wrote. The author also noticed the special melody
of the fifth scene in the opera. Characterizing A.
Eichenwald’s performance as a conductor,
Shuvalov used one capacious phrase: “The orches-
tra sounds good, the choirs are beautiful, as al-
ways”.

Describing the musical material of the work,
Shuvalov used somewhat weird phrases (“The en-
tire musical structure is borrowed from the folk
songs of the Bashkirs and Tatars, and, to the com-
poser’s credit, it must be said that ethnographism
and eclecticism, these two supporters of great-
power chauvinism in art, have nothing to do with
Eichenwald’s opera”). One might figure out what
the author meant to say in the first half of his

statement. But the categorical statement about
“ethnographism and eclecticism” as “supporters of
great-power chauvinism” (?), apparently taken out
of the context of his oral speech at the discussion
of the opera, can be perceived only as an obligato-
ry Soviet demagogic slogan, designed to protect A.
Eichenwald from some charges, unknown to read-
ers of the newspaper, that might be brought against
him on an unspecified occasion.

On the whole, Shayevich agrees with his col-
leagues on a high assessment of the work and its
performance:

“Anton Eichenwald’s opera “The Steppe” is a major
artistic and musical work. The author showed himself as
a great master of vocal and instrumental texture. At
times, harmonization and orchestral colors in the opera
fully captured the listener’s attention. The performance
was watched with interest.

The author of “The Steppe” entirely followed in the
footsteps of his teacher - Rimsky-Korsakov, not only in
terms of an exceptional arrangement of the theme, but
also in terms of choosing a plot (a fairy tale-legend). ...

From the musical point of view, the composer
Eichenwald wrote the opera “The Steppe” in a very
original and interesting way. ...

In the third scene, the elder Biktemir’s story is con-
structed in a very original way.

Although the entire opera is based on leitmotifs
from Tatar and Bashkir songs, the whole work is written
in the style of a European opera”.

In terms of performance, Shaevich finds certain
shortcomings. “One of the minuses of the production is
the poor diction of some vocalists and partly of the choir
members, and the insufficient clarity of orchestral col-

2

ors,

he writes, understanding by “insufficient clarity of
colors” not the composer’s flaws, but “the absence
of some instruments in the orchestra (bass clarinet,
bassoon)”.

One could agree with Shayevich’s opinion that
“Eichenwald could have taken a more relevant
plot, from the revolutionary themes of our ancient
folk tales, but for the Bashkir-Kazakhs, 1 would
choose closer times” [5].

A day later, F. Saifi-Kazanly considered the
plot of the libretto unsuccessful, since it did not re-
flect the life of the Tatars on the Volga and the
Kama and there were no examples of class struggle
in it, suggesting that the composer should write a
new opera about the victory of the steppe nomads
over the beys. The writer praised A. Eichenwald
for his accuracy in conveying the Tatar and Bash-
kir music national features and contrasted his work
with that of his contemporaries in the person of
Almukhamedov, Gabasha, Vinogradov, M.
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Muzafarov and A. Klyucharev. Although confused
and insufficiently literate, F. Saifi-Kazanly’s as-
sessments contributed to the adoption of a certain
party attitude towards the development of Tatar
music and application of the labels “anti-party”,
“reactionary”, “conservative”, “right deviant and
adherent of anti-Marxist views” on individual
composers. The fear of political accusations cur-
tailed the composers’ freedom of search and crea-
tivity.

The review provides detailed information
about the musical material of the opera: it gives the
names of eleven folk songs used in the vocal piec-
es, including eight known from the Parisian reper-
toire of 1926 and three new ones, “Kara Urman”,
“Kush Belozek” and “ Makhbus”; it also mentions
Tatar takmak tunes and “kyska »xxyr” (8—7 complex
song lyrics) / “sketchy songs”, as they are wrongly
called in the article “The Plot Is Improper”, as a
musical basis for ballet pieces, their appearance on
the Kazan stage being a new phenomenon; our at-
tention is drawn to the use of folk songs not only in
their entirety, but also in fragments. A.
Eichenwald’s special success is believed to be his
arrangement of the tunes “A Squadron”, “Kush
belozek™, “Bibkay-kyz”, and his failures - “Kara
Urman”, “Taftilay”, “Mokhbus” [4], [5].

The review of the People’s Commissariat of
Education of the TASSR, signed by People’s
Commissar A. Biktagirov and issued personally to
A. Eichenwald the next day after the Middle Volga
Opera closing performance, says as if to sum up
the viewing and discussion of the opera:

“..NKP TR finds that the opera “The Steppe”
is a significant scientific contribution to Tatar and
Bashkir music.

The ways of arranging folk musical creative
works, chosen by the composer A. Eichenwald,
can further serve the development of the Tatars’
musical culture” [31].

In 1932, permission to perform the opera “The
Steppe” was denied. “Immediately remove the
banned Eichenwald’s opera “The Steppe” from the
repertoire,” Glavrepertkom Litovskiy telegraphed
to the Samara Krailit and the Opera House [32] on
21 February, 1932, giving no reasoning behind the
order. The next day, the artistic and political coun-
cil (khudpolitsovet) of the theatre urgently dis-
cussed the order of the Chief Repertoire Commit-
tee and expressed its categorical disagreement with
this decision in a response telegram [33].

The conductor N. Golovanov (01.04.1932), the
composers M. Ippolitov-Ivanov (03.04.1932) [34]
gave their positive reviews of “The Steppe”, so did

Bei-Bulat Ibragimov about its version called
“Ashug-Kerime” [ 35]. On 3 April, 1932, A.
Eichenwald himself applied to the authorities con-
cerning the ban on the production of the opera
“The Steppe” [36]. Of course, these reviews, like
the reviews of 1931, were organized aiming to
prove to the Glavrepertkom that there were no ide-
ological violations in the opera. Some Tatar prom-
inent figures also spoke positively about the opera,
primarily they were a group of young musicians
working or studying in Moscow (singers S.
Sadykova, A. Izmailova, N. Rakhmatullina, com-
posers A. Klyucharev, M. Muzafarov, G.
Almukhamodov, mandolinist 1. Ilyalov) [37].

By the summer of 1932, the opera returned on
stage: the libretto was rewritten in the way indicat-
ed by the Glavrepertkom. A. Eichenwald continued
to work on his opera, the libretto was altered and
corrected to make the plot more heroic and to
strengthen its “Marxist principle” because of the
threat of new prohibitions (see E. Okhitovich’s ap-
peal to the People’s Commissar of Education of the
RSFSR addressed to Bubnov and dated 23
May,1933 [38]). In 1933, the anti-Eichenwald
group of the Middle Volga Theater won, the com-
poser was forced to change jobs and on August 22,
1933, he got a job as an art researcher at the Ash-
gabat Turkmen State Research Institute.

Eichenwald continued to look for ways to stage
the opera in Kazan, hoping for the help of his Tatar
friends. In particular, he asked for support from the
popular singer Asiya Izmailova, who was familiar
with the upper echelons of the Tatar government
(see the correspondence between A. Izmailova and
A. Eichenwald) [39].

The audition of the opera “The Steppe” autho-
rial performance took place at the Tatar State
Opera Studio on February 16, 1936. Before listen-
ing, A. Eichenwald introduced the audience to his
approaches to the selection and arrangement of the
thematic material.

The audition was attended by the heads of the
CEC of the TASSR, director, deputy director,
heads of the educational and literary departments
and leading teachers of the studio, studio compos-
ers, studio vocalists, the authors of literary works
commissioned by the studio, etc. A total of 22
people:

1. G. Baichurin, the Chairman of the Presidium
of the CEC of the ATSSR;

2. T. Ayupov, a deputy head of the organiza-
tional department and the secretary of the CEC of
the ATSSR;
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3. N. Raisky, a professor of the Moscow Con-
servatory;

4. Kh. Tukhvatullin, the director of the studio;

5. E. Milkovich, an associate professor of the
Moscow Conservatory;

6. N. Sherman, the head of the educational ac-
tivities of the studio;

7. N. Rakhmatullina, a singer, a laureate of the
All-Union Competition;

8. K. Baiburov, a violinist;

9. Mustyukov, a deputy director of the studio;

10. N. Zhiganov, a student of the Moscow
Conservatory;

Studio Composers:

11. M. Muzafarov,

12. J. Faizi,

13. Z. Khabibullin,

14. F. Yarullin;

15. F. Sallavi;

Studio vocalists:

16. K. Rezvanov,

17. H. Amirova,

18. F. Mannapov;

19. M. Jalil, the head of the literary department
of the studio;

20. A. Erikeev, a poet;

21. Khalatov, a composer;

22. A. Kochetkov, the author of the libretto
(surnames are listed in order of entry in the
minutes of the discussion).

The minutes of the discussion include infor-
mation about nine speeches. The text of the
minutes is schematic, but the main points of the
speeches are quite clear. Excerpts from them are
given according to the original source.

The merits of the opera were its preservation of
the national flavor (G. Baichurin) and its connec-
tion with the Tatar folk art — the legend and song
folklore (F. Sallavi). G. Baichurin expressed his
confidence that the opera would be popular. In this
regard, A. Eichenwald was set as an example to
young Tatar composers, whose music did not reach
the mass audience. G. Baichurin explained it by the
fact that young composers ignored Tatar song folk-
lore, and emphasized the importance of a close
connection between the composer’s work and folk
music.

Kh. Amirova also highlighted the need for
connection with folk music, she believed that “in
their works, young composers are far from folk
music, therefore, they are inaccessible to the gen-
eral public (for example, Zhiganov and
Muzafarov). Why do Saidashev and Faizi reach out
to the masses? Because in his work, Saidashev is

very close to the masses. Our composers should
take this into account in their future work.”

According to the composer Khalatov, the opera
had “moments (the prelude “A Night in the
Steppe” and a lullaby) that have been brilliantly
done”. F. Sallavi noted the theatrical effect of the
work.

However, there were critical remarks on the
opera.

N. Zhiganov “expressed certain doubts that,
along with the folk melody, musical developments
that stand out contrastingly against the main
themes in their specificity might sound too harsh”.

“Negative characters do not at all seem nega-
tive judging by the melodious sound of their arias
and their leitmotifs, in some places they are more
intelligible and receptive even in comparison with
the heroes; nevertheless, the opera is of great val-
ue, although some amendments should be made”,
he said.

J. Faizi criticized the content of the opera. In
his opinion, it is not enough that “the struggle for
the steppe liberation is personified in the liberation
of Shafket (the heroine). There is no struggle for
the steppe itself.” The legend is not very convinc-
ing in terms of belonging to the Tatars. Among the
shortcomings of the opera, he mentioned the im-
portant role the Bashkir songs play in it, for exam-
ple, the song “A Squadron”. At the end of the per-
formance, J. Faizi pointed out “the need for
Tatarization” or, according to Kh. Tukhvatullin,
“acclimatization” of the opera, which was picked
up by the composer.

N. Raisky pointed out that some arias, espe-
cially Biktemir’s one, are very high in their tessitu-
ra, which raises doubts about their performance
even by an exceptionally talented tenor.

Summing up the discussion of the opera, the
director of the studio Kh. Tukhvatullin proposed
holding a special meeting, following which the
necessary amendments could be made to the libret-
to and the music. He did not agree with Sallavi’s
suggestion that for our future theater the opera
“The Steppe” would be the same thing as “Princess
Turandot” was for Vakhtangov. According to
Tukhvatullin, this was not possible, because, de-
spite its merits, “The Steppe” was not the work that
could determine the path of the Tatar opera theater
development.

The last to speak was A. Eichenwald, who stat-
ed that his attitude to this work was that of respon-
sibility and criticism, and expressed his readiness
to continue working on the opera in order to over-
come the abovementioned shortcomings [40].
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Of course, in the short minutes of the discus-
sion, the opinions of the speakers were not reflect-
ed in their entirety, but selectively and not always
clearly enough. However, the final conclusions
made after this meeting were formulated in a letter
from Kh. Tukhvatullin to Eichenwald dated 4
March, 1936:

“Dear Anton Aleksandrovich,

In the presence of the representatives of the
ATSSR, Tatar composers and poets, the opera “The
Steppe”, listened by us on 16 February, impressed all
those present with a solid, serious work on the folklore
material of both the Tatar and Bashkir peoples. This ma-
terial is well used as a thematic base, thoroughly devel-
oped and, by universal opinion, expressed in the
speeches of the named comrades, as well as in the
speeches of a number of artistic directors of the Studio,
Tatar composers, theater workers, etc., [the opera] is
generally recognized as deserving serious attention in
terms of including it in the repertoire of the future State
Theater of the ATSSR.

The considerations you heard about the need to
make a number of amendments regarding the vocal part,
the libretto and other details, the validity of which were
recognized, we are sure will be implemented by you in
the near future. We can inform you that the writer F.
Burnashev has given his consent to participate in the re-
vision of the libretto.

The poet F. Burnashev will arrive at our call from
Kazan on 5/1II this year and we hope to discuss with
you a plan for translating the libretto into Tatar and a
plan for the necessary changes and amendments” [42].

From the letter it is clear that the studio includ-
ed the opera “The Steppe” in its long-term plan
and started working on it in the direction chosen by
the studio.

After the discussion of the opera, A.
Eichenwald apparently stayed in Moscow for some
time, awaiting the final decision on the fate of the
opera. On 23 March, 1936, the secretary of the
State Musical Publishing House (MUZGIZ) re-
ceived the manuscripts proposed by the composer
for their publication. These were “The Lullaby”
(the arrangement of the Turkmen folk song) and
seven pieces from the “The Steppe” - two arias
(“Oh, Kerim ..”, “Oh, Amirkhan ..” and
Shafkhet’s Lullaby, two songs of Kerim (“A Bee Is
Buzzing...”, “My Grandfather , a Singer and a
Leader...”), the Song of Fatima and the Song of
Biktemir. Owing to his stay in Moscow, A.
Eichenwald most likely brought them to the pub-
lishing house personally. It is also likely that he
met Fatkhi Burnash, but the matter did not go be-
yond preliminary negotiations.

The last document that testifies to A.
Eichenwald’s contacts with the Studio is a tele-
gram from Fatkhi Burnash to the composer in
Ashgabat, dated mid-May 1936, about the pro-
spects of working on the libretto and asking direc-
tor V. Nardov to join them in this process [42].

Eichenwald’s negotiations with the Moscow
publishing house were also disappointing. After a
long silence of MUZGIZ, about a year later, in
February 1937, Eichenwald received a negative
answer.

As the musical material of these pieces and the
vocal parts were based on well-known Tatar folk
tunes, it turned out that the publishing house found
“insufficient vividness” in the primary sources
themselves. In Kazan, they were rated differently.

Instead of rather vague prospects for coopera-
tion with the Tatar State Opera Studio, which re-
quired work on adapting his music to an updated or
new libretto corresponding to the taste of the Stu-
dio’s management, the libretto that had not yet
been written, in May 1937, A. Eikhenwald re-
ceived a new tempting offer from Kazan, from a
department superior to the studio: to return to the
Tatar capital and head the Musical Folklore Office
(see other: [43]).

Results

Eichenwald conceived the idea of the opera
“The Steppe” in 1928 after his unsuccessful at-
tempt to organize a concert in Kazan with a pro-
gram of his own arrangements of Tatar folk songs.
The composer included in the texture of his new
work not only Tatar, but also Bashkir songs. His
innovation was that it was for the first time that
kyska ogyr had served as musical material. When
choosing a title for his new work: (“The Steppe”,
“Dala”, “The White Horse”, “Ashug Kerim”), the
composer aimed at a wide audience of viewers. A.
Kochetkov, B. Zubakin, M. Artsybashev and E.
Strent were involved in the creation of the libretto
in different years. The plot had no parallels either
with the Bashkir kubair about Akbuzat, or with an-
cient Tatar and Bashkir legends.

The first edition of the opera in three acts and
six scenes was completed no later than the first
half of 1930. A. Eichenwald launched a wide cam-
paign to promote his work on stage: he organized
auditions, letters of feedback from representatives
of creative intellectuals, etc.

The premiere of the opera took place on 17
November, 1931. However, A. Eichenwald found
ill-wishers in the theater. The opera was banned af-
ter its premiere in February 1932, but it was re-
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stored again after being revised according to the
ideological guidelines in the summer of the same
year. The production received a warm response
and high appreciation on the part of the Tatar pub-
lic. In the spring and summer of 1933, a new wave
of criticism against “The Steppe” rose, and the
composer was forced to leave the Middle Volga
Theater.

Conclusions

As a conclusion, I would like to quote the mu-
sic lover, Prof. V. Ternovsky: “A. Eichenwald is a
prominent musician who possesses Rimsky-
Korsakov’s school of training. Combining many
years of experience in collecting song folklore of
the peoples of the USSR, especially Tatar-Bashkir
songs, it is with great artistic and technical skill
that he has created a wonderful piece of music. The
advantage of the opera is that the author, while
preserving the specificity of the Tatar-Bashkir mu-
sical harmony, at the same time, has created a
composition that links it with European music”
[44].
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OJIHOM W3 INEPBBIX TATAPCKUX OIEp, CO3AAHHOW B

' TTo mpwunme yxoma U3 KHU3HH aBTOPA CTPYKTYpa CTa-
ThbU ObUIA BBHICTPOCHA B COOTBETCTBUH C TPEOOBAHUSIMHU
KypHaia penakropoM M. M. XaOyTaAnHOBO.

0IIHO necsiTuiietue ¢ onepamu «CaHus» U «Ourae»
(«Pabouwmii») C. I'abamm, I'. AnmeMyxamenosa u B.
Bunorpanosa, 1no ceil JeHb OCTaeTCsl OJHOM W3
HaVMEHee HW3YyYCHHBIX CTPaHUI] HUCTOPHUU TaTap-
CKOi My3bIku. BeposiTHee Bcero, OmHUM W3
NOOYIUTENbHBIX MOTHBOB K CO3JaHHIO OIEPHI
«Crenb» TOCHYXWJIa HeyJada C  TOIBITKOH
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opranm3aimi B Kazanm  cumdoHUIeckoro
KOHIIEpTa ¢ TIPOrpaMMOi m3 00pabOTOK TaTapCKUX
HapoAHbIX meceH. [loTepsB Bepy B BO3MOXHOCTH
WCTIOJTHEHUSI CBOMX IMPOU3BE/ICHUI Ha KOHIICPTHOM
actpane Kazanu, A. DHXeHBaIBI MOMBITANICS TaTh
UM HOBYIO JKM3Hb B KayeCTBE TEMaTHYECKOTO
MaTepuaga U MY3bIKAIbHOW OCHOBBI OTJCIIBHBIX
HOMEpOB OyIyLIeH Omepsbl.

MatepuaJjbl 1 METOAbI
Martepuranom A aHaJINM3a MOCITYKUIH apXHB-
HbIE JIOKYMEHTHI, CBS3aHHBIE C omepoi A. DiixeH-
Banpaa «Ctemb». B pabore ucnoip3yroTes omuca-
TEJIbHBIN, KYJIBTYPHO-UCTOPUYECKUN METOABI HC-
CIEOBAHMUsI, METOJT aHAIN3a U 0000IIEHHS.

Oo6cy:knenne

B «Crnosape omep...» I'. bepnanara nepsas pe-
nakuus onepsl «Crenb» gatupyercs 1928-M, BTo-
pas — B 1929-1930 1T. [1, c. 285]. OnHako BO Bpe-
Ms ipeObiBaHmst A. DiixeHBanbaa B Kazanu B ceH-
Ts0pe—nekadpe 1928 roma (mocieqHU CIIEKTaKIIb
cezoHa cocrosuics 30 mexabpsi) Bompoc o padbore
HaJ| OIepod eumie He crosi. BepositHee Bcero, B
1928 roay BO3HMK JIMIIb KaKOW-TO CMYTHBIN 3a-
MBICEJI NPOU3BEACHUS, U OIHUM M3 HOOYyAWUTEINb-
HBIX MOTHBOB K €r0 CO3/IaHHUIO MOCTYXHWJIa Heyda-
Ya ¢ MOMBITKON opranu3anmu B Kazanu cumdoHu-
YECKOT0 KOHIEpPTa C IPOrpaMMOi U3 COOCTBEHHBIX
00paboOTOK TaTaAPCKUX HAPOIHBIX MECEH.

[loBnuATh Ha BO3HHUKHOBEHHE OIEPHOIO 3a-
MbIcia A. DHXeHBalpJla MOTJla U MOCTAHOBKAa Ha
pycckoM s3bike B baky omnepsl P. I'muspa «Illaxce-
Hem» (Mapt 1927; 1-e nelictBue). Onepsl U My3bI-
KaJIbHble KOMEIUM TPY3MHCKHX U a3epOaixaH-
CKUX KOMIIO3UTOPOB, MOCTPOCHHbIE Ha HApOJHO-
MIECEHHOM MaTtepuaie, Obutn A. DWXeHBalbIy XO-
porio u3BecTHHI 1o ero pabdore B Tudmuce u baky
elie J0 3TOro. 3HaJl OH U O TaTapCKHX oIepax
«Canusi» n «Omye». Ho aBTropamu momoOHBIX
MPOM3BENICHHI, KaK TPaBUIIO, ObLTH COOCTBEHHBIC
(KopeHHBIE) HOCHTENN COOTBETCTBYIOIIMX HAIHO-
HQJIBHBIX KYJIBTYp. My3bIKaJbHBIA W JUTEpATyp-
HBIN SI3BIK CO3aBAEMBIX MMU TPOW3BEICHUN OBII
st HuX pogHbiM. «lllaxcenem» jke Hamucaia KOM-
MTO3UTOP CO CTOPOHBI, BOCIIMTAHHBII HA PYCCKON U
3aI1aJHOEBPOINENCKON MY3bIKE€ M BIEPBBIE COIPH-
KOCHYBIIIMICSI C HOBBIM JJIsI ce0sl MY3BIKaJIbHBIM
si3pIKOM. OnbIT ['Mapa nokasanics HacTONBKO Mep-
CIEKTUBHBIM, YTO €ro MOCHEHIMJIN MNEPEHATh BO
MHOTHX COIO3HBIX W aBTOHOMHBIX pECITyOIHMKax
CCCP, BmepBbic OCBaWBAIONINX OTEPHBIN KaHD.
Wnes co3ganus Takoil omepsl MOIJIa MOKa3aTbCs
HEOXKHIAaHHO TUTOZAOTBOPHON U A. DHXCHBAIBIY.
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ITo I'. BepHanary, cMCOK JEHCTBYIOLIMX JIUI]
omepsbl BBIIJLAUT cienyromuM obpaszom: Kepuw,
HapoIHBIN TeBen (TeHOp); AMupxaH (O0apuTOH);
agxet, ero moub (compano); Patuma, cpaxa
(memo-conpano); bukremmp, ckazurenb (6ac);
broztopk, OoraTsiii Kymen, xeHux (6ac); Moparum,
OXOTHHK, >KeHHX (TeHop); 1-i mocnanen (compa-
HO); 2-i1 mocnanen (amsT). Hapon, roctu, ciyrw,
KEHUXH, HeBOJMBHUKH [1, c. 285]. OmgHako pycckue
TPAHCKPUIILUK HMMEH HEKOTOPHIX IEHCTBYIOLIMX
nui, ocobenno Ilagkar, B pa3sHBIX AOKyMEHTax
MPUBOIATCS MO-PA3HOMY, B TOM YHUCIIE U UCXOIS U3
ux TypeuKo-a3epOaiIKaHCKUX BapHUaHTOB:
1. Hladxkar (tarap.) = Ladpxer (I'. bepnanar),
ledrer (A. Usmaitnora), Hledxer (B. Tepuos-
ckuii), llleBxar (B. Bunorpamos); 2. ®aruma (Ta-
tap.; I'. bepnaunr) = ®arema (B. TepHoBckwmii);
3. Kapum (tarap.) Kepum (I. Bepnanar),
4. Amupxan (tatap.; I'. Bepuauar) = Amup-xan’
[3].

[Ipu coznanuu onepsl A. DiflxeHBanb ONUpa-
Cd Ha TaTapCKUil HapOJHONECEHHBIM MYy3bIKalb-
HBI MaTepuai 1 BOCIIOJIB30BAJICSI B TOM YHCIIE He-
Korja oOpa0OTaHHBIMU UM CaMUM JUJIS CUM(OHH-
YEeCKOTO0 OpKecTpa ABYX (OPTEMbSHO WIN AJS TO-
noca ¢ (GopTenbsIHO (WIH C OPKECTPOM) MPOU3BE-
neaussMu 1923 u 1926 ronos, yxe anpoOHpoBaH-
HBIMU Ha myOnuke: «BuOKoH KbI3» («OY-Tyu»),
«bumek xpipb», «l'azmzs Oangpz» («hapamapma
Honae3y), «Ozend y39k» («Cubenms  4ouoK»),
«Tadrunay», «Tyran uim», «ICKaJpOH», a TaKKe
«Ka3 kanatb», «Takmak» u «XaTblH-KbI3Tap Ou-
10€», Ha3bIBaCMbIE€ B HCIIOJIb3yEMOM JOKYMEHTE
«KOPOTKMMH TaKMaYHBIMH HareBaMu». YTOMHU-
HaeMble B NIeYaTH B KaueCTBE HA3BaHWH ONEPHBIX
HOMepOB HaponHble HameBbl «Mpsnzmex», «Kapa
ypman», «Kym 6enmazex», «Max0Oyce» [4], [5] uc-
MOJIb30BaHBl A. DiixeHBalbI0M BrepBbie. OmqHa-
JBE MECHU M3 STHX MEpPEeYHEH MOTYT CUUTATHCS
Oamkupckumu  («MpsHnex», «IckagpoH»), UTO
JUIST HEKOTOPBIX OAIIKUPCKUX JiesiTe]ed MoCIyKh-
JIO B CBOE BpEMs OCHOBaHHEM Ha3bIBAaTh OIEPY
OalIKUPCKOH, a JJIsl TATAPCKUX — HE CUUTATh ONEepy
TaTapCcKOM.

OpnHako Iy peaju3alii OTNEpHOTO 3aMbIciia
HeoOxonuma Oblna suTeparypHast ocHoBa. lpen-
CTOSUUIO HAWTH OTIEPHOTO JTUOPETTHUCTA, CTIOCOOHOTO
MOJIBICKaTh U pa3paboTaTh TeMY, IMO3BOJISIONLYIO

2 Bo u3bexaHue M3IHMLIHEH MECTPOThI, UMEHA JIeUCT-
BYIOIIIUX JIMI] B aBTOPCKOM TEKCTE B JaJbHEHIIEM MpHU-
BOJSTCS COOTBETCTBEHHO PYCCKON TpPaHCKPHUIIIHH Ta-
TapCKOTO BapWaHTa MMEHU, KOTOpOEe B CKOOKaxX 0o0OaB-
JAeTCT M K HWMEHH [UTHPYEMOro JIOKyMEHTa
(mpumeuanwue Onny3 Ucanbet. — M. X.).



YU N.ISANBET

UCTIONB30BaTh yKe TOTOBbIE 00pabOTKM HAPOJHBIX
HarnieBoB. [Ipm sToM cBOOOAY aBTOpa JIMOPETTO
OJDKHA OBLIa JIOTIONHUTENBHO CKOBBIBATH HEOO-
XOAMMOCTH OOJIBIIYIO YacTh TEKCTOB MHCATh MO
YK€ CyIIeCTBYIOIINe KOHKpeTHbIe Menoann. [lep-
BB HAOPOCOK OIepsl A. DHWXEHBaJIbAa MOT ITOSI-
BUTHCSI, BUAUMO, HE paHee MepBbIX mecsieB 1929
rona, a mameiie, B 1929-1930 roasi, Moria mpo-
JOIDKAaThCs paboTa, CBA3aHHAS HE CTOJNBKO C MYy-
3BIKOM OMepbl, CKOJBKO C JHOPETTO, IOJBEpraB-
LIMMCSl HEOJHOKPATHBIM Iepe/ieiKaM B JyXe Tpe-
00OBaHWI K COBETCKOMY HCKYCCTBY TOTO BPEMEHHU.
HNMeHHO 3TOT, CKOpee JUTEpaTypHbIH, YEM MY3bl-
KaJbHBIM BapUaHT IPOU3BENCHHS, MOT CYHTATh
BTOpPOH pepakuuei omnepbl bepHanar. Bo Besxom
cllydae, BBEIEHHE JOIOIHUTEIHFHBIX HOMEPOB HE
JOJKHO OBUTO OBITH CBSI3aHO C CEPhE3HBIMH CTPYK-
TYypHBIMH W3MEHECHHUSIMH OTEPHI, TaK KaK Hepenen-
KU JIMOPETTO HOCWIN BHEIIHWH, «ITPHOaBOYHBIN)
XapaKTep W He KacalluCh Y3JIOBBIX MOMEHTOB IIPO-
W3BEJICHUS, U HOBBIE MYy3bIKaJbHbIE HOMEPa JOJIK-
HBI OBIITH IMETH XapaKTep BCTABKH.

A. DiixenBanb[, Kak ¥ ['nusp, nucan onepy Ha
TOPEeTTO Ha PYCCKOM SI3BIKE, TO €CTh JUIS MUCIIOJ-
HEHHUs Ha pycckoil cuene. [IpousBeneHne nmMeno
HECKOJNIbKO paboumx Ha3BaHWil: «Amyr Kepum»
[6], «benas nomaaey [2] 1 — B CIICHUYECKOM Bapu-
anTe — «Cremb». ITO CBA3aHO C TEM, YTO, HECMOT-
ps Ha MIMPOKOE KCIIOJIb30BaHUE B TPOU3BEACHHUU
TaTapCKOTO HAPOJHO-TIECEHHOT'0 MaTepuasa, aBTop
HE HCKITI0YaJl, YTO OTIePOi MOTYT 3aMHTEPECcOBaTh-
Csl PYCCKHE TeaTpbl HE TOJHKO B TMEPBYIO OUYepelhb
Kazanu u Ybl, HO U HEKOTOPBIX «BOCTOYHBIX)
roposioB, mnpexzae Bcero Tudnmca u baky. Ha3sa-
Hue «Amnryr Kepum» nmeno KkaBKa3cKyro MpUBS3KY,
«benas momaap» — TaTapcKo-OAIIKUPCKYIO, a TO-
cTaBiieHHas B pycckoil Camape «Crenp» — 4HCTO
PYCCKYIO.

JIuOperTrcTOM OmEphI B MOCIEIHEH, CLIEHHYE-
ckoii, penakuuu 066Ut A. WM. KoueTkoB, HO B Mare-
pHuanax DWXeHBaJlbJa UMEIOTCS BapHAHTHI TEKCTa,
MpUHAIICKAIUE W JAPYTHM aBTOpaM: JIMOPETTO
«Amryr Kepum» b. 3ybaknna, CTUXOTBOPHBIM Ba-
puanT «Crermm» M. A. ApisiOariieBa, mpoJior, mec-
Ha buxtemmpa u smmnor k «Cremm» E. Crpanra
[7].

Ha tatapckom si3bIKe omiepa HU B OTPBIBKax, HU
LIEJIMKOM He WCHOJHSIACh, U JTUOPETTO Ha Tartap-
CKHUl A3bIK He mepeBoauiock. Ho mpu ocBemieHun
HEKOTOPBIX BONPOCOB, CBSI3aHHBIX C CyAb0O0M orie-
PBL, B TaTapCKOW Tpecce WU JINTEpaType HENb3s
OBITO 00OMTHCEH O€3 YIOTpeOICHHS e¢ 3arjaBus Ha
TATapCcKOM SI3bIKe. B mepros racTpoibHBIX MOKa-
30B orepsl B Kazanu B 1932 rogy Bomuio B 00uxoz

SKBUBAJIEHTHOE pycckod «CTemb» mapaielIbHOe
Tatapckoe HaszBaHue «/lana». «Aumyr Kepum» — B
pPa3HON TPaHCKPUIILMHU, Ha BCEX S3bIKAX «AIIyr
Kepum». Ho o1HO3HAUHO MEpeBECTH HA TaTapCKOM
S3BIK Ha3BaHWe «bemas jomaap» OKa3aloch He-
BO3MOJKHBIM.

Ecnu DiixeHBanbg uMen B BUAY «benyioy (Io-
TaTapCKH: «gKky») JIOMadh B OYKBaJILHOM CMBICIIC
3TOTO CIIOBa, MapajielbHOE TaTapCcKOoe Ha3BaHWE
OmepHl JOJDKHO OBUTIO OBI OBITH «AK amy, HO, 3a
OTCYTCTBHEM MPSAMOTO OJHOCIOBHOTO aHAJIOTa, B
PYCCKOM SI3bIKE Ha3bIBaeTCSl «OENbIM» TaKkKe W
I[BET, OMpEAeNsIeMBId TaTapaMH CIIOBOM «aKkOy3»
(pycckasi TpPaHCKPHUIILHMS: «aKOy3»), 3TO — IIBET OT-
OeneHHON Os13u, Oenblii IBET C CH30BaTBIM (IIe-
TIETBHBIM, CHHEBAaThIM, CEPOBATBIM) OTIHBOM.
Ckopee Bcero, 0 pasziMuudl MEXAy «aK am» U
«akbyz amy A. DUXCHBaIbI HE 3aIyMBIBAJICS U
BpS JTX MacTh JIOMAAX ObliIa IUIsl HETO CTOINb Cy-
LIECTBEHHOU. B TaTapckux ke Kpyrax u3 TEOpETHU-
YEeCKH BO3MOXKHBIX IMIEPEBOJIOB Ha TaTapPCKHU S3BIK
HasBaHUsA «benas nowadvy Kak «Ax amy unu «Ax-
0y3 amy TIPEANOwIN BTOPOH, a 3TO MPUBENIO K He-
KOTOPBIM OIMIMOOYHBIM YMO3aKIIIOYEHUSIM O CHOXKe-
TE€ OMEPHI U €ro JUTEPATYPHBIX HCTOYHHUKAX, O KO-
TOPBIX OOBIYHO PACCYKIaTH TOHACIHBIIIKE, HCXOIS
TOJIBKO W3 3arjiaBHs IPOU3BEICHHS.

B Tarapckom u OamikupckoMm Qosbkiiope AK-
Oy3aT — BOJNIIEOHBIH KOHB-TIOMOIIHUK OaTkipa
[8, c. 57], MO MPOUCXOXKIACHUIO TOTEMHOTO, B H3-
BECTHOM CMBICIIE OO0KECTBEHHOI'O (CM. TaTapcKue
HapoaHble mocioBUIBI Ne 5688, 5689) [9, c. 486];
necan «byii reiHaeH 3uda» [10,c. 301], «Oiie
mrym» [10, c. 319]; keicka xpip Ne 140 [11, c. 45],
598 [11, c. 69], 1135 [11,c. 106]; Openbypr —
Kapranes! [12, c. 72]; cka3ku «AnTeiH Ko [13, c.
25-37]. B Tartapckom (OIBKIOpE OTCYTCTBYIOT
pa3BepHYTHIE IPEIaHMsI U JIETEH/IBI O JISSTHUX STOTO
KOHSI.

W3-3a 04MHAKOBOIO 3By4aHUs CJIOB «ak0y3 aT»
U «AxOy3aT» OTHeNbHbIE aBTOPHI, MHUINYIIHE O
«Crenny, alprOpHO HAdYalHW HA3bIBAaTh €€ CIOXKET
MPOM3BOJHBIM OT OaIIKMpCcKoro Kybaunpa «AkxOy-
3ar». Hauano takoil Tpaguuuy 3apoauioch, Moxa-
NyH, B Ka3aHCKUX JIUTEPATYPHO-KYPHAIUCTCKUX
Kpyrax, B MaTepHaiax e caMoro A. DiixeHBanbJa
WM caMapcKoro TeaTpa /0 mokasa omepsl B Kaza-
HA HUYETO Mmojo0HOoro He Habmromanoch. Hampu-
Mep, B U3BEHICHHH 00 OOIIECTBEHHOM MPOCMOTpE
orepbl, ONMyOJIMKOBaHHOM TeaTpoM B raszere «KbI-
31 Tatapcrany, peys 1la 0 HAPOJTHBIX TaTapPCKO-
OaIIKUPCKUX HCTOKaX MY3BIKAIBHOTO MarepHala
npousBeleHus («TaTap-0amkopT KeWIOpeHHOH
aJIBI sA3bUIrany) [14]. B anHanoruaHoM u3BEICHUN
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B «KpacHo#t Tarapun» ynomunanocs (0e3 KOHKpe-
THU3alMM) O 3aWMCTBOBAaHMM M3 HEHAa3BaHHBIX
«CTapUHHBIX TaTapo-OAlIKUPCKUX JIETeHI M IIe-
CeH», TO €CTb M3 pa3HBbIX MPOU3BEACHUH pa3HBIX
JKaHpOB, U CloXkeTa omepsl [15]. Ho TaTapckuit u-
catens u npamarypr @. Caitpu-Kazanmm, opuen-
TUPYIOIIUICS, Ka3anock Obl, B JIUTEpaTypHOM Ha-
CIIEINM TaTapcKOTro Hapoja, mocje oO0IecTBEHHO-
ro IPOCMOTpa ONEPHI 3asIBUJI, YTO OHA «HAIHMCaHa
Ha OCHOBE pacrleBaeMou U paccKa3blBaeMOM cpenu
TaTap, OalIKuUp, a TAKKE MOrPAHUYHBIX C HUMHU Ka-
3aX0B U KUPTU30B JIET€HAE 0] Ha3BaHUEM ,,AKOy3
at*y» [4]. YUepes Hemenro mUcCaTENb PE3KO M3MEHUIT
CBOI0O TOYKY 3pCHHUS Ha IHUTEPAaTypHBIE HCTOKH
CIO’KeTa, HO ero mepBasi OlleHKa yiKe Iorania B Iie-
4ars.

UYepe3 HECKOJIBKO JIET O OAMIKUPCKUX HCTOKAX
ctoxkera «Ctenm» cooOuuia Ka3aHcKas KypHalu-
ctka H. Kosnosa. «B cene lropTonu TorgamiHen
Y dbumckoit ryOeparn DWXeHBAIB] HAIIIEN JeTEHY
,»AKOy3-AT“ — niereHy o Oenoii jomaau. Ito Obl-
JIa JIeTeHAa SIBHO OYHTAapCKOTO Xapakrepa — 00 oc-
BOOOX/ICHUU CTENH YeJIOBEKOM, BIAJICIOIIUM Oe-
JIoM jomaapto. Ha Temy 3ToM JlereH il M HanMcaHa
ornepa ,,Crenp”. Ee repoit — HapoJHBIH meBel
Bbamknpun Kepum <Kapum> Medraer ocBOOOAUTH
cTemnb OT OaeB-dKCILTyaTaTopoB» [16], — Hamucana
OHa, CcJIeNlaB Teposi OMepbl HAPOJIHBIM TICBIIOM
Bamknpun, 00pa3oBaHHOW JIMIIG TPU COBETCKOMN
BIIACTH. bBalKupckol camy JiereHay o Oenoi Jo-
maan H. Ko3noBa He Ha3bIBaeT, HO pa3 Tepoil Je-
TeH[bl, 10 €€ MHEHMIO, Oallkup, TO TAKOE yMO3aK-
JIIOYEHHUE HampalluBaeTcsi caMmo 1o cede. 3arBo3a-
Ka TOJIbKO B TOM, YTO KOHKPETHOI! JiereH bl 00 oc-
BOOOJKJICHUH CTENH YeJIOBEKOM, BJIAJICIOIUM «Oe-
JIOW JIOIIA/ABIO», y OAIIKUP 10 CErOAHSIIHETO JTHS
MOKa elle He oOHapyskeHo. Y Oamkupckoro AkOy-
3arta ToXe JIpyrue pyHKIHN 1 MOTHOMOYHSL.

Youmcknit my3sikoBen JI. ATaHoBa, KOHKpe-
TU3UPYsI TUTEPATypHBIN UCTOUHHUK CIOJKETa OMEpHI,
MpHUILIA K eme 0oJiee HEOXKHUJAHHOMY BBIBOJLY, UTO
A. DiXeHBaNba «HamuUcan onepy ,,Ctens Ha mb-
perto A. <y aBTopa HetouHo: H. — fO. /1.> Kouet-
KOBa 10 MOTHBaM OallIKUPCKOro 3moca ,,Ak0y3aT®,
3aIUCAHHOTO OANIKMPCKUM HApPOJHBIM CICOHOM H
npamatryprom M. bypanrynoseiMm» [17]. Ha ero
TUOPETTO KOMITO3UTOP, JACHCTBUTENBHO, Hamucall
nBe omepsl — «Mepraa» (moct. 1940) n «Amka-
nap» (moct. 1944), Ho He «Ctemb» («AKOy3aT»),
Ja ¥ COTpyOHHMYAl OH C JpaMaTyproM JHIIb C
konma 1937 roga. A mo 3anucanHoMmy bypanryio-
BBIM DIMYECKOMY CKa3aHHUIO «AKOy3aT» co3mgaHa
ormepa (1942 r.), HO He A. DUXCHBAIBIOM, a X.
3auMOBBIM B coaBTOopcTBE ¢ A. CmamaBekkua

(mmuoperto b. bukbas u K. lasna). Bo Bpemst xe
pabotsr Hax omepoit «Cremby, Ha pydexe 1920—
1930-x romoB, HE A. DitxeHBanbry, HI KodeTkoBy
HE MOTIJIM OBITh 3HAKOMBI MO3JAHEHIINE, IO CpaB-
HEHHUIO C BPEMEHEM CO3JaHus JTHOPETTO U OIEpHI,
¢donpkopHble TyOnukanmu M. Bypanrynosa KoH-
na 1930-x rogoB (B ux uucie U «AkOy3aTta»). A
Oosee paHHssS 3amKMCh JlacTaHa, CHEIaHHas
M. BypanrynossiMm B 1917 romy, Oplia m3BecTHa
JUIIb Y3KOMY KpyTy OamKupcKuX (OIBKIOPUCTOB
TOJIBKO KaK KOT/Ia-TO CYLIECTBOBAaBIIas — OHA HH-
Korga He Oblia OIyOJIMKOBaHAa M HE COXPaHMIIACH
Jla’ke B PyKOIIHCH.

O coJliepXaHUU OMEPHl MOXHO CYIHUThH IO €ro
uznoxkenuto B perensun Caiidu-Kazanmnsl, koTo-
poe TeM He MeHee He CIIeAyeT PacCMaTpUBaTh Kak
nepecka3 nubperro. [lucarens omuceiBaeT oomiee
BIICUATIICHHE O CIOKETE OIEphl, CIOKHBIICECS B
nporecce 03HAKOMIICHUSI CO CIICKTAKJIEM B IIEIIOM,
BKJIIOYAs HE TOJIBKO TOKa3aHHOE, HO M paccKa3aH-
HOE B HEM:

«B naBHMe-aBHHE BpeMeHa, Korna OaIKuphl U Ka-
3axu, BeQyIIHe KO4YEeBOW 00pa3 KM3HM, HE ObUIH erle
IIIyOOKO 3aIaBJICHBI KOJIOHU3ATOPCKUM IIPUTECHEHHUEM
MPOMBIIIJICHHOTO KalUTaIN3Ma, KOTAa CKa304YHUK buk-
Temup, neBery Kapum rocreBanmm mo cBaabbam, KW
OJIMH KaHTOH-MaHam 1o uMeHH Amupxas. EcTp B3sTad
uM Ha BocriuTanue no4b llladkar (aBTOp HaspiBaeT ee
«aJIOKHULIEH», HeTouHbll TepmuH* <*[Ipumeu. O.
Caiipu-Kazammr>). Ecte BeipactuBmas [ladkar u npu-
mjplBatoIias 3a Heil ucnopuyeHHas ®aruma, Bcro
JKM3HB TIOTAKaBIIasl HEITPUCTOMHBIM yTeXaM U T'yJITHKaM
6as. AMupxaH xouet BbIaTh PaTuMy 3aMyX, HO3TOMY,
9TOOBI IOKa3aTh (MPEICTaBHUTH) ICBYIIKY, COOMpaeT
CBaTOB <H MOTEHUHUAJIBHBIX K€HUX0B. — FO. U.>. Cpenu
ABUBIIMXCS nocMoTpeTh Ha llladxar kynuos, 6aes, Ma-
HAaroB HaxoAuTcs U neser; Kapum.

,,MeHs 3HaeT Bech Hapo. S — meser; Kapum*, — ro-
BOPUT OH.

B cBoeii mecue neser; Kapum oOprcoBBIBaeT TsxKe-
JI0€ TIOJIOKEHHE CTEITHOTO Hapoza, 00MKaeMoro GasMu.
[Tpu3piBaeT 0cBOOOANTH HX.

Ckazounuk bukremup rosopwur, uyto 6e3 mpenBapu-
TEJILHOTO OCBOOOXKICHUS M3 PyK 0aeB cH30BaTo-0eoi
JIOIIaW OCBOOOANTH CTENb HEBO3MOXKHO. Kapum ort-
NpaBJIseTCsl ClieNlaTh 3TO, OTOMpaeT CHU30BaTO-OEIyIo
JIoImaab U3 pyk 0aes, MaHAIOB.

bnaronaps stoit nomanu Kapum 3anonyuaet B xe-
Hbl U [llagpkar. [ToToMy 4TO K TOMy BpeMeHH, KOTraa
Kapum Bo3Bpamaercst B JoM AMHpXaHa, TAMOIITHHAE Oan
pa3sHBIMH OOMaHHBIMH IIyTSIMH YK€ TOATOTOBHIIM OK-
pyxaromux (Paruma u npyrue) Beinath llladxar 3a-
MyX. Kapum mpussiBaeT yCTpOUTh KOHHBIE COCTSI3aHHSA
— cKaykW. ban, He cOMHEBasICh, YTO €r0 MICIYANBas Ha
BUJI JIOUIAJb HE OOTOHHT JIPYTHUX, C yIOBOJILCTBUEM CO-
rnamarorcs. Ho B 40-kumomerpoBoM 3abere cu3oBaro-
Oemnast nomans Kapuma npuxoaur nepsoii. I1o npeBne-
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My oObl4ato, AMUpxaH 1ojpkeH otnath Illadkar emy B
xenbl. Ho Kapumy Heuero nate B xansim. [Ipocsr cuzo-
BaTo-Oemyro snomaxnp. Kapum rosopwurt: ,,51 Boroo Bep-
XOM Ha JIOMIaJH, O0PSCh Ha JIOMIa i, OCBOOOXKY CTEIb, 5
HE MOTy €€ OTIaTh".

3abupaet [lagkat c coboif B cTers 6€3B03ME3THO.

Kak Bumute, comepikaHue CKa3Ki O CH30BaTO-0eIoi
JIOMIamy CBSI3aHO CO CTENbI0, ¢ OOpbOON mpoTuB Oa-
eB», — cuntaer ®. Caiipu-Kazannu, Hudero o sroit
nojipa3ymeBaeMoii 0opb0e He ckazaBmuii [4].

[lepBas pemakuus omepsl B 3 aelcTBHAX, 6
KapTHHaX OblJla 3aKOHYEHA B IIEPBOM TIOJIOBHHE
1930 roma. Haunnas ¢ uroHs A. DiixeHBaib] Ha-
CTOMYMBO 3HAKOMHJI C HEH  MY3BIKaJIbHO-
TeaTpaJbHBIX JAedTelei U3 pasHbIX TOPOAOB CTpa-
HBI, OYEBUIHO, NIMeS B BUAY MEPCIEKTUBBI CICHU-
YECKOM IIOCTaHOBKM IIPOMU3BEJEHUS. B aBTOpCKOM
CIpaBKe-CIIUCKe KoMIo3uTopa «Chymanud omnepy
,Crermp™“» [18], oxBarpBaromryro mepuox 1930-—
1937-ro ronoB, ykazaHo 14 npociymuBaHui B aB-
TOPCKOM HCIIOJHEHHUH, a Takke 4 MCIOJIHEHUS TI0
paano B OTpBIBKaxX (OAHO M3 HUX — Iepeavya KOH-
mepra Mo TpaHCHANWH) W 4 HamOoJee BaKHBIX
cuennueckoro mokaza B Camape (1931), Ilenze
(1932) u Kazanu (1932).

B urone n Hos106pe 1930 rona onepy ciymianu B
Mockse, B aBrycre — B Tuduuce, B ceHTIOpe — B
baky m Kazanm, o ueMm, Kpome CIIpaBKH-CIIHCKA,
CBUJETEIBCTBYIOT W OTHEIbHBIE OT3BIBEI MY3BI-
KaJIbHO-TeaTpajbHbIX gAesteneit: B. A. Jlocckoro
(CABT; Tudmuc) — Mocksa [19], K. Jomumze, A.
Hymynaser — Tudmuc [20] (Ne 959, 971), H. Boro-
moboBa (Ne 954) — baky, [21] C. A. Jlomamosa (Ne
964) [22]. B Kazanu omepa Oblja mpociyliaHa B
Kpyrax, 6muskux k TarapckoMy rocyaapcTBEHHO-
My akKaJeMHUYecKoMy TeaTrpy M, B dacTHocTH, C.
l"abammm:

«dupekus Tar<apckoro> I['oc<ymapcTBeHHOro>
AK<aZleMHYECKOT0> TeaTpa NPUHLUIHNAILHO IOCTaHO-
Bwia mpuobpectu Bamy omepy «bemas nmomramey s
MOCTaHOBKH B 3TOM ce3oHe 1930/31 rona. Ho aupekuus
[oJIaraeT, 4To €e¢ HYXKHO OyIeT MOJBEprHYTh HEKOTO-
poii mpepaboTke, Kak 3T0 Bbl camu BBICKa3aJINCh, B
CMBICIIE CIIEHHYECKOTO O(OPMIICHHS, COTJIACHO Tpedo-
BAHUSAM DPEKUCCEPCKOW TEXHUKH C OOHOM CTOPOHBI U
BHECEHUSI HEKOTOPBIX MOIPABOK WJIM U3MEHEHUH 110 OT-
HOUIIEHUIO K BOKaJIbHOW YacTH C APYTrod U MepeoKeHus

HEKOTOPOC BPEMs, IPUMEPHO, MECALIa 2 unu OoJbIIIe.
Z[I/IpeKIII/Iﬂ JA0BOAA O BalI€ro CBCACHHSA O BBIIIC-

MPUBCACHHBIX MPCANOJIOKCHUAX, IPOCUT BAC COO6HII/ITI)

Bamero cornacus u KOHKPCTHbIA BallKu YCJIOBUA, T'JIaB-

HBIM 00pa30M, KOHEYHO, MAaTCPUANILHATO XapaKTepa Mo
azjpecy:

Kazans, ['anaktnonosckas 14, Tar. ['oc. Ak. Teatp,
nmupextopy MyxcuHOBY» [2].

[Tnaner mocTanoBky omepsl B Kazanu He ObuH
OCYIIIECTBIICHBI.

A. DHXeHBanbA MPOJOIKUI MOUCKH BO3MOX-
HBIX ITOCTaHOBIIHUKOB omepsl. B deBpane 1931 ro-
na o «Ctenu» IOJOXKHUTEIbHO OTO3BAJHMCH TaKUE
W3BECTHBIE MOCKOBCKHE JESATENH, KaK OaneTMei-
crep K. ToneiizoBckuii [23] u onepHBIA peskuccep
B. JI. Hapnos [24]. B ampene ee mpocnymany B
VYde. Bunumo, o1361B 00 onepe «Ctenby», mpuHA-
nexammii B. Myprasuny [25], sBIsSeTCS OT3HIBOM
W3BECTHOr0 OAIIKMPCKOIO apTHCTa U pexHccepa.
B urone 1931 roga «Cremnby» ObLIa IpoCIIyllaHa B
Camape, mociie 4ero UIMEHHO 3/1eCh, B HOBOM CTa-
nuoHapHOM CpeaHEBODKCKOM KpaeBOM  TeaTpe
(otkpeiT B 1931 1.), B TO Bpemsl pPOJHOM JUIS
A. DiixenBanpaa (B 1930-1933 rozapl oH ObUT AH-
PYKEpOM TPYTIIEI), ¥ ObLIa OCYIIIECTBIICHA TIEpBas
U €JUHCTBCHHAs CLIEHUYEeCKasi IOCTAHOBKA OIEPHI.
Pazpemenne Ha nmubperto omeps! Beigano Camap-
CKMM HHcreKkTopoM 3penuiy 7 wurong 1931 rona
[26].

Ilepexn BbITyCKOM CIIEKTaKiIs TeaTp 0OpaTHIICs
B mipenctaButenscTBo Tatapckoit ACCP mpu Ilpe-
sunuyme BIIUK B MockBe ¢ nmpuriameHueM npu-
HATH ydacTHe B HOBOHW moctaHoBke. Ho mpexcra-
BUTENBCTBO OTPAaHUYMIIOCH YBEIOMJIEHHEM 00
9TOM mpuriamennd Hapkommpoca pecryOnuku u
COOOLIUIIO TeaTpy, YTO OHO CaMo, 332 OTCYTCTBHEM
B €ro ammapare JOCTaTOYHO KOMIIETEHTHBIX pa-
OOTHHMKOB, HE MOXXET TPUHATH HEMOCPEJICTBEHHOE
y4acTHe B IOCTAHOBKE Mpou3BeAeHUs [27].

Ha npembepy ot TaTapum HUKTO HE IpueXall.
Tarapo-06amkupckuii neeer; 1 kommnozutop ['a3m3
AJIBMyXaMeTOB, IO NPHUIIALICHUIO OalIKHPCKOTO
MIpaBUTEILCTBA NepeexaBinii B Hayane 1930-x ro-
1o u3 Kazanu B Yy, nprcyrcTBoBai Ha npembe-
pe, 0e3 coMHeHus, Kak nocinanel bamkupun.

IIpembepa omnepsr «Crenb» coctosnack 17 Ho-
sa6pst 1931 roga. Co BCTYNHUTENHHBIM CIIOBOM Iie-
pen cnekrakiem Boictynuia E. K. lIlyBanos. B cBs-
3M C IPEMBEPOI OT NMEHU apTUCTOB CpeTHEBOIIK-
CKOT'0 TeaTpa KOMIIO3UTOPY OBl MMPEroIHECEH all-
pec [28]. Tlocnenyromiue crekTakix ObUIM Ha3Ha-
yeHsl Ha 21, 24 u 29 HOa0ps [29].

IlocranoBky ocymecTBui gupuxep A. A. Oi-
XeHBaJIB], pexuccep-nmoctanoBumk C. A. Mams-
BuH, Oamermeiicteps M. B. brictpenuna u
b. ®. Kupxreitm, xynoxsauku C. Y. Hukanapos u
N. M. JleBun. Pomn wucnomnsuim: Kepum -
B. M. bpurunesuu, MockaneHko; AmupxaH —
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A.TIl. Ilepemeror, Coxos; Illadpxer — Bopeiiko,
Kazanckas; ®@atuma — O. H. ['omoBuna; bukremup
— M. U. Topuunckuii; broztopk — P. M. JlonaTkus;
Noparum — I'Bo3zes; I1. C. Bonun; 1-it mocnaner —
MacnakoBa; 2-i mocianen — Baosenko [1, c. 285].

Brictymnas 18 HOsiOpst Ha coBemaHuK OOIIECT-
BEHHBIX OpraHU3alMii Topojia, MOCBALICHHOM 00-
CYXKIECHMIO clieKkTakis, ['a3u3 AnbMyxaMmeToB 3as-
Bun: «Ckaxy, dro omepa ,,Cremp* chenaHa Tak,
YTO Ha MCEHS, HAa MY3bIKAaHTa, [IPOM3BENa BEJINKOE
BIIEUaTJICHHE. Y MEHS eCTb MOXeJaHHWe, YTOOBI
TOB. DWXEHBAJIbI HamWcad HaM, OalllKupam, CO-
BpeMeHHyI0 omepy» (muT. mo: [17, c. 82]). Oto
no’keJaHue ucrosaHmiock. Koraa B cBsi3u ¢ moaro-
TOBKOW K OTKPBITHIO B Y (e HOBOTO OMEpPHOTO Te-
aTpa BO3HHKIIA OCTpas HEOOXOIUMOCTh B (hOpMH-
pPOBaHUHU HAIMOHAILHOTO penepryapa, B 1937 rony
DlixeHBasb ObLT NpUrianieH B Yy, rie noayqut
3aKa3 CHa4aja Ha omnepy «Meprany, 3aTeM Ha ore-
py «Amkanmap» (mpaBaa, oHA 00€ He U3 COBPEMEH-
HOMW JKM3HH), a mo3aHee paboTan Tam B bamkwup-
ckoM ¢onpkinopHoM KabuueTe (1945-1947). 3a 3a-
CIIyTH B 00J1aCTH OAIIKHPCKOTO MY3BIKaJIHLHOTO HC-
KyCcCTBa KOMIIO3UTOP OBLT YJOCTOEH 3BaHWH «3a-
CIYXKEHHBI  JedTelnb HUCKycCTB  bamkupckoi
ACCP» (1944) u «Haponnsrit aptuct bamkupckoit
ACCP» (1945).

Bo Bpems nipeObiBanus B Kazanu 15 ceHTAOps
1932 roga A. DiixeHBanpj nepepan Tatapckomy
TEXHUKYMY HCKYCCTB B O€CIUIATHOE IOJIb30BaHHUE
8 HoMepoB u3 onepsl «Crenby: apun adxer (1, 3
u 5-1 kaptunsl), Kepuma (1 u 5-1 xaptunsi), bro-
310pKa, PaTuMbel 1 AMHpXaHa, 4TO yJOCTOBEPSIET-
Csl TOJIMUCHIO TPUHSBIIMX HOTHI 3aBEIYIOIIETO
My3o M. IllaeBuya u mpencenaressi BOKAJIbHOU
cekiuu E. T'. KoBenbkoBoit [30]. A. DiixeHBaJIb]
3a00THIICS O )KU3HU CBOEH OIEpHl €CIIM HE Ha ClLie-
HE, TO XOTs Obl B KOHIIEPTHBIX IpOrpaMmax yda-
LIMXCSI-BOKaMUCTOB. Ha TeaTpanbHylo MOCTaHOBKY
B TorpamHei Kazanu Bpsa M MOKHO ObUIO Hajze-
STBCSL.

Ha omepy «Cremnp», noka3annyto B Kazanu B
paMKax JeTHUX ractponei CperHEeBOIKCKOTO Te-
aTpa B aBTYCTe, APYKHO OTKIUKHYJUCH IESTEeIH
JIUTEpaTyphl U HUCKyCcCTBA. B cBoel pa3BepHyTOH
cratee @. Caiipu-Kazaniasl npeqnpuHs TONBITKY
OLIEHUTh NpOM3BelIeHHEe OHUXEHBAIbAA C TOYKH
3pEHHUs OCHOBHBIX TEHJAEHIUI Pa3BUTUS TaTapCKON
MY3BIKaJIBHOM KyJIbTypHl [4]. OH HaxoquT B omepe
HEKOTOpBIE YaCTHBIE HEJOCTATKH, HO B LEJIOM MY-
3pika A D¥iXeHBalIbJla BHI3BIBACT €T0 OJ00peHue
KaK IIPeBOCXOJILAsl Bce, YTO ObUIO O TOTO CO3-
JaHO TAaTapCKUMHU KOMIIO3UTOpPaMH, B TOM 4YHCIIC
onepbl «CaHus» m «Ommae». Ho, BepHBEI cBoUM

YCTaHOBKAaM HMCKAaTh B XYJOKCCTBEHHBIX MPOU3BE-
NEHUSIX OTCTyIUIeHUs] oT Mapkcm3ma, O. Caiidu-
Kazanmsr HaXouT 3TO B CIOKETE MPOU3BENCHUS (Y
OOJIBIIMHCTBA TATAPCKUX KOMIIO3UTOPOB OH CUU-
TaeT HEMapKCUCTCKOU caMy MY3BIKY).

B «Kpacnoit Tatapum» ot 12 aBrycra 1932 ro-
Ia mona oOmied mankoi «,,Crens* B Kazanckom
Bonbiiom Teatpe» OmyOJIMKOBaHbBI OTKIMKH JTUPH-
kepoB A. JIutBuHoBa u M. IllaeBuua, pexuccepa
E. llysanoga, a Takxe ®. Caiiu [5]. Cropee Bce-
ro, ONYyOJHMKOBAHHBIC OT3BIBBI  MY3BIKAJILHO-
TeaTpaJbHBIX JeATeNeld MPEeACTaBISAI0OT KpaTKoe
pe3toMe MX BBICTYIUIEHWH Ha obcyxmeHun 30 aB-
rycta. He BbIXoAs 3a mpeneiibl CBOEW KOMIIETEH-
MY, OHX OCTAHABIIMBAIOTCS B OCHOBHOM Ha YHCTO
po(hecCHOHAIBHBIX BOIIPOCAX, OIEHHUBAs Ka3aH-
CKyI0 mpeMbepy «CTenu» B IIeJIOM KaK YCIICUTHYIO.

Bricokyto onieHKy Kak orepe A. DiXxeHBaIbAa,
Tak ¥ ee ucnonHeHuro gaet JlutBunHoB. Hopas
omepa, Co3aHHasl B pe3yibTare OOJBIIOTO TPY.a,
MPEJICTABIISICT, 10 €T0 MHEHHIO, LICHHBIA BKJIAJ B
TaTapcKyro U OAIIKUPCKYIO KYIbTYpY. «ias coun-
HEHUS TaKOTO IEIBHOTO OMEPHOTO MPOWM3BEACHUSA,
KakuM sBisercs ,,CTenp’, KOMIIO3UTOPY IMOHAI0-
OWJIOCh HE TMPOCTO 3HAHHME OIEPHOTO0 HMCKYCCTBA
KaK TaKOBOTO, HO ¥ MHOTOJIETHEE H3YUCHHE TaTap-
CKHMX U OAIIKMPCKHUX HAICBOB», — IOJYCPKUBACT
OH.

C TOYKM 3peHHs KOMITIO3UTOPCKOM, A. DHUXeH-
BaJIbly «yJAIACh KaK OpPKECTPOBBIE, TaK U BO-
KaJIbHasl CTOPOHA OMEPhI», a C TOYKH 3PEHUS HC-
MOJTHUTENLCKOH, «0COOEHHO XOPOIIIO 3ByYaT XOPO-
BbIE aHCaMOIIN», — cYuTaeT JINTBUHOB.

OTanYuTeNFHBIME YepTaMu omephl «CTermby
KaK My3bIKajbHOrO npousseacuus lllyeanoB Ha-
3BIBAET «TAPMOHUYECKOE OOTaTCTBO, pa3HOOOpasue
TEXHUUYECKUX TPHUEMOB, POCKOIIb KPACOK». «YKe C
MEePBBIX aKKOPJOB OPKECTPOBOTO HMCTIOJHEHUS BbI
YyBCTBYETE€ U BHUJAUTE BCE MAaCTEPCTBO OPKECTPO-
BOH (haKkTypbI», — MUIIET OH. 3aMeYeHa aBTOPOM U
0oco0OeHHAas MEIOJUIHOCTD TSATOW KapTHUHBI OTIEPHIL.
XapakTepucTuka xe A. DiXeHBaJIbIa-THPHKEPA
orpanuueHa y lllyBanmoBa oxHOW eMKoil ¢pazoii:
«XO0poIIo 3BYYUT OPKECTp, MPEKpacHbI, KaK BCe-
T/1a, XOpBI».

B Heckonmbko CTpaHHBIX BbIpaKeHUsX («Bcs
My3bIKaJIbHASL CTPYKTYpa 3aMMCTBOBaHA W3 HAPOJ-
HBIX IeCEH OAallKUp W Tarap, HpU4YeM, K YeCTH
KOMITIO3UTOPA, HAJI0 CKa3aTh, YTO ATHOTPAPU3My U
SKJIEKTU3MY, STHM JIBYyM CTOPOHHHUKAaM BEJIHKO-
JIep>KaBHOTO MIOBUHU3MA B UICKYCCTBE, HET MECTa B
omepe OWXeHBaNbAa») xapakrepusyeT lllyBaios
MY3BIKQJILHBIA MaTepuaj Mpou3BeAeHUs. UTo Xo-
TEeJ CKa3aTh aBTOP B MIEPBOM ITOJIOBUHE CBOETO BHI-
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CKa3bIBaHUS, TOMBICIMTE eie MoxHO. Ho karero-
pUYHOE yTBEpXKIeHHE 00 «3THOrpadu3Me 1 SKIIeK-
TU3ME» KaK «CTOPOHHUKAaX BEJIUKOJIEPHKABHOTO
IOBHHU3MaY (?), BUJAMMO, BEIPBAHHOE M3 KOHTCK-
CTa €ro yCTHOTO BBICTYIUICHHS Ha OOCYXICHUH
OTIEpPBI, BOCIIPUHUMAETCS 37eCh TOIBKO Kak 00s13a-
TEJIbHBI COBETCKUM JIEMAroru4ecKuil JIO3YHT,
MPU3BAHHBIN OrpaauTh A. DHUXEHBAIBAA OT KAKUX-
TO HEW3BECTHBIX YHUTATEJSIM TIa3eThl OOBHHEHMH,
BBIJIBUTAEMBIX B €0 aApec 0 HEYTOYHEHHOMY I10-
BOJY.

B BbICOKOI OIleHKE MPOU3BEACHUS U €ro HC-
MOJHEHHUSI B 1IEJIOM COJIMIAPEH CO CBOMMM KOJuIe-
ramu u IllaeBuu:

«Omnepa AHroHa DiixeHBaibaa ,,CTenb sBIsSETCS
KPYIHBIM XYZ0)KECTBEHHO-MY3BIKJIbHBIM TIPOU3BEIE-
HHEM. ABTOp HOKa3ay ce0st Kak OOJIbIIONW MacTep BO-
KaJbHON M MHCTpYMEHTAIBHOW (akTypel. ['apmoHmU3a-
IUsT ¥ OPKECTPOBBIE KPACKH B ONEPE MECTAMU INPHKO-
BBIBAIOT BHUMaHHUE cirymaTess. CleKTakib CMOTPEIICS C
HHTEPECOM.

ABTOD ,,CTenu* momIeNn HeJIUKOM 10 CTONaM CBOETO
yuutens — Pumckoro-KopcakoBa, He TOIBKO B CMBICTE
UCKJIIOYUTEIBHOW 00pa0OTKH TEMbI, HO M B YacTH BbI-
6opa crokeTa (CKa3ka-JIereHaa). ...

Onmnepa ,,Crenp* ¢ My3bIKaIbHOH CTOPOHBI CAENIaHa
KOMITO3UTOPOM DIXEHBAIBAOM OYE€Hb OPUTMHAIIBHO H
HUHTEPECHO. ...

B Tperbeli kapTHHE OYEHb OPUTHHAIBHO ITOCTPOCH
pacckas crapia bukremupa.

XoTsl BCsl oriepa CTPOUTCS Ha JICHTMOTHBAX M3 Ta-
TapCcKUX M OAIIKUPCKHUX TIECEH, HO BCE MPOM3BEACHUE
HAIIUMCAHO IO TUILY €BPOIEUCKON ONEphD».

B ucnonaurensckom ke otHomennu [llaeBud
HaxOJWT OIpelneleHHble HemocTatku. «OmuH 13
MHUHYCOB ITOCTaHOBKH — IUTIOXasl IUKIHSA Y HEKOTO-
PBIX BOKAJMCTOB M YaCTUYHO B XOpE€, M HEAOCTa-
TOYHASI Y€TKOCTh OPKECTPOBBIX KPACOK», — ITHUIIET
OH, TIOHMMAas TOJl «HEJOCTATOYHOW HYETKOCTHIO
KpPacok» HE OTpeXH KOMITIO3UTOPa, a KOTCYTCTBUE B
OpKecTpe  HEKOTOPBIX  HMHCTpyMeHTOB  (Oac-
KJIapHET, Garot)».

MoxHO ObIIO OBbI COTJIACHTBCS C YTBEPIKICHH-
em IllaeBnua, uro «D¥XeHBaIbJ MOI ObI B3STh
CIOXKET IMOAaKTyalbHEH, U3 PEBOJIIOLIMOHHON TeMa-
TUKWA Hallled JpEeBHEW HapOJHOW CKa3KOH, TO JUIs
Oamknp-ka3axoB — oToOpaxkaromeii Oomnee OIU3-
KHUe BpeMeHa» [5].

Uepes cytku @. Caitpu-Kazannbl cuen croxer
TUOpEeTTO HEyAayHBbIM, TaK KaK OH HE OTpa)kaer
XU3Hb TaTap Ha Bonre u Kame u B Hem orcyrer-
BYIOT MOMEHTHI KJIacCOBOH OOpBOBI, M MPEaI0KUIT
HaNKCaTh KOMIIO3UTOPY HOBYIO Omepy O mobese
CTEIHBIX KOYEBHHKOB Haj Oasmu. [lucarens mo-

xBanui A. DWXeHBaibAa 3a TOUHOCTH B Mepenaye
HaIlMOHAJBbHBIX OCOOCHHOCTEHl MY3BIKM TaTap H
Oalkup, NMPOTHBOIOCTABUI €r0 TBOPYECTBO CO-
BpEMEHHHKaM B Jinie AnbMyxameaoBa, [ abaim,
Bunorpamosa, M. Mysadaposa, A. Kirouapesa.
IIpu Bcell 3amyTaHHOCTHM M HEAOCTATOYHOM TIpa-
MotHOcTH oueHok D. Caitdu-Kazanmel, UMEHHO
OHH CHOCOOCTBOBaM (DOPMUPOBAHUIO HEKOEH
NapTUMHOW YCTaHOBKHM Ha IIyTH Pa3BUTUS TaTap-
CKOM My3bIKM ¥ HaBELIMBAHUIO HA OTIEJIbHBIX
KOMITO3UTOPOB TakuX SIPJIBIKOB, KaK «aHTHUIAPTH-
eIy, «PEaKIHOHEP», «KOHCEPBATOPY, «IIPaBbIN yK-
JIOHUCT W TIPUBEP)KEHELl aHTUMAPCHUCTCKUX B3IUIfA-
0B». BosA3HB MOJIUTHYECKUX OOBUHEHUI CKOBBI-
Bajia cBOOOy MOUCKOB M TBOPUYECTBA KOMIIO3UTO-
POB.

B penensuu naHa noctatovyHO MOApOOHAs WH-
¢dopmanusi 0 My3BIKAIBHOM MaTepuaie OMephl:
NpUBEACHBl Ha3BaHus 11 HapogHBIX MEceH, Huc-
MOJIb30BaHHBIX B BOKAJILHBIX HOMEpax, B TOM 4YKC-
Jie BOCBMHU U3BECTHBIX 110 MapUKCKOMY peneprya-
py 1926 rona u Tpex HOBBIX CPABHUTEIBLHO C HUMHU
«Kapa ypman», «Kym 6emazex», «MaxOyc»; ymo-
MSTHYTO 00 MCIIOJIb30BaHUHU B KAaU€CTBE MY3bIKallb-
HOW OCHOBBHI OaJeTHBIX HOMEPOB HAIlEBOB TaTap-
CKHUX TaKMaKOB M «KBICKA >KbIP» (8—7 CIIOXHBIX
TIECEHHBIX TEKCTOB) / «OTPBHIBOYHBIX IECEH», KaK
OHM HEY/Ja4yHO Ha3BaHbI B cTaTbe «CIOXKET Heyaa-
YeH», MOSBJICHHUE KOTOPBIX HA Ka3aHCKOM cLieHEe
ObUIO HOBBIM SIBJICHHEM; OOpalleHO BHUMAaHHE Ha
WCIIOJIb30BaHNE HAPOJHBIX MECEH HE TOJIBKO LIENH-
KOM, HO U B oTpbIBKax. K oco0pM ymauam A. Dii-
3eHBaJIbJ]a OTHECEHBI 00Pa0OTKM HANEBOB «JCKa-
pon», «Kym Oenazex», «buOKoH-KbI3», K Heynaa-
yam — «Kapa ypman», «Todtunay», «MaxOye» [4],
[5].

B or3eiBe Hapkommpoca TACCP 3a moxmucsro
Hapkoma A. T. BukrarupoBa, BBIIaHHOM JINYHO
A. DlixeHBanpAy Ha CIEOYIOIUI AEHB IOCNE 3a-
KpeITHA racTtpoieil CpeaHEeBOIKCKON OIephl, Kak
OBl B MOABENEHUE UTOTOB IIPOCMOTPA U OOCYXke-
Hus onepsl, ropopurcs: «...HKII TP naxogut, uro
onepa ,,Crenp* SBIAETCS CYIECTBEHHBIM HAy4-
HBIM BKJIQJIOM B TaTapcKylo U OAIIKUPCKYIO MY3bI-
Ky. M30pannabie kKoMmo3utopoM A. A. DUXEHBaIb-
JOM TyTH OOpa0OTKM HApOJHOTO MY3bIKAJIBLHOTO
TBOPYECTBA MOTYT B JaJbHEHIIEM MOCTYXKHUTh pa3-
BHTHIO MY3BIKQIBHON KyIbTYPHI TaTap» [31].

B 1932 rony pasperienne Ha UCTIOJTHEHHE OIle-
pbl «Crenb» ObUT0 oTMeHeHO. «Hemennenno cau-
MHUTE perepTyapa IMOCTaHOBKY 3aIlpelIeHHON Orle-
pol Crenb DiixeHBaIbaa», — 0€3 BCAKOH MOTHBH-
poBku TenerpadupoBan 21 ¢espans 1932 roma
Camapckomy Kpaitnmuty u onepaoMy Teatpy I mas-
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peneptkoMm Jlutosckuit [32]. Ha apyroii ke AeHb
XYI0XKECTBEHHO-TIOIUTUIECKII COBET (XYIIOIHUT-
COBET) Tearpa, SKCTPEHHO OOCYIMBIIMN MpPHKa3
TJIaBperepTKOMa, BBIPA3HJ CBOE KaTErOpUYECKOe
HECOTJIacHe C €ro pemieHHeM B OTBETHOW Tele-
rpamme [33].

[TonoxxurenbHbIE OT3BIBEI 0 «CTEMNY Naau JTU-
pmwxep H. C. I'omosanos (01.04.1932), xommno3u-
Topel M. M. HnmomurtoB-MBano (03.04.1932)
[34], a Taxxe beii-bynmat W6parumoB o BapuaHTe
«Amyr-Kepume» [35]. 3 ampens 1932 roga c 3asB-
JIEHUEM II0 TTOBOJTY 3aIlpEIleHus] ITOCTAHOBKH OTIe-
pol «Ctenby oOpamancs U caM A. DWXEHBAJIbIT
[36]. be3ycnoBHO, 3TH OT3BIBBI, KaK M OT3BIBBHI
1931 1., OPraHU30BBIBAIUCH CIIEIIUAILHO, YTOOBI
JoKa3aTh | maBpenepTkoMy OTCYTCTBHE HACOJIOTH-
4ecKol Kpamoubl. [10M0XKHUTENTbHO OTO3BaIMCh 00
orepe W HEKOTOphIe TaTapCKUe NEsTElIH, TPEexKe
BCEro TPYIa MOJIOABIX MY3BIKaHTOB, paboTaro-
X Wik oOyJarmuxcs B MockBe (TIEBUIBI
C. CanpixoBa, A. M3maitnoBa, H. Paxmartymiuna,
koMmmo3utopel  A. KirtouapeB, M. Mysadapos,
I'. AnpmyxamonoB, Masgonwauct WM. HWnsnos)
[37].

K mery 1932 r. omepa BepHylach Ha CIICHY:
muOpeTTO OBIIO Tepeneano B ykasaHHoM | maBpe-
MEPTKOMOM HampapiieHHH. A. DiXeHBalbJ Mpo-
JOJDKaJI paboTaTh HaJ CBOCH OIEpOi, JHUOPETTO
KOTOPOW TIepeAeNbIBaIOCh U KOPPEKTHPOBAIOCH B
CTOPOHY TEPOM3aIUH CIOKETa W yCUJICHHS] B HEM
«MapKCHCTCKOTO Havaia», TaK Kak yrpo3a HOBBIX
3arpeToB MPOJI0JIKaIa CYIIIECTBOBAThH
(cm. obopamenne E. A. OxuToBHYa K HapKoOMy
npocsenieauss PCOCP Bbyb6noy ot 23.05.1933
[38]). B 1933 r. anTHdiiXeHBaJIbJOBCKas TpymIa
CpenHeBODKCKOTO TeaTpa mobeuia, KOMIIO3UTOP
OBLT BBIHYXKJIEH CMEHUTH MECTO pa0OTHI U C 22 aB-
rycta 1933 T. sBIsuUICS HayYHBIM PaOOTHHKOM IO
UCKyccTBY B amxabaackom TypKMEHCKOM Trocy-
JapCTBEHHOM HAy4YHO-HCCIIEA0BATEIbCKOM WHCTHU-
TyTe.

DlixeHBalIbl MPOAOIDKAN MCKATh MyTH K Clie-
HUYECKOMY BOIUIOLIEHHIO onepbl B KazaHu, Hane-
SCh Ha IMOMOIIb CBOUX TaTapcKux Apy3eil. B uact-
HOCTH, OH OOpaTHJICS C TIPOCHOOH O MOIIEPKKE K
nonyJsipHo nesuile Acue M3maiinoBoii, Bxoxxeil B
BEpXHHE SIIEIOHBI TaTapCcKOM BiIacTu (cM. mepe-
icky A. M3maiinoBoii ¢ A. DitxeHBanbaom) [39].

[IpocnymmuBanue onepsl «CTerb» B aBTOPCKOM
UCTIONIHEHUH COCTOSIIOCH B TaTapckoi rocyaapcrt-
BEHHOU omepHo#l cTyaun 16 ¢espans 1936 rona.
ITepen mpocaymuBanreM A. DWXEHBaIb] IO3HA-
KOMMJI COOPaBIIMXCA CO CBOMMH IOJIXOAaMH K OT-
0opy 1 00pabOTKEe TEMAaTHIECKOTO0 MaTepHaa.

Ha mpocnymmBanny npucyTCTBOBaIH PYKOBO-
mutenu [IMK TACCP, pykoBoautenu (IUpeKTOp,
3aM. JUPEKTOpa, 3aBeAyIOlIe YIeOHOW U JIHuTepa-
TypHOH 4YacTsSMHU) W BeAyIIME TeJarord CTYIWH,
CTYIUHIIBI-KOMITO3UTOPBI,  CTYIUHIIBI-BOKAIACTHI,
aBTOPHI JINTEPATYPHBIX NPOW3BENEHUH, padoTaro-
1K€ o 3aKa3y CTyIuu, u Ap. Beero 22 yenosexa:

1. Ipencenatens Ilpesuauyma LUK ATCCP
I'. T'. Baituypus;

2. 3aMecTHUTENh 3aB. OPTaHU3AIMOHHBIM OTHe-
nom u cekperaps LIUK ATCCP T. Aromnos;

3. [Ipodeccop MI'K H. I'. Paiickwuii;

4. qupexrop crymuu X. K. TyxBarymius;

5. Houent MI'K E. A. MunbkoBHy;

6. 3aB. yueOHoi#1 yacteio crymuu H. C. Illep-
MaH;

7. lleBuna, naypear Bcecoro3HOro KOHKypca
H. PaxmatynnuHa;

8. Cxpunau K. baiibypos;

9. 3amecTuTenp AUPEKTOpa CTyAuu MycTo-
KOB;

10. Crygent MI'K H. Xuranos;

CTyauiipl-KOMIIO3UTOPBI:

11. M. My3adapog,

12. JIx. Daii3u,

13. 3. XabuOymmuH,

14. @. SpynnuH;

15. ®@. Cannabu;

CTyauiiipl-BOKAIUCTHI:

16. K. Pe3Banos,

17. X. Amupona,

18. ®. ManHanos;

19. 3aB. nmTeparypHOil
M. Txanwuib;

20. IToaT A. Epukees;

21. Komnozurop XanaTos;

22. Asrtop mbperto A. U. KouerkoB (dpamu-
JIUYM TIEPEYHUCIIEHB] B MOPSAIKE 3alUCH B IPOTOKOJIE
o0cyxIeHuS ).

B mpoTokoi 00Cyk1eHHs BKIIOYEHBI CBEACHUS
0 JIEBATH BBICTYIUIEHUSAX. TEKCT MPOTOKOIa cXxema-
THUYHBIA, TEM HE MEHEE OCHOBHBIC YCTAHOBKHU BBI-
CTYNABIIUX JOCTAaTOYHO SICHBI. BBIIEPKKH U3 HETO
MPUBEICHBI COOTBETCTBEHHO TIEPBOUCTOYHHUKY.

K nmoctomHcTBaM omepsl OBLIM OTHECEHBI CO-
XpaHeHHe B HEH HAIMOHAJIBHOIO KOJOpUTa
(I'. BaituypuH) 1 ee CBSA3b C TaTapCKUM HAPOIHBIM
TBOPYECTBOM — JIETE€H/I0H, TIECEHHBIM (POJIBKIOPOM
(®. Camnasm). I'. BaiiuypuH BbIpasusl yBepeH-
HOCTB, YTO omnepa Oynetr HapogHoH. B aTom oTHO-
meHuu A. DWXEHBaIb]] CTABUIICS B IIPUMEDP MOJIO-
IIBIM TaTapCKUM KOMIIO3UTOpaM, Ybsl My3bIKa HE
Joxonuia 10 MaccoBoro ciymarens. Ilocnennee
I'. baituypuH OOBSICHIII TEM, YTO MOJIOJIBIE KOMITO-

YaCTbrO CTyaUH
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3UTOPBl  WUTHOPUPYIOT — TaTapcKUil  TIECEHHBIH
(hoNBbKITOp, W TIOTYEPKHYT HEOOXOAUMOCTD TECHOM
CBSI3U TBOpPYECTBA KOMIIO3UTOpA C HAapOJHOH MYy-
3BIKOM.

Ha #HEo6xommMocCTh CBSI3W C HAPOAHON MY3bI-
KoM oOparnia BHUMaHue W X. AMHPOBa, CIMTAIO-
mas, 4TO «MOJIO/IbIE KOMIIO3UTOPHI B CBOHMX MpO-
U3BEACHUSX JAJIEKO CTOST OT (OJBKIOPHON MY3bI-
KM YU MO3TOMY OHH HE JOXOMYMBBHI A0 LIMPOKOH
Macchel (Hampumep, JKuranos, My3zadapos). [loge-
My Caiinames u ®aiizu — noxoasar 1o maccel? Ilo-
ToMmy uro CaiinameB CBOMM TBOPYECTBOM O4YEHb
OIM30K K Macce. DTO JOJDKHBI YUecTb B JTaNbHEMH-
e cBoel paboTe Hallll KOMITO3UTOPBD».

C Touku 3peHHs KOMIO3UTOpa XajaroBa, B
orepe MMEIHNCh «MOMEHTHI (mpemoaus ,,Housb B
CTeNH™, KOJbIOENbHAs), CACIAaHHBIC TEHUAILHOY.
®. CannaBu OTMETHII CLUEHUYHOCTH POHU3BEICHHSI.

Ho B agpec onepsl ObUIH BBICKa3aHbI U KPUTH-
YeCcKHe 3aMEYaHusl.

H. XuranoB «BbIpa3usi HEKOTOPbIE COMHEHUS
OTHOCHUTENIBHO TOTO, YTO HapsiAy ¢ HapOIHOW Me-
monuelt He OyAyT I CIUIIIKOM PE3KUMH pa3paboT-
KH, KOTOPbIE KOHTPACTHO BBIACISIOTCS OT OCHOB-
HBIX TEM IO CBOCH CIIeITU(pHUKE».

«OTpunarenbHple TEPOH IO  MEJIOAUYHOCTH
CBOUX apyil U JIEUTMOTHMBOB HUCKOJIBKO HE KaXyT-
Csl OTPUILIATENFHBIMHE, YTO JJaKe B HEKOTOPBIX Mec-
Tax OHU OoJiee TOXOJUNBBI U BOCIPUUMYHUBHI AaXe
[0 CPaBHEHUIO C IepOsIMH, HO, TEM HE MEHee, Olle-
pa mpencTaBnsieT OOJBIIYI0 ILEHHOCTh, KOTOpas
HYX/IaeTCsl B YKa3aHHBIX MIONIPaBKax», — CKa3aJl OH.

k. @ail3n KpUTHKOBAJI COJEPIKAHHUE OIEpPHI.
[To ero MHEHHIO, HEOCTATOUHO TOTO, UTO «OOphOa
32 OCBOOOXKJICHHE CTEMH OJIMIIETBOPSIETCS B OCBO-
ooxnennn llladxer (repouns). Her OGopwrObl 3a
crenby. Mano yOeauTenbHa JereHIa B CMBICTE
MPUHAIICKHOCTH ee TaTapaM. K ducity Hepocrtart-
KOB OIIEPbI OH OTHEC U OOJIBIIYIO POJb B HEW Oar-
KHPCKHUX IIECEH, HalpuMep HecHu «JcKaapony». B
KoHIIe BeIcTyIUIeHMS [k, Daii3u yka3zan «Ha Heo0-
XOJMMOCTh TaTaPHU3AIUN» WIIH, TIO0 BEIPAKECHUIO X.
TyxBaryminHa, KOTOpOe MOJXBATHII KOMIIO3UTOP,
«OKJIUMATH3AIUI OTIEPHI.

H. I'. Paiickuii yka3zan Ha TO, 4YTO HEKOTOpPHIE
apuu, ocoOeHHO bukremupa, O4eHb BBICOKH IIO
CBOEH TECCUTYpPE M BBI3BIBAIOT COMHEHHE B HCIIOJI-
HUMOCTH JIaXe HEPSJOBbIM TCHOPOM.

[TogBoas uroru 0OCyKACHUS ONEPHI, AUPEKTOP
ctynuu X. K. TyxBaTyJUIMH NpeJIoKHi IPOBECTH
CHENUAILHOE COBEIIaHUE, MO HWTOraM KOTOPOTro
BHECTH HEOOXOIUMBIC TIONIPABKH B JIHOPETTO U MY-
3bIKy. OH He cornacuiics ¢ npexanoioxenuem Ca-
JaBy, 4to omepa «Crenb» OyAeT I Haiero Oy-

ayuiero tearpa tem, dyem crana «lIpunnecca Ty-
pannot» nis Baxtanrosa. Ilo muenuro TyxBaTyi-
JIUHA, 3TOTO HE MOXET OBITh, TAK KaK, HECMOTPS Ha
CBOU JOCTOMHCTBA, «CTEmby HE SBISETCA MPOU3-
BEJICHUEM, ONPEICISIOIUM IIyTh PA3BUTUA TaTap-
CKOT'O OIIEPHOI0 TeaTpa.

[Mocnennum BeICTYnUA A. DilXeHBalb[, 3as-
BUBIIIHM, 9YTO OTHOCWJICS K CBOEMY TPYIy C OTBET-
CTBEHHOCTBIO M KPUTUYECKH, W BbIpa3ui I'OTOB-
HOCTH TIPOJOJDKHUTH PabOTy HaJ OIEpOH, YTOOBI
W3KUTH yKa3aHHbIe HegocTaTku [40].

B kpatrkom mpoTokone 00CyKIeHHs, eCTecT-
BEHHO, MHEHMS BBICTYHAKOUIUX OTPAaXXEHbl HE BO
BCEHl WX TOJHOTE, a BBIOOPOYHO W HE BCerja 3a-
(MKCHUPOBaHbI JIOCTATOYHO MOHATHO. Ho KkoHeu-
HBIE BBIBOJIbI, CIICJaHHBIEC MOCIIE 3TOrO 3aceAaHusl,
chopmynupoBanbl B mucbMe X. TyxBaTy/uiMHA
OiixenBanpay oT 4 mapta 1936 rona:

«YBaxxaeMblii AHTOH AJNleKCaHApPOBUY!

[pocymannas Hamu 16 ¢eBpais c. T. B IPUCYTCT-
Buu npezacrasureneii ATCCP, Tatapckux KOMIO3UTO-
pOB U 1MO3TOB omepa ,,Crens*, Ha BCEX MPUCYTCTBYIO-
IIMX I[pPOM3BEIa BIICYATIEHUE COJIMJHOM, CEpbe3HOH
paboThl Haa (HOIBKIOPHBEIM MaTEPHAIOM KaK TaTapcKo-
ro, Tak ¥ OAlIKUPCKOrO0 HapoJoB. MaTepuan 3TOT XO-
pOIIIO HUCIOJIB30BAaH Kak TeMaTHdyeckass 0a3a, OCHOBa-
TeNbHO pa3paboTaH M, MO0 BCEOOLIeMY MPU3HAHMIO, Ha-
meaneMy cebe BBIpaKEHHE B BBICTYIJICHHH ITOMMEHO-
BaHHBIX TOBAPHIIEH, a PaBHO B BBICTYIUICHHUAX PANA Xy-
JIOXKECTBEHHBIX pykoBoauTeneid CTynuH, KOMIO3UTO-
poB TaTtap, — pabOTHHKOB TeaTpa W Jp. <orepa> IpH-
3HaHa B O0IIEM 3aCITyKHBAIOIIEH Cephe3HOT0 BHUMAHHS
B IIaHE BKJIOYEHHS ee B perepryap Oymymero ['ocy-
napctBerHoro Teatpa ATCCP.

Bricnynmanasie Bamu coobpakeHuss o HeoOxoau-
MOCTH BHECEHHs psiia KOPPEKTHBOB, KacCaIOIIMXCS BO-
KaJIbHOW 4acTH, nepepaboTKu TUOPETTO U APYTUX JIeTa-
pensl, O0yayT Bamu peanu3oBaHbl B Ompkaifine CpoKH.
OnHoBpeMeHHO coobmaeM Bawm, uro nucarens ®. Byp-
HallleB JajJ CBOE COIJIaCHe Ha ydyacTHE B IepepaboTke
IMOpeTTO.

Ioat @. bypHames npueaeT No HallleMy BBI30OBY U3
Kazanu 5/I11 — c. r. 1 MBI HageeMcst BMecTe ¢ Bamu 00-
CYIUTh IUIAH MEPEBO/Ia JIMOPETTO HAa TATAPCKHUIl A3BIK H
IJIaH HY>)KHBIX U3MEHEHHUHU U TIOTIPaBok» [42].

W3 mmcbMa sSBCTBYET, YTO CTYAMS BKITFOUMIIA
onepy «CTenb» B CBOM NEPCIEKTUBHBIN IUIAH U
MPHUCTyNHIIA K pad0Te HAJ| Hell B BBIOPAHHOM CTY-
JIMel HaIIPaBJICHUH.

HekoTopoe Bpemsi mocie 0OCYXIECHHUS OIephl
A. DilixeHBalbpa, BUAUMO, HaxoauiIcsa B MockBe B
OXUTaHWH OKOHYATEIHHOTO PEIICHHUS BOIPOCa O
cynpbe omeprl. Hampumep, 23 mapra 1936 roma
cekperapeM ['oCyIapCTBEHHOTO MY3BIKAIBHOTO
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uzgarensctBa (MY3I'HM3a) Obun mosry4yeHsl pyKo-
MIUCH, TIPEJIOKEHHBIE KOMIIO3UTOPOM ISl M37a-
Hus. Oto KomprbensHas (00paboTka TYpKMEHCKON
HapoJHOH mecHU) U 7 HoMepoB u3 «Ctenm» — 1iBe
apuu («O, Kepum...», «O, AmupxaH...») n Kombi-
ocmprHas Illagxer, nBe mecan Kepuma («3BeHHT
myena...», «Moi Jel, TeBel] U BOXK/Ib...»), [lecHs
@®arumsl, [lecns buxkremupa. Ckopee Bcero, uc-
moJib3ysl TpedbiBaHue B MockBe, A. DiiXxeHBaib[
3aHec uX B magarenscTBo nyHOo. C Partxu bypHa-
LIIEM OH TOXe€, CKOpee BCEro, BCTpeyascs, HO Janee
MIpeIBapUTEIHHBIX TIEPErOBOPOB AENI0 HE MPOIBH-
HYJIOCh.

ITocnenuuii JOKYMEHT, CBUAETENBCTBYIOLIMNMI O
KOHTakTax A.DiXeHBallbJla CO CTyIueH, — 3TO Te-
nerpamma ®darxu BypHama xomnosutopy B All-
xa0ajq o0 mepcreKkTuBax pabOThl HAJ JUOPETTO U
MpPUBJIEYEHUH K OJTOMYy TIpoOIleccy pexuccepa
B. JI. HapnoBa, natupyemasi cepeauHoi mast 1936
rona [42].

Jlena ¢ MOCKOBCKUM H3JaTEIbCTBOM TOXKE ObI-
1 HEyTeIHTeIbHBIMU. [locie AmuTensHOro MOoJ-
gaanst MY3['13a, mpumepHo TOx cmycTs, B (heB-
pane 1937 roma OJilixeHBajgbJ MOJYYHI OTPHUIA-
TEJIbHBIN OTBET.

Hcxons w3 TOro, 9To B OCHOBE MY3BIKaJIHHOTO
MaTepHuaia 3THX HOMEPOB M COOCTBEHHO BOKallb-
HBIX MapTHH JIeKaT W3BECTHBIE TaTapcKUe Hapo-
HbI€ HAIEBBI, BHIXOJUT, YTO HW3JAaTEIBCTBO OOHA-
PYXKHIIO «HEAOCTATOYHYIO SIPKOCTBY» B CaMUX Tep-
BoucToyHMKkax. B Kazanm wux oueHwnm mo-
IPyTOMY.

Bmecro moctaToyHO TyMaHHBIX TEPCIIEKTHB
COTpyAHHMUYECTBa ¢ Tarapckoil rocylapCTBEHHOU
ONEPHOU CTyAMEH, TpeOyrolero padoThl HaJll pU-
CHOCOOJIEHHEM ero MY3BIKH K OOHOBIIEHHOMY HITH
HOBOMY, €Illec HE HAIMCAaHHOMY JIMOPETTO, COOT-
BETCTBYIOIIETO BKYCYy AMPEKLIUH CTYIUH, B Mae
1937 roma A. DiixeHBalb] MOIYYWI HOBOE 3aMaH-
yhBO€ MpennoxeHue u3 KazaHu, oT BEIOMCTBA,
BBIIIECTOSIIIIETO MO OTHOIICHHWIO K CTYIHH: BEp-
HYTbCA B TaTapCKylO CTOJIMILy M BO3TJIaBUTH My-
3bIKaNbHBIA DONBKIOpHBIA KaOuHET (CM. TOmp.:

[43]).

PesynbTarsl

3ambicen co3aath onepy «CTenby 3apoauics y
A. DiixenBanbaa B 1928 1. mocne HeynayHOH T0-
NBITKA OpraHn3oBaTth B KaszaHum KoHLIEpPT ¢ mpo-
rpaMMOi M3 COOCTBEHHBIX 0OpabOTOK TaTapCKHUX
HapOJHBIX TieceH. KOMIO3UTOp BKIFOYMII B TKaHb
CBOETO HOBOTO IIPOM3BEAEHHS HE TOJBKO TaTap-
CKHe, HO M Oamkupckue necHu. Ero HoBaTopcTBO
COCTOSIO B TOM, YTO MY3BIKaJIbHBIM MaTE€pPHAIOM

BIIEPBbIE TOCIYKWIIN Kuicka oiculp. 1Ipu BeIOOpE
Ha3BaHWA [JIsI HOBOTO CBOEr0 IIPOU3BEACHUSL:
(«Cremb», «Jlamay, «bemas momaney», «Amryr Ke-
PUM») KOMITO3UTOP OPUEHTUPOBAJICS HA HIMPOKYIO
aymuToOpHuIo 3puteneid. B cozmanmm nmOperTto B
pasuble ToApl ObUTH mpuBiedeHB! A. M. KoueTkos,
b. 3ybakun, M. A. Apusibames, E. CtpanTt. Cro-
JKET He MMeJ mapaiieneil ¢ OalkupckuM KyOau-
pom 00 AxOy3are, ¢ JAPEBHUMH TaTapCKUMH U
OalIKUPCKUMU JIETCHIAMH.

IlepBas penakums omepsl B 3 nmeHcTBUsX, 6
KapTHHaX OblIa TOTOBAa HE MO3KE MEPBOil MOJIOBU-
el 1930 r. A. DiixeHBaIbA Pa3BEPHYI MIUPOKYIO
KOMITaHUIO TI0 MPOJABMKCHUIO CBOETO IMPOH3BeElIe-
HUSI Ha CLEHY: OpraHHM30BaJl IIPOCIYIIMBAHUSA,
MUCHbMa-OT3BIBBl M3 CPEAbl TBOPUECKOW WHTEIUIU-
TEHIUU U JIp.

[Ipembepa onepsl cocTosiack 17 HosOps 1931
r. OngHako y A.JlixeHBanbJa B TeaTpe HALUIUCh
HepoOpoxkenarenu. Omepa ObLTa 3ampenieHa mocie
npembepsl B ¢eBpane 1932 r., cHOBa BOCCTaHOB-
JIeHa TocjIe JOpadOTKU B CBETE HICOJOTMYECKHX
YCTaHOBOK JIETOM 3TOro ke roja. IloctanoBka mo-
Jlydnsa TOPSYMM OTKIMK M BBICOKYIO OLIEHKY Ta-
Tapckoil obmectBeHHOCTU. BecHoli-netom 1933 1.
Hayanach HOBasi BOJIHA NpoTUB «CTenm», U KOMIIO-
3UTOp BBIHYXJIE€H OBbII MOKHHYTH cTeHbl CperHe-
BOJDKCKOTO TeaTpa.

BrIBoabI

B kadecTBe 3aKiIIOUEHHST XOTEJIOCH OBbI MIPOIIH-
THpOBaTh Menomana, mpodeccopa B. B. TepHos-
ckoro: «A. A. DHiXeHBaJIbJ] — KPYIHBII My3bIKaHT,
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