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Abstract. This study explores the role of intonation in the transformational anthropopractices of
Kazakh culture and its psychotherapeutic aspects. Kazakh folklore and ritual practices are rich in
musical elements, with intonation playing a central role. Intonation not only conveys cultural and
spiritual values but also acts as a powerful mechanism for psychological regulation and emotional
expression.

This research aims to uncover the mechanisms of intonation’s impact on the human psyche and
its role in maintaining mental equilibrium and inner harmony. Special attention is given to the study
of ritual practices where intonation is used to achieve therapeutic effects, such as in “Syngsu,” “Besyk
zhyry,” and other ritual forms. A comprehensive methodological approach is employed, integrating
elements of cultural anthropology, musicology, psychology, and philosophy.

The study identifies critical intonational patterns that contribute to psychotherapeutic effects. It
is found that specific musical intonations can evoke deep emotional experiences, promoting self-
awareness and emotional release. For instance, in rites associated with transitional life stages (birth,
marriage, death), intonation helps participants cope with emotional stress and experience these
moments more consciously. Intonation is also considered a means of collective experience and social
cohesion. Musical rituals foster a sense of community and mutual understanding, which is particularly
significant in the context of traditional Kazakh society. These practices help maintain social structure
and cultural identity.



The article highlights the importance of preserving and popularizing the traditional musical
practices of Kazakh culture. In contemporary conditions, where mental health is becoming an
increasingly pertinent issue, the revival and integration of these practices with modern techniques of
music therapy can serve as an effective means of psychotherapy and spiritual development.
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Introduction

very traditional culture has its practices

for working with musical experiences,
that is, different ways of conveying
emotional messages through their unique
intonational methods (their languages
of intonation). The entire experience of
these practices is concentrated in folklore,
as ancient practices primarily served
to preserve life forms, psychological
protection, and care for all members of
the genus. These practices are now seen
as transformational anthropopractices in
the modern world. This term has various
definitions depending on its essence
and the approach to its study. For our
research, the most relevant types of
anthropopractices are the cultural and
personal forms. The cultural type exists
in any culture (civilization), meaning
the “concept of man is the same for all
members of society.” The individual
is the creator of the concept, which
constitutes the personal kind (Rozin 13).
Having defined the conceptualization
of anthropopractices, we move on to
understanding the term itself. Based
on the perspective of this research, the
most applicable exposition is provided

by Sergey Khoruzhiy (The Lantern
of Diogenes. A Critical Retrospective
of European Anthropology). In his
representation, anthropopractices are
“deliberate and reflective practices through
which people not only establish rules of
behavior for themselves, but also strive
to transform themselves, change in their
unique being, and make their lives their
work” (499—501). Historically and in
contemporary contexts, anthropopractices,
have functioned as means for self-
knowledge, self-management, and control
of one’s state, remaining an accessible
phenomenon. Presently, these practices
are reflectively and intentionally employed
for seli-transformation and enhancing the
quality of life. Whereas in the past, these
purposes were achieved through magical
rituals and ceremonies, today, it is a
whole area of scientifically substantiated
techniques. Consequently, we can observe
the transition of music therapy to modern
psychotherapy from the transformational
practices of traditional cultures
Anthropopractices in Kazakh Culture:
The Law of Balance and Cyclicity
Kazakh culture has accumulated a vast
experience and a treasure trove of various
anthropopractices, primarily based on the
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law of balance. “From the idea of balance
flows all the existence of the nomad: social
organization and institutions of power
... the logic of nomadism and the nature
of relationships between families, clans,
and peoples, the orderliness of material
and spiritual relationships, art, and war”
(Tursunov 4). This explains the spiritual
practices aimed at balancing and seeking
equilibrium. For the world of the nomad,
all ongoing processes were cyclic, which is
vividly reflected in the “Tengrian” calendar
“Mushel”, consisting of five 12-year cycles.
In the modern world, it is better known as
the “Eastern” or “Chinese” calendar. This
calendar reflects the cyclicality of cosmic
rhythms, which “subjects the entire life
of the nomad to the balance of universal
processes.” The harsh and changeable
conditions of the sharply continental
climate of Central Asia necessitated the
creation of a complex calendar for the
nomads (Amanov, Mukhambetova 11—
15). Thus, the theme of balance, having
penetrated the daily life of the nomad,
reflected on the general psychological
function — the level of intonation.
[t is not surprising that rituals and
ceremonies corresponded to the leading
anthropological goal — the preservation
of the spirit of balance, meaning, being in
complete harmony with the environment
and, therefore, with oneself. “The nomad
fully lives in the rhythms of nature, actually
being in complete fusion with it, in an
inseparable unity” (Tursunov 5). In this
case, the nomad appears as an integral part
of nature.

Thus, ritual and domestic genres
are anthropopractices that provide
psychological protection in vital experiences
— maturation (initiation), status change,
and critical experiences — birth and death.
In the forms of these practices, the Kazakh
people preserved their way of life, survival,
and, of course, their “ethno-code.” The
existence of a unique chronology of rituals
and closely related celebrations is based on
the Tengrian calendar. Therefore, there are

twelve from the moment of a person’s birth
to the end of their life.

Methods

The methodological approaches and
research methods utilized in this study
allowed for a comprehensive examination
of the phenomenon of intonation in Kazakh
culture, revealing its transformational

and psychotherapeutic functions. Various
methods were employed to identify critical
aspects and processes:

1. Cultural-Anthropological Method —
was used to study rituals and ceremonies in
which Kazakh folklore is applied. It enabled
the identification of the role of music in
traditional practices and its significance for
cultural identity and social interaction;

2. Ethnographic Method — applied
for studying folklore materials related to
Kazakh rituals and ceremonies (“Syngsu”,
“Zhoktau”, “Besik zhyry” and kobyz kui),
this method helped establish how musically
structured practices are integrated into
life and how they support social ties and
collective memory;

3. Phenomenological Method —
applied to describe the experiences and
emotional responses arising during rituals
and ceremonies, this method revealed the
impact of deep intonational patterns on
mental states;

4. Psychosemantic Analysis — method
identified possible levels of musical
perception and intonation in Kazakh
culture by using a “psychosemantic map”
of musical response developed by Alla
Toropova.

Discussion

Each culture possesses its own genetic
“experience of feelings”, a term referring
to enduring and internalizing critical

life events. According to Lev Vygotsky
(Thought and Language) and further
developed by Fyodor Vasilyuk (On the
History of the Concept of Feeling),



traditional psychological “experience” is
defined as a productive internal process
that helps individuals endure (survive,
withstand) critical life events. It is not
about the ability to feel suffering, but
about “experiencing-activity” (Vasilyuk 5).
Without delving into the internal mental
processes that accompany an individual
during the moment of “experience” it is
important to note, that this process does
not require special effort — awareness
and reflection — it is “given as it is”,
indicating the involvement of unconscious
processes (Vasilyuk 6). Thus, “feeling”
is an immediate internal subjective given
of psychological phenomena, a unity of
sensations-feelings and their meanings for
the individual when encountering reality
— physical, social, ideological... (from
Vasilyuk’s idea to Toropova’s definition).

Turning to the study of “intonation”,
which helps in understanding the subject
matter, Boris Asafiev wrote about music
as the “art of intonated meaning” in
his eponymous work, emphasizing the
processual nature of musical form (Musical
Form as Process 344). This concept is
developed by Alla Toropova, who states, “a
person is a process of intoning experiences
of meaning(s) or meaninglessness”
(47-48). Summarizing, both human
“experiences” and musical intonation are
processual. The isomorphism of these two
processes is explained by their fluidity —
musical art, such as the human psyche,
lives in time.

Vadim Rozin sheds light on considering
intonation as an anthropopractice with
a general anthropological goal (The
Concept and Types of Anthropopractices).
According to his definition, it is a
mechanism for transforming the
individuality of an individual’s experience
into a psychological instrument for
preserving the experience of being and
developing the personality (ethnos, genus,
confession) in intonational signs and
symbols and addressing the symbolic
side of intonation to affirm one’s identity

(ethnic, social). The “teleological” aspect,
meaning the direction of transformations
determined by a common anthropological
goal, is also crucial in anthropopractices
(Khoruzhiy 500).

Based on the above information, the
phenomenon of intonation appears to be
rooted in the primordial layer of linguistic
consciousness. Consequently, intonated
experience, being a primary, pre-verbal
sensory experience, is expressed in various
branches — gestural, pantomimic, dance-
like (plastic), as well as instrumental,
vocal, and speech intonation (auditory).
The processuality (fluidity) of musical art
indicates its direct relation to the muses’
arts. The understanding of “musikiya”
or “musical” as a psychological function
was substantiated by Plato. Based on his
representation, the muses’ arts include
those that live in time — music, theater,
poetry, the art of declamation. These
temporal arts, identified with the movement
of thoughts-feelings in time, suggest that
thought-movement is intonated experience
expressed when encountering reality.

According to Alla Toropova’s concept,
the closest meaning of this unique method
is “following” (“to think — musikiya —
following™). It turns out that intonation as
“musical thinking” is a way of “following
the experience even before rationality,
will, and conclusions” (162 —163). This
indicates a deep level of the phenomenon of
intonation, expressed in the particular need
of a person to intone.

Thus, “intonated experience”
implies the presence of “intonating
consciousness”, which, as previously
noted, is considered a “primordial layer of
linguistic consciousness”

(Toropova 48). These deep patterns,
embedded in experiencial feelings,
manifest within intonating consciousness
and are refined in folklore. This genetic
experience is a collective repository of
experienced events through intonation.

[t pertains to the collective repository or
historically collective memory. Referring
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to Carl Jung’s concept of “collective
unconscious”, individual experiences of
each person flow into the ocean of the
collective unconscious, preserving there
after their death (Archetype and Symbol
65). This information exists in a “blurred”,
unstructured form, in the shape of
archetypes. The American clinician Joanne
Loewy utilizes the voice as a primary
tool for therapeutic intervention in music
psychotherapy. As noted in the research
article “Tonal Intervallic Synthesis as
Integration in Medical Music Therapy”,
“working with the voice and toning has
proven to be crucial in helping individuals
transition from the primal ‘self’ to the phase
of the ‘synthesized self’” (252). The author
exemplifies this with the development
observed in the terminal cry, through which
a person progresses to the first words,
phonemes, morphemes, and eventually to
singing/speaking. Consequently, within
“intonated experiences” fixed in the forms
of anthropopractices, pathways for realizing
transformational states can be identified,
which will be discussed below.
Considering musically structured
practices is essential not only from the
perspective of psychological protection
but also as a “transition” into different
states. For example, the birth of a child
is a “transition” from non-existence
to existence; the “transition” between
sleep and wakefulness; the “transition”
to an altered state of consciousness
(trance of shaman). These ancient
anthropopractices helped preserve the life
and soul of a person. Consequently, rituals
and ceremonies are anthropopractices,
collective experiences “uncompress”
in various forms of art of all peoples. As
seen, music therapy can rely on its genetic
origins — practices specifically created
to preserve life forms through rituals
and ceremonies. In this understanding,
the area of musikiya (musical) art is the
leading anthropopractice of knowledge and
self-knowledge, management and seli-
management, care and transformations,

from the moment of the appearance of a
person and human consciousness.

Before discussing practices that served
as psychological protection accompanying
critical experiences, it is necessary to
study the process of interaction between
the complex receiving mechanism — the
organism, and the complex transmitting
form — music. This aspect is important
for substantiating the impact of music
through the auditory pathway on musical
consciousness, that is, the entire process
of the human body’s response to images
awakened by music.

Results

Our primary interest lies in the connection
between the objective-material and the
subjective-psychological perception

of the “intonational core” encoded in
traditional music. To explore this, we will
refer to Alla Toropova’s “psychosomatic
map” of musical response (Musical
psychology and psychology of musical
education 13— 20). A “psychosomatic
map” is conceptualized as a model of the
phenomenon of intonation. According to
this idea, musical consciousness includes
three levels:

[.  Protoforms or archetypes of
intonation — the most profound universal
human energy-time patterns belonging to
pre-cultural domains;

I[I.  Culturally-conventional linguistic
stereotypes of intoning experiences —
an ethnocultural intonational lexicon of
speech, gesture, and music intonation;

[II. She established intonational-
semiotic formulas and fixed signs of
ethnoculture.

The first level of musical response is
biological, meaning it is inherent to all
cultures regardless of ethnic background.
The second level of consciousness perceives
its own ethnocultural norms of experience.
The third level deciphers strictly “its own”
ethnocultural symbols (signs). According
to this map, the first level is fundamental,



and thus, when listening to seemingly
“distant” intonational turns, consciousness
can identify the “core” of the archetype
within the musical form. This indicates
that the human psyche responds to the
archetype on a deep level. The second
layer of musical response recognizes the
modes of intonation specific to its own
ethnoculture. The third type involves
decoding intonational formulas that are
understandable within musical cultures

or groups (“intonation templates”).

This means that when listening to an
intonational formula that does not resonate
with a person’s experiences, the musical
message is not deciphered due to a lack

of understanding of the linguistic system
and formulas. A person may empathize,
but their musical consciousness does not
identify the intonational “formulas”. If the
second and third layers are disconnected,
a person feels on a universal level by way
of explanation to the aforementioned
archetypes. Therefore, the emotional
experiences of all cultures are similar, but
the way emotional experiences are encoded
differs. Consequently, it is impossible to
export an “intonational formula” from one
culture to another, especially concerning
the third level. However, this does not
negate the possibility of recognizing
primordial images within the musical form.
Thus, archetypes form the basis of the
initial forms of experience reproduced in
folklore.

Emotional Support through Folklore:
Analyzing the Psychotherapeutic Aspects
of ritual forms “Syngsu” and “Zhoktau”
One of the most crucial functions
crystallized in the anthropopractices of
the Kazakh people is the psychological
protection of the individual. As is known,
the folklore of Kazakh wedding rituals
is significant among other genres. We
will discuss the ritual song of the bride
— “Syngsu”, a quiet singing (literally
translated as sobbing). This tradition has
a positive psychotherapeutic effect, as the
basis of the bride’s ritual crying consists

of emotional discharge and acceptance of
the new status. “Syngsu” is an unusual
song, a message from the fiancée to her
entire clan, a farewell to her family — the
musical accompaniment of the “transition’
to another family. Researchers have
various opinions regarding the song of

the departing bride (Matyzhanov 146;
Uakhatov 34):

1. The girl’s “internal monologue”;

2. The song as a consolation;

3. The song as a farewell.

Based on the above examples, it can
be seen that this genre has similarities
with another funeral genre — “Zhoktau”.
The similarity between the two mentioned
anthropopractices is not coincidental.
Thus, through “intoned experience”,
both the bride — a change of status, and
mourning for the deceased — reflect the
centuries-old experience of psychological
protection and adaptation of a person to a
new reality. The folklorist Shakir Ybyraev
places great importance on the bride’s
farewell crying, comparing it to death
and irreversibility (230). In his work, the
author notes that at first glance “Syngsu”

’

resembles the crying sung for the deceased.

The text of the mourning song uses
psychological parallelism, so to speak, a
metaphor. The poetic text is dominated by
literary devices of exaggeration. All these
features reflect the girl’s internal mood.
Crying — the creation of such a ritual,
intoning a complex experience, when
during a critical situation, the intonational
formulas designed to be reproduced at that
time are voiced, “mourners” (according
to Alekseev). It is in this function that the
whole role of anthropopractices aimed at

coping with life’s difficulties in an imagistic-

syncretic form is revealed. The musical
part is a syncretic anthropopractice. Thus,
the experience of intonation reflects how
to experience the state of “transition” —
acceptance of the new status of the bride
(“Syngsu”) or acceptance of someone’s
death (“Zhoktau”). Based on Eduard
Alekseev’s typology of early folklore
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singing, of the three presented types,

two mourning samples — “Syngsu” and
“Zhoktau” — belong to “almost the most
archaic types of singing” (35). Describing
this type (a-intonation), the researcher
notes that “these were by no means
mournful, sorrowful intonations, and

even less so a vocal play, but an ecstatic,
almost uncontrollable cry, an unbridled
emotional outburst” (36). This confirms the
presence of emotional discharge through
the given “intoned experience”, which
simultaneously serves as protection from
psychological trauma. It is no coincidence
that funeral crying and traditional ritual
lamentations of the bride are given as
examples, indicating the similarity of the
two intoned cries. Therefore, these types
of singing are characterized by sharp
transitions from high to low (and vice
versa) registers, as the author himself
expressed, “iree shifting of registers” and
unordered sound production. One of the
proponents of contemporary music therapy,
psychotherapist Diane Austin (The voice of
trauma: A Wounded Healer’s Perspective),
developed a technique called “vocal
holding” — a method for encouraging
vocal expression to stimulate the release

of crying. A similar approach, developed

by the aforementioned Joanne Loewy, is
known as “tonal vocal holding”, where also
employs vocalization techniques through
which individuals explore sound, breath,
and voice (Sleep/sedation in children
undergoing EEG testing: A comparison of
chloral hydrate and music therapy).

Thus, ritualized emotions and specific
physiological actions on an unconscious
level, through the general psychological
function of intonation, enable the “extract”
of basic biological programs — intonemes.
These programs are a way of survival,
presented in intonational patterns. We
have found that musical experience
resonates with the profound experiences
of a person, and the body responds to the
meaningful message. This process involves
the expression of pain (from destructive

to constructive), indicating that music
therapy can rely on “close” traditions of
intonational message. However, according
to the above-mentioned map of the
psychosemantic of musical consciousness,
this occurs at the first two levels of response
to the “meaningful message”, which is
possible due to the recognition of the
“core” of the universal biological archetype.
Therefore, it should be noted that the
“intonational turns” of “distant” traditions
cannot resonate with the experience, and
consequently, music therapy will not be

as effective. Accordingly, the classification
of ways of experiencing allows for the
selection of the most appropriate repertoire,
taking into account all noted features. Such
targeted work enables a person to open up
on all levels simultaneously.

“Besyk Zhyry” : Magical Protection
through Maternal Vocal Intonations
Equally significant in the context of the
“transition” state between sleep and
wakefulness is the ancient anthropopractice
of “Besyk Zhyry” (lullabies). Despite the
variations of this practice among different
peoples, the primary goal is to help safely
enter the state of sleep and exit it alive,
preserving the soul. Lullabies performed
a magical protective function, which is
why elements of warding off evil forces
are present in “Besyk Zhyry”. As Diana
Mukhamadieva rightly asserts, “the main
communicative strategy of lullabies is to
embed a model of a prosperous life into the
child’s subconscious” (Communicative
Space of Traditional Lullabies). Not
coincidentally, the same study notes that
“the abstract-conceptual group of lullabies
is represented by the binary oppositions
“life-death” (78). The concept of sleep
in this process appears as a link not so
much between sleep and wakefulness,
but rather at the boundary between this
world and the other. This is achieved
through the intonations of the maternal
voice, vividly manifested in the use of
glissando techniques, steady rhythm,
and monotonous intonation. In the



rhythm of the rocking “besyk” (cradle),
vocal “rocking” was also employed. This
regularity coincided with the child’s pulse
and breathing rate, thereby exerting a
robust soporific effect. The rocking motif
is definitely connected to the intonational
characteristics of lullaby melodies —
monotonous repetitions, a swaying rhythm,
and a narrow melodic range (thirds,
seconds, fourths). According to Eduard
Alekseev’s classification, lullabies share
similar properties with B-intonation —
glissando and descending melodic motion
(sliding down) (37).

Another feature of Kazakh lullabies
is the presence of the word “Aynalayyn”
(translated as “I revolve around you™),
derived from the root “Ayna” (mirror),
leading to “Aynalu” (“revolving”). This
word is not merely an exclamation but
traces back to an ancient ritual, which has
been preserved for centuries only in the
form of this word (Religious Beliefs and
rituals of the Kazakhs 13). This custom
is associated with the ritual thinking of
the shaman, where during the spiritual
and healing activities (shamanic ritual),
there was a characteristic “identity of
active-passive totem”, “life-death”, that
is, “revolving”, which is also “repetition”
(Nauryzbayeva 72). In other words,
it was the recreation of the world —
the cyclicity we mentioned earlier. In
shamanic ritual a certain “repetition”
was reproduced through actions such as
playing an instrument (information on the
psychotherapy of kobyz music is provided
below), incantations, that is, constantly
returning to the beginning. Up to the
present time, ritualized actions have been
preserved as echoes of the ancient rite
of shaman — “alastau” (revolve) when
circular movements with fire or fragments
of broken household items were performed
over a person’s head. These actions were
performed to “mirror” negative energy
(illness or the evil eye). Precisely in this
context, the “yrym” (belief) that one should
not revolve around someone or something

has been preserved. Besides maternal
intonation, non-verbal communicative
means include physical touches. Thus, the
intonation of certain “musical formulas”
through the maternal voice had a direct
impact on the emotional-somatic level,
helping to attract good forces during the
particular state of sleep.

Shamanic soundscapes: Kuy as
Healing Medium
The protective psychological function
manifested through the connection
between shamanic practice and the
unconscious in kobyz kuy is discussed in
the research of contemporary philosopher
and scholar Zira Nauryzbayeva (Myth-
ritual Foundations of Kazakh Culture). In
our view, human “intoned experience” in
the ritual of the baksy (Kazakh shaman) is
expressed through the sounds of the sacred
instrument — the kobyz. Originating as an
element of shamanic practice, kobyz music
has preserved its sacrality, “conserving”
one of its main archaic features — “sound
imagery”. This significant aspect is
confirmed in the research of Gulzada
Omarova: “the tradition of soundscapes
has been known since very ancient times”,
indicating the direct origins of kobyz music
(37). Auditory imagery is particularly
evident in those kuy that depict totemic
animals and birds, such as “Akku”
(The Swan), “Shynyrau” (The eagle),
“Kaskyr” (The Wolf). In our opinion, this is
the main reason why most kui on the kobyz
are based precisely on sound imagery. It
is important to highlight the significant
definition of the word “totem”. “A totem
is not just an ancestral animal, a totem
is a way of understanding the world, the
cosmos, where ‘all” and ‘one’, the singular
and the plural merge, that is, the singular
serves as an expression of the plural”
(Nauryzbayeva 67). In this understanding,
the psychotherapeutic effect of kuy, in
which totemic animals are depicted in
their critical moments — loss of offspring,
injury during hunting — is realized. The
sounds of the kobyz help a person to
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immerse themselves in the psychologically
tense moments of the animal, as the
totemic animal reflects the “singular”
through which the “plural” is understood.
These images appear almost exclusively

as a psychological parallel to the human
condition, eventually becoming symbols

of the generalization of human characters,
thoughts, and aspirations. As noted by
several researchers, this “psychological
parallelism” between nature and human
experiences is a universal phenomenon that
emerged in the era of primitive animism
(Veselovsky 134-144;

Zhdanko 4-5). “Kazakh music is full of
semantically significant musical image-
formulas that typify the strongest emotional
experiences” (Aituarova 178). Listening to
the sounds of animals and birds depicted on
the kobyz allows one to abstract from their
own experiences, thereby bringing a person
to a common biological level of response.
These musical formulas are an experience
of intonation that abstracts a person from
their personal emotions. In this collective
unconscious memory of experiences, the
long trail of the entire genus is revealed. In
this understanding, the kobyz is a bearer
of this historical experience. According

to the initial “psychosemantic map”
presented earlier, kobyz kyus are perceived
on all three levels. If the first and second
layers, being universal, resonate with all
individuals without exception, the third

is recognizable to the “listener-bearer”

of this culture, as Zira Nauryzbayeva
writes. “The listener-bearer not only
perceives the ritualistic performance of the
kyu and responds with a listening ritual
performance, but also receives motor and
emotional impulses”, which are perceived
as “animal images”. These impulses are
established cultural signs, present in

the farewell laments “Zhoktau” and the
lullabies “Besik zhyry”. However, the
author defines these “musical formulas”

as “sememe-meanings” — semantic
meanings “understood by the vast majority
of people” (614—615). In our view, such

“semantic messages” crystallized in kyus
are comprehensible only to representatives
of “related” ethnic cultures. The use of
instrumental formulas reflects not only
basic (deep) patterns, but also elements
of the ethnocultural intonational lexicon
— pitch, meter-rhythmic, and modal
dimensions.

Thus, kobyz kuy, through the use of
soundscapes techniques, provides the
necessary psychotherapeutic effect. “Kuy
is both the baksy’s (shaman’s) appeal
to the other, to the unconscious within
themselves and the listener, and the
voice of the unrecognizable, the shadow
that lies hidden in every person; it is a
dialogue between consciousness and
the unconscious at the boundaries of
human existence about the beginning,
death, time, and eternity. Just as the
shaman, by chanting, folds and unfolds,
re-creates the universe in one point, the
baksy’s (shaman’s) kuy, immersing the
listener in the experience of what has
been, returns them to the starting point
and re-creates the cosmos of the human
psyche” (Nauryzbayeva 55). As can
be seen, the genre of kuy as the oldest
category of world understanding, “state”,
is seen as a “transitional object”, that is,
an instrument for experiencing between
the inner and outer world. According
to Donald Winnicott’s idea, the search
for a “transitional object” helps the
individual cope with anxiety and ensures
the vital quality of the continuity of their
psychic being (Transitional Objects and
Transitional Phenomena). In other words,
the “transitional object” allows for the
preservation of psychological integrity.
Thus, the lived experience expressed
in intoned emotions is not blocked but
processed, in this case, through the
musical forms of art, which kuy is seen as.

Sound image, being a primary element,
indicates both the stylistics of kobyz
kuy and creates the necessary magical
influence. The overtone-rich timbre of the
kobyz, as well as the musical chants



(saryny — melodies) of the shaman,

not only had a therapeutic effect, but

also served as a reflex for the shaman
themselves, directly affecting their
consciousness. Thus, the presence of

a certain signal, the shaman perceives

as a “connection with ecstasy”, that is,

a “transition” into an altered state of
consciousness. One such signal is the
sounds of the kobyz, which, as noted
earlier, have a special significance for the
shaman. It is also important that overtones
and vibrations bring the sound of the kobyz
closer to the intonations of emotional
human speech, which helped the shaman
attune to the process of shamanic practice
(Mukhambetova 188). All this information
indicates that in the shamanic ritual,

all three “linguistic branches” of sound
intonation participate — instrumental,
vocal, and speech (according to Toropova).

Basic provisions

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

— Cultural Experiences of Emotions,
each culture has a unique “experience
of feelings”, rooted in the theories of Lev
Vygotsky and Fyodor Vasilyuk, which
refers to how individuals internalize and
endure life events. This process, involving
both conscious and unconscious elements,
enables the management of critical
experiences;

— Intonation as a Process, intonation,
as described by Boris Asafiev and Alla
Toropova, parallels human experiences in
its fluidity. Both music and then psyche
unfold over time, reflecting the continuous
nature of experience;

— Anthropopractices and identity,
Vadim Rozin’s idea of intonation as an
anthropopractices highlights its role in
transforming feelings into mechanisms
for personal development and identity
formation. These practices guide individual
and collective experiences;

— Intonational Consciousness,
intonation is rooted in the pre-verbal layer

of consciousness, manifesting in gestures
and vocal expressions. It represents a
fundamental human need to intone,
predating rational thought;

— Collective Memory and Archetypes,
intonated experiences are stored in the
collective unconscious as archetypes.
Music therapy illustrates how these
feelings aid in transformation by connecting
individuals to primal aspects of the self;

— Psychological Protection in
Transitions, rituals such as “Syngsu” and
“Zhoktau” in Kazakh culture use intonated
experience for emotional protection during
life transitions, serving as a means of
adaptation;

— Lullabies as Protective Intonations,
“Besyk zhyry”, us maternal vocal rhythms
to ensure safe transition for infants,
embedding model’s pf prosperous life into
the child’s subconscious;

— Shamanic Soundscapes and Healing,
the kobyz kuy, a sacred Kazakh musical
form, applies sound imagery to connect
individuals with universal biological
responses, serving as both a therapeutic
medium and repository collective
experience.

Conclusion

The study of musically framed
anthropopractices in Kazakh culture, as
represented in traditional ritual genres,
demonstrated their significance in
maintaining psychological stability and
emotional health of individuals. Historically,
these practices served as a foundation for
maintaining balance and harmony within
the clan, providing psychological protection
and adaptation during critical moments

in life. Transformative anthropopractices
such as “Syngsu”, “Zhoktau” and “Besik
Zhyry” have deep roots in the collective
unconscious and archetypal structures.
These practices, through “intoned
experiences”, contributed not only to
personal, but also to collective integration,
providing opportunities to express and
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comprehend complex emotional states. The
analysis of intonation revealed that musical
consciousness encompasses biological,
cultural, and ethnocultural levels, allowing
folk genres to remain relevant and effective
for application in modern music therapy.
Special attention was given to the role of
intonation in conveying and preserving
emotional experiences, as well as its
importance in psychotherapeutic practice.
Intonational patterns embedded in folklore
exert a powerful influence on the emotional
and physical state of a person, aiding in
the restoration of internal harmony and
balance.

Thus, the research addresses essential
aspects of traditional culture and its
connection to musical experience. In
this context, several key aspects can be
highlighted:

1. Anthropopractices and Musical
Experiences — the study reveals that
anthropopractices are mechanisms
through which people strive to transform
themselves and their lives using various
musically framed practices, suitable for
self-knowledge and transformation;

2. Cultural Context — cultural practices,
including rituals and ceremonies, serve
not only to ensure psychological protection
and state management of individuals. This

knowledge is a collective experience passed
down through generations;

3. Intonation as a Process — the
research substantiates that musical
intonation is a process involving various
forms of expression, such as music, speech,
gestures, and sound forms. These forms
of intonation are connected with cultural
norms and archetypes, influencing the
perception and understanding of the
musical “message”;

4. Functionality of Musically Framed
Practices— the study examines how
musically framed practices in traditional
cultures function as a form of musical
arts and as tools for managing human
experiences in various life situations.

The presented aspects of the study
show a deep interconnection between
musical practices and cultural psychology,
emphasizing the importance of preserving
and studying traditional practices in the
context of contemporary psychotherapy and
psychology. The research confirmed that
musically framed anthropopractices of the
Kazakh people represent an integral part
of cultural heritage, playing a significant
role in psychotherapeutic practice. These
practices, based on profound knowledge of
nature and the surrounding world, can be
effectively integrated into modern music
therapy methods, providing psychological
protection and support in critical situations.
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BaiikyatoBa AkmapaJ

Kaszaxckuit Hauponanbuolit YauBepeuret Fekycers
(Acrana, KasaxcraH)

Baiikyaryabl Kypman6ek

Kaszaxckasi Haunonasbnast Akanemusi Mckycers umenn TemupGeka yKyprenosa
(Anmarsl, Kasaxcran)

MHTOHALMOHHBIE NATTEPHbI KASAXCKOW KY/IbTYPbI: OT AHTPOMOMPAKTUK K
NCUXOTEPANEBTUYECKUM TEXHNKAM

AHHOTauus. B faHHOM McCnenoBaHUM pacCcMaTpUBAETCS POJib MHTOHMPOBAHMS B TPAHCHOPMALIMOHHbBIX
aQHTPOMOMpPaKTUKAX Ka3axXCKOW KynbTypbl U ee ncuxoTepaneBTUYeckne acnekTbl. Kazaxckuii donbknop

W pUTYyanbHble NPAaKTUKKM 6OraTbl My3biKalbHbIMU 3NEMEHTAMU, B KOTOPbIX KUHTOHUPOBAHHOE
nepexuBaHWe» 3aHUMAET LIeHTPaNbHOe MeCcTo. MHTOHMPOBAHME CYXKMT HE TOIbKO CPeACTBOM MNepeaayu
KYNbTYPHbIX U LYXOBHbIX LIEHHOCTEMN, HO U MOLLHBIM MEXAHM3MOM MCUXONOTMYECKONM Perynsaumm u
3MOLMOHANBHOIO BbIPAXXEHMS.

Llenb AaHHOro nccnenoBaHMs — BbISBUTb MEXAHW3Mbl BO34ENCTBUS MHTOHUPOBAHMS HAa MCUXMKY
yenoseka 1 ee GYHKLMOHAbHYIO POnb B MOAAEPXKAHMM NMCUXMYECKOTO PABHOBECUS M BHYTPEHHEW
rapMoHuun. Ocoboe BHUMaHWE yAENSeTCS U3YYEHUIO PUTYabHbIX MPAKTUK, B KOTOPbIX MCMOb3YeTcs
MHTOHWMPOBAHHOE NEPeXMBaHWE» AN LOCTMXKEHUS TepaneBTUyeckoro apdekra: «CbiHCy» (MecHs-nnay
HeBecTbl), «becrK Xbipbl» (KonbibenbHas) 1 Apyrue My3bikanbHO 0QOPMIEHHbIE aHTPOMOMPAKTUKK. B
CTaTbe NPUMEHSETCS KOMMIEKCHbIM METOA0N0TMYECKUIA MOAXOL, UHTErPUPYIOLLMIA 3N1EMEHTbI KY/IbTYPHOM
aHTPOMOOrMK, My3bIKOBEAEHMS, NCUXONOrUK U hunocodum.

MccnenoBaHue BbISBASET KNHOYEBbIE MHTOHALMOHHbIE MOLENM, CNOCOBCTBYIOLLME IMOLMOHANBHOMY
Bbixogy. OnpeneneHHble «My3biKabHble HOPMYIbI», MOTYT Bbi3BaTb IMyOOKME IMOLIMOHANbHbIE
nepexunBaHus, B3aMMOAENCTBYS NPOLLeCcCy CAMOCO3HAHWUS M 3MOLMOHANbHOM pa3psake. Hanpumep, B
06psaax, CBA3aHHbIX C KMEPEXOAHBIMUY XMU3HEHHBIMU 3TanaMu (POXXAEHUE, UISMEHEHME CTaTyCa, CMepTb),
MHTOHMPOBAHME MOMOraeT CNPaBATLCS C IMOLMOHA/BHBIM CTPECCOM U MEPEXMBATb 3T MOMEHTbI bonee
0CO3HaHHO. «MHTOHMPOBAHHOE MepeXMBAHME» PACCMATPUBAETCA TAKKE KakK CPeCTBO COLMANbHOMN
CMIOYEHHOCTU U KONIIEKTUBHOIO NEPEXMBAHMUSA, TaK KaK 3TU NMPAKTUKM NMOMOratoT NOAAEPXKUBATD
COLMANbHYIO CTPYKTYPY U KYNbTYPHY MAEHTUYHOCTb.

B cTaTbe nogyepKnBaeTcs BaXKHOCTb COXPAHEHUS U MOMYNSpU3aLMKU TPAAULMOHHBIX MYy3bIKanbHO
0QOPMIEHHbIX NPAKTUK Ka3axXCKOW KynbTypbl. B TeKyLLMX yCNOBUSX, KOTAA BONPOCh! MCUXUYECKOTO
6narononyyns cTaHoBATCS Bce Honee akTyanbHOW NpobnemMoii, BO3POXAEHNE M MHTErpaLLms 3TUX
NpakTUK B COBPEMEHHOM My3blKalbHOW TEPANUM, MOTYT NOCTYXKWUTb 3QHEKTUBHBIM CPELCTBOM
ncUMXoTepanum U LyXOBHOIO Pa3BUTUS.

Knioyeswie cnoea: TpaHchOpMaLMOHHbIE NPAKTUKKU, MHTOHALIMOHHOE NepexXnBaHue, KazaxcKui
honbkNop, My3blKanbHas Tepanus, aHTPONONPaKTUKK, PUTYanbl U 06psabl.

Ans yumupoeanus: baikyatoBa AkMapan u baiikyatynbl KypMaH6ek. «MHTOHALMOHHbIE MATTEPHbI
Ka3aXCKOW KyNbTypbl: OT aHTPOMOMPAKTUK K NCUXOTEPANEBTUYECKUM TexHuKamy». Central Asian Journal of
Art studies, T. 9, N23, 2024, c. 144-160, DOI: 10.47940/cajas.v9i3.902

bnazodapHocmu: ABTOpbI BbIpaXkakoT CBOK BGnarofapHocTb pedakumum xypHana «Central Asian
Journal of Art Studies» v peLieH3eHTaM 33 NPOSBNEHHbIV MHTEPEC, @ TAKKE 33 NMOMOLLb B MOATOTOBKE
[LQHHOW CTaTby K nybamKaumm.

Asmopbl npoyumanu u 0006punu OKOHYaMesbHbIL 8apUAHM PyKONUCU U 3as8a50m 06 omcymcmauu
KOH@/IUKMA UHMepecos.
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BaiikyaToBa Akmapai

Kasax yaTThIK oHep YHUBEPCUTETI
(Acrana, Kazakcran)

Baiikyatynbl Kypmanoek

Temip6ex )KyprenoB atbinarsl Kazak yaTTbIK eHep akaaeMHusichbl
(Anmatol, Kasakcran)

KA3AK MBAEHUETIHIH UHTOHALUANDIK YNTINEPI: AHTPOMONPAKTUKALAH
NCUXOTEPANUANDIK SAICTEPTE AENAIH

AHparna. byn 3epTTeyne kasak MaAeHUETIHIH TpaHCHOPMaLMANbIK aHTPOMONPAKTUKANAPbIHAAFbI
WHTOHALMANAYAbIH, PONi XaHEe OHbIH NMCMXOTepaneBTiK acneKkTinepi kapacTbipblnagbl. Kaszak Gonbknopbl
MEeH FypbINTbIH A3CTYPAEP My3blKablK 31eMeHTTepre 6aii, Con paciMaepae KUHTOHALMSNbIK TaXKipube»
6aCTbl OPbIH aNaTbIHbI CO3Ci3.

MHTOHaLMa M3EHM XXaHEe pyXaHWU KyHAbUIbIKTapAbl XeTKi3y Kypaibl FaHa eMec, COHbIMEH KaTap
MCUXONOrUANBIK PETTEY MEH IMOLMOHANAbI KOPIHICTiH KyaTTbl MEXaHU3MI PETiHAE KbI3MET eTefi.

3epTTeyAiH MaKcaTbl MHTOHALMANAYAbIH alaM NCUXMKACbIHA SCep eTy MeXaHU3MAEPIiH X3aHe
OHbIH, MCUXMKANbIK Tene-TeHAIK MeH ilWKi YIMneciMainikTi cakTayaasbl GYHKLMOHANAbIK PO/iH aHbIKTAY.
TepaneBTik acepre XeTy YLUiH KMHTOHALMSbIK Taxipube» konaaHbiatblH «CblHCY», «becik XbIpbl»
»KoHe 6acka fa 0Cbl TaPi3Ai My3blkaMeH KEMKepInreH FypbINTbIK ToXxipubenepni 3epaeneyre epekie
KeHiNn ayaapbinagbl. Makanaga MafileHU aHTPOMoiorus, My3blkaTaHy, MCMXON0rUs XaHe Gunocodus
371eEMEHTTEpIH BipiKTipeTiH KewWweHai aficTeMenik Tacinaep KonaaHbinaabl.

3epTTey SMOLUMOHaNAbl acepre biknasa eTeTiH Heri3ri MHTOHALMANbIK 3aHAbUTbIKTapAbl aHbIKTaNbI.
Benrini 6ip «My3bikanbik hopMynanap» e3iH-e3i TaHy npoLeci MeH 3MOLMOHANAbl TYPFbIAaH
©3apa 9peKeTTeCy apKbl/bl TEPEH IMOLMOHANAbI TXKipube Tyablpybl MyMKiH. Mbicanbl, eMipLiH,
«eTneni» Kke3enaepiMeH 6ainaHbICTbl paciMaepae (LyHUEre Keny, HEKere Typy, 611iM) MHTOHALMANbIK,
TaXinbe aMoLMOHanabl KYM3€enicTi XKeHyre aHe Con CaTTepAi CaHanbl TYpAe CesiHyre KeMeKkTeces,.
MHTOHauuanay yKbIMAbIK ToXipube MeH aneyMeTTiK BipnikTiH, Kypanbl peTiHAe Ae KapacTblpbinagbl.
Cebebi, aTanmbil TaXXipubenep aneyMeTTiK KypblibiM MEH MafeHM BipereinikTi cakTayra kKemekTecesi.

Makanaga Kasak MafeHMEeTIHIH A3CTYpAi My3blKasblK TOXipUMbeCiH cakTay MeH HacuxaTTayablH,
MaHbI34blbIFbl aTan eTinreH. [cuxukanblk AeHcaynblik 6apFaH cavibiH ©3eKTi Macenere aiHanbin 6apa
XaTKaH Kasipri xarmaiaa, byn Taxipubenepai 3aMaHayu My3blKasblK Tepanus aficTepiMeH yHAaecTipe
BipiKTipy XXaHe XXaHAaHAbIPY MCUXOTEPANUS MEH pyxaHu AaMyAblH TUIMAI Kypanbl 6ona anagpl.

Tyiiin ce30ep: TpaHCchOpPMaLMANbIK TaXIpUBenep, MHTOHALMANbIK TaXipnbe, kasak honbKIopbI,
My3blKasblK Tepanus, aHTpONonpakTMKanap, fypbintap MeH paciMaep.

Aloiiexce3 ywiH: balikyatoBa AkMapan xaHe baiikyatynbl KypmaHbek. «Ka3ak MafeHUeTiHiH,
WHTOHALUMANBIK, YAriNepi: aHTOPONONpakTUKanapAaH NCMxoTepanusblk TeEXHUKanapra 6arbiTrays.
Central Asian Journal of Art studies, T. 9, N23, 2024, c. 144-160, DOI: 10.47940/cajas.v9i3.902

Anrbic: ABTopnap «Central Asian Journal of Art Studies» >KypHanbiHbIH, peaakuMsaCbiHa XaHe
peLeH3eHTTepre 0Cbl 3epTTeyre KbI3blFyLblIbIK TaHbITKAHAAPbI YLUiH, COHAAN-aK, MaKanaHbl Xxapusanay
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