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KA3AKTAP/IbIH CAJITTYY JOMBPA 6HO6PYH CAKTOO,
WU3HWJI/166 HAHA XKAUDLITYY
(KYYYY KOXKEKE HA3AP YY/IYHYH MUCAJIbIH/IA)

COXPAHEHHME, U3YYEHHE H PACIIPOCTPAHEHHUE TPAJMIITMOHHOTO 1OMBPOBOTO
HCKYCCTBA KA3AXOB
(HA NIPUMEPE KIOUIIIHU KOYKEKE HA3APYJIbI)

PRESERVATION, STUDY AND DISSEMINATION OF THE TRADITIONAL DOMBRA ART
OF THE KAZAKHS
(ON THE EXAMPLE OF KUISHI KOZHEKE NAZARULY)

AHHoTanuA. Bysn Makanaja AyiHe/lyK MaJlaHUH MypacThl, 63reue My3blKalblK (GoabKA0pAy
CAaKTOOHYH jKaHa CHCTeMalallTbIpyyHYH /06a//iblKk MaaHHUCH Kapajat. Typk THAAYY 3/epAuH
acnanTblK My3bIKaJblK MypacblHbIH WYMHEH KasaKTapZblH CAaATTyy JoM6pa eHepyHe 6ackiM
»Kacasblll, aHbIH alMaKThbIK 83re4ye/iyKTepy 6asaHanat. Uaungee XKeTobicyy aliMarelHAarsl mepTne
CTUJIMHJeTH A0M6pavyblIbIKTh], aHbIH UUMHAe Kyiuu Koxeke Hasap yyJayHyH 4blrapMavblIbITbIH
MUcal KaTapbl ajnaT. Makanaja canTTapfbl CAKTOOHYH KOl 6acKbIMTYy MeXaHM3MH: MY3bIKaJblK
MaTepHajbl TaK aTKapyy, alMaKTbIK KOJOPUTTH CAaKTOO KaHa CalT 3JleMeHTTepPHH KYHYMAYK
TYPMYIUITaKOJ/JOHYY KaMThbLAraH. OlIOH/[01 3/1€, CaATTyy acnanThlK My3blKaHbl HIMMHUI U3UIJI06HYH
3apbLaAbIThl 6aca GenruneHeT. Uaunjee KoxekeHUH KYYJOPYHYH JKaHPAbIK KJIacCUPUKALMACHIH
CyHYLITAI, anap/blH GOJIbKIOPAYK CaAT MEHeH ThIrbl3 6ailIaHbIIbIH KepcoToT. ABTop KoxekeHUH
Kyi4y »kaHa 6aaTblp KaTapbl COLMAJJbIK-TapbIXblil MaaHWUCHH O6eslrujen, LepTHoe KyyJaepay
aTKapyyJAarbsl MMIPOBU3aLUAJBIK JKaHa BAPUAHTTLIK KOPYHYIITEP 3JAUK KYH4y/JepAyH MypacblH
CaKTOO/0 MaaHUJYY IKeHHUH alTaT.

Heru3aru ce3fep: Kyy; Kyydy Koxeke Hasap yyay; caaTTyy acnanTbIK My3blKa; Ka3aKTap/blH
ZloM6pa eHepy; lepTie CTUIN; alMaKThIK 63re4eJIYKTep.

AHHoTanuA. OJHON W3 NPHOPHUTETHBIX 3alad MUPOBOT0O COO6IecTBA ABAAETCA COXpaHeHHe
BCEMHUPHOTO KYyJAbTYPHOTO HacjeJus, BKJOYas HeMaTepuaJbHOe KyJbTYpHOe Haciejue, K
KOTOPOMY OTHOCHUTCSl My3bIKa/IbHbIH (OJIbKI0P. BKOHTEKCTe TIPKOA3BIYHOTO HHCTPYMEHTaIbHOT0
MY3bIKaJbHOTO HacleAus ocob6oe BHMMaHHe yAesnsdeTcsl Ka3axCKOMYy J0MGpOBOMY HMCKYCCTBY,
ocobeHHO B peruoHe XKeThbicy (1or KazaxcTaHa). 3To MCKYCCTBO cOXpaHsAeT YHUKa/lbHbIe Ky/IbTYpHbIe
W pervoHajbHble 0CO6eHHOCTH, ABIAACH BaXKHBIM 3JIeMEHTOM Hal[MOHaJbHOW WEHTHYHOCTH. B
cTaTbe paccMaTpUBaeTcA TPaJMIIMOHHOe JOoMBpOBOe UCKYCCTBO HA MpUMepe TBOPYecTBa KIOHWIIH
Koxkeke Hasapy/ibl, ¢ akIeHTOM Ha CTWJb llepTne. CoxpaHeHWe TpaJuLUi TpebyeT KOMIJIeKCHOTO
MO/JX0/a: OT TOYHOT0 BOCIPOU3Be/leHUA My3blKaIbHOI0 MaTepuaJa 0 BHeCeHUsl HOBbIX 3JIeMeHTOB,
cOXpaHAf MPU 3TOM KYJIbTYPHBIN KOJOPUT. Takke BaXKHbIM aclleKTOM sBJiAeTCA MCI0Jb30BaHWe
3JleMeHTOB TpaJUlUil B COBpeMeHHOM KU3HM Ka3axoB. Kion Koxeke M moJuepKUBaeT UX CBA3b C
bonbkaopHON Tpaguuueil. UccejoBaHMe NOATBepKAaeT HaJIMdMe HHCTPYMeHTA/lbHbIX «y6aei»
06psA/IOBBIX KAHPOB B TBOpYecTBe KWLM, BaxkHoCTh nmpodeccuoHanbHoro cratyca Koxeke Kak
KIOWIIM M 6aTblpa pacKpblTa B KOHTEKCTe COLMAIbHO-UCTOPUYECKUX COObITHH. CTaThbs TakKke
ocBeljaeT Npo6/eMy UMIIPOBU3alMH U BApUAHTHOCTH B UCITOJTHEHUH IOMOPOBBIX KIOEB, YTO UTpaeT
KJII0YeBYI0 POJib B COXpAaHEHUH M PacnpoCTPaHeHWH HapOJHOTr0 My3bIKaJbHOTO Hacae AU .

KmoueBble csoBa: Kiwoi; kioimu Koxeke Hasapynbl; TpaJMIIMOHHAs MHCTPyMeHTalbHas
My3bIKa; J0M6pOBOE HCKYCCTBO Ka3axoB; lepTIe CTHU/Ib; perMOHa/lbHasA cnequduka.
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Abstract. One of the priority tasks of the world community is the preservation of world cultural
heritage, including intangible cultural heritage, which includes musical folklore. In the context of the
Turkic-language instrumental musical heritage, special attention is paid to the Kazakh dombra art,
especially in the Zhetysu region (southern Kazakhstan). This art preserves unique cultural and re-
gional characteristics, being an important element of national identity. The article examines the tradi-
tional dombra art using the example of the work of kuyshi Kozheke Nazaruly, with an emphasis on the
shertpe style. Preservation of traditions requires a comprehensive approach: from accurate repro-
duction of musical material to the introduction of new elements, while preserving the cultural flavor.
Another important aspect is the use of traditional elements in the modern life of Kazakhs.The author
classifies Kozheke’s kuis and emphasizes their connection with the folklore tradition. The study con-
firms the presence of instrumental “doubles” of ritual genres in the work of kuyshi. The importance
of Kozheke's professional status as a kuyshi and batyr is revealed in the context of socio-historical
events. The article also highlights the problem of improvisation and variability in the performance of
dombra kuys, which plays a key role in the preservation and dissemination of folk musical heritage.

Key words: kuy; kuyshi Kozheke Nazaruly; traditional instrumental music; dombra art of the

Kazakhs; shertpe style; regional specificity.

In the XXI century, the problem of system-
atization and preservation of samples of musical
folklore has gained global importance for science
and for humanity as a whole. In the huge variety
of the Turkic-speaking instrumental heritage,
the traditional dombra art of the Kazakhs is a
voluminous layer of culture rooted in regional
features and forms. Regional features and forms
carry national canons, code, color and character,
for further translation created centuries before.
We consider the traditional dombra art of the
south, south-eastern Kazakhstan, in particular
on the example of the work of kuishi Kozheke,
from the perspective of local specific features of
the dombra style of shertpe

One of the ways to preserve intangible tra-
ditional art is the stability of traditions, this
method has a complex mechanism that requires
competent use. UNESCO speaking in support of
traditional folk culture, sent a document to its
regional offices called “Recommendation for the
Preservation of Folklore”.

I would like to note that a multi-level suc-
cession system of preservation and develop-
ment of folk traditional culture is needed, start-
ing from school, to universities, postgraduate
education and scientific institutes. It is such a
structure that is able to ensure the historical
continuity of generations, the preservation, dis-
semination and development of intangible cul-
tural heritage, taking into account the specifics
of the cultural, historical and national cultural
traditions of the Kazakh people. In this regard,
raising this problem to the state level of signif-
icance would make this process purposeful and

more effective. On the territory of Kazakhstan,
located in the center of the Eurasian continent
(in a smaller part — in Europe, and more - in
Asia), various musical traditions were formed,
the development of which in time and space was
uneven and had its own characteristics. The lat-
ter were determined not only by intra-cultural
factors, but also by factors of the ‘regional’ order
- the peculiarities of geographical location, eth-
nic history of the region, interaction with other
ethnic groups, cultural traditions, etc.

In this sense, the stated topic is of great sci-
entific interest both in terms of studying the mu-
sical traditions of a particular region of Kazakh-
stan, and in terms of studying the peculiarities
of the development and musical-style specifics
of the shertpe tradition itself, represented, in
addition to Zhetysu, in the Altai region, Central
Kazakhstan (Arka), and other regions of the re-
public.

As it is known, the eastern Kazakh lands -
the Altai Mountains, Tarbagatai, Sauyr, Saikan,
known as East Turkestan and Zhetysu Valley, are
considered the historical homeland not only of
Kazakhs, but also of all Turkic-speaking nations.
In the era of the Huns and Saks, later the Turkic
Khaganate, the tribes of these regions moved to
the west more than once. In history, these events
are known as the ‘Great migration of peoples’,
which served to settle the Turkic-speaking peo-
ples on the vast territory of the great Eurasian
steppe, from the Yellow River in the east to the
Mediterranean Sea in the west. As a result of the
migration, the culture and customs of the Turkic
tribes developed in a slightly different direction,
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under the natural influence of European culture,
without, however, losing their identity.

From the second half of the XIX century, the
Kazakh people began to experience the invasion
of tsarist Russia on the territory of the Kazakh
Khanate [6, 7-23]. This is the time of creativity
of outstanding personalities: Shokan Valikhan-
ov, Abai Kunanbayev, Ybray Altynsarin; revolu-
tionary and political fighters against tsarist co-
lonialism - Syrym, Isatai, Makhambet, Kenesary,
Nauryzbai; with their art protesting against so-
cial injustice, musicians, composers, performers,
oral tradition professionals - Birzhan sal, Akhan-
sere, Mukhit, Kurmangazy, Tattimbet; the an-
ti-utopians who warned about the future tragic
fate of the people were Dulat, Murat, Shortanbai,
Alban, Asan, and, among them, an outstanding
kuishi, a representative of the East Turkestan
dombra school - Kozheke Nazaruly, who occu-
pies a worthy place as a figure who preserved
the patriotic, moral and ethical spirit of the peo-
ple.

The musical culture and way of life of Ka-
zakhs living on the territory bordering China,
called Zhetysu (Semirechye), today arouses wide
interest of researchers, which allowed them to
get to know the work of Kuishi Kozheke Nazaruly
more deeply.

It is well known that historically and geo-
graphically in Kazakhstan, two major dombra
traditions have developed - the West Kazakh-
stan ‘tokpe’ and the East Kazakhstan ‘shertpe/,
differing in the subject of the kui, the methods
of disclosure of the content and the technique of
performance.

The ‘shertpe’ kuis are still less studied and
one of the reasons for this circumstance lies in
a relatively small number of musical notes. Also,
the transcriptions of the shertpe kuis have a
certain complexity due to the stroke technique,
shades, the way of playing, and the techniques of
sound extraction that differ from tokpe. ‘lllepTtin
Tapty’ (Shertip tartu) is a plucked way of play-
ing - an exquisite, chamber manner, reflecting
the subtle intonations of human speech and solo
singing, this is ‘singing’ on the dombra. In addi-
tion, the absence of frames, the rhythmic free-
dom of the works present a certain difficulty in
the musical fixation of the kuis as well.

Based on our research, it can be argued
that the dombra tradition of shertpe in Zhety-
su reached its peak in the work of Kozheke

Nazaruly (like Tattimbet in Central Kazakhstan,
Kurmangazy - in the West of the country, Sugu-
ru - in Karatau). The scientific work examines
issues of periodization of creativity, distinctive
features of the style, and presents a comprehen-
sive musicological analysis of the works [5, 24].

By itself, the personality of Kozheke
Nazaruly is universal. Kozheke is a batyr, a pub-
lic figure and the leader of a large family of Al-
bans in one of the most difficult historical peri-
ods — during the annexation of Kazakhstan to the
Russian Empire. Being one of the leaders of the
Priili uprising, Kozheke-batyr is recorded in the
annals as a revolutionary and political fighter
against the arbitrariness of the colonialists, who
made a significant contribution to the history of
the preservation of the Kazakh ethnic group. Of
particular note is the socio-social significance of
Kozheke’s life during the accession of the Elder
Zhuz of the Kazakhs to the Russian state. Here
it is important to say about the two statuses
of kuishi: the activities of Kozheke-kuishi and
Kozheke-batyr cannot be considered separately.
It was the fusion of these two vital factors of sta-
tus that determined the civic position and epic
orientation in the musician’s work, gaining great
love and recognition of the people. Consequent-
ly, all the historical data and folk legends, as well
as the legends of the kuishi's kuis, like a mosaic,
add up to a large multi-faceted palette reflecting
the picture of the middle of the XIX century in
the Zhetysu region.

The features of the Kuishi Kozheke style were
formed to a greater extent under the influence of
the Xinjiang dombra schools of the southeastern
region, the traditional instrumental culture of
Altai, Tarbagatai, and lle. The creative heritage
impresses with its volume, it is more than 200
kuys, diverse in thematism, playing techniques
and the beauty of melody.

From a genre-thematic point of view,
Kozheke's kuis, on the one hand, demonstrate a
deep connection of kuishi with folklore tradition,
as evidenced by the presence in his repertoire of
instrumental ‘doubles’ of ritual genres (joktau,
estirtu, toy bastar, etc. On the other hand, an
important place in the musician’s work is occu-
pied by kuis marking his professional status, i.e.
autobiographical kuis, the socio-protest theme
of kuis, and the connection with the national
epic tradition. In general, Kozheke's kuis from a
genre point of view can be classified as follows:
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1. Autobiographical kuis, revealing the so-
cio-social role of Kozheke as a kuishi-batyr;

2. Epic kuis, based on ancient legends
(‘Akku’, ‘Munlyk-Zarlyk’, ‘Kambarkhan’, ‘Kor-uly
Sultan’, kui - tolgau);

3. Lyrical kuis, divided into kuis dedicated to
female images, kuis about nature; lyrical-emo-
tional kuis;

4. Ritual kuis: kui - arnau (initiations),
kui-joktau (cries); kui - invocation; ‘kui - tartys’
(“tartys” - is an instrumental competition of mu-
sicians).

All of the Kozheke’s kuis are based on two
syncretic kui forms - ‘kui with a legend’ and 'kui
and a legend’ [3, 143]. The first form is repre-
sented by kui of an epic, mythological plan.

The second form of kui is ‘angime’ (story).

The second form of kui prevails in Kozheke's
work, since the legend, being the framing con-
text of the kui, contributes to the emergence of
execution options. The fact that the performer
has improvisational skills is also important,
which also contributes to the emergence of new
kui variants. P. Bogatyrev notes that improvisa-
tion is “one of the typical and fundamental char-
acteristics of all types of folk art.” [1, 93].

This implies the existence of numerous ver-
sions of the same kui, and the closer to moder-
nity, the less likely it is to preserve and transmit
the original.

In thisregard, Kozheke’s kuis are rich in vari-
ants, their presence helps us to isolate the main,
recurring features in the ladointonal and figura-
tive-semantic content, which, in turn, reveal kui-
shi’'s handwriting. These are kuis ‘Nurgazaryn
bulbul’, ‘Kambar Khan', ‘Shalkayma’, ‘Kenes’, ‘Tas
komyr shogymen kinau’, ‘Balam-au’, etc.

One of the important features (somewhat
positive) is the existence of several variants of
information about certain life facts of kuishi
Kozheke, as well as the stories of the creation of
his kuis. And if this brings some confusion to the
creative biography (in dates, exact facts), then
in the Kazakh traditional dombra culture, mul-
tivariance is a common and inevitable phenom-
enon. It is the presence of variants that confirms
the extant improvisational beginning in the
work of the Kazakhs, and is also one of the spe-
cific signs of the vitality of these compositions.

The analysis of kuis and the comparative
characteristics of the shertpe in Zhetysu with
the shertpe-kuis of other local schools allows us

to state a number of factors of commonality and
differences in the development of this style. The
form of Kozheke's kuis is variant - strophic. Such
a question/answer or ‘verse/chorus’ alternation
is characteristic of traditional and professional
song culture.

In intonation terms, kuis demonstrate one
of the features of melodic development in the
shertpe - the gradual conquest of intonation
space. Thus, in the intonation-mode relation, the
cui of the Zhetysu region are similar to the cui
of the Arkin school. The musicologist - folklor-
ist 1.I. Zemtsovsky, speaking about the rules of
research practice, identifies a ‘certain melodic
type’, considering that when analyzing a single
song it is not legitimate to divide it into parts, it
is best to consider it from the point of view of
the melodic type [2, 28]. In the shertpe kuis, the
role of the melodic type is performed by a cer-
tain intonation complex of the CIC (Ceremonial
Intonational Complex, Zh.Tulkubaeva), perform-
ing the function of combining all musical mate-
rial. In the kuis of the Zhetysu region, there is a
theme-forming intonation complex built on the
major pentatonic characteristic of the Kazakh
folk songs ‘kara olen’, as well as the Xin-Jiang
dombra schools.

If we talk about the existence of the so-called
Kozheke’s school of composition, and it has re-
ally been formed, then it is necessary to note
the existence of a system of knowledge transfer
from generation to generation from Kozheke to
children and students. Despite the difficult and
relatively short, tragically cut life (1823-1881),
Kozheke Nazaruly had many followers, descen-
dants, not only in socio-political, but also in a
creative path. As noted by T. Sarybayev “together
with the transfer of his creative experience and
the heritage of past generations, the teacher in-
directly instilled his aesthetic, ethical, religious,
and political views in students” [4, 49]. In the
conditions of the oral existence of musical cul-
ture, such a system is the main one, and without
it, the process of transmitting a musical work, its
fixation in human memory is impossible.

Currently, the followers of Kozheke Nazaruly
live in Kegen, Narynkol, Shilik, Almaty region,
Urumgqi, Suara, Altai-Tarbagatai region, on the
territory of Kyrgyzstan. Some of them are di-
rect descendants of Kozheke, for example, the
famous ethnomusicologist, dombrist, Bazaraly
Muptekeev.
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The identification of specific features of the
formation and functioning of the Kozheke’s kuis,
the definition of the thematic vector, the classi-
fication of compositions, the identification of
the main features of the style, the musicological
analysis of the kuishi’s kuis, as well as the con-
tinuity of the Kozheke’s school - all this reveals
the enormous significance of the heritage and
influence of Kozheke Nazaruly on the forma-
tion of the traditional dombra school of Zhetysu.
Certainly, such studies are impossible without
relying on the information of ethnographic ex-
peditions, source studies, ethnological, structur-
al-comparative methods, historical background,
thanks to which the process of formation of Kui-
shi’s creativity is revealed.

The dombra art of the Kazakhs, as a mirror
of the whole life of the people, reflects the phe-
nomena of the social-historical and subjective
order in the life of an individual, a generation, a
juz. Thus, the study of the creative and histori-
cally universally significant activities of kuishi
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Kozheke enables followers, performers and mu-
sicologists-researchers to get a comprehensive
idea not only about the outstanding dombrist of
the southeastern school, but also about the spe-
cific local features of the entire Zhetysu region.
All this, in turn, contributes to the preservation,
study and dissemination of the traditional dom-
bra art of the Kazakhs of this region.

Modern trends towards the unification of
the world, under the influence of globalization
processes and the transition to a more infor-
mational society, have a negative impact on the
processes of formation and maintenance of na-
tional and cultural identity. This has caused the
problem of preserving cultural heritage in many
countries of the world. The study of the tradi-
tional instrumental culture of the Kazakhs in
regional, local and national aspects undoubtedly
contributes to the preservation of the nation-
al code, since the scale and social status of this
layer requires very extraordinary approaches to
solving its problems.
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