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Abstract.Arguing the complicated nature of transnational engagements with traditional musical
practices, the case study of the Uzbek dutar in California illustrates one way to engage with the pastin
non-traditional contexts. After introducing the instrument and definitions of tradition, the essay ex-
plores the dutar’s musical traditions in Uzbekistan and its ensemblification in the 20th century. Then
it turns to the author’s dutar ensemble, the Central Asian Ensemble at the University of California
Santa Cruz. By considering how the imposed structure of the American university system combines
with pedagogical collaborations with the author’s master teachers (ustozlar), Ruzibi Khodjayeva and
Malikahon Ziyaeva, the paper concludes with the possibilities engagement with previously unfamil-
iar traditional practices provides for students across the university and for international understand-
ing, more broadly.

Keywords: Traditional music, Uzbek music, dutar, pedagogy, master-apprentice system, world
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AnHoTanuA. CaaTTyy My3blKa/blK TaXpbliibaJap MeHeH TPaHCYJYyTTYK TaacHMpAWH TaTaall
yarganaapblH aprymedTTen, KanugopHuajare! e3dek gyTtapbl 60l0HYa 6y U3WALe6e CanTTyy
aMeC KOHTeKCTTerW caJTTyy MaJaHHMAT Kapa/jaT. ACIanTbl CYpeTTereH aHa caJTTbl aHbIKTaraH
KUPHUII Ce3[6H KHUHUH Oy/ s3Mrek ©O36eKcTaHZarbl AyTapAblH MYy3bIKaJblK CaJTTapblH jKaHa
20-KbLIBIMArbl aHCaMbJ4U TY3Yy NpPOLECcCHMH KapaWT. AHJaH KHHMHWH Ka3yydyHYH aHcaMOJIMHe,
Kanudopuusa Canrta-Kpy3z yHuBepcuTeTMHMH bBopbopayk A3ua aHcaMGiuHe KaWpblaart.
AMepHKaJbIK YHUBEPCUTET CUCTEMAaCbIHbIH TaHYyJaHTaH CTPYKTypacbl aBTOPAYH MarucTpJiep
Pyanbu XomxaeBa xaHa ManukaxoH 3uAeBa MeHeH OOJITOH NeJaroruKasblK KbI3MaTTALITbITbI
MEeHeH KaH/lai4a e3 apa 6ai/aHbIlITa 3KeHWH Kapall, MaKa/la YHUBEPCUTETTHH CTyeHTTepH Y4YH
Myp/ia 6efiTaaHbIlI CAJTTYY TaKpbliibasap MeHeH HIITOeHYH MYMKYHYY/IYKTOPYH aHa 3J1 apaJiblK
TYLIYHYY Y9YH KEHUPH MYMKYHYYJAYKTOpAY Kapan YbITYy MeHeH asKTauT.

Heruarucesjep: caaTTyy My3blKa, AyTap, Nearoruka, ycraT-lIakUupT CHUCcTeMachbl, AYHHeJYK
My3blKa aHcaMbJ14epu

AHHOTAUA.APTYMEHTHUPYA CJ0KHYK NpPUPOAY TPaHCHALlMOHAJbHOTO B3aMMOJEWCTBUA C
TpaJMLIUOHHbIMH MY3bIKaJbHbIMH IPAaKTHKaMU, JaHHbIY Kelc 06 y36ekckoM aAyTape B Kanndopuuu
WJIIIOCTPUPYeT OJWMH U3 CIoco60B 06palieHHsa K MPOLIIOMY B HeTpaJULIMOHHOM KoHTeKcTe. [locie
BBeJIeHUA, B KOTOPOM OMMChIBAaeTCA HHCTPYMEHT M JaloTcA onpejeseHus TpaJuLuy, 3To pedepatT
uccaeyeT My3blKaJbHble TPaJULMHK AyTapa B Y36eKHUCcTaHe W Npolecc ero aHcambaepukcanu B
XX Bexe. [loToM npeBpaniaeTca K aHcambJi0 aBTopa — lleHTpa/JbHOA3uaTCKOMY aHcaMOJI0 MpH
YuusepcuteT Kanugopnusa Canta Kpy3se. PaccMaTpuBan, Kak HaBA3aHHaA CTPYKTYpa aMepUKaHCKOM
YHUBEpPCHUTETCKOH CHCTeMbl co4eTaeTcd C MNeJarori4eckuM COTPYAHUYEeCTBOM C MacTepaMH
[ycToanap] aBTopa — Py3u6u XopkaeBoi U1 MainkaxoH 3UsieBOH, CTAaTbA 3aBeplIaeT pacCcyxieHue
aHa/u30M BO3MOKHOCTEH, KOTOpble OTKpblBaeT B3aMMOJEHCTBHE C paHee HE3HaKOMbIMH
TpPaJHLUOHHbBIMH MNpPAaKTHUKaMM JAJA CTYAeHTOB YHHUBEpPCUTeTa MW [AJA MeXAyHapoJHOro
B3aMMOIIOHUMaHHA B 6oJiee LUPOKOM CMBICIE.

KnioueBsle c10Ba: TpaJULUOHHAaA My3blKa, AyTap, eJaroruka, CHCTeMa «MacTep-y4eHHUK»,
aHCaMGJM MUPOBOH MY3bIKH.
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Introduction

The discipline of Ethnomusicology has long
been concerned with the transformations and
transmission methods of traditional music. For
ethnomusicologists and those who perform mu-
sics that bear its label, the meaning of tradition
connects to notions of the past and relationships
with those pasts that imply continuity and prior-
ity. The Uzbek dutar and its performance in the
United States provides a useful case study for
exploring how and why different people main-
tain practices strongly associated with tradition.
Further, it highlights how the meanings and uses
of those practices change as contexts change. To
do so, this essay begins with an introduction to
the dutar and a definition and contemplation of
the meaning of the term “tradition.” It contin-
ues with a brief narration of dutar performance
practice and ensemblification in Uzbekistan. Fi-
nally, it describes the project of launching a du-
tar ensemble at the University of California, San-
ta Cruz (henceforth UCSC), and the challenges
involved and value in maintaining connections
to traditional practices and transmission meth-
ods in the context of the 21* century American
university.

The Dutar

The dutar is a two-stringed, long-necked,
fretted, pear-shaped lute found throughout Cen-
tral Asia, including Afghanistan, East Turkestan
(Xinjiang), Iran, Karakalpakistan, Tajikistan,
Turkmenistan, and Uzbekistan. There are re-
gional variations in material, size, construction
and in the case of Afghanistan, even string num-
ber. For further organological detail, see Beliaev
1933 and 1962. The dutar this paper focuses on
is shared between the Uzbek and Tajik people,
though this study stems from research in Uz-
bekistan. This dutar has tied frets, silk strings,
and is often constructed of mulberry or apricot
wood. Further, the Uzbek dutar has multiple for-
mats in present-day Uzbekistan as a result of
modernization and reconstruction projects be-
gun in the 1930s that resulted in a version of the
dutar with nylon strings, fixed wooden frets in
equal-temperament, in a consort of five sizes to
allow for the performance of orchestral polyph-
ony (see Odilov 1995). Practitioners often de-
scribe this variant of the dutar as “modernized”
(zamonaviylashtirgan in Uzbek) or “reconstruct-
ed” (pekoHcTpyupoBaHHbIH in Russian), which
further emphasizes the work that the term “tra-

ditional” (an’anaviy in Uzbek) does for the in-
strument without such modifications. Notably,
the traditional dutar has seen some changes in
the 20th century, specifically the use of nylon
monofilament for the tied frets, rather than the
gut frets of dutars in the past. Dutarists note that
the fret material has a minimal effect on the in-
strument’s timbre and thus doesn’t impact its
traditionality. With these multiple versions and
their engagement with discourses of tradition
and modernity, the dutar is a helpful organologi-
cal example of the complex rhetoric of tradition.

Contemplating Tradition

The Oxford English Dictionary defines tra-
dition as “I.1.a. A belief, statement, custom, etc.,
handed down by non-written means (esp. word
of mouth, or practice) from generation to gen-
eration,” and notes that it came to English via
Latin and French borrowing in the 14 century
[Oxford English Dictionary 2025]. The term tra-
dition points to practices that have meaningful
and tangible links to those of the past, and it can
emphasize how a musical practice is more fo-
cused on preservation and continuity with that
past than with future-oriented innovation and
change. Complications arise, however, when we
acknowledge that all musics come from a tra-
dition and have relationships to past practices,
whether or not they are labeled as such. Scholars
and musicians alike often present tradition as a
foil to modernity, yet all musics engage pastness
and futurity to some extent. As such, traditions
are modern constructions (or Hobsbawmian
“inventions”) to such an extent that these labels
loose tangible meaning, except as they remind
us what musicians and their practices seek to
emphasize and connect with [Hobsbawm 1983].
Explicit emphasis on tradition does specific
work for musicians and audience members. It
reminds us to pay attention to the past, to em-
phasize less tangible transmission methods, and
to be purposeful with how we innovate. To that
end, it is worthwhile to examine current dutar
practices and their engagements with the pastin
Uzbekistan before continuing on to their mani-
festations in California.

7]

tem and Dutar Ensembles in Tashkent

The ustoz-shog'ird or master-apprentice
system for musical transmission is an important
heritage transmission practice across fine arts in
Uzbekistan and is mentioned repeatedly in en-
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tries in Uzbekistan's Intangible Cultural Heritage
registry and in the entries included on UNESCO’s
registry of Intangible Cultural Heritage, as well
as in the ethnomusicological literature [see UN-
ESCO and Uzbekistan's Intangible Cultural Her-
itage, Djumaev 2005, and Sultanova 2014]. The
oral history surrounding the ustoz-shog'ird sys-
tem of musical transmission emphasizes the en-
meshed quality of the musical relationship, with
the student becoming part of the master’s house-
hold and dedicating years, indeed a lifetime,
to study of the master’s school of playing often
by mere contact rather than direct instruction.
Musical transmission practices have changed
significantly through the institutionalization of
music education in the 20™ century, resulting
in the creation of music schools, colleges, and
conservatories, with their curricular emphasis
on literacy, written notation, and solfeggio. Still,
the framework of having a singular ustoz (mas-
ter teacher) remains common and powerful for
developing professional musicians. In the Uzbek
State Conservatory and the Yunus Rajabiy Uzbek
National Music Arts Institute, students refer to
their instrument instructors as ustoz and treat
them with deep respect and deference. While
students no longer become members of the
masters’ households in order to gain access to
musical knowledge, the framework of the mas-
ter-apprentice relationship still holds sway. In-
deed, in private lessons, dutarists spend much
of their time engaged in music learning that is
not dependent on written notation. Though the
continued reliance on traditional learning meth-
ods may exist alongside written ones (at least in
classroom learning), the depth of relationship
between teacher and student and the intimacy
of oral-imitative transmission hearkens back
to its historical precedent. This persistence of
this framework within modern music education
institutions and indeed within modern perfor-
mance structures, like the dutar ensemble, em-
phasizes that tradition in this case is malleable,
but constant.

Dutar ensembles use a traditional instru-
ment in a non-traditional formation - a medi-
um-sized ensemble of multiples of a single in-
strument. This configuration of dutarists into a
musical ensemble began after World War II in
the Ferghana Valley and soon spread to Tash-
kent and throughout Uzbekistan [see Toshmatov
2022 and Rahimjonov 2002]. Dutar ensembles

(often women’s ensembles) have performed
prominently in concerts, radio, television, and
have toured internationally. Two dutar masters
that I have studied with founded prominent en-
sembles that continue in Tashkent today: Ruzibi
Khodjayeva's Nozanin Ensemble and Malikahon
Ziyaeva's Shukrona Ensemble that is now di-
rected by her daughter, Farangiz Ziyaeva. These
ensembles feature many students of these teach-
ers who completed conservatory and institute
degrees with Khodjayeva and Ziyaeva and have
gone on to successful careers with the dutar of
which the ensembles are an important part. The
ensembles themselves are manifestations of cur-
rent ustoz-shog'ird practices and demonstrate
the malleable nature of living traditions. Indeed,
the dutar ensemble is an important way that tra-
ditional Central Asian music achieves legibility
abroad. Ensemble creation connects traditions,
practices, and institutional values between Uz-
bekistan and the United States.

“World Music Ensembles” and American Eth-
nomusicology

A dutar ensemble may seem out of place in
the American academy, yet the configuration
and the staged performance context renders it
congruent with the curricular priorities and val-
ues of university systems in the United States.
Indeed, the creation of “world music” ensembles
in North American universities somewhat paral-
lels the rise of dutar ensembles in Uzbekistan, as
both gained prominence in their respective insti-
tutions throughout the mid- to late-20%™ century.
In California, the dutar confronts different sys-
tems and specific curriculia with relative ease, as
it is understood within a university educational
framework in which the “world music ensemble”
has existed since the 1960. The creation of these
ensembles corresponded with the founding of
Ethnomusciology as a separate discipline from
its predecessor Comparative Musicology and its
sister discipline Historical Musicology. They con-
tinue to be deeply entwined with the discipline
and its place in university music departments.

Mantle Hood spearheaded the then new
scholarly emphasis on the unique kinds of
knowledge resulting from making the music one
studies. He coined the theory of “bimusicality” in
1960 to explain the method by which non-her-
itage scholars become fluent in other musical
practices as part of their scholarly work [Hood
1960]. The methodology of bimusicality neces-
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sitated serious applied music learning within
ethnomusicological programs, the bulk of which
would come to happen through ensembles. Also
in 1960, Hood founded the Institute of Ethno-
musicology at the University of California Los
Angeles (henceforth UCLA) to allow scholars
to embody this practice and founded a number
of corresponding ensembles at UCLA, some of
which continue to this day (for example, the In-
donesian gamelans). These ensembles and their
popularity spread throughout North American
higher education in the 20™ century and became
known as “world music ensembles,” to highlight
their contrast with the then standard comple-
ment of ensembles performing European classi-
cal music.

The emphasis on ensembles in higher educa-
tion in North America created some important
opportunities for students to learn music outside
the European canon, but also presented specific
limitations. Ted Solis addresses the challenges
facing “world music” ensembles that teaching
musical traditions outside of their cultural con-
texts brings by asking, “How do we represent the
rich culture we revere while we acknowledge
and deal with the cultural distance between us
and our students, and between both of us and
these cultures?” [Solis 2004, 2]. This is a chal-
lenge for all non-heritage ensemble directors,
especially those far from communities that prac-
tice the music traditions they teach. In this sense,
“world music ensembles” in American universi-
ties are trying to replicate master-apprentice
systems without masters. Further, representing
the distance Solis refers to without exoticization
or over-generalization, while still emphasizing
the value of traditional music learning strategies
presents a unique challenge.

First, individual instruction is not usually
provided alongside “world music” ensembles
as individual lessons often correspond with in-
struments in symphony orchestras or concert
bands. Thus, “world music” ensembles depend
on a group-learning structure (or on knowl-
edgeable community members to raise the lev-
el of the group, when available), whether that
is inherent to the musical tradition or not. The
focus on ensemble-based learning also severely
limits the musical practices that have been eli-
gible for inclusion in this bimusical endeavor.
Solo traditions and those otherwise ill-suited to
ensemblification (such as epic singing or solo in-

strumental works) are absent from the “world”
of applied music taught via American universi-
ty ensemble structure. It results in a collection
of musical practices that hardly lives up to its
“world” moniker. While students benefit from
collective forms of music learning, without the
support of corresponding individual lessons or
other in-depth transmission practices, ensemble
learning cannot sufficiently replicate the teach-
ing of most traditional musical practices. In this
sense, the “world music” ensemble is a genre of
its own that struggles to replicate many music
traditions’ typical acculturation practices and
cannot assist students with aspirations to pro-
fessional-level musical skill. It can start students
on that path, but they have to seek out more
depth. The dutar ensemble is a clear example of
this — its 20™ century ensemble fits within the
structure that North American universities have
for learning non-Western music, but it suffers
from the lack of resources and time for individ-
ual instruction. The amelioration of this comes
only through connections with master musicians
like Khodjayeva and Ziyaeva who have engaged
students both through residencies and digital
content.

The UCSC Central Asian Ensemble

I first discussed the idea of founding a du-
tar ensemble as a “world music ensemble” in an
American university with Khodjayeva and Ziyae-
va while studying dutar with them in 2004 and
2005. At that point, a university professorship
was an aspiration and nothing was guaranteed
to come of the project. They generously collab-
orated with me to plan how to present Uzbek
traditional music to unfamiliar students. During
this planning period, we discussed repertoire
learned from each of them that might be appro-
priate, and | attended rehearsals for their dutar
ensembles to better understand local pedagogy
and rehearsal practices. Examples of some of the
repertoire they shared with my nascent ensem-
ble can be found in Khodjayeva’s and Ziyaeva's
publications, [1999] and [2011 (2008)], respec-
tively. This work bore productive results, as I se-
cured a professorship at UCSC in 2007 and set to
establishing the dutar ensemble there. In it, stu-
dents are allowed to bring their own instrument
to learn melodies, but are also expected to learn
the basics of musical performance on dutar and
doyra (frame drum). Musical learning is accom-
plished solely by oral-imitative method and in-
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cludes basic melodies and strumming patterns,
as well as the ability to accompany those mel-
odies on the doyra. Thus far, all students have
succeeded in acquiring these basic skills, with
some students continuing on to learn more com-
plex repertoire and ornamentation techniques.
In terms of providing students with aspects of
traditional musical practices, my focus on oral/
aural teaching and learning, as well as the signif-
icant connection we maintain with Khodjayeva
and Ziyaeva links students to the values of the
ustoz-shog'ird system. These aspects of music
learning and performance practice are especial-
ly important in an educational system that oth-
erwise focuses on written musical literacy.
UCSC’s location, institutional structure, and
student body mean that the ensemble struggles
to meet either the ideal of many “world music”
ensembles or the values of the ustoz-shog'ird
system, since Santa Cruz is very far from signifi-
cant Uzbek diaspora communities in the US (the
largest of which is in New York). This necessi-
tates connecting with heritage practitioners in
other ways, such as online methods on Zoom or
WhatsApp. Another major challenge is the aca-
demic quarter system, which has students take
new courses every 11 weeks (though students
have the option to repeat ensemble courses).
These short academic quarters leave little time
for deep and rigorous approaches to technical
development and repertoire acquisition. On the
other hand, the more numerous quarters in the
academic year allow more students the oppor-
tunity to enroll and gain some understanding of
the dutar, its traditional learning methods, and
Uzbek music in general. Furthermore, UCSC’s in-
stitutional structure supports the ensemble by
offering it regularly and assigning it credit with-
in the “Creative Practice” or PR-C general educa-
tion requirement. This means that students from
across the university can enroll in the ensemble
and make progress toward their degree, regard-
less of their declared undergraduate major. The
result is that the ensemble attracts a range of
beginners from across campus, including many
dedicated members from STEM fields. It also ful-
fills an ensemble requirement for the Global Mu-
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Conclusion

In summation, issues of transmission and
transformation become further complex when
examining the transnational and transcultural
movements of the dutar, its repertoire, and per-
formance practices, as illustrated by the case
study of the Central Asian Ensemble at UCSC.
The dutar in Uzbekistan plays an important role
in illustrating an instrument’s power to engage
traditional musical practices in innovate ways
of meaning through music. The non-traditional
context of an American university with its own
institutional priorities adds complicates this
with its own ethical and representational chal-
lenges. The result is an ensemble and a universi-
ty course that invites students from any special-
ization to make music in unfamiliar ways and to
learn from musicians and ustozlar from twelve
time zones away. While traditional music as a
concept may be constructed and complicated,
engagement with tradition bearers forges mean-
ingful connections across continents and with
our shared sense of the past.
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