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THE CREATIVE APPEARANCE OF KUISHI MUKEI ABILKHAYRULY

Annotation. Kui art is our precious heritage, which occupies a great place in the music art of the Kazakh
people. As mentioned above, there is a separate tradition of kui art in the instrumental music of our nation - it is
the Altai-Tarbagatai kui region. Kazakh art of kui performance is divided into schools of kui art depending on its
location, artistic execution, and historical periods. In the presented article, we will talk about Altai-Tarbagatai,
which is located in the eastern part of the country, among the traditional seven places of kui art. In this direction,
emphasis is placed on the artistic endeavour of Mukei Abilkhairuly, an outstanding representative of the region
with his own unique signature; the «Kosbaskan» kui of the performer is analyzed, and the striking features
of his performance skills are mentioned. The main goal of the article was to consider and classify the unique
creative heritage of the eastern region, including the performance style of the kuishi Mukei. While carrying out
the mentioned scientific research work, we came to some news and results: although it was introduced late into
the scientific circulation, the Altai-Tarbagatai region takes a prominent place in Kazakh music, distinguished
by its complicated and unique melodiousness among the schools of kui art. The creativity of the kuishi Mukei,
which defines the school of kui art distinguished by difficult and complex rhythms in terms of performance,
is being promoted to a greater or lesser extent and can serve as a basis for scientific research in this direction.

Key words: kui, kuishi, Altai-Tarbagatai, regional style, school of kui art, shertpe.
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Kyiimi Mykeii O0i1Xail bIpYJIBIHBIH HIBIFAPMAIIBLIBIK Kea0eTi

Anoamna. Kyii eHepi — Ka3aK XaJKbIHBIH My3bIKa OHEpIHJE YJIKEH OpBIH AJATBIH achbUl MYpaMbl3.
XaNmKBIMBI3JBIH acHanThIK My3BIKACBIHIAFBl OPHBI O6JeK KyHIImik mactyp on — Adnraii-TapOararait xyit
aiimarsl. Ka3ak Kyl eHepi e3iHiH OpHaIacKaH JKepiHe, OpbIHIayIIbUIBIFBIHA, TAPUXH Ke3eHAepiHe OaiTaHbICThI
KYHWIITIK MeKTenTepre OOJHIN KapacThIPbUIaAbl. ¥ CHIHBUIBII OTHIPFAH Makajajga JOCTYpIi XKeTi KYHIIiTiK
ysUIapiblH IIiHAE eNiMi3NiH WIBIFBIC Oenirinne opHamackaH Auraif-TapOararail Typasil ce3 KO3FalMak.
Byn GareiTTa aiiMakThIH ©3iHIH KaiiTamanOac kontaHOackl 0ap KepHEKTI ekimi Mykeil OOiIXalpyIbIHBIH
IIbIFapMalIbUIBIFEIHA Oaca Hazap aynapbuibll, KyHiniHiH «KocOackaw» KyiHi TangaHbI, OHBIH ©3iHE FaHa
TOH OpPBIHAAYIIBUIBIK JaFIbUIAPBIHBIH epeKIIeNikTepl alTbuIapl. Makanaga MBIFBIC OHIpIHIH KaiframanOac
IIBIFAPMAIIBUIBIK MYPACHIH, COHBIH IIIiHJe Kyir MyKelaiH OpbIHAAyIIBUIBIK MOHEPIH KapacThIPHII, JKIKTEIl
Oepy — 6acThl MaKcaT OONIBI. ATAIMBIII FBITBIMU-13€HICTIK )KYMBICTBI KYpri3e OThIpa, 0i3 Gipa3 )kaHaJIbIK ITeH
HOTWJKETe KeJJIK: FhIIBIMU aifHaJIBIMFa Kell eHriziice ne, Antaid-TapOararail aliMarbl KYHIIUIIK MEKTenTep
apachIH/a KYpAei, 031HiH KaiTanan6ac oyeHIIriMeH epeKieIeHeTiH Ka3aK My3bIKachIHIa TeTipeyiHai OpbIH
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anazpl. ©31 OpBIHIATY KaFbIHAH KMBIH KYpIei KaFbICTapMEH epeKIIeNCHEeTiH KYHIIiTiK MEeKTeNTi aiikpIHaai
TyceTiH Mykel KyHIIiHIH MIbFapMalIbUIBIFBI a34a-KOITi 00Jica Ja HaCHXaTTaly/la dKOHE OChI OaFbITTa FHUIBIMU
i3aeHicTepre Heri3 0oa anajibl.

Kinm co3dep: xyi, kyimni, Anrtaif-TapOararail, allMaKkThIK CTHIIb, KYWIIITIIK MEKTETI, IepTIIe.
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TBopuecknii 00k Kromm Mykeilt AOUJIXaiibIPYJibl

Annomayusn. VickyccTBO KIOsl — 3TO YHHKAIbHOE HAcleIe, 3aHUMAIOIIee 3HAYUTENbHOE MECTO B MY3bl-
KaJlbHOH KyImbType Ka3zaxckoro Hapoaa. Kak ObIO yka3aHO BBIIIE, OJHA U3 JOKAJbHBIX KIOEBBIX TpaJULUi B
HMHCTPYMEHTAJILHON My3bIKe Ka3aXOB CIOXMIachk B Antaii-TapOararaiickom pernone. OcHOBHas HayuHast Uzuest
MIPEe/ICTaBIEHHON PabOThl — PACCMOTPETh MCKYCCTBO Ka3aXCKOTO KIOSI B acleKTe pas/ieleHHs Ha PeruoHaib-
HBIE CTUJIA B COOTBETCTBUHU C MECTOIONOKEHHUEM, UCTIOTHUTENBCKONH CaMOOBITHOCTBIO, HCTOPHUYECKHX 3TAIOB.
OOBeKTOM H3yueHHs SABISETCA KioeBas Tpaauius Antaii-TapOararait — oqHOI U3 ceMHu JIOKalIbHO-CTHUIEBBIX
Pa3HOBUAHOCTEHN, pacmookeHHoH Ha BocToke Kasaxcrana. Ocoboe BHMMaHHUE y/ENeHO TBOPUECTBY Mykes
AGHABbXaNPYIIBI — OJHOTO U3 IPKUX KOMIIO3UTOPOB JAHHOTO PETHOHA, UMEIOIIETO HEMOBTOPUMBIH MOYEpK, MPo-
aHamM3upoBaH Kioil «Kocbackany, onpesieneHbl XapakTepHbIe s €T0 KOMITO3UTOPCKOTO CTHIIS HCIIOTHUTEb-
ckre TexHUKd. OCHOBHOMW LIeNbI0 JaHHOW Hay4yHOI paboThl SIBISETCS M3Yy4YCHHE HCIOIHUTEILCKOW MaHEph
Kol Mykesi B KOHTEKCTE caMOOBITHOTO TBOPUECKOTO HAcIEANst BOCTOUHOTO perrnona Kasaxcrana. B mpo-
1ecce MpOBECHHs JAHHONH HaydHON pabOTHI, MBI TIOMYYNIIM HEKOTOPhIE HOBBIE PE3YIbTAThI: XOTS JOKAIbHBIN
ctunb Anrtaii-Tapbararas B Hay4qHBIH 000pOT BBEIEH MO3/IHEE APYTHX, €10 MOXKHO ONPEIENUTh KaK OHOTO U3
KPYTIHBIX, CAMOOBITHBIX PETHOHATBHBIX IIIKOJ, KaK B IJIAHE KOMITO3UIIHOHHOTO CTPOEHUSI, TaK U HCIIOTHUTEb-
ckoM. BakHo, 4To ceifuac yBepeHHO BemyTcs pabOThI 1O MpoMaraHae TBOPUECTBA KoM Mykes, HOCUTeNs
IIKONBI, XapaKTePHU3yIoIeics CIOKHBIMU MCTIOMTHUTEIbCKUMHU TeXHUKAMHU (KaFbICTap), €r0 MPOU3BEIEHHUS BO-
M B Y4eOHBIH Tpo1ecc, a B JalbHEHIIeM JaHHAS TPaJULUs MOXKET CTaTh OCHOBOM /ISl HAYYHBIX M3bICKAaHHH.

Knrouesvie cnosa: xioii, xroitm, Antaii-TapOararaii, permoHaIbHBIA CTUIIb, KIOEBas IIKONA, IEPTIIE.

1 Introduction. (Bayandin A.E., Kasimova Z.M. )

Kazakh spiritual culture is a culture that was born and formed in the places of adventur-
ous history, under special conditions. Kazakhs are a centuries-old nation. This is a nation
that has never lost its honor, decency and conscience, attaches great importance to culture
and values in any field of development and does not pay much attention to insignificant
details (Zhamenkeev, 2016:11428). Since the warrior people, descended from the Kypchak
family of the Turkic race, called themselves Kazakhs and opened the first page of their
civil history, they have been fighting relentlessly for this fact, for the land, for the original
national honor and conscience, for freedom. That is why the Kazakh spiritual culture has
a special character unlike any other culture. This is revealed to us by sacred relics from
ancient times, such as songs and kuis, poems and legends (Zhusipov, 2000: 4). The first
President of the Republic of Kazakhstan N. A. Nazarbayev in his fundamental work «On
the Waves of History», devoted to the national history of the Kazakh people, the current
situation and directions of bright future, notes that one of the most important problems
faced by researchers is the assessment of the unique appearance of the nation. Indeed, it
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is clear that without a deep study of the past and our spiritual wealth in the background
of history, it is impossible to determine the orientations of the future, to move forward in
the way of creating a civilized society (Nazarbayev, 1999:). The most distinctive heritage
of our national music, which is the basis of our spiritual wealth, is our tradition of kui art.
According to the Academician A. Zhubanov’s works: «One of the ancient instruments of
the Kazakh people, widespread among the people, is the two-stringed dombira. There are
few houses without a dombira hanging from the rafters. The widespread location of the
art of dombira was due to a certain lifestyle. First of all, a country, where people lived and
migrated, needed a light musical instrument that did not require a lot of labor and materials
to make. Secondly, playing the dombira is less requiring strength than playing other instru-
ments. Thirdly, when the accompanist and the singer do not share the work, they should
be able to sing together while sitting, standing, or riding a horse. (Zhubanov, 2002: 25)”.
The tradition of shertpe kui, which is widespread in the Karatau region, Altai-Tarbagatai,
Central Kazakhstan, and Syr region, and is connected with music sounds, song and depth
of melody, occupies a great place in Kazakh music. (Anel Bekenova, 2021: 108) One of the
areas of the art of playing the dombira of the Alash people is the tradition of kui art, which
was formed in the Eastern Kazakhstan region. The kuis of this region passed from hand to
hand, from mouth to mouth, from generation to generation according to the tradition of oral
distribution of music, which was formed among the peoples of Central Asia. Until today,
that is, up to our time, Kazakh kuis have passed through many periods of evolutionary
development. That is why it should be fair to say that many schools of the art of playing
the dombira were founded in our national traditions. These schools differ from each other
from the point of view of creativity and performance aesthetics. In this article, we are going
to talk about the creativity of Mukei Abilkhairuly, a prominent representative of the Altai
Tarbagatai school of kui art, which was established in the east of the country.

2 Materials and methods.

2.1 Methods. (Bayandin. A.E.)

As mentioned above, Mukei kuis have a positive effect on human life. We used vari-
ous scientific methods to study the artistic endeavour of Mukei Abilkhairuly. Information
about Mukei Abilkhairuly has been collected from some books, well-known performers
of kui art, and teachers by oral information. While collecting these sources of information
and putting them into a system, we discovered the image of the outstanding kuishi, whose
performance of kui art in the Altai-Tarbagatai region is unique, and got acquainted with
his performance mastership. At this point, the following methods were used: interviewing,
conducting a survey, and evaluation of works. Comparative and theoretical methods are
used. The comparative and theoretical method of research contributes to the analysis of the
characteristics of the performers of playing the dombira and the artistic features of the kui
art specific to each region.

2.2 Material description. (Bayandin. A.E.)
The kuis of the Altai-Tarbagatai region, according to the tradition of oral transmission
of music, which has developed in other Central Asian peoples, passed from hand to hand,
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from mouth to mouth, passed down from generation to generation. Until today, that is, until
our time, of course, the Kazakh states have passed many stages of evolutionary develop-
ment. Including the Altai-Tarbagatai region. Murat Abugaz’s book «Kazakh dombra tradi-
tion» became the basis for the study of this region and Mukie kuishi. The researchers of the
Altai-Tarbagatai region are M. Abugazy, E. Shukman, A. Maulen, A. Akiyashev.

In the article, a musical and theoretical analysis was revealed by analyzing the specific
features of the musical language and style of the region. Fundamental works in the same
field of musicology applied the methodology of these scientists, putting forward the works
of B. V. Asafiev on intonation, E. Nazaykinsky on the problems of genre and style, S. Uteg-
alieva, G. Omarova, O. Kislova, A. Kaztuganova.

3 Discussion. (Bayandin A.E., Kasimova Z.M. )

Mukei Abilkhairuly is a kuishi of Naiman ancestry with a skin mark who lived in the
XIX-XX centuries and settled the Altai territory. At the beginning of the XX century, he
escaped from the oppression of the Soviet government, and spent his life in East Turkistan
and he was destined to die in Barcol. (Murat Abugazy, 2016: 97) Mukei’s kuis, like any
artist’s work, were developed in the connection with the adventurous events that happened
in his life. In the book «Legend of Kui» (“Kui anizi”), published in 1994 from the Xinjiang
People’s Publishing House, the legends of kuishi Mukei’s kuis “Atten zhalgan tul dunye”,
“Zhetim konyr”, “Zhetim tory”, “Kos kagu”, “Kos baskan”, “Kuzetshi kiz”, “Sagynysh
sazy” etc., are given. His kui «Kosbasary is a sample kui from Eastern Kazakhstan, Central
Kazakhstan, Zhetysu, Karatau region, the tendency formed in the direction of shertpe kui.
In general, it is known in history that every kuishi-composer created a kui on the theme of
«Kosbasar» and expanded its range. Joy and sorrow, happiness and sadness are flowing in
the “Kosbasar” kuis. «Kosbsaar» comes from the idea that everything has a second mean-
ing, that the world is allegoric.

It is worth mentioning that Mukei’s kuis are different in the terms of their melodies.
That is, when the kui begins, it is a melody full of thoughts in an average rhythm, which
then suddenly changed into a speedy rhythm. For example, in such kind of kuis as “Kosbas-
kan konyr”, “Kur oinak”, “Kosbasar”, the music is played in unison at the beginning, and
changed into a speedy rhythm in the middle of kui. This feature is found only in Mukei’s
kuis. Two strings are constantly ascended one by one and played. Also, Mukei’s kuis are
very close to Kazakh dance art, a sudden stop while performing kui, and then rising of
rhythm — imagines as if a slender bird or animal is crawling before your eyes. Within
the work, during a general interview with the Honored Artist of the Republic of Kazakh-
stan, kuishi and teacher Murat Abugazy, we have answered the main questions about the
thoughts, conclusions, and opinions of a researcher on the main Mukei’s creative heritage.
At this point, let’s pay attention to the interview:

- There is very little information about Mukei kushi, we only know his kuis. In general,
there are reports that he lived in the Kazakh country and went to the other State. Mukei
is a major representative of the Altai-Tarbagatai school of kui art. Kuishi created the only
school, which is unique in performance and features of the delivery of kui, especially as-
cending strings, pentatonic harmony, preserving the tendencies characteristic of the Altai
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region. An obvious difference is that in the case of rolling to the opposite side, the upper
string makes a bourdon sound, and often the lower string is pulled. And in Mukei’s kuis, by
this kind of hanging on the right turn, a bourdon-like sound can be heard in the lower string,
as if there are three voices in a two-stringed dombira. It is necessary to note the peculiar-
ity of two hanging knocks at the same time. Mukei’s kui «Kosbaskan» was brought by a
young man named Shalkar, who came to improve his knowledge at the Kazakh National
Conservatory named after Kurmangazy in 2009 from Altai. At that time [ was teaching
at the conservatory. Sitting together and playing a kui with Shalkar, I finished playing
Mukei’s kui «Kosbasary», and then Shalkar said «I also know Mukei’s kui «Kosbaskany.
So, I immediately liked this kui and added it to my repertoire. Shalkar learned this kui from
the village elders. As a matter of fact, our respectful Gabdylkhak Barlikov brought more
or less information about Mukei and the kui «Kosbasar» to the Kazakh land. He found the
son of Mukei, Rakhmetolla on the other side and wrote down this kui. I learned that kui
«Kosbasar» by listening to the record of our uncle Gabylkhak. Gabdilhak said that he had
another kui, but unfortunately, I did not have enough time to write that kui. That person
has passed away, - he said in an interview. However, the contribution of teacher Murat’s
research works to the tradition of kui art is huge. It is concluded with the idea that it is
necessary to carry out a large study of Mukei’s traditional individuality in kui art, which
corresponds to his educational and research work. In today’s professional teaching prac-
tice, Eastern kuis are often performed, it shows that it still needs to be studied thoroughly,
Although the kuis were recorded in music notes, the opening of the performance culture is
not under full control. The real performers, who excelled in their art in their time, are leav-
ing one after the other. It is difficult to say that their old school of shertpe kui is completely
passed on to the next generation.

As for the performance characteristics of Mukei’s kuis, among the Altai-Tarbagatai kui-
shi-musicians who have reached us, we took the «Kosbaskan» kui of Mukei, which shows
that he was a special kuishi, with an extraordinary style of performance.

1-Example

20. KOCBACKAH

Myreii
opbIHAAyYIIBI Mypar O0yFazsl

The famous kuishi-researcher Murat Abugazy said during the interview that he had
written this kui from a performer named Shalkar, a Chinese citizen. In general, the tune of
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kui starts in a steady, slow performing. It is carried out by a special forward movement
related to the motives of the main kui. Despite the fact that everything sounds evenly, it
is performed briskly. In a higher tune the differences are specific. Mukei’s kuis have been
developed exceptionally in terms of melody. That is, when the kui begins, it is a melody
full of thoughts in an average rhythm, which then suddenly changed into a speedy rhythm.
As can be seen in the 1st example of note picture, the kui starts with the rolled chord (ar-
peggiato) method, and as it moves from sentence to sentence, the accent sounds as if it
accelerates. We have mentioned above that this feature is found only in Mukei’s kuis. Two
strings are constantly ascended one by one and played. The most difficult in implementa-
tion and mastering Altai-Tarbagatai kuis among shertpe kuis from a technical point of view
is a school, because even if we don’t mention the methods which include “hook” tapping,
recitative-like (string ticks) ticks, a slippery method, sliding manner, occurring on the left
hand, the legendary, programmatic trace of the kui requires the lectures of the traditional
methodology. (Zhuzbai Zhangali, 2009: 14)
2 Example

Generally, the tapping shown in the 2-example above is found only in the kuis of Mukei
and his learners. This kind of tapping cannot be usually found in a tradition of shertpe kui
in other regions. The trick to his playing is his constant use of the “hook tapping”. The
fact that there are various types and methods of performing kui art on Kazakh musical in-
struments is of particular interest. This is because the preservation of tunes and melodies,
rhythmic qualities of the kui is directly related to the skillful mastering of the methods
and techniques in performing that kui. For example, let’s pay attention to the names and
concepts related to the methods and techniques of performing kui art on only one dombira.
Kazakh performers of playing the dombira pay particular attention to the way of playing
the kui, especially the movements of the right hand. That’s why it is also important to know
that kuis performed by the dombira are divided into three main types, called «ticks play»
(kagip tartu), «tapping play» (shertip tartu) and «hook tappingy» (ilip tartu), depending on
the movement of the right hand. (Seidimbek, 2002: 87 ) After the key ticks mentioned in
the previous example, the kui crawls, the sounds continue one after the other without inter-
ruption, and stop after the end of the sentence. This is not just a way of playing, we can
consider it as a sign, a «symbol» that separates and clarifies the kui from another.
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3-Example

In the above example, there is an upper stringed triplet back ticks (arkala kagu). It
sounds like a triplet in the tokpe kui, but the tapping method is different. When it is played
to the upper manner and ticked down with forefinger, the upper string is tapped with three
fingers one after the other. According to this style of performance, it is performed with the
finger itself, without the help of the spoke bone. It is also called triplet tick (triol kagisi) or
tied tick (suiretpe kagis). This tapping is often found in the tokpe kuis. For example, «The
most widely used tradition from the times of Abyl is a tied tick (in quick triplet). This tick
greatly enhances the dynamic aspects of kuis. Especially when it goes from conditional
separation to pair-separated sounds, it shows a great difference of the latter” (Zhubanov,
1976: 136). Mukei masterfully put into practice the tick used in this tokpe kui in his own
kui. In general, when managing positions, it is necessary to pay more attention to the sepa-
rate movement of fingers of the left hand. Because, when performing a composition, es-
pecially the creation implemented in a single string, movements of fingers of the left hand
often change from string to string all over the neck of the dombira, and the movement of
the hand is based on the individual movements of the fingers.

We can observe the wavy development of the kui through increasing the distinctive
feature of the sound to a higher level and decreasing it to the lower. Quietly playing the
dombira with a forefinger of the right-hand and string-picking performing characterize this
creation. Generally the creative connection of two hands draws attention by covering the
melody strength and pleasant sound of the kui. Pleasant melody can show the performance
mastership through making the finger ticks of ten hands, accuracy of every finger on the
left hand and producing all sounds. The soft tapping and tick game is typical of the Eastern
school of kui art in general, due to it the main thing is to pay more attention to the fact that
the connection of two hands is accurate and full of sound. The development of the general
sounding through high and low notes clearly defines the significance of the kui in the tap-
ping play. From Mukei’s artistic endeavour, it is possible to understand the interrelationship
and historical similarity of his kuis. The technique in ticks of the right hand and the touch
notation of the left hand are of the separate importance. Along with it, it is also a great
value to have the rhythm of the kui constantly changing. The mentioned characteristics are
related to the peculiarities of Mukei’s school of performing the kui art.

It is possible to mention the uninhibited free development of the syllabic structure, the
method of synthesis of syllabic and figurative structures in the kuis as the Mukei’s signature
of'kui art. This condition leads to the significance of the kui in the directions of slow move-
ment in the areas of the performance of shertpe kui. Let’s totally analyze in what direction
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the main part of the tradition of the shertpe kui is. They are often tied to the tapping. That
is, the method of playing with a single finger in shertpe kuis is characteristic of the tradi-
tions in Eastern, Central, and Southern Kazakhstan. “Sukpa kui” is a method of ticks with
the middle and fore fingers at the same time, “Ilme kui” is a method of hook tapping in a
string played with forefinger to the upper manner, “Zhapta kimta kui” is performed only
by the left hand, in “Saulama kagis” strings are ticked by four fingers. All these particular
qualities describe the tradition of the shertpe kui. Because, the occurrence of various ticks,
their transformation in accordance with such an instrument, as dombira is the peculiarity
of the shertpe kui, and it is performed by tapping. That’s why the structure of the kuis is
also related to the special characteristics of ticks. (Kazakh music, 2005: 205). [lme kagis is
performed by different methods in it such as dara ilme, sanama ilme, kosak ilme, tabandatu.
No matter what method is used in Ilme kagis, as the name suggests, the nail does not touch
the string, it is played by tapping with the fingers of the right hand to the top. It is these
hook ticks that produce the cleanest sound of the dombira. Most of the kuis in the eastern
and southern regions of Kazakhstan are performed by this tapping. As the name of methods
of Ilme kagis suggests, if in a “dara ilme” only one index finger ticks the string upwards, in
sanama ilme this method is repeated several times according to the melodic demand of the
kui. In the method of kosak ilme the index finger and middle finger should cross one after
the other in a tapping. Snd in the method of tabandatu the flat of the hand is opened widely;
a string is ticked by covering. For example, Tattimbet’s kui «Kokeikesty» is performed in
this way. (Seydimbek, 2002: 88)

Among tarmakti kuis, the kuis named «Kochbackany is more widespread in the East
Kazakh region. It seems that they should be more performed in the era when Bi and Beks
ruled the steppe of nomads. The evidence of this is not only the name of the kui, but also
the story of the kui’s legends. According to the data of such legendary stories, the kuis
“Kosbaskan” were played usually at social gatherings, before a great campaign, or when
reporting the news of a major event in the country’s life. A fair bi, when there is an inportant
council, or a fair judgement in large gathering groups, organized a board with the support of
kui, deeply thought before making any decision to some cases, pondered over in detail, at-
tracted public with beautiful songs, pleasant melodies and kuis, got out a message through
kui art, drew the conclusion, every time he attended big and small events, he created many
kuis as the core idea.

In the process of structural adaptation of the kuis in the instrument like Dombira, the kui
often dramatically changes. That is, the main subject-matter of the kui is distinguished de-
pending on the performance characteristics of the instrument, and it is manifested through
development. There are some differences in the performance characteristics of this kui as
well.

4 The result. (Bayandin A.E.)

Altai-Tarbagatai region takes a prominent place in Kazakh music, distinguished by its
complicated and unique melodiousness among the schools of kui art. The creativity of the
kuishi Mukei, which defines the school of kui art distinguished by difficult and complex
rhythms in terms of performance, is being promoted to a greater or lesser extent and can
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serve as a basis for scientific research in this direction. Altai-Tarbagatai kuis, as one of the
main branches of kui art, will undoubtedly continue to develop passing from generation
to generation. Performance colors and features typical of this region are shown and deter-
mined. The kuishi Mukei Abilkhairuly was taken as an object and his kui «Kosbaskany» was
analyzed. Performance methods of this kuishi were identified and analyzed in comparison
with other schools of kui art.

5 Conclusion. (Bayandin A.E., Kasimova Z.M. )

As the famous musician Bilal Iskakov said: “The kuis of this region are developed by
relying on the naturalness of the instrument’s sound, the meaningfulness of the sound, and
the emotional richness of the melodic result, rather than flashy skill. The Altai-Tarbagatai
kui, which is a separate stylistic process of our kui heritage performed on the dombira, will
undoubtedly continue to develop and pass from generation to generation as one of the main
branches of kui art. The study of the kuis in this region from a functional and structural
point of view is still ahead, waiting for its turn” (Zhumalieva, 2005: 458), in the future,
the kuis of the East, which form a branch of Kazakh classical instrumental music, should
be edited within many issues; they lead to the recognition of infinite points and concrete
scientific results of kui art. In today’s dynamically changing world, in a state of unifica-
tion, a certain problem has arisen in society, related to the risk of losing knowledge about
traditions and history (Kislova, 2022: 164). That is why the music of kui art was not only
accepted as a musical art that fulfills an aesthetic function, but also as a spiritual music that
fulfills educational and entertaining functions. Music contents of kui art shows the popu-
larity and respect of this genre (Ardabi Maulen, 11464). It is necessary to emphasize the
necessity and significance of a new appeal by researchers of the Kazakh kuya to identify
and realize its purely immanent characteristics, on the one hand, and to interpret its unique
“nature” in the context of the entire system of monodic cultures (Kaztuganova, 2022: 295).
Eastern Kazakh creations showed that a wide scope of content; traditional folk kuis and
their place in the tunes of modern singer-composers, passed down from generation to gen-
eration from ancient times; various characteristics in terms of musical uniqueness. Since
the kuis of East Kazakhstan are in shertpe tradition, the fact that its structural design has
not yet been formed creates difficulties for the analysis of kuis, we believe that its solution
lies in the future. It is assumed that the history of formation of Eastern Kazakhstan kuis
goes back to the period of ancient Turkic and multilingual peoples. The main stylistic dis-
tinguishing characteristic is connected with the common worldview, religious-magical and
artistic-aesthetic concepts of the people of that century. And the musical nature is based
on natural - acoustic, timbre - phonemic, overtone sounds. The content of national music
education increasingly includes the study of the music of the peoples of the world. For
musicologists, composers and performing musicians, this topic is widely represented in the
academic disciplines (Ovchinnikova, 2019: 43). In conclusion, kuis from Eastern Kazakh-
stan still requires a lot of research. Therefore, these regional kuis, which have their own
characteristics, after putting on notice the continuance not only with Kazakh art in general,
but also with Turko-Mongolian music culture, their scope of research should be carefully
examined from a historical and theoretical perspective.
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