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KAZAKH MUSIC
Anthology of folk music. Spirit of folk

Traditional Kazakh Music represents strikingly the culture of a nomadic civiliza-
tion. Similarly to other nomadic peoples, the Kazakhs have achieved a high level of
development. The Kazakh vocal and instrumental musical heritage, sharing a com-
mon Turkic origin, stems through remote centuries. The traditional Kazakh music,
passing orally from generation to generation from times immemorial, is distinct for
its developed system of genres, in which along with the archaic forms of family-ritual,
song and instrumental folklore, there also exists a professional tradition, the height of
which occurs during the 19" and early 20* century.

Various types of oral professional practitioners of the Kazakh traditional musi-
cal-poetical art have evolved historically:

The zhyra’us — epic folk tale narrators were usually employed by khans as

military and political counselors, where they glorified the heroic feats of the

khans and batyrs;

The akyns — poets-improvisers who were professional participants of musical

and poetical contests, the aityses;

The sals and se’raes — composers and performers of lyrical songs;

The kuyshes — builders and performers on instrumental kuyes.

A characteristic feature of the professionals of the steppe is the mastery of the art
of improvisation, the capability to create high-quality artistic works momentously, in
the presence of the audience. Geographically the performing art of Kazakh traditional
music could be divided into regional schools, differing from each other in their dis-
tinctive stylistic traits — the Western Kazakh; Sary-Arki; the Syrdarya River region;
Eastern-Kazakh and Zhetysu.

In the traditional Kazakh musical culture an important role is played by folk mu-
sical instruments. The Kazakhs have over 30 traditional musical instruments which
originated in ancient times. Among the instruments preserved and of widespread

use is the dombra — a wooden plucked instrument, a faithful companion of zhira’us,
kuyshes, akyns, sals and se’raes; the kobyz — a bowed string instrument, endowed
with a sacred meaning in art, the strings and bow of which are made of horsehair, the
timbre of which, saturated with overtones, accompanied narrations of epic lays, it was
the instrument of military magic and was also used in the ritual practice of baksy by
shamans; the sybyzgy — a reed flute, the mastery of which was considered in the past
to be mandatory among the khans’ courts; the sazsyrnai — a wind instrument made
out of clay, resembling an ocarina, its variant, called the tasta’uk; the zhetygen — a
plucked wooden seven-stringed instrument; the self-sounding shankobyz, made of
metal, wood or bone; the dangyra — a percussion instrument, utilized by shamans
during their kamlanie ritual, the three-stringed sherter and others.

A special place in the traditional system of genres is held by the kuy — an instru-
mental composition with a capacious diverse content. The kuy is capable of descri-
bing in a miniature form historical events, the wealth of the surrounding and the
inner world of the human being, expressing the philosophy of life, and serving as a
means of sketching portraits, scenes of everyday life, etc. The kuy is performed on
various musical instruments.

Thousands of kuys have been composed by professional musicians for the domb-
ra. The Kazakhs have two main stylistic strata of dombra music. The kuys of Wes-
tern Kazakhstan, the tokpé carry a heroic character and in the majority of cases are
distinct for their swift, unceasing motion, frequently depicting batyr subject matter.
The tokpé kuys are in two voices and have an established compositional form, the
crucial principle of which is the mastery over pitch space. On the other hand, the kuys
from Eastern Kazakhstan, the shershpé have a gentler, more suave character. They are
monophonic, melodic and are close in their character to folk songs.

The kuys written for the kobyz possess the characteristic feature of sound depic-
tion: imitation of the howl of wolves, cries of swans, prancing of horses or the sound
of a drawn arrow. The color and density of the instrument’s sound depends in many
ways on the force of the bow’s touch, as well as on the pitch of the sound, at which the



overtones sound either nasally or in a saturating, rich sound. On this compact disc
the 3" and 4* recordings present the sound of the kobyz.

The traditional song presents an integral part of the vital activity of the Kazakh
people. The song was used to accompany each event in the live of people, families and
the entire nation, — such as weddings, the birth of a child or a funeral, breaking of
news or consolation of relations. The Kazakhs possess songs of the family-ritual cycle
as well as of the shaman ritual, folk songs proper — kapa e.1ex (kara elen, the “simple
song”) and professional songs. The “kara elen” songs carry a lyrical character, descri-
bing nature, animals, love, human relations and personal emotional experiences. The
subject matter of the narrowly professional song is formed by self-portrait songs,
songs about artistic creativity and about the vocal art. A special place in this genre is
held by expressive male love lyricism.

The compact disc presents specimens of both instrumental (tracks 1, 3—11) and
vocal folk music of the Kazakhs (tracks 2, 12—22). The dombra tradition of the tok-
pé from Western Kazakhstan is demonstrated by the kuy by professional kuyshes
Da'uletekerey (track 7), Ka'uen (tracks 8, 9) and Abyl (tracks 10, 11). The song tradi-
tion of this region is presented by recordings in the performers’ own accompaniments
(tracks 12-15) — of folk origin, the Muhit — a brilliant representative of the Western
Kazakh orally professional style (track 21). The songs in tracks 16—20 present the
Zhetysu style. The song of the Aset (track 22) presents an example of the Arki style.

Gulnara Kuzbakova,
Candidate of Art Studies

KA3AXCKAA MY3bIKA
AHTOAOTHSI HAPOAHOI MY3BIKM. AyIlla HapoAQ

Kasaxckas TpaAMLMOHHas My3bIKa SIPDKO PeNpe3eHTUMPYeT KYABTYPY KO4yeBoii
LUMBUAM3ALMI. BPICOKOTO YPOBHS pasBUTHA Y Ka3aX0B, KaK M Y APYTMX KOUE€BbIX Ha-
POAOB, AOCTUTAeT My3blKa M M0331sA. Kasaxckoe meceHHOe ¥ MHCTPYME@HTaAbHOE
HacAepMe, iMest OOLIeTIOPKCKOe MPOMCXOXKAEHNME, CBOMMM KOPHSIMU YXOAUT BIAYOb
BeKOB. TPaAMIIMOHHYIO MY3bIKY Ka3aXOB, ICIIOKOH BEKOB MepeAaBaBUIYIOCs YCTHBIM
IyTeM, OTAMYAeT Pa3BUTAs CHCTEMA )KAaHPOB, TA€ HAPSAAY C apXauuHbiMu GopMaMu
CeMeTHO-00PSIAOBOTO, IIECEHHOIO ¥ MHCTPYMEHTAABHOrO pOABKAOpA MMeeT MeCTO
" nmpodeccuoHaAbHas TPAAULIMA, PacLiBeT KOTOpoit nmpuxoautcs Ha XIX — Havanro
XX BB.

VicTopmyecky CAOKMAMCH Pa3AMYHbBIE TUIIBI YCTHO-TIPOPECCHOHAALHBIX AesTe-
Aeil Ka3aXCKOTO TPAAULIMOHHOTO My3bIKaAbHO-TIO3TUIECKOTO MCKYCCTBa:

JKBIpay — SMIYecKue CKasUTeA, HAXOAMANCH OObIMHO IPY CTABKE XaHOB,

ABASIAVICH BOEHHBIMU U IOAUTUYECKUMM COBETHUKAMM, BOCTIEBAAK

repouyeckye MOABUIY XaHOB U OaTBIPOB;

aKbIHBI — NIO3THI-MMIIPOBU3ATOPEI, MPO(ECCHOHAAbHbIE YIaCTHUKM

MY3bIKAABHO-TIOSTUYECKUX COCTA3aHUI — aliThICOB;

CaAbI M Cepe — aBTOPbI ¥ UCTIOAHUTEAN AUPUYECKUX TIeCEH;

KIOMIIN — CO3AATEAU U UCTIOAHUTEAU MHCTPYMEHTAABHBIX KIO€B.

XapakTepHOJ YepTOil CTeNHbIX MPO(ECCHOHAAOB ABASETCS BAAACHUE MCKYC-
CTBOM UMMPOBU3AYUY, CTIOCOOHOCTDIO HAa TAA3aX y MyOAMKM MIHOBEHHO CO3AaBaTh
BBICOKOXYAOKeCTBeHHble Ipoussepenys. [To reorpaduyeckomy pacrnoAoXeHuIo uc-
MOAHUTEABCKOE MCKYCCTBO Ka3aXCKOM TPAAMLIMOHHONM MY3BIKM AGAUTCS Ha peruo-
HaAbHBIE IIKOADI, OTAMYAIOLIMECS APKMMU CTUAEBBIMU OCOOEHHOCTSAMM — 3arapHo-
Kasaxcranckyio; Capoi-Apku; Coippapby, Boctouno-Kasaxcranckyro u JKeTbicy.

B Ka3axckoi TPaAMLIMOHHON MY3bIKAAbHOI KYAbTYype 3HaUMTeAbHOEe MeCTO 3a-
HYMAIOT HapOAHbIE MYy3bIKaAbHbI€ MHCTPYMEHTBI. ¥ Ka3axoB CyllecTByeT cBbiuie 30



TPAAMLIMOHHBIX MY3bIKAABHBIX MHCTPYMEHTOB, BEAYIIVX CBO€ HMPOMCXOXKAEHME C
APeBHeInx BpeMeH. B HacTosllee BpeMsA COXPaHMANCDH U PAaCIPOCTPAHEHbI AOM-
Opa — AepeBSHHbBIN LIUIIKOBBIA MHCTPYMEHT, BepHas CIYTHMLIA KbIpay, KIOMIIN,
aKbIHOB, CAAOB U Cepe; KOObI3 — CTPYHHBIN CMbIYKOBBII, MMEIOLINIT CAKPAABHOE 3Ha-
4eHye B KyAbTYpe, CTPYHbI ¥ CMBIYOK KOObI3a M3rOTaBAMBAIOTCS 113 KOHCKOTO BOAO-
ca, ero HaChIIeHHbII 00epTOHAMY TeMOpP COIPOBOXKAAA SIMYECKME CKa3aHUs, ObIA
MHCTPYMEHTOM BOEHHOJ Maruy, KoObI3 Takoke NMPUMEHSIACS B PUTYaAbHON IIpaK-
TUKe 0aKCbi — IIAMAaHOB; ChIOBI3IbI — TPOCTHMKOBAs (AeliTa, BAAAEHME KOTOPOV
B IIPOLIAOM CUYMTAAOCH O0s3aTEABHBIM CPEAM XaHCKOJ 3HATH; AYXOBOV TAMHSHBIN
VMHCTPYMEHT TUIIa OKapMHbI Ca3ChIPHAM, ero Pa3HOBUAHOCTD TACTayK; )KeThITeH —
AEPEBSIHHBII LIMIIKOBbIN 7-CTPYHHBIN MHCTPYMEHT; CAMO3BYYallil INAHKOObI3, 13-
rOTaBAMBAEMbIl M3 METAAAd, AePeBa MIAM KOCTV; YAAPHbII MHCTPYMEHT AQHTbIpa,
VICTIOAb3YeMbIil MPY KAMAQHMM IIaMaHAMM; TPEXCTPYHHBII IIePTep 1 Ap.

Ocoboe MeCTO B TPAaAMLIMOHHOM CUCTEMe >KaHPOB 3aHMMaeT KON — MHCTPY-
MeHTaAbHasl Tbeca C eMKUM PasHOOOpasHBIM copep>kaHueM. Kioit criocobeH B Mu-
HMATIOPHON GopMe OTPasUTh MCTOPMUECKIE COOBITHS, OOraTCTBO OKPY>KAIOLEro 1
BHYTPEHHEro MUPOB YeAOBeKa, BhIPasuTh G1AOCODUIO XKI3HY, CAY)XUTb CPEACTBOM
3apUCOBKY TIOPTPETA, OBITOBBIX CLieH 1 AP. Kioy MICIIOAHSIOTCS Ha Pa3AMYHBIX MY3bl-
KaAbHBIX MHCTPYMEHTaX.

TpaAMLMOHHBIMY TIPO]ECCMOHAABHBIMU MY3BIKAHTAMM CO3AAHBI THICAYM KIOEB
AASI AOMODBI. Y Ka3axoB CYLIeCTBYeT ABa OCHOBHBIX CTUAEBBIX IIAACTa AOMOPOBOIL My-
3BIKM. 3arapHble KIOU — MIOKHe HOCSIT MY>KeCTBEHHbII XapaKTep, B OOABIIVHCTBE CBO-
€M OTAMYAIOTCS CTPEMUTEABHBIM, 6€30CTaHOBOUHBIM ABIDKEHJEM, HEPEAKO OTPaKAIOT
6arbIpcKyio TeMaTyKy. Kioy TOKIle AByXIOAOCHBI, MIMEIOT YCTOSIBLIYIOCSI KOMIO3MLIM-
OHHYIO pOPMY, OTIPEAEASIOLIVM IPYHLMIIOM KOTOPOJI IBASIETCS 3aBOEBaHMe 3ByKOBbI-
COTHOTO IIPOCTPAHCTBA. BOCTOUHbIE JKe KIOU Uieprine UMeIoT boAee MATKMIA, IIAABHbIV
xapakTep. OHM OAHOTOAOCHBI, MEAOAMNYHBI, OAM3KM HAPOAHBIM MECHSIM.

AAsl KOOBI3OBBIX KIOEB XapaKTepHa 3BYKOM300PasUTEAbHOCTb: MOApaKaHMe
BOIO BOAKOB, KPUKY Aebeas, Oery ckakyHa, 3ByKy IyllleHHO cTpeAbl. KoaopuT u ryc-

TOTA 3BYYaHMSI MHCTPYMEHTA BO MHOTOM 3aBUCSAT OT CUMABI IPUKOCHOBEHMSI CMBIYKA,
a TaK)Xe OT BBICOTHI 3BYKa, IIPM KOTOPOM 00€PTOHBI 3BY4YaT TO THYCAaBO, TO IIUCKASIBO,
TO HACBILIEHHBIM COYHBIM TOHOM. Ha ArMcke 0 3By4aHMu KoObI3a AQIOT IPEACTaBAE-
Hue 3 U 4 3anucu.

TpaAuMOHHASI HECHST — HEOThEMAEMAST YaCTh XKU3HEAESITEABHOCTH Ka3aXCKOI'0
Hapoaa. [TecHer COIPOBOXXAAAY KQKAOE COOBITIE B KM3HM YEAOBEKA, CEMbMU 1 LIEAO-
ro poaa, 6yab TO cBapbba, PO>KAEHME peOeHKa MAM ITPOBOABI B IOCAEAHMI Iy Th, OTIO-
BellleHe U yTelleHre OAM3KIX. Y Ka3aX0B CYyIeCTBYIOT IIECHI CEMEITHO-00PSIAOBOTO
LIMKAQ M IIAMAHCKOTO PUTYaAa, COOCTBEHHO (POABKAODHbIE — Kapa o4eH, (Kapa OAeH
— «IIPOCTasi TMeCHsI») U MpodeccuoHaAbHble. [lecHU Kapa e.eH HOCST AMPUYECKUit
XapaxTep, B HUX II0ETCSI O IPUPOAE, JXKUBOTHBIX, AIOOBM, Y€AOBEYECKUX B3aVIMOOTHO-
IIEHNSIX, AMYHBIX NepexuBaHusix. Copep)XaHMeM yCTHO-TIPO(ECCOHAABHO MeCHN
CAY>KaT [ECHM-ABTOMOPTPETHI, )KEHCKIE 00pa3bl, IECHM O TBOPYECTBE, O BOKAABHOM
nckycctBe. Ocoboe MeCTO B 5TOM >KaHpPe 3aHMMaeT SKCIPECCUBHASI MY>KCKast AIO-
06OBHasI AVpUKA.

Ha Aucke mpeacraBAeHbl 00pasLbl KaK MHCTpyMeHTaAbHOro (1, 3—11), Tak u
receHHOro GpoAbKAOpa KazaxoB (2, 12-22). AOMOpPOBYI0 TPaAMLMIO TOKIE 3amaA-
Horo KasaxcraHa AeMOHCTPUPYIOT KoM ITPOdECCHOHAABHBIX KoM Aayiemkepes
(7), Kayena (8, 9) u Abvira (10, 11). TTeceHHYIO TPAAMLIMIO AQHHOTO PETMOHA MPEA-
CTaBASIIOT 3alICM B COOCTBEHHOM COIIPOBOXKA€HUM McroAHuTeAen (12-15) — Ha-
POAHOTO TPOUCXOXAeHUsI, Myxuma — sSIpKOTO NMPEACTABUTEAS 3AIMAAHOIO YCTHO-
npodeccuonaapHoro cruas (21). Iecun 16—20 siBasiioT coboit ctuab JKeTsicy, nec-
Hs1 Acema (22) — 0Opaser; ADKMHCKOIO CTHASL.

IyavHapa Ky3bakosa,
KaHOUOAM UCKYCCIMBOBEOCHUS
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Munlyk-zarlyk (Grief-Sorrow). . . . . . . . .. 0.52
sybyzgy folk melody, performed by Shanak Auganbayev

Iligai (Iligai) Folk song in instrumental performance, tastauk, . . . ... .............. 1.53
from the repertoire of the ensemble of early Kazakh instruments under the direction of Bolat Sarybayev
Abyzdyn tolgaui (Musingsof an Abyz). . . . . ... ... ... L 2.56
kobyz, performed by Da'ulet Myktybayev

Kazbenny saryny (Motive of Kozben) . . . ... ... ... ... ... ... ... ... .. ... 1.46
kobyz, performed by Da’'ulet Myktybayev

Aksak kulan (Lamekulan) . . . . . ... .. .. 3.18
kuy, dombra, performed by Malgazhdar A'ubakirov

Kel sana batyr (ChallengetoaContest) . . . . .. ... ... ... ... 2.04
kuy, dombra, performed by Bakyt Basygarayev

Zheldyrmé (Zheldyrmé) . . . . . .. ... 1.49
kuy, dombra, performed by Lukpan Mukhitov

Onayak (Onayak). . . ... ... ... e 1.54
kuy, dombra, performed by Lukpan Mukhitov

San-a’u (San-a'). . . . . . e e e e e e 2.23
kuy, dombra, performed by Lukpan Mukhitov

Naratu (Naratt) . . . . . .o e e e e e e e e 2.53
kuy, dombra, performed by Lukpan Mukhitov

Abyl (Abyl) . . . o 2.56
kuy, dombra, performed by Lukpan Mukhitov

AKKum (Akkum). . . . . . e e 249
song with the accompaniment of a dombra, performed by Garifulla Kurmangaliev

Dariga (Dariga) . .. ... ... .. 3.01
song with the accompaniment of a dombra, performed by Sa’'ule Zhanpe’isova

Aha’u, kumgan-ai (Aha'u, kumgan-ai) . . . . ... ... L L 2.20

song with the accompaniment of a dombra, performed by Mekes Tureshev
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Sokyr kyz (Blind Girl). . . . . . . . . . .
song with the accompaniment of a dombra, performed by Mekes Tureshev

Zhansa’ulé (Zhan Sa'ulé, name ofagirl) . . . .. ... ... .. L o Lo o
song with the accompaniment of a dombra, performed by Danesh Rakishev

Zhan Erké (Zhan Erké, nameofagirl) . . . ... ... ... L o L o
song with the accompaniment of a dombra, performed by Danesh Rakishev

Sa’ulemai (Sa’'ulemai, name ofagirl) . . .. ... ... . L
song with the accompaniment of a dombra, performed by Danesh Rakishev

Bayana’ul (Bayana'ul). . . . ... ... ...
song with the accompaniment of a dombra, performed by Danesh Rakishev

Bopem (Child) . . . . . . . ..
song with the accompaniment of a dombra, performed by Danesh Rakishev

Kara kanshyk (Karakanshyk) . . ... ... ... ... ... . ... .. ... . ... .. ...
song with the accompaniment of a dombra, performed by Mekes Tureshev

Konyr kaz (Grey Goose) . . . . . ... i
song with the accompaniment of a dombra, performed by Danesh Rakishev

Total time 57.07

Recordings from 1965-1989

Original idea: A. Gorbachev

Project director: E. Rastegaeva
Editor: G. Kuzbakova
Sound engineer: Y. Bogdanov

Design: I. Kryukov

Translated by A. Rovner
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MyHIBIK-3apAbIK (IPYCTB—TIEUAAD) . . . o oottt 0.52
HapOAHasi MEAOAUs], CbIObIIbY, uctL. 1llanak AyranOaes

Wnwraii (Vanrait) HapoAHasi TIeCHs B VMHCTPYMEHTAABHOM UCTIOAHEHMM, TACTAYKy. + « « v v o v v o v v v s 1.53
13 penepTyapa aHCaMOAst ADEBHIMX Ka3aXCKMX MHCTPYMEHTOB 1o, yrip. Boaara Capeibaesa

AGBIBIBIH TOMFAYBI (AYMBIAOBISA) .« . o o o oottt e e e et e 2.56
KOOBI3, UcIL. AayaeT MBIKTbIOAEB

Ke36enHiH capbIHbI (MOTMB KO30€HA) . . . . ..o vt e 1.46
KOOBI3, ucIt. Aayaet MbIKTbIOAEB

AKCaK KYJIAH (XPOMOM KYAGH) .« o o o v oottt e e et ettt e et et 3.18
KIOI1, AOMOPa, 1cIL. MaAraXxaap Aybakupon

Keu cana, 6aTbIp (BHI30B HA COCTABAHME) . . . o v v v v v v v e e e e e e e et e ee e e e et 2.04
KIOI1, AOMOpa, uctL. Bakerr Bacbirapaes

Kemmipme QKeAAVPME) . . . . o o e 1.49
KOV, AOMODa, Mcrt. AyknaH MyxutoB

OHAAK (OHA5MK) © .« . oot e e e e et et e e e e e e e e e e e e e e e 1.54
KIOI1, AOMOPa, 1cI1. AykriaH MyxuToB

Com-ay (CaH-ay) . . ... oo 2.23
KIOI1, AOMOpa, cIL. AyKriaH MyxuToB

Hapary (Hapaty) . . ... ... 2.53
KIOi1, AOMOpa, McIL. Ayknad Myxutos

ABBUL (ABBIA) .+« o v ot e e e e et e e e e 2.56
KIOI1, AOMOPa, ¥crt. AykriaH MyxuToB

ARKYM (AKKYM) .« o oottt e e e e e e e 249
TIECHsI B CONIPOBOXAEHMI AOMOPBI, 1cIL. Tapudyara Kypmanraanes

TapUFAa (AQPUTQ) .« . . . v ettt e e e e e e e 3.01
TIeCHSI B CONTPOBOXAeHMM A0MOPbI, ncr. Cayae JKannencosa

Axay, KyMFaH-ail (AXay, KYMIQH-QIT) « ¢ ¢ o o v v v v v v vvvnnnnnns e .. 220

TIeCHs B COITIPOBOXXKAEHUM AOMﬁpr, ucr. Mekec TypemeB
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COKBIP KBI3 (CACTIAS AEBYILIKA) « « o o v oottt e e e e e ettt e e e e e e e e e e e 4.01
IIeCHsI B CONPOBOXAEHUM AOMOPBL, 1crt. Mekec Typelues
Kancayne OKar CayAe, MMST AGBYIIKI) . . . . v vvvv vt e it e et e e 2.37
IIECHSL B COTIPOBOXXAEHMM AOMOPBL, mcrL. AaHen Pakyies
Kan Epke (OKan EpKe, IMSIABYLIIKI) © . . o oo oottt ettt e e 2.52
TIeCHsI B COIIPOBOXKAEHUM AOMODbI, mcrl. AaHern Pakuies
Caynemait (CayaeMait, UMS AGBYLIKM) . . o . v ov ottt et oo ittt e e 2.04
IIeCHsI B CONPOBOXAEHUM AOMOPBI, 1ctL. Aarelr Pakuiues
BastHayd (BasHAYA) « « o v v vt vttt 251

TIeCHsI B COIIPOBOXKAEHUM AOMODBI, McIl. AaHer Pakuines
BomeM (AVITS) . . o o e e 3.30
TIECHA B COIIPOBOKAECHUN AOM6pr, MCITL. AaHeu.[ PakuieB
Kapa KaHmbIK (Kapa KQHIIBIK) . . o o oot o et e et ettt e e e e et 3.05
TIeCHsI B CONPOBOXAEHMM AOMOPBI, 1cIL. Mekec Typetues
KOHBIP Ka3 (CEPBITITYCD) . . . . v vt vttt ittt et e e e e 2.59
TIeCHsI B COIIPOBOXXAEHUM AOMODBI, McIl. AaHel Pakuies

O6uee Bpemsi: 57.07

aren: 1965—-1989 rr.

Asrop mpen: A. Topbaues

PyxoBopureab npoexTa: E. Pacreraesa

Pepaxrop: I. KysbakoBa

3Bykopesxuccep: 0. boraaHos

Awmsarin: V1. Kprokos

TlepeBoa: A. PoBrep
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