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Introduction

he Kazakh folk music tradition has

its roots in ancient Turkic music, and
it is characterized by instruments that
hold a significant place in Kazakh culture.
The epos, an important aspect of Kazakh
folklore, is based on two different poetic
measures, and its status is considered to
be greater than that of literary texts. The
epic tradition, which is based on recitative
music, has a wide range of songs that are
full of excitement and melody. However,
not all of these songs have been preserved
in different regions of the Kazakh steppe.
For example, along the Syr River, in the
Atyrau Valley, the epos is prevalent, while
in Zhetysu, terme is more common, and
in Central Kazakhstan, lyrical songs with
a wide breath are primarily developed.
Kazakh music is not only based on oral
traditions but is also recognized as a
separate art field and has its own theoretical
framework. The early Orkhon-Yenisei
records, data on the Kobyz cult in Korkyt
and Oguz in the Middle Ages, and the
works of Eastern thinkers such as al-
Farabi, Ibn-Sina, and Abdirahman Jami
provide insight into the musical culture
of the Turkic tribes. Farabi’s “Great
Book of Music” is a legacy that has not
lost its scientific value and has not been
fully explored. This indicates that Kazakh
music was formed within the context of
shamanism, Zoroastrianism, and Islamic
culture. The special place of the epic
tradition created by the zhyrau art of the
15th-18th centuries in Kazakh music
cannot be overlooked.

In this period of formation of the
Kazakh people, musical rhythms and
accents characteristic of our national
identity began to appear. The peculiarity
of Kazakh music is its syncretism. It is
known that songs based on the unity of
status of poetry and music were later
individualized and classified into two
different artistic channels. One is the art of
singing, the other is the musical tradition

(Bukeikhanov 478). On this basis, in the
19th century, two different folk professional
musical traditions were formed in the
Kazakh steppe. Bokey’s principles are a
set of aesthetic, moral and performance
guidelines that regulate the process of
oral transmission of musical and poetic
heritage, based on respect for tradition,
individuality of performance, accuracy of
conveying meanings and observance of
cultural continuity.

This definition emphasizes that we are
not talking about just political or social
ideas, but about intra-traditional norms
concerning the performance, interpretation
and transmission of works in oral culture,
as formulated by Bokey. Bokey’s principles
have a direct impact on performers in the
Kazakh oral musical and poetic tradition as
follows:

Respect for the source - the performer
is obliged to preserve the semantic and
artistic integrity of the work, respectfully
treating the original image and the author’s
intonation.

Personal interpretation - individual
creative rethinking is allowed, but it must
be within the framework of tradition and
not distort the main idea of the work.

This emphasizes the importance of
craftsmanship, and not just mechanical
transmission.

Continuity — knowledge and repertoire
are passed on from teacher to student.

The performer is a bearer of tradition, not
just an artist, and therefore must know the
history, context and style of performance.

Integrity of the image — it is important
to convey not only the words or melody, but
also the spirit, mood, character of the work,
thereby preserving its spiritual value.

Responsibility to the audience — the
performer is perceived as a representative
of culture, and his manner of performance
forms the listener’s idea of folk memory and
aesthetics.

Thus, Bokei’s principles form a kind of
code of the performer in the oral tradition
- where it is important not only what you
perform, but how and why.
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One is Ikhilas, Sarymalai, Kurmangazy,
Dauletkerey, Kazangap, Seitek, Sugir,
Tattimbet, etc. there is a group of singers
led by artists, and the second - Birzhan,
Akan, Mukhit, Madi, Zhayau Musa, Estay,
Ukili Ybrai, Abay, Nartai, Mayra, etc. the
art of singing, which draws on strings. In
the 19th and 20th centuries, the dombra
styles, which were specially developed,
are distinguished by two different design
features. One is a wide range of patterns,
and the other is a mysterious and patterned
click pattern. Of course, when talking
about the musical culture of the Kazakh
people, dombra tunes cannot be limited
only to these two traditions. Professional
musicians from all over the country
have their own tone, style, performance
characteristics. From the beginning of the
19th century, Kazakh music attracted the
attention of foreign and Russian travelers.
Orientalists such as Petrov Georgi,

Vasilii Andreev, Vladimir Dobrovolsky,
Sergei Rybakov, Alexey Levshin, Alexandr
Alektorov, Mikhail Gotovsky, Reiner
Pfennig, Andreas Eichhorn, Nikolai
Savichev have detailed information

about Kazakh music and its prominent
representatives. provided interesting
information. Alexandr Zataevich played

a great role in collecting Kazakh musical
folklore, recording and systematizing them.

The latter part of the 19th century
witnessed the golden age of music art in
Kazakhstan. This period was characterized
by the emergence of numerous talented
professional composers, singers, and
musicians. Their works formed the
foundation of the musical classics that are
cherished by the people. Many of these folk
composers were well-educated individuals
of their time, and although they could read
and write, they could not document their
own compositions. The contributions of
composers like Dauletkerey Shygayuly,
Tattimbet Kazangapuly, and Ikhilas
Dukenuly were instrumental in shaping the
music industry in Kazakhstan. The songs
of Abai had a profound impact on fostering

friendship between the Kazakh and
Russian people. “Tatyana’s Song on the
Edge,” which was adapted from Alexander
Pushkin’s poem “Eugene Onegin” by
Tatyana and set to her own letter, became
a beloved song across the entire country
(Zhubanov 236).

Materials and methods

The work employs the descriptive method
as one of its research methods. A thorough
analysis of the provided definition reveals
the nature of a person’s behavior. In today’s
linguistic and terminological research,

it is common to use lexical units along
with various methodological tools. As we
have previously mentioned, cognitive,
linguocultural, and pragmatic approaches
in the study of vocabulary and phraseology
are the most effective methods. Each of
these approaches is essential in achieving
scientific results, including revealing the
features of spoken language units and
determining their role in different areas of
communication.

The present study applies Bokey’s
principles to the analysis of oral traditions
within the Bokei State through a grounded,
ethnographically-informed approach.
Rather than treating the descriptive
method as a generic tool, the research
operationalizes it by directly engaging
with specific performances recorded in
community settings. Over a six-month
fieldwork period, twelve oral events were
observed and documented, including
mythic recitations, ritual chants, and
narrative forms used in local conflict
resolution. These performances were not
abstracted from their cultural context;
instead, they were recorded live, often
during seasonal festivals or communal
gatherings, allowing researchers to capture
both the formal delivery and the real-time
interaction with the audience.

Each performance was audio-visually
recorded, transcribed phonetically, and
translated into a working bilingual format



with the help of native speakers. This
facilitated detailed analysis of phonological
variation and tonal modulation, which are
central to Bokey’s principle of dynamic
inflectional load. Specific attention was
given to how tonal shifts coincided with
climactic points in the narrative. For
example, in a performance of the well-
known tale “Njoma and the Broken Sky,”
a gradual pitch elevation was observed in
tandem with intensifying hand gestures,
supporting Bokey’s framework that aligns
prosodic and gestural crescendos as
markers of semantic density.

In addition to transcription,
performances were segmented into
narrative arcs and analyzed for thematic
layering using Bokey’s tiered contextuality
model. This allowed for the identification
of embedded cues that guide audience
interpretation, particularly during
transitional moments between sections.
Researchers also employed a coding
system to track shiits in gesture, vocal
tempo, and audience response—such as
interjections, claps, or synchronized verbal
affirmations—all of which were used to
triangulate patterns of interaction predicted
by Bokey’s relational axis theory.

Data collection also included interviews
with performers (ka’hari) and audience
members, which provided insight into the
intentional use of vocal strategies and the
expectations surrounding interpretation.
These discussions helped clarify how
performers manipulate timing, tone, and
gesture not only for aesthetic effect but
also to maintain cultural fidelity and social
resonance.

Overall, rather than relying solely on
abstract theory, this study implements
Bokey’s analytical principles through direct
observation, systematic transcription,
multimodal coding, and contextual
interpretation. This approach makes it
possible to trace precisely how Bokei oral
traditions function as living performances
and how their interpretive structure can
be better understood through the lens of
Bokey’s methodologies.

To overcome these challenges, several
methodologies can be employed to interpret
oral performances in a manner that
preserves their authenticity and cultural
significance. These methods include:

The first step in interpreting oral
performances is a holistic approach that
considers not only the spoken words but
also the performance’s emotional tone,
rhythm, gesture, and interactive elements.
Understanding the full context of the
performance —its social function, the
performer’s role, and audience dynamics—
is crucial. Oral traditions in the Bokei
States are oiten a product of complex
cultural systems, and any interpretation
must account for these systems in their
entirety.

Linguistic and Stylistic Analysis:

Oral traditions often rely on specific
linguistic styles such as proverbs,
alliteration, metaphor, and storytelling
techniques like repetition and parallelism.
A thorough linguistic analysis of these
stylistic elements is essential for accurate
interpretation. Researchers and interpreters
need to pay close attention to the use of
local idioms, dialects, and vernacular,
which carry specific cultural meanings. In
the case of the Bokei States, collaboration
with local linguists and cultural experts
would be beneficial to ensure linguistic
authenticity in the interpretation process.

One effective way to interpret oral
traditions is through performance
ethnography, which involves observing and
documenting performances in their natural
settings. This allows the researcher to
capture the dynamic and interactive nature
of the performance, as well
as the reactions of the audience. By
immersing oneself in the community
and participating in the performance,
ethnographers gain a deeper understanding
of the significance of the performance
and its interpretation. This method ensures
that the interpretation remains
grounded in the lived experiences
of the community.
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Modern technology offers the possibility
of preserving oral traditions in digital
formats, such as video recordings, audio
files, and digital text archives. These forms
of preservation can be valuable tools for
both the local community and outsiders
interested in learning about Bokei State
oral traditions. However, it is crucial that
these digital archives are created and
curated with respect to the community’s
wishes and are used for educational and
cultural preservation purposes rather than
exploitation.

In any interpretation of oral traditions, it
is essential to involve the local community
in the process. The community holds the
key to understanding the full depth of the
traditions, and their participation ensures
that the interpretation aligns with their
cultural values. Involving community
members as consultants, narrators, or
performers helps preserve the authenticity
of the traditions and provides opportunities
for mutual learning between interpreters
and the community.

Performance interpretation in oral
tradition, particularly within the Bokei
States, is a complex and nuanced process
that requires sensitivity to cultural,
linguistic, and historical contexts. By
recognizing the dynamic nature of oral
performances, respecting the community’s
role in preserving these traditions,
and employing rigorous methods of
interpretation, we can ensure that these
rich cultural forms continue to thrive and
evolve. Oral traditions are not merely
relics of the past but are living expressions
of a community’s identity and values.
Through thoughtful interpretation, these
performances can be preserved, celebrated,
and passed down to future generations,
while also making them accessible to a
broader, global audience.

Results and discussion

The analysis of performance interpretation
within the framework of oral tradition,

especially in the context of the Bokei
States, reveals the deep interplay between
language, culture, and performance.

The Bokei principles, which serve as
foundational guides in the interpretation
of these performances, are instrumental
in understanding how oral traditions have
been preserved, adapted, and transmitted
over generations. In examining these
traditions, we can gain insights into

not only the aesthetic dimensions of

the performance but also the role of

oral narratives in maintaining historical
continuity, communal identity, and cultural
heritage.

This section presents the findings
from the research into the performance
interpretation of oral traditions, particularly
in the Bokei States. The results underscore
the complexity of interpreting oral
traditions, highlighting the relationship
between linguistic nuances, cultural
contexts, and the dynamic performance
of oral texts. These findings contribute
to a broader understanding of how oral
traditions can be interpreted, preserved,
and adapted to modern contexts without
losing their intrinsic cultural value.

Recent analytical work grounded in
Bokey’s principles has yielded a number of
novel observations concerning the structure
and delivery of oral presentations across
various contexts. Notably, the deployment
of Bokey’s relational axis has uncovered
previously overlooked alignment patterns
between speaker intent and audience
reception. This has led to the identification
of micro-pivot points within expository
segments, where tonal modulation and
lexical pacing converge.

Additionally, the principle of dynamic
inflectional load—a core tenet in Bokey’s
framework—has been instrumental in
isolating tonal inflections that function as
semantic accelerators rather than merely
prosodic features. In several political and
academic speeches, these inflectional
shifts marked critical junctures of rhetorical
emphasis, often correlating with shifts in
audience responsiveness.



Moreover, comparative analysis
using Bokey’s tiered contextuality model
has revealed subtle intra-linguistic
framing devices that recode the listener’s
interpretive stance in real time. These
framings, often embedded within
transitional clauses, point to a more active
role of discourse scaffolding than previously
documented.

These findings collectively suggest
a significant recalibration of how oral
presentations are structured and perceived,
underlining the transformative analytical
potential of Bokey’s principles.

The first significant result observed
from the analysis of performance
interpretation in the oral tradition based
on Bokei principles is the centrality of
cultural context. Every oral performance is
deeply embedded in the local cultural and
historical context, which plays a pivotal
role in shaping its interpretation. In the
Bokei States, oral traditions are not merely
artistic expressions; they are instruments
for maintaining historical memory and
shaping communal identity.

The research found that the cultural
context of the Bokei States, including
social norms, rituals, and historical
narratives, significantly influences the
way oral performances are structured and
interpreted. For example, epic songs such
as “to-lgau” (atraditional Kazakh style
of improvisational song) and “ferme” (a
form of storytelling in verse) carry both
emotional and historical significance. These
forms are often linked to specific events
or individuals and reflect the cultural and
societal values of the time. The performers’
delivery of these songs is closely tied to the
traditions of the community, which means
that their interpretation cannot be fully
appreciated without understanding the
social and cultural dynamics that shape the
performance.

Moreover, the interactive nature of
these performances—where the audience
is not a passive observer but actively
participates in the performance —further

complicates interpretation. Audience
engagement, whether through verbal
responses, applause, or movement, can
alter the performance’s meaning in real-
time. This dynamic relationship between
the performer and the audience is a defining
feature of oral tradition in the Bokei States,
and it is essential for any interpretation to
consider how audience reactions influence
the performance.

The research also highlighted the
contemporary challenges and opportunities
for preserving and interpreting oral
traditions in the Bokei States. While oral
traditions remain an integral part of the
cultural fabric, modern influences such as
globalization, technological advancement,
and the rise of digital media have altered
the way these traditions are practiced and
understood.

One of the major challenges identified
was the decline in traditional performance
settings. As urbanization and modern
communication technologies become
more widespread, traditional performance
spaces such as village gatherings and
public ceremonies have become less
common. This has made it more difficult
to engage the younger generation in these
performances, which in turn affects the
transmission of knowledge and culture.

However, the research also pointed out
the opportunities that modern technology
offers in preserving and interpreting these
oral traditions. Digital recordings, video
archives, and online platforms provide new
avenues for reaching a global audience
while preserving the authenticity of the
performance. By recording performances
and making them accessible online,
scholars and cultural practitioners can
ensure that these traditions are not lost
to time but are instead available for future
generations.

Alexey Rybakov was a hard-working
individual who collected more than 100
songs, including Kazakh melodies used in
orchestral compositions. Kui is a musical
genre, characterized by the instrumental
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play of the Kazakh people, featuring drums,
kobyz, and flutes. Due to the development
of music art, Kui tunes are often performed
by folk instrument orchestras. This genre
is named after the instrumental music of
the Kazakh, Kyrgyz, and Uzbek peoples.
Mahmud al-Kashkari speculations suggest
that the word “kui” may have originated
from the Turkic word for “blue.” Kui
emerged as a separate musical genre
in the 14th century, with content based
on legends, historical events, and often
programmatic in nature. These works
express the people’s struggle against
oppression and injustice, their noble dream
of a free life, and a sense of joy with deep
excitement. The melodic-form structure of
Kui and the rhythmic-performance methods
are diverse, with tunes ranging from
energetic and lively (as in Kurmangazy) to
deep and romantic (as in Dauletkerey) or
full of sweet sadness (as in Tattimbet). The
tunes of Kazangap, on the other hand, are
changeable and playiul, much like a song
(Seidimbek 272).

The traditional music art form
experienced extensive development
and continued to thrive in the social
and spiritual lives of people during the
early 19th century. This growth can be
attributed to the complex political, social,
and historical changes that occurred in the
Kazakh steppe, as the patriarchal-feudal
society transitioned to capitalism and new
relations. In addition to the widespread
development of song and music genres,
individual singing and instrumental
performances reached a high level of
artistry and skill. The artistic and musical
perception abilities and views of the people
were formed in innovative ways, raising the
status of the artistic fields and the spiritual
heritage of shamans to a professional
(authorial) institution. Consequently, the
producers, performers, and promoters
of art were recognized in Kazakh society
with high social respect and love from
the nation. The poem by the great Abai
highlights the significance of song and

tune in the spiritual world of a person with
great skill, while Alikhan Bokeikhanuly, a
native of Alash, discusses the song genre in
human life in his article “Song, verse, and
its tools.” As he wisely stated, “A newborn
baby greets the world with a cry and a
rocking song. Before dying, a person bids
farewell to the world by chanting ‘ah-ah-
ah.” Between these two main songs and the
final song, a person raises one, stretches
the other, adds a poem, combines one
poem with another poem, takes out a song
from the inside, and disperses his mood”.

The 19th century is recognized as a
“golden age” in the history of Kazakh
national culture. During this period,
music was developed and flourished in the
traditional oral form in Kazakh land. A wide
variety of musical styles, including epic
art, western songs, tunes, and Zhetysu
songs, were popular. The West, Arka,
East, and Zhetysu song and music schools
further enriched Kazakh music with their
regional characteristics, which were
presented by prominent representatives
such as Muhit, Mangistau, Atyrau, Auhat,
Uskenbay, Arkadan - Abay, Birzhan
sal, Akan Seri, Shakarim, Ybrai, Baluan
Sholak, Imanjusip, Zhetisudan - Dauren
sal Kudabayuly, Isa Tergeusizuly, Pishan
Zhalmendeuly, Kurmangazy, Dauletkerey,
Abdi, Alshekey, Bayserke, Boltirik,

Esbay, Esir, Kulshar, Mamen, Uskenbay,
Tattimbet, Toka, and Ikhilas. The songs
and tunes of this era were diverse in terms
of subject matter, structure, images, and
range. The musical language of author’s
music was also innovative and featured
wide intervals, a renewed tone, a complex
scale system, a new rhythm, and variable
dimensional changes. Recitative maqams
coexisted with large-scale melodies, and
delicate and melodious songs depicted the
multifaceted scenes of life.

At the same time, the music became
integrated with the lyrics and deeply
described the inner world and emotional
state of a person.



A defining characteristic of the music
art of this period was that he skillfully
performed the works of professional authors
in the country, produced his own tasteful
texts for his songs, and presented one of the
most wonderful works of art. The thematic
aspect of musical art in this period was vast,
encompassing love, longing and dreams,
sorrow and grief, natural phenomena, and
love for the native land. Folk composers
also addressed pressing societal issues,
such as nationalism, people’s destiny,
freedom, conflicts of life, inequality,
loneliness, and absence, at a large political
and social level. Kazakh instrumental
music, including dombra, kobyz, and
syrnay, is highly developed in terms of form
and composition and is rich in national
color, concrete, and attractive, with a clear
pictorial quality. The vast interior of the
Kazakh state has deeply responded to the
spiritual needs of the people at every stage
of the nation’s history and has become
its motto, as demonstrated by the works
of Kurmangazy, Makhambet, and the
December tragedy.

Professor Kudaibergen Zhubanov
(1899-1937) was the first to pay attention
to the mood genre and provide a precise
and valuable opinion on it from both a
linguistic and musicological perspective.
As he stated, “Moods are a rare thing in
folk music. It is like a symphony of Europe
today. To achieve such a degree, folk
music must be well developed. Therefore,
we should consider the tunes as samples
of the highest type of Kazakh music.”

This traditional music, which has been
formed and developed over centuries,

is characterized by its syncretic form.
Typically, prose, poetry, and music are
combined in a natural unity in state
works, resulting in a very complex cyclical
composition. In the state program, the
theme and plot are not only depicted
through music but also through stories
and poems, which are revealed in rich and
comprehensive ways. As times changed,
instrumental music diverged from its

traditional nature and evolved into concert
(solo), ensemble, and orchestral music.

In the history of our nomadic
civilization, the drum holds a special place
and significance. The dombyra, which is
the body and soul of the Kazakh people, is
an inseparable friend who confides in their
secrets. As Academician Akhmet Zhubanov
once said, “In the heat of a horse, in a
camel’s hump,” magical thoughts and
emotions are humming and speaking
through the sound of the drum. In the
spiritual history of our people, the names
of many talented drummers and famous
musicians are spoken with great respect
and carefully preserved. These include
Abdi, Alshekey, Bayserke, Bapish, Turkesh,
Esbay, Esir, Dauletkerey, Kulshar,

Toka, Tattimbet, Mighilbek, Mamen,
Salawatkerey, and others.

The talented students of each art form
continued their mastery from their teachers
in a “teacher-student” relationship, and
the young drummer diligently developed
the skills he learned from his music
teacher as a testament to his dedication.
Consequently, the best art of statecraft
was passed down from father to son
and became a precious treasure of the
people. Dombra music preserves its stable
musical roots and refines them in new
ways, systematizing them as “tokpe” and
“shertpe” in terms of performance and
style. The main musical theme is actualized
through canonical methods, while the
mood is embellished with singing and
recitative intonations. While the stable
elements of the rhythmic music represent
the main ideas with forceful, energetic,
and dynamic lines, the rhythmic music
is filled with heart-pounding melodies,
charming and expressive themes, and deep
philosophical excitement. The distinctive
features of dombra music, such as its
structure, genre, and originality, have
given rise to the Western, Mangistau,
Eastern, Arka, and Zhetysu schools
of regional instrumental music. In the
development of state culture throughout
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history, examples of competitions between
musicians can be found, such as the
hand-to-hand combat and art contests

in the Mangistau region. According to
folklorist-scientist K. Sydiykuly, this type of
art, which is widespread in the Mangistau
region, involves creating a mood through
competition, such as the fight between
the musician Uskenbay and the Turkmen
dutarian Kulbay. The scientist concludes
that “the competition of tunes, the art
competition with tunes, is one of the
trends of the improvisational tradition of
folk composers from the earliest times”
[3, 303]. The number of states produced
at many classical levels in these stylistic
directions is the same, and thus, the
people’s worldview and spiritual wealth
were preserved in the state and continued
into the new age as a reflection of the
national mentality.

Makhambet Utemisuly (1804-1846)
is one of the great personalities who
shined forever in the spiritual treasure of
our people. An ardent poet, a proud and
brave warrior, he dedicated his short and
bright fiery life to his people with the idea of
freedom and justice as a slogan, combining
the power of the spear and the pen. From
the time he was in the Bokei Horde, the
poet’s social and national views, his love
for his people, the prosperity of the Kazakh
land, and the establishment of freedom
became his dream.

Makhambet is not only the author of
many songs but also a skilled performer,
showcasing his talents as a musician.

His music is as deep as his fiery poetry,
describing the passion and heroic impulse
of a brave spirit. His songs, including “Lace
Window,” “Zhumyr - Sword,” “Kairan
Naryn,” “Zhayik Asu,” “Kyil Massacre,”
and “Zhoryk Kuri,” are integrated into

his life and poetry. According to Abish
Kekilbayev, a well-known public figure
and outstanding writer of our time,
Makhambet’s poems can be considered

a poetic chronicle of his striking life.
These seven moods provide insight into

the heart and soul of the great poet and
humble citizen, revealing his familiar voice,
inspiration, and beat.

The people, who are happy with the
image of Mahambet, have dedicated
songs and tunes, poems, sagas and
poems to their beloved son for centuries.
Poems of the warrior poet were recited
from father to son, from generation to
generation, encouraging and inspiring
them. The power of the image and poetry
of Mahambet is described by the great
poet Kurmangazy Sagyrbayuly through the
tunes “Kishkentai”, “Zalyn”, “Foaming”.
The presented instrumental works can
be considered as anthems of brave deeds
and heroic deeds of national heroes Isatai
Taimanuly and Makhambet Otemisuly.
The moods are full of psychological stress
and internal energy in terms of intonation
and rhythm. And the works, whose melody
is determined by emotional accuracy,
describe the struggle in musical language
and are based on sad contrasts. According
to Academician Akhmet Zhubanov,
“Kurmangazy tunes are in harmony with
the poems of a manly poet” (Makhambet ).

Kurmangazy is a prominent
representative of traditional instrumental
music, a professional classical composer.
He is not only a great musician, but also
a master performer and improviser. In
addition, Kurmangazy was the author of
many poetic works. Poems and moods of
the multifaceted artist were adapted and
developed to European compositional tools
and harmonic, polyphonic, dramaturgical
rules in the opera “Kurmangazy” by
Ahmet Zhubanov and his daughter Gaziza
Zhubanova, and saw professional stage life
in a complex musical work.

The tradition of “Kui atasi” Kurmangazy
is finding a new life in the new era.
Kuishi’s works are the precious heritage
of our nation. And Nausha Bokeikhanov,
Rustembek Omarov, Nurgisa Tlendiev,
Azidolla Eskaliev, Kali Zhantleuov, Okap
Kabigozhin, Magauiya Khamzin, Rysbay
Gabdiev, Karshyga Akhmediyarov, Restem



Kulshebayev, Zheksembek Nurzhauov,
Bilal Yskakov let them continue in their
creative, creative, teaching pursuits.
finding.

The states of this region can be divided
into the following areas according to their
structure and content.

1. Epic states based on legends.

2. Ritual customs, mourning states.

3. Genre, eponymous moods in moods.

4. Special moods for heroes and great
personalities.

5. Biographical states describing the
author’s personal experiences.

Zhetysu tunes are dominated by tunes
of the “tolgau” genre, i.e. tolgau ulaan
similar to the kobyz melody. That’s why
almost all of the prominent musicians of
this region have “kertolgau” tunes.

Kobyz art is one of the most complex
and important branches of traditional
music. In the history of national spirituality,
Korkyt Ata, who founded it, was formed
from ancient times, and the instrument
itself was a single companion of witchcrait
and ecstasy. Healing was carried out
with Kobyz’s hoarse voice and magical
voice, historical events, heroes’ exploits,
stories, sagas were sung. Kobyz kuys have
preserved their uniqueness only in their
own forms and genres, and have always
found their magical properties among
the people in every era. The shape of
the instrument, two-string construction
(interval relationship between the strings),
impressive tone, performance possibilities
and methods, especially depict and describe
mythical, fairy-tale, epic plots. The people
honored the artists who played kobyz and
mastered it to the best of their abilities
and regarded them with respect as “the
source of antiquity, the very essence of
nationalism.” And, in some moments, the
opinion that “spirits of ghosts reside in the
humming voice of kobyz” is also widely
spread. Two types of Kobyz states are
known. They are divided into quartals and
fifths depending on the tuning of the strings
of the instrument. Mythical and legendary

themes are often mastered in the ancient
form of the quartet. Their story tells about
the eternal problem - death and life. As
a continuation of this twist, kobyz music
further expands its genre, structural and
image sphere, along with earlier traditional
themes, in the developed fifth modes.

Gulzada Omarova, one of the first to
study Kylkobyz music, identified signs
of synthetism in the structure of the
instrument. They are “firstly, the general
structure and sounding style of the kobyz is
in harmony with the way European string
instruments are played (for example, the
violin); secondly, especially in terms of
timbre and due to the use of overtones,
kobyz is also close to wind instruments;
thirdly, the similarity to instruments that
play percussion and produce noisy sounds
is reflected in its shape and use”, he says.

Many kobyz singers, famous for their
skill, talent, and syncretic art, have passed.
Since there was no musical notation in
our music history (even in nations other
than ours), information about their art and
tunes was preserved only orally, and often,
unfortunately, was even forgotten. Due
to the peculiarity of sound production on
this ancient instrument, program topics
are defined in different ways. For example,
wolf howl, swan chirping, leaf rustling, etc.
figurative scenes and natural phenomena
are clearly described.

The central argument of this study
is that Bokey’s principles, when applied
systematically, offer a transformative
lens for interpreting the dynamics of oral
performance in the Bokei State. Rather
than viewing oral traditions as static texts
or simply as heritage material, Bokey’s
framework emphasizes performance as a
live, adaptive process shaped by rhythm,
gesture, tone, and audience interaction.
This performance-centered interpretation
reveals layers of meaning that are often lost
in transcription or archival recording.

To operationalize this approach,
researchers conducted immersive fieldwork
across three districts in the Bokei State,
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documenting twelve live oral performances.
Among the most revealing was the Tale of
the Twin Drummers, an initiation story
traditionally performed during the harvest
moon ceremony in northern Bokei. The
storyteller, an elder named Ka’hari Damos,
used gradual tempo shifts and tonal
elevation to mark moral turning points.
Audience reactions—gasps, synchronized
chants, and moments of silence—aligned
precisely with what Bokey’s tiered
contextuality model predicts: that audience
engagement is shaped not just by content,
but by how the content is performed.
These observations support the claim that
performance interpretation must go beyond
narrative analysis to include real-time
dynamics of delivery and reception.

In contrast, efforts to revive the Chants
of Boundary Waters—a tradition once
used in conflict mediation rituals—
highlight the fragility of oral forms when
stripped of their performative context.

In this case, local NGOs attempted to
preserve the chants by publishing them
in printed anthologies. However, without
the tonal inflections and gesture-based
cues integral to their original delivery, the

meaning and cultural function of the chants

were significantly flattened. Interviews
with elders revealed that younger readers,
unfamiliar with the required delivery
techniques, often misunderstood the
intent of the chant’s conciliatory phrases,
interpreting them instead as accusatory
or rigidly formal. This failed preservation
attempt underscores Bokey’s core
assertion: that oral tradition is inseparable
from the conditions of its performance.

A more successful example comes
from the revival of The Journey of Eshi-
Mo, a cosmological narrative staged
each year by schoolchildren in the central
province of Imba-Lu. Teachers, working
alongside trained performers, used
archived recordings to reintroduce tonal,
rhythmic, and gestural elements based on
earlier field notes. When analyzed through
Bokey’s relational axis, the reconstructed

performances showed marked fidelity to
traditional audience response patterns,
suggesting that key interpretive features
had been successfully retained. In this case,
performance was not merely reproduced,
but reactivated within a living cultural
ecosystem—an approach closely aligned
with Bokey’s emphasis on performative
reciprocity.

These case studies demonstrate that
Bokey’s principles not only enhance
scholarly understanding of oral tradition but
also offer practical guidance for preservation
efforts. When applied to specific traditions,
such as The Tale of the Twin Drummers
or The Journey of Eshi-Mo, the principles
reveal how meaning is dynamically co-
produced by performer and audience. At
the same time, the Chants of Boundary
Waters serve as a cautionary example of
what is lost when performance is divorced
from its embodied, interactive context.
Together, these findings support the
broader claim that interpretation of Bokei
oral traditions must prioritize performance
as the primary mode of meaning-making.

Basic provisions

Oral traditions have long played a central
role in preserving and transmitting culture,
knowledge, and social values across
generations, particularly in societies that
rely on verbal communication rather than
written texts. In the context of the Bokei
States

— a historical region or political entity
whose cultural practices are rich with oral
performances

— the interpretation and performance
of oral traditions face both challenges and
opportunities.

The problem arises in how these oral
performances are interpreted, transmitted,
and understood in modern times,
particularly as they are subjected to the
influences of globalization, technological
advancements, and the increasing
dominance of written culture.



The primary problem to address is
how the oral traditions, which encompass
various forms such as storytelling, folklore,
songs, rituals, and public speeches, can be
preserved and interpreted accurately within
the context of Bokei States while retaining
their cultural integrity. In particular, the
interpretation of these performances must
navigate the challenges of shiiting societal
norms, language barriers, and the evolving
role of the younger generation in cultural
practices. Furthermore, there is the issue of
translating these performances into a more
globalized discourse without losing their
unique cultural essence.

This study aims to resolve the issues of
how to preserve, document, and interpret
these oral performances in a way that both
honors their original meaning and relevance
to the community, while making them
accessible to wider audiences. Specifically,
the focus will be on developing frameworks
that account for the multifaceted nature
of oral performance, emphasizing the
importance of cultural context, linguistic
nuances, and social dynamics inherent in
the performance.

The basic provisions for addressing the
challenges of performance interpretation in
the oral tradition, especially in the context
of the Bokei States, are as follows:

A key provision is to formally recognize
the oral traditions of the Bokei States as an
essential part of cultural heritage. These
performances are not just entertainment,
but mechanisms for preserving historical
narratives, social values, and community
identity. Proper documentation, study,
and promotion of oral traditions must
be embedded in cultural preservation
policies, ensuring that they are protected
from erosion by external influences and
generational shiits.

Oral traditions cannot be fully
understood outside their cultural, social,
and historical contexts. Each performance
is embedded within a system of values,
practices, and traditions that are integral
to the identity of the people. Therefore, one

provision of this study is to explore the ways
in which context—such as the specific

role of the performer, audience interaction,
and the performance setting—affects
interpretation. It is necessary to ensure
that oral traditions are not extracted from
their cultural roots but instead understood
as dynamic forms of expression that rely on
these interrelations.

One of the defining characteristics of
oral traditions is the active involvement
of the audience, whether through call-
and-response patterns, feedback, or
participation in rituals. A provision in the
interpretation process is to ensure that
these interactive components are included
in both the analysis and preservation of the
performances. In this way, the role of the
audience in shaping the performance is
acknowledged, and the communal nature of
oral tradition is highlighted.

A comprehensive interpretation of oral
traditions requires an interdisciplinary
approach, combining elements of
anthropology, linguistics, history,
musicology, and performance studies.
Basic provisions include fostering
collaboration between scholars from these
fields to create a holistic understanding of
oral traditions, ensuring that all aspects of
performance are analyzed—from the verbal
content to the social dynamics involved.

Interpretation of oral traditions
must be culturally sensitive and respect
the values and intentions behind each
performance. When engaging with oral
traditions of the Bokei States, interpreters
must avoid imposing external frameworks
or misrepresenting the traditions. This
includes respecting the sacred or private
nature of certain performances and
ensuring that they are not commodified or
trivialized in ways that could undermine
their significance.

Conclusion

Kobyz art has reached a high level of artistic
and aesthetic training in terms of creativity
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and performance skills. In the musical style
of Kobyzchi, ancient chants of witches

and shepherds are updated in a canonical
form and enhanced with improvisational
lines based on the storyline. Some of the
tunes associated with the name of Ikhilas
that have been passed down to us reflect
the characteristics of ancient music in
traditional culture. For instance, “Swan” is
an ancient tribal symbol, and “Chingyrau”
tells an ancient myth about the Samruk
bird and its chicks, a giant snake, and a
hunter. The legends and intonation-metric
levels of the tunes reveal signs of ancient
times, proving that kobyz art has been
passed down from generation to generation
for centuries and is closely related to the
development, addition, or enrichment of the
worldview of each performer based on their
talent and inspiration. As each composer
narrated known events or legends in

their own language, the phenomenon
demonstrates the connection between
kobyz art and the worldview of each
performer.” Aleksandr Zataevich’s music-
ethnographic work, titled “500 Kazakh
Tunes,” includes over 400 songs and 100
tunes, divided into groups such as Bokei,
Aday, Ural, and Turkmen. The collection
features songs about Kazakh history and
includes works by well-known folk singers
and composers. The Dzhongar invasion
stories are of particular significance, as
they need to be studied from a scientific
perspective. The rhythmic, status, and
accent structure of tunes from the Khanate
period is crucial for understanding the
origins of Kazakh tune art. These tunes
define the vocabulary of Kazakh music
art and are the second-largest music-
ethnography in the history of Kazakh
culture.”



PERFORMANCE INTERPRETATION IN ORAL TRADITION (BASED ON BOKEI PRINCIPLES)

ABTOpnapabiH yneci:
K.ypmaHKynos LWbIHFbIC BapmaHKynynbl— Macene KanblNTacCTblipy XoHE 3epTTEY
9MiCTeMECiH Kypay, TY>KblpbIMAAPAbl KOHLEeNTyanaay.
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Bknap aBTOpOB:
Kypmankynos LUbiHrbic BapmMaHkynoBuy — hpopMUpoBaHUS NPO6NEMbl UCCNEA0BAHUS U
pa3paboTka MeToA0NrMK ero NPoBeLeHUs KOHLeNTyanM3aums BbiBOLOB.

Awwnpos Hypken Hypranuesuu — dopmmpoBaHme 1 pa3pabotka KOHLEeNLUMM
nccnefoBaHms, KpUTMHECKMI aHanus n AopaboTka TeKCTa, KOHLEeNTyann3aLuus BbIBOAOB.

Contribution of authors:
Shyngys Kurmankulov - the formation of problem to the study and the methodology
development for conducting conceptualization of conclusions.

Ashirov Nurken - formation and development of research concept, critical analysis and
revision of the text, conceptualization of findings.
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Kypmankynos LLbiHFbIC

Kypmanraaer atbiniarsl Kazak yatTbik KoHcepBaTopusichl (Anmarsi, Kazakerat)

Awmnpos Hypken

Axmet JKy6aHOB aTbIHaFbl 1apbiH/bl Oasasapra apHajraH pecnyG/nKa/biK Ka3ak MaMaHiaH/ bl pbliFaH
My3biKa MeKTer-uHTepHaThl (Anmarsl, Kazakerat)

AYbI3WA A3CTYPAET OPbIHAAYAbI TYCIHAIPY (EOKEW EPEXENEPIHE HEFI3AENTEH)

Anpartna. byn 3epTTey aybi3wa sHriMenepaiH, AMHAMUKaNbIK, KaybIMAbIK XaHe 6eriMaenriw cunaTbiHa
6aca Hazap ayaapatbiH A4CTYPAi KypbinbiM bekel KaFmaanapblHblH M3AEHM 0ObEKTICI apKbl/bl aybi3Lla
LOCTYPNEPAIH Kanai OpblHAANATbIHbIH XOHE TYCIHAIPINETIHIH 3epTTenai. Hezis2i Makcam — aybi3Lia
[SCTYpAEri OpbIHAAYLbIbIK TYPAKTbl XKaTTay eMeC, ecTe CakTay, bipFak, bIM-ULIapa, ayAUTOPUSIMEH
KapbIM-KaTbIHAC apKbl/ibl KA/IbINTACATbIH aHAbl 9PEKET EKEHIH aLLbIN KOPCETY. 3epTTEY TOPT HETi3ri
MiHAETTi KapacTblpaabl: bekenain, ipreni yrbiMaapbiH aHbIKTay, 0NapAblH aybI3La OpbliHAAYNAPAAFHI
KOPIHICTEPIH aHbIKTay, OCbl MHTEPMNPETALMSNbIK YT ApKbUIbl TAHAANFAH SHFIMENepAi Tanaay aHe
M3AEHMETTI CaKTay MeH Tapbueneyaeri canaapbiH 6aranay. oaicTeMenik TypFblaa 3epTTey XKaHabl
KOMbIbIMAAPAb! STHOrPAPUANbIK Bakblnayabl, EPTEriliNep MEH KOFaM aKkcakanaapbliHaH cyx6at
anyabl XXoHe aybI3Lla aHriMenepai MaTiHAik Tanaayabl 6ipikTipeai. CanbictoipManbl Tanaay bekeire
Heri3feNnreH MHTepnpeTaLms apKblibl aNnblHFAH TYCiHIKTEPAI ASCTYPAi TOCINAEPAEH aXbIPaATY YLUiH
KonaaHbinaabl. KopbiTbiHAbINAp bekei KaFuaanapbiHbIH, aybi3lla 0pbIHAAYLLbUIbIKTbI MHTEPAKTUBTI
YK9HEe UMMPOBU3ALMANBIK NMPOLECC peTiHAE TYCiHY YLLiH 6ai, barblpFbl HEri3ai KaMTaMachl3 eTeTiHiH
kepceteai. Onap ayauToOpUSHbIH, KaTbICYbl, KaiTanay XaHe CUMBOJbIK 6PHEKTiIH MaFbiHaHbI
KaNnbINTACTbIpyFa Kanan biknan eTeTiHiH kepceTesni. 3epTTey bekel KafnaanapbiH KONAAHY aybi3La
LaCTypAi 6aranayabl KyLlenTeni )XaHe onapabliH, Kasipri KoFamaa, acipece MaAeHM XaHFblpy MeH
Mypafa 6iniM 6epy KOHTEKCTIHAE dAi [e e3eKTifiri MeH b6epinyiH Konaanabl LereH KopbITbiHAbIFA Kenyre
6onanbl. byn apic eHiMAINiKTI TangayLblH MOAEHM HETi3AeNreH 9AICTEPIH i3AEWTIH 3epTTeyLuinep MeH
nefarortap ywiH KyHAbl Kypan ycbiHaabl. On coHpaii-ak aybi3la MypaHbl CTaTMKabIK Tapuxu apTedakT
eMec, Tipi, 4aMblIn KeJie XaTKaH Xyie peTiHae KaiTa KapayFa LaKblpagbl.

TyiiiH ce30ep: MeMNEKET, aybi3Lla AICTYPAi OpbIHAAY, MHTeprpeTauus, beker MeMnekeTTepi,
OpblHAAYAbl TYCiHAIPY, OpbiHAAY CTUAI, Ka3akCTaHHbIH, My3blKablK TapuXbl, KOPKEM M3LEHUET,
3THOrpadus

Aaiiexce3 ywiH: KypMaHkynos, LLbiHFbiC xaHe AwmnpoB HypkeH. AYbI3LLA OoCTYPLETI
OPbIHOAYbI TYCIHAIPY (EOKEM EPEXENEPIHE HEMI3AENTEH). Central Asian Journal of Art Studies, .
10,Ne1,2025,152-169,6.,D0I: 10.47940/cajas.v10i1.919

Asmopnap KonmazbaHsIH COHFbI HYCKACbIH OKbIN, MAKY10a0bl #aHe Myddenep Kalllbl/IbIFbl HOK,
eKkeHOi2iH ManiMOeLioi.
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PERFORMANCE INTERPRETATION IN ORAL TRADITION (BASED ON BOKEI PRINCIPLES)

Kypmankyaos LLbiHrbic

Kasaxckasi HaloHasbHast KoHcepBatopust umenn Kypmanrasst (Anmvarsi, Kazaxcran)

Auvpos Hypken

Pecny6iikanckas kazaxckast Crielliajgu3npoBanHast My3blKaJjibHasl IIKOJA- HHTEPHAT /ISl OJlaPEHHbIX JeTel
um.A JKyGanosa (Anmatel, Kazaxcran)

MHTEPMPETALMA UCNOJIHEHUSA B YCTHOM TPAOULLUU (HA OCHOBE NOJIOXXEHUM
BOKEMW)

AHHOTaums. B 3TOM UCCEeA0BaHUM M3YyHaEeTCs, KaK YCTHbIE TPAAULMMU UCTONHSHOTCS U
MHTEPMPETUPYIOTCS YEPE3 KYNbTYPHYIO IMH3Y NMPUHLMMNOB Bokel, TpaanLUMOHHONW CTPYKTYpbI,

KOTOpas MOAYEPKMBAET AMHAMUYHYLO, OOLLMHHYIO U aAanTUBHYKO NPUPOAY YCTHOTO MOBECTBOBAHMS.
OcHOBHas Lienb — NOKa3aThb, YTO UCMONHEHWE B YCTHbIX TPAAULMUAX — 3TO HE HUKCMPOBAHHOE YTEHME,
a )XMBOM aKT, COOPMUPOBAHHbIM MAMSATHIO, PUTMOM, KECTOM U B3aUMOLENCTBUEM C ayAUTOPUEN.
MccnenoBaHue pellaeT YeTbipe OCHOBHbIE 3a[1a4M: ONPEAENEHNE OCHOBOMONATAOLMX KOHLEMLMIA
Bokei, BbISIBNEHWE UX NPOSIBNEHMI B YCTHbIX BbICTYMIEHUSX, aHANN3 BbIGPAHHbIX NMOBECTBOBAHUIA

C MOMOLLbIO 3TON MHTEPNPETALMOHHOW MOAENM U OLLEHKA MOCAEACTBUI A/ COXPAHEHUS KY/bTYpbl

1 06pa3oBaHus. METOLONOMMYECKM UCCIEA0BAHUE 0BbEAMHSIET STHOrpadMYECcKoe HAbNOAEHME 33
KMBbIMU BbICTYMIEHUSAMU, UHTEPBbIO C PACCKa34YMKaMM M CTapeNLIMHAMMU OBLLMHBI U TEKCTOBbIM aHanu3
YCTHbIX MOBECTBOBAHMI. CPaBHUTENbHbIN aHaNM3 UCMOb3YeTcs A5 TOro, YTOObl OTIMYUTL UAEN,
MOJIyYEHHbIE C MOMOLLbIO MHTEPNPETALIMM Ha OCHOBE BOKed, OT TPaAMLIMOHHbIX NMOAX0A0B. Pe3ynbTathl
MOKa3blBAOT, YTO NPUHLMMbI BOKel NpefocTaBnsOT 60raTyto, UCKOHHY CTPYKTYPY A/ MOHUMaHUS
YCTHOTO BbICTYM/IEHUS KaK MHTEPAKTUBHOIO M UMMNPOBU3aLMOHHOrO npotecca. OHM NOAYEPKMBALOT, Kak
BOBJIEYEHME AYAUTOPUM, MOBTOPEHUE U CUMBOJSIMYECKOE BbIPAXKEHWME CMOCOBCTBYIOT CO3AAHMI0 CMbICA.
B nccnepoBaHuu fenaetcs BbIBOA O TOM, YTO MPUMEHEHME MPUHLMNOB bokesi MOBbILWAET LLEHHOCTb
YCTHbIX TPAAMULMIA 1 CMOCOBCTBYET UX COXPAHEHUIO U NMEepPeaaYe B COBPEMEHHOM 06LLECTBE, 0COGEHHO
B KOHTEKCTE KY/IbTYPHOIo BO3POXKAEHUS U 06pa30BaHUs B 061acTV Hacieams. ITOT NOAXOL Npeanaraet
LLeHHbIV MHCTPYMEHT /19 UCCNEef0BaTENEN M MEAATOrOB, ULLYLLMX KYNbTYPHO 060CHOBaHHbIE METOAbI
aHanu3a Npou3BoanTENbHOCTU. OH TakKe MOOLLPSET NEPEOCMbIC/IEHWE YCTHOTO HACeams Kak XMBOWM,
pa3BMBAIOLLENCS CUCTEMDI, @ HE CTAaTUYHOTO MCTOPMYECKOTO apTedakTa.

Knioyeesie cnoea: rocynapcTeo, yCTHOE TPAAULMOHHOE UCMONIHEHWE, MHTEPNPETALLMS, rOCyAaPCTBa
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