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Introduction

he simplest, though the richest, genre

of Kazakh music culture is songs.
Traditional songs from the Western region
are considered to be an integral part of our
nationwide spiritual values. A traditional
approach to songs in the area was formed
and has developed based on its unique
music and style properties, just like it has in
other areas.

A comprehensive analysis of West
Kazakhstan’s regional lyrical (and author’s)
songs from ancient times up to the
beginning of the 20th century helped to
clarify several questions. It revealed that
Western Kazakh songs may be categorized
into three traditional directions. The study’s
relevance lies in the fact that it has not been
studied what the similarities and features
of these schools are with each other, even if
they are located in the same area. The goal
is to study the specific genre features of a
different singing tradition developed among
two popular schools in the same area.

The foremost song-performing school
in the region owes its foundation to Mukhit
Meralyuly (1841—1918). He was a singer
and a composer who lived in Oral. His
musical compositions were well-recognized
by Kazakh people and became classics. The
dombyra accompaniment for these wide-
ranging and marvelous songs conveys the
idiosyncratic spirit of bravery and courage.
The musical and stylistic peculiarities of
the dombyra (kyui), which were established
within this region, are clearly seen from the
accompaniment for Mukhit Meralyuly’s
songs.

Another song performance school is the
one that developed in Mangystau, which
is located on the shore of the Caspian
Sea. The musical art direction of this
area is connected with the works of seven
singers and composers descended from
the Adai tribe, who lived in the region.
Historical records show that they were
contemporaries who created their art

together. They are known as “Anaiinpin
XKeTi Kalkpichl” (Seven music masters of
Adai ancestry). Therefore, people called
them “kaiky” (music master). The word
“kaiky” refers to a person who is a singer,

a songwriter, a composer, or, in other
words a master of the music arts. Another
meaning given to the word “kaiky” is
exquisiteness. This is meant for the songs
of slow tempo-rhythm, that are different
from the style of Mukhit Meralyuly’s songs.
Such “exquisite” songs contain bright,
slow rhythms and beautiful lyrics created by
the Mangystau dombyra melody.

The third school of songs was
established from Zhylyoi traditions. Zhylyoi
is an area located between the Oral and
Mangystau oblasts. Therefore, the music
composed in this tradition gathered
musical elements from both areas (Oral
and Mangystau). Those songs have a wide
range and slow rhythm. Their dombyra
accompaniment is similar to that of the
Mangystau school.

The well-known representatives of
the aforementioned song-performing
schools freely traveled the Western
region, spreading the musical culture of
the nomadic Kazakh people. Wherever
they stopped, people treated them as
distinguished and honorary guests. Thus,
the music cultures of these three schools
have developed through mutual influence.
The songs of Zhylyoi will be published in
this article for the first time in their full
and systematized version. Several versatile
artists (singers and composers) from
Zhylyoi include Kyzdarbai Doskanauly,
Sakyp Medetbaiuly, Dostan Sal, Artykbai,
and others.

Methods

This study’s methodological approaches
and research methods provided a detailed
examination of Kazakh song genres,
revealing their cultural and regional
distinctions. The following methods were
employed:



1. Comparative Method — used to
analyze and compare ritual songs such as
“Zhoktau” and “synsu,” identifying their
unique characteristics. This method was
also applied to household songs, allowing
for the differentiation of genre-specific
features in “sagynysh an”
and “kuldirgi an”;

2. Informational Interview Method
— was used during the ethnographic
expedition, where interviews were
conducted with bearers of musical folklore.
We identified the characteristic features of
the traditional understanding of “konyr an”
and “matok an”;

3. Comparative-Historical Method —
employed to investigate the origins and
meanings of lyrical song types such as
“matok an” and “konyr an.” This method
revealed that the term “matok an” is
specific to the local dialect of western
regions, including Atyrau and Mangystau.
Additionally, it was instrumental in
uncovering the etymological significance
of “konyr an” by comparing the term with
potentially related words within the broader
Kazakh song genre;

4. The modern method of notation for
Kazakh songs — we used a method of
song notation that reveals the essence of
Kazakh songs more deeply. In Kazakhstani
musicology, this is called “barmak”.

During the expedition, the author
collected samples among the population
that had not previously been found in
Kazakhstani musicology: “matok” songs,
“konyr” song, “sagynysh” song, “kuldirgi”
song. The information was collected by
interviewing respondents to determine the
significance of the song titles—the analysis
of information attached importance to the
folk name of genres. Local dialect words
were interviewed by the regional dictionary
of the Kazakh language and philologists
through interviews.

Then, a meaningful analysis of the
samples by genre and topic was carried
out. A comprehensive and comparative

musical and theoretical analysis was
conducted with other regions to determine
the local stylistics, range, scale, and
melodic movement of songs. To quote
songs, we relied on methods developed by
Kazakhstani scientists in recent years. This
is a convenient and new approach to the
chosen topic.

Upon notating the songs from the
article, we used a method different from
European music theory, which is so
familiar to us. According to national
ethnomusicologists, the reason for doing
so is the risk that if the Kazakh poetry
norms are not followed, inevitable mistakes
might occur during the notation process.
For instance, there is a rule about a strong
first beat in duple and triple time, which
we are aware of. Considering this rule, we
may find that the permanently stressed first
beat does not match the Kazakhs’ language
prosody.

Taking this feature into account, we
applied the method of music notation
proposed in recent years by professors
Bolat Karakulov and Ilyas Kozhabekov.
Within this method of music notation,
the time is put conditionally, and
the corresponding bar line is drawn
fragmentarily. The standard bar line
corresponds to the Kazakh poetry quatrain,
i.e., drawn only at the end of each line. In
addition, a convenient key was selected to
play the note on the dombra instrument
(the pitch performed by the informant is
indicated in parentheses).

These are the song types that were
notated: cotncy (synsu), scoxmay
(zhoktau), cacoinoiu o1 (sagynysh
an), kapa eaew, (kara olen), kyadipei
on (kuldirgi an), momexk on (matok
an), Konolp on (konyr an). These names
appeared during various periods of the song
music genres. Based on the opinion that
the most ancient songs are those preserved
in national folklore, the songs named
zhoktau and synsu are examples of the
ancient period of this music genre.
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Discussion

Zhoktau is a song of grief and loss, usually
performed while crying. The exact period
when Kazakh national zhoktau songs
were brought about is hard to identify.
According to the records of the scientist
M .Kashkari, zhoktau is a type of song
that appeared due to the warlike lifestyle
peculiar to ancient Turkic tribes. Whereas
academic Alkey Margulan says that lyrics
for the songs about grief match with Orhon
Yenisey inscriptions. “Commemoration
traditions, such as koshtasu (last respects),
estirtu (announcement), zhoktau, aza
tutyp kaigury (to mourn), zhylau (crying),
kadirlep shygarip salu (saying good-bye),
basyna belgi ornatu (to raise a grave),
as berip toi zhasau (funeral feast), soiys
kylu (butcher) — all are the customs and
traditions survived from the Saka, Huns
and Wusun, and taken by the Kazakh and
Kyrgyz nations” (Margulan 36), — he
explains.

The songs of zhoktau illustrate the
way a person’s heart and soul feel, the
feeling of grief. They are usually made of
lines containing 7 or 8 syllables. Typically,
women sang the songs of remembrance.

Studying Kazakhstani regional songs of
grief and sorrow revealed slight differences
in their modern musical style peculiarities
and names. For example, there is a type
of custom called korisu (korisu means
meeting someone face to face), which is
practiced in Syr and Aral-Kazaly regions.
Korisu has other meanings as well,
such as the act of sharing the loss of the
grieving women by an outside condolence.
Reunions during the Muslim Kurban
Ait festival to forgive and forget all the
offenses and harms they faced were also
called korisu (Zhanabergenova 218-219).
Similar traditions can be found from the
Bayan-Olgii region of Mongolia — korisu,
i.e, zhoktau and zhubatu (to console)
(Sipos Ne 6 a). Exactly the same names
for the songs synsu and zhoktau in some
regions is an indication of the common act

of mourning. The researcher, the head of
the Songbook of Two Regions group, made
the following conclusion: “Their music is
predominated by modest forms and the
relatively free, unstrofhic forms are quite
frequent” (Sipos 108).

Among the burial custom songs of
the Western region, there is one called
teris olen (teris olen means “opposite” or
“reversed”, whereas olen means “song”).
[t includes zhoktau songs of Aktobe. The
researcher explained the reason why it
is called “teris olen”: it is a local feature
peculiar to zhanazalau (performing funeral
service) custom, according to which a
mourning person is turned back on the
condolents. A.Sabyrova in her article “Teris
olen” Kazakh traditional genre she says
that this kind of custom is very popular
among Kazakh people. “..a person grieving
on his/her close and loved one is turned
back on, because he/she spoke on behalf of
a person from the other world or addressed
the spirit of the one who is gone”

(Sabirova 182).

Nowadays, commemoration traditions
(zhoktau) are changed to suit the norms
of the era. Nonetheless, modern zhoktau
songs use musical techniques peculiar to
this genre for their texts, and some local
music styles may be heard on occasion.
Thus, applying this genre for centuries
has created musical stereotypes regarding
the songs conveying a person’s emotions,
sorrow, and grief.

Songs of mourning (zhoktau) born in
the Western region are of low range with
the fourth and sixth interval. Unlike synsu,
instances of the high range and seventh
interval compositions are rare in zhoktau.
Songs composed of 7-8 syllable lines in the
form of kara olen are hardly ever found. It
is usual for them to contain two different
melody lines as in synsu.

The ascending movement of intonation
dominates in the area’s songs. Waving
melodic word combinations start with 11/
[II degrees, and get higher. Sometimes,
the IV degree calls special attention.



Sound repeated at one point on the I and
Il degree, which is the feature of traditional
songs, and, thus, occurring in zhoktau
songs, catches the attention as well. These
songs resemble a recitative (declamation)
epic melody. Such monotonous rhythm is
needed to depict its nature. Typically, they
are in a minor mode. Alongside the Aeolian,
Phrygian, lonian, and Mixolydian modes of
major tonality can also be heard.

In addition to those songs collected
from the Western region nationwide,
some rarely found traditional musical
compositions made up of women, whom
the people called “zhoktauger” (mourner),
were also published as music notes. Such
women as Bagyt Zhanakkyzy and Agilash
Shargabayeva were mourners. According
to tradition, they were invited to the
mourning house and performed, for several
days, commemoration of the deceased.
Finally, they obtained payment from the
master of the house. They were considered
“professional performers” of traditional
customs. An example of such a songs is the
one compiled by a mourner named Zylikha
[zbasova. The song’s music consists of
three parts. Since Kazakh traditional
mourning songs music depends on the
tragic state and psychological factors,
the way they are performed may vary by
the situation and time. Moreover, a long-
lasting performance may be stopped at any
point, whereby another person continues
singing with a different melody. Therefore,
having short parts is quite possible.
Zhoktau songs of this kind may sometimes
be performed by several people at a time
in various manners, i.e., with lyrics and
music of their own. Speeches, pauses,
or quiet conversations might follow such
performances. Although these combined
actions create a particular syncretic genre,
the melody remains the most important
ingredient. The song, its lyrics, melody,
emotions (crying), facial expression,
etc., all combined, make up a particular
mourning and syncretic genre.

[f one considers the features specific
to the area’s zhoktau songs based on the

version performed by Zyliha Izbasova,

it is seen that, corresponding to their
improvisational nature, the poetic lines

are astrophic: the first verse consists of 6
lines, the second of 5, and the last one is
of 4, which suits the nature of the art of
improvisation. While singing, the mourner
made pauses, and used a different melody
for each strophe. The first two strophes
were similar, in Phrygian mode, whereas
the last one was in Aeolian mode. At the
beginning, the string of notes are of an
upward waving motion. In the first part,
musical development of the whole strophe
is grounded in the different versions of the
same music. Such fragments are repeated
in the second strophe but are not present
in the end. Unlike synsu, in zhoktau songs
performed in the area, the low (quart-
sixth) range dominates, and cases in which
they contain 11 syllables are considerably
rare. It is also infrequent when one line in
zhoktau songs varies among performances.

Synsu is the bride’s farewell song. By
tradition, the girl, who is getting married
against her will, sings to demonstrate her
sadness and worries, dreams and wishes,
and unfortunate destiny.

She devotes songs to her mother, father,
relatives and friends.

The tradition of synsu is known by
different names in different corners of the
Kazakh land: korisu, aryz olen, auzhar,
uki-au, tanysu, saryn, koshtasu, etc.

In Western region, bride’s songs were
recorded under names such as synsu,
tanisu zhyry, tanyzu ani, koshtasu ani,
aryz olen, synsu zhyry. The one called
aryz olen can be heard only in the Oral
oblast.

The musical and poetic pattern of synsu
songs performed in this area are of two
kinds. The first is made of 7-8 strophes,
while the second version uses 11 syllables,
called kara olen patterned songs. In
Oral and in its neighboring Orynbor
oblast, synsu songs typically consist of 11
syllables.

[t is a local peculiarity of these oblasts
that the bride’s songs should be melodious.
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In addition, another peculiarity of the area
is the recitative manner, and repetition of a
syllable, especially the I degree repeating
several times on one sound (scansion). In
Orynbor oblast, Aktobe and Bokei province
bride’s farewell songs do not possess
those features. Among the forms of synsu
and zhoktau songs, there are tirade type
songs (tirade type song refers to a type

of song pattern that have 5, 6 or 7 lines
within a strophe instead of a standard
four). This type was found within the art

of improvisation, and it does not have a
pattern for the structure of the syllables,
which is very eye-catching.

“Sagynysh an”. These are the letters
sent from the motherland to the battlefield,
or from the battlefield to the motherland
during the years of World War II (1941-
1945). They contain songs that were
performed with the accompaniment of the
melody. Those songs bear the name of khat
olender, i.e., letter songs, or shygarma
olen, which means compositions. The
central theme raised in them was how the
war separated people from their loved ones.

The letter songs are similar to
traditional koshtasu and synsu songs
in terms of their content and music.

For example, tragic news sent with the
letters was in the Kazakh traditional form
of zhubatu (to appease) and konil aitu

(to express condolences). If the letter
announces the death or loss of a soldier,
the song will include music techniques and
elements peculiar to zhoktau songs.

Based on these scientific records, it
was found that in Zhylyoi province of
Western region, the letter songs were
called sagynysh an, and their similar
nature was identified. Furthermore, the
materials of the information provider who
published the contents of the sagynysh an
examples show that their name is the local
name for the letter songs (compositions)
centered on the everyday life theme. Above
all, they differ in terms of their poetic text:
the letter songs were usually written by
soldiers, addressing their motherland,

while the songs called sagynysh an show
the emotions and feelings of the loving
mothers, women waiting for their beloved
husbands or children intensely missing
their fathers. Those are the letters sent from
the motherland to the battlefield. For that
reason, their musical properties are similar
to the pattern of kara olen. Whereas in the
letter songs, alongside the musical basis,
the author’s personal style can be clearly
seen.

Results

Through the study and analysis of these
songs, we have achieved some results in
thematic, stylistic terms from local artists.
By their nature, these household songs
differ from the above-mentioned ritual
songs. So, let’s pay attention to the local
musical features of everyday songs:

1. A free syllabic structure is
characteristic of the form and poetics of
local “qara olen” (including kuldyrgi an),
and it was confirmed that humorous songs
are labeled as “kuldyrgi an” based solely on
their thematic content.

2. We determined that songs referred
to in the local dialect as “matok” are part
of Kazakh lyrical songs and, due to their
romantic content, are named as such and
found only in the Western region.

3. We identified that songs with the
term “qonyr”, as used in Kazakh music,
are predominantly referred to as “qonyr an”
in this local culture and have a lyrical and
rhythmic character.

Kara olen (which means a simple
song) is a simple daily life song. Its poetic
structure includes 11 syllable lines, which
means that a line consists of 11 syllables.
This type of song utilizes AABA form. In
Kazakh poetry one can find a type of song
called kara olen, which is made of 4 lines.
Therefore, national songs with simple
musical accompaniment are also called
kara olen. On the one hand, such songs,
in terms of their simple music, resemble
traditional songs of ancient times. On the



other hand, they are analogous to complex
examples of songs that developed in vocal-
professional folklore. These are the peculiar
features of this type of song. The stylistic
norms of kara olen songs have not yet
been determined in national music studies.
Several music studies specialists propose
to include national songs in the list of kara
olen songs due to their simplistic nature.
However, such a hypothesis is not yet
proven from a scientific point of view.

Now, let’s analyze kara olen format
songs sung in the Western region. Their
peculiar feature is the title of the songs,
which is “kara olen”. Another feature is
that they can be performed with the melody
of songs popular among Kazakhs, such
as “Kamazhai”, “Dedim-ai, au”, and
“Saulem-ai”. They may also be sung to
the music of such famous regional songs
by Mukhit Meralyuly as “Ainamkoz”,
“Zhaima konyr”, “Zauresh”, or those made
up by Kayip, such as “Ak bobek”. However,
the melody may sometimes slightly differ.
One more peculiarity of this type of song
is the lack of a chorus, just like in the
area’s lyrical songs. Kara olen songs are
performed with the lines that are kept in
peoples’ minds. In some cases, they may
be prolonged to 15-17 syllable lines, when
the performer adds his/her own words.

The additional words may either extend the
song meaningfully or sometimes consist

of alexical words. This form deviates a

little from the standard 11 syllable lines.
One type of song that came from Zhylyoi
province is called kuldirgi ander.

“Kuldirgi an”. The area’s kara olen
format songs are performed in groups in
the form of aitys (poetry competition).

The way they are performed is not

different from the standard pattern, and

we cannot find them in the professional
singer’s repertoire. Older adults usually
composed and performed songs at once
during significant celebration events. Their
structure is of 11 syllable lines strophes,
the content is funny and amusing. Due to
the age peculiarities of the performer, the

songs are called kuldirgi ander are of low
range, monotonous and have a musical
composition corresponding to their nature.

Agjol Kulshykova, informer, explains:
“These are funny songs sung by elderly
people. They are made in a question-
answer pattern (to be answered by men and
women within the groups), and the first two
lines are repeated while performing”. The
songs named kuldirgi ander are sung by
the public sitting next to each other, during
a toi (feast). Singers can perform them
with one melody composition, according
to the music picked by the performer. It
is not about the winning and the losing
party. From the point of view of a dialogue
between men and women, this type of
songs may be considered as belonging to
the public aitys (poetry competition) genre
(Muhtar Auezov, Taliga Bekkhozhina).

[f one will pay attention to the text of the
kuldirgi ander, it should be seen that the
performers add 3 and 4" lines to the first
two lines of kara olen. Thus, the songs
known as kuldirgi ander are not grouped
by their kara olen pattern content. Besides,
they do not possess any musical properties
of their own.

The thematic, meaningful features of
the songs of “matok” were revealed during
the analysis of lyrical songs. “Matok an”
is a phrase in a dialect spoken only across
Atyrau, Mangystau, and Oral of the
Western part of Kazakhstan that refers to
songs about love. During the expedition,
local people told us that they used the
word “matok” in relation to beautiful,
attractive people gifted with a strong sense
of aesthetics and style who stand out for
their temper and conduct. There is an
assumption that men used to compose and
devote “matok” songs to their beautiful
girliriends, wives, and beloved people.

Special attention was paid to the
content of the notated “matok” songs
to identify what this word exactly means
when it’s used as a type of songs. As a
result, based on the information above, it
was discovered that its meaning is close
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to a man wedded to something (being in
love). So, “Matok” songs resulted from
awoman’s figure, beauty, and feelings
toward them as described in the love
songs. Such contents are also found in
the songs of folk composers. This kind of
songs is even found among Kazakh lyric
(folk and author) songs. Anyway, even after
thousands of songs were notated since the
early 20th century, songs called “matok”
were not encountered.

According to data collected during the
expedition to the area, informers tend to
give descriptions such as: “it’s love songs,”
“only men sing these disgraceful songs,”
“it was not for the public,” “men used to
sing it for the people whom they fell in love
with,” “there are shameful words,” or “you
are the same age as my child, so [ cannot
tell you that.” Since most of the folk music
was recorded by women aged 55 to 90,
their mentality, perception, and culture did
not let them perform many “matok” songs.
Most of them just dropped the rest of the
song saying “I am a quite elderly person
and would feel awkward in case children
hear me, so please, do not insist on ending
it”. Based on the above, we can conclude
that youth and men did not perform matok
songs publicly, but only among small
groups, due to “shameful words” contained
in them. Description of women'’s beauty,
adoring and being in love with them is the
extent of today’s versions of these songs.

[V. “Konyr an” — beside “matok”
songs, “konyr” song samples also exist
in the West. The word “konyr” (brown)
has many meanings for Kazakh people.
For example, “konyr kuz” (late autumn),
“konyr salqyn” (pleasant and gentle cool),
“konyr zhel” (gentle summer breeze),
“konyr ui” (yurt covered with brown felt),
“konyr kui” (pleasant melody), “telkonyr”,
“konyr gaz” (brown goose), etc. Our study
focuses on the use of such a big concept
in national music culture. Researcher
Talasbek Asemkulov says: “The basis
and main point of traditional music is
timbre, the coloring of sound, the many

overtones accompanying essential note.
Timbre culture is what we can call the
Kazakh culture. The Kazakh traditional
sound ideal is “konyr” (gentle), a quiet
sound rich in overtones. This perfect sound
reflects the mentality, and worldview

of each nation” (Asemkulov 110) while
considering usage of the word “konyr”
concerning to the world of sounds. In

his articles about musical instruments,

the author points out that the “konyr”
sound is a traditional sound ideal (term
by Izaly Zemtsovsky) rich in overtones.
Musical Researcher Gulnar Begalinova,
researching the materials used to make
national ancient instruments, concludes:
Materials (wood, leather, bone, horn,
mane hair, livestock intestine) that Kazakh
people use to make musical instruments
form the special acoustic parameter of an
instrument’s sound. Instruments made

of those materials create warm, mellow,
pleasant, and konyr (gentle) sounds.
Therefore, the Kazakh specific timbre

ideal is called “konyr” (Begalinova 35).
Researcher Zhumeken Nazhimedenov
considers the acoustic specifications of
dombra scientifically and believes that the
“konyr” sound is a complicated and strong
concept. The scientist claims that sound
varying within a frequency of circa 60 Hz to
600 Hz is a sound that the Kazakh ancient
dombra made by plucking strings made

of sheep intestines (Nazhimedenov 7).

The aforementioned quotes consider and
describe the instrumental konyr sound as a
timbre ideal of Kazakh music.

Kazakhs in China use the term “konyr”,
common to Kazakh music, to describe the
national melodies as a whole.

A collection of Kazakh songs from the
[li area called “62 Kazakh Konyrs. Konyr
of a Swan” includes Kazakh melodies for
sybysgy and kobyz, folk songs and excerpts
from poems. Comments to the book say
the following: “... the wishes of people,
their moods, were personified by “konyr”
melodies and encouraged people to move
forward. Back in those days, “konyr”



melodies were played in the residences of
Khans, in large celebrations and at public
meetings and spread widely, having found
a place in the hearts of people and have
reached our days” (Swan’s konyr, 62
konyr 6). Having said this, the concept

of “konyr” music, which has the ability

to express musical works in instrumental
or song genres without limitations, is
general, comprehensive, widely understood
and considered. In other words, konyr
describes a wider concept than the writings
of a particular genre.

In instrumental music, ancient
samples of kyuis (traditional instrumental
compositions), called “konyr” are found as
played on kobyz and sybyzgy. In contrast,
melodies played on dombra formed a
cycle, jointly named “Sixty-two Konyrs”.
Researcher Saule Utegalieva, who studied
the revolving mechanism of dombra, made
the following conclusions: “Dombra kyuis
should be performed in a low range. Their
sound should be brought close to “Konyr
dauys” ... “Konyr dauys” has multiple
meanings. It is primarily associated with
the bottom of the music space, lowercase
(1). “Konyr” means the timbre of the
dombra as well. Its sound range is close
to the tenor voice and includes the small
and the first octaves (2). To communicate
with the outside world, a velvet low sound
is necessary (3). Only through it can
reflections and a diverse range of feelings
and emotions of a steppe nomad be
conveyed. This concept broadly reflects the
philosophy of kyui, directed towards the
inner world of a person (4). “Konyr dauys”
may be correlated with the behavior and
character of the Kazakh people, as well as
their attitude to life (5). “Konyr dauys”,
“Konyr burau”, “Konyr kuyi” are one-
ordinal (synonymous) phenomena, kind of
assuming each other” (Utegaliyeva 92-93).
The nature, content and musical style of
these kyuis are lyrical and philosophical.

The same may apply to “konyrs” in song
genres as well: “Alkonyr”, “Nazkonyr”,
“Konyr zhai” (“1000 songs”, Ne 808),

“Maida konyr” (“500 Kazakh songs and
kyuis”, NeNe 162, 223), “Zhai konyr”
(Zatayevich 312) (Ne 91), and works of
Kazakh folk composers, such as “Zhaima
konyr” of Mukhit, “Konyr”” of Birzhan,
“Maida konyr” of Akan the Seri, “Konyr”
of Zhayau Musa, “Zhai konyr” of Baluan
Sholak, “Kurmanali’s konyr” (“1000
songs”, Ne 570), etc. In the West part of
Kazakhstan, “Konyr an” type of works (Ne
242, 394-395; 12, Ne 463 ] were published
in T.Bekkhozhina’s collection named “200
Kazakh songs”.

Some works were also collected during
the musical and ethnographical expedition
to the area. In addition to these, there
is a number of “Zhilioidin konyr anderi”
(Konyr songs of Zhylyoi). “Konyr an” is
defined as a “slow, sorrowful song” in the
Kazakh Explanatory Dictionary (Kazakh
dictionary, K 328). As the content and
subject of these songs are the main
components in understanding the nature of
the musical compositions, we have focused
on researchers’ definitions regarding the
songs’ performance. Aleksandr Zatayevich,
who was the first person to notate these
compositions, translated them as follows:
“Gentle, soft,” “Calm elegy,” “Quiet
music,” “Smooth song,” “Elegiac chant.”
Regarding the way of performing them,
he describes it as “moderately,” “in a very
long-drawn-out manner,” “gloomily and
grievously,” “freely and boldly,” “wide
and loosely,” “very wide,

@

calmly and
gracefully,” and “at ease.” He says that
elegiac songs are mainly called so, which is
why they are minor.

The “konyr” can be more accurately
translated as “cantilena” (Zatayevich 30).

According to the notations of the
ethnographer, we can clearly see that
quarter note value is slowly performed
between = 58/100 rhythm. More recent
issues also describe it as a patient,
beautiful, slow, calm, thoughtful
song. So, the musical nature of konyr
songs have standard features: lyrical,
calm accentuation, sedate, patient, and
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thoughtful. If we pay attention to the words
calm, gentle, and quiet used with the word
“konyr”, we notice that they have similar
meanings, and make its deep sense more
transparent.

[t is well known that the art of poetry
has a wide development in the Western
part of Kazakhstan. This type of tradition is
accompanied by orbital genres “around” it
(Alma Kunanbayeva) - a folgau (cantus),
terme (parables), osiet (commandments),
naqyl soz (admonitions), etc. The
intense, streamlined and melodic nature
of music had a great influence on how
the song industry was built. Those who
commented on this matter first drew
close attention to these functions. A solid
argument thereof is the large variety of
musical versions. Compared to the songs
of the Western School of Music, “konyr
songs” are characterized by remarkably
calm, monotonously slow sounds, the
appearance of which was influenced by the
poetry of a lyrical and courageous nature.

To conclude, while the konyr song is
generically described as a Kazakh sedate
song in national music culture, in the
Western part of Kazakhstan, it is a song
with a certain musical description and
thoughtiul nature, distinguished by its
long, slow, and patient performance.

Basic Provisions

During the study, the following scientific
results were developed and formulated:

— Since the song culture of the Zhylyoi
area in western Kazakhstan has not been
specifically studied, this article explores
the distinctive features of the local song
genre. To fully understand the meanings of
genres within the Zhylyoi song tradition,
we attempted to examine them within the
broader framework of Kazakh national
music.

The insufficient study of the diverse
regional schools, an essential aspect of
considering the song genre as a unified
ethnic heritage, necessitated a separate
investigation of the highlighted issues.

As a result of this research, newly
collected materials were systematized,
and a genre-based differentiation was
conducted.

— This included identifying and
incorporating previously unknown folklore
genres into musical practice, such as
“matok an,” “konyr an”, “sagynysh
an,” and “kuldirgi an”. The unique
characteristics of ritual and lyrical genres,
the connection between song genre names
and local dialects, and their thematic
content were revealed.

Thus, this article examines the local
song tradition within the context of Kazakh
culture. It is evident that Zhylyoi songs
form part of the broader ethnomusical
heritage of Kazakhstan. They share
common elements with traditional Kazakh
songs while also exhibiting distinct
features.

Conclusion

To summarize, we were convinced that

the musical culture of the three Western
singing schools developed, influencing
each other. For the first time in this study,
zhylyoy songs are systematically published.
The article highlights the peculiarities of
the local song genre of the Zhylyoy area,
which has developed among two large
singing schools in the Western region.

The place of songs and lamentations in
the funeral rite is special. In such cases,
the Kazakh people traditionally sing the
song-zhoktau (crying-jylau, farewell-
qoshtasu, dauys, aza). A unique tradition
has been preserved in this area until recent
years. There is a mourner who comes to the
mourning house by special invitation and
performs her own poems by composing.
They are professionals who perform each
stanza of the song to different melodies.
The materials of the expedition were
analyzed and it was found that the crying
people are called “zhoktauger”. They go
to the mourning house by invitation, even
if they have no family ties and mourn at the



wake, which is held for three days, “seventh
day”, “forty days”, “one hundred days”.
Musical analysis has shown that there is a
similarity between such crying songs and
farewell songs performed by the bride in

the initial motive of the melody. They are
continued later, in lyrical songs. That is, the
melody of these samples, which are based
on crying, a sense of farewell, is developed
in a close relationship. Thus, the research
addresses essential genres of traditional
music. In this context, several key aspects
can be highlighted.

1. During the research, songs were
found on the Zhylyoy land — “sagynysh”
songs. It turned out that they would
compose only during the war years. These
are nostalgic letters from his native land,
addressed to his son, brother, and wife. The
study found that these songs are a sample
of simple folk (11 syllables) poems. They
begin with repeated lines, with the initial
two lines typical of eleven syllabic ones,
and in the last lines, words intended for a
specific person are pronounced. Moreover,
letters from the front are called, as in other
regions of Kazakhstan, a welcome letter
(salem khat) or an essay in verse (shygarma
olen).

2. The next genre determined in the
course of the study are simple songs (kara
olen).Among them were songs that were
called funny songs in terms of content.

Two groups take turns singing stanzas,

joking with each other. The melody of
simple songs, funny songs are simple and
unpopular. Sometimes, they are performed
with the melody of songs shared on the
Kazakh steppe. Any person has sung these
songs, having composed them from his
soul. Therefore, sometimes each line of a
stanza exceeds 11 syllables and stretches
to 15-17 syllables. This is how it lengthens
from the words used to convey the thought
being expressed.

3. A significant result was obtained
by the musical-theoretical analysis of the
songs “matok” among the lyrical songs.
The lyrics do not have a special melody
and are works aimed at women. It was
discovered that the word “matok” is one of
the local dialect words used exclusively in
the area.

4. The article defines the place of
“konyr” songs among the lyrical ones.
The cantilevered, calm, thoughtful songs
correspond with their name, the meaning
of the word “konyr”. Konyr is the name of
a sound ideal in Kazakh music in general,
therefore, whole lyrical songs can be called
that way.

The songs of the Zhylyoy area were
considered within the framework of Kazakh
folk songs. They defined both their common
symbols and their unique character. This
artistic significance, which has developed
and lives on the edge of our country, is
an integral part of our country’s musical
treasury.
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Typmaram6eroBa BakbiT

Atbipayckuil ynusepeuter uMenn Xasena Jlocmyxamesioa
(Arbipay, Kazaxcran)

Kasryranosa Aiinyp

Wucruryt imrepatypbl 0 MekycerBa uMenn Myxrapa Ays3oBa
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YXAHPOBbIE OCOBEHHOCTMW MECEH XblJIbIOWCKOW MECTHOCTU

AHHOTaums. Hanbonee pacnpoCTpaHEHHbIM MECEHHDbIN XXaHP HALMOHANbHOW MYy3bIKasbHOW KY/bTypbl
6bI1 NepBOHaYaNbHO pasfeNieH Ha PernoHbl, COOPMUPOBAH MECTHBIMU MYy3blKalbHbIMU MOTUBAMMU, A
3aTeM NPOLO/KEH U Pa3BUT B pa3roBOPHOM peyun. B oTeuecTBeHHOM My3blkoBeAYECKOM cdhepe n3yyeHue
3TOrO aHpa B Pa3NMYHbIX acneKkTax NPoLo/MKAeTCs U Mo cei AeHb. KMByYecTb, BApUATUBHOCTb
MECTHbIX JIMPUYECKUX NECEH, XapaKTepHble MECTHblE MY3bIKaJIbHO-CTUIUCTUYECKUE OCOBEHHOCTU
Kpasi, N(peeMCcTBEHHOCTb Mexay 06psL0BbIMU U aBTOPCKMMMU NIMPUYECKMMMN MPOU3BEAEHUAMWN AHHON
MECTHOCTV ONpenensioT OCHOBHYHO LieNb CTaTbu: My3blKa/lbHble 0CO6eHHOCTH, AMana3oH M Naa U T.4. B
COOTBETCTBMM C 3TOW LLENbI B CTaTbe HallNa OTPAXXEHWE KOMMIEKCHAs HanpaBeHHOCTb UCCIen0BaHM
Cpeay BHYTPEHHMUX YCIOBHbIX MEPUOAMYECKMX BULOB XaHpa (06psaoBbie, HAPOAHbIE, YCTHO-
npodeccruoHanbHble). Pe3ynbtaThl, LOCTUTHYTbIE C LiENbto BbISBIEHUS MEXBPEMEHHON NPeeMCTBEHHOCTH,
MOTyT 6bITb MCMONB30BaHbI B HAYYHO-MUCCIEA0BATENBCKUX PabOTax, UCMONHUTENBCKOM MCKYCCTBE,
LEMOHCTPUPYS HAYYHYIO M NPAKTUYECKYI 3HAYMMOCTb. [IpUMEHEHbI NOAXOAbI KOMMIEKCHOrO U
CPaBHUTENBHOMO UCTOPUKO-TEOPETUYECKOTO aHaNM3a Ha OCHOBe yHAAMEHTabHbIX Hay4YHbIX TPYAOB,
M3YyYEHHbIX OTEYECTBEHHbIMM YYEHbIMU MO XaHPY YCTHO-NpodeccroHanbHoli necHu. dopmynupys
nccnenoBaHue, MecTHbIE XXaHPOBble 0CO6eHHOCTH neceH XKbiNbloM, CIOXKMUBLUMECS MEXAY ABYMS
prﬂHeﬁUJMMM UCNONMHUTENBbCKUMMU LLKONaMKN 3anap,Horo PEernoHa, Obinn onpeneneHbl Kak no Ha3BaHUAM
MeceH, Tak U Mo My3blKabHO-TEOPETUYECKUM MPU3HAKAM.

CraTbs nogrotoeneHa B pamMkax npoekta AP19676609 “AkafeMuyeckoe My3blKOBEAEHME B NpoLiecce
($hOpMUPOBaHUS HOBOIO NYMaHUTAapHOro 3HAHUS".

Knrouessie cnoea: nokanbHbIM NECEHHBIV XXaHP, 06psaa0Bas My3bika, NaA, AMPUYECcKas NeCHs, KKOHbIP»
(cnokoWHas) necHs, My3blKanbHbIM A3bIK.

Ana yumupoeanus: TypmarambeToBa, bakbIT M KasTyraHoBa AliHyp. «)KaHpoBble 0CO6eHHOCTH
neceH Xbinblockon MectHocTuy. Central Asian Journal of Art studies, 7.9, N2 4, 2024, c. 139-154, DOI:
10.47940/cajas.v9i4.855

bnazodapHocmu: ABTOPbI BbIPaXXakoT CBOKO 611aroaapHOCTb peaakumm xypHana “‘Central Asian Journal
of Art Studies” u peLeH3eHTaM 3a NPOSBAEHHbIN MHTEPEC, A TAKXEe 33 NOMOLLb B NOAFOTOBKE AAHHOW
CTaTbU K I'Iy6fIVIKaLI,MVI.

Asmopbl npoyumanu u 0006puIU OKOHYAMENbHBbIL 8apUGHM pyKonucu U 3aseis1m 06 omcymcmsuu
KOH@AUKMA UHmMepecos.
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Typmaram6eroBa BakbiT

XaJies Jlocmyxame/10B aTbiHaarbl ATbipay yHUBEPCHTETI
(Arbipay, Kazakcran)

KasrtyraHoBa AiiHyp

Myxrap Oye30B aTbiHIaFbl OIcOHET KOHE OHEpP HHCTHTYThI
(Anmatol, Kasakcran)

XbIJIbIOW 6HIPI @HAEPIHIH XXAHPJbIK EPEKLWENIKTEPI

Anpatna. YITTbIK, My3blKa M3AEHMETIHIH €H KEH Tapa/faH aH XXaHpbl 6acTankplaa aMmMakTapra 6eniHin,
XKEPTiNiKTi My3blKablK aMLLbIKTapbIMEH KaNbINTACTbl, COAAH KEMiH aybl3eKi TifiAe Xanfacbin, Lamblabl.
OTaHAbIK My3blkaTaHy canacbiHaa 6yn aHpAblH SpTypAi acnekTinepae 3eptrenyi OyriHre geniH
YKanfacTblFblH Tabyaa. XeprinikTi AMpUKanblK, SHAEPAIH eMipLIeHAEri, BAPUAHTTbIbIFbI, 9P 6IKEHIH,
©3iHe TaH XePprifikTi My3bIKanblK-CTUANCTUKANbIK, ePEKLIENIKTEPI, 9P 6HipAiH FYPbINTbIK XSHE aBTOP/bIK,
NMPUKaNbIK TYbIHAbINAPbI apacbiHAAFbl CAbaKTacTblFbl MaKanaHblH, Heri3ri MakcaTblH aiKbIHAANAbI:
YKaHPAbIH My3bIKanblk epeKLuenikTepi, AblbbIC ayKbIMbl MEH AbIObICTBIK KYyHeci kaHe T.6. Ocbl MakcaTka
C3MKeC MaKanafa >XaHpAblH, ilKi WApTTbl Ke3eHAIK Typnepi (FYpbINTbIK, XanblKTbIK, aybl3eKi Kacion
aBTOpJIap) apacbiHAAFbl 3epTTeynepaiH, KelweHai 6arbiTbl KOPiHIC TanTbl. YakblTapanblk CabakTacTbIKTh
aHbIKTAy MaKCaTbIHAA KON XKETKi3iNreH HaTUXKeNep FblibIMU XXaHE NPaKTUKaNbIK MaHbI34bIbIFbIH KBpCeTe
OTbIpPbIM, FbLIbIMU-3EPTTEY XKYMbICTAPbIHAA, OPbIHAAYLUbIbIK 6HEPAE NaiaanaHblnybl MyMKiH. OTaHAbIK
FanbIMAAPAbIH aybl3€Ki-KaCiby alMaKTbIK 9H XKaHpbl O0MbIHLIA 3epTTereH ipreni fblibiMUM eHbeKTepiHe
CY/€He OTbIPbIN KELEHA] XXaHE CanbICTbipMasibl TAPUXU-TEOPUSIIbIK TaNAAy TACiNAEPI KONAAHbINLI.
3epTTeyai TYKblpbiMAan Kene, baTblC aMMaKTbIH, eKi ipi OpbIHAAYLbIIbIK, MEKTEDI apacbiHAA KanbiNTackaH
XKbInbloW sHAEPIHIH, XeprifiKTi )XaHp/bIK, epeKlwenikTepi aH ataynapbl 60MbIHIWA A3, My3bIKablK-
TeopuanblK 6enrinepi 60MbIHILA A3 AHbIKTANAbI.

Makana AP19676609 «XKaHa ryMaHuTap/biK 6iniMai KanbiNnTacTblpy YAEPiCiHAEr akafeMUSbIK,
MYy3bIKaTaHY FblIbIMbI» TaKbIpblObIHAAFbI K00 afCbIHAA AANbIHAANAbI.

TyiiiH ce30ep: XepriniKTi 9H >aHPbl, FYPbINTbIK, My3bIKa, NaA, IMPUKANbIK 9H, KOHbIP 9H, My3blKa Tifli.

Aaliekce3 ywiH: TypmarambeToBa bakbIT xaHe Ka3TyraHoBa AMHYp. «XXbINbloW 6Hipi aHAEPIiHIH,
XaHpAblK epekweniktepi». Central Asian Journal of Art studies, 7.9, N2 4, 2024, c. 139-154, DOI:
10.47940/cajas.v9i4.855

Angbic: AsTopnap “Central Asian Journal of Art Studies” )XypHasibiHbIH, peAaKLMACbIHA XXaHE
pEeLLeH3eHTTepre oCbl 3epTTeyre Kbi3bIFYLbIIbIK TaHbITKAHAAPb! YLUiH, COHAANM-ak, MakanaHbl )Xapusnay
HapbiCbiHAAFbl KEMEKTEPIH TUri3reHaepiHe 63 anfbiCTapbiH 6ingipeni.

Asmopnap KomuazbaHbIH COHFbI HYCKACbIH OKbIN, MAKY/10a0bl #aHe Myddesnep KaliliblbIFbl HOK
eKkeHOi2iH ManiMOeloi.
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