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EBpeiickne opkectpbl — Jewish Orchestras

MBaH Jinnaes — Ivan Lipaev

Translated by Asia Fruman

Espetickie opxecrpsi.
(Oueprd).

51 mymaro, HUKTO He Oy[eT OTPULaTh, YTO €BPEHCKUN
HapojJ CBITpal B HCTOPUU MY3BIKM T'POMaJHYIO
ponb. B aTOM MBI yOexxgaeMcsi, HAYMHAsI C TICAJIMOB
HaBupma u KOHYass MY3bIKOW MeHeNnbCOHa |
Metiep6epa. Haske u He yriayOsisich B IPOIITIOE, MbI
MOXXeM HaWTH IOATBEpPXKAEeHHUE CBOUM CII0BaM efBa
¥ He Ha KaXAOM Imary. Mbel Moriau 6bl, KOHEYHO,
IIOMHUMO KOMIIO3UTOPOB, COCTIAThCS HA MHOXECTBO
pona
MHCTPYMEHTAJINCTOB, TOBOPSIIIUX 33 HaIly MBICIb,
HO 3TO, COGCTBEHHO, MJIO BXOUT B 3a/la4y HAIlero
o4yepka, U MOTOMY Jy4duie OymeT o6paTUThCs
K ¢akTam u HaOIIOOEHUSIM H3 COBPEMEHHOM
SKM3HHU, NTOCKOJIBKY OHAa OTpas3wyiach Ha eBPeMCKHX
opKecTpax.

EBpelickuii opkecTp - oeTule
Hapoja; HUTZe He CJIYLIAIOT ero C TAKUM 3aTa€HHBIM

OUPUXEpPOB, Ha  Ppas3HOro BUPTYO30B-

JKEJIaHHOE

OBbIXaHUEM,
HACTOJIBKO, YTO TOTOBBI 6UThCA 06 3aKjaj, JIUIIb
Obl [aTh BO3MOXKHOCTb BOCTOPXECTBOBATH TOMY
WIM HHOMY IIPUTOBOPY 06 €ro AOCTOMHCTBAX.
[TocMoTpHUTe, B YyepTe e€BPEUCKOU OCEAJIOCTU, UTO

KaKk y eBpeeB; HUM MHTepecylTCs

I think nobody can deny that the Jewish people have
played a giant role in the history of music. We can
see evidence of this from the Psalms of David to the
music of Mendelssohn and Meyerbeer. Even with-
out going deeply into the past, we can find proof of
these words at almost every step. Of course, apart
from composers we could have mentioned numer-
ous conductors and various virtuoso instrumental-
ists to confirm our thought, but this is not exactly
one of the goals of our essay so it would be better to
turn to facts and observations from contemporary
life—to the extent that it has reflected on Jewish or-
chestras.!

The Jewish orchestra is the nation’s desired child:
nowhere do people listen to it with such bated breath
as among Jews; it attracts such interest that people
are eager to bet—only to make sure that such-and-
such a verdict about its virtues prevails. Look what
happens in the Pale of Settlement at the first sounds
of the orchestra: the shtetl becomes enlivened at
once, and artisans hasten to finish their labor sole-
ly to listen to the musicians. Sometimes poor wives
lose sight of their husbands and children for hours
because they trail after the orchestra. Moreover, the

1 Editor’s Note: There are no section headers in Li-
paev’s original article. Simple headers have been added
to the English-language column for ease of navigation,
while the section headers in the Russian column cor-
respond to the serialized parts in the original Russian
newspaper edition.

This piece was originally published in Russkaya Muzykalnaya Gazeta [Russian Musical Newspapetr], 1904, issues 4-8).
Translation of this short, but essential article was commissioned by the Klezmer Institute. If you would like to support
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TaM f[eNaeTcsi C IEepPBBIMU 3BYKAMH OpKecTpa.
MecTeuko cpasy peMecIeHHUKU
CrewmiaT I[OCKOpee 3aKOHYHUTb CBOW TPyH, M BCe
3TO OJIsi TOTO, YTOOBI MOCIYIIATh MY3BIKAHTOB.
Cny4aetcsi, 6e[lHbI€ KEHBI 10 LI€JIBIM YacaM He BUST
CBOUX MY>XeM U AeTel, LUISIOLUUXCS 32 OPKECTPOM.
Mauiio Toro, ye3kaeT U3 MeCTe4Ka OPKECTP, U OLHAKO
NaMsTb O HEM SKHUBET B CepAlax 0eCXHUTPOCTHBIX
CIyIIaTesel IeJIbIMU MeCsIaMH U TOflaMH, TakK Kak
KaKOU-HUOYIb OTPBIBOK BaJibCa, IECHU 00sI3aTeIbHO
KeM-HUOY[b 3alIOMUHAIOTCSI U TEPEXOAST U3 YCT B
ycta. [Topoio Bce ero moT, BCe CTapaloTCs ChIIPaTh
ero Ha CKpHWIIKe, ellle C pa3HbBIMHU BapHaHTaMH,
pasykpalieHHbIMH I0-CBoeMy. HakoHelr, eBpercKui
OpKeCTp BCeLeIo LapcTByeT Ha cBanpbax. CBambba
6e3 Hero - 3TO TMOXOPOHBI, U HET TOro OemHsKA,
KOTOPBIM HA CBOEM MHUPY HE YMUJISIICS OBl LyLION
OT MEIOTOYHMBBIX pedyell 6aTxeHa W TPOraTelTbHBIX
COpPPACOB - CKpUMaya.

OpkecTp y eBpesi COXpaHWUI 3HAYeHHE, PABHOE
[ipeBHEMY [TOBECTBOBATEN0. B HeM eBpel BUAUT U
YyBCTBYeT He TOJIBKO OfMH M3 aTpUOyTOB KaKOro-
HUOYIb 00bIYAsl, OCBSIEHHOI'O IaBHOCTHIO, HO ellle
UILET KakK Obl BO3HATPAKAEHHS 32 CBOIO IJIAYEBHYIO
uctopudeckyio crtpapmy. OH oboXkaeT My3BIKAHTa
B KayeCTBE BBIPA3UTENISI CBOUX I[OMBICIIOB U
OTHOCHUTCS K HEMY B MOMEHT HCITOJIHEHUSI C TIOJTHON
IpU3HATENBHOCTHI0. Eciu ObI BBl 3aX0TeNU HAUTH
HEPB COBPEMEHHOH >KM3HU, B3AyMasld Obl Y3HATH,
9TO TpelelleT B [Pygd eBpes, CylLIAHTe ero
MY3BIKAHTOB, U Mpe[l BaMH PacKpoeTcs HMEHHO
HACTOSIIUNA MHUP €ero CTpacTed U BOX[eTeHUHU.
1 TeM He MeHee OPKECTPOBBIN MY3BIKAHT eBpeu
[lasieko He obecIieYeH MaTepHaIbHO, ero npodeccust
- He4YTO Ciy4daiiHoe, 6e3 BCSIKOIO MOYTH OTPATHOIO
Oymyuiero.

O6BIKHOBEHHO B MeCTaX €BPEMCKOU OCEIOCTH
BBl OTJIMYUTE MY3BIKAHTOB 10 KOCTIOMY. YHUCTEHBKO
OfleThble, B €BPONEMCKOM KOCTIOME, HEIPEMEHHO B
LIISITIe U COPOYKe, OHM cpady obpamamT Ha cebs
BHUMAaHHeE, €C/IM TaK MOXHO BBIPA3UTHCs, CBOEIO

OJKHUBJIAETCA,

KYJIbTYpHOCTBHIO. Yallle BCero OHM y4daTCsl UrpaTh
Ha MHCTPYMEHTax Yy CBOMUX KOJUIEr; CaMOy4eK
Cpefy HUX IIOYTH HET, a HE3HAIOUWUX HOTALlUU — U
nopaBHo. irpars 6e3 HOT CYMTAETCS Y HUX YyTh JIH
He IpPeCTyIUIEHHMEM, XOTs HallMCaHHOE Ha HOTHBIX
NMHeMKax, 0COOEeHHO Y CKpUIayel U KIapHETHUCTOB,

orchestra leaves the shtetl but the memory of it lives
on in the hearts of the simple-hearted listeners for
months and years since some fragment of a waltz or
a song remains in someone’s memory, passing lip
to lip. Sometimes everyone sings it, everyone tries
to play it on the fiddle—and with different varia-
tions, each one decorating them in their own way.
And finally, the Jewish orchestra reigns supreme
at weddings. A wedding without it is a funeral and
there is not a single poor man who would not (at
his banquet) be moved wholeheartedly by the mel-
lifluous words of the batkhn (badkhen) and poignant
sorres (lament) of the violinist.?

Among Jews, the orchestra has retained a mean-
ing equal to that of an ancient storyteller. A Jew
sees and perceives the orchestra not only as an el-
ement of some time-honored custom, he also seeks
in it a kind of reward for his deplorable historical
ordeal. He adores the musician as a spokesman for
his thoughts and treats him with complete gratitude
at the moment of performance. If you want to find
the nerve center of modern life, if you should won-
der what beating heart palpitates in a Jew’s breast,
listen to his musicians and the real world of his
passions and desires will open up before your eyes.
However, a member of the Jewish orchestra is not at
all economically secure; his profession is erratic and
gives him almost no brighter future to look forward
to.

Musical Education

In the Pale of Settlement you would usually rec-
ognize musicians by their clothing. Neatly dressed
in the European fashion—inevitably in a hat and a
shirt—they immediately draw your attention with
their “high culturedness” (so to speak). They usually
learn to play their instruments from their colleagues
and there are almost no self-taught musicians
among them—Ilet alone people who cannot read

2 AF: Since Lipaev was not Jewish and did not speak Yid-
dish, it is understandable that he sometimes mishears,
misspells or misinterprets Jewish terms (e.g. “batkhen”
instead of badkhn or “gassenegen” instead of gas-nign
since this is how these words are pronounced). For the
purposes of readability and searchability, contemporary
YIVO spellings will be used for Yiddish terms unless oth-
erwise noted.
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CITy>XHUT MHOTHM ITPE/IJION'OM JIMIIb 71T CAMOU SIpPKOH
danTazun. MHe MpULIUTOCH OAHAXKABI HAGTIOAATH 3TO
B Burebcke, Bo BpeMst Urpbl ckpunava. [lepen HUM
pa3noKeHbl OBUIM HOTBI, HO OH M3 HHUX Opan ofHY
TOJIBKO MEJIOAHI0 U CTPOMJI Ha HEW TaKHue Pylajibl,
KOTOPBbIX MHE He MPUXOAUIOCH CIBILIATD U BO CHE.
Mexny mpouuM, mogoOHbBIE APTUCTBI B €BPEUCKUX
OpKecTpax IeHSTCS JOBOJIBHO BBICOKO.

B 60bIIMHCTBE CITy4aeB 06y4aTCsi My3bIKAHTHI,
KaK 5 yXe TOBOpPHWJ, Y CBOMUX TOoBapulled. Ydeba
NPOU3BOAUTCS U TEOPETHYEeCKH, Ha [AOMY, U
NpaKTUYECKH, BOPKeCTpe. YUeHUKHU CTPOrO CIEAYIOT
CHCTeMe W YKa3aHUSIM CBOUX PYKOBOAUTENEH U
HUCKOJIBKO He NPETEeHAYIOT Ha TO, €CIU MOCJIeJHUE
NyCKAIOT B XOJ, CAMbI€ 1eCTIOTUYECKHE pUeMbl. Tak
KaK B eBPeHCKHUX OpPKeCTpax caMylo BHUIHYI pOJIb
UCPAIOT CKPUIMAYU, KIAPHETUCTBI U TPOMOOHUCTHI,
TO HA MX [OJII0 BBIMAgaeT OOJIBLIEI0 YaCThIO H
Oonblllee KOTUIECTBO YYEHUKOB. YIEeHUK HE TOJIBKO
[O/KeH OBbITh TOCHAYIIHBIM B Jiefle O0ydYeHHs
My3bIKe, BCSIYECKU CTapasiCh OTragaTb MaJleHIIuu
HaMeK CBOEro y4uTeslsl, HO OH JIOJIKE€H CTapaThCs
YIOOUTH CBOEMY YUYHUTENIO M OMa, — BOT OTYEr0 OH
BCerja roToB Ha YCJIyT'd, JULIb 6bl BBI3BATH CBOETO
YYUTeNsl Ha BHUMaHUe K cebe, Ha MOXBay. YYeHUK
Urpaer Ha cBafibbax, 6anax, B cafiax, i OOBIKHOBEHHO
yCEepOHO MOACYUTHIBAET AHH, KOraa OyoeT HaKOHeL|
MY3BIKAaHTOM. ObyueHue
BIIDOYEM [IJIUTCSI HEAOJITO0, TPHU-YETBIpe Mecsla,

CaMOCTOATEIIbHBIM

U 3a HHUX-TO y4UTelnb U 006si3yeTcsi BbIpaboTaTh
M3 CBOEro MHUTOMIA YeJlOBeKa C 3JIEMEHTAPHBIMHU
3HAHUSIMU OPKeCTPOBBIX
NPUBBIYEK M BCEX MYAPOCTEN, BECTH MEJIOLHIO,
[laBaTb «BTOPYy», T.e. HIPaThb MapPTHIO BTOPOU
CKPUIKH, AKKOMIAHUPOBATh WU TOALEPXKHUBATH

CBOEro HHCTPYMEHTA,

peYrTaTHUBBI HA KOHTpabace. 3a yueHbe MOIAraeTcs
mwiaTa, Ho camasi MusepHas, 25-30 pybnelt 3a Tpu-
YyeThIpe MecsIa.

ITo oxkoHYaHMM Kypca Y4YeHHUK IMOCTymaeT B
opkecTp. OH SICHO CO3HaeT, OAHAKO, YTO €My
ClefyeT elle MHOI'OMY HAy4UTBbCsS, U IO3TOMY
YIpa>kKHEHUsI €0 Ha MHCTPYMEHTE UAYT U30 OHS B
OeHb MNPEXHUM IMOPSIAKOM. YYeHUKH IOCTyHamT
B OPKECTp B KauecTBe MaNIIUKOB. 3[eCh ClefyeT
3aME€THUTDb, 4qTo BCe
CYLIEeCTBYIOT Ha TOBapHIeCKUX Hayasaax, UiH, Kak
TOBOPSIT CaMHM MY3BIKAHTBI, Ha «KOMIIaHEHCKUX».

eBpelCKHue  OpKeCTpBI

Ivan Lipaev (1865-1942)

music. Playing without sheet music is considered
almost a crime in their milieu, although the thing
written on the musical staff—especially among vi-
olinists and clarinetists—is for many only a pretext
for fancies most exuberant. I happened to witness
it once in Vitebsk during a violinist’s performance.
Spread before him were sheets of music but he only
took the [basic|] melody from them, building upon
it roulades of a kind I had never heard, not even
in dreams. By the way, such performers are valued
quite highly in Jewish orchestras.

In most cases, as I have already said, musicians
learn from their fellows [peers]. They study both
theory (at home) and practice (in the orchestra).
The students strictly adhere to the systems and in-
struction of their teachers and do not protest at all
if the latter resort to the most despotic measures.
Since violinists, clarinetists, and trombonists play
the most prominent roles in the Jewish orchestras
they are usually the ones to have the most students
as well. A student mustn’t only be obedient in his
musical studies (trying to guess the faintest hint
from his teacher), he must also do his best to please
the teacher at home, too, which is why he is always
ready to oblige, seeking attention and praise from
the teacher. A student plays at weddings, balls, and
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EBpe{ieKie OPKeCTPH.
(Ouepkm).
(IIpodnaxenie). .

[Tau He pacmpefensiioTCs Ha paBHble M[OTH, H.
HAlpUMep, [JIsiAsi 1O HWHCTPYMEHTY, CKpHUIad,
KJIApHETUCT U TpOM6OHI/ICT Bcerga pacCHuTbIBAOT
HOJYYUTh 6OJbIIe APYTUX. Xy>Ke BCEX MPUXOAUTCS
6apabanuiyky. OH HHOTAA MaHIIUKOM HE COCTOMUT, a
[IOJIy4YaeT OllpefieJIeHHOE XXalOBaHbe. A MEXMY TEM,
Tpyn bapabaHIyKa faeKo He U3 JIETKUX B eBPEUCKHUX
opkecTpax. B To BpeMsi Kak CKpuIlady BbIBOJUT
YOUBUTEJIbHbIEC «IIUP», KJIAPpHETUCT BbICEKAET U3
HUX CaMble IPUYYAJINBbIE BapUALUHU, & TPOMOOHHUCT
NOJePXUBAeT BCeX MX Ha 6acoBoM ¢QyHIaAMeHTe,
6apabaHIIMK IOTeeT TOrJA HaJ TaKUMH CTyKaMH,
KBUIIMOPUCTHYECKUMHU yOApaMH U TpPENsIMU, OT
KOTOPBIX Ka>XeTCsI COAPOraeTCsi 3eMJIsl U HOTH XOLST
camu coboii. Cnabbiii 6apabaHIIWK — HAKa3aHUE B
OpKecTpe, XOPOILEro Xe 61arocioBasIOT He TOIBKO
caMu UTPOKH, HO U Tojna. Hayio 3amMeTuTs, Bipodem,
4T0 6apabaHIIKK PEIKO OCTAETCSI 110 LOJITY HA CBOEM
IIOCTY, — TaK OH CTPEMHTCSI BCEIO AYLIOK MePEUTH Ha
APYyrodl MHCTPYMEHT U MOCKOpee 3a0bITh MPOLUIOE.
Crnemur e OH 3a6bITb €ro 1nmoTomy, 4TOo Ha HeEro
MY3BIKAaHTBl CMOTPST KakK Ha Mapuio, UM BCSKUU
KOMaH[JyeT U IIOBEJIEBAEeT, OT CAMOI0 MY3BIKAHTa
[0 OUPUXePCKOU >keHbl. [obpora 6apabaHiuuka
[OXHA TMPOCTUPATBCSl OO TOTO, YTO WMHOTAA OH
CTaBUT CBOEMY [AHPHUXKEpPy caMoBap, MOMOTaeT
MY3BbIKAHTCKHM K€HaM NJOHECTHU C pblHKa KOP3UHY C
MPOBU3UEM.
YUCIEHHOCTh  €BPEMCKUX  MY3BIKAHTOB B
OpKecTpax oO4deHb orpa”udena: 12 - 15 yenosek
COCTaBIISIIOT y>Ke 60JIBILION OpKecTp. Bce My3bIKaHTBI
[eNISIT [OXOAbI MO YCJIOBHBIM IasiM, U CBOOOLHYIO
LHEeHy MMET ONHH IIpHUIJIallieHHble B «KOMIIAHUIO»
3a 0OJIe3HBI0 MOCTOSIHHOTO 4JIE€HA, 32 BBIOBITHEM
TAaKOBOI'0 U3 OPKECTpPa 10 KAKUM-HUOYIb IPUIUHAM.
To/NIBKO TOT OpPKECTp CYMUTAETCHA
[loBepre  HAHUMATEN,  KOTOPBIU
«koMMaHelckum». Korma y HaHUMAaTeNnsi XOTSAT
HUMETb IPEUMYILECTBO NepPes APYTrUM, 0OOBIKHOBEHHO
MY3BIKaHTBI OTTOBAPUBAIOT €r0 CCBUIKOM Ha TO, YTO

BHYMIAIOIIUM
30BE€TCA

in the gardens and usually he diligently counts the
days left until he becomes a full-fledged musician.
However, the studies don’t last long; they take three
to four months, during which the teacher must turn
his charge into a person with a basic knowledge of
the instrument; orchestral habits; and all the tricks:
leading the melody, playing sekund (second violin),
and accompanying [or supporting] solo recitative
on the double bass. The students must pay for their
instruction, but the price is most meager—25 or 30
rubles for three or four months.

The Kompaniya

Having completed the course, the student enters
the orchestra. He is fully aware, though, that he still
has a lot to learn so his exercises continue in the
same manner day after day. Students enter the or-
chestra as “shareholders.” It is worth noting that all
the Jewish orchestras are based on the cooperative
principle, or, as the musicians themselves call it, the
“kompaniya” principle.® The shares are not equal and
depend, for instance, on the instrument. The violin-
ist, the clarinetist and the trombonist always expect
to receive more than the others. The drummer has
it the worst. Sometimes he doesn’t get a share but
instead receives a fixed salary. Yet the drummer’s
work in a Jewish orchestra isn’t easy at all. While
the violinist leads the wondrous shir,* the clarinet-
ist strikes the sparks of the most fanciful variations
from it, and the trombonist sets them upon the
foundation of the bass, the drummer is sweating
over such a rattle of acrobatic tattoos and trills that
seem to shake the earth and make the feet move by
themselves. A weak drummer is a curse of the or-
chestra, whereas a good one receives blessings not
only from the musicians but also from the crowd.
It is worth noting, though, that the drummer rarely
remains in his position—so ardently eager is he to
switch to another instrument and forget his past at

3 CRC: See Feldman, Klezmer: Music, History, and
Memory, Chapter 3, pp. 117-121 (London: Oxford Uni-
versity Press, 2016).

4 AF: When Lipayev describes the violinist playing a
shir, it is clear that he has not misspelled sher, which ap-
pears correctly later in the text. I believe he means the
ancient Hebrew word shir - a song, a chant.
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y TaKOTO-TO OPKeCTp He «KOMIIaHEeHWCKHI», COCTOUT
M3 HAeMHBIX MY3BIKAHTOB. DTO [OCTATOYHAS yXKe
NPUYKMHA [JIs1 TOTO, YTO6BI HAHUMATETh CPa3y OTAAI
IpeAnoYTeHHE EPBBIM MPe] BTOPBIMH.

B nene npuobpereHus 3apaboTka He3aMEHUMYIO
yCIyTy e BpEHCKHUM OPKECTPaM OKa3bIBAIOT OATXEHBI.
OT HHUX 3aBUCHAT OJIeCTsIIINE YCIIEXU BCET'O OPKeCTpa
BatxeH - 3TO CBoero popa
oparop, 6e3 KOTOPOro, mo o6sIYa, He OOXOLUTCS
HU ofHa cBanabba. BaTxeH, 6rnaromaps cuie u aapy
CBOET0 KpacHOpeYHsl, CO3/1aeT HACTPOEHHE KEHUXA,

U ero AOOoXOOgHOCTb.

HeBeCTbl, UX POJCTBEHHUKOB U MUPYIOIIUX, U ero
peKOMeHfalus TOr0 HWJIM HHOTO M3 OPKEeCTPOB
NpPUHUMAaeTCs K CBeJIeHUIO IIpesKae Bcero. barxeH u
OPKeCTp — UTO-TO Hepa3pbIBHOe. BaTxeH NIpoU3HOCUT
peub, BEI3bIBAET YyBCTBA, CJIe3bl, pafoCThb U IUISCKY,
a opkecTp o06si3aH MOAgEpPKAThb
CIY>KHUTb BbIpa3WTeIeM ero CJI0B, U BbIpa3uTesleM
BIOXHOBEHHBIM. BaTXeH - IO4YeTHOe JIUIO, CBOErO
poza CTOJI BCSKOM CBagbObl, OPKECTP Ke BMECTE C
HUM paboTalIni - MaTepHasl, U3 KOero OH yepraer
BOOXHOBeHUe. Peup IIOAXBATHIBAETCS
CKpUIIAaYOM HJIM BCEM OPKeCTPOM, W BCJIe[ 3aTeM

€ro JIOTHUKY,

6aTxeHa

CTIBILIATCS UM PBIAAHUS 33 XKUBO 3a[€TON NEBYILIKH,
BBIXOMSIIIIEN 3aMy’K, WJIM CaMOJOBOJIBHBIM B3IJISN
>)KEHMXa Ha CBOMX ToBapwuiueid. BarxeHn Onm, us
3BeHuropogku Kuesckol ry6., 6bI1 BelIUKOIEIEH
CBOEI0 HEOTPA3UMOI0 yOEAUTENbHOCTBIO, U €ro
OpKEeCTp CYUMTAICS OOHHUM K3 O6OraTeduux u
CIaBHEMIINX. DM CO CBOUM OPKECTPOM TI'peMen
0 BCEM MeCTeukKaM €eBPEUCKOU OCEeOJIOCTH, U
OOCTAaTOYHO OBIIO CKa3aTh DM, 4TOOBI CBagbba
Obl1a TOTAA-TO, KaK BCE JeIaJI0Ch B YTOAY €MY TOYHO
o uyybeMy BeneHuwo. OH mepeesskan U3 rybepHun
B I'yOepHHUIO, 32 [BECTH, TPUCTA BEPCT, TSIHYIUCH 32
HUM U €r0 MY3bIKAHTBI, HO 3aTO OHU ObUIH YBEPEHBI
U B OTJIMYHOM 3apaboTKe.

[TocMOTpUM Temepb, YTO 3TO 3a 3apabOTOK.
EBpelickue cBagbbbl, Ha KOTOPBIX MPUXOJUTCS
UrpaTh My3BIKAHTaM, COBEPINAIOTCS
4acThIO B JIeTHee BpeMsi. He6oratomy kiaccy nerto
BCEro JIydllle, TaK KaK He HYXHO AJisi CBameGHOro
o6bluasi CHUMAaTh MMOMELIeHUs] U U3 AYLIHOM XaTbl
NpHsITHeE BBIUTH U MIONMMPOBATH HA CBEXKEM BO3[YXE.
OnpeneneHHOM IUIaTBl Y €BPEMCKUX MY3BIKAHTOB
He nonaraetrcs. OHM OepyT ¢ KaXkAOro TaHia, — 3a
IPOBOJIBI )KEHMXA U IPOBO/BI HEBECTHI OTHENIBHO, UX

6omblIen

the soonest possible moment. And the reason why
he hastens to forget it is because the musicians treat
him like a pariah, everyone dominates him and or-
ders him around—from his fellow musicians to the
conductor’s wife. The drummer’s kindness has to
extend so far that sometimes he kindles the samovar
for his conductor and helps the musicians’ wives to
carry baskets of food from the market.

The number of musicians in a Jewish orchestra
is very limited: 12 to 15 is already considered a large
orchestra. All the musicians divide their earnings
into conventional shares; [and] the only people who
can name their own price are those who have been
invited into the kompaniya because a permanent
member fell ill or quit the orchestra for some rea-
son. Among patrons, only the orchestra known as
a “kompaniya” is seen as trustworthy. When one or-
chestra wants to gain an advantage over another in
the eyes of a patron, the musicians usually dissuade
him by saying that such-and-such orchestra is not a
kompaniya, because it consists of hired musicians.
This in itself is enough of a reason for a patron to
prefer this orchestra over that [non-kompaniya]
one.

The Badkhn

When it comes to earning money, it is the bad-
khns®> who are of invaluable help to the Jewish or-
chestras. The dazzling success and the income of
the whole orchestra depends on them. The badkhn
is in a way an orator without whom (as custom has
it) not a single wedding can happen. Thanks to the
power and skill of his eloquence, the badkhnn cre-
ates the mood of the bridegroom, the bride, their
relatives and guests at the feast, and it is his rec-
ommendation of this or that orchestra that is taken
into account above all. The badkhn and the orches-
tra are something of an inseparable entity. The bad-
khn gives a speech, arouses emotions, tears, joy and
dance, while the orchestra must support his logic
and serve as the expresser of his words (and an in-
spired one, too). The badkhn is a respected person,

5 CRC: In the original Lipaev writes batkhen, pre-
sumably a literal spelling of how he heard it. For
readability, we have chosen to use instead YIVO

standard badkhn.
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EiBpeiickie opxecrpi.
(Ouepks).
(UIpodosxcenie).

POACTBEHHUKOB M IHUPYIINX Ha CBajibbe — TakKe
otmenbHo. 3a TaHen miaturcs 10 Kom., 3a TaHel|
BOCBMH [I€BYILIEK, «iep», — 40 KOI., MpUYeM OfHA
M3 HUX He IUIATUT HUYEro, MOTOMY 4TO YHCIUTCS
cbopuiuiei. 3a MecHU, pa3HOI'0 Pofa CHelUalTbHbIe
daHTazuu, paspIrpbiBaeMble BO BpPeMsi CBafeOHOIO
obema WM YXHHA, OEHbIH COUPAIOTCS CO BCeX
IPUCYTCTBYIOIIUX. [l0 OKOHYAHHM UIPHI BCe
3apabOTaHHOE NENUTCS Ha BCIO «KOMIIAHHIO» II0
YCIIOBIIEHHBIM HasiM, ¥ B UTOTe 3a Beyep MPHUAETCS
mo 1 p, mo 2 p. 50 k., a mpu ny4ymem 6aTxeHe
Be4YepOBOH 3apabOTOK MOXeT JOUTH Aaxe [0 5 p. U
6onee. BaTxeHbI B GOJBIIMHCTBE Cy4aeB MOIYYAOT
3a BCe OT[eJIbHO, ¥ TOJIbKO HEMHOT'HE U3 HUX BXOAST
B [esio ¢ My3blKaHTamMu. Ho nHoe feno Ha cBagp6ax,

TOPXXKECTBEHHBIX [HSX, 6anaXx B HeeBPEUCKHUX
pomax. Tyr ycnoBuss MeHSIOTCS. My3bIKaHTHI
psiMO Ha3HayaloT IMPOU3BOJIBHYIO IIJIATy U

WUT'PalT CTOJIBKO, CKOJIBKO 3axXOo4eT HaHHUMAaTellb.
Yaie Bcero 3apaboToK U 3[eCh He MpeBbImIaeT 2-5
pybneii. B crapoe BpeMsi HCHOJIHEHHE €BpPEHCKHUX
My3BIKaHTOB OIUIaYMBaroCh O4YEHb BBICOKO. He
ObUIO MelleHaTa, 6OraToro reTMaHa, MOMELIUKA,
KOTOpble He HMeNnu Obl e€BpPeHCKOTo OpKecTpa H
He IUIaTUIU OBl eMy rpoMajaHbIXx feHer. CTOHUT
BCIIOMHUTHh XOTs OBl IIeApocTh IloTeMKHHA,
[Toroukux. Temepp e eBpelcKHe MY3bIKAHTBI
camoe 6osbiuee, ecnu 3apaboralor B Mmecsi 20-30
pybsel, 4TO MOXKET YAOBIETBOPSATH JIULIb CAMBIM
CKPOMHBIM >KM3HEHHBIM IOTPeOHOCTSIM. A MHOrAa
TaK MY3bIKaHTaM MPUXOAUTCS CUAETH CJIOXKA PYKHU
10 LIeJIBIM MecsIaM.

CnpammuBaeTcs,, KakoOB K€ XapaKTep MY3bIKU
B €Bpe’cKuxXx opkectpax? YTo oHU wHrpawT?
XapakTep MY3bIKM B €BPEeHCKHX OpKecTpax yalie
BCEro 3aBUCUT OT TOrO, CpeAu KaKoOM HalUWuHu
NPUXOAUTCS >XUTh My3blKaHTaM. Tak, He MaJo
BIUSHUS OKaszajma Ha HUX [lonpma u YkpaiiHa:
B TaHUoBal1bHbIX ¢opmax - [lonpma, JIutBa, B

a sort of pillar of every wedding, while the orches-
tra working with him is the material from which he
draws his inspiration. The violinist or the whole or-
chestra picks up the badkhn’s speech, and then one
can hear either the sobs of the deeply moved girl
who is getting married, or a conceited look that the
bridegroom casts at his companions. Badkhn Ely of
Zvenigorodka in the Kiev province was marvelous
in his irresistible convincingness and his orchestra
was considered to be one of the richest and most
famous. The fame of Ely and his orchestra resound-
ed in all the shtetls of the Pale of Settlement, and
if Ely said that the wedding should take place on
such-and-such day, everything was arranged to suit
him as if by magic. He traveled from province to
province, covering two or three hundred miles and
his musicians trailed after him—but they could be
assured of a good income.

Let us see now what kind of income it was.
The Jewish weddings at which the musicians play
mostly happen in the summertime. Summer suits
the poor class best since one does not have to rent
a place for the wedding ceremony, and it is more
pleasant to come out of the stuffy hut and have a
feast in the open air. Jewish musicians do not have a
fixed price [for the whole wedding]. They charge for
every dance: the seeing-off of the bride and groom
is paid for separately, as well as the seeing-off of
their relatives and guests.® The price of a dance is
10 kopecks; the price of the eight girls’ dance (the
sher) is 40 kopecks; [and] by the way, one of these
girls doesn’t pay anything because her function is to
be the money collector. Payment for songs and var-
ious kinds of special “fantasies” played during the
wedding dinner or supper is collected from every-
body present. When the performance is over, all the
earnings are divided between the whole kompaniya
according to the conventional shares; each of the
musicians receives one, or two and a half rubles for
the evening. With a better badkhen, the evening in-

6 CRC: This note comes from Isaiah M. Pulner’s ethno-
graphic work The Jewish Wedding Ceremonies (in Russian,
1941) by way of Evgenia Khazdan: “[There was] a separate
wedding procession for the groom (which went to the kh-
upe first), and then for the bride. Each one was accompa-
nied by klezmorim.” Likewise, the inlaws were “seen off”
from the wedding feast, escorted home by klezmorim.
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neceHKax 06bIeHHOT0 Kpyra - YkpaiHa. Ho fymars,
YTO TOJIBKO 3TU TPU HALMOHAIBHOCTU BCELENIO
BBIpAbOTaIM XapaKTepHble OCOOEHHOCTH MY3BIKH
€BPEMCKUX OPKECTPOB, ObUTO 6bI OMIH60YHO. B Hee
SKUBUTENBHBIM KJIIOYOM BJIMJIUCH 3BYKU BOCTOKA,
Pymbiaun u Bamaxuu. Ecnu ke BBl BCylIaeTech
U pas3bepeTech B My3bIKe €BPEHCKHUX MYy3bIKAHTOB
[leTaIbHO, TIOUMETE eI PUTMHYECKOE, METIOJUYECKOe
pas3BUTHE, TO [OJDKHBI OymeTe — B KOHI[€ KOHIIOB
- IPUATH K BBIBOAY, YTO BCE Yy>XXKe3eMHBIe YepThI
IIOCTENEHHO CJIUBAIOTCS B HEW B OOHO CTPOMHOE
1esoe, nepepabaThIBAIOTCS B HAPOLHOM €BPEHCKOM
YyBCTBE M [ylle, TOYHO B TOpPHUJIE, M BBIXOAST
COBEpLIEHHO  OOHOBIEHHBIMU,  YTPATHUBLIMMU
npeXHHe OCOGEHHOCTH U MPUOOPEBIUMMH 3aTO
crequPUIECKUN  HAPOLHO-EBPEUCKUU
EQUHCTBEHHO 4YTO eIle OCTaeTCs HHOIJa Majo
TPOHYTBIM, 3TO NIECHU «BYJIEX», T.€. BAJIALICKHE, HO U
OHU B KOHIIe KOHI[OB JIeJIAI0TCS] HEy3HaBaeMbIMU.
[ns 3HaKOMCTBa C MY3bIKOM €BpPeNCKUX
OPKeCTPOB JIy4Lile BCErO B35ITh HEOOIbILINE MEJIONH,
COpp3C, HCIOJHsSEMble CKPHUIIAYOM B JIeHb XYII9,
T.e. B JIeHb CBafbObl, KOT[A >XKEHUX HabpachIBaeT
Ha HeBecTy mOKpbiBago. DOHOM B3TUX COppAIC,
VMHaye Ha3bIBaEMBbIM «be3elleH», CIYKUT GOJIbLIEIO
YacThI0O aKKOMIIAaHEMEHT B [Ba-TPHU aKKopjaa Ha

OTTEHOK.

TPE3BYYHAX TOHUKHU, CyOLOMUHAHTHI ¥ [OMHUHAHTHI,
OOBIKHOBEHHO YCHUIMBAEMBIX BCEMU OPKECTPOBBIMU
UHCTpyMeHTaMu. CKpUMad UT'PaeTePBEHCTBYOIIYIO
posib. B ero Menoausix BBICTYIAeT U BCSI PUTMHUKA,
Ype3BbIYAWHO HEOXHAAHHAs MO0 CBOMM 060poTam
¥ Meau3MaM, M BCe MeJIOMUYEeCKHe CJIagoCTH,
CMeIIaHHbIe C IPYCTHOBATHIM YyBCTBOM MHHOpPA, U
BCe KafleHLO0OOpa3Hble XO[Abl PacIpOCTPAHEHHOTO
BUAa. B 9TUX cOppac BakHYH CTOPOHY HMeEET
Bcerga WcnonHeHue. MM Heob6XoouMo
NpUOATh XapakTep, HaIlMOHAIbHYIO
OKpACKY, B IPOTUBHOM CJIy4ae — COPPAC BBIUAET He

camoe
0CO6BIN

TOJIBKO MEpPTBOM, HUYero He TroBOpsIlel, HO U He
TUNUYHOU. HacKoIBKO UCIIONIHUTENIb MHOTO3HAYYI]
B COPPAC, MOKHO 3aKJIIOYUTh U3 TOTO XOTs OB, 4TO
0603HaYeHUS TEMIIOB B HUX He NPaKTHUKyeTcs], H60
OHM CYMTAIOTCS CTOJIb MOMYJSPHBIMH, YTO CKpUIMAy
y>Ke caM JI0JDKeH

[OrafbIBaThCS U 3HATh, B 4€M TyT festo. Kak Ha onHy
M3 BUJIHBIX YACTHOCTeM coppac, cllefiyeT yKa3aTh Ha
obuire B HUX MUHYTaMH IPSIMO-TaKH HEYJOBUMBIX

come can even reach five rubles and more. In most
cases the badkhen receives a separate fee, and only
a few of them go shares with the musicians. Wed-
dings, celebrations, and balls in non-Jewish homes
are a different story. Here, the conditions change.
Musicians name an arbitrary price straightaway and
play for as long as the patron wishes. Usually, the
earnings here amount to 2 to 5 rubles as well, not
more. In the old times, the performance of Jewish
musicians was very highly paid. There was not a sin-
gle art patron, wealthy hetman, or landowner who
did not have a Jewish orchestra and didn’t pay them
enormous amounts of money. It suffices to recall the
generosity of Potemkin or the Potockis. Now Jewish
musicians earn 20 or 30 rubles per month at most,
which can only satisfy the most modest needs, and
sometimes they are out of work for months.

Nature of the Music

Let us ask: what is the nature of the music of the
Jewish orchestra? What do they play? Most often,
the nature of music in the Jewish orchestras de-
pends on the nation in which the musicians live. For
instance, Poland and Ukraine have influenced them
considerably: Poland and Lithuania in the songs of
daily life, and in the genres of dance music, Ukraine.
However, it would be wrong to think that only these
three nations are completely responsible for de-
veloping the characteristic features of Jewish or-
chestral music. Sounds of the East, of Romania and
Wallachia, have flowed into it like an invigorating
stream. If you listen carefully and analyze the music
of the Jewish performers in detail, eventually you
will have to conclude that all the foreign features
in it gradually melted together into one harmonious
entity; they were processed in the Jewish folk feel-
ing, the Jewish soul, like in a crucible, and came out
completely renewed, having lost their former pecu-
liarities and gained a specific Jewish folk color in-
stead. The only thing that sometimes remains more
or less untouched is the vulekh (i.e. Wallachian) song
genre, but even it eventually becomes unrecogniz-
able.

In order to become acquainted with Jewish or-
chestra music, it is best to take short melodies—sor-
res (laments)’—which the violinist plays on the day

7 AF: The meaning of Lipaev’s usage of the term “sor-
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EBpeiickie oprecrpsi.

(Ouepxs).

(Oxonuaxie).
Pa3JIUYHBIX MeJIOAUYeCKUX YKpalleHuH,
IIPOU3BOJIBHO HAHU3BbIBAEMBIX CKpullayamu. B

HUX 6ONBLION mpocTOop PpaHTa3UU U BHUPTYO3HOMY
yMeHHI0 urpatoinero. OH TO JapUT Bac TPUIITIEPAMHU,
TakXke  BecbMa  OOWJIBHBIMH B  €BPEHCKOM
MYy3bIKE, TO HeOTbEMJIEMBIMHU B
HeH, TO TOJIOBOKPY>XXUTEIbHBIMH MaccaxkaMu U
pa3NUYHBIMUA  KYHCTLITIOKAMHU Psnom
C IWIMPOKOW KaHTHUJIEHOW, CHycKaloluehcsi uepes
IJIMCCaHIO0 Ha apleakKUH, CKpUIlay BAPYT HAYHUHAET
BBICEKATh U3 CBOETO HHCTPYMEHTA COTHU OMCEPHBIX
HOTOK, pa3pacTalollvXCsl B MOTOK 3aMHUpPAaHUU H
croHa. Ho mpu BceM TOM, B MeIOUsIX 00s13aTeIbHO
[OJIXKHO TMPOCKAIb3bIBATh XAJIOOHOE YYBCTBO; Ye€M
6osbllle ero, Y4eM OHO CH/IbHee HauMHAeT BOJTHOBATh
clyumiaTened, TeM M HCKYCCTBO CKpumadya u
JOCTOMHCTBO CAMOW MY3bIKH CTAHOBSITCSI BCE BBILIE
U 3HayuTeNnbHee. M3 Bcero aToro Jjerko IIOHATD,
CKOJIBKO CKpBIBA€TCSI B COPP3IC CaMOOBITHOTO,
CBOET0, HEMOCPEICTBEHHOTO U IMPHUCYIIErO TOJIBKO

TJIMCCAaHIAMHU,

CMbIYKa.

eBpessM. Ckaxy Oosbllle, B COPp3C OTPa3UIIUCH
BCe JIy4ylllMe HafeX[Abl M CTpajfiaHus eBpeHCKOH
HAPOJHOCTH, U HYKHO TOJIBKO 3KeJlaTh, YTOOBI 3TU
JKHBbI€ INaMATHHUKHW HApOAHOTO TBOpYeCTBAa HE
npornanu 6eccrieqHo.

Becenoe HacTpoeHuMe MY3BIKM  €BPEHCKUX
OpKeCTpoB sipye BCEro CKa3aJjoch B TaHLAx
«urep», B HEKOTOPBIX MeCTax Has. ¢peraxc,

CKOYHO M «TracCCeHereH», ciyxXallux AOJjid IMpOBOAOB

0 [OMaM TOCTeH, MNHUPOBABLUIMX Ha CBagbbe.
Oco6eHHO NIOGOMBITHBI «IIep», Iie MY3bIKa JIbETCS
CBOGOJIHO, JIETKO, TPALMO3HO, OBICTPBIM TEMIIOM,
InogMbIBalOIIIMM HOTI'U. B «1mep» 3BYKH MYaTcCAa
HeNpepbIBHO, B BapHalMOHHOM ¢Qopme, HHOrAA
LebIl yac U 6oJiee, — TaK yBIEKATENBHO NEHCTBYET
3TOT TaHel AeByulek. Ho Kak U MOBCIOAY y eBpees,
«11ep», HECMOTPsI Ha CBOe OBICTPOE ABUXKEHHE, Yallle
BCero uaet B MuHope. «Illep», «CKOYHO», U «COPPIC»

HanboJiee TUITMYHbBIE IPENCTABUTENIN CBOEOOPA3HOU

of the khupe, i.e. the wedding day, when the bride-
groom throws a veil over the bride’s head. The back-
ground of these laments (it is also called bezetsen [ba-
zetsn| is most often a 2 or 3-chord accompaniment
consisting of tonic, subdominant, and dominant
chords, usually reinforced by all the orchestral in-
struments. The violinist plays a predominant role
here. His melodies present all the rhythmic struc-
ture (extremely unexpected in its turns and orna-
mentation); all the melodic sweetness (mixed to-
gether with the somewhat sad feeling of the minor
scale); and, all the cadence-like movements of the
common kind. In these laments the performance
itself is always important. It is necessary to imbue
them with a special feeling—a national color—oth-
erwise the laments will come out not only dead and
meaningless but also non-typical [for the style]. One
can see how essential the performer is from the very
fact that there are no tempo markings [in the sheet
music|, because laments are considered so popular
that the violinist is expected to guess and know it
all himself. One of the prominent peculiarities of
laments that is worth noting is the occasional abun-
dance of various elusive melodic embellishments
that violinists thread together at will. They offer
great scope for the performer’s imagination and
virtuosity. He sometimes presents you with trills
(which are abundant in Jewish music), sometimes
with glissandos (which are an integral part of it),
sometimes with breathtaking passages and various
tricks of the bow. Just after a wide cantilena that
descends via glissando into arpeggios, the violinist
suddenly begins to strike hundreds of little bead-

res” is unclear. When he writes about melodies of yearn-
ing and lament he calls them sorres. The most obvious
guess is that he heard the word tsores (trouble, misery)
from his informants, who might have used it to de-
scribe the lamentable situation / state of mind that this
type of melody expresses... and he took it for the name
of the musical genre itself. Or maybe in some region the
word tsores was actually used by klezmorim to refer to
this kind of melody? It is possible that these melodies
could belong to the genre referred to as veynendiks. Wal-
ter Zev Feldman aptly translates the term as “lament” in
his work, and to avoid confusion over an unfamiliar and
unverifiable usage, the choice has been made to replace
sorres with lament(s) in the text that follows.
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OPKeCTPOBOM U COJIBHOMN MY3BIKH eBpeeB. FIMeHHO B
3TUX TPexX MPOAYKTAX HAPOJHOIO TBOPYECTBA CMeHA
HACTPOEHUN CKa3ajach W Haubojee CHUIBHOU U
BepHOU. Kak B coppac, CKOUHO, TaK U B IIepe, TEMIIBI
He 0603Ha4YeHbl, 3aBUCIT B GOJIBLIMHCTBE CITy4aeB
OT JIMYHOW CKJIOHHOCTU M BKyCa HUCIOJHUTENEU U
NUPYOIIMX, TIPUHUMAIIINX yYacTHe B TAHIAX.
Cpenu eBpeeB My3bIKaHTOB BBl HE MQJIO BCTPETHUTE
CaMOOGBITHUKOB-KOMIIO3UTOPOB. [TMcaTh4TO-HUOY b
- 3TO TOPAOCTB €BPEMCKOr0 My3BbIKaHTa U TOM CPefibl,
B KOTOPOW OH >XHUBeT. He MeHbIIeH TOpPAOCTBIO
cynTaeTcs U 66ITh BUPTyo30M. Hacrosimuii BUpTyo3
€BPEHCKOro OpKecTpa mopaxaeT OerocThi0 CBOUX
nanbieB. Ero Moxer 3acnymarbcst m11060H CTpOru
u HpI/I,E[I/Ip‘-II/IBbII\/lI LHEHWUTEJIb, 4 B MOTOMCTBAaXx OHH
co3palT cebe HeyBsimaemylo ciaBy. Komy, crmporry
s, HEU3BECTHO B €BPEHWCKOM Hapojie UMs BUPTYy03a,
«IefyLepoM»,
IpeBHe €BPEeNCKHM CJIOBOM - HECpPaBHEHHOIO,
eIUHCTBEHHOr0, YyqHOro? Bce 3HalOT «memyuepa»,
BCEM OH [popor O6bT1 U J0o6e3eH B KadecTBe
BBIPA3UTEJsI BCErO Jy4IIero B OBITOBOM MY3BIKE.
[TonynsipHOCTh €ro HACTOJNIBKO ObUla CHJIbHA B
Maccax, 4To bepaudeBckoro ckpunada XoJ0AeHKO,
yMeplIiero 75-TH JIeT, eBpeHCKUM Hapop >Kajlen U
XOPOHUJI, He 3Has JasKe 32 TAKOBOTI'0, @ 38 «IIeiyLiepar.

INpO3BaHHOI'0 OJHHMM pPaBBHMHOM

O «mepyuepe» XOOWIM U CKIagbIBaIUCh IieJible
JIeTeH[bl, UMsI €T0 IOJIBeKa OBIIO Y BCeX Ha yCTax. DTo
OBIJT HAPOJHBIA FepON-apTHUCT, BO BCEM 00sI3aHHBIN
CBOMM Te€HHAIbHBIM CHJIAM, LEHUBLIMH 60JbIie
BIOXHOBEHMe, HeXelH Harpangy. Ero BeIIHCBIBaIH
He TOJBKO B OTHAJIEHHble TYOEepHUU, & U B UyKHe
CTpaHbl, Harpaxpaas BCeM, YTO ObUIO HOPOroro B
ooMe, TUIIb OBl OH 0CYACTIUBHUII CBOEI BOJIIIEOHON
urpoit. «Ilemynep» 4acTO COBEpPIIEHHO YyXXAAJICS
JIeHeT 32 CBO€ UCKYCCTBO, ¥ TOIjA TOJIOBKA rprda ero
CKPHIIKU yKpallaaach WIN CTAPUHHBIMU MOHETAMH
WIM [paroleHHbIMH KaMHsAMU. «[lemyunep» mocTur
amoresi CBOeM cjaBbl He OLHUM AapOM He OT MHUpa
cero, HO ¥ TPyAONI6UEM, — OH 0 CAMOH CMEpPTH He
mepecTaBaj UIrpaTh T'OJOBOJIOMHBIE YIIPa>kKHEHHUSI.
I pyroi nomynsipHsld cKkpumnay, CTeMIeHsp, nonan B
pomansl. «[legyep» He oCTaBUJI HAM Y4€HHUKOB, HO
NOCTOMHBIM HAaCJIeMHUKOM, HAllOMHUHAOLIIUM €ro,
Tenepb cuuTaercsa A. Ilonmemyk, XOTs MeXAy HUMU
U CyIIeCTByeT OIPOMHAasl pa3HHULA: «IlefyLep» BCIO
SKM3Hb OCTaBaJICs U YMep caMO6BITHUKOM, [Tomemniyk

like notes from his instrument, notes growing into a
stream of fading, moaning sounds. And there must
always occur a mournful feeling in these melodies;
the more there is of it, the more it moves the lis-
teners, the greater and the more important the vi-
olinist’s art and the value of the music itself. It is
not hard to see how many of the original, individual,
ingenuous characteristics of Jews [only] are hidden
in laments. And more than that, laments reflect all
the best hopes and sufferings of the Jewish people,
and one can only wish that these living monuments
of the folk creativity would not vanish.

The Joyful mood of Jewish orchestral music is
best seen in such dances as sher, which in some plac-
es is called freylekhs, as well as in skochno [skotshne]
and gassenegen [gasn nign| that are performed to see
the guests off after the wedding banquet. The most
curious genre is sher, in which the music flows free-
ly, lightly, gracefully, in a quick tempo tickling the
feet to dance. The sounds of a sher rush incessant-
ly with variations, sometimes for a whole hour or
more—this is how enthralling this girl’s dance is.
But as happens in all Jewish music, sher (despite its
fast movement) is most often encountered in minor.
Sher, skotshne, and laments are the most typical
representatives of the peculiar orchestral and solo
music of the Jews. It is in these three creations of
folk art that the mood change proved to be most
powerful and true. In sher, as well as in the lament,
and skotshne there are no tempo markings. In most
cases the tempo depends on the personal inclina-
tion and taste of the performers and the guests who
take part in the dancing.

Compositon

Among Jewish musicians you will see many in-
dividual composers. Composing something is the
pride of a Jewish musician and of his milieu. No less
a source of pride is being a virtuoso. A real Jewish
orchestra virtuoso has astounding finger dexteri-
ty. Any strict and fastidious connoisseur listens to
him spellbound and he earns imperishable fame in
generations to come. I will ask you, who among the
Jewish people does not know the name of the virtu-
oso nicknamed “Pedutser” [by one rabbi], an ancient
Hebrew word that means incomparable, unique,
and wondrous? Everybody knows “Pedutser.” He
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>)Ke CIBIBeT M 3a TPeKpacHOro OpPKeCTPOBOTO
My3BIKaHTA.

[ToMrMO BHPTYyO30B-CKpUINadel, B eBPeHCKUX
OpKecTpax, Kak s y>Ke OT4acTH B CBOeM MecCTe U
YIOMHHaJI, €CTb BUPTYO3bI-KJIAPHETHUCTHI, & NHOTA
BCTpeYalTCsi TPybadyn u TPomMOOHHUCTEL. OgHAKO
WX pOJIb  OTPAaHUYUBAETCS  BTOPOCTENEHHBIM
TPYLOM B OpKecTpe, H JIHIIb KJIapHETUCT
BBICTyIIa€T C CaMOCTOSITEJIbHBIMU «BbIXOJOKaMM»,
roBOpsi My3bIKAaHTCKMM cyioroM. Kpome ckpunku
M KJapHeTa, OCTaJbHble HHCTPYMEHTBI CIIy>KaT
HIn (l)OHOM i HUX, WJIW aKKOMIIAHHUDPYIOT UM,
Hamp., B coppac. OTcioga He TPyAHO KOHEYHO
AOTrafgaThbCsl, YTO aKKOMIIAHEMEHT JOBOJBHO YacCTO
nepexogjuT B pe€dYUuTaTuB, HMHOTI'LA Me)'IOJlI/I‘{eCKI/Iﬁ
peYUTaTHB, UHOTHAA B PEeYUTATUB secco. OcobeHHO
nomo6Hasi MaHepa akKKOMITAHHPOBATh HAOTIOAAETCS
y  eBpe’CKHX
COCTAaBNSIOIIMX aHCcaMOIb W3 MEPBOM U BTOPOU
CKPHUIIOK, BUOJIOHYENH U UuMbanoB. EBpelickue
KBapTeThbl HE UMEIOT CaMOCTOSATE/IbBHOI'O 3HAYEHN I,
y BeHrepleB, HO
MaHepa eBpPeWCKHX MY3BIKAHTOB — OPUTMHAJIbHA U
npeecTHA.

51 yke roBopunm 4YyTb M He O IIOTOJIOBHOM
CKJIOHHOCTH €BPEeUCKHUX OPKECTPOBBIX MY3BIKAHTOB
K KOMIIO3UTOPCTBY. B 11060M eBpelCKOM MecTedKe
YepThl OCEIJIOCTH BBl HaW[eTe OJHOrO-[IBYX
COUMHHTENIeH, MULIYIIUX, pa3ymeeTcs, Kak Bor Ha
Ayuy noaoxurt. MHoe geno «nepyuep» Xo0I0[eHKO.
Y Hero, B u3faHuu kueBckoro KopeiiBo, HaneyaTaHo
OBUIO HECKOJIBKO CKPUIMUYHBIX Ma3ypoK U MEJIKUX
NbeC, HO I'JIaBHbIEe ero MPOU3BeIeH s, K COXaJIeHUIO,
XOHAST B pyKOIIUCSIX. MHe IPUIIOCH TI03HAKOMHUTBCS
C HECKOJIBKUMU €ro pyKOIHCHBIMU CKPUIHUYHBIMU
KOHLepTaMy, CaMUMH MY3bIKaHTaMW HAa3BaHHBIMU
«eBPEUCKHUMH», U s MPOCTO OBUT TOpakeH HX
HapOAHOCTbI0. HaluoHanbHbBIE YEpPTHI CKBO3ST B
KOHIlepTax
XonogeHKM B KaXaoM TakTe. BcmarpuBasice u
BCIIyIIMBAasiCh NpPUCTaJbHee B HHUX, BBl 3aMeTHUTE,

KBapTE€TUCTOB, O6bIKHOBeHHO

OHM 3aMMCTBOBaHBbI camMas

9TO KOHIEepPThl XOJIOLEHKH HHU 6ojiee, HU MeHee
KaK YBeJIMYeHHbIE BO BCEM COPPACHL. JINIb MHOrA
OH 3axoguT B nebpu cBobGomHOW aHTA3UM, U,
CTECHASCH KaK OBl COOCTBEHHOM CKJIOHHOCTH K
06111e-My3BIKAIBHOMY, TOTYAC K€ CHOBA IEPEXOLUT
B pOACTBeHHYIO eMy cdepy. KonuepTsr XononeHku,

was dear and welcome to everyone as a living ex-
pression of all the best things in daily musical life.
His popularity with the people was so strong that he
(a Berdichev violinist named Kholodenko who died
at 75) was mourned and buried as “Pedutser,” for the
Jewish people did not know his real name. Legends
were made up and spread about Pedutser, and his
name was on everyone’s lips for half a century. He
was a folk hero musician who owed everything to
his own genius and valued inspiration over reward.
Not only people from faraway provinces, but even
those from other countries would send for him, ea-
ger to give him all the precious things in the house
if only he would bestow his magical performance
upon them. Pedutser would often completely reject
payments for his art and then the scroll of his vio-
lin would be decorated with ancient coins or gems.
Pedutser reached the peak of his glory not only due
to his unearthly gifts alone but also due to his hard
work; he never stopped playing intricate exercis-
es until his dying day. Another popular violinist,
Stempen [Stempenyu], got into a book. Pedutser
did not leave any disciples, but there is a musician
reminiscent of him who is now considered his wor-
thy heir—A. Poleshchuk—although there is an im-
mense difference between them: Pedutser lived and
died as a lone performer while Poleshchuk is known
as a wonderful orchestral musician as well.

Apart from virtuoso violinists, in the Jewish or-
chestras as [ have partially mentioned above there
are also virtuoso clarinetists and sometimes trum-
peters and trombonists as well. However, the roles
of the latter are limited to secondary work in the
orchestra; only the clarinetist performs individual
“tricks” (using musician’s jargon). As opposed to the
violin and the clarinet, the rest of the instruments
serve either as a background or as an accompani-
ment (e.g. in laments). From this, it is not hard to de-
duce that the accompaniment turns into a recitative
quite often, sometimes a melodic one, sometimes a
recitativo secco. This manner of accompaniment is
especially common among the members of Jewish
quartets, which usually consist of first and second
violin, cello, and a dulcimer. Jewish quartets do not
have a significance of their own—they are derived
from the Hungarian ones— but the very manner of
their performance is original and lovely.
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Mo KpalHeW Mepe B [H06pOW CBOel IOJIOBHHE,
OyKBaJIbHO HE HMEIT
HHUKAKHX O6OSHa‘IeHI/II‘;I TeMIIOB. YacTo IO CBOUM
TEeXHUYECKHM AaHHBIM OHH He IOCTYHBI CKpUTIaYyaM
cpenHero pazbopa, IPUTOM Majio BOO6IIle 3HAIOLIUM
eBpelcKue OCOOEHHOCTH HCIOJHEHHUS.
Xanb, 4YTO KOHLEpPTHl XOJIOAEHKH, HEKOTOpBIe
0e3 aKKOMIIaHEMEHTa, NpomafalT 6e3 BCIKOro
BHHMMAaHU, TaK KaK I10 HUM MO>KHO 6]31)'[0 6]31 caenaTb
OYeHb MHOTO MHTEPECHBIX BBIBOJIOB UM 3aKJII0YeHUN
OTHOCHUTENIBHO MY3BIKAJIbHOTO TBOpYECTBA
eBpeMCKOro Hapoaa.

B 3akio4yeHHe s OOJKEH CKasaThb, YTO BOIPOC
O €eBpPEMCKHUX OpKecTpax M HX MY3bIKe MHOI0
pnaneko He ucyepnaH. OH HyX[aeTcsi B ropasfo

TaK>Xe€ KaK U COppacC,

OyeHb

6osee 06CTOATEIBHOM
HCCIE[IOBAHUH JIIOJIEN OJIMXKe CTOSIIUX K €BPEsiM.
Moeii moCHIBHOM 3aa4Yel 6110 TOJIBKO HAMEPEHUE
XOTb TOBEPXHOCTHO IMO3HAKOMHUTH YHUTATENlIEH C
OYeHb JIOOOMBITHOM CTOPOHOW Hapoma Boxbero,
Maj0 OJHAaKO ob6paluaBiieldl BHUMAaHUs HAIINX
MY3BIKaIbHBIX fiesiTenel. [Toxkenaem xe, 4T06 HAIIN
HaOIIO[IeHUsT He MPOUUTH 6ecCleqHO W XOTh Obl
OTYACTH 3aCTABWIM HHTE/UIMTEHLUIO YTIyOUTHCS
B [laJIeKO He Ipa3fHoe [eJI0 U3y4YeHHUs eBPeHCKOH
MY3BbIKH, MY3BIKM WHCTPYMEHTAJIbHOH, MOCKOIBKY

3HAKOMCTBE C HHM H

OHa BBIpakaeTcs B
BUPTYO30B U LieJIbIX OPKEeCTPOB.

WCIIOJTHEHUN eBPeUCKUX

Kholodenko “Pedutser”

I have already mentioned the tendency to com-
pose, almost universal among Jewish orchestra
musicians. In any Jewish shtetl in the Pale of Set-
tlement you will find one or two composers who
write (predictably) God knows what. Kholodenko
the “Pedutser” is a different matter altogether. Ko-
rejwo’s publishing house in Kiev [Kyiv] issued a few
of his mazurkas for violin and small pieces, but his
main works (unfortunately) circulate in manuscripts
only. I happened to see several of his handwritten
violin concertos (which musicians themselves have
labeled as “Jewish”) and I was amazed at their folk-
loric nature. National features show in every mea-
sure of Kholodenko’s concertos. If you look into
them and listen to them carefully, you will notice
that Kholodenko’s concerts are nothing less than
laments [“sorres”] with all their elements increased.
Only sometimes does he go into the depths of free
imagination, and then as if ashamed of his own
penchant for the general musical style, immediately
goes back to his native field. At least a good half of
Kholodenko’s concertos—just like laments—don’t
have any tempo markings. They are often techni-
cally beyond the power of mediocre violinists who
are not well acquainted with the peculiarities of
the Jewish performance style. It is a terrible pity
that Kholodenko’s concertos, some of which do not
have accompaniment, are left in disregard because
from them one could make a great deal of interest-
ing conclusions and observations about the musical
creation of the Jewish people.

In conclusion, I have to say that my article on
Jewish orchestras and their music is far from being
comprehensive. This issue needs a much more de-
tailed examination and research, which should be
conducted by those who are closer to the Jewish
community. My feasible task was to introduce the
readers at least superficially to a very curious aspect
of God’s people—an aspect that has so far attracted
little attention from our music figures. Let us wish
that our observations do not go to waste; may they
inspire intellectuals (if partially) to plunge into the
by-no-means pointless cause of researching Jewish
music—the instrumental music as it is performed
by Jewish virtuoso soloists and whole orchestras.
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About Asia Fruman

Asia Fruman is a musician, Yiddish teacher and
translator based in Kharkiv, Ukraine. She studied
English and French Language and Literature at
the Skovoroda Pedagogical University of Kharkiv,
graduating in 2008. She has translated several books
from English, Polish and Yiddish into Russian and
Ukrainian, including Born to Kvetch by Michael
Wex and Jews and Words by Amos Oz and Fania
Oz-Salzberger, and is currently translating Walter
Zev Feldman’s Klezmer: Music, History, and Memo-
ry into Russian. She plays several instruments badly
and is interested in a wide range of musical genres,
from Cretan instrumental tradition to South Ameri-
can nueva cancion to Bosnian sevdalinka to Scottish
folk songs to bossa nova.

About Ivan Lipaev

By Daniel Carkner

Ivan Vasilievich Lipaev (1865-1942) was a music
critic, social advocate, music historian, and trom-
bonist active in both the Russian Empire and the
Soviet Union. After studying trombone and com-
position at the School of Music and Drama of the
Moscow Philharmonic Society and at the Moscow
Conservatory, he became a founding member of the
first Russian brass quartet, which was based at the
Bolshoi theater. He was also a musician in the Bol-
shoi theater orchestra from 1893 to 1912 and again
from 1924-31. He wrote prolifically for a number of
publications in the Russian music press starting in
1885, most notably for Russkaya muzykal’naya gazeta,
for which he was correspondent from 1896 to 1917.
He was a longstanding advocate for the modern-
ization of music education in the Russian Empire
and for better conditions for orchestra musicians.
He also taught at the Saratov Conservatory and at
various music schools in Moscow, and published a
number of books on music history and composers’
biographies. He died in Tashkent in 1942.

The Klezmer Institute was founded in the fall
of 2018 to advance the study, preservation, and
performance of Ashkenazic Jewish expres-
sive culture through research, teaching, pub-
lishing and programming. Discover more at:
https://klezmerinstitute.org

We are grateful to Asia Fruman for taking on
this short project to finally make such an essen-
tial article available to the English language read-
ers. Great thanks also to Daniel Carkner, who
compiled this short bio of Lipaev, and created
an English-language Wikipedia article as well.
https:/fen.wikipedia.org/wiki/Ivan_Lipaev



